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EDITORS’ NOTE

This is a revised edition of the 3rd volume of the International Dictionary of Films and Filmmakers, which also includes Volume 1,
Films, Volume 2, Directors, and Volume 4, Writers and Production Artists. The book contains 615 entries, consisting of a brief
biography, a complete filmography, a selected bibliography of works by and about the entrant, and a critical essay written by a
specialist in the field. There are 68 entrants new to this edition. Most of the entries from the previous edition have been retained here;
all entries have updated filmographies and bibliographies; and many entries have updated critical essays. A few of the entrants are
also listed in either the Directors or Writers and Production Artists volumes, but their entries in this volume are written from the
standpoint of their work as actors. Since film is primarily a visual medium, the majority of entries are illustrated, either by a portrait
or by a representative still from the entrant’s body of work.

The selection of entrants is once again based on the recommendations of the advisory board. It was not thought necessary to propose
strict criteria for selection: the book is intended to represent the wide range of interests within North American, British, and West
European film scholarship and criticism. The eclecticism in both the list of entrants and the critical stances of the different writers
emphasizes the multifarious notions of the cinema, and indeed of the various entrants’ role within it.

Thanks are due to the following: Nicolet V. Elert and Michael J. Tyrkus at St. James Press, for their efforts in preparing this
collection for publication; Michael Najjar, for his tireless efforts in researching the entries; our advisers, for their wisdom and broad
knowledge of international cinema; and our contributors, for their gracious participation. We have necessarily built upon the work
of the editors who have preceded us, and we thank them for the strong foundation they created.

A Note on the Entries

Non-English language film titles are given in the original language or a transliteration of it, unless they are better known
internationally by their English title. Alternate release titles in the original language(s) are found within parentheses, followed by
release titles in English (American then British if there is a difference) and translations. The date of a film is understood to refer to its
year of release unless stated otherwise.

In the list of films in each entry, information within parentheses following each film modifies, if necessary, then adds to the subject’s
principal function(s). The most common abbreviations used are:

an animator

assoc associate

asst assistant

chor choreographer

d director

ed editor

exec executive

mus music

ph cinematographer or director of photography
pr producer

prod des production designer

o role

sc scenarist or scriptwriter

The abbreviation ‘‘co-’’ preceding a function indicates collaboration with one or more persons. Other abbreviations that may be
used to clarify the nature of an individual film are ‘‘doc’’—documentary; ‘‘anim’’—animation; and ‘‘ep’’—episode. A name in
parentheses following a film title is that of the director. A film title in boldface type indicates that complete coverage of that film may
be found in the International Dictionary of Films and Filmmakers, Volume 1: Films.

vii
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ABBOTT, Bud, and Lou COSTELLO

ABBOTT. Nationality: American. Born: William Abbott in Asbury
Park, New Jersey, 2 October 1895. Education: Dropped out of school
in 1909. Family: Married Betty Smith, 1918, two adopted children.
Career: During childhood worked in carnivals, then assistant treas-
urer of Casino Theater in Brooklyn, treasurer or manager of various
theaters throughout the United States; while manager at the National
Theater in Detroit, worked vaudeville as straight man to performers
such as Harry Steppe and Harry Evanson; 1931—while working as
a cashier in a Brooklyn theater, asked to substitute for Costello’s sick
straight man, became a comic team; 1960s—unsuccessfully at-
tempted to revive act with new partner Candy Candido; 1966—
provided voiceover for cartoon version of The Abbott and Costello
Show. Died: 26 February 1959.

COSTELLO. Nationality: American. Born: Louis Francis Cristillo
in Paterson, New Jersey, 6 March 1906. Education: Finished high
school. Family: Married the dancer Anne Battlers, 1934, children:

Abbott (top) and Costello

Carole, Patricia, and Lou Jr. Career: Late 1920s—carpenter at MGM
and Warners, later became stunt man, then comic in vaudeville;
1931—began working with Abbott; 1959—appeared on his own in
a film and on television. Died: 24 April 1974.

From 1931—worked as a team in burlesque (including Minsky’s),
minstrel shows, vaudeville and movie houses; 1938—team became
known nationally from radio appearances on The Kate Smith Hour;
1939—starred in Broadway review The Streets of Paris, and signed
by Universal for first film, One Night in the Tropics; 1941-49—
starred in radio show The Abbott and Costello Program for ABC
(1941-46) and NBC (1946-49); 1952-53—TYV series The Abbott and
Costello Show; 1957—both went broke, the team split up.

Films as Actors:

1940  One Night in the Tropics (Sutherland)

1941  Buck Privates (Rookies) (Lubin); In the Navy (Lubin); Hold
That Ghost (Lubin); Keep ‘Em Flying (Lubin); Meet the
Stars No. 4

1942 Who Done It? (Kenton); Ride ‘Em Cowboy (Lubin); Rio Rita
(Simon); Pardon My Sarong (Kenton)

1943 It Ain’t Hay (Money for Jam) (Kenton); Hit the Ice (Lamont)

1944 In Society (Yarbrough); Lost in a Harem (Riesner)

1945 Here Come the Co-eds (Yarbrough); The Naughty Nineties
(Yarbrough); Abbott and Costello in Hollywood (Simon)

1946 Little Giant (On the Carpet) (Seiter); The Time of Their Lives
(Barton); The Ghost Steps Out (Barton) (Abbott only)

1947  Buck Privates Come Home (Rookies Come Home) (Barton);
The Wistful Widow of Wagon Gap (The Wistful Widow)
(Barton)

1948 The Noose Hangs High (Barton); Abbott and Costello Meet
Frankenstein (Abbott and Costello Meet the Ghosts) (Bar-
ton); Mexican Hayride (Barton)

1949  Abbott and Costello Meet the Killer, Boris Karloff (Barton);
Africa Screams (Barton)

1950 Abbott and Costello in the Foreign Legion (Lamont); The
Real McCoy (Abbott only)

1951  Abbott and Costello Meet the Invisible Man (Lamont); Comin’
Round the Mountain (Lamont)

1952 Jack and the Beanstalk (Yarbrough); Abbott and Costello
Meet Captain Kidd (Lamont); Lost in Alaska (Yarbrough)

1953  Abbott and Costello Go to Mars (Lamont)

1954 Abbott and Costello Meet Dr. Jekyll and Mr. Hyde (Lamont);
Screen Snapshots No. 225

1955 Abbott and Costello Meet the Keystone Cops (Lamont);
Abbott and Costello Meet the Mummy (Lamont)

1956 Dance with Me, Henry (Barton)



ABRIL

ACTORS AND ACTRESSES, 4" EDITION

1959  The 30 Foot Bride of Candy Rock (Miller) (Costello only)
1965 The World of Abbott and Costello (compilation produced by
Max Rosenberg and Milton Subotsky)

Publications
On ABBOTT and COSTELLO: books—

Anobile, Richard J., Who’s on First? Verbal and Visual Gems from
the Films of Abbott and Costello, New York, 1973.

Mulholland, Jim, The Abbott and Costello Book, New York, 1975.

Thomas, Bob, Bud and Lou: The Abbott and Costello Story, Philadel-
phia, 1977.

Costello, Chris, and Raymond Strait, Lou’s on First: A Biography,
New York, 1981.

Cox, Stephen, and John Lofflin, The Official Abbott and Costello
Scrapbook, Chicago, 1990.

Furmanek, Bob, and Ron Palumbo, Abbott and Costello in Holly-
wood, New York, 1991.

Cox, Stephen, and John Lofflin, The Abbott and Costello Story,
Kansas City, Missouri, 1997.

Miller, Jeffrey S. The Horror Spoofs of Abbott and Costello: A Criti-
cal Assessment of the Comedy Team’s Monster Films. Jefferson,
North Carolina, 1999.

On ABBOTT and COSTELLO: articles—

Barton, Charles, ‘‘Abbott and Costello: Wacky Camaraderie,”” in
Close-Ups: The Movie Star Book, edited by Danny Peary, New
York, 1978.

Shipman, David, in The Great Movie Stars: The Golden Years, rev.
ed., London, 1979.

Article on Costello, in Classic Images (Indiana, Pennsylvania),
May 1982.

Gifford, Denis, ‘‘Abbott and Costello,”” in Films and Filming (Lon-
don), June 1984.

Morlan, D.B., “‘Slapstick Contributions to WWII Propoganda: The
Three Stooges and Abbott and Costello.”” Studies in Popular
Culture (Louisville, Kentucky), vol. 17, no. 1, 1994.

On ABBOTT and COSTELLO: film—

Bud and Lou, television movie directed by Robert C. Thomp-
son, 1978.

From 1941 to 1951 Abbott and Costello reigned as Hollywood’s
top comedy team. Bud Abbott was the tall, mustached straight man;
Lou Costello was the short, roly-poly clown. Signed by Universal in
1939, the team was eventually thrown into a war comedy with the
Andrews sisters, Buck Privates. Reportedly this film grossed a then-
corporate record of $10 million, and helped vault this pair of bur-
lesque-trained comics onto the list of the top stars in Hollywood. In
1942 Abbott and Costello were more successful than such noteables
as Clark Gable, Gary Cooper, Bob Hope, Betty Grable, and
Spencer Tracy.

When they were discovered by Hollywood in 1939, the pair had
already been working together for nearly a decade. They tried and
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perfected their verbal slapstick routines on thousands of burlesque
and vaudeville audiences, taking the best of their material and
performing it first to the nation as a whole on radio, and then in the
movies. Even on Broadway in Street of Paris, they were ‘‘Abbott and
Costello,”” exchanging funny dialogue in long-established routines.
Their films, consequently, represent almost archival recordings of the
long-lost art of burlesque comedy.

During World War II, they made an average of two films per year
using a formula from which they rarely varied. The duo invariably
were placed in a specific but familiar setting (often the military
service) and left to wreak havoc, only interrupted for the required
subplot involving a romance between two now long-forgotten Universal
contract players. Only rarely did they have much help at the box
office. Notable exceptions were the aforementioned Andrews sisters
and in Keep 'em Flying, Martha Raye playing twin sisters.

But the box-office returns throughout the World War II era always
stayed high; during that period the duo needed little help. As soon as
the war was over, however, Abbott and Costello began a steady
decline in popularity. Universal then tried a new formula featuring the
pair confronted by a ghost or other force of evil. Abbott and Costello
Meet Frankenstein set off a new seven-year cycle which included the
duo dueling with Boris Karloff, the Invisible Man, Captain Kidd
(portrayed by none other than Charles Laughton), Mr. Hyde, and the
Mummy. During this run, Abbott and Costello alternatively jour-
neyed to exotic locales to romp: twice to Africa, and once each to rural
Kentucky, Alaska, and the planet Mars.

All of these filmic efforts only served to underscore the flagging
popularity of the comic pair, and so it was not surprising that Abbott
and Costello turned to the new medium of television in 1951. That
year, they made their debut on NBC’s Colgate Comedy Hour, simply
repeating an old radio routine. They then decided to create their own
half-hour series, The Abbott and Costello Show, for the 1952-53
season. Although the series lasted only one year in prime time, the 52
episodes were then rerun constantly during the rest of 1950s. Once the
show moved to independent stations it became a staple; one New
York City station is said to have run each episode at least 200 times.

The residuals from the television series helped settle the duo’s
final public performance—a bout with the Internal Revenue Service
over back-taxes. After Costello’s death, Abbott tried to revive the act
with a new partner, Candy Candido, a Costello look-alike. The act
failed, but Abbott and Costello live on in their glory through the
revival of their movies and shows on cable television.

—Douglas Gomery

ABRIL, Victoria

Nationality: Spanish. Born: Victoria Merida Rojas in Madrid, 14
July 1959. Education: Began studying dance at age eight, focused on
ballet at Conservatory of Madrid until age 14. Family: Married
Gustavo Lauve, 1976 (divorced 1981); two sons by current compan-
ion the cinematographer Gerard de Battista. Career: 1974—host of
Spanish TV game show at age 15; 1976—English-language debut in
Robin and Marian; 1978—in TV mini-series The Bastard; 1980s—
top box-office attraction in Spain; 1990-93—international stardom
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Victoria Abril (center) with Josiane Balasko and Alain Chabatin in French Twist

via Almodévar films; 1994—Hollywood debut in Jimmy Hollywood.
Lives in France. Awards: San Sebastian Film Festival, Best Actress,
for El Lute: Camina o Revienta, 1987; Berlin Film Festival, Best
Actress, for Amantes, 1991; San Sebastian Film Festival, Best Actress,
for Nadie Hablara de Nosotras Cuando Hayamos Muerto, 1995.
Agent: Sandy Bresler, 15760 Ventura Boulevard, #1730, Encino, CA
91436, U.S.A.

Films as Actress:

1975
1976

1977
1979
1980
1981
1982

Obsession

Cambio de Sexo (Aranda) (as José Maria/Maria José); Robin
and Marian (Lester); El Puente (The Lost Weekend)
(Bardem) (as Lolita)

Doiia Perfecta (Ardavin)

Mater Amatisima (Salgot)

The Girl with the Golden Panties (Aranda) (as Mariana)

Comin’ at Ya! (Baldi) (as Abilene)

Asesinato en el Comite Central (Murder in the Central
Committee) (Aranda); J’ai Espouse une Ombre (I Married

1983

1984

1985

1986

1987
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a Dead Man;, I Married a Shadow) (Robin Davis) (as Fifo);
La Colmena (The Beehive) (M. Camus)

Le Batard (van Effenterre) (as Betty); Las Bicicletas Son Para
el Verano (Bicycles Are for the Summer) (Chavarri); La
Lune dans le Caniveau (The Moon in the Gutter) (Beineix)
(as Bella)

L’Addition (Amar) (as Patty); Le Voyage (Andrieu) (as
Veronique); La Noche Mas Hermosa (The Most Beautiful
Night) (Gutiérrez Aragén) (as Elena); Rio Abajo (On the
Line) (Borau) (as Engracia); Padre Nuestro (Our Father)
(Regueiro) (as Cardenala)

L’Addition (The Bill) (Amar) (as Patty); After Darkness
(Othenin-Girard) (as Pascale); Rouge Gorge (Zucca); La
Hora Bruja (De Arminan) (as Saga)

Tiempo de Silencio (Time of Silence) (Aranda) (as Dorita);
Max Mon Amour (Max My Love) (Oshima) (as Maria);
Ternosecco (Giancarlo Giannini)

El Lute: Camina o Revienta (Lute: Forge on or Die) (Aranda)
(as Consuelo); El Juego Mas Divertido (Martinez-Lazardo)
(as Ada Lasa/Sara); El Placer de Matar (The Pleasure of
Killing) (Rotaeta); Barrios Altos (Garcia Berlanga)
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1988 Baton Rouge (Moleon) (as Ana Alonso); Ada dans La Jungle
(Zingg) (as Carmen); Sans Peur et Sans Reproche (Without
Fear or Blame) (Jugnot) (as Jeanne)

1989  SiTe Dicen Que Cai (If They Tell You That I Fell) (Aranda) (as
Menchu/Ramona/Aurora Nin)

1990 ;Atame! (Tie Me Up! Tie Me Down!) (Almodévar) (as Marina
Osorio); Sandino (Littin); A Solas Contigo (Campoy);
Amantes (Lovers: A True Story) (Aranda) (as Luisa)

1991 Une Epoque Formidable (Wonderful Times) (Jugnot) (as
Juliette); Tacones Lejanos (High Heels; Talons Lejanos)
(Almodovar) (as Rebecca)

1992  Demasiado Corazon (Campoy)

1993  Intruso (Intruder) (Aranda) (as Luisa)

1994  Kika (Almodévar) (as Andrea Scarface); Jimmy Hollywood
(Levinson) (as Lorraine); Casque Bleu (Blue Helmet)
(Jugnot) (as Alicia)

1995 Gazon Maudit (French Twist) (Balasko) (as Loli); Nadie
Hablara de Nosotras Cuando Hayamos Muerto (Nobody
Will Talk about Us When We’re Dead) (Diaz Janes)
(as Gloria)

1996 Libertarias (Aranda) (as Floren); Trois Vies et Une Seule
Mort (Rail Ruiz); French Twist (Balasko) (as Loli)

1998 La Femme du cosmonaute (Monnet) (as Anna)

1999  Enre las piernas (Between Your Legs) (Gomez Pereira) (as
Miranda)

Publications
By ABRIL: articles—

*“The Pain in Spain,’” interview with D. Wells, in Time Out (London),
4 May 1992.

“‘Queen Victoria,”’ interview with Pedro Almodévar, in Interview
(New York), April 1994.

“Victoria Abril: la vengeance d’une femme,”” interview with Elie
Castiel, in Séquences (Montreal), May/June 1995.

“Victoria Abril,”” Stars (Mariembourg), Spring 1994.

s

s

On ABRIL: books—

Besas, Peter, Behind the Spanish Lens, Denver, 1985.

Schwartz, Ronald, The Great Spanish Films, Metuchen, New Jer-
sey, 1991.

Kinder, Marsha, Blood Cinema, London, 1993.

Deveny, Thomas G., Cain on Screen: Contemporary Spanish Cin-
ema, Metuchen, New Jersey, 1993.

Monterde, José Enrique, Veinte Aiios de Cine Espariol (1973—-1992),
Barcelona, 1993.

On ABRIL: articles—

Marinero, F., and V. Ciompi, ‘‘Victoria Por Si Misma,”’ in Casablanca
(Madrid), February 1984.

“Victoria Abril, Varier Les Roles de Composition,”’ in Revue du
Cinéma (Paris), June 1984.

““El Cine Como Pasion,”’ in Semana Internacional de Cine Valladolid
(Valladolid), 1991.
Millea, Holly, *“Victor, Victoria,”” in Premiere (New York), May, 1994.

For those who only know Victoria Abril from her stunning
Almoddévar troika, it may come as a shock that the classically trained
dancer has been a working cinema actress since the age of 15.
Unsurprisingly, given her background, her physicality and wanton
body language are essential components of all her roles. She moves
like a panther prowling to a flamenco beat. Burning up the interna-
tional cinema with a sensuality that is not the by-product of cosmetic
enhancement or Hollywood glamour, Abril possesses an animal
magnetism that will deepen with the years like the appeal of Moreau,
Magnani, or Ava Gardner. Abril attacks her parts with the same
natural abandon with which she often sheds her clothes on screen; it is
as if she wants no barrier between the reality of her characterization
and the audience. You do not just watch an Abril performance, you
experience it through your pores.

When you consider her wide range of roles, you realize that her
sexuality is a gift of personality, a force of nature that she savvily uses
to communicate as an actress. From her first English-language film
appearance as the woodsy diversion for the King of England in Robin
and Marian, she has made love to the camera as well as to her on-
screen partners. From the mid-seventies, Spanish directors clamored
for her services until she became that nation’s top box-office attrac-
tion long before Almoddévar tied her up or down. In Cambio de Sexo,
she portrayed a transsexual with a virtuosity well beyond the capabili-
ties associated with a 16-year-old actress. In Mater Amatisima, she
heartbreakingly enacted the mother of an eight-year-old autistic child
despite being only 20 at the time. Despite her ebullient persona, her
eyes suggest a familiarity with pain that has enabled her to tackle
mature roles from her teenhood. During her ascent to superstardom
espagnole, she played a free spirit inadvertently entangled in an
incestuous affair in The Girl with the Golden Panties, subtly shaded
three different whore roles in If They Tell You That I Fell, and limned
another prostitute part with uncommon power in On the Line. Moving
to France with her lover, cinematographer Gerard de Battista (with
whom she has two sons), she spent her Abril in Paris years escaping
the scathing reviews meted out for The Moon in the Gutter and
impressing American audiences as one of the few causes for celebra-
tion in the star-deficient nineties. In the orgasmic film noir, Lovers:
A True Story, she unleashed the sexual licentiousness that Hollywood
femmes fatales of yesteryear could only intimate. Although the
controversial Tie Me Up! Tie Me Down! played like an awkward blind
date between director Almodévar and his game-for-anything star,
High Heels, their next collaboration, showcased Abril’s unique blend
of reckless vulnerability and murderously intense passion to dazzling
effect. In this combination salute to Lana Turner’s real-life excesses
and acidic parody of women’s films, Abril sent up all those resentful
daughters of Melodrama who are content to pillory their mothers for
their own frustrations. Following up her delicious roast of a television
reality-show hostess who would sell her own soul (if she had one) for
a scoop in Kika, Abril played sexy second banana to Joe Pesci in
Barry Levinson’s unwieldy show biz satire Jimmy Hollywood. Light-
ing up a gimmicky script with refreshing candor, she stole the film.

Although Levinson changed his mind about using her as the
defense attorney in Disclosure, one hopes American moviemakers
will divine the combustibility she could bring to Lotus Land and that
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her assets will be used more wisely than those of other emigrée
casualties such as Lena Olin and Emmanuelle Béart. Whether in
drama or comedy, what sets this off-the-wall temptress apart from
other Euro-goddesses is that she takes Passion seriously, but not
herself. Far beyond her awesome pliability as a screen presence, there
is an Abrilian life force that rattles viewers out of complacency and
makes every Abril performance seem as if you are discovering her for
the very first time.

—Robert J. Pardi

ADJANI, Isabelle

Nationality: French. Born: Paris, 27 June 1955. Education: Attended
Courbevoie public school. Family: Son, Barnabe, with film director
Bruno Nuytten; son with actor Daniel Day Lewis. Career: 1969—
debut in first film, Le Petit Bougnat, during school holiday; 1970—
stage debut in Lorca’s The House of Bernada Alba at Reims; 1973—
became member of Comédie Frangaise, Paris. Awards: Prix Suzanne
Bianchetti, 1974; Best Actress, New York Film Critics, National
Society of Film Critics Best Actress Award, and National Board of
Review Best Actress Award, for The Story of Adele H., 1975; Best
Actress, Cannes Festival, for Possession and Quartet, 1981; César
Awards for Best Actress, for Possession, 1981, L’Eté meutrier, 1983,
Camille Claudel, 1989, and La Reine Margot, 1995; Silver Berlin
Bear, Berlin International Film Festival, for Camille Claudel, 1989.
Agent: c/o Artmedia, 10 av. George V, F-75008 Paris, France.

Isabelle Adjani in La Reine Margot

Films as Actress:

1969 Le Petit Bougnat (Michel) (as Rose)

1972 Faustine et le bel été (Faustine and the Beautiful Summer)
(Companeez) (as Camille); L’Ecole des femmes (Rouleau—
for TV) (as Agnes)

1974  La Gifle (The Slap) (Pinoteau) (as Isabelle Doulean)

1975 L’Histoire d’Adeéle H. (The Story of Adéle H.) (Truffaut)
(title role)

1976 Le Locataire (The Tenant) (Polanski) (as Stella); Barocco
(Téchiné) (as Laure)

1977 Violette et Frangois (Rouffio) (as Violette)

1978 The Driver (Walter Hill) (as the Player)

1979  Nosferatu—Phantom der Nacht (Nosferatu—The Vampire)
(Herzog) (as Lucy Harker); Les Soeurs Bronté (The Bronté
Sisters) (Téchiné) (as Emily)

1980 Clara et les chics types (Clara and the Nice Guys) (Monnet)
(as Clara)

1981 Quartet (Ivory) (as Marya Zelli); Possession (Zulawski) (as
Anna/Helen); L’Année prochaine si tout va bien (Next Year
If All Goes Well) (Hubert) (as Isabelle)

1982  Antonieta (Saura) (title role); Tout feu tout flamme (All Fired
Up) (Rappeneau) (as Pauline Valance)

1983  L’Eté meurtrier (One Deadly Summer) (Jean Becker) (as
Eliane/Elle); Mortelle randonnée (Deadly Circuit) (Claude
Miller) (as Catherine Leiris/Lucie ‘‘Marie’’)

1985 Subway (Besson) (as Helena)

1987 Ishtar (Elaine May) (as Shirra Assel)

1988  Camille Claudel (Nuytten) (title role, + co-pr)

1990 Favorita Del Re (Corti); Fleur de Rubis (Mocky); Lung Ta:
Les cavaliers du vent (De Poncheville) (as narrator)

1993  Toxic Affair (Esposito) (as Penelope)

1994 La Reine Margot (Queen Margot) (Chéreau) (title role)

1996  Diabolique (Chechik) (as Mia)

1998 Paparazzi (Berberian) (as herself)

1999  Passionnément (Nuytten)

Publications
By ADJANI: articles—

Interview with Guy Braucourt, in Ecran (Paris), November 1975.

Interview in Interview (New York), March 1976.

Interview with D. Maillet, in Cinématographe (Paris), January 1977.

““Une image filante,”” interview with André Philippon, in Cahiers du
Cinéma (Paris), May 1983.

Interview with D. Maillet, in Cinématographe (Paris), December 1984.

Interview with Claire Devarrieux, in Les Acteurs au travail, Rennes,
France, 1986.

Interview in Premiere (Paris), December 1988.

“The Story of Isabelle A,”” interview with Marilyn Goldin, in
Interview (New York), January 1990.

“‘Isabelle époque,’” interview with Geoff Andrew in Time Out, 11
January 1995.

Interview with Holly Milea, in Premiere (New York), March 1996.

On ADJANI: book—

Roques-Briscard, Christian, Le Passion d’Adjani, Paris, 1987.
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On ADJANI: articles—

s

Truffaut, Francois, ‘‘Non conosco Isabelle Adjani,”’ in Filmcritica
(Rome), January/February 1976.

Ciné Revue (Paris), 22 April 1981 and 3 November 1983.

Séquences (Montreal), January 1984.

Toubiana, Serge, ‘‘Chére Isabelle Adjani,’
(Paris), December 1988.

Current Biography 1990, New York, 1990.

Rosen, Miriam, ‘‘Isabelle Adjani: The Actress as Political Activist,”’
in Cineaste (New York), vol. 17, no. 4, 1990.

Bishop, Kathy, ‘‘Isabelle Stops at Nothing,”” in American Film
(Hollywood), January 1990.

Collins, G., ““The ‘Hounding’ of Isabelle Adjani,”’ in New York
Times, 6 January 1990.

Simmons, Judy, ‘‘Isabelle Adjani’s Passion for Camille Claudel,’’ in
Ms. Magazine (New York), July/August 1990.

Roth-Bettoni, Didier, and others, ‘‘La reine Margot: la mort en son
jardin,”” in Mensuel du Cinéma (Nice), no. 17, May 1994.

Gendron, Sylvie: ‘‘Adjani. La reine Isabellep’” in Séquences (Montr-
eal), July/August 1994.

Landrot, Marine, ‘‘L’histoire d’Isabelle Adjani,”” in Télérama (Paris),
no. 2357, 15 March 1995.

s

in Cahiers du Cinéma

In France, Isabelle Adjani has become an emblematic figure—
admired, scrutinised, sometimes reviled, the recipient of Best Actress
awards and of political abuse. But she’s never achieved stardom
outside France, thanks to the mostly forgettable films in which she’s
appeared. Of her twenty-odd movies to date, few have anything going
for them beyond her performance—and some, not even that.

This is surprising, since Adjani is an intelligent and dedicated
actress who chooses her roles with care and works on them with
single-minded application. Truffaut, who gave her her first significant
screen partin L’Histoire d’Adéle H, observed that ‘‘she acts as though
her life depended on it.”” Intensity, the fierce wounded stare of
a woman at once independent and painfully vulnerable, is the essence
of her screen persona—and, on all the evidence, of Adjani herself.
““‘One acts nothing but oneself,”” she concedes, ‘‘no matter how
fiercely one denies it.”’

Adjani looks back wistfully on her work with Truffaut. “‘I don’t
think things can happen so beautifully, so smoothly and with such
purity again.”” Even so, the film set the pattern for her career in more
ways than one. Casting Adjani as Victor Hugo’s daughter Adele, who
pursued an unrequited love beyond the brink of madness, foreshad-
owed her frequent later roles as solitary obsessives, alienated and
victimised by a punitive society. But it also marked the start of her
edgy, love-hate relationship with the French public. Joining the
Comédie-Francaise at 17 to star in Moliere and Giraudoux, she
became the youngest player ever to be granted contract status. When,
three years later, the company refused her leave of absence to work
with Truffaut, she walked out, causing vociferous outrage.

In some ways, Adjani’s exceptional beauty has worked against
her. Small and delicate, with large, deep-blue eyes set in an oval face,
she has sometimes been reduced to merely decorative roles—the
errant socialite of Luc Besson’s modish Subway, or The Player in
Walter Hill’s Melvillesque thriller The Driver. (Hill, she claims,
“‘hated my scenes with Ryan O’Neal and cut most of them out.””) In
Le Locataire Polanski, with characteristic perversity, tried to neutralise
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her beauty with thick glasses and a shaggy wig, but only succeeded in
smothering her personality.

Adjani’s fragile looks suit her for roles as emotionally or physi-
cally exploited women—although neither James Ivory’s Quartet, nor
Herzog’s brittle remake of Murnau, Nosferatu-Phantom her Nacht,
offered her scope for much beyond passive suffering. More interest-
ing are the films that explore the darker potential of her wide-eyed
gaze, such as Claude Miller’s Mortelle randonnée, where her serial
killer, ruthless beneath an appealing facade, captivates even the
detective sent to track her down.

This ambiguous combination of tenacity, even toughness, behind
an air of childlike vulnerability underlies much of Adjani’s best work.
She has never lacked courage, professional or personal, and in a 1986
interview, disgusted by the rise of Le Pen’s racist National Front,
proclaimed her own non-French origins. (She was born in Bavaria to
a German mother and an Algerian father.) Public reaction was swift
and malicious: a rumour swept the country that she was dying of
AIDS. Even her appearance on television, alive and in furious health,
failed to still the whispers completely.

This ordeal fed powerfully into her playing of Camille Claudel.
The film was a cherished personal project: Adjani herself raised the
finances, acquired the rights, talked Depardieu into playing Rodin,
and persuaded her long-term associate, the cinematographer Bruno
Nuytten, to turn first-time director. Adjani closely identified with the
brilliant sculptress, destroyed by her affair with the egocentric Rodin
and incarcerated in an asylum for her last thirty years. The urgency
and fervour of her performance burst through Nuytten’s careful
direction, and gained her an Oscar nomination. But in La reine
Margot, ablood-soaked costume drama adapted from a Dumas novel,
she was swamped by the rampant melodrama and by a grandstanding
performance from Virna Lisi as her mother, the scheming Catherine
de Medici.

So far, all Adjani’s attempts to launch an international career have
misfired: besides The Driver there’s been Elaine May’s megabuck
comedy disaster Ishtar, and Diabolique, a botched shot at updating
Clouzot’s classic chiller. In France she seems trapped by her persona,
by a public regard at once too indulgent and too censorious. Highly
regarded by her colleagues—John Malkovich describes her as ‘‘a
great actress . . . one of those people who really work from a deep
sense of woundedness’’—Isabelle Adjani has rarely found the scripts,
or the directors, to stretch her abilities to the full. Since Diabolique,
and the media feeding frenzy over her break-up with Daniel Day-
Lewis, she has been involved in just one film, Passionnément, and
may be preparing to retire into Garbo-like reclusiveness.

—Philip Kemp

AIELLO, Danny

Nationality: American. Born: Daniel Louis Aiello, Jr., in New York
City, 20 June 1933. Education: Attended James Monroe High School
(two weeks). Military Service: U.S. Army. Family: Married Sandy
Cohen, 1955, sons: Rick, Danny III, and Jaime, daughter: Stacey.
Career: 1972—film debut in The Godmother (unreleased); 1973—
first released film Bang the Drum Slowly; 1975—stage debut in
Lampost Reunion, Little Theatre, New York City; 1985-86—in TV
series Lady Blue. Awards: Theatre World Award, for Lampost
Reunion, Little Theatre, New York City, 1975; Faberge Award, Straw



ACTORS AND ACTRESSES, 4" EDITION

AIELLO

Hat Award, Theatre World Award, Theatre of Reunion Award, for
That Championship Season, Chicago production, 1975; Best Actor
Award, L.A. Drama Critics Circle, for Hurly Burly, Los Angeles
production, 1985; Los Angeles, Boston, and Chicago Film Critics
Awards, for Do the Right Thing, 1989; Career Achievement Award,
Motion Picture Bookers Club, 1989. Agent: William Morris Agency,
151 El Camino Drive, Beverly Hills, CA 90212, U.S.A. Address:

1993  The Cemetery Club (Duke) (as Ben Katz); Me and the Kid
(Dan Curtis) (as Harry); The Pickle (Adventures of the
Flying Pickle) (Mazursky) (as Harry Stone)

1994 Leon (The Cleaner; The Professional) (Besson) (as Tony,

1995

+ co-pr); Ready to Wear (Prét-a-Porter) (Altman) (as
Major Hamilton)
Lieberman in Love (Lahti) (as Joe Lieberman); The Road

4 Thornhill Drive, Ramsey, NJ 07446, U.S.A.

Films as Actor:

1972  The Godmother (Russo—unreleased)
1973  Bang the Drum Slowly (Hancock) (as Horse)
1974  The Godfather, Part II (Francis Ford Coppola) (as Tony Rosato)

1976

1977
1978

1979
1980
1981

1982

1983

1985

1986

1987

1988

1989

1990

1991

1992

The Front (Ritt) (as Danny La Gattuta); Hooch (Edward
Mann); Kojak: Black Thorn (Dubin—for TV)

Fingers (Toback) (as Butch)

Bloodbrothers (A Father’s Love) (Mulligan) (as Artie); The
Last Tenant (Jud Taylor—for TV) (as Carl); Lovey: A Cir-
cle of Children, Part II (Jud Taylor—for TV) (as Ber-
nie Serino)

Defiance (Flynn) (as Carmine)

Hide in Plain Sight (Caan) (as Sal Carvello)

Chu Chu and the Philly Flash (Rich) (as Johnson); Fort
Apache, the Bronx (Petrie) (as Morgan)

Amityville 1I: The Possession (Damiana); A Question of
Honor (Jud Taylor—for TV) (as Martelli)

Blood Feud (Newell—for TV) (as Randy Powers); Deathmask
(Friedman) (as Mike Gress); Old Enough (Marisa Silver)
(as Mr. Bruckner); Once upon a Time in America (Leone)
(as Police Chief Aiello)

Key Exchange (Kellman) (as Carabello); The Protector
(Glickenhaus) (as Danny Garoni); The Purple Rose of
Cairo (Woody Allen) (as Monk); The Stuff (Cohen) (as
Vickers)

Tales from the Darkside: The Odds (John Strysik—for TV)
(as Tommy Vale)

Man on Fire (Absinthe) (Chouraqui) (as Conti); Moonstruck
(Jewison) (as Johnny Cammareri); The Pick-Up Artist
(Toback) (as Phil); Radio Days (Woody Allen) (as Rocco);
Daddy (Herzfeld—for TV) (as Coach Jacobs); Russicum
(The Third Solution; Russicum I Giorni del Diavolo)
(Squitieri) (as George Sherman)

White Hot (Benson) (as Charlie Buick); Alone in the Neon
Jungle (Command in Hell) (Georg Stanford Brown—for
TV) (as Chief of Police); Crack in the Mirror (Do It Up)
(Benson) (as Charlie)

The January Man (O’Connor) (as Capt. Vincent Alcoa); Do
the Right Thing (Spike Lee) (as Sal Frangoni); Making of
Do the Right Thing (Bourne—doc) (as himself); Harlem
Nights (Eddie Murphy) (as Phil Cantone); The Preppie
Murder (Herzfeld—for TV) (as Detective Mike Sheehan)

Jacob’s Ladder (Dante’s Inferno) (Lyne) (as Louis); Lost Idol
(Shock Troop) (Chalong) (as John Cunningham)

The Closer (Logothetis) (as Chester Grant); 29th Street (Gallo)
(as Frank Pesce Sr.); Hudson Hawk (Lehmann) (as Tommy
Five-Tone); Once Around (Hallstrom) (as Joe Bella)

Mistress (Primus) (as Carmine Rasso); Ruby (Mackenzie)
(title role)

Home (He Ain’t Heavy) (Hamilton); Power of Attorney
(Himelstein) (as Joe Scassi)

City Hall (Harold Becker) (as Frank Anselmo); Two Much
(Trueba) (as Gene Paletto); 2 Days in the Valley (Herzfeld);
Mojave Moon (Dowling); Long Road Home; A Brooklyn
State of Mind (Rainone) (as Danny Parente);

Unforgotten: Twenty-Five Years After Willowbrook (Fisher)
(as Narrator); The Last Don (Clifford—mini for TV) (as
Don Dmenico Clericuzio); Dellaventura (Rosenthal—series
for TV) (as Anthony Dellaventura)

Wilbur Falls (Glantz) (as Phil Devereaux); Bring Me the Head
of Mavis Davis (Henderson) (as Mr. Rathbone); The Last
Don II (Clifford—mini for TV) (as Don Clericuzio)

Mambo Café (Gonzalez) (as Mob Boss)

1996

1997

1998

1999

Publications

By AIELLO: articles-

LX)

““‘Beyond the Bronx with Danny Aiello,”” interview with Patrick
Goldstein, in Los Angeles Times, 24 September 1989.

““Harlem Nights: Danny Aiello Is a Crooked Cop on the Take,”’
interview with Charles Fleming, in American Film, Novem-
ber 1989.

““Case Study: Danny Aiello,”” interview with Kevin Koffler, in
Hollywood Reporter, 8 May 1990.

“‘Danny Aiello: Hard Times to High Times,”” interview with Rod
Lurie, in West Side Spirit (New York), 4 February 1991.

“‘Broadway Danny Aiello,”” interview with Gavin Smith, in Film
Comment (New York), July/August 1991.

““Everyone’s in The Pickle (and They Relish Their Roles): Danny
Aiello Stars as Director Harry Stone, a Victim of Artistic Sui-
cide,”’” interview with Tom Provenzano, in Drama-Logue, 6—12
May 1993.

““The Natural: Danny Aiello Escapes into Acting while Enduring
Real-Life Problems,’” interview with Michael Horowitz, in UCLA
Daily Bruin (Los Angeles), 18 November 1994.

>
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On AIELLO: articles—

Decker, John, ‘‘Call Him the Great Danny,’” in Soho Weekly News
(New York), 14 June 1979.

Chase, Chris, ‘‘Danny Aiello, the Actor, Still a Working Man,”’ in
New York Times, 8 May 1981.

Loeser, Deborah, ‘‘Forget the Screen Image—Danny Aiello Is More
Cream Puff than Hard Roll,”” in Chicago Tribune, 24 March 1985.

Tajima, Renee, ‘‘Say the Right Thing,”” in Village Voice (New York),
20 June 1989.

Van Gelder, Lawrence, ‘‘At the Movies: for Danny Aiello, Life Is
Busy and Sal the Pizza Man Is Not a Bigot,”” in New York Times,
7 July 1989.
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Goldstein, Patrick, ‘‘Beyond the Bronx with Danny Aiello,”” in Los
Angeles Times Calendar, 24 September 1989.

Carcaterra, Lorenzo, ‘‘Making Room for Danny,’” in US (New Y ork),
11 December 1989.

Norman, Michael, ‘‘His Bus Came In,”” in New York Times Maga-
zine, 21 January 1990.

Carcaterra, Lorenzo, ‘‘Danny Aiello,”” in People Weekly (New York),
19 February 1990.

Flatow, Sheryl, ‘‘I Wanted to Be More,”” in Parade Magazine (New
York), 2 December 1990.

Schweiger, Daniel, ‘‘Once Around with Danny Aiello,’
View (New York), 18-24 January 1991.

Golden, Tim, ‘‘Danny Aiello Travels the Blue-Collar Route to
Stardom,’” in New York Times, 16 February 1991.

Smith, Gavin, ‘‘Broadway Danny Aiello,”’ in Film Comment (New
York), 1 July 1991.

Current Biography 1992, New York, 1992.

“‘Inspirational Actor Danny Aiello. Set to Start ‘Breaking Legs’ in
Cerritos,”” in Drama-Logue (Hollywood), 30 September—6 Octo-
ber 1993.

Mischel, Rick, ‘‘Smiling All the Way to Success,”” in Entertainment
Today (New York), 11-17 November 1994.

“Film, Legit, TV Actor Carries Torch for N.Y.,”” in Variety, 29
September 1997.

Carson, Tom, ‘‘My Left Flatfoot: Prime-Time Dicks Trip Over
Themselves,”” in Village Voice (New York), 21 October 1997.
Mitchell, Elvis, ‘“T.V. Tough Love: Dellaventura is the Funniest New
Series on Television, through Sheer Inadvertence,’” in New Times

(Los Angeles), 13 November 1997.

Hamill, Denis, ‘“That’ll Be Two for Dinner: Danny Aiello and Bob
Giraldi Cook Up a Movie in Tribeca,”” in New York Daily News,
13 February 2000.

s

in Village

In the Hollywood studio era Danny Aiello would have made
a respectable living as a character actor representing the tough urban
guy from the school of hard knocks. His urban upbringing has
a definite bearing on his work in the theater and movies. He is
a product of New York and can be considered a New York actor.
Many of his films and television productions have a New York setting
and theme.

He grew up in a large Italian family, with a father who was missing
most of the time; his mother and siblings struggled. He had very little
schooling, ran with street gangs, went into the Army, married, and
found himself with a family at an early age. During a particularly
desperate time in his life he resorted to criminal activity (which he
freely admits) in order to pay the rent and feed his family.

He came to acting relatively late, more or less by chance, with
virtually no training; even so he was soon working with important
directors Francis Ford Coppola, Martin Ritt, and Woody Allen. Over
the course of his career to date, his roles have ranged from the vicious
murdering cop in Fort Apache, The Bronx (1981) to more compas-
sionate cop roles such as in The Preppie Murder. He has played small
roles in many important films: The Front; Bloodbrothers, an impres-
sive, underrated New York film; and Jacob’s Ladder. In more major
roles he has shown a distinctive acting ability, such as the crude,
insensitive husband of The Purple Rose of Cairo; and the Momma’s
Boy, Johnny Cammareri, in Moonstruck, which brought out his
comedic abilities. He is quite successful as the lead in The Pickle,
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a film that may be absurd in its concept, but which shows him with
a nasty streak, but also great comic talent as a Hollywood director
struggling to overcome a string of flops.

He has also had leading roles as Jack Ruby in Ruby (1992) and
Chester Grant in The Closer (1990; a role recreated from the 1976
Broadway play Wheelbarrow Closers), but while these parts share the
same characteristics—small-time loser and hood and paid FBI in-
former in the first; hard-driven, bitter, and nasty man alienated from
his family in the second—the films themselves are not successful. In
many ways this underlines the dilemma in his acting career. If Aiello
has good writers and directors, he can shine; if not, he will fall into
a characteristic mold: a loud-mouthed and profane persona with
a trademark laugh that is not always pertinent to the action of the film.

His most important film to date, the one that has gained him the
most fame and recognition, is Spike Lee’s Do the Right Thing. He is
excellent in this film as the embattled Sal Frangoni, holding on to his
pizza parlor in an all-black Bedford-Stuyvesant. Some of his best
acting occurs in the interchanges between father and sons, and this
type of relationship, both in real life and on the screen, has great
importance to him. While vituperative, angry, opinionated, and
frustrated to the point of violence, he is still able to convey warmth
and compassion for the African Americans that he lives with. He says
to his bigoted son: ‘“Why is there so much anger in you? I never had
trouble with these people. They grew up on my food. I'm very proud
of it. Sal’s is here to stay. I'm your father and I love you.”” Aiello
claims that there is about 85 percent of himself in the film. His wife in
real life claims that there is 100 percent.

While this film has been the most important of his career, his most
successful films have been the ones in which he portrays a family
man, a loving father and husband, working hard to keep his family
together. The two films that show him with this wonderful range of
acting ability, along with his characteristic hard edges, are 29th Street
and Once Around. The essence of Aiello’s acting may well be found
in these films; his performances show great depth, compassion,
sympathy, and humor. The films are moving and successful in large
part because of him—probably due to the opportunity they offer
Aiello to act out much of what he lacked as a child when his father was
not around, and there was not much love and support from his father
for his children. Danny Aiello is making up for those hard times, and
being quite successful at it.

—Allen Cohen

AIMEE, Anouk

Nationality: French. Born: Francoise Sorya Dreyfus in Paris, 27
April 1932, daughter of the actor Henri Dreyfus (performed as Henri
Murray, or simply Murray) and Genevieve Sorya (family name
Durand). Education: Attended Ecole de larue Milton, Paris; Ecole de
Barbezieux; Pensionnat de Bandol; Institution de Megeve; studied
dance at Marseilles Opera; studied theater in England, then at Cours
Bauer-Therond. Family: Married 1) Edouard Zimmermann, 1949
(divorced); 2) the director Nico Papatakis, 1951 (divorced 1954),
daughter: Manuela; 3) Pierre Barouh, 1966 (divorced); 4) the actor
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Anouk Aimée

Albert Finney, 1970 (divorced 1978). Career: Began stage acting at
age 14; 1946—film debut in La Maison sous la mer (as ‘‘Anouk’’);
1948—first screen success in Les Amants de Vérone in role written for
her by Jacques Prévert. Awards: Best Foreign Actress, British
Academy, for Un Homme et une femme, 1966; Best Actress, Cannes
Festival, for Salto nel vuoto, 1979. Agent: Artmédia, 10 av George V,
75008 Paris, France.

Films as Actress:

1946
1947
1948

1949
1951

1952

La Maison sous la mer (Calef)

La Fleur de I’dge (Carné—unfinished)

Les Amants de Vérone (The Lovers of Verona) (Cayatte) (as
Georgia ‘‘Juliette’” Maglia)

Golden Salamander (Neame) (as Anna)

Congquétes du froid (Vidal); Noche de tormenta (Nuit d’orage)
(de Moyora)

La Bergere et le ramoneur (Grimault) (as voice); The Paris
Express (The Man Who Watched Trains Go By) (French)

1953
1954
1955

1956
1957

1958

1959

1960
1961

(as Jeanne); Le Rideau cramoisi (Les Crimes de I’amour;
The Crimson Curtain) (Astruc) (as Albertine)

Ich suche dich (Fischer)

Forever My Heart (Happy Birthday) (Arliss and Knowles)

Contraband Spain (Huntington) (as Elena Vargas); Les
Mauvaises Rencontres (Astruc)

Nina (Jugert) (as Nina Iwanowa); Stresemann (Braun)

Tous peuvent me tuer (Anyone Can Kill Me) (Decoin); Pot-
Bouille (The House of Lovers) (Duvivier); Montparnasse
19 (Modigliani of Montparnasse; The Lovers of
Montparnasse) (Jacques Becker) (as Jeanne Hebuterne)

La Téte contre les murs (The Keepers) (Franju); Carve Her
Name with Pride (Gilbert)

The Journey (Some of Us May Die) (Litvak) (as Eva); Les
Dragueurs (The Chasers; The Young Have No
Morals) (Mocky)

La dolce vita (Fellini) (as Maddalena)

Lola (Donna di vita) (Demy) (title role); Le Farceur (The
Joker) (de Broca) (as Helene Laroche); L’imprévisto
(Lattuada); Quai Notre Dame (Berthier); Il giudizio
universale (The Last Judgment) (de Sica)
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1962 Sodoma e Gomorra (Sodom and Gomorrah; The Last Days of
Sodom and Gomorrah) (Aldrich and Leone) (as Queen
Bera); Les Grands Chemins (Of Flesh and Blood; 1l Baro)
(Marquand) (as Anna)

1963 8% (Otto e mezzo) (Fellini) (as Luisa Anselmi); 11 giorno piit
corto (The Shortest Day) (Corbucci); Il terrorista (de
Bosio); Il successo (Morassi and Risi) (Blasetti)

1964 Liola (A Very Handy Man); Le voci bianche (White Voices; Le
Sexe des Anges; Under Cover Rouge) (Campanile and
Franciosa) (as Lorenza); La fuga (Spinola) (as Luisa)

1965 Il morbidone (Franciosa); La stagione del nostro amore (A
Very Handy Man;, Liola) (Vancini) (as Mita)

1966 Lo scandalo (Gobbi); Un Homme et une femme (A Man and
a Woman) (Lelouch) (as Anne Gauthier)

1968  Un Soir, un train (One Night, a Train) (Delvaux) (as Anne)

1969 The Model Shop (Demy) (as Lola); Justine (Cukor) (title role);
The Appointment (Lumet) (as Carla)

1976  Si c’était a refaire (If I Had to Do It All over Again; A Second
Chance) (Lelouch) (as Sarah Gordon)

1978 Mon Premier Amour (My First Love) (Chouraqui) (as
Jane Romain)

1979  Salto nel vuoto (A Leap in the Dark; Leap into the Void)
(Bellocchio) (as Marta Ponticelli); Une Page d’amour
(Chouraqui—for TV)

1981 La Tragedia di un uomo ridiculo (The Tragedy of a Ridiculous
Man) (Bertolucci) (as Barbara Spaggiari)

1982  Qu’est-ce qui fait courir David? (Chouraqui); Le Général de
I’armée morte (Il generale dell’armata morta) (Tovoli)

1984 Vive la vie (Lelouch); Success Is the Best Revenge
(Skolimowski) (as Monique de Fontaine)

1985  Flagrant Desire (A Certain Desire) (Faraldo)

1986 Un Homme et une femme: vingt ans déja (A Man and
a Woman: 20 Years Later) (Lelouch) (as Anne Gauthier)

1989  La Table tournante (Grimault); Arrivederce e Grazie (Capitani)

1990 There Were Days and Moons; Bethune: The Making of a Hero
(Dr. Bethune) (Borsos—released in U.S. in 1993) (as
Marie-France Coudaire)

1991 Voices in the Garden (Bouton); Das Schicksal des Freiherrn
von Leisenbohg (Molinaro)

1993  Ruptures (Citti) (as Marthe); Les Marmottes (The Groundhogs)
(Chouraqui) (as Francoise)

1994  Ready to Wear (Pret-a-Porter) (Altman) (as Simone Lowenthal)

1995 Les Cent et une Nuits (A Hundred and One Nights) (Varda) (as
Actor for a Day); Dis-Moi Oui

1996 Hommes, femmes, mode d’emploi (Lelouch) (as The Widow)

1998 L.A. Without a Map (Kaurisméki) (as Herself)

1999 1999 Madeleine (Bouhnik) (as Madeleine’s Mother)

Publications

By AIMEE: book—

Fables de la Fontaine en bandes dessinées, Paris, 1984.
By AIMEE: article—

Interview in Télérama (Paris), 24 May 1980.
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On AIMEE: articles—

Ecran (Paris), November 1979.
Ciné Revue (Paris), 3 April 1980, 26 March 1981, 17 March 1983, and
12 July 1984.

Anouk Aimée made her film debut in 1946 in a small role in the
Calef film La Maison sous la mer. Her first starring role was in Marcel
Carné’s La Fleur de 1’dge, but that film remained unfinished. In
effect, then, her first real success was in Cayatte’s love drama Les
Amants de Vérone, a loose adaptation of Shakespeare’s Romeo and
Juliet. Critics had reservations about the script, but there was no doubt
about the obvious talent of the young actress. She went on to play in
Astruc’s Le Rideau cramoisi and Les Mauvaises Rencontres. Not
only her abilities as an actress but also the photogenic qualities of her
face, with its fine lines, expression of elation, and suggestive gaze,
were used to particular effect in Duvivier’s Pot-Bouille, Becker’s
Montparnasse 19, and Franju’s La Téte contre les murs.

But she was not always lucky. In spite of being known outside
France (she made films in Spain, Great Britain, and Germany), she
did not always work with directors who knew how to make use of her
art. Then in the early 1960s she attracted worldwide attention in the
title role of Demy’s Lola and particularly in the part of the rich,
haughty Maddalena in Fellini’s La dolce vita, in which her aristo-
cratic demeanor provided a telling contrast to the more elemental
charms of Anita Ekberg. She appeared again for Fellini in the role of
the patient wife in 8%2. Aimée remained in Italy during the first half of
the 1960s, and made a variety of films for Italian directors which are
of varying qualities and genres—among them, Liola, Le voci bianche,
and La stagione del nostro amore.

The greatest success of her career came in 1966, in a film by the
then still relatively unknown French director Claude Lelouch, Un
Homme et une femme. The young director succeeded in rendering
a seemingly banal love story in an unexpected and new way, through
his mastery of camera technique and setting the action in the milieu of
automobile racing. Yet the tremendous international success it en-
joyed (it won both the Grand Prize at the Cannes Film Festival in 1966
and an American Oscar) were undoubtedly due to the excellent
performances of the stars, Aimée and Jean-Louis Trintignant.

In her subtle portrayal of the heroine—self-protective, then suc-
cumbing to a new love—Aimée seemed to create a new kind of
femme fatale and a characterization she would return to in the future:
a woman of sensitivity whose emotions are often kept secret. She has
continued to play that woman, with the same moderation and tact but
within a growing gamut of different emotions. A good example is
Belgian director André Delvaux’s Un Soir, un train in which she
plays a Walloon woman who sacrifices herself to her husband,
a university professor played by Yves Montand. The complicated
relationship between the couple, exacerbated by their different lan-
guages and hovering on the boundary between reality and fantasy,
ends in painful and tragic misunderstanding. Aimée’s interpretation is
perfect.

—Karel Tabery
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ALLEN, Woody

Nationality: American. Born: Allen Stewart Konigsberg in Brook-
Iyn, New York, 1 December 1935. Education: Attended Midwood
High School, Brooklyn; New York University and City College of
New York, 1953. Family: Married 1) Harlene Rosen, 1954 (di-
vorced); the actress Louise Lasser, 1965 (divorced); one son and one
daughter with the actress Mia Farrow. Career: 1952—started writing
for Sid Caesar’s show Caesar’s Hour, also wrote for the Ed Sullivan
Show and the Tonight Show; 1961—having been urged by managers
Jack Rollins and Charles Joffe to become a stand-up comedian,
debuted at The Duplex, a Greenwich Village nightclub; 1964—-65—in
TV series That Was the Week That Was; 1966—first play, Don’t
Drink the Water, opened on Broadway; 1969—70—played the leading
role of Allan Felix in his own drama, Play It Again, Sam on
Broadway; 1965—film acting debut in What’s New, Pussycat?, his
own screenplay; 1969—film directing debut in Take the Money and
Run. Awards: Sylvania Award, for script of an episode of Caesar’s
Hour, 1957; Academy Awards for Best Director and Best Original
Screenplay, and National Society of Film Critics Award, for Annie
Hall, 1977; British Academy Award and New York Film Critics
Award, Best Screenplay, for Manhattan, 1979; Academy Award for
Best Screenplay, Golden Globe Award, and New York Film Critics
Award, for Hannah and Her Sisters, 1987; D. W. Griffith Lifetime
Achievement Award, Directors Guild of America, 1996. Agent:
Rollins and Joffe, 130 West 57th Street, New York, NY 10019, U.S.A.

Films as Actor:

1965 What’s New, Pussycat? (Clive Donner) (as Victor Shakapopulis,
+sC)

1966 What’s Up, Tiger Lily? (Tanaguchi—dubbed Japanese film)
(as narrator, + pr, cO-SC)

1967 Casino Royale (Huston and others) (as Jimmy Bond/Dr. Noah)

1972 Play It Again, Sam (Aspirins for Three) (Ross) (as Allan Felix,
+sC)

1976 The Front (Ritt) (as Howard Prince)

1987 King Lear (Godard) (as Mr. Alien)

1991 Scenes from a Mall (Mazursky) (as Nick)

1998 Antz (voice)

Films as Actor, Director, and Scriptwriter:

1969 Take the Money and Run (as Virgil Starkwell, co-sc)

1971 Bananas (as Fielding Mellish, co-sc)

1972 Everything You Always Wanted to Know about Sex but Were
Afraid to Ask (as Victor/Fabrizio/Fool/Sperm)

1973  Sleeper (as Miles Monroe, co-sc, + mus)

1975 Love and Death (as Boris Dimitrovich Grushenko)

1977 Annie Hall (as Alvy Singer, co-sc)

1978 Interiors (d, sc only)

1979 Manhattan (as Isaac Davis, co-sc)

1980 Stardust Memories (as Sandy Bates)

1982 A Midsummer Night’s Sex Comedy (as Andrew)

1983 Zelig (as Leonard Zelig)

1984 Broadway Danny Rose (title role)

1985 The Purple Rose of Cairo (d, sc only)

1986 Hannah and Her Sisters (as Mickey)

1987 Radio Days (as narrator); September (d, sc only)

1988 Another Woman (d, sc only)

1989  ““‘Oedipus Wrecks’’ ep. of New York Stories (as Sheldon
Mills); Crimes and Misdemeanors (as Cliff Stern)

1990 Alice (d, sc only)

1992 Shadows and Fog (as Kleinman); Husbands and Wives (as
Gabe Roth)

1993  Manhattan Murder Mystery (as Larry Lipton, co-sc)

1994 Bullets over Broadway (d, co-sc only); Don’t Drink the
Water (for TV)

1995 Mighty Aphrodite (as Lenny Weinrib)

1996 Everyone Says I Love You (as Joe)

1997  Deconstructing Harry (as Harry Block)

1998 Celebrity

1999  Sweet and Lowdown

2000 Small Time Crooks

Other Films:

1969 Don’t Drink the Water (Morris) (sc)
1998  Wild Man Blues (himself)

Publications

By ALLEN: books—

Don’t Drink the Water (play), New York, 1967.

Play It Again, Sam (play), New York, 1969.

Getting Even, New York, 1971.

Death (one-act play), New York, 1975.

God (one-act play), New York, 1975.

Without Feathers, New York, 1975.

Non-Being and Somethingness, New York, 1978.

Side Effects, New York, 1980.

The Floating Light Bulb (play), New York, 1982.

Four Films of Woody Allen (Annie Hall, Interiors, Manhattan,
Stardust Memories), New York, 1983.

Hannah and Her Sisters, New York, 1987.

Three Films of Woody Allen (Zelig, Broadway Danny Rose, The
Purple Rose of Cairo), New York, 1987.

Central Park West (one-act play), New York, 1995.

By ALLEN: articles—

‘“How Bogart Made Me the Superb Lover | Am Today,”’ in Life (New
York), 21 March 1969.

““‘On Love and Death,”’ in Esquire (New York), 19 July 1975.

Interview with Anthony DeCurtis, in Rolling Stone (New York), 16
September 1993.
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Woody Allen in Love and Death

““So You’re the Great Woody Allen . . . 2, interview with Bill
Zehme, in Esquire (New York), October 1994.

“‘Play It Again, Man,”” interview with Linton Chiswick, in Time Out
(London), March 13, 1996.

“‘Bullets Over Broadway Danny Rose of Cairo: The Continuous
Career of Woody Allen,”” interview with Tomm Carroll, in DGA
(Los Angeles), May/June 1996.

On ALLEN: books—

Lax, Eric, On Being Funny: Woody Allen and Comedy, New York, 1975.

Yacowar, Maurice, Loser Take All: The Comic Art of Woody Allen,
New York, 1979; rev. ed., 1991.

Palmer, M., Woody Allen, New York, 1980.

Jacobs, Diane, . . . But We Need the Eggs: The Magic of Woody Allen,
New York, 1982.

Brode, Douglas, Woody Allen: His Films and Career, New York, 1985.

Pogel, Nancy, Woody Allen, Boston, 1987.

Sinyard, Neil, The Films of Woody Allen, London, 1987.

McCann, Graham, Woody Allen: New Yorker, New York, 1990.

Lax, Eric, Woody Allen, New York, 1992.
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Groteke, Kristi, Mia & Woody, New York, 1994.

Bjorkman, Stig, Woody Allen on Woody Allen, New York, 1995.

Blake, Richard Aloysius, Woody Allen: Profane and Sacred, Metuchen,
New Jersey, 1995.

Perspectives on Woody Allen, edited by Renee R. Curry, New
York, 1996.

Fox, Julian, Woody: Movies from Manhattan, Overlook Press, New
York, 1996.

Lee, Sander H., Woody Allen’s Angst; Philosophical Commentaries
on His Serious Films, McFarland & Company, Inc., Jeffer-
son, 1997.

Nichols, Mary P., Reconstructing Woody: Art, Love, & Life in the
Films of Woody Allen, Rowman & Littlefield Publishers, Inc.,
Lanham, 1998.

On ALLEN: articles—

““‘Comedians: His Own Boswell,”” in Time (New York), 13 Febru-
ary 1963.

Mee, Charles L., *‘On Stage Woody Allen,’” in Horizon (New York),
May 1963.
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Zinsser, William K., ‘‘Bright New Comic Clowns toward Success:
Woody Allen,”’ in Saturday Evening Post (New York), 21 Sep-
tember 1963.

Schickel, Richard, ‘‘The Basic Woody Allen Joke,”” in New York
Times Magazine, 7 January 1973.

Gilliatt, Penelope, ‘‘Profiles: Guilty, with an Explanation,’” in New
Yorker, 4 February 1974.

Trow, George W. S., ‘A Film about a Very Funny Man,”’ in Film
Comment (New York), May/June 1977.

Gelmis, Joseph, ‘‘An Allen Overview’’ (plus critics’s evaluations of
three of his films), in National Society of Film Critics on Movie
Comedy, New York, 1977.

Current Biography 1979, New York, 1979.

Gittleson, Natalie, ‘“The Maturing of Woody Allen,”” in New York
Times Magazine, 22 April 1979.

Didion, Joan, ‘‘Review of Annie Hall, Interiors, and Manhattan,”’ in
New York Review of Books, August 1979.

McMurtry, Larry, ‘“Woody Allen: Neighborhood Filmmaker,”” in
American Film, September 1979.

Maslin, Janet, ‘““Woody Allen: Shunning Mastery?,”” in New York
Times, 16 July 1982.

Liebman, R. L., ‘‘Rabbis or Rakes, Schlemiels or Supermen? Jewish
Identity in Charles Chaplin, Jerry Lewis, and Woody Allen,”’ in
Literature Film Quarterly (Salisbury, Maryland), vol. 12, no. 3,
July 1984.

Neibaur, James L., “Woody Allen,”” in Movie Comedians: The
Complete Guide, Jefferson, North Carolina, 1986.

Zoglin, Richard, ‘‘Manhattan’s Methuselah,”’ in Film Comment
(New York), May/June 1986.

Morris, Christopher, ‘“Woody Allen’s Comic Irony,”” in Literature
Film Quarterly (Salisbury, Maryland), vol. 15, no. 3, 1987.

White, Armond, ‘‘Class Clowns,”” in Film Comment (New York),
April 1987.

Blansfield, Karen C., ““Woody Allen and the Comic Tradition in
American,”’ in Studies in American Humor (San Marcos, Texas),
vol. 6, 1988.

Minowitz, Peter, ‘‘Crimes and Controversies: Nihilism from
Machiavelli to Woody Allen,”” in Literature Film Quarterly
(Salisbury, Maryland), vol. 19, no. 2, 1991.

Gabler, Neal, ‘‘Film View: Chaplin Blazed the Trail, Woody Allen
Follows,”” in New York Times, 27 September 1992.

Combs, Richard, ‘‘Little Man, What Now?,”” in Film Comment (New
York), July/August 1993.

Gopnik, Adam, ‘‘The Outsider,”’ in New Yorker, 25 October 1993.

Siegel, Scott, and Barbara Siegel, ‘“Woody Allen,”’ in American Film
Comedy (New York), 1994.

McGrath, Douglas, ‘“Woody’s World,”” in New York, 17 Octo-
ber 1994.

Jefterson, Margo, ‘‘Tapping the Funny Bone of American Comics,’’
in New York Times, 14 January 1996.

Krohn, Bill, “‘Spielberg et le fait divers,”” in Cahiers Du Cinéma
(Paris), February 1998.

Romney, Jonathan, ‘‘Scuzzballs Like Us,”” in Sight and Sound
(London), April 1998.

s

Approaching his sixties after enacting more than 20 important or
leading roles, Woody Allen portrays the middle-aged sports writer
Lenny Weinrib in Mighty Aphrodite. This 1995 film reveals some

characteristics of his part in a minor role playing opposite Peter
Sellers and Peter O’Toole in the 1967 What’s New, Pussycat? The
dimension of the character and the maturity of Allen’s acting skills,
however, proved to be worlds apart from the earlier film. In his first
appearance he portrayed a bumbling eccentric, Victor Shakapopulis,
a role executed with a narrow range of the comedian’s acting skills.
Giving an elaborate interview conducted by Stig Bjorkman for the
book, Woody Allen on Woody Allen, this writer-director-actor claimed
that since he was directed by another person, he was allowed to see the
results of his acting but never was allowed to redo scenes to correct
the faults he saw in his work. The same he claimed was true of the role
of the childishly temperamental, girl-chasing Jimmy Bond, a spoof of
the famous Bond secret agent series in a film called Casino Royale
(1967). Not until he was able to be his own director and writer for the
1969 Take the Money and Run would Allen control his own
performance.

Woody Allen’s Mighty Aphrodite still displays the features of the
bumbler he created in his initial performance in What’s New, Pussy-
cat? This is revealed when he meets a prostitute named Linda Ash,
enacted by Mira Sorvino. Her opening conversation with him pro-
duces confusion, frustration, and inadequacy—a typical pattern of
reaction that Woody established in many of his film characterizations
when faced with an aggressive or independent woman. Her sexual
vulgarisms and blunt talk about various forms of physical encounters
make him squirm. When he acts in such a scene, the audience can
almost visualize an aura of perspiration radiating about his body.

Mighty Aphrodite also displays another variation on Woody’s
acting talents tied to a stressful situation. As Lenny, the sportswriter in
this move, he is threatened by a sadistic thug, Linda Ash’s pimp,
because Lenny tries to steer Linda away from prostitution. The wimp
Allen had played before in so many of his films can be noticed at this
point of the movie, but he gives a twist that reveals his maturity as an
actor. Faced with a brute who has him by the throat, Allen covers his
fear with bravado as he promises the hulk he can get him tickets for
a sporting event. Another feature of the comedian’s use of character
traits emerges. When pressed physically or when he wants to influ-
ence someone to take action, this nerd will con people. In Mighty
Aphrodite, the juxtaposition of a variety of contrasting emotions
makes this one of his most deft acting performances.

To understand the acting style of Woody Allen, it should be
realized that he was a writer for many television comedians and hosts
of talk shows such as Sid Caesar, Art Carney, Carol Channing, Jack
Paar, and Garry Moore. His agents urged him to become a performer,
and he made his debut as a stand-up comedian in 1961 at the Duplex
nightclub in Greenwich Village. After moving to a number of clubs in
New York City, he traveled to Chicago and San Francisco. Conse-
quently, his fame as a performer spread throughout the nation. In the
early 1960s he continued his writing because he could get more
money. According to a Time article (15 February 1963): ‘‘He now
gets $1,500 for supplying a comedian with a five-minute bit.”” His
film writing reveals the stand-up comedy influence: the monologue as
narration and the one-liner became an intrinsic part of many of
his films.

The monologue-narration also relates directly to Allen’s pub-
lished humorous essays and to his stand-up comedian days and his
acting in a number of films. Risible narration exists in Take the Money
and Run (1969), Bananas (1971), Love and Death (1975), Annie Hall
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(1977), Zelig (1983), and Radio Days (1986).Woody Allen’s ability
as a stand-up comedian has been transferred to the screen as he plays
a character in the comic drama. In Take the Money and Run Woody
describes his own inadequacy as a bank robber in the character of
Virgil Starkwell. This offscreen commentary is delivered in an off-
hand, dry manner that makes this comedian’s acting endearing to his
fans. Overstatement and understatement may exist in the script, but
Allen gives a matter-of-fact delivery to punctuate the absurdity of the
situation. The same can be said for the frame narration—especially in
the beginning and ending of the film drama—of the award-winning
Annie Hall. As Alvy Singer, the comedian rationalizes his struggle in
this battle of the sexes.

A more direct use of the stand-up comedian’s role is created when
Allen plays the role of Court Jester in Everything You Always Wanted
to Know about Sex but Were Afraid to Ask (1972). Woody portrays an
appointed fool for royalty who fails as he tries his jokes on an
audience that does not respond. When one of his weak one-liners falls
flat, he says, with a breathy, frustrated voice, ‘I know you’re out
there: I can hear you breathing.”’

One-liners are, of course, the stock-in-trade gimmick for the
stand-up comedian. In Mighty Aphrodite, the protagonist, face to face
with a towering, amply endowed prostitute, declares whimsically,
““At my age, if I made love to you, they’d have to put me on
a respirator.”’

Even monologues are sprinkled with one- and two-liners. In Annie
Hall’s opening narrative, Allen as Alvy Singer, faces the camera that
uses this device. In a vague attempt to look on the bright side of
turning 40 as he develops a bald spot, he uses a set-up line followed by
a comic reversal: ‘I think I'm going to get better as I get older—you
know, I think I’'m going to be the balding, virile type.”” Allen’s
delivery is low-keyed with a clear-cut self-depreciating agony be-
cause he has broken up with his lover, Annie. In the closing remarks
of Love and Death, filmed two years earlier, he faces the camera as he
used to face an audience as a stand-up comic, and sums up his
philosophy of life: “‘If it turns out there is a God, I don’t think he’s
evil. The worst you can say is—he’s an underachiever.”’

It should be noted that the quality of these one- and two-liner
examples almost stand on their own because of Allen’s innovative
sense of humor. He received an Oscar nomination for acting in 1977
for Annie Hall. In addition, he received two other awards for writing
and directing this film. Actresses he has groomed to excel in the
cinema art have received kudos from the critics while his talent as an
actor seems to be taken for granted. Woody’s low-level intensity of
acting not only fits his character, it also complements the characters of
the other actors and actresses that play opposite him, to benefit the
total production. His sharp timing from one joke to another possibly
reflects his admiration for the ability of Bob Hope to deliver his lines
(from Bjorkman’s Woody Allen on Woody Allen).

While some critics believe Allen repeats the same comic portrait,
they fail to see some of the complexities the actor has developed. The
self-destructive whimp who is the target of bullies, both male and
female, remains the principal focus of the character that Allen enacts
with such skill. Often overlooked is the adeptly handled whining con
man frequently employed when his faults are the aim of a detractor.
Also, as the writer and director of his films, Allen places his
protagonist in different plots, settings, and dramatic modes. As an
actor this provides variety and nuances as he enacts each role. For
example, his Everyone Says I Love You (1996) evolves into a nostal-
gic, romantic, comic musical, developing a sympathetic variation of
his persona and gives Woody a chance to play light humor. By
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contrast he is comically close to a despicable character in Deconstructing
Harry (1997) when he plays a man who receives the wrath of a series
of harpies—his former wives. Here Allen, the writer, has given
himself a part much darker than his previous work, Everyone Says
I Love You. As a counter-punching con man he plays the role more
aggressively and a stronger, more laughable portrait is created. In
Deconstructing Harry, the dramatic mode moves to dark satire with
some surrealistic scenes similar to the Pirandello stage play, Six
Characters in Search of an Author. A third dramatic mode, the motion
picture cartoon, allows another dimension of Allen’s acting. This is
revealed in the 1998 Antz. With a voice-over performance of an
abstract ant drawing, his one liner gags take on a sharper, more
noticeable quality and show his thespian talent in almost all film
modes, even in a cartoon.

Woody Allen remains as no imitator of other comedians. Since he
plays a little man plagued by a variety of pretenders and bullies, some
evaluators have compared his character and his control of his total
work to those qualities of Chaplin’s. ‘I can’t tell you what I am, but
I can tell you what I’'m not: Chaplinesque,’” he is quoted in an entry
for World Film Directors. Merely competent as a storyteller, Chaplin
was a genius as a director and a master filmmaker in a different way:
a titan as actor and director. Allen’s acting, as important as it is to
many of his films, remains only distinctive and effective. Time will
tell if his acting will be considered by critics to be worthy of
a higher rank.

—Donald W. McCaffrey

ALLYSON, June

Nationality: American. Born: Born Ella Geisman, New York City,
7 October 1917. Education: Public Schools in New York City and
Pelham, New York, including Theodore Roosevelt High School.
Family: Married 1) actor/director Dick Powell, 1945 (died 1963);
children: Pamela (adopted) and Richard Keith; 2) Glenn Maxwell,
1963 (divorced 1963, remarried 1966, divorced again); 3) Dr. David
Ashrow, 1976. Career: First film appearance in Vitaphone 2-reel
Swing for Sale, 1937; role in Broadway’s Best Foot Forward, 1940;
signed movie contract with MGM, 1943-53; played Jo March in
MGM remake of Little Women, 1949; starred in The Dupont Show
with June Allyson (aka The June Allyson Show), 1959-61; hosted
That’s Entertainment IIl, a documentary on MGM musicals, 1994.
Awards: Golden Globe Award for Best Motion Picture Actress—
Musical/Comedy, for Too Young To Kiss, 1952; awarded Special Jury
Prize for Ensemble Acting, Venice Festival, for Executive Suite,
1954; voted Most Popular Female Star, Photoplay Magazine Awards,
1954. Agent: Shapiro-Lichtman-Stein, Inc., 8827 Beverly Blvd., Los
Angeles, CA 90212, USA.

Films:
1938 The Knight Is Young (Mack) (as June); The Prisoner of Swing

(Mack) (as Princess)
1939 All Girl Review (French) (as Mayor)
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June Allyson with Peter Lawford in Little Women

1943

1944

1945

1946

1947

1948

1949

1950

Girl Crazy (Taurog) (specialty appearance); Best Foot For-
ward (Buzzell) (as Minerva); Thousands Cheer (Sidney)
(as guest)

Two Girls and a Sailor (Thorpe) (as Patsy Deyo); Music for
Millions (Koster) (as Barbara Ainsworth); Meet the People
(Reisner) (as Annie)

The Sailor Takes a Wife (Whorf) (as Mary); Her Highness and
the Bellboy (Thorpe) (as Leslie Odell)

Two Sisters from Boston (Koster) (as Martha Canford Chan-
dler); The Secret Heart (Leonard) (as Penny Addams)

High Barbaree (Conway) (as Nancy Frazer); Good News
(Walters) (as Connie Lane); Till the Clouds Roll By (Whorf)
(specialty appearance)

The Bride Goes Wild (Taurog) (as Martha Terryton); The
Three Musketeers (Sidney) (as Constance Bonacieux);
Words and Music (Taurog) (guest star)

Little Women (Leroy) (as Jo March); The Stratton Story
(Wood) (as Ethel Stratton)

Right Cross (Sturges) (as Pat O’Malley); The Reformer and
the Redhead (Frank/Panama) (as Kathleen Maquire)

1951
1952

1953

1954

1955

1956

1957

1959

1963
1971

Too Young to Kiss (Leonard) (as Cynthia Potter)

The Girl in White (So Bright the Flame) (Sturges) (as Dr.
Emily Dunning)

Remains To Be Seen (Weis) (as Jody Revere); Battle Circus
(Brooks) (as Lieut. Ruth McGara)

The Glenn Miller Story (Mann) (as Helen Berger Miller);
Executive Suite (Wise) (as Mary Belmond Walling);
Woman’s World (Negulesco) (as Katie)

The Shrike (Ferrer) (as Ann Downs); The McConnell Story
(Tiger in the Sky) (Douglas) (as Pearl ‘‘Butch’’ Brown);
Strategic Air Command (Mann) (as Sally Holland)

The Opposite Sex (Miller) (as Kay Hilliard); You Can’t Run
Away From It (Powell) (as Ellen ‘‘Ellie’” Andrews)

My Man Godfrey (Koster) (as Irene Bullock); Interlude (Sirk)
(as Helen Banning)

Stranger In My Arms (And Ride a Tiger) (Kautner) (as
Christina Beasley)

The Thrill of It All (Jewison) (as Helen Banning)

See the Man Run (The Second Face) (Allen—for TV) (as
Helene Spencer)
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1972 They Only Kill Their Masters (Goldstone) (as Mrs. Watkins)
1973  Letters From Three Lovers (Erman—for TV) (as Monica)
1974 That’s Entertainment! (Haley Jr.) (archival footage)

1977 Curse of the Black Widow (Love Trap) (Curtis—for TV)
(as Olga)

1978 Three on a Date (Bixby—for TV) (as Marge Emery); Vega$
(High Roller) (Lang—for TV) (as Marilyn’s mother); Black-
out (Black-Out in New Y ork) (Matalon) (as Mrs. Grant)

1982 The Kid with the Broken Halo (Martinson—for TV) (as
Dorothea Powell)

1985 That’s Dancing! (Haley Jr.) (archival footage)

1994  That’s Entertainment! 111 (Friedgen/Sheridan) (as host)

Publications:
By ALLYSON: book—

Allyson, June, with Frances Spatz Leighton, June Allyson, New
York, 1982.

By ALLYSON: articles—

Interview with T. Vallance in Films and Filming (London), July 1982.
Interview in Photoplay (London), August, 1985

On ALLYSON: book—

Parish, James Robert, and Ronald L. Bowers, The Golden Era: The
MGM Stock Company, Bonanza Books, 1972

On ALLYSON: articles—

Young, C., “‘June Allyson,’’ in Films in Review (New York), Novem-
ber 1968.

Maslin, Janet, ‘‘Hollywood Leaves Its Imprint on Its Chroniclers,”” in
the New York Times, 11 July 1982.

Bergan, Ronald, ‘‘June Allyson at the NFT,”” in Films and Filming
(London), August 1985.

Before she became June Allyson, Ella Geisman endured a some-
what deprived childhood in The Bronx, New York, before gradually
breaking into Broadway musical theater in the late 1930s. Like many
Hollywood personalities of the studio era, Allyson, one of Metro-
Goldyn-Mayer’s most popular stars and biggest box-office draws of
the 1940s and early 1950s, received her initial show business experi-
ence on the New York stage. At the age of twenty Geisman was cast in
the chorus line of a flop Broadway musical, but this lead to other parts
in more successful productions, including a bit part in the George
Abbott-directed collegiate musical, Best Foot Forward. When Best
Foot Forward was filmed in 1943, Geisman went to Hollywood with
the show, and, as June Allyson, soon found herself with a Hollywood
contract, primarily due to the efforts of Metro-Goldwyn-Mayer
producer Joe Pasternak.
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A number of bits in various MGM pictures (including specialty
spots in Girl Crazy and Thousands Cheer and the role of Minerva in
Best Foot Forward) led to her first starring role in Two Girls and
a Sailor, one of the last of the studio’s big black-and-white wartime
musical variety extravaganzas in 1944. Allyson was paired with
Gloria De Haven as two sisters whose dream is to open up a USO
canteen in New York City. Two Girls also featured MGM male
juvenile Van Johnson, also from Broadway; for a time Johnson and
Allyson enjoyed great popularity as America’s post-war sweethearts.
They later starred in 1947°s High Barbaree, an odd and commercially
unsuccessful fantasy drama with a World War II setting, and 1948’s
slapstick The Bride Goes Wild. Allyson was reunited with Johnson in
one of her last MGM films, and one of the few in which she got
a change-of-pace role as the sexy female lead, the 1953 film version
of the sophisticated Broadway comedy, Remains to Be Seen. Like all
of MGM’s contract musical performers the petite charmer with the
distinctively husky voice was also groomed for dramatic roles. As
early as 1946 she was cast against type as Claudette Colbert’s neurotic
daughter in The Secret Heart, a somewhat Freudian melodrama.
She was also featured as the treacly sweet Constance (and oppo-
site another MGM musical performer, Gene Kelly) in MGM’s
swashbuckling version of The Three Musketeers in 1948, a role
Allyson cites as one of her least rewarding.

Though her Little Women suffered in comparison to the classic
1939 George Cukor/Katherine Hepburn version, one of Allyson’s
choicest straight roles was in the 1949 MGM re-make. The actress
turned in a strong and moving portrait of Louisa May Alcott’s spunky
pre-feminist heroine, Jo March, and the film remains a charming and
opulent MGM Technicolor period piece. Allyson’s scene opposite
Margaret O’Brien in a rainy attic, as the two discuss Beth’s premoni-
tion of an early death, is a peak dramatic moment for both young
actresses.

But Allyson’s best MGM picture is another classic college musi-
cal, Good News, a re-make released in 1947. Under Charles Walters’
sparkling direction Allyson (as librarian Connie Lane) essays her best
singing/dancing/acting role, wistfully doing a solo turn with the
touching ballad ‘‘Just Imagine,”” and providing the film’s exuberant
dance finale with co-star Peter Lawford in the rousingly staged
““Varsity Drag’’ number. She also appeared as one of the many guests
stars in one of MGM’s musically vivacious but otherwise turgid
musical biography films, 1948’s Words and Music. Allegedly based
on the lives of songwriters Rodgers and Hart, the film features
Allyson performing a charming on-stage version of the team’s ‘ “Thou
Swell’”” (from A Connecticut Yankee) with the identical Blackburn
twins. She also appeared on the guest star roster of another MGM
musical bio clinker, Til the Clouds Roll By, a misfired fantasia on the
life of Jerome Kern.

MGM occasionally loaned out its popular star to other studios and
Allyson found herself graduating from ingenue roles to a series of
doting wife parts, among these a role in The Stratton Story in 1949,
and in Universal-International’s extremely popular The Glenn Miller
Story in which she played opposite James Stewart in the title role in
1954. Her by now predictable wifely duties continued in MGM’s
1954 Executive Suite in which she was William Holden’s supportive
spouse, and in The McConnell Story and Strategic Air Command,
both in 1955. June’s self-effacing helpmate period peaked in 1956
with one of her intermittent returns to MGM for an ill-advised musical
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up-date of another celebrated Cukor film, The Women, retitled The
Opposite Sex, in which Allyson took on the original Norma Shearer
role of the betrayed wife. In revolt to all these good wife roles Allyson
went radically against type in Universal’s The Shrike, a rather murky
melodrama (directed by and co-starring Jose Ferrer) about a castrat-
ing female. She also starred as a straying wife who becomes involved
with a symphonic conductor in Douglas Sirk’s Interlude in 1957.
Allyson’s last major studio film of the 1950s was another Universal
marital melodrama, the Ross Hunter soaper Stranger In My Arms
(1959). Allyson once commented: ‘‘I never did feel quite right about
the roles I was called upon to portray—the gentle, kind, loving,
perfect wife who will stand by her man through ‘anything.” In real life
I’'m a poor dressmaker and a terrible cook; in fact, anything but the
perfect wife.”

The 1960s found Allyson moving into a series of intermittent stage
performances, but finding greater success with her TV films and guest
spots. Her television work included a brief stint with a show of her
own, and spots on Burke’s Law and Murder, She Wrote. She made her
last theatrical feature appearance in They Only Kill Their Masters in
1972, but was also seen on the big screen as recently as 1994 as the
host of That’s Entertainment! I1I and in outtakes and archival footage
in 1985’s That’s Dancing and of course in the original 1974 edition of
the MGM musical anthology series. She is also remembered by
contemporary audiences for her appearances in a series of 1980s
television commercials. Allyson retired to Ojai, California, though in
January 2000 she came out of retirement to briefly appear with
a group of other MGM stars in a musical touring stage production.

—Ross Care

ANDERSSON, Bibi

Nationality: Swedish. Born: Berit Andersson in Stockholm, 11
November 1935. Education: Attended the Terserus Drama School;
Royal Dramatic Theater School, Stockholm, 1954-56; attended thea-
ter school in Malmo. Family: Married 1) the director Kjell Grede,
1960 (divorced 1973), daughter: Jenny Matilde; 2) Per Ahlmark,
1978. Career: 1949—began working as an extra for the movies;
1955—appeared in Smiles of a Summer Night, first of several success-
ful films for Ingmar Bergman; 1973—American stage debut in Erich
Maria Remarque’s Full Circle; 1990—debut as stage director, Stock-
holm. Awards: Best Actress (collectively awarded), Cannes Festival,
for Brink of Life, 1958; Etoile de Cristal of French Film Academy for
Best Actress, for My Sister, My Love, 1965; British Academy Award,
Best Foreign Actress, for The Touch, 1971. Address: c/o Royal
Dramatic Theatre, Storgatan 1, Stockholm 11444, Sweden.

Films as Actress:

1953 Dum Bom (Stupid Bom) (Poppe)

1954 En natt pa Glimmingehus (A Night at Glimminge Castle)
(Wickman); Herr Arnes penningar (Sir Arne’s Treasure)
(Molander)

1955

1956

1957

1958

1959
1960

1961

1962

1964

1965

1966

1967

1968

1969

1970
1971

1972

1973

1974

1975

1976
1977

1978

Sommarnattens leende (Smiles of a Summer Night) (Bergman)
(as actress); Flickan i regnet (Girl in the Rain) (Kjellin);
Staden vid vattnen (Town by the Sea) (Kjellgren) (as
narrator)

Sista paret ut (Last Pair Out; Last Couple Out) (Sjoberg) (as
Kerstin); Egen ingdng (Private Entrance) (Ekman)

Det sjunde inseglet (The Seventh Seal) (Bergman) (as Mia);
Smultronstdillet (Wild Strawberries) (Bergman) (as Sara);
Sommarndgje sokes (A Summer Place Is Wanted) (Ekman)

Ndra livet (Brink of Life; So Close to Life) (Bergman) (as
Hjordis Petterson); Du dir mitt dventyr (You Are My Adven-
ture) (Olin); Ansiktet (The Face; The Magician) (Bergman)
(as Sara)

Den kiira leken (The Love Game) (Fant)

Brollopsdagen (The Wedding Day) (Fant) (as Sylvia Blom);
Dijéivulens dga (The Devil’s Eye) (Bergman) (as Britt-Marie)

Karneval (Carnival) (Olsson); Lustgdrden (The Pleasure
Garden) (Kjellin) (as Anna); Nasilje na Trgu (Square of
Violence) (Bercovici) (as Maria)

Alskarinnan (The Swedish Mistress) (Sjoman) (as girl); Kort
ar sommaren (Pan; Short Is the Summer) (Henning-Jensen)
(as Edvarda Mack)

For att inte tala om alla dessa kvinnor (All These Women;
Now about All These Women) (Bergman) (as Humian); On
(The Island) (Sjoberg)

Juninatt (June Night) (Liedholm); Syskonbddd 1782 (My
Sister, My Love) (Sjoman)

Scusi, lei ¢ favorevole o contrario (Scusi lei ¢ contrario
o favorevole) (Sordi); Persona (Masks) (Bergman) (as
Nurse Alma); Duel at Diablo (Ralph Nelson) (as
Ellen Grange)

Le Viol (A Question of Rape; Overgreppet) (Doniol-Valcroze)
(as Marianne Pescourt)

Flickorna (The Girls) (Zetterling and Hughes); Svarta
palmkronor (Black Palm Trees) (Lindgren)

Storia di una donna (Story of a Woman) (Bercovici) (as Karin
Ullman); Una estate in quattro (L’isola) (Vancini); Taenk
pa ett tal (Think of a Number) (Kjaerulff-Schmidt); En
passion (A Passion; The Passion of Anna) (Bergman) (as
Eva Vergerus)

The Kremlin Letter (Huston) (as Erika Bock)

Beroringen (The Touch) (Bergman) (as Karin Vergerus);
Ingmar Bergman (Bjorkman) (as interviewee)

Chelovek s drugoi storoni (The Man from the Other Side)
(Yegorov)

Scener ur ett dktenskap (Scenes from a Marriage) (Bergman—
for TV, shortened version shown theatrically) (as Katarina);
Afskedens timme (The Hour of Parting) (Holst)

La rivale (The Rival; My Husband, His Mistress and I) (Gobbi)

1l pleut sur Santjago (It Is Raining on Santiago) (Soto);
Blondy (Germicide; Vortex) (Gobbi)

Endares forsvarstal (A Madman’s Defence) (Grede—for TV)

1 Never Promised You a Rose Garden (Ingen dans pd rosor)
(Page) (as Dr. Fried)

An Enemy of the People (Schaefer) (as Catherine Stockmann);
Justices (Cayatte); L’Amour en question (Cayatte) (as
Catherine Dumas)
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Bibi Andersson in Persona

1979

1980
1981
1982
1983
1984
1985
1986

1987

1988

18

The Concorde—Airport ‘79 (Airport ‘80—The Concorde)
(Rich) (as Francine); Twee Vrouwen (Two Women; Twice
a Woman;, Second Touch) (Sluizer) (as Laura); Barnforbjudet
(The Elephant Walk; Not for Children; The Elephant)
(Bergenstrahle); Quintet (Altman) (as Ambrosia); A Look
at Liv (Norway’s Liv Ullmann; Liv Ullmann’s Norway)
(Kaplan—doc)

Marmeladupproret (Marmalade Revolution) (Josephson and
Nykvist); Prosperous Times

Jag rodnar (I Blush) (Sjoman)

Berget pd manens baksida (Hjalstrom)

Exposed (Toback) (as Margaret Carlson); Svarte fugler (Black
Crows) (Glomm)

Sista leken (The Last Summer) (Lindstrom)

Wallenberg: A Hero’s Story (Lamont Johnson—for TV)

Husmenna (Rosma); Pobre Mariposa (Poor Butterfly) (De La
Torre) (as Gertrud)

Duerios del silencio (Lemos) (as Swedish ambassador); Svart
Gryning (Lemos); Babette’s Gastebud (Babette’s Feast)
(Axel) (as Lady-in-Waiting)

Remando al Viento (Rowing with the Wind) (Suarez)

1989
1992
1994

1996
1998

Fordringsagare (Creditors) (Bohm) (as Tekla)

Una Estacion de paso (Whistle Stop) (Querejeta) (as Lise)

Dromspel (Dreamplay) (Straume) (as Victoria); Il Sogno
della farfalla (The Butterfly’s Dream) (Bellocchio)
(as Mother)

I rollerna tre (Olofson—doc) (as herself)

Achot K’tanah Achot G’dolah (Little Big Sister) (Narrator);
Liingtans blaa blomma (—for TV, as Mrs. Tidrén)

Publications

By ANDERSSON: article—

Interview by E. Decaux and B. Villien, in Cinématographe (Paris),
January 1981.

On ANDERSSON: books—

Bjorkman, Stig, editor, Bergman on Bergman, New York, 1973.
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On ANDERSSON: articles—

Burnevich, J., in Séquences (Montreal), February 1967.
“‘Dialogue on Film: Bibi Andersson,”
(Washington, D.C.), March 1977.

Current Biography 1978, New York, 1978.

“‘Bibi Andersson,’’ in Ecran (Paris), October 1978.

Parra, D., “‘Bibi Andersson: ‘Eviter la nostalgie . ..,””” in Revue du
Cinéma (Paris), June 1990.

Lahr, John, ‘‘Ingmar’s Woman,’” in New Yorker, 17 May 1993.

seminar in American Film

While still in her teens, Bibi Andersson began making her rounds
of the film studios in Sweden; and her first important role was as an
extra in a publicity film made by the man who discovered her, Ingmar
Bergman. To further her career she took lessons at the Stockholm
Drama School, and made her stage debut in a potato cellar that was the
best known avant-garde theater in Stockholm in the early 1950s.

Following her theater training which included study at the Royal
Dramatic Theater School from 1954-56, and a series of bit parts in
films, Andersson made her first memorable screen appearance in
a small role in Smiles of a Summer Night, thereby joining the
wonderful company of actors who played in Bergman’s films of the
1950s and 1960s.

Like other European-trained actors, Andersson’s work is not an
emotionally cathartic experience, but rather an exercise of knowledge
and technique, as her versatility proves. Following her role in The
Seventh Seal, as the wife in the pair of fairground innocents who
survive the destruction of the knight and his family after the apoca-
lypse, she played the hitchhiker in Wild Strawberries, again project-
ing a youthful hopefulness and innocence. Her portrayal of the
unmarried mother in Brink of Life revealed a broader range and won
her an award at Cannes (along with Ingrid Thulin for the same film).

With the exception of a role in Now about All These Women,
Andersson did not work with Bergman for six years. Their collabora-
tion resumed with her most important film, Persona, in which she
established herself as an actress of international stature. This master-
piece owes much to Andersson’s brilliance and is evidence of her
greater emotional experience than was apparent in her earlier work.
Playing opposite Liv Ullmann as the mute Elisabeth, Andersson was
required to carry the dialogue of the film. A mutual transference of
personae occurs, signified by the merging of their images on screen.
The film required of Andersson an enormous extension of her talent;
her submission to the film’s somewhat cruel objectivity attested to
Andersson’s dedication—not only to the aims of Bergman’s films but
also to the demands made by a role of extraordinary emotional
complexity. The characterization did much to erase the rather conde-
scending view of her as a pleasant, lightweight actress, and elevated
her to the first rank of Bergman’s ensemble, along with Thulin and
Ullmann.

Andersson then made a number of films with other Swedish
directors, and worked again with Bergman in a supporting part in The
Passion of Anna, in a central role opposite Elliott Gould in The Touch,
and in a brief appearance in one episode of Scenes from a Marriage,
which would be the last films they made together. In The Touch she
turned in a performance that established her, according to one critic,

as the warmest and most free-spirited of Bergman’s women, both
robust and compassionate.

Through her connection with Bergman, Andersson has been
associated with Sweden’s most famous international director, and
through her marriage to the director Kjell Grede she has been linked to
the New Wave of Swedish film. Interestingly enough she never made
a theatrical film with Grede, but did appear in Vilgot Sjoman’s My
Sister, My Love, Lars-Magnus Lindgren’s Black Palm Trees, and Mai
Zetterling’s The Girls. Like Ullmann and Thulin she has also ap-
peared in a number of international films, usually wasting her talent.
In such movies as John Huston’s The Kremlin Letter, Sergio Gobbi’s
Blondy, Anthony Page’s I Never Promised You a Rose Garden,
George Schaefer’s An Enemy of the People, and Robert Altman’s
Quintet, Andersson has not been able to achieve the level of perform-
ance attained in the finest of her Swedish films.

Andersson has also performed in numerous stage productions,
including her 1973 Broadway debut in Otto Preminger’s Full Circle,
After the Fall, Who’s Afraid of Virginia Woolf?, and The Night of the
Tribades. She performed in Bergman’s 1993 production of Ibsen’s
Peer Gynt, and in his 1995 production of Shakespeare’s A Winter’s
Tale, both at the Brooklyn Academy of Music. She also directed
a play in Stockholm about Strindberg’s women, and a production of
Sam Shepard’s True West at the Royal Dramatic Theater of Sweden.

—Charles L. P. Silet, updated by Kelly Otter

ANDERSSON, Harriet

Nationality: Swedish. Born: Stockholm, 14 January 1932. Family:
Married the director Jorn Donner. Career: 1949—stage debut in
Stockholm revue; 1950—first film released, Medan staden sover;
1952—impressed with her performance in Trots, Ingmar Bergman
wrote film Monika for her; 1954—engaged by Bergman for regular
stage company, Malmo; later acted with Intiman theater of Stock-
holm, 1956, and with Hilsingborg town theater, 1961; 1980s—
appeared regularly at Kungliga Dramatiska Teatern, Stockholm;
Awards: German Film Critics Grand Prize, for Through a Glass
Darkly, 1961; Venice Film Festival, Best Actress Award, for To Love,
1964; Swedish Film Association plaque. Address: c/o Sandrew Film
and Theater AB, Box 5612, 114 86 Stockholm, Sweden.

Films as Actress:

1950 Medan staden sover (While the City Sleeps) (Kjellgren);
Anderssonskans Kalle (Mrs. Andersson’s Charlie) (Husberg)
(as Majken); Motorkavalierer (Cavaliers on the Road)
(Ahrle); Tva trappor dver gdrden (Backyard) (Werner)

1951 Biffen och Bananen (Beef and the Banana) (Husberg); Puck
heter jag (My Name Is Puck) (Bauman); Ddrskapens hus
(House of Folly) (Ekman); Franskild (Divorced) (Molander)
(as applicant)

1952  Sabotage (Jonsson); Ubdt 39 (U-boat 39) (Faustman); Trots
(Defiance) (Molander)
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Harriet Andersson on Sommarnattens leende

1953

1954

1955

1956

1957

1958

1959

1961

1962
1963

1964
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Sommaren med Monika (Summer with Monika) (Bergman)
(title role); Gycklarnas afton (Sawdust and Tinsel, The
Naked Night) (Bergman) (as Anne)

En lektion i kirlek (A Lesson in Love) (Bergman) (as Nix)

Hoppsan! (Olin); Kvinnodrom (Dreams; Journey into Au-
tumn) (Bergman) (as Doris); Sommarnattens leende (Smiles
of a Summer Night) (Bergman) (as Petra the Maid)

Sista paret ut (The Last Couple Out; Last Pair Out) (Sjoberg)
(as Anita); Nattbarn (Children of the Night) (Hellstrom)

Synnove Solbakken (Hellstrom)

Kvinna i leopard (Woman in Leopardskin, Woman in
a Leopardskin Coat) (Jan Molander); Flottans éverman
(Commander of the Navy) (Olin)

Brott i Paradiset (Crime in Paradise) (Kjellgren); Noc Poslubna
(Hddyd; En Brolloppsnatt; Wedding Night) (Blomberg)
Sasom i en spegel (Through a Glass Darkly) (Bergman) (as

Karin, the daughter); Barbara (Wisbar)

Siska (Kjellin)

Lyckodrommen (Dream of Happiness) (Abramson); En sondag
i september (A Sunday in September) (Jorn Donner)

For att inte tala om alla dessa kvinnor (All These Women,;
Now about All These Women) (Bergman) (as Isolde); Azt
dlska (To Love) (Jorn Donner) (as Louise); Alskande par
(Loving Couples) (Zetterling and Hughes) (as Agda)

1965

1966
1967

1968

1969
1970
1971

1972
1973
1974
1975

For vanskaps skull (Just Like Friends; For Friendship)
(Abramson); Lianbron (The Vine Bridge; The Vine Gar-
den) (Nykvist); Hdr borjar dventyret (Tdidillid Alkaa Seikkilu;
Adventure Starts Here) (Jorn Donner)

Ormen (The Serpent) (Abramson)

The Deadly Affair (Lumet) (as Ann Dobbs); ‘‘Han-hon’’
(““He-She”’) ep. of Stimulantia (Jorn Donner) (as woman in
hotel room); Ménniskor modes og sod musik opstdr i hjertet
(Mdnneskor motas och ljuv musik uppstar i hjdrtat; People
Meet and Sweet Music Fills the Air) (Carlsen) (as Sofia
Petersen); Tvdrbalk (Rooftree; Crossbeams) (Jorn Donner)

Jag dlskar, du dlskar (I Love, You Love) (Bjorkman); Flickorna
(The Girls) (Zetterling and Hughes) (as Marianne); Kampf
um Rom (Fight for Rome) (Siodmak)

Kampf um Rom Il (Fight for Rome II) (Siodmak)

Anna (Jorn Donner) (title role)

I havsbandet (The Sea’s Hold; On the Archipelago Boundary)
(Lagerkvist—for TV)

Viskningar och rop (Cries and Whispers) (Bergman) (as Agnes)

Bebek (Baby) (Barbro and Karabuda—for TV)

Kallelsen (Nykvist) (as narrator)

“‘Den vita viggen’ (‘“The White Wall’’) ep. of Tvd Kvinnor
(Two Women) (Bjorkman—ep. also shown separately);
Monismanien 1995 (Monismania 1995) (Fant)
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1977 Hempas bar (Triumph Tiger ‘57; Cry of Triumph) (Thelestam)

1979  Linus eller Tegelhusets hemlighet (Linus) (Sjoman); La sabina
(The Sabina) (Borau) (as Monica)

1982 Fanny och Alexander (Fanny and Alexander) (Bergman) (as
Justina)

1983 Raskenstam (Raskenstam—The Casanova of Sweden)
(Hellstrom) (as Cecilia Andersson)

1985 De Tva Saliga (These Blessed Two) (Bergman—for TV) (as
Viveka Burman)

1986 Gosta Berlings Saga (Lagerkvist)

1987 Sommarkvaller pa Jorden (Lindblom) (as Magda)

1988 Himmel og Helvede (Arnfred) (as Jasmin)

1990 Blankt Vapen (Nykvist) (as Mama)

1993  Hoyere enn Himmelen (Beyond the Sky) (as Miss Kjaer)

1996 I rollerna tre (Olfson—doc) (as herself)

1997 Emma dklagare (Alfredson, Klinge) (Rebecka); Selma &
Johanna-en roadmovie (Magner) (as Karin)

1998  Pip-Larssons (Dahlman, Lindberg—for TV) (as Froken Lur);
Léangtans blda blomma (Oskarsson—for TV) (as Mrs.
Tidrén); Det Sjunde skottet (Aldevinge)

1999  Happy End (Olofson) (as Marja)

Publications
On ANDERSSON: articles—

Filmography in Film Dope (Nottingham, England), December 1972.

““Le vedette de la semaine: Harriet Andersson,”
(Brussels), 26 October 1978.

Ecran (Paris), February 1979 and 15 May 1979.

Bjorkman, S., ‘‘Harriet Andersson,”” in Chaplin (Stockholm), vol.
39, no. 5, 1993.

in Ciné Revue

Of the many remarkable actresses associated with the work of
Ingmar Bergman, Harriet Andersson has been perhaps the most
versatile, yet there is a common denominator to all her seemingly
diverse characterizations: sensuality (or, in certain cases, its frustra-
tion or repression). It is the keynote of the performance that estab-
lished her as a major Bergman star, in the title role of Summer with
Monika: apparently sluttish, shallow, and self-centered, the character
is redeemed (both for Bergman and for the audience) partly by the
film’s graphic account of her squalid, miserable background, but
more by her spontaneous, animal-like physicality. In the film’s
privileged moment, Bergman abruptly breaks the predominantly
naturalistic, sequence-shot treatment of most of the film to isolate her
face in close-up. As the background darkens, she stares straight into
the camera, at us, defying us to ‘‘cast the first stone.”” Though the
characterizations and contexts are quite different, Andersson’s
portrayals of the circus-owner’s mistress in The Naked Night and the
pert and experienced maidservant in Smiles of a Summer Night utilize
the same basic trait of unashamed and unrepressed sexuality.

It is this basic premise of Andersson’s image (as a Bergman star)
that makes so moving the anguish of her more overtly serious roles in
later films. In Through a Glass Darkly her physicality finds no
release, caught as she is between a dull, well-meaning, unimaginative

husband and a father who clinically studies her decline into schizo-
phrenia; her ultimate breakdown is provoked by her desperate seduc-
tion of her younger brother in the womblike hull of an abandoned
boat. The breakdown itself takes a hideously physical form: the
hallucination of being violated by God in the form of a mon-
strous spider.

Andersson’s Agnes in Cries and Whispers builds on her sensuality
in another way: haggard, emaciated, eaten away by cancer, her whole
body expresses the physical experience of pain perhaps more vividly
than it has ever been expressed in the cinema. The significance of her
scene of physical contact with the maid Anna has been much debated:
is it maternal or lesbian? As the infant’s first erotic experiences
involve intimate contact with the mother, it can clearly be both,
a reading strongly supported by Andersson’s persona. Her most
recent appearance in a Bergman theatrical film—as the middle-aged
maidservant in the household of the repressive stepfather in Fanny
and Alexander—again plays on Andersson’s physicality: the charac-
ter’s sexual repression (sexuality perverted into mean-spirited aggres-
sion) expresses itself in the physical symptoms of open sores.

—Robin Wood

ANDREWS, Dana

Nationality: American. Born: Carver Dana Andrews in Collins,
Mississippi, 1 January 1909 or 1912. Education: Attended Sam
Houston College. Family: Married 1) Janet Murray (died 1935),
child: David (deceased); 2) the actress Mary Todd, 1939, children:
Katharine, Stephen, and Susan. Career: Early 1930s—hitchhiked to
California to pursue career in films; 1935—studied to be a singer;
1936-38—worked at Pasadena Playhouse and made the rounds of
stage companies and film studios; 1939-50—worked for both
Goldwyn’s studio and 20th Century-Fox as one of first actors under
a split contract; 1958—began appearing as guest star on various
television series; 1969—72—on daytime TV soap opera Bright Prom-
ise; 1979—in TV mini-series lke. Died: Of pneumonia in Los
Angeles, California, 17 December 1992.

Films as Actor:

1940 Lucky Cisco Kid (Humberstone) (as Sergeant Dunn); Sailor’s
Lady (Dwan) (as Scrappy Wilson); The Westerner (Wyler)
(as Bart Coble); Kit Carson (Seitz) (as Capt. John C.
Fremont)

1941 Tobacco Road (John Ford) (as Dr. Tim); Belle Starr
(Cummings) (as Maj. Thomas Crail); Swamp Water (The
Man Who Came Back) (Renoir) (as Ben)

1942 Ball of Fire (Hawks) (as Joe Lilac); Berlin Correspondent
(Forde) (as Bill Roberts)

1943 Crash Dive (Mayo) (as Lt. Cdr. Dewey Connors); The Ox-
Bow Incident (Strange Incident) (Wellman) (as Donald
Martin); The North Star (Armored Attack) (Milestone) (as
Kolya); December 7th (Toland and Ford)

1944  Up in Arms (Nugent) (as Joe); The Purple Heart (Milestone)
(as Capt. Harvey Ross); Wing and a Prayer (Hathaway) (as
Moulton); Laura (Preminger) (as Mark McPherson)
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Dana Andrews (top) with Frederick March (right) and Harold Russell in The Best Years of Our Lives

1945 State Fair (Walter Lang) (as Pat Gilbert); Fallen Angel 1952 Assignment Paris (Parrish) (as Jimmy Race)
(Preminger) (as Eric Stanton); A Walk in the Sun (Mile- 1954  Elephant Walk (Dieterle) (as Dick Carver); Duel in the Jungle
stone) (as Sergeant Tyne); Know Your Enemy: Japan (as (George Marshall) (as Scott Walters); Three Hours to Kill
narrator) (Werker) (as Jim Guthrie)

1946 Canyon Passage (Jacques Tourneur) (as Logan Stuart); The 1955  Smoke Signal (Jerry Hopper) (as Brett Halliday); Strange
Best Years of Our Lives (Wyler) (as Fred Derry) Lady in Town (LeRoy) (as Rork O’Brien)

1947 Boomerang (Kazan) (as Henry L. Harvey); Daisy Kenyon 1956 Comanche (Sherman) (as Read); While the City Sleeps (Fritz
(Preminger) ~ (as  Dan  O’Mara);  Night  Song Lang) (as Ed Mobley); Beyond a Reasonable Doubt (Fritz

(Cromwell) (as Dan)

1948  The Iron Curtain (Wellman) (as Igor Gouzenko); Deep Waters
(King) (as Hod Stilwell); No Minor Vices (Milestone) (as
Perry Aswell)

1949  The Forbidden Street (Britannia Mews) (Negulesco) (as Her-
bert Lambert/Gilbert Lauderdale); Sword in the Desert

Lang) (as Tom Garrett); Hollywood Goes A-Fishing

1957 Night of the Demon (Curse of the Demon) (Jacques Tourneur)
(as John Holden); Spring Reunion (Pirosh) (as Fred Davis);
Zero Hour (Bartlett) (as Ted Stryker)

1958 The Fearmakers (Jacques Tourneur); Enchanted Island (Dwan)

(Sherman) (as Mike Dillon) 1960 The Crowded Sky (Pevney) (as Dick Barnett)
1950 My Foolish Heart (Robson) (as Walt Dreiser); Where the 1962 Madison Avenue (Humberstone) (as Clint Lorimer)
Sidewalk Ends (Preminger) (as Mark Dixon); Edge of 1965 In Harm’s Way (Preminger) (as Admiral Broderick); The
Doom (Stronger Than Fear) (Robson) (as Father Roth) Satan Bug (John Sturges) (as the General); Crack in the
1951 Sealed Cargo (Werker) (as Pat Bannon); The Frogmen (Lloyd World (Marton) (as Stephen Sorensen); Brainstorm (Con-
Bacon) (as Flannigan); I Want You (Robson) (as rad) (as Cort Benson); Town Tamer (Selander); The Loved
Martin Greer) One (Richardson) (as Gen. Brinkson); Battle of the Bulge
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(Annakin) (as Col. Pritchard); Catacombs (The Woman
Who Wouldn’t Die) (Hessler)

1966 Appuntamento per le spie (Spy in Your Eye) (Sala) (as
Col. Lancaster); Johnny Reno (Springsteen) (title role);
Supercolpo da 7 miliard (The 1000 Carat Diamond; Ten
Million Dollar Grab)

1967 Il Cobra (The Cobra) (Sequi) (as Kelly); Hot Rods to Hell
(Brahm) (as Tom Phillips); The Frozen Dead (Leder) (as
Dr. Norberg)

1968 I diamanti che nessuno voleva rubare (No Diamonds for
Ursula); The Devil’s Brigade (McLaglen) (as Brig. Gen.
Walter Naylor)

1972 Innocent Bystanders (Collinson) (as Blake)

1974 Airport 1975 (Smight) (as Scott Freeman)

1975 Take a Hard Ride (Dawson) (as Morgan); Shadow in the
Streets (Donner—for TV)

1976 The Last Tycoon (Kazan) (as Red Ridingwood)

1977  Good Guys Wear Black (Post) (as government man)

1978 The American Girls; Born Again (Rapper) (as Tom Phillips)

1981 The Pilot (Danger in the Skies (Robertson) (as Randolph Evers)

1984  Prince Jack (Lovitt) (as the Cardinal)

Publications
By ANDREWS: articles—

Interview with Allen Eyles, in Focus on Film (London), Win-
ter, 1976.

Interview by Carol Easton, in The Search for Sam Goldwyn, New
York, 1976.

On ANDREWS: articles—

Polonsky, Abraham, ‘‘The Best Years of Our Lives,”” in Hollywood
Quarterly, April 1947.

Current Biography 1959, New York, 1959.

Parish, James Robert, with Gregory W. Mank, in The Hollywood
Reliables, Westport, Connecticut, 1980.

Wegner, H., ‘‘From Expressionism to Film Noir: Otto Preminger’s
Where the Sidewalk Ends,’’ in Journal of Popular Film (Washing-
ton, D.C.), Summer 1983.

Classic Images (Indiana, Pennsylvania), May 1984.

Obituary in New York Times, 19 December 1992.

Obituary in Variety (New York), 21 December 1992.

Dana Andrews is remembered for his performances in The Ox
Bow Incident, Laura, and The Best Years of Our Lives. Impeccably
groomed, and possessing a rich baritone voice, Andrews epitomizes
the movie star of 1940s: handsome but rugged, smooth but vulner-
able. Andrews looks like the average nice guy, but because of his
often inscrutable countenance, he can become a morally ambigu-
ous figure.

Andrews left a secure job as an accountant in Texas to go to
Hollywood in the early 1930s. For the next several years, he worked
odd jobs and performed at the Pasadena Playhouse. In 1938, he was
“‘discovered’’ and signed to a contract with Samuel Goldwyn. In

1940, Andrews made his screen debut in The Westerner. Fox pur-
chased half of Andrews’s contract, and his performance in Tobacco
Road moved him into A pictures. In 1941, Andrews appeared in Jean
Renoir’s Swamp Water, a simple, atmospheric film Andrews recalled
as one of his favorites.

In 1943, Andrews moved closer to star status with his convincing
portrayal of Donald Martin, the young rancher hanged by the lynch-
ing mob in The Ox Bow Incident. His position at Fox improved as
well, for that same year two of Zanuck’s well-established stars,
Tyrone Power and Henry Fonda, joined the armed services. Andrews,
in his thirties with two children, was ineligible for enlistment, and Fox
once again ‘‘discovered’’ Andrews, who looked like a handsome
young man in his twenties. He established himself as a star through
his solid and appealing performances in a trio of war films: The North
Star, The Purple Heart, and Wing and a Prayer. Goldwyn decided to
use Andrews as the romantic lead in Up in Arms, and from there, he
played romantic leads in a second trio of films: Laura, Fallen Angel,
and State Fair.

In Laura, Andrews demonstrates his ability to play troubled or
morally ambiguous characters. His tightly controlled portrayal of the
detective entranced with the woman whose (apparent) murder he is
investigating finds a perfect match in Gene Tierney’s masklike
elegance, and his performance is charged with sexuality, for his
character’s interest in the case suggests sensitivity, integrity—and
moral deviance. In The Best Years of Our Lives, Andrews’s portrait of
the troubled but admirable young captain draws its power from the
distance Andrews maintains from the other characters—and the
audience—except in moments of controlled revelation. In Boomer-
ang, Andrews’s portrayal of the conscience-driven district attorney is
compelling because it is so guardedly reserved; an expression that
passes through Andrews’s eyes when he first interviews the alleged
murderer is the only sign we have that the attorney will work to defend
the man he is supposed to prosecute.

In the late 1940s, Andrews began looking for small-scale projects
to produce independently. The studios had other plans. Throughout
the 1950s and 1960s, Andrews was cast in remakes (I Want You,
Brainstorm), war films (In Harm’s Way, The Battle of the Bulge), spy
melodramas (Assignment Paris, The Fearmakers), and mad-scientist
thrillers (Crack in the World, The Frozen Dead). Rather than playing
complex characters in well-directed films, Andrews appeared in
a series of humorless, one-dimensional roles, and his reputation
became tied to the declining status of Hollywood *‘studio pictures.”’

Andrews looked to other venues for work. He had been involved
in theater throughout the 1940s and early 1950s as a founding member
of the ‘‘Eighteen Actors’” Company, and in the late 1950s, Andrews
returned to theater in earnest. In 1958, he began a two-year run on
Broadway in Two for the Seesaw, and in the 1960s he appeared in
stage productions of A Man for All Seasons, The Odd Couple, and
Plaza Suite. He continued in theater throughout the 1970s. From 1969
to 1972 Andrews appeared in the soap opera Bright Promise. Andrews’s
movie career reactivated in the 1970s. He was part of the star-studded
cast that made Airport 1975 a box-office success. And, as an actor
emblematic of Hollywood’s golden age, Andrews helped create the
portrait of ‘‘old Hollywood’’ in The Last Tycoon.

A tough guy and a gentleman, Andrews’s most memorable
characters are always in perfect control of themselves, but that control
is the result of great effort, for Andrews’s underplaying conveys
characters’ attempts not to show how deeply situations affect them.

—Cynthia Baron
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Nationality: British. Born: Julie Elizabeth Wells in Walton-on-
Thames, England, 1 October 1935. Family: Married 1) the art
director Tony Walton, 1959 (divorced 1968), daughter: Emma; 2) the
director Blake Edwards, 1969, daughters (adopted): Joanne and Amy.
Career: 1947—first stage appearance in the ‘‘Starlight Roof”’ revue
in London; 1954—New York stage debut in The Boy Friend; 1964—
film debut in Disney’s Mary Poppins; 1972-73—featured in TV
series The Julie Andrews Hour on ABC-TV, winner of eight Emmy
Awards; 1979—film career revived by appearance in /0, first of
series of comedies directed by husband Blake Edwards; 1992—in TV
series Julie; 1996—on Broadway in Victor, Victoria. Awards: Best
Actress Academy Award, and Most Promising Newcomer, British
Academy, for Mary Poppins, 1964. Address: P.O. Box 666, Beverly
Hills, CA 90213, U.S.A.

Films as Actress:

1964 Mary Poppins (Stevenson) (title role); The Americanization of
Emily (Hiller) (title role)

1965 The Sound of Music (Wise) (as Maria)

1966 Torn Curtain (Hitchcock) (as Sarah Sherman); Hawaii (George
Roy Hill) (as Jerusha Bromley)

1967 Thoroughly Modern Millie (George Roy Hill) (title role); The
Singing Princess (animation) (as voice of Princess Zeila)

1968  Star! (Wise) (as Gertrude Lawrence)

Julie Andrews in The Sound of Music
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1970 Darling Lili (Edwards) (title role)

1974  The Tamarind Seed (Edwards) (as Judith Farrow)

1979 10 (Edwards) (as Sam)

1980 Little Miss Marker (Bernstein) (as Amanda)

1981 S.0.B. (Edwards) (as Sally Miles)

1982  Victor/Victoria (Edwards) (title role)

1983  The Man Who Loved Women (Edwards) (as Marianna)

1984 Hanya: Portrait of a Dance Legend (Cristofori)

1985 Pandora’s Box (Heath)

1986 Duet for One (Konchalovsky) (as Stephanie Anderson); That’s
Life! (Edwards) (as Gillian Fairchild)

1991  Our Sons (Erman—for TV) (as Audrey Grant)

1992 A Fine Romance (Tchin-Tchin) (Saks) (as Pamela Picquet);
Julie (Edwards—series for TV) (as Julie Carlisle)

1995 The Sound of Julie Andrews

1998 Hey Mr. Producer (as Host/Herself—for video); A Winter
Visitor; One Special Night (Young—for TV)

1999 My Favorite Broadway: The Leading Ladies (as Host/
Herself—for TV)

2000 Relative Values (as Felicity)

Publications
By ANDREWS: books—

Mandy (children’s fiction), 1973.
The Last of the Really Great Whangdoodles (children’s fiction), 1973.

By ANDREWS: articles—

““‘My Fair Victor/Victoria,”” interview with John Gruen, in Dance,
September 1995.

““Victor/Victorious,”” interview with Jonathan Van Meter, in Vanity
Fair (New York), October 1995.

“‘J’ai appris, j’ai appris,”” interview with Yann & Viviani Tobin, in
Positif (FR), July/August 1997.

On ANDREWS: books—

Cottrell, John, Julie Andrews, New York, 1968.

Rosen, Marjorie, Popcorn Venus, New York, 1973.

Windeler, Robert, Julie Andrews: A Biography, New York, 1983.
Spindle, Les, Julie Andrews: A Bio-Bibliography, New York, 1989.
Arntz, James, Julie Andrews, Chicago, 1995.

On ANDREWS: articles—

s

Shipman, David, ‘“The All-Conquering Governess,”” in Films and
Filming (London), August 1966.

““The Now and Future Queen’’ (cover story), in Time (New York), 23
December 1966.

Lawrenson, Helen, ‘‘Sweet Julie,’
ary 1967.

Higham, Charles, ‘‘The Rise and Fall—and Rise—of Julie Andrews,”’
in New York Times, 21 August 1977.

Gross, Linda, ‘‘Julie Andrews: A Talk with a Flickering Star,”’ in
Close-Ups: The Movie Star Book, edited by Danny Peary, New
York, 1978.

bl

in Esquire (New York), Janu-
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Articles in Ciné Revue (Paris), 25 June 1981, 2 September 1982, and
27 January 1983.

Bennetts, Leslie, ‘Julie Andrews: Prim and Improper,”” in New York
Times, 14 March 1982.

Szymanski, Michael, ‘‘Our Fair Lady: Julie Andrews Discusses Gay
Fans, AIDS, and Her TV Movie Debut,’” Advocate (Los Angeles),
21 May 1991.

““Julie Andrews,”” in Stars (Mariembourg), March 1992.

Current Biography 1994, New York, 1994.

Landrot, Marine, ‘‘Bonne-maman Julie,”” Télérama (Paris), 12 Janu-
ary, 1994.

Barry, Norman, ‘‘How Do You Solve a Problem Like Julie?’ in
Radio Times (London), August 2, 1997.

Julie Andrews’s cinematic persona was established with her first
appearance on screen as the magical title character in Walt Disney’s
Mary Poppins (one of the top grossing films of all time). Her
performance a year later as Maria von Trapp in The Sound of Music
further reinforced her popular ‘‘sweetness and light’” image, and the
movie was an unprecedented financial success. This, together with
her Academy Award for Mary Poppins, placed Andrews at the
forefront of bankable Hollywood stars of the 1960s. Winning the
Oscar for Mary Poppins was also a personal coup for Andrews. Just
before getting the role, she had lost the movie role of Eliza Doolittle—
a character she had brought to life in the Broadway production of My
Fair Lady—to Audrey Hepburn.

After a while, Andrews became tired of this squeaky clean screen
image and like most actors, sought different kinds of roles. Unfortu-
nately, however, a subsequent string of box-office failures, as well as
several atypical film roles, failed to alter the picture of Andrews that
had become so firmly entrenched in the moviegoing public’s mind,
and itis only in her more recent films with her husband, director Blake
Edwards, that the actress has succeeded (at least partially) in changing
the sugary image that has followed her throughout her career. With
the exception of Victor/Victoria, however, these movies did not really
showcase her talent.

The phenomenal impact of Andrews’s debut in films coincided
with the final days of the traditional movie musical. The decade’s
increasing desire for realism and relevancy led to an inevitable
decline in stories that allowed their characters to express themselves
in song and dance. Andrews, however, was a former child star of
British revues and a very successful Broadway star (The Boy Friend,
My Fair Lady, Camelot) and her theatrical training made her ideally
suited to the filmmaking style that had had its heyday in the Holly-
wood musicals of the 1940s and 1950s. Yet the very films that
brought her international acclaim, also made it impossible for
audiences—and producers—to envision her in realistic, nonmusical
roles at just the time that such roles were the only ones available.

Andrews’s portrayals of Mary Poppins and Maria von Trapp—
roles that so marked and, in effect, pigeonholed her career—are
nevertheless separate and distinct performances. She creates in the
former a strict but loving figure whose no-nonsense manner hides
magical powers and enables her to regard them as commonplace.
While Mary Poppins is all-knowing and supremely confident, the
young novice Maria is inexperienced, naive, and frequently unsure of
herself. Both roles are made memorable by Andrews’s fresh, ener-
getic style, a quality which would also color her work in such later
films as Thoroughly Modern Millie, Star!, and Victor/Victoria. Yet

her early dramatic parts in The Americanization of Emily, Torn
Curtain, and Hawaii demonstrated Andrews’s ability to handle
nonsinging characters with quiet assurance, although her reception in
these roles was never equal to that accorded her musical work.

In recent years, however, Andrews’s films with Blake Edwards
have given a new direction in her career. Although their first film
together, the box-office disaster Darling Lili, proved professionally
damaging to both, Edwards has succeeded in broadening his wife’s
public image by casting her in a series of uncharacteristic roles. In the
popular /0, Andrews gives a much underrated performance as the
intelligent, outspoken woman Dudley Moore forsakes to pursue Bo
Derek, while the savagely funny S.0.B. finds Andrews’s playing
a spoof of her own on-screen persona. The latter includes a brief,
highly publicized scene in which she appears topless. Victor/Victoria
dealt the final blow to Andrews’s pristine image, presenting her as
a woman masquerading as a ‘‘male’’ female impersonator in Edwards’s
sophisticated examination of sexual lifestyles and stereotypes. (In
1996 Andrews appeared on Broadway in Victor/Victoria, once again
on stage where she first began her show biz career.) The Academy
Award nomination for her performance suggested that Andrews had
at last broken free of her ‘‘singing governess’’ image and had
embarked on a promising new phase in her career.

—Janet E. Lorenz, updated by Linda J. Stewart

ANN-MARGRET

Nationality: American. Born: Ann-Margaret Olsson in Stockholm,
Sweden, 28 April 1941; spent her first five years in Valsjobyn;
became U.S. citizen 1949. Education: Attended New Trier High
School, Winnetka, Illinois; Northwestern University, Evanston, Illi-
nois. Family: Married the actor Roger Smith, 1967, now also her
manager. Career: 1946—at age five, emigrated to the United States;
1957—appeared on Ted Mack’s Amateur Hour on television; 1960—
made first appearance on the Las Vegas nightclub circuit; 1961—
made film debut as ingenue in Pocketful of Miracles with Bette Davis,
and in subsequent roles established persona as a sex kitten; 1968—
The Ann-Margret Show, the first of many prime-time specials in the
sixties and seventies, created a sensation on American network
television, and Ann-Margret established career as major Las Vegas
headliner; 1971—breakthrough performance in Carnal Knowledge
inaugurated critical reevaluation of her dramatic abilities and gar-
nered Academy award nomination; 1972—suffered near-fatal fall
during nightclub performance and recovered, with much publicized
plastic surgery; 1983—took lead role in Who Will Love My Child-
ren?, an acclaimed TV movie, beginning a series of TV films with
serious subjects and a collaboration with director John Erman;
1987—in TV mini-series The Two Mrs. Grenvilles, Alex Haley’s
Queen, 1993, and Scarlett, 1994. Awards: Golden Globe Award for
Supporting Actress, for Carnal Knowledge, 1971; Golden Globe
Award, for Tommy, 1975.

Films as Actress:
1961  Pocketful of Miracles (Frank Capra) (as Louise)
1962  State Fair (José Ferrer) (as Emily Porter)

1963  Bye-Bye Birdie (Sidney) (as Kim McAfee)
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Ann-Margret with Jack Nicholson in Carnal Knowledge

1964

1965

1966

1967

1968

1970

1971

1973
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Viva Las Vegas (Sidney) (as Rusty Martin); Kitten with
a Whip (Heyes) (as Jody Dvorak); The Pleasure Seekers
(Negulesco) (as Fran Hobson)

Bus Riley’s Back in Town (Harvey Hart) (as Laurel); Once
a Thief (Ralph Nelson) (as Kristine Pedak); The Cincinnati
Kid (Jewison) (as Melba)

Made in Paris (Sagal) (as Maggie Scott); Stagecoach (Gordon
Douglas) (as Dallas); The Swinger (Sidney) (as Kelly
Olsson); Murderers’ Row (Henry Levin) (as Suzie Solaris)

The Criminal Affair; Rebus (Zanchin); Il Tigre (The Tiger and
the Pussycat) (Dino Risi) (as Carolina); Il Profeta (The
Prophet; Mr. Kinky) (Dino Risi)

Sette uomini e un Cervello (Criminal Symphony; Seven Men
and One Brain) (Edward Ross)

C.C. and Company (Chrome Hearts) (Robbie) (as Ann
McCalley); R.P.M. (Stanley Kramer) (as Rhoda)

Carnal Knowledge (Mike Nichols) (as Bobbie); Dames at
Sea (for TV)

The Train Robbers (Burt Kennedy) (as Mrs. Lowe); Un
Homme est Mort (The Outside Man; Funerale a Los
Angeles) (Deray) (as Nancy Robson)

1975
1976
1977

1978

1979
1980
1982

1983
1984

1985
1986
1988

1991
1992

Tommy (Ken Russell) (as Nora Walker Hobbs)

Folies bourgeoises (The Twist) (Chabrol) (as Charlie Minerva)

Joseph Andrews (Tony Richardson) (as Lady Booby); The
Last Remake of Beau Geste (Marty Feldman) (as Lady
Flavia Geste)

The Cheap Detective (Robert Moore) (as Jezebel Dezire);
Magic (Attenborough) (as Peggy Ann Snow)

The Villain (Needham) (as Charming Jones)

Middle Age Crazy (John Trent) (as Sue Ann)

The Return of the Soldier (Alan Bridges) (as Jennie Baldry); /
Ought to Be in Pictures (Herbert Ross) (as Stephanie);
Lookin’ to Get Out (Ashby) (as Patti Warner)

Who Will Love My Children? (Erman—for TV) (as Lucile Fray)

A  Streetcar Named Desire (Erman—for TV) (as
Blanche DuBois)

Twice in a Lifetime (Yorkin) (as Audrey Minelli)

52 Pick-Up (Frankenheimer) (as Barbara Mitchell)

A Tiger’s Tale (Peter Douglas) (as Rose Butts); A New Life
(Alda) (as Jackie Giardino)

Our Sons (Erman—for TV) (as Luanne Barnes)

Newsies (Ortega) (as Medda Larkson)
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1993 Grumpy Old Men (Donald Petrie) (as Ariel Truax)

1994  Following Your Heart (Lee Grant—for TV); Nobody’s Child-
ren (Wheatley—for TV) (as Carol Stevens)

1995 Grumpier Old Men (Deutch) (as Ariel Truax Gustafson)
Seduced by Madness: The Diane Borchardt Story (John
Patterson—for TV) (title role); Blue Rodeo (Peter Werner
[II—for TV) (as Maggie Yearwood)

1998 Life of the Party: The Pamela Harriman Story (Hussein—for
TV) (as Pamela Harriman); Four Corners (as Amanda
Wyatt—for TV)

1999  Happy Face Murders (Trenchard-Smith—for TV) (as Lorraine
Petrovich); Any Given Sunday (Stone) (as Margaret
Pagniacci)

2000 Blonde (Carol Oates—for TV); Perfect Murder, Perfect Town
(Schiller—for TV) (Patsy’s Mother); The Last Producer;
The 10th Kingdom (David Carson/Herbert Wise—for TV)

Publications

By ANN-MARGRET: book—

Ann-Margret: My Story, with Todd Gold, New York, 1994.
By ANN-MARGRET: articles—

‘A Weep in the Deep,”’ interview with Arthur Bell, in Village Voice
(New York), 31 March 1975.

“‘Pro-Ann-Margret,”” interview, in Films Illustrated, July 1975.

‘‘Ann-Margret,”’ interview with R. Hartford, in Ciné Revue (Paris),
7 August 1975.

“‘Something to Offer: Ann-Margret,”” interview with Gordon Gow, in
Films and Filming (London), January 1976.

Interview with Merrill Shindler, in Los Angeles Magazine, July 1988.

“‘Ann-Margret a Go-Go,”” interview with Paul Rosenfield, in Vanity
Fair (New York), October 1991.

On ANN-MARGRET: book—

Peters, Neal, Ann-Margret: A Photo Extravaganza and Memoir, New
York, 1981.

On ANN-MARGRET: articles—

Current Biography 1975, New York, 1975.

“‘La vedette de la semaine: Ann-Margret,”” in Ciné Review (Paris), 11
August 1977.

Sarris, Andrew, ‘‘Films in Focus: Magic and Ann-Margret: The
Alter-Ego Meets the Icon,”” in Village Voice (New York), 13
November 1978.

Veljkovic, M., ‘‘Dancebiz: Las Vegas Seen,”” in Dance Magazine,
June 1983.

Bulnes, J., “‘Les immortels du cinema: Ann-Margret,”” in Ciné Revue
(Paris), 8 December 1983.

Farber, Stephan, ‘“TV Is Polishing Ann-Margret’s Image,”” in New
York Times, 17 July 1984.

Canby, Vincent, ‘‘Film View: Ann-Margret Produces Yet Another
Surprise,”” in New York Times, 17 February 1985.

Robinson, Jeffrey, ‘‘Shy and Silent Superstar Ann-Margret,”” in
McCall’s, October 1988.

Clark, John, ‘‘Ann-Margret,”’ in Premiere (New York), Septem-
ber 1989.

Oney, Steve, ‘A Vegas Valkyrie Alights at Radio City,”” in New York
Times, 20 October 1991.

“‘Optimism,’” in New Yorker, 3 February 1992.

“‘Ann-Margret,”’ in Stars (Mariembourg), June 1992.

Hampton, Howard, ‘‘Elvis Dorado: The True Romance of Viva Las
Vegas,”” in Film Comment (New York), July 1994.

The Swedish-born Ann-Margret began her film career as the
ingenue in the Frank Capra film Pocketful of Miracles, holding her
own opposite luminaries Bette Davis and Glenn Ford, an omen,
certainly, of her considerable presence and ability. A more important
personal success was achieved with the musical Bye, Bye, Birdie, in
which Ann-Margret exhibited her abundant skills as a singer and
dancer, energizing the film with her powerful sexuality as well as with
her innocence and fresh charm.

In Viva Las Vegas, one of the most underrated musicals of the
American cinema, Ann-Margret played opposite Elvis Presley—
providing Presley one of his few memorable co-stars. Indeed, in Viva
Las Vegas, Ann-Margret exuded an undulating sexuality and unbri-
dled energy so overwhelming that her musical scenes with Presley
reflect the Zeitgeist of the sexual revolution of the sixties.

Ann-Margret followed Viva Las Vegas with a series of films that
cemented—rather unfortunately for her—her reputation as a sex
kitten. Films such as Kitten with a Whip and Bus Riley’s Back in
Town created a rather tawdry image which critics of the time
found necessary to ridicule. Not surprisingly, her often sensitive
performances—as, for instance, the vulnerable wife in Once a Thief,
opposite Alain Delon—were ignored. The critical nadir to her career
occurred at the end of the sixties, when, after a series of foreign films
disrespected by Hollywood, she returned to the United States to star
opposite the rather wooden football player, Joe Namath, in a motorcy-
cle melodrama, C.C. and Company, produced by her husband Roger
Smith; and in Stanley Kramer’s R.P.M., an unconvincing Vietnam-
era drama about student protest on a college campus. Rather unfairly,
Ann-Margret had become a joke.

Her critical comeback occurred in 1971, when Mike Nichols cast
her opposite Jack Nicholson in Carnal Knowledge. As Nicholson’s
mistress, Bobbie, Ann-Margret played a woman whose very essence
had been defined by her large breasts and sexuality. Nichols’s film,
based on the script by Jules Feiffer, showed persuasively how that
simplistic definition was forced upon Bobbie by a sexist, male-
dominated culture which refused to acknowledge or value other
possibilities for a woman. That there was a certain autobiographical
resonance to the role could not but help Ann-Margret to deliver what
has been considered her greatest, most subtle, performance: vulner-
able, hard-edged, pathetic, direct, emotional, brutally honest—a
breakthrough Academy award-nominated performance which has
prevented critics since from denigrating Ann-Margret’s talents or
seeing her only in terms of her considerable sensuousness.

In fact, so rehabilitated was her reputation that Ann-Margret could
afford to take the music and sex-oriented role of Tommy’s mother in
Ken Russell’s version of the rock opera Tommy—in which a key
scene had a sensuously clad Ann-Margret writhing in perhaps tons of
baked beans. Her knockout performance was again nominated for an
Academy Award.
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Ann-Margret’s career since has alternated between her high-
powered live Las Vegas shows spotlighting her singing and dancing
with film and television roles generally requiring her to provide
more subdued characterizations in serious drama. Her much-lauded
performance in Who Will Love My Children? as a dying lowa
farm woman attempting to find homes for her ten children was
heartbreakingly expressive—and indeed, was publicly praised by
Barbara Stanwyk at an Emmy Awards ceremony as one of the best
performances ever in the American cinema, as Stanwyck disparaged
her own award for a competing performance. And as Blanche du Bois
in a television version of Tennessee Williams’™ A Streetcar Named
Desire, Ann-Margret again received critical accolades, holding her
own against the sacred memory of Vivien Leigh. Moving and honest
performances can be found as well in The Return of the Soldier
(playing an old maid opposite acting heavyweights Glenda Jackson
and Julie Christie and comparing well), Twice in a Lifetime, The Two
Mrs. Grenvilles, and the AIDS drama Our Sons.

Indeed, Ann-Margret’s confluence of sexuality with innocence
and vulnerability is even more appealing as she moves through her
mature middle-age. Yet if other performers who have drawn upon
sexual personas or aggressive femininity have tended to display
a coyness or self-consciousness (if they have not self-destructed, like
Marilyn Monroe), Ann-Margret must be seen as always projecting
a natural grace and intelligence, coupled with a sincerity and honesty
so straightforward and unapologetic as to be almost unnerving.

Certainly, one must note that only a remarkably unselfconscious
performer could take on so many roles which so shamelessly com-
mented upon or exploited her own image—her comic turn in The
Swinger, for instance, in which she plays a character with her own real
last name (Olsson), who only pretends to be promiscuous to garner
success; or roles that lampoon her own physical attributes—such as
Lady Booby in Joseph Andrews, or Charming Jones in The Villain
(which crosses Road Runner cartoons with Al Capp caricatures).
Other elements also present in her trouper image—which have
undoubtedly helped Ann-Margret sustain her popularity over the
decades—are a certain coarseness; a connection to the blue-collar
world; a populist appeal to women as well as men, straights as well as
gays; and a lack of taste sometimes so outrageous as to itself become
classy, if not camp.

—Charles Derry

ARBUCKLE, Roscoe (‘“Fatty”)

Nationality: American. Born: Roscoe Conklin Arbuckle in Smith
Center, Kansas, 24 March 1887; family moved to Santa Ana, Califor-
nia, in 1888. Family: Married 1) the actress Minta Durfee, 1908
(divorced 1925); 2) Doris Deane, 1925 (divorced 1929); 3) Addie
Oakley Dukes McPhail, 1932. Career: 1895—stage debut in Frank
Bacon’s stock company; 1902-08—toured in stock companies, and
on vaudeville and burlesque circuits; 1908—worked as an extra for
Colonel Selig’s Polyscope Company while continuing to perform in
vaudeville; 1909—film debut in Ben’s Kid for Boggs; 1913—hired
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by Mack Sennett to replace Fred Mace in Keystone film comedies;
later that year, he appeared with Mabel Normand in the first of
a successful series of shorts starring the pair; 1914—allowed to devise
and direct his own films; 1917—joined producer Joseph Schenk and
headed his own studio, the Comique Film Company, in New York;
Buster Keaton joined Arbuckle’s film company; later that year, the
company moved to Long Beach, California; 1920—his first feature-
length film released through Paramount; 1921—as a result of the
scandal involving his arrest for the rape or manslaughter of a starlet,
his films were banished from many theaters across the country though
he was later acquitted; 1923—attempted comeback in Chicago night-
club; 1924—returned to vaudeville; 1925-32—directed films for
Sennett’s Educational film company under the name William B.
Goodrich while continuing to headline in vaudeville under his own
name; 1932-33—in a series of talking shorts for Vitaphone Division
of Warner Brothers. Died: In New York, 29 June 1933.

Films as Actor:

(shorts unless otherwise noted; contribution as director indicated
where known):

1909 Ben’s Kid (Boggs); Mrs. Jones’ Birthday; Making It Pleasant
for Him
1910  The Sanitarium (The Clinic) (Santschi)
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1913 Alas! Poor Yorick (Colin Campbell) (as player in female

costume); The Gangsters (Lehrman); Passions, He Had
Three (Lehrman); Help! Help!, Hydrophobia! (Lehrman);
The Waiters’ Picnic (Sennett); The Bandit (Sennett); Peep-
ing Pete (Sennett); For the Love of Mabel (Lehrman); The
Tell Tale Light (Sennett); A Noise from the Deep (Sennett);
Love and Courage (Lehrman); Professor Bean’s Removal
(Lehrman); The Riot (Sennett); Mabel’s New Hero (Sennett);
Fatty’s Day Off (Wilfred Lucas); Mabel’s Dramatic Career
(Sennett); The Gypsy Queen (Sennett); Mother’s Boy
(Lehrman); The Fatal Taxicab (Sennett); When Dreams
Come True (Sennett); Two Old Tars (Lehrman); A Quiet
Little Wedding (Wilfred Lucas); The Speed Kings (Wilfred
Lucas); Fatty at San Diego (George Nichols); Wine (George
Nichols); Fatty Joins the Forces (George Nichols); The
Woman Haters (Lehrman); Fatty’s Flirtation (George Nich-
ols); His Sister’s Kids (George Nichols); He Would a Hunt-
ing Go (George Nichols); Ride for a Bride (George Nichols)

1914 A Misplaced Foot (Wilfred Lucas); The Under Sheriff (George

Nichols); A Flirt’s Mistake (George Nichols); In the Clutches
of the Gang (George Nichols); A Rebecca’s Wedding Day
(George Nichols); A Robust Romeo (George Nichols);
Twixt Love and Fire (George Nichols); A Film Johnnie
(George Nichols); Tango Tangles (Sennett); His Favorite
Pastime (George Nichols) (as fellow drunk); A Rural
Dream (A Rival Demon) (Sennett and Lehrman); Barnyard
Flirtations (A Barnyard Flirtation); Chicken Chaser (+ d);
A Bath House Beauty (+ d); Where Hazel Met the Villain
(+d); A Suspended Ordeal (+ d); The Water Dog (+ d); The
Alarm (+ co-d); The Knockout (Avery); Fatty and the
Heiress (+ co-d); Fatty’s Finish (+ d); Love and Bullets
(+ d); A Rowboat Romance (+ d); The Sky Pirate (+ co-d);
Those Happy Days (+ d); That Minstrel Man (+ d); Those
Country Kids (+ d); Fatty’s Gift (+ co-d); The Masquer-
ader (The Masquerade) (Chaplin); A Brand New Hero
(+ co-d); The Rounders (Chaplin); Lover’s Luck (+ d);
Fatty’s Debut (+ co-d); Fatty Again (+ d); Their Ups and
Downs (+ d); Zip, the Dodger (+ d); Lovers’ Post Office
(+ d); An Incompetent Hero (+ d); Fatty’s Jonah Day
(+ co-d); Fatty’s Wine Party (+ co-d); The Sea Nymphs
(+ d); Leading Lizzie Astray (+ co-d); Shotguns that Kick
(+ d); Fatty’s Magic Pants (Fatty’s Magic Party; Fatty’s
Suitless Day) (+ co-d); Fatty and Minnie He-Haw (Fatty’s
Minnie-He-Haw) (+ co-d); Our Country Cousin; Caught in
a Flue; The Baggage Smasher; Tillie’s Punctured Romance
(Sennett); Killing Horace; The Bowery Boys; Lover’s Post
Office; How Hiram Won Out; The Peddler

1915 Mabel and Fatty’s Wash Day (+ d); Mabel and Fatty’s Simple

Life (Fatty and Mabel’s Simple Life) (+ d); Fatty and Mabel
at the San Diego Exposition (+ d); Mabel, Fatty, and the
Law (+ d); Fatty’s New Role (+ co-d); Mabel and Fatty’s
Married Life (Fatty and Mabel’s Married Life) (+ d);
Fatty’s Reckless Fling (+ d); Fatty’s Chance Acquaintance
(+ d); Love in Armor (+ d); That Little Band of Gold
(+ co-d); Fatty’s Faithful Fido (+ co-d); When Love Took
Wings (+ d); Wished on Mabel (+ d); Mabel and Fatty
Viewing the World’s Fair at San Francisco, California
(+ d); Mabel’s Wilful Way (+ d); Miss Fatty’s Seaside
Lovers (+ d); The Little Teacher (Small Town Bully)
(Sennett); Fatty’s Plucky Pup (+ d); Fatty’s Tintype Tangle

1916

1917

1918

1919

1920

1921

1922

1923

1925

1932
1933

(+ d); Fickle Fatty’s Fall (+ d); The Village Scandal (+ d);
Fatty and the Broadway Stars (+ co-d); Rum and Wallpa-
per; Colored Villainy; Among the Mourners

Fatty and Mabel Adrift (+ d); He Did and He Didn’t (Love and
Lobsters) (+ d); The Bright Lights (The Lure of Broadway)
(as cook, + d); His Wife’s Mistake (as janitor, + d); The
Other Man (+ d); The Waiters’ Ball (+ d); His Alibi (+ d); A
Cream Puff Romance (A Reckless Romeo) (+ d)

The Butcher Boy (+ d, sc); The Rough House (+ d, sc); His
Wedding Night (+ d, sc); Oh, Doctor! (+ d, sc); Fatty at
Coney Island (+ d, sc); A Country Hero (+ d, sc)

Out West (+d, sc); The Bell Boy (title role, + d, sc); Moonshine
(as Chief Revenue Officer, + d, sc); Good Night, Nurse!
(+d, sc); The Cook (+ d, sc); The Sheriff (title role, + d, sc)

Camping (+d, sc); The Pullman Porter (+d, sc); Love (+d, sc)
(as farm boy); The Bank Clerk (+d, sc); A Desert Hero (+d,
sc); Back Stage (+ d, sc); The Hayseed (+ d, sc); The
Garage (as fire chief, + d, sc)

The Round-Up (Melford—feature) (as Sheriff Slim Hoover);
The Life of the Party (Henabery) (as Algernon Leary)

Brewster’s Millions (Henabery—feature) (as Montgomery
““Monty’’ Brewster); The Dollar-a-Year Man (Cruze—
feature) (as Franklin Pinney); The Traveling Salesman
(Henabery—feature) (as Bob Blake); Gasoline Gus (Cruze—
feature) (title role); Crazy to Marry (Cruze—feature) (as
Dr. Hobart Hupp)

Leap Year (Cruze—not released in U.S.) (as Stanley Piper);
Freight Prepaid (Cruze—feature, not released in U.S.) (as
Erastus Berry)

Hollywood (Cruze—feature) (as man in casting office)

Go West (Buster Keaton—feature) (as fat woman in depart-
ment store)

Hey, Pop!

How’ve You Been? (feature); Buzzin’ Around;, Close Rela-
tions; Tomalio (Ray McCarey); In the Dough

Films as Director Only:

1916
1924
1925
1926

1927

1930
1931

1932

The Moonshiners (directed under name William B. Goodrich)

Sherlock, Jr. (co-d with Buster Keaton)

The Movies; The Tourist

Cleaning Up; The Fighting Dude; Home Cured; My Stars; His
Private Life; Fool’s Luck; One Sunday Morning

Peaceful Oscar; The Red Mill (feature); Special Delivery

Won by a Neck; Three Hollywood Girls; Si Si Senor; Up a Tree

Crashing Hollywood; The Lure of Hollywood; Windy Riley
Goes Hollywood; Queenie of Hollywood; Honeymoon Trio;
Ex-Plumber; Peat and Repeat; Marriage Rows; The Back
Page; That’s My Line; Up Pops the Duke; Beach Pajamas;
Take ‘em and Shake ‘em; That’s My Meat; One Quiet Night;
Once a Hero; The Tamale Vendor, Smart Work; Idle
Roomers

Hollywood Luck; Anybody’s Goat; Moonlight and Cactus;
Keep Laughing; Bridge Wives; Mother’s Holiday; Niagara
Falls; Hollywood Lights; Gigolettes; It’s a Cinch
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Publications

On ARBUCKLE: books—

Keaton, Buster, with Charles Samuels, My Wonderful World of
Slapstick, New York, 1960.

Durgnat, Raymond, The Crazy Mirror: Hollywood Comedy and the
American Image, New York, 1966.

Yallop, David A., The Day the Laughter Stopped: The True Story of
Fatty Arbuckle, London, 1976.

Parish, James Robert, The Funsters, New Rochelle, New York, 1979.

Edmonds, Andy, Frame-up: The Untold Story of Roscoe ‘‘Fatty”’
Arbuckle, New York, 1991.

Oderman, Stuart, Roscoe ‘‘Fatty’’ Arbuckle: A Biography of the
Silent Film Comedian, 1887-1933, Jefferson, North Carolina, 1994.

Young, Robert Jr., Roscoe ‘‘Fatty’’ Arbuckle: A Bio-Bibliography.
Westport, Connecticut, 1994.

On ARBUCKLE: articles—

Obituary in New York Times, 30 June 1933.

Durgnat, Raymond, ‘“World of Comedy,”” in Films and Filming
(London), July—December 1965, and January 1966.

Peeples, S. A., “‘Films on 8 & 16,”" in Films in Review (New York),
February 1973.

Zito, S., ‘‘Hollywood Versus the Press,”” in American Film (Wash-
ington, D.C.), May 1978.

Oderman, Stuart, ‘‘Fatty’s First,”” in Classic Film/Video Images, in
15 parts, beginning with no. 64, July 1979 (note: publication
changed title to Classic Images in 1980).

Oderman, Stuart, ‘‘The Abduction of Minta Arbuckle,”’ in Films in
Review (New York), August/September 1985.

Kobal, John, ‘‘Silent Laughs,”” in Films and Filming (London),
December 1987.

Le Fanu, Mark, ‘‘Vitagraph and the Great Arbuckle,”” in Sight and
Sound (London), Winter 1987/88.

Telotte, J. P., “‘Arbuckle Escapes: The Pattern of Fatty Arbuckle’s
Comedy,”’ in Journal of Popular Film and Television (Washing-
ton, D.C.), Winter 1988.

Neibaur, J. ‘‘Rocoe Arbuckle at Viatphone.
(Muscatine, lowa), no. 268, October 1997.
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Classic Images

Among the many shorts created by the Mack Sennett comedy mill,
Roscoe ‘‘Fatty’’ Arbuckle’s movies remain significant contributions
to the pioneer period of the one- and two-reel humorous cinema. After
an apprenticeship in vaudeville and in short films for the Selig
Polyscope Company as early as 1908, Arbuckle went on to such
renown that eventually he was supervising his own films for Key-
stone. In 1913 he starred (often with Mabel Normand) in 47 films. As
an actor, he enjoyed a fame second only to that of Chaplin, who began
directing and playing leading roles in 1914, the same year that Sennett
gave Arbuckle charge of a unit at Keystone.

Arbuckle had the right combination of obesity and agility to
become a member of Sennett’s company. He was fleet-footed enough
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to dash about in the many chase scenes, and he could execute the
frequent pratfalls that occurred in the frantic comedy of the Sennett
studio. Early in his career he developed a charisma (the fat man as
leading comic figure) that was almost as appealing as that projected
by the much-loved John Bunny, a skillful actor who played middle-
aged roles in genteel comedies. Arbuckle could play a variety of
types: a likable country oaf, a lovesick suitor, a philandering husband.
Eventually he moved away from the more primitive Keystone carica-
tures to a more solid comic creation: the young man next door trying
to succeed.

Arbuckle developed a more independent style when he left
Sennett to work for the Comique Film Corporation. There he created
many effective two-reelers and introduced Buster Keaton to the
screen as his supporting comedian. He left directing when he gradu-
ated to features in the early 1920s starring in Brewster’s Millions and
Traveling Salesman.

Forced from the screen as a result of his involvement in one of
Hollywood’s great sex scandals, Arbuckle became a filmmaker for
Educational under the assumed name of William Goodrich. Such
two-reelers as Cleaning Up in 1926 were minor efforts, butin 1927 he
directed his first feature, The Red Mill (adapted from the musical by
Victor Herbert). As an actor, the scandal that plagued him allowed
him a chance at only bit parts. In the second period he created shorts
for Educational and made a modest comeback by starring in some of
them. Warner Brothers, under the subsidiary corporation Vitaphone,
starred him in Hey, Pop!, Buzzin’ Around, How've You Been?, and
Tomalio in the early 1930s. The latter film was a broad farce set in
South America. Director Ray McCarey, creator of Hal Roach shorts
and a Laurel and Hardy feature, Pack Up Your Troubles, did little to
help Arbuckle in what might have been a comeback. There were other
problems too. A poverty of gag invention plagued this cheaply made
two-reeler. Also, the comedian lacked the vocal skills necessary for
the sound medium. In the climatic sequence, an obese man engaging
in a foot race, the humor is crude. With such weak films Arbuckle did
not have much of a chance, but had he been able to move on from such
ventures to better parts in better films, he might have been a star again.
Unfortunately, he died in 1933.

Arbuckle made a real contribution to the comedy film in his
Keystone and Comique days. Also, he taught Buster Keaton all
phases of filmmaking, and his student became one of the most
important comedians the screen has known.

—Donald McCaffrey

ARDANT, Fanny

Nationality: French. Born: Saumur, Maine-et-Loire, 22 March 1949.
Family: Daughters Lumir, Josephine (with Frangois Truffaut) and
Baladine. Education: University of Aix-en Provence, political sci-
ence degree, 1970. Career: Worked briefly in London at the French
Embassy, 1970; returned to France to act on stage and on television,
1970-1979: featured in television series Les Dames de la cote, where
she was spotted by Truffaut, 1979; received critical acclaim as
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Fanny Ardant with Bernard Girardeau in Ridicule

Mathlide in Truffaut’s La Femme d’a coté, 1981; made her English-
speaking debut in Sabrina, 1995; received critical acclaim for her
stage performance as Maria Callas in Master Class, 1997. Awards:
French Academy of Cinematic Arts, for Pédale Douce, 1997. Agent:
Artmédia, 10 avenue George V, 75008 Paris, France.

Films as Actress:

1978

1979

1981

1983

1984

Les Chiens (The Dogs) (Jessua); Le Mutant (Toublanc
Michel—for TV)

Les Dames de la
(Companéez—for TV)

Les Uns et les autres (They and the Others) (Bolero) (Lelouch);
Le Chef de la famille (The Head of the Household)
(Companéez—tfor TV) (as Katy); La Femme d’a coté (The
Woman Next Door) (Truffaut) (as Mathilde Bauchard)

Desiderio (Tato); Benvenuta (Welcome) (Batz and Delvaux)
(title role); La Vie est un roman (Life Is a Bed of Roses)
(Resnais) (as Livia Cerasquier); Vivement dimanche! (Con-
fidentially Yours) (Truffaut) (as Barbara Becker)

Un amour de Swann (Love of Swann) (Schlondorff) (as
Duchesse de Guermantes); L’Amour a mort (Resnais)

cote (Women of the Coast)

1985

1986

1987
1988

1989

1990

1991

1993

1994

1995

Vivement Truffaut (Suddenly Truffaut) (deGivray—for TV)
(as herself); L’Eté prochain (Next Summer) (Trintingnant);
Les Enragés (The Enraged) (Glenn) (as Jessica Melrose)

Le Conseil de famille (Family Business) (Gouvras) (as The
Mother); Le Paltoquet (Deville) (as Lotte); Mélo (Resnais)
(as Christiane Levesque)

La Famiglia (The Family) (Scola) (as Adriana)

Médecins des hommes (Boisset and Corneau—for TV); Paure
e amore (Love and Fear) (von Trotta) (as Velia)

La Grande Cabriole (Companéez—for TV) (as Laure de
Chabrillant); Pleure pas my love (Gatlif); Australia (Andrien)
(as Jeanne Gauthier)

Aventure de Catherine C. (The Adventure of Catherine C.)
(Beuchot) (title role)

Afraid of the Dark (Peploe) (as Miriam); Rien que des
mensonges (Nothing But Lies) (Muret) (as Muriel)

La Femme du déserteur (The Deserter’s Wife) (Bat-Adam) (as
Nina); Frangois Truffaut: Portraits volés (Frangois Truffaut:
Stolen Portraits) (Pascal) (as herself); Amok (Farges) (as
The Woman)

Le Colonel Chabert (Colonel Chabert) (Angelo) (as Countess
Ferraud)

Les Cent et une nuits (A Hundred and One Nights) (Varda) (as
Actor for a Day); Par-dela les nuages (Beyond the Clouds)
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(Antonioni and Wenders) (as Patricia); Sabrina (Pollack)
(as Irene)

1996 Pédale douce (Aghion) (as Eva); Désiré (Desire) (Murat) (as
Odette); Ridicule (Leconte) (as Madame de Blayac)

1998  Elizabeth (Kapur) (as Marie de Guise); La Cena (Diner)
(Scola) (as Flora)

1999  Augustin, roi du Kung-fu (Augustin, King of Kung-fu) (Fontaine)
(as herself); Balzac (Dayan—for TV) (as Eve Hanska); La
Débandade (Berri) (as Marie); Le Fils du Frangais (Lauzier)
(as Anne)

2000 Le Libertin (The Libertine) (Aghion) (as Madame Therbouche)

Publications
By ARDANT: articles—

““The French Colonel’s Woman,”’ interview with Judy Stone, in San
Francisco Chronicle, 19 February 1995.

““A Woman to Put Iron in a Man’s Soul,”’ interview with Chris
Peachment, in Sunday Telegraph (London), 16 April 1995.

“Don’t Look Back,”’ interview with Richard Mowe, in Scotsman
(Edinburgh), 26 January 1997.

“‘For France’s Fanny Ardant, Art of Acting Driven by Passion,”
interview with Jay Stone, in Otfowa Citizen, 14 February 1997.

On ARDANT: articles—

Ansen, David, ‘‘Truffaut’s Endless Love,”” in Newsweek (New
York), 19 October 1981.

Schmitt, Olivier, ‘‘La Musica Deuxiéme, partition de la passion,’” in
Le Monde (Paris), 14 February 1995.

Bremner, Charles, ‘‘The French Femme Fatale,”’ in Times (London),
22 April 1995.

Schmitt, Olivier,”’Maria Callas dans le corps et la voix de Fanny
Ardant,”’ in Le Monde (Paris), 11 December 1996.

In 1979, Frangois Truffaut saw Fanny Ardant in a French televi-
sion soap opera. Truffaut immediately got on the telephone and called
Ardant, whom he once described as a woman ‘‘who makes you think
of a woman from another country, without knowing quite which one’’
and asked her to star opposite Gérard Depardieu in his film La Femme
d’a coté (The Woman Next Door). Fanny Ardant’s distinguished
career in French cinema was about to begin. Until that point, the then
30-year-old Ardant had been acting on stage and in bit parts on
television and in films. With her portrayal of Mathilde Bauchard in
Truffaut’s film, however, Fanny Ardant became a star.

In La Femme d’a cété, Mathilde and her husband unwittingly
move next door to Bernard Coudray, Mathilde’s former lover. From
the first encounter, Ardant makes it clear that the passion between the
two lovers has never died. Ardant’s gaze at this initial re-encounter
silently displays the intensity of Mathilde’s feelings for Bernard, and
the iron determination that eventually leads the couple to self-
destruct. Ardant’s raw portrayal of Mathilde’s passion, her nervous
breakdown and eventual suicide gained her both acclaim and a nomi-
nation for the César for best actress. In this debut, Ardant demon-
strates a remarkable ability to embody both strength and vulnerability
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in her characters, as well as a talent for conveying a complex range of
emotions in a single glance, or through the tone of her voice—in fact,
these techniques have become her trademark.

Subsequent to La Femme d’a cété, Ardant worked on several
films, including La Vie est un roman (Life Is a Bed of Roses) with
director Alain Resnais. Her next critically acclaimed performance,
however, came in 1983 in another Truffaut film, Vivement dimanche
(Confidentially Yours). This second collaboration with Truffaut, an
homage to American film noir thrillers, is based on Charles William’s
novel, The Long Saturday Night. Ardent again plays a strong, sexy
woman, although this time, her character is much more unscrutable
than Mathilde Bauchard. In the film, she plays Barbara, the recently
dismissed secretary to Julien Vercel. After Vercel’s wife is murdered,
he engages Barbara to help him solve the crime. The film makes it
clear that Barbara is in love with her boss, however, the main tension
in the film is not romantic. Rather, it is due to the perpetual
uncertainty as to Barbara’s loyalty. Ardant makes it absolutely
unclear as to whether Barbara is helping Vercel, or betraying him.
Ardant’s performance in this film again garnered her a César nomina-
tion for best actress.

Ardant starred in some 21 films after Vivement dimanche, most
notably in Alain Resnais’ L’Amour a mort and Volker Schlondorff’s
Un Amour de Swann (Love of Swann), She did not, however, receive
wide critical success until her 1994 role as Countess Ferraud in Yves
Angelo’s Le Colonel Chabert (Colonel Chabert). As the Countess,
Ardant shows her ability to portray the complexity of a single
character through gesture, expression, and voice. In the film, based on
a novella by Honoré de Balzac, the Countess, a former prostitute,
struggles to maintain her marriage to a wealthy French Count, after
her first husband, long presumed dead, returns. Although Balzac
wrote the Countess as a scheming manipulator, interested only in the
bottom line, Ardant portrays her as a strong, vulnerable woman, torn
between the love for the husband she thought dead, and the security
and independence of her current financial situation. Ardant’s silently
emotional Countess is a character who inspires pity, and even
admiration.

Ardant’s masterful perfomance in Le Colonel Chabert created
interest in her ability to play independent, intelligent women during
historical periods when women were allowed to be neither. For this
reason, she was cast as Madame de Blayac in Patrice Leconte’s
Ridicule in 1996. Madame de Blayac, the rich widow of a much older
husband, has direct access to King Louis XVI. In fact, it is said that
her bed leads to the King. This makes Madame de Blayac a very
powerful woman, although not powerful enough to win the love of
provincial noble Grégoire Ponceludon de Malavoy. Again, as in Le
Colonel Chabert, Ardant creates a powerful, respected woman,
whose emotions must come second to her independence. Through her
smoldering stares, and quiet wit, Ardant presents Madame de Blayac
as seductress, courtisan, and profoundly lonely woman, and again,
renders a thoroughly despicable character pitiable.

Despite the strength of this performance, Ardant’s César nomina-
tion in 1997 came not for Ridicule, but for her portrayal of Eva, the
owner of a homosexual nightclub in La Pédale douce. This is the
performance that finally gained her a César, and it is a sizzling,
provocative and comic one.

Probably because of the success of Le Colonel Chabert in the
United States, Ardent made her English language debut in 1995 in
Sydney Pollack’s remake of Sabrina. Although not a particularly
noteworthy role, playing Irene gave Ardant credibility in English
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language films, which later landed her the role of Marie de Guise in
Shekkar Kapur’s Elizabeth in 1998. Marie is another strong woman,
waging war against the young Elizabeth in the name of religion.
Alternatively warlike and devout, cold and absolutely sexy, Ardant’s
Marie is yet another woman whose desire does her in.

Despite her incredibly busy film career, Ardant has managed to
maintain a stage career as well. Classically trained in plays by
Corneille and Racine, Ardant won critical acclaim for her perform-
ance in Marguerite Duras’ Musica Deuxieme in 1995 and for her
portrayal of opera singer Maria Callas in Roman Polanski’s produc-
tion of Terence McNally’s Master Class in 1997. Olivier Schmitt
called Ardant’s portrayal of Callas ‘‘remarkable’’ and said that she
“‘is one of those rare actresses who can accentuate sadness with
a smile, punctuate laughter with a tear the welcome of a being alone
faced with himself.”

Now in her fifties, Fanny Ardant continues to act, graced with
a beauty and sex appeal that seems to develop rather than diminish
over time. Unlike many of her Hollywood contemporaries, the roles
offered her have neither decreased as she has aged, nor have they
become less interesting. What is clear is that despite the wide range of
roles Ardant has played, in some way, she identifies with all of them.
Whether comic or tragic, historical or contemporary, Ardant’s ability
to capture fragility and fire, desire and independence, domination and
submission lead her to play women who are as complex as she is.

—Dayna Oscherwitz

ARKIN, Alan

Nationality: American. Born: Alan Wolf Arkin in New York City,
26 March 1934. Education: Attended Los Angeles City College.
Family: Married Barbara Dana, 1964; sons: the actor Adam and
Matthew from previous marriage, and Anthony. Career: Late 1950s—
member of folk singing group the Tarriers; early 1960s—member of
Chicago improvisational acting company Second City, a group in-
cluding Mike Nichols and Elaine May; 1963—Broadway debut in
Enter Laughing received much critical attention; mid-1960s—stage
directing career began with off-Broadway production of Little Mur-
ders; 1966—feature film debut in The Russians Are Coming, the
Russians Are Coming; 1971—directed first feature film, Little Mur-
ders; 1987—in TV series Harry. Awards: Best Actor, New York
Film Ceritics, for The Heart Is a Lonely Hunter, 1968; Best Supporting
Actor, New York Film Critics, for Hearts of the West, 1975; Golden
Globe for Comedy Performance, for The Russians Are Coming, 1966;
Canadian Genies, for Best Actor for Improper Channels, 1981, and
for Best Supporting Actor for Joshua Then and Now, 1985. Address:
c/o William Morris Agency, 151 El Camino, Beverly Hills, CA 90212.

Films as Actor:

1962 That’s Me (short)

1963  The Last Mohican (short)

1966 The Russians Are Coming, the Russians Are Coming (Jewison)
(as Rosanov)

Wait until Dark (Young) (as Roat); ‘“The Suicides’’ ep. of
Woman Times Seven (De Sica) (as Fred)

1967

1968
1969
1970
1972
1974
1975
1976
1978
1979

1980
1981

1982

1983

1984
1985

1986
1987

1990

1992
1993

1994

1995
1996
1997
1998

2000

The Heart Is a Lonely Hunter (Miller) (as John Singer);
Inspector Clouseau (Yorkin) (as title role)

Popi (Hiller) (title role); The Monitors (Shea) (cameo)

Catch-22 (Nichols) (as Yossarian)

The Last of the Red Hot Lovers (Saks) (as Barney Cashman);
Deadhead Miles (Zimmerman)

Freebie and the Bean (Rush) (as Bean); It Couldn’t Happen to
a Nicer Guy (Cy Howard—for TV)

Rafferty and the Gold Dust Twins (Richards) (as Rafferty);
Hearts of the West (Zieff) (as Kessler)

The Seven-Per-Cent Solution (Ross) (as Freud)

The Defection of Simon Kudirka (Rich—for TV) (title role)

The Magician of Lublin (Golan) (as Yasha); The In-Laws
(Hiller) (as Sheldon Kornpett, + exec pr)

Simon (Brickman) (as Simon Mendelssohn)

Chu Chu and the Philly Flash (Rich); Improper Channels
(Till) (as Jeftrey)

The Last Unicorn (Rankin and Bass) (as voice of Schmendrick,
the Magician)

The Return of Captain Invincible (Legend in Leotards) (Mora)
(title role)

A Matter of Principle (Arner)

Big Trouble (Cassavetes) (as Leonard Hoffman); Bad Medi-
cine (Miller) (as Dr. Madera); Joshua Then and Now
(Kotcheff) (as Reuben Shapiro); The Fourth Wise Man
(Michael Ray Rhodes—for TV)

A Deadly Business (Korty—for TV)

Escape from Sobibor (Gold—for TV) (as Feldhendler); Nec-
essary Parties (Arner—for TV) (+ sc)

Coupe de Ville (Roth) (as Fred Libner); Too Much Sun
(Downey); Edward Scissorhands (Burton) (as Bill Boggs);
Havana (Pollack) (as Joe Volpi); The Rocketeer (Johnston)
(as Peevy)

Glengarry Glen Ross (Foley) (as George Aaronow)

So I Married an Axe Murderer (Schlamme); Indian Sum-
mer (Binder) (as Uncle Lou); Taking the Heat (Tom
Mankiewicz—for TV) (as Tommy Canard); Cooperstown
(Haid—for TV) (as Harry Willette)

North (Rob Reiner) (as Judge Buckle); The Jerky Boys
(Melkonian) (as Lazarro); Doomsday Gun (Robert M.
Young—for TV)

Steal Big, Steal Little (Andrew Davis) (as Lou Perilli)

Mother Night (Gordon) (as George Kraft)

Grosse Pointe Blank (Armitage) (as Dr. Oatman); Gattaca
(Niccol) (Detective Hugo)

Slums of Beverly Hills (Jenkins) (as Murray Abramowitz);
Jakob the Liar (Kassovitz) (as Max Frankfurter)

Arigo (Arkin and Dana); Magicians (Merendino); Varian’s
War (Chetwynd—tor TV)

Films as Director:

1967
1969
1971
1977
1987
1993
2000

T.G.LF. (short) (+ sc)

People Soup (short) (+ sc)

Little Murders (+ ro as detective)

Fire Sale (+ ro as Ezra Fikus)

The Visit

Samuel Beckett Is Coming Soon (+ ro as the director)
Arigo (+ ro)
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Alan Arkin in Catch-22

Publications
By ARKIN: books—

Tony’s Hard Work Day (for children), 1972.

Halfway through the Door: An Actor’s Journey Towards the Self,
New York, 1979.

The Clearing (for children), New York, 1986.

The Lemming Condition (for children), New York, 1989.

Some Fine Grampa (for children), New York, 1995.

By ARKIN: article—
Interview in Films and Filming (London), November 1967.
On ARKIN: article—

Current Biography 1967, New York, 1967.
““‘Alan Arkin,”” in Film Dope (London), March 1988.

* * *

Alan Arkin is the poor man’s Jack Lemmon. Think of Lemmon’s
major film roles, from It Should Happen to You to The Apartment,
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Save the Tiger to Missing. Arkin could have played any one of these
parts effectively. Both actors can play comical bumblers with seri-
ous sides, and both excel as sensitive characters whose nervous
temperaments are hair-triggered. Considering Arkin’s solid talent and
his proven versatility, it is regrettable that this actor has not had
Lemmon’s opportunities to shine on the silver screen.

Arkin was no novice to acting when he made his feature film debut
in the popular satirical comedy The Russians Are Coming, the
Russians Are Coming. Three years prior to that, he had won a Tony
Award for his much acclaimed starring role in the Broadway produc-
tion of Carl Reiner’s autobiographical seriocomedy Enter Laughing.
In Russians, Arkin, co-starring with Reiner and a large star cast, won
an Oscar nomination playing a zany Russian squad leader who steps
off a Soviet submarine which accidentally has been grounded near an
island off the Massachusetts coastline. As he communicated with the
startled natives, Arkin spoke a blend of strange Russian lingo and
broken Russian-English, which left a bizarre, but very comical,
impression.

His next effort, Wait until Dark, was a very showy role for the
newcomer. In this taut suspense film, he played a psychotic who
dresses up as three different people in order to retrieve a cache of
drugs unwittingly in the possession of a blind woman (Audrey
Hepburn). His menacing leap at the helpless woman’s ankles and the
unrelieved wickedness of his character even in his death throes gave
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audiences the dark and dramatic side of the actor’s repertoire. After
his appearance the following year in The Heart Is a Lonely Hunter, as
a lonesome deaf-mute who befriends a young girl, it seemed as
though Arkin’s new status as a major movie star was cemented. So
moving was his portrayal that he received his second Academy
Award nomination.

Since then, only a handful of important screen roles have come his
way. The most significant of these was in Carch-22, where he played
Captain Yossarian in Joseph Heller’s scathing satire of U.S. Army life
during World War II, which was presented in a surreal and absurdist
style. He also gave outstanding comic performances in The Last of the
Red Hot Lovers and The In-Laws, and made an interesting and
credible Freud in The Seven-Per-Cent Solution. In fact, Arkin never
has done poorly in a film, even when the material was flawed or
forgettable. Yet he has been unable to sustain the stardom and
attention he obtained so early; the multidimensional, extraordinary
roles with which he began his film acting career inexplicably dried up.

Arkin turned to directing in the late 1960s, and in 1971 did
a credible job bringing Jules Feiffer’s Little Murders to the screen. In
the 1970s, he also wrote several books, including an autobiographical
work about his involvement with yoga. In the past few years, Arkin
has been appearing in films on a steady basis, sometimes enriching
mediocre movies with brief but sparkling appearances. His two most
significant recent roles have been as the camp director in Indian
Summer and a real estate salesman in Glengarry Glen Ross, the film
version of David Mamet’s Pulitzer Prize-winning play, in which he
shares screen time with Jack Lemmon. Nevertheless, it is a shame that
an actor of Arkin’s caliber has not, over the years, been offered more
and better lead roles, and been allowed to fulfill the promise he
exhibited in his earliest films.

—Doug Tomlinson, updated by Audrey E. Kupferberg

ARLETTY

Nationality: French. Born: Léonie Bathiat in Courbevoie, 15 May
1898. Education: Attended Institution Edith Barbier, Puteaux. Ca-
reer: 1917—employed as factory worker at Darracq Ltd.; later
worked as secretary for offices of Schneider du Creusot; 1918—
worked as model; 1919—debut at Théatre des Capucines; 1920s—
appeared in music hall revues, plays, and operettas; 1930—film
debut; 1936—major stage success in Fric-Frac; 1938—in Hotel du
Nord, first of several appearances in films of Marcel Carné; c.1946—
jailed for two months for collaboration with the Nazis as a conse-
quence of an affair with a German officer during the occupation;
1949—resumed acting on both stage and screen. Awards: Special
César, 1982. Died: In Paris, 24 July 1992.

Films as Actress:

1930 La Douceur d’aimer (Hervil)

1931 Un Chien qui rapporte (Choux) (as Josyane)

1932 Das schone Abenteuer (La Belle Aventure) (Schiinzel) (as
Mme. des Mignieres); Enlevez-moi (Perret) (as Lulu); Une
Idée folle (Natanson) (as Anita)

1933

1934
1935

1936

1937

1938

1939

1940
1941

1942

1945

1949
1951

1953
1954

1956
1957
1958

1959
1960
1961

1962

1967

Walzerkrieg (La Guerre des valses) (Berger) (as Ilonka); Un
Soir de réveillon (Anton) (as Viviane); Je te confie ma
femme (Guissart) (as Totoche); Le Voyage de Monsieur
Perrichon (Tarride) (as Anita)

Le Vertige (Schiller) (as Emma)

Pension Mimosas (Feyder) (as Parasol); La Fille de Madame
Angot (Bernard-Derosne) (as Mlle Delaunay); Amants et
voleurs (Bernard) (as Agatha)

La Gargonne (de Limur) (as Niquette); Aventure a Paris
(Marc Allégret) (as Rose de Saint-Leu); Le Mari réve
(Capellani) (as Eve Roland); Feu la mere de madame
(Fried—short) (as Yvonne); Mais n’te proméne donc pas
toute nue (Joannon—short) (as Clarisse)

Désiré (Guitry) (as Madeleine Crapicheau); Les Perles de la
couronne (Pearls of the Crown) (Guitry and Christian-
Jaque) (as Queen of Ethiopia); Faisons un réve (Guitry); Si
tu m’aimes (Mirages) (Ryder) (as Arlette); Aloha ou Le
Chant des iles (Mathot) (as Ginette Gina)

Hotel du Nord (Carné) (as Madame Raymonde); Le Petit
Chose (Cloche) (as Irma Borel); La Chaleur du sein (Boyer)
(as Bernadette)

Le Jour se léeve (Daybreak) (Carné) (as Clara); Fric-Frac
(Lehmann and Autant-Lara) (as LoulLou); Circonstances
atténuantes (Extenuating Circumstances) (Boyer) (as Marie
Qu’ad’ca)

Tempéte (Bernard-Deschamps) (as Ida Maulaincourt)

Madame Sans-Géne (Richebé) (title role); Boléro (Boyer) (as
Catherine)

Les Visiteurs du soir (The Devil’s Envoys; The Devil’s Own
Envoy) (Carné) (as Dominique); La Femme que j’ai le plus
aimée (Vernay) (as La Divette); L’Amant de Bornéo
(Feydeau) (as Stella Losange); La Loi du 21 juin 1907
(Guitry—short)

Les Enfants du paradis (Children of Paradise) (Carné) (as
Garance)

Portrait d’un assassin (Roland) (as Martha)

L’Amour, madame . . . (Grangier) (as herself); Gibier de
potence (Richebé) (as Mme. Alice)

Le Pére de mademoiselle (L’Herbier and Dagan) (as Edith Mars)

Le Grand Jeu (Flesh and the Woman;, Il grande giuoco; The
Big Game) (Siodmak) (as Mme. Blanche); Huis clos (No
Exit) (Audry) (as Ines); L’Air de Paris (Carné) (as Blanche
Le Garrec)

Mor Curé chez les pauvres (Diamant-Berger) (as L’epouseuse);
Vacances explosives (Stengel) (as Arlette Bernard)

Le Passager clandestin (Habib) (as friend)

Maxime (Verneuil) (as Gazelle); Un Drdle de dimanche
(Marc Allégret) (as Juliette Harmier); Et ta soeur (Delbez)
(as Lucrece du Boccage)

Paris la belle (Prevert—short) (as narrator)

Les Primitifs du XIlle (Guilbaud—short) (as narrator)

La Gamberge (Carbonnaux) (as Mother); Les Petits
Matins (Audry)

The Longest Day (Annakin, Marton, Wicki and Oswald) (as
Mme. Barrault); La Loi des hommes (Gerard) (as La
Comtesse); Temp di Roma (de la Patelliere) (as Cri-Cri); Le
Voyage a Biarritz (Grangier) (as Fernande)

Dina chez les lois (Delouche—short) (as narrator)
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Publications
By ARLETTY: books—

La Défense, Paris, 1971.
Je suis comme je suis . . ., with Michel Souvais, Paris, 1987.
Les Mots d’Arletty, edited by Claudine Brecourt-Villars, Paris, 1988.

By ARLETTY: articles—

*“‘Strictly Entre Nous,”” in Penguin Film Review (London), Septem-
ber 1948.

Interview with Edward Baron Turk, in American Film (New York),
November 1981.

Interview with E. Decaux and Bruno Villien, in Cinématographe
(Paris), March 1985.

On ARLETTY: books—

Perrin, Michel, Arletty, Paris, 1952.

Ariotti, Philippe, and Philippe de Comes, Arletty, Paris, 1978.
Monnier, Pierre, Arletty, Paris, 1984.

Gilles, Christian, Arletty: ou la liberté d’étre, Paris, 1988.

On ARLETTY: articles—

Ecran (Paris), June 1978.

Siclier, Jacques, ‘‘The Great Arletty,”’ in Rediscovering French Film,
edited by M. L. Bandy, New York, 1983.

Beylie, C., ‘‘Arletty et ses peaux-rouges,”’ in Cinéma (Paris), 18-24
March 1987.

Lacombe, A., ‘‘La Chaussee des geants,”” in L’Avant-Scene Cinéma,
March 1988.

Barbry, F.R., ““Arletty: la revanche de la mémoire et du talent,”” in
Cinéma (Paris), 4 May 1988.

Cartier, J. ““Tous les taxis du monde 1’adorent . . . ,”” in Cine-Tele-
Revue, 5 May 1988.

“‘La Vedette de la semaine,’” in Cine-Tele-Revue, 12 May 1988.

Stars (Mariembourg, Belgium), September 1990.

“‘Je m’appelle Garance . . . C’est un nom de fleur,’
Cinéma (Paris), supplement, May 1991.

Obituary in New York Times, 25 July 1992.

Obituary in Variety (New York), 3 August 1992.

““The End,”” in Skoop (Amsterdam), September 1992.

s

in Cahiers du

Berrier, H., and I. Champion, ‘‘L’Humain peut m’epater,’’ in Positif

(Paris), December 1992.
““Une fleur nommée Arletty,’
January/February 1993.

>

in La Revue de la Cinématheque,

Arletty, the legendary and captivating actress was a major star
during France’s ‘‘Golden Age’’ of cinema in the 1930s and 1940s. As
women’s film roles during this period tended to lack complexity and
left only a marginal space for women, Arletty is indeed quite an
important and still treasured figure.

Well-known for her working-class origins, the beautiful and
sublime Arletty was as famous for her work on the music hall stage as
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for her film performances. Her successful collaboration with the
esteemed director Marcel Carné, especially in the films Hotel du
Nord, Le Jour se leve, Les Visiteurs du soir, and Les Enfants du
paradis, brought both recognition and the opportunity to develop
a ‘‘mysterious femininity’’—and they are among the most popular
and critically acclaimed films in the history of French cinema. Prior to
her appearance in Carné’s Héotel du Nord, Arletty’s film career was
limited to supporting roles—most often she played prostitutes and,
not surprisingly, music hall performers in which she capitalized on
her working-class Parisian accent and gestures. In Pension Mimosas,
for example, she played a street-smart woman of questionable virtue.

Despite her early inauspicious film roles and a certain constraint
based upon typecasting, as her career evolved it was noteworthy for
its diversity. Indeed, her performances in the somber *‘poetic realist’’
Le Jour se léve, the medieval fable Les Visiteurs du soir, and the epic
study of the early 19th-century stage, Les Enfants du paradis, each
demonstrate an extraordinary range and depth, and importantly, her
characters exude a remarkably honest, complex, and unconventional
sexuality, as well as a singular self-awareness and independence. In
Le Jour se léve she quits her job and her lover, and in Les Visiteurs du
soir she is an androgynous, shrewd, and seductive emissary of the
devil posing as a traveling performer. But it was her characterization
of the beautiful, ethereally elegant, and sexually desiring courtesan
Garance who is loved by four different men in Les Enfants du paradis
for which she is best remembered—and whose uncommon individu-
ality became synonymous with Arletty’s own persona.

Unlike many other French stars, Arletty remained in France
during the German occupation of the 1940s; thus her work helped
contribute to a partial sense of continuity in French cinema during this
period. For a time, Arletty was discussed primarily in terms of her
well-known love affair with a German officer and for her brief
imprisonment after the liberation than for her work on-screen. She
returned to the screen after 1949 in several films, the most notable of
which was an adaptation of Sartre’s play Huis clos. She continued to
work on the stage, including as Blanche in the French version of
Tennessee Williams’s A Streetcar Named Desire. Her only appear-
ance in an American film was in an episode of The Longest Day. Then
in the 1960s, her work as an actress was seriously hindered by an
accident that badly affected her sight. In 1984, Arletty’s legendary
status was confirmed when a cinema opened in the Pompidou Centre
in Paris that was named after her most famous character, Salle
Garance.

—~Cynthia Felando

ARMENDARIZ, Pedro

Nationality: Mexican. Born: Churubusco, 9 May 1912. Education:
San Antonio, Texas, public schools; graduated from University of
California at Los Angeles, 1928. Family: Married Carmen Pardo,
1939, children: son Pedro, two daughters. Career: Following gradua-
tion from college, moved to Mexico, and considered it his home
throughout career; early 1930s—brief stage career in Mexico; 1935—
Mexican film debut; 1935-44—in 44 Mexican films: called ‘‘the
Mexican Clark Gable’” (or ‘‘John Wayne’’ or ‘‘James Mason’’);
1947—American film debut in John Ford’s The Fugitive; 1963—
admitted to UCLA Medical Center with advanced cancer. Died: Of
self-inflicted gunshot at UCLA Medical Center, 17 June 1963.
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ARMENDARIZ

Pedro Armendariz

Films as Actor:

1935
1937

1938
1939

1940

1941

1942
1943

1944

1945
1946
1947

Maria Elena; Rosario; Bordertown

Las cuatro milpas; Amapola del Camino; La adelita; Jalisco
nunca pierde

Canto a mi tierra; Mi candidato; Los millones de Chafian

Con los dorados de Pancho Villa; El Indio; La China hilaria;
Borrasca humana

Los olvidados de dios; La reina del Rio; Malahierra; El torro
de falisco; El charro negro; Pobre diablo; El jefe maximo

El secret del Sacerdote; La e ropeya del camino; Del ranco
a la capital; La isla de la pasion (Passion Island)
(Fernandez); Ni sangre ni arena; Alia en el bajia

Soy puro mexicano (Fernandez)

Las calaveras del terror, Guadalajara; Flor Silvestre
(Fernandez); Konga roja; The Life of Simon Bolivar (Simon
Bolivar); Distinto amanecer (Bracho) (as Octavio); Maria
Candelaria (Xochimilco; Portrait of Maria) (Fernandez)
(as Lorenzo Rafael); La guerra de los pasteles

El corsario negro; Tierra de pasiones; Alma de bronce;
La campana de mi pueblo; Las abandonadas (Fernandez);
El Capitan Malacara; Entre Hermanos, Bugambilia
(Fernandez)

Rayando el sol; La perla (The Pearl) (Fernandez)

Enamorada (Fernandez)

La casa colorado; Juan Charrasqueado; Albur de amor; The
Fugitive (John Ford)

1948 Maclovia (Fernandez); En la hacienda de la flor; Al caer de
la tarde; Three Godfathers (John Ford); Fort Apache

(John Ford)

1949  Tulsa (Heisler); La lalquerida; Villa vuelve; La masquerada;
El abandonado; We Were Strangers (Huston); The Outlaw
and the Lady; Pancho Villa; Bodas de Fuego

1950 Camino de infierno; Del odio nace el amor (The Torch; Bandit

General) (Fernandez); Rosauro Castro; Tierra baja; La
loga de la casa; Puerta falsa; Nos Veremos en el cielo
1951 Ellyy yo; Por querer a una mujer; La noche avanza
1952 Carne de presidio; El rebozo de la soledad; El Bruto
1953 Les Amants de Toléde (The Lovers of Toledo; Tyrant of
Toledo) (Decoin); Lucréce Borgia (Lucrezia Borgia; Sins
of the Borgias; Lucretia Borgia) (Christian-Jaque); Reportaje
(Fernandez); Mate a la vida; Mulata
Dos mundos y un amor; La rebelion de los Colgados; El
diablo del desierto (Borderia); Border River (Sherman)

1954

1955 The Littlest Outlaw (Gavaldon); Les amants du tage; Tam
Tam Mayumba (Native Drums; Tom Toms of Mayumba); El
pequeno proscrito; La escondida (The Hidden Woman)
(Gavaldén)

1956  Uomini e lupi (Men and Wolves) (De Santis); The Conqueror

(Dick Powell); Diane (David Miller); Canasta de cuentos
mexicanos; La major que no tuvo infancia; El Impostor
(Fernandez); Viva revolucion

1957  Flor de mayo (A Mexican Affair; Beyond All Limits) (Gavaldén);

The Big Boodle (Wilson); Ando volando bajo; La pandilla
del soborno; El Zarco (El Zarco—The Bandit); Asi era
Pancho Villa; Affair in Havana (Benedek); Manuela (Stowa-
way Girl) (Hamilton)

1958 Pancho Villa y la valentina; Cuando viva villa es la muerte;
Café Colon de la Cerna; Las Senoritas Vivanco (Blake);
Los desarraigados; La cucaracha (The Bandit) (Alazraki)

Yo Pecador (Rodriguez); El hombre nuestro de Cada Dia;
Calibre 44; The Wonderful Country (Parrish); El pequeno
salvaje

1960 La cdrcel de Cananca; El induito; 800 Leguas por el Amazona,

Dos hijos desobedientes
1961 Los valientes no mueren; El rejedor de Milagros; Arrivani
i titani (Sons of Thunder; The Titans); Francis of Assisi

1959

(Curtiz)
1962 La Bandida
1963 Los hermanos del hierro (My Son, the Hero) (Tessari);

Captain Sinbad (Michelet); From Russia with Love (Young)

Publications
On ARMENDARIZ: books—

Mora, Carl J., Mexican Cinema: Reflections of a Society 1896—1980,
Berkeley, 1982.

Riera, Emilio Garcia, and Fernando Macotela, La guia del cine
mexicano: De la pantella grande a la television 1919-1987,
Mexico City, 1984.

Pedro Armendériz was Mexico’s major movie star of the 1940s,
frequently appearing in films of that country’s leading director Emilio
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Ferndndez, whose work gained international recognition, ushering in
a period of critical attention and acclaim for Mexican filmmaking. As
a part of this new Mexican cinema, Armenddriz too gained some
degree of recognition and began acting in American films around
1947, and later in some European films. He continued to work both at
home and abroad until his death in 1963.

A key role in Armenddriz’s early career was the lead in Julio
Bracho’s Distinto amanecer, in which he played Octavio, an idealis-
tic labor leader fleeing the gunmen of a corrupt governor. The film
was noted for depicting the tensions of contemporary Mexican
society.

Armenddriz was often cast as the romantic lead in his Mexican
films. Perhaps his best-known role was as Lorenzo, the Indian
peasant, in Ferndndez’s Marid Candelaria. In the film, Lorenzo loves
Maria, but finally cannot save her from being stoned to death by the
villagers because of a tragic misunderstanding. Though the film was
internationally acclaimed, it was also criticized by Mexican intellec-
tuals for depicting Mexican Indians in terms of idealized stereotypes.
However, Fernandez’s approach and Armendariz’s portrayal of Lorenzo
presented a positive view of Indians—a group that had often been
negatively stereotyped and made the butt of jokes.

His first role in an English-language film was in John Ford’s The
Fugitive. He worked on three subsequent films by Ford, including
Three Godfathers, in which he co-starred with John Wayne. Though
Armendériz’s move into American and international films can be
seen as a career advance, he never appeared as a romantic leading man
in American films, but in character parts that called for a Mexican
ethnic actor.

—Susan M. Doll

ARTHUR, Jean

Nationality: American. Born: Gladys Georgianna Greene in New
York City, 17 October 1905 (other sources say 1900, 1901 or 1909).
Family: Married 1) the photographer Julian Anker (divorced); 2) the
producer Frank J. Ross Jr., 1932 (divorced 1949). Career: 1920—
quit school to become a model; 1923—film debut in bit role in John
Ford’s Cameo Kirby; 1932-34—actress on New York stage; mid-
1940s—released from Columbia contract; 1955—played Peter Pan
on Broadway; 1966—in own TV series The Jean Arthur Show;
1970s—taught drama at Vassar and other colleges. Died: In Carmel,
California, 19 June 1991.

Films as Actress:

1923 Cameo Kirby (Ford)

1924  Biff Bang Buddy (Ingraham); Bringin’ Home the Bacon
(Thorpe); Travelin’ Fast; Fast and Fearless (Thorpe);
Thundering Romance (Thorpe); Spring Fever; Case Dis-
missed; The Powerful Eye; The Temple of Venus

1925 The Drugstore Cowboy (Frame); The Hurricane Horseman
(Eddy); Seven Chances (Buster Keaton) (as receptionist);
Tearin’ Loose (Thorpe); The Fighting Smile (Marchant); A
Man of Nerve (Chaudet); Thundering Through (Bain)

1926 The Block Signal (O’Connor); Born to Battle (De Lacey); The
College Boob (Garson); The Cowboy Cop (De Lacey);
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1927

1928

1929

1930

1931

1933

1934

1935

1936

1937

1938
1939

1940

1941
1942
1943

1944
1948
1953

Double Daring (Thorpe); The Fighting Cheat (Thorpe);
Lightning Bill (Chaudet); Twisted Triggers (Thorpe); Un-
der Fire (Elfelt); The Mad Racer (Stoloff); Eight Cylinder
Bull (Leys); Hello Lafayette (Lafayette, Where Are We?)
(Gold and Davis)

The Broken Gate (McKay); Flying Luck (Raymaker); Horse
Shoes (Bruckman); Husband Hunters (Adolfi); The Poor
Nut (Wallace); The Masked Menace (Heath—serial); Big-
ger and Better Blondes (Parrott)

Brotherly Love (Reisner); Sins of the Fathers (Berger) (as
Mary Spengler); Wallflowers (Meehan); Warming Up
(Newmeyer); Easy Come, Easy Go (Tuttle)

The Canary Murder Case (St. Clair) (as Alice LaFosse); The
Greene Murder Case (Tuttle) (as Ada Greene); Half Way to
Heaven (Abbott) (as Greta Nelson); The Mysterious Dr. Fu
Manchu (Rowland V. Lee) (as Lila Eltham); The Saturday
Night Kid (Sutherland) (as Janie); Stairs of Sand (Brower);
Sins of the Fathers (Berger)

Danger Lights (Seitz) (as Mary Ryan); ‘‘Dream Girl”’ ep. of
Paramount on Parade (Arzner and others); The Return of
Dr. Fu Manchu (Rowland V. Lee) (as Lila Eltham); The
Silver Horde (Archainbaud) (as Mildred Wayland); Street
of Chance (Cromwell) (as Judith Marsden); Young Eagles
(Wellman) (as Mary Gordon)

The Gang Buster (Sutherland) (as Sylvia Martine); Virtuous
Husband (Moore) (as Barbara Olwell); The Lawyer’s Secret
(Gasnier and Marcin) (as Beatrice Stevens); Ex-Bad Boy
(Moore) (as Ethel Simmons)

Get That Venus (Grover Lee); The Past of Mary Holmes
(Thompson and Vorkapich) (as Joan Hoyt)

Whirlpool (Neill) (as Sandra Morrison); The Defense Rests
(Hillyer) (as Joan Hayes); Most Precious Thing in Life
(Hillyer)

The Whole Town’s Talking (Passport to Fame) (Ford) (as
Wilhelmina ‘‘Bill’’ Clark); Public Hero Number One
(Ruben) (as Theresa O’Reilly); Party Wire (Kenton) (as
Marge Oliver); Diamond Jim (Sutherland); Public Menace
(Kenton) (as Cassie); If You Could Only Cook (Seiter) (as
Joan Hawthorne)

Mpr. Deeds Goes to Town (Capra) (as Babe Bennett); The Ex-
Mrs. Bradford (Roberts) (as Paula Bradford); Adventure in
Manhattan (Manhattan Madness) (Ludwig) (as Claire
Peyton); The Plainsman (Cecil B. DeMille) (as Calamity
Jane); More Than a Secretary (Alfred E. Green) (as Carol
Baldwin)

History Is Made at Night (Borzage) (as Irene Vail); Easy
Living (Leisen) (as Mary Smith)

You Can’t Take It with You (Capra) (as Alice Sycamore)

Only Angels Have Wings (Hawks) (as Bonnie Lee); Mr.
Smith Goes to Washington (Capra) (as Saunders)

Too Many Husbands (Ruggles) (as Vicky Lowndes); Arizona
(Ruggles) (as Phoebe Titus)

The Devil and Miss Jones (Wood) (as Mary Jones)

The Talk of the Town (Stevens) (as Nora Shelley)

The More the Merrier (Stevens) (as Connie Milligan); A Lady
Takes a Chance (Seiter) (as Mollie Truesdale)

The Impatient Years (Cummings) (as Janie Anderson)

A Foreign Affair (Wilder) (as Phoebe Frost)

Shane (Stevens) (as Marion Starrett)
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Jean Arthur and James Stewart in Mr. Smith Goes to Washington

Publications
By ARTHUR: article—

“‘Jean Arthur, Great Star as Great Lady,”” interview with J. Springer
and others, in Inter/View (New York), June 1972.

On ARTHUR: books—

Rosen, Marjorie, Popcorn Venus, New York, 1973.
Pierce, Arthur, and Douglas Swarthout, Jean Arthur: A Bio-Bibliog-
raphy, New York, 1990.

On ARTHUR: articles—

Current Biography 1945, New York, 1945.

Vermilye, Jerry, ‘‘Jean Arthur,”” in Films in Review (New York),
June/July 1966.

Harvey, Stephen, ‘‘Jean Arthur: Passionate Primrose,”” in Close-Ups:
The Movie Star Book, edited by Danny Peary, New York, 1978.

e

L,

Shipman, David, in The Great Movie Stars: The Golden Years, rev.
ed., London, 1979.

Classic Images (Indiana, Pennsylvania), September 1981, and March
and April 1984.

Bauer, Steven L., ‘A Star of the Golden Era: Remembering Jean
Arthur,”” and Ralph Haven Wolfe, ‘ ‘For Jean Arthur: In Apprecia-
tion,”” in Journal of Popular Film and Television (Washington,
D.C.), vol. 17, no. 1, 1989.

Obituary in New York Times, 20 June 1991.

Obituary in The Times (London), 22 June 1991.

Jean Arthur began her film career in John Ford’s Cameo Kirby,
which she followed with a series of ingenue and other lead parts in
some 20 silent, low-budget Westerns and comedy shorts, graduating
to a wider variety of roles for bigger studios by the coming of sound.
In 1932, feeling that she needed to improve her acting skills, she left
Hollywood and worked on the stage, both in New York and in
summer stock, for the next two years. She played a variety of parts,
even touring as Kalonica in a production of Lysistrata. In 1934 she
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returned to California to appear in Whirlpool, but received her first
real break the next year, once again under John Ford’s direction, in
The Whole Town’s Talking. In this movie she created the light-
comedy character of a good-natured, sentimental girl-next-door,
a character she later transformed into the vivacious, often oddball
heroine most fully realized in the comedies of Frank Capra, who
described her as his favorite actress.

Capra’s Mr. Deeds Goes to Town and Mr. Smith Goes to Washing-
ton provided Arthur with her most memorable roles. In both films she
played a somewhat hard-boiled urbanite who is at first appalled and
later smitten by the honest country boys: Gary Cooper, as Deeds, and
James Stewart, as Smith. Capra made fine use of the femininity just
beneath the toughness expressed by her distinctive husky, cracked
voice, a voice which became her trademark though it initially kept her
out of roles in early talkies.

She was very active in films from the later 1930s to the mid-1940s.
She played Calamity Jane opposite Gary Cooper in Cecil B. DeMille’s
The Plainsman, and starred in various other adventure films as well,
including Wesley Ruggles’s Arizona and Howard Hawks’s Only
Angels Have Wings with Cary Grant, turning in one of her best
performances as his sentimental sidekick. She was at her peak in
a number of classic Hollywood comedies, including Mitchell Leisen’s
Easy Living (with a Preston Sturges script) and Sam Wood’s The
Devil and Miss Jones, in the latter as the spunky shopgir]l who reforms
her crotchety boss, working incognito in his own department store.
She also appeared in two romantic comedies directed by George
Stevens, The Talk of the Town and The More the Merrier, the latter
written specially for her by Garson Kanin. She received her only
Oscar nomination for the second of these, but lost to Jennifer Jones.

After being released from her Columbia contract following a long
dispute with Harry Cohn, the studio’s boss, she appeared in only two
productions, Billy Wilder’s A Foreign Affair and Stevens’s Shane.
Though she stopped making films, she appeared occasionally on the
stage (winning critical acclaim for her part in Peter Pan on Broad-
way) and on television, in both guest spots and in a short-lived The
Jean Arthur Show.

—Charles L. P. Silet, updated by Frank Uhle

ASTAIRE, Fred

Nationality: American. Born: Fred Austerlitz in Omaha, Nebraska,
10 May 1899. Education: Attended Alvienne School of the Dance,
New York; Ned Wayburn Studio of Stage Dancing. Family: Married
1) Phyllis Baxter Potter, 1933 (died 1954), children: two sons, one
daughter; 2) the jockey Robyn Smith, 1980. Career: 1906—began
dancing professionally with sister Adele: worked vaudeville circuits,
according to some sources appeared in Mary Pickford’s film Fanchon
the Cricket, 1915, the Broadway musical Over the Top, 1917, and The
Passing Show of 1918, first major success; 1918-31—several suc-
cessful stage musicals on Broadway and in London; ¢.1931—
partnership with sister ended when she married Lord Charles Cavendish;
1933—film acting debut in Dancing Lady; appeared in Flying Down
to Rio, first of ten films with Ginger Rogers as dancing partner;
1948—in Easter Parade, replacing ailing Gene Kelly; 1959—first
dramatic film role in Stanley Kramer’s On the Beach; 1961-63—host
of dramatic anthology TV series Alcoa Premiere; 1967—70—appeared
occasionally in TV series It Takes a Thief. Awards: Honorary
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Academy Award, for ‘‘his unique artistry and his contributions to the
technique of musical pictures,”’ 1949; Best Supporting Actor, British
Academy, for The Towering Inferno, 1974; Life Achievement Award,
American Film Institute, 1981. Died: Of pneumonia, in Los Angeles,
22 June 1987.

Films as Actor:

1931 Municipal Bandwagon (short)

1933 Dancing Lady (Leonard) (as himself); Flying Down to Rio
(Freeland) (as Fred Ayres)

1934 The Gay Divorcee (Sandrich) (as Guy Holden); Top Hat
(Sandrich) (as Jerry Travers)

1935 Roberta (Seiter) (as Huck Haines, + choreographer)

1936 Follow the Fleet (Sandrich) (as Bake Baker); Swing Time
(Stevens) (as John ‘‘Lucky’’ Garnett)

1937 Shall We Dance (Sandrich) (as Pete Peters); A Damsel in
Distress (Stevens) (as Jerry Halliday)

1938 Carefree (Sandrich) (as Tony Flagg)

1939  The Story of Vernon and Irene Castle (Potter) (as Vernon Castle)

1940 Broadway Melody of 1940 (Taurog) (as Johnny Brett); Second
Chorus (Potter) (as Danny O’Neill)

1941 You’ll Never Get Rich (Lanfield) (as Robert Curtis)

1942 Holiday Inn (Sandrich) (as Ted Hanover); You Were Never
Lovelier (Seiter) (as Robert Davis, + choreographer)

1943 The Sky’s the Limit (Edward H. Griffith) (as Fred Atwell/Fred
Burton, + choreographer)
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1945 Yolanda and the Thief (Minnelli) (as Johnny Riggs)

1946 Ziegfeld Follies (Minnelli) (as himself/Raffles/Tai Long);
Blue Skies (Heisler) (as Jed Potter)

1948  Easter Parade (Walters) (as Don Hewes, + co-choreographer)

1949  The Barkleys of Broadway (Walters) (as Josh Barkley)

1950 Three Little Words (Thorpe) (as Bert Kalmar, + co-
choreographer); Let’s Dance (McLeod) (as Don Elwood)

1951 Royal Wedding (Wedding Bells) (Donen) (as Tom Bowen)

1952  The Belle of New York (Walters) (as Charles Hall)

1953 The Band Wagon (Minnelli) (as Tony Hunter)

1954 Deep in My Heart (Donen) (as guest)

1955 Daddy Long Legs (Negulesco) (as Jervis Pendleton)

1957 Funny Face (Donen) (as Dick Avery, + co-choreographer);
Silk Stockings (Mamoulian) (as Steve Canfield)

1959 On the Beach (Kramer) (as Julian Osborn)

1961 The Pleasure of His Company (Seaton) (as Pogo Poole)

1962  The Notorious Landlady (Quine) (as Franklyn Armbruster)

1964  Paris When It Sizzles (Quine) (as voice)

1968  Finian’s Rainbow (Francis Ford Coppola) (as Finian
McLonergan)

1969 Midas Run (A Run on Gold) (Kjellin) (as John Pedley)

1970 The Over-the-Hill Gang Rides Again (McGowan—for TV);
Santa Claus Is Comin’ to Town (for TV, animation) (as
voice of mailman)

1973  Imagine

1974  The Towering Inferno (Guillermin and Irwin Allen) (as Charles
Claiborne); That’s Entertainment! (Haley Jr—compila-
tion) (as host)

1976 That’s Entertainment, Part 2 (Kelly) (as host); The Amazing
Dobermans (David and Byron Chudnow) (as Daniel Hughes)

1977  Un Taxi mauve (The Purple Taxi) (Boisset) (as Doctor Scully);
The Easter Bunny Is Comin’ to Town (for TV, animation)
(as voice of mailman)

1978 A Family Upside Down (Rich—for TV); Battleship Gallactica
(Colla—for TV)

1979  The Man in the Santa Claus Suit (Corey Allen—for TV)

1981 Ghost Story (Irvin) (as Ricky Hawthorne)

1984 George Stevens: A Filmmaker’s Journey (George Stevens
Jr.—doc) (as himself)

Publications

By ASTAIRE: book—

Steps in Time, New York, 1959; rev. ed., 1981.

By ASTAIRE: article—

““The Modest Mr. Astaire Talks with Carol Saltus,”’ in Interview
(New York), June 1973.

On ASTAIRE: books—

Springer, John, All Talking, All Singing, All Dancing, New York, 1966.

Hackl, Alfons, Fred Astaire and His Work, Vienna, 1970.

Kobal, John, Gotta Sing, Gotta Dance, New York, 1970.

Thompson, Howard, Fred Astaire: A Pictorial Treasury of His Films,
New York, 1970.

Green, Stanley, Ring Bells! Sing Songs!, New Rochelle, New
York, 1971.

Croce, Arlene, The Fred Astaire and Ginger Rogers Book, New
York, 1972.

Thomas, Lawrence B., The MGM Years, New Rochelle, New
York, 1972.

Green, Stanley, and Burt Goldblatt, Starring Fred Astaire, New
York, 1973.

Harvey, Stephen, Fred Astaire, New York, 1975.

Freedland, Michael, Fred Astaire, London, 1976.

Green, Benny, Fred Astaire, London, 1979.

Delameter, James, Dance in the Hollywood Musical, Ann Arbor,
Michigan, 1981.

Thomas, Bob, Astaire: The Man, the Dancer, New York, 1984.

Mueller, John, Astaire Dancing: The Musical Films, New York, 1985.

Drouin, Frédérique, Fred Astaire, Paris, 1986.

Adler, Bill, Fred Astaire: A Wonderful Life, New York, 1987.

Mast, Gerald, Can’t Help Singin’: The American Musical on Stage
and Screen, Woodstock, New York, 1987.

Satchell, Tim, Astaire: The Biography, London, 1987.

Giles, Sarah, editor, Fred Astaire: His Friends Talk, New York, 1988.

Altman, Rick, The American Film Musical, London, 1989.

Kaminsky, Stuart M., Dancing in the Dark (fiction), New York, 1996.

On ASTAIRE: articles—

Eustis, M., ‘‘Actor-Dancer Attacks His Part: Fred Astaire,”” in
Theater Arts (New York), May 1937.

Pratley, Gerald, ‘‘Fred Astaire’s Film Career,’
(New York), January 1957.

O’Hara, John, ‘‘There’s No One Quite Like Astaire,”” in Show (New
York), October 1962.

Current Biography 1964, New York, 1964.

Benayoun, Robert, ‘‘Freddy, Old Boy,”’ in Positif (Paris), April 1970.

Spiegel, Ellen, ‘‘Fred and Ginger Meet Van Nest Polglase,”’ in Velvet
Light Trap (Madison, Wisconsin), Autumn 1973.

Lydon, Susan, ‘‘My Affaire with Fred Astaire,”” in Rolling Stone
(New York), 6 December 1973.

Yorkin, Bud, ‘‘Fred Astaire: A Touch of Class,”” in Close-Up: The
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Fred Astaire is in a class by himself. Of all the movie legends of
the golden era in Hollywood, he is perhaps the most universally
accepted as unquestionably great. His film career encompassed more
than 50 years as a top star, and his theater, recording, and television
work have also been recognized as outstanding. The name ‘‘Fred
Astaire’” not only means ‘‘dance on film,”” it also represents quality,
longevity, and that most elusive characteristic of an artist—a true
personal style.

Astaire is one of a small group of actors who have been able to
shape their own movies and make a distinct contribution to film
history beyond the level of entertainment or personality. Known to be
a perfectionist, his insistence on control of his own dance work
expanded his influence on films. Not only did he create his own
choreography in most films, he also participated in the decision-
making process of how his dances would be photographed, scored,
and edited; generally the camera frames his entire body, moves only
in response to his lead, and keeps running in order to preserve the
integrity of the dance. The careful matching of dance, image, and
rhythm (both of sound and cutting) seen in his best numbers was
a direct result of his desire for the best in every aspect of his work.
Astaire pioneered the serious presentation of dance in motion pic-
tures, both by his on-screen influence and his behind-the-scenes
collaboration (most importantly with his alter ego at RKO, choreogra-
pher Hermes Pan).

Astaire’s film debut, after a successful 25-year stage career
dancing with his sister Adele, was in a minor role as himself in an
MGM Joan Crawford-Clark Gable film, Dancing Lady. His first real
success came when he was paired with Ginger Rogers for a series of
elegant RKO musicals in the 1930s. Astaire and Rogers were not the
leads in their first film, Flying Down to Rio, but their enormous appeal
and talent were immediately apparent, and their next eight films
solidified their status as one of the cinema’s great teams. (The pair
was reunited later at MGM for their last film, The Barkleys of
Broadway.) The RKO films, with their charmingly complicated plots,
excellent music, art deco decor, and remarkable dances, represent the
high point of the 1930s musical genre. Although Astaire was paired
thereafter with many beautiful women who were also fine dancers—
Rita Hayworth, Vera-Ellen, Lucille Bremer, and Cyd Charisse—most
critics agree that his most compatible partner in film was Rogers,
whose looks and personality made a perfect contrast and complement
to his own. Besides their exquisite dancing, they share a wonderful
comic rapport; while many of his later co-stars such as Rita Hayworth
and Eleanor Powell were possibly more accomplished dancers, none
could deflate Astaire’s comic vanity with a well-timed wisecrack
like Rogers.
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During the 1940s and 1950s Astaire appeared in several outstand-
ing musical films produced by the celebrated Freed unit at Metro-
Goldwyn-Mayer, including the highly self-reflexive The Band Wagon
(the title of the last show Fred and Adele starred in on Broadway in
1931), constructed as a stirring reassertion of Astaire’s value as an
entertainer in a world losing its glamour. He continued his career past
his dancing years, playing light comedy and dramatic roles in both
television and film with equal success, earning an Oscar nomination
for his supporting role in The Towering Inferno. He also ‘‘co-hosted”’
the first two That’s Entertainment compilations, introducing the
Hollywood musical to a younger generation, and providing a strong
shot of nostalgia for his original fans.

Although Astaire is associated with a certain European elegance
of casual dress, his personality on film is actually that of a brash
American who cracks wise and cons his way forward toward his true
moment of deep expression: the dance. Astaire’s typical film charac-
ter was saved from banality and the brink of unpleasantness by the
joy, the tenderness, and the sexual tension of his dancing. The easy
way in which he moved seemed to suggest to viewers that we could all
be dancers, that music and dancing could and should be natural parts
of self-expression. As critic Gerald Mast noted, for Astaire, singing
and dancing are direct extensions of talking and walking; musical
performance is a fundamental part of everyday life for Astaire, though
perhaps no one ever walked, sat, or smoked on-screen quite as
artfully.

Although less obviously skilled as a singer, Astaire was frequently
recognized as an ideal interpreter of the songs of America’s greatest
popular songwriters; Irving Berlin, the Gershwins, and Jerome Kern
delighted in providing material for Astaire, and consistently praised
his precise phrasing as an exact interpretation of their intentions.
Although most of the songs he introduced were subsequently rec-
orded by more powerful or versatile vocalists, his subtle renditions of
such classics as Kern and Fields’s ‘“‘A Fine Romance’ or the
Gershwins’ “‘Let’s Call the Whole Thing Off”’ remain the definitive
versions.

Astaire’s screen work involved all kinds of dancing—tap, ballet,
acrobatic, and jazz. Many of his routines were simple and elegant, and
the photography was designed to match that quality. In some later
films, however, he executed tricky routines that might be called
experimental—dancing on the ceiling in Royal Wedding, in slow
motion in Easter Parade, dancing on air in The Belle of New York, and
with empty shoes in a shoe repair shop in The Barkleys of Broadway.
But simple or experimental, Astaire’s routines were always perfectly
danced and perfectly presented on film. His command of cinema was
as great as his command of dance; he has been rightly compared to
Buster Keaton, another artist for whom body and cinema act in
tandem. As a result, he constitutes a major revolutionary force in the
development of musical films. (In the 1930s his only conceptual rival
was Busby Berkeley, who brilliantly choreographed large groups of
anonymous dancers, whereas Astaire’s art always emphasizes the
individual or the couple.)

Astaire won a special Academy Award in 1949, and the American
Film Institute Life Achievement Award in 1981. His place in film
history is not just assured. It is cemented. There is no one to equal him,
but his own assessment of his contribution is reflective of his personal
modesty, simplicity, and elegance: ‘‘I have no desire to prove
anything by it,”” he wrote in his autobiography, Steps in Time. *‘I just
dance.””

—Jeanine Basinger, updated by Corey K. Creekmur
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ASTOR, Mary

Nationality: American. Born: Lucille Langhanke in Quincy, Illinois,
3 May 1906. Education: Attended Kenwood-Loring School for
Girls, Chicago. Family: Married 1) Ken Hawks, 1928 (died 1930);
2) Dr. Franklyn Thorpe, 1931 (divorced 1935), daughter Marylyn;
3) Manuel del Campo, 1937 (divorced 1941), son: Antonio; 4) Tho-
mas Wheelock, 1945 (divorced 1955). Career: 1917-20—father
entered her in various beauty contests grooming her for career in
movies; 1920—signed six-month contract with Famous Players-
Lasky in New York; early 1920s—acted for independent movie
company producing two-reelers about famous paintings; 1923—
under contract again to Famous Players-Lasky of New York; 1924—
became star after Beau Brummel with John Barrymore; 1926—
appeared in Don Juan, first use of synchronized musical soundtrack
via sound on disc; 1929—began freelancing; also some stagework;
1931—contract with RKO; 1934—her parents, who had guided her
career until 1928, sued her for nonsupport; mid-1930s—contract with
Columbia; 1936—headline-making scandal during custody battle
over daughter involved her diaries which allegedly listed the names of
men with whom she had had affairs; 1940s—first appearance on
Broadway in Many Happy Returns; 1951—reported suicide attempt
after bouts with alcoholism; 1953—turned to Motion Picture Relief
Fund for financial help; 1960s—began writing novels while making
infrequent film appearances. Awards: Best Supporting Actress Acad-
emy Award, for The Great Lie, 1941. Died: Of respiratory failure, in
Woodland Hills, California, 25 September 1987.

oA

Mary Astor and Humphrey Bogart in The Maltese Falcon

Films as Actress:

1921 The Beggar Maid (Blaché); Bullets or Ballots (Tuttle and
Woolley); Brother of the Bear (Carle); The Lady o’ the
Pines (Carle); The Bashful Suitor (Blaché)

1922  The Young Painter (Blaché); Hope (Le Jaren a Hiller); The
Scarecrow (Blaché and Le Jaren a Hiller); The Angelus
(Blaché and Le Jaren a Hiller); John Smith (Heerman); The
Man Who Played God (Weight); The Rapids (Hartford)

1923 The Bright Shawl (Robertson); Hollywood (Cruze); To the
Ladies (Cruze); The Marriage Maker (William DeMille);
Puritan Passions (Tuttle); Second Fiddle (Tuttle); Success
(Ralph Ince); Woman-Proof (Green)

1924 Beau Brummel (Beaumont); The Fighting American (Forman);
The Fighting Coward (Cruze); Inez from Hollywood (The
Good Bad Girl) (Green); The Price of a Party (Giblyn);
Unguarded Woman (Crossland)

1925 Don Q, Son of Zorro (Crisp); Enticement (Archainbaud); Oh,
Doctor! (Pollard); The Pace That Thrills (Campbell); Play-
ing with Souls (Ralph Ince); Scarlet Saint (Archainbaud)

1926  Don Juan (Crosland); Forever After (Weight); High Steppers
(Carewe); The Wise Guy (Lloyd)

1927  No Place to Go (LeRoy); Rose of the Golden West (Fitzmaurice);
The Rough Riders (Fleming); The Sea Tiger (Dillon); The
Sunset Derby (Rogell); Two Arabian Knights (Milestone)

1928 Dressed to Kill (Cummings); Dry Martini (D’ Arrast); Heart
to Heart (Beaudine); Romance of the Underworld
(Cummings); Sailors’ Wives (Henabery); Three-Ring Mar-
riage (Neilan)

1929 New Year’s Eve (Lehrman); The Woman from Hell (Erickson)

1930 Ladies Love Brutes (Rowland V. Lee) (as Mimi Howell); The
Runaway Bride (Crisp) (as Mary); Holiday (Edward H.
Griffith) (as Julia Seton); The Lash (Adios) (Frank Lloyd)
(as Rosita Garcia); The Royal Bed (The Queen’s Husband)
(Sherman) (as Princess Anne)

1931 Steel Highway (Other Men’s Women) (Wellman) (as Lily);
Behind Office Doors (Brown) (as Mary Linden); The Sin
Ship (Wolheim) (as Kitty); White Shoulders (Melville
Brown) (as Norma Selbee); Smart Woman (La Cava) (as
Nancy Gibson); Men of Chance (Archainbaud) (as Marthe)

1932 The Lost Squadron (Archainbaud) (as Follette Marsh); Those
We Love (Florey) (as May); A Successful Calamity (Adolfi)
(as Emmie Wilton); Red Dust (Fleming) (as Barbara Willis)

1933 The Little Giant (Del Ruth) (as Ruth Wayburn); Jennie
Gerhardt (Gering) (as Letty Pace); The World Changes
(LeRoy) (as Virginia); The Kennel Murder Case (Curtiz)
(as Hilda Lake); Convention City (Mayo) (as Arlene Dale)

1934 Easy to Love (Keighley) (as Charlotte); Upperworld (Del
Ruth) (as Mrs. Hettie Stream); Return of the Terror
(Bretherton) (as Olga Morgan); The Man with Two Faces
(Mayo) (as Jessica Wells); The Case of the Howling Dog
(Crosland) (as Bessie Foley); The Hollywood Gad-About

1935 1 Am a Thief (Florey) (as Odette Mauclair); Straight from the
Heart (Beal) (as Marian Henshaw); Red Hot Tires (Racing
Luck) (Lederman) (as Patricia Sanford); Dinky (Lederman
and Bretherton) (as Mrs. Daniels); Page Miss Glory (Le-
Roy) (as Gladys Russell); Man of Iron (McGann) (as Vida)
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1936 The Murder of Dr. Harrigan (McDonald) (as Lillian Ash);
And So They Were Married (Nugent) (as Edith Farnham);
Trapped by Television (Caught by Television) (Lord) (as
Bobby Blake); Dodsworth (Wyler) (as Edith Coatright);
Lady from Nowhere (Wiles) (as Polly)

1937  The Prisoner of Zenda (Cromwell) (as Antoinette De Mauban);
The Hurricane (Ford) (as Madame Germaine De Laage)

1938 No Time to Marry (Lachman) (as Kay McGowan); Paradise
for Three (Romance for Three) (Buzzell) (as Mrs. Mallebre);
There’s Always a Woman (Hall) (as Lola Fraser); Woman
against Woman (Sinclair) (as Cynthia Holland); Listen,
Darling (Marin) (as Dottie Wingate)

1939  Midnight (Leisen) (as Helene Flammarion)

1940 Turnabout (Roach) (as Marion Manning); Brigham Young—
Frontiersman (Brigham Young) (Hathaway) (as Mary
Ann Young)

1941 The Great Lie (Goulding) (as Sandra Kovak); The Maltese
Falcon (Huston) (as Brigid O’Shaughnessy)

1942 In This Our Life (Huston) (unbilled cameo); Across the
Pacific (Huston) (as Alberta Marlow); The Palm Beach
Story (Preston Sturges) (as Princess Centimillia)

1943 Thousands Cheer (Sidney) (as Hyllary Jones); Young Ideas
(Dassin) (as Jo Evans)

1944 Meet Me in St. Louis (Minnelli) (as Mrs. Anne Smith);
Blonde Fever (Whorf) (as Delilah Donay)

1946 Claudia and David (Walter Lang) (as Elizabeth Van Doren)

1947 Desert Fury (Lewis Allen) (as Fritzie Haller); Cynthia (The
Rich, Full Life) (Leonard) (as Louise Bishop); Fiesta
(Thorpe) (as Senora Morales); Cass Timberlane (Sidney)
(as Queenie Havock)

1949  Act of Violence (Zinnemann) (as Pat); Little Women (LeRoy)
(as Marmee March); Any Number Can Play (LeRoy) (as Ada)

1956 The Power and the Prize (Koster) (as Mrs. George Salt); A
Kiss before Dying (Oswald) (as Mrs. Corliss)

1957 The Devil’s Hairpin (Wilde) (as Mrs. Jargin)

1958 This Happy Feeling (Edwards) (as Mrs. Tremaine)

1959  Stranger in My Arms (Kautner) (as Mrs. Beasley)

1961 Return to Peyton Place (Ferrer) (as Roberta Carter)

1964 Youngblood Hawke (Daves) (as Irene Perry); Hush . . . Hush,
Sweet Charlotte (Aldrich) (as Jewel Mayhew)

Publications
By ASTOR: books—

My Story, New York, 1959.

The Incredible Charlie Carewe, New York, 1960.
A Place Called Saturday, New York, 1968.

A Life on Film, New York, 1971.

On ASTOR: articles—

Current Biography 1961, New York, 1961.
Higham, Charles, ‘‘Meeting Mary Astor,”” in Sight and Sound
(London), Spring 1964.
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Shipman, David, in The Great Movie Stars: The Golden Years, rev.
ed., London, 1979.

Ciné Revue (Paris), 13 March 1980.

Obituary in Variety (New York), 30 September 1987.

Obituary in Films and Filming (London), November 1987.

Anderson, Lindsay, ‘‘Mary Astor,”” in Sight and Sound (London),
Autumn 1990.

Bangley, J. ““Mary Astor,”’ Films of the Golden Age (Muscatine,
Towa), no. 7, Winter 1996/97.

Mary Astor is best known for her performance as Brigid
O’Shaughnessy in The Maltese Falcon. One of film’s most versatile
actresses, Astor played everything from ingenues to mothers in
a career that lasted almost 45 years and included more than 100 films,
including The Great Lie for which she won an Oscar for her portrayal
of temperamental pianist, Sandra Kovak. One of Astor’s best per-
formances is as the easygoing heiress in The Palm Beach Story.
Another, and the actress’s personal favorite, is Dodsworth, which
casts her as the widow who brings happiness into the life of a down-
trodden businessman. It contains one of the more memorable intro-
ductory lines in American cinema: on board ship Dodsworth asks the
steward to bring him a drink to steady his nerves; from the dark
reaches of a deck chair comes the voice of Mary Astor, ‘“Why don’t
you try stout, Mr. Dodsworth?’’ Astor made her screen debut at 15,
a hauntingly innocent presence in The Beggar Maid. When John
Barrymore cast her in Beau Brummel, Astor became established as
a leading actress. Even in this early, silent film, Astor’s performance
is expressive but not histrionic, her concentrated intensity an ideal
match for Barrymore’s bravura performance. Astor’s delicate beauty
and graceful carriage made her particularly suited to historical
melodramas such as Don Q, Son of Zorro and Don Juan. It was an
image that lasted into the 1930s when she made her last historical
drama, The Prisoner of Zenda.

Almost a has-been at 23, Fox executives told Astor they were not
impressed with the way her voice recorded. But her performance in
a hit play led to several studio offers, and she ably made the transition
to sound. The coolly confident Astor image first emerges in Holiday
where Astor proves more than a match for the film’s star, Broadway-
trained Ann Harding. Astor’s career again looked as if it was in
trouble when the scandal associated with her infamous diaries erupted.
Some critics feel that the publicity surrounding her divorce and
custody battle in 1936 has dulled recognition of her as work as an
actress. Yet it appears that the scandal, and her ‘‘fortitude under
stress’” actually boosted her career, and helped reshape her star
image, from ingenue to lovely but knowing woman-of-the-world,
a transformation that allowed her to play the roles for which she is
best remembered.

Critics often discuss Astor’s performances in The Great Lie and
The Maltese Falcon in terms of her marvelous bitchiness. Yet what is
remarkable is Astor’s ability to play women who were charming,
clever, perfectly manicured, but who also had an intensity, a candor,
and an appetite for life that made them undeniably real. With her
performances in the late 1930s and 1940s, Astor became a woman
with a style and class unto herself. In 1948 the British magazine
Sequence observed that ‘‘in Dodsworth she was intelligently lovely,
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in Hurricane intelligently conventional, in The Palm Beach Story
intelligently crazy, in The Maltese Falcon intelligently depraved.”’

Astor’s image changed again when she began to accept mother
roles, notably in Meet Me in St. Louis and Little Women, where she
displayed a maternal charm almost symbolic of the American mother.
Mother roles continued to come her way in the 1950s and 1960s,
although in Stranger in My Arms and Return to Peyton Place she was
not quite as nice as she had been a decade earlier. Astor ended her
career with a cameo in Hush . . . Hush, Sweet Charlotte where her
piercing eyes, expressive voice, and keen sense of dramatic timing
give a succinct portrait of a Southern lady whose recognition of her
“‘ruined finery’’ only enhances her elegance.

In 1965 Astor turned to writing full time. She said that she never
really cared for the industry of which she was so long a part, but that
she is proud of the work of the actress called Mary Astor.

—Anthony Slide, updated by Cynthia Baron

ATTENBOROUGH, (Lord) Richard

Nationality: British. Born: Richard Samuel Attenborough in Cam-
bridge, England, 29 August 1923. Education: Attended Wyggeston
Grammar School, Leicester; Leverhulme Scholarship, Royal Acad-
emy of Dramatic Art, London. Military Service: Royal Air Force,
1943-46 (assigned to RAF Film Unit, 1944). Family: Married the

Richard Attenborough in Miracle on 34th Street

actress Sheila Sim, 1945, one son and two daughters. Career: 1941—
first stage appearance as Richard Miller in Ah, Wilderness, Palmers
Green, London; 1942—film debut in No&€l Coward’s In Which We
Serve; 1949—59—active as stage actor; 1959—formed Beaver Films
with actor-director Bryan Forbes; 1960—formed Allied Filmmakers;
1970—appointed chairman of Royal Academy of Dramatic Art;
1971—vice-president of British Academy of Film and Television
(Fellowship 1982); chairman, British Film Institute. Awards: Best
Actor, British Academy, for Guns at Batasi and Séance on a Wet
Afternoon, 1964; Golden Globes for Best Supporting Actor, for The
Sand Pebbles, 1966, and Doctor Dolittle, 1967; Golden Globe for
Best Director, British Academy of Film and Television Arts Award
for Best Director, Directors Guild Award for Outstanding Directorial
Achievement, and Academy Award for Best Film, for Gandhi, 1982;
Berlinale Kamera, for Cry Freedom, 1987; Lifetime Achievement
Award, Cinema Expo International, 1995. Commander, Order of the
British Empire, 1967; knighted, 1976; Jean Renoir Humanitarian
Award, 1987. Address: c/o Richard Attenborough Productions Ltd.,
Beaver Lodge, Richmond Green, Surrey TW9 1NQ, England.

Films as Actor:

1942 In Which We Serve (Lean and Coward) (as young Stoker)

1943  The Hundred Pound Window (Hurst) (as Tommy Draper);
Schweik’s New Adventures (Lamac) (as railway worker)

1945 Journey Together (John Boulting) (as David Wilton)

1946 A Matter of Life and Death (Stairway to Heaven) (Powell and
Pressburger) (as English pilot); Secret Flight (School for
Secrets) (Ustinov) (as Jack Arnold)

1947 The Man Within (The Smugglers) (Knowles) (as Francis
Andrews); Dancing with Crime (Carstairs) (as Ted Peters);
Brighton Rock (Young Scarface) (John Boulting) (as
Pinky Brown)

1948 London Belongs to Me (Dulcimer Street) (Gilliat) (as Percy
Boon); The Guinea Pig (The Outsider) (Roy Boulting) (as
Jack Read)

1949  The Boys in Brown (Tully) (as Jackie Knowles)

1950 The Lost People (Knowles) (as Jan); Morning Departure
(Operation Disaster) (Baker) (as Stoker Snipe)

1951 Hell Is Sold Out (Anderson) (as Pierre Bonnet); The Magic
Box (John Boulting) (as Jack Carter)

1952  The Gift Horse (Glory at Sea) (Bennett) (as Dripper Daniels);
Father’s Doing Fine (Cass) (as Dougal)

1953  Eight O’Clock Walk (Comfort) (as Tom Manning)

1955 Private’s Progress (John Boulting) (as Pvt. Cox); The Ship
that Died of Shame (Dearden and Relph) (as George
Hoskins)

1956 The Baby and the Battleship (Jay Lewis) (as Knocker White)

1957 Brothers in Law (Roy Boulting) (as Henry Marshall); The
Scamp (Strange Affection) (Rilla) (as Stephen Leigh)

1958 Dunkirk (Norman) (as John Holden); The Man Upstairs
(Chaffey) (as Peter Watson); Sea of Sand (The Desert
Patrol) (Guy Green) (as Trooper Brody)

1959 I'm All Right, Jack (Roy Boulting) (as Sidney de Vere Cox);
Jet Storm (Endfield) (as Ernest Tilley); S.0.S. Pacific (Guy
Green) (as Whitey); The League of Gentlemen (Dearden)
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1960
1961
1962
1963
1964

1965
1966
1967
1968

1970

1971

1975

1978
1986
1979
1993
1994
1996
1998

2000

(as Edward Lexy); Danger Within (Breakout) (Chaffey) (as
Captain ‘‘Bunter’’ Phillips)

The Angry Silence (Guy Green) (as Tom Curtis, + co-pr)

All Night Long (Relph and Dearden) (as Rod Hamilton)

Only Two Can Play (Gilliat) (as Probert); The Dock Brief
(Trial and Error) (Hill) (as Fowle)

The Great Escape (John Sturges) (as Big *“X’’ Bartlett)

Seance on a Wet Afternoon (Forbes) (as Billy Savage, + co-pr);
The Third Secret (Charles Crichton) (as Alfred Price-
Gorham); Guns at Batasi (Guillermin) (as RSM Lauderdale)

The Flight of the Phoenix (Aldrich) (as Lew Moran)

The Sand Pebbles (Wise) (as Frenchy)

Doctor Dolittle (Fleischer) (as Albert Blossom)

The Bliss of Mrs. Blossom (McGrath) (as Robert Blossom);
Only When I Larf (Dearden) (as Silas)

The Last Grenade (Flemying) (as General Charles Whiteley);
The Magic Christian (McGrath) (as Oxford Coach); David
Copperfield (Delbert Mann—for TV) (as Mr. Tungay); A
Severed Head (Dick Clement) (as Palmer Anderson); Loot
(Narizzano) (as Truscott)

10 Rillington Place (Fleischer) (as John Reginald Halliday
Christie)

And Then There Were None (Ten Little Indians) (Collinson)
(as Judge); Brannigan (Joe Battle) (Hickox) (as Com-
mander Swann); Rosebud (Preminger) (as Sloat); Conduct
Unbecoming (Anderson) (as Major Lionel Roach)

Shatranj Ke Khilari (The Chess Players) (Satyajit Ray) (as
Gen. Outram)

Mother Teresa (Ann Petrie and Jeanette Petrie—doc) (as
narrator)

The Human Factor (Preminger) (as Colonel John Daintrey)

Jurassic Park (Spielberg) (as Dr. John Hammond)

Miracle on 34th Street (Columbus) (as Kris Kringle)

E=MC?2 (Fry) (as the Visitor); Hamlet (Branagh) (as English
Ambassador)

The Lost World: Jurassic Park (Spielberg) (as Dr. John
Hammond); Elizabeth (Kapur) (as Sir William Cecil)

Joseph and the Amazing Technicolor Dreamcoat (Mallet/
Pimlott) (Jacob); Ljuset hdller mig sdillskap (Light Keeps
Me Company) (Nykvist) (as himself); The Railway Child-
ren (Morshead— for TV) (as the Old Gentleman)

Films as Director:

1961
1962
1969
1972
1977
1978
1982
1985
1987
1992
1993
1996
1999
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Whistle Down the Wind (Forbes) (pr only)
The L-Shaped Room (Forbes) (co-pr only)
Oh! What a Lovely War (co-pr)

Young Winston (co-pr)

A Bridge Too Far

Magic

Gandhi (pr)

A Chorus Line

Cry Freedom (co-pr)

Chaplin (co-pr)

Shadowlands (co-pr)

In Love and War

Grey Owl (pr)

Publications

By ATTENBOROUGH: books—

In Search of Gandhi, London, 1982.
Richard Attenborough’s Chorus Line, with Diana Carter, 1986.
Cry Freedom: A Pictorial Record, 1987.

By ATTENBOROUGH: articles—

““An Actor’s Actor,”” interview with C. Hanson, in Cinema (Beverly
Hills), March 1966.

“Why I Became a Director,’
February 1969.

“‘Elements of Truth,”” in Films and Filming (London), June 1969.

Interview with K. Freund, in American Film (New York), vol. 14,
no. 7, 1972.

‘‘Dialogue on Film: Richard Attenborough,’” in American Film (New
York), March 1983.

Interview with M. Buckley, in Films in Review (New York), Decem-
ber 1987.

Interview in Revue du Cinéma (Paris), March and April 1988.

“‘Sir Richard Replies . . . ,”” in Eyepiece (Greenford, Middlesex), vol.
11, no. 6, 1990.

Interview with David Robinson, in Times (London), 22 March 1990.

‘‘Attenborough on Ray,’” in Sight and Sound (London), August 1992.

“‘Les faits plus que la fiction,”” interview with J. Lefebvre, in Jeune
Cinéma (Paris), April/May 1993.

“‘Richard Attenborough: Droga do wolnoceci,’
(Warsaw), May 1994.

‘‘Hemingway in Love and War,”” interview with Mary Hardesty, in
American Cinematographer (Hollywood), February, 1997.

“‘Richard Attenborough’s Romantic Return to WWL,’’ interview
with Mary Hardesty, in DGA (Los Angeles), March/April, 1997.

s

in Action (Los Angeles), January/

s

interview in Kino

On ATTENBOROUGH: books—

Castell, David, Richard Attenborough: A Pictorial Film Biography,
London, 1984.

Woods, Donald, Filming with Attenborough: The Making of Cry
Freedom, New York, 1987.

Eberts, Jake, and Terry llott, My Indecision Is Final: The Rise and
Fall of Goldcrest Films, London, 1990.

Dougan, Andy, The Actors’ Director: Richard Attenborough behind
the Camera, Edinburgh, 1994.

On ATTENBOROUGH: articles—

Ratcliffe, Michael, ‘“The Public Image and the Private Eye of Richard
Attenborough,”” in Films and Filming (London), August 1963.

Castell, D., ‘‘His 10-Year Obsession,’’ in Films Illustrated (London),
September 1974.

A Bridge Too Far Section of American Cinematographer (Holly-
wood), April 1977.

Screen International (London), 17 October and 4 December 1981, 22
January and 14 May 1983.
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National Film Theatre Booklet (London), October/November 1983.

Current Biography 1984, New York, 1984.

Tanner, L., ‘‘Sir Richard Attenborough,’’ in Films in Review (New
York), January 1986.

Houston, Penelope, *‘Parker, Attenborough, Anderson,’” in Sight and
Sound (London), Summer 1986.

Hacker, Jonathan, and David Price, ‘‘Richard Attenborough,”” in
Take 10: Contemporary British Film Directors, London, 1991.

Stivers, C., ‘“Trampled,’” in Premiere (New York), January 1993.

Stars (Mariembourg), Winter 1995.

Today, Richard Attenborough is primarily recognized as the
director of prestigious, large-scale message pictures and historical
epics (Gandhi, Cry Freedom, A Bridge Too Far), and biographies
(Young Winston, Chaplin). Prior to his directorial debut in 1969 with
Oh! What a Lovely War, however, he enjoyed a quarter-century-long
career in front of the camera. His on-screen debut came in the kind of
film he might have directed himself: Noél Coward’s In Which We
Serve, a World War II drama set aboard a British destroyer. He
portrayed a coward and, unfortunately, found himself typecast as
characters who at least start out as fainthearted and indecisive before
(occasionally) redeeming themselves: the RAF pilot trainee in Jour-
ney Together; the young seaman in The Man Within; the gutless
submarine crew member in Morning Departure.

Physically, Attenborough was stocky and boyish; he lacked the
required good looks to become a leading man. And so, early in his
career, he also was cast as characters far younger than his real years:
most incredibly, as a schoolboy in The Guinea Pig (released when he
was 25 years old); the thief who is sent to a borstal in The Boys in
Brown; the South London boardinghouse resident convicted of mur-
der in London Belongs to Me; and, most memorably, as Pinky Brown,
the ill-fated adolescent killer, in Brighton Rock (in which he gives his
foremost early career performance).

Eventually, Attenborough was able to transcend this typecasting,
becoming a solid and reliable character actor who won supporting and
occasional lead roles in a variety of films. He had the ability to convey
considerable shadiness behind genial bluster, particularly in the
Boulting comedies I'm All Right, Jack and Brothers in Law and the
Basil Dearden-directed dramas The Ship that Died of Shame and The
League of Gentlemen. Still, some of his best characters remained
submissive ones, such as the compliant mate of deranged medium
Kim Stanley in Seance on a Wet Afternoon. Additionally, he was
perfectly cast as unbending intellectuals (the soldier who concocts
a breakout from a German POW camp in The Great Escape) and
characters of unyielding integrity (the victimized factory worker in
The Angry Silence). In the latter two films, he offers appropriately
intense performances which are among the best of his career.

By the late 1950s and early 1960s, Attenborough was envisioning
a career behind the cameras. In 1959, he formed Beaver Films, his
own production company, with Bryan Forbes and Guy Green, and
began producing or co-producing films in which he appeared (The
Angry Silence, Seance on a Wet Afternoon) and others in which he did
not (Whistle Down the Wind, The L-Shaped Room). A segue into
directing was part of his natural progression.

By the time he directed Gandhi in 1982, Attenborough already had
established himself as a filmmaker. He had desired to tell the story of

Mohandas K. Gandhi since the 1960s; ‘“This is what I’ve wanted to
do more than anything else I’ve been involved with,”” he explained.
“Everything I've directed was a sort of training. I didn’t want to
direct per se, I wanted to make Gandhi.’”’ The film was a multi-
Academy Award winner; included in its honors was a Best Director
statue for Attenborough. Nevertheless, in recent years Gandhi (as
well as Attenborough’s other big-budget projects) has come to be
regarded as ponderous: a stuffy, overblown epic which did not extend
on the stylistic innovation he displayed in Oh! What a Lovely War.
Perhaps his best film, which harks back to his more intimate stints as
an actor, remains the thriller Magic, which showed that Attenborough
the director, without the benefit of a cast of thousands and a huge
backdrop, could spin a compelling yarn.

—Quen Falk, updated by Rob Edelman

AUDRAN, Stéphane

Nationality: French. Born: Colette Suzanne Jeannine Dacheville in
Versailles, 2 or 8 November 1932. Education: Attended Lycée
Lamartine, Paris; studied drama with Tania Balachova and Michel
Vitold. Family: Married 1) the actor Jean-Louis Trintignant (di-
vorced); 2) the director Claude Chabrol, 1964 (divorced), son:
Thomas. Career: 1959—appeared in Chabrol’s Les Cousins, begin-
ning long personal and professional relationship; work for TV in-
cludes Orient-Express, for French TV, 1979, and Brideshead Revis-
ited for BBC TV, 1981, mini-series Mistral’s Daughter, 1984.
Awards: Best Actress, Berlin Festival, for Les Biches, 1968; Best
Actress, British Academy, for The Discreet Charm of the Bourgeoisie
and Juste avant la nuit, 1973; César Award for Best Actress, for
Violette Noziere, 1978; Best Actress Award (UK Critics Circle) and
Robert Award (Danish Film Academy), for Babette’s Feast, 1988.
Address: 95 rue de Chézy, 92200 Neuilly, France.

Films as Actress:

1959 Les Cousins (The Cousins) (Chabrol) (as Frangoise); Le Signe
de lion (Rohmer)

1960 Les Bonnes Femmes (Chabrol) (as Ginette); Saint-Tropez
Blues (Moussy)

1961 Les Godelureaux (Chabrol)

1962 L’Oecil du malin (The Third Lover) (Chabrol) (as Hélene
Hartmann)

1963 Landru (Bluebeard) (Chabrol) (as Fernande Segret)

1964 Le Tigre aime la chair fraiche (The Tiger Loves Fresh Blood)
(Chabrol); Les Durs a cuire (Pinoteau)

1965 ‘“‘LaMuette’’ ep. of Paris vu par. .. (6 in Paris) (Chabrol) (as
wife); Marie-Chantal contre le Docteur Kha (Chabrol)

1966 La Ligne de démarcation (Line of Demarcation) (Chabrol)

1967 Le Scandale (The Champagne Murders) (Chabrol) (as Jac-
queline/Lydia)

1968 Les Biches (The Does; The Girlfriends) (Chabrol) (as
Frederique)
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1970

1971

1972

1973

1974

1975

1976
1977

1978

1979
1980
1982

1984

1985

1986

1987

1988
1989
1990
1992
1993
1995
1996
1997
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La Peau de torpédo (Delannoy); La Femme infidéle (Un-
faithful Wife) (Chabrol) (as Hélene Desvallées)

La Dame dans I’auto avec des lunettes et un fusil (The Lady in
the Car with Glasses and a Gun) (Litvak) (as Anita
Caldwell); Le Boucher (The Butcher) (Chabrol) (as Hélene
Marcoux); La Rupture (The Breakup) (Chabrol) (as Hélene)

Juste avant la nuit (Just before Nightfall) (Chabrol (as Helen);
Sans mobile apparent (Without Apparent Motive) (Labro)
(as Hélene Vallee); Aussi loin que I’amour (Rossif)

Un Meurtre est un meurtre (Périer); Dead Pigeon on Beetho-
ven Street (Fuller); Le Charme discrét de la bourgeoisie
(The Discreet Charm of the Bourgeoisie) (Builuel) (as
Mme. Alice Sénéchal)

Les Noces rouges (Wedding in Blood) (Chabrol); Hay que
matar a B. (B. Must Die) (Borau)

And Then There Were None (Ten Little Niggers; Ten Little
Indians) (Collinson) (as Ilona); Comment reussir dans la
vie quand on est con et pleurnichard (Audiard); Le Cri du
coeur (Lallemand); Vincent, Frangois, Paul, et les autres
(Vincent, Frangois, Paul, and the Others) (Sautet)

The Black Bird (Giler) (as Anna Kemidon); one ep. of Chi
dice donna dice . . . donna (Cervi)

Folies bourgeoises (The Twist) (Chabrol) (as wife)

Mort d’un pourri (Lautner); Des Teufels Advokat (The Devil’s
Advocate) (Green)

Silver Bears (Passer) (as Shireen Firdausi); Les Liens du sang
(Blood Relatives) (Chabrol) (as Mother); Violette Noziere
(Violette) (Chabrol) (as Germaine Noziere); Eagle’s Wing
(Harvey) (as the widow)

Le Gagnant (Gion); Le Soleil en face (Kast)

The Big Red One (Fuller) (as Walloon)

Boulevard des assassins; Le Choc; Le paradis pour tous
(Jessua); Coup de torchon (Clean Slate) (Tavernier) (as
Hughuette) (Cordier)

Le Sang des autres (The Blood of Others) (Chabrol); The Bay
Boy (Petrie) (as Blanche); The Sun Also Rises (for TV)

Poulet au vinaigre (Cop au Vin) (Chabrol) (as Mme. Cuno);
La Cage aux Folles 3: The Wedding (Lautner) (as
Matrimonia); La Scarlatine (Aghion) (as Minon Palazzi);
Les Plouffe (Carle) (as Mme. Boucher); Night Magic (Furey)
(as Janice)

L’Isola (Lizzani); La Gitane (De Broca) (as Brigitte); Suivez
Mon Regard (Curtelin)

Babette’s Gastebud (Babette’s Feast) (Axel) (as Babette); Les
Saisons du Plaisir (Mocky) (as Bernadette); Poor Little
Rich Girl: The Barbara Hutton Story (Jarrott—for TV) (as
Pauline); Les Predateurs de la Nuit; Corps Za Corps
(Halimi) (as Edna Chabert)

Manika, une vie plus tard (Frangois Villiers) (as Ananda)

Sons (Rockwell); Champagne Charlie (Allan Eastman—for TV)

Jours tranquilles a Clichy (Quiet Days in Clichy) (Chabrol)

The Turn of the Screw (Lemorande) (as Mrs. Gross)

Betty (Chabrol) (as Laure)

Au petit Marguery (Benegui) (as Josephine)

Maximum Risk (Lam) (as Chantal)

Un printemps de chien (Tasma —for TV); Arlette (Zidi)
(as Diane)

1998 Madeline (von Scherler Mayer) (as Lady Covington)

1999  Belle Maman (Aghion) (as Brigitte)

2000 La Bicyclette bleue (for TV); Le Pique-nique de Lulu Kreutz
(Martiny) (as Lulu Kreutz)

Publications

By AUDRAN: articles—

Interview with Guy Braucourt, in Ecran (Paris), November 1972.
Interview with Karl Lagerfeld, in Inter/View (New York), April 1975.
Interview in Ciné Revue (Paris), 29 September 1983.

On AUDRAN: books—

Wood, Robin, and Michael Walker, Claude Chabrol, New York, 1970.

Fassbinder, Rainer Werner, and others, Reihe Film 5: Claude Chabrol,
Munich, 1975.

Magny, Joel, Claude Chabrol, Paris, 1987.

Derry, Charles, The Suspense Thriller: Films in the Shadow of Alfred
Hitchcock, Jefferson, North Carolina, 1988.

On AUDRAN: articles—

““‘Chabrol Issue’” of Image et Son (Paris), December 1973.

Walker, Michael, ‘‘Claude Chabrol into the ‘70s,”’ in Movie (Lon-
don), Spring 1975.

“I Fell in Love with Violette Noziere,”” interview with Claude
Chabrol, in Monthly Film Bulletin (London), April 1979.

Ciné Revue (Paris), 26 August 1982, 1 March and 8 November 1984.

Film Dope (UK), March, 1988.

Chevassu, Frangois & Parra, Danigle, ‘‘Le festin de Babette/Entretien
avec Gabriel Axel/Entretien avec Stéphane Audran,”” Revue du
Cinéma (Paris), April, 1988.

Daems, P., “‘De discrete charme van Stéphane Audran,”” in Film en
Televisie (Brussels), February, 1989.

Stéphane Audran’s career is intimately connected to the emerging
New Wave in France as well as to the career of her husband, Claude
Chabrol, who directed Audran in her most acclaimed performances.
Her beauty is remarkable: the luminous eyes, the exquisitely high
cheekbones, the long neck, the grace with which she moves—her
hand cocked at a slight angle. What makes Audran different from
Garbo or Dietrich (whom she in some ways evokes) is that one never
feels that an Audran film has been constructed as a vehicle for her, but
rather that her performance, though central, remains subservient to
the film’s overall conception. Audran has perfected her portrayal of
the bourgeois French woman—elegant, aloof, reserved, and yet often
compassionate—who becomes embroiled in a murderous conflict.
Her major performances are all related; indeed, in at least five
instances, the character Audran plays is named ‘‘Hélene,’” although
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each Hélene demonstrates a subtly different psychological makeup.
Minor, early Audran performances in Chabrol’s films include the
salesgirl who yearns for success on the stage in Les Bonnes Femmes,
the first incarnation as Hélene in the triangular tale of jealousy and
murder, L’Oeil du malin, and a double role—as a mousy secretary and
a femme fatale—in Le Scandale.

At least four later performances stand out as extraordinary. In La
Femme infidéle Audran plays, with the most incredible subtlety and
economy, an unfaithful wife: when her lover is killed by her husband
in a moment of passion, Hélene lies flat on her bed and emits three
tiny sobs. One remembers Audran’s mysterious and wondrous ex-
pression of approval as she rediscovers her husband’s passion; one
remembers, too, the delicacy of her posture at the moment she burns
the picture. Although La Femme infidéle takes the emotional conflict
between husband and wife as its psychological subject, it is signifi-
cant to note that not one word passes between them on the subject of
their relationship or her infidelity: the conflict is all in the subtext, and
Audran makes the subtext dominant through her considerable nuance
and skill. In Le Boucher Audran plays a schoolteacher (again, Hélene)
who sublimates her sexual desire into her work, but who nevertheless
becomes involved with a homicidal maniac who falls in love with her.
Here again, as in La Femme infideéle, Audran’s performance seems so
extraordinarily integrated into the fabric of the film that one can
hardly tell where actress Audran leaves off and director Chabrol
begins. Certain images of Audran in Le Boucher are difficult to
forget: her elegant walk through town, sustained in a very long
tracking shot; her yoga posture, formal and self-absorbing, as she
attempts to shut out the world and her problems; her scene of
breakdown and tears while eating cherries in her kitchen; and her
ultimate isolation—serene and yet desolate—by film’s end. In La
Rupture, Audran’s Hélene is this time of a somewhat lower class, but
here absolutely virtuous: a strong and prepossessed woman who is
unaware of the horrible plot being spun against her. Here one is drawn
to the generosity and innocence of her portrayal. Again, certain scenes
stand out: her heartrending monologue about her troubled past
delivered on a streetcar in a scene recalling Murnau’s Sunrise; her
triumphant speech as it appears she will finally vanquish her enemies
(“‘I am a woman, and I have all my strength!’’); her regression to
childhood and subsequent release in a drug-induced fantasy at film’s
climax. In Violette Noziere, Audran surprised many with her por-
trayal, drawn from a historical character, of a lower-class, almost
slatternly mother who is poisoned by her daughter. Although her
earlier Chabrol performances are arguably more significant, Audran’s
playing against type in a narrative that gave the leading role to the
younger Isabelle Huppert, finally brought Audran the official acclaim
of the French ‘‘Oscar,”’ the César. And yet certainly, virtually all of
Audran’s leading performances for Chabrol have been extraordinary,
even if they have been judged by some as too many variations on the
same theme to be accorded great acclaim—including her upper-class
lesbian in a bisexual love triangle in Les Biches; her adulterous,
murderous wife in Les Noces rouges; and again her status-conscious
Hélene in Juste avant la nuit.

At least two other directors have managed to use Audran as
skillfully as Chabrol: Luis Bufiuel in The Discreet Charm of the
Bourgeoisie and Gabriel Axel in Babette’s Feast. In Buiiuel’s film,
Audran with great wit plays an archetypal bourgeoisie, mistress of the
manor, totally and comically unflappable in her designer gowns as

she oversees huge dinner parties, is visited by terrorists, climbs down
garden ivy for a quickie with her husband, and listens politely to
strangers who insist on telling her their violent dreams; as well,
Bufiuel’s recurring cutaways to images of his rich protagonists,
including Audran, walking down the road (of life?) to an unclear
destination, are surprisingly moving. Babette’s Feast represents an
even more impressive personal achievement for Audran, not only
because she was working outside the French industry, but because she
plays arole far from the bourgeois, glacial persona which has become
her trademark. Although Audran enters the film late, once she does,
she totally dominates it with the understated warmth of her sincere, if
discreet, working woman, a cook whose earthy meals ultimately
reveal her to be the most luminous and sensuous artist. Audran
deservedly received several acting awards, and the film reaped huge
international box office virtually everywhere except for its native
Denmark.

Nevertheless, true international fame has eluded Audran. By the
time of Brideshead Revisited, Audran’s English had improved enough to
play Laurence Olivier’s Italian mistress, but the role attracted little
attention. Despite a variety of opportunities in English-language roles
(in The Black Bird, The Silver Bears, and the television films
Mistral’s Daughter, The Sun Also Rises, and Poor Little Rich Girl),
American stardom also has continued to elude Audran—in part
because her demonstrated inability to speak English without a heavy,
sometimes impenetrable accent renders many performances phonetic
and rigid. Audran’s charisma is subtle, certainly, and perhaps inher-
ently French; and too, one must consider the failure of the French
mystique to travel well to American culture—the number of French
stars (Bardot, Deneuve, Moreau) who have failed spectacularly in the
American market is numerous. More recently, Audran has been
taking supporting roles—even in Chabrol’s work—which, to her
fans, must be seen as somewhat of a disappointment. That most of
these supporting roles are in films that have had virtually no release
outside of France makes it particularly difficult for an American
commentator to generalize. But many of the performances that have
been marginally available—for instance, her alcoholic, older woman
in Chabrol’s Betty—do not seem especially interesting or notable. It is
clear that as Audran ages further and loses that particular confluence
of beauty and charisma that marked the period of her greatest
performances for Chabrol, her challenges will be to find other roles
worthy of her talents and to find directors—like Axel—who will spur
her to complex, rich, inventive work.

—Charles Derry

AUTEUIL, Daniel

Nationality: French. Born: Algeria, 24 January 1950. Education:
Trained as an actor with Frangois Florent. Family: Married Emmanuelle
Béart (divorced); one daughter. Career: Stage debut at Theatre
National de Paris, then cast in Godspell in Paris; directed and starred
in Gérard Lauzier’s play Le Gar¢on D’Appartement, 1981. Awards:
César Award for Best Actor, for Manon des sources, 1987; British
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Daniel Auteuil (right) with Gerard Depardieu in Jean de Florette

Academy Award for Best Actor in a Supporting Role, for Jean de
Florette, 1988; European Film Award (Felix) for Best Actor, for Un
coeur en hiver, 1993; Cannes Film Festival Best Actor Award, for Le
Huitiéme jour (shared with Pascal Duquenne), 1996; César Award for
Best Actor, for La Fille sur le pont, 2000. Agent: Claire Blondel,
Artemedia, 10 Avenue George V, 75008 Paris, France.

Films as Actor:

1975
1976
1977
1978
1979

1980
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L’Agression (Act of Aggression) (Pires); Attention les yeux
(Let’s Make a Dirty Movie) (Pires) (as Alex)

La Nuit de Saint Germain des Prés (Swaim) (as Remy);
L’Amour violé (Rape of Love) (Bellon)

Monsieur Papa (Monnier) (as Dede)

Les Héros n’ont pas froid aux oreilles (Nemes)

Béte mais discipliné (Zidi); A nous deux (An Adventure for
Two) (Berri and Lelouch) (as Un Voyou)

Les Sous-doués (Zidi) (as Bebel); Clara et les chics types
(Clara and the Swell Guys) (Monnet) (as Mickey); La
Bangquiére (Girod)

1981

1982

1983
1984
1985

1986

1988

1989

1990

1991
1992

Les Sous-doués en vacances (Zidi); Les Hommes préferent les
grosses (Men Prefer Fat Girls) (Poiré) (as Jean-Yves)

Que les gros salaires levent le doigt! (Graniere-Deferre) (as
André Joeuf); Pour 100 briques t’as plus rien . . . (Molinaro);
T’empéches tout le monde de dormir (Lauzieres)

L’Indic (Leroy) (as Dorniche); Les Fauves (Daniel) (as Berg)

P’tit con (Lauzier); L’Arbaléte (The Syringe) (Gobbi)

Palace (Molinaro); L’Amoure en douce (Love on the Quiet)
(Molinaro)

Le Paltoquet (Deville) (as The Journalist); Jean de Florette
(Berri) (as Ugolin); Manon des sources (Manon of the
Spring) (Berri) (as Ugolin)

Quelques jours avec moi (A Few Days with Me) (Sautet) (as
Martial)

Romuald et Juliette (Mama, There’s a Man in Your Bed)
(Serreau) (as Romuald Blindet)

Lacenaire (The Elegant Criminal) (Girod) (as Pierre-Francois
Lacenaire)

Ma vie est un enfer (My Life is Hell) (Balasko) (as Abar)

Un coeur en hiver (A Heart in Winter; A Heart of Stone)
(Sautet) (as Stephane)
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1993  Ma saison préférée (My Favourite Season) (Téchiné) (as
Antoine)

1994 La Reine Margot (Queen Margot) (Chéreau) (Henri of Navarre);
La Séparation (The Separation) (Vincent) (as Pierre)

1995  Une femme Frangaise (A French Woman) (Warnier) (as Louis)

1996 Afirma Pereira (According to Pereira) (Faenza) (as Dr.
Cardioso); Le Huitieme jour (The Eighth Day) (van Dormael)
(as Harry); Les Voleurs (Thieves; Child of the Night)
(Téchiné) (as Alex)

1997  Lucie Aubrac (Berri) (as Raymond Aubrac); Passage a l’acte
(Death in Therapy) (Girod); Le Bossu (On Guard) (de
Broca) (as Lagardere/Le bossu [the hunchback])

1999 An Interesting State (Wertmuller); La Fille sur le pont neuf
(The Girl on the Bridge) (Leconte) (as Gabor); The Lost Son
(Menges) (as Xavier Lombard); Mauvaise passe (The Escort;
The Wrong Blonde) (Blanc) (as Pierre)

2000 Sade (Jacquot) (as Marquis de Sade); Le Placard (Veber); La
Veuve de Saint-Pierre (The Widow of Saint-Pierre) (Leconte)
(as Le Capitaine)

Publications

By AUTEUIL: articles—

Jousse, T., and 1. Katsahnias, ‘‘Entretien avec Daniel Auteuil,”” in
Cahiers du Cinéma (Paris), no. 418, April 1989.

Andrew, Geoff, ‘“The Quiet Man,’’ interview in Time Out, no. 1305,
23 August 1995.

Royger, Genevieve, and Luc Chaput, ‘‘Le bossu,”” interview in
Séquences (Montreal), no. 194, January/February 1998.

On AUTEUIL: books—

Robin, Jean Francois, Daniel Auteuil, I’acteur, Paris, 1988.

On AUTEUIL.: articles—

Lavoignat, Jean-Pierre, article in Premiere (Paris), August 1986.

“‘Daniel Auteuil,”” in Stars (Mariembourg), Spring 1994.

Kilby, Stuart, review of Le Huitieme jour, in Film Review (London),
December 1996.

Rees, Jasper, ‘“The New Depardieu—but Thinner,”” in The Daily
Telegraph (London), 23 January 1998.

Matteou, Demetrios, review of The Lost Son, in Total Film (London),
July 1999.

Quinn, Anthony, ‘“The Big Picture—She’s Just Touched Down From
Venus,”” in The Independent (London), 26 May 2000.

Algerian born Daniel Auteuil spent his teenage years traveling
with his father, who was an opera singer, and claims to have grown up

in the theatres of provincial France. Now one of France’s most
popular and well-known male actors, Auteuil began his professional
acting career in the theatre before making his big-screen debutin 1975
in Gérard Pires’s L’Aggression, and going on to act in several stage
and screen comedies. Auteuil’s career was slow to gather momentum,
but in 1986 he starred in Jean de Florette and its sequel, Manon des
sources, the success of which launched him into a select group of
leading French character actors, alongside Gerard Depardieu and the
late Yves Montand. Having worked mostly in French art-house
cinema, Auteuil remains relatively little known outside the francophone
nations, despite the world-wide success of Jean de Florette. Itis in the
1990s that he has begun to find a regular audience in art-house
cinemas elsewhere in Europe and in the United States.

Writing in The Daily Telegraph, Jasper Rees describes Auteuil as
“‘the new Depardieu—but thinner,”” and it is true that since Jean de
Florette the two men have vied for the affections of French cinemagoers.
Yet as actors Auteuil and Depardieu could hardly be more different.
While Depardieu excels as a romantic lead, Auteuil prefers more
ambiguous characters, such as the landowner, Ugolin, in the ‘‘Manon’’
films, or the wronged lover in numerous other movies such as La
Femme Frangaise, Un Coeur en Hiver, and La Separation. Auteuil’s
physical presence on the screen is no match for Depardieu’s imposing
bulk: much of the charm of Jean de Florette lies in the battle of wills
between Depardieu’s brawny, powerful farmer, and Auteuil’s physi-
cally weak landowner, who uses guile and wit to drive his rival,
finally, to his death. Yet Auteuil invariably succeeds in establishing
the complexity of the characters he plays, convincing the audience of
the ‘‘Manon’’ films, for example, of the depth of his tragic passion for
Manon, while at the same time playing a shallow individual whose
chief characteristic is malignant greed.

In the 1990s, Auteuil had the pick of some of the best films to have
been produced by the French film industry. Un Coeur en hiver saw
him co-starring for the third time with his then wife Emmanuelle
Beart in a bitter love story, and won him the Felix award for Best
Actor. His ability to charm audiences with his vulnerability even in
otherwise unsympathetic roles has gained him many awards nomina-
tions in recent years, most notably for Le Bossu, a period drama in
which Auteuil stars as a swordsman who disguises himself as
a hunchback to avenge the murder of his friend the Duke of Nevers.
Although this was the sixth known adaptation of Paul Feval’s novel,
the movie was a deserved success, bringing Auteuil his third César
nomination of the decade.

Auteuil’s status among the most highly rated of French male
actors is now assured, and the fact that he has worked on nine films in
the two years up to 2000 is testament to his enthusiasm for acting and
filmmaking. Films such as La Fille sur le pont neuf are also bringing
him to a wider audience. Released in the United Kingdom in 2000 as
The Girl on the Bridge, the film co-stars Vanessa Paradis, and tells the
quirky tale of a man who rescues a girl about to throw herself from the
parapet of the Pont Neuf in Paris, and then recruits her as the ‘‘target’’
for his circus knife-throwing act. Auteuil’s skill for character com-
plexity endows the manipulative Gabor with a troubled inner life
which comes to dominate a film which is otherwise lacking in human
interest.

Often cast in roles involving troubled relationships, conspiracy,
and pragmatic moral choices, Auteuil manages to attract audiences to
unpleasant or difficult characters with his laconic style, and an
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obvious commitment to the parts he plays. While he has not yet
broken into American cinema with so high a profile as Depardieu, the
success of Kevin Spacey in American Beauty suggests that audiences
outside France are more than ready to embrace the kind of impish wit
and deadpan delivery that Auteuil has made his speciality.

—Chris Routledge

AYRES, Lew

Nationality: American. Born: Lewis Frederick Ayres III in Minne-
apolis, Minnesota, 28 December 1908. Education: Attended Lake
Harriet Grammar School and West High School, Minneapolis; high
school in San Diego, California. Military Service: During World
War 11, assigned to conscientious objector camp at Cascade Locks,
Oregon, then served in U.S. Army Medical Corps; participated in
beachhead landings in South Pacific. Family: Married 1) the actress
Lola Lane, 1931 (divorced 1933); 2) the actress Ginger Rogers, 1934
(divorced 1941); 3) Diana (Ayres), 1964, son: Justin Bret. Career:
Mid-1920s—following high school, formed band with friends, briefly
toured Mexico; joined Henry Halstead band; 1928—spotted in Holly-
wood nightclub by agent Ivan Kahn, signed with Pathe Studios, 1929;
1929—role in The Kiss opposite Garbo for MGM followed by role of
Paul Baumer in All Quiet on the Western Front; early 1930s—under
contract to Universal; 1935—moved to Paramount; 1936—directing
debut with Hearts in Bondage; 1938—given title role in Young
Doctor Kildare; Kildare series continues through 1941; 1942—
following decision not to fight in World War I, his films banned in
many theaters; 1945—after considering the ministry, returned to
Hollywood; early 1950s—began producing religious documentaries;
1958—host of TV series Frontier Justice; 1973—76—produced docu-
mentary Altars of the World; 1985—in TV series Lime Street. Died:
December 30, 1996 in Los Angeles, CA.

Films as Actor:

1929  The Sophomore (McCarey); The Kiss (Feyder); Big News (La
Cava) (as copyboy)

All Quiet on the Western Front (Milestone) (as Paul Baumer);
Common Clay (Fleming) (as Hugh Fullerton); Doorway to
Hell (A Handful of Clouds) (Mayo) (as Louie); East Is West
(Bell) (as Billy Benson)

1931 Many a Slip (Moore) (as Jerry Brooks); The Iron Man
(Browning) (as Kid Mason); Up for Murder (Fires of
Youth) (Bell) (as Robert Marshall); The Spirit of Notre
Dame (Vigour of Youth) (Mack) (as Bucky O’Brien);
Heaven on Earth (Mack) (as States)

The Impatient Maiden (Whale) (as Dr. Myron Brown); Cohens
and Kellys in Hollywood (Dillon); Night World (Henley)
(as Michael Rand); Okay America (Penalty of Fame)
(Garnett) (as Larry Wayne)

1930

1932
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1933

1934

1935

1936

1937

1938

1939

1940

1941

1942
1946
1947
1948
1950
1951
1953

1962
1964
1968
1969
1971
1972

1973

State Fair (Henry King) (as reporter Pat Gilbert); Don’t Bet on
Love (Roth) (as Bill McCaffrey); My Weakness (David
Butler) (as Ronnie Gregory)

Cross Country Cruise (Buzzell) (as Norman); Let’s Be Ritzy
(Ludwig) (as Jimmie); She Learned about Sailors (George
Marshall) (as Larry Wilson); Servants’ Entrance (Lloyd)
(as Eric Landstrom)

Lottery Lover (Thiele) (as Cadet Frank Harrington); Spring
Tonic (Bruckman); Silk Hat Kid (Humberstone) (as
Eddie Howard)

The Leathernecks Have Landed (Bretherton) (as Woody
Davis); Panic on the Air (Lederman) (as Jerry); Shakedown
(Selman) (as Bob Sanderson); Lady Be Careful (Reed) (as
Dud ‘‘Dynamite’’); Murder with Pictures (Burton) (as
Kent Murdock)

The Crime Nobody Saw (Barton) (as Nicholas Carter); The
Last Train from Madrid (Hogan) (as Bill Dexter); Hold ‘em
Navy! (Neumann) (as Tommy Gorham)

Scandal Street (Hogan) (as Joe McKnight); King of the
Newsboys (Vorhaus) (as Jerry Flynn); Holiday (Free to
Live; Unconventional Linda) (Cukor) (as Ned Seton); Rich
Man, Poor Girl (Schunzel) (as Henry Thayer); Young
Doctor Kildare (Bucquet) (title role); Spring Madness
(Simon) (as Sam Thatcher)

The Ice Follies of 1939 (Schunzel) (as Eddie Burgess);
Broadway Serenade (Leonard) (as James Geoffrey Sey-
mour); Calling Dr. Kildare (Bucquet) (title role); These
Glamour Girls (Simon) (as Philip S. Griswold); Remem-
ber? (McLeod) (as Sky Ames); Secret of Dr. Kildare
(Bucquet) (title role)

Dr. Kildare’s Strange Case (Bucquet) (title role); The Golden
Fleecing (Fenton) (as Henry Twinkle); Dr. Kildare Goes
Home (Bucquet) (title role); Dr. Kildare’s Crisis (Bucquet)
(title role)

Maisie Was a Lady (Marin) (as Bob Rawlston); The People vs.
Dr. Kildare (My Life Is Yours) (Bucquet) (title role); Dr.
Kildare’s Wedding Day (Mary Names the Day) (Bucquet)
(title role); Dr. Kildare’s Victory (The Doctor and the
Debutante) (Van Dyke) (title role)

Fingers at the Window (Lederer) (as Oliver Duffy)

The Dark Mirror (Siodmak) (as Dr. Scott Elliott)

The Unfaithful (Sherman) (as Larry Hannaford)

Johnny Belinda (Negulesco) (as Dr. Robert Richardson)

The Capture (John Sturges) (as Vanner)

New Mexico (Reiss) (as Capt. Hunt)

No Escape (Bennett) (as John Tracy); Donovan’s Brain
(Feist) (as Dr. Patrick J. Cory)

Advise and Consent (Preminger) (as the vice president)

The Carpetbaggers (Dmytryk) (as McAllister)

Hawaii Five-O (Wendkos—for TV) (as Governor)

Marcus Welby, M.D. (David Lowell Rich—for TV)

Earth Il (Gries—for TV); She Waits (Delbert Mann—for TV)

The Biscuit Eater (McEveety) (as Mr. Ames); The Man
(Sargent) (as Harley)

Battle for the Planet of the Apes (J. Lee Thompson) (as
Mandemus); The Questor Tapes (Colla—for TV) (as
Vaslovik); The Stranger (Katzin—for TV)
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Lew Ayres (left) with Raymond Griffith in All Quiet on the Western Front

1974
1976

1978

1979

1980
1981
1983
1986
1989

1994

Heat Wave! (Jameson—for TV)

Francis Gary Powers: The True Story of the U-2 Spy Incident
(Delbert Mann—for TV)

Damien—Omen II (Taylor) (as Bill Atherton); End of the
World (Grilo and Hayes); Battlestar Gallactica (Colla) (as
President Adar); Suddenly, Love (Margolin—for TV)

Salem’s Lot (Hooper—for TV); Letters from Frank
(Parone—for TV)

Reunion (Mayberry—for TV)

Of Mice and Men (Badiyi—for TV)

Don Camillo (Hill)

Under Siege (Roger Young—for TV) (as John Pace)

Cast the First Stone (Cast the First Stone: The Diane Martin
Story) (Korty—for TV) (as Mr. Martin)

Hart to Hart: Crimes of the Hart (Hunt—for TV) (as Profes-
sor Kamen)

Film as Director:

1936

Hearts in Bondage

Films as Producer:

1955  Altars of the East (doc) (+ sc, ro as narrator)
1976  Altars of the World (ed—doc) (+ d, ph)

Publications
On AYRES: articles—

Cutts, John, ‘‘Classics Revisited: All Quiet on the Western Front,”’ in
Films and Filming (London), April 1963.

Luft, H. G., “‘Lew Ayres,”” in Films in Review (New York), June-
July 1978.

Shipman, David, in The Great Movie Stars: The Golden Years, rev.
ed., London, 1979.

“Lew Ayres,”” in Classic Images (Indiana, Pennsylvania), Decem-
ber 1986.

(Obituary), EPD Film (Frankfurt), February, 1997.

* * *
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‘‘Many things come together to create a man’s outlook on life,”
Lew Ayres once remarked. But nothing quite had the impact on both
his life and career as did All Quiet on the Western Front. From a *‘bit’’
actor and supporting player (to Garbo) in The Kiss, Ayres became
a star thanks to his performance as Paul Baumer in All Quiet on the
Western Front. He is quick to credit his success to the dialogue
director, George Cukor, who carefully coached the actors in the use of
“‘neutral’’ accents and quiet underplaying. The film also instilled in
Ayres a pacifist outlook on life, which eventually was to cause
controversy for him as a member of the Hollywood community.

In the early 1930s Ayres starred in a string of minor features, the
perfect leading man for every actress from Janet Gaynor to Jean
Harlow. His career was failing rapidly, however, and he was turning
up more and more frequently in B pictures (and even directing one
film, Hearts in Bondage) when he accepted a co-starring role in
Holiday, playing the alcoholic brother of Katharine Hepburn. Louis
B. Mayer liked his performance and signed him for the title role in the
Dr. Kildare series. He was now a success. Then came World War II.

Ayres declared himself a conscientious objector, and Hollywood
was quick to denounce him. While the industry hailed the stars who,
with maximum publicity, entered the armed forces yet never saw
active service, Lew Ayres quietly went about his work as a medical
orderly at the South Pacific battlefront. There is a haunting photo-
graph of the actor taping up the wounds of a Japanese prisoner in the
Philippines, which appeared in Life magazine (25 December 1944).

On his return from the war, Ayres had aged. He looked more
assured, more dignified, less a pretty face and more a figure with
character and personality. A new phase of his career began, as he
immediately appeared in The Dark Mirror (as a doctor), The Unfaith-
ful (as an attorney), and Johnny Belinda (in one of his all-time-best
roles, as a compassionate small-town doctor). From the 1950s, his
film work has been sporadic, with his most notable credits being
Advise and Consent and The Carpetbaggers. And his commitment to
a spiritualist philosophy remained a constant, as evidenced by his
involvement in the documentaries Altars of the East and Altars of the
World.

—Anthony Slide, updated by Audrey E. Kupferberg

AZMI, Shabana

Nationality: Indian. Born: 1950; daughter of the poet Kaifi Azmi
and the actress Shaukat. Education: Attended Indian Film Institute,
Poona. Family: Married to the screenwriter Javed Akhtar. Career:
1974—film debut in The Seedling, the first film of Shyam Benegal;
1980—on stage in Safed Kundali, the Hindi version of The Caucasian
Chalk Circle; 1994—on stage in Tumhari Amrita, the Hindi/Urdu
version of Love Letters; member of the UN Human Rights Commis-
sion. Awards: Best Actress, Indian National Film Awards, for The
Seedling, 1974; The Meaning, 1982; Ruins, 1983; and The Cross-
ing, 1984.

Films as Actress:
1973  The December Evening (short); Munshiji (short); Ankur (The
Seedling) (Benegal)

1974  Parinay; Ishq, Ishq, Ishq (Dev Anand); Faslah (Abbas)
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1975 Sewak; Kadamberi; Nishant (Benegal)

1976 Fakira; Shaque; Vishwasghaat

1977 Aadha din aadhi raat; Hira aur Patthar; Amar Akbar Anthony
(Desai); Chor Sipahi; Ek hi rasta; Parvarish; Khel Khiladi
ka; Kissa Kursi Ka; Karm; Swami; Kanneshwara Rama;
Zamanat

1978  Devata; Atithee; Swarg narak; Khoon ki pukar; Toote Khilone;
Junoon (Obsession) (Benegal); Shatranj Ke Khilari (The
Chess Players) (Satyajit Ray) (as Mirza’s wife)

1979 Bagula bhagat, Amar deep; Lahu ke do rang; Sparsh
(Paranjapye); Jeena yahan

1980 Jwalamukhi; Albert Pinto ko gussa kyon aata hai (Why Albert
Pinto Is Angry) (Mirza); Ek baar kaho; Apne paraye;
Thodisi bewafai; Yeh kaisa insaaf, Hum paanch

1981  Ek hi bhool; Shama; Sameera (Shulka); Raaste pyare ke

1982  Namkeen; Ashanti; Anokha bandhan; Suraag; Yeh Nazdeekiyan;
Arth (Mahash Bhatt); Log kya kahenge; Masoom (Inno-
cent) (Shekhar Kapur)

1983 Doosri Doolhan; Sweekar kiya maine; Avtaar; Mandi (Market
Place) (Benegal); Khandahar (The Ruins) (Mrinal Sen) (as
Jamila); Pyaasi Aankhen

1984 Agqj ka M.L.A. Ram Avtaar; Bhavna; Kamla; Itihaas; Lorie;
Libaas; Sparsh (Paranjapye); Kamyaab; Paar (Goutam
Ghose); Gangvaa; Hum Rahe Na Hum;, Yaadon K.I. Zanjeer;
Myr. X; Ram Tera Desh

1985  Rahi Badal Gaye; Uttarayan; Khamosh (Vidhu Vinod Chopra)
(as herself); Shart

1986 Anjuman (Muzaffar Ali); Ek Pal; Samay Ki Dhara; Nasihat;
Susman (The Essence) (Benegal); Genesis (Mrinal Sen) (as
the woman)

1987 Itihaas; Jallianwala Bagh;, Pestonjee (Vijaya Mehta)

1988 Mardon Wali Baat; Madame Sousatzka (Schlesinger) (as
Sushila Sen); Ek Din Achanak (Suddenly, One Day) (Mrinal
Sen); Nuit Bengali (Bengali Night) (Klotz) (as Indira Sen)

1989  Oonch Neech Beech;, Libaas; Jhoothi Sharm; Rakhwala; Main
Azaad Hoon (Tinnu Anand); Sati (Aparna Sen)

1990 Disha (Paranjapye); Picnic (Aparna Sen—for TV); Amba;
Mugaddar Ka Badshah; Ek Doctor Ki Maut

1991 Immaculate Conception (Jamil Dehlavi) (as Samira); Dharavi
(City of Dreams) (Sudhir Mishra) (as Kumud)

1992 Adharm; Jhoothi Shaan; City of Joy (Joffé) (as Kamla Pal);
Antarnaad

1993  Son of the Pink Panther (Edwards) (as the Queen)

1994  Patang (The Kite) (Goutam Ghose) (as Jitni); In Custody
(Hifazaat) (Merchant) (as Imtiaz Begum)

1996 Fire (Deepa Mehta)

1997  Side Streets (Gerber) (as Chandra Raj)

1998 Mrityu Dand (Jha)

1999  Godmother (Shukla) (as Rambhi)

Publications

By AZMI: articles—

““Tsentr pritiazheniia,”’ interview with A. Solodov, in Ishkusstvo
Kino (Moscow), no. 5, 1986.

Interview with M. Sen, in Cinema in India (Bombay), vol. 3,
no. 1, 1992.
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On AZMI: articles—

Gabhlot, D., ‘‘Great Expectations,’’ in Cinema in India (Bombay), vol.
4, no. 7, 1990.

Rajadhyaksha, Ashish, and Paul Willemen, in Encyclopaedia of
Indian Cinema, New Dehli, 1994.

* * *

Shabana Azmi shares with Smita Patil her position as the most
important contemporary actress in Indian cinema (though not neces-
sarily the most popular with the public) because of her unusual ability
to successfully straddle the two worlds of commercial and art cinema.
Many themes of the new cinema revolve around the personalities of
women, providing opportunities for actresses to demonstrate their
histrionic abilities. Azmi, like Patil, was not a conventional glamour
girl, but through sheer personal magnetism found herself cast in
Shyam Benegal’s first film Ankur, a landmark in India’s new cinema,
after being turned down by him for a modeling assignment.

Azmi had always hoped to succeed in commercial films in order to
cultivate a following for her art films. Her career was undoubtedly
aided by the box-office success of her first big-budget movie, Fakira,
which succeeded in spite of her. After several years and 60-odd films,
making a dent in all kinds of cinema—from the lowest budget to the
most crassly commercial—it is remarkable that she has been consis-
tently shrewd enough to know which roles would suit her and yet
impress the public with her versatility as an actress. From such roles
as the madam of a brothel in Shyam Benegal’s Mandi, a bellicose part
for which she had to gain considerable weight, or the subdued Jamila
in Mrinal Sen’s Khandahar, where the camera lovingly explores her
beauty amongst decaying ruins, she can switch to the tear-jerking
melodramas which have won her a wider following.

Her secret lies in an ability to throw herself completely into the
part, not worrying about what her friends think about a ‘‘dancing

around the trees’’ routine. As she has said, ‘‘After a while, I realized
that even such scenes needed a measure of talent to carry off
convincingly and decided to throw myself into it wholeheartedly.”’

Azmi’s multifaceted talents bring a three-dimensionality, depth,
and freshness to every character she takes on. She is the child
prodigy’s grasping mother in Madame Sousatzka, the poet-pretender
second wife of the aging poet Nur in In Custody, the unwedded tough
mother Jitni in the Bengali film Patang, and the scheming queen in
Son of the Pink Panther. Whether she is engaged in a war of wills with
her son’s teacher, or trying to push her own poetry above her
husband’s, or trying to bridge the gap between her son and lover, or
planning the kidnaping of her stepdaughter, there is one common
characteristic: she is vivacious.

More recently, Azmi tried her hand at stage acting in Tumhari
Amrita, an adaptation of A. K. Gurney’s Love Letters. Azmi and
Farouque Shaikh, who formed the duo cast, sat on the stage just
reading letters and pouring their hearts out in the process. The play
was critically acclaimed and had rave responses from audiences,
adding another to Azmi’s impressive forte of talents. Azmi’s commit-
ment not only to the portrayal of the weaker sections of the society,
but also to their upliftment has been manifested in many of her
activities. Staging a hunger strike to stop the evacuation of slum
dwellers, protesting the killing of noted playwright Safdar Hashmi,
organizing the film industry to help the Bombay riot victims—her
convictions earn credit to her as a concerned human being, as much as
her histrionics bring her acclaim as an actress.

Azmi, called the activist actress, is a member of the United
Nations Human Rights Commission, and presented their Peace Award
to South African President Nelson Mandela in 1994. She was also
honored at the General State of Human Rights Conference at
Paris in 1989.

—Behroze Gandhy, updated by Usha Venkatachallam
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BACALL, Lauren

Nationality: American. Born: Betty Joan Perske in the Bronx, New
York, 16 September 1924. Education: Attended Julia Richman High
School; American Academy of Dramatic Arts, New York. Family:
Married 1) the actor Humphrey Bogart, 1945 (died 1957), children:
Stephen Humphrey and Leslie Howard; 2) the actor Jason Robards,
1961 (divorced 1973), son: Sam Prideaux. Career: Began modeling,
also theater-related odd jobs, early 1940s; made New York stage
debut as walk-on in Johnny Two-by-Four, 1942; appeared on Har-
per’s Bazaar cover and attracted attention of director Howard Hawks;
signed personal contract with Hawks who changed her name to
Lauren Bacall, 1943; made film debut in Hawks’s To Have and Have
Not with Humphrey Bogart, 1944; contract sold to Warners, mid-
1940s; protested against HUAC in Washington with Bogart and other
celebrities, 1947; fined and suspended by Warners for failing to
accept roles, late 1940s; had first Broadway starring role in Goodbye
Charlie, 1959; accepted periodic film roles while making highly
successful Broadway appearances, from 1960s. Awards: Best Per-
formance by an Actress in a Supporting Role in a Motion Picture
Golden Globe, Outstanding Performance by a Female Actor in
a Supporting Role Screen Actors Guild Award, for The Mirror Has
Two Faces, 1996. Address: c/o Johnnie Planco, William Morris
Agency, 1350 Avenue of the Americas, New York, NY 10019, U.S.A.

Films as Actress:

1944
1945
1946

To Have and Have Not (Hawks) (as Marie Browning)

Confidential Agent (Shumlin) (as Rose Cullen)

Two Guys from Milwaukee (Royal Flush) (Butler) (as herself);
The Big Sleep (Hawks) (as Vivian Sternwood Rutledge)

The Dark Passage (Daves) (as Irene Jansen)

Key Largo (Huston) (as Nora Temple)

Young Man with a Horn (Young Man of Music) (Curtiz) (as
Amy North); Bright Leaf (Curtiz) (as Sonia Kovac)

How to Marry a Millionaire (Negulesco) (as Schatze Page)

Woman’s World (Negulesco) (as Elizabeth)

The Cobweb (Minnelli) (as Meg Paversen Rinehart); Blood
Alley (Wellman) (as Cathy)

Written on the Wind (Sirk) (as Lucy Moore Hadley)

1957 Designing Woman (Minnelli) (as Marilla Hagen)

1958 The Gift of Love (Negulesco) (as Julie Beck)

1959  Flame over India (Northwest Frontier) (Thompson) (as Cathe-
rine Wyatt)

Shock Treatment (Denis Sanders) (as Dr. Edwina Beighley);
Sex and the Single Girl (Quine) (as Sylvia)

Harper (The Moving Target) (Smight) (as Mrs. Elaine Sampson)

Murder on the Orient Express (Lumet) (as Mrs. Hubbard)

1947
1948
1950

1953
1954
1955

1956

1964

1966
1974

1976
1978
1980
1981

1988

1989
1990

1991
1993

1994

1995

1996

1997
1999

2000

The Shootist (Siegel) (as Bond Rogers)

Perfect Gentlemen (Cooper—for TV) (as Lizzie Martin)

Health (Altman) (as Esther Brill)

The Fan (Bianchi) (as Sally Ross); The Great Muppet Caper
(Henson)

In from the Cold (Palmer—doc); Mr. North (Danny Huston)
(as Mrs. Amelia Cranston); Appointment with Death (Win-
ner) (as Lady Westholme)

Dinner at Eight (Lagomarsino—for TV) (as Carlotta Vance)

The Tree of Hands (Innocent Victims) (Foster) (as Marsha
Archdale); Misery (Rob Reiner) (as Marcia Sindell); Ed
Murrow: This Reporter (Steinberg); A Star for Two
(Kaufman); A Little Piece of Sunshine (James Clellan
Jones—tfor TV) (as Beatrix Coltrane)

All I Want for Christmas (Lieberman) (as Lillian Brooks)

The Portrait (Arthur Penn—for TV) (as Fanny Church); A
Foreign Field (Sturridge—for TV) (as Lisa); The Parallax
Garden (David Trainer—for TV)

Ready to Wear (Pret-a-Porter) (Altman) (as Slim Chrysler)

From the Mixed-Up Files of Mrs. Basil E. Frankweiler
(Marcus Cole—for TV) (title role)

The Mirror Has Two Faces (Streisand) (as Hannah Morgan);
My Fellow Americans (Segal) (as Margaret Kramer)

Le Jour et la nuit (Day and Night) (Lévy) (as Sonia)

The Venice Project (Dornhelm) (as Countess Camilla Volta);
Presence of Mind (Aloy); Diamonds (Asher) (as Sin-Dee);
Too Rich: The Secret Life of Doris Duke (Erman—mini for
TV) (as elderly Doris Duke)

Johnny Hit and Run Pauline (Efrosini Lellios)

Publications

By BACALL: books—

Lauren Bacall by Myself, New York, 1979.
Now, New York, 1994.

By BACALL: articles—

““No Chicken for Bacall,”” interview with P. Ast, in Inter/View (New
York), November 1972.

“‘Breve recontre avec Lauren Bacall,”” interview with A. Lacombe, in
Ecran (Paris), June/July 1975.

““All about Betty,”” interview with Kevin P. Buckley, in Interview
(New York), March 1988.

““What Becomes a Legend Most,”” interview with James Kaplan, in
New York, 10 October 1994.
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Lauren Bacall and Humphrey Bogart in The Big Sleep

On BACALL: books—

Goodman, Ezra, Bogey: The Good-Bad Guy, New York, 1965.

Huston, John, An Open Book, New York, 1972.

Hyams, Joe, Bogart and Bacall: A Love Story, New York, 1975.

Greenberger, Howard, Bogey’s Baby, London, 1976.

Parish, James, The Forties Gals, Westport, Connecticut, 1980.

Quirk, Lawrence J., Lauren Bacall: Her Films and Career, Secaucus,
New Jersey, 1986.

Royce, Brenda Scott, Lauren Bacall: A Bio-Bibliography, New
York, 1992.

On BACALL: articles—

Hagen, Ray, ‘‘Lauren Bacall,”” in Films in Review (New York),
April 1964.

Current Biography 1970, New York, 1970.

Thomson, David, ‘‘Lauren Bacall: A Look and a Voice,”” in Close-
Ups: The Movie Star Book, edited by Danny Peary, New York, 1978.

Buckley, Michael, ‘‘Lauren Bacall,”’ in Films in Review (New York),
May/June 1992.
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Morris, Bob, ‘‘Just Shooting the Breeze,”” in New York Times, 19
September 1993.

Haskell, Molly, ‘“To Have and Have Not: The Paradox of the Female
Star,”” in American Imago, Winter 1993.

The Advocate (Los Angeles), 27 December 1994.

Lauren Bacall’s rise to fame as a Hollywood star was meteoric.
Soon after Mrs. Howard Hawks noticed her on the March 1943 cover
of Harper’s Bazaar, the 19-year-old model was quickly signed by
producer-director Hawks to a seven-year studio contract.

For her first film, 7o Have and Have Not, Hawks molded the as yet
untried actress into the ideal woman of many men of that period—
insolent and provocative, yet one who, underneath her femme fatale
exterior, really was a ‘‘regular Joe.”” In her first autobiography,
Bacall writes that Hawks ‘‘wanted to be a Svengali.”” He created her
voice, her manner, her persona, and quite by accident—because in her
nervousness she could not keep her head from shaking—‘‘The
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Look.”” Her chin was kept low. Her eyes stared up at a curious and
fascinated Humphrey Bogart. When Bacall told Bogart her now
famous line—‘“You know how to whistle, don’t you Steve? You just
put your lips together and blow’’—she emerged an overnight sensation.

Her seductive portrayal of Slim in To Have and Have Not
captivated audiences—especially male viewers. Her glamour and
apparent sophistication were imitated by the women in the audience.
Yet writer Moss Hart cautioned the burgeoning star, ‘“You realize, of
course, from here on you have nowhere to go but down.”’

Hart’s words proved prophetic. Bacall’s phenomenal success was
immediately followed by a crashing critical and box-office failure,
Confidential Agent. Miscast as a British upper-class ingenue and
lacking Hawks’s strong directorial support, Bacall floundered. Jack
Warner (who had bought her contract from Hawks) attempted to
boost her career by building up her role in the already completed The
Big Sleep (in which she was again directed by Hawks). Retakes and
new scenes were added to this most confusing film, injecting the
qualities that had made her famous—primarily her aloof bearing and
on-screen chemistry with Bogart (who by that time she had married).
Despite its narrative flaws, The Big Sleep was a box-office success,
and Bacall was back on top.

During her tenure at Warner Brothers she starred in only seven
films—four of them with Bogart. The fan magazines reveled in the
Bogart-Bacall relationship, which only added to their growing popu-
larity as a screen team. Nevertheless, Bacall continually fought with
Jack Warner over her assignments, rejecting properties she did not
feel would advance her career. This resulted in a series of contract
suspensions. One disagreement in particular made headlines when the
actress announced she could not be cast in the frothy comedy The Girl
from Jones Beach because it required her to appear in a bathing suit.

After leaving Warners in 1950, Bacall experimented with a wider
range of material, succeeding at both comedy (How to Marry a Mil-
lionaire) and high drama (Written on the Wind). Her beloved Bogie
died in 1957; four years later, she married Jason Robards Jr., and her
screen appearances became even less frequent. It was not until the
1970s, when Bacall made the transition to character actress, that her
work in films took on a new direction. While not incapable of offering
solid performances (as she did in the John Wayne Western The
Shootist), Bacall too often has come to play herself—a sophisticated,
cosmopolitan woman of taste—in such films as Mr. North and Ready
to Wear.

Concurrent with her film career, she has appeared in series
television (The Rockford Files) and television movies (Perfect Gen-
tlemen, Dinner at Eight), and has lent her distinctive voice to many
commercials. Her work on stage is noteworthy—particularly her
performances in the comedies Cactus Flower and Waiting in the
Wings and the musicals Applause and Woman of the Year.

In 1996, Bacall enjoyed a critical resurgence with what was by far
her best screen role in years (if not decades). In Barbra Streisand’s
The Mirror Has Two Faces, she played yet another urban sophisti-
cate, this one a self-centered Manhattanite. But here, the part was
meaty, not merely window dressing but a major component of the
story. As a result, Bacall won kudos and awards for her knowing
performance. Three years later, she appeared to lesser effect as
a madam in Diamonds, in which she was teamed with Kirk Douglas.
The two had been friends since the 1940s, and their pairing served as

a nostalgic nod to the glories of Old Hollywood star power. Today,
Bacall remains one of few surviving major stars of the 1940s, having
worked in Hollywood’s Golden Age with such luminaries as Bogart,
Hawks, John Huston, Gary Cooper, Lionel Barrymore, Edward G.
Robinson, and Vincente Minnelli. Her two autobiographies, com-
bined with her performance in The Mirror Has Two Faces, serve as
the finishing touches to her career. As she nears eighty, Bacall offers
proof that you can get old without losing your looks, or your sense
of style.

—Joanne L. Yeck, updated by Audrey E. Kupferberg

BACON, Kevin

Nationality: American. Born: Philadelphia, Pennsylvania, 8 July
1958. Education: Studied at Circle in the Square Theatre School;
Manning Street Actor’s Theatre. Family: Married the actress Kyra
Sedgwick, son: Travis, and daughter: Sosie Ruth. Career: Appeared
in daytime TV series Search for Tomorrow and The Guiding Light;
1978—off-Broadway debut in Getting Out; film debut in National
Lampoon’s Animal House; 1983—Broadway debut in Slab Boys;
1984—appeared in live TV special Mr. Roberts, as Ensign Pulver;
1996—film directorial debut with Losing Chase (for Showtime).
Awards: Obie Award for Distinguished Performance, for Forty
Deuce, 1981; Best Actor, Broadcast Critics Association, for Murder
in the First, 1995. Agent: Creative Artists Agency, 9830 Wilshire
Boulevard, Beverly Hills, CA 90212, U.S.A.

Films as Actor:

1978 National Lampoon’s Animal House (Landis) (as Chip Diller)

1979 Starting Over (Pakula); The Gift (Don Taylor—for TV)
(as Teddy)

1980 Hero at Large (Davidson) (as 2nd teenager); Friday the 13th
(Cunningham) (as Jack)

1981 Only When I Laugh (It Hurts Only When I Laugh) (Glenn
Jordan) (as Don)

1982 Forty Deuce (Morrissey) (as Rickey); Diner (Levinson) (as
Fenwick)

1983  The Demon Murder Case (The Rhode Island Murders) (Hale—
for TV) (as Kenny Miller); ‘‘Alexandra’s Story’’ ep. of
Enormous Changes at the Last Minute (Trumps) (Bank—
for TV, re-released theatrically in 1985) (as Dennis)

1984 Footloose (Ross) (as Ren MacCormack)

1986  Quicksilver (Donnelly) (as Jack Casey)

1987 White Water Summer (Rites of Summer) (Bleckner) (as Vic);
Planes, Trains and Automobiles (Hughes) (as Taxi Racer);
Lemon Sky (Egleson—for TV) (as Alan)
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Kevin Bacon (center), with Bill Paxton (left) and Tom Hanks in Apollo 13

1988

1989

1990

1991

1992
1994

1995

1996

1997

1998
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End of the Line (Jay Russell) (as Everett); She’s Having
a Baby (Hughes) (as Jefferson ‘‘Jake’” Briggs)

Criminal Law (Campbell) (as Martin Thiel); The Big Picture
(Christopher Guest) (as Nick Chapman)

Tremors (Underwood) (as Valentine McKee); Flatliners
(Schumacher) (as David Labraccio)

Queens Logic (Rash) (as Dennis); He Said, She Said (Kwapis
and Marisa Silver) (as Dan Hanson); Pyrates (Noah Stern—
released direct to video) (as Sam); JFK (Oliver Stone) (as
Willie O’Keefe)

A Few Good Men (Rob Reiner) (as Capt. Jack Ross)

The Air Up There (Glaser) (as Jimmy Dolan); The River Wild
(Hanson) (as Wade)

Murder in the First (Rocco) (as Henri Young); Apollo 13 (Ron
Howard) (as Jack Swigert); Balto (Wells—animation) (as
voice of Balto)

Sleepers (Levinson) (as Nokes)

Picture Perfect (Gordon) (as Sam Mayfair); Telling Lies in
America (Ferland) (as Billy Magic)

Wild Things (McNaughton) (as Ray Duquette) (+ exec pr)

- T

»-

1999 Stir of Echoes (Koepp) (as Tom Witzky); My Dog Skip
(Russell) (as Jack Morris)

2000 Hollow Man (Verhoeven) (as Sebastian Caine); We Married
Margo (Shapiro) (as himself); Novocaine (Atkins)

Film as Director:

1996 Losing Chase (for TV)

Publications

By BACON: articles—

“Totally Candid Kevin Bacon,”” interview with Chris Chase, in
Cosmopolitan (New York), September 1994.

‘25 Helpings of Kevin Bacon,”” interview with Ray Rogers, in
Interview (New York), October 1994.
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“‘Kevin Bacon Wants to Be the Guy,”” interview with Holly Sorensen, in
Premiere (New York), March 1995.

“‘Leading Edge,”’ interview with Bart Mills, in Time Out (London),
29 November, 1995.

Interview with Mark Salisbury, in Empire (London), no. 79, 1996.

On BACON: articles—

Lubow, Arthur, ‘‘Footloose Fever,”” in People Weekly (New York),
2 April 1984.

Saban, S., ‘‘Bacon Bounces Back,”’ in Movieline (Escondido, Cali-
fornia), December 1992.

‘“Making Waves,’” in Film Review (London), March 1995.

Noomen, Erik, ‘‘Six Degrees of Kevin Bacon,’” in Skrien (Amster-
dam), December—January 1997-1998.

The good-looking, WASPish Kevin Bacon has had a shaky but
generally respected acting career, both in the American cinema and
on the New York stage. For a time in the mid-eighties, Bacon was
considered a major star, but because of a number of poor project
choices and a certain stiffness the actor displays on camera he has not
quite maintained his major rank. In the 1990s Bacon reestablished
himself as something of a character actor playing the kind of sexy,
dangerous roles he began his career with and he seems poised to
follow many of his colleagues into directing.

By the time Herbert Ross’s Footloose came out in 1984, vaulting
Bacon to stardom, he had already made an impression on critics with
his drugged-out gay hustler Ricky in the off-Broadway production
Forty Deuce and as Fenwick in Barry Levinson’s 1982 sleeper, Diner.
While the former is virtually unknown outside the New York Village
scene (the Paul Morrissey film adaptation starring Bacon and Orson
Bean was barely released), Bacon’s performance in it exemplifies his
appeal to directors looking for attractive young actors willing to throw
vanity aside and play unglamorous, unlikable people. (Ricky was
a character Bacon would recreate, to a certain extent, for Oliver
Stone’s J.F.K.) Bacon’s praised work as the intelligent but foolish and
self-destructive Fenwick in Diner is also part of this actors’ tradition
Bacon still subscribes to.

It almost seems an anomaly that Bacon wound up in Footloose,
one of the shallower films in his credits (and a role he did not seem
quite comfortable with), but the film was a major blockbuster and it
seemed to increase anticipations that the 25-year-old actor would
become a major star. Expectations were suddenly very high, but
Bacon tellingly chose to claim a kinship with the stage in a live
television performance of the play Mr. Roberts (as Ensign Pulver)
a month after Footloose’s record-breaking run had begun.

While Bacon might have done well to swing back and forth from
“‘acting’’ on stage (and in independent cinema) and ‘‘starring’’ in
major studio films, the choices offered him in these realms were often
second-rank. Quicksilver was Bacon’s Footloose follow-up, but
critics and audiences ignored the formulaic picture. Lemon Sky was an

actorly realization of a Lanford Wilson script for American Play-
house, but, aside from giving Bacon an opportunity to act with his
future wife Kyra Sedgwick, it did little to further his career. Some of
Bacon’s best work in the late eighties was either in poor films (his
brilliant psychopath Martin Thiel, opposite Gary Oldman, in Crimi-
nal Law) or in fine, but little-seen pictures (such as the winsome sci-fi
pastiche Tremors). Bacon enjoyed moderate success in She’s Having
a Baby as an expectant father opposite Elizabeth McGovern but his
next major comedy The Big Picture, a satire of Hollywood, was
barely released. By the nineties, Bacon seemed to star only in critical
and box-office disappointments such as He Said, She Said and The Air
Up There.

Bacon did regain some cachet in such ensemble films as Queens
Logic and Apollo 13 (as a touchingly portrayed Jack Swigert) but it
was in character roles that he most impressed nineties audiences.
Bacon returned to hustling, distinguishing himself in a cast of heavy-
hitters, in J.F.K.; played a convincingly menacing military lawyer for
Rob Reiner in A Few Good Men; held his own against Meryl Streep in
The River Wild; and surprised many observers with his nearly operatic
turn as Henri Young, an inmate driven mad by the conditions of
Alcatraz in Murder in the First. As the nineties continued, Bacon
reteamed with Barry Levinson for the ensemble film Sleepers,
co-starring Robert De Niro, Brad Pitt, and Jason Patric but his future
may place him more often behind the camera. Bacon’s directorial
debut, the Showtime film Losing Chase, premiered at Sundance in
1996 to enthusiastic responses. While the project was hampered by
a contrived script, its surefooted style and uniform acting excellence
indicates that Bacon may harbor considerable talents as a director.

—Daniel Humphrey

BAKER, (Sir) Stanley

Nationality: British. Born: Ferndale, Rhondda Valley, Wales, 8 Feb-
ruary 1928. Education: Schools in Ferndale. Military Service:
1946-48—served in Royal Army Service Corps. Family: Married
Ellen Martin, 1950, three sons, one daughter. Career: 1943—film
debut in Underground; 1943-49—concentrated on stage acting in
repertory work in Birmingham and London; 1953—critical attention
for role in film The Cruel Sea; 1960—with Joseph Losey and Alun
Owen formed Cambria Films; c¢.1963—formed Diamond Produc-
tions with Cy Endfield, began co-producing some of his films;
1967—formed Oakhurst Productions with Michael Deeley; 1968-76—
Director, Harlech TV; 1972-76—in TV series How Green Was My
Valley. Knighted 1976. Died: In Malaga, Spain, 28 June 1976.

Films as Actor:

1943 Undercover (Underground) (Nolbandov) (as Peter)
1948  Obsession (The Hidden Room) (Dmytryk)
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Stanley Baker (left) with Irene Papas, Gregory Peck, Anthony Quinn, and James Darren in The Guns of Navarone

1949

1950

1951

1952

1953

1954

1955

1956

1957
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All over the Town (Twist) (as Barnes)

Your Witness (Eye Witness) (Montgomery) (as Sgt. Bannoch);
Lilli Marlene (Crabtree) (as Evans)

The Rossiter Case (Searle) (as Joe); Cloudburst (Searle) (as
Milkman); Home to Danger (Fisher) (as Willie Dougan);
Captain Horatio Hornblower R.N. (Walsh) (as Mr. Harrison)

Whispering Smith Hits London (Whispering Smith vs. Scot-
land Yard) (Searle) (as reporter)

The Cruel Sea (Frend) (as First Officer Bennett); The Red
Beret (The Paratrooper) (Young) (as Breton); The Tell-
Tale Heart (Williams) (as Edgar Allan Poe); Hell Below
Zero (Robson) (as Erik Bland)

The Good Die Young (Gilbert) (as Mike); The Beautiful
Stranger (Twist of Fate) (Miller) (as Louis Galt); Knights of
the Round Table (Thorpe) (as Mordred)

Helen of Troy (Wise) (as Achilles); Richard III (Olivier) (as
Henry Tudor)

Alexander the Great (Rossen) (as Attalus); Child in the House
(De Lautour and Endfield) (as Stephen Lorimer); A Hill in
Korea (Hell in Korea) (Amyes) (as Corporal Ryker);
Checkpoint (Thomas) (as O’Donovan)

Hell Drivers (Endfield) (as Tom Yatley); Campbell’s King-
dom (Thomas) (as Owen Morgan); Violent Playground
(Dearden) (as Sgt. Truman)

1958
1959

1960

1961
1962

1963

1965

1967

1968

1969

Sea Fury (Endfield) (as Abel Hewson)

The Angry Hills (Aldrich) (as Konrad Heisler); Yesterday’s
Enemy (Guest) (as Captain Langford); Jet Storm (Endfield)
(as Captain Bardow); Blind Date (Chance Meeting) (Losey)
(as Inspector Morgan)

Hell Is a City (Guest) (as Inspector Martineau); The Criminal
(The Concrete Jungle) (Losey) (as Johnny Bannion)

The Guns of Navarone (Thompson) (as C.P.O. Brown)

Sodoma e Gomorra (Sodom and Gomorrah; The Last Days of
Sodom and Gomorrah) (Aldrich and Leone) (as Astaroth);
Eva (Eve) (Losey) (as Tyvian Jones); In the French Style
(Parrish) (as Walter Beddoes); A Prize of Arms (Owen) (as
Turpin); The Man Who Finally Died (Lawrence) (as
Joe Newman)

Zulu (Endfield) (as Lt. John Chard) (+ co-pr)

Dingaka (Uys) (as Tom Davis); Sands of the Kalahari (Endfield)
(as Bain) (+ co-pr); One of Them Is Named Brett (Graef) (as
narrator); Who Has Seen the Wind? (Sidney—for TV)

Accident (Losey) (as Charley); Robbery (Yates) (as Paul
Clifton) (+ co-pr); Code Name Heraclitus (for TV)

La ragazza con la pistola (The Girl with the Pistol) (Monicelli)
(as Dr Osborne)

Where’s Jack (Clavell) (as Jonathan Wild) (+ co-pr); The
Games (Winner) (as Bill Oliver)
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1970 Perfect Friday (Hall) (as Mr. Graham); The Last Grenade
(Flemyng) (as Major Harry Grigsby); Popsy Pop (The 21
Carat Snatch) (Herman) (as Inspector Silva)

1971  Una lucertola con la pelle di donna (A Lizard with a Woman’s
Skin; Schizoid) (Fulci) (as Inspector Corvin)

1972 Innocent Bystanders (Collinson) (as John Craig)

1975 Zorro (Tessari) (as Huerta); Orzowei (Yves Allégret)

1976  Petita Jimenez (Bride to Be) (Alba) (as Pedro de Vargas)

Films as co-producer:

1969  The Italian Job (Collinson)
1970 Colosseum and Juicy Lucy (Palmer)

Publications

By BAKER: article—

“‘Playing the Game,”’ in Films and Filming (London), August 1970.

On BAKER: book—

Storey, Anthony, Stanley Baker: Portrait of an Actor, London, 1977.

On BAKER: article—

“‘Stanley Baker,”” in Ecran (Paris), September 1978.

Almost alone in the British postwar cinema, Stanley Baker em-
bodied the essence of working-class ability to command. A Welsh-
miner chunkiness put aristocratic roles beyond him, a deficiency on
which he capitalized by playing the self-motivated man in charge—
minor military officer, professional criminal, cop—who gets a dirty
job done.

Years of servitude as an unsympathetic support performer in
British programme films (notably as a gluttonous officer in The Cruel
Sea) ended with Robert Wise’s Helen of Troy: his strutting Achilles
radiated power and arrogance. Thereafter, a shrewd association with
exiled left-wing Hollywood directors Joseph Losey and Cy Endfield
led to his gaining highly effective roles in three Endfield thrillers and
as a sadistic professional thug or equally ruthless cop in Losey’s The
Criminal and Blind Date, Val Guest’s Hell Is a City, and Cliff Owen’s
A Prize of Arms.

In association with the South African-born Endfield, Baker
co-produced and starred in Zulu and Sands of the Kalahari. In Zulu, as

a pragmatic Lieutenant of Engineers, struggling to fortify Rorke’s
Drift against Cetewayo’s imminent hordes and the more pressing
pomposity of an aristocratic Michael Caine, Baker showed a maturing
talent for finely shaded performance. He sustained it in Robbery as the
criminal mastermind of the so-called Great Train Robbery. But
Baker’s most improbable acting success was in the Losey/Pinter
Accident: he offered a brilliantly offhand portrait of an academic-
turned-media-hero, narcissistic, petulant, languid, effortlessly agile in
argument but helpless in anything requiring a trace of humanity.

Baker’s five years in a variety of Italian and French thrillers before
his premature death in 1976 did little justice to a powerful and
distinguished performer.

—John Baxter

BANCROFT, Anne

Nationality: American. Born: Anna Maria Luisa Italiano in the
Bronx, New York, 17 September 1931. Education: Attended Public
School 12 and Christopher Columbus High School, the Bronx;
studied at American Academy of Dramatic Arts, New York, 1948-50,
with Herbert Berghof, 1957, and at the Actors Studio, New York,
1958. Family: Married 1) Martin A. May, 1953 (divorced 1957);
2) the director Mel Brooks, 1964, son: Maximilian. Career: 1950—
first TV appearance (as Ann Italiano) in Turgenev’s The Torrents of
Spring; 1951—contract with 20th Century-Fox; chose name ‘‘Anne
Bancroft’’ from list submitted to her by Darryl Zanuck; 1952—film
debut in Don’t Bother to Knock; 1953—resumed TV work; 1955—
two-picture contract with Columbia; 1958-59—Broadway appear-
ances in Two for the Seesaw and The Miracle Worker; 1970s—
Broadway appearances in The Devils and Golda; mid-1970s—attended
American Film Institute’s Woman’s Directing Workshop and directs
first film, The August (never released); 1980—wrote and directed
Fatso for 20th Century-Fox; 1994—in TV mini-series The Oldest
Living Confederate Widow Tells All. Awards: Best Actress Academy
Award and Best Foreign Actress, British Academy, for The Miracle
Worker, 1962; co-recipient: Best Actress, Cannes Festival, and Best
Foreign Actress, British Academy, for The Pumpkin Eater, 1964;
Best Actress, British Academy, for 84 Charing Cross Road, 1988.
Address: c/o Toni Howard, William Morris Agency, 151 EL Camino
Drive, Beverly Hills, CA 9021, U.S.A.

Films as Actress:

1952  Don’t Bother to Knock (Baker) (as Lyn Leslie)

1953 Treasure of the Golden Condor (Daves) (as Marie); Tonight
We Sing (Leisen) (as Mrs. Sol Hurok); The Kid from Left
Field (Jones) (as Marian)
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1956

1962
1963
1965

1967
1970
1972
1975

1976
1977
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Anne Bancroft and Dustin Hoffman in The Graduate

Demetrius and the Gladiators (Daves) (as Paula); The Raid
(Fregonese) (as Katy Bishop); Gorilla at Large (Jones) (as
Laverne Miller); A Life in the Balance (Horner) (as Maria
Ibinia); New York Confidential (Rouse) (as Kathy Lupo)

The Naked Street (Shane) (as Rosalie Regalzyk); The Last
Frontier (Mann) (as Corinna Marston)

Walk the Proud Land (Hibbs) (as Tianay); The Girl in Black
Stockings (Koch) (as Beth Dixon); Nightfall (Tourneur) (as
Marie Gardner); The Restless Breed (Dwan) (as Angelita)

The Miracle Worker (Penn) (as Annie Sullivan)

The Pumpkin Eater (Clayton) (as Jo Armitage)

The Slender Thread (Pollack) (as Inga Dyson); Seven Women
(Ford) (as Dr. D. R. Cartwright)

The Graduate (Nichols) (as Mrs. Robinson)

Arthur Penn (Hughes—doc) (as an interviewee)

Young Winston (Attenborough) (as Lady Randolph Churchill)

The Prisoner of Second Avenue (Frank) (as Edna); The
Hindenburg (Wise) (as the Countess)

Lipstick (Johnson) (as Carla Bondi); Silent Movie (Mel Brooks)

The Turning Point (Ross) (as Emma Jacklin)

1979
1980
1983
1984
1985
1986

1988

1989
1992

1993

1995

1996
1997
1998

Jesus of Nazareth (Zeffirelli) (as Mary Magdalene)

The Elephant Man (Lynch) (as Mrs. Kendal)

To Be or Not to Be (Mel Brooks) (as Anna Bronski)

Garbo Talks (Lumet) (as Estelle Rolfe)

Agnes of God (Jewison) (as Sister Miriam Ruth)

‘night, Mother (Moore) (as Thelma Cates); 84 Charing Cross
Road (Jones) (as Helene Hanff)

Torch Song Trilogy (Bogart) (as Ma)

Bert Rigby, You’re a Fool (Carl Reiner) (as Meredith Perlestein)

Broadway Bound (Bogart); Love Potion No. 9 (Launer) (as
Madame Ruth); Honeymoon in Vegas (Bergman) (as Bea
Singer); Mrs. Cage (for TV)

Point of No Return (Badham) (as Amanda); Mr. Jones (Figgis)
(as Dr. Catherine Holland); Malice (Becker) (as Claire
Kennsinger)

How to Make an American Quilt (Moorhouse) (as Glady Jo)
Home for the Holidays (Foster) (as Adele Larson)

Homecoming (Jean) (as Grandma)

G.I. Jane (Scott) (as Lillian DeHaven)

Great Expectations (Cuaron) (as Nora Dinsmoor); Mark
Twain’s America in 3D (Low) (as Narrator)
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1999  Deep in My Heart (Kern—for TV) (as Gerry Cummins)

2000 Keeping the Faith (Norton); Up at the Villa (Haas) (as
Princess San Ferdinando)

2001 Breakers (Mirkin); Haven (Gray—for TV)

Film as Director and Scriptwriter:

1980 Fatso (+ ro as Antoinette)

Publications

By BANCROFT: articles—

Interview with Allan Hunter, in Films and Filming (London), May 1987.
Interview with T. Casablanca, in Premiere (Boulder), December 1995.

On BANCROFT: book—

Holtzman, Will, Seesaw, A Dual Biography of Anne Bancroft and Mel
Brooks, New York, 1979.

On BANCROFT: articles—

Current Biography 1960, New York, 1960.

Arthur, Karen, ‘‘Anne Bancroft: She Paid Her Dues,’’ in Close-Up:
The Movie Star Book, edited by Danny Peary, New York, 1978.

“‘Anne Bancroft,”” in Ecran (Paris), September 1978.

Haspiel, J. R., ‘“‘Anne Bancroft: The Odyssey of Ruby Pepper,’” in
Films in Review (New York), January 1980.

““‘Anne Bancroft,”” in Film Dope (London), March, 1982.

Roth-Bettoni, Didier, ‘‘“Troublez-nous encore,’” in Revue du Cinéma
(Paris), May 1990.

Once upon a time, one could count on Anne Bancroft for
consistent brilliance. As youth faded, she rushed prematurely into
character work and dismayed those who fondly recalled the slinky
glamor of her TV variety specials. Why survive being manhandled by
a gorillain 3-D, silence your naysayers by winning two Tony awards,
an Emmy, and an Oscar, only to specialize in irascibly cute character
roles (Home for the Holidays)? And yet, how can one censure her for
playing the steady work game, when Hollywood cavalierly wastes the
most gifted actresses of her era (Julie Harris, Gena Rowlands, and
others).

Never garnering less than laudatory notices (Don’t Bother to
Knock, A Life in the Balance) during her starlet period, Bancroft

showed her moxie by fleeing the twilight time of contractual stardom
and resurrecting her career with two consecutive Broadway smashes.
Although Two for the Seesaw disintegrated on-screen with Shirley
MacLaine’s gamine overload, director Arthur Penn fought for his
original theater stars to shine in his trenchant visualization of The
Miracle Worker. After her Oscar victory, Bancroft won universal
acclaim as a housewife imprisoned by her own maternal instinct (The
Pumpkin Eater), then reversed this victim image and became a sixties
icon as The Graduate’s Mrs. Robinson, a suburban mom manqué who
might have died laughing at Stella Dallas’s nobility. Occasionally
recharging herself with Broadway stints (The Devils, Golda), Bancroft’s
finest hour in the seventies was a still-cherished TV variety special,
Annie: The Women in the Life of a Man, which showcased a dazzling
musical comedy brio (that briefly resurfaced in her husband’s 7o Be
or Not to Be remake where Bancroft’s tomfoolery bore favorable
comparison with Carole Lombard’s).

Although The Turning Point restored melodrama to transitory
box-office glory, Bancroft’s Daughter-of-Bette-Davis thesping barely
tapped her resources. And if 84 Charing Cross Road was stagebound
and Garbo Talks was gimmicky, Bancroft evidenced enough magnet-
ism to transform medium and long shots into personal close-ups. In
addition to wasting her time with great lady stints in Young Winston
and Elephant Man, she sugarcoated otherwise perceptive interpreta-
tions of vinegary characters (Agnes of God, 'night, Mother) with her
own desire to be liked. Through all the years of compromised
performances, however, Bancroft rebounded again and again. In
virtual cameos in Malice and Point of No Return, she electrified
stalled escapism with mini tour de forces in which a lifetime of
training pulsed through every gesture.

Television has been particularly stimulating for Bancroft who
spilled an entire Crayola box of colors over her elegist role in The
Oldest Living Confederate Widow Tells All. As the careworn home-
maker railing against obsolescence in Mrs. Cage, Bancroft was
a virtuoso clearly deserving of the epithet, great actress. Proving her
outbreaks of hamminess aren’t chronic, she displayed a rock-like
resolve as a grandmother refusing to surrender to tenderness in 1996’s
Homecoming. Her affinity for the small screen was once again
demonstrated with her trenchant performance in the melodramatic
Deep in My Heart. When she attacked her roles cleanly without
fussbudget mannerisms or a conspiratorial wink, she was surpassingly
effective.

On the big screen, her problem has been less one of mis-
application than over-application of her gifts, particularly a tornadic
delivery, which many directors, seem incapable of harnessing.

For someone who rejected the role of Mommie Dearest, she often
seems to be out-Dunawaying Faye. Apparently, the old reliable
Bancroft was unavailable for the filming of Michael Cimino’s pious
drivel, Sunchaser, because over-the-top Anne blasted viewers out of
their seat with a saccharine cameo as an alternative medicine practi-
tioner. Is it any wonder she would load up a fusillade of acting tricks,
when a mere volley would serve unworthy roles better—you could
sense this short-changed performer’s anger in How to Make an
American Quilt, because she had been given nothing but attitudes to
play. The potential for a moving experience featuring wonderful,
seasoned actresses was botched in an attempt to have them prop up
their less interesting star, Winona Ryder.
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And yet, she continued astonishing fans in the oddest of places,
none odder than a Demi Moore vehicle, GI JANE, in which she bent
her Anna Magnani-intensity to serve her characterization as a cold-
bloodedly pragmatic senator, trading in feminist causes to promote
her own glory. Every time one’s heart leapt with joy, however, the
false Anne returned with a vengeance, as in Great Expectations.
This MTV-style update was as exhaustively excessive as the recent
BBC production (with Charlotte Rampling also falling short) was
enervatingly muffled. Outfitted like a crone version of Jean Shrimpton,
Bancroft portrayed Miss Haversham as a victim of fashion, not
passion. As futilely grotesque a performance as you will ever see,
Bancroft comported herself like a John Waters discovery on Crystal-
Meth. Of course, she didn’t bore you like De Niro does in his cameo,
but she was brutalized by a director who used her for camp relief in
a bankrupt re-conception of Dickens. Will she rediscover, at this late
career juncture, the ability to simmer instead of boil over? (Not on the
evidence of her cutesy turn in Edward Norton’s directorial debut,
Keeping the Faith.) Self-defeatingly, she seems to be undermining the
adage that there are no small parts, only small actors, into a new
proposition: There are only showy parts for veteran actors too big for
small parts.

—Robert Pardi

BANDERAS, Antonio

Nationality: Spanish. Born: José Antonio Dominguez Banderas in
Malaga, 10 August 1960. Family: Married 1) the actress Ana Leza
1988 (divorced 1996); 2) the actress Melanie Griffith 1996, daughter.
Education: Began four-year course of studies in classics at Malaga’s
School of Dramatic Art, 1974. Career: 1980—moved to Madrid in
search of professional career as actor; 1981—stage debut with Spain’s
National Theatre in Los Trantos; 1982—film debut in Laberinto de
Pasiones, the first of five films for director Pedro Almodévar; 1992—
U.S. film debut in The Mambo Kings. Agent: Creative Artists
Agency, 9830 Wilshire Boulevard, Beverly Hills, CA 90212, U.S.A.

Films as Actor:

1982 Laberinto de Pasiones (Labyrinth of Passion) (Almodévar)
(as Sadec); Pestarias Postizas (False Eyelashes) (Belloch);
Y Del Seguro, Libranos Serior (And Surely Set Us Free
Lord) (del Real)

1983  El Seiior Galindez (Mr. Galindez) (Khun) (as Eduardo)

1984 El Caso Almeria (The Almeria Case) (Costa); Los Zancos
(The Stilts) (Saura) (as Alberto)

1985 Caso Cerrado (Closed Case) (Arecha); Réquiem por un
Campsino Espaiiol (Requiem for a Spanish Peasant) (Betriu)
(as Paco); La Corte de Faraon (The Court of the Pharaoh)
(Sanchez) (as Friar José)

1986 27 Horas (27 Hours) (Armendariz); Puzzle (Comeron); Mata-
dor (Bullfighter) (Almodévar) (as Angel Giménez)
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1987 Asi Como Habian Sido (The Way They Were) (Linares) (as
Damian); La Ley del Deseo (The Law of Desire) (Almodévar)
(as Antonio Benitez)

1988 El Placer de Matar (The Pleasure of Killing) (Rotaeta); Baton
Rouge (Moleén) (as Antonio); Mujeres al Borde de un
Ataque de Nervios (Women on the Verge of a Nervous
Breakdown) (Almodévar) (as Carlos); Bajarse al Moro
(Going South Shopping) (Colomo) (as Alberto)

1989  SiTe Dicen Que Cai (If They Tell You That I Fell) (Aranda) (as
Marcos); La Blanca Paloma (The White Dove) (Minon)
(as Mario)

1990 ;Atame! (Tie Me Up! Tie Me Down!) (Almoddvar) (as Ricki);
Contra el Viento (Against the Wind) (Perinan) (as Juan)

1991 Terra Nova (New Land) (Salvo); Truth or Dare (In Bed with
Madonna) (Keshishian) (as himself); Cuentos de Borges I
(Borges Tales Part I) (Vera) (as Rosendo Judrez)

1992 The Mambo Kings (Glimcher) (as Nestor Castillo); Una
Mujer Bajo la Lluvia (A Woman in the Rain) (Vera)
(as Miguel)

1993 ;Dispara! (Outrage; Shoot!) (Saura) (as Marcos); Philadel-
phia (Jonathan Demme) (as Miguel Alvarez); The House of
the Spirits (August) (as Pedro)

1994  Interview with the Vampire (Neil Jordan) (as Armand); Of
Love and Shadows (Kaplan) (as Francisco)

1995 Miami Rhapsody (Frankel) (as Antonio); Never Talk to Strang-
ers (Hall) (as Tony Ramirez); Assassins (Richard Donner)
(as Miguel Bain); Desperado (El Mariachi 2) (Rodriguez)
(as El Mariachi); ‘‘The Misbehavers’’ ep. of Four Rooms
(as the Father)

1996 Two Much (Trueba) (as Art and Bart Dodge); Evita (Alan
Parker) (as Che Guevara)

1998  The Mask of Zorro (Campbell) (as Alejandro Murrieta/Zorro)

1999  The 13th Warrior (McTiernan) (as Ahmad Ibn Fadlan); The
White River Kid (Glimcher) (as Morales Pittman); Play it to
the Bone (Shelton) (as Cesar Dominguez)

2000 Original Sin (Cristofer) (as Louis Varga); The Body (McCord)
(as Matt)

2001 Spy Kids (Rodriguez)

Publications

By BANDERAS: articles—

Interview with Frederick Kaufman, in Interview (New York), May 1990.
Interview with Alex McGregor, in Time Out (London), May 20, 1992.
Interview with Roald Rynning, in Time Out (London), March 9, 1994.

On BANDERAS: articles—

Bethany, Marilyn, ‘‘Banderas Plays On,’” in Premiere (New York),
March 1994,

Ryan, James, ‘‘Antonio’s Secret,”” in Vogue (New York), Janu-
ary 1995.

Johnson, Hillary, ‘“My Antonio,”” in Harper’s Bazaar (New York),
August 1995.
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Antonio Banderas in The Mask of Zorro

Ansen, David, ‘‘A Neo-Latin Lover,”” in Newsweek (New York),
4 September 1995.

Gelman-Waxner, Libby, ‘‘My Antonio,”’ in Premiere (New York),
November 1995.

In the tradition of Rudolph Valentino, whom the actor was to have
portrayed in Nagisa Oshima’s abortive 1992 film, Hollywood Zen,
Antonio Banderas, with his sensuous, seductive charm and his black,
curly hair, has become the Latin Lover for the 1980s and 1990s. “‘Is
that man beautiful or what?’’ asks Madonna in Truth or Dare, and
through his ambivalent on-screen attitude towards both gay and
straight sex, Banderas has been able to persuade women and men to
endorse Madonna’s opinion. He must be the only actor to have graced
the covers of the national gay publication, The Advocate (8 February
1994) and GQ (December 1995).

Banderas made ‘‘an irrational decision’’ to become an actor after
seeing the performers appear nude in a 1974 Spanish production of
Hair. And that same openness in regard to sex and nudity has been

a prevailing factor in his career. He made his debut in Pedro
Almodévar’s Labyrinth of Passion, playing a gay terrorist who
French kisses and fondles the genitals of leading man Imanol Arias. In
Almodévar’s The Law of Desire, which helped make Banderas an
international star, the actor gives an extraordinary performance as
a young man losing his virginity to a director with whom he is
besotted and whom he later dominates to the point of obsession. The
seduction sequence in which the Banderas character is anally pene-
trated with the camera fixed in close up on the actor’s face is
remarkable not only for the thoughts that the viewer perceives as
passing through his mind but also for the physical position in which
Almodoévar has placed his performer. In that The Law of Desire is,
apparently, semiautobiographical, one can only agree with the critics
who suggested that Banderas had become Jose Dallesandro to
Almodévar’s Warhol.

It is Almodévar who nurtured Banderas’s career, casting him as
a bullfighting student who faints at the sight of blood in Matador, and
as the former psychiatric patient whose obsession with a porno actress
leads to S&M and bondage in Tie Me Up! Tie Me Down! The
professional relationship with Almodévar obviously led to the actor’s
casting in a gay role in his second feature, False Eyelashes, but his
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later Spanish films gave Banderas wider scope for his talents. At least
three, Requiem for a Spanish Peasant, If They Tell You That I Fell,
and The Court of Pharaoh, deal with Spain’s fascist era. His willing-
ness to experiment on screen with any role led Banderas to accept
leading roles in the first films of directors Enrique Belloch, Pedro
Costa, Juan Cano Arecha, Andrés Linares, Felix Rotaeta, and Rafael
Moleén.

The American films are not the equal of those from Spain.
Banderas’s casting as a Cuban in The Mambo Kings was ill-con-
ceived, as have been efforts to present him as an action hero in
Assassins and Desperado. He was wasted in the small role of Tom
Hanks’s lover in Philadelphia. All that Banderas’s American work
has done is advance his image as a sex symbol. In 1992, People
magazine named him one of the 50 Most Beautiful People in the
World, and that same year, at the Academy Awards presentation,
Billy Crystal described the actor as ‘‘the sexiest man alive,”” as
Banderas presented an award with Sharon Stone (with whom he
co-starred in a Freixenet champagne advertisement, directed by Bigas
Luna). Unfortunately, as Caryn James wrote in the New York Times
(21 October 1995), reviewing Never Talk to Strangers, Banderas and
a mediocre script is ‘‘not an odd situation these days,”” and as the
actor begins to look haggard and show signs of aging, it is obvious
that a major career reevaluation is needed.

—Anthony Slide

BARDOT, Brigitte

Nationality: French. Born: Paris, 28 September 1934. Education:
Studied ballet as a child. Family: Married 1) the director Roger
Vadim, 1952 (divorced 1957); 2) the actor Jacques Charrier, 1959
(divorced), son: Nicholas Jacques; 3) Gunther Sachs, 1966 (marriage
dissolved 1969); 4) Bernard d’Ormale, 1992. Career: 1948—a
‘‘dancing model’’ for fashion show in mother’s shop; established as
popular model by 1949: appeared on cover of Elle as ‘“‘BB’’ or
“Bébé’’; 1952—Afilm debut; 1955—refused offer by Warners of
seven-year contract; 1957—New York premiere of And . . . God
Created Woman established U.S. stardom; 1957—three-picture deal
with Columbia for French productions featuring Bardot; 1976—
formed the Foundation for the Protection of Distressed Animals;
1978—speaks before the Council of Europe against the slaughter of
baby seals. Awards: Crystal Star of L’ Acddemie du cinema, 1966;
Chevalier dans I’ordre national de la 1égion d’honneur, 1985.

Films as Actress:

1952  Le Trou normand (Crazy for Love) (Boyer) (as Javotte
Lemoine); Manina, la fille sans voiles (The Lighthouse
Keeper’s Daughter; The Girl in the Bikini) (Rozier) (as
Manina); Les Dents longues (Gélin)

1953  Act of Love (Litvak) (as Mimi); Le Portrait de son pere
(Berthomieu) (as Domino); Si Versailles m’était conté
(Affairs in Versailles; Royal Affairs in Versailles) (Guitry)
(as Mlle. de Rosille)

1954  Tradita (La Notte del nozze; Night of Love) (Bonnard) (as
Anna); Futures vedettes (Sweet Sixteen) (Marc Allégret);
Le Fils de Caroline chérie (Devaivre)
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1955

1956

1957

1958

1959

1960

1961

1962

1963

1964

1965

1966

1967

1968

1969

1970

1971

1973

Helen of Troy (Wise) (as Andraste); Doctor at Sea (Thomas)
(as Helene Colbert); La Lumiére d’en face (The Light
across the Street, The Female and the Flesh) (Lacombe) (as
Olivia Marceau); Les Grandes Manoeuvres (Summer
Manoeuvres; The Grand Maneuver) (Clair) (as Lucie);
Cette Sacrée gamine (Mam’zell Pigalle) (Boisrond)

Mio figlio Nerone (Nero’s Mistress; Nero’s Weekend) (Steno)
(as Poppaea); En effeuillant la Marguerite (Mam’selle
Striptease; Please, Mr. Balzac; While Plucking the Daisy)
(Marc Allégret); Et . . . Dieu créa la femme (And . . . God
Created Woman) (Vadim) (as Juliette Hardy); La Mariée
est trop belle (The Bride Is Much Too Beautiful) (Gaspard-
Huit) (as Chouchou)

Une Parisienne (La Parisienne) (Boisrond) (as Brigitte Laurier);
Les Bijoutiers du clair de lune (The Night Heaven Fell,
Heaven Fell that Night) (Vadim) (as Ursula Desfontaines)

En cas de malheur (Love Is My Profession; In Case of
Adversity) (Autant-Lara) (as Yvette); La Femme et le
pantin (A Woman Like Satan; The Female; The Woman and
the Puppet) (Duvivier) (as Eva)

Babette s’en va-t-en guerre (Babette Goes to War) (Christian-
Jaque) (title role); Voulez-vous danser avec moi? (Come
Dance with Me) (Boisrond) (as Virginia); Le Testament
d’Orphée (The Testament of Orpheus) (Cocteau) (as herself)

La Veérité (The Truth) (Clouzot) (as Dominique Marceau);
L’Affaire d’une nuit (It Happened at Night) (Verneuil)

La Bride sur le cou (Please, Not Now!) (Vadim and Aurel) (as
Sophie); ‘‘Agnes Bernauer’” ep. of Amours célébres
(Boisrond)

Le Repos du guerrier (Il Riposo del guerriero; Warrior’s Rest,;
Love on a Pillow) (Vadim) (as Genevieve Le Theil); La Vie
privée (A Very Private Affair) (Malle) (as Jill)

Tentazioni proibite (Civirani); Le Mépris (Contempt) (Godard)
(as Camille Javal)

Paparazzi (Rozier—doc); Marie Soleil (Bourseiller); Une
ravissante idiote (A Ravishing Idiot; Adorable Idiot; Agent
38-24-36; The Warm-Blooded Spy) (Molinaro) (as Penelope
Light Feather)

Viva Maria (Malle) (as Maria Fitzgerald O’Malley/Maria II);
Dear Brigitte (Koster) (as herself)

Masculin-féminin (Masculine-Feminine) (Godard) (as woman in
a couple)

A coeur joie (Two Weeks in September) (Bourguignon)
(as Cecile)

Shalako (Dmytryk) (as Countess Irina Lazaar); ‘“William
Wilson’’ ep. of Histoires extraordinaires (Tales of Mys-
tery; Spirits of the Dead) (Malle) (as Giuseppina)

Les Femmes (Aurel) (as Clara); L’Ours et la poupée (The Bear
and the Doll) (Deville) (as Felicia)

Les Novices (The Novices) (Casaril)

Les Pétroleuses (The Legend of Frenchie King; The Petro-
leum Girls) (Christian-Jaque) (as Frenchie); Boulevard du
rhum (Rum Runner) (Enrico)

Don Juan 1973 ou Si Don Juan était une femme (Ms. Don
Juan; Don Juan, or if Don Juan Were a Woman) (Vadim);
L’Histoire trés bonne et tres joyeuse de Colinot Trousse-
Chemise (The Happy and Joyous Story of Colinot, the Man
Who Pulls Up Skirts; Colinot) (Companeez); Il soriso del
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Brigitte Bardot

grande tentatore (The Tempter; The Devil Is a Woman)
(Damiani)

Publications
By BARDOT: article—

“‘B.B. contestata de Bardot,”’ interview with M. Alexandrescu, in
Cinema (RM), April 1973.

‘‘Brigitte Bardot, ovvero: vive la difference!”’ interview with Giorgio
Cremonini, June 1983.

““And God Created an Animal Lover,”” interview with Alan Riding,
in New York Times, 30 March 1994.

On BARDOT: books—
Carpozi, George, The Brigitte Bardot Story, New York, 1961.

de Beauvoir, Simone, Brigitte Bardot and the Lolita Syndrome,
London, 1961.

Evans, Peter, Bardot: Eternal Sex Goddess, New York, 1973.

Rosen, Marjorie, Popcorn Venus, New York, 1973.

Crawley, Tony, Bebe: The Films of Brigitte Bardot, London, 1975;
rev. ed., Secaucus, New Jersey, 1994.

Frischauer, Willi, Bardot: An Intimate Biography, London, 1978.

Roberts, Glenys, Bardot: A Personal Biography, London, 1984.

Rihoit, Catherine, Brigitte Bardot: un mythe frangais, Paris, 1986.

Vadim, Roger, Bardot, Deneuve and Fonda: The Memoirs of Roger
Vadim, New York, 1986.

Alion, Yves, Brigitte Bardot, Paris, 1989.

Choko, Stanislas, Brigitte Bardot a I'affiche, Paris, 1992.

French, Sean, Bardot, London, 1994.

Robinson, Jeffrey, Bardot: An Intimate Portrait, New York, 1994.

On BARDOT: articles—

Current Biography 1960, New York, 1960.
Silke, J., ““The Tragic Mask of Bardolatry,”” in Cinema, (Beverly
Hills), no. 2, 1962.
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Durgnat, Rayond, ‘‘B. B.,”” in Films and Filming (London), Janu-
ary 1963.

Maurois, A., “B. B.: The Sex Kitten Grows Up,”” in Playboy,
(Chicago), July 1964.

“‘B. B. Mythe ou femme?,”” in Cinéma (Paris), May 1973.

Beylie, C., and G. Braucourt, ‘‘Seven Women and Seven Women,”’
in Ecran (Paris), August-September 1974.

Grant, J., ‘‘Une Femme et des pantins,’” in Cinéma (Paris), May 1977.

Sarne, M., ‘‘A Definition of Stardom,”” in Films and Filming (Lon-
don), October 1978.

Williamson, Bruce, ‘‘Brigitte Bardot,”” in The Movie Star, edited by
Elisabeth Weis, New York, 1981.

1zzo, J.-C., ‘‘Bardot: bonheur perdu,”’ in Cinéma (Paris), 17 Febru-
ary 1988.

Vincendeau, Ginette, ‘‘L’ancien et le nouveau: Brigitte Bardot dans
les années,”’ in CinémAction, March 1993.

Ramasse, Francois, ‘‘Et le scandale arriva,”
August 31, 1994.

Naddaf, Roswitha, ‘60 Jahre und ein bisschen weise? Brigitte Bardot
zum Geburtstag,”” in Film-dienst (K6ln), September 27, 1994.
Hogan, David J., ‘‘Brigitte Bardot. From Playful Sex Kitten to World

Weary Wild Child,”” in Outré (Evanston), I/4, 1995.

in Télérama (Paris),

Jeanne Moreau is rare among filmmakers in giving serious
attention to the career of Brigitte Bardot. ‘‘Brigitte was the real
modern revolutionary character for women,”” she says. ‘‘And Vadim,
as aman and a lover and a director, felt that. What was true in the New
Wave is that suddenly what was important was vitality, emotion,
energy, love, and passion. One has to remember it was Vadim who
started everything, with Bardot.”” It was veteran director Marc
Allégret who noticed the teenage Brigitte Bardot modeling for the
cover of Elle magazine, and later found her some minor film roles.
But his friend and assistant Vadim married her, and directed her in E?
... Dieu créa la femme, the film that cemented her fame and triggered
the nascent nouvelle vague. Vadim did not share Moreau’s unstinting
admiration for Bardot. ‘‘She could portray a character in any sit-
uation—as long as that character was herself.”” No more than a com-
petent actress (just as Vadim is at best an average director) Bardot,
like all true stars, projected one quality that survived even the most
tawdry material. Posing and pouting in suntanned nudity for Et . .
. Dieu créa la femme, Bardot epitomized what Simone de Beauvoir
was later to isolate as ‘‘the Lolita syndrome’’—an infantile, almost
animal sexuality that freed her from all the inhibitions of adulthood.
The innocent daughter or wife, eager for sexual awakening, was arole
she had already played half a dozen times in such films as Manina, la
fille sans voiles and La Lumiere d’en face, but Vadim’s Riviera
melodrama offered the character Eastman-color and CinemaScope,
which made the film more than acceptable to foreign audiences.

Along with the film went Bardot’s increasingly sensational repu-
tation. More than any other actress of the 1960s (and certainly more
than any French performer thrown up by the youth boom) she
fulfilled, on-screen and off, the expectations of her mainly middle-
aged audience. Shrewdly, Vadim placed her opposite not only the
virile young Trintignant and Marquand, but matched her too with
a subsidiary homme de moyen dge in Curt Jurgens. In Une Parisienne,
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she becomes romantically entangled with visiting prince Charles
Boyer (a transparent imitation of the Duke of Edinburgh) to win back
her younger husband’s interest, and she teased improbably with Jean
Gabin in En cas de malheur.

For a decade, newspapers made gleeful capital of Bardot, transpar-
ently incognito in dark glasses, sojourning with her latest boyfriend.
On film, she appeared in Godard’s Le Mépris and Masculin-féminin,
and as herself in Cocteau’s Le Testament d’Orphée, and the American
comedy Dear Brigitte, where she is the love object of a lovable (but
pointedly prepubescent) little boy. She even made a much-publicized
stab at serious acting in Clouzot’s La Vérité, a courtroom drama
which presents the conflicting evidence in a murder case and the
tangled motives that lead a lazy, sexy Parisienne to steal her sister’s
lover, then kill him. Once again more sinned against than sinning,
Bardot pleads the case of the hedonist too sensitive to live by social
rules, but even Clouzot could not induce in audiences the pity needed
to hammer this point home.

Louis Malle, who later directed her opposite Moreau in the
western romp Viva Maria, exploited these parallels more effectively
than anyone in La Vie privée. Bardot the star moons about the Spoleto
festival, frustrated in both love and career, and ponders the Kleist play
being produced by lover Marcello Mastroianni until despair sends her
toppling in slow motion from the heights of the medieval town.

Bardot’s last screen appearances came in 1973. One of her final
films, Don Juan 1973 ou Si Don Juan était une femme, serves as
a pointed demonstration that, even in her forties, she still could play
nude scenes and captivate an audience. It appears unlikely that she
ever will make any sort of celluloid comeback. She has isolated
herself with her causes, focusing on the animals that she was once
thought so much to resemble. Nevertheless, Bardot still remains
apopular figure in the news for her animal-rights activism. Soon after
her exit from movies she founded the Foundation for the Protection of
Distressed Animals, and eventually auctioned her jewels to help fund
the organization; she has been the subject of almost as many *‘inti-
mate’’ and ‘‘personal’’ biographies as her American counterpart,
prefeminist sex icon, Marilyn Monroe.

—John Baxter, updated by Rob Edelman

BARRAULT, Jean-Louis

Nationality: French. Born: Le Vésinet, 8 September 1910. Educa-
tion: Attended College Chaptal and Ecole du Louvre, Paris, received
bachelor’s degree; studied theater with Charles Dullin and panto-
mime with Etienne Decroux. Family: Married the actress Madeleine
Renaud, 1940. Career: Late 1920s—worked as apprentice book-
keeper, flower salesman, and assistant master at College Chaptal;
1931—stage debut in Paris in Volpone at Charles Dullin’s workshop;
1935—stage directorial debut of Autour d’une mere; film debutin Les
Beaux Jours; 1936—founded own theater-workshop, Le Granier des
Augustins; 1940-46—acted and directed with Comédie Francaise;
from late 1940s—with various stage companies, including the Théatre
Marigny and the Théatre de I’Odéon; formed own stage company,
Compagnie Renaud-Barrault, in partnership with wife; 1959—named
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BARRAULT

Jean-Louis Barrault (right) with Gaston Modat in Les Enfants du Paradis

director of Théatre de France at the Théatre de 1’Odéon; produced
Woyzeck for Paris Opera, 1963, and Faust for Metropolitan Opera,
New York, 1965; 1965-67—director of Théatre des Nations; 1968—
removed as director of Théatre de France for siding with students and
workers during May 1968 riots; 1972—-74—again served as director of
Théatre des Nations; 1974-81—director of Théatre d’Orsay. Died: In
Paris, 22 January 1994.

Films as Actor:

1935  Les Beaux Jours (Marc Allégret)

1936 Sous les yeux d’Occident (Marc Allégret); A nous deux,
Madame la vie (Mirande); Un Grand Amour de Beethoven
(Beethoven, le voleur de femmes; The Life and Loves of
Beethoven) (Gance) (as Karl); Héléne (Benoit-Levy and
Epstein); Jenny (Carné)

1937 Mademoiselle Docteur (Pabst); Police mondaine (Chamborant
and Bernheim); Le Puritain (Musso); Les Perles de la

1938

1939

1941

1942
1943
1945

1946
1947
1948
1949
1950

couronne (Pearls of the Crown) (Guitry and Christian-
Jaque) (as Gen. Bonaparte); Mirages (Ryder); Dréle de
drame (Bizarre Bizarre) (Carné); Altitude 3200 (Benoit-
Levy and Epstein)

Nous les jeunes (Benoit-Levy and Epstein); Orage (Marc
Allégret); La Piste du Sud (Billon)

Farinet oder das falsche Geld (Farinet ou l’or dans la
montagne) (Haufler)

Parade en sept nuits (Marc Allégret); Le Destin fabuleux de
Desirée Clary (Guitry); Montmartre-sur-Seine (Lacombe)

La Symphonie fantastique (Christian-Jaque) (as Hector Berlioz)

Lumiere d’été (Grémillon); L’Ange de la nuit (Berthomieu)

Les Enfants du paradis (Children of Paradise) (Carné) (as
Baptiste Debureau); La Part de I’ombre (Delannoy)

Le Cocu magnifique (de Meyst)

La Rose et le réséda (Michel) (as narrator)

D’homme a hommes (Christian-Jaque)

Le Bateau ivre (Chaumel) (as narrator)

La Ronde (Circle of Love) (Max Ophiils) (as Robert
Kuhlenkampf)
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1951  Paul Claudel (Gillet) (as narrator)

1953  Si Versailles m’était conté (Affairs in Versailles; Royal Affairs
in Versailles) (Guitry) (as Francois Fenelon)

1959 Le Testament du Docteur Cordelier (Renoir)

1960 Le Dialogue des Carmélites (Bruckberger and Agostini)

1961 Le Miracle des loups (Hunebelle); Architecture, art de I’espace
(Haesaerts) (as narrator)

1962 The Longest Day (Annakin, Marton, Wicki, and Oswald) (as
Fr. Roulland)

1964 Répétition chez Jean-Louis Barrault (Hessens); La Grande
frousse (La Cité de I’indiciblepeur) (Mocky)

1966 Chappaqua (Rooks) (as doctor)

1967 La Route d’un homme (Hacquard) (as narrator)

1968 Je tire chemin (Lesage) (as narrator)

1981 La Nuit de Varennes (That Night in Varennes; The New
World) (Scola) (as Nicolas Edme Restif de la Bretonne)

1988 La Lumiere du lac (Comencini)

Publications
By BARRAULT: books—

Le Proces (play), with André Gide, Paris, 1947; as The Trial,
London, 1950.

A propos de Shakespeare et du thédtre, Paris, 1949.

Refléxions sur le thédtre, Paris, 1949; as Reflections on the Theatre,
London, 1951.

Un Troupe et ses auteurs, Paris, 1950.

Je suis homme de thédtre, Paris, 1955.

Nouvelles refléxions sur le thédtre, Paris, 1959; as The Theatre of
Jean-Louis Barrault, London, 1961.

Journal de bord, Paris, 1961.

Portrait de La Fontaine (play), Paris, 1964.

Portrait de Moliére (play), Paris, 1964.

Odéon Théitre de France, with Simone Benmussa, Paris, 1965.

Saint-Exupéry (play), Paris, 1967.

Rabelais (play), Paris, 1969; as Rabelais, London, 1971.

Jarry sur la butte (play), Paris, 1970.

Textes, edited by André Frank, Paris, 1971.

Mise en scéne de Phédre, Paris, 1972.

Souvenirs pour demain, Paris, 1972; as Memories for Tomorrow,
New York, 1974.

Correspondence with Paul Claudel, edited by Michel Lioure,
Paris, 1974.

Ainsi parlait Zarathustra (play), Paris, 1975.

Comme je le pense, Paris, 1975.

Joél Le Bon, with Madeleine Renaud, Paris, 1982.

Saiser le présent, Paris, 1984.

On BARRAULT: books—

Germain, Anne, Renaud-Barrault: les faux de la rampe et de I’amour,
Paris, 1992.

Lorda Mur, Clara Ubaldina, Jean-Louis Barrault: teatre i humanisme,
Barcelona, 1992.

Mignon, Paul-Louis, Jean-Louis Barrault: le thédtre total,
Monaco, 1999.
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On BARRAULT: articles—

Current Biography 1953, New York, 1953.
Obituary in New York Times, 23 January 1994.
Obituary in Time (New York), 31 January 1994.

Though Jean-Louis Barrault made his greatest contribution to
French theater, his performance in Les Enfants du paradis is fre-
quently cited as a singular illustration of pantomimic art on film.

After studying with Charles Dullin and the famous mime Etienne
Decroux, Barrault made his Paris debut in a 1931 production of
Volpone. His first screen appearance four years later in Les Beaux
Jours marked the first of a series of films for Marc Allégret, but it was
for Marcel Carné, in films written by Jacques Prévert, that Barrault
created his two most memorable roles, in Dréle de drame, and as
Baptiste Debureau in Les Enfants du paradis. It was Barrault who had
suggested to Carné and Prévert a story about Debureau, France’s
greatest pantomimist of the 19th century, whose fate is intertwined
with those of the great romantic actor Frederick Lemaitre (Pierre
Brasseur), and the famous actress Garance (played by Arletty).

But the film was, in the words of its director, ‘‘a tribute to the
theatre,”” which Barrault had firmly embraced when he joined the
Comédie Frangaise in 1940 where, in addition to acting, he directed
a series of notable productions including Phaedra and Antony and
Cleopatra. After leaving the Comédie Francaise in 1946, Barrault and
his wife, the actress Madeleine Renaud, founded a now-famous acting
company. They profoundly influenced the postwar development of
theater in France through such productions as Barrault’s adaptation of
Kafka’s The Trial.

Barrault appeared in several films after the war, including
Delannoy’s La Part de I’ombre, and D’homme a hommes directed by
Christian-Jaque for whom Barrault had already created the role of the
composer Berlioz in La Symphonie fantastique during the war. He
was part of the brilliant cast assembled by Max Ophiils for La Ronde
in 1950, but subsequently devoted his energies entirely to theater. In
1959 Barrault played the double title role in Jean Renoir’s Le
Testament du Docteur Cordelier, but Barrault was not again offered
a major film role until 1981 when Ettore Scola engaged him for La
Nuit de Varennes, in which Barrault plays the writer Restif de la
Bretonne, witness to the French Revolution.

—Karel Tabery

BARRYMORE, Drew

Nationality: American. Born: Drew Blyth Barrymore, in Los Ange-
les, CA, 22 February 1975; granddaughter of John Drew Barrymore
(an actor); great-granddaughter of Maurice Costello (an actor in silent
films). Family: Married Jeremy Thomas, 20 March 1994 (marriage
ended, May 1994). Career: Actress; made her television debut in
a commercial at the age of eleven months; founder of production
company, Flower Films, with Nancy Juvonen. Awards: Young Artist
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Award for Best Young Supporting Actress in a Motion Picture, for
E. T., the Extra-Terrestrial, 1983; Hollywood Film Festival Actress
of the Year, 1999; Women in Film Crystal Award, 1999; Young Artist
Former Child Star Lifetime Achievement Award, 1999. Agent:
William Morris Agency, 151 El Camino Dr., Beverly Hills, CA 90212.

Films as Actress:

1978
1980

1982
1984

1985
1986
1987
1989

Suddenly, Love (Margolin) (as Bobby Graham)

Altered States (Russell) (as Margaret Jessup); Bogie (Sherman—
for TV) (as Leslie Bogart)

E.T. the Extra-Terrestrial (Spielberg) (as Gertie)

Irreconcilable Differences (Shyer) (as Casey Brodsky);
Firestarter (Mark L. Lester) (as Charlene ‘‘Charlie’” McGee)

Cat’s Eye (Lewis Teague) (as Amanda)

Babes in Toyland (Donner—for TV) (as Lisa Piper)

Conspiracy of Love (Noel Black—for TV) (as Jody Woldarski)

See You in the Morning (Pakula) (as Cathy); Far from Home
(Meiert Avis) (as Joleen Cox)

1992

1993

1994

1995

1996

1997
1998

Waxwork 11: Lost in Time (Hickox) (as Vampire Victim);
Poison Ivy (Katt Shea) (as Ivy); No Place to Hide (Richard
Danus) (as Tinsel Hanley); Motorama (Shils) (as Fantasy
Girl); Sketch Artist (Papamichael—for TV) (as Daisy);
2000 Malibu Road (Schumacher—series for TV) (as Lind-
say); Guncrazy (Davis) (as Anita Minteer)

Wayne’s World 2 (Surjik) (as Bjergen Kjergen); Doppelganger
(Nesher) (as Holly Gooding); The Amy Fisher Story
(Tennant—for TV) (as Amy Fisher)

Inside the Goldmine (Evans) (as Daisy); Bad Girls (Kaplan)
(as Lilly Laronette)

Boys on the Side (Ross) (as Holly); Batman Forever
(Schumacher) (as Sugar); Mad Love (Bird) (as Casey
Roberts)

Scream (Craven) (as Casey Becker); Everyone Says I Love
You (Allen) (as Skylar); Like a Lady

Wishful Thinking (Park) (as Lena); Best Men (Davis) (as Hope)

Ever After (Tennant) (as Danielle De Barbarac); Home Fries
(Parisot) (as Sally); The Wedding Singer (Coraci) (as Julia
Sullivan)
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1999  Never Been Kissed (Gosnell) (as Josie Geller) (+ exec pr);
Olive, the Other Reindeer (Moore—anim for TV) (as voice
of Olive) (+ exec pr)

2000 Titan A.E. (Bluth and Goldman—anim) (as voice of Akima);
Charlie’s Angels: The Movie (McG) (as Dylan) (+ pr);
Skipped Parts (Davis) (as Dream Girl)

2001 Kiding in Cars With Boys (Penny Marshall); Donnie Darko
(Kelly) (as Ms. Pomeroy)

Publications

By BARRYMORE: books—

Little Girl Lost, New York, 1989.

By BARRYMORE: articles—

Interview, vol. 12, August 1982.

“‘Barrymore,”” an interview with Steven Goldman and Matthew
Rolston, in Interview, vol. 21, no. 7, July 1991.

Interview with Kevin Koffler, in Seventeen, vol. 51, no. 1, Janu-
ary 1992.

““Tuseday Knight,”’ in Interview, vol. 23, no. 3, March 1993.

‘“The Name is Barrymore but the Style is all Drew’s,”” in The New
York Times, 7 March 1993.
“‘Drew Barrymore: Little Girl Lost and Found,”’ an interview with
Martha Frankel, in Cosmopolitan, vol. 214, no. 5, May 1993.
‘“‘Xpansive Drew,’” an interview with Ricki Lake, in Interview, vol.
24, no. 10, October 1994.

‘‘Drew Barrymore: Wild Thing,”” an interview with Chris Mundy, in
Rolling Stone, no. 710, 15 June 1995.

“‘Drew Does Cinderella: Young Hollywood’s Brightest Star Takes on
a Classic Heroine,’” an interview with Jessica Shaw, in Seventeen,
vol. 57, no. 8, August 1998.

On BARRYMORE: books—

Zannos, Susan, Drew Barrymore, Bear, 2000.

On BARRYMORE: articles—

Mackay, Kathy, ‘“Those Lips, Those Eyes, That Name: The Newest
Barrymore in movies is E.T.’s Earthly Sister,”” in People Weekly,
vol. 18, 19 July 1982.

Barrett, Katherine, ‘‘Drew Takes a Holiday,”” in Ladies Home
Journal, vol. 99, December 1982.

‘A Day in the Life of Drew Barrymore,’’ in People Weekly, vol. 22,
12 November 1988.

Park, Jeannie, ‘‘Falling Downpand Getting Back Up Again,”” in
People Weekly, vol. 33, no. 4, 29 January 1990.

Kaufman, Joanne, ‘‘Child Star, Child Addict,”” in Ladies Home
Journal, vol. 107, no. 3, March 1990.

“‘Drew Barrymore Is,”” in Esquire, vol. 121, no. 2, February 1994.

“‘Imagine,”’ in Interview, vol. 24, no. 5, May 1994.
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Cunningham, Kim, ‘‘She Moves the Male,”’ in People Weekly, vol.
43, no. 25, 26 June 1995.

van Meterm, Jonathan, ‘‘Drew on Top,’
3421, December 1996.

Strauss, Bob, ‘It Had to Be Drew,”’ in Entertainment Weekly, no.
363, 24 January 1997.

“‘Drew Barrymore,’” in People Weekly, vol. 47, no. 18, 12 May 1997.

Ressner, Jeffrey, ‘“Too Good to Be Drew?’” in Time (New York), vol.
152, no. 5, 3 August 1998.

Weinraub, Bernard, ‘‘Living Happily So Far,”” in The New York
Times, 7 August 1998.

Millea, Holly, ‘‘Drew’s Rules,’” in Premiere (Boulder), vol. 11, no.
13, September 1998.

Lockhart, Kim, ‘‘Drew Barrymore: Princess of the Big Screen,”” in
Teen Magazine, vol. 43, no. 1, January 1999.

Deitch Rohrer, Trish, ‘“True Drew: After 23 Years as an Actress, 24
Year-Old Drew Barrymore is Starting a Whole New Career as
a Producer,’’ in In Style, vol. 6, no. 3, 1 March 1999.

Sales, Nancy Jo, ‘‘“Teen Peaks,’’ in Vogue, vol. 189, no. 7, July 1999.

Desalvo, Robert B., ‘A Decade of Scream Queens: The Ten Divas of
Dread that Make it Hip to be Scared,’’ in Playboy, vol. 46, no. 12,
December 1999.

Ault, Susanne, ‘‘ShoWest Taps Carrey, Barrymore, Minghella,”” in
Variety (New York), vol. 377, no. 10, 24 January 2000.

s

in Harper’s Bazaar, no.

Granddaughter of the legendary John Barrymore, Drew Barrymore
made her own acting debut at age 3 in the 1987 TV movie, Suddenly
Love. Three years later, Barrymore appeared on the big screen in the
1980 science fiction drama, Altered States. But it was in 1982 that the
precocious, sweet-faced, blond tyke burst into the American con-
sciousness in one of the most popular movies of all time, E.T., the
Extra-Terrestrial. Playing the youngest of three children who help
E.T. find his way home, Barrymore launched her film career by
capturing the hearts of moviegoers of all ages.

Throughout her childhood, Barrymore appeared in a wide range of
big and small screen films, the best-known of which was Firestarter
(1984), in which she played the petulant Charlie McGee, a little girl
with telekinetic fire-starting abilities linked to her bouts of anger. But
Barrymore’s acting career soon took a back seat to her troubled
personal life. At age nine, Barrymore had her first drink, by ten she
was smoking pot, and by the time she was 12 she was hooked on
cocaine. Two years later, she attempted suicide, and began a string of
stints in rehab. Despite finding steady work in little-seen films such as
Babes in Toyland (1986), See You in the Morning (1989), and Far
From Home (1989), the caliber of Barrymore’s acting disintegrated
along with her personal life. Soon her tabloid appearances outnum-
bered her acting roles, and many saw Drew as heir to the ‘‘Barrymore
curse.”’

In 1989, the 15-year-old became the youngest person ever to
publish a memoir, Little Girl Lost, which chronicled her battles with
addiction. But beneath the teenager’s troubles lay a steely determina-
tion to succeed in the family business. Riding the wave of publicity
sparked by her memoir and a nude photo shoot in Interview, the 17-
year-old Barrymore began an impressive comeback in Poison Ivy
(1992), playing a part that cleverly mirrored her off-screen tabloid
persona of a sluttish and seductive teen.
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During the early 1990s, Barrymore was everywhere—on screen,
on talk shows, on magazine covers, on billboards. And her movie
career flourished. Despite a few misguided choices such as The Amy
Fisher Story, America embraced Drew’s bad girl persona in films
such as Bad Girls and Batman Forever. But slowly more subtlety and
depth began to find its way into her roles. In Boys on the Side (1995),
playing the spunky Holly, one of three women who escape their lives
by driving cross country together, she earned the praise of Roger
Ebert who wrote that she was developing into ‘‘an actress of great
natural zest and conviction.”’

Even as the wider public focused on wild Drew moments such as
her chest-baring incident on The David Letterman Show, Barrymore
was struggling to earn the respect of the movie industry powers-that-
be after forming her own production company, Flower Films. With
her star in the ascendant, in 1996 the 21-year-old Barrymore earned
critical praise for her diverse performances in Wes Craven’s Scream
and Woody Allen’s Mad About You. As Casey Becker in Scream,
Barrymore’s ability to convey palpable fear set the tone for the film
that many felt revitalized the horror genre. That same year, Barrymore
successfully played against type as the fiancée of a proper young man
in the Woody Allen musical.

Barrymore’s growing reputation as a competent and compelling
actress led to a string of immensely popular movies. In the Cinderella
remake Ever After (1997), Barrymore starred as the intelligent,
spirited, book-loving, and beautiful stepdaughter who wins the heart
of a prince. Barrymore’s next star turn was undoubtedly her most
popular film since E.T. As Julia, the warm-hearted waitress in The
Wedding Singer, Barrymore’s soulful spunk proved the ideal counter-
point to Adam Sandler’s nerdy and forlorn Robbie Hart, and the
romantic comedy became the surprise blockbuster of 1998.

By 1999, Barrymore was earning $3 million a picture, and had
won the respect of Hollywood as a talented actress, an audience
favorite, and one of the rare young female stars who can single-
handedly carry a picture. In Never Been Kissed, Drew winningly
played Josie Geller, a nerdy newspaper employee sent undercover
back to high school. Though the film was not a critical success,
Barrymore’s star remained undimmed. From child star to troubled
teen to blonde bombshell to box office gold, Drew Barrymore has
spent most of her life in the public eye. But she is just now beginning
to come into her own as a film actress—and one can only eagerly
await the performances yet to emerge from one of the film industry’s
most exciting young stars.

—Victoria Price

BARRYMORE, Ethel

Nationality: American. Born: Ethel Mae Blythe in Philadelphia,
Pennsylvania, 15 August 1879; sister of the actors Lionel and John
Barrymore. Education: Attended Academy of Notre Dame, Philadel-
phia. Family: Married Russell Colt, 1909 (divorced 1923), one
daughter, two sons. Career: 1894—stage debut in Canada in The
Rivals; 1901—critical and popular success on Broadway in Captain
Jinks of the Horse Marines; 1914—film debut in Augustus Thomas’s
The Nightingale; 1919—headed actors’ strike (including bit players)
against Broadway management; 1944—having concentrated on stage

Ethel Barrymore

work, returned to films in None but the Lonely Heart; 1949—five-
year contract with MGM; 1953—host of series The Ethel Barrymore
Theater. Awards: Best Supporting Actress Academy Award, for
None but the Lonely Heart, 1944. Died: In Beverly Hills, California,
18 June 1959.

Films as Actress:

1914  The Nightingale (Thomas)

1915 The Final Judgment (Carewe)

1916 The Kiss of Hate (Night); The Awakening of Helen
Ritchie (Noble)

1917 The White Raven (Baker); The Call of Her People (Noble);
The Greatest Power (Carewe); The Lifted Veil (Baker);
Life’s Whirlpool (Lionel Barrymore); The Eternal Mother
(Reicher); An American Widow (Reicher)

1918 Our Mrs. McChesney (Ralph Ince); The Divorcee (Blaché)

1919  The Spender (Swickard)

1932  Rasputin and the Empress (Rasputin—The Mad Monk)
(Boleslawski) (as Empress Alexandra)

1944  None but the Lonely Heart (Odets) (as Ma Mott)

1946 The Spiral Staircase (Siodmak)

1947 The Paradine Case (Hitchcock) (as Lady Sophie Horfield);
The Farmer’s Daughter (Potter) (as Mrs. Morley); Moss
Rose (Ratoff) (as Lady Sterling); Night Song (Cromwell)
(as Miss Willey)
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1948 Moonrise (Borzage) (as Grandma); Portrait of Jennie (Jen-
nie) (Dieterle) (as Miss Spinney)

1949  The Great Sinner (Siodmak) (as Granny); That Midnight Kiss
(Taurog) (as Abigail Budell); The Red Danube (Sidney) (as
Mother Superior); Pinky (Kazan) (as Miss Em)

1951 Kind Lady (John Sturges) (as Mary Herries); Daphne, the
Virgin of the Golden Laurels (Hoyningen-Huene) (as narra-
tor); It’s a Big Country (one ep.) (Brown and others) (as
Mrs. Brian Patrick Riordon); The Secret of Convict Lake
(Gordon) (as Granny)

1952  Deadline—U.S.A. (Deadline) (Richard Brooks) (as Mrs. Gar-
rison); Just for You (Nugent) (as Allida de Bronkhart)

1953 ““Mademoiselle’’ ep. of The Story of Three Loves (Equilib-
rium; Three Stories of Love) (Minnelli and Reinhardt) (as
Mrs. Pennicott); Main Street to Broadway (Garnett) (as
herself)

1954  Young at Heart (Gordon Douglas) (as Aunt Jessie)

1957 Johnny Trouble (Auer) (as Mrs. Chandler)

Publications

By BARRYMORE: book—

Memories, an Autobiography, New York, 1955.

By BARRYMORE: articles—

““How Can I Be a Great Actress?,”’ in Ladies’ Home Journal (New
York), 15 March 1911.

““My Reminiscences,’” in Delineator, September 1923 through Feb-
ruary 1924.

On BARRYMORE: books—

Barrymore, John, We Three: Ethel—Lionel—John, Akron, Ohio, 1935.

Barrymore, Lionel, We Barrymores, as told to Cameron Shipp,
London, 1951.

Alpert, Hollis, The Barrymores, New York, 1969.

Fox, Mary Virginia, Ethel Barrymore: A Portrait, Chicago, 1970.

Kotsilibas-Davis, James, The Barrymores: The Royal Family in
Hollywood, New York, 1981.

Thorleifson, Alex, Ethel Barrymore, New York, 1991.

On BARRYMORE: articles—

Barrymore, John, ‘‘Lionel, Ethel, and L,”’ in American Magazine,
February, March, April, and May 1933.

Woolf, S. J., ““Miss Barrymore Refuses to Mourn the ‘Good Old
Days,””” in New York Times Magazine, 13 August 1939.

Current Biography 1941, New York, 1941.

“‘Ethel Barrymore, a Star for Forty-two Years,’
York), 1 April 1943.

Wilson, John S., “‘Queen of the American Stage,”” in Theatre Arts
(New York), December 1954.

>

in Vogue (New
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Obituary in New York Times, 19 June 1959.

Downing, Robert, ‘‘Ethel Barrymore, 1879-1959,”" in Films in
Review (New York), August-September 1959.

Gray, B., “‘An Ethel Barrymore Index,”” in Films in Review (New
York), June-July 1963.

Classic Images (Indiana, Pennsylvania), July 1982.

Ciné Revue (Paris), 31 March 1983.

Ethel Barrymore came late to the movies after two false starts, and
itis a pity that there is little footage of the actress in her prime left to us
today. While her brothers Lionel and John embraced motion pictures
early on, Ethel stayed on Broadway and lived up to her reputation as
Queen of the Great White Way.

Although she recognized the cinema’s burgeoning importance
and transition from nickelodeon peep show to middle-class entertain-
ment, she made her film debut for financial reasons. She was paid
$15,000 to play in The Nightingale, written for her by Augustus
Thomas, and starred in a number of pictures made at Metro’s New
York City studios. Interestingly, brother Lionel directed her in Life’s
Whirlpool, from his own story.

One of her early works that does survive is The White Raven, in
which she plays a financially ruined Wall Street stockbroker’s daugh-
ter who winds up singing in an Alaskan saloon. Although the
melodrama is trite and her performance is humdrum, it is exciting to
see Barrymore moving about as a young woman. In fact, she disliked
all her early pictures (with the exception of The Awakening of Helen
Ritchie), and remained away from films until her fortunes were
reduced by the Great Depression. She accepted the role of Empress
Czarina Alexandra in MGM’s Rasputin and the Empress, with Lionel
as the mad monk and John as Prince Chegodieff. The picture was
fraught with difficulty (the original director Charles Brabin was
replaced by Richard Boleslawski); todays, it is best-known as the lone
film in which the three Barrymores appeared. However, Ethel did not
like Hollywood. She returned to New York, and did not make another
film for a dozen years. Even though her financial ills continued, she
ignored acting offers from the studios, and made a stage comeback in
1940 as Miss Moffat in The Corn Is Green. When Clifford Odets saw
her do the play in Los Angeles, he persuaded her to take the part of Ma
Mott, Cockney Cary Grant’s mother, in None but the Lonely Heart.
Under Odets’s direction, she toned down the excesses that marred her
previous film work, and won a Best Supporting Actress Oscar.

This time she stayed on in Hollywood, and moved from film to
film in supporting parts. Her roles did not vary, and she was
pigeonholed as a grande dame, more than occasionally a bit brittle but
with a warm and womanly core, lending regal presence and authority
to top-grade melodramas such as The Spiral Staircase, The Paradine
Case, Moonrise, and Portrait of Jennie, and lesser soap operas such as
Young at Heart and Johnny Trouble, in which she eloquently essayed
the part of a lonely old woman.

She and Lionel enjoyed a double cameo in Tay Garnett’s Main
Street to Broadway, and though her screen time is minimal, one is
afforded an inside look at Ethel and Lionel’s natural rapport, much
more so than in the more theatrical Rasputin and the Empress. She
outlived both her brothers, and continued to hold court and preserve
the legacy of the family name.

—John A. Gallagher, updated by Audrey E. Kupferberg
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BARRYMORE, Lionel

Nationality: American. Born: Lionel Blythe in Philadelphia, 28
April 1878; brother of the actress Ethel and the actor John Barrymore.
Education: Attended Gilmore School, London; St. Vincent’s Acad-
emy, New York; Seton Hall, New Jersey; Arts Students League, New
York. Family: Married 1) Doris Rankin, 1904 (divorced 1922);
2) Irene Fenwick, 1923 (died 1936). Career: 1900—Broadway debut
in Sag Harbor; 1904—critical and public attention for performances
on Broadway in The Mummy and the Hummingbird and The Other
Girl; 1906—-09—moved to Paris to study painting; 1909—returned to
Broadway in Fines of Fate; employed at Biograph as actor and writer,
and worked with D. W. Griffith; 1911—starring roles in Griffith’s
films, as well as those of other directors, while continuing to write
scripts; mid ‘teens—began to do some directing; 1920s—began to
play mainly character roles; 1925—abandoned theater completely for
film acting; 1926—contract with MGM where he remained for the
rest of his career; 1928—appeared in talking film for first time;
1932—in Rasputin and the Empress with brother John and sister
Ethel; 1938—role as Dr. Gillespie, first in series of 15 Dr. Kildare
films; partially paralyzed by a combination of arthritis and a leg
injury, and confined to a wheelchair, but continued acting; 1942—
composed tone poem ‘‘In Memoriam’’ for brother John; performed
by the Philadelphia Symphony. Awards: Best Actor Academy Award,
for A Free Soul, 1930/31. Died: In Van Nuys, California, 15 Novem-
ber 1954.

Films as Actor:

(in films directed or supervised by D. W. Griffith, unless
otherwise noted)

1911 The Battle; Fighting Blood

1912  Friends; So Near, Yet So Far; The Chief’s Blanket; The One
She Loved; Gold and Glitter; My Baby; The Informer;
Brutality; The New York Hat; The Burglar’s Dilemma; A
Cry for Help; The God Within; Home Folks; Love in an
Apartment Hotel

1913 Three Friends; The Telephone Girl and the Lady; An Adven-
ture in the Autumn Woods; Oil and Water; Near to Earth;
Fate; The Sheriff’s Baby; The Perfidy of Mary; A Misunder-
stood Boy; The Lady and the Mouse (+ sc); The Wanderer;
House of Darkness; The Yaqui Cur; Just Gold; The Power
of the Press; A Timely Interception; The Well; Death’s
Marathon; The Switch Tower; A Girl’s Stratagem;, Class-
mates (Kirkwood); House of Discord (Kirkwood); Death’s
Marathon; The Rancher’s Revenge; Her Father’s Silent
Parmer; Pa Says; The Fatal Wedding; Father’s Lesson; His
Inspiration; A Welcome Intruder; Mister Jefferson Green;
So Runs the Way; The Suffragette Minstrels

1914  The Massacre; Strongheart (Kirkwood); Men and Women
(Kirkwood); Judith of Bethulia (as extra); Brute Force;
Under the Gaslight

1915 Wildfire (Middleton); A Modern Magdalen (Davis); The
Curious Conduct of Judge Legarde; The Romance of Elaine

(Seitz—serial); The Flaming Sword (Middleton); Dora
Thorne; A Yellow Streak (Nigh); The Exploits of Elaine
(Seitz—serial)

1916 Dorian’s Divorce (Lund); The Quitter (Horan); The Upheaval
(Horan); The Brand of Cowardice (Noble)

1917 The End of the Tour (Baker); His Father’s Son; The Million-
aire’s Double (Davenport)

1919  The Valley of Night

1920 The Copperhead (Maigne); The Mastermind (Webb); The
Devil’s Garden (Webb)

1921 The Great Adventure (Webb); Jim the Penman

1922 Boomerang Bill (Terriss); The Face in the Fog (Crosland) (as
Boston Blackie)

1923  Enemies of Women (Crosland) (as Prince Lubimoff); Unsee-
ing Eyes (E. H. Griffith); The Eternal City (Fitzmaurice)

1924  Decameron Nights (Wilcox); America (Love and Sacrifice)
(as Capt. Walter Butler); Meddling Women (Abramson); [
Am the Man (Abramson)

1925 Die Frau mit dem schelechten Ruf, The Iron Road (A Man of
Iron) (Bennett); Fifty Fifty (Diamiant); The Girl Who
Wouldn’t Work (DeSano); Children of the Whirlwind
(Bennett); The Splendid Road (Lloyd); The Wrongdoers
(Dierker)

1926 The Barrier (Hill); Brooding Eyes (Le Saint); Paris at Mid-
night (Hopper); The Lucky Lady (Walsh); The Temptress
(Niblo); The Bells (Young); Wife Tamers (Roach)

1927 The Show (Browning); Women Love Diamonds (Goulding);
Body and Soul (Barker); The Thirteenth Hour (Franklin)

1928  Drums of Love; Sadie Thompson (Walsh) (as Alfred Atkinson);
The Lion and the Mouse (Lloyd Bacon) (as John ‘‘Ready
Money’’ Ryder); Love (Anna Karenina) (Goulding); The
River Woman (Henabery) (as Bill Lefty); West of Zanzibar
(Browning) (as Crane)

1929  Alias Jimmy Valentine (Conway) (as Doyle); The Hollywood
Review (Riesner); The Mysterious Island (Hubbard) (as
Count Andre Dakkar)

1930 Free and Easy (Easy Go) (Sedgwick) (as himself, in bedroom
scene); The Love Parade (Lubitsch) (as Prime Minister)

1931 A Free Soul (Brown) (as Stephen Ashe); Guilty Hands (Van
Dyke) (as Richard Grant); The Yellow Ticket (The Yellow
Passport) (Walsh) (as Baron Igor Andrey); Mata Hari
(Fitzmaurice) (as Gen. Serge Shubin)

1932 Broken Lullaby (The Man I Killed) (Lubitsch) (as Dr. Holderlin);
Arséne Lupin (Conway) (as Guerchard); Grand Hotel
(Goulding) (as Otto Kringelein); Washington Masquerade
(Mad Masquerade) (Brabin) (as Jeff Keane); Rasputin and
the Empress (Rasputin—The Mad Monk) (Boleslawski) (as
Rasputin)

1933  Sweepings (Cromwell) (as Daniel Pardway); Looking For-
ward (The New Deal) (Brown) (as Michael Benton); The
Stranger’s Return (King Vidor) (as Grandpa Storr); Dinner
at Eight (Cukor) (as Oliver Jordan); One Man’s Journey
(Robertson) (as Dr. Eli Watt); Night Flight (Brown) (as
Rabineau); Christopher Bean (Her Sweetheart) (Wood) (as
doctor); Should Ladies Behave? (Beaumont) (as Augustus
Merrick); Berkeley Square (Frank Lloyd) (as innkeeper);
La ciudad de carton (Cardboard City)

1934 This Side of Heaven (William K. Howard) (as Martin Turner);
Carolina (The House of Connelly) (Henry King) (as Bob
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Lionel Barrymore in Calling Dr. Kildare

1935

1936

1937

1938

1939
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Connelly); The Girl from Missouri (One Hundred Percent
Pure) (Conway) (as T. B. Paige); Treasure Island (Flem-
ing) (as Billy Bones)

David Copperfield (Cukor) (as Dan Peggotty); Mark of the
Vampire (Browning) (as Prof. Zelen); The Little Colonel
(David Butler) (as Col. Lloyd); Public Hero Number One
(Ruben) (as Dr. Josiah Glass); The Return of Peter Grimm
(Nicholls Jr.) (title role); Ah, Wilderness (Brown) (as
Nat Miller)

The Voice of Bugle Ann (Thorpe) (as Springfield Davis); The
Road to Glory (Hawks) (as Papa LaRoche); The Devil Doll
(Browning) (as Paul Lavond); The Gorgeous Hussy (Brown)
(as Andrew Jackson)

Camille (Cukor) (as Monsieur Duval); Captains Courageous
(Fleming) (as Disko); A Family Affair (Seitz) (as Judge
Hardy); Saratoga (Conway) (as Grandpa Clayton); Navy
Blue and Gold (Wood) (as Capt. ‘‘Skinny’” Dawes)

A Yank at Oxford (Conway) (as Dan Sheridan); Test Pilot
(Fleming) (as Howard B. Drake); You Can’t Take It with
You (Capra) (as Martin Vanderhof); Young Dr. Kildare
(Bucquet) (as Dr. Leonard Gillespie)

Let Freedom Ring (Conway) (as Thomas Logan); Calling Dr.
Kildare (Bucquet) (as Dr. Leonard Gillespie); On Bor-
rowed Time (Bucquet) (as Julian Northup, ‘‘Gramps’’);

The Secret of Dr. Kildare (Bucquet) (as Dr. Leonard
Gillespie)

1940 Dr. Kildare’s Strange Case (Bucquet) (as Dr. Leonard

Gillespie); Dr. Kildare Goes Home (Bucquet) (as Dr.
Leonard Gillespie); Dr. Kildare’s Crisis (Bucquet) (as Dr.
Leonard Gillespie)

The Penalty (Bucquet) (as ‘‘Grandpop’” Logan); The Bad
Man (Two-Gun Cupid) (Thorpe) (as Uncle Henry Jones);
Cavalcade of the Academy Awards; The People vs. Dr.
Kildare (My Life Is Yours) (Bucquet) (as Dr. Leonard
Gillespie); Lady Be Good (McLeod) (as Judge Murdock);
Dr. Kildare’s Wedding Day (Mary Names the Day) (Bucquet)
(as Dr. Leonard Gillespie); Dr. Kildare’s Victory (The
Doctor and the Debutante) (Van Dyke) (as Dr. Leonard
Gillespie)

1942  Calling Dr. Gillespie (Bucquet) (as Dr. Leonard Gillespie);

Dr. Gillespie’s New Assistant (Goldbeck) (as Dr. Leonard
Gillespie); Tennessee Johnson (The Man on America’s
Conscience) (Dieterle) (as Congressman Thaddeus Stevens)

1943  Dr. Gillespie’s Criminal Case (Crazy to Kill) (Goldbeck) (as

Dr. Leonard Gillespie); The Last Will and Testament of
Tom Smith (Bucquet) (as Gramps); A Guy Named Joe
(Fleming) (as the General); Thousands Cheer (Sidney) (as
announcer)
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1944  Three Men in White (Goldbeck) (as Dr. Leonard Gillespie);
Dragon Seed (Conway and Bucquet) (as narrator); Since
You Went Away (Cromwell) (as clergyman); Between Two
Women (Goldbeck) (as Dr. Leonard Gillespie)

1945  The Valley of Decision (Garnett) (as Pat Rafferty)

1946  Three Wise Fools (Buzzell) (as Dr. Richard Gaunght); The
Secret Heart (Leonard) (as Dr. Rossiger); It’s a Wonderful
Life (Capra) (as Mr. Potter); Duel in the Sun (King Vidor
and Dieterle) (as Sen. McCanles)

1947  Dark Delusion (Cynthia’s Secret) (Goldbeck) (as Dr. Gillespie)

1948 Key Largo (Huston) (as James Temple)

1949  Some of the Best (Whitbeck) (as narrator); Down to the Sea in
Ships (Hathaway) (as Capt. Bering Joy)

1950 Malaya (East of the Rising Sun; Alien Orders) (Thorpe) (as
John Manchester); Right Cross (John Sturges) (as Sean
O’Malley)

1951 The M-G-M Story (as narrator); Bannerline (Weis) (as Hugo
Trimble)

1952 Lone Star (Sherman) (as Andrew Jackson)

1953 Main Street to Broadway (Garnett) (as himself)

Films as Director:

1917 Life’s Whirlpool

1929  Confession; Madame X (Absinthe); His Glorious Night (+ pr,
mus); The Unholy Night (The Green Ghost)

1930 The Rogue Song (+ pr)

1931 Ten Cents a Dance

Films as Scriptwriter:

1911 Fighting Blood (Griffith)

1912 My Hero (Griffith); The Musketeers of Pig Alley (Griffith);
The Tender-Hearted Boy (Griffith)

1913  The Vengeance of Galora

1914  The Battle of Elderbush Gulch (Griffith); date uncertain: The
Woman in Black; The Span of Life; The Seats of the Mighty

Publications

By BARRYMORE: book—

We Barrymores, as told to Cameron Shipp, London, 1951.
By BARRYMORE: articles—

““The Present State of the Movies,”” in Ladies’ Home Journal (New
York), September 1926.

““Introduction,”” in A Christmas Carol in Prose, Being a Ghost Story
of Christmas, by Charles Dickens, Philadelphia and Chicago, 1938.

On BARRYMORE: books—

Barrymore, John, We Three: Ethel—Lionel—John, Akron, Ohio, 1935.

Alpert, Hollis, The Barrymores, New York, 1969.

Kotsilibas-Davis, James, The Barrymores: The Royal Family in
Hollywood, New York, 1981.

On BARRYMORE: articles—

Mullet, Mary, ‘‘Lionel Barrymore Tells How People Show Their
Age,”” in American Magazine, February 1922.

Pringle, Henry F., ‘‘Late-Blooming Barrymore,”’ in Collier’s (New
York), 1 October 1932.

Barrymore, John, ‘‘Lionel, Ethel, and I, in American Magazine,
February, March, April, and May 1933.

Current Biography 1943, New York, 1943.

Crichton, Kyle, ‘‘Barrymore, the Lion-hearted,
York), March 1949.

Obituary in New York Times, 16 November 1954.

“‘Lionel Barrymore,”” in Image (Rochester, New York), Decem-
ber 1954.

Downing, R., ‘‘Lionel Barrymore 1878-1954,”" in Films in Review
(New York), January 1955.

Gray, B., ““A Lionel Barrymore Index,”’ in Films in Review (New
York), April 1962.

Classic Images (Indiana, Pennsylvania), June 1982.

Xl

in Collier’s (New

* * *

Lionel Barrymore, the oldest of the three Barrymore siblings who
comprised probably the greatest acting family of the American theater
and cinema, began his career in films shortly before 1910. He started
out acting in Biograph shorts, and was soon starring in and occasion-
ally writing and directing a wide variety of films for various studios.
His roles were characterized by their diversity, from romantic leads
and villains to character parts, in films such as D. W. Griffith’s The
New York Hat, Wildfire, and Just Gold.

In the 1920s Barrymore appeared in dozens of films, among them
America, also directed by Griffith, Sadie Thompson, in which he
played a self-righteous reformer, and Alias Jimmy Valentine, as the
detective Doyle. The 1920s were a turning point in his career, for he
began more and more to play character parts and older men, some-
thing he was to do for the rest of his life. Although in his younger days
Lionel had resembled his younger brother John in his good looks, his
jowlishness in middle age necessitated a switch to character parts
when he was still relatively young. By the early 1930s Lionel usually
appeared as a father-type or as a heavily made-up character, as in
Rasputin and the Empress. That film marked the only time that
Lionel, John, and Ethel Barrymore all played together in the same
film. Lionel Barrymore won an Oscar in 1931 as Best Actor (tying
with Wallace Beery for The Champ) for A Free Soul, in which he
played Norma Shearer’s drunken father. His performance stands up
well, as do many of his others of the period, such as Grand Hotel (in
which he is memorably cast as the dying accountant attempting to
squeeze every last drop of life). Barrymore is equally remembered,
however, for his role as Dr. Leonard Gillespie in the long-running
MGM series of Dr. Kildare films produced in the 1930s and 1940s.
Barrymore appeared in all 15 of the films, more than anyone else
connected with the series. His first Dr. Kildare film, Young Dr.
Kildare, opened in late 1938 and seemed ideally suited to Barrymore
because he was by then afflicted with severe arthritis and could act
only on crutches or while sitting down. The series accommodated his
illness by allowing him to remain in a wheelchair yet be vital in his
characterization. Dr. Gillespie was the definitive Barrymore combi-
nation of exaggerated moves, intensity, and emotional vacillation. He
could be calm and tender with patients yet extremely agitated with
everyone else.
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A short time before the Dr. Kildare series began, Barrymore had
appeared in the first of MGM’s Andy Hardy films as Judge Hardy in A
Family Affair. Barrymore gave an excellent, calm performance which
in retrospect seems more realistic than the wise and overtly patient
characterization given by Lewis Stone in the subsequent films.

Apart from the Dr. Gillespie role, Barrymore continued to act in
dozens of films throughout the final years of his life, usually in
a wheelchair or deskbound yet still dominating his scenes. His screen
persona in the latter years was often the butt of nightclub impression-
ists who copied his unusually pitched and timed voice and grandiose
hand gestures. Yet Barrymore’s career was a diverse one with as
many calmly serious roles as flamboyant ones. It is unfortunate that
the lasting impression he left is more that of Mr. Potter in Frank
Capra’s It’s a Wonderful Life than the worried businessman in Dinner
at Eight or the smart detective in Arsene Lupin. He was a consummate
actor who worked hard and gave almost 300 screen performances of
wide diversity, a great accomplishment by any standard.

—Patricia King Hanson, updated by Audrey E. Kupferberg

BARTHELMESS, Richard

Nationality: American. Born: Richard Semler Barthelmess in New
York City, 9 May 1895. Education: Trinity College, Hartford,
Connecticut, 1913-16. Military Service: 1942-45—served in Navy,
eventually attaining rank of Commander. Family: Married 1) the
actress Mary Hay, 1920 (divorced 1927), daughter: Mary; 2) Jessica
Stewart Sargeant, 1928. Career: Early 1910s—during summers
while in college acted in stock companies, and, briefly, for Hartford
Film Corporation; 1916—as extra in Billie Burke serial; contract with
Herbert Brenon, on recommendation of actress Nazimova; 1918—
hired by Griffith to appear in Dorothy Gish comedy, then given 3-year
contract; 1919—role in Broken Blossoms established star status;
1921—incorporated Inspiration Pictures as part of financing deal to
produce Tol’able David; 1927—contract with first National; 1936—
Broadway debut in The Postman Always Rings Twice; retired from
filmmaking after war. Died: In Southampton, New York, 18
August 1963.

Films as Actor:

1916 Gloria’s Romance (Kline); War Brides (Brenon); Snow White
(Searle)

1917 The Moral Code (Miller); The Eternal Sin (Brenon); The
Valentine Girl (Dawley); The Soul of Magdalen (King);
The Streets of Illusion; Bab’s Diary (Dawley); Bab’s Bur-
glar (Dawley); For Valour (Parker); Nearly Married
(Withey); The Seven Swans (Dawley)

1918  Sunshine Nan (Giblyn); Rich Man, Poor Man (Dawley); Hit
the Trail Holiday (Neilan); The Hope Chest (Clifton)

1919 The Girl Who Stayed at Home (Griffith); Broken Blossoms
(Griffith) (as Cheng Huan); Boots (Clifton); Three Men and
a Girl (Neilan); Peppy Polly (Clifton); I’ll Get Him Yet
(Clifton)

1920 Scarlet Days (Griftfith); The Idol Dancer (Griffith); The Love
Flower (Griffith); Way Down East (Griffith) (as David
Bartlett)
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1921 Experience (Fitzmaurice); Tol’able David (King) (as David
Kinemon)

1922 The Seventh Day (King); Just a Song at Twilight (Carlton
King); Sonny (King); The Bond Boy (King); Fury (Goulding)

1923 The Bright Shawl (Robertson); The Fighting Blade (Robertson);
Twenty One (Robertson)

1924  The Enchanted Cottage (Robertson); Classmates (Robertson)

1925 New Toys (Robertson); Soulfire (Robertson); Shore Leave
(Robertson); The Beautiful City (Webb)

1926  Just Suppose (Webb); Ranson’s Folly (Olcott); The Amateur
Gentleman (Olcott); The White Black Sheep (Olcott)

1927 The Dropkick (Santell); The Patent Leather Kid (Santell)

1928 The Noose (Dillon); The Little Shepherd of Kingdom Come
(Santell); The Wheels of Chance (Santell); Out of the Ruins
(Santell); Scarlet Seas (Dillon)

1929  Weary River (Lloyd); Drag (Lloyd); Young Nowheres (Lloyd);
The Show of Shows (Adolfi)

1930 Son of the Gods (Lloyd); The Dawn Patrol (Hawks); The
Lash (Lloyd)

1931 The Finger Points (Dillon); The Last Flight (Dieterle)

1932  Alias the Doctor (Curtiz); Cabin in the Cotton (Curtiz)

1933 Central Airport (Wellman); Heroes for Sale (Wellman)

1934 Massacre (Crosland); A Modern Hero (Pabst); Midnight Alibi
(Crosland)

1935  Four Hours to Kill (Leisen)

1936  Spy of Napoleon (Elvey)

1939  Only Angels Have Wings (Hawks)

1940 The Man Who Talked Too Much (Sherman)

1942 The Mayor of Forty-Fourth St. (Green); The Spoilers (Enright)

Publications
By BARTHELMESS: articles—

‘A La William Tell,”” in Photo-Play Journal, June 1919.
‘15 Years of Fame,”’ in Pictures and Picturegoer, June 1929.

On BARTHELMESS: articles—

Weitzel, Edward, ‘‘The Rise of Richard Barthelmess,”” in Moving
Picture World, 26 July 1919.

Hall, Gladys, ‘‘Richard the Tenth,”” in Motion Picture Magazine,
April 1921.

Wilson, B. F., ““‘A Terribly Intimate Portrait,”’ in Motion Picture
Classic (Brooklyn), August 1924.

Collier, Lionel, ‘“The Idol Richard,”” in Pictures and Picturegoer,
June 1929.

Jacobs, J., ‘‘Richard Barthelmess,’’ in Films in Revue (New York),
January 1958.

Pickard, Roy, ‘“The Tough Race,”’ in Films and Filming (London),
September 1971.

Fox, J., ““The Country Boys, an aspect of Rural America in the Age of
Innocence,’” in Films and Filming (London), May 1972.

Shipman, David, in The Great Movie Stars: The Golden Years,
revised edition, London, 1979.
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Some actors achieve a place in the filmic hall of fame by the
totality of their performances. Others, like Richard Barthelmess, are
known for one or two outstanding roles that overshadow all their
other work.

His mother was the great Nazimova’s English teacher, and when
the Russian actress made her film debut in Herbert Brenon’s War
Brides, young Richard shared her honors. Several performances
helped establish Barthelmess as a star before D. W. Griffith engaged
him to play opposite Lillian Gish in Broken Blossoms. His interpreta-
tion of a poetic Chinese boy from the London docks who falls in love
with a battered waif of the streets is one of the most remarkable
examples of screen acting. The following year Griffith again used
Barthelmess and Gish in Way Down East, an old melodrama brought
to life by the master. Griffith also directed him in four other films.

Forming his own company, Inspiration Pictures, in cooperation
with the director Henry King, he again gave an outstanding perform-
ance in the film masterpiece Tol’able David based on a Joseph
Hergesheimer story of a country boy’s courage when a gang of
ruffians threaten his family. King’s direction and Barthelmess’s
playing make this a classic of the cinema which influenced many
directors, including the great Russian Pudovkin.

The Bright Shawl, again based on Hergesheimer and starring
Dorothy Gish, and The Enchanted Cottage with May McAvoy, added
to his laurels, and his popularity continued to the end of the silent
period. His career was by no means finished with the coming of
sound, and he had leading roles in Howard Hawks’s The Dawn Patrol
and Only Angels Have Wings, Michael Curtiz’s Cabin in the Cotton
with the young Bette Davis, and Pabst’s only American film, A
Modern Hero. As Barthelmess grew older he undertook minor
character roles but left Hollywood forever after joining the navy in
1942. He enjoyed a comfortable retirement until his death at his Long
Island home in 1963.

—Liam O’Leary

BASINGER, Kim

Nationality: American. Born: Athens, Georgia, 8 December 1953.
Education: Attended University of Georgia. Family: Married 1) Ron
Britton, 1982 (divorced 1990); 2) Alec Baldwin, 1993; one child:
Ireland. Career: 1969—Breck Shampoo girl; 1976-77—episodic
appearances in TV series, Charlie’s Angels, The Six-Million Dollar
Man; 1977—in TV series, Dog and Cat; 1978—first leading role in
TV movie Katie: Portrait of a Centerfold; 1979—in TV mini-series
From Here to Eternity; 1981—film debut in Hard Country; 1989—
bought town of Braselton, Georgia, for future development; 1993—
sued by Main Line Pictures for reneging on agreement to do Boxing
Helena; forced to declare bankruptcy; decision against Basinger later
reversed by California Court of Appeals. Awards: Academy Award
for Best Supporting Actress, Golden Globe Award for Best Perform-
ance by an Actress in a Supporting Role in a Motion Picture, and
Screen Actors Guild Award for Outstanding Performance by a Fe-
male Actor in a Supporting Role, for L.A. Confidential, 1998. Agent:
Ron Meyer, CAA, 11288 Ventura Blvd. #414, Studio City, CA
91604, U.S.A.

Films as Actress:

1977 Dog and Cat (Kelljan—for TV) (as Officer J. Z. Kane)

1978 Katie: Portrait of a Centerfold (Greenwald—for TV) (as
Katie); The Ghost of Flight 401 (Steven Hilliard Stern—for
TV) (as Prissy Frasier)

1981 Killjoy (Who Murdered Joy Morgan?) (Moxey—for TV) (as
Laury Medford); Hard Country (David Greene) (as Jodie
Lynn Palmer)

1982 Mother Lode (Charlton Heston and Joe Canutt) (as Andrea
Spalding)

1983  Never Say Never Again (Kershner) (as Domino Petachi); The
Man Who Loved Women (Edwards) (as Louise)

1984  The Natural (Levinson) (as Memo Paris)

1985 Fool for Love (Altman) (as May)

1986 No Mercy (Pearce) (as Michel Duval); 9 1/2 Weeks (Lyne) (as
Elizabeth)

1987 Blind Date (Edwards) (as Nadia Gates); Nadine (Benton)
(title role)

1988 My Stepmother Is an Alien (Richard Benjamin) (as
Celeste Martin)

1989  Batman (Burton) (as Vicki Vale)

1991 The Marrying Man (Too Hot to Handle) (Rees) (as Vicki
Anderson)

1992  Final Analysis (Joanou) (as Heather Evans); Cool World
(Bakshi) (as Holli Would)

1993  Wayne’s World 2 (Surjik) (as Honey Horne); The Real McCoy
(Mulcahy) (as Karen McCoy)

1994  The Getaway (Donaldson) (as Carol McCoy); Ready to Wear
(Prét-a-Porter) (Altman) (as Kitty Potter)

1997 L.A. Confidential (Hanson) (as Lynn Bracken)

2000 I Dreamed of Africa (Hudson) (as Kuki Gallmann); Bless the
Child (Russell) (as Maggie O’Connor)

Publications
By BASINGER: articles—

Guérif, Francois & Lahaie, ‘‘Kim Basinger. Un éstrange cocktail,”’
interview in Revue du Cinéma (FR), November 1987.

“‘Kim Basinger,”’ interview with Ivor Davis, in Los Angeles Maga-
zine, December 1988.

““Kim Basinger Talks,”” interview with Brendan Lemon, in Interview
(New York), December 1994.

On BASINGER: articles—

Stivers, Cyndi, ‘‘Blond Ambition,”” in Premiere (New York), Sep-
tember 1989.

Current Biography 1990, New York, 1990.

Masters, Kim, ‘‘Princess,’” in Premiere (New York), March 1990.

Fleming, Michael, ‘‘Boxing K.O. Spurs Bout with Basinger,”” in
Variety (New York), 24 June 1991.

Iskusstvo Kino (Moscow), November 1992.

Stars (Mariembourg), Summer 1995.

Epstein, Jan, ‘‘Demon Dogs. LA Confidential,”” in Cinema Papers
(Abbotsford), November 1997.

* * *
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Her beauty is the subject of regular comment in her films but Jack
Nicholson’s Joker in Batman, gives us the most accurate, if sardonic
appraisal of her eye-catching looks: ‘“You’re beautiful, in an old-
fashioned kind of way.”” A Breck girl at the age of 16 and a Playboy
model a year later, Kim Basinger, with her full lips, glowing skin, and
wayward honeyed locks, was the most sultry but also the most
conventional of the sex symbols of the eighties. Although capable of
conveying sexual menace, her specialty has been to mimic the sexual
availability and emotional vulnerability patented by Marilyn Monroe,
whose breathy style she acknowledges as influencing her own in Cool
World. Her first star turn in Katie: Portrait of a Centerfold already
contained the home recipe for Basinger’s trademark sexual confection—
a melting Southern sweetness, a soft center, a girlish and confiding,
often nervous laugh. Even when dressed in the height of fashion,
Basinger hardly strikes the eye as modern, either in her looks or
attitudes. She typically belongs to a society in which, as a character in
No Mercy observes, itis pleasurable to be a man. Basinger is generally
cast as the sexual trophy trying to escape from such a world, which is
why flight and the chase figure so prominently in her films, some-
times to deliriously happy effect, as in the boisterous Nadine, in which
she gives her most endearing comic performance, but more often as
a dangerous game of erotic pursuit. Films such as No Mercy and the
soft-pornographic 9 1/2 Weeks as well as the film she famously did
not make—Boxing Helena—cast her in elaborate scenarios of sexual
bondage. Even in the more elegantly appointed thrillers, such as Final
Analysis, she inhabits what appear to be exhibition cases for human
display. Her films often present her as handicapped for anything
resembling self-reliant womanhood—twice by alcohol disorders,
once by illiteracy, once (arguably more than once) by masochistic sex
addiction.

Basinger has tried to maneuver within the narrow confines of her
sexpot image by parodying her heartstopper reputation. Like Kath-
leen Turner, she enjoys lampooning the hypnotic power of her own
sexuality, although her Holli Would in the nightmarish Cool World is
the diabolic double of Turner’s ‘‘good blond’” in Who Framed Roger
Rabbit? Basinger’s attempts at self-parody spoof rather than reinvent
the Blond Bombshell: Honey Horne incarnates adolescent sex fanta-
sies in Wayne’s World 2, itself a spoof on the icons of media culture;
and her Celeste in My Stepmother Is an Alien is a woman so good-
looking that sex with her is treated as a cosmic event. Still in that film
and in more earthbound, but equally frenetic vehicles, such as the
witless Blind Date, Basinger displays a goofiness and slapstick
limberness deserving of better stunts. It remains to be seen whether
Basinger can modernize her screen persona, which while glamorous,
lacks the independence, drive, and determination that characterize the
screen’s most ‘‘modern’’ women from Bette Davis to Sharon Stone.
Final Analysis suggests she might, with the right vehicle, shed the
mannerisms that have kept her in relative subjection to men. In this
unapologetic remake of Vertigo, Basinger brings a murderous resolve
to her role as Heather Evans, a more sinister and cunning descendent
of Kim Novak’s compliant, zombified Madeleine. When she falls to
her death from atop a lighthouse tower, it is after having rejected the
new age masculinity offered to her by her hapless lover and dupe,
Richard Gere. The man on the tower remains standing, in command of
the scene, but the phallic structure supporting him is much in need of
repairs.

The entire question of role choice ceased to be academic when
Basinger was sued by Main Line Pictures for backing out of an oral
agreement to star in Jennifer Lynch’s Boxing Helena. The initial
judgment against her sent Basinger into bankruptcy although it was
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later reversed by the California Court of Appeals. Despite the setback,
Basinger is in top comic form in Robert Altman’s Ready to Wear,
enlivening the fairly drab and mean-spirited satire on the fashion
industry as Kitty Potter, an undismayable commentator for FADTV.
Altman’s sly joke is to give this luminous beauty, defined by image
culture all her professional life, the final clear-eyed pronouncement
on the mystique of the female body beautiful.

—Maria DiBattista

BASSETT, Angela

Nationality: American. Born: Harlem, New York, 16 August 1958.
Education: Attended Yale University, B.A., 1980; Yale School of
Drama, M.F.A_, 1982. Career: 1980s—appeared on Broadway in Ma
Rainey’s Black Bottom and Joe Turner’s Come and Gone, TV
appearances include A Man Called Hawk, The Cosby Show, Guiding
Light, Tour of Duty; 1986—first on-screen film credit in F/X; 1992—
in TV mini-series The Jacksons: An American Dream. Awards:
Golden Globe Award, for What’s Love Got to Do with It, 1994; Black
Women of Achievement Key Honoree, NAACP Legal Defense and
Educational Fund, 1994. Agent: ICM Artists Ltd., 40 West 57th
Street, New York, NY 100194001, U.S.A.

Films as Actress:

1985 Doubletake (Jud Taylor—for TV)

1986 F/X (Mandel) (as TV reporter)

1990 Kindergarten Cop (Reitman) (as stewardess); Perry Mason:
The Case of the Silenced Singer (Satlof—for TV) (as Carla
Peters); In the Best Interest of the Child (David Greene—
for TV) (as Lori); Family of Spies (Gyllenhaal—for TV);
Challenger (Glenn Jordan—for TV) (as Cheryl McNair)

1991 Boyz N the Hood (Singleton) (as Reva Styles); City of Hope
(Sayles) (as Reesha); One Special Victory (Stuart Cooper—
for TV); Line of Fire: The Morris Dees Story (Korty—for
TV) (as Pat); Fire! Trapped on the 37th Floor (Robert
Day—for TV) (as Allison)

1992  Innocent Blood (Landis) (as U.S. Attorney Sinclair); Malcolm
X (Spike Lee) (as Betty Shabazz); Passion Fish (Sayles) (as
Dawn/Rhonda); Critters 4 (Harvey) (as Fran); Locked Up:
A Mother’s Rage (Rooney—for TV) (as Willie); The Heroes
of Desert Storm (Ohlmeyer—for TV) (as Lt. Jeter)

1993 What’s Love Got to Do with It (Brian Gibson) (as Tina Turner)

1995 Panther (Van Peebles) (cameo as Betty Shabazz); Vampire in
Brooklyn (Craven) (as Rita); Strange Days (Bigelow) (as
Mace Mason); Waiting to Exhale (Whitaker) (as Bernadine)

1997 Contact (Zemeckis) (as Rachel Constantine)

1998 How Stella Got Her Groove Back (Sullivan) (as Stella);
Africans in America: America’s Journey Through Slavery
(Bagwell, Bellows—mini for TV) (as Narrator)

1999  Wings Against the Wind (Palcy) (as Bessie Coleman); Music
of the Heart (Craven) (as Janet Williams); Whispers (Bev-
erly and Dereck Joubert) (as Groove); Our Friend, Martin
(Smiley and Trippetti—anim) (as voice of Miles’ mom)
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Angela Bassett (second from right) with (I-r) Loretta Devine, Whitney Houston, and Lela Rochon in Waiting to Exhale

2000 Supernova (Hill) (as Kaela Evers); Boesman and Lena (Berry)
(as Lena)
2001 The Score (0z) (as Actress)

Publications

By BASSETT: articles—

s

‘‘Angela Bassett Takes on Tina Turner,”” interview with Theresa
Sturley, in Interview (New York), June 1993.

Interview with James Ryan, in GQ (New York), September 1995.

‘‘Angela Bassett Is Not a Dival,”” interview with Karen Grigsby
Bates, in Essence (New York), December 1995.

On BASSETT: articles—

Zoglin, Richard, ‘‘Out of the Shadows at Last,’” in Time (New York),
21 June 1993.

Collier, Aldore, ‘‘What’s Love Got to Do with It: Larry Fishburne and
Angela Bassett Portray Ike and Tina Turner in New Movie,”” in
Ebony (Chicago), July 1993.

Testino, Mario, ‘‘Just You Wait,”” in Harper’s Bazaar (New York),
October 1995.

Webster, Andy, filmography in Premiere (New York), Decem-
ber 1995.

Als, H., ‘A Crossover Star,”” in New Yorker (New York), April 29/
May 6, 1996.

When Angela Bassett was 15 years old, she went on a field trip to
the Kennedy Center in Washington, D.C., with the Upward Bound
program for gifted students. It was here that she saw James Earl Jones
in a production of the play Of Mice and Men, and she knew that she
wanted to act. In talking about the performance, she said, ‘‘I just wept.
I thought, if I could make someone feel the way I feel right now. ...”
Bassett grew up in a single-parent household in St. Petersburg,
Florida, with her sister D’Nette and her mother Betty, where she was
the first African-American student accepted in her high school’s
National Honor Society. She credits her mother with instilling in her
a strict work ethic, a firm grounding, and a strong sense of self. These
traits are evident in the roles she has chosen—many of which are
strong mothers—and in the intensity and commitment she brings to
the acting process.
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Her acting career began on the stage for which she was trained at
the prestigious Yale School of Drama under the tutelage of veteran
director Lloyd Richards. She acted in two August Wilson plays on
Broadway before making her foray onto the screen. Her first screen
credit is an unmemorable small part with one line of dialogue in the
thriller F/X. Shortly after, she migrated to California, and while
guesting on numerous television shows, she also began making
screen appearances. The first role that got her noticed was as Reva, the
driven mother of the film’s protagonist Tre, in Boyz N the Hood.
Bassett obviously identified with the strong-willed mother who sends
her son to live with his father so he has an adult male role model. She
forged a friendship with co-star Laurence Fishburne on the set, and
this bond would prove to serve her well later.

Bassett had supporting roles in two of John Sayles’s small-budget,
but well-regarded films, City of Hope and Passion Fish. The next role
that garnered her attention, however, was as Betty Shabazz, the wife
of Malcolm X, in Spike Lee’s film about the widely known activist.
She brought a sense of dignity to the role, and in the process helped
the film transcend a script calling mainly for large doses of humbleness.
Bassett played a legendary figure again when she took on the role of
Katherine Jackson in the television mini-series The Jacksons: An
American Dream. The drama spans Jackson’s life from age 15 to 55.
Bassett received mainly positive notices for her performance, but her
next role is the one that catapulted her to fame.

She won the coveted star role of Tina Turner in the biopic What’s
Love Got to Do with It over numerous other popular actresses. To
prepare for the role, Bassett physically trained for more than a month.
She worked with dialect coaches, and studied hours of videotape of
Turner’s performances. Bassett’s rigorous work ethic paid off. She
won the Golden Globe for her riveting portrayal, and was nominated
for an Academy Award. Once again, Bassett was able to bring a sense
of dignity, vulnerability, and mercy to a character who could have
been seen purely as a victim of domestic abuse. It was of utmost
importance that the audience understand why Turner—through years
of violence—would stay with Ike (played by Fishburne, who ac-
cepted the role in large part because Bassett was playing Turner).
Bassett accomplished this by showing Turner’s sense of loyalty and
grace. Bassett seems to have an uncanny knack at showing opposite
emotions in her characters, a skill essential to good acting. It is also to
her credit that the film is never about an actress playing Tina Turner.
Bassett seemed to become Turner. This is most evident at the end of
the film when Turner herself appears in a stage number, and the
illusion of reality of the film is not broken.

In 1995, Bassett was seen in two major films in very different
roles. She was cast opposite Ralph Fiennes in the action-adventure
Strange Days, set at the end of the millennium amidst racial wars. Her
heroic character—another single parent—carries equal emotional
heft to Fiennes’s lead role. Her most recent film is Waiting to Exhale,
which has been strongly criticized for male bashing. Bassett has said,
however, that was not her or the director Forest Whitaker’s intention.
The film also received praise for its strong, black female roles. In
a time when there are more, but still too few good, female roles,
Bassett seems to find them, and to be able to cross racial boundaries.

—Anita Gabrosek
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BATES, Alan

Nationality: British. Born: Arthur Bates in Allestree, Derbyshire, 19
February 1934. Education: Attended Herbert Strutt Grammar School,
Belper, Derbyshire; Royal Academy of Dramatic Art, London. Mili-
tary Service: early 1950s—served with the Royal Air Force. Family:
Married Victoria Ward, 1970, twin sons. Career: 1945—stage acting
debut; 1955-60—acted primarily on stage including roles in Look
Back in Anger and The Caretaker; worked occasionally on television;
1960—film debut in Tony Richardson’s The Entertainer; 1972—
co-produced short Second Best, directed by Steven Dartnell; 1977—
in TV mini-series The Mayor of Casterbridge. Agent: Michael
Linnit, Globe Theatre, Shaftesbury Avenue, London W1, England.

Films as Actor:

1960 The Entertainer (Richardson) (as Frank Rice)

1961 Whistle Down the Wind (Forbes) (as Arthur Blakey)

1962 A Kind of Loving (Schlesinger) (as Vic Brown)

1963 The Running Man (Reed) (as Stephen Maddox); The Care-
taker (The Guest) (Clive Donner) (as Mick)

1964 Nothing but the Best (Clive Donner) (as Jimmy Brewster);
Zorba the Greek (Cacoyannis) (as Basil)

1965 Insh’ Allah (Hudson) (as narrator)

1966 Georgy Girl (Narizzano) (as Jos); King of Hearts (Le Roi de
coeur) (de Broca) (as Pvt. Charles Plumpick)

1967 Far from the Madding Crowd (Schlesinger) (as Gabriel Oak);
Rece do gory (Hands Up!) (Skolimowski)

1968 The Fixer (Frankenheimer) (as Yakov Bok)

1969 Women in Love (Russell) (as Rupert Birkin)

1970 Three Sisters (Olivier) (as Vershinin)

1971 The Go-Between (Losey) (as Ted Burgess); A Day in the
Death of Joe Egg (Medak) (as Brian)

1972 Second Best (Dartnell) (+ co-pr)

1973 L’Impossible objet (The Impossible Object) (Frankenheimer)
(as Harry)

1974 Mikis Theodorakis: A Profile of Greatness; Butley (Pinter)
(title role); The Story of Jacob and Joseph (Cacoyannis—
for TV) (as narrator)

1975 In Celebration (Lindsay Anderson) (as Andrew Shaw)

1976 Royal Flash (Lester) (as Rudi von Starnberg); Where Adam
Stood (Brian Gibson—for TV)

1977 An Unmarried Woman (Mazursky) (as Keplan)

1978 The Shout (Skolimowski) (as Charles Crossley)

1979 The Rose (Rydell) (as Rudge)

1980 Nijinsky (Ross) (as Sergei Diaghilev)

1981 Quartet (Ivory) (as H. J. Heidler)

1982  The Return of the Soldier (A. Bridges) (as Capt. Chris Baldry);
A Voyage Round My Father (Rakoff—for TV) (as the son);
Britannia Hospital (Lindsay Anderson)

1983  The Wicked Lady (Winner) (as Capt. Jerry Jackson); Separate
Tables (Schlesinger—for TV) (as Mr. Malcolm/Maj. Pollock)
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Alan Bates with Hayley Mills in Whistle Down the Wind

1984
1985
1986
1987
1988

1989

1990

1991
1992

1994
1995

1998

Dr. Fischer of Geneva (Lindsay-Hogg—for TV) (as Jones)
An Englishman Abroad (Schlesinger—for TV) (as Guy Burgess)
Duet for One (Konchalovsky) (as David Cornwallis)

Pack of Lies (Page—for TV) (as Stewart); A Prayer for the
Dying (Hodges) (as Jack Meehan)

We Think the World of You (Gregg) (as Frank); The Dog It
Was That Died (Wood—for TV) (as Blair)

Force majeure (Uncontrollable Circumstances) (Jolivet) (as
Malcolm Forrest); Club Extinction (Dr. M) (Chabrol) (as
Dr. Marsfeldt/Guru)

Hamlet (Zeffirelli) (as Claudius); Mister Frost (Setbon) (as
Felix Detweiller); 102 Boulevard Haussmann (Prassad—
for TV) (as Marcel Proust); Shuttlecock (Piddington) (as
James Prentis)

Unnatural Pursuits (for TV) (as Hamish Partt)

Secret Friends (Potter) (as John); Silent Tongue (Shepard) (as
Eamon McCree)

Hard Times (Peter Barnes—for TV) (as Bounderby)

The Grotesque (J. P. Davidson) (as Sir Hugo Coal); Oliver’s
Travels (Foster—series for TV) (as Oliver)

Nicholas’ Gift (Markowitz—for TV) (as Reg Green)

1999 Varya (Cacoyannis) (as Gayev)

2000 St. Patrick: The Irish Legend (Robert Hughes—for TV)
(as Calpornius); Arabian Nights (Barron—for TV) (as
Storyteller)

2001  ““In the Beginning’’ (Connor—for TV) (as Aaron)

Publications

By BATES: articles—

Interview in Time Out (London), 30 May 1985.
Interview with Simon Banner, in Times (London), 22 September 1989.

On BATES: articles—

Cowie, Peter, ‘“The Face of ‘63—Great Britain,”” in Films and
Filming (London), no. 5, 1963.
Current Biography 1969, New York, 1969.
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Leslie, lan, ‘“Women in Love,’’ in Sight and Sound (London), Winter
1969-70.

Ciné Revue (Paris), 26 February 1981.

Screen International, 31 March 1984.

Slodowski, J., *‘Grek Zorba,”” Filmowy Serwis Prasowy, vol. 36, no.
5/6, 1990.

Stars (Mariembourg), Winter, 1992.

Alan Bates has distinguished himself in a number of important
realistic and romantic films made by several of Britain’s best directors
of the postwar generation, including Tony Richardson (The Enter-
tainer), Bryan Forbes (Whistle Down the Wind), Ken Russell (Women
in Love), and John Schlesinger (A Kind of Loving and Far from the
Madding Crowd).

Bates made his acting debut in 1955 on the stage. He created the
role of Cliff in John Osborne’s Look Back in Anger, the quintessential
Angry Young Man drama, and also starred in Harold Pinter’s The
Caretaker, arole that he later brought to the screen. Once he had made
the transition from stage to screen, his talents were soon widely
recognized and his reputation became an international one. He held
his own opposite Anthony Quinn’s flamboyant portrayal of the title
character in Michael Cacoyannis’s Zorba the Greek, and his perform-
ance as an unfairly incarcerated Jewish handyman in turn-of-the-
century Russia in John Frankenheimer’s The Fixer earned him an
Academy Award nomination. He went on to do splendid work for
Joseph Losey in The Go-Between, Paul Mazursky in An Unmarried
Woman, and Jerzy Skolimowski in The Shout.

Bates is an actor of impressive range and flexibility. In Far from
the Madding Crowd he played Thomas Hardy’s Gabriel Oak as
apillar of stability: the actor’s purposefully wooden exterior was ideal
for playing a simple character who is defined by patience, dedication,
and loyalty. (Bates also appeared in Hardy’s The Mayor of Casterbridge
for BBC-TV.) In sharp contrast to Gabriel Oak is his role in The Go-
Between as Ted Burgess, another strong peasant type, also infatuated
with a striking woman who, like Bathsheba Everdene in Far from the
Madding Crowd, breaks his heart. But in The Go-Between, his
character’s response is much different. As the plot moves towards its
climax, Bates must suggest that Burgess’s spirit has been broken. He
very effectively portrays the inner turbulence of the character, but
even more challenging is the mystical enigma of Charles Crossley in
The Shout, adapted from a strange and disturbing short story by
Robert Graves concerning an intruder with shamanic powers who
disrupts the lives of a staid English couple. Roles such as these make
his performance as the romantic lead in An Unmarried Woman seem
rather conventional (though decidedly entertaining) by comparison.

Bates has had his best later-career role in The Grotesque, giving
a picture-stealing performance as Sir Hugo Coal, a crusty, aristocratic
English squire who is fascinated by dinosaurs to the point of repro-
ducing a full-scale model of one. Of course, he himself, as a repre-
sentative of the stuffy upper classes, is a dinosaur. Sir Hugo no longer
sleeps with his wife, and prefers physically tussling with men. As
a member of a repressed class, however, he can only fantasize or act
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out the kind of sexuality in which his amoral new servant (played by
Sting) revels. The character of Sir Hugo makes for a telling contrast to
Bates’s earthy Rupert Birkin in Women in Love: in the latter, he raised
eyebrows with his nude wrestling scene with Oliver Reed.

In the first part of The Grotesque, Bates seems to be parodying
Nigel Bruce’s Dr. Watson, but as the story progresses he also gets to
be seriously dramatic. His performance is superb, and one hopes that,
in the future, he will be offered similar, equally challenging roles.

—James M. Welsh, updated by Rob Edelman

BATES, Kathy

Nationality: American. Born: Kathleen Doyle Bates in Memphis,
Tennessee, 28 June 1948. Family: Married the actor Tom Campisi.
Education: B.F.A., Southern Methodist University. Career: Worked in
regional theater in Washington, D.C., and at the Actors Theater in
Louisville, late 1960s; moved to New York to pursue acting career,
1970; worked as a singing waitress in a Catskill Mountain resort,
early 1970s; made screen debut in a bit role in Taking Off, 1971; had
first off-Broadway role in Vanities, 1976; began appearing in roles on
TV series, and had recurring role on daytime soap All My Children,
1977; made Broadway debut in Goodbye Fidel, 1980; had first
important screen role in Misery, 1990; directed episodes of the TV
series NYPD Blue and Homicide: Life on the Street, 1993; made
feature directorial debut with the TV movie Dash and Lilly, 1999.
Awards: Best Actress Academy Award, Best Performance by an
Actress in a Motion Picture—Drama Golden Globe, and Chicago
Film Critics Award, for Misery, 1990; Best Performance by an
Actress in a Supporting Role in a Series, Mini-Series or Motion
Picture Made for TV Golden Globe, for 3rd Rock from the Sun, 1996;
Outstanding Performance by a Female Actor in a TV Movie or Mini-
Series Screen Actors Guild Award, for The Late Shift, 1996; Best
Supporting Actress Chicago Film Critics Association, Outstanding
Performance by a Female Actor in a Supporting Role Screen Actors
Guild Award, for Primary Colors, 1998. Agent: Ssan Smith and
Associates, 121 North Vicente Boulevard., Beverly Hills, CA
90211, U.S.A.

Films as Actress:

1971 Taking Off (Forman) (bit role as a singer)

1978  Straight Time (Grosbard) (as Selma Darin)

1982 Come Back to the 5 and Dime, Jimmy Dean, Jimmy Dean
(Altman) (as Stella Mae)

1983  Two of a Kind (Herzfeld) (as Furniture Man’s Wife)

1986 Johnny Bull (Weill—for TV) (as Katrine Kovacs); The Morn-
ing After (Lumet) (as woman on Mateo Street)

1987 Summer Heat (Gleason) (as Ruth); Murder Ordained (Mike
Robe—for TV) (as Bobbi Bank)

1988  Arthur 2: On the Rocks (Yorkin) (as Mrs. Canby)

1989 Signs of Life (Coles) (as Mary Beth); High Stakes (Melanie
Rose) (Kollek) (as Jill); Roe vs. Wade (Hoblit—for TV) (as
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Kathy Bates and James Caan in Misery

1990

1991

1992

1993

1994

1995

1996

1997
1998

Jessie); No Place Like Home (Homeless) (Grant—for TV)
(as Bonnie Cooper)

Misery (Rob Reiner) (as Annie Wilkes); Men Don’t Leave
(Brickman) (as Lisa Coleman); Dick Tracy (Beatty) (as
Mrs. Green); White Palace (Mandoki) (as Rosemary Powers)

At Play in the Fields of the Lord (Babenco) (as Hazel
Quarrier); Fried Green Tomatoes (Avnet) (as Evelyn); The
Road to Mecca (Fugard and Goldsmid) (as Elsa Barlow)

Shadows and Fog (Woody Allen) (as prostitute); Prelude to
a Kiss (Rene) (as Leah Blier); Used People (Kidron)
(as Bibby)

Hostages (Wheatley—for TV) (as Peggy Say); A Home of
Our Own (Bill) (as Frances Lacey)

North (Rob Reiner) (as Alaskan Mom); Curse of the Starving
Class (McClary) (as Ella)

Dolores Claiborne (Hackford) (title role); Angus (John-
son) (as Meg)

Diabolique (Chechik) (as the Detective); The Late Shift (Betty
Thomas—for TV) (as Helen Kushnick); The War at Home
(Estevez) (as Maureen Collier)

Titanic (Cameron) (as Molly Brown)

Swept From the Sea (Kidron) (as Miss Swaffer); Primary
Colors (Nichols) (as Libby Holden); The Waterboy (Coraci)
(as Mama Boucher)

1999  Annie (Marshall—for TV) (as Miss Agatha ‘Aggie’ Hannigan);
A Civil Action (Zaillain) (as Bankruptcy Judge)

2000 Bruno (MacLaine) (as Mother Superior); Il Potere della
speranza (Manera) (as Rosy Bindi);
Love (Hogan)

Rat Race (Zucker) (as Squirrel Lady); Jesse James (Mayfield)
(as Ma James)

Unconditional

2001

Other Films:

1999  Dash and Lilly (d—for TV)

Publications
By BATES: articles—

Interview with Sonia Taitz, in New York Times, 21 August 1988.

“‘I Was Never an Ingenue,”” interview with David Sacks, in New York
Times, 22 January 1991.

Interview with Nikki Finke, in New York Newsday (Melville, New
York), 28 March 1991.

87



BATES

ACTORS AND ACTRESSES, 4" EDITION

Interview with Michael Lassell and Timothy Greenfield-Sanders, in
Interview (New York), August 1991.

Interview with Jean-Luc Vandiste, in Ecran Fantastique (Paris),
June 1996.

On BATES: articles—

Farrell, Mary, and Craig Thomashoff, ‘“Wallowing in Misery, Kathy
Bates Bludgeons Her Way to Stardom,’’ in People Weekly (New
York), 24 December 1990.

Current Biography 1991, New York, 1991.

Ferguson, K., “‘Kathy Bates: The Unlikely Star,”” in Film Monthly
(Berkhamsted, England), June 1992.

Gelman-Waxner, Libby, ‘“‘She Ain’t Heavy,”” in Premiere (New
York), July 1995.

Farber, S., ‘‘Kathy Bates in ‘Dolores Claiborne,”” in Movieline (Los
Angeles), June 1996.

Kathy Bates is a fine actress with a natural, straightforward style,
who for years had impressed discerning viewers and critics with her
stage work. But despite this recognition, she failed to break through
the boundaries of regional and New York-based theater into the
mainstream of the motion picture industry. Indeed, between 1979 and
1987 she originated roles in three hit stage plays: Crimes of the Heart,
‘night, Mother, and Frankie and Johnny in the Clair de Lune—the
latter a part written especially for her. Yet when it came time to cast
each property for the big screen, Bates was replaced by, respectively,
Diane Keaton, Sissy Spacek, and Michelle Pfeiffer. The reasons were
twofold: Not only was Bates an unknown celluloid commodity, but at
5" 4>’ with a square build she lacked the inborn glamour of standard
Hollywood leading ladies. In the late 1980s, Bates offered an explana-
tion for Hollywood’s hesitation to cast her when she declared, ‘I do
lose roles because I’m not slender and glamorous.”’

When not appearing on stage, Bates earned a living in guest spots
on prime-time television series and made-for-television films. She
even had a regular role in the popular daytime soap opera All My
Children. Feature film roles were infrequent and, for the most part,
forgettable. Bates was past her 40th birthday when Rob Reiner
became the first Hollywood director to recognize her screen power.
He cast her in what was to be an Academy Award-winning perform-
ance in Stephen King’s Misery, playing Annie Wilkes, the ‘‘Number
One Fan’’ of a famous romance novelist (James Caan), whom she
nurses after he is injured in a car accident. Annie is significantly
psychotic, and the bedridden writer soon becomes her prisoner.
Bates’s bravura performance is nothing short of extraordinary. She
unveils an astonishingly wide range of emotions as she befriends and
then suddenly taunts her captive.

This breakthrough performance was proof that Bates could be
a dynamo in character roles. Misery, however, was not her first
interesting screen role. In the little-seen The Road to Mecca, based on
a play by Athol Fugard, she was cast as a Capetown, South Africa,
teacher—a part she earlier had played on the stage, but which was not
considered significant enough for her to have lost it to a more well-
known performer.

The year following the release of Misery, Bates created the pivotal
role of Evelyn in Fried Green Tomatoes, the screen version of Fannie
Flagg’s offbeat novel. Bates plays a repressed Southern housewife
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who meets an elderly but spirited woman (Jessica Tandy) who resides
in a nursing home. The old woman’s intricate yarns of people and
events of the 1920s have a decided influence on Evelyn’s own
lifestyle. Bates’s power-packed portrayal of Evelyn works in tandem
with Tandy’s more delicate but equally forthright performance. The
vigor of the pair (who appeared together one more time in Used
People) represents a collaboration of the best of two generations of
actresses.

Two other pivotal Bates performances came in A Home of Our
Own, in which she is cast as a spirited single mother who settles with
her children in a small Idaho town; and especially Dolores Claiborne,
also based on a Stephen King story and her best role since Misery. In
Dolores Claiborne, she offers an award-caliber tour de force as the
title character, a Down East Maine woman accused of killing her
boss—and who years earlier may have done in her abusive husband—
and who is reunited with her long-estranged daughter (Jennifer Jason
Leigh). Here, Bates and Leigh, cast as characters who share a deeply
complex and involved personal history, play opposite each other just
as impressively as Bates and Tandy had in Fried Green Tomatoes.

In the second half of the 1990s, Bates most often found herself
playing dominating, larger-than-life characters. Some merely were
colorful (Molly Brown in Titanic), while others were pushy and
manipulative (Helen Kushnick in The Late Shift). In 1998, Bates had
two of her most outstanding character parts in a pair of decidedly
different films, one a loosely based-on-fact satire grounded in reality
and the other a no-brainer farce. The first is Primary Colors, a sharp-
ly-written adaptation (by Elaine May) of the best-selling fictionalized
chronicle of the first Bill Clinton Presidential campaign. Here, the
full-bodied Bates plays a foul-mouthed, bossy campaign operative,
a “‘dustbuster’’ whose task is to protect the candidate from accusa-
tions of scandal. She is Libby Holden, a ‘‘true believer,”” a woman
dedicated to getting good candidates elected. Libby cut her teeth on
the McGovern campaign, and then spent the next two decades having
mental breakdowns and living in and out of mental hospitals. This
role offers Bates a full range of stances and emotions, from tough and
ruthless to weakened and despairing. In The Waterboy, Bates is
hilarious as Mama Boucher, a buxom bayou widow who controls
every aspect of her son’s life. Her apron-strings strangle the young
man’s aspirations as she prevents him from playing football and
obtaining an education and a girlfriend. In this film, Bates has the
singular challenge of fitting into the same celluloid fantasy world as
the star, offbeat comic actor Adam Sandler. She deftly develops her
character, as she speaks her bayou lingo and gestures broadly and
comically. Without ever competing with Sandler’s comic style, Bates
builds the character of a weirdly memorable matron who comple-
ments and even fills out Sandler’s universe.

Then in 1999, Bates made her directorial debut with a made-for-
television feature film, Dash and Lilly, about the love affair between
the writers Dashiell Hammett and Lillian Hellman. Although the film
lacked pacing and a solid viewpoint, it does not seem unlikely that
a woman with such a strong command of acting will be able to
develop a more controlled skill for directing.

Character actresses traditionally have benefited from age in the
film industry. In middle age, Kathy Bates finally and deservedly has
been able to attain—and maintain—stardom as a reliable and occa-
sionally riveting motion picture character performer. Her success is
proof that there is room in Hollywood for both the slender ‘‘glamour
girl’” and the commanding character actress.

—Audrey E. Kupferberg
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BAXTER, Anne

Nationality: American. Born: Michigan City, Indiana, 7 May 1923.
Education: Attended Theodora Irvine’s School of Theatre, 1934-36;
Lenox School, 1937-38; Brearly School, 1938-39; studied acting
with Maria Ouspenskaya, 1936—40. Family: Married 1) the actor
John Hodiak, 1946 (divorced 1953), daughter: Katrina; 2) Randolph
Galt, 1960 (divorced 1970), daughters: Melissa Ann and Maginel;
3) David Klee, 1977 (died 1977). Career: 1936—Broadway debut in
Seen but Not Heard;, 1940—film debut in 20 Mule Team; 1957—TV
debut as guest star on General Electric Theater; appeared in numer-
ous TV productions over remainder of life; 1961—moved with
husband to cattle station in the Australian outback where she lived for
several years; 1969—70—in TV series Marcus Welby; 1971—return
to Broadway in Applause, musical version of All about Eve, taking
over role of Margo Channing from Lauren Bacall; 1976—in TV mini-
series The Moneychangers, and East of Eden, 1982; 1982—final
stage appearance as Queen Gertrude in Hamlet, American Shake-
speare Theatre, Stratford, Connecticut; 1983-85—in TV series Hotel.
Awards: Best Supporting Actress Academy Award, for The Razor’s
Edge, 1946. Died: Of stroke, in New York City, 12 December 1985.

Films as Actress:

1940 20 Mule Team (Thorpe) (as Jean Johnson); The Great Profile
(Walter Lang) (as Mary Maxwell)

1941 Charley’s Aunt (Charley’s American Aunt) (Mayo) (as Amy
Spettigue); Swamp Water (The Man Who Came Back)
(Renoir) (as Julie)

1942 The Magnificent Ambersons (Welles) (as Lucy Morgan);
The Pied Piper (Pichel) (as Nicole Rougeron)

1943 Crash Dive (Mayo) (as Jean Hewlett); Five Graves to Cairo
(Wilder) (as Mouche); The North Star (Armored Attack)
(Milestone) (as Marina)

1944  The Eve of St. Mark (Stahl) (as Janet Feller); Guest in the
House (Brahm) (as Evelyn Heath); The Sullivans (The
Fighting Sullivans) (Lloyd Bacon) (as Katherine Mary);
Sunday Dinner for a Soldier (Lloyd Bacon) (as Tessa
Osborne); The Purple Heart (Milestone) (as voice)

1945 A Royal Scandal (Czarina) (Preminger) (as Countess Anna
Jaschikoff)

1946 Smoky (Louis King) (as Julie Richards); Angel on My Shoul-
der (Mayo) (as Barbara Foster); The Razor’s Edge (Ed-
mund Goulding) (as Sophie MacDonald)

1947 Mother Wore Tights (Walter Lang) (as narrator); Blaze of
Noon (Farrow) (as Lucille Stewart)

1948 Homecoming (LeRoy) (as Penny Johnson); The Luck of the
Irish (Koster) (as Nora); The Walls of Jericho (Stahl) (as
Julia Norman); Yellow Sky (Wellman) (as Mike)

1949  You’re My Everything (Walter Lang) (as Hannah Adams)

1950 A Ticket to Tomahawk (Sale) (as Kit Dodge Jr.); All about Eve
(Joseph L. Mankiewicz) (as Eve Harrington)

1951 Follow the Sun (Lanfield) (as Valerie Hogan)

1952 Screen Snapshots No. 206; My Wife’s Best Friend (Sale) (as
Virginia Mason); ‘“The Last Leaf’” ep. of O. Henry’s Full

House (Full House) (Negulesco) (as Joanna); The Outcasts
of Poker Flat (Joseph M. Newman) (as Cal)

1953 I Confess (Hitchcock) (as Ruth Grandfort); The Blue Garde-
nia (Fritz Lang) (as Norah Larkin)

1954  Carnival Story (Neumann) (as Willie)

1955 Bedevilled (Leisen) (as Monica Johnson); One Desire (Jerry
Hopper) (as Tacey Cromwell); The Spoilers (Hibbs) (as
Cherry Malotte)

1956 The Come-On (Birdwell) (as Rita Kendrick); The Ten Com-
mandments (Cecil B. DeMille) (as Princess Nefretiri);
Three Violent People (Maté) (as Lorna Hunter Saunders)

1958 Chase a Crooked Shadow (Anderson) (as Kimberley)

1960 Cimarron (Anthony Mann) (as Dixie)

1961 Season of Passion (Summer of the 17th Doll) (Norman)
(as Olive)

1962  Mix Me a Person (Norman) (as Dr. Anne Dyson); Walk on the
Wild Side (Dmytryk) (as Teresina Vidarverri)

1965 The Family Jewels (Jerry Lewis) (cameo)

1966 Frauen, die durch die Holle gehen (The Tall Women; Donna
alla frontiera; Sette donne per una strage) (Grooper or
Zehetgruber, Parolini, and Pink) (as Mary Ann)

1967 The Busy Body (Castle) (as Margo Foster); Stranger on the
Run (Siegel—for TV) (as Valvera Johnson)

1968 Companions in Nightmare (Norman Lloyd—for TV) (as
Carlotta Mauridge)

1969 Marcus Welby, M.D. (Rich—for TV) (as Myra Sherwood)

1970 The Challengers (Martinson—for TV, produced in 1968)
(as Stephanie York); Ritual of Evil (Day—for TV) (as
Jolene Wiley)

1971 Fools’ Parade (Dynamite Man from Glory Jail) (McLaglen)
(as Cleo); If Tomorrow Comes (McCowan—for TV) (as
Miss Cramer); The Late Liz (Dick Ross) (as Liz
Addams Hatch)

1972 Lapin 360 (Lewis—unreleased); The Catcher (Miner—for
TV) (as Kate)

1973  Lisa, Bright and Dark (Swarc—for TV) (as Margaret Schilling)

1978  Little Mo (Webb—for TV) (as Jess Connolly)

1979  Nero Wolfe (Gilroy—for TV) (as Rachel Bruner)

1980 Jane Austen in Manhattan (Ivory) (as Liliana Zorska)

1983  The Architecture of Frank Lloyd Wright (Grigor—doc) (as
narrator)

1984  Sherlock Holmes and the Masks of Death (Masks of Death)
(Roy Ward Baker—for TV)

Publications

By BAXTER: book—

Intermission: A True Story, New York, 1976.

On BAXTER: books—

Parish, James Robert, The Fox Girls, New Rochelle, New York, 1971.
Fowler, Karin J., Anne Baxter: A Bio-Bibliography, New York, 1991.
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Anne Baxter (right) with Ruth Warwick in Guest in the House

On BAXTER: articles—

““All about Anne Baxter,”” in Photoplay (New York), Septem-
ber 1943.

Graham, Sheila, ‘‘As You Were, Annie,”’ in Photoplay (New York),
April 1953.

Pollock, L., “‘Between Heavenand H . . .,”” in Photoplay (New York),
April and May 1957.

Current Biography 1972, New York, 1972.

Bawden, J., ‘“‘Anne Baxter,”” in Films in Review (New York),
October 1977.

Ciné Revue (Paris), 19 March 1981.

Photoplay (London), November 1981 and November 1984.

Obituary in New York Times, 13 December 1985.

Obituary in Variety (New York), 18 December 1985.

Given the creative legacy of Anne Baxter’s family—she was
Frank Lloyd Wright’s granddaughter—her artistic accomplishments
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were scripted from childhood. She was from the age of ten determined
to become an actress after seeing a stage production starring Helen
Hayes in New York; her aspirations were encouraged by her parents
and grandfather.

There was an air of duplicity about Baxter that she and her
directors used to diverse effect throughout her career. Her steely-
eyed, intelligent beauty was composed of elements disparate enough
to hint at complex or contradictory aspects of a character. Few of
Baxter’s roles were straightforward interpretations; her characters,
more often than not, play other characters. The masks that Baxter’s
women wear may depict treachery (All about Eve), mental unbalance
(Guest in the House), or a rugged, no nonsense exterior that disguises
a vulnerable, tentative personality (Yellow Sky). Many of Holly-
wood’s best directors found Baxter a surprisingly intense performer
and she did first-rate work for Hitchcock, Welles, Wellman, Edmund
Goulding, Negulesco, Milestone, and Joseph L. Mankiewicz.

Without establishing a dominant screen persona, she made several
good films from the time she was only a teenager. At the age of 16 she
tested for the title role in Hitchcock’s Rebecca, but her youth
prevented her from being cast; she had to settle for an ingenue part in
20 Mule Team. From the beginning, though, her assignments and her
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performances were varied and interesting; she was earnest in The
Great Profile, earthy in Swamp Water, and a coquette in Charley’s
Aunt. The Magnificent Ambersons gave her the best role of her early
career and her performance is subtle and thoughtfully shaded. She
won an Academy Award for her tragic dipsomaniac in The Razor’s
Edge and was again nominated for her Eve Harrington in All about
Eve, which she played, as The New York Times put it, with ‘‘an
icy calm.”

Her career peaked sooner than seems just. While she continued to
give good, sometimes inspired performances in I Confess, O. Henry’s
Full House (in Negulesco’s ‘‘The Last Leaf”’ episode), The Blue
Gardenia, and The Ten Commandments, eventually she found herself
slogging through forgettable programmers. Walk on the Wild Side and
Fools’ Parade gave her a few shining moments, but she soon had to
turn to television and the stage for sustenance. In 1971, she took over
Lauren Bacall’s role of Margo Channing in Applause, a stage musical
based on All about Eve, and found herself in the intriguing position of
playing the established star at odds with the young upstart, Eve, whom
Baxter herself had played so memorably on film.

Though she never achieved the status of superstar, she did achieve
longevity, diversity, and popularity throughout a very stable career. In
her final role, Baxter portrayed Victoria Cabot on the television series
Hotel from 1983 until her death, caused by a massive stroke in 1985.

—PFrank Thompson, updated by Kelly Otter

BAYE, Nathalie

Nationality: French. Born: Mainneville, 6 July 1948. Education:
Trained as a dancer; studied acting in Cours (René) Simon; attended
Paris Conservatory of Dramatic Art, graduated 1972. Family: One
child. Career: At 17, studied classical and modern dance in New
York, and toured with dance company; returned to France for
vacation, decided to stay and study acting; 1971—film debut in
Faustine and the Beautiful Summer; 1974—in Pirandello’s Liolla at
Théatre de la Commune; also TV work; 1978-79—stage appearance
in Three Sisters, directed by Lucian Pintillé. Awards: Best Support-
ing Actress César Award, for Sauve qui peut, 1980; Best Supporting
Actress César Award, for Une Etrange Affaire, 1981; Best Actress
César Award, for La Balance, 1983; Venice Film Festival Volpi Cup
for Best Actress, for Une liason pornographique, 1999; Golden Space
Needle Award for Best Actress, Seattle International Film Festival,
for Vénus beauté, 2000. Agent: Artmédia, 10 av Georges V, Paris
75008, France.

Films as Actress:

1971 Faustine et le belété (Faustine and the Beautiful Summer)
(Companeez) (as Giselle)

1972 Two People (Wise) (bit role)

1973 La Nuit américaine (Day for Night) (Truffaut) (as Joélle)

1974 La Gueule ouverte (The Mouth Agape) (Pialat); Un Jour de
féte (Sisser); La Gifle (The Slap) (Pinoteau) (as Christine)

1975 Le Voyage des noces (Honeymoons) (Trintignant); La Jalou-
sie (Trintignant)

1976 Mado (Sautet) (as Catherine); Le Plein de super (Fill It Up,
Premium!) (Cavalier); L’ultima donna (The Last Woman)
(Ferreri); La Communion solonnelle (Féret)

1977 L’Homme qui aimait les femmes (The Man Who Loved
Women) (Truffaut) (as Martine Desdoits); Monsieur Papa
(Monnier) (as Janine)

1978 La Chambre verte (The Green Room) (Truffaut) (as Cecilia
Mandel); Mon Premier Amour (My First Love) (Chouraqui)
(as Fabienne); La Mémoire courte (Short Memory) (de
Gregorio)

1979  Je vais craquer (The Rat Race) (Leterrier)

1980 Sauve qui peut (La Vie; Slow Motion; Every Man for Him-
self) (Godard) (as Denise Rimbaud); Une Semaine de
vacances (A Week’s Vacation) (Tavernier) (as Laurence);
La Provinciale (The Girl from Lorraine) (Goretta) (as
Christine)

1981 Beau-Pere (Blier) (as Charlotte); Une Etrange Affaire (Granier-
Deferre); L’Ombre rouge (Comolli); Le Retour de Martin
Guerre (The Return of Martin Guerre) (Vigne) (as
Bertrande de Roi)

1982 La Balance (The Nark) (Swaim) (as Nicole); J’ai épousé une
ombre (I Married a Dead Man; I Married a Shadow)
(Robin Davis) (as Hélene/Patricia)

1984  Rive droit, rive gauche (Right Bank, Left Bank) (Labro) (as
Sacha Vernakis); Madame Sourdis (Huppert)

1985 Notre histoire (Our Story; Separate Rooms) (Blier) (as
Donatienne Pouget/Marie-Therese Chatelard/Genevieve
Avranche); Le Neveu de Beethoven (Beethoven’s Nephew)
(Morrissey) (as Leonore); Lune di miel (Honeymoon)
(Jamain) (as Cecile Carline); Détective (Godard) (as
Francoise Chenal)

1987 En Toute Innocence (Jessua) (as Catherine)

1988 Guerre Lasse (Enrico)

1989 Gioco al massacro (Damiani)

1990 The Man Inside (Roth) (as Christine); Un Weekend sur deux
(Every Other Weekend) (Garcia) (as Camille Valmont); La
Baule-les-pins (C’est la vie) (Kurys) (as Lena)

1992  Mensonge (Lie) (Francois Margolin) (as Emma)

1993  And the Band Played On (Spottiswoode—for TV)

1994 La Machine (The Machine) (Dupeyron) (as Marie)

1995  Frangois Truffaut: Portraits Voles (Frangois Truffaut: Stolen
Portraits) (Toubiana and Pascal—doc)

1996  Enfants de salaud (Bastard Brood) (Tonie Marshall) (as Sophie)

1997 Food of Love (Poliakoft); Paparazzi (Berberian) (as Nicole)

1998  Si je t’aime, prends garde a toi (Beware of My Love) (Labrune)

1999 Vénus beauté (institut) (Venus Beauty Salon) (Tonie Mar-
shall) (as Angele); Une liaison pornographique (A Porno-
graphic Affair) (Fonteyne) (as Her)

2000 Selon Mathieu (Beauvois)

Publications

By BAYE: articles—

‘‘Nathalie Baye: Portrait,”” in Cinéma Frangais (Paris), no. 18, 1977.
Interviews in Cinéma Frangais (Paris), June and July 1980.
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Nathalie Baye with Francois Truffaut in La Chambre verte

Ciné Revue (Paris), 6 May 1982, 17 February 1983, and 8 March 1984.

Interview with Gaston Haustrate, in Cinéma (Paris), June 1982.

Interview with F. Mauro, in Cahiers du Cinéma (Paris), May 1985.

Interview with Jacques Valot, Dani¢le Parra, and G. Grandmaire, in
Mensuel du Cinéma (Nice), no. 3, February 1993.

On BAYE: articles—

Films and Filming (London), December 1981.

Truffaut, Francgois, in Ciné Revue (Paris), 3 March 1983.

Strauss, F., and S. Toubiana, ‘‘Une femme sous influence,”’ in
Cahiers du Cinéma (Paris), no. 434, July-August 1990.

Stars (Mariembourg), March 1992.

“‘I could leave a man for a film, but never a film for a man.”” The
comment is that of Joélle, the continuity girl played by Nathalie Baye
in Truffaut’s La Nuit américaine, and more than 20 years later it is
still one of the actress’s best-remembered lines. Though such total
devotion to the movies may not be true of Baye herself—*‘If I only
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lived for the cinema, I don’t think I would be able to act,”” she once
observed—it fairly sums up a strong aspect of her on-screen persona:
level-headed, professional, dedicated to the task in hand. It is hard to
imagine her staging a tantrum and storming off the set.

Though La Nuit américaine was one of Baye’s first films, her
inexperience was hardly evident. The conviction with which she
inhabited her role led some people—including, apparently, Billy
Wilder—to imagine she really was Truffaut’s continuity girl. (Irri-
tated at the time, Baye later realized what an involuntary compliment
she had been paid.) Truffaut, whom she found sympathetic and
supportive (‘‘He’s not just in love with the movies, he loves actors’’),
subsequently used her in two more films—but neither the episodic
L’Homme qui aimait les femmes nor the gloom of La Chambre verte
offered much scope to her growing talent.

It was Bertrand Tavernier who established her on the international
scene. As the Lyonnaise schoolteacher in Une Semaine de vacances,
troubled by the urge to step back and take stock of her too well-
ordered existence, Baye conveyed a sense of lived emotion in
a performance subtly detailed without ever seeming self-conscious.
Tavernier paid tribute to her ‘‘quivering inwardness . . . she confronts
a scene head-on, with neither fear nor tricks.”” She herself speaks of
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“‘le déclic essentiel,”” the moment when identification with a part
clicks into place, no longer studied but felt.

She was now ranked among the ‘‘nouvelle actrices’’ of French
cinema, along with Isabelle Huppert, Isabelle Adjani and Miou-
Miou—players for whom personal considerations of looks or prestige
were subordinated to the demands of the role. Baye in any case has
never aspired to glamour, or even to conventional notions of pretti-
ness. She can look plain, at times almost ugly, then at once—as a shaft
of thought or passion lights up the eyes—unexpectedly beautiful. She
moves with an unobtrusive grace, her dancer’s training standing her
in good stead. ‘‘Her every gesture is musical,”” Tavernier noted.

Such understated qualities can invite typecasting in dutiful or
victimized roles—as in undemanding material such as Goretta’s La
Provinciale—and Baye in turn has sometimes tended to fall back on
certain well-tried mannerisms: the tremulous smile, the hurt look in
the eyes. To counter these tendencies she has consistently aimed to
widen her range, favoring directors who will cast her against type and
‘‘make me do things that weren’t immediately obvious for me.”’

Two films of the early 1980s helped her shatter the nice-girl
image. In Daniel Vigne’s period drama Le Retour de Martin Guerre,
she brought an unleashed sensuality to her scenes with Gérard
Depardieu—evidently indifferent, in the joy of her rekindled passion,
as to whether he is or is not her long-lost husband. Even more against
type was her hooker in La Balance, Bob Swaim’s slick policier, crude
and aggressive in her street-life, direct and tender in her devotion to
her boyfriend as the trap closes around them both. Baye’s perform-
ance won her first César as Best Actress.

Her talent for comedy has been relatively underused. As the
enigmatic focus of Bertrand Blier’s surreal farce Notre histoire, she
deftly switched personae under the bemused gaze of Alain Delon. She
also emerged with credit from the labyrinthine comedy of Godard’s
Détective, playing the apex of an erotic triangle with Claude Brasseur
and her offscreen lover at that period, the pop-singer Johnny Hallyday.
Godard remains one of her favorite directors. ‘‘There’s often stuff in
his films that irritates me, but he saw things in me that nobody had
seen before. He knew how to look at me. And it’s invaluable for an
actor to feel that you’re being really looked at.”’

Baye retains a strong commitment to theatre, and for a period
during the late 1980s retreated entirely to the stage when her liaison
with Hallyday was attracting unwelcome press attention. She re-
turned to the screen with two strong roles in women-directed films. In
La Baule-les-Pins, the third in Diane Kurys’s autobiographical se-
quence, she played a woman juggling the demands of daughters,
acollapsing marriage, and her own love-life—poised and determined,
though still vulnerable. Nicole Garcia’s Un week-end sur deux
offered a challenging contrast: the role of a failed actress denied
custody of her children, who kidnaps them for a wild flight across
country. Baye’s Camille, with her abrupt, nervy reactions and slightly
off-focus gaze, suggested a woman sliding helplessly out of touch
with reality.

The mid-1990s were a difficult period for Baye, with her career
seemingly losing momentum. But the end of the decade saw her back
on form with three distinctive roles—two of them, again, for women
directors. In Jeanne Labrune’s Si je t’aime, prends garde a toi she
portrayed a woman in whom a chance encounter unleashes a hidden
element of fierce sexual rapacity, while for Tonie Marshall’s Vénus
beauté (institut) she suppressed her natural charm to play a downbeat

variation: a woman disenchanted with love who tries to lose herself in
promiscuous sex. Both roles gave hints of a newly regained vitality,
which became fully evident in Une liaison pornographigue, Frédérique
Fonteyne’s more tender reworking of Last Tango in Paris. Baye’s
performance, glowing with a relaxed sensuality, suggests she may be
following Jeanne Moreau and Catherine Deneuve into iconic status,
her grace and intelligence enhanced by maturity.

—Philip Kemp

BEATTY, Warren

Nationality: American. Born: Henry Warren Beaty in Richmond,
Virginia, 30 March 1938; brother of the actress Shirley MacLaine.
Education: Attended Northwestern University, Evanston, Illinois;
studied drama at Stella Adler Acting School. Family: Married the
actress Annette Bening, 1992, two children. Career: Had role in TV
series The Many Loves of Dobie Gillis, signed abortive contract with
MGM, 1959-60; had lead role in Compulsion in stock, and on
Broadway in William Inge’s A Loss of Roses, 1960-61; made film
debut in Elia Kazan’s Splendor in the Grass, 1961; produced first
film, Bonnie and Clyde, 1967; wrote first screenplay, Shampoo,
co-scripted with Robert Towne, 1975; made directorial debut with
Heaven Can Wait, co-directed with Buck Henry, 1978; co-wrote,
produced, directed, and acted in award-winning film Reds, 1981;
co-wrote, produced, directed and acted in award-winning film Bulworth,
1998. Awards: Best Screenplay National Society of Film Critics, for
Shampoo, 1975; Best Comedy Adapted from Another Medium Writ-
ers Guild of America Award, Best Motion Picture Actor—Musical/
Comedy Golden Globe, for Heaven Can Wait, 1978; Best Director
Academy Award, D. W. Griffith Award for Best Director, Outstand-
ing Directorial Achievement in Motion Pictures Directors Guild of
America Award, Los Angeles Film Critics Association Best Director,
Best Director National Board of Review, Best Director—Motion
Picture Golden Globe, Best Drama Written Directly for the Screen
‘Writers Guild of America Award, for Reds, 1981; Best Actor National
Board of Review, for Bugsy, 1991; Los Angeles Critics Association
Best Screenplay, for Bulworth,1998; Irving G. Thalberg Award for
body of work, Motion Picture Academy, 2000. Address: JRS Pro-
ductions, 555 Melrose Avenue, Los Angeles, CA 90038, U.S.A.

Films as Actor:

1961 Splendor in the Grass (Kazan) (as Bud Stamper); The Roman
Spring of Mrs. Stone (Quintero) (as Pablo di Leo)

1962  All Fall Down (Frankenheimer) (as Berry-Berry Willart)

1964  Lilith (Rossen) (as Vincent Bruce)

1965 Mickey One (Arthur Penn) (title role)

1966 Promise Her Anything (Hiller) (as Harley Rummel); Kaleido-
scope (Smight) (as Barney Lincoln)

1967 Bonnie and Clyde (Arthur Penn) (as Clyde Barrow, + pr)

1969  The Only Game in Town (Stevens) (as Joe Grady)

1971 McCabe and Mrs. Miller (Altman) (as McCabe); $ (Dollars;
The Heist) (Richard Brooks) (as Joe Collins)
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Warren Beatty in Bulworth

1973
1974
1975

1984

1987
1991

1993
1994
1995
1999
2000

Year of the Woman (Hochman—doc)

The Parallax View (Pakula) (as Joseph Frady)

Shampoo (Ashby) (as George, + co-pr, co-sc); The Fortune
(Nichols) (as Nicky)

George Stevens: A Filmmaker’s Journey (Stevens, Jr.) (as
himself)

Ishtar (May) (as Lyle Rogers, + pr)

Bugsy (Levinson) (as Benjamin ‘‘Bugsy’’ Siegel, + co-pr);
Truth or Dare (Keshishian—doc) (as himself)

Taking the Heat (for TV)

Love Affair (Caron) (as Mike Gambril, + pr, co-sc)

Falling for You (for TV) (as reporter)

Forever Hollywood (Glassman, McCarthy) (as himself)

Town and Country (Chelsom)

Films as Director:

1978

1981
1990
1998
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Heaven Can Wait (co-d with Buck Henry, + pr, co-sc, ro as
Joe Pendleton)

Reds (+ pr, co-sc, ro as John Reed)

Dick Tracy (+ pr, title role)

Bulworth (+pr, co-sc, ro as Jay Bulworth)

Film as Producer:

1987 The Pick-up Artist (Toback)

Publications
By BEATTY: articles—

Interview with Curtis Lee Hanson, in Cinema (Beverly Hills), Sum-
mer 1967.

“‘Anything but Passive,”” interview with Gordon Gow, in Films and
Filming (London), August 1975.

Interview with Philip Thomas and others, in Empire (London),
September 1990.

““The Warren Report,”” interview with Norman Mailer, in Vanity Fair
(New York), November 1991.

‘A Conversation with Warren Beatty,”” interview with S. Royal, in
American Premiere, vol. 12, no. 1, 1992.

““A Question of Control,”” interview with Gavin Smith, in Film
Comment, January/February 1992.

““Warren Beatty,”” interview with Bill Zehme, in Rolling Stone, 11
June 1992 and 31 May 1990.
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““Love Story,”” interview with Dominick Dunne, in Vanity Fair (New
York), September 1994.

“‘He Stars, She Stars,’’ interview with Peter Biskind, in Vanity Fair
(New York), February 2000.

On BEATTY: books—

Wake, Sandra, and Nicola Hayden, The Bonnie and Clyde Book, New
York, 1972.

Focus on Bonnie and Clyde, edited by John Cawelti, Englewood
Cliffs, New Jersey, 1973.

Munshower, Suzanne, Warren Beatty: Lovemaker Extraordinary,
London, 1976.

Kercher, John, Warren Beatty, London, 1984.

Spada, James, Shirley and Warren, New York, 1985.

Thomson, David, Warren Beatty: A Life and a Story, London, 1987.

Quirk, Lawrence J., The Films of Warren Beatty, New York, 1990.

Parker, John, Warren Beatty: The Last Great Lover of Hollywood,
London, 1993.

On BEATTY: articles—

Wilmington, Michael, ‘‘Warren Beatty: Unlucky Seducer,”” in Close-
Ups: The Movie Star Book, edited by Danny Peary, New York, 1978.

Rich, Frank, ‘“Warren Beatty,”” in The Movie Star, edited by Elisa-
beth Weis, New York, 1981.

Screen International, 13 March and 31 July 1982.

Camy, G., ‘“Warren Beatty, un homme de cinéma des anneés soixante
et soixante-dix,”” in Jeune Cinéma (Paris), September 1982.

Current Biography 1988, New York, 1988.

Biskind, Peter, ‘“Warren and Me,”” in Premiere (New York), July 1990.

Biskind, Peter, ‘‘Chronicle of a Life Untold,”” in Premiere (New
York), January 1992.

Bailey, E., and B. Hirsch, ‘“The Six Million Dollar+ Men,” in
Movieline, July 1992.

Brown, C., ““No Love Affair,”” in Premiere (New York), Febru-
ary 1995.

Bozzola, L., “‘Studs Have Feelings Too: Warren Beatty and the
Question of Star Discourse,”’ in Michigan Academician, n3 1996.

Wasserman, G., ‘“Warren and Me,’” in Washingtonian, January 1998.

Ulmer, J.M., ““The Seniors,”” in Premiere (New York), Febru-
ary 1998.

Hirshberg, L., ““Warren Beatty Is Trying to Say Something,’” in New
York Times, 10 May 1998.

Carson, M.B., ‘A Terminal Case of Telling the Truth,’” in Time (New
York), 11 May 1998.

Gates, H.L., ‘*“The White Negro,”’ in New Yorker, 11 May 1998.

Alter, J., “‘Beatty Goes Bonkers,”” in Newsweek (New York), 18
May 1998.

Croal, N., “‘Same ol’ White Negro,”” in Newsweek (New York), 18
May 1998.

Warren Beatty is one of the wealthiest and most respected men in
Hollywood. He has been a leading player since his screen debut in
1961, and a combination producer/writer/director since 1975. He is
the only person to have been nominated for an Academy Award in
four categories—director, actor, producer, and writer—on two occa-
sions (Heaven Can Wait and Reds). With such multiple credit success,

Beatty has served as an inspiration for actors wishing to extend their
talents to other aspects of moviemaking.

His older sister Shirley MacLaine was already a star when Beatty
arrived in Hollywood. Playwright William Inge, however, discovered
Beatty and arranged for him to play opposite Natalie Wood in Elia
Kazan’s film version of Inge’s Splendor in the Grass. With his
exceptional looks, Beatty made an impressive debut as the son of
a wealthy family who is forced to abandon his girlfriend of lower
social standing. Fitting into the post-James Dean wounded youth
syndrome, he immediately was earmarked for success and given the
highly sought-after role of gigolo to Vivien Leigh’s fading, middle-
aged actress in Tennessee Williams’s The Roman Spring of Mrs.
Stone. His alienated youth period continued with another William
Inge story, All Fall Down, in which he is a narcissistic pretty boy. In
Lilith, he plays a psychiatric worker who becomes fixated upon
a patient and eventually needs psychiatric help himself. Both per-
formances are studies of brooding instability, and they displayed his
ability to convey a mixture of boyish innocence and world-weary
cynicism.

Beatty’s antihero persona lead him to the part of the troubled
nightclub comedian in Mickey One, directed by Arthur Penn. The
quirks of this character may have been too oftbeat, and the film failed
at the box office. Beatty reteamed with Penn for the most important
role of his career: ruthless, psychotic killer Clyde Barrow in Bonnie
and Clyde, which was also his first producing venture. The film was
a blockbuster, one which had an immense impact on filmmaking
styles, not to mention fashion. With its stylized violence, Bonnie and
Clyde was on the cutting edge of its time. Its success opened up career
possibilities for Beatty both in front of and behind the camera. The
film made him a millionaire, and from that point onward he chose his
projects slowly and with caution—but not always wisely. In McCabe
and Mrs. Miller, directed by Robert Altman, he played an itinerant
gambler who builds a whorehouse for his girlfriend. The moody,
rambling Western was considered jumbled and sluggish by many
critics and hardly was considered at all by ticket buyers, although,
today, its reputation has improved.

As early as 1973, announcements appeared in the press concern-
ing Beatty’s development of a project about American leftist writer
John Reed, but that film, Reds, did not reach screens until 1981.
Meanwhile, he co-produced, co-wrote, and starred in 1975’s Sham-
poo, a stinging satire on Southern California lifestyles, in which he is
a hairstylist who tries to achieve financial security through sexual
opportunism. The character also had a blend of the boy/man Beatty
seemed destined to play again and again. Some understood his
hairdresser to be an autobiographical rumination on his own Casa-
nova reputation.

In 1978 Beatty was producer, co-director, co-writer, and star of
Heaven Can Wait, a successful remodeling of the classic romantic
comedy Here Comes Mr. Jordan. Popular with the public and lauded
by critics, Heaven Can Wait was followed by Reds, which turned out
to be a sprawling romantic epic with political overtones, taking John
Reed (Beatty) into communism and through the Russian Revolution,
as well as into a relationship with a freethinking woman. Reds
allowed Beatty an opportunity to create a larger-than-life romantic
character, and place that character into a setting of sociological
significance—an indication of Beatty’s own inclination toward lib-
eral politics.
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Then came Ishtar. An out-of-control budget and costly delays
resulted in Hollywood’s worst financial disaster since Heaven’s Gate.
The flat comedy follows two untalented singer-songwriters (Beatty
and Dustin Hoffman) into desert intrigue. The film was only a tempo-
rary embarrassment for Beatty, who regained box-office success
three years later as Dick Tracy. By then, Beatty’s handsome face had
lost some of its allure and he seems too old for the part—his yellow
Burberry raincoat has more luster than he does in his role as the crime-
fighting comic-strip hero. Beatty is much more effective as real-life
gangster Benjamin ‘‘Bugsy’’ Siegel in Bugsy. Here is a serious, gritty
character role, one which is a maturation of the troubled youths and
gangsters he played so well in the 1960s.

Beatty the movie idol has not aged well. At the opening of Love
Affair, Gary Shandling (playing the lawyer of Beatty’s character,
football star turned television sports commentator Mike Gambril)
comments on how good Gambril looks on television. This bit of script
maneuvering seems meant to telegraph the idea to the viewer that,
contrary to opinion, Beatty himself remains a hunk. Gambril might be
a clone of Beatty, a continent-hopping celebrity who has *‘been with
alot of women’’ and whom the paparazzi are eager to photograph. In
the course of the story Gambril meets the woman, played by Beatty’s
wife Annette Bening, who will intrigue and then domesticate him—
just as Bening did to Beatty in real life.

In Bugsy (which also pairs Beatty and Bening romantically) and
Love Affair, the actors trade quips, which are the basis of their
attraction. In Bugsy Beatty and Bening work with an intelligent script,
while in Love Affair the conversation is vapid. Beatty no longer can
get by on-screen only with charm and good looks. He is far better off
playing character roles, as he did so well in Bugsy—and this precisely
is what he does in Bulworth, a deft and biting political satire that is one
of his most ambitious projects. Beatty directs, co-scripts, and stars as
Jay Bulworth, a pompous, do-nothing United States senator whose
guilt over his own ineptitude results in his having a nervous break-
down. He emerges as a white, middle-aged rap singer who speaks the
truth regarding the reality of contemporary American politics. At the
core of that truth is that politicians are neither ruled by right and
wrong nor motivated by the will of the electorate. Rather, they
primarily are influenced by those individuals or corporations with the
most money and connections.

What is most interesting about the film is that, like Reds, it seems
to reflect on Beatty’s liberal political sensibilities and concerns. Yet at
the same time, Bulworth exudes a feeling of disenchantment. Accord-
ing to the film, Democrats and Republicans have become virtually
indistinguishable. Politicians are little more than men and, in some
cases, women who appear on television, look personable, and mouth
rhetoric. They are media personalities, who are no different from the
actor-pitchman who appears on TV, smiles brightly, and tells you that
you will find happiness if only you use a certain brand of bathroom
tissue. Bulworth is an audacious film, one that is loaded with bitter
truths. It should be required viewing every October and November, in
the weeks prior to Election Day. And given its content, combined with
its creator’s own political activism dating from the 1960s, it is not
surprising that Beatty briefly was considered a potential candidate in
the 2000 presidential election.

—Doug Tomlinson, updated by Audrey E. Kupferberg
and Rob Edelman
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BELAFONTE, Harry

Nationality: American. Born: Harold George Belafonte, Jr., in New
York City, 1 March 1927. Education: Studied at Irwin Piscator’s
Dramatic Workshop at the New School for Social Research, 194648,
Actors Studio, and the American Negro Theatre. Military Service:
U.S. Navy, 1943-45. Family: Married Marguerite Byrd (divorced);
two daughters, Adrienne and Shari Belafonte (actress); married
dancer Julie Robinson, 8 March 1957; son, David, and daughter, Gina
Belafonte (actress). Career: Became a member of the American
Negro Theater in New York, 1948; appeared regularly on the CBS
black variety show Sugar Hill Times, 1949; first appeared on Broad-
way, 1953; film debut in Bright Road, 1953; recording artist with
RCA, 1954-73; popularized calypso music with the release of his
album Calypso, 1956; formed his own television production com-
pany, 1959; first African American to star in a television special,
1960; president, Belafonte Enterprises Inc.; became goodwill ambas-
sador for UNICEF, 1986. Awards: Tony Award, for Almanac, 1953;
Emmy Award, for Tonight with Belafonte, 1960; Grammy Awards,
for We Are the World, 1985; recipient of Kennedy Center Honors,
1989; National Medal of Arts Award, 1994; New York Film Critics
Circle Award for Best Supporting Actor, for Kansas City, 1996;
Chairman’s Award, NAACP, 1999; numerous honorary doctorates
and humanitarian awards. Address: Belafonte Enterprises Inc., 830
8th Avenue, New York, NY 10019, USA.

Films as Actor:

1953  Bright Road (Mayer) (as school principal)

1954  Carmen Jones (Preminger) (as Joe)

1957 Island in the Sun (Rossen) (as David Boyeur)

1959 The World, The Flesh, and the Devil (MacDougall) (as Ralph
Burton); Odds Against Tomorrow (Wise) (as Johnny Ingram)

1970 King: A Filmed Record. .. Montgomery to Memphis (doc)
(narrator), The Angel Levine (Kadar) (as Alexander Levine)

1972  Buck and the Preacher (Poitier) (as the Preacher)

1974  Uptown Saturday Night (Poitier) (as Geechie Dan Beauford);
Free to Be You & Me (Davis, Steckier) (as himself)

1981 Grambling’s White Tiger (Brown—for TV) (as Eddie Robinson)

1982 A veces miro mi vida (Rojas) (as himself)

1989  We Shall Overcome (Brown) (doc) (narrator)

1990 Eyes on the Prize Il (Shearer—for TV) (doc) (as himself)

1992  The Player (Altman) (as himself)

1994  Prét-a-Porter (Ready to Wear) (Altman) (as himself)

1995 White Man’s Burden (Nakano) (as Thaddeus Thomas)

1996 Jazz ‘34 (Robert Altman’s Jazz ‘34) (Altman) (as narrator);
Danny Kaye: A Legacy of Laughter (Marty—for TV) (doc)
(as himself); Kansas City (Altman) (as Seldom Seen)

1999  Swing Vote (Anspaugh—for TV) (as Will)

Films as Producer:

1984  Beat Street
1995  The Affair (for TV)
2000 Parting the Waters (miniseries—for TV)
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Harry Belafonte in Kansas City

Publications

By BELAFONTE: articles-

Interview in Interview (New York), September 1996.
On BELAFONTE: books-

Shaw, Arnold, Belafonte: An Unauthorized Biography, New
York, 1960.

Null, Gary. Black Hollywood: The Negro in Motion Pictures, Secaucus,
New Jersey, 1975.

On BELAFONTE: articles-

Gates, Jr., Henry Louis, ‘‘Belafonte’s Balancing Act’” (two-part
series), in New Yorker, 26 August 1996 and 2 September 1996.

Case, Brian, ‘‘Reigning Blows,’’ in Time Out (London), no. 1370, 20
November 1996.

Harry Belafonte, born in Harlem to a Jamaican mother and a father
from Martinique, is known as the ‘‘consummate entertainer,”’ suc-
cessful in the realms of theater, motion pictures, and the recording
industry. A human rights activist, Belafonte has used his celebrity to
cast a spotlight on humanitarian causes around the world, including
the Civil Rights struggle of African Americans, the fight against
apartheid in South Africa, and UNICEF. In motion pictures he is
probably best known for his acting talents, which, combined with his
physique, good looks, and voice, made him Hollywood’s first African
American male sex symbol.

Belafonte’s first appeared in Bright Road (1953) alongside Doro-
thy Dandridge. He starred with her again the next year in Carmen
Jones, an all-black version of George Bizet’s opera, Carmen.
Belafonte’s popularity with female audiences crossed color lines, and
Hollywood exploited it by frequently casting him in films that
featured interracial romance, such as the controversial Island in the
Sun. Because such stereotyping limited his acting possibilities,
Belafonte turned to the recording industry, singing calypso music,
a popular folk style in the Carribean. His recordings of such songs as
““Matilda’” and what would become his signature song, ‘‘Banana
Boat Song,”’ resulted in an American obsession with the music form.
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His album Calypso became the first solo album to sell over a mil-
lion copies.

In 1960 Belafonte starred in a television special, becoming the
first African American to do so. He did not work in motion pictures
during the decade, dedicating his energies to the Civil Rights Move-
ment. During the African American struggle for social, political, and
economic equality, Belafonte helped raise funds for the Montogomery
Bus Boycott, the Freedom Riders and voter registration drives, and
helped establish the Southern Free Theater in Mississippi. He served
on the board of the Southern Christian Leadership Conference and
chaired the Martin Luther King Jr. Memorial Fund. He also worked as
an unofficial liason between the Kennedy Administration and leaders
of the Movement. In 1961, he was appointed to the advisory commit-
tee of the Peace Corps.

Belafonte returned to motion pictures during the 1970s, appearing
in such films as Buck and the Preacher (1971) and Uptown Saturday
Night (1974) with comedian Bill Cosby. During this period, he
continued his singing career, recording albums and performing, often
for the benefit of numerous charities. In 1984 he became a film
producer, bringing to the screen one of the first hip-hop inspired
feature films, Beat Street. Belafonte continued his multifaceted career
in the 1980s and 1990s. In 1985 he developed the idea for what was to
become the ‘“We Are the World Project,”” which brought together
popular music artists such as Michael Jackson, Bob Dylan, and Bruce
Springsteen to record a single that raised over $70 million for famine
relief in Africa. In 1986 he was named goodwill ambassador for
UNICEF, and in 1990 served as the chair for the committee that
welcomed Nelson Mandela to the United States. He received numer-
ous awards for his humanitarian efforts.

In the 1990s Belafonte appeared regularly in the films of Robert
Altman. His cameo appearances in Prét-a-Porter and The Player
allowed him to poke fun at his image as the suave black celebrity, but
he played a far more substantive role in Kansas City (1996). As
Seldom Seen he was a menacing gangster figure lurking in the
background of the 1930s Kansas City jazz scene. The role earned him
a best supporting actor award from the New York Film Ceritics Circle.

—Frances Gateward

BELMONDO, Jean-Paul

Nationality: French. Born: Neuilly-sur-Seine, 9 April 1933. Educa-
tion: Attended College Pascal, Paris; National Conservatory of
Dramatic Art, Paris. Family: Married Elodie (Belmondo), 1952
(divorced 1967), children: Patricia, Florence, and Paul. Career:
1949—short-lived attempt at boxing career; 1950—stage debut; c.
1956-57—founder, with Annie Girardot and Guy Bedos, of traveling
stage company to play Parisian suburbs and the provinces; 1956-58—in
comic and character roles on French stage and screen; 1959—
international stardom for role of antihero in Godard’s A bout de
souffle; 1960—first starring role on French TV in production of The
Three Musketeers; 1963—66—president of Syndicat Francais des
Acteurs; late 1960s—formed production company Cerito Films;
1990—acted title role in Cyrano de Bergerac, Paris. Awards: Cheva-
lier de la Légion d’honneur; L’Ordre national du Mérite et des Arts et
des Lettres; César for Best Actor, for L’Itinéraire d’un enfant gadté,
1987. Address: 9 rue des St. Peres, 75007 Paris, France.
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Jean-Paul Belmondo in Pierrot le Foulemphasis<

Films as Actor:

1955 Moliere (Tildian)

1956 Dimanche nous volerons

1957 A pied, a cheval et en voiture (Delbez) (as Venin)

1958  Sois belle et tais-toi (Blonde for Danger; Just Another Pretty
Face) (Marc Allégret) (as Pierrot); Dréle de dimanche
(Marc Allégret) (as Patrick); Les Tricheurs (Youthful Sin-
ners; The Cheaters) (Carné) (as Lou); Charlotte et son
Jules (Godard) (as Jean, the old boyfriend); Les Copains du
dimanche (Aisner) (as Trebois)

1959 Mademoiselle Ange (Ein Engel auf Erden; Angel on Earth)
(von Radvanyi); A bout de souffle (Breathless) (Godard)
(as Michel Poiccard); A double tour (Web of Passion; Leda;
A Doppia mandata) (Chabrol) (as Laszlo Kovacs)

1960 Classe tous risques (The Big Risk) (Sautet) (as Eric Stark);
Les Distractions (Trapped by Fear) (Dupont) (as Paul);
“L’Adultere” (‘‘Adultery’’) ep. of La Frangaise et I’amour
(Love and the Frenchwoman) (Verneuil) (as Gil); Lettere di
una novizia (Letter from a Novice; Rita) (Lattuada) (as
Giuliano Verdi); Moderato cantabile (Seven Days . . . Seven
Nights) (Brook) (as Chauvin)

1961 La ciociara (Two Women) (de Sica) (as Michele); La viaccia
(The Love Makers) (Bolognini) (as Amerigo Casamonti);
Léon Morin, prétre (Leon Morin, Priest; The Forgiven
Sinner) (Melville); Une Femme est une femme (A Woman Is
a Woman) (Godard) (as Alfred Lubitsch); ‘‘Lauzun’’ ep.
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1962

1963

1964

1965

1966

1967

1968
1969

1970

1971

1972

1973

1974

1975

1976

1977

1979

1980

1981

of Amours célébres (Boisrond); Un Nommé La Rocca
(Jean Becker)

Cartouche (Swords of Blood) (de Broca) (title role); Un Singe
en hiver (It’s Hot in Hell; A Monkey in Winter) (Verneuil)
(as Gabriel Fouquet); I Don Giovanni della Costa Azzurra
(Sala); L’Ainé des Ferchaux (Magnet of Doom) (Melville)
(as Michel Maudet); Un Couer gros comme ca (The Win-
ner) (Reichenbach)

Le Doulos (The Fingerman; Doulos—The Fingerman) (Mel-
ville) (as Silien); Mare matto (Castellani); 1l giorno pii
corto (The Shortest Day) (Corbucci); Dragées au poivre
(Sweet and Sour) (Baratier) (as Raymond); Cent mille
dollars au soleil (Greed in the Sun) (Verneuil) (as Rocco)

Peau de banane (Banana Peel) (Marcel Ophiils) (as Michel);
L’Homme de Rio (That Man from Rio) (de Broca) (as
Adrien Dufourquet); Enchappement libre (Backfire) (Jean
Becker); La Chasse a I’homme (The Gentle Art of Seduc-
tion; Male Hunt, Scappamento Aperto) (Molinaro) (as
Fernand); Weekend a Zuydcoote (Weekend at Dunkirk)
(Verneuil) (as Sgt. Julien Maillat)

Par un beau matin d’été (Crime on a Summer Morning)
(Deray); Les Tribulations d’un chinois en Chine (Up to His
Ears; Chinese Adventures in China) (de Broca) (as Arthur
Lempereur); Pierrot le fou (Peter the Crazy) (Godard) (as
Ferdinand Griffon, ‘‘Pierrot’”)

Paris briile-t-il (Is Paris Burning?) (Clément) (as Morandat);
Tendre voyou (Tender Scoundrel) (Jean Becker) (as Tony
Marechal)

Le Voleur (The Thief of Paris) (Malle) (as Georges Randal);
La Bande a Bébel (Gérard); Casino Royale (Huston and
others) (as French Legionnaire)

Ho! (Enrico) (title role)

Le Cerveau (The Brain) (Oury) (as Arthur); La Siréne du
Mississippi (Mississippi Mermaid) (Truffaut) (as Louis
Mabhe); Un Homme qui me plait (Love Is a Funny Thing;
Again a Love Story; Un Tipo chi mi place) (Lelouch) (as
Henri); Dieu a choisi Paris (Prouteau and Arthuys)

Borsalino (Deray) (as Frangois Capella)

Les Mariés de I’an Il (The Scoundrel) (Rappeneau) (as
Nicholas Philabert); Le Casse (The Burglars) (Verneuil)
(as Asad)

Docteur Popaul (Scoundrel in White; High Heels) (Chabrol)
(as Paul Simay); La Scoumoune (Giovanni) (as Borgo)

L’Héritier (The Inheritor) (Labro) (as Barthelemy Cordell)

Le Magnifique (How to Destroy the Reputation of the Greatest
Secret Agent . .. . The Magnificent One) (de Broca) (as Bob
Saint-Clair/Frangois Merlin); Stavisky (Resnais) (title role)

Peur sur la ville (The Night Caller; Fear over the City)
(Verneuil) (as Commissioner Jean Letellier); L’Incorrigi-
ble (The Incorrigible) (de Broca) (as Victor)

Le corps de mon ennemi (Verneuil) (as Frangois Leclerc, + pr,
co-sc); L’Alpagueur (Labro) (as Roger Pilard/l’ Alpagueur)

L’Animal (The Animal; Stuntwoman) (Zidi) (as Mike Gaucher/
Bruno Ferrari)

Flic ou voyou (Lautner) (as Commissioner Stanislas Borowitz/
Angelo Crutti)

Le Guignolo (Lautner) (as Alain Dupre); I piccioni di Piazza
San Marco;, The Hunter (Will Get You) (Labro) (title role)

Le Professionnel (Lautner) (as Joss Baumont)

1982 L’As des as (Ace of Aces; The Super Ace) (Oury) (as Joe
Cavalier, + pr)

1983 Les Morfalous (The Vultures) (Verneuil) (as Pierre Augagneur);
Le Marginal (The Outsider) (Deray) (as Commissioner
Philippe Jordan)

Joyeuses Pdques (Happy Easter) (Lautner) (as Stephane
Margelle); The Swashbuckler (The Scarlet Buccaneer)
(Rappeneau)

1985 Hold-Up (Arcady) (as Grimm)

1987 Le Solitaire (Deray) (as Commissioner Stan Jalard); L Itinéraire
d’un enfant gdté (Lelouch) (as Sam Lion)

Fleur de Rubis (Mocky)

L’Inconnu dans al Maison (Stranger in the House) (Lautner)
(as Loursat, + pr)

Les Misérables (Lelouch) (as Jean Valjean/Roger Fortin/
Henri Fortin); Les Cent et une nuits (A Hundred and One
Nights) (Varda) (as Actor for a Day)

Desire (Murat) (title role)

Une chance sur deux (Half a Chance) (Leconte) (as Léo
Brassac)

1984

1990
1992

1995

1996
1998

1999  Peut-étre (Klapisch) (as Ako)

2000 Les Acteurs (Actors) (Blier) (as himself); Amazone (de Broca)
(as Edouard)

Publications

By BELMONDO: book—

Trente ans et vingt-cing films, Paris, 1963.

By BELMONDO: articles—

Interview with Joseph Barry, in New York Times, 21 June 1964.

Interview with Rex Reed, in Herald Tribune (New York), 17 Octo-
ber 1965.

Unifrance Film (Paris), no. 6, 1981.

On BELMONDO: books—

Chazal, Robert, Jean-Paul Belmondo, Paris, 1971.

Guierif, Francois, and Stéphane Levy-Klein, Belmondo, Paris, 1976.
Turroni, Giuseppe, Jean-Paul Belmondo, Milan, 1979.

Zana, Jean-Claude, Jean-Paul Belmondo, Paris, 1981.

Durant, Philippe, Jean-Paul Belmondo, Paris, 1984.

Grenier, Alexandre, Jean-Paul Belmondo, Paris, 1985.

Durant, Philippe, Belmondo, Paris, 1993.

On BELMONDO: articles—

Baby, Yvonne, ‘‘Mon Film est un documentaire sur Jean Seberg et J.-
P. Belmondo,’’ in Le Monde (Paris), 18 March 1960.

“Two Actors,”” and ‘‘Jean-Paul Belmondo,’’ in Films and Filming
(London), October 1960.

Time (New York), 10 July 1964.

Shipman, David, ‘‘Belmondo,”’ in Films and Filming (London),
September 1964.
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Current Biography 1965, New York, 1965.

Towne, Robert, ‘ ‘Bogart and Belmondo,’’ in Cinema (Beverly Hills),
December 1965.

Grenier, R., “‘Son of Bogie,”’ in Esquire (New York), January 1966.

Barr, Charles, ‘A bout de souffle,”” in The Films of Jean-Luc Godard,
edited by Ian Cameron, New York, 1970.

‘‘Jean-Paul Belmondo,’’ in Ecran (Paris), February 1978.

Atrticles in Ciné Revue (Paris), 2 October and 4 December 1980, 14
May and 23 July 1981, and 24 December 1982.

Sarris, Andrew, ‘‘Jean-Paul Belmondo,”’ in The Movie Star, edited by
Elisabeth Weis, New York, 1981.

Unifrance Film (Paris), No. 10, 1982.

Film Frangais (Paris), 5 and 26 November 1982.

Privat, Pascal, ‘‘France’s War of the Noses; Dueling Cyranos of Stage
and Screen,’” in Newsweek (New York), 7 May 1990.

Monova, Penka, ‘‘Groznite me ostarjavat krasivo,”’ in Kino (Sophia),
April-May 1993.

Stars (Mariembourg), Winter 1993.

* * *

When Jean-Paul Belmondo entered films in the mid-1950s, his
expressive face, with thick lips, the broken nose of a boxer, and the
mocking gaze of a rascal, did not correspond to the conception of the
traditional young film hero/lover. He received his first real on-screen
opportunity only with the coming of the French New Wave, when he
began playing defiant and discontented young men who instinctively
rebelled against their environment and society’s status quo. Such was
his role in Chabrol’s A double tour (in which he substituted for an
ailing Jean-Claude Brialy), but this film did not receive a great deal of
attention. However, it was his role in Godard’s A bout de souffle,
made in the same year—1959, a watershed for the French New
Wave—which won him unexpected success from the public and the
critics and made him famous all over the world. The hero of the film,
Michel Poiccard, is a car thief, living from hand to mouth, who finally
becomes a murderer and pays with his life for his recklessness and
irresponsibility. The success of A bout de souffle even resulted in
a wave of ‘‘Belmondism’’ in the hipper circles of Paris, manifesting
itself in a particular style of behavior, clothing, and expression.

Previously, Godard had directed Belmondo in an interesting short-
length study, Charlotte et son Jules, and they worked together again
in Une Femme est une femme and, more importantly, Pierrot le fou.
To express his anarchistic conception of modern life, Godard, reject-
ing everything conventional and static, had found in Belmondo the
ideal screen hero. In several other films, the actor replayed this type of
rough, isolated (and ultimately ill-fated) character. He had similarly
motivated roles in Becker’s Un Nommé La Rocca, while in Verneuil’s
Un Singe en hiver, where Belmondo partnered with Jean Gabin, the
dramatic situations were alternated with comic elements. He gathered
further experience in Italy where he made films under the direction of
Lattuada (Lettere di una novizia), de Sica (La ciociara), and Bolognini
(La viaccia). Almost as consequential to his work with Godard were
the films he made with Jean-Pierre Melville, including Léon Morin,
prétre, Le Doulos, and L’Ainé des Ferchaux.

But thereafter, Belmondo began breaking off his connection to the
authors of the New Wave. After the Louis Malle black comedy Le
Voleur, and especially after the ambitious but unsuccessful attempt by
Alain Resnais to revive in film the character of a famous speculator
and crook from the 1930s—Stavisky—Belmondo began appearing
almost exclusively in commercially oriented features. His films
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offered few artistic demands, but nevertheless were widely popular
and filled the cinemas. Among these early commercial pictures were
de Broca’s L’Homme de Rio and Les Tribulations d’un chinois en
Chine, films in which Belmondo proved not only his dramatic talent
but also his physical dexterity. He followed up these successful works
with roles as a dauntless secret agent in Le Magnifique and a brilliant
crook in L’Incorrigible, also directed by de Broca.

Belmondo appeared in a series of eight films made with Verneuil,
most of which were written with him in mind. The director’s ambition
was, above all, to entertain audiences, offering up a combination of
spectacle and charismatic star performances. A typical Verneuil-
Belmondo feature is the adventure story of truck drivers in the Sahara,
Cent mille dollars au soleil, in which he plays the role of Rocco,
a criminal who attempts to double-cross his colleagues. This picture
won the Cannes Prize of Golden Ticket ex aequo, awarded for the first
time by the Union of the French Cinema Owners. The film Weekend a
Zuydcoote followed, adapted from the novel of Robert Merle, in
which the tragic events near Dunkirk from the beginning of World
War II are mirrored via the fate of several French soldiers. Belmondo
played one of them, a fighter who is at once easygoing and resolute.
He co-starred with Omar Sharif in the next film by Verneuil, Le
Casse, as a member of a gang of jewel thieves. As a commissar-in-
chief of the Paris police in Peur sur la ville, he again had the
opportunity to give an athletic and acrobatic performance. Another
noteworthy Belmondo-Verneuil collaboration is Les Morfalous, an
adventure story of death and greed during the war in Tunisia.

Belmondo has also worked with other directors in recent years. In
Lautner’s Flic ou voyou, he appeared in the role of a nonconformist
policeman who sets out to rid Nice of gangsterism and corruption. In
this case, however, the dialogue and humor were more prominent than
the action. He played a charming, aging adventurer in subsequent
films by Lautner, Le Guignolo and Le Professionnel, and another
police commissar in Deray’s Le Marginal. After decades of appearing
in such genre fare, Belmondo had his most challenging, highest-
profile role since the 1960s in Lelouch’s Les Misérables, a provoca-
tive drama inspired by the Victor Hugo classic. He played Henri
Fortin, an uneducated ex-pugilist who befriends an intellectual Jew-
ish family escaping the Nazis during World War II. Through them, he
learns the story of Jean Valjean, with the film eventually becoming
a meditation on the essence of Hugo’s story. One only can ponder the
course of Belmondo’s career had he, earlier on, chosen to accept roles
in films as ambitious as Les Misérables.

—XKarel Tabery, updated by Rob Edelman

BENIGNI, Roberto

Nationality: Italian. Born: Arrezo, Tuscany, 27 October 1952.
Family: Married the actress Nicoletta Braschi, 1991. Career: At age
10 or 11, member of troubadour act in rural Tuscany that improvised
songs and poetry; also was a circus clown for a short time; late
1960s—moved to Rome and acted in underground experimental
theater there; 1976—film debut in adaptation of ‘‘Cioni Mario’’
monologue, Berlinguer ti volgio bene; 1982—directing debut with Tu
mi turbi; live TV monologue critical of Pope John Paul II brought
widespread notoriety; 1984—met Jim Jarmusch at a film festival near
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Roberto Benigni (center) with Nicoletta Braschi and Giorgio Cantarini in Life in Beautiful

Parma, leading to American debut in Down by Law, 1986, and
appearance in second Jarmusch film, Night on Earth, 1991; 1993—
first major Hollywood studio role in the box-office failure Son of the
Pink Panther; 1995-96—toured Italy in one-man show, a mock
political rally, drawing overall attendance of more than one million.
Awards: Italian Golden Grail for Best Actor, for Il minestrone, 1980;
Nastri d’Argento Award for Best Actor, for Down by Law, 1986;
David Di Donatello Award for Best Actor, for Il piccolo diavolo,
1988; Academy Award for Best Actor for La Vita E Bella, 1998.
Address: Via Traversa 44, Vergaglio, Prato, Italy.

Films as Actor:

1976  Berlinguer ti volgio bene (I Love You, Berlinguer) (Giuseppe
Bertolucci) (as Cioni Mario, + co-sc)

Chiedo asilo (Marco Ferreri) (as Roberto, + co-sc); Clair de
femme (Womanlight) (Costa-Gavras); La Luna (Luna)
(Bernardo Bertolucci) (as upholsterer)

1l minestrone (Minestrone)

1l Pap’Occhio (In the Pope’s Eye) (Arbore)

1979

1980
1981

1985
1986
1989
1991
1993

1999

Tuttobenigni (All Benigni) (Giuseppe Bertolucci)

Down by Law (Jarmusch) (as Roberto)

La Voce della Luna (The Voice of the Moon) (Fellini) (as Ivo
Salvini)

‘““Rome’” ep. of Night on Earth (Jarmusch) (as Gino, the
taxi driver)

Son of the Pink Panther (Edwards) (as Jacques Gambrini/
Jacques Clouseau, Jr.)

Astérix et Obélix contre César (Zidi) (as Lucius Detritus)

Films as Actor and Director:

1982
1984

1988
1991

1994
1997

Tu mi turbi (You Disturb Me)

Non ci resta che piangere (There’s Nothing Left but Crying)
(as Saverio, co-d with Massimo Troisi)

1l piccolo diavolo (The Little Devil) (as Giuditta, + co-sc)

Johnny Stecchino (Johnny Toothpick) (as Dante/Johnny
Stecchino, + co-sc)

1l mostro (The Monster) (as Loris, + co-sc, co-pr)

La Vita E Bella (Life is Beautiful) (as Guido, + co-sc)
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Publications
By BENIGNI: books—

Johnny Stecchino, with Vincenzo Cerami, Rome, 1991.
1l mostro: romanzo, with Vincenzo Cerami, Milan, 1994.

By BENIGNI: articles—

Interview with J. Rood, in Skoop (Amsterdam), June/July 1980.

“‘Eloge du bouffon,”” interview with F. Sabouraud, in Cahiers du
Cinéma (Paris), March 1987.

‘‘Roberto Benigni Is a True Maestro among Clowns, a Fool as Fine
Artist,”” interview with Robert Gerber, in Interview (New York),
April 1990.

Interview with A. Samueli, in Cahiers du Cinéma (Paris), May 1990.

‘“Mille et une emotions,’” in Positif (Paris), May 1990.

“‘Een harlekijn uit Toscanie,”” interview with F. Sartor, in Film en
Televisie + Video (Brussels), May/June and July/August 1992.

Interview with Tom Waits, in Interview (New York), January 1993.

On BENIGNI: articles—

Darnton, Nina, ‘‘Down by Law Star: A Pinocchio, by Way of Chico
Marx,”” in New York Times, 19 November 1986.

Buffa, M., “‘Benigni esorcista di se,”” in Filmcritica (Rome), January/
February 1989.

Saada, N., and T. Jousse, ‘‘Roberto Benigni,”’ in Cahiers du Cinéma
(Paris), June 1989.

Filmography in Segnocinema (Vincenza, Italy), January/February 1992.

Brennan, Judy, ‘‘A Benigni Press Conference Baedeker,”” in Variety
(New York), 18 May 1992.

Cowell, Alan, ‘‘Roberto Benigni Readies More Laughs for Export,”’
in New York Times, 19 July 1992.

Randall, Frederika, ‘‘Italy’s Comic Savior,”” in Wall Street Journal,
10 April 1996.

Cosulich, Callisto, ‘‘Benigni-wizerunek radosny,”” in Kino (War-
saw), July-August 1998.

New York Times (New York), 23 October 1998.

Vanity Fair (London), October 1998.

Sight and Sound (London), February 1999.

Screen comedians seem to be overly burdened with comparisons
to past comedic giants. In a relatively short career to date, Roberto
Benigni—the most popular comic talent in Italy in the late 20th
century—has been compared to more than his share, with the list
ranging from the inevitable (Toto) to the obvious (Chaplin, Keaton,
Laurel and Hardy, Harpo and Chico Marx) to the seriously misguided
(Woody Allen, Lenny Bruce, Jim Carrey). Cliché though it may be,
Benigni is a unique comic genius whose variety of talents stem from
a most unusual apprenticeship into entertainment, and conjure up
such a wellspring of comparisons.

Benigni was born and raised in poverty in a small Tuscan village.
His gift for improvisation was nurtured early on (age 10 or 11) with
his immersion into the Italian tradition of improvised song and poetry
through a sort of troubadour act that traveled rural Tuscany. After
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another formative experience during the several months he spent as
a circus clown, Benigni’s vocation was cemented when at about age
16 he leaped up on a platform in the town square of Prado (in Tuscany,
near Florence) and, pretending to be a political candidate, gave
a “‘speech’’ that was greeted with hearty laughter from the crowd that
filled the square. In the audience was the director of an avant-garde
theater company, who persuaded Benigni to move to Rome and join
his company. In Rome, Benigni worked in the theater, television, and
film throughout the 1970s and early 1980s, achieving initial success
through monologues, particularly one called ‘‘Cioni Mario’’ about
a sex-obsessed man from his hometown who never has sex, but thinks
and talks of nothing else. This was adapted by Giuseppe Bertolucci in
1976 as Berlinguer ti volgio bene, Benigni’s film debut; later Bertolucci
would adapt another smash stage show, Tutfobenigni. Benigni’s
initial appearances in features were in minor roles but for major
directors: Marco Ferreri’s Chiedo asilo, Costa-Gavras’s Clair de
Jfemme, and Bernardo Bertolucci’s La Luna. He made a very early
move into directing—forced to, he says, because of the lack of Italian
directors able to do comedy—debuting in 1982 with Tu mi turbi, but
received accolades for his second directing effort, Non ci resta che
piangere. Co-directed with co-star Massimo Troisi, this delightful
film has the two stars time-traveling to 1492 Italy where they attempt
to cash in on their 20th century foreknowledge with comic results.

During this period, Benigni developed his signature persona,
building off a body well-suited to physical comedy—wild hair,
receding, creating a halo head; tall with gangling limbs accentuated
by plain suits, worn one size too large, flopping about; and a most
expressive comic face, highlighted by an impish grin. His characters
are generally down-to-earth urban survivors, relying on their wits,
motormouths, and low-level scams to get by, often remaining amaz-
ingly ignorant of the mayhem around them caused either directly or
indirectly by their actions or inactions.

A chance meeting at an Italian film festival led Jim Jarmusch to
cast Benigni in 1986’s Down by Law, his U.S. debut. The comic
nearly stole the film as an Italian tourist—thrown into a New Orleans
jail cell occupied by two deadbeats (John Lurie and Tom Waits)—
who knows little English but tries to engage the others in conversation
(Benigni himself knew little English at the beginning of the film’s
production). Even better was his second film for Jarmusch, Night on
Earth, where his gifts for monologue and improvisation shine as the
taxi driver in the ‘‘Rome’” episode who confesses his sex life to
a priest—pumpkins, sheep, and sister-in-law, all. The initial scene in
the episode where Benigni drives around Rome keeping himself (and
the audience) amused with his banter is classic. In Italy he achieved
superstardom in the late 1980s and early 1990s through three con-
secutive box-office blockbusters: Il piccolo diavolo, with co-star
Walter Matthau as a priest whose life is made chaotic by Benigni’s
devil; Johnny Stecchino, where a bus driver is mistaken for a Mafiaso
to comic effect, with Benigni enacting both roles, the former much
more effectively than the latter; and I/ mostro, his best film to date,
another case of mistaken identity in which Benigni’s witless errand
boy Loris is suspected, through a hilarious sequence of misinterpreted
police videotape, of being a mass murderer.

Along the way, Benigni was cast against type in Federico Fellini’s
final film, La Voce della Luna, which has yet to be released in the
United States. Benigni has, however, become a favorite of the
American art-house crowd through his Jarmusch films and his self-
directed efforts. Such successes led to his ill-fated debut in a major
U.S. film as Jacques Clouseau’s son in the box-office failure, Son of
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the Pink Panther, where his best efforts are undermined by an inferior
script (his ‘“Wasn’t that fun!”’ at the end is a truly embarrassing line).

Benigni remains immensely popular in Italy, evidenced by the
huge crowds that attended his mock political rallies in 1995 and 1996,
where he skewered one of his favorite targets—politicians. One
would hope that in the future his great talent could be exposed to
a larger North American audience—perhaps through a collaboration
with an American director, given Benigni’s self-acknowledged limi-
tations in that area. In any event, there is no doubt that Benigni will in
the not-too-distant future be added to the pantheon of comedic giants
to which rising film comedians are compared.

—David E. Salamie

BENING, Annette

Nationality: American. Born: Topeka, Kansas, 29 May 1958. Edu-
cation: Attended Mesa College; San Francisco State University,
degree in theatre; studied at American Conservatory Theatre. Fam-
ily: married Steven White (divorced); married Warren Beatty (actor),
1992; four children (with Beatty). Career: Worked as cook on
a charter boat; actress with Colorado Shakespeare Festival, 1980,
American Conservatory Theatre, 1983-85, and Denver Center Thea-
tre Company, 1985-86. Awards: National Society of Film Critics
Award for Best Supporting Actress, for The Grifters, 1990; London
Critics Circle ALFS Award for Actress of the Year, 1999, San Diego
Film Critics Society Award for Best Actress, 1999, British Academy
Award (BAFTA) for Best Performance by an Actress in a Leading
Role, 2000, and Screen Actors Guild Awards for a Female Actor in
a Leading Role and Outstanding Performance by a Cast in a Theatri-
cal Motion Picture, 2000, for American Beauty; ShoWest Female Star
of the Year, 2000. Agent: Creative Artists Agency, 9830 Wilshire
Blvd., Beverly Hills, CA 90212, U.S.A.

Films as Actress:

1986 Manhunt for Claude Dallas (London—for TV) (as Ann
Tillman)

1988 Hostage (Against Her Will) (Levin—for TV) (as Jill); The
Great Outdoors (Deutch) (as Kate)

1989 Valmont (Forman) (as Merteuil)

1990 The Grifters (Frears) (as Myra Langtry); Postcards from the
Edge (Nichols) (as Evelyn Ames)

1991 Bugsy (Levinson) (as Virginia Hill); Regarding Henry (Nich-
ols) (as Sarah); Guilty by Suspicion (Winkler) (as Ruth
Merrill)

1994  Love Affair (Caron) (as Terry McKay)

1995 The American President (Reiner) (as Sydney Ellen Wade);
Richard III (Loncraine) (as Queen Elizabeth)

1996 Mars Attacks! (Burton) (as Barbara Land)

1998  The Siege (Zwick) (as Elise Kraft/Sharon Bridger)

1999  Forever Hollywood (Glassman and McCarthy) (as herself);
American Beauty (Mendes) (as Carolyn Burnham); In
Dreams (Jordan) (as Claire Cooper)

2000 What Planet Are You From? (Nichols) (as Susan)

Publications
By BENING: articles—

“‘Pregnant Pause,”” interview in Time Out (London), no. 1099, 11
September 1991.

On BENING: articles—

Canby, Vincent, ‘‘An Unholy Trinity That Is Up to No Good,”’ in
New York Times, 5 December 1990.

Coburn, Marcia Froelke, ‘‘Up Close and Impersonal With Annette
Bening,”’ in Rolling Stone, 16 May 1991.

Grove, Lloyd, ‘“Warren Beatty and the End of an Era,”’” in Washing-
ton Post, 17 July 1991.

Dowd, Maureen, ‘‘Bugsy in Love, on Stage and Off,”” in New York
Times, 8 December 1991.

Schickel, Richard, ‘‘A Killer Goes to Hollywood,”” in Time, 9 De-
cember 1991.

Maslin, Janet, ‘‘Sure, He Had His Faults, but the Man Had Vision,”’
in New York Times, 13 December 1991.

James, Caryn, ‘‘‘Bugsy’ Muscles In on Hollywood Glamour,”” in
New York Times, 22 December 1991.

Ryan, James, ‘‘Brainy Siren, Now A Mom,”’ in New York Times, 12
November 1995.

Maslin, Janet, ‘A Chief Executive in Love in the White House,”’ in
New York Times, 17 November 1995.

Maslin, Janet, ‘‘Dad’s Dead, and He’s Still a Funny Guy,’’ in New
York Times, 15 September 1999.

* * *

Referred to as ‘‘the thinking man’s sex symbol,”” Annette Bening
has firmly established herself as one of Hollywood’s most talented
and most professional actresses. In such roles as Myra Langtry in The
Grifters, Virginia Hill in Bugsy, Sydney Wade in The American
President and Carolyn Burnham in American Beauty (four very
different roles), she has repeatedly played strong intelligent women
who just happen to be beautiful. But perhaps the role that has made
her most familiar to the American public is as the girlfriend-then-wife
of Hollywood’s most famous former lothario, Warren Beatty, with
whom she has had four children.

After her film debut as Dan Aykroyd’s sex-starved wife in the
forgettable The Great Outdoors (*‘1 tried to pick my projects more
carefully after that,”” she says), Bening auditioned for a role as
a courtesan in director Stephen Frears’s film version of Choderlos de
Laclos’s 1782 novel Les Liaisons Dangereuses. Bening didn’t get the
role in Frears’s Dangerous Liaisons, which starred Glenn Close, John
Malkovich, and Michelle Pfeiffer, and which went on to garner an
Oscar nomination for Best Film of 1988 and a Best Actress nomina-
tion for Close’s portrayal of the wicked manipulative Marquise de
Merteuil. But Bening played the same role in 1989’s Valmont,
director Milos Forman’s version of the same story. While interesting,
Forman’s film and Bening’s performance suffered in comparison,
and audiences already knew the story from the previous film, so
Valmont fared poorly.

Ironically, Frears was so impressed by Bening’s performance in
Valmont that he hired her to play one of the leads in his next film,
1990’s The Grifters—the role that marked the turning point in
Bening’s film career. This contemporary film noir classic contains
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Annette Bening in American Beauty

three outstanding performances: Anjelica Huston plays Lily Dillon,
a hard-as-nails con artist with platinum blond hair who works for
a big-time bookie placing huge last-minute bets at racetracks to
change the odds. John Cusack plays Roy Dillon, the son Lily hasn’t
seen in eight years, who has the innocent face to occasionally get
away with penny-ante swindles but lacks the killer instinct for
anything more. And Bening plays Myra Langtry, a gold digger with
a killer smile, spiky hair, and leopard-skin miniskirts, who uses her
body as a Gold Card when she’s short of cash, and who is hoping to
use Roy to get back into the big time. All three are smart enough to get
money from people using their brains rather than brawn, and stupid
enough to think there won’t be any consequences. Lily and Myra meet
in Roy’s hospital room after he is beaten because of one of his scams
and, as this odd triangle of amoral grifters spins out of control to the
film’s grim end, all three performances remain absolutely riveting.
The New York Times said Bening ‘‘is absolutely right as a bright-
eyed, giggly, amoral young woman who has possibly never had
a generous or spontaneous thought in her life. [She] has something of
the angelic looks of Michelle Pfeiffer and the comic style and low-
down sexiness of Kathleen Turner. It is a terrific combination.”
Bening was nominated for a Best Supporting Actress Oscar and was
named Best Supporting Actress by the National Board of Review.
Bening made three films in 1991, the well-acted-but-familiar
Guilty by Suspicion, the hard-to-believe Regarding Henry, and the
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film that would forever change her personal life, the superb Bugsy.
Bugsy tells the story of Benjamin Siegel, the 1940s gangster who
invented modern-day Las Vegas beginning with one casino, the
Flamingo—which was also the nickname of his long-legged girlfriend,
Virginia Hill. Producer Beatty wanted Bening as his leading lady after
seeing her in The Grifters, saying ‘‘“What drew me to her onscreen
was her energetic intelligence and refusal to rely on her good looks.”’
The resultant film is as much a love story as it is a gangster film, with
beautifully delivered dialogue and a palpable chemistry between
the two leads. Bening’s performance is complex: sexy and smart,
tough and vulnerable, in love yet double-crossing, an independent
kept woman.

The Washington Post called Beatty’s decision to have children
with and marry Bening ‘‘the watershed moment in the history of
American civilization.”” Bening’s decision to bear children at the
height of her career, at an age when most actresses are in their prime,
forced her to turn down a number of roles that otherwise would have
been hers, including Catwoman in Batman Returns and the female
leads in Disclosure and What Dreams May Come. According to
Bening, ‘‘Being a good parent doesn’t just happen. I really enjoy
taking my daughter to school, getting to know the teachers. If I was
doing a movie I couldn’t do that.”’

Between children Bening played several roles, most notably in
The American President and American Beauty. In the former she
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plays environmental lobbyist Sydney Wade, who is wooed by wid-
ower President Andrew Shepherd (Michael Douglas). Here Bening
plays an old-fashioned romantic lead, one without a sinister side, and
she shows a light comic touch delivering Aaron Sorkin’s zinger-filled
dialogue. Director Rob Reiner said of the role, ‘‘She had to be
formidable. She had to project a sense of intelligence, sex appeal, so
he would be attracted to her fairly quickly.”’

In American Beauty, Bening plays Carolyn Burnham, married to
Lester Burnham (Kevin Spacey), who is going through the midlife
crisis to end all midlife crises. The material may be familiar; it is the
specificity of the characters, as written and as performed, that raises
this film to award-worthy levels. Carolyn is a real estate agent who
undergoes life changes in reaction to her husband’s, including an
energetic affair with a rival real estate agent. As The New York Times
said, ‘‘Ms. Bening is scathingly funny, and also quite graceful, as
a walking monument to despicable values.”” As her film career
continues to evolve, it is easy to understand what attracts movie
audiences to this outstanding actress.

—Bob Sullivan

BENNETT, Joan

Nationality: American. Born: Joan Geraldine Bennett in Palisades,
New Jersey, 27 February 1910; daughter of the actor Richard Bennett;
sister of the actress Constance Bennett. Education: Attended St.
Margaret’s, Waterbury, Connecticut; Le Lierre, Paris, finishing school,

Joan Bennett with Edward G. Robinson in Scarlet Street

1925. Family: Married 1) John Marion Fox, 1926 (divorced 1928),
daughter: Adrienne; 2) the screenwriter Gene Markey, 1932 (di-
vorced 1937), daughter: Melinda; 3) the director Walter Wanger,
1940 (divorced 1965), daughters: Stephanie and Shelley; 4) the critic
David Wilde, 1978. Career: 1914—stage debut in Chicago in
Damaged Goods, directed by and starring father Richard Bennett;
1915—film debut, with sister Constance Bennett, in father’s The
Valley of Decision; 1928—Broadway debut in father’s production
Jarnegan; 1929—five-year contract with United Artists; released
from contract after two films; 1930—two-year contract at Fox;
1933—success in Little Women: personal contract with Walter Wanger;
1941—contract with Columbia and 20th Century-Fox; made first of
four pictures with Fritz Lang; 1945—with Fritz Lang formed Diana
Productions; 1951—agent Jennings Lang shot and wounded by
jealous husband Walter Wanger; Wanger served four-month sen-
tence; scandal temporarily ended Bennett’s film acting career; 1959—in
TV series Too Young to Go Steady; 1966—70—in daytime TV series
Dark Shadows. Died: In Scarsdale, New York, 7 December 1990.

Films as Actress:

1915 The Valley of Decision (Berger) (as an ‘‘unborn soul’”)

1923 The Eternal City (Fitzmaurice) (bit role)

1928 Power (Higgin) (as waitress)

1929  The Divine Lady (Lloyd) (as an extra); Bulldog Drummond (F.
Richard Jones) (as Phyllis Benton); Three Live Ghosts
(Freeland) (as Rose Gordon); Disraeli (Alfred E. Green)
(as Lady Clarissa Pevensey); The Mississippi Gambler
(Barker) (as Lucy Blackburn)

1930  Puttin’ on the Ritz (Sloman) (as Dolores Fenton); Crazy That
Way (MacFadden) (as Ann Jordan); Moby Dick (Lloyd
Bacon) (as Faith); Maybe It’s Love (Wellman) (as Nan
Sheffield); Scotland Yard (Detective Clive, Bart) (William
K. Howard) (as Xandra)

1931 Many a Slip (Vin Moore) (as Pat Coster); Doctors’ Wives
(Borzage) (as Nina Wyndram); Hush Money (Lanfield) (as
Janet Gordon)

1932 She Wanted a Millionaire (Blystone) (as Jane Miller); Care-
less Lady (MacKenna) (as Sally Brown/Mrs. Illington);
The Trial of Vivienne Ware (William K. Howard) (title
role); Weekends Only (Crosland) (as Venetia Carr); Wild
Girl (Salomy Jane) (Walsh) (as Salomy Jane Clay); Me and
My Gal (Pier 13) (Walsh) (as Helen Riley)

1933 Arizona to Broadway (Tinling) (as Lynn Martin); Little Women
(Cukor) (as Amy)

1934 The Pursuit of Happiness (Hall) (as Prudence Kirkland)

1935 The Man Who Reclaimed His Head (Ludwig) (as Adele
Verin); Mississippi (A. Edward Sutherland) (as Lucy
Rumford); Private Worlds (La Cava) (as Sally MacGregor);
Two for Tonight (Tuttle) (as Bobbie Lockwood); She
Couldn’t Take It (Woman Tamer) (Garnett) (as Carol Van
Dyke); The Man Who Broke the Bank at Monte Carlo
(Roberts) (as Helen Berkeley)

1936  Thirteen Hours by Air (Leisen) (as Felice Rollins); Big Brown
Eyes (Walsh) (as Eve Fallon); Two in a Crowd (Alfred E.
Green) (as Julia Wayne); Wedding Present (Wallace) (as
Monica ‘‘Rusty’’ Fleming)

1937 Vogues of 1938 (Walter Wanger’s Vogues of 1938; All This
and Glamour Too) (Cummings) (as Wendy Van Klettering)
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1938 I Met My Love Again (Ripley, Logan, and Cukor) (as Julie);
The Texans (Hogan) (as Ivy Preston); Trade Winds (Garnett)
(as Kay Kerrigan); Artists and Models Abroad (Stranded in
Paris) (Leisen) (as Patricia Harper)

1939 The Man in the Iron Mask (Whale) (as Maria Theresa); The
Housekeeper’s Daughter (Roach) (as Hilda)

1940 Green Hell (Whale) (as Stephanie Richardson); The House
across the Bay (Mayo) (as Brenda ‘‘Lucky’’ Bentley); The
Man I Married (Pichel) (as Carol); The Son of Monte Cristo
(Rowland V. Lee) (as Grand Duchess Zona)

1941 Confirm or Deny (Mayo) (as Jennifer Carson); Man Hunt
(Fritz Lang) (as Jerry); She Knew All the Answers (Wallace)
(as Gloria Winters); Wild Geese Calling (Brahm) (as Sally)

1942  Girl Trouble (Schuster) (as June Delaney); Twin Beds (Whelan)
(as Julie Abbott); The Wife Takes a Flyer (A Yank in Dutch)
(Wallace) (as Anita Woverman); Hedda Hopper’s Holly-
wood No. 6 (doc, short) (as herself)

1943 Margin for Error (Preminger) (as Sophie Baumer)

1945 The Woman in the Window (Fritz Lang) (as Alice Reed);
Colonel Effingham’s Raid (Man of the Hour) (Pichel)
(as Ella Sue Dozier); Nob Hill (Hathaway) (as Harriet
Carruthers); Scarlet Street (Fritz Lang) (as Kitty March)

1947 The Macomber Affair (Z. Korda) (as Margaret Macomber);
The Woman on the Beach (Renoir) (as Peggy Butler)

1948  Secret beyond the Door (Fritz Lang) (as Celia Lamphere);
Hollow Triumph (The Scar) (Sekely) (as Evelyn Nash)

1949  The Reckless Moment (Max Ophiils) (as Lucia Harper)

1950 Father of the Bride (Minnelli) (as Ellie Banks); For Heaven’s
Sake (Seaton) (as Lydia)

1951 Father’s Little Dividend (Minnelli) (as Ellie Banks); The Guy
Who Came Back (Joseph M. Newman) (as Kathy Joplin)

1954 Highway Dragnet (Juran) (as Mrs. Cunningham); We’re No
Angels (Curtiz) (as Amelie Ducotel)

1956  Navy Wife (Mother—Sir!) (Bernds) (as Peg Blain); There’s
Always Tomorrow (Sirk) (as Marion Groves)

1960 Desire in the Dust (Claxton) (as Mrs. Marquand)

1970  House of Dark Shadows (Curtis) (as Elizabeth Collins Stoddard)

1972  Gidget Gets Married (Swackhamer—for TV); The Eyes of
Charles Sand (Badiyi—for TV)

1974  Inn of the Damned (Burke—unreleased)

1977  Suspiria (Argento) (as Madame Blank, the school head)

1978  Suddenly, Love (Margolin—for TV)

1981 This House Possessed (Wiard—for TV)

1982  Divorce Wars: A Love Story (Wrye—for TV)

Publications
By BENNETT: books—

How to Be Attractive, New York, 1943.
The Bennett Playbill, with Lois Kibbee, New York, 1970.

On BENNETT: articles—

Bowers, Ron, ‘‘Joan Bennett,”” in Films in Review (New York), June/
July 1977.

Shipman, David, in The Great Movie Stars: The Golden Years, rev.
ed., London, 1979.

Obituary in New York Times, 9 December 1990.
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Obituary in Times (London), 10 December 1990.

Obituary in Variety (New York), 17 December 1990.

Thomson, David, ‘‘Lazy Legs,”” in Film Comment (New York),
March/April 1991.

Viviani, C., “‘Joan Bennett, la ‘chose enrobee de cellophane,””’ in
Positif (Paris), July/August 1991.

Neff, W. ““Joan Bennett,”” Architectural Digest (New York), no. 53,
April 1996.

Joan Bennett, the youngest of the three acting daughters of
prominent stage and screen star Richard Bennett, was the last of the
sisters to enter films seriously, but she had the longest and, in
retrospect, the most meaningful career of any of her family. Joan, like
Constance and Barbara, was a gorgeous woman, slender and blond,
with dramatic eyes. She acted in numerous films during the 1930s,
many of which were important, such as Disraeli and Little Women,
but none of them was particularly noteworthy for her participation. It
was not until the late 1930s when she dyed her hair dark brown that
Bennett became more than just another beautiful Hollywood blond
and began to have significant impact on films. She frequently played
a sultry femme fatale in her new image, outstandingly beautiful but
destructive. In her two most highly regarded films, The Woman in the
Window and Scarlet Street, both directed by Fritz Lang, she displayed
a cool, pernicious character, the antithesis of the mild-mannered,
unsophisticated common man played by Edward G. Robinson in
each film.

In these two films, as well as others such as Jean Renoir’s The
Woman on the Beach, Bennett was able to appear beautifully innocent
and vulnerable on the surface, while hiding a stony evilness on the
inside. Lang, and others, have expressed great admiration for Bennett’s
contributions to her films of this period, and some critics have called
her the epitome of the film noir heroine.

Yet, despite her success in dramatic roles, Bennett also acted
successfully in more sympathetic comedy roles. At age 40, and still
a very beautiful, young-looking woman, she was very charming in the
box-office success Father of the Bride, portraying Spencer Tracy’s
wife and Elizabeth Taylor’s mother. Unlike many other beautiful
actresses, Bennett decided to begin playing ‘‘mothers’’ and older
parts before she actually needed to. She also took chances in her
career and varied her roles, dividing her time among costume epics,
melodramas, and tearjerkers such as Max Ophiils’s The Reckless
Moment and Douglas Sirk’s There’s Always Tomorrow. In the latter
film, Bennett played a boring housewife married to Fred MacMurray
who feels stifled by her presence and that of their children and
contemplates leaving them for a former sweetheart.

Bennett’s career flourished in the 1940s not only because of her
change of hair color but also because of her marriage to the prominent
producer Walter Wanger. Wanger guided her career and can take
much of the credit for the powerful roles which she accepted. He
produced many of the films in which she appeared during their
marriage, and provided her with some of the outstanding European
directors who were working in Hollywood during that period. They
divorced relatively quietly in 1965, but their relationship created
international headlines in 1951 when Wanger shot Bennett’s agent
Jennings Lang, purportedly out of jealousy; Wanger went briefly to
prison. By 1956 Bennett had virtually retired from films and thereaf-
ter confined herself to occasional theater and television work. From
the mid-1950s on, her most prominent role was as one of the main
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characters of the very popular supernatural television soap opera,
Dark Shadows, the only long-running daytime serial in history to
spawn both a film, House of Dark Shadows (which Bennett also
starred in), and successful rerun engagement (as well as a short-lived
1991 prime-time reprisal, also called Dark Shadows, which debuted
on January 13, a little over one month after Bennett died).

—Patricia King Hanson

BERGEN, Candice

Nationality: American. Born: Beverly Hills, California, 9 May
1946; daughter of Edgar Bergen (a ventriloquist) and Frances Bergen
(a fashion model). Education: Attended University of Pennsylvania,
1963-65. Family: Married Louis Malle (a filmmaker), 27 September
1980 (died 1995); children: Chloe. Career: Model, 1960s; free-lance
photographer and writer, late 1960s; actress, from 1966; commentator
on Today Show, NBC-TV, 1975; appeared in dozens of television
programs including Arthur the King, 1985, Murder by Reason of
Insanity, 1985, Hollywood Wives, 1985, Mayflower Madam, 1987,
and Murphy Brown, 1988-98. Awards: Emmy Awards, outstanding
lead actress in a comedy series, Academy of Television Arts and
Sciences, 1988, 1989, and 1992, Golden Globe Awards, best actress
in a comedy series, 1988 and 1992, and several other television
awards, for Murphy Brown. Agent: PMK, 955 S. Carillo Drive, #200,
Los Angeles, CA 90048.

Films as Actress:

1947  Unusual Occupations (Brandt) (as herself [uncredited in-
fant role])

1966 The Group (Lumet) (as Lakey Eastlake); The Sand Pebbles
(Wise) (as Shirley Eckert)

1967 The Day the Fish Came Out (Cacoyannis) (as Electra); Live
for Life (Vivre pour Vivre) (Lelouch) (as Candice); Flash
02 (short) (Martialay) (as herself)

1968 The Magus (Green) (as Lily/Julie)

1970 The Adventurers (Gilbert) (as Sue Ann Daley); Getting Straight
(Rush) (as Jan); Soldier Blue (Nelson) (as Cresta
Marybelle Lee)

1971 The Hunting Party (Medford) (as Melissa Ruger); Carnal
Knowledge (Nichols) (as Susan); T. R. Baskin (Date with
a Lonely Girl) (Ross) (title role)

1974 11 Harrowhouse (Anything for Love) (Avakian) (as Maren)

1975 Bite the Bullet (Brooks) (as Miss Jones); The Wind and the
Lion (Milius) (as Eden Pedecaris)

1977 The Domino Principle (The Domino Killings) (Kramer) (as
Ellie Tucker)

1978 The End of the World in Our Usual Bed in a Night Full
of Rain (La fine del mundo in una notte piena di pioggia)
(Wertmuller) (as Lizzy); Oliver’s Story (Korty) (as
Marcie Bonwit)

1979  Starting Over (Pakula) (as Jessica Potter)

1981 Rich and Famous (Cukor) (as Merry Noel Blake)

1982  Gandhi (Attenborough) (as Margaret Bourke-White)

1984 2010 (2010: The Year We Make Contact) (Hyams) (as voice
of SAL 9000)

1985  Stick (Reynolds) (as Kyle McLaren); Arthur the King (Merlin
and the Sword) (Donner—for TV) (as Morgan Le Fey);
Murder: By Reason of Insanity (also known as My Sweet
Victim) (Page—for TV) (as Ewa Berwid); Hollywood Wives
(Day—mini, for TV) (as Elaine Conti)

1987 Mayflower Madam (Antonio—for TV) (as Sydney Biddle
Barrows)

1995 Who Is Henry Jaglom? (doc) (Rubin and Workman) (as
herself)

1996 Mary and Tim (Jordan—for TV) (as Mary Horton) (+ co-exec
pr); Belly Talkers (doc) (Luckow) (interviewee)

Publications

By BERGEN: books—

Knock Wood (autobiography), New York, 1984.

By BERGEN: articles—

Sheff, David, ‘‘Playboy Interview: Candice Bergen,”” in Playboy
(Chicago), December 1989.

On BERGEN: books—

Gruen, John, Close Up, New York, 1968.

On BERGEN: articles—

Zehme, Bill, ‘“Hard Candy,”” in Rolling Stone (New York), 26
January 1989.

Orth, Maureen, ‘‘Candice Bergen Plays at Hollywood,”” in Vanity
Fair (New York), February 1989.

Rosenblatt, Roger, ‘‘Candy Can,”” in Vanity Fair (New York),
December 1992.

As the child of the legendary ventriloquist Edgar Bergen, Candice
Bergen spent much of her childhood in the shadow of her father’s
more famous offspring—his dummies, Charlie McCarthy and Mortimer
Snerd. In adulthood, however, she quickly came into her own, first as
a model, then as one of Hollywood’s most beautiful and respected
film and television actresses.

After attending the University of Pennsylvania and modeling on
the side, 20-year-old Candice Bergen made her screen debut in
Sidney Lumet’s The Group (1966), playing the then shocking role of
a beautiful lesbian in the Mary McCarthy story of a group of friends
from a Vassar-like school. Following her successful debut, Holly-
wood was quick to cast the striking blond-haired beauty opposite top
star Steve McQueen in The Sand Pebbles, a film nominated for eight
Academy Awards. But most of the acting acclaim went to McQueen,
who turned in what many felt was his best performance. To Holly-
wood, Bergen was still mostly just a very pretty face.
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Candice Bergen with Sean Connery in The Wind and the Lion

Nonetheless, Bergen continued to work steadily throughout the
late 1960s and early 1970s, establishing herself as a competent
actress, who also happened to be very easy on the eyes, in a series of
less-than-memorable films, including The Day the Fish Came Out,
The Magus, The Adventurers, Getting Straight, and Soldier Blue. In
1971, Bergen joined an all-star cast including Jack Nicholson, Art
Garfunkel, Rita Moreno, Carol Kane, and Ann-Margret in Mike
Nichol’s Carnal Knowledge (1971). The story of two men’s lives and
sexual journeys featured Bergen as Garfunkel’s rather proper and
somewhat dull wife. In a film that could have been a breakthrough for
Bergen, the acting honors once again went to someone else—Ann-
Margret, who earned an Oscar nomination for Best Supporting
Actress.

Bergen continued to soldier on in both leading and supporting
roles in films as diverse as Bite the Bullet, The Wind and the Lion, and
The Domino Principle. She even took over for Ali McGraw opposite
Ryan O’Neal in the saccharine Oliver’s Story. But though Bergen was
regarded as a competent and always beautiful Hollywood star, it was
not until she was cast opposite Burt Reynolds in Starting Over (1979)
that she proved her mettle as an actress. As Jessica Potter, Bergen
showed off her ability to play comedy, particularly in a scene in which
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she tries to seduce her ex-husband (Reynolds) wearing a see-through
blouse and singing very badly. Bergen’s willingness to make fun of
herself and her own beauty signaled new possibilities for the 33-year-
old actress. Hollywood thought so, too, and nominated Bergen for an
Academy Award for Best Supporting Actress.

Bergen followed up Starting Over with a starring role opposite
another screen beauty, Jacqueline Bissett, in the fluffy George Cukor
film, Rich and Famous. And, in a part in which film mimicked life,
Bergen played photographer Margaret Bourke-White (Bergen is an
avid amateur photographer) in Richard Attenborough’s Gandhi. In
1980, Bergen married director Louis Malle, and for much of the
decade she devoted herself to their marriage and their daughter. Butin
1988, the 42-year-old actress returned to acting, playing the title role
in the television sitcom, Murphy Brown. As the outspoken and often
controversial investigative reporter, Bergen was finally able to return
to the comedic form she displayed in Starting Over, and the sitcom
became an 11-season hit as well a pop culture phenomenon.

Bergen and Brown were virtually synonymous for more than
a decade, and though the actress did not make a film in the 1990s, she
became more famous than ever—and, as a multiple Emmy Award
winner, much more highly acclaimed. In 2000, Bergen resurfaced on
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the small screen to host a TV talk show. But one can only wonder if
she will ever bring the talent she honed for eleven seasons on the small
screen back to the medium in which she got her start.

—Victoria Price

BERGMAN, Ingrid

Nationality: Swedish. Born: Stockholm, 29 August 1915. Educa-
tion: Royal Dramatic Theater School, Stockholm. Family: Married
1) Peter Lindstrom, 1937 (divorced 1950), daughter: Pia; 2) the
director Roberto Rossellini, 1950 (annulled 1957), children: Robertino
Ingmar and twins Isotta and Isabella; 3) Lars Schmidt, 1958 (divorced
1975). Career: 1933—stage debut in Stockholm; 1934—film debut
in Svensk Filmindustri’s Munkbrogreven; 1935—contract with direc-
tor Gustav Molander; 1939—attracted attention of David O. Selznick
who offered her role in American remake of Intermezzo; moved to
Anmerica after outbreak of World War II in Europe; 1941—American
stage debut in Eugene O’Neill’s Anna Christie produced by the
Selznick Company; 1949—traveled to Italy to work on Roberto
Rossellini’s Stromboli; scandal involving affair with Rossellini and
subsequent pregnancy without marriage disrupted her career in
Hollywood for 7 years; 1956—successful return to Hollywood films
with Anastasia; 1959—star of TV adaptation of Henry James’s Turn
of the Screw directed by John Frankenheimer; stage roles in Captain

Ingrid Bergman with Humphrey Bogart in Casablanca

Brassbound’s Conversion, 1971, The Constant Wife, 1973, and
Waters of the Moon, 1977; 1982—star of TV mini-series Golda based
on life of Golda Meir. Awards: Best Actress Academy Award for
Gaslight, 1944; Best Actress, New York Film Critics, for Spellbound
and The Bells of St. Mary’s, 1945; Best Actress Academy Award, and
Best Actress, New York Film Critics, for Anastasia, 1956; Best
Supporting Actress Academy Award, and Best Supporting Actress,
British Academy, for Murder on the Orient Express, 1974; Best
Actress, New York Film Critics, for Autumn Sonata, 1978. Died: In
London 29 August 1982.

Films as Actress:

1934 Munkbrogreven (The Count of Monk’s Bridge) (Adolphson
and Wallen) (as Elsa)

1935  Brannigar (Ocean Breakers; The Surf) (Johansson) (as Karin
Ingman); Swedenhielms (The Family Swedenhielms)
(Molander) (as Astrid); Valborgsmassoafton (Walpurgis
Night) (Edgren) (as Lena Bergstrom)

1936  Pa solsidan (On the Sunny Side) (Molander) (as Eva Bergh);
Intermezzo (Molander) (as Anita Hoffman)

1938 Dollar (Molander) (as Julia Balzar); En kvinnas ansikte (A
Woman’s Face) (Molander) (as Anna Holm); Die vier
gesellen (The Four Companions) (Frolich) (as Marianne)

1939  En enda natt (Only One Night) (Molander) (as Eva); Inter-
mezzo (A Love Story) (Ratoff) (as Anita Hoffman)

1940 Juninatten (A Night in June) (Lindberg)

1941 Adam Had Four Sons (Ratoff) (as Emilie Gallatin); Rage in
Heaven (W. S. Van Dyke) (as Stella Bergen); Dr. Jekyll
and Mr. Hyde (Fleming) (as Ivy Peterson)

1942  Casablanca (Curtiz) (as Ilsa)

1943  For Whom the Bell Tolls (Wood) (as Maria); Swedes in
America (Lerner)

1944 Gaslight (Cukor) (as Paula Alquist)

1945  Saratoga Trunk (Wood) (as Clio Dulaine); Spellbound (Hitch-
cock) (as Dr. Constance Peterson); The Bells of St. Mary’s
(McCarey) (as Sister Benedict)

1946 Notorious (Hitchcock) (as Alicia Huberman)

1948  Arch of Triumph (Milestone) (as Joan Madou); Joan of Arc
(Fleming) (title role)

1949  Under Capricorn (Hitchcock) (as Lady Henrietta Considine)

1950 Stromboli (Rossellini) (as Karin)

1951 Europa ‘51 (The Greatest Love) (Rossellini) (as Irene Girard)

1953  Siamo donne (We, the Women) (Rossellini)

1954  Giovanna d’Arco al rogo (Joan at the Stake) (Rossellini);
Viaggio in Italia (Journey to Italy; The Lonely Woman)
(Rossellini) (as Katherine Joyce)

1955 Angst (La Paura; Fear) (Rossellini)

1956  Anastasia (Litvak) (title role)

1957 Elena et les hommes (Paris Does Strange Things) (Renoir)
(title role)

1958 Indiscreet (Donen) (as Ann Kalman); Inn of the Sixth Happi-
ness (Robson) (as Gladys Aylward)

1961 Aimez-vous Brahms? (Goodbye Again) (Litvak) (as Paula
Tessier)

1964 Der Besuch (The Visit) (Wicki) (as Karla Zachanassian)
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1965 The Yellow Rolls-Royce (Asquith) (as Mrs. Gerda Millett)

1967 Stimulantia (‘‘Smycket’’ or ‘‘The Necklace’’ ep.) (Molander)

1969 Cactus Flower (Saks) (as Stephanie Dickinson)

1970 A Walk in the Spring Rain (Green) (as Cissy Meredith); Henri
Langlois (Hershon and Guerra)

1973 Fromthe Mixed-Up Files of Mrs. Basil E. Frankweiler (Cook)

1974  Murder on the Orient Express (Lumet)

1976 A Matter of Time (Minnelli)

1978  Autumn Sonata (Ingmar Bergman) (as Charlotte)

Publications

By BERGMAN: book—

Ingrid Bergman: My Story, with Alan Burgess, New York, 1980.

By BERGMAN: articles—

“‘Ingrid Bergman on Rossellini,”” interview by Robin Wood in Film
Comment (New York), July-August 1974.

Interview with Ingrid Bergman in Michael Curtiz’s ‘‘Casablanca’’,
by Richard Anobile, New York, 1975.

On BERGMAN: books—

Steele, Joseph Henry, Ingrid Bergman, 1959.

Brown, Curtis F., Ingrid Bergman, New York, 1973.

Rosen, Marjorie, Popcorn Venus, New York, 1973.

Taylor, John Russell, Ingrid Bergman, London, 1983.

Leamer, Laurence, As Time Goes By: The Life of Ingrid Bergman,
New York, 1986.

Quirk, Lawrence J., The Complete Films of Ingrid Bergman, New
York, 1989.

Spoto, Donald, Notorious: The Life of Ingrid Bergman, New
York, 1997.

On BERGMAN: articles—

Tynan, K., ““The Abundant Miss Bergman,’’ in Films and Filming
(London), December 1958.

Vermilye, J., “‘An Ingrid Bergman Index,’’ in Films in Review (New
York), May 1961.

Ross, Lillian, ‘‘Ingrid Bergman,”’ in New Yorker, 21 October 1961.

Bowers, R., ‘“‘Ingrid Bergman,”’ in Films in Review (New York),
February 1968.

Bourget, J.-L., ‘‘Romantic Dramas of the Forties,”” in Film Comment
(New York), January-February 1974.

Damico, J., “‘Ingrid from Lorraine to Stromboli: Analyzing the
Public’s Perception of a Film Star,”” in Journal of Popular Film
(Bowling Green, Ohio), v. 4, no. 1, 1975.

Waldman, Diane, ‘‘Ingrid Bergman: An Outcast Returns’” and “‘A
Nun Does Not Fall in Love with an Italian’’ in Close-Ups: The
Movie Star Book, edited by Danny Peary, New York, 1978.

“‘Ingrid Bergman,’’ in Ecran (Paris), April 1978.

110

“‘Rossellini’s Stromboli and Ingrid Bergman’s Face,”” in Movietone
News (Seattle), December 1979.

Films in Review (New York), March 1980.

Harvey, Stephen, ‘‘Ingrid Bergman’’ in The Movie Star, edited by
Elisabeth Weis, New York, 1981.

Amiel, M., obituary, in Cinéma (Paris), October 1982.

In The Annual Obituary 1982, New York, 1983.

McLean, A.L. ““The Cinderella Princess and the Instrument of Evil:
Surveying the Limits of Female Transgression in Two Postwar
Hollywood Scandals,”” Cinema Journal (Austin, Texas), no. 3, 1995.

Campbell, V., and C. Oakley, ‘‘A Star Is Born,”” Movieline (Los
Angeles), no. 7, June 1996.

Jacobowitz, F. ‘‘Rewriting Realism: Bergman and Rossellini in
Europe, 1949-1955,”" Cineaction (Conde-Sur-Noireau, France),
no. 41, 1996.

The complexity of Ingrid Bergman’s career (with its notorious
vicissitudes), and of the image that is its product, raises a number of
important issues about stars: the perennial one (but here in a pecul-
iarly acute form) of the tensions between acting and presence; the
efforts of Hollywood to construct a star according to a specific
prescription and the actress’s rebellion against that construction; the
diverse and sometimes contradictory ways in which a ‘‘star image,”’
once constructed, can be inflected in the work of different directors.

The use for which Hollywood initially intended her is clear
enough: she was the new Swedish import, the new Garbo, and yet,
emphatically, not Garbo, the public appearing to be rejecting Garbo’s
image of an aloof Goddess. Instead of aloofness, mystery, and
glamour, what was stressed above all (both on screen and in publicity)
was naturalness. Two publicity handouts epitomized this quality: the
widely broadcast decision not to remold her features in the interests of
glamour; and the ‘‘secret’’ of how she maintained her flawless
complexion (by going for walks in the rain). The naturalness was,
however, immediately qualified by a second layer of signification that
already introduced into the image a potential tension: Bergman was
natural but she was also a lady, in a sense in which Dietrich was
decidedly not, and a sense quite incompatible with Garbo’s ‘‘mys-
tery’’; a “‘lady’” might be expected to end up with a ‘‘gentleman’’
(such as the George Sanders of Rage in Heaven) and settle down to
a stable respectability. (Certain of the early films—Intermezzo and
Adam Had Four Sons—play upon this possibility by frustrating it.)

Bergman’s partial rebellion against this image-construction was
motivated by a desire to prove that she could act, and was not merely
a star. When in the 1941 Dr. Jekyll and Mr. Hyde MGM cast her as
Jekyll’s high society fiancée and Lana Turner as Hyde’s low-life
mistress and victim, it was Bergman who took the initiative (enlisting
Turner’s cooperation) in demanding that they exchange roles. A some-
what curious accent aside, her promiscuous cockney barmaid was
extremely successful (though the critics, predictably, said she was
miscast).

Two of Bergman’s finest performances in two of her finest films
draw directly upon the natural/lady opposition: the persecuted wife of
Cukor’s Gaslight and the energetic and forthright nun of McCarey’s
The Bells of St. Mary’s. The latter, too easily dismissed by embar-
rassed sophisticates for its alleged sentimentality, is among other
things, a complex and delicate study of gender roles, allowing
Bergman a wide range of expression within the apparent confines of
her nun’s habit. Bergman’s notions of being an actress (centered on
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a striving after obviously big acting roles such as Maria in For Whom
the Bell Tolls and, above all, Joan of Arc in the disastrous Fleming
film of that name) were always somewhat naive; her richest and most
complex performances arose not out of ‘‘big’’ roles but out of
collaborations with directors such as Cukor and McCarey who were
particularly sensitive and sympathetic to performers, collapsing the
usual distinction between presence and acting ability. One may also
note that, for all her efforts to establish a wider range, Bergman was
quite incapable of playing a bad woman convincingly; the irreducible
beauty of her character partly undermines the dismally reactionary
project of Ingmar Bergman’s Autumn Sonata, the chastisement of
a great pianist for failing to be a great mother.

The core of Bergman’s achievement is in her work for two of the
cinema’s greatest filmmakers: the three films for Hitchcock, the five
for Rossellini. Both, again, drew on the persona, inflecting it in quite
different ways. Spellbound (the least interesting Hitchcock) recon-
structs the natural Bergman out of the repressed psychiatrist. Both
Notorious and Under Capricorn achieve great resonance by playing
upon the possibility of the persona’s irreparable degradation (through
heavy drinking and promiscuity in the former, alcoholism and poten-
tial insanity in the latter) and its eventual, triumphant rehabilitation.

The Rossellini films are still disgracefully underrated, even largely
unknown, outside small circles of initiates; they are essentially films
about Bergman (though they are also about much else besides),
obliquely relating to her personal situation. Stromboli places the lady,
as a displaced person, among the physical and emotional brutalities of
a primitive community and explores her reactions; Europa ‘51 begins
by abruptly demolishing the facade of elegance and sophistication
that represents one aspect of the lady and proceeds to release the
natural side of the woman and develop it towards sainthood; Viaggio
in Italia reunites the lady with George Sanders in all the sterility of
a respectable bourgeois marriage and proceeds to show her reaching
out to make contact with eroticism, death, and the terror of emptiness,
as a necessary movement towards the discovery of meaning. Bergman
herself did not greatly value her work in these films: she didn’t “‘act,”’
she ‘‘walked through them.”” Yet they constitute the essence of her
own meaning, as star, presence, actress, image.

—Robin Wood

BERGNER, Elisabeth

Nationality: British. Born: Elisabeth Ettel in Drohobyez, Poland
(now Drohobych, Ukraine), 22 August 1897; became citizen of Great
Britain, 1938. Education: Vienna Conservatory, c. 1915-19. Fam-
ily: Married director Paul Czinner, 1931 or 1933 (died 1972).
Career: 1919—stage debut in Zurich; 1923—film debut in Der
Evangelimann; late 1920s-early 1930s—international reputation for
stage work, particularly in Max Reinhardt productions Peer Gynt and
St. Joan; 1933—moved to England with Czinner; successful London
stage debut in Escape Me Never, and on Broadway in 1935; late
1930s—>5-year contract with United Artists stipulating that the films
be made in England; 1940—moved to U.S.; 1950—resettled in
England 1950s-1960s—worked intermittently in Germany and Aus-
tria; 1962—returned to film acting after 20-year absence. Awards:

Elisabeth Bergner (right) with Sophia Stewart in As You Like It

Best Actress Academy Award for Escape Me Never, 1935. Died: In
London, 12 May 1986.

Films as Actress:

1923 Der Evangelimann (Holger-Madsen)

1924  Nju (Husbands or Lovers) (Czinner)

1926 Der Geiger von Florenz (Impetuous Youth; The Violinist of
Florence) (Czinner); Liebe (Czinner)

1927 Dona Juana (Czinner)

1928  Queen Louise (Konigin Luise) (Grune)

1929  Frdulein Else (Miss Else) (Czinner)

1931 Ariane (The Loves of Ariane) (Czinner) (title role)

1932 Der traiimende Mund (Dreaming Lips) (Czinner)

1934 Catherine the Great (Czinner) (title role)

1935 Escape Me Never (Czinner) (as Gemma Jones)

1936  As You Like It (Czinner) (as Rosalind)

1937 Dreaming Lips (Czinner and Garmes) (as Gaby Lawrence)

1938  Stolen Life (Czinner) (as Sylvia/Martina Lawrence)

1941 Paris Calling (Marin)

1962  Die gliicklichen Jahre der Thorwalds (Staudte)

1968  Strogoff (Courier to the Tsar) (E. Visconti)

1970  Cry of the Banshee (Hessler) (as Oona)

1973 Der Fiissginger (The Pedestrian) (Schell)

1978 Der Pfingstausflug (The Pentecost Outing; The Whitsun Out-
ing) (Gunther)
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1982  Feine Gesellschaft—Beschrinkte Haftung (Runze)
1985 Der Garten (Liebeneiner)

Publications
By BERGNER: book—

Bewundert viel und viel gescholten . . . : unordentliche Erinnerungen,
Munich, 1978.

By BERGNER: articles—

Interviews in Picturegoer (London), 6 January and 18 August 1934.

Interview by Eva Orbanz in Exil—Sechse Schauspieler aus
Deutschland, Berlin, 1938.

Filmecho/woche (Germany), 11 December 1981.

On BERGNER: book—

Volker, Klaus, Elisabeth Bergner: das Leben einer Schauspielerin,
Berlin, 1990.

On BERGNER: articles—

Close Up (London), December 1932.

Film Weekly (London), 10 November 1933, 24 August and 14
December 1934.

Picturegoer (London), 2 February 1935, and 1 April 1939.

“‘Elisabeth Bergner,”’ in Films in Review (New York), April 1973,
additions to filmography in November 1974 and January 1976 issues.

Shipman, David, in The Great Movie Stars: The Golden Years,
revised edition, London, 1979.

Ciné Revue (Paris), 9 October 1980.

Kino, Spring 1981, Spring 1983, and Summer 1983.

Obituary in Variety (New York), 21 May 1985.

The dramatic art of Elisabeth Bergner was nourished on stage first
in Zurich and then in various Austrian and German cities. When she
came to Berlin her popularity was soon established as she captivated
spectators and critics with strongly emotive portrayals in such stage
productions as Romeo and Juliet, Queen Christine, and Camille. She
subsequently began to specialize in playing women with childlike or
boyish traits. Her stage and film career is closely related to the work of
Hungarian director Paul Czinner who had come to Germany from
Budapest via Vienna. He became both her artistic partner and her
husband.

Their film collaboration began with Nju and continued with Der
Geiger von Florenz, Liebe, Dona Juana, and Frdulein Else. Her
co-stars included the great German film actors Emil Jannings, Conrad
Veidt, and Albert Bassermann. The bisexual type that she portrayed in
Der Geiger von Florenz and in other film and stage roles reflected
a contemporary German taste derived, according to Kracauer in From
Caligari to Hitler, from an ‘‘inner laxity of manners.’’

With the coming of sound, Bergner began to portray a more
sentimental and delicate woman. Soon critics labeled her characters
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as fragile, emotional, or nervous. Bergner acted her roles in such
a manner as to charm her audience in an almost hypnotic way.
Czinner allowed her to play the whole gamut of emotional experience
in a series of films made in Germany, and then in Great Britain to
which both of them fled after the rise to power of the Nazis.

The peak of her career is represented by her work in two films. In
the first, Ariane, an adaptation of a novel by the French author Claude
Anet, Bergner played a girl who plunges into adventure with an older,
more experienced man. The second is the drama Der trdumende
Mund, an adaptation of a play by Henri Bernstein. Here Bergner
played a sensitive, pure woman who cannot escape her passion for
amusical virtuoso, but does not want to hurt her loving husband. This
film was remade by Czinner as Dreaming Lips, with Bergner again in
the leading role. None of her later films achieved such critical popular
success. After having made a few films in England, Bergner again
dedicated herself to the theater, both as an actress and director. Her
profoundly sensitive acting, which influenced the German cinema of
the 1920s and 1930s, is, fortunately, preserved on film for future
generations.

—XKarel Tabery

BERRY, Jules

Nationality: French. Born: Jule Paufichet in Poitiers, 9 February
1883. Education: Studied architecture at Lycée Louis-le-Grand,
Paris. Military Service: 1914-19—awarded Croix de Guerre. Ca-
reer: 1903—auditioned for Théatre Antoine on a whim, and hired for
company; 1907—success in Feydeau’s La Duchesse des Folies-
Bergeres in Lyons; engagement by Théatre des Galeries-Saint-Hu-
bert, Brussels; 1908—20—pursued career in Brussels; 1911—in ‘‘films
d’art’” production Cromwell; 1920s—established reputation as front
rank comedic actor in Paris; 1928—induced to take small role in
L’Herbier’s L’Argent; early 1930s—worked in film studios in Stock-
holm, Berlin, and Budapest; 1933—temporarily ceased stage acting;
1940—Ilast stage appearance, Paris. Died: 23 April 1951.

Films as Actor:

1908 Tirez s’il vous plait (Gasnier)

1911 Cromwell (Desfontaines)

1928 L’Argent (L’Herbier)

1931 Mon Coeur et ses millions (Arveyres) (as Frank Creighton)

1932 Quick (Siodmak) (title role); Le Roi des palaces (Gallone) (as
Claude Decourcy)

1933  Arlette et ses papas (Roussel) (as Pierre)

1934  Une Femme chipée (Colombier) (as Germont); Un Petit Trou
pas cher (Ducis—short)

1935 Baccara (Mirande) (as André Leclerc); Et moi j'te dis qu’elle
t’a fait de I’oeil (Forrester) (as André Courvalin); Jeunes
Filles a marier (Vallée) (as Perret); Le Crime de Monsieur
Pégotte (Ducis—short) (as M. Pégotte); Touche a tout
(Dréville) (as Comte de Bressac); Monsieur Personne
(Christian-Jaque) (as Comte de Trégunc)

1936 Le Disque 413 (Pottier); Les Loups entre eux (Mathot) (as
Commissaire Raucourt); Cargaison blanche (Le Chemin de
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Rio) (Siodmak) (as Moreno); La Béte aux sept manteaux
(L’Homme a la cagoule noire) (de Limur) (as Pierre
Arnal); Un Colpo di vento (Tavano); Adventure a Paris
(Marc Allégret) (as Michel Levasseur); Le Mort en fuite
(Berthomieu) (as Trignol); Rigolboche (Christian-Jaque)
(as Bobby); Une Poule sur un mur (Gleize); 27, Rue de la
Paix (Pottier) (as Denis Grand); Le Voleur de Femmes
(Gance); Le Crime de Monsieur Lange (Renoir) (as Batala)

1937 Rendez-vous aux Champs-Elysées (Houssin) (as Maxime
Germont); Le Club des aristocrates (Colombier) (as Serge
de Montbreuse); Les Rois du sport (Colombier) (as Burette);
L’Habit vert (Richebé) (as Parmeline); Les Deux Combinards
(Le System bouboule) (Houssin) (as Barisart); Arsene Lupin
Detective (Diamant-Berger) (title role); L’Occident
(Fescourt); L’Homme a abattre (Ceux du deuxiéme bureau)
(Mathot) (as Commissaire Raucourt); Un Déjeuner de
soleil (Cohen) (as Pierre Haguet)

1938 L’Inconnue de Monte-Carlo (Berthomieu) (as Messirian);
Café de Paris (Lacombe) (as Louis Fleury); Mon Pere et
mon papa (Schoukens) (as La Vaillant); Eusebe depute
(Berthomieu); L’Avion de minuit (Kirsanoff) (as Carlos);
Hercule (Esway) (as Vasco); Clodoche (Sous les ponts de
Paris) (Lamy) (as Prince Berky); Carrefour (Bernhardt) (as
Lucien Sarroux); Balthazar (Colombier) (title role)

1939  Cas de conscience (Kapps) (as Laurent Arnoux); Accord final
(Bay) (as Baron Larzac); Son Oncle de Normandie (La
Fugue de Jim Baxter) (Dréville) (as Joseph); Derriére la
facade (Mirande and Lacombe) (as Alfredo); Le Jour se
léve (Daybreak) (Carné) (as Valentin); Retour au bonheur
(L’Enfant de la tourmente) (Jayet); La Famille duraton
(Stengel) (as Samy); Paris—New York (Mirande and
Heymann) (as the manager)

1940 L’Héritier des Mondésir (Valentin) (as Waldemar); L’An
quarante (Mirande); Soyez les bienvenus (de Baroncelli)

1941 L’Embuscade (Rivers—produced 1939); Face au destin
(Fescourt—produced 1939) (as Claude); Parade en sept
nuits (Marc Allégret); Les Petit riens (Leboursier)

1942  Apres l'orage (Ducis) (as Alex Krakow); La Symphonie
fantastique (Christian-Jaque) (as Schlesinger); La Troisieme
Dalle (Dulud) (as Stéphane Barbaroux); L’Assassin a peur
la nuit (Delannoy) (as Jérdme); Les Visiteurs du soir
(Carné) (as le Diable); Le Grand Combat (Roland) (as
Charlie)

1943  Des jeunes filles dans la nuit (Hénaff and Mirande); Le
Camion blanc (Joannon) (as Shabbas); Le Voyageur de la
Toussaint (Daquin) (as Plantel); Marie-Martine (Valentin)
(as Loic Limousin); Le Soleil de minuit (Roland) (as
Forestier); L’Homme de Londres (Decoin) (as Brown);
Tristi amori (Gallone); T amero sempre (Camerini)

1944  Le Mort ne regoit plus (Tarride); Beatrice devant le désir (de
Marguenat)

1945  Dorothée cherche I’amour (Gréville) (as Monsieur Pascal)

1946 Monsieur Gregoire s’evade (Daniel-Norman) (as Charles
Tuffal); Messieurs Ludovic (Le Chanois) (as Guillaume
Maréchal); Etoiles sans Ilumiére (Blisténe); L’Assassin
n’est pas coupable (Delacroix) (as himself); Desarroi
(Dagan) (as Frontenac)

1947 Réves d’amour (Stengel) (as Belloni); La Taverne du poisson
couronne (Chanas) (as Fléo)

1948  Si jeunesse savait (Cerf) (as Charles Vigne)

1949  Portrait d’un assassin (Roland) (as Pfeiffer); Histoires
extraordinaires (Faurez) (as Fortunato)

1950 Pas de week-end pour notre amour (Montazel) (as Baron
Richard); Téte blonde (Cam) (as Frédéric Truche); Sans
tambour ni trompette (Blanc); Le Gang des tractions-
arriere (Loubignac) (as Baron Dupuy de la Margelle); Les
Maitres-Nageurs (Lepage) (as Chamboise)

Publications

On BERRY: book—

Marc, Henri, Jules Berry: Le Jouer, Paris, 1988.
On BERRY: article—

Barrot, O., “‘Jules Berry,’” in Anthologie du Cinéma, vol. 8, Paris, 1972.

After graduating from secondary school Jules Berry began train-
ing to become an architect, but took a job as an apprentice in a theater
company and therefore his fate was sealed. He appeared in various
minor roles, then attracted attention during the visit of his theater
company to Lyons and was engaged by a company in Brussels where
he was to remain for many years. He appeared in Paris on tour in 1910
and 1913, and during those years he occasionally played a small part
in a film. After the First World War Berry returned to Paris and
appeared in a series of vaudevilles and light comedies that were not
particularly challenging but did give him the opportunity to play
a great variety of parts and to refine his talent. In his private life, he
was a ladies” man and a gambler (he gambled away much of what he
earned in his life), and something of the aura of the dandy pervaded
his performances: he became noted for his elegant appearance, vivid
temperament, timing, and his ease at portraying both lovers and
seducers—roles he was to be equally adept at playing in films.

Berry made his first important film appearance in 1928 in
L’Herbier’s L’Argent, an adaptation of the work by Zola. In the early
1930s, like many of his fellow stage actors, he made films abroad, in
Sweden, Hungary, and Germany (he appeared in Siodmak’s Quick in
Berlin). After returning to Paris he got a part in Roussell’s Arlette et
ses papas, returned briefly to the stage, then left the theater entirely
for a time and accepted any film offers that came his way without
much concern for the quality of the script or the director. From 1933
until his death in 1951 Berry appeared in almost 100 films, often as
many as 10 a year, his reputation in the theater often serving as
a guarantee for many adaptations on plays, talky efforts that had little
to do with the expressionistic techniques available to film. These
unpretentious products were popular with French audiences of the
early 1930s, and Berry was the ideal representative of the usual
hero—high society sophisticate, aristocrat, successful industrialist,
cynical Don Juan. He played yet another variant on his usual range of
characters in Le Crime de Monsieur Lange in 1935, but this was a film
written by Prévert and directed by Jean Renoir, and here Berry
achieved a greater conciseness and dramatic tension in performance
than in his other films. As the entrepreneur Batala, whose interests are
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dictated by his egoism, who not only mercilessly exploits his employ-
ees but also tries to dupe them, he gave a performance that was
universally admired.

Berry had some success in the part of the police commissioner
Raucourt in films made by Mathot in 1936-37, and he returned to
detective films in 1938—40. He worked with such directors as Pottier,
Allégret, Mirande and others, but none of his films of the late 1930s in
notable. The exception is Le Jour se léve, with a script by Prévert and
directed by Carné, in which Berry had one of his most important
roles—the artist Valentin, a demonic incarnation of evil who ob-
structs the love of two young people. Berry gives a masterful
performance of rich nuance, expressing a series of contradictory
states of mind: a charlatan who sneers at human goodness and
weakness, abuses his power, dissimulates, torments others with his
cruelty, then tries to evoke pity for himself. He created yet another
incarnation of evil in the 1942 Carné film, Les Visiteurs du soir. The
film was highly praised, and it marks a high point in Berry’s career as
a film actor.

From then on, however, Berry’s career seemed to go into eclipse.
He made more detective films and played yet another unsympathetic
character in Daguin’s Le Voyageur de la Toussaint. But Berry was not
really offered the opportunities in the 1940s that his talent and
reputation should have commanded. An exception in André Cert’s Si
Jeunesse savait (reminiscent in many ways of the style of Clair, whose
assistant Cerf had been). Berry plays a billionaire in this brilliant
comedy, and provides additional evidence, if any were needed, of the
exceptional range, technique, and mature interpretational style he had
developed.

—LKarel Tabery

BERTINI, Francesca

Nationality: Italian. Born: Elena Seracini Vitiello in Florence, 11
April 1888 (some sources state 6 February 1892). Family: Married
Count Paul Cartier, 1921, one son. Career: c. 1903—stage debut at
Teatro Nuovo in Naples; member of troupe of dialect players under
Gennaro Pantalena; about 1907—film debut in Neapolitan film La
dea del mare; acted for Film d’ Arte Italiana Pathé, 1910-11, for Cine
production company, 1912, for Celio production company, 1912-14;
1914—began acting for Caeser and Bertini Film; 1915—international
star after role in Assunta spina; 1918—co-directed La Tosca, first and
only attempt at film direction; 1920—contract with 20th Century-
Fox; 1921—broke contract with Fox to retire from acting after
marriage to Count Cartier; late 1920s—appeared in a few sound films
in Germany and France; 1930-76—made occasional special appear-
ance in various films. Died: October 1985.

Films as Actress:

¢.1907 La dea del mare

1910 Il trovatore (Gasnier)

1911 Ernani; Guilietta e Romeo;, Tristano e Isotta; Francesca da
Rimini; La contessa di Challant; Re Lear; Folchetto di
Narbonne; Lorenzo il Magnifico; Pia De’ Tolomei
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1912

1913

1914

1915

1916

1917

1918

1919

1920

1921

1922
1928

1929
1930

1943
1956
1976

La morte civile; Il ritratto dell’amata; Il mercante di Venezia,
La suonatrice ambulante; La rosa di Tebe; Il Pappagallo
della zia Berta (Negroni); Idillio tragico (Negroni); Lagrime
e sorrisi (Negroni)

La gloria (Negroni); L’avvoltoio nero; L’arma dei vigliacchi,
Terra promessa; La maestrina (Negroni); La bufera
(Negroni); Tramonte; L’Histoire d’un Pierrot (Negroni);
Idolo infranto; L’anima del demi-monde (Negroni);
L’arrivista; La cricca dorata; In faccia al destino (Negroni);
La madre (Negroni); La vigilia di natale; Salome; Per la
sua gioia

Eroismo d’amore (Rava); L’onesta che uccide; L’ amazzone
mascherata; La canzone di Werner; Sangue bleu (Rava);
Nelly la gigolette (Ghione); Une donna! Per il blasone; La
principessa straniera; Rose e spine; Il veleno della parole;
Colpa altrui

Assunta spina (Serena); La signora dalle camelie (Serena);
Nella  fornace (Oxilia); Ivonne (Serena); Diana
Uaffascinatrice (De Antoni); Il capestro degli Asburgo

La perla del cinema (De Liguoro or Serena or De Antoni);
Fedora (De Liguoro or De Antoni); Odette (De Liguoro);
My Little Baby (Baby l’indiavolate) (De Liguoro); Ferréol
(De Antoni); Oberdan (Serena); Vittima dell’ideale (Serena)

Don Pietro Caruso (Bracco); Lacrimae rerum (Nel gorgo
della vita) (Del Liguoro); Andreina (Roberti or Serena);
L’alba; Anima redenta

La Tosca (+ co-d with De Antoni or Serena); L’affaire
Clémenceau (De Antoni); Piccolo Fonte (Roberti); Frou
Frou (Roberti or De Antoni); La piovra (Roberti); Malia
(De Antoni); Anima allegra (Roberti); La donna nuda
(Roberti); Mariute (Bencivenga); Saracinesca (Roberti)

Oltre le legge; L’ombra (Roberti); Principessa Giorgio
(Roberti); La contessa Sarah (Roberti); Lise Fleron (Roberti);
Spiritismo (Roberti); La serpe (Roberti); Beatrice (De
Riso); La sfinnge (Roberti)

[ sette piccata capitali (series of seven films) (Roberti, De
Riso, Bencivenga, De Antoni, and possibly d’Ambra);
Anima selvaggia

Maddalena Ferat (Roberti); Le blessure (Roberti); Marion
(Roberti); La giovinezza del diavolo (D’Annunzio); La
fanciulla di Amalfi; Amore vince amore; La donna, il
diavolo, il tempo; Fama (Roberti); La Ferita (Roberti);
Ultimo sogno (Roberti)

Consuelita (Roberti)

Monte Carlo (La fine di Montecarlo); Odette (Mein Leben fur
das deine) (Morat)

Possession (Perret); Tu m’appartiens (Glieze)

La donna di una notte (Palermi); La Femme d’une nuit
(L’Herbier) (French version of previous film)

Dora

A sud niente di nuovo (Simonelli)

1900 (Novecento) (Bertolucci)

Publications

By BERTINI: book—

1l resto non conta, Pisa, 1969.
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On BERTINI: books—

Bianchi, Pietro, Francesca Bertini e le dive del cinema muto, Tor-
ino, 1969.

Costantini, Costanzo, La diva imperiale: ritratto di Francesca Bertini,
Milano, 1982.

On BERTINI: articles—

Maridtegui, J.C., ‘‘La ultima pelicula de Francesca Bertini,”’ in
Hablemos de cine (Lima), January/March 1972.

Filmography in Bianco e nero (Rome), May 1978.

Cahiers de la Cinématheque (Paris), nos. 26-27, 1979.

Cinema nuovo (Turin), August 1981.

On BERTINI: film—

The Last Diva, Gianfranco Mingozzi, 1983.

A type of film star grew up in the early Italian cinema: sophisti-
cated, glamorous, highly temperamental, and a trendsetter in fashion
and romance. The film divas were highly competitive and jealously
guarded their status in the cinema; they were also highly paid. Lyda
Borelli and Hesperia were two of them, but Francesca Bertini was to
become the most famous.

After having begun her career in Naples, Bertini came to Rome
and played with Celio films, where she was groomed for stardom. In
1913 she scored a great success in Baldassare Negroni’s L’Histoire
d’un Pierrot. Apart from her performance, the film showed a mastery
of screen language and attracted wide audiences outside of Italy. Her
repertoire included popular Italian and French plays such as those of
Sardou. In 1915 she made her best film, Assunta spina, a break with
the torrid society dramas to which her public was accustomed. Her
Nelly la gigolette, intelligently directed by Emilio Ghione the previ-
ous year, was also a more down-to-earth creation. Assunta spina was
the story of a working-class girl who is a slave of circumstance,
attracting men whose loves, jealousies, and selfishness lead her to
atragic end. A faithful depiction of its setting (it was shot in the streets
of Naples), it anticipates the neorealism of the 1940s. Its director,
Gustave Serena, played the lead.

For great roles such as La Tosca, Fedora, and La signora dalle
camelie, she rose to the occasion. The latter was rushed through to
challenge her rival Hesperia, then appearing in the same role. Bertini’s
output was prolific, encompassing all kinds of subjects; she possessed
both a photogenic beauty, and an expressive personality.

In 1921 she married Count Paul Cartier and retired from films. But
she did return to filmmaking in Germany and Spain at the beginning
of the sound period and thereafter made special appearances, as Burt
Lancaster’s sister, for example, in Bertolucci’s 7/900. When the
London Film Festival of 1983 presented a film about her by Gianfranco
Mingozzi she was planning to attend the showing, though she was
then in her nineties. The title of the film was The Last Diva. Louis
Delluc, an admirer of hers, said: ‘‘One does not know till too late that
it is necessary to study all the work of Francesca Bertini.”’

—Liam O’Leary

BINOCHE, Juliette

Nationality: French. Born: Paris, France, 9 March 1965. Education:
Attended acting school in the late 1970s and later took classes at the
Paris Conservatoire. Family: Son with André Halle: Raphael. Ca-
reer: 1983—film debut in Liberty Belle; 1988—international success
with The Unbearable Lightness of Being; on stage in Paris in
Chekhov’s The Seagull; mid-1990s—Lancome model for the fra-
grance Poeme. Awards: Best Actress Award, Venice Film Festival,
for Blue, 1993. Agent: Intertalent Agency, 131 South Rodeo Drive,
Suite 300, Beverly Hills, CA 90212, U.S.A.

Films as Actress:

1983  Liberty Belle (Kane)

1984 Les Nanas (The Women) (Lanoe)

1985 Je vous salue, Marie (Hail Mary) (Godard) (as Juliette); La
Vie de famille (Family Life) (as Natacha); Rendez-vous
(Téchiné) (as Nina Larrieu)

1986 Mauvais Sang (The Night Is Young; Bad Blood) (Carax) (as
Anna); Mon Beau-frere a tué ma soeur (My Brother-in-Law
Has Killed My Sister) (as Esther)

1988 The Unbearable Lightness of Being (Kaufman) (as Tereza)

1989  Un Tour de manége (Roundabout) (as Elsa)

1991 Les Amants du Pont Neuf (The Lovers on the Pont-Neuf)
(Carax) (as Michele); Women & Men Il (Women & Men: In
Love There Are No Rules) (Bernstein, Figgis, and Zea—for
TV) (as Mara)

1992  Wuthering Heights (Kosminsky—not released in U.S.) (as
Catherine Earnshaw); Fatale (Damage) (Malle) (as
Anna Barton)

1993  Trzy Kolory: Niebieski (Bleu; Blue) (Kieslowski) (as Julie);
Trzy Kolory: Czerwony (Blanc; White) (KieSlowski) (cameo
as Julie)

1994 Trzy Kolory: Bialy (Rouge; Red) (Kieslowski) (cameo as Julie)

1995  Le Hussard sur le toit (The Horseman on the Roof) (as Pauline
de Theus)

1996 The English Patient (Minghella) (as Hanna); Lucie Aubrac
(Berri); Un Divan a New York (A Couch in New York)
(Akerman) (as Beatrice Saulnier)

1998 Alice et Martin (Téchiné) (as Alice)

1999 Les Enfants du siécle (Kurys) (as George Sand)

Publications

By BINOCHE: articles—

Interview with Josephine Hart, in Interview (New York), Decem-
ber 1992.

“‘Juliette Speaks . . .,”” interview with Maro Sorrenti, in Harper’s
Bazaar (New York), November 1995.

Andrew, Geoff, ‘‘Modesty Blaze,”” in Time Out (London), 3 Janu-
ary 1996.
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Juliette Binoche

On BINOCHE: articles—

Kavanagh, Julie, and Nick Briggs, ‘‘Binoche, by Gosh,”” in Vanity
Fair (New York), May 1992.

Riding, Alan, ‘‘Juliette Binoche Plays a Riddle without a Solution,”’
in New York Times, 20 December 1992.

Sight and Sound (London), September 1993.

Reilly, Anthony, ‘‘Bluebelle,”” in Premiere (New York), January 1994.

London Observer, 31 December 1995.

Seesslen, Georg, ‘‘Juliette Binoche: Skizzen auf dem Weg zur
Freiheit,”” in EPD Film (Frankfurt), July 1997.

Juliette Binoche was introduced to French theater at the age of 12
by her actress-writer mother, with whom her acting studies began.
Her father is a former mime who creates masks for the theater. Her
parents separated when she was two years old, and she believes she
was drawn into the theater because it represented a family. While
better known for her film roles, Binoche remains tied to the theater
where she began her career (she appeared on stage in Paris in 1988 in
Chekov’s The Seagull, directed by Andrei Konchalovsky).

Binoche was urged to audition for films when she was 18 by
a casting director who helped her get some bit parts. Despite her
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success at an early age, Binoche did not emerge overnight. After
studying acting for several years she performed in stage productions
in the early 1980s and in some television films. Her first film roles
followed: in Pascal Kane’s Liberty Belle; a small part in Jean-Luc
Godard’s Hail Mary, with her youthful innocence as her selling point;
and a more substantial role in Annick Lanoe’s Les Nanas.

She met the director Léos Carax in 1985, starred in his thriller
Mauvais Sang, and began to undergo a transformation. They moved
in together and this relationship dominated her professional and
emotional life for four years. Carax molded Binoche for the role of
Anna in Mauvais Sang, requiring her to adopt a gamin look and to lose
weight. She studied dance and voice, read Balzac, and even changed
her laugh. (Later Carax would cast Binoche as the one-eyed, gun-
toting painter, Michele, in Les Amants du Pont Neuf, an unsuccessful,
$30 million film which proved to be the most expensive thus far in
French history.)

Later in the 1980s she reached international fame with her
English-language debut, The Unbearable Lightness of Being, based
on the Milan Kundera novel, playing a sexual free spirit. In her next
two widely seen roles—in Louis Malle’s Damage and Blue, the first
film of Krzysztof KieSlowski’s Trzy Kolory trilogy—Binoche was
not free spirited at all, but rather gave exceptionally passive and
solemn portrayals, too detached for many observers. Binoche had
turned down the female lead in Steven Spielberg’s Jurassic Park
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(played by Laura Dern), to star in Blue—Ilikely a smart move given
how difficult it is to imagine her in such an action-filled thriller at this
stage of her career.

In her latest film to date, A Couch in New York, the first major film
of Belgian director Chantal Akerman, Binoche changed her image
again—away from the serious, sad beauty—toward a lighter charac-
ter sans the once-in-vogue anguish that pervaded her earlier charac-
ters. Whether this welcome transformation is successful will go a long
way toward determining the future direction of a still young career.

—Kelly Otter

BJORNSTRAND, Gunnar

Nationality: Swedish. Born: Stockholm, 13 November 1909. Edu-
cation: Royal Dramatic Theatre School, Stockholm. Family: Mar-
ried Lillie Lundahl, 1935, three daughters. Career: 1931—film debut
in Pour mon coeur et ses millions; 1936-38—acted at the Swedish
Theater in Helsinki; after stint at Swedish Theater, continued stage
acting mainly in Stockholm; 1946—first film with Ingmar Bergman,
Det regnar pd var kérlek, which began long professional association;
1948—guest artist at Royal Dramatic Theater, Stockholm; 1966—in
film Pdlsen (The Overcoat) for Swedish television. Awards: Swed-
ish Film Society’s Gosta Ekman Prize, 1953. Died: 24 May 1986.

Films as Actor:

1931 Pour mon coeur et ses millions (The False Millionaire)
(Berthomieu)

Vi som gar scenvigen (We from the Theatre) (Wahlberg);
Juninatten (Night in June) (Lindberg)

Panik (Panic) (Willoughby); Vi tvd (We Two) (Bauman); Mot
nya tider (Towards New Times) (Wallén)

Hjdltar i gult och bldtt (Heroes in Yellow and Blue) (Bauman);
Karl for sin hatt (An Able Man) (Bauman); Hennes melodi
(Her Melody) (Thor Brooks); Alle man pd post (Everybody
at His Station) (Henrikson)

Snapphanar (Scanian Guerilla) (Ohberg); En dventyrare
(Adventurer) (Olsson); General von Dibeln (Molander)
Natt ihamn (Night in the Harbour) (Faustman); Jag drdpte (I

Killed) (Olof Molander)

Appassionata (Olof Molander); Lev farlight (Live Danger-
ously) (Falk); Mitt folk dr icke ditt (My People Are Not
Yours) (Hildebrand); Nyordning pa Sjogdarda (New Order
at Sjogarda) (Hildebrand); Hets (Frenzy) (Sjoberg)

Sussie (Mattsson); I som hdéir intréden . . . (You Who Are about
to Enter . . .) (Mattsson)

Peggy pad vift (Peggy on a Spree) (Mattsson); Kristin
Kommenderar (Kristin Commands) (Edgren); Rotigg (Bad
Eggs) (Mattsson); Det regnar pd var kdrlek (It Rains on
Our Love; The Man with an Umbrella) (Bergman); Medan
porten var stingd (While the Door Was Locked) (Ekman);
Midvinterblot (Midwinter Blood) (Werner)

Bruden kom genom taket (Bride Came through the Ceiling)
(Palm); Pappa sdkes (Daddy Wanted) (Mattsson); Krigsmans
erinran (Soldier’s Duties) (Faustman); En fluga gor ingen

1938

1939

1940

1942

1943

1944

1945

1946

1947

1948

1949

1950

1951
1952

1953

1954

1955

1956

1957

1958

1959

1960
1961

1963

1964

1965

1966

1967

sommar (One Swallow Doesn’t Make a Summer) (Ekman);
Hir kommer vi (Here We Come) (Lagerwall and Zacharias);
Tva kvinnor (Two Women) (Sjostrand)

Musik i morker (Music in Darkness; Night Is My Future)
(Bergman); Var sin vig (Each to His Own Way) (Ekman);
En svensk tiger (A Swedish Tiger) (Edgren); Lilla Mdrta
kommer tilbaka (Little Mdrta Returns) (Ekman); Soldat
Bom (Private Bom) (Kjellgren)

Skola skolen (Playing Truant) (Bauman); Flickan fran tredje
raden (Girl from the Third Row) (Ekman); Pappa Bom
(Father Bom) (Kjellgren)

Min syster och jag (My Sister and I) (Bauman); Fdstmo
uthyres (Fiancée for Hire) (Gustaf Molander); Kyssen pd
kryssen (Kiss on the Cruise) (Mattsson); Den vita katten
(The White Cat) (Ekman); Kvartetten som springdes (The
Quartet That Was Split Up) (Gustaf Molander)

Tull-Bom (Customs Officer Bom) (Kjellgren)

Sdg det med blommer (Say It with Flowers) (Kjellgren); En
fastman i taget (One Fiancé at a Time) (Bauman); Kvinnors
vintan (Secrets of Women; Waiting Women) (Bergman);
Flyg-Bom (Bom the Flyer) (Kjellgren); Oppat med grona
hissen (Up with the Green Lift) (Larsson)

Dansa min docka (Dance with My Doll) (Soderhjelm); Vi tre
debutera (We Three Debutantes) (Ekman); Gycklarnas
afton (The Naked Night, Sawdust and Tinsel) (Bergman);
Glasberget (Unmarried) (Gustaf Molander)

Flottans glada gossar (Happy Lads of the Fleet) (Husberg);
Seger i morker (Victory in the Dark) (Folke); En lektion
i karlek (A lesson in Love) (Bergman); Gabrielle (Ekman)

Stampen (Pawn Shop) (Lagerkvist); Kvinnodrom (Dreams;
Journey into Autumn) (Bergman); Sommarnattens leende
(Smiles of a Summer Night) (Bergman)

Det dr aldrig for sent (It’s Never Too Late) (Boman); Sjunde
himlen (Seventh Heaven) (Ekman)

Skorpan (The Rusk) (Lagerkvist); Det sjunde inseglet (The
Seventh Seal) (Bergman); Natten ljus (Night Light)
(Kjellgren); Sommarndje sokes (Summer Place Wanted)
(Ekman); Smultronstillet (Wild Strawberries) (Bergman)

Du dr mitt dventyr (You Are My Adventure) (Olin); Froken
April (Miss April) (Gentele); Ansiktet (The Magician; The
Face) (Bergman)

Det sviinger pa slottet (Swinging at the Castle) (Kjellin); Brott
i paradiset (Crime in Paradise) (Kjellgren); Himmel och
pannkaka (Heaven and Pancakes) (Ekman); Mdlarpirater
(Pirates on the Malaren) (Holmgren)

Djiivulens ga (The Devil’s Eye) (Bergman)

Sdasom i en spegel (Through a Glass Darkly) (Bergman);
Lustgdrden (The Pleasure Garden) (Kjellin)

Nattvardsgasterna (Winter Light) (Bergman); Lyckodrommen
(Dream of Happiness) (Abramson); Min kéira dr en ros (My
Love Is Like a Rose) (Ekman)

Kldnningen (The Dress) (Sjoman); Aktenskapabrottaren (Mar-
riage Wrestler) (Ekman); Allskande par (Loving Couples)
(Zetterling)

Syskonbddd 1782 (My Sister, My Love) (Sjoman)

Trifracken (The Sadist) (Lindgren); Persona (Bergman); Hiir
har du ditt liv (Here Is Your Life) (Troell)

Den rode kappe (The Red Mantle) (Axel); Stimulantia
(““Smycket’” or ‘“The Necklace’” ep.) (Gustaf Molander);
Tofflan-en lycklig komedi (Slipper) (Anderberg)
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1968 Flickorna (The Girls) (Zetterling); Skammen (Shame)
(Bergman)

1969  Pappa, varfor dr du arg? Du gjorde likadant sjilv nér du var
ung (Daddy, Why Are You Angry? You Did the Same When
You Were Young) (Stivell); Riten (The Rite) (Bergman—for
TV); Una estate in quattro (L’isola) (Vancini)

1971 Lockfigeln (The Birdcall) (Wickman)

1973  Pistolen (The Pistol) (Tirl)

1976  Ansikte mot ansikte (Face to face) (Bergman—for TV)

1977 Tabu (Taboo) (Sjoman)

1978 Herbstsonate (Autumn Sonata; Hostsonaten) (Bergman)

1982 Fanny och Alexander (Fanny and Alexander) (Bergman)

Publications
On BJORNSTRAND: article—

Obituary in Variety (New York), 28 May 1986.

Gunnar Bjornstrand made a career portraying morally upright
figures plagued by doubt and temptation. A courtly actor who seemed
equally at home in comedy and melodrama, he came to the attention
of non-Swedish film audiences in the dozen or so films of Ingmar
Bergman in which he appeared.

Bjornstrand made his first film for Bergman in 1946, It Rains on
Our Love, and rose to international prominence in a series of films
beginning with Sawdust and Tinsel, and culminating with Winter
Light. His role in this last film was a tour de force for Bjornstrand who
played a man of God who had lost his faith and, although he searched
for meaning in the modern world, could provide little guidance for
himself or his parishioners. The elegance of Bjornstrand’s bearing
provided a vivid contrast to the inner torment caused by his religious
uncertainty. For The Seventh Seal, on the other hand, where he played
the cynical Sancho Panza-like companion to Max von Sydow’s
questing knight, he was cast against type and provided a shrewd foil to
his Quixotic master.

Bjornstrand continued to play roles in other Swedish productions
including Vilgot Sjoman’s The Dress and the same director’s contro-
versial My Sister, My Love, Jan Troell’s first feature, Here Is Your
Life, and Mai Zetterling’s Loving Couples and The Girls. He also
appeared in Bergman’s later films such as Shame, Face to Face, and
the international success, Autumn Sonata.

——Charles L. P. Silet

BLANCHETT, Cate

Nationality: Australian. Born: Catherine Elise Blanchett in Mel-
bourne, 14 May 1969. Family: Married to Andrew Upton, 1997.
Education: Studied economics and fine arts at the University of
Melbourne; graduated from Australia’s National Institute of Dra-
matic Art. Career: Appeared on the Sydney stage in Caryl Churc-
hill’s Top Girls, Timothy Daly’s Kafka Dances, and David Mamet’s
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Cate Blanchett and Ralph Fiennes in Oscar and Lucinda

Oleanna, 1993; appeared in other stage plays in Australia, most
notably with the Sydney Theatre Company and Belvoir Street Theatre
Company; made guest appearances on Australian television, mid-
1990s; earned international acclaim for her starring role in Elizabeth,
1998; starred in David Hare’s Plenty on the London stage, 1999.
Awards: Rosemount Newcomer Award, Sydney Theatre Critics
Circle, for Kafka Dances, 1993; Rosemount Best Actress Award, for
Oleanna, 1993; Melbourne Green Room Award nomination, for
Hamlet, 1995; Australian Film Institute Award, Best Performance by
an Actress in a Supporting Role, for Thank God He Met Lizzie, 1997;
British Academy Award for Best Performance by an Actress in
a Leading Role, Chicago Film Critics Association Award for Best
Actress, London Critics Circle Award as Actress of the Year, Golden
Globe Award for Best Performance by an Actress in a Motion Picture
(Drama), Broadcast Film Critics Association Award for Best Actress,
Online Film Critics Society Award for Best Actress, Southeastern
Film Critics Association Award for Best Actress, and Golden Satel-
lite Award for Best Actress in a Motion Picture (Drama), all for
Elizabeth, 1998. Address: c/o Robyn Gardiner Management, P.O.
Box 128, Surry Hills, NSW, 2010, Australia.

Films as Actress:

1996 Parklands (Millard) (as Rosie)

1997 Paradise Road (Beresford) (as Susan McCarthy); Thank God
He Met Lizzie (Nowlan) (as Lizzie); Oscar and Lucinda
(Armstrong) (as Lucinda)
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1998  Elizabeth (Kapur) (as Elizabeth I)

1999  An Ideal Husband (Parker) (as Lady Gertrud Chiltern); Push-
ing Tin (Newell) (as Connie Falzone); Bangers (Upton) (as
Housewife) (short); The Talented Mr. Ripley (Minghella)
(as Meredith Logue)

Publications

By BLANCHETT: articles—

‘‘Heaven’s Cate,’” interview with Howard Feinstein, in Detour (New
York), February 1998.

“‘Cate’s a Girl to Bet On,”” interview with York Membory in Evening
Standard (London), 18 March 1998.

““‘Double or Nothing: He’s So Fiennes and Ms. Blanchett’s Not Bad
Either,”” interview with Christine Hogan, in Australian Harper’s
Bazaar, 19 March 1998.

Interview with Angie Errigo, in Empire (London), May 1998.

““G’day to You Queen Bess,”” interview with Sheila Johnston, in
Telegraph (London), 22 September 1998.

““Their Elizabethan Era,”’ interview with Kim Williamson, in Box
Office (Los Angeles), October 1998.

““Blanchett Comes Out of Nowhere Fast,”’ interview with Judy
Gerstel, in Toronto Star, 6 November 1998.

““The Queen of Elizabeth,”” interview with Lewis Beale, in Daily
News (New York), 10 November 1998.

“‘Cate Blanchett Gives Elizabeth a Human Face,”’ interview with
Peter Brunette, in Boston Globe, 14 November 1998.

““The Queen and I,”” interview with Howard Feinstein, in the Guard-
ian (London), 28 November 1998.

“‘Let Them Meet Cate,’” interview with Mark Salisbury, in Premiere
(New York), March 1999.

Blanchett, Cate, ‘‘Cate Blanchett on Crying in Public Places,’” in This
Is London, 4 March 1999.

“‘Pale and Interesting,”” interview with Mick Brown, in Telegraph
(London), 27 March 1999.

““Why the Elizabeth Star Has Taken Hollywood by Storm,’’ inter-
view in Vanity Fair (New York), May 1999.

“Why We Love Cate,”’ interview with Jenny Cullen, in Australian
Woman’s Weekly, June 1999.

““‘Complicated,’” interview with Lesley White, in New York Times, 24
October 1999.

““The Talented Ms. Blanchett,”” interview with Melissande Clarke, in
Los Angeles Magazine, December 1999.

On BLANCHETT: articles—

““In Profile,”” in Cinema Papers (Victoria, Australia), 29 May 1997.

Fitzgerald, Michael, ‘“The World at Her Feet,”” in Time (New York),
26 January 1998.

Bowe, Kitty, ‘“‘Queen Cate,”” in Harper’s Bazaar (New York),
1 December 1998.

Sinclair, Tom, article in Entertainment Weekly (New York), 1 March
1999. Minghella, Anthony, ‘‘A Date with Cate,”” in Guardian
(London), 18 April 1999.

“‘Cate Blanchett Rocks Hollywood,’” in Elle (New York), May 1999.

Barber, Lynden, and D.D. McNicoll, ‘‘Blanchett Reigns as Austra-
lian of Year,”” in The Australian (Surry Hills, New South Wales),
22 January 2000.

Of all the performers who emerged onto the international film
scene in the late 1990s, Cate Blanchett was among the most promis-
ing. Her luminous good looks combine with a passion, intelligence,
and versatility that are reminiscent of Meryl Streep. Although it is
premature at this point in her career to cite her as Streep’s acting
equal, Blanchett is a performer who, like Streep, seamlessly inhabits
her characters, making them believable despite their diversity in class,
nationality, or life experience.

Upon graduation from Australia’s National Institute of Dramatic
Art, Blanchett quickly established herself as an up-and-coming stage
actress. She was the first performer to win two Sydney Theatre Critics
Circle awards in the same year (1993), for Best Newcomer and Lead
Actress, and further established herself by playing everything from
Shakespeare to David Mamet on the Australian stage. Blanchett’s
first high-profile screen credit was in Paradise Road, a well-inten-
tioned but cliched prisoner-of-war drama, in which she was cast
alongside veteran actresses Glenn Close, Pauline Collins, and Frances
McDormand. Next, she won the title role, opposite Ralph Fiennes, in
Oscar and Lucinda, a Victorian-era romantic adventure. Blanchett
gave a spirited performance while playing Lucinda Leplastrier, an
eccentric, fiercely independent young woman raised on a ranch in the
Australian outback. With her soul mate, the shy, guilt-ridden Oscar
Hopkins, Lucinda shares a love of gambling and an inability to fit into
society.

The energy and finesse Blanchett brought to the role made her
a natural for the film that was to win her international stardom:
Elizabeth, which like Oscar and Lucinda is a period piece featuring
a spunky and determined heroine. Elizabeth is a dark, absorbing
historical drama and political spectacle. It is set in England during the
mid-16th century, with Henry VIII dead and the nation in religious
turmoil. Mary I, who has taken the throne from her father, is
a Catholic; Elizabeth, her younger half-sister, is a Protestant. At the
outset of the story, Mary orders Elizabeth taken into custody, and she
barely escapes with her life. But upon Mary’s death, Elizabeth
becomes England’s ruler. At its core, Elizabeth is the story of the
molding of a queen. It charts the manner in which Elizabeth—as
embodied by Blanchett—is transformed from a fanciful young woman
who thinks with her heart and not her head to the tough, venerated
Virgin Queen of history. Elizabeth is a complex, demanding role, and
Blanchett exudes a majestic dignity as her character matures.

In spite of her stardom, Blanchett accepted a supporting role in
a film because she was intrigued by its story and interested in working
with the cast and director. In Pushing Tin, a tale of conflicting New
York City air traffic controllers, she plays Connie Falzone, a middle-
class Long Island housewife-mother with a thick New York accent.
Though the primary concerns of Elizabeth I are ruling her country,
Connie’s life focuses on her family and tuna casseroles. Yet Blanchett
offered the same intelligence to the creation of both characters; she
appears equally familiar with the inner beings of these altogether
different women. In fact, Blanchett blends so seamlessly into Pushing
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Tin that it might seem unimaginable that she is the same actress who,
scant months earlier, had starred in Elizabeth. Then, in The Talented
Mr. Ripley, Blanchett added just the right shading to a character who
is a pawn to the plot: Meredith Logue, a breathless debutante-social
butterfly whose knowledge of the chameleon-like title character plays
a significant role as the story develops. Here, the character of
Meredith is secondary to the film’s heroine, Marge Sherwood (played
by Gwyneth Paltrow, whose performance a year earlier in Shake-
speare in Love topped Blanchett’s Elizabeth I for the Best Actress
Academy Award). Another noteworthy part came in An Ideal Hus-
band, based on the play by Oscar Wilde, in which she was cast as
Lady Gertrud Chiltern, the naive, adoring wife of an indiscreet
government minister.

Unlike those stars who start their careers on the stage and never
return upon making their cinematic splash, Blanchett’s dedication to
acting is exemplified by her decision in 1999 to appear in London’s
West End in David Hare’s Plenty—despite her being in demand for
screen roles. Blanchett’s signature screen performance remains Eliza-
beth I, but she appears to be at the beginning of a very promising
career. It will be interesting to observe how her career evolves.

—Rob Edelman

BLIER, Bernard

Nationality: French. Born: Buenos Aires, Argentina, of French
parents, 11 January 1916. Education: Lycée Condorcet; studied
drama with Raymond Rouleau, and at Paris Conservatory under
Louis Jouvet. Family: Married; son: film director Bertrand Blier;
daughter: Brigitte. Career: 1936—stage debut at Théatre de 1’Etoile,
Paris; 1937—film debut in Troix-six-neuf, 1940—mobilized at begin-
ning of war, taken prisoner by Germans; 1942—resumed stage
appearances; after war—leading player in ‘‘boulevard comedies’’ on
Parisian stage. Awards: Brussels Prize, 1949; Prix Feminin de
Cinéma, 1950; Prix Balzac, 1973; Chevalier de la Legion d’honneur;
Special César, 1988. Died: In Paris, 29 March 1989.

Films as Actor:

1937 Trois-six-neuf (Rouleau); Gribouille (Heart of Paris) (M.
Allégret); Le Messager (Rouleau); La Dame de Malacca
(M. Allégret); L’Habit vert (Richebé)

Altitude 3200 (Youth in Revolf) (Benoit-Lévy); Entrée des
artistes (The Curtain Rises) (M. Allégret); Hotel du Nord
(Carné); Grisou (de Canonge); Double Crime sur la Ligne
Maginot (Treachery Within) (Candera); Place de la Con-
corde (Lamac); Accord final (Bay)

Le Jour se léve (Daybreak) (Carné); L’Enfer des anges
(Christian-Jaque); Quartier Latin (Colombier); Nuit de
Décembre (Heure exquise) (Bernhardt); Tourelle 3 (Chris-
tian-Jaque—unfinished due to outbreak of war)

1941 L’Assassinat du Pere Noel (Who Killed Santa Claus?) (Chris-

tian-Jaque); Le Pavillon Briile (de Baroncelli); Premier bal
(Christian-Jaque); Caprices (Joannon)

1938

1939
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1942

1943

1944
1945

1946
1947
1948

1949

1950

1951

1952

1953

1954
1955
1956

1957

1958

1959

1960

1961

1962

La Symphonie fantastique (Christian-Jaque); La Femme que
Jj’ai le plus aimée (Vernay); Romance a trois (Richebé); La
Nuit fantastique (L’Herbier); Le Journal tombe a cing
heures (Lacombe); Le Mariage de chiffon (Autant-Lara);
Marie Martine (Valentin)

Les Petites du quai aux Fleurs (M. Allégret); Je suis avec toi
(Decoin); Domino (Richebé)

Farandolle (Zwoboda)

Seul dans la nuit (Stengel); Monsieur Gregoire s’évadé
(Daniel-Norman)

Messieurs Ludovic (Le Chanois); Le Café du Cadran (Gehret)

Quai des Orfévres (Clouzot)

Dédée d’Anvers (Dédée) (Y. Allégret); D’homme a hommes
(Man to Men) (Christian-Jaque); Les Casse-pieds (The
Spice of Life) (Dreville)

L’Ecole buissoniere (Passion for Life; I Have a New Master)
(Le Chanois); Monseigneur (Richebé); Retour a la vie
(““Tante Emma’’ ep.) (Cayatte); L’Invité du Mardi (Deval)

La Souriciére (Calef); Maneges (The Cheat; Riding for a Fall)
(Y. Allégret); Les Anciens de Saint-Loup (Lampin); Souve-
nirs perdus (Christian-Jaque)

Sans d’adresse (Le
Bonnadieu (Rim)

Agence matrimoniale (Le Chanois); Je [’ai été trois fois
(Guitry)

Secrets d’alcove (“‘Le Lit de la Pompadour’’ ep.) (The Bed)
(Delannoy); Suivez cet homme! (Lampin)

Avant le déluge (Cayatte); Scénes de ménage (Berthomieu)

Le Dossier noir (Cayatte); Les Hussards (Joffe)

Crime et chdtiment (Crime and Punishment) (Lampin);
Prigionieri del male (Costa); Rivelazione

L’Homme a l'imperméable (The Man in the Raincoat)
(Duvivier); Retour de Manivelle (There’s Always a Price
Tag) (de la Patelliere); Quand la femme s’en méle (Y.
Allégret); La Bonne Tisane (Bromberger)

Les Misérables (Le Chanois) (as Javert); La Chatte (The Cat)
(Decoin); Les Grandes Familles (The Possessors) (de la
Patelliere); Sans famille (Michel); En légitime défense
(Berthomieu); Le Joueur (Autant-Lara); L’Ecole des
cocottes (Audry)

Marie-Octobre (Duvivier); La grande querra (La Grande
Guerre; The Great War) (Monicelli) (as Captain Castelli);
Marche ou creve (Lautner); Archimede, le clochard (The
Magnificent Tramp) (Grangier) (as Pichon); Les Yeux de
’amour (de la Patelliere)

Il Gobbo (Le Bossu de Rome; The Hunchback of Rome)
(Lizzani) (title role); Crimen ( . . . and Suddenly It’s
Murder) (Camerini) (as police commissioner); Vive Henri
1V, vive I’amour! (Autant-Lara); Le Secret du Chevalier
d’Eon (Audry); Le Président (Verneuil)

Le Cave se rebiffe (The Counterfeiters of Paris; Money,
Money, Money) (Grangier) (as Charles); Arrétez les tambours
(Women and War) (Lautner) (as Mayor Leproux); I briganti
italiani (Les Guerilleros) (Camerini); Les Petits Matins
(Audry); Le Monocle noir (Gerard)

Mathias Sandorff (Lampin); Le Septieme Juré (The Seventh
Juror) (Lautner) (as Grégoire Duval); Pourquoi Paris? (de
la Patelliere); Les Saintes Nitouches (Montazel)

laisser Chanois); La Maison
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1963 I compagni (The Organizer) (Monicelli) (as Martinetti); 11
magnifico avventuriero (Freda); Germinal (Y. Allégret);
Cent Mille Dollars au Soleil (Greed in the Sun) (Verneuil)
(as Mitch-Mitch)

1964 La Bonne Soupe (Careless Love) (Thomas) (as Monsieur
Joseph); ‘‘Gente modern’’ (‘‘Modern People’’) ep. of Alta
infedelta (High Infidelity) (Monicelli) (as Reguzzoni); I/
magnifico cornuto (The Magnificent Cuckold) (Pietrangeli)
(as Corna d’Oro); La Chasse a ’homme (Male Hunt)
(Molinaro) (as Monsieur Heurtin); Les Barbouzes (The
Great Spy Chase) (Lautner) (as Cafarelli); ‘‘Une Chance
explosive’” or ‘‘Le Jeu de la chance’” ep. of La Chance et
[’amour (Tavernier)

1965 “‘La Fermeture’’ ep. of Les Bons Vivants (Grangier); Una
questione d’onore (A Question of Honor) (Zampa); Quand
passent les faisans (Molinaro)

1966 Du mou dans la gachette (Grospierre); Duello nel mundo
(Scott); Delitto quasi perfetto (Camerini); Le Grand Res-
taurant (Besnard); Un Idiot a Paris (Korber)

1967 Lo straniero (The Stranger) (Visconti) (as defense counsel);
Peau d’espion (To Commit a Murder) (Molinaro) (as
Rhome); Le fou du Labo 4 (Besnard); Caroline chérie (de la
Patelliere); Copain suavé sa peau (Boisset); Si j’étais un
espion (Breakdown; If I Were a Spy) (Bertrand Blier)

1968 Faut pas prendre les enfants du bon Dieu pour les canards
sauvages (Operation Leontine) (Audiard); Riusciranno
i nostri eroi a trovare il loro amico misteriosamente
scomparso in Africa? (Scola); Elle boit pas, elle fume pas,
elle drogue pas, mais elle cause (Audiard); Appelez-moi
Mathilde (Mondy)

1969  Mon Oncle Benjamin (Molinaro)

1970 Le Cri du cormoran le soir au-dessus des jonques (Audiard);
Le Distrait (Richard); Laisse aller, ¢’est une valse (Lautner)

1971 Catch Me a Spy (Clement); Homo eroticus (Man of the Year)
(Vicario) (as Dr. Mezzini); Il furto e I’anima del commercio
(Corbucci); Quarta parete (Bolzoni); Le Tueur (de la
Patelliere); Jo (Girault)

1972 Le Grand Blond avec une chaussure noire (The Tall Blond
Man with One Black Shoe) (Robert) (as Milan); Tout le
monde il est beau, tout le monde il est gentil (Yanne); Elle
cause plus, elle flinque (Audiard); Boccaccio (Corbucci)

1973 Moiy’en avouloir des sous (Yanne); Je sais rien, mais je dirai
tout (Richard); Par le sang des autres (Simenon); Les
Tontons flingueurs (Lautner)

1974 ... lamain a couper (Perier); Les Chinois a Paris (Yanne) (as
President); C’est pas parce qu’on a rien a dire qu’il fermer
sa gueule (Besnard); Bons baisers a lundi (Audiard); Il
piatto piange (Nuzzi); Processo per direttissima (de Caro)

1975  Ce cher Victor (Davis); Amici miei (My Friends) (Germi and
Monicelli); C’est dur pour tout le monde (Gion); Le Faux-
Cul (Hanin); Calmos (Femmes fatales) (Bertrand Blier)

1976 Le Corps de mon ennemi (Verneuil); La Nuit d’or (Moatti)

1977 Le Témoin (Mocky)

1978 Le Compromis (Zerbib)

1979 Il malato imaginario (La malade imaginaire; The Hypochon-
driac) (Cervi); Série noire (Corneau) (as Staplin); Buffet
froid (Bertrand Blier) (as police inspector)

1980 Voltati Eugenio (Comencini)

1981 Passione d’amore (Scola) (as Major Tarasso); Pétrole,
pétrole (Gion)

1985 Le due vite di Mattia Pascal (The Two Lives of Mattia Pascal)
(Monicelli) (as Paleari); Ca n’arrive qu’a moi (Perrin);
Sceno di querra (Risi); Amici miei atto 111 (Loy)

1986 Je hais les acteurs (I Hate Actors) (Krawczyk) (asJ. B. Cobb);
Spaggia privata (Bozzetto); Twist Again a Moscou (Poure)
(as Minister); Speriamo che sia femmina (Let’s Hope It’s
a Girl) (Monicelli) (as Uncle Gughi)

1987 Sotto il ristorante cinese (Bozzetto) (as Eva’s father); I Picari
(Monicelli)

1988 Mangeclous (Mizrahi); Ada dans la jungle (Zingy)

1989  Una botta di vita (Oldaini); Paganini (Kinski)

Publications
By BLIER: article—

Interview by B. Villien and P. Carcassone in Cinématographe (Paris),
January 1980.

On BLIER: book—

Blier, Annette, and Claude Dufresne, Bernard Blier, Paris, 1989.

On BLIER: articles—

““‘Bernard Blier,”” in Ecran (Paris), July 1978.

Obituary in Variety (New York), 5 April 1989.

Beylie, Claude, ‘‘L’Ami Blier,”” in Avant-Scéne du Cinéma (Paris),
May 1989.

Although Bernard Blier made his film debut at the age of 21 in
films by Marc Allégret and Rouleau (two films by each director in
1937), and worked regularly in films during the next few years, he
began to get good roles only after the war. He had played ordinary
workers in different settings quite convincingly, but was able to show
his many-sided dramatic abilities in Dédée d’Anvers (Yves Allégret)
and, particularly, in Quai des Orfévres (Clouzot), a classic film of the
criminal genre, in which he appeared with Jouvet and Dullin. His
performance as a country teacher in L’Ecole buissoniére (Le Chanois)
solidified his reputation, and he won several prizes for his acting in it.

From that time he regularly appeared in French and foreign films
as aleading character actor. Audiences have been particularly fond of
his roles as police inspectors, his most notable performances in this
vein being Javert in Le Chanois’s version of Hugo’s Les Misérables
and in Cayatte’s Le Dossier noir. But he also appeared in such works
as Zola’s Germinal (Yves Allégret), Camus’s Lo straniero (Visconti),
and many comic films.

His filmography, containing some 200 film roles, is evidence of
the intensity of his work. He earned the reputation of an excellent and
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many-sided interpreter due to his discipline and exactingness, and he
continued to occupy a prominent place in French film.

His work on the stage, begun slightly before his work in films, was
also outstanding. His work in boulevard comedies climaxed in his
success in Roussin’s comedy Le Marie, la femme, et la mort which ran
almost three years. He also appeared with Isabelle Adjani in the
Comédie Frangaise production of L’Ecole des femmes for the 300th
anniversary celebration of Moliére’s death in 1973.

—Karel Tabery

BLONDELL, Joan

Nationality: American. Born: New York City, 30 August 1909.
Family: Married 1) the cameraman George Barnes, 1933 (divorced
1935), son: Norman Scott; 2) the actor Dick Powell, 1936 (divorced
1945), daughter: Ellen; 3) the producer Michael Todd, 1947 (divorced
1950). Career: 1910—born into vaudeville family; stage debut at age
14 months; 1919—incorporated into family vaudeville act; toured
U.S., Europe, China, and Australia; 1926—joined stock company in
Dallas; won ‘‘Miss Dallas’” beauty contest; on Broadway in Tar-
nished and The Trial of Mary Dugan; also in the Ziegfeld Follies;
1929—played lead in Broadway musical Maggie the Magnificent,
1930—signed with Warners to star in Sinners’ Holiday; 1938—Ileft
Warners and begins to freelance; 1940s—began working in radio and
making USO appearances; 1951-56—worked on stage and television
only; 1963—in TV series The Real McCoys; 1968-70—in TV series
Here Come the Brides; 1972-73—in TV series Banyon. Died: Of
leukemia in Santa Monica, California, 25 December 1979.

Films as Actress:

1930 The Office Wife (Bacon) (as Catherine Murdock); Sinners’
Holiday (Adolfi) (as Myrtle); Broadway'’s Like That (Roth)

1931 Illicit (Mayo) (as Helen ‘‘Duckie’’ Childers); Millie (Dillon)
(as Angie); My Past (Del Ruth) (as Marion Moore); God’s
Gift to Women (Curtiz) (as Fifi); The Public Enemy
(Wellman) (as Mamie); Other Men’s Women (Wellman)
(as Marie); Big Business Girl (Seiter) (as Pearl); Night
Nurse (Wellman) (as Maloney); The Reckless Hour (Dil-
lon) (as Myrtle Nicholas); Blonde Crazy (Del Ruth) (as
Anne Roberts)

Make Me a Star (Beaudine) (as Flips Montague); Union
Depot (Green) (as Ruth); The Greeks Had a Word for It
(Sherman) (as Schatze); The Crowd Roars (Hawks) (as
Anne); The Famous Ferguson Case (Bacon) (as Maizie
Dickson); Miss Pinkerton (Bacon) (as Miss Adams/Miss
Pinkerton); Big City Blues (LeRoy) (as Vida); Three on
a Match (LeRoy) (as Mary Keaton); Central Park (Adolfi)
(as Dot); Lawyer Man (Dieterle) (as Olga)

1933  Blondie Johnson (Enright) (title role); Broadway Bad (Lanfield)

(as Tony Landers); Gold Diggers of 1933 (LeRoy) (as
Carol King); Goodbye Again (Curtiz) (as Anne); Footlight
Parade (Bacon) (as Nan Prescott); Havana Widows (Enright)
(as Mae Knight); Convention City (Mayo) (as Nancy
Lorraine)

1932
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1934

1935

1936

1937

1938
1939

1940

1941

1943
1945

1947

1950
1951
1956
1957

1961
1964
1965
1966

1968

1970

1971

1975

1976

1977
1978

I've Got Your Number (Enright) (as Maria Lawson); Smarty
(Florey) (as Vicki Wallace Thorpe); He Was Her Man
(Bacon) (as Rose Lawrence); Dames (Enright) (as Mabel
Anderson); Kansas City Princess (Keighley) (as Rosy)

Traveling Saleslady (Enright) (as Angela Twitchell); Broad-
way Gondolier (Bacon) (as Alice Hughes); We’re in the
Money (Enright) (as Ginger Stewart); Miss Pacific Fleet
(Enright) (as Gloria Fay)

Colleen (Green) (as Minnie Mawkins); Sons O’Guns (Bacon)
(as Yvonne); Bullets or Ballots (Keighley) (as Lee Mor-
gan); Stagestruck (Berkeley) (as Peggy Revere); Three
Men on a Horse (LeRoy) (as Mabel); Gold Diggers of 1937
(Bacon) (as Norma Parry)

The King and the Chorus Girl (LeRoy) (as Dorothy); Back in
Circulation (Enright) (as Timothea Blake); The Perfect
Specimen (Curtiz) (as Mona Carter); Stand-In (Garnett) (as
Lester Plum)

There’s Always a Woman (Hall) (as Sally Reardon)

Off the Record (Flood) (as Jane Morgan); East Side of Heaven
(Butler) (as Mary); The Kid from Kokomo (Seiler) (as Doris
Harvey); Good Girls Go to Paris (Hall) (as Jenny); The
Amagzing Mr. Williams (Hall) (as Maxine Carroll)

Two Girls on Broadway (Simon) (as Molly Mahoney); I Want
a Divorce (Murphy) (as Geraldine ‘‘Jerry’” Brokaw)

Topper Returns (Del Ruth) (as Gail Richards); Model Wife
(Jason) (as Joan Keating Chambers); Three Girls about
Town (Jason) (as Hope Banner); Lady for a Night (Jason)
(as Jenny Blake)

Cry Havoc (Thorpe) (as Grace)

A Tree Grows in Brooklyn (Kazan) (as Aunt Sissy); Don Juan
Quilligan (Tuttle) (as Marjorie Mossrock); Adventure (Flem-
ing) (as Helen Molohn)

The Corpse Came C.0.D. (Levin) (as Rosemary Durant);
Nightmare Alley (Goulding) (as Zeena)

For Heaven’s Sake (Seaton) (as Lydia)

The Blue Veil (Bernhardt) (as Annie Rawlings)

The Opposite Sex (Miller) (as Crystal)

Lizzie (Haas) (as Aunt Morgan); Desk Set (Walter Lang) (as
Peg Costello); Will Success Spoil Rock Hunter? (Tashlin)
(as Violet)

Angel Baby (Wendkos) (as Mollie Hays)

Advance to the Rear (Marshall) (as Easy Jenny)

The Cincinnati Kid (Jewison) (as Lady Fingers)

Ride beyond Vengeance (McEveety) (as Mrs. Lavender);
Waterhole Number Three (Graham) (as Lavinia); Winches-
ter '73 (Daugherty) (as Larouge)

Stay Away, Joe (Tewksbury) (as Glenda Callahan); Kona
Coast (Johnson) (as Kittibelle Lightfoot)

The Phynx (Katzin) (as Ruby)

Support Your Local Gunfighter (Kennedy) (as Jenny)

The Dead Don’t Scream (Harrington—for TV) (as Levenia);
Winner Take All (Bogart—for TV) (as Beverly Craig)

Won Ton Ton, the Dog Who Saved Hollywood (Winner) (as
landlady); Death at Love House (Swackhamer—for TV)
(as Marcella Geffenhart)

Opening Night (Cassavetes) (as Sarah Goode)

Grease (Kleiser); Battered (Werner—for TV); The Glove
(Hagen) (as Mrs. Fitzgerald)
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Joan Blondell with Dick Powell in Dames

1979 The Champ (Zeffirelli) (as Dolly Kenyon); Family Se-
crets (for TV)

1981 The Woman Inside (Van Winkle) (as Aunt Coll)

Publications

By BLONDELL: book—

Center Door Fancy, 1972.

By BLONDELL: article—

“‘Joan Blondell, The Great Golddigger Still Digging Hollywood,”’
interview with M. Koch in Inter/View (New York), August 1972.

On BLONDELL: book—

Parish, James, and Don Stanke, The Leading Ladies, New York, 1977.

On BLONDELL: articles—

Bowers, Ron, ‘‘Joan Blondell,”” in Films in Review (New York),
April 1972.

Shipman, David, in The Great Movie Stars: The Golden Years,
revised edition, London, 1979.

Obituary in Cinéma (Paris), March 1980.

On BLONDELL: recordings—

Hollywood in the ’30s (cassette). New York, Norton, 1972.

Joan Blondell’s career spanned a half-century and her output
numbered nearly a hundred films, not to mention innumerable televi-
sion appearances, yet she was never less than vivid, bright, and
appealing; often she is the single saving grace of an otherwise
tepid work.
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She played roles of every description, but specialized in a specific
type; the brassy, blowzy, blonde golddigger with a kind heart and legs
that won’t quit. She could trade quips, crack wise, wring tears, and
generally meet any challenge a scriptwriter could throw her way.
Though she wasn’t much of a musical performer, she was so thor-
oughly a trooper that Warner Brothers felt no compunction in
featuring her prominently in most of the popular and influential
Busby Berkeley musicals; as often as not, she remains more vividly in
the memory than the more accomplished singers and dancers in the
films. ‘‘Remember My Forgotten Man’’ from Gold Diggers of 1933
and ‘‘The Girl at the Ironing Board’’ from Dames are but two
examples of the impressive emotional range of which her rather
ordinary voice was capable. Her versatility and professionalism made
her invaluable to her employers (a little foo valuable since, more than
once, Blondell was worked to the point of exhaustion) but the public
responded to her round, expressive face, Art Deco eyes, and brilliant
(though friendly and familiar) smile.

She came to Hollywood with James Cagney in 1930 to appear in
Sinners’ Holiday, the movie of a hit play in which they had co-starred.
They both signed long-term contracts with Warner Brothers on the
same day and were immediately put on the treadmill. Cagney’s star
ignited with more intensity than that of his co-star, and Blondell never
quite escaped the supporting player category. Nevertheless she regu-
larly eclipsed the ‘‘stars’’ of her pictures and built a loyal following
and an impressive, diverse body of work.

She made over 50 films at Warners during her first decade in films
and this pace must have contributed to the frenetic edge which
characterizes her style. Her beauty, optimism, quick wit, and unpre-
tentious bearing made her the archetypical 1930s woman. For
a workhorse, it is surprising how many facets of herself she exposed
to the public gaze: she is wistful and sentimental in that otherwise
hard-edged The Public Enemy; in Night Nurse she and Barbara
Stanwyck spend an inordinate amount of time in their underwear. Her
delightful way with snappy patter illuminates Blonde Crazy, The
Crowd Roars, The Greeks Had a Word for It, and the hilarious and
unjustly neglected Convention City.

After her exhausting stint at Warners, Blondell began to slow
down and choose her films with more care. As she became more
matronly, her character roles took on a different, but equally interest-
ing character. A Tree Grows in Brooklyn gave her a rich part which
she played brilliantly. She was nominated for an Academy Award for
The Blue Veil and proved that her sense of comedy was as keen as ever
in Desk Set, Will Success Spoil Rock Hunter?, and Advance to the
Rear.

A more dramatic part came her way in the tense and dramatic
Cincinnati Kid, in which she plays a tough cardsharp, but her roles
thereafter lack punch. She remains dependable and bright in the
otherwise tepid Support Your Local Gunfighter, Grease, and The
Champ, but The Woman Inside was a poor swan song: low budget,
sleazy, and poorly done in every way.

Still, over the whole of her career, there is an astonishingly high
level of quality and a reevaluation of her work is called for. Three
years before her death she said, ‘‘I don’t have any regrets about my
career, though I’m sensible enough to know that if I’d taken myself
more seriously and fought for better roles I might have been a damn
good dramatic actress.”” Those willing to do as she did not and take
her career seriously, will find a talent as open and generous as that
beaming, malleable face of hers.

—Frank Thompson
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BLOOM, Claire

Nationality: British. Born: Patricia Claire Bloom in North Finchley,
London, England, 15 February 1931. Education: Attended school in
Cardiff; Badminton School; Fern Hill Manor School New Milton;
Dora Russel’s School, London; Guildhall School of Music and
Drama, London, 1944-45; Central School of Speech and Drama,
London, 1945-46. Family: Married 1) the actor Rod Steiger, 1959
(divorced 1969), daughter: Anna; 2) Hillard Elkins, 1969 (divorced
1976); 3) the writer Philip Roth, 1990. Career: 1940-43—in the
United States as evacuee: child singer and actress on radio; 1946—
radio debut in England in dramatization of Confessions of an Opium
Eater; stage debut at Oxford Playhouse; 1947—West End debut in
The White Devil; short film contract with J. Arthur Rank; 1948—with
the Royal Shakespeare Company, Stratford-upon-Avon; 1951—cast
by Charlie Chaplin in Limelight; 1952—debut at Old Vic in Romeo
and Juliet; toured with the same play in the United States, 1956; later
stage appearances include The Trojan Women in Spoleto, 1963, A
Doll’s House in New York, 1970, and A Streetcar Named Desire in
London, 1974; work for TV includes the mini-series Backstairs at the
White House, 1979, Brideshead Revisited, 1981, Ellis Island, 1984,
Queenie, 1988, and Camomile Lawn, 1992. Awards: Most Promising
Newcomer, British Academy, for Limelight, 1952. Agent: Marion
Rosenberg Agency, 8428 Melrose Place, Suite C, Los Angeles, CA
90069, U.S.A.

Films as Actress:

1948  The Blind Goddess (French) (as Mary Dearing)

1952  Limelight (Chaplin) (as Terry)

1953 Innocents in Paris (Parry) (as Susan Robbins); The Man
Between (Reed) (as Susanne Mallinson)

1955 Richard 111 (Olivier) (as Lady Anne)

1956 Alexander the Great (Rossen) (as Barsine)

1958 The Brothers Karamazov (Richard Brooks) (as Katya); The
Buccaneer (Quinn)

1959 Look Back in Anger (Richardson) (as Helena Charles)

1960 Die Schachnovelle (Brainwashed; The Royal Game; Three
Moves to Freedom) (Oswald) (as Irene Andreny)

1962 The Wonderful World of the Brothers Grimm (Levin) (as
Dorothea Grimm); The Chapman Report (Cukor) (as Naomi
Shields)

1963  The Haunting (Wise) (as Theodosia); Il maestro di Vigevano
(Petri); 80,000 Suspects (Guest) (as Julie Monks)

1964  “‘Peccato nel pommeriggio’’ (‘‘Sin in the Afternoon’’) ep. of
Alta infidelta (High Infidelity) (Petri) (as Laura); The
Outrage (Ritt) (as Wife)

1965 The Spy Who Came in from the Cold (Ritt) (as Nan Perry)

1967 Soldier in Love (Schaefer—for TV)

1968 Charly (Nelson) (as Alice Kinian)

1969 Three into Two Won’t Go (Hall) (as Frances Howard); The
Illustrated Man (Smight) (as Felicia)

1970 A Severed Head (Dick Clement) (as Honor Klein)

1971 Red Sky at Morning (Goldstone) (as Ann Arnold); The Going
Up of David Lev (Collier—for TV)
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Claire Bloom with Richard Burton in Look Back in Anger

1973
1977
1980

1981
1982
1983
1984

1985

1986

1987

A Doll’s House (Garland) (as Nora Helmer)

Islands in the Stream (Schaffner) (as Audrey)

Hamlet, Prince of Denmark (Rodney Bennett—for TV) (as
Gertrude)

Clash of the Titans (Desmond Davis) (as Hera)

Cymbeline (Moshinsky—for TV) (as Queen)

Separate Tables (Schlesinger—for TV) (as Miss Cooper)

Memories of Monet (Martindale) (as narrator); Oedipus the
King (Don Taylor—for TV) (as Jocasta); The Ghost Writer
(Tristam Powell—for TV)

Déja Vu (Richmond) (as Eleanor Harvey); Florence Nightin-
gale (Duke—for TV) (as Fanny Nightingale); Promises to
Keep (Black) (as Sally); Shadowlands (Norman Stone—for
TV) (as Joy Gresham); This Lightning Always Strikes
Twice (for TV)

Anastasia: The Mystery of Anna (Chomsky—for TV) (as
Czarina Alexandra); Hold the Dream (Don Sharp—for TV)
(as Edwina); Liberty (Sarafian—for TV)

Sammy and Rosie Get Laid (Frears) (as Alice); Intimate
Contact (Hussein—for TV) (as Ruth)

1988

1989

1993

1995

1996
1997

1998

Beryl Markham: A Shadow on the Sun (Shadow on the Sun)
(Richardson—for TV) (as Lady Florence Delamere)

Crimes and Misdemeanors (Woody Allen) (as Miriam
Rosenthal); The Lady and the Highwayman (Hough—for
TV) (as Lady Emma Darlington)

A Hercegnoe es a Kobold (The Princess and the Goblin)
(Gemes—animation) (as voice of Fairy Godmother); The
Age of Innocence (Scorsese) (uncredited role); Miss Marple:
The Mirror Crack’d (The Mirror Crack’d from Side to
Side) (Norman Stone—for TV) (as Marina Gregg); It’s
Nothing Personal (Bradford May—for TV) (as Evelyn
Whitloff); Barbara Taylor Bradford’s
(Herzfeld—for TV) (as Anne)

Mighty Aphrodite (Woody Allen) (as Amanda’s mother);
Mad Dogs and Englishmen (Henry Cole) (as Stringer’s wife)

Daylight (Cohen) (as Eleanor Trilling)

Family Money (Rye for TV) (as Frances Pye); What the Deaf
Man Heard (Harrison) (as Mrs. Tynan)

Wrestling with Aligators (Weltz) (Lulu Fraker); Imogen’s
Face (Wheatley for TV) (as Elinor); The Irish in America:
Long Journey Home (Lennon 11, Zwonitzer for TV)

Remember
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Publications
By BLOOM: book—

Limelight and After: The Education of an Actress, London, 1982.
Leaving a Doll’s House: A Memoir, New York, 1998.

By BLOOM: articles—

‘A Star without the Limelight,”” interview with P. Baker, in Films
and Filming (London), March 1956.
““The Year of the Steigers,”” interview in Cinema (Beverly Hills),
March 1966.
““Charles the Great’” (remembering Charles Chaplin), in Vogue
(New York), December 1992.

On BLOOM: articles—

Cover story in Time (New York), 17 November 1952.

Current Biography 1956, New York, 1956.

Films and Filming (London), February 1956.

Ciné Revue (Paris), 20 December 1979.

Photoplay (London), January 1982.

Bohlen, C., ““‘New Voices for Two Silenced Russian Poets,”” in New
York Times, 24 January 1993.

k * *

The screen persona of Claire Bloom has most often emerged as
a blend of regality and vulnerability. This combination of traits
manifested itself in the role of Terry, the ballerina heroine of Charles
Chaplin’s Limelight. Although the 1952 film did not mark her film
debut (she had appeared in The Blind Goddess four years earlier),
Limelight earned Bloom an international reputation. That she per-
ceives this film as the real beginning of her career is evident from the
title of her autobiography published in 1982, Limelight and After: The
Education of an Actress.

Bloom’s regality has characterized her performances in films
ranging from Richard Ill, in which she played opposite Laurence
Olivier, to Clash of the Titans, a Ray Harryhausen fantasy in which, as
the goddess Hera, she again appeared opposite Olivier as Zeus.
Vulnerability is the dominant trait of Bloom’s parts in such films as
The Outrage, Martin Ritt’s Old West remake of Rashomon, Akira
Kurosawa’s study of shared guilt in feudal Japan. Perhaps Bloom has
been at her most effective when a role allows her to merge the two
traits. The Limelight part benefited from such an amalgam as did her
characterization of Theodosia, the lesbian psychic in The Haunting.
Based on a horror novel by Shirley Jackson, Robert Wise’s film
required Bloom to dominate such characters as Julie Harris’s neurotic
spinster while maintaining a somewhat subservient stance in relation
to the mysterious—and, at times, frustratingly unseen—force that
pervades the film’s Val Lewton-ish milieu.

Bloom’s continuing appearance in classical stage roles has defi-
nitely contributed to her screen presence. She has acted such Shake-
spearean parts as Juliet and Ophelia as well as modern roles such as
Blanche DuBois in A Streetcar Named Desire.

Still in demand for screen work by important contemporary
directors, she has appeared recently for Stephen Frears in Sammy and
Rose Get Laid and for Woody Allen in the ensemble cast of the
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seriocomic Crimes and Misdemeanors, as well as in Allen’s Mighty
Aphrodite. Earlier, she essayed the role of the American divorcée who
captures the heart of British writer C. S. Lewis (Joss Ackland) in
atelevision version of William Nicholson’s stage drama Shadowlands—
but for Richard Attenborough’s 1993 film of the play, the role was
taken by Debra Winger.

Bloom’s most memorable on-screen partner, however, was Rich-
ard Burton, with whom she made three films: Alexander the Great,
Look Back in Anger, and, most enduringly, The Spy Who Came in
from the Cold, based on John Le Carré’s gloomy tale of love doomed
by the duplicities of East-West espionage.

—VWilliam M. Clements, updated by John McCarty

BOGARDE, (Sir) Dirk

Nationality: British. Born: Derek Jules Gaspard Ulric Niven van den
Bogaerde in Hampstead, London, England, 29 March 1921. Educa-
tion: Attended University College School and Allan Glen’s School,
Scotland. Military Service: In Far East, 1940-45: lieutenant; Ca-
reer: 1939—acting debut; 1947—appeared in West End production
of Power without Glory; signed seven-year contract with J. Arthur
Rank Organisation; 1960s—moved to France; 1977—published first
volume of memoirs, A Postillion Struck by Lightning; 1980s—
worked in TV, in France and Britain; 1990—returned to England.
Awards: Best British Actor, British Academy, for The Servant, 1963;
Best British Actor, British Academy, for Darling, 1965; Honorary D.
Litt, St. Andrews University, 1985; BFI Fellowship, 1987; British
Academy of Film and Televison Arts Award for ‘‘outstanding contri-
bution to world cinema,’’ 1990; knighted, 1992.

Films as Actor:

1947 Dancing with Crime (Carstairs) (as policeman)

1948  Esther Waters (Dalrymple and Proud) (as William Latch);
““‘Alien Corn’’ ep. of Quartet (French) (as George Bland);
Once a Jolly Swagman (Maniacs on Wheels) (Jack Lee and
McNaughton) (as Bill Fox)

1949  Dear Mr. Prohack (Freeland) (as Charles Prohack); Boys in
Brown (Tully) (as Alfie Rawlins)

1950 The Blue Lamp (Dearden) (as Tom Riley); So Long at the
Fair (Fisher and Darnborough) (as George Hathaway); The
Woman in Question (Five Angles on Murder) (Asquith) (as
Bob Baker)

1951 Blackmailed (Marc Allégret) (as Stephen Mundy); Penny
Princess (Guest) (as Tony Craig)

1952  Hunted (The Stranger in Between) (Charles Crichton) (as
Chris Lloyd); The Gentle Gunman (Dearden) (as Matt
Sullivan)

1953  Desperate Moment (Bennett) (as Simon von Halder); Ap-
pointment in London (Leacock) (as Wing Commander
Tim Mason)

1954  They Who Dare (Milestone) (as Lt. Graham); Doctor in the
House (Thomas) (as Dr. Simon Sparrow); The Sleeping
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Dirk Bogarde (right) and Alan Bates in The Fixer

1955

1956
1957

1958

1959
1960

1961

Tiger (Joseph Losey under pseudonym *‘Victor Hanbury’”)
(as Frank Clements); For Better, for Worse (Cocktails in
the Kitchen) (J. Lee Thompson) (as Tony Howard)

The Sea Shall Not Have Them (Lewis Gilbert) (as Flight
Sgt. Mackay); Simba (Simba—Mark of Mau Mau) (Hurst)
(as Alan Howard); Doctor at Sea (Thomas) (as Dr. Simon
Sparrow); Cast a Dark Shadow (Lewis Gilbert) (as
Edward Bare)

The Spanish Gardener (Leacock) (as Jose)

1ll Met by Moonlight (Night Ambush; Intelligence Service)
(Powell and Pressburger) (as Major Patrick Leigh Fermor);
Doctor at Large (Thomas) (as Dr. Simon Sparrow); Camp-
bell’s Kingdom (Thomas) (as Bruce Campbell)

The Wind Cannot Read (Thomas) (as Flight Lt. Michael
Quinn); A Tale of Two Cities (Thomas) (as Sydney Carton);
The Doctor’s Dilemma (Asquith) (as Louis Dubedat)

Libel (Asquith) (as Sir Mark Lodder/Number 15/Frank Welney)

The Angel Wore Red (Johnson) (as Arturo Carrera); Song
without End (Charles Vidor) (as Franz Liszt)

The Singer Not the Song (Baker) (as Anacleto); Victim
(Dearden) (as Melville Farr)

1962

1963

1964

1965

1966
1967

1968

H.M.S. Defiant (Damn the Defiant!) (Lewis Gilbert) (as First
Lt. Scott-Padget); The Password Is Courage (Andrew L.
Stone) (as Sergeant Major Charles Coward); We Are in the
Navy Now (We Joined the Navy) (Toye) (as Dr. Simon
Sparrow); The Mind Benders (Dearden) (as Dr. Henry
Longman)

1 Could Go On Singing (Neame) (as David Donne); Doctor in
Distress (Thomas) (as Dr. Simon Sparrow); The Servant
(Losey) (as Hugo Barrett); Hot Enough for June (Agent 8%4)
(Thomas) (as Nicholas Whistler); The Epic that Never Was
(doc for TV)

King and Country (Losey) (as Captain Hargreaves); The High
Bright Sun (McGuire Go Home!) (Thomas) (as Major
McGuire)

Darling (Schlesinger) (as Robert Gold); Little Moon of
Alban (for TV)

Modesty Blaise (Losey) (as Gabriel); Blithe Spirit (for TV)

Our Mother’s House (Clayton) (as Charlie Hook); Accident
(Losey) (as Stephen)

Mr. Sebastian (Sebastian) (David Greene) (title role); The
Fixer (Frankenheimer) (as Bibikov)
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1969  Oh! What a Lovely War (Attenborough) (as Stephen); Justine
(Cukor) (as Pursewarden); La caduta degli dei (The Damned)
(Visconti) (as Freidrich Bruckman); Upon This Rock (doc
for TV) (as Bonnie Prince Charlie)

1971 Morte a Venezia (Death in Venice) (Visconti) (as Gustav von
Aschenbach)

1973  Le Serpent (The Serpent; Night Flight from Moscow) (Verneuil)
(as Philip Boyle); The Night Porter (Cavani) (as Maximil-
ian Theo Aldorfer)

1975  Permission to Kill (Frankel) (as Alan Curtis)

1977 Providence (Resnais) (as Claude Langham); A Bridge Too
Far (Attenborough) (as Lt. Gen. Frederick ‘‘Boy’’ Brown-
ing); Eine Reise ins Licht (Despair) (Fassbinder) (as Hermann
Karlovich); To See Such Fun (Scofield—compliation)

1981 Act of Love (The Patricia Neal Story) (Harvey and Page—for
TV) (as Roald Dahl)

1987 The Vision (Norman Stone—for TV) (as James Marriner)

1990 Daddy Nostalgie (Daddy Nostalgia; These Foolish Things)
(Tavernier) (as Tommy ‘‘Daddy’’ Russell)

Films as Actor and Scriptwriter:

1986 May We Borrow Your Husband? (Mahoney—for TV) (as
William Harris, + sc)
1992 Voices in the Garden (Boutron) (co-sc only)

Publications

By BOGARDE: books—

A Postillion Struck by Lightning, London, 1977.
Snakes and Ladders, London, 1978.

A Gentle Occupation (novel), London, 1980.
Voices in the Garden (novel), London, 1981.
An Orderly Man, London, 1983.

West of Sunset (novel), London, 1984.
Backcloth, London, 1986.

A Particular Friendship, London, 1989.
Great Meadow, London, 1992.

Jericho (novel), London, 1992.

A Short Walk from Harrods, London, 1993.

By BOGARDE: articles—

Interview with G. Gow, in Films and Filming (London), May 1971.

‘2 Heures avec Dirk Bogarde,”’ interview with A. Garel, in Ecran
(Paris), 1974.

“‘Dirk Bogarde,’” interview with Bruno Villien, in Cinématographe
(Paris), March 1977.

Interview with Quentin Falk, in Guardian (London), 20 July 1986.

‘A Half-Life in World’s End,’” in Independent (London), 19 Septem-
ber 1988.

“You Used to Be Dirk Bogarde,’” in Independent on Sunday (Lon-
don), 30 September 1990.

128

Interview with Gary Indiana, in Interview (New York), January 1991.
“‘Bogarde redux,”’ interview with John Heilpern, in Vogue (New
York), March 1991.

On BOGARDE: books—

Hinxman, Margaret, and Susan d’Arcy, The Films of Dirk Bogarde,
London, 1974.

Tanitch, Robert, Dirk Bogarde: The Complete Career Illustrated,
New York, 1988.

On BOGARDE: articles—

“‘Dirk Bogarde,”’ in Films and Filming (London), August 1955.

Whitehall, R., ‘‘Dirk Bogarde,”” in Films and Filming (London),
November 1963.

Current Biography 1967, New York, 1967.

Tessier, M., ‘‘Dirk Bogarde,”” in Ecran (Paris), May 1974, correc-
tions in June 1974 issue.

“‘Dirk Bogarde,”’ in Ecran (Paris), February 1978.

Bodeen, DeWitt, ‘‘Dirk Bogarde,’’ in Films in Review (New York),
November 1980 and February 1981.

Medhurst, Andy, ‘‘Dirk Bogarde,”” in All Our Yesterdays, edited by
Charles Barr, London, 1986.

Gray, M., “‘Dirk Bogarde,”” in Film Monthly (Berkhamsted, Eng-
land), October 1990.

Parra, D., “‘Dirk Bogarde: rester au sommet,”” in Revue du Cinéma
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in New

* * *

Dirk Bogarde’s career is a classic case of a gradual rise from light
matinee idol roles to ones requiring depth and maturity—the latter
eventually earning him a knighthood for his contribution to British
and world cinema.

A quiet and retiring person in private life, Bogarde started his
acting career in 1939 on the stage, only to have it interrupted by war
service. After the war, the British Rank Organisation gave him
a contract (they were grooming young and promising actors and
actresses), and from 1947 to 1961 Bogarde appeared in more than 30
British films. Assuming the nom de screen ‘‘Dirk,”” a sort of
Continental variation on the Hollywood ‘‘Rock,”” ‘‘Troy,”” and
““Tab,”” he starred in a succession of featherweight movies designed
to launch him as a teen heartthrob image—which, for years, caused
him to be perceived by most critics as a glamour boy of minor talent.
He became one of the team of young actors who appeared and
reappeared in the highly successful Doctor series of comedies—
Doctor in the House, Doctor at Sea, Doctor at Large, and, later,
Doctorin Distress. Like most actors who had seen war service, he was
in demand for a seemingly endless turnover of war films from
Desperate Moment, They Who Dare, and The Sea Shall Not Have
Them to Ill Met by Moonlight, H.M.S. Defiant, and The Password Is
Courage. He did further service in another action genre, the British
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crime film—which American audiences tended to find tepid and dull
in comparison with American films in a similar vein.

Approaching his forties, Bogarde began to show his maturing
capacity to handle more complex and demanding characters in
Anthony Asquith’s adaptation of Bernard Shaw’s The Doctor’s
Dilemma and Basil Dearden’s Victim, the first British film to deal
seriously with the problems of a homosexual in public life. Public
recognition of his excellence as an actor was really to come, however,
when he teamed up with Joseph Losey to play the key role in The
Servant, a part into which he injected a new, dark vein of subtle,
insinuating evil as the manservant who secures a Mephistophelian
hold over the rich young man he serves. The performance won him
a British Academy Award as Best Actor. Now in his forties and
independent, Bogarde embarked on a series of singular performances.
He was the defending officer in a court martial in Losey’s Paths of
Glory variation, King and Country—and the Oxford academic with
complex professional and emotional problems in Losey’s Accident.
As well, he appeared effectively in such notable films as John
Schlesinger’s Darling—for which he won his second British Best
Actor award—Losey’s Modesty Blaise, Jack Clayton’s Our Mother’s
House, Richard Attenborough’s Oh! What a Lovely War, and Alain
Resnais’s impressive film Providence. Widening his scope still
further, Bogarde appeared in a series of arty and experimental films
made abroad: Visconti’s controversial The Damned, about the impact
of Nazism on a vicious upper-class family; the same director’s
exquisite version of Thomas Mann’s Death in Venice; Liliana Cavani’s
The Night Porter, as a former Nazi SS concentration camp officer;
and, in marked contrast, Fassbinder’s extraordinary film Despair, as
a survivor of the Holocaust.

Although Bogarde continues to act from time to time, he has
turned increasingly and successfully to writing. Besides novels, he
has written four volumes of memoirs, A Postillion Struck by Light-
ning, Snakes and Ladders, An Orderly Man, and Backcloth, the
second volume covering his film career up to Death in Venice (with
fascinating details in particular of working with Losey and Visconti)
and the third including accounts of the making of Night Porter,
Providence, and Despair.

—Roger Manvell, updated by John McCarty

BOGART, Humphrey

Nationality: American. Born: Humphrey DeForest Bogart in New
York City, 23 January 1899. Education: Attended Trinity School,
New York; expelled from Philips Academy, Andover, Massachussetts.
Family: Married 1) Helen Menken, 1926 (divorced 1927); 2) Mary
Philips, 1928 (divorced 1938); 3) Mayo Methot, 1938 (divorced
1945); 4) the actress Lauren Bacall, 1945, son: Stephen Humphrey,
daughter: Leslie Howard. Career: 1918-19—served in U.S. Navy;
1920-22—managed stage company owned by William S. Brady;
performed various chores at Brady’s New York film studio; 1922—
began acting regularly on stage; 1930—film debut in short Broad-
way'’s Like That; 1930-35—minor film roles for various studios while
continuing to work on stage; 1936—success of film version of The

Petrified Forest led to long-term contract with Warner Brothers;
1947——protested against HUAC activities with actress wife Lauren
Bacall and other celebrities. Awards: Best Actor Academy Award,
for The African Queen, 1951. Died: Of cancer, in Hollywood,
California, 14 January 1957.

Films as Actor:

1930 Broadway’s Like That (Roth—short); Up the River (John
Ford) (as Steve); A Devil with Women (Cummings) (as Tom
Standish)

1931 Body and Soul (Santell) (as Jim Watson); Bad Sister (Henley)
(as Valentine Corliss); A Holy Terror (Cummings) (as
Steve Nash); Women of All Nations (Walsh) (as Stone)

1932  Love Affair (Freeland) (as Jim Leonard); Big City Blues
(LeRoy) (as Adkins); Three on a Match (LeRoy) (as Ace)

1934  Midnight (Erskine) (as Garboni)

1936 The Petrified Forest (Mayo) (as Duke Mantee); Bullets or
Ballots (Keighley) (as Bugs Fenner); Two Against the
World (McGann) (as Sherry Scott); China Clipper (Enright)
(as Hap Stuart); Isle of Fury (McDonald) (as Val Stevens)

1937  Black Legion (Mayo) (as Frank Taylor); The Great O’Malley
(Dieterle) (as John Phillips); Marked Woman (Lloyd Bacon)
(as David Graham); Kid Galahad (Curtiz) (as Turkey
Morgan); San Quentin (Lloyd Bacon) (as Joe ‘‘Red”’
Kennedy); Dead End (Wyler) (as Baby Face Martin);
Stand-In (Garnett) (as Quintain)

1938 Swing Your Lady (Enright) (as Ed Hatch); Crime School
(Seiler) (as Mark Braden); Men Are Such Fools (Berkeley)
(as Harry Galleon); The Amazing Dr. Clitterhouse (Litvak)
(as Rock Valentine); Racket Busters (Lloyd Bacon) (as
Martin); Angels with Dirty Faces (Curtiz) (as James Frazier)

1939 King of the Underworld (Seiler) (as Joe Gurney); The Okla-
homa Kid (Lloyd Bacon) (as Whip McCord); You Can’t
Get Away with Murder (Seiler) (as Frank Wilson); Dark
Victory (Goulding) (as Michael O’Lery); The Roaring
Twenties (Walsh) (as George Hally); The Return of Doctor
X (Sherman) (as Dr. Marshall Cane)

1940 Invisible Stripes (Lloyd Bacon) (as Chuck Martin); Virginia
City (Curtiz) (as John Murrell); It All Came True (Seiler)
(as Grasselli); Brother Orchid (Lloyd Bacon) (as Jack
Buck); They Drive By Night (The Road to Frisco) (Walsh)
(as Paul Fabrini)

1941 The Maltese Falcon (Huston) (as Sam Spade); High Sierra
(Walsh) (as Roy Earle); The Wagons Roll at Night (Enright)
(as Nick Coster)

1942 All Through the Night (Sherman) (as Gloves Donahue); In
This Our Life (Huston); The Big Shot (Seiler) (as Duke
Berne); Across the Pacific (Huston) (as Rick Leland);
Casablanca (Curtiz) (as Rick Blaine)

1943 Action in the North Atlantic (Lloyd Bacon) (as Joe Rossi);
Thank Your Lucky Stars (David Butler); Sahara (Zoltan
Korda) (as Sgt. Joe Gunn)

1944  Passage to Marseilles (Curtiz) (as Martac); To Have and
Have Not (Hawks) (as Harry Morgan)

1945 Conflict (Bernhardt) (as Richard Mason)
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Humphrey Bogart in The Maltese Falcon

1946

1947

1948

1949

1950

1951

1952

1953

1954
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Two Guys from Milwaukee (David Butler); The Big Sleep
(Hawks) (as Philip Marlowe)

Dead Reckoning (Cromwell) (as Rip Murdock); The Two
Mrs. Carrolls (Godfrey) (as Geoffrey Carroll); Dark Pas-
sage (Daves) (as Vincent Parry); Always Together (de
Cordova)

The Treasure of the Sierra Madre (Huston) (as Fred C.
Dobbs); Key Largo (Huston) (as Frank McCloud)

Knock on Any Door (Nicholas Ray) (as Andrew Martin);
Tokyo Joe (Heisler) (as Joe Barrett)

Chain Lightning (Heisler) (as Matt Brennan); In a Lonely
Place (Nicholas Ray) (as Dixon Steele)

The Enforcer (Windust, uncredited Raoul Walsh) (as Martin
Ferguson); Sirocco (Bernhardt) (as Harry Smith)

The African Queen (Huston) (as Charlie Allnut); Deadline—
U.S.A. (Richard Brooks) (as Ed Hutcheson); The Road to
Bali (Walker) (as himself)

Battle Circus (Richard Brooks) (as Major Jeb Webbe); Beat
the Devil (Huston) (as Billy Danreuther)

The Love Lottery (Charles Crichton); The Caine Mutiny
(Dmytryk) (as Captain Queeg); A Star Is Born (Cukor)

(voice only); Sabrina (Wilder) (as Linus Larabee); The
Barefoot Contessa (Joseph L. Mankiewicz) (as Harry Dawes)
1955 We’re No Angels (Curtiz) (as Joseph); The Left Hand of God
(Dymytryk) (as Jim Carmady); The Desperate Hours (Wyler)
(as Glen Griffin)
1956 The Harder They Fall (Robson) (as Eddie Willis)

Publications
On BOGART: books—

Gehman, Richard, Bogart, Greenwich, Connecticut, 1965.

Goodman, Ezra, Bogey: The Good-Bad Guy, New York, 1965.

McCarty, Clifford, Bogey: The Films of Humphrey Bogart, New
York, 1965.

Michael, Paul, Humphrey Bogart: The Man and His Films, Indian-
apolis, 1965.

Ruddy, Jonah, and Jonathan Hill, The Bogey Man: Portrait of
a Legend, London, 1965.

Hyams, John, Bogie, New York, 1966.
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Huston, John, An Open Book, New York, 1972.

Barbour, Alan, Humphrey Bogart, New York, 1973.

Benchley, Nathaniel, Humphrey Bogart, Boston, 1975.

Eyles, Allen, Bogart, New York, 1975.

Hyams, Joe, Bogart and Bacall, New York, 1975.

Bacall, Lauren, Lauren Bacall by Myself, New York, 1978.

Screen Greats, Volume I11: Bogart, New York, 1980.

Cutterland, Frank, Humphrey Bogart, Paris, 1981.

Pettigrew, Terence, Bogart: A Definitive Study of His Film Career,
London, 1981.

Brooks, Louise, Lulu in Hollywood, New York, 1982.

Winkler, Willi, Humphrey Bogart und Hollywoods Schwarze Serie,
Munich, 1985.

Fuchs, Wolfgang J., Humphrey Bogart: Cult-Star: A Documentation,
Berlin, 1987.

Coe, Jonathan, Humphrey Bogart: Take It & Like It, New York, 1991.

Sklar, Robert, City Boys: Cagney, Bogart, Garfield, Princeton, New
Jersey, 1992.

Stuart, Gloria, Boating with Bogart, Los Angeles, 1993.

Bogart, Stephen Humphrey, with Gary Provost, Bogart: In Search of
My Father, New York, 1995.

Bogart, Stephen Humphery, Bogart, New York, 1995.

Baxt, George, The Humphrey Bogart Murder Case, West Seneca, 1996.

Lax, Eric, Bogart, New York, 1997.

Meyers, Jeffrey, Bogart: A Life in Hollywood, New York, 1997.

Sperber, A.M., Bogart, New York, 1997.

Schlesinger, Judith, Bogie: A Life in Pictures, New York, 1998.

Duchovnay, Gerald, Humphrey Bogart: A Bio-Bibliography,
Westport, 1999.

On BOGART: articles—

Current Biography 1942, New York, 1942.

Obituary in New York Times, 15 January 1957.

McCarty, Clifford, ‘‘Humphrey Bogart 1899-1957,”" in Films in
Review (New York), May 1957.

Cooke, Alistair, ‘‘Epitaph for a Tough Guy,”’ in Atlantic (Greenwich,
Connecticut), May 1957.

Towne, Robert, ‘‘Bogart and Belmondo,”’ in Cinema (Beverly Hills),
December 1965.

Brooks, Louise, ‘‘Humphrey and Bogey,’’ in Sight and Sound (Lon-
don), Winter 1966—-67.

Davis, Paxton, ‘‘Bogart, Hawks, and The Big Sleep Revisited—
Frequently,”” in Film Journal (New York), Summer 1971.

“‘Humphrey Bogart,”’ in Lumiére du cinéma (Paris), March 1977.

Mellen, Joan, ‘‘Humphrey Bogart: Moral Tough Guy,”” in Close-
Ups: The Movie Star Book, edited by Danny Peary, New York, 1978.

Sarris, Andrew, ‘‘Humphrey Bogart,”” in The Movie Star, edited by
Elisabeth Weis, New York, 1981.

Schickel, Richard, ‘‘Bogart,”’ in Film Comment (New York), May/
June 1986.

Talty, Stephen, ‘“Young Bogart,”” in American Film (Washington,
D.C.), April 1991.

Fagen, Herb, ‘‘Remembering Bogie,”” in Filmfax (Evanston), August-
September 1992.

Radio Times (London), 26 October 1996.

Humphrey Bogart had a privileged upbringing in Manhattan, the
son of a noted surgeon; later, he had to leave college for disciplinary
reasons. He served during World War I in the Navy, and suffered an
injury during shelling which slightly paralyzed his upper lip, giving
him the tight-lipped appearance and the suggestion of hesitancy in his
speech that became the hallmark of his screen persona. After the war,
he worked in the theater, first as a junior in stage management and
later as a performer in youthful, romantic parts. A celebrated review
by Alexander Woolcott in 1922 described him in a play called Swiftly
as ‘‘inadequate.”’ Nevertheless, during the 1920s he remained in
employment, and he had the pertinacity to go to Hollywood when
sound required the participation of new, stage-trained performers
from Broadway. He constantly returned to the stage when he was
dissatisfied with the supporting roles he was given in such films as A
Devil with Women, Body and Soul, and Love Affair. The first role
characteristic of his future image was in the theater production of
Robert E. Sherwood’s semipoetic play The Petrified Forest (1935),
which the following year was made into a film by Warner Brothers.
Warners intended to give Bogart’s part—the gangster, Duke Mantee—
to Edward G. Robinson. That Bogart got the part had to do with the
intervention of Leslie Howard, who played the lead in both the play
and the film; Howard insisted that Bogart reappear as Duke Mantee.
1936, therefore, marked the first appearance in film of the gaunt,
sinister, slow-speaking Bogart persona. Fortunately, the film was
successful and drew favorable critical attention.

Bogart was not, however, to become a charismatic star immedi-
ately, though he appeared, normally in a gangster role, in an endless
flow of films during the next five years, from San Quentin, Crime
School, and Racket Busters to Angels with Dirty Faces, King of the
Underworld, and The Roaring Twenties. The Bogart image was very
marked in William Wyler’s Dead End in which he played a ruthless,
cynical gangster rejected alike by his mother and his former girlfriend
on his return to the New York slums in which he had been raised. This
was followed in 1941 by Raoul Walsh’s High Sierra with an
exceptional script by John Huston and performance by Bogart as the
aging, disillusioned gangster who has a change of heart. The devotion
to ““Bogey’’ was born of such later films as Huston’s The Maltese
Falcon, with Bogart as the ruthless but basically human Sam Spade;
Michael Curtiz’s Oscar-winning Casablanca, again with Bogart as
the rough-surfaced but vulnerable dark horse; and Howard Hawks’s
two films To Have and Have Not—Lauren Bacall’s film debut—and
The Big Sleep, also with Bacall and with Bogart playing a private eye
with a heart. Bogart’s celebrated romance with Bacall led to her
becoming his fourth wife.

Bogart’s widening range of characters (which added to his stature
as an actor, while increasing the impact of his always recognizable
personal style and image) expanded notably under Huston in The
Treasure of the Sierra Madre, Key Largo, and The African Queen (the
latter gaining him an Oscar); in Nicholas Ray’s In a Lonely Place; in
Richard Brooks’s serious story with a newspaper setting, Deadline;
and Edward Dmytryk’s The Caine Mutiny, in which he gave one of
his finest performances as the paranoid Captain Queeg. He returned to
his former gangster role in William Wyler’s The Desperate Hours,
and in his last appearance before his premature death in 1957, in Mark
Robson’s The Harder They Fall, he played a worn-out sportswriter in
the more cynical mood of earlier films.

As Joan Mellen calls Bogart the epitome of a ‘ ‘moral tough guy,”’
his stardom, considerably shorter than actors such as Cary Grant and
Gary Cooper, also presents an irony that none of the other stars of his
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generation ‘‘remains such a lively presence in our imaginations.”’
Indeed, as Richard Schickel continues to remind us ‘‘it is worth
lingering at that crossroads and contemplating the evidence about
who he was and what he was that was left there in plain sight.”
Throughout his career till his death and onward for almost four
decades now, the Bogart image and the sense of integrity and courage
that image carries prevail at the center of American film history.

—Roger Manvell, updated by Guo-Juin Hong

BOND, Ward

Nationality: American. Born: Denver, Colorado, 9 April 1905.
Education: University of Southern California, Los Angeles. Family:
Married 1) Doris Sellers, 1936 (divorced 1944); 2) Mary Lou (Bond),
1954. Career: 1929—while attending USC, selected, along with
John Wayne, by John Ford to appear in film Salute, which resulted in
lifelong friendship and professional association between Bond, Ford,
and Wayne; 1929-59—in supporting roles in some 200 films for
several major directors including Ford, Hawks, Fleming, etc.;
1957-60—star of TV series Wagon Train. Died: In Dallas, Texas,
5 November 1960.

Films as Actor:

1929
1930
1932

1933

1934

Salute (Ford); Words and Music (Tinling)
Born Reckless (Ford); The Big Trail (Walsh)
High Speed (Lederman); White Eagles (Hillyer); Rackety Rax

(Werker); Hello, Trouble (Hillyer); Virtue (Buzzell)

When Strangers Meet (Badger); Heroes for Sale (Wellman);

Wild Boys of the Road (Wellman); The Wrecker (Rogell);
Unknown Valley (Hillyer); Police Car Seventeen (Hillyer);
Obey the Law (Stoloff); The Sundown Rider (Hillyer)

Whirlpool (Neill); Most Precious Thing in Life (Hillyer);

Straightaway (Brower); The Poor Rich (Sedgwick); Fron-
tier Marshal (Seiler); Broadway Bill (Strictly Confidential)
(Capra); It Happened One Night (Capra); The Defense
Rests (Hillyer); Fighting Rangers (Seitz); Here Comes the
Groom (Sedgwick); The Fighting Code (Hillyer); The
Voice in the Night (Coleman); A Man’s Game (Lederman);
The Crime of Helen Stanley (Lederman); Girl in Danger
(Lederman); The Human Side (Buzzell); Kid Millions (Del
Ruth); Against the Law (Hillyer)

1935 Devil Dogs of the Air (Bacon); Little Big Shot (Bischoftf); The

Informer (Ford); The Crimson Trail (Raboch); She Gets
Her Man (Nigh); His Night Out (Nigh); Black Fury (Curtiz);
Western Courage (Bennett); Fighting Shadows (Selman);
Guard That Girl (Hillyer); Murder in the Fleet (Sedgwick);
The Headline Woman (Nigh); Waterfront Lady (Santley);
Men of the Night (Hillyer); Justice of the Range (Selman);
Too Tough to Kill (Lederman)

1936 Cattle Thief (Bennett); Muss ’em Up (House of Fate) (Charles
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Vidor); The Bride Walks Out (Jason); Second Wife (Killy);

1937

1938

1939

1940

1941

1942

1943

1944

1945
1946

1947
1948

1950

Without Orders (Landers); Crash Donovan (Nigh); Con-
flict (Howard); They Met in a Taxi (Green); The Man Who
Lived Twice (Lachman); The Legion of Terror (Coleman);
The Leathernecks Have Landed (The Marines Have Landed)
(Bretherton); Pride of the Marines (Lederman); Avenging
Waters (Bennett)

You Only Live Once (Fritz Lang); Dead End (Wyler); Park
Avenue Logger (Tall Timber; Millionaire Playboy) (How-
ard); The Devil’s Playground (Kenton); 23%2 Hours Leave
(Blystone); Night Key (Corrigan); Escape by Night
(McFadden); The Wildcatter (Collins); A Fight to the
Finish (Coleman)

Born to Be Wild (Kane); Flight into Nowhere (Collins);
Hawaii Calls (Cline); Reformatory (Collins); Gun Law
(Howard); The Law West of Tombstone (Tryon); Professor
Beware (Nugent); Mr. Moto’s Gamble (Tinling); Submar-
ine Patrol (Ford); Prison Break (Lubin); Numbered Woman
(Karl Brown); Over the Wall (MacDonald); The Amazing
Dr. Clitterhouse (Litvak)

They Made Me a Criminal (Berkeley); Made for Each Other
(Bean); Dodge City (Curtiz); Waterfront (Morse); Gone
with the Wind (Fleming); Trouble in Sundown (Howard);
Return of the Cisco Kid (Leeds); Young Mr. Lincoln (John
Ford); Frontier Marshal (Dwan); The Girl from Mexico
(Goodwins); The Kid from Kokomo (The Orphan of the
Ring) (Seiler); Drums along the Mohawk (John Ford); Dust
Be My Destiny (Seiler); The Oklahoma Kid (Bacon); Heaven
with a Barbed Wire Fence (Cortez); Mr. Moto in Danger
Island (Leeds)

Virginia City (Curtiz); The Cisco Kid and the Lady (Leeds);

The Grapes of Wrath (John Ford); Little Old New York

(King); Santa Fe Trail (Curtiz); Buck Benny Rides Again

(Sandrich); The Mortal Storm (Borzage); Kit Carson (Seitz);

The Long Voyage Home (John Ford)

Tobacco Road (John Ford); A Man Betrayed (Auer); The
Shepherd of the Hills (Hathaway); Swamp Water (The Man
Who Came Back) (Renoir); Sergeant York (Hawks); Man-
power (Walsh); Doctors Don’t Tell (Tourneur); Wild Bill
Hickok Rides (Enright); The Maltese Falcon (Huston)

The Falcon Takes Over (Reis); In This Our Life (Huston); Ten
Gentlemen from West Point (Hathaway); Gentleman Jim
(Walsh); Sin Town (Enright)

Hello Frisco, Hello (Humberstone); A Guy Named Joe (Flem-
ing); Hitler—Dead or Alive (Grinde); Slightly Dangerous
(Ruggles); They Came to Blow Up America (Ludwig);
Cowboy Commandos (Luby)

Home in Indiana (Hathaway); The Sullivans (Bacon); Tall in
the Saddle (Marin)

Dakota (Kane); They Were Expendable (John Ford)

Canyon Passage (Jacques Tourneur); It’s a Wonderful Life
(Capra); My Darling Clementine (John Ford)

The Fugitive (John Ford); Unconquered (DeMille)

Fort Apache (John Ford); The Time of Your Life (Potter); Tap
Roots (Marshall); Joan of Arc (Fleming); Three Godfathers
(John Ford)

Riding High (Marshall); Wagonmaster (John Ford); Singing
Guns (Springsteen); The Great Missouri Raid (Douglas);
Kiss Tomorrow Goodbye (Douglas)
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1951 Operation Pacific (Waggner); Only the Valiant (Douglas); On
Dangerous Ground (Nicholas Ray)

1952  Hellgate (Warren); Thunderbirds (Auer); The Quiet Man
(John Ford)

1953  Blowing Wild (Fregonese); The Moonlighter (Rowland); Hondo
(Farrow)

1954 Gypsy Colt (Marton); Johnny Guitar (Nicholas Ray); The
Bob Mathias Story (The Flaming Torch) (Lyon)

1955 The Long Gray Line (John Ford); Mr. Roberts (John Ford); A
Man Alone (Milland)

1956 The Searchers (John Ford); Dakota Incident (Foster); Pillars
of the Sky (Marshall)

1957 The Wings of Eagles (John Ford); The Halliday Brand (Lewis)

1958 China Doll (Borzage)

1959 Rio Bravo (Hawks); Alias Jesse James (McLeod)

Publications
On BOND: books—

See entry on John Ford in International Dictionary of Films and
Filmmakers, Volume 2: Directors.

On BOND: articless

Casas, Q., ““Ward Bond,”” Nosferatu (Argentina), no. 20, Janu-
ary 1996.

Ward Bond acted best what he was in reality: a dyed-in-the-wool
social and political conservative, a perfect expression of the Ameri-
can West. He proudly displayed his extreme right-wing views during
the 1940s and 1950s when he worked for the still relatively liberal
John Ford, and he set himself up for some merciless kidding from his
mentor. In fact, Ford went beyond mere ‘ ‘kidding.”’ His papers at the
Lilly Library at Indiana University again and again exhibit a contempt
for Bond, and that attitude had something to do with the kinds of roles
that Ford, from among his company of stock players, chose Bond to play.

In the early films the conservative Bond is usually cast by Ford as
an unimaginative and stolid foil to a rebellious John Wayne—the
Wayne persona, if not the man himself. In the later films Wayne
himself assumes the role of the inflexible man: there is no need for
a Bond figure in, say, The Man Who Shot Liberty Valance.

There are a number of films in which Ford achieves his ‘‘balance’’
in this way. In The Three Godfathers the bank robber (played by
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Wayne) is set in opposition to the conventional lawman-in-pursuit
(played by Bond). The two even fight over the unusual name given the
lawman’s grandchild, who has been christened and adopted by the
bank robber. Again, it is a fight between the supporter of social order
(Bond) against the disrupter from the desert (Wayne). As sheriff,
Bond s, at once, the gravel-voiced commander and the always-joking
upholder of the status quo.

In The Quiet Man Bond plays a priest. Set as he is against the fiery
personalities of Wayne and Victor McLagen, Bond is nothing more
than the stuffy representative of an anachronistic Irish Catholicism.
The demands of this particular part, however, seem to be beyond him.
The stiffness with which he plays the part of an intriguer demonstrates
not only his limitations as an actor, but also his inability as a person to
play, even for a moment, the social Other. Only in pious poses and (as
the film’s narrator) in priestly tones is Bond at ease.

In Wagonmaster Ford fully exploits the dominant aspect of
Bond’s persona—the organization man. He portrays a Mormon elder,
the intractable punisher of sin—sin in the form of a young sinner who
has joined the wagon train to Zion—and here the portrayal is
completely successful. In this unsettling film Bond becomes the
pivotal emblem for all that is reactionary in our society—the Ameri-
can Patriarch. This figure represents only one part of Ford’s vision of
America. But it was a part—one piece among many others—that
Bond embodied to perfection.

—Rodney Farnsworth

BONDARCHUK, Sergei

Nationality: Russian. Born: Sergei Fedorovich Bondarchuk in
Belozersk, Ukraine, 25 September 1920. Education: Attended Rostov
Theatrical Institute (studies interupted by World War II); studied
under Sergei Gerasimov at All Union State Institute of Cinematography.
Military Service: served in army during World War II. Family:
Married Irina Skobtseva, 1959, children: Aljona and Fiodr. Career:
Began acting with army unit; 1946—48—member of Actor’s Faculty,
Moscow Film Institute; 1948—cast by Sergei Gerasimov in first film,
The Young Guard; 1960s—spent six years preparing and filming War
and Peace. Awards: People’s Artist of the Soviet Union, 1952; Hero
of Soviet Labor, 1980; Order of Red Banner; Order of Lenin (twice).
Died: Of blood disease, in Moscow, Russia, 20 October 1994.

Films as Actor:

1948 The Young Guard (Gerasimov) (as Valko); The Story of a Real
Man (Stolper) (as Gvozdev); Michurin (Dovzhenko)

1949 The Path of Glory (Buneev, Rybakov, and Shveitser) (as
District Party Secretary)

1950 A Knight of the Gold Star (The Bearer of the Golden Star)
(Raizman) (as Tutarinov)

1951 Taras Shevchenko (Savchenko) (title role)

1953 Admiral Ushakov and The Ships Are Storming the Bastions
(Attack from the Sea) (Romm) (as Tikhon Prokoviev)
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1954 It Mustn’t Be Forgotten (This Must Not Be Forgotten) (Lukov)
(as Garmash)

1955 Poprigunya (The Gadfly; The Grasshopper) (Samsonov) (as
Dr. Dymov); Neokonchennaya povest (The Unfinished
Tale; Unfinished Story) (Ermler) (as Yershov)

1956  Othello (Yutkevich) (title role); Ivan Franko (Levchuk) (ti-
tle role)

1957 Two from the Same Block (Two from One Housing Block)
(Gurin and Ibragimov); Pages from the Story (Kryzhanovsky)
(as Stage reader)

1958 Shii soldaty (The Soldier Marched) (Trauberg) (as
Matvei Krylov)

1959 A Spring Wind on Venaya (as narrator)

1960 Seryozha (A Summer to Remember) ((Danelia and Talankin)
(as Korostelyov); Era notte a Roma (It Was Night in Rome)
(Rossellini) (as Fyodor)

1961 Povest plamennykh (Story of the Turbulent Years; The Flam-
ing Years; Chronicle of Flaming Years) (Solntseva) (as
narrator)

1969  Bitka na Neretvi (Battle of Neretva) (Bulajic) (as Martin)

1970 Dyadya Vanya (Uncle Vanya) (Mikhalkov-Konchalovsky)
(as Dr. Astrov)

1973  Molchaniye Doktoraivens (The Silence of Dr. Evans)
(Metalnikov) (as Dr. Evans)

1974 Such High Mountains (Solntseva) (as Ivan Nikolayevich)

1975 The Choice of a Goal (Talankin) (as Kurchatov)

1989  La Bataille des trois rois (Barka)

Films as Director:

1959  Sudba cheloveka (Destiny of a Man;, Fate of a Man) (+ 1o as
Andrei Sokolov)

1965-7 Voina i mir (War and Peace) (+ sc, ro as Pierre Bezukhov)

1970 Waterloo (+ co-sc)

1975  Oni srazhalis za rodinu (They Fought for the Country) (+ co-sc,
ro as Zvyagintsev)

1976 The Peaks of Zelengore

1977  The Steppe (+ sc)

1982  Mexico in Flames; Krasnye Kolakola; October

1983  Red Bells: I've Seen the Birth of the New World (I Saw the
New World Born)

1986  Boris Godunov (for TV) (+ sc)

Publications

By BONDARCHUK: books—

Za druzheskie disskussie, Moscow, 1959.
Zhelanie chuda, Moscow, 1984.

By BONDARCHUK: articles—

Interview in Film a doba (Prague), October 1972.

“‘Dolgi i pravo hudoznika,”” in Iskusstvo Kino (Moscow), August 1973.
Interview with S. Tschertok, in Film und Fernsehen (Berlin), April 1975.
‘Ot serdca k serduc,”” in Iskusstvo Kino (Moscow), May 1980.
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Sergei Bondarchuk (left) in Uncle Vanya

On BONDARCHUK: books—

Shalunovsky, V., Sergei Bondarchuk, Moscow, 1959.
Khaniutin, 1., Sergei Bondarchuk, Moscow, 1961.
Ignateva, N. Sergei Bondarchuk, Moscow, 1961.

On BONDARCHUK: articles—

“‘Director of the Year,”’ in International Film Guide, London, 1969.

Zolotussky, Igor, ““War and Peace: A Soviet View,”” in London
Magazine, March 1969.

Gillett, John, ‘“Thinking Big,”” in Sight and Sound (London), Sum-
mer 1970.

Guralnik, Uran, ‘‘Vastas an Ocean,”” in Films and Filming (London),
September-October 1970.

Lind, John, ‘“The Road to Waterloo,”” in Focus on Film (London),
September-October 1970.

““The Coming of the Russians,’” in Action (Los Angeles), June 1971.

Zubkov, J., ‘‘Akter-avtor obraza,”’ in Iskusstvo Kino (Moscow),
February 1972.

Citrinjak, G., ‘“Zarkie dni ijulja,”’ in Iskusstvo Kino (Moscow),
January 1975.

Tolcenova, N., “‘Pora Cehova,’’ in Iskusstvo Kino (Moscow), July 1977.

Gerasimov, Sergei, ‘‘Soviet Cinema: Films, Personalities, Prob-
lems,”” in Soviet Film (Moscow), no. 271, 1979.

Karaganov, A., and others, ‘‘Poesija pravdy,”’ in Iskusstvo Kino
(Moscow), September 1980.

““Profile,”” in Soviet Film (Moscow), no. 5, 1986.

Obituary in New York Times, 21 October 1994.

Claes, G., and F. Sartor, ‘‘Adieu,”” Film en Televise + Video
(Brussels), no. 447, December 1994.

* * *

Sergei Bondarchuk made his film acting debut as a stock company
player while still attending film school in Moscow. One of his
earliest important roles was in Gerasimov’s The Young Guard. But
Bondarchuk’s undisputed talent only became evident in his seventh
feature, Taras Shevchenko, in which he played the great Ukrainian
poet of that name who also wrote the script. The deficiencies of
Shevchenko’s imperfect screenplay made Bondarchuk’s introductory
scenes seem cold and rhetorical, but in the scenes from the close of the
author’s life on through the final exile episode, showing the inhuman-
ity of the czar’s soldiers, Bondarchuk succeeded on his own in raising
the film to a truly tragic level.

Bondarchuk’s acclaim in this role, and his being given the title of
State Artist in 1952, made him one of the most prominent actors in the
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Soviet Union. Yet with the exception of Samsonov’s The Grasshop-
per, in which he starred as a physician locked in a marriage with
a woman unimpressed by his devotion to duty and achievements for
the common folk, most of his films of the 1950s were not as
impressive as his early success had promised—even though he was
given important parts in films by most of the country’s best directors,
including Yutkevich’s Othello, one of the first Soviet filmings of
a Shakespeare play.

Bondarchuk’s interest in Sholokhov’s story ‘‘The Destiny of
Man,”’ about the struggles of people to maintain some vestige of their
former lives while surrounded by war, pushed him to direct as well as
star in the film version. The result was a successful blending of
Bondarchuk’s already-recognized thespian talents with—for an actor
and first-time director—a stunningly cinematic visual style. This led
to the Lenin Prize and a succession of films as actor and director in
both the Soviet Union and abroad.

The overall result of these personal triumphs led Bondarchuk to
attempt a definitive film version of Tolstoy’s massive work War and
Peace. One of the most expensive (estimates reach as high as $100
million) and exquisitely staged Soviet films, the ambitious undertak-
ing took two years to reach the screen. The immense scope of the film,
which ran more than eight hours in its original version and was shown
in Soviet cinemas over several nights, was amply balanced by
Bondarchuk’s poetic vision of the broad spaces of the Russian
landscape. For sheer spectacle, its battle scenes have yet to be
surpassed. Bondarchuk himself played the key role of Pierre Bezukhov,
Tolstoy’s intellectual hero and mouthpiece. Though some critics felt
him too old for the part, Bondarchuk won the Moscow Festival Prize
for his performance. The film itself, released abroad in a slightly
scaled down six-hour version, also shown over several nights, cap-
tured the 1968 Oscar for best foreign film.

Bondarchuk followed War and Peace with another epic, Water-
loo, for Dino DeLaurentiis, in which he took only a small role. It too
was highlighted by battles scenes of bravura size and spectacle, and
caused him to be compared with Orson Welles, who also had a small
role in the film, because of their both being actor/directors, their
robust appearance, and their grandiosity of purpose.

The film was not a hit, however. Moreover, Bondarchuk had been
unable to control the volcanic temperament of his scenery-chewing
star, Rod Steiger (as Napoleon). Thereafter, he retreated to his native
industry where his autonomy was assured; most of his subsequent
films received little exposure elsewhere. They included smaller scale
projects inspired by Chekhov and Sholokhov, and a return to the epic
format with the two-part Mexico in Flames, a film based on the career
of the journalist John Reed, the only American to be honored with
burial in the Kremlin. A Soviet counterpart and response to Warren
Beatty’s Hollywoodized Reds, the film chronicles the maverick
Reed’s exploits covering and participating in both the Russian and
Mexican revolutions.

Bondarchuk’s work as both actor and director typically focuses on
sturdy characters full of mental stamina and patriotic pathos with
acredo that is indomitably optimistic. At the time of his death in 1994,
Bondarchuk had become a living monument in Soviet film, and
arguably its most important figure since that earlier Sergei named
Eisenstein.

—Karel Tabery, updated by John McCarty
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BONHAM-CARTER, Helena

Nationality: British. Born: London, England, 26 May 1966; great-
granddaughter of Liberal Prime Minister Lord Herbert Asquith,
granddaughter of socialite Lady Violet Bonham Carter and grand-
niece of the director Anthony Asquith. Education: Attended South
Hampstead High School; Westminster School. Career: Made screen
debut when chosen by director Trevor Nunn for the title role in Lady
Jane, and began association with director James Ivory when cast in A
Room with a View, 1986; made her London stage debut in The Woman
in White, 1988. Awards: Best Performance by an Actress in a Lead-
ing Role Genie Award, Fantasporto-Best Actress International Fan-
tasy Film Award, for Margaret’s Museum, 1995; London Critics
Circle British Actress of the Year, Los Angeles Film Critics Associa-
tion Best Actress, National Board of Review Best Actress, Boston
Society of Film Critics Best Actress, Society of Texas Film Critics
Best Actress, Southeastern Film Critics Association Best Actress, for
The Wings of the Dove, 1997. Agent: Adam Isaacs, United Talent
Agency, 9560 Wilshire Boulevard, Beverly Hills, CA 90212, U.S.A.

Films as Actress:

1983 A Pattern of Roses (for TV) (as Netty)

1986 Lady Jane (Nunn) (title role); A Room with a View (Ivory) (as
Lucy Honeychurch)

1987 Maurice (Ivory) (as young lady at cricket match); The Vision
(Norman Stone—for TV) (as Jo Marriner); A Hazard of
Hearts (John Hough—for TV) (as Serena Staverley)

1988 La Maschera (The Mask) (Infascelli) (as Iris)

1989  Francesco (Caviani) (as Chiara); Getting It Right (Kleiser) (as
Lady Minerva Munday)

1990 Hamlet (Zeftirelli) (as Ophelia)

1991 Where Angels Fear to Tread (Sturridge) (as Caroline Abbott)

1992 Howards End (Ivory) (as Helen Schlegel)

1993  Fatal Deception: Mrs. Lee Harvey Oswald (Marina’s Story)
(Dornhelm—for TV) (as Marina Oswald)

1994  Mary Shelley’s Frankenstein (Branagh) (as Elizabeth); A
Dark-Adapted Eye (Fywell—for TV) (as adult Faith)

1995 Mighty Aphrodite (Woody Allen) (as Amanda); Margaret’s
Museum (Ransen) (as Margaret MacNeil)

1996 Twelfth Night (Trevor Nunn) (as Olivia); Portraits chinois
(Shadow Play) (Dugowson) (as Ada)

1997 The Wings of the Dove (Softley) (as Kate Croy); Keep the
Aspidistra Flying (A Merry War) (Bierman) (as Rosemary);
The Petticoat Expeditions (as Narrator)

1998 The Theory of Flight (Greengrass) (as Jane Hatchard); Merlin
(Barron—for TV) (as Morgan Le Fay); The Revengers’
Comedies (Mowbray) (as Karen Knightly)

1999  Fight Club (Fincher) (as Marla Singer); Carnivale (Taylor
(as Milly); Women Talking Dirty (Giedroyc) (as Cora);
The Nearly Complete and Utter History of Everything
(Humphreys, Jackson, Lipsey—for TV)

2000 Novocaine (Atkins); Till Human Voices Wake Us (Petroni)
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Helena Bonham-Carter (right) and Alison Elliott in The Wings of the Dove

Publications

By BONHAM-CARTER: articles—

““From School to Stardom: A Teen-ager’s Lark for Helena Bonham-
Carter,”” interview with Nina Darnton, in New York Times,
2 March 1986.

‘‘Helena Bonham-Carter; Cary Elwes,”” interview with Louise Tan-
ner, in Films in Review (New York), April 1986.

““‘Boxing Helena,”” interview with Elaine Paterson, in Time Out
(London), 17-31 December, 1997.

On BONHAM-CARTER: articles—

Amberson, M., ‘‘Helena’s Niche,”” in Movieline (Los Angeles),
June 1991.

Mundy, C., “‘She’s Leaving Home. Really,’
York), November 1994.

bl

in Premiere (New

Current Biography (New York), 1998.
Frankel, Martha, ‘‘California Dreaming,”” in Movieline (Los Ange-
les), December 1999.

When one thinks of Merchant/Ivory/Jhabvala and E. M. Forster,
one also thinks of Helena Bonham-Carter. Other actors, including
Emma Thompson, Anthony Hopkins, James Wilby, and Hugh Grant,
have appeared in more than one James Ivory-directed feature begin-
ning in the mid-1980s. But it seems as if Bonham-Carter had been in
them all.

Early in her career, Bonham-Carter most often acted on screen in
period costume. This was the case in her first starring film, Lady Jane,
directed by Trevor Nunn and set in sixteenth-century England. She is
well-cast as Lady Jane Grey, daughter of the Duke and Duchess of
Suffolk: the ill-equipped, ill-fated adolescent who, as the result of
political intrigue, is forced into marriage with Guilford Dudley (Cary
Elwes), son of the Duke of Northumberland, and ends up on the
throne of England for barely a week before being executed. Bonham-
Carter adequately expresses Lady Jane’s initial shyness and naiveté;
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the actress believably portrays the character’s transformation as Lady
Jane discovers her sexuality and embraces youthful idealism while
coming to envision a far more equitable world. At this point in her
career, one can see Bonham-Carter cast as Juliet in Franco Zeffirelli’s
Romeo and Juliet.

In Forster’s A Room with a View, her first film with Ivory,
Bonham-Carter gives a thoughtful performance as Lucy Honeychurch,
a wealthy, detached young woman who has traveled to Florence in the
company of her fastidious aunt (Maggie Smith). As in Lady Jane,
Bonham-Carter’s character undergoes an emancipation as she be-
comes involved in a romantic relationship. After this promising start,
however, Bonham-Carter faltered. In Ivory and Forster’s Howards
End she is just one of an ensemble, with her fellow actors—including
Hopkins, Thompson, Vanessa Redgrave, and Samuel West—cast in
the juicier roles. As a result, Bonham-Carter registers on screen as
little more than a kewpie doll presence. The actress especially suffers
when cast opposite strong, naturalistic performers. This is most
apparent in Kenneth Branagh’s Mary Shelley’s Frankenstein, in
which she is Dr. Frankenstein’s love interest, whom he turns into
a monster reminiscent of Elsa Lanchester in The Bride of Frankenstein.
She is the weak link in a cast headed by Branagh (as Dr. Frankenstein)
and Robert De Niro (as the Frankenstein monster). After Lady Jane
and A Room with a View, Bonham-Carter’s best early career period-
film performance came in Where Angels Fear to Tread (based on an
E. M. Forster novel but directed by Charles Sturridge rather than
Ivory). Here, she is cast as another repressed young Englishwoman
who gets in touch with her emotions when she becomes involved
romantically.

Bonham-Carter on occasion has appeared in more contemporary
settings, most successfully in Getting It Right, in which she plays an
eccentric, unstable young lady; The Theory of Flight, cast as a fiesty
paraplegic, dying of Lou Gehrig’s disease, who is desperate to lose
her virginity; and Fight Club, one of her higher-profile late 1990s
features, in which she elicits a plucky sensuality as a chainsmoking
hipster/faker who is first seen lying her way into twelve-step support
groups. However, in the latter, her role is secondary to those played by
Edward Norton and Brad Pitt. And she barely registers when cast as
characters who aren’t quirky flakes. In Robert Bierman’s adaptation
of George Orwell’s Keep the Aspidistra Flying (retitled A Merry
War), she is unmemorable as the level-headed girlfriend of ad man/
artist wannabe Richard E. Grant. In Woody Allen’s Mighty Aphro-
dite, she has the far less interesting of the two leading female roles.
She is a Manhattan art gallery owner, married to Allen’s sportswriter,
with the scenario set in motion when the couple decides to adopt
a baby. The film’s showcase role is played by Mira Sorvino, cast as
the loopy prostitute who is the child’s birth mother.

Bonham-Carter gave what is by far her most full-bodied perform-
ance to date in a film that might have been made by James Ivory: lain
Softley’s adaptation of Henry James’s The Wings of the Dove, playing
Kate Croy, the penniless relation of her wealthy aunt. Kate is being
courted by a rich boor, but has fallen deeply in love with Merton
Densher (Linus Roache), no child of the upper class but rather
a hopelessly poor journalist—and she is faced with a romantic
predicament on which rides her future and her happiness. Softley’s
telling of the story features a hot-and-heavy, between-the-sheets
sensuality that surely would have Henry James twisting in his grave.

As Bonham-Carter’s career progresses, she might be best advised
to seek out characters who have, at the story’s outset, experienced
more of life. She did just that in Fight Club, and also in Margaret’s
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Museum, a low-profile Canadian film in which she plays an embit-
tered small-town woman who despises the local mines, and is wooed
and won by a former miner. And if she is to sustain her stardom,
Bonham-Carter also must choose her projects with care. In the barely
releasable Women Talking Dirty, she plays a spunky single mother
opposite Gina McKee’s shy cartoonist. The scenario focuses on the
friendship between the two women; actually, they do very little
“‘talking dirty’’ but instead suffer at the hands of almost all the men
they know, who are collectively cruel and manipulative. Those who
feel compelled to indiscriminately male-bash not only will like
Women Talking Dirty but will cheer the film. At the same time, it will
be dismissed by those who are looking for a film that is more complex
and mature, that does not just aspire to take pot-shots at an entire sex.
A film like Women Talking Dirty serves neither its audience nor an
actress of the stature of Bonham-Carter.

—Rob Edelman

BONNAIRE, Sandrine

Nationality: French. Born: Clermont-Ferrand (some sources say
Gannat), 31 May 1967. Family: Daughter with actor William Hurt.
Awards: César Award for Most Promising Young Actress, for A nos
amours, 1984; César Award for Best Actress, and Los Angeles Film
Critics Association Best Actress Award, for Sans toit ni loi, 1986;
Volpi Cup (with Isabelle Huppert) for Best Actress, Venice Film
Festival, for La Cérémonie, 1995. Address: c/o CINEART, 36 rue de
Ponthieu, 75008, Paris, France.

Films as Actress:

1978 Le tout cinéma (Courant)

1982 La Boum 2 (Pinoteau)

1983 A nos amours (To Our Loves) (Pialat) (as Suzanne)

1984  Tir a vue (Fire on Sight) (Angelo) (as Marilyn); Blanche et
Marie (Renard) (as Marie)

1985  Sans toit ni loi (Vagabond) (Varda) (as Mona Bergeron); Le
meilleur de la vie (Victor)

1986 Police (Pialat) (as Lydie); Sous le soleil de Satan (Under
Satan’s Sun; Under the Sun of Satan) (Pialat) (as Mouchette);
La puritaine (The Prude) (Doillon) (as Manon)

1987 Les innocents (Téchiné) (as Jeanne); Jaune revolver (Langlois)

1988  Quelques jours avec moi (A Few Days with Me) (Sautet) (as
Francine); Peaux de vaches (Thick Skinned) (Mazuy)
(as Annie)

1989  La captive du désert (Captive of the Desert; Prisoner of the
Desert) (Depardon); Monsieur Hire (Leconte) (as Alice)

1990 Dans la soirée (Verso sera and Towards Evening) (Archibugi)
(as Stella)

1991 Le ciel de Paris (The Sky Above Paris) (Béna) (as Suzanne)

1992  Prague (Sellar) (as Elena); La peste (The Plague) (Puenzo)
(as Martine Rambert)

1993  Jeanne la pucelle (in two parts: Les Batailles and Les Prisons)
(Rivette) (as Jeanne d’ Arc)

1995 Confidences a un inconnu (Secrets Shared with a Stranger)
(Bardawil) (as Natalia); La Cérémonie (Chabrol) (as Sophie)



ACTORS AND ACTRESSES, 4" EDITION

BONNAIRE

Sandrine Bonnaire (right) with Isabelle Huppert in La Ceremonie

1996 Never Ever (The Circle of Passion) (Finch) (as Katherine
Beaufort)

1997  Secret défense (Rivette) (as Sylvie); Voleur de vie (Stolen
Life) (Angelo) (as Olga); Une femme en blanc (mini—for
TV) (as Margaux Dampierre); La Lettre (—for TV)

1999 John Felton (Thomasson); Est-Ouest (East-West) (Wargnier)
(as Marie); Au coeur du mensonge (The Color of Lies)
(Chabrol) (as Vivianne Sterne)

Publications

By BONNAIRE: articles—

Interview in Cahiers du Cinéma (Paris), no. 378, December 1985.

Interview in Cinéma 85/86 (Paris), no. 332, 4 December 1985.

Interveiw in Cahiers du Cinéma (Paris), no. 390, December 1986.

Interview in Cahiers du Cinéma (Paris), no. 407408, May 1988.

‘‘Photos de familles,”” in Cahiers du Cinéma (Paris), no. 419-420,
May 1989.

Interview in Revue du Cinéma (Paris), no. 479, February 1992.

Interview in Cahiers du Cinéma (Paris), no. 476, February 1994.

Johnston, Trevor, ‘‘Upping the Stakes,”” interview in Time Out
(London), no. 1305, 23 August 1995.

Interview in Télérama (Paris), no. 2381, 30 August 1995.

On BONNAIRE: articles—

Roth-Bettoni, D., ‘‘Sandrine Bonnaire: Un sourire de lumieére,”’ in
Revue du Cinéma (Paris), no. 451, July-August 1989.

Jousse, T., ‘‘Otage et nomades,”’ in Cahiers du Cinéma (Paris), no.
429, March 1990.

Parra, D., “‘L’état de grace,”” in Revue du Cinéma (Paris), no. 459,
April 1990.

Sheehan, Henry, “A Nos Amours,” and John Powers, ‘‘Under
Satan’s Sun,”’ in Foreign Affairs, edited by Kathy Schulz Huffhines,
San Francisco, 1991.

Elia, M., ‘‘Sandrine Bonnaire: La séduction par le simple regard,”’ in
Séquences (Montreal), no. 156, January 1992.

Kieppe, M., ‘‘Die geniale Dilettantin,”” in Film-Dienst (Cologne),
vol. 46, no. 18, 31 August 1993.
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Rouchy, Marie-Elisabeth, and Fabienne Pascaud, ‘‘Jeanne d’Arc et
un peu téte a claques’’ (special section), in Télérama (Paris), no.
2300, 9 February 1994.

Maslin, Janet, ‘‘La Cérémonie,”” in New York Times, 20 Decem-
ber 1996.

Brown, Royal S., “‘Disc and Tape Reviews: Cleo From 5 to 7 and
Vagabond,’’ in Cineaste (New York), December 1998.

In that way that French actresses seem to rise fully formed out of
amysterious wellspring—from the young Deneuve and Bardot, to the
Isabelles Huppert and Adjani—a performer already in command of
considerable powers emerged from Maurice Pialat’s 1983 film A Nos
Amours. Sandrine Bonnaire was just fifteen years old when she made
A Nos Amours, yet her presence in the film shows an immediate
understanding of acting for the camera: she withholds the obvious
from the audience, she watches the other actors, she listens and waits.
Her physical presence, too, was intriguing, a hard-edged, almost
mannish face topping a voluptuous body. ‘‘Everything was there,”’
observed critic David Thomson, *‘without coyness or boasting. From
shot to shot, nearly, she seemed to be shifting in mood and age. Here
was a phenomenon of acting.”’

She won a César as best newcomer for the role, but more
importantly she won entry into the company of France’s top auteurs—
and she has since stuck to the path of film-as-art rather than indulging
in more commercial European fare. She made two more films with
Pialat, more than holding her own in a supporting role opposite
Gerard Dépardieu in the rough crime film Police (1984); the female
lead went to another teenage icon, Sophie Marceau, who had starred
in La Boum 2 (1982), a smash hit that gave Bonnaire one of her first
small roles. Bonnaire also sifted through the miasma of Pialat’s
controversial Cannes winner Under Satan’s Sun (1987). Teamed
again with Dépardieu, she played a temptress to his tortured country
priest—two intensely committed performances made rather difficult
to appreciate through the philosophical (and visual) murk.

But her most extraordinary performance while still a teenager
came in Agnes Varda’s Vagabond (1985), one of the best French
films of the decade. Her character, a flinty, unreadable drifter, is
discovered dead, in a frozen ditch, as the film opens. What follows is
an episodic, cool-minded account of how she got there, from narrator
Varda’s opening speculation that ‘It seems to me she came from the
sea’’ through a series of heartbreakingly mundane encounters. Bonnaire
gives one of the least sentimental performances ever delivered by an
actress, refusing to soften or explain her character’s decision to exist,
as the original French title has it, ‘‘without roof or law.”” She won the
César award for best actress.

Her extraordinary early run was not yet finished. In 1989 she was
the object of Michel Blanc’s gaze in Monsieur Hire, Patrice Leconte’s
superb adaptation of a Georges Simenon story. Blanc plays a pasty
Peeping Tom who watches the beautiful woman in the window across
from him; Bonnaire does an uncanny job of maintaining the woman’s
mystery, even after she has become a flesh-and-blood presence in the
voyeur’s life. The film’s immaculately cold style suited Bonnaire,
and indeed the actress has a coolness that permeates her varied roles.
This may be one of the reasons she has had only limited success as
a popular star outside Europe.
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One fling at international co-production was the unfortunate The
Plague (1991), directed by Luis Puenzo. A garbled adaptation of the
Camus novel, set in South America, the film received only limited
distribution. It did introduce Bonnaire to her domestic partner, co-star
William Hurt, with whom she has a daughter, Jeanne.

Another Jeanne was on the horizon, this time the maid of Orleans,
courtesy of director Jacques Rivette. Bonnaire was cast as Joan of
Arc, the 15th century virgin-general-saint, in the lengthy two-part
film Jeanne la Pucelle (1991). The always-inventive Rivette might
have had Vagabond in mind, for this is another perfect joining of
Bonnaire’s intelligent yet distant style with an enigmatic character.
Leaner in appearance now, with her sculpted cheekbones jutting out
of her determined face, Bonnaire gave the part not wild-eyed fervor
(as Luc Besson and Milla Jovovich would later in the decade) but
a confident calm. And in Rivette’s telling, which allows for comic
asides that deflate the usual pomposity of historical epics, Bonnaire
can let Joan giggle girlishly at herself, seeing her blond hair cut away
into a boyish bob.

Jeanne la Pucelle was not widely distributed outside France, but
Bonnaire found international audiences again with Claude Chabrol’s
chilling La Cérémonie (1995). Cast as an illiterate housemaid in
a stuffy upper-class home in Brittany, Bonnaire brought her focused
sangfroid to another study of dangerous anomie. Janet Maslin re-
vealed, ‘‘Chabrol suggested she think of her character as a vegetable.
She chose to imagine herself as a stiff and featureless leek.”” Bonnaire
shared the Venice festival best actress award with co-star Isabelle
Huppert, who played a trouble-making hot pepper to Bonnaire’s
slow leek.

In 1999, Bonnaire took the lead role in a film designed for a much
broader audience than her usual fare, Régis Wargnier’s Oscar nomi-
nee East-West. As a French mother who voluntarily travels to the
Soviet Union with her Russian husband in 1946, Bonnaire is able to
suffer nobly when the Soviet bear closes its jaws on her unsuspecting
family. The casting is curious, since the film is broad and sentimental,
while Bonnaire never takes easy emotional short-cuts; yet there is
never a doubt that the actress, as in the remainder of her vaguely
unsettling career, has her fingers firmly on the nape of her charac-
ter’s neck.

—Robert Horton

BORGNINE, Ernest

Nationality: American. Born: Ermes Effron Borgnino in Hamden,
Connecticut, 24 January 1917 (some sources say 1915 or 1918).
Education: Attended New Haven Public Schools; studied acting at
Randall School of Dramatic Art, Hartford, Connecticut. Military
Service: 1935-45—served in U.S. Navy, mainly as gunner’s mate on
destroyers. Family: Married 1) Rhoda Kemins, 1948 (divorced
1959), daughter: Nancy; 2) the actress Katy Jurado, 1959 (divorced
1963); 3) the singer Ethel Merman, 1964 (divorced 1964); 4) Donna
Rancourt, 1964 (divorced 1972), children: Sharon and Christopher;
5) Tova Traesnaes Newman, 1972. Career: After graduation from
high school worked as truck driver for short time; 1946-50—in
repertory at Barber Theater, Abingdon, Virginia; 1951—film debut in
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Ernest Borgnine in The Devil’s Rain

China Corsair; 1952—Broadway debut in Mrs. McThing; active on
television from 1950s; 1962—-66—in TV comedy series McHale’s
Navy; 1984—in TV mini-series Last Days of Pompeii; 1984-85—in
TV series Airwolf, 1995-96—in TV series The Single Guy. Awards:
Best Actor, Cannes Festival, Best Actor Academy Award, Best Actor,
New York Film Critics, and Best Foreign Actor, British Academy, for
Marty, 1955. Address: c/o Harry Flynn, The Flynn Company, 1110
Hortense Street, North Hollywood, CA 91602, U.S.A.

Films as Actor:

1951  China Corsair (Nazzaro) (as Hu Chang); The Whistle at Eaton
Falls (Siodmak) (as Bill Street); The Mob (Parrish) (as
Joe Castro)

1953  The Stranger Wore a Gun (de Toth) (as Bull Slager); From
Here to Eternity (Zinnemann) (as Fatso)

Johnny Guitar (Nicholas Ray) (as Bart Lonergan); Demetrius
and the Gladiators (Daves) (as Strabo); The Bounty Hunter

(de Toth) (as Rachin); Vera Cruz (Aldrich) (as Donnegan)

1954

1955

1956

1957
1958

1959

1960

1961

1964

Bad Day at Black Rock (John Sturges) (as Coley Trimble);
Marty (Delbert Mann) (title role); Run for Cover (Nicholas
Ray) (as Morgan); Violent Saturday (Fleischer) (as Stadt);
The Last Command (Lloyd) (as Mike Radin); The Square
Jungle (Jerry Hopper) (as Bernie Browne)

Jubal (Daves) (as Shep Horgan); The Catered Affair (Richard
Brooks) (as Tom Hurley); The Best Things in Life Are Free
(Curtiz) (as Lew Brown)

Three Brave Men (Dunne) (as Bernie Goldsmith)

The Vikings (Fleischer) (as King Ragnar); The Badlanders
(Daves) (as John McBain); Torpedo Run (Pevney) (as Lt.
Archer Sloan)

The Rabbit Trap (Leacock) (as Eddie Colt)

Man on a String (de Toth) (as Boris Mitrov); Pay or Die
(Wilson) (as Lt. Joseph Petrosino)

Go Naked in the World (MacDougall) (as Pete Stratton); Il re
di Poggioreale (Coletti); Il giudizio universale (The Last
Judgment) (De Sica); Barabba (Barabbas) (Fleischer) (as
Lucius); Season of Passion (Norman) (as Roo); I briganti
italiani (Les Guerilleros) (Camerini)

McHale’s Navy (Montagne) (as Lt. Cdr. Quinton McHale)
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1966  Flight of the Phoenix (Aldrich) (as Trucker Cobb); The Oscar
(Rouse) (as Barney Yale)

1967 The Dirty Dozen (Aldrich) (as Gen. Worden); Chuka (Doug-
las) (as Sgt. Otto Hahnsbach)

1968 The Legend of Lylah Clare (Aldrich) (as Barney Sheean); The
Split (Flemyng) (as Bert Clinger); Ice Station Zebra (John
Sturges) (as Boris Vaslov)

1969 The Wild Bunch (Peckinpah) (as Dutch Engstrom); Venge-
ance Is Mine (Buchs)

1970 Los desperados (A Bullet for Sandoval) (Buchs) (as Don
Pedro Sandoval); The Adventurers (Gilbert) (as Fat Cat);
Suppose They Gave a War and Nobody Came? (War
Games) (Averback) (as Sheriff Harve)

1971 Willard (Daniel Mann) (as Al Martin); Rain for a Dusty
Summer (Lubin) (as dictator); Hannie Caulder (Kennedy)
(as Emmett Clemens); Un uomo dalla pelle dura (Ripped-
Off; The Boxer) (Prosperi)

1972  The Revengers (Daniel Mann) (as Hoop); The Poseidon
Adventure (Neame) (as Mike Rogo); Bunny O’Hare
(Oswald) (as Bill Green)

1973 The Neptune Factor (An Underwater Odyssey; The Neptune
Disaster) (Petrie) (as Don ‘‘Mack’” MacKay); Emperor of
the North Pole (Emperor of the North) (Aldrich) (as Shack)

1974 Law and Disorder (Passer) (as Cy)

1975 Sunday in the Country (Trent) (as Adam Smith); The Devil’s
Rain (Fuest) (as Corbis); Hustle (Aldrich) (as Santoro)

1976 Natale in Casa di Appuntamento (Christmas at the Brothel)
(Nannuzzi); Won Ton Ton, the Dog Who Saved Hollywood
(Winner); Shoot (Hart) (as Lou)

1977 The Prince and the Pauper (Crossed Swords) (Fleischer) (as
John Canty); The Greatest (Gries) (as Angelo Dundee)

1978 The Cops and Robin (Reisner—for TV); Convoy (Peckinpah)
(as Lyle Wallace)

1979  The Black Hole (Nelson) (as Harry Booth); Ravagers (Compton)
(as Rann); The Double McGuffin (Camp) (as Firat)

1980 When Time Ran Out (Earth’s Final Fury) (Goldstone) (as
Tom Conti)

1981 Escape from New York (Carpenter) (as Cabbie); Deadly
Blessing (Craven) (as Isaiah); High Risk (Raffill) (as Clint);
Super Fuzz (Supersnooper) (Corbucci) (as Willy Dunlop)

1983  Young Warriors (Foldes) (as Lt. Bob Carrigan); Blood Feud
(Newell—for TV); Carpool (Swackhamer—for TV) (as
Mickey Doyle)

1984 The White Stallion (Fournier); Codename Wildgeese (Daw-
son) (as Fletcher); Love Leads the Way (Delbert Mann)

1985 The Dirty Dozen: The Next Mission (McLaglen—for TV) (as
Gen. Worden); Alice in Wonderland (Harry Harris) (as Lion)

1986 Manhunt (Ludman) (as Ben Robeson); Isola del tesoro
(Dawson)

1987  Skeleton Coast (Coast of Skeletons) (Cardos) (as Col. Smith);
The Dirty Dozen: The Deadly Mission (Katzin—for TV)
(as Gen. Worden)

1988 The Dirty Dozen: The Fatal Mission (Katzin—for TV) (as
Gen. Worden); Spike of Bensonhurst (Morrissey) (as Baldo
Cacetti); Jake Spanner, Private Eye (Katzin—for TV)

1989  Ociano (Deodato—for TV); Turnaround

1990 Laser Mission (Soldier of Fortune) (Davis) (as Prof. Braun);
Any Man’s Death (Clegg—for TV) (as Gantz); Last Match
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(Ludman); The Opponent (Martino) (as Victor); Appear-
ances (Phelps—for TV) (as Emil Danzig); Moving Target
(Mattei) (as Captain Morrison); Tides of War (Rossati)

1992  Mistress (Primus) (as himself)

1993 Tieraerztin Christine (Retzer—for TV) (as Dr. Gruber); Der
Blaue Diamant (Retzer—for TV) (as Hans Kroger)

1995 The Legend of O. B. Taggert; Tieraerztin Christine Il (Retzer—
for TV) (as Dr. Gruber); Captiva Island (Biffar)

1996 All Dogs Go to Heaven 2 (Sabella, Leker) (voice)

1997 McHale’s Navy (Spicer) (as Cobra); Gattaca (Niccol)
(as Caesar)

1998 BASEketball (Zucker) (as Ted Denslow)

Publications
On BORGNINE: articles—

Current Biography 1956, New York, 1956.

Ecran (Paris), July 1978.

Ciné Revue (Paris), 14 May 1981 and 14 October 1982.

Films Illustrated (London), June 1981.

Jacobs, A.J., “‘Borgnine’s Lives,’” in Entertainment Weekly, 6 Octo-
ber 1995.

Ernest Borgnine, best known as a supporting player, has one of the
most familiar faces in movies and television. It is a difficult one to
forget; burly, gap-toothed, and pug-ugly, with bushy black eyebrows,
and a smile that can suggest warmhearted affability or gleeful sadism.
Borgnine has won acclaim playing roles appropriate to both smiles.

Portrayals in two Academy Award-winning films display these
sides of his screen persona. In 1953, he co-starred as the brutal
sergeant ‘‘Fatso’’ Judson who got his kicks treading on Frank Sinatra
in From Here to Eternity. But two years later Borgnine, usually
associated with villainous roles, especially in Westerns, did an about-
face and won the Best Actor award as the lonely, gentle butcher in the
title role of Marty, a part he got by default when Rod Steiger, the actor
who originated the character of Marty in Paddy Chayefsky’s award-
winning television drama, was unable to do the film version because
he was busy making the film version of the hit Broadway musical
Oklahoma! Borgnine’s familiarity with audiences stems in part from
his stint on the long-running television sitcom McHale’s Navy
(1962-66), in which he starred as the scheming but good-hearted
Captain McHale, playing mother hen to a wacky crew of misfits.
Borgnine returned to series television in 1995, playing opposite
comic Jonathan Silverman in the NBC sitcom The Single Guy.

In films, however, Borgnine’s commanding presence has been put
to its best use in menacing or villainous roles. One of his most
memorable performances was as a weary member of a doomed gang
of outlaws in a changing West in the Sam Peckinpah classic The Wild
Bunch, which underwent a major restoration and theatrical rerelease
in 1995 to mark the film’s 25th anniversary. Whether in Westerns,
disaster films, or biblical epics, Borgnine is at his most sublime when
in a lumbering, blustering rage.

—Donald Liebenson, updated by John McCarty
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BRANAGH, Kenneth

Nationality: Irish. Born: Kenneth Charles Branagh in Belfast, Northern
Ireland, 10 December 1960; moved to Reading, England, at age nine.
Family: Married the actress Emma Thompson 1989 (separated
1995). Education: Was graduated from the Royal Academy of
Dramatic Art, London. Career: 1982—acted on the British stage,
gaining attention for his performance in Another Country; 1984
joined the Royal Shakespeare Company; in TV mini-series Boys in
the Bush; 1987—co-founded the Renaissance Theatre Company, for
which he writes and directs; in TV mini-series Fortunes of War;
1988—in TV series Thompson; 1989—wrote biography, Beginning,
in order to raise money for the Renaissance Theatre Company; earned
international acclaim as director, adapter, and star of Henry V.
Awards: Bancroft Gold Medal, Royal Academy of Dramatic Art,
1982; Society of West End Theatres’ Award, Most Promising New-
comer, and Plays and Players Award, for Another Country, 1982;
Best Director, National Board of Review, Best New Director, New
York Film Critics Circle, Best Actor and Young European Film of the
Year, European Film Awards, British Academy of Film and Televi-
sion Arts Award for Best Director, and Evening Standard Award,
Best Film, for Henry V, 1989; Evening Standard Peter Sellers Award
for Comedy, for Peter’s Friends, 1992; BAFTA Michael Balcon
Award, Outstanding Contribution to the Cinema, 1993. Agent:
Clifford Stevens, STE Representation, Beverly Hills, CA, U.S.A.
Address: 83 Berwick Street, London W1V 3PJ, England.

Films as Actor:

1982 Too Late to Talk to Billy (Paul Seed—for TV)

1983  To the Lighthouse (Colin Gregg—for TV) (as Charles Tansley)

1985 Coming Through (Barber-Fleming—for TV) (as D. H. *‘Bert”’
Lawrence)

1986  Ghosts (Moshinsky—for TV) (as Oswald)

1987 High Season (Peploe) (as Rick Lamb); A Month in the
Country (O’Connor) (as Charles Moon); Strange Inter-
lude (Herbert Wise—for TV) (as Gordon Evans); The
Lady’s Not for Burning (Julian Amyes—for TV) (as Tho-
mas Mendip)

1989 Look Back in Anger (Judi Dench—for TV) (as Jimmy Porter)

1992 Swing Kids (Carter) (as SS official, unbilled)

1995 Anne Frank Remembered (Blair—doc) (as narrator)

1996 Othello (Alan Parker) (as Iago); Looking for Richard (Pacino)
(as self)

1998 The Gingerbread Man (Altman) (as Rick Magruder); The
Theory of Flight (Greengrass) (as Richard); Celebrity (Al-
len) (as Lee Simon)

1999  Wild, Wild West (Sonnenfeld) (as Dr. Arliss Loveless)

Films as Director:

1989 Henry V (+ title role, sc)

1991 Dead Again (+ ro as Roman Strauss/Mike Church)

1992 Peter’s Friends (+ ro as Andrew, pr); Swan Song (short)
1993 Much Ado about Nothing (+ ro as Benedick, co-pr, sc)

1994  Mary Shelley’s Frankenstein (+ ro as Dr. Frankenstein, co-pr)
1995 A Midwinter’s Tale (In the Bleak Midwinter) (+ sc)

1996 Hamlet (+ title role)
1999 Love’s Labour’s Lost (+ ro as Berowne, sc)

Publications
By BRANAGH: books—

Beginning, London, 1989.

Henry V, London, 1989.

Much Ado about Nothing, London, 1993.

Mary Shelley’s Frankenstein: The Classic Tale of Terror Reborn on
Film, New York, 1994.

In the Bleak Midwinter: The Shooting Script, New York, 1995.

Hamlet, New York, 1996.

By BRANAGH: articles—

“‘Formidible Force,’’ interview with Michael Billington, in Interview
(New York), October 1989.

““‘Kenneth Branagh,”” interview in Premiere (New York), Febru-
ary 1993.

““Man of Many Parts,”” interview with M. Hindle in Time Out, 26
October 1994.

“It’s a Monster: Kenneth Branagh Unveils His Biggest Creation
Yet—Mary Shelley’s Frankenstein,”” interview with Graham Fuller,
in Interview (New York), November 1994.

‘‘Kenneth Branagh Re-creates the Classics,”” interview in DGA (Los
Angeles), December-January 1994-1995.

Interview with Alain Schlockoff in Ecran Fantastique (Paris), Decem-
ber-January 1994-1995.

““Luvvied Up,”” interview with Steve Grant in Time Out (London), 25
October, 1995.

““My Friends Say I Need a Psychiatrist,”” interview with Andrew
Duncan, in Radio Times (London), 15 February 1997.

On BRANAGH: book—
Shuttleworth, Ian, Ken & Em, New York, 1995.
On BRANAGH: articles—

Haskell, Molly, ‘‘People Are Talking about . .. Slow Idyll,”” in Vogue
(New York), January 1988.

Billington, Michael, ‘‘Stage Sprite,”” in Vanity Fair (New York),
March 1988.
Billington, Michael, ‘‘A New Olivier Is Taking on Henry V on the
Screen,”’ in New York Times, 8 January 1989.
Corliss, Richard, ‘‘King Ken Comes to Conquer,’
York), 13 November 1989.

Fuller, Graham, ‘‘Kenneth,’’ in Film Comment (New York), Novem-
ber-December 1989.

Stuart, Cynthia, ‘‘Man Power: Modern British Explorers,”” in Esquire
(New York), January 1990.

Turnbull, Robert, ‘‘Much Ado about Something,”” in Harper’s Bazaar
(New York), February 1990.

DeClurtis, Anthony, ‘‘Hail to the New King on the Block,’” in Rolling
Stone (New York), 8 February 1990.

Stanfill, Francesca, ‘‘To the Mantle Born?,”’ in New York, 12
February 1990.

il

in Time (New

143



BRANAGH

ACTORS AND ACTRESSES, 4" EDITION

Kenneth Branagh in Hamlet

Weber, B., ‘From Shakespeare to Hollywood,’” in New York Times,
18 August 1991.

Johnson, Brian D., ‘‘Big-Screen Theatre,”” in Maclean’s (Toronto),
26 August 1991.

Booe, M., “‘Ken Again,”” in Premiere (New York), September 1991.

Lantos, J., “‘Beyond the Bard,”” in Movieline (Hollywood), Septem-
ber 1991.

Perret, E., “‘L.A. Bard,”” in Esquire (New York), September 1991.

Feeney, F. X., ““Vaulting Ambition,’” in American Film (New York),
September/October 1991.

Wilson, P., “‘Kenneth Branagh,”’ in Film Monthly (Berkhamsted,
England), November 1991.

Miller, R., ““Emma Thompson’s Family Business,”” in New York
Times, 28 March 1993.

James, Caryn, ‘‘Why Branagh’s Bard Glows on the Screen,’” in New
York Times, 16 May 1993.

Smith, Dinitia, ‘‘Much Ado about Branagh,”” in New York, 24
May 1993.

Stuart, O., “‘Mold of Fashion,”’ in Village Voice (New York), 25
May 1993.

144

Light, A., ““The Importance of Being Ordinary,”” in Sight & Sound
(London), September 1993.

‘“Much Ado about Shakespeare,’” in Economist (New York), 2 Octo-
ber 1993.

Witchel, Alex, ‘‘How Frankenstein Has Created a Hunk,”” in New
York Times, 9 November 1994.

Thornton Burnett, Mark, ‘“The ‘very cunning of the scene’: Kenneth
Branagh’s Hamlet,”” in Literature/Film Quarterly (Salisbury),
April 1997.

When Henry V was released, Kenneth Branagh was little-known
in America. He had appeared in several films and British made-for-
television movies, acted on the stage and co-founded his own theater
troupe, the Renaissance Theatre Company. But the 28-year-old
filmmaker-phenomenon immediately was hailed as the ‘‘new Olivier’’
for both directing and starring as Shakespeare’s warrior-king. Henry
V is stirring filmmaking, and a tour de force which instantly thrust
Branagh into the front ranks of international film personalities. As
British critic Alexander Walker observed, the film ‘‘confirmed that
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all Laurence Olivier taught us about filming Shakespeare has not been
forgotten—only boldly revised to fit a crueller world of kingship and
power, mercifully one still tempered by magnificently spoken po-
etry.”” With an emphasis on Henry’s exploration of his inner self,
Branagh had produced a coming-of-age film that appealed to a broad
contemporary audience. Although his battle scenes are bloodier than
Olivier’s and his wounded warriors are more ghastly, Branagh’s view
clearly is antiwar, a philosophy which touched modern viewers. As
a critics’ favorite and darling of the art film crowd, Branagh signed
a lucrative contract to write his autobiography, a witty anecdotal
ramble aptly called Beginnings, which was published while he still
was in his twenties.

Branagh’s other major go at cinematizing Shakespeare is the
almost-equally successtul Much Ado about Nothing, a delightfully
airy, inventive version of the Shakespeare comedy adapted by Branagh.
He and his then-wife, Emma Thompson, are cast as Benedick and
Beatrice. They are especially charming when pitching cleverly writ-
ten, risqué puns and slurs at each other. The same year, he found time
to appear unbilled as a Nazi in Swing Kids, an unusual World War II
story about the Nazi persecution of German adolescents who enjoyed
American popular music.

Between his robust interpretations of the Bard, Branagh again won
praise for directing and starring in two films which are very different
in nature. In the British-made comedy-drama Peter’s Friends, he is
the husband of a flamboyant and ill-tempered Hollywood television
star. In the Hollywood-produced film noir thriller Dead Again, he
audaciously plays two roles, a fast-talking gumshoe and a sophisti-
cated European composer who has emigrated to Los Angeles (in
flashbacks to the 1940s). In both films, his co-star is Thompson.

It seemed Branagh the wunderkind could do no wrong until he was
hired by Francis Ford Coppola to direct and star in the lavish, $40-
million production, Mary Shelley’s Frankenstein. The briskly-paced,
stylized attempt to bring the classic novel to the screen with authentic-
ity resulted in a bizarre, out-of-control disaster. Critics turned thumbs
down, audiences shied away, and Branagh encountered the first major
setback of what had seemed a charmed career.

Since that debacle marred his remarkable record, Branagh has
scaled back the extent of his involvement in film projects. What
followed was A Midwinter’s Tale, the first film he directed (and
wrote) in which he did not appear before the cameras. The black-and-
white British production offers a somewhat coy, comical take on the
““Let’s put on a show in the barn’’ theme. At the time the film was
released, another blow fell when the announcement was made that he
and Thompson had separated. At that time, Branagh’s immediate
plans included starring as Iago in Oliver Parker’s upcoming film of
Othello and directing and playing the lead in Hamlet.

—Audrey E. Kupferberg

BRANDAUER, Klaus Maria

Nationality: Austrian. Born: Altaussee, Austria, 22 June 1944.
Education: Studied at the Stuttgart Academy of Music and Dramatic
Art, graduated 1963. Family: Married Karen Mueller, son: Christian.
Career: From 1970—actor and director with the Burgtheater (the
National Theater of Austria), Vienna; 1972—film debut in The
Salzburg Connection; unhappy with film, returned to stage work;

Klaus Maria Brandauer

1981—international success with Mephisto; 1989—debut as film
director with The Artisan. Awards: Deutscher Filmpreis, for Colonel
Redl, 1985; Golden Globe, D. W. Griffith Award, and New York Film
Critics Award for Best Supporting Actor, for Out of Africa, 1985;
Golden Ciak Award, Venice Festival, for Burning Secret, 1988.
Address: Bartensteingasse 8/9, A-1010 Vienna, Austria.

Films as Actor:

1972  The Salzburg Connection (Katzin) (as Johann Kronsteiner)

1974 Der Widerspenstigen Zaehmung (Schenk—for TV) (as
Petruccio)

1975 Das Konzert (Haugk—for TV)

1976 Die Babenberger in Oesterreich (Umgelter—for TV); Darf
ich mitspielen? (Davy—for TV)

1981 Mephisto (Szabd) (as Hendrik Hofgen)

1983 Never Say Never Again (Kershner) (as Maximilian Largo);
Der Weg ins Freie (Karen Brandauer—for TV)

1984  Kindergarten (Yevtushenko); Der Snob (Staudte—for TV)

1985 Redl Ezredes (Oberst Redl; Colonel Redl) (Szabo) (as Alfred
Redl); Out of Africa (Pollack) (as Baron Bror Blixen-
Finecke); Quo Vadis (Rossi—for TV) (as Nero)

1986 Streets of Gold (Roth) (as Alek Neuman); The Lightship
(Skolimowski) (as Capt. Miller)

1988  Burning Secret (Birkin) (as Baron)

1989 Hanussen (Szabd) (title role); Das Spinnennetz (Spider’s
Web) (as Lenz); La Revolution Francaise (The French
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Revolution) (Enrico and Heffron) (as Georges
Jacques Danton)

1990 The Russia House (Schepisi) (as Savelev, ‘‘Dante’”)

1991 White Fang (Kleiser) (as Alex)

1992 Becoming Colette (Colette) (Danny Huston) (as Henri Gauthier-
Villars)

1994  Felidae (Schaack—animation) (as voices of Pascal and
Claudandus)

1998  Jeremiah (Winer —for TV) (as King Nebuchadnezzar)

1999 Rembrandt (Matton) (as Rembrandt); Introducing Dorothy

Dandridge (Coolidge) (as Otto Preminger)

Films as Director:

1988 Speer

1989 The Artisan

1990 Georg Elser—Einer aus Deutschland (Georg Elser; Seven
Minutes) (+ title role)

1994  Mario und der Zauberer (Mario and the Magician) (as
Cipolla) (+ ro as Cipolla, sc)

1995 Die Wand

Publications
By BRANDAUER: articles—

““‘Out of Austria,”” interview with Karen Jaehne, in Stills (London),
March 1986.

Interview in Interview (New York), June 1986.

Interview in Hollywood Reporter, 30 December 1986.

Interview with Lynne Tillman, in Interview (New York), Febru-
ary 1991.

On BRANDAUER: book—

Lanz, Peter, Klaus Maria Brandauer: Ein Portrait des beriihmten
Schauspielerin, Munich, 1986.

On BRANDAUER: articles—

Cinema (Germany), July 1987.
Current Biography 1990, New York, 1990.
Kurdriavtsev, S., in Iskusstvo Kino (Moscow), no. 11, 1990.

Klaus Maria Brandauer is an actor who actually has two very
different and distinct careers. One is as a star in his native Europe. The
other came out of his emergence during the mid-1980s as a supporting
player in American films. Brandauer generally has received his
greatest acclaim as an actor in Europe. The three films that are central
to this aspect of his career are Mephisto, which won a Best Foreign
Film Academy Award in 1981; Colonel Redl, released in 1985; and
Hanussen, which came out in 1989. All are directed by Istvan Szabd,
and are set in Europe before or during World War I or leading to the
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rise of Hitler. In each, Brandauer creates a character who, though not
necessarily sympathetic to the existing power structure or ‘‘new
order,”” compromises himself as he resigns himself to the reality of
the time. Thus, a crisis of conscience is created, with each characteri-
zation becoming a skillful study in turmoil hidden beneath bravado
and supreme egotism. The Brandauer characters in these films are an
egocentric actor who sells out to the Nazis upon Hitler’s coming to
power (in Mephisto); a determined career soldier of modest back-
ground who achieves a lofty position in the Austro-Hungarian mili-
tary prior to World War I (in Colonel Redl); and an Austrian soldier in
World War I who is wounded in battle, and who attains the ability to
foresee the future (in Hanussen).

His American films include The Lightship, in which he is an ex-
German naval officer who captains the title craft; Never Say Never
Again, in which he plays a diabolical West German terrorist; The
Russia House, portraying a mysterious, charismatic Russian physi-
cist; and Streets of Gold, as a champion Russian fighter who coaches
two young Americans for the Olympics. As in his films with Szabd,
these characters feel obligated to an inflexible code. Thus, the
commander of the lightship is bound by his responsibility to his ship,
even after it is boarded by ruthless gangsters, while the obsessive
boxing coach in Streets of Gold lives rigidly by the notion that all must
be sacrificed to the will-to-win.

For the most part, Brandauer’s roles in American films have been
supporting ones. The sole exception is Streets of Gold, which did not
succeed either critically or commercially in making him a force in the
American cinema. Supporting roles have, however, by his own
admission, allowed him the freedom to create deeper, psychologically
motivated character studies. The prime example of this is his Acad-
emy Award-nominated role as Meryl Streep’s unfaithful husband in
Sydney Pollack’s Out of Africa—easily his highest-profile English-
language performance to date. It is characters such as this one—
subtle, idiosyncratic, seemingly unequivocal in their motivations—
which are the real hallmarks of Brandauer’s career.

—Rob Winning, updated by Rob Edelman

BRANDO, Marlon

Nationality: American. Born: Omaha, Nebraska, 3 April 1924.
Education: Attended Shattuck Military Academy, Faribault, Minne-
sota; studied acting with Stella Adler, New School for Social Research,
New York. Family: Married 1) Anna Kashfi, 1957 (divorced 1959),
son: Christian Devil; 2) Maria Castaneda, 1960, children: Miko and
Rebecca; children by Tarita Teriipaia: Teihotu and Tarita Zumi
““‘Cheyenne’’ (deceased). Career: 1944—Broadway debut in role of
Nels in I Remember Mama; 1947—stage stardom established by
performance in A Streetcar Named Desire; 1950—film debut in The
Men; 1959—founded Pennebaker Productions to produce One-Eyed
Jacks; 1972—declined Academy Award for role in The Godfather,
delegated Indian actress, Sasheen Littlefeather, to read statement
accusing film industry of misrepresenting the American Indian;
1979—in TV mini-series Roots: The Next Generation. Awards: Best
Actor, Cannes Festival, and Best Foreign Actor, British Academy, for
Viva Zapata!, 1952; Best Foreign Actor, British Academy, for Julius
Caesar, 1953; Best Actor Academy Award, Best Actor, New York
Film Critics, and Best Foreign Actor, British Academy, for On the
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Marlon Brando in Julius Caesar

Waterfront, 1954; Best Actor Academy Award (declined), for The
Godfather, 1972; Best Actor, New York Film Critics, for Last Tango
in Paris, 1973. Address: Home: Tetiaroa Island, Tabhiti.

Films as Actor:

1950
1951
1952
1953
1954

1955
1956
1957
1958
1960
1962
1963

The Men (Zinneman) (as Ken)

A Streetcar Named Desire (Kazan) (as Stanley Kowalski)

Viva Zapata! (Kazan) (as Emiliano Zapata)

Julius Caesar (Joseph L. Mankiewicz) (as Mark Antony)

The Wild One (Benedek) (as Johnny); On the Waterfront
(Kazan) (as Terry Malloy); Desiree (Koster) (as Napoleon
Bonaparte)

Guys and Dolls (Joseph L. Mankiewicz) (as Sky Masterton)

The Teahouse of the August Moon (Daniel Mann) (as Sakini)

Sayonara (Logan) (as Major Lloyd Gruver)

The Young Lions (Dmytryk) (as Christian Diestl)

The Fugitive Kind (Lumet) (as Val Xavier)

Mutiny on the Bounty (Milestone) (as Fletcher Christian)

The Ugly American (Englund) (as Harrison Carter MacWhite)

1964
1965

1966

1967

1968
1969

1971
1972
1973

1976
1978
1979
1980
1989
1990

Bedtime Story (Levy) (as Freddy)

The Saboteur—Code Name Morituri (Morituri) (Wicki) (as
Robert Crain)

The Chase (Arthur Penn) (as Sheriff Calder); The Appaloosa
(Southwest to Sonora) (Furie) (as Matt Fletcher)

A Countess from Hong Kong (Chaplin) (as Ogden Mears);
Reflections in a Golden Eye (Huston) (as Major Weldon
Penderton)

Candy (Marquand) (as Grindl)

The Night of the Following Day (Cornfield) (as Bud); Burn!
(Queimada!) (Pontecorvo) (as Sir William Walker)

The Nightcomers (Winner) (as Peter Quint)

The Godfather (Francis Ford Coppola) (as Don Vito Corleone)

L’ultimo tango a Parigi (Last Tango in Paris) (Bertolucci)
(as Paul)

The Missouri Breaks (Arthur Penn) (as Robert E. Lee Clayton)

Superman (Richard Donner) (as Jor-El, father of Superman)

Apocalypse Now (Francis Ford Coppola) (as Colonel Kurtz)

The Formula (Avildsen) (as Adam Steiffel)

A Dry White Season (Palcy) (as Ian McKenzie)

The Freshman (Andrew Bergman) (as Carmine Sabatina)
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1992  Christopher Columbus: The Discovery (Glen) (as Tomas de
Torquemada)

1995 Don Juan DeMarco (Leven) (as Dr. Jack Mickler)

1996 The Island of Dr. Moreau (Frankenheimer) (title role, + co-sc)

Film as Director:

1961 One-Eyed Jacks (+ ro as Rio)

Publications
By BRANDO: books—

Conversations with Brando, with Lawrence Grobel, New York, 1991.
Brando: Songs My Mother Taught Me, with Robert Lindsey, New
York, 1994.

By BRANDO: articles—

“‘Brando’s Oscar Speech,”” in Cineaste (New York), vol. 5, no. 4, 1973.

““The Complete Transcript of Brando’s Speech at the First American
Gala,”” in Interview (New York), January 1975.

Interview in Ciné Revue (Paris), 27 March 1980.

Film und Fernsehen (Potsdam), June 1990.

On BRANDO: books—

Zuckerman, Ira, The Godfather Journal, New York, 1972.

Carey, Gary, Brando, New York, 1973.

Jordan, René, Marlon Brando, New York, 1973.

Morella, Joe, Brando: The Unauthorized Bioraphy, New York, 1973.

Puzo, Mario, The Making of the Godfather, Greenwich, Connecti-
cut, 1973.

Thomas, Bob, Marlon: Portrait of the Rebel as Artist, New York, 1973.

Thomas, Tony, The Films of Marlon Brando, Secaucus, New Jer-
sey, 1973.

Shipman, David, Brando, London, 1974; rev. ed., as Marlon Brando,
London, 1989.

Braithwaite, Bruce, The Films of Marlon Brando, 1977.

Brando, Anna Kashfi, and E. P. Stein, Brando for Breakfast, New
York, 1979.

Downing, David, Marlon Brando, New York, 1984.

Carey, Gary, Marlon Brando: The Only Contender, New York, 1985.

Higham, Charles, Brando: The Unauthorized Biography, London and
New York, 1987.

Nickens, Christopher, Brando: A Biography in Photographs, New
York, 1987.

Fauser, Jorg, Marlon-Brando-Biographie, Hamburg, 1990.

Schickel, Richard, Brando: A Life in Our Times, New York, 1990.

McCann, Graham, Rebel Males: Clift, Brando, and Dean, Lon-
don, 1991.

Mourousi, Yves, Le destin Brando, Paris, 1991.

Ryan, Paul, Marlon Brando: A Portrait, New York, 1991.

Bly, Nellie, Marlon Brando: Larger than Life, New York, 1994.

Manso, Peter, Brando: The Biography, New York, 1994.

Tanitch, Robert, Brando, London, 1994.

Haber, Mel, Bedtime Stories of the Legendary Ingleside Inn in Palm
Springs, Palm Springs, California, 1996.

148

Schirmer, Lothar, Marlon Brando: Portraits & Film Stills: 1946—1995,
New York, 1996.

Vergin, Roger C., Brando with His Guard Down, West Chester,
Pennsylvania, 1997.

On BRANDO: articles—

Current Biography 1952, New York, 1952.

Houseman, John, ‘ ‘Filming Julius Caesar,”’ in Films in Review (New
York), April 1953 and Sight and Sound (London), July/Septem-
ber 1953.

Brinson, P., ““The Brooder,”’ in Films and Filming (London), Octo-
ber 1954.

Capote, Truman, ‘‘Marlon Brando,”” in Newsweek (New York),
9 November 1957.

Rush, B., ‘““Brando—The Young Lion,”” in Films and Filming
(London), March 1958.

Malden, Karl, ‘“The 2 Faces of Brando,”” in Films and Filming
(London), August 1959.

McVay, Douglas, ‘“The Brando Mutiny,”” in Films and Filming
(London), December 1962.

Steele, R., ‘“Meet Marlon Brando,’’ in Film Heritage (Dayton, Ohio),
Fall 1966.

McGillivray, D., ‘‘Marlon Brando,”” in Focus on Film (London),
Autumn 1972.

Haskell, Molly, articles on Brando in Village Voice (New York), 14
June 1973 through 30 August 1973.

Sarris, A., ‘‘A Tribute to Marlon Brando,’’ in Film Comment (New
York), May/June 1974.

Gow, G., ““The Brando Boom,”’ in Films and Filming (London),
November 1974.

Bodeen, DeWitt, ‘“Marlon Brando,’” in Films in Review (New York),
December 1980.

Kael, Pauline, ‘‘Marlon Brando and James Dean,’’ in The Movie Star,
edited by Elisabeth Weis, New York, 1981.

Schickel, Richard, ‘‘Celebrity,”” in Film Comment (New York),
January/February 1985.

Peary, Gerald, ‘“The Wild One,”” in American Film (New York),
June 1986.

Kram, Mark, ‘‘Brando,’’ in Esquire (New York), November 1989.

Webster, Andy, filmography in Premiere (New York), October 1994.

Brodkey, Harold, ‘‘Translating Brando,”” in New Yorker, 24 Octo-
ber 1994.

Naremore, James, ‘‘Brando: Songs My Mother Taught Me, Brando:
The Biography,”’ in Cineaste (New York), vol. 21, no. 1-2,
Winter/Spring 1995.

Bush, Lyall, ‘““Doing Brando,”” in Film Comment (New York),
January-February 1996.

Goldstein, R. ‘A Streetcar Named Meshuge,’” in Village Voice (New
York), 23 April 1996.

Marlon Brando is the preeminent actor of American postwar
cinema. In the early 1950s, he received Academy Award nominations
for Best Actor in four successive years, and in 1954 won the Oscar for
Best Actor for his performance in On the Waterfront. His portrayal of
the leather-jacketed biker in The Wild One established an integral
connection between rebellion, defiance, and sexual prowess, and
made Brando a generation’s symbol of masculinity. Brando himself
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studied the work of actors such as Spencer Tracy, Paul Muni, and
Cary Grant, but for actors of his generation and beyond, it has been
Brando who has served as the model.

Often considered America’s greatest actor, Brando has, through-
out his career, demonstrated a remarkable ability to reveal characters’
contradictions. His portrayals of rebels such as Stanley Kowalski (A
Streetcar Named Desire) and Terry Malloy (On the Waterfront)
present us with brutish characters who possess an innate intelligence
and fundamental nobility; his characterizations of figures such as
Major Penderton (Reflections in a Golden Eye) and Sir William
Walker (Burn!/), men who understand and live by the rules of
“‘civilized’’ society, become studies of personal disintegration and
the devastating effects of power. Brando’s skill in representing
complex characters creates compelling and contradictory points of
contact for spectators: in The Young Lions, Brando’s portrayal of the
young Nazi officer is disturbing for he is, at times, a sympathetic and
attractive figure; in The Godfather, Brando’s Don Corleone is both
ruthless and kindhearted; in The Last Tango in Paris, Brando’s
representation of Paul mobilizes and lays siege to the image of
masculinity Brando’s early film roles helped to establish.

Brando studied with Stella Adler and came to Hollywood from
Broadway after his performance in A Streetcar Named Desire caught
the attention of the critics and the public. In an interview with Truman
Capote in 1957, Brando explained that he intended to remain a film
actor because ‘‘movies have the greatest potential. You can say
important things to a lot of people. About discrimination and hatred
and prejudice.”” Brando’s work with Adler had instilled in him the
belief that actors should have a point of view toward society, and we
can get a sense of that view by looking at the parts he has chosen to
play throughout his career (e.g. the Mexican revolutionary in Viva
Zapata!), and the specific coloring he has given many of his charac-
ters (e.g. his portrayal of Fletcher Christian in Mutiny on the Bounty
who, because of the forces of class and commerce, cannot live inside
or outside the law).

The conventional wisdom is that Brando wasted his talents in the
period between his auspicious beginning in the 1950s and his com-
mercial and critical comeback in the 1970s (in films such as The
Godfather and Last Tango in Paris). A more comprehensive consid-
eration of his work suggests that is not the case. For example, in 1961,
Brando directed and starred in One-Eyed Jacks, an effective ensemble
piece and, in its reworking of Western formulas, an interesting
(Hamlet-like) study of revenge. In 1970’s Burn!, playing the part of
the agent of imperial and capitalist aggression, Brando gave what he
sees as his best performance. This role is especially illustrative of the
actor’s authorial control and ideological concerns, for in portraying
Sir William, Brando candidly articulates why the British imperial
forces will defeat the island’s guerrilla army in a way that echoes,
almost word for word, the speech he gives as Major Penderton when
lecturing on military strategy in Reflections in a Golden Eye. Brando’s
performances in the late seventies, eighties, and nineties—for exam-
ple, as Colonel Kurtz in Apocalypse Now, as lan McKenzie in A Dry
White Season, and as Tomas de Torquemada in Christopher Colum-
bus—reveal his signature reshaping of material and his abiding
(social) concerns.

Like other stars, Brando’s work as an actor has been understood
through and in terms of certain roles and highly publicized moments
of his private life. Yet rather than focusing on the rebel roles of his
early career or incidents that have provided fuel for gossip colum-
nists, Brando’s work should be considered as a whole, for as James
Naremore points out, Brando’s achievements are remarkable, and his

performances reveal a negotiation between the contradictions of not
only his own personality, but those of the culture as well. What is
significant is that Brando has not simply continued to play the rebel
throughout his career, but instead has put together a body of work that
examines the exercise of power in all its troubling aspects.

—Cynthia Baron

BRASSEUR, Pierre

Nationality: French. Born: Pierre-Albert Espinasse in Paris, 22
December 1903 or 1905. Education: Studied acting at the Paris
Conservatory; later studied with Harry Baur. Military Service:
1924-25—served in French Army. Family: Married 1) the actress
Odette Joyeux (divorced), son: the actor Claude Brasseur; 2) Lina
Magrini, 1947 (divorced). Career: c.1920—stage acting debut; 1924—
film debut in La Fille de I’Eau; 1925—his play L’Ancre noire
produced at the Théatre de I’Oeuvre; early 1930s—popular attention
for appearing in series of villainous roles in several French versions of
German films; 1934—in Hollywood film Caravan; 1940—directed
Marcel Achard’s play Domino; 1940s-50s—continued to act both on
stage and in films. Died: In Brunico, Italy, 14 August 1972.

Films as Actor:

1924 La Fille de I’Eau

1925 Madame Sans Géne (Pérret) (as walk-on)

1928 Feu! (de Baroncelli) (as sailor)

1930 Je suis un as (Tzipine—short); Ce qu’on dit, ce qu’on pense
(short); Etoile filant (Bouquet—short); Une Heure de réve
(Tzipine—short); Un Trou dans le mur (Barberis) (as
Anatole)

1931 Circulez! (de Limur) (as Jean Dupont-Desroches); Papa sans
le savoir (R. Wyler—short); Une Réve blond (Martin) (as
Maurice)

1932 Mon ami Victor (Berthomieu); Quick (Siodmak) (as Maxime);
Moi et I'impératrice (Martin and Hollénder) (as Didier);
Voyage de noces (Schmidt) (as Rudi); La Chanson d’une
nuit (Litvak) (as Koretzky); F.P.I ne répond plus (Hartl)
(as Georges); Une Faim de loup (Fried and Morskoi—short)

1933 Le Sexe faible (Siodmak) (as Jimmie); Incognito (Gerron) (as
Marcel); L’Oncle de Pekin (Darmont) (as Philippe); Le
Médécin de service (Cerf—short); Vacances conjugales
(Greville) (as Pierre)

1934 Caravane (Caravan) (Charell) (as Le Lieutenant de Tokay);
La Garnison amoureuse (Vaucorbeil) (as Pierre); Johnny
haute-couture (de Poligny) (as Johnny); Le Miroir aux
alouettes (Le Bon) (as Jean Forestier); Quadrille d’amour
(Fried) (as Robert Lancelot)

1935 Le Bébé de ’escadron (Quand la vie était belle) (Sti) (as
Georges); Bout-de-chou (Wulschléger); Jeunesse d’abord
(Stelli) (as Stéphane Minot); Un Oiseau rare (Pottier) (as
Jean Berthier)

1936 Pattes de mouche (Grémillon) (as Michel); Vous n’avez rien a
déclarer? (Joannon) (as Edmond de Trivelin); Une Femme
qui se partage (Cammage) (as Cornette); Le Mari réve
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Pierre Brasseur with Arletty in Les Enfants du Paradis

(Capellani) (as René Doray/Achille Leroy); Passé a vendre
(Pujol) (as Bob); Préte-moi ta femme (Cammage) (as
Gontran); La Reine des resquilleuses (Glass); La Valse
eternelle (Neufeld) (as Le Prince Georges)

1937 Mademoiselle ma mere (Decoin) (as Georges); La Schpountz

(Pagnol) (as Cousine)

1938  Claudine a I’école (Claudine) (de Poligny) (as Le Docteur

Dubois); Giuseppe Verdi (Gallone) (as Alexandre Dumas);
Quai des brumes (Port of Shadows) (Carné) (as Lucien);
Goose de riche (de Canonge) (as Pierre Mougins); Café de
Paris (Lacombe) (as Le Rec); Hercule ou ’incorruptible
(Esway) (as Bastien); Grisou (de Canonge) (as Henri
Hagnauer, + sc)

1939 Visages de femmes (Guissart) (as Fred); Les Freres corses
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(The Corsican Brothers) (Kelber); Derniére jeunesse (Last
Desire) (Musso) (as M. de Gilhooley); La Pére Lebonnard
(de Limur) (as Freddy); Le Chemin de I’honneur (Paulin)
(as Lt. Philippe Drierminoff); Fréres d’Afrique (Navarra);
Sixieme étage (Cloche) (as Jonval); Trois Argentines a
Montmartre (Hugon) (as Toninett)

1941
1942

1943

1945

1946

1947
1948

Le Soleil a toujours raison (Billon) (as Gabriel)

Les Deux Timides (Y. Allégret) (as Thibaudier); Promesse a
I'inconnue (Berthomieu) (as Lussac); Le Croisée des chemins
(Berthomieu) (as Hubert Epervans)

Adieu Léonard (Prevert) (as Bonenfant); Lumiere d’été
(Grémillon) (as Roland Maillard)

Le Pays sans étoiles (Lacombe) (as Jean-Pierre/Francois-
Charles); Les Enfants du paradis (The Children of Para-
dise) (Carné) (as Frédérick Lemaitre); La Femme fatale
(Boyer) (as Jean Pleyard)

Jéricho (Calef) (as ‘‘Marche Noir’’); Les Portes de la nuit
(Gates of the Night; Ports of the Night) (Carné) (as Georges);
Pétrus (M. Allégret) (as Rodriguez); L’Arche de Noé
(Noah’s Ark) (Jacques) (as Bitru); L’Amour autour de la
maison (de Hérain) (as Douze-Apoétres); Rocambole (2 parts:
Rocambole and La Revanche de Baccarat) (de Baroncelli)

Croisiére pour I’inconnu (Montazel) (as Emile Fréchisse)

Les Amants de Vérone (The Lovers of Verona) (Cayatte) (as
Raffaele); La Nuit blanche (Pottier) (as Pierre); Le Secret
de Monte-Cristo (Valentin) (as Francois Picard)
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1949

1950

1951

1952

1953

1954

1955

1957

1958

1959

1960

1961

1962

1963

1964

1965

Portrait d’un assassin (Roland) (as Fabius); Millionnaires
d’un jour (Hunebelle) (as Francis)

Souvenirs perdus (‘‘La Statuette’” ep.) (Christian-Jaque) (as
Philippe); Maitre apres Dieu (Skipper Next to God) (Daquin)
(as Capitaine Joris); L’Homme de la Jamaique (de Canonge)
(as Jacques Marel); Julie de Carneilhan (Manuel) (as
Herbert Espivant); De Renoir a Picasso (Haesaerts) (as
narrator)

Barbe-Bleue (Bluebeard) (Christian-Jaque) (as Amadée de
Salfere); Les Mains sales (Dirty Hands) (Rivers) (as
Hoederer)

Le Plaisir (House of Pleasure) (‘‘La Maison Tellier’’ ep.)
(Max Ophiils) (as Julien Le Dentu); La Pocharde (Combret)
(as Renneville); Le Rideau rouge (Barsacq) (as Ludovic
Arns); Saint-Tropez, devoir de vacances (Paviot—short);
Torticola contre Frankensberg (Paviot—short); Jouens le
Jjeu (‘‘L’Impatience’’ ep.) (Gillois)

La Bergere et le ramoneur (Grimault) (as voice of the bird);
Vestire gli ignudi (Pagliero) (as Gorlier)

Raspoutine (Combret) (title role); Les Soliloques du pauvre
(Drach—short) (as narrator)

La Tour de Nesle (Gance) (as Buridan); Napoléon (Guitry)
(as Barras)

Porte de Lilas (Gates of Paris) (Clair) (as Juju)

Sans famille (Michel) (as Jeroboam Driscoll); Les Grandes
Familles (The Possessors) (de la Patelliere) (as Maublanc);
La Vie a deux (Duhour) (as Pierre Carreau)

La Loi (Where the Hot Wind Blows) (Dassin) (as Don Cesare);
La Téte contre les murs (Franju) (as Docteur Varmont);
Messieurs les ronds-de-cuir (Diamant-Berger) (as Docteur
Negre)

Les Yeux sans visages (Eyes without a Face) (Franju) (as
Genessier); Cartagine in fiamme (Carthage in Flames)
(Gallone) (as Sidone); Il bell’Antonio (Bolognini) (as Alfio
Magnano); Candide (Carbonnaux) (as Pangloss); Le Dia-
logue des Carmélites (Agostini) (as commissioner of the
people); Les Ennemis (Molinaro)

Les Amours célebre (‘*Agnés Bernauer’ ep.) (Boisrond) (as
Le Grand-Duc Ernest de Wittelsbach); Pleins feux sur
I’assassin (Franju) (as Comte Hervé de Keraudren); Vive
Henri 1V, Vive I’amour (Autant-Lara) (as Montmorency);
Le Bateau d’Emile (de la Patelliere) (as Francois Larmentiel);
Les Petits Matins (Audry) (as Achille Pipermint); Rencontres
(Agostino) (as Carl Krasner)

Le Crime ne paie pas (Crime Does Not Pay) (‘‘L’ Affaire
Fenayrou’’ ep.) (Oury) (as Martin Fenayrou); L’Abomina-
ble Hommes des douanes (M. Allégret) (as Le Tueur Russe)

Les Bonnes Causes (Don’t Tempt the Devil) (Christian-Jaque)
(as Cassidi)

Liola (A Very Handy Man) (Blasetti) (as Simone Palumbo);
Le Magot de Joséfa (Autant-Lara) (as the Mayor); Humour
noir (‘‘La Bestoile’” ep.) (Autant-Lara); Un Soir . . . par
hasard (Govar) (as Charles); Le Grain de sable (Kast) (as
Georges Richter); Lucky Joe (Deville) (as chief commis-
sioner); Les Comédians (Thierry—short)

La Métamorphose des cloportes (Granier-Deferre) (as Tonton);
Deux Heures a tuer (Govar) (as Laurent); L’Or du duc
(Baratier) (as uncle); Pas de caviar pour tante Olga (Becker)
(as Patache); Pas de panique (Gobbi) (as Toussaint)

1966 La Vie de chdteau (A Matter of Resistance) (Rappeneau) (as
Dimanche); Un mondo nuovo (A Young World) (de Sica)
(as boss); La Fille de la mer morte (Golan); King of Hearts
(Le Roi de coeur) (de Broca) (as Général Géranium)

Le Fou de Labo 4 (Besnard) (as Father Ballanchon); La Petite
Vertu (Korber) (as Polnik)

Les Oiseaux vont mourir aux Pérou (Birds in Peru) (Gary) (as
husband); Goto, ile d’amour (Borowczyk) (as Goto); Sous
la signe de Monte-Cristo (Hunebelle) (as Faria)

1970 Macédoine (Scandelari) (as Bloch-Dupond)

1971 Les Mariés de I’an deux (Rappeneau) (as Gosselin)

1972 La pin bella serata della mia vita (Scola) (as Comte la

Brunetiere)

1967

1968

Film as screenwriter:

1957 Les Amants de demain (Blisténe)

Publications
By BRASSEUR: books—

Aile est morte (verse), with Dede Sunbeam, Paris, 1926.

La Guerre de mines (play), Paris, 1939.

Tobie est un ange (script for film never completed), Paris, 1941.
Un Ange passe (play), Paris, 1947.

Le Mascaret (play), Paris, 1947.

L’Enfant du dimanche (play), Paris, 1959.

Ma Vie en vrac, Paris, 1972.

By BRASSEUR: articles—

““Vous m’avez appris mon métier,”” in Les Lettres Frangaises (Paris),
20 November 1958.
Interview in Cinémonde (Paris), 4 July 1961.

On BRASSEUR: articles—

Cinémonde (Paris), 10 October and 19 December 1952, and Septem-
ber 1971.

Beylie, Claude, ‘‘Mort d’un bateleur,”” in Ecran (Paris), Novem-
ber 1972.

Barrot, Oliver, and Philippe Ariotti, ‘ ‘Pierre Brasseur’’ in Anthologie
du cinéma, Vol. VIII, No. 76, Paris, 1974.

Ecran (Paris), January 1978, updated 15 December 1979.

Pierre Brasseur once wrote, ‘ “There exist three kinds of actors, the
good, the bad, and the great.”” As a participant in practically every
major development in the French cinema after 1920, he proved
himself to be one of that final category. His early involvement with
the Parisian avant-garde in the 1920s was followed by his first leading
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roles in French-German co-productions of the early 1930s. He found
his best roles during the grand epoch of poetic realism, and survived
the desert of the 1950s French filmmaking to find himself stranded in
the 1960s: an actor’s actor in a director’s cinema.

His stage work was always central to his career, and in the mid-
1920s the charming young comedian was adopted by the intelligent-
sia. He first worked with Jean Cocteau in 1924, and was soon
associated with the Surrealist group, having contact with André
Breton and others, and contributing poems and texts to La Révolution
Surréaliste. In 1925 his first play, L’Ancre noire, was produced, and
he continued to write or collaborate on play and film scripts, notably
with Marcel Dalio.

After military service, the first major phase of his acting career
began at UFA studios in Berlin in films made for German and French
release. ‘‘To be employed at UFA was, for me, more important than
going to Hollywood,”” he wrote, and he remained in Berlin for a year
and a half, establishing himself as a leading comedian in a series of
romantic farces. He did briefly visit Hollywood in 1934, where Erik
Charell was directing Caravan for Fox in English and French
versions. Brasseur played the Philip Holmes role in the French one,
opposite Charles Boyer who starred in both.

On his return to France, Brasseur lent his presence to a series of
quickly made and undistinguished films, although one of these, Un
Oiseau rare, marked the first of 11 films he made which were written
by Jacques Prévert. Among his films of this period were a number of
bawdy comedies, a genre then accounting for a significant proportion
of French production. Perhaps not untypical of his mid-1930s work is
his appearance, along with such comedians as Raimu and Saturnin
Fabre, in Joannon’s extremely vulgar Vous n’avez rien a déclarer?, in
which Brasseur appears as a timid young man who is temporarily
impotent.

In 1936 he first worked with Jean Grémillon, in the minor and
commercially unsuccessful Pattes de mouche, but it was his brief
appearance opposite Jean Gabin in Carné’s Quai des brumes in 1938
that revealed another Brasseur, one capable of infinitely more subtle
and complex characterization. He nevertheless continued to play the
cynical Don Juan and various playboys until the war, taking over that
specialty from the aging Jules Berry.

It was during the war that Brasseur left his mark. After working
with Yves Allégret on Tobie est un ange, which Brasseur co-scripted
(the film’s negatives were destroyed in a fire before its release), and
on Les Deux Timides, he collaborated once again with Grémillon in
Lumiere d’été. Brasseur starred as the brilliant, decadent painter
Roland Maillard, in a celebrated performance detailing the disintegra-
tion of an artistic career.

He soon followed this with his greatest role, as the famous
nineteenth-century actor Frederick Lemaitre in Les Enfants du Paradis.
The film brought together two performers at the summit of their art:
Jean-Louis Barrault and Brasseur, the mime and the comedian.
Brasseur’s performance, requiring him to create roles such as Othello
within the role of Lemaitre, is an example of a complex character
thought over in every detail.

After the war, theatrical work increasingly occupied Brasseur. In
1948 he joined the renowned company of Barrault and Madeleine
Renaud, appearing in plays of Camus, Claudel, and others. He worked
in films between theatrical engagements, and these films were often
adaptations of stage plays, such as Sartre’s Les Mains sales or Vestire
gli ignudi from Pirandello.

After the success of his humorous and pathetic Juju in Clair’s
Porte de Lilas, Brasseur was cast mainly in supporting roles. Though
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he made interesting film appearances, especially in a series of three
films for Georges Franju, and in Bolognini’s I/ bell’Antonio, his work
in theater was more notable, for example his acclaimed performance
in a 1967 Paris production of Harold Pinter’s The Homecoming.

—Judah Lowe

BRENNAN, Walter

Nationality: American. Born: Swampscott, Massachusetts, 25 July
1894. Education: Studied engineering. Military Service: 1917—
enlisted in service during World War 1. Family: Married Ruth Wells,
1920, children: Arthur, Walter, and Ruth. Career: Mid-’teens—
worked at various jobs including lumberjack and bank clerk; ap-
peared in vaudeville and stock; 1923—began career in Hollywood as
extra and stuntman; 1927—first film role in The Ridin’ Rowdy;
1957-63—in TV series The Real McCoys; 1964—65—in TV series
Tycoon; 1967-69—title role in TV series The Guns of Will Sonnett;
1970-71—TYV series To Rome, with Love. Awards: Best Supporting
Actor Academy Award for Come and Get It, 1936; Best Supporting
Actor Academy Award for Kentucky, 1938; Best Supporting Actor
Academy Award for The Westerner, 1940. Died: In Oxnard, Califor-
nia, 21 September 1974.

Films as Actor:

1927 The Ridin’ Rowdy (Thorpe); Tearin’ into Trouble (Thorpe)

1928 Silks and Saddles (Thoroughbreds); The Ballyhoo Buster
(Thorpe)

1929 The Long Trail (Robson); The Lariat Kid (Eason); One
Hysterical Night (Craft); The Shannons of Broadway (Flynn);
Smilin’ Guns (MacRae)

1930  Scratch as Scratch Can; The King of Jazz (Anderson)

1931 Neck and Neck (Thorpe); Dancing Dynamite (Mason)

1932 Law and Order (Cahn); The Iceman’s Ball, The Texas Cy-
clone (Lederman); Two Fisted Law (Lederman); The All-
American (Sport of a Nation) (Mack)

1933 Man of Action (Melford); Fighting for Justice (Brower); The
Keyhole (Curtiz); Lilly Turner (Wellman); Baby Face
(Baby Face Harrington) (Green); Female (Curtiz); From
Headquarters (Dieterle); Sing, Sinner, Sing (Christy); One
Year Later (Hopper); Strange People (Thorpe); Parachute
Jumper (Green)

1934  Woman Haters; Housewife (Green); Desirable (Mayo); Half
a Sinner (Newman); Riptide (Goulding); Stamboul Quest
(Wood); The Painted Veil (Boleslawski); Good Dame
(Gering)

1935 Man on a Flying Trapeze (The Memory Expert) (Bruckman);
Barbary Coast (Hawks) (as Old Atrocity); Restless Knights;
Metropolitan (Boleslawski); Bric-a-Brac; Seven Keys to
Baldpate (Hamilton); The Bride of Frankenstein (Whale);
Lady Tubbs (Crosland); Northern Frontier (Newfield); The
Wedding Night (King Vidor); Law beyond the Range (Beebe)
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Walter Brennan with Loretta Young and Richard Greene in Kentucky

1936

1937

1938

1939

1940

1941

These Three (Wyler); The Three Godfathers (Boleslawski);
Fury (Fritz Lang) (as Bugs Meyers); Come and Get It
(Hawks and Wyler); Banjo on My Knee (Cromwell); The
Moon’s Our Home (Seiter); The Prescott Kid (Selman)

When Love Is Young (Seiter); Wild and Wooly (Werker); She’s
Dangerous (Foster and Carruth); The Affairs of Cappy
Ricks (Staub)

Kentucky (Butler); The Buccaneer (DeMille); The Texans
(Hogan); The Adventures of Tom Sawyer (Taurog); Mother
Carey’s Chickens (Rowland V. Lee); The Cowboy and the
Lady (Potter)

The Story of Irene and Vernon Castle (Potter); Stanley and
Livingston (King); They Shall Have Music (Mayo); Joe and
Ethel Turp Call on the President (Sinclair)

Northwest Passage (King Vidor); The Westerner (Wyler) (as
Judge Roy Bean); Maryland (King)

Meet John Doe (Capra) (as the ‘‘Colonel’’); Swamp Water
(The Man Who Came Back) (Renoir); Sergeant York
(Hawks); Rise and Shine (Dwan); Nice Girl? (Seiter); This
Woman Is Mine (Lloyd)

1942

1943

1945

1946

1947
1948

1949

1950

Pride of the Yankees (Wood); Stand by for Action (Cargo of
Innocents) (Leonard)

Hangmen Also Die (Fritz Lang); The North Star (Milestone);
The Last Will and Testament of Tom Smith; Slightly Dan-
gerous (Ruggles); Home in Indiana (Hathaway); The Prin-
cess and the Pirate (Butler); To Have and Have Not
(Hawks) (as Eddy)

Dakota (Kane)

A Stolen Life (Bernhardt); Centennial Summer (Preminger);
My Darling Clementine (John Ford) (as Old Man Clanton);
Nobody Lives Forever (Negulesco)

Driftwood (Dwan)

Red River (Hawks) (as Groot); Scudda Hoo! Scudda Hay!
(Summer Lightning) (F. Hugh Herbert); Blood on the
Moon (Wise)

Task Force (Daves); The Great Dan Patch (Newman); The
Green Promise (Raging Waters) (Russell); Brimstone (Kane)

Surrender (Dwan); Curtain Call at Cactus Creek (Take the
Stage) (Lamont); A Ticket to Tomahawk (Sale); Singing
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Guns (Springsteen); The Showdown (Darrel and Stuart
McGowan)

1951 Along the Great Divide (Walsh); The Wide Blue Yonder
(Thunder across the Pacific) (Dwan); Best of the Bad Men
(Russell)

1952 Lure of the Wilderness (Negulesco); Return of the Texan (Daves)

1953 The Sea of Lost Ships (Kane)

1954 Drums across the River (Juran); Four Guns to the Border
(Carlson); Bad Day at Black Rock (John Sturges) (as
Doc Velie)

1955 The Far Country (Anthony Mann); At Gunpoint! (Gunpoint!)
(Werker)

1956 The Proud Ones (Webb); Glory (Butler); Come Next Spring
(Springsteen); Goodbye, My Lady (Wellman)

1957 Tammy and the Bachelor (Tammy) (Pevney); God Is My
Partner (Claxton); The Way to the Gold (Webb)

1959 Rio Bravo (Hawks) (as Stumpy)

1962 How the West Was Won (Hathaway, Ford, Marshall)

1965 Those Calloways (Tokar)

1966 The Oscar (Rouse)

1967 Who’s Minding the Mint? (Morris); The Gnome-Mobile
(Stevenson)

1968 The One and Only Genuine Original Family Band (O’Herlihy)

1969  Support Your Local Sheriff (Kennedy); The Over-the-Hill
Gang (Yarbrough—for TV)

1970 The Over-the-Hill Gang Rides Again (McGowan—for TV);
The Young Country (Huggins—for TV)

1971 Smoke in the Wind (Kane); Two for the Money
(Kowalski—for TV)

1972 Home for the Holidays (Moxey—for TV)

Publications
On BRENNAN: articles—

““Nécrologie: Walter Brennan,’” in Cinéma (Paris), November 1974.

Ciné Revue (Paris), 15 January 1981.

Cabrera Infante, G., ‘“Walter Brennan,”” Nosferatu (Argentina), no.
20, January 1996.

‘“Walter Brennan,”” Stars (Mariombourg, Belgium), no. 27, 1996.

From the 1930s through the 1950s Walter Brennan was the
definitive character actor—a colorful, memorable supporting player
and an essential ingredient in scores of fine films for an array of top
directors. If he had a particular specialty among his wide range of
sidekicks, employees, buddies, colleagues, and antagonists, it was in
playing crusty old-timers—well before he was one himself.

After serving in World War I, Brennan began working in movies
in 1923 as an extra and a stuntman. He had his teeth knocked out in an
accident in 1932, providing him with a natural toothlessness—as well
as removable false teeth—that he would occasionally use for
comic value.

He won the Academy Award for Best Supporting Actor an
astonishing and unprecedented three times in the space of five
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years—as a lumberjack in the Howard Hawks-William Wyler Come
and Get It, as a horse-racing colonel in David Butler’s Kentucky, and
as the ornery Judge Roy Bean in William Wyler’s The Westerner, the
last role in support of Gary Cooper. Brennan was again nominated for
the Oscar the following year for his role as the pastor in Howard
Hawks’s Sergeant York—again in support of Gary Cooper, who won
that year’s Best Actor Award for his performance.

Brennan’s first substantial screen assignment came when he had
well over 20 features under his belt. It was for Howard Hawks in
Barbary Coast, playing a character called ‘‘Old Atrocity.”” He would
eventually work in Hawks films no fewer than six times: he per-
formed in the World War II drama To Have and Have Not as
Humphrey Bogart’s rummy pal, in the Western Red River as the
quarrelsome Groot, and, perhaps most memorably, in another West-
ern, Rio Bravo, as the loyal, cantankerous Stumpy, guarding the
jailhouse with a shotgun for sheriff John Wayne.

Among the other famous directors who found Brennan’s colorful
persona both useful and effective, were John Ford (My Darling
Clementine), King Vidor (The Wedding Night), Fritz Lang (Fury),
Frank Capra (Meet John Doe), Jean Renoir (Swamp Water), Lewis
Milestone (The North Star), Raoul Walsh (Along the Great Divide),
and John Sturges (Bad Day at Black Rock). Although he performed in
a wide variety of genres, it was the Western with which he became
most strongly associated.

With the television series The Real McCoys, a countrified situa-
tion comedy in which Brennan played Grandpappy Amos McCoy
(a flat-out comic version of the blustery but lovable screen character
he had been essaying for years), Brennan became, during the pro-
gram’s six-year tenure, something of a television icon. Bringing the
same skill to his television work that he had given to the cinema for
decades, he kept nightclub impressionists and the general public busy
imitating everything about his character—from his cornpone accent
to his axle-grease-squeaky voice to his coming-apart-at-the-seams
limp. Moreover, his characterization on television was so strong that
it nearly obliterated the public’s memory of his fruitful movie career,
which he ended in a series of theatrical family films and several made-
for-television movies, staying productive right up to the time of his
death, at the age of 80, in 1974.

—Bill Wine

BRIDGES, Jeff

Nationality: American. Born: Los Angeles, 4 December 1949; son
of the actor Lloyd Bridges; brother of the actor Beau Bridges.
Education: Attended University High School, Los Angeles; studied
acting at Berghoff Studios, New York. Family: Married Susan
(Bridges), three daughters: Isabelle, Jessica, and Hayley. Career:
Appeared in the film The Company She Keeps, 1951; made his acting
debut in father Lloyd Bridges’s television series Sea Hunt, 1950s;
composed and sang ‘‘Lost in Space’” on the soundtrack of the film
John and Mary, 1969; continued to be active as songwriter; made his
feature film acting debut in Halls of Anger, 1970. Awards: Academy
of Science Fiction, Horror and Fantasy Films Saturn Award-Best



ACTORS AND ACTRESSES, 4" EDITION

BRIDGES

Jeff Bridges with Karen Allen in Starman

Actor, for Starman, 1984; Best Male Lead Independent Spirit Award,
for American Heart, 1992. Agent: c/o Creative Artists Agency, 9830
Wilshire Boulevard, Beverly Hills, CA 90212, U.S.A.

Films as Actor:

1951

1969

1970

1971

1972

1973

The Company She Keeps (Cromwell) (as infant at train
station, uncredited)

Silent Night, Lonely Night (Petrie—for TV) (as Young John)

Halls of Anger (Bogart) (as Douglas); In Search of America
(Bogart—for TV) (as Mike Olson); The Yin and Yang of
Mr. Go (Meredith) (as Nero Finnighan)

The Last Picture Show (Bogdanovich) (as Duane Jackson)

Fat City (Huston) (as Ernie); Bad Company (Benton) (as
Jake Ramsey)

Lolly Madonna XXX (The Lolly-Madonna War) (Sarafian) (as
Zack Feather); The Last American Hero (Johnson) (as
Elroy Jackson Jr.); The Iceman Cometh (Frankenheimer)
(as Don Parritt)

1974

1975
1976

1978
1979
1980

1981

1982

1984

1985
1986

Thunderbolt and Lightfoot (Cimino) (as Lightfoot); Rancho
Deluxe (Perry) (as Jack McKee)

Hearts of the West (Hollywood Cowboy) (Zieff) (as Lewis Tater)

King Kong (Guillermin) (as Jack Prescott); Stay Hungry
(Rafelson) (as Craig Blake)

Somebody Killed Her Husband (Johnson) (as Jerry Green)

Winter Kills (Richert—produced in 1977) (as Nick Kegan)

Heaven’s Gate (Cimino) (as John H. Bridges); The American
Success Company (Success) (Richert) (as Harry)

Cutter and Bone (Cutter’s Way) (Passer) (as Richard Bone);
The Last Unicorn (Rankin Jr. and Bass—animation) (as
voice of Prince Lir)

Tron (Lisberger) (as Kevin Flynn/Clu); Kiss Me Goodbye
(Mulligan) (as Rupert)

Against All Odds (Hackford) (as Terry Brogan); Starman
(Carpenter) (as Alien)

Jagged Edge (Marquand) (as Jack Forrester)

8 Million Ways to Die (Ashby) (as Matthew Scudder); The
Morning After (Lumet) (as Turner Kendall); The Thanks-
giving Promise (Beau Bridges—for TV) (as neighbor,
uncredited)
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1987 Nadine (Benton) (as Vernon Hightower)

1988 Tucker (Tucker: The Man and His Dream) (Coppola) (as
Preston Tucker); See You in the Morning (Pakula) (as Larry
Livingston)

1989  The Fabulous Baker Boys (Kloves) (as Jack Baker)

1990 Texasville (Bogdanovich) (as Duane Jackson); Quarter Time
(Bogayevicz); Cold Feet (Dornhelm) (as bartender,
uncredited)

1991 The Fisher King (Gilliam) (as Jack Lucas); Picture This-
The Times of Peter Bogdanovich in Archer City, Texas
(Hickenlooper) (doc) (as himself)

1992  American Heart (Bell) (as Jack Keely (+ co-pr)

1993  The Vanishing (Sluizer) (as Barney); Fearless (Weir) (as
Max Klein)

1994  Blown Away (Hopkins) (as Jimmy Dove)

1995  Wild Bill (Walter Hill) (title role)

1996  White Squall (Ridley Scott) (as Christopher ‘‘Skipper’’ Shel-
don); The Mirror Has Two Faces (Streisand) (as Gregory
Larkin); Hidden in America (Bell—for TV) (as Vincent)

1998 The Big Lebowski (Joel Coen) (as The Dude); A Soldier’s
Daughter Never Cries (Ivory) (as Lightfoot, uncredited)

1999 Arlington Road (Pellington) (Michael Faraday); The Muse
(Brooks) (as Jack Warrick); Simpatico (Warchus) (as Carter);
Forever Hollywood (Glassman, McCarthy) (doc) (as himself)

2000 The Contender (Lurie) (as President Jackson Evans); Raising
the Mammoth (Deniau) (doc) (as Narrator).

Publications
By BRIDGES: articles—

“‘Jeff Bridges,”’ interview with S. Munshower, in Inter/View (New
York), February 1975.

Interview with B. Lewis and Brian Baxter, in Films and Filming
(London), November/December 1988.

“‘American Heart,”” interview with Sheila Benson, in Interview (New
York), October 1992.

‘‘Building Bridges,’” interview with M. Frankel, in Movieline, Sep-
tember 1993.

‘“His Dudeness,”’ interview with Jeff Dawson, in Empire (London),
May 1998.

On BRIDGES: articles—

Brown, Barry, ‘‘Jeff Bridges: Popular Non-Actor,”” in Close-Ups:
The Movie Star Book, edited by Danny Peary, New York, 1978.

Rolling Stone (New York), 19 August 1982.

Andrew, Geoff, ‘‘Bridges’ Way,”” in National Film Theatre Programme
(London), December 1988.

Frankel, Martha, ‘‘Lone Star Bridges,’’ in American Film (Washing-
ton, D.C.), October 1990.

Current Biography 1991, New York, 1991.

Natahnson, Richard, ‘‘The Two Jeffs,”” in Premiere (New York),
April 1992.

Maslin, Janet, ‘“The Reluctant Star,”” in New York Times Magazine,
17 October 1993.
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Svetkey, Benjamin, ‘‘Blast Action Hero: Jeff Bridges Hits Pyrotechnic
Pay Dirt with Explosive Blown Away,”’ in Entertainment Weekly
(New York), 15 July 1994.

Smith, Sean M., ‘‘Pin City: On the Set of The Big Lebowski,”’ in
Premiere (New York), March 1998.

“‘Inexplicably underrated’’ are the words that best describe Jeff
Bridges. In 1971, his role as 1950s Texas teenager Duane Jackson in
Peter Bogdanovich’s The Last Picture Show earned him an Oscar
nomination. Throughout the years he has offered an impressive array
of performances, and has been a consistent critics’ favorite; he is
a tremendously likable actor, expert at underplaying yet totally
burying himself in arole. Yet he never has been considered among the
front rank of movie stars—perhaps because he has never had that one
blockbuster film to thrust him into the epicenter of media attention
and public adoration.

Son of Lloyd and brother of Beau, Bridges began acting when he
was four months old, appearing alongside Jane Greer in The Company
She Keeps; he also was a child actor on Sea Hunt, his father’s
television series. He had just graduated high school when he appeared
in The Last Picture Show. In his role as Duane Jackson he projected an
instinctive ease, which he continued to put forth over the next few
years in roles as boyish types in Far City (playing a boxer), The Last
American Hero (as stock-car driver Junior Jackson), and Bad Com-
pany; he was especially fine in the latter, a bleak anti-Western,
playing a Civil War draft dodger. Still, despite earning critical
acclaim, Bridges admitted that self-doubts about his abilities did not
allow him to take acting seriously. His attitude changed in 1973, after
appearing in the film version of Eugene O’Neill’s The Iceman
Cometh. As Don Parritt, another boyish character to be sure, but one
with levels of psychological depth (courtesy of O’Neill), Bridges
gives his first fully mature screen performance. A critic in Variety, in
describing Bridges’s acting, perfectly summed up the essence of his
most typical roles by calling his performance ‘‘a brilliant mixture of
innocence, guilt, despair, and hope. His vulnerability and yearning . .
. seem almost physically evident from the beginning.”” At the time,
Pauline Kael characterized Bridges as being ‘‘so fresh and talented
that just about every movie director with a good role wants him
for it.”’

Over the next several years, Bridges’s roles were diversified. His
generous screen presence allowed his co-stars ample space without
detracting from the power of his own performances. His second-
fiddle roles—to John Heard’s crazed Vietnam veteran in Cutter’s
Way, for example, or to leading man Clint Eastwood in the tragic
homoerotic buddy movie Thunderbolt and Lightfootr—are decep-
tively passive. In the old-fashioned way of a Gary Cooper or James
Stewart, his dreamy boyishness ended up leaving a profound impres-
sion on the viewer.

Bridges’s first important starring role came as the naive, noirish
hero in Against All Odds, a remake of Out of the Past. He was superb
in his next film, Starman, an offbeat, bittersweet science fiction
romance, in which he plays a vulnerable, birdlike extraterrestrial. His
intense research into the difficult role—watching the movements of
children and animals, and videotaping himself writhing naked on the
floor in an attempt to capture the essence of his embryo-hatching
scene—demonstrated that Bridges’s commitment to his craft is no
less than that of a Dustin Hoffman or Robert De Niro.
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Bridges continued playing dreamers and likably flawed heroes, as
he did so effectively as visionary automobile manufacturer Preston
Tucker in Tucker: The Man and His Dream and the artistically
frustrated cocktail lounge piano player opposite brother Beau and
Michelle Pfeiffer in The Fabulous Baker Boys. But he also toyed with
his outward appearance of innocence. In Jagged Edge, he plays
a high-powered newspaper publisher accused of killing his wife, and
who wholeheartedly proclaims his guiltlessness. As the story unfolds,
the question remains: Did he, or did he not, do it? In this film, Bridges
effectively pivots on the ambiguity of his lovableness, flinging the
audience between adoring trust and uneasy suspicion.

In 1990, it seemed that his career had come full circle when he
played an older, wiser, more portly Duane Jackson in Texasville,
a sequel to The Last Picture Show. But at the same time, as he has
aged, Bridges has gone on to diversify his career even more, taking on
challenging roles that are anything but boyish—and which the younger
Jeff Bridges never would have been called on to play. In The
Vanishing, George Sluizer’s American remake of his Dutch thriller,
Bridges gives a forceful performance as a crafty kidnapper who
reveals himself to the boyfriend of the woman he abducted. In
Fearless and The Fisher King, he is cast as two very different
characters whose lives are thrown into major crises. In the former, he
conveys levels of emotion as a deeply troubled plane crash survivor.
In the latter, he starts out as a hard-hearted, egotistical radio talk show
host who undergoes a transformation after one of his listeners, whom
he has just crudely dismissed, goes on a murder spree. As the story
progresses, Bridges effectively communicates the confusion within
a man whose outward characteristic is pomposity. But Bridges is at
his best in one of his least-known films: American Heart, a staunch, at
times daring drama about love and redemption, which depicts the pain
and promise of its two key characters. Bridges offers a fierce,
heartrending performance as an ex-con who has just been paroled
from prison. His plans for continuing his life are sidetracked upon the
arrival of his lonely, 14-year-old son whom he had abandoned, and
who is determined to establish a relationship with him.

As he has settled into middle-age, Bridges’s characterizations
remain equally varied. They range from a horse breeder/con artist
who is the very image of heedless dishonesty (in Simpatico) to
a bowling-obsessed burn-out who ceased evolving sometime in the
1970s (The Big Lebowski), a conspiracy theory-obsessed university
professor who senses that his genial new neighbors are hiding terrible
secrets (Arlington Road) to a disheveled university professor, too-
often burned by love, who is romantically paired with Barbra Streisand
(The Mirror Has Two Faces).

At this juncture of his career, it seems less likely that Jeff Bridges
ever will earn superstardom. But he is still respected, still taking
intelligent risks, and still a pleasure to watch on screen.

—Samantha Cook, updated by Rob Edelman

BRODERICK, Matthew

Nationality: American. Born: New York, New York, 21 March
1962; son of James (an actor) and Patricia (a painter, writer, and
director) Broderick. Education: Attended the Walden School. Fam-
ily: Married Sarah Jessica Parker (an actress), 19 May 1997. Career:
Stage debut at age 17 in On Valentine’s Day. Agent: Creative Artists
Agency, 9830 Wilshire Blvd., Beverly Hills, CA 90212-1825, U.S.A.

Films as Actor:

1983  Max Dugan Returns (Ross) (as Michael McPhee); WarGames
(Badham) (as David Lightman)

1984 Cinderella (Cunningham—for TV) (as Prince Henry)

1985 1918 (Harrison) (as Brother); Master Harold and the Boys
(Lindsay-Hogg—for TV) (as Master Harold ‘Hally’);
Ladyhawke (Donner) (as Phillipe)

1986  On Valentine’s Day (Story of a Marriage, title for On Valen-
tine’s Day and 1918) (Harrison) (as Brother); Ferris Bueller’s
Day Off (Hughes) (as Ferris Bueller)

1987  Courtship (Cummings) (as Brother); Project X (Kaplan) (as
Jimmy Garrett)

1988  She’s Having a Baby (Hughes) (as Cameo at end [uncredited]);
Torch Song Trilogy (Bogart) (as Alan); Biloxi Blues (Nich-
ols) (as Eugene)

1989 Family Business (Lumet) (as Adam); Glory (Zwick) (as
Colonel Robert Gould Shaw)

1990 The Freshman (Bergman) (as Clark Kellogg)

1992 Out on a Limb (Veber) (as Bill Campbell)

1993  The Night We Never Met (Leight) (as Sam Lester); A Life in
the Theater (Mosher—for TV) (as John)

1994 The Road to Wellville (Parker) (as William Lightbody);
Would You Kindly Direct Me To Hell?: The Infamous
Dorothy Parker (Karp—for TV) (as Commentator); Mrs.
Parker and the Vicious Circle (Mrs. Parker and the Round
Table) (Rudolph) (as Charles MacArthur); The Lion King
(Allers and Minkoff) (voice of Adult Simba)

1995 Arabian Knight (Williams) (as voice of Tack)

1996 Infinity (as Richard Feynman) (+ d, pr); The Cable Guy
(Stiller) (as Steven Kovacs)

1997 Lewis & Clark: The Journey of the Corps of Discovery
(Burns) (mini—for TV) (voice of John Ordelay); Addicted
to Love (Forlorn) (Dunne) (as Sam)

1998  The Lion King I1: Simba’s Pride (LaDuca and Rooney) (voice
of Simba); Godzilla (Emmerich) (as Dr. Niko Tatopoulos)

1999 Walking to the Waterline (Mulhern); Inspector Gadget
(Kellogg) (as John Brown and Inspector Gadget); Election
(Payne) (as Jim McAllister)

2000 You Can Count on Me (Lonergan) (as Brian)

Publications
By BRODERICK: articles—

““School’s Out,”” interview with A. Hunter, in Films and Filming
(London), no. 389, February 1987.

Interview with Kenneth Lonergan, in Interview (New York), vol. 30,
no. 4, April 2000.

Matthew Broderick left an indelible mark on 1980s cinema with
abravura performance as the eponymous hero in Ferris Bueller’s Day
Off, the archly Oedipal comedy that helped define the actor’s screen
persona as much as it did the emerging sensibility of Generation X.
Ferris is not just the subject of his life, but its architect as well.
Director John Hughes exemplifies the control this high school senior
is able to achieve through force of will, cunning, and charm by giving
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Matthew Broderick (right) with Jim Carrey in The Cable Guy

him the power to address the audience directly, as he steps out of the
story world at will to mug for his eager viewers or explain himself.
Skipping school is for Ferris not an act of rebellion, but a work of art
that depends on his benevolent, but selfish manipulation of others,
especially his double career Boomer parents who haven’t a clue what
their teenage son is up to. Ferris, an ‘*‘A’” student bored by the inanity
of the classroom, has no intention of seeking an alternative to his
parents’ upscale life. He uses his day off to travel to the city where his
father works and eat at a businessman’s restaurant, where, it hardly
seems coincidental, his father is lunching as well. Ferris must expend
great effort and cunning to preserve the illusion that he is thoroughly
obedient, but he easily defeats the uninspired efforts of the school’s
assistant principal to unmask his deception.

Broderick had developed the essential elements of the Ferris
Bueller character in some earlier work, especially the engaging
Wargames, where his character’s childish pranksterism almost causes
a nuclear confrontation that, a la Tom Swift, he alone proves able to
defuse, once again showing the inadequacies of ‘official’” adultdom.
Among other early films such as Project X, he reprises it to great
effect. In Biloxi Blues, he plays the smart New York Jew faced with
double culture shock: life in the army and life in, of all places, a very
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non-Kosher Mississippi. Even recently, though older and not so baby
faced, Broderick does two turns on the Bueller character, taking it into
the realm of likable eccentricity chiefly inhabited by Robin Williams.
As the title character in Inspector Gadget, a kind of pleasant RoboCop,
and the naive biologist in Godzilla, Broderick proves able once again
to deliver just the right mixture of kooky antiestablishmentarianism
and boy-next-door appeal. Less successful is the schlemiel turn on
Bueller character that Broderick attempted in The Freshman, where
he was much too old to play a naive recent high school graduate just
arrived in New York to pursue a filmmaking career at New York
University. The story plays interestingly with age contrasts, pitting
Broderick against Marlon Brando as an older version of the godfather;
Andrew Bergman'’s fine screenplay gives Broderick some interesting
moments, including a Ferris Bueller kind of chase for an escaped
lizard through a terrorized suburban mall. Though directed by Sidney
Lumet, Family Business was a critical and popular failure, notwith-
standing its casting of Sean Connery, Dustin Hoffman, and Broderick
as the three generations in a family turned to a disastrously conceived
crime. Also unsuccessful was Torch Song Trilogy, where Broderick
attempts the role of a young gay man (on stage he had appeared in
different parts in the immensely popular Broadway extravaganza
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dominated by the personality and talent of Harvey Fierstein). This
mixture of bravura performance and conventional melodrama did not
transfer well to the screen, and Broderick seems lost in the role.

Making the transition, more or less, to adult roles, Broderick,
despite his energy and wit, has not been so successful with romantic
comedy, but always turns in a competent and engaging performance.
In The Cable Guy, he plays a young man disappointed in love who,
through incredible mischance, becomes hooked up with Jim Carrey’s
equally lonely cable repairman, who eventually takes over his life.
Broderick does a good job of providing the proper human setting for
Carrey’s legendary antics; his straight man is subdued, submissive,
and easy to victimize. The black comedy Addicted to Love offered
Broderick more opportunity to shine, but, paired with Meg Ryan
doing an excellent turn as an aggressive, low rent talker, he seemed
unable to generate an equivalent energy, trapped, perhaps, by the
nerdy lineaments of his character (an astronomer from the Midwest).
Though the first part of the film focuses on his attempts to spy on the
woman who has jilted him, when Ryan’s biker lady moves in
downstairs he is simply overwhelmed. With some romantic chemis-
try, the pair might have been able to make the subsequent plot work,
but Broderick lacks traditional leading man charisma and sexiness.

In strictly dramatic roles, he has achieved some better results,
often as a part of an ensemble (in Alan Rudolph’s Mrs. Parker and the
Vicious Circle, where as Charles McArthur, one of the Algonquin
circle presided over by Dorothy Parker, he does a creditable, if one-
dimensional job) or as a minor but featured player (in Horton Foote’s
marvelous /918, where his footloose young man does not even have
aname, but is simply known to the rest of the family as Brother). In his
own directorial debut, Infinity (based on his mother’s screenplay),
Broderick attempts to incarnate an adult Ferris Bueller, physicist
Richard Feynman, who, by all accounts, was a manic, difficult, wildly
creative person. The film is essentially a love story, but Broderick’s
version of Feynman lacks the charisma and bubbling creativity that
would make this nerdy recluse an attractive romantic partner (Patricia
Arquette does a convincing job as the girlfriend, who becomes
desperately ill, setting up a kind of Love Story plot where Feynman
must find a way to attend to his beloved yet assist with the ongoing
Manhattan project). It is in the Civil War epic Glory that Broderick
does his finest dramatic work. Here he plays one of history’s most
famous mama’s boys, the Boston aristocrat Robert Gould Shaw, who
became the first colonel of one of the Federal Army’s first Negro
regiments. In a fine, layered performance, Broderick subtly suggests
Shaw’s fearful hesitancy at Antietam, and the subsequent growth in
self-esteem and ideological purpose that transforms him as he as-
sumes a truly important and transcendent moral burden, setting an
example for the black soldiers who are called upon to set examples of
their own for their fellows not yet in arms. Forced to grow up, Shaw is
also forced to accept his own death. It is a part in which Ferris Bueller,
all kidding aside, would not be caught dead.

—R. Barton Palmer

BRODSKY, Vlastimil

Nationality: Czech. Born: 1920. Education: Attended E. F. Burian
School. Family: Married the actress Jana Brejchova. Career: Mem-
ber of the Na Vinohradech Theatre, Prague. Awards: Best Actor,

Berlin Festival, for Jacob der Liigner, 1975; Artist of Merit,
Czechoslovakia.

Films as Actor:

1947  Uloupend hranice (The Stolen Frontier) (Weiss)

1953  Tajemstvi krve (The Secret of Blood; The Mystery of Blood)
(Fric)

1957  Zdrijové noci (Jasny)

1958 Mezinebem a zemi (Between Heaven and Earth) (Podskalsky)

1959  Pét z milionii (Brynych)

1963  AZ pfijde kocour (That Cat) (Jasny); Transport z rjie (Trans-
port from Paradise) (Brynych)

1964 KaZdy den odvahu (Everyday Courage; Courage for Every-
day) (Schorm)

1965 Povidky z prvii republiky (Krej¢ik); Ztracena tvar (The Lost
Face) (Hobl)

1966 Lidé z maringotek (People on Wheels) (Fri¢); Ostie sledované
vlaky (Closely Watched Trains; Closely Observed Trains)
(Menzel) (as Councilor Zednicek); Spadla s mésice (The
Girl from the Moon; Never Strike a Woman with a Flower)
(Podskalsky)

1968 Rozmarné léto (Capricious Summer) (Menzel) (as Major
Hugo); Zlocin v Santdnu (Crime in a Night Club) (Menzel)
(as Minister of the Interior); Fardruv konec (End of a Priest)
(Schorm) (as Sexton); Vsichni dobri rodaci (All My Good
Countrymen) (Jasny); Skrivanci na niti (Larks on a String)
(Menzel) (as professor for literature)

1970 Kam cert nemuze (Where the Devil Cannot Get; A Devilish
Honeymoon) (Podskalsky)

1975 Jakob der Liigner (Jacob the Liar) (Beyer) (title role); Tak
laska Zacina (Bocan)

1976 At ziji duchove (Lipsky); Smrt nacerno (Toman)

1977 Talire nad Velkym Malikovem (Flying Saucers Coming!;
Flying Saucers over Our Town) (Jires); Zitra vstanu a oparim
se cajem (Polak)

1979 Od zitrka necaruji (Polak); Poplach v oblacich (Polak);
Tchan (Mika)

1981 Tajemny hrad v Karpatech (Mystery Castle in the Carpathi-
ans) (Lipsky) (as Ignac)

1982  Pocitani ovecek (Kachyna)

1983 A csoda vege (Veszi)

1984  Oci pro plac (Mika)

1986 Neni Sirotek Jako Sirotek (Strnad)

1987 Sasek a kralovna (Chytilova) (as Vaclav); Smich se lepi na
paty (Bocan); Chobotnice Z I1. Patra (Polak) (as Grandfa-
ther Holan)

1992 The Flying Sneaker (Pojar) (as Dr. Renc); Labyrinth (Jires)

1998  V centru filmu—v teple domova (In the Center of Film—In the
Warmth of Home) (Janecek, Marek—for TV) (as Himself)

1999  Zdravy nemocny Vlastimileny Brodsky (Havelka) (as Him-
self); Ndvrat ztraceného rdje (Return to Paradise
Lost) (Jasny)
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Publications

By BRODSKY: book—

Tidbits from a Soul Hock Shop (autobiography), 1995.
On BRODSKY: article—

Film a doba (Prague), no. 11, 1975.
Film a doba (Prague), July 1986.

A multitalented actor who performs in the theater and on film,
television, and radio, Vlastimil Brodsky is closely linked with the
entire postwar development of Czech filmmaking, in which he began
to work after some stage experience following the end of World War
II. He has made more than 90 films, in which he portrayed the most
diverse human characters, good and evil, tragic and comic, within an
extraordinary rich expressive range. Despite the universality of his
characterizations, we can discern prevalent features of his acting. He
imbues his characters with a deeply human quality, and has therefore
become identified first and foremost with the unsentimental, average
man, the everyday hero.

At the outset of his acting career Brodsky appeared only as
youthful characters in brief scenes. From the theater he brought to the
screen fine diction and a particular gift for movement (originally he
had wanted to be a dancer). His first great success came in 1953, when
he performed in Martin Fri¢’s The Mystery of Blood. Here for the first
time he created the type of role that would assert itself in his work
more and more strongly—a hero of everyday life. The critics were
enthusiastic about his performance, but in the years that followed, the
cinema was unable to offer him roles that matched the level of his
talent. In 1958 he met the director Zdenék Podskalsky during their
work on the film Between Heaven and Earth. Brodsky conceived the
story and also played the leading role, that of a pretty clerk who is
given the courage to stand up to injustice only by the anticipation of
impending death. Here Podskalsky, a specialist in film humor, gives
Brodsky his first opportunity to use the comic side of his genius.
Brodsky went on to develop this talent in collaborations with Podskalsky
on subsequent films, including Where the Devil Cannot Get, The Girl
from the Moon, The White Lady, and Night at Karlstejn.

Brodsky’s unique comedic talent has been put to good use by
many directors in dozens of minor and major parts. But the best acting
opportunities were offered to him by the directors of the Czech New
Wave in the sixties—Vojtéch Jasny in That Cat, Evald Schorm in
Courage for Everyday and End of a Priest, and Jifi Menzel in
Capricious Summer and Larks on a String. These directors made it
possible for Brodsky to develop another talent, one that would
eventually become predominant: the ability to express, under a veneer
of seeming lightness, sadness caused by the external contrast between
ideals and their realization in life and the irreversible flow of time.
Brodsky then applied the whole range of his mature acting in varying
degrees in films—for the last time in Too Noisy Solitude after
Bohumil Hrabal—on television, and in the theater, although he had
already stopped appearing regularly on stage. In his inimitable
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noblesse he tells us his experience as an actor, his life story, and his
declaration of humanity in his autobiography, Tidbits from a Soul
Hock Shop, published in 1995.

—Blazena Urgosikova

BRONSON, Charles

Nationality: American. Born: Charles Buchinsky in Ehrenfield,
Pennsylvania, 3 November 1920 (some sources list 1921). Educa-
tion: Attended Pasadena Community Playhouse school. Military
Service: U.S. Army, 1943-45: gunner. Family: Married 1) Harriet
Tendler, 1949 (divorced 1965); two children; 2) the actress Jill
Ireland 1968 (died 1990), one daughter Zuleika and three stepchil-
dren. Career: 1935—worked in coal mine in Pennsylvania; after
World War II—studied art and joined Philadelphia Play and Players
Troupe as set designer; 1947—began acting in and around New York;
1949—enrolled at Pasadena Community Playhouse; 1951—began
playing small roles in Hollywood films; 1954—changed name to
“‘Bronson’’; 1958-60—in TV series Man with a Camera; 1963—64—
in TV series Empire and The Travels of Jamie McPheeters; 1968—
left Hollywood to make films in Europe; 1971-72—returned to acting
in Hollywood films. Address: 3210 Retreat Court, Malibu, CA
90263. Agent: c/o Paul Kohner, Michael Levy Agency, 9169 Sunset
Boulevard, Los Angeles, CA 90069, U.S.A.

Charles Bronson (right) in The Dirty Dozen
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Films as Actor:
(as Charles Buchinsky)

1951 You're in the Navy Now (U.S.S. Teakettle) (Hathaway) (as
Wascylewski); The People against O’Hara (John Sturges)
(as Angelo Korvac); The Mob (Remember That Face)
(Parrish) (as Jack)

1952  Red Skies of Montana (Smoke Jumpers) (Joseph M. Newman)
(as Neff); My Six Convicts (Fregonese) (as Jocko); The
Marrying Kind (Cukor) (as Eddie); Pat and Mike (Cukor)
(as Hank Tasling); Diplomatic Courier (Hathaway) (as
Bronson); Bloodhounds of Broadway (Harmon Jones)

1953  House of Wax (de Toth) (as Igor); Miss Sadie Thompson
(Bernhardt) (as Pvt. Edwards); The Clown (Leonard)
(as Eddie)

1954 Crime Wave (The City Is Dark) (de Toth) (as Hastings);
Tennessee Champ (Wilcox) (as Sixty Jubel); Riding Shot-
gun (de Toth) (as Pinto); Apache (Aldrich) (as Hondo);
Vera Cruz (Aldrich) (as Pittsburgh)

(as Charles Bronson)

1954  Drum Beat (Daves) (as Capt. Jack)

1955 Big House, U.S.A. (Koch) (as Benny Kelly); Target Zero
(Harmon Jones) (as Sgt. Vince Gaspari)

1956  Jubal (Daves) (as Reb Haislipp)

1957 Run of the Arrow (Hot Lead) (Fuller) (as Blue Buffalo)

1958 Machine Gun Kelly (Corman) (title role); Gang War (Fowler
Jr.) (as Alan Avery); Showdown at Boot Hill (Fowler Jr.)
(as Luke Welsh); When Hell Broke Loose (Crane) (as Steve
Boland); Ten North Frederick (Dunne)

1959 Never So Few (John Sturges) (as Sgt. John Danforth)

1960 The Magnificent Seven (John Sturges) (as O’Reilly)

1961 Master of the World (Witney) (as Strock); A Thunder of
Drums (Joseph M. Newman) (as Trooper Hanna); X-15
(Richard Donner) (as Lt. Col. Lee Brandon)

1962  This Rugged Land (Hiller); Kid Galahad (Karlson) (as Lew
Nyack); The Meanest Men in the West (Fuller) (as Harge
Talbot Jr.)

1963  The Great Escape (John Sturges) (as Danny Velinski); Four
for Texas (Aldrich) (as Matson)

1964  Guns of Diablo (Sagal) (as Linc Murdock)

1965 The Sandpiper (Minnelli) (as Cos Erickson); Battle of the
Bulge (Annakin) (as Major Wolenski)

1966  This Property Is Condemned (Pollack) (as J. J. Nichols)

1967 The Dirty Dozen (Aldrich) (as Joseph Wladislaw); La Bataille
de San Sébastian (Guns for San Sebastian) (Verneuil)
(as Teclo)

1968 Adieu I’ami (Farewell Friend; Honor among Thieves) (Her-
man) (as Franz Propp); Villa Rides (Kulik) (as Fierro);
C’era una volta il West (Once upon a Time in the West)
(Leone) (as the Man ‘‘Harmonica’’)

1969 Twinky (Lola) (Richard Donner) (as Scott Wardman); Le
Passager de la pluie (Rider on the Rain) (Clément) (as Col.
Harry Dobbs)

1970  You Can’t Win ‘em All (Collinson) (as Josh Corey); Citta
violenta (Violent City; The Family) (Solima) (as Jeff)

1971 Soleil rouge (Red Sun) (Terence Young) (as Link); Quelqu’un
derriére la porte (Two Minds for Murder; Someone behind

the Door) (Gessner) (as the stranger); Chato’s Land (Win-
ner) (as Chato); L’uomo dalle due ombre (De la part des
copains; Cold Sweat) (Terence Young) (as Joe Martin)

1972 The Valachi Papers (Joe Valachi: I segretti di Cosa Nostra)
(Terence Young) (as Joseph Valachi); The Mechanic (Win-
ner) (as Arthur Bishop)

1973 The Stone Killer (Winner) (as Det. Lou Torrey); Valdez il
mezzosanque (The Valdez Horses; Valdez, the Halfbreed,
Chino) (John Sturges and Coletti) (as Chino Valdez)

1974  Mr. Majestyk (Fleischer) (title role); Death Wish (Winner) (as
Paul Kersey)

1975 Breakout (Gries) (as Nick Colton); Hard Times (The
Streetfighter) (Walter Hill) (as Chaney); Breakheart Pass
(Gries) (as John Deakin)

1976  From Noon Till Three (Gilroy) (as Graham Dorsey); St. Ives
(J. Lee Thompson) (as Raymond St. Ives)

1977 Raid on Entebbe (Kershner—for TV) (as General Dan
Shomron); Telefon (Siegel) (as Grigori Borzov); The White
Buffalo (Hunt to Kill) (J. Lee Thompson) (as Wild Bill
Hickok/James Otis)

1978 Love and Bullets (Rosenberg) (as Charlie Congers)

1979  Caboblanco (J. Lee Thompson) (as Giff Hoyt)

1980 Borderline (Freedman) (as Jeb Maynard)

1981 Death Hunt (Hunt) (as Johnson); Death Wish II (Winner) (as
Paul Kersey)

1982 10 to Midnight (J. Lee Thompson) (as Leo Kessler)

1984  The Evil that Men Do (J. Lee Thompson) (as Holland)

1985 Death Wish Il (Winner) (as Paul Kersey)

1986  Murphy’s Law (J. Lee Thompson) (as Jack Murphy); Act of
Vengeance (Mackenzie—for TV) (as Jock Yablonski)

1987 Assassination (Hunt) (as Jay Killian); Death Wish IV: The
Crackdown (J. Lee Thompson) (as Paul Kersey); Wild West
(compilation)

1988 Messenger of Death (Avenging Angels) (J. Lee Thompson) (as
Garrett Smith)

1989  Kinjite: Forbidden Subjects (J. Lee Thompson) (as Lt. Crowe);
Act of Vengeance . . . A True Story (Mackenzie—for TV)

1991 The Indian Runner (Sean Penn) (as Father); Yes, Virginia,
There Is a Santa Claus (Jarrott—for TV) (as Francis Church)

1993  The Sea Wolf (Michael Anderson—for TV) (as Capt. Wolf
Larsen); Donato and Daughter (Holcomb—for TV) (as
Sgt. Mike Donato)

1994 Death Wish V: The Face of Death (Goldstein) (as Paul Kersey)

1995 Family of Cops (Kotcheff—for TV) (as Paul Fein)

1997 Breach of Faith: Family of Cops Il (Green—for TV) (as
Paul Fein)

1999  Family of Cops III (Larry—for TV) (as Paul Fein)

Publications
By BRONSON: articles—

‘A Conversation with Charles Bronson,”’ by C. L. Hanson in Cinema
(Beverly Hills), December 1965.

Interview in Cinéma 71 (Paris), January 1971.

““Yes, Virginia, There Is a Charles Bronson,”” interview with Mary
Murphy, in TV Guide (Radnor, Pennsylvania), 7 December 1991.
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On BRONSON: books—

Harbinson, William A., Bronson! A Biographical Portrait, Lon-
don, 1976.

Vermilye, Jerry, The Films of Charles Bronson, Secaucus, New
Jersey, 1980.

Downing, David, Charles Bronson, New York, 1983.

Setbon, Philippe, Bronson, Paris, 1983.

Pitts, Michael R., Charles Bronson: The 94 Films & the 82 Television
Appearances, Jefferson, North Carolina, 1999.

On BRONSON: articles—

‘‘Here Comes Charlie,”” in Newsweek (New York), 29 May 1972.

Ebert, Roger, ‘‘Bronson Speak! You Listen!,”” in Esquire (New
York), August 1974.

Kauffman, Stanley, ‘“World’s Most Popular Actor,”’ in New Republic
(New York), 10 August 1974.

Current Biography 1975, New York, 1975.

Dickey, James, ‘‘Charles Bronson: Silence under the First,”” in Close-
Ups: The Movie Star Book, edited by Danny Peary, New York, 1978.

Classic Images (Indiana, Pennsylvania), July and August 1982.

Stars (Mariembourg), September 1989.

Télérama (Paris), 13 September 1995.

The French call Charles Bronson ‘‘the sacred monster.”” That
quality and the characteristics suggested by the ‘‘man of few words’’
and ‘‘man of action’’ are the main reasons Bronson became one of the
“‘big three’” of film macho-men of the 1970s. He is often compared
with Clint Eastwood or Burt Reynolds, but Bronson’s masculinity is
unglamorized, distant, and often brutal in a fashion that previously
had not been particularly successful with American audiences until
Eastwood himself paved the way with his series of Sergio Leone
revenge Westerns in the 1960s. Unlike Eastwood, Bronson had
appeared in major roles in many Hollywood films by then, but his
ascendancy to stardom, like Eastwood’s, evolved in Europe.

Burt Reynolds has said of Bronson that there is an ‘‘undercurrent
of danger’’ in his characterizations. The subtle explosiveness is the
element of his acting style that is most exploited in his major roles in
Europe. The first real example is Sergio Leone’s Once upon a Time in
the West in which Bronson plays a ruthless gunfighter seeking
revenge. The vengeance scenario has in fact always been the ideal one
for Bronson’s volatile and seemingly ruthless personality on screen—
most notably in the series of Death Wish films he made after his
stardom in Europe transitioned to America. For the director Michael
Winner, Bronson brought these qualities to his portrayal of a betrayed
hitman in The Mechanic and to that of a Mafia driver whose past
becomes a threat to him in Cold Sweat. In both films Bronson’s
character at first glimpse seems to be resigned and calm, but ulti-
mately he explodes violently against those who threaten him. Early on
in his career, he satirized his already evolving tough-guy screen
image as the outwardly macho but inwardly gutless real-life title
character in Roger Corman’s Machine Gun Kelly.

Bronson began in films in 1951, billing himself under his real
name, Charles Buchinsky, until 1954 in the Western Drum Beat
opposite Alan Ladd. From the beginning, his rugged persona lent
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itself mostly to action films, gangster films and Westerns, in which he
was often cast as an Indian or Mexican. He specialized in action films,
except for occasional anomalies such as the 3-D horror thriller House
of Wax, the torrid Miss Sadie Thompson, and the Red Skelton
comedy-tearjerker, The Clown.

The action films in which Bronson has appeared in America are far
less cynical than his European films, and he benefited from working
with some of the great masters of the action genre: John Sturges in
The Magnificent Seven and The Great Escape; Robert Aldrich in
Apache, Vera Cruz, Four for Texas, and The Dirty Dozen; and Don
Siegel in Telefon. His greatest commercial success in America has
been Death Wish, in which he plays an unassuming architect who
becomes an obsessed urban vigilante after his wife and daughter are
brutalized by street punks. The film was followed by four sequels. His
virtually nonstop activity as a major screen tough guy slacked off a bit
following the death of his wife Jill Ireland, with whom he often
co-starred; he has appeared in only two big screen films since—Sean
Penn’s The Indian Runner, and the latest (to date) installment in the
long-running Death Wish series, titled Death Wish V: The Face of
Death. In 1986, he had a memorable turn as the murdered United
Mine Workers official Jock Yablonski in the made-for-cable docudrama
Act of Vengeance, one of Bronson’s few forays into television since
his own, now almost forgotten, TV series Man with a Camera
disappeared from the airwaves in the 1950s.

Although in the past the Bronson persona has always seemed to
work best in roles in which he plays the bad guy or the madman,
a degree of variation has been involved in some of his more recent
films, such as the offbeat Frank D. Gilroy Western From Noon Till
Three, in which Bronson again kidded his image, and /0 to Midnight,
where he played a police detective who, to get his man, uses the same
means as the psycho he is tracking—in ‘‘the name of the law.”” The
role seemed to marry the role of the brutal man of action which made
him a star in Europe to that of the righteous avenger, which made him
a star in America.

—Rob Winning, updated by John McCarty

BROOKS, Mel

Nationality: American. Born: Melvin Kaminsky in Brooklyn, New
York, 28 June 1926. Education: Attended Virginia Military Institute,
1944, and Brooklyn College. Family: Married 1) Florence Baum
(divorced), one son, two daughters; 2) the actress Anne Bancroft, one
son. Career: 1944-46—combat engineer, U.S. Army; late 1940s—
jazz drummer, stand-up comedian, and social director, Grossinger’s
resorts; 1950-58—writer and occasional performer for Sid Caesar’s
TV show; 1963—conceived, wrote, and narrated cartoon short The
Critic; 1965—co-creator (with Buck Henry) of Get Smart TV show
(ran 1965-69); 1968—directed first feature, The Producers; 1975—
creator and producer of TV series When Things Were Rotten; 1980—
founder, Brooksfilms. Awards: Academy Award for Best Short
Subject, for The Critic, 1963; Academy Award for Best Story and
Screenplay, and Writers Guild Award for Best Written Screenplay,
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Mel Brooks (center) with Harvey Korman in Blazing Saddles
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for The Producers, 1969; American Comedy Awards Lifetime Achieve-
ment Award, 1987. Address: 2301 La Mesa, Santa Monica, CA
90405, U.S.A.

Films as Actor:

1969
1979
1983
1990
1994

1997
1998

Putney Swope (Downey) (as Mr. Forget It)

The Muppet Movie (Frawley) (as Professor Max Krassman)

To Be or Not to Be (Alan Johnson) (as Frederick Bronski, + pr,
C0-sC)

Look Who's Talking, Too! (Heckerling) (as voice of Mr.
Toilet Man)

1l silenzio dei prosciutti (The Silence of the Hams) (Greggio);
The Little Rascals (Spheeris) (as Mr. Welling)

1 Am Your Child (Rob Reiner—for TV) (as himself)

The Prince of Egypt (Chapman, Hickner) (as voice)

Films as Actor, Director, and Scriptwriter:

1963
1968

The Critic (animated) (as narrator)
The Producers (as narrator)

1970
1974

1976
1977
1981

1987
1991
1993
1995

1999

The Twelve Chairs (as Tikon, + mus)

Blazing Saddles (as Governor Lepetomane/Indian Chief, co-sc,
+ mus); Young Frankenstein (Frankenstein Jr.) (co-sc)

Silent Movie (as Mel Funn, co-sc)

High Anxiety (as Dr. Richard Thorndyke, co-sc, + pr, mus)

History of the World, Part I (as Moses/Comicus/Torquemada/
Jacques/King Louis X VI, co-sc, + pr, mus)

Spaceballs (as President Skroob/Yogurt, co-sc, + pr)

Life Stinks! (as Goddard Bolt, co-sc, + pr)

Robin Hood: Men in Tights (as Rabbi Tuckman, co-sc, + pr)

Dracula: Dead and Loving It (as Dr. Abraham Van Helsing,
CO-SC, + pr)

Svitati (Greggio) (as Jake Gordon, co-sc)

Films as Executive Producer:

1980
1985
1986
1987
1992

The Elephant Man (David Lynch)

The Doctor and the Devils (Francis)

The Fly (Cronenberg); Solarbabies (Johnson)
84 Charing Cross Road (David Jones)

The Vagrant (Walas)
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Publications
By BROOKS: books—

Silent Movie, New York, 1976.

History of the World, Part I, New York, 1981.

The 2000 Year Old Man, with Carl Reiner, New York, 1981.
The 2000 Year Old Man in the Year 2000, New York, 1998.

By BROOKS: articles—

““‘Confessions of an Auteur,”’
December 1971.

Interview with James Atlas, in Film Comment (New York), March/
April 1975.

“‘Fond Salutes and Naked Hate,”’ interview with Gordon Gow, in
Films and Filming (London), July 1975.

Interview with A. Remond, in Ecran (Paris), November 1976.

““‘Comedy Directors: Interview with Mel Brooks,”” interview with R.
Rivlin, in Millimeter (New York), October and December 1977.

Interview with Alan Yentob, in Listener (London), 8 October 1981.

Interview in Time Out (London), 16 February 1984.

Interview in Screen International, 3 March 1984.

Interview in Hollywood Reporter, 27 October 1986.

Interview with L. Stegel, in Playboy (Chicago), January 1989.

““‘Mel Brooks: Of Woody, the Great Caesar, Flop Sweat and Cigar
Smoke,”” in People Weekly (New York), Summer 1989 (spe-
cial issue).

in Action (Los Angeles), November/

On BROOKS: books—

Adler, Bill, and Jeffrey Fineman, Mel Brooks: The Irreverent
Funnyman, Chicago, 1976.

Bendazzi, G., Mel Brooks: I'ultima follia di Hollywood, Milan, 1977.

Holtzman, William, Seesaw: A Dual Biography of Anne Bancroft and
Mel Brooks, New York, 1979.

Allen, Steve, Funny People, New York, 1981.

Yacowar, Maurice, Method in Madness: The Comic Art of Mel
Brooks, New York, 1981.

Smurthwaite, Nick, and Paul Gelder, Mel Brooks and the Spoof
Movie, London, 1982.

Squire, Jason E., The Movie Business Book, Englewood Cliffs, New
Jersey, 1983.

On BROOKS: articles—

““Two Thousand Year Old Man,’’ in Newsweek (New York), 4 Octo-
ber 1965.

Current Biography 1974, New York, 1974.

Diehl, D., ‘“‘Mel Brooks,”” in Action (Los Angeles), January/Febru-
ary 1975.

Lees, G., ‘“The Mel Brooks Memos,’’ in American Film (Washing-
ton, D.C.), October 1977.

Carcassonne, P., ‘‘Dossier: Hollywood 79: Mel Brooks,”” in
Cinématographe (Paris), March 1979.

Karoubi, N., ‘“Mel Brooks Follies,”” in Cinéma (Paris), Febru-
ary 1982.

Dictionary of Literary Biography, Vol. 26: American Screenwriters,
Detroit, 1984.
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Erens, Patricia, ‘“You Could Die Laughing: Jewish Humor and
Film,”” in East-West Film Journal (Honolulu), no.1, 1987.

Frank, A., ““Mel’s Crazy Movie World,”’ in Photoplay Movies &
Video (London), January 1988.

Goldstein, T., ‘A History of Mel Brooks: Part I,”’ in Video (New
York), March 1988.

Stauth, C., “‘Mel and Me,”’ in American Film (Los Angeles), April 1990.

Radio Times (London), 4 April 1992.

Mel Brooks has said that the funniest man in the world is Harry
Ritz of The Ritz Brothers, the successful sibling comic act of the
1930s and 1940s. Harry and his brothers had a Catskill Mountain style
of Jewish humor, the basis of which is snappy patter, quick and
graceful moves, funny faces, and meticulous comic timing. For the
past 25 years, Brooks has been trying to fit Harry Ritz’s comedy style
into his own film acting roles. As a young man in the 1940s he worked
as a stand-up comic in the Borscht Belt, and it was there that he fine-
tuned his comic delivery.

Brooks’s first major film role came in his production of the
Russian story The Twelve Chairs. He plays Tikon, an elderly janitor at
an old-age home which used to be the wealthy mansion of a nobleman
for whom he was manservant. Tikon appears only at the start of the
film, and is on screen for a relatively short time. But Tikon becomes
a star turn for Brooks, as he is given the chance to play a wildly
funny drunk.

Brooks’s next acting job came in Blazing Saddles, in which he cast
himself in two roles: Governor Lepetomane and an Indian Chief, both
of which are parodies rather than full-fledged characterizations. One
of the biggest laughs in a film crammed with belly laughs comes when
the Chief suddenly starts talking Yiddish. It is not so much Brooks’s
acting ability as it is his comic timing and the surprise gag that leave
audiences teary-eyed with delight. In later endeavors, perhaps be-
cause many in his audience did not understand the source of the
humor, Brooks stopped emphasizing comedy that relies on a Jewish
ethnic identity and pursued more mainstream themes.

In Silent Movie he plays a has-been director. Since the movie
actually is almost completely without dialog, Brooks gives a more
physically expressive performance than usual, but the part is more
silly than artful. High Anxiety, a spoof of Alfred Hitchcock’s thrillers,
saw him as a Harvard professor/psychiatrist, suffering from a fear of
heights, who is invited to be Director of The Psycho-Neurotic
Institute for the Very, Very Nervous. As in his previous roles,
Brooks presents a skillful, polished—though at times manic—comic
performance.

Two performances stand out for Brooks, the screen actor. The first
is his starring part as famed Polish stage star Frederick Bronski in his
remake of Ernst Lubitsch’s black comedy To Be or Not To Be. In this
satire about a group of Warsaw thespians facing Nazi extermination at
the beginning of World War I, Brooks plays the first full-bodied role
of his career. Bronski first appears singing and dancing a hilarious
Polish-language version of ‘‘Sweet Georgia Brown’’ with Anne
Bancroft, playing his wife and partner Anna Bronski. The duet is
amilestone in movie comedy, the sort of clip one might choose to take
to a desert island. But the character of Bronski does more than sing
and dance. Brooks is called upon to show Bronski as a man who tries
to be brave and funny while in danger of losing his house, his theater,
the lives of his colleagues and wife, and his own life. Brooks also
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spends much of the film as Bronski posing as other characters,
particularly a bearded Nazi-scientist who has an eye for his wife.
Brooks has scenes where he expresses fear and sadness very convinc-
ingly, although the script is structured so that each of these emotional
moments is followed by a comical line. A final note about Brooks in
To Be or Not to Be: He is the first and only comedy actor to play
Hamlet and Hitler in the same film!

The second fully developed Brooks character appears in Life
Stinks!, an otherwise disappointing attempt at a comedy involving the
lives of homeless people. In what might be deemed Brooks’s least
funny film, he gives his most serious, naturalistic performance to
date. He is Goddard Bolt, a heartless billionaire who agrees to live
without money (or wig) for 30 days in a Los Angeles slum area in
order to win a lucrative bet. On the streets for a couple of days, lacking
food and shelter, he adopts more humane values and concerns. The
film is slower-paced than his previous works, allowing Brooks to
offer a more thoughtful and sensitive portrayal.

Many comedians—Jerry Lewis, Charlie Chaplin, Milton Berle,
Bert Lahr, and Danny Kaye are just a few—have given outstanding
dramatic performances on stage, screen and television. Now that Mel
Brooks, master of comedy, has disclosed a talent for portraying man’s
serious side, perhaps he will execute a straight dramatic characteriza-
tion in the future.

—Audrey E. Kupferberg

BROSNAN, Pierce

Nationality: Irish. Born: Navan, County Meath, Ireland, 16 May
1953; moved to London, 1964. Education: Left school at age fifteen;
attended London Drama Centre. Family: Married 1) Cassandra
Harris, 1977 (died 1991), one son, Sean, two stepchildren, Charlotte
and Christopher; 2) long-term partner Keely Shaye Smith, 22 Sep-
tember 1999, one son, Dylan Thomas. Career: Worked for a time as
a fire-eater and then a commercial artist; stage debut, 1976; role in
ABC-TV mini-series, The Manions of America, 1981; title role in
Remington Steele TV series (1982—-1987); environmental campaigner
for International Fund for Animal Welfare since 1980s; set up
production company, Irish Dream Time, 1998. Awards: Saturn
Award for Best Actor, Academy of Science Fiction, Horror, and
Fantasy Films (U.S.A.), for Tomorrow Never Dies, 1998. Agent:
Creative Artists Agency, 9830 Wilshire Boulevard, Beverley Hills,
CA 90212, USA.

Films as Actor:

1980 The Mirror Crack’d (Hamilton) (uncredited); The Long Good
Friday (Mackenzie) (as First Irishman)

1986 Nomads (McTiernan) (as Jean Charles Pommier)

1987 The Fourth Protocol (Mackenzie) (as Valeri Petrofsky)

1988 Taffin (Megahy) (as Mark Taffin); The Deceivers (Meyer) (as

William Savage)

Pierce Brosnan

1989
1991

1992

1993

1994

1995

1996

1997

1998

The Heist (Orme—for TV) (as Neil Skinner)

Mister Johnson (Beresford) (as Harry Rudbeck); Murder 101
(Condon—for TV) (as Charles Lattimore); Victim of Love
(London—for TV) (as Paul Tomlinson)

The Lawnmower Man (Stephen King’s The Lawnmower Man)
(Leonard) (as Doctor Lawrence Angelo); Live Wire (Dugnay)
(as Danny O’Neill)

Mrs. Doubtfire (Columbus) (as Stuart Dunmeyer); Entangled
(Les Veufs) (Fischer) (as Garavan); Death Train (Alistair
MacLean’s Death Train; Detonator) (Jackson—for TV)
(as Mike Graham); The Broken Chain (Johnson—for TV)
(as Sir William Johnson)

Dangerous Pursuit (—for TV); Don’t Talk to Strangers
(Lewis—for TV) (as Patrick Brody); Love Affair (Caron)
(as Ken Allen)

GoldenEye (Campbell) (as James Bond); Night Watch (Alistair
MacLean’s Night Watch; Detonator 2: Night Watch)
(Jackson—for TV) (as Mike Graham); Robinson Crusoe
(Daniel Defoe’s Robinson Crusoe) (Hardy, Miller) (as
Robinson Crusoe)

The Disappearance of Kevin Johnson (Megahy) (as himself);
The Mirror Has Two Faces (Streisand) (as Alex); Mars
Attacks! (Burton) (as Donald Kessler)

Dante’s Peak (Donaldson) (as Harry Dalton); Tomorrow
Never Dies (Spottiswoode) (as James Bond)

Quest for Camelot (The Magic Sword: Quest for Camelot) (du
Chau) (as voice of King Arthur); The Nephew (Brady) (as
Joe Brady + pr)
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1999  The World is Not Enough (Pressure Point) (Apted) (as James
Bond); The Thomas Crown Affair (McTiernan) (as Thomas
Crown + pr); The Match (The Beautiful Game) (Davis) (as
John MacGhee + pr); Grey Owl (Attenborough) (as Archibald
Belaney/Grey Owl)

2000 Dolphins (Freeman) (narrator); The Tailor of Panama
(Boorman) (as Andy Osnard)

Publications

By BROSNAN: articles—

Interview with Caroline Westbrook in Empire (London), Decem-
ber, 1995.

““The Best Since Connery,”” interview with Ian Nathan, in Empire
(London), October 1997.

““Nobody Does it Better,”” interview with Ian Nathan, in Empire
(London), January 1998.

On BROSNAN: books—

Membery, York, Pierce Brosnan: The Biography, London, 1997.

On BROSNAN: articles—

Ellis, Rosemary, ‘‘The Surprising Star of Remington Steele: Pierce
Brosnan,’” in McCall’s (New York), August 1984.

Kahn, Sheryl, ‘“The Two Faces of Pierce Brosnan,”” in McCall’s
(New York), December 1996.

“Why Are They Famous?: Pierce Brosnan,’
(London), 28 November 1999.

Jones, Alan, ‘‘Pierce Brosnan on James Bond,’’ in Cinefantastique
(Oak Park, Illinois), 1 December 1999.

’

in The Independent

Now best known in the role of James Bond, the playboy secret
agent, Pierce Brosnan began his showbusiness career as a fire-eater
before establishing himself in the 1970s as a stage actor in London. In
the 1980s and 1990s, he built a career as a tough but dignified leading
man, inheriting the role of Bond from Timothy Dalton in 1995, and
becoming the fifth actor to play the spy in the long-running series. He
has so far appeared three times as Commander Bond, and has been the
key to a revival of interest in the films.

Born in Ireland, but raised from the age of eleven in London,
Brosnan’s early childhood was a troubled one. His father left the
family when Pierce was a year old—the two were reunited in 1986—
and when his mother went to London to train as a nurse, the child
stayed in Ireland with his grandparents. Brosnan joined his mother in
London in 1964, but left school at the earliest opportunity, aged
fifteen. It was while working as a commercial artist in Harrods
department store that he became interested in acting, and gave up
work to enroll as a student at the London Drama Centre. Brosnan had
some success as a stage actor, but it was in 1981, with the ABC mini-
series The Manions of America, that his career began to take off.
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Playing the lead, Rory O’Manion, Brosnan was noticed by the
producers of the detective series Remington Steele. With the encour-
agement of his wife, Cassandra Harris, who was a ‘‘Bond Girl’’ in
For Your Eyes Only, the family moved to Los Angeles from Lon-
don in 1982.

Taking the title role in the highly popular TV series Remington
Steele, Brosnan became well known as the suave bachelor detective.
Talking to Rosemary Ellis in 1984, he complained of being over-
looked by casting directors who saw only the sophisticated smooth-
ness of the character, and thought he must be a model rather than an
actor. The similarities between Steele and Bond are obvious, and it
was because of the success of Remington Steele that, in 1985, he was
invited to replace Roger Moore as agent 007. Brosnan was keen to
take up the offer, but contractual difficulties over leaving Remington
Steele stood in his way, preventing him from making his anticipated
break into film.

In the years that followed, Brosnan worked mostly on mediocre
cable-TV film thrillers, and mini-series, although his performance as
the Russian masterspy Valeri Petrofsky in a Michael Caine vehicle,
The Fourth Protocol, was well received. Somewhat against form was
a supporting role in the Robin Williams comedy Mrs. Doubtfire that
marked an upturn in a career that seemed stuck in repetitive, though
lucrative, action flicks. Two years later, when a new actor was needed
for the role of Bond, Brosnan’s wit and studied elegance again
impressed producers, making him a popular choice. The three films in
which he has appeared as Bond have been the most successful in the
thirty-year history of the series, with the most recent, The World is Not
Enough, also grossing more than any other film made by the stu-
dio, MGM.

Brosnan’s second success of 1999 was The Thomas Crown Affair,
a remake of the 1968 film of the same name starring Steve McQueen
in the lead role. With Brosnan playing Thomas Crown, a billionaire
businessman who turns to crime to relieve his boredom, and Rene
Russo as the insurance investigator who pursues him, the later version
updates the slick style of the earlier film, substituting the theft of
a priceless Monet painting for the bank robbery of the original. As
aresult, Crown’s motivation for committing the crime becomes more
complex: only by stealing something beyond value can he escape the
world of money with which he has become dissatisfied.

Since GoldenEye, Brosnan has become one of the most bankable
actors in Hollywood. The average gross of the twenty-one films in
which he stars tops $40 million, while The World is Not Enough came
in at a whisker under the magic $100 million. Yet perhaps because of
his own background he remains a devoted father and family man.
Although he has often spoken candidly about the intensity of his
relationship with his first wife, who died of cancer in 1991, he has
managed also to keep his private life separate from his life as
a celebrity.

While Bond seems likely to be the role for which he is best
remembered as an actor, Brosnan has also devoted a good deal of his
time to campaigning for environmental causes and fundraising for
cancer research. Since the 1980s he has worked to protect ocean
habitat, and in particular whales and dolphins, from exploitation, and
with his second wife, environmental journalist Keely Shaye-Smith, is
involved with the International Fund for Animal Welfare. Several of
his recent film projects have an environmental theme. Richard
Attenborough’s less than impressive Grey Owl tells the true story of
an English settler and conservationist who passed himself off as
a Native American in the 1930s, and in 2000, Brosnan narrated
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Dolphins, an IMAX film which highlights environmental threats to
dolphins and other sea creatures.

—Chris Routledge

BRYNNER, Yul

Nationality: Swiss. Born: Taidje Kahn on Sakhalin Island, 12 July
1915; became citizen of Switzerland, late 1960s. Family: Married
1) the actress Virginia Gilmore, 1944 (divorced 1960), son: Yul
Brynner II; 2) Doris Kleiner, 1960 (divorced), daughter: Victoria;
3) Jacqueline de Croisset, 1972, two daughters. Career: 1940—came
to U.S. with actor Michael Chekhov’s Shakespeare company; 1942—
recruited by U.S. Office of War information as radio commentator in
French; 1946—Broadway debut in Lute Song; late 1940s—began
directing for CBS-TV on series Danger and Studio One; 1949—film
acting debut in Port of New York; 1950—director, Life with Snarky
Parker, children’s television puppet show; 1951—critical and popu-
lar attention for role of King of Siam in The King and I on Broadway,
and in film version, 1956; 1956—formed Alciona Productions;
1958—formed Alby Productions with Anatole Litvak; 1959-62—
narrated documentaries for United Nations on refugee children; late
1960s—moved to Switzerland; 1972—in U.S. TV series The King
and I; 1972—returned to acting in Hollywood films; 1975—returned
to Broadway in unsuccesstul Home Sweet Homer 1977—in success-
ful revival of The King and I on Broadway; 1981-85—on tour in

Yul Brynner and Deborah Kerr in The King and 1

revival of The King and 1. Awards: Best Actor Academy Award for
The King and I, 1956. Died: 10 October 1985.

Films as Actor:

1949  Port of New York (Benedek)

1956 The King and 1 (Walter Lang); The Ten Commandments
(DeMille); Anastasia (Litvak)

1958 The Brothers Karamazov (Brooks); The Buccaneer (Quinn)

1959 The Journey (Litvak); The Sound and the Fury (Ritt); Solo-
mon and Sheba (King Vidor); Le Testament d’Orphée (The
Testament of Orpheus) (Cocteau); Mission to No Man’s
Land (Pessis) (as narrator)

1960 Once More, with Feeling! (Donen); Profile of a Miracle (as
narrator); Surprise Package (Donen); The Magnificent
Seven (John Sturges)

1961 Goodbye Again (Aimez-vous Brahms?) (Litvak); My Friend
Nicholas (Raymond) (as narrator)

1962  Escape from Zahrain (Neame); Taras Balba (Thompson);
Man Is to Man . . . (Wright) (as narrator)

1963  Kings of the Sun (Thompson)

1964  Flight from Ashiya (Anderson); Invitation to a Gunfighter
(Wilson)

1965 Morituri (The Saboteur Code Name ‘‘Morituri’’) (Wicki)

1966  Paris briile-t-il? (Is Paris Burning?) (Clément); Cast a Giant
Shadow (Shavelson); Return of the Seven (Kennedy); Dan-
ger Grows Wild (The Poppy Is Also a Flower) (Young);
Triple Cross (Young)

1967 The Long Duel (Annakin); The Double Man (Schaffner)

1968 Villa Rides (Kulik)

1969  Bitka na Neretvi (The Battle of Neretva) (Bulajic); The File of
the Golden Goose (Wanamaker); The Magic Christian
(McGrath); The Madwoman of Chaillot (Forbes)

1970 Indio Black, sai che ti dico: sei un gran figlio di . . . (Adios
Sabata; The Bounty Hunters) (Frank Kramer, i.e. Gianfranco
Parolini)

1971 Romance of a Horsethief (Polonsky); Catlow (Wanamaker);
La Luz del fin del mundo (The Light at the Edge of the
World) (Billington)

1972  The Picasso Summer (Salin); Fuzz (Colla)

1973  Le Serpent (Night Flight from Moscow) (Verneuil); Westworld
(Crichton)

1975 The Ultimate Warrior (Clouse)

1976  Futureworld (Heffron); Con la rabbia agli occhi (Death
Rage; Anger in His Eyes) (Anthony Dawson, i.e. Antonio
Margheriti)

Publications

By BRYNNER: book—

Bring Forth the Children, New York, 1960.

Yul Brynner, Photographer, edited by Victoria Brynner, New
York, 1996.
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By BRYNNER: articles—

Interview in Ciné Revue (Paris), 4 September 1980.
Interview by Rocky Brynner in Inter/View (New York), March 1981.

On BRYNNER: books—

Robbins, Jhan, Yul Brynner: The Inscrutable King, New York, 1987.
Brynner, Rock, Yul: The Man Who Would Be King, New York, 1989.

On BRYNNER: articles—

‘“‘Head of Hair for a Head of Skin,”” in Life (New York), 18
March 1957.

““Yul Brynner—Golden Egghead,”” in Newsweek (New York), 19
May 1958.

Shipman, David, ‘“Yul Brynner’’ in The Great Movie Stars: The
International Years, New York, 1972.

Homage to Brynner, with filmography, in 1980 Deauville Film
Festival Programme Booklet.

Obituary in Variety (New York), 16 October 1985.

““Yul Brynner,”” in Stars (Mariombourg, Belgium), no. 23, Sum-
mer 1995.

Brynner, Victoria, ‘‘“The King and Eye,”” Vanity Fair (New York),
no. 434, October 1996.

Yul Brynner’s trademark—his baldness—was obviously the ac-
tor’s most identifiable feature. On a deeper level, his bald pate
signified the type he has played in films and on stage through most of
his career. His image—exotic, often sinister, and foreign, yet virile,
masculine, and authoritative—was undeniably linked to his physique,
his Eurasian facial features, but most especially his bald head.

Early in his career, most of the publicity surrounding Brynner
centered on his baldness. During the production of his early films
such as The Ten Commandments and The King and I, articles in
popular magazines were quick to equate his baldness with sexual
attractiveness. A career article in Newsweek, for example, quoted
several female fans at length on the subject of Brynner’s appearance.
One declared him to be ‘‘ugly magnetic’” while another thought him
“‘the most attractive man alive even if he grew grass on his head.”’
Interestingly, in publicity for later films in which Brynner often
donned hairpieces, attention was still directed to his baldness, as
photography sessions were arranged by the studios to record the
fitting of various wigs.

Brynner had originally shaved his head for his part as the King of
Siam in the stage production of The King and I, a role which both
made him a star and first presented him as exotic and erotic. Screen
roles such as the Pharaoh in The Ten Commandments, the King in the
filmed version of The King and I, and Jean Lafitte in The Buccaneer,
reinforced this image—an image in stark contrast to that of other box
office stars of the 1950s, including John Wayne, Rock Hudson,
Jimmy Stewart, and Alan Ladd, who were masculine, yet distinctly
American, and were rarely presented in such a sinister or seemingly
negative manner.

Brynner himself added to the exotic aspects of his image by
inventing several versions of his childhood for various publications.
He declared himself to be either a gypsy or the illegitimate son of
a gypsy and a wealthy Russian. Often he stated that he studied
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philosophy at the Sorbonne in Paris, alternating this story with those
about working as a gypsy singer in Parisian night spots or as a trapeze
artist in a circus.

The peak of his film career was perhaps his role as the black-clad
leader of a gang of cutthroats and outlaws in John Sturges’s The
Magnificent Seven. The film emphasized his authoritarian air, while
playing down his more exotic side, depicting him as ‘‘the gun-
fighter,”” an outsider who by the nature of his profession can never be
civilized. Brynner would reprise this character type again in later
Westerns including Invitation to a Gunfighter, Return of the Seven
(a sequel to The Magnificent Seven), Indio Black, and Westworld.

Unfortunately, by the late 1960s too many roles with too little
variation had him hopelessly stereotyped as foreign heads of state or
doomed gunfighters. In 1968 Variety actually listed him as a liability
to producers because his films were consistent financial and critical
flops. A move to Switzerland and roles in several European films did
little to change his box office status. His most outrageous role, and
one that purposely played against his image, was a cameo as a trans-
vestite in The Magic Christian.

Brynner died of lung cancer in 1985. His last *‘performance’” was
by far his most dramatic and perhaps his most courageous. Shortly
before his death, Brynner filmed a public service announcement for
the American Cancer Society in which he warned viewers about the
dangers of cigarette smoking. Brynner makes clear to the audience in
his monologue that by the time they see the commercial, he will
already have died from the result of smoking. It was a truly memora-
ble exit from a dynamic film star who had always shrouded himself in
drama and mystery.

—Susan M. Doll

BUCHANAN, Jack

Nationality: British. Born: Helensburgh, Scotland, 2 April 1890.
Education: Larchfield School, Helensburgh; Glasgow Academy.
Family: Married 1) Saffro Arnau, 1915; 2) Suzie Bussett, 1949.
Career: Amateur stage appearances while an office worker; 1911—
professional debut in variety theater; 1915—17—toured in successful
play Tonight’s the Night; 1917—film debut in Auld Lang Syne;
1921—=critical and popular acclaim for role in Charlot’s A—Z musi-
cal revue in London; later on Broadway; 1920s—series of leading
roles in minor British films; 1929-30—appeared in a few Hollywood
films; 1931—built Leicester Square Theatre in London; 1932—
directed (with Herbert Wilcox) first film, Yes Mr. Brown; late
1930s—began producing his own films; entertained troops during
World War II; 1953—sagging career restored by role in Minnelli’s
The Band Wagon. Died: In London, 21 October 1957.

Films as Actor:
1917 Auld Lang Syne (Morgan) (as Vane)

1919 Her Heritage (Merwin) (as Bob Hales)
1923 The Audacious Mr. Squire (Greenwood) (as Tom Squire)
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Jack Buchanan (right) with Fred Astaire and Nanette Fabray in The Band Wagon

1924
1925

1927
1928
1929
1930
1931

1932

1935

1936

The Happy Ending (Cooper) (as Capt. Dale Conway)

Settled Out of Court (Evidence Enclosed) (Cooper) (as hus-
band); Stage Stars Off Screen (short); A Typical Budget
(Brunel—short); Bulldog Drummond’s Third Round (Mor-
gan) (as Capt. Hugh Drummond)

Confetti (Cutts) (as Count Andrea Zorro)

Toni (Maude) (as Toni Marr/Marini)

Paris (Badger) (as Guy Pennell); Show of Shows (Adolfi)

Monte Carlo (Lubitsch) (as Count Rudolph Falliere); The
Glee Quartette (short)

The Invisible Enemy (charity appeal short); Man of Mayfair
(Mercanton) (as Lord William)

Goodnight Vienna (Magic Night) (Wilcox) (as Capt. Max
Schlettof); Yes Mr. Brown (Geschaft nit Amerika) (as
Nicholas Baumann, + co-d with Herbert Wilcox); That’s
a Good Girl (as Jack Barrow, + d, co-sc)

Brewster’s Millions (Freeland) (as Jack Brewster); Come Out
of the Pantry (Raymond) (as Lord Robert Brent)

When Knights Were Bold (Raymond) (as Sir Guy de Vere);
This’ll Make You Whistle (Wilcox) (as Bill Hopping);
Limelight (Backstage) (Wilcox) (as himself)

1937

1938

1939

1940
1944
1951
1952
1953
1955

1956

Smash and Grab (Whelan) (as Jack Forrest, + pr); The Sky’s
the Limit (as Dave Harber, + co-d with Lee Garmes, pr)
Cavalcade of Stars (short); Break the News (Le Mort en fuite)
(Clair) (as Teddy Fenton, + pr)

The Middle Watch (Bentley) (as Capt. Maitland); The Gang’s
All Here (The Amazing Mr. Forrest) (Freeland) (as Forrest,
+ co-pr)

Bulldog Sees It Through (Huth) (as Bill Watson)

Some Like It Rough (short) (as narrator)

A Boy and a Bike (short)

Giselle (short) (as narrator)

The Band Wagon (Minnelli) (as Jeffrey Cordova)

As Long as They’re Happy (Thompson) (as John Bentley);
Josephine and Men (Boulting) (as Charles Luton)

The French They Are a Funny Race (The Diary of Major
Thompson) (Preston Sturges)

Other Films:

1938
1943

Sweet Devil (Quelle drole de gosse) (Guissart) (pr only)
Happidrome (Brandon) (co-pr only)
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Publications
On BUCHANAN: books—

Leonard, William, and James Robert Parish, Hollywood Players: The
Thirties, New York, 1976.

Marshall, Michael, Top Hat and Tails: The Story of Jack Buchanan,
London, 1978.

Shipman, David, The Great Movie Stars: The Golden Years, revised
edition, London, 1979.

Jack Buchanan typified the suave, debonair (almost bland) Eng-
lish gentleman of stage and screen; he could sing and dance hardly
more than adequately, but there was something about his personality
(“‘something about you that’s different,”” as one of his songs put it)
that was very charming and attractive. Usually attired in top hat and
tails, Buchanan was hailed by many critics as the British Fred Astaire,
and although his dancing style was far more simplistic than Astaire’s,
Buchanan did possess the same relaxed manner.

Buchanan made his film debut as a leading man in the silent era;
the films were all second-rate, and Buchanan was hopelessly miscast
in them. He made his debut in ‘‘talkies’” in America in leading roles
opposite Irene Bordoni in Paris and Jeanette MacDonald in Monte
Carlo. Somehow he lacked the natural charm of MacDonald’s other
leading man from this period, Maurice Chevalier; he returned to
England to continue his film career there. (Interestingly Buchanan
and Chevalier were later co-starred in one film, René Clair’s Break
the News.)

In England Buchanan’s leading ladies included the American Fay
Wray (When Knights Were Bold) and the French-born American star
Lili Damita (Brewster’s Millions). His best British films, however,
are those with Anna Neagle and Elsie Randolph; both ladies pos-
sessed just the right middle-class quality to complement Buchanan’s
aristocratic air. Goodnight Vienna/Magic Night is probably his best
film with Neagle, in which he charmingly sings the title song to her
over the telephone, while This’ll Make You Whistle, his best work
with Randolph, introduces the delightful *‘I’m in a Dancing Mood.”’

The Buchanan charm was still apparent, despite the ravages of age
and cancer, in his return-to-Hollywood feature, The Band Wagon. It
was missing from his last film, Preston Sturges’s depressingly unfunny
The French They Are a Funny Race.

—Anthony Slide

BUCHHOLZ, Horst

Nationality: German. Born: Berlin, 4 December 1933. Family:
Married French actress Miriam Bru, 1958; father of actor Christopher
Buchholz. Education: Completed high school in Germany. Career:
Began acting while still a high school student, playing bit parts on
stage and dubbing foreign films into German; gradually gained larger
roles on stage and earned favorable reputation in the German theatre;
1955—first film role in Julien Duvivier’s Marianne de Ma Jeunesse
(Marianne of My Youth); 1957—became major European star after
lead role in film The Confessions of Felix Krull; 1958—American
stage debut in short-lived Broadway production of Colette’s Cheri;
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U.S. film debut same year, as villain in director J. Lee Thompson’s
Tiger Bay; 1960—first major Hollywood film role as Chico in John
Sturges’ western The Magnificent Seven. Awards: Cannes Film
Festival Best Actor Award, for Sky without Stars, 1955. Address: 232
de Rue FMG Sud, St. Honore, Paris, France.

Films as Actor:

1955 Regine (Braun); Marianne, meine Jugendliebe (Duvivier) (as
Vincent Loringer); Himmel ohne Sterne (Sky without Stars)
(Kautner)

1956  Die Halbstarken (The Hooligans; Teenage Wolfpack) (Tressler)
(as Freddie)

1957 Ein Stuck vom Himmel (A Piece of Heaven) (Jugert)
(uncredited); Montpi (Kautner) (as Young Montpi);
Endstation Liebe (Tressler) (as Mecky); Robinson soll
nicht sterben (The Girl and the Legend; The Legend of
Robinson Crusoe) (von Baky) (as Tom); Bekenntnisse des
Hochstaplers Felix Krull (The Confessions of Felix Krull)
(Hofman) (as Felix Krull); Herrscher ohne Krone (King in
Shadow) (Braun) (as King Christian)

1958 Nasser Asphalt (Wet Asphalt) (Wisbar); Auferstehung (Resur-
rection) (Hansen) (as Nechljudoff)

1959 Tiger Bay (Thompson) (as Korchinsky); Das Totenschiff
(Tressler) (as Philip)

1960 The Magnificent Seven (Sturges) (as Chico)

1961 Fanny (Logan) (as Marius); One, Two, Three (Wilder) (as
Otto Ludwig Piffl)

1963  Nine Hours to Rama (Robson)

1964 La Noia (The Empty Canvas) (Damiani) (as Dino)

1965 The Love Goddesses (Turell); Estambul (That Man in Instanbul)
(Isasi-Isasmendi)

1966 Cervantes (Young Rebel) (Sherman) (as Miguel de Cervantes)

1967 Johnny Banco (Allepgret) (as Johnny Banco)

1968 Como, Quando, Perchep (How, When and with Whom)
(Pietrangeli) (as Alberto); L’Astragale (Astragal) (Casaril)
(as Julien)

1971 La Colomba Non Deve Volare (Skyriders Attack) (Garrone)

1972  The Great Waltz (Stone) (as Johann Strauss, Jr.)

1973  Aber Jonny! (Weidenmann)

1974  Pittsville—Ein Safe voll Blut (The Catamount Killing) (Zanussi)
(as Mark Kalvin)

1976  Frauenstation (Woman in Hospital) (Thiele); The Savage
Bees (Geller—for TV) (as Dr. Jorge Meuller)

1977 Dead of Night (Curtis); Raid on Entebbe (Kershner—for TV)
(as Wilfred Boese)

1978 The Amazing Captain Nemo (March) (as King Tibor); Return
to Fantasy Island (Fantasy Island II) (McCowan—for TV)
(as Charles Fleming)

1979  Da Dunkerque alla Vittoria (From Hell to Victory) (Lenzi) (as
Jurgen Dietrich); Avalanche Express (Hellman and Robson)
(as Scholten); The French Atlantic Affair (Heyes—for TV)
(as Doctor Chabot)

1981 Berlin Tunnel 21 (Michaels) (as Emerich Weber)

1982  Aphrodite (Fuest) (as Harry Laird)

1983  Sahara (McLaglen) (as Von Glessing)
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BUCHHOLZ

Horst Buchholz (thrid from left) in The Magnificent Seven

1984

1985
1986

1988

1990

1991

1992

1993

1994

1995
1997

Wenn Ich Mich Furchte (Fear of Falling; When I'm Afraid)
(Rischert)

Code Name: Emerald (Sanger) (as Walter Hoffman)

Die Fraulein von Damals (Haugk—for TV); Crossings
(Arthur—for TV) (as Martin Goertz)

I Skrzypce Przestaly Grac (And the Violins Stopped Playing)
(Ramati) (as Dymitr)

Requiem por Granada (Escriva—for TV) (as Muley Hassan)

Touch and Die (Solinas) (as Limey)

Aces: Iron Eagle 11l (Glen) (Leichman)

In Weiter Ferne, So Nah! (Faraway, So Close!) (Wenders) (as
Tony Baker)

Todliches Erbe (Rothermund—for TV) (as Wolfgang Olmer);
Fantaghiro IV (Cave of the Golden Rose 1V) (Bava—for
TV) (as Darken)

Der Clan der Anna Voss (Ballman—for TV) (as Paul Voss)

Ptak Ohnivak (Vorlicek) (As King Jorgen); Der Kleine
Unterscheid (Bohn—for TV) (as Wolfhart Perl);
Geisterstunde—Fahrstuhl ins Jenseits (Matsutani and
Niemann—for TV); La Vita e Bella (Life Is Beautiful)
(Benigni) (as Dr. Lessing)

1998 Voyage of Terror (The Fourth Horseman) (Trenchard-Smith
—for TV) (as Captain); Dunckel (Kraume)

1999 Minefield (Lane); Kinderraub in Rio-Eine Mutter Schldigt
Zuriick (Griinler—for TV) (as Dr. Lopez)

2000 Heller als der Mond (Brighter than the Moon) (Widrich) (as
Erster Gast); Der Feuervogel (Vorlicek)

Publications
On BUCHHOLZ: articles—

‘‘Advance Notice: Portrait,”” in Vogue (New York), 15 Septem-
ber 1959.

““Hollywood: Henry Bookholt,”” in Time (New York), 4 August 1961.

Miller, Ellen, ‘‘Pretty Brunette and a German Beat,”’
(New York), November, 1961.

Broeske, Pat H., ‘‘Outtakes: A Man Called Horst,”” in The Los
Angeles Times, 17 March 1991.

in Seventeen

* * *
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Born in Berlin, Germany, in 1933, Horst Buchholz came into the
world the same time as did the Third Reich; he was lucky to escape the
destruction that engulfed that regime in 1945. Like so many Germans,
the Buchholzes were bombed out of their home, and they spent the
closing months of the war in a series of evacuation camps. The family
was separated by the war; although Horst and his mother returned to
Berlin in the fall of 1945, the boy’s father remained in an Allied POW
camp until 1947.

To help support the family, young Horst found work in the
reviving German theatre, mostly as a bit player or extra. A few years
later, he was hired by a film company to assist with the dubbing of
foreign films into German. Buchholz gradually earned more substan-
tial roles in the theatre, which, in turn, led to acting jobs in motion
pictures. He played supporting roles in three German films made in
1955, and his first major role came the next year, when he played
a biker-gang leader named Freddy in Die Halbstarken (The Half-
Strongs, German slang for juvenile delinquents). It was this portrayal,
along with a few similar roles, that gained Buchholz a following
among German youth and earned him the nickname ‘‘The Teutonic
James Dean.”’

More important parts began to come Buchholz’s way as his acting
ability and popularity with audiences became clear. He was named
Best Actor at the Cannes Film Festival for his role in Helmut
Kautner’s 1955 film Sky Without Stars. Buchholz’s breakout role
came in 1957, with The Confessions of Felix Krull (based on a popular
novel by Thomas Mann). The film, and its young star, received
international acclaim (although the English-dubbed version erroniously
credited ‘“Henry Bookholt™’ in the title role).

Although Felix Krull did play in the United States, it was mostly
seen by art house patrons. Buchholz’s first major exposure to Ameri-
can audiences came with his appearance in J. Lee Thompson’s 1959
film Tiger Bay. Buchholz was cast as the villain in that film, but his
next role gave him the opportunity to portray that most heroic of
American heroes, the cowboy. John Sturges’ western The Magnifi-
cent Seven (1960) featured such established stars as Yul Brynner and
Eli Wallach, along with rising young American actors like Steve
McQueen, James Coburn, and Charles Bronson. Buchholz was cast as
Chico, a young Mexican who had become a gunfighter in rejection of
his peasant heritage—a life to which he returns at the film’s end.

Although Buchholz received favorable reviews for his cast-
against-type performance, and had major roles in other American
films of the period—such as Joshua Logan’s Fanny (1961) and Billy
Wilder’s One, Two, Three (which cast Buchholz opposite James
Cagney)—the young German never became a major star in the
Hollywood firmament, possibly because he refused to focus on
American films exclusively. Buchholz has remained a working actor,
dividing his career between films and television, between the United
States and Europe—a lifestyle made possible by his command of
English, French, and Italian, in addition to his native German.
Buchholz and his wife of forty-plus years, the French actress Miriam
Bru, maintain homes in Switzerland, France, and Germany.

Although much of his later work involved him in relatively
undistinguished films, Buchholz did play a supporting role in Roberto
Begnini’s Life Is Beautiful, which won several Oscars in 1999,
including Best Picture. Buchholz has also lent his talents to numerous
made-for-TV movies over the years in both the United States and
Europe, and has also done occasional episodic television work in both
markets.

—Justin Gustainis
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BUJOLD, Genevieve

Nationality: Canadian. Born: Montreal, 1 July 1942. Education:
Studied at a convent and at the Quebec Conservatory of Drama.
Family: Married the director Paul Almond, 1967 (divorced 1973),
sons: Matthew and Emmanuel. Career: 1962—joined Théatre du
Gesu’s production of The Barber of Seville; 1963—became member
of Le Théétre du Rideau Vert; 1963—-64—acted in some 60 TV and
radio shows; 1964—first role in Canadian-French co-production La
Fleur de I’age; 1965—toured Europe and the Soviet Union with
Rideau Vert company; 1966—while in Paris, chosen by Alain Resnais to
play opposite Yves Montand in Le Guerre est finie; on return to
Canada appeared in stage and film productions directed by husband
Paul Almond; 1969—international fame after starring role in Anne of
the Thousand Days. Awards: Best Actress, Canadian Film Awards,
for Isabel, 1968; Best Actress, Canadian Film Awards, for Acte de
coeur, 1970; Best Actress Award, LA Film Critics, 1988. Address:
c/o Trauber and Flynn, 2029 Century Park East, Suite 300, Los
Angeles, CA 90027, U.S.A.

Films as Actress:

1963 Amantia Pestilens (Bonniere)

1964 “‘Genevieve’’ ep. of La Fleur de I’age (Les Adolescents; The
Adolescents) (Brault) (as Genevieve)

1966 La Guerre est finie (The War Is Over) (Resnais) (as Nadine
Sallanches); Le Roi de coeur (King of Hearts) (de Broca)
(as Coquelicot)

1967 Le Velour (The Thief of Paris) (Malle) (as Charlotte); Entre la
mer et I’eau douce (Brault)

1968 Isabel (Almond) (title role)

1969 Anne of the Thousand Days (Jarrott) (as Anne Boleyn)

1970 Acte du coeur (Act of the Heart) (Almond) (as Martha Hayes);
Marie-Christine (short)

1971 The Trojan Women (Cacoyannis) (as Cassandra)

1972 Journey (Almond) (as Saguenay)

1973  Kamouraska (Jutra) (as Elisabeth)

1974 Earthquake (Robson) (as Denise)

1975 L’Incorrigible (The Incorrigible) (de Broca) (as Marie-
Charlotte)

1976  Swashbuckler (The Scarlet Buccaneer) (Goldstone) (as Janet
Barnet); Obsession (De Palma) (as Elizabeth Courtland);
Alex and the Gypsy (Love and Other Crimes) (Korty) (as
Maritza)

1977 Un Autre Homme, une autre chance (Another Man, Another
Chance) (Lelouch) (as Jeanne Leroy)

1978 Coma (Crichton) (as Dr. Susan Wheeler); Mistress of Para-
dise (Medal—for TV) (as Elizabeth Beaufort)

1979  Murder by Decree (Clark) (as Annie Crook); Final Assign-
ment (Almond) (as Nicole Thomson)

1980 The Last Flight of Noah’s Ark (Jarrott) (as Bernadette Laffeur)

1982  Monsignor (Perry) (as Clara)

1984  Tightrope (Tuggle) (as Beryl Thibodeaux); Choose Me (Ru-
dolph) (as Dr. Nancy Love)

1985 Trouble in Mind (Rudolph) (as Wanda)
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Genevieéve Bujold in Coma

1988

1989

1990

1991
1992
1993

1994

1995
1997
1998

1999
2000
2001

Dead Ringers (Cronenberg) (as Claire Niveau); The Moderns
(Rudolph) (as Libby Valentin)

Les Noces de papier (A Paper Wedding) (Brault—for TV) (as
Claire); Secret Places of the Heart (Bridges); Red Earth,
White Earth (Greene—for TV) (as Madeline)

False Identity (Keach) (as Rachel Roux); Une Certaine Charme
(Aghian); And the Dance Goes On (Almond) (as Rick and
James’s mother)

Rue du Bac (as Marie Aubriac)

Oh, What a Night (Till) (as Eva)

Spending Time with Family (Barron); An Ambush of Ghosts
(Lewis) (as Irene Betts)

Mon Ami Max (My Friend Max) (as Marie-Alexandrine
Brabant)

The Adventures of Pinocchio (Barron) (as Leona)

The House of Yes (Mark Waters) (as Mrs. Pascal)

You Can Thank Me Later (Dotan) (as Joselle); Last Night
(McKellar) (as Mrs. Carlton)

Eye of the Beholder (Elliott) (as Dr. Brault)

The Bookfair Murders (Panzer—for TV) (as Margaret)

Sex and a Girl (Rosenberg)

Publications

By BUJOLD: articles—

Interview by M. Euvrard, in Cinéma Québec (Montreal), March-
April 1973.

‘‘Kamouraska: Genevieve Bujold,”” interview by Kiss/Koler and A.
Ibranyi-Kiss, in Cinema Canada (Montreal), April-May 1973.

Interview with Dani¢le Parra, in Revue du Cinéma (Paris), April 1991.

On BUJOLD: articles—

““‘Genevieve Bujold: The Flame Within,”” in Time (New York), 28
September 1970.

Almond, Paul, ‘‘Genevieve Bujold: In Transition,”” in Close-Ups:
The Movie Star Book, edited by Danny Peary, New York, 1978.

Ciné Revue (Paris), 12 June 1980.

Schupp, P., “‘Genevieve Bujold: 1’indépendance et la volonté,”” in
Séquences (Montreal), October 1987.
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Iskusstvo Kino (Moscow), May 1990.
Stars (Mariembourg), March 1990.

Surely few film actresses so distinguished as Genevieve Bujold
have appeared in so few distinguished films. After a strong beginning
in supporting roles as the provocative, lissome admirer of Yves
Montand in Alain Resnais’s La Guerre est finie and the wistfully fey
inmate in Philippe de Broca’s King of Hearts, the young Quebecoise
became a star in American films of the Seventies, a quirky character
actress in the Eighties, and only an occasional player, mainly in
Canadian films, in recent years.

American audiences were introduced to Bujold as a slight-of-build
but self-contained, fiercely determined Anne Boleyn, a perfect foil to
Richard Burton’s extravagant Henry VIII in Anne of the Thousand
Days. Three years later she met the challenge of Greek tragedy on
film, as Cassandra in Michael Cacoyannis’s The Trojan Women,
holding her own against Katharine Hepburn, Vanessa Redgrave, and
Irene Papas. Many must have felt, with Pauline Kael, that ‘‘this
performance is a leap in her career; her ambitiousness in tackling
arole like this suggests prodigies ahead.”’

As it turned out, most of her American films in the next 10 years
were to be glossy, unimaginative genre exercises: Earthquake, Swash-
buckler, Monsignor, and Coma (in which she at least brought an air of
authority to her starring role as a doctor in a Michael Crichton
thriller). In between, there were some Canadian films directed by her
husband, Paul Almond—Isabel, Acte du coeur, Journey, Final Assign-
ment—and a few offbeat projects such as John Korty’s Alex and the
Gypsy and Claude Lelouch’s underrated Another Man, Another
Chance. Of her English-language starring roles, perhaps Brian De
Palma’s Obsession used her best, not least for her haunting (and
distinctly French) facial features, a combination of soft and firm
qualities, upon which the male lead is fixated. The role calls for
Bujold to project a remote yet intense and (to the hero) seemingly
attainable sensuality; beyond that, a kindly, intelligent concern (both
feigned and real, as it turns out); while underneath she is a determined
avenger, and underneath that, a wounded, unloved child pleading
for help.

Bujold brings to most of her best roles several of these qualities:
both toughness and vulnerability (a copywriter’s hackneyed pairing,
but truly pertinent here), and both an air of poised, experienced,
unexaggerated sensuality and a convent-girl or hurt-child innocence.
These qualities have worked together most perfectly perhaps in
a 1974 television production of Jean Anouilh’s Antigone, an adapta-
tion of Sophocles that retains the plot but uses deliberately anachro-
nistic modern speech. The force and conviction of Bujold’s perform-
ance eliminate potentially ludicrous clashes of style and lapses into
sentimentality, while keeping the pride and pathos.

Following good notices for her role as a rape-victim therapist in
another thriller, Tightrope, Bujold appeared in some extremely varied
and distinctive character parts, notably in a trio of films by Alan
Rudolph and one by David Cronenberg. Choose Me, the first of the
Rudolph films, provided her a most unusual deadpan comic role, as
aradio ‘‘Love Doctor’” who gives brilliant advice to her listeners but
is a psychological mess outside the studio. Her first scene, establish-
ing her cool, self-assured radio persona, using her deep voice to
superb effect, is contrasted later by her tour-de-force dialogue with
Keith Carradine, in which, under a false name, she admiringly
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describes the radio star with a sort of daffy abandon, totally absorbed
in herself. In Cronenberg’s Dead Ringers, playing a jaded actress, she
manages to make her character neither ludicrous nor villainous—a
considerable achievement, since the plot calls for her to be having an
affair with twin brothers without knowing it, and later, after a denun-
ciation and reconciliation, carelessly leading one of them into drug
addiction.

Bujold’s screen presence is so strong that she can be a major part
of the success of a film in which she has only one scene. Such is the
case in the Sherlock Holmes drama Murder by Decree, in which she
plays the pivotal role of a madwoman who not only reveals the
information necessary for Holmes to solve the case but who is so
vitally appealing that Holmes makes an emotional commitment to her
that carries him to a climatic denunciation.

In recent years Bujold appears to have pursued a private life more
than a film career, though she was briefly notorious for abandoning
her role as the captain in the Star Trek: Voyager television series. She
has continued to work mainly in Canadian productions, and occasion-
ally in such American independent films as An Ambush of Ghosts,
where she is a woman driven mad by guilt, and The House of Yes (yet
another madwoman, but this one dryly arch), receiving excellent
notices as always but little public renown.

—Joseph Milicia

BURKE, Billie

Nationality: American. Born: Mary William Ethelbert Appleton
Burke, in Washington, D.C., 7 August 1886 (some sources say 1885);
daughter of William (Billy) Burke, an internationally celebrated
Barnum and Bailey circus clown. Family: Married theater impresario
Florenz Ziegfeld, 1914; daughter: Patricia. Career: Toured Europe
and the United States with the circus that employed her father, 1890s;
made stage debut in London, 1903; came to New York to appear on
the stage in My Wife, with John Drew, and continued appearing on
Broadway, 1907; made her screen debut in Peggy, 1916; retired from
screen acting, and returned to Broadway, 1921; returned to screen
acting when hers and husband Florenz Ziegfeld’s assets were wiped
out in the stockmarket crash, 1929; played Glinda, the Good Witch, in
The Wizard of Oz, 1939; appeared in the television series, Doc Corkle,
1952. Died: Of a heart ailment, Verdugo City, California, 14 May 1970.

Films as Actress:

1916 Peggy (Giblyn, Ince) (as Peggy Cameron); Gloria’s Romance
(Campbell, Edwin) (serial) (as Gloria)

1917 The Mysterious Miss Terry (Dawley) (as Mavis Terry); Arms
and the Girl (Kaufman) (as Ruth Sherwood); The Land of
Promise (Kaufman) (as Nora Marsh)

1918 Eve’s Daughter (Kirkwood) (as Irene Simpson-Bates); Let’s
Get a Divorce (Giblyn) (as Mme. Cyprienne Marcey); In
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Billie Burke (left) with Judy Garland (center) and Margaret Hamilton in The Wizard of Oz

1919

1920
1921
1929

1932
1933

1934

1935

Pursuit of Polly (Withey) (as Polly Marsden); The Make-
Believe Wife (Robertson) (as Phyllis Ashbrook)

Good Gracious, Annabelle! (Melford) (as Annabelle Leigh);
The Misleading Widow (Robertson) (as Betty Taradine);
Sadie Love (Robertson) (as Sadie Love); Wanted: A Hus-
band (Windom) (as Amanda Darcy Cole)

Away Goes Prudence (Robertson) (as Prudence Thorne); The
Frisky Mrs. Johnson (Dillon) (as Belle Johnson)

The Education of Elizabeth (Dillon) (as Elizabeth Banks)

Glorifying the American Girl (Harkrider, Webb) (as Herself)

A Bill of Divorcement (Cukor) (as Margaret Fairfield)

Christopher Strong (Arzner) (as Lady Elaine Strong); Dinner
at Eight (Cukor) (as Millicent [Mrs. Oliver] Jordan); Only
Yesterday (Stahl) (as Julia Warren)

Finishing School (Nichols, Jr., Tuchock) (as Mrs. Radcliffe);
Where Sinners Meet (Ruben) (as Eustasia); We’re Rich
Again (Seiter) (as Linda); Forsaking All Others (Van Dyke)
(as Aunt Paula)

Splendor (Nugent) (as Clarissa); Society Doctor (Seitz) (as
Mrs. Crane); She Couldn’t Take It (Garnett) (as Mrs. van
Dyke); A Feather in Her Hat (Santell) (as Julia Trent

1936

1937

1938

1939

1940

Anders); Doubting Thomas (Butler) (as Paula Brown);
After Office Hours (Leonard) (as Mrs. Norwood); Becky
Sharpe (Mamoulian) (as Lady Bareacres)

My American Wife (Young) (as Mrs. Robert Cantillon);
Piccadilly Jim (Leonard) (as Eugenia Willis); Craig’s Wife
(Arzner) (as Mrs. Frazier); The Great Ziegfeld (Leonard)
(advisor only)

Topper (McLeod) (as Mrs. Topper); Parnell (Stahl) (as Clara
Wood); The Bride Wore Red (Arzner) (as Contessa di
Meina); Navy Blue and Gold (Wood) (as Mrs. Alyce Gates)

Merrily We Live (McLeod) (as Mrs. Emily Kilbourne); Every-
body Sing (Marin) (as Diana Bellaire); The Young in Heart
(Wallace) (as Marmy Carleton)

Remember? (McLeod) (as Mrs. Louise Bronson); Eternally
Yours (Garnett) (as Aunt Abby); Broken Suite (Thiele) (as
Mrs. McGill); Topper Takes a Trip (McLeod) (as Mrs.
Topper); Zenobia (Douglas) (as Bessie Tibbitt); The Wiz-
ard of Oz (Fleming) (as Glinda, the Good Witch)

Hullabaloo (Marin) (as Penny Merriweather); The Ghost
Comes Home (Thiele) (as Cora Adams); Dulcy (Simon) (as
Eleanor Forbes); And One Was Beautiful (Sinclair) (as Mrs.
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Lattimer); Irene (Wilcox) (as Mrs. Herman Vincent); The
Captain Is a Lady (Sinclair) (as Blossy Stort)

1941 The Wild Man of Borneo (Sinclair) (as Bernice Marshall);
Topper Returns (Del Ruth) (as Mrs. Topper); One Night in
Lisbon (Griffith) (as Catherine Enfilden)

1942  What’s Cookin’? (Cline, Lantz) (as Agatha); Girl Trouble
(Schuster) (as Mrs. Rowland); The Man Who Came to
Dinner (Keighley) (as Mrs. Ernest Stanley); In This Our
Life (Huston) (as Lavinia Timberlake); They All Kissed the
Bride (Hall) (as Mrs. Drew)

1943 You're a Lucky Fellow, Mr. Smith (Feist) (as Aunt Harriet);
So’s Your Uncle (Yarbrough) (as Minerva); Hi Diddle
Diddle (Stone) (as Liza Prescott); Gildersleeve on Broad-
way (Douglas) (as Mrs. Laura Chandler)

1945  Swing Out, Sister (Lilley) (as Jessica); The Cheaters (Kane)
(as Mrs. Pidgeon)

1946 Breakfast in Hollywood (Schuster) (as Mrs. Cartwright); The
Bachelor’s Daughters (Stone) (as Molly)

1948  Silly Billy (White) (short); Billie Gets Her Man (Bernds) (short)

1949 And Baby Makes Three (Levin) (as Mrs. Fletcher); The
Barkleys of Broadway (Walters) (as Mrs. Livingston Belney)

1950 Three Husbands (Reis) (as Mrs Whittaker, the Wife); The Boy
From Indiana (Rawlins) (as Zelda Bagley); Father of the
Bride (Minnelli) (as Doris Dunstan)

1951 Father’s Little Dividend (Minnelli) (as Doris Dunstan)

1953 Small Town Girl (Kardos) as Mrs. Livingston)

1959 The Young Philadelphians (Sherman) (as Mrs. J. Arthur Allen)

1960 Pepe (Sidney) (as Guest Star); Sergeant Rutledge (Ford) (as
Mrs. Cordelia Fosgate)

Publications
By BURKE: books—

With a Feather on My Nose, with Cameron Shipp, New York, 1949.
With Powder on My Nose, with Cameron Shipp, New York, 1959

On BURKE: books—

Cantor, Eddie, and David Freedman, Ziegfeld: The Great Glorifier,
New York, 1934.

Ziegfeld, Patricia, The Ziegfelds’ Girl: Confessions of an Abnormally
Happy Childhood, Boston, 1964.

Badrig, Robert H., Florenz Ziegfeld: Twentieth-Century Showman,
Charlottesville, New York, 1972.

Higham, Charles, Ziegfeld, Chicago, 1972.

Carter, Randolph, The World of Flo Ziegfeld, New York, 1974.

Duval, Katherine, Ziegfeld: The Man and His Women, N.p., Paradise
Books, 1978.

Ziegfeld, Richard, and Paulette Ziegfeld, The Ziegfeld Touch: The
Life and Times of Florenz Ziegfeld, Jr., New York, 1993.

On BURKE: articles—

Wolf, Rennold, ‘‘Billie Burke, Married and at Home,”’ in Green
Book, November 1914.
“Jolo,”” ““Peggy,”’ in Variety (New York), 21 January 1916.
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“‘Billie Burke Dead; Movie Comedienne,”’ in New York Times, 16
May 1970.
“‘Billie Burke,”’ in Films in Review (New York), December 1970.

There will be no more lasting screen image of Billie Burke than
Glinda, the Good Witch of the North, in The Wizard of Oz. Her
entrance—inside a multi-colored ball of light—is breathtaking. From
the light, she appears before Dorothy and the Munchkins in a sparkly,
pink organdy gown, her waves of strawberry red hair topped with
atall silver crown. Speaking in cheerful comforting tones, and waving
her enormous fairy wand, Glinda instructs the ruby-slippered Doro-
thy to follow the yellow brick road. Burke’s performance inspires
audiences to take heart: the Kansas farm girl will live to see her Aunt
Em once more.

Glinda is an icon of goodness in the fairytale land of Oz that
otherwise is ruled by evil sister witches and an impotent wizard. Her
diction is British and highborn; she rolls her R’s majestically. She is
dainty and frilly and feminine, delicate and sweet—but not fragile.
Dorothy says she is beautiful.

What more fitting way for Billie Burke to be remembered? After
all, during the first twenty years of her career she was a popular and
attractive actress, much-adored by theater audiences as a comedienne
and ingenue. She endorsed many beauty products and set styles: the
‘‘Billie Burke Collar,”” a flat, lacy ruff, was a favorite among women
prior to World War I. She attracted the attentions of the most famous
entertainers and writers, including Mark Twain, Enrico Caruso, and
W. Somerset Maugham. During this period, Burke was looked upon
as ‘‘beautiful’”’ much in the way that Dorothy views her. However,
because none of her plays were classics and no records of her
performances exist, this part of her life floats off in the distance
somewhere between legendary and forgotten.

In fact, even her early film career has been overlooked. Burke’s
first appearance in a motion picture is in the title role of Peggy. She
plays a lovely young orphan-heiress who is forced into leaving the
party-filled Westchester social scene to join her legal guardian in
aremote Scottish village. In a favorable review, Variety critic ‘‘Jolo”’
remarks, ‘‘Peggy is a fine photoplay feature, which will live its
allotted time, but what is of greater importance to the film industry is
that there has been launched a new juvenile comedienne of the first
rank. There cannot be any question of this.”’

What is outstanding in Burke’s debut is her ability to fool the
camera about her age. During the cinema’s silent years, most screen
stars who played sweet, virginal characters were teenagers. By the
time Burke played her first ingenue role, she was thirty years old. Her
fine, petite features allowed her to play these types of innocent young
leading roles into the early 1920s.

The second phase of her screen career—the part that is well-
remembered—began shortly after the stock market crash of 1929. By
choice, Burke had remained off-screen for the entire decade. But now,
she made an effort to recover from the heavy financial reverses
encountered by herself and her husband, Florenz Ziegfeld, by re-
entering films. By then her age—she was in her mid-forties—
disallowed the opportunity for more ingenue parts. Her delicate
girlish features had ripened, and she appeared small and birdlike.
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Furthermore, the high-pitched, British accent that made her such
a believable socialite on stage sounded quite stodgy and very comical
in talking pictures. And so, the Billie Burke of sound films was
cemented. Her character is rich, social, ditsy. In one film after another
she twitters about in a world of her own, not willing to listen to others’
needs and not understanding the lack of cooperation offered her as she
pursues frivolous goals.

The most full-bodied examples of this character are found in
Dinner at Eight and Topper. In Dinner at Eight, Burke’s self-
absorbed character is flustered by the uneven number of men coming
to her upcoming dinner party, and offers her husband no sympathy as
he struggles with devastating business problems and even suffers
a heart attack of sorts. If that were not enough, her daughter has
become entangled in an illicit affair that will topple the young
woman’s legitimate prospects for true love—and the Burke character
is so busy with the details of her party that she first fails to listen to the
information her daughter attempts to impart and then trivializes the
dilemma.

In Topper, Burke plays another dysfunctional wife. In this film,
and in several Topper sequels, she is the force who keeps Thorne
Smith’s title character from loosening up and enjoying life in the
manner that ghost couple George and Marion Kerby do. Burke played
variations of this comedic socialite-matron throughout the 1930s
and 1940s.

As entertaining as the actress is in those roles, it is comforting that
her best-remembered moment is Glinda in The Wizard of Oz. For
there, as in a Technicolor dream, Burke gives audiences a taste of the
glamorous, dazzling beauty that characterizes the early, ‘‘lost’” years
of her career.

—Audrey Kupferberg

BURSTYN, Ellen

Nationality: American. Born: Edna Rae Gillooly in Detroit, Michi-
gan, 7 December 1932. Education: Attended Cass Tech High School,
Detroit. Family: Married 1) William C. Alexander; 2) Paul Roberts;
3) Neil Burstyn, son: Jefferson. Career: 1951-57—model in New
York and Texas as Edna Rae; dancer in Montreal club as Keri Flynn;
“‘Glee Girl’’ on The Jackie Gleason Show (as Erica Dean); 1957—on
Broadway in Fair Game (as Ellen McRae); early 1970s—studied at
Actors Studio; 1973—bought script of Alice Doesn’t Live Here
Anymore, and chose Martin Scorsese as director; 1975—returned to
Broadway in Same Time Next Year; other New York stage work
includes The Three Sisters (1977) and 84 Charing Cross Road (1982);
1979—named co-artist director, with Al Pacino, of the Actors Studio
following death of Lee Strasberg; president, Actors’ Equity Associa-
tion, 1982-85. Awards: Best Supporting Actress, New York Film
Critics, for The Last Picture Show, 1971; Best Actress Academy
Award, and Best Actress, British Academy, for Alice Doesn’t Live
Here Anymore, 1975; honorary doctorates from Dowling College,
1983, and School of Visual Arts, New York City, 1983. Address: c/o

Todd Smith, Creative Artists Agency, 1888 Century Park E., Suite
1400, Los Angeles, CA 90067, U.S.A.

Films as Actress:
(as Ellen McRae)

1964 For Those Who Think Young (Martinson) (as Dr. Pauline
Thayer); Goodbye Charlie (Minnelli) (as Franny)
1969  Pit Stop (Hill) (as Ellen McLeod)

(as Ellen Burstyn)

1970 Alex in Wonderland (Mazursky) (as Beth); Tropic of Cancer
(Strick) (as Mona)

1971 The Last Picture Show (Bogdanovich) (as Lois)

1972 The King of Marvin Gardens (Rafelson) (as Sally)

1973  The Exorcist (Friedkin) (as Chris)

1974 Harry and Tonto (Mazursky) (as Shirley); Alice Doesn’t Live
Here Anymore (Scorsese) (as Alice Hyatt); Thursday’s
Game (Moore—for TV)

1977 Providence (Resnais) (as Sonia)

1978 A Dream of Passion (Dassin) (as Brenda); Same Time Next
Year (Mulligan) (as Doris)

1980 Resurrection (Petrie) (as Edna Mae McCauley)

1981 The Silence of the North (King) (as Olive Fredrickson)

1984 The Ambassador (Thompson) (as Alex Hacker)

1985 Twice in a Lifetime (Yorkin) (as Kate MacKenzie); Surviving
(Hussein—for TV); Into Thin Air (Young—for TV)

1986 Something in Common (Glenn Jordan—for TV)

1987  Pack of Lies (Page—for TV); Hello Actors Studio (Tresgot—
doc); Look Away (Seidelman); Dear America (Letters
Home from Vietnam) (doc—for TV) (voice)

1988 Hanna’s War (Golan) (as Katarina Senesh)

1989 Act of Vengeance . . . A True Story (Mackenzie—for TV)

1990 The Color of Evening (Stafford); When You Remember Me
(Winer—for TV) (as Nurse Cooder)

1991 Dying Young (Schumacher) (as Mrs. O’Neil); Mrs. Lambert
Remembers Love (for TV) (as Lil Lambert)

1992 Taking Back My Life (for TV) (as Wilma); Grand Isle
(Lambert—for TV) (as Mademoiselle Reisz)

1993  Shattered Trust: The Shari Karney Story (for TV) (as Joan
Delvecchio); The Cemetery Club (Duke) (as Esther
Moskowitz)

1994  Getting Gotti (Young—for TV) (as Jo Giacalone); Trick of the
Eye (for TV) (as Frances Griffin); When a Man Loves
a Woman (Mandoki) (as Emily); Getting Out (for TV) (as
Arlie’s mother)

1995 The Baby-Sitter’s Club (as Mrs. Haberman); Roommates
(Yates) (as Judith); How to Make an American Quilt
(Moorhouse) (as Hy); My Brother’s Keeper (for TV) (as
Helen); Follow the River (for TV) (as Gretel)

1996 The Spitfire Grill (Zlotoff) (as Hannah Ferguson)

1997 Deceiver (Jonas Pate, Josua Pate) (as Mook); A Deadly Vision

1998 You Can Thank Me Later (Dotan) (as Shirley Cooperberg);
Playing by Heart (Carroll) (as Mildred); Flash (Wincer—
for TV) (as Laura Strong); The Patron Saint of Liars
(Gyllenhaal—for TV) (as June Clatterbuck); A Will of
Their Own (Arthur—mini for TV) (as Veronica Steward)
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Ellen Burstyn (left) and Linda Blair in The Exorcist

1999  Night Ride Home (Jordan—for TV) (as Maggie)

2000 The Yards (Gray) (as Val Handler); Requiem for a Dream
(Aronofsky) (as Sara Goldfarb); Mermaid (Masterson—for
TV) (as Trish); Walking Across Egypt (Seidelman) (as
Mattie Rigsbee)

Publications

By BURSTYN: article—

Interview, in Take One (Montreal), March 1977.

On BURSTYN: articles—

Current Biography 1975, New York, 1975.
Glaessner, Verina, ‘‘Alice Doesn’t Live Here Anymore,”’ in Focus on
Film (London), Summer 1975.
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Bell, Arthur, ‘‘Burstyn without Masks,”” in Village Voice (New
York), 5 November 1980.

Berkvist, Robert, ‘“The Miracle of Ellen Burstyn,”” in Cosmopolitan
(New York), February 1982.

Ellen Burstyn is an unparalleled re-inventress. While many ac-
tresses transmute their image after stardom wanes, Burstyn tried on
different identities prior to Hollywood glory. It is her inbred surviva-
bility and desire to refashion adversity in a favorable image that
informs her finest work. Having been christened Edna Rae Gillooly,
and having danced as Keri Flynn, Ellen ‘‘Erica Dean’’ Burstyn then
promenaded as one of Jackie Gleason’s television Glee Girls, snared
afling at Broadway ingenuedom as Ellen McRae, and paid her dues as
Ellen McLeod in such drive-in filler as Pit Stop. Before she chucked
her marginal screen-acting progress to hone her craft at the Actors
Studio, Burstyn had already gone through more name changes than
Joan Crawford. If great actresses should be chameleons, then Burstyn
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returned to film work in 1970 as well-prepared by her own catch-as-
catch-can life as by Strasberg’s Method. Playing vitally attractive
women with some mileage on them, Burstyn sent critics scrambling
for superlatives by shifting from supportive but insecure mom in The
Last Picture Show to the destructively paranoid stepmother in King of
Marvin Gardens. At an age when most female stars have accumulated
the bulk of their above-title credits, Burstyn was just hitting her stride.
Maintaining dignity amidst the pea soup-spitting hysteria of the box-
office avalanche, The Exorcist, Burstyn slyly demonstrated the chutz-
pah that nourished her slow-burning career. Negotiating a deal for
a project she rescued from television, Burstyn starred in the finest
flowering of feminism for the masses, Alice Doesn’t Live Here
Anymore and won the Oscar. Chronicling a minor lounge singer’s
embattled insistence on not sacrificing rewarding work for a Prince
Charming, she fueled the film with the rage she must have felt waiting
so long for stardom herself.

Having hit this unexpected height in her forties, Burstyn repeated
her Tony-award triumph in Same Time, Next Year, but on-screen, the
shenanigans seemed better suited to Doris Day’s Ross Hunter period.
As a conventional movie star, Burstyn registered as too unyielding.
More challenged by varying her range with misguided art films such
as Resnais’s stuffy chat-fest Providence and Dassin’s A Dream of
Passion (an attempt to do for Medea what Bergman did for Persona),
Burstyn’s star power experienced a Resurrection, in which she
filtered her tensile fortitude through her most translucent performance
as a widow transformed into a psychic healer by personal tragedy.
Sadly, this perfect mesh of actress and role led only to claptrap
(Silence of the North), post-stardom supporting crumbs (Twice in
a Lifetime) and the welcoming vista of television where she suffered
to stunning effect in Pack of Lies and Into Thin Air, and wreaked
emotional chaos in Getting Out. Having briefly sampled Hollywood
immortality, Burstyn seemed content to cast herself as working
actress, returning to Broadway as a female priest in Sacrilege or
gracing ensemble films such as How to Make an American Quilt and
Cemetery Club. Sometimes faltering in grande dame parts (e.g.,
television’s Primal Secret), the still-radiantly sexy Burstyn needs to
display her many facets in something other than retreads of Fay
Bainter roles. Appearing briefly in younger actresses’ Oscar-pandering
vehicles (Julia Roberts’s Dying Young and Meg Ryan’s When a Man
Loves a Woman), Burstyn wipes the little darlings off the screen.
A talent educated in the school of hard knocks is likely to endure.

—Robert Pardi

BURTON, Richard

Nationality: British. Born: Richard Walter Jenkins Jr. in Pontrhydyfen,
Wales, 10 November 1925. Education: Attended Exeter College,
Oxford. Military Service: Royal Air Force, 1944-47. Family:
Married 1) the actress Sybil Williams, 1949 (divorced), daughters:
Kate and Jessica; 2) the actress Elizabeth Taylor, 1964 (divorced
1974; remarried 1975, divorced 1976), child: adopted daughter
Maria; 3) Susan Hunt, 1976 (divorced 1982); 4) Sally Hay, 1983.
Career: 1943—changed name to Richard Burton, after schoolmaster
Philip Burton who encouraged his acting career; stage debut in
Liverpool in Druid’s Rest; 1948—following military service, re-
turned to stage in London; film debut in The Last Days of Dolwyn;

Richard Burton (foreground) in Becket

1949—Broadway debut in The Lady’s Not for Burning; 1952—
appeared in first American film, My Cousin Rachel; 1961-62—while
making film Cleopatra, met and fell in love with Elizabeth Taylor;
1962-73—acted in series of films with Taylor; 1983—with Taylor on
Broadway in revival of Noel Coward’s Private Lives; 1984—in TV
mini-series Ellis Island. Awards: Best Actor, British Academy, for
The Spy Who Came in from the Cold and Who’s Afraid of Virginia
Woolf?, 1966; Commander of the British Empire, 1970; Fellow of St.
Peter’s College, Oxford, 1975. Died: Of a stroke, in Geneva, Switzer-
land, 5 August 1984.

Films as Actor:

1948  The Last Days of Dolwyn (Dolwyn) (Williams) (as Gareth)

1949 Now Barabbas Was a Robber . . . (Which Will You Have?)
(Parry) (as Paddy)

1950 Waterfront (Waterfront Women) (Anderson) (as Ben
Satterthwaite); The Woman with No Name (Her Panelled
Door) (Vajda and O’Ferrall) (as Nick Chamerd)

1951 Green Grow the Rushes (Brandy Ashore) (Twist) (as Robert
“‘Bob’” Hammond)

1952 My Cousin Rachel (Koster) (as Philip Ashley)

1953 The Desert Rats (Wise) (as Capt. MacRoberts); The Robe
(Koster) (as Marcellus Gallio); Thursday’s Children (An-
derson and Brenton) (as narrator)

1954  Demetrius and the Gladiators (Daves) (in film clip from The
Robe); Prince of Players (Dunne) (as Edwin Booth)
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1955

1957

1958
1959
1960
1961

1962

1963

1964

1965

1966

1967

1968

1969

1971

1972

1973

1974

1976

1977

1978
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The Rains of Ranchipur (Negulesco) (as Dr. Safti); Alexander
the Great (Rossen) (title role)

Sea Wyf and Biscuit (Sea Wyf) (McNaught) (as Biscuit);
Amere victoire (Bitter Victory) (Nicholas Ray) (as
Capt. Leith)

March to Aldermaston (as narrator)

Look Back in Anger (Richardson) (as Jimmy Porter)

The Bramble Bush (Petrie) (as Guy); Ice Palace (Vincent
Sherman) (as Zeb Kennedy)

Dylan Thomas (Howells—short); A Midsummer Night’s Dream
(Sackler); Sen noci svatojdnské (Jiti Trnka) (as narrator of
English-language version)

The Longest Day (Annakin, Marton, Wicki, and Oswald) (as
RAF pilot)

Cleopatra (Joseph L. Mankiewicz) (as Mark Antony); The
V.IP.s (Asquith) (as Paul Andros); Zulu (Endfield) (as
narrator); Inheritance (Irvin—short) (as narrator)

Becket (Glenville) (title role); The Night of the Iguana (Huston)
(as the Rev. T. Lawrence Shannon); Hamlet (Colleran—for
TV, filmed record of Gielgud’s New York theater produc-
tion) (title role)

The Sandpiper (Minnelli) (as Dr. Edward Hewitt); What’s
New, Pussycat? (Clive Donner) (as man in bar); The Spy
Who Came in from the Cold (Ritt) (as Alec Leamas);
Eulogy to 5.02 (Herschensohn—short) (as narrator); The
Days of Wilfred Owen (produced by Lewine and Bach) (as
narrator)

Who's Afraid of Virginia Woolf? (Mike Nichols) (as George);
La Bisbetica Domata (The Taming of the Shrew) (Zeffirelli)
(as Petruchio, + co-pr)

The Comedians (Glenville) (as Brown); The Comedians in
Africa (short)

Boom! (Losey) (as Chris Flanders); Candy (Marquand) (as
McPhisto); Where Eagles Dare (Hutton) (as John Smith);
The Rime of the Ancient Mariner (Queenan) (as narrator)

Anne of the Thousand Days (Jarrott) (as King Henry VIII);
Staircase (Donen) (as Harry Leeds)

Villain (Tuchner) (as Vic Dakin); Raid on Rommel (Hathaway)
(as Capt. Alec Foster)

The Assassination of Trotsky (Losey) (title role); Hammersmith
Is Out (Ustinov) (title role); Barbe-Bleue (Bluebeard)
(Dmytryk) (as Baron Von Sepper/title role); A Wall in
Jerusalem (Knobler and Rossif—English-language version
of Un Mur a Jérusalem) (as narrator); Sutjeska (The Fifth
Offensive) (Delic) (as Josip Broz Tito)

1l viaggio (The Voyage; The Journey) (de Sica) (as Cesar
Braggi); Under Milk Wood (Sinclair) (as narrator); Di-
vorce: His/Divorce: Hers (Divorce) (Hussein—for TV);
Rappresaglia (Massacre in Rome) (Cosmatos) (as Col.
Kappler)

The Klansman (Terence Young) (as Breck Stancill); Gather-
ing Storm (Wise) (as Winston Churchill); Brief Encounter
(Alan Bridges—for TV)

Volcano (Brittain) (as narrator); Resistance (McMullen)

Exorcist 1I: The Heretic (Boorman) (as Father Lamont);
Equus (Lumet) (as Dr. Martin Dysart)

The Wild Geese (McLaglen) (as Col. Allen Faulkner); Stars’
War: The Flight of the Wild Geese (Johnstone—short); The
Medusa Touch (Gold) (as John Morlar)

1979  Breakthrough (Sergeant Steiner) (McLaglen) (as Sgt. Steiner);
Love Spell (Donovan)

Circle of Two (Dassin) (as Ashley St. Clair)

Absolution (Anthony Page) (as Fr. Goddard)

Wagner (Palmer—for TV) (title role)

1984 (Radford) (as O’Brien)

1980
1981
1983
1984

Film as Director:

1967 Doctor Faustus (co-d with Nevill Coghill, + title role, co-pr)

Publications

By BURTON: book—

A Christmas Story (novel), New York, 1964.

By BURTON: article—

Interview in Playboy (Chicago), September 1963.
On BURTON: books—

Cottrell, John, and Fergis Cashin, Richard Burton, Very Close Up,
Englewood Cliffs, New Jersey, 1972.

Ferris, Paul, Richard Burton, New York, 1981.

Junor, Penny, Burton: The Man behind the Myth, London, 1985.

Alpert, Hollis, Burton, New York, 1986.

Bragg, Melvyn, Rich: A Biography of Richard Burton, London, 1988;
as Richard Burton: A Life, New York, 1989.

Jenkins, Graham, with Barry Turner, Richard Burton: My Brother,
London, 1988.

Bradanyi, Ivan, Richard es Elizabeth: Richard Burton es Elizabeth
Taylor elete, Budapest, 1992.

Steverson, Tyrone, Richard Burton: A Bio-Bibliography, Westport,
Connecticut, 1992.

On BURTON: articles—

Brinson, P., “‘Prince from Wales,’’ in Films and Filming (London),
May 1955.

Current Biography 1960, New York, 1960.

Dunne, Philip, ‘‘Richard Burton: A True Prince of Players,”” in
Close-Up: The Movie Star Book, edited by Danny Peary, New
York, 1978.

“‘Richard Burton,”’ in Ecran (Paris), February 1978.

Obituary in New York Times, 6 August 1984.

Obituary in Variety (New York), 8 August 1984.

Baxter, Brian, ‘‘Richard Burton,”’ in Films and Filming (London),
October 1984.

Guérif, F., ‘“‘Richard Burton,’” in Revue du Cinéma (Paris), Novem-
ber 1984.

Merkin, D., obituary in Film Comment (New York), November/
December 1984.

Denby, David, ‘‘Requiem for a Heavyweight,
York), February 1991.

L)

in Premiere (New
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“‘Richard Burton & Elizabeth Taylor,”” in People Weekly (New
York), 12 February 1996.

Diamond, Suzanne, ‘“Who’s Afraid of George and Martha’s Parlour?,”’
Literature/Film Quarterly, (Salisbury, Maryland), vol. 24, no. 4,
October 1996.

Richard Burton’s turbulent life overwhelmed the public percep-
tion of his vast talent. Born Richard Jenkins, the twelfth child of
a hard-drinking Welsh miner, he was raised from the age of two by his
eldest sister following the death of their mother. Love of language
(exclusively Welsh until the age of five) and gift of gab influenced an
early plan to enter the ministry, a notion extinguished in his teens
when, anticipating his role as the minister defrocked for dallying with
his underage parishioners in The Night of the Iguana, he realized he
lacked all religious feeling. He turned instead to acting under the
eventual tutelage of a secondary school teacher, Philip Henry Burton,
who coached him to develop his remarkably resonant voice and,
equally, to erase traces of his rough-hewn upbringing; he became
Burton’s ward at 18 and permanently assumed his name. Richard
Burton made his film debut in The Last Days of Dolwyn opposite
fellow Welshman Emlyn Williams, whose early life, as fictionalized
in Williams’s The Corn Is Green, remarkably mirrored Burton’s own.

English stage and screen roles in the late 1940s and early 1950s led
to plum Shakespearean parts with the Old Vic, most notably Hamlet
in 1953, and a contract with Twentieth Century-Fox, for whom he
played the brooding hero of Daphne du Maurier’s My Cousin Rachel,
his American film debut; the Roman officer Marcellus in The Robe,
the first CinemaScope film; actor Edwin Booth in Prince of Players;
and—forever changing his life and career—Mark Antony, opposite
Elizabeth Taylor, in Cleopatra.

Burton and Taylor: each married to another when they co-starred
in Cleopatra in 1963, their names became permanently linked, from
initial banner-headlined scandal, through marriage, divorce, remarriage,
and redivorce, to photographs of a grieving, feebly disguised Taylor
retreating from the press near Burton’s Swiss gravesite a week after
his death in 1984. On the screen as well as off they wooed each other
in a series of films usually featuring warring but emotionally bonded
couples, roles calculated to obliterate any separation between life and
art in the mind of the viewer. Of the 11 films they made together,
2 will stand the test of time—the superb Who's Afraid of Virginia
Woolf? in which the staged-trained Burton delivered one of his best
film performances (though Taylor took home the Oscar), and Franco
Zefftirelli’s colorfully raucous adaptation of Shakespeare’s The Tam-
ing of the Shrew.

It is commonplace to maintain that Burton squandered his talent,
that he chose, in words attributed to Laurence Olivier, to become
a “‘household word’’ instead of the great Shakespearean actor he
promised to become. His unfulfilled plan to return to the theater as
King Lear following a successful Broadway run in Equus was
thwarted by intermittent bouts with the bottle and a serious spinal
ailment that forced him out of a praised Camelot revival in 1980. His
final stage appearance occurred in a Broadway revival of Private
Lives, Noel Coward’s stylish comedy of divorce and reassignation, an
attempt to resurrect the glitter of past associations with Elizabeth
Taylor, who co-starred.

As revealed in Melvyn Bragg’s 1988 biography Rich, cobbled
together largely from Burton’s own private diaries and letters, Burton
was a highly intelligent, articulate man. He was at his best on screen

capturing dispirited men at the end of their tether, cynical world-
weary men such as Leamas in John le Carré’s The Spy Who Came in
from the Cold and George in Edward Albee’s Who's Afraid of
Virginia Woolf?; burnt-out, self-destructive men such as the defrocked
minister at war with his lack of faith, T. Lawrence Shannon, in John
Huston’s now-legendary adaptation of Tennessee Williams’s Night
of the Iguana; angry young men such as John Osborne’s Jimmy Porter
in Look Back in Anger; and—still overwhelmingly—Shakespeare’s
tortured Danish prince in the 1964 Broadway production of Hamlet
(directed by John Gielgud), which was photographed for posterity in
a now elusive film transcription, and recorded on vinyl, as well.

—Mark W. Estrin, updated by John McCarty

BUSCEMLI, Steve

Nationality: American. Born: Brooklyn, New York, 13 December
1957. Education: Studied acting at Lee Strasberg Institute, New
York City. Family: Married Jo Andres (a filmmaker/choreographer);
children: Lucian. Career: Began as a stand-up comedian in New
York City; also worked as a fireman; played Mr. Hickle on the TV
series The Adventures of Pete & Pete, 1993; directed ‘‘Finnegan’s
Wake’” episode of TV series Homicide: Life on the Street, 1993, and
Oz, 1997. Awards: Independent Spirit Award for Best Supporting
Male, for Reservoir Dogs, 1993. Agent: c/o William Morris Agency,
151 El Camino Dr., Beverly Hills, CA 90212.

Films as Actor:

1984 The Way It Is (Mitchell)

1985 Tommy’s (as Daniel)

1986 Coffee and Cigarettes Il (Jarmusch) (as Waiter); Film House
Fever (as Tony); No Picnic; Sleepwalk (Driver) (as Worker);
Parting Glances (Sherwood) (as Nick)

1987 Heart (Lemmo) (as Nicky); Kiss Daddy Goodnight (Huemer)

1988 Arena Brains (Longo); Call Me (Mitchell) (as Switchblade);
Heart of Midnight (Chapman) (as Eddy); Vibes (Kwapis)
(as Fred)

1989  Bloodhounds of Broadway (Brookner) (as Whining Willie);
New York Stories (Allen, Scorsese, Coppola) (as Gregory
Stark); Slaves of New York (Ivory) (as Wilfredo); Mystery
Train (Jarmusch) (as Charlie); Lonesome Dove, (Wincer—
mini, for TV) (as Luke)

1990 Force of Circumstance; Miller’s Crossing (Coen) (as Mink);
Tales from the Darkside: The Movie (Harrison) (as
Bellingham); King of New York (Ferrara) (as Test Tube)

1991 Barton Fink (Coen) (as Chet); Billy Bathgate (Benton) (as
Irving); Zandalee (Pillsbury) (as OPP Man)

1992  CrissCross (Alone Together) (Menges) (as Louis); What
Happened to Pete (as Stranger) (+ d, sc); Who Do I Gotta
Kill? (Me and the Mob) (Rainone); Reservoir Dogs
(Tarantino) (as Mr. Pink); In the Soup (Rockwell) (as
Aldolpho Rollo)

1993  Ed and His Dead Mother (Bon Appetit, Mama) (Wacks) (as
Ed Chilton); Twenty Bucks (Rosenfeld) (as Frank); Rising
Sun (Kaufman) (as Willy ‘‘the Weasel’” Wilhelm)

181



BUSCEMI

ACTORS AND ACTRESSES, 4" EDITION

Steve Buscemi (right) in Parting Glances

1994  Floundering (McCarthy) (as Ned); Pulp Fiction (Tarantino)
(as Surly Buddy Holly Waiter); Somebody to Love
(Rockwell) (as Mickey); The Last Outlaw (Murphy—for
TV) (as Philo); Airheads (Lehmann) (as Rex); The Hudsucker
Proxy (Coen) (as Beatnik Barman)

1995  Things to Do in Denver When You're Dead (Fleder) (as Mister
Shhh); Desperado (Rodriquez) (as Buscemi); Dead Man
(Jarmusch) (as Bartender [uncredited]); Billy Madison (Da-
vis) (as Danny McGrath [uncredited]); Living in Oblivion
(DeCillo) (as Nick Reve)

1996  Black Kites (Andres); Escape from L.A. (Carpenter) (as Map
to the Stars Eddie); The Search for One-Eye Jimmy (Kass)
(as Ed Hoyt); Kansas City (Altman) (as Johnny Flynn);
Trees Lounge (as Tommy) (+ d, sc); Fargo (Coen) (as Carl
Showalter)

1997 The Real Blonde (DeCillo) (as Nick); Con Air (West) (as
Garland ‘The Marietta Mangler’ Greene)

1998 The Impostors (Tucci) (as Happy Franks); Louis and Frank
(Rockwell); Armageddon (Bay) (as Rockhound); The Big
Lebowski (Coen) (as Donny); The Wedding Singer (Coraci)
(as David Veltri [uncredited]); Divine Trash (doc) (Yeager)
(as himself)

1999 Franky Goes to Hollywood (Kelly) (as himself); Big Daddy
(Dugan) (as Homeless Guy)
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2000 28 Days (Thomas) (as Cornell); The Animal Factory (as A.R.
Hosspack) (+ d, pr); Ghost World (Zwigoff) (as Seymour)

2001 Final Fantasy (Sakaguchi—anim) (as voice of Neil); Mon-
sters, Inc. (Docter and Silverman—anim) (as voice of
Randall Boggs); Double Whammy (DiCillo)

Publications

By BUSCEMI: articles—

“‘Reservoir Dogs,”” interview with R. Caputo, in Cinema Papers
(Abbotsford, Victoria), no. 94, August 1993.

“‘Goatees Ahoy, It’s Indieboy!’” interview with Henry Alford, in GQ
(New York), vol. 59, no. 10, October 1995.

“‘Lounge Lizard,” interview with Geoff Andrew, in Time Out
(London), no. 1379, 22 January 1997.

On BUSCEMLI: articles—

Empire (London), April 1994.

The Guardian (London), 9 November 1995.

Gramfors, Rickard, ‘‘Riddaren av den sorgliga skepnaden,’’ in Chap-
lin (Stockholm), vol. 38, no. 5, 1996.
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Time Out (London), 22 January 1997.

Empire (London), March 1997.

“‘Oh, My God! They’ve Killed Buscemi!”’ in Premiere (Boulder,
Colorado), vol. 11, April 1998.

* * *

In the Coen brothers’ thriller Fargo, Steve Buscemi plays a lethally
inept gunman of whom no witness can ever recall anything except that
“‘he was kinda funny-lookin’.”” It’s a typically poker-faced Coenesque
gag that Buscemi’s highly distinctive features should be found so
nondescript. Journalists and critics, at all events, have had no trouble
thinking up epithets, usually anything but complimentary. References
abound to the actor’s feral face, bugged eyes, lank hair, flabby lips,
whiny voice, ill-assorted teeth, and the consumptive pallor of his
complexion. Steve Buscemi, it seems, was never in much danger of
getting cast as a romantic lead.

This clearly doesn’t worry him a bit. “‘I like playing strange
characters,”” he once commented. ‘I don’t see myself as a regular
guy.”” The heir, in terms of screen persona, of Peter Lorre or Elisha
Cook Jr., Buscemi has created a rich gallery of geeks, nerds, losers,
sleazebags, and twitchy psychopaths. Any apparent narrowness of
range is belied by the individuality and edgy intensity he brings to all
his roles. Though one of cinema’s hardest-working actors—throughout
the 1990s he regularly appeared in three or four films a year—he
rarely repeats himself, and can make something incisive and memora-
ble out of the sketchiest role, even in slam-bang action blockbusters
like Con Air or Armageddon. In Buscemi’s game-plan, big-budget
movies like these serve merely as a means to an end, a form of cross-
subsidy—as they did for one of his personal icons, John Cassavetes.
“It’s important to get that type of work,”’ he observes, ‘ ‘because it’s
hard for me to make a living doing things that I really like,”” and his
dedication to the relatively cash-strapped independent sector has
earned him the unofficial title of ‘‘King of the Indies.”” In return the
indies have served him well: his oddball persona, doleful with
a disquieting undertow of menace, has been avidly mined by, among
others, the Coens, Jim Jarmusch, Abel Ferrara, Robert Altman,
Roberto Rodriguez—and of course Quentin Tarantino, who launched
Buscemi into wider public notice with his volatile turn as the non-
tipping Mr. Pink, sole survivor of the bloodbath that was Reservoir
Dogs. Tarantino made good use of one of Buscemi’s specialities, the
knack of delivering dialogue at whirlwind speed, often in a querulous
yammer that suggests a long-held grievance against an unappreciative
world. Most of Buscemi’s characters, shifty and nervous, use words
as a defence mechanism, throwing up a smokescreen of insistent
verbiage behind which to effect a sneak attack or a strategic retreat.
Certain directors, though, have noted something unnerving in the
actor’s rare silences, and cast him accordingly. In Gary Fleder’s
hyper-stylised thriller Things To Do in Denver When You’re Dead he

plays against type as Mr. Shhh, ‘‘the most lethal hitman this side of
the Mississippi,”’ speaking as rarely as his name implies but convey-
ing coiled reserves of menace through stance and eye-movement.
This was a rare example of a Buscemi character displaying profes-
sional competence; dire ineptitude is usually more in his line, an
incapacity so total as to be unaware of itself. As a would-be stick-up
man in Keva Rosenfeld’s episodic comedy-drama Twenty Bucks,
Buscemi’s self-absorbed blundering is all the funnier for the cool
distate of Christopher Lloyd as his ultra-disciplined partner.

In his screen persona Buscemi always conveys an element of
pathos, an impression of someone who started off several strikes
down, unfairly ill-equipped to deal with life. Accordingly he rarely
loses our sympathy, even in his most violent or sinister roles; but by
the same token there’s a disquieting quality about him even when he’s
playing sweet-natured. In Barton Fink his bellboy at the dilapidated
Hotel Earle, beamingly eager to be of service, only increases Barton’s
unease the more he offers help, seemingly embodying the very spirit
of the decaying establishment with his contorted postures and ingrati-
ating grin. No matter how brief the part (in Barton Fink he’s on screen
for barely two minutes), his shifty presence invariably captures the
attention.

Buscemi has twice been cast as a film-director, turning his
intimacy with the indie film-making scene to advantage: as a neo-
phyte manipulated by an affable gangster’ (Cassavetes veteran Sey-
mour Cassel) in Alexandre Rockwell’s In the Soup, and in a state of
mounting exasperation verging on hysteria in Tom DeCillo’s film-a-
clef Living in Oblivion. After which, turning director for real seemed
alogical development. For Trees Lounge, his debut as writer-director,
Buscemi drew on his own Italian-Irish roots in provincial Long
Island. Shooting in Valley Stream, the town where he grew up, and
incorporating a lot of his own personal background, he played the
lead, Tommy Basilio, an amiably feckless no-hoper, as a projection of
““What would have happened if I'd stayed in Valley Stream?’” Shot in
24 days on a $1 million budget, the film—centred round the local bar
of the title—is low-key and understatedly funny with a hint of
melancholy. Buscemi displays an appealing generosity of spirit
towards his characters—*‘I like films where people aren’t so easily
defined, where I can be interested in how they deal or don’t deal with
their problems’’—and an instinctive, unflashy grasp of cinematic
technique.

Describing Trees Lounge as ‘a total satisfaction. . . my best film
so far,”” Buscemi has since completed his second film as director:
Animal Factory, a prison drama based on a novel by Eddie Bunker
(Mr. Blue in Reservoir Dogs). Advance word is good. Directing
evidently suits him: “‘If I could make a living from directing, that’s
what I’d do,”” he says. But it’s to be hoped that so watchable
a performer isn’t entirely tempted away from acting.

—Philip Kemp
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CAAN, James

Nationality: American. Born: Queens, New York, 26 March 1939.
Education: Attended Rhodes High School, Manhattan; Michigan
State University; Hofstra College, Long Island; studied acting with
Wynn Handman of the Neighborhood Playhouse, New York. Fam-
ily: Married 1) Dee Jay Mattis, 1961 (divorced 1966), daughter: Tara;
2) Sheila Ryan, 1976 (divorced 1977), son: the actor Scott Caan;
3) Ingrid Hajek, 1990 (divorced); also son: Alexander; 4) Linda
Stokes, 1995, two sons: James and Jacob. Career: Began acting at the
Neighborhood Playhouse in New York City, 1960; made his film
debut in an unbilled bit role in Wilder’s Irma La Douce, 1963;
appeared on Broadway in Mandingo and Blood, Sweat and Stanley
Poole, early 1960s; gained public attention in the role of Brian
Piccolo in the TV film Brian’s Song, 1970; won critical acclaim for
his role in The Godfather, 1972; made his directorial debut with Hide
in Plain Sight, 1979. Award: Hollywood Film Festival Hollywood
discovery Award for Outstanding Achievement in Acting, 1999.
Address: 1435 Stone Canyon, Los Angeles, CA 90077, U.S.A.

James Caan in Rollerball

Films as Actor:

1963
1964
1965
1967

1968

1969
1970
1971
1972
1973

1974

1975

1976

1977

1978
1979
1981

1982
1987
1988
1990

1991
1992

1993

1995

Irma La Douce (Wilder) (bit)

Lady in a Cage (Grauman) (as Randall)

The Glory Guys (Laven) (as Pvt. Anthony Dugan); Red Line
7000 (Hawks) (as Mike Marsh)

El Dorado (Hawks) (as Alan ‘‘Mississippi’’ Bourdillon
Traherne); Games (Harrington) (as Paul)

Countdown (Moonshot) (Altman) (as Lee); Journey to Shiloh
(Hale) (as Buck Burnett); Submarine X-1 (Graham) (as Lt.
Cmdr. Bolton)

The Rain People (Francis Ford Coppola) (as Jimmie *‘Killer’’
Kilgannon)

Rabbit, Run (Smight) (as Rabbit Angstrom); Brian’s Song
(Kulik—for TV) (as Brian Piccolo)

T. R. Baskin (Date with a Lonely Girl) (Ross) (as Larry Moore)

The Godfather (Francis Ford Coppola) (as Sonny Corleone)

Slither (Zieff) (as Dick Kanipsia); Cinderella Liberty (Rydell)
(as John Baggs Jr.)

Freebie and the Bean (Rush) (as Freebie); The Gambler
(Reisz) (as Axel Freed); The Godfather, Part II (Francis
Ford Coppola) (as Sonny Corleone)

Gone with the West (Man without Mercy; Bronco Busters;
Little Moon and Jud McGraw) (Girard); Funny Lady (Ross)
(as Billy Rose); Rollerball (Jewison) (as Jonathan E.);
Killer Elite (Peckinpah) (as Mike Locken)

Harry and Walter Go to New York (Rydell) (as Harry Dighby);
Silent Movie (Mel Brooks) (as himself)

A Bridge Too Far (Attenborough and Hayers) (as Sgt. Dohun);
Un autre Homme, une autre Chance (Another Man, An-
other Chance; Another Man, Another Woman) (Lelouch)
(as David Williams)

Comes a Horseman (Pakula) (as Frank)

Chapter Two (Moore) (as George Schneider)

Thief (Violent Streets) (Michael Mann) (as Frank); Les Uns et
les autres (Bolero; Within Memory) (Lelouch) (as Glenn
Sr./Glenn Jr.)

Kiss Me Goodbye (Mulligan) (as Jolly Villano)

Gardens of Stone (Francis Ford Coppola) (as Sgt. Clell Hazard)

Alien Nation (Outer Heat) (Baker) (as Matthew Sykes)

Misery (Rob Reiner) (as Paul Sheldon); Dick Tracy (Beatty)
(as Spaldoni)

For the Boys (Rydell) (as Eddie Sparks); The Dark Backward
(Rifkin) (as Dr. Scurvy)

Honeymoon in Vegas (Andrew Bergman) (as Tommy Korman)

The Program (Ward) (as Coach Sam Winters); Flesh and
Bone (Kloves) (as Roy Sweeney); Earth and the American
Dream (Couturie—doc) (as voice)

A Boy Called Hate (Marcus); Tashunga (Grand nord; North
Star) (Gaup) (as Sean McLennon)
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1996 Bottle Rocket (Wes Anderson) (as Mr. Henry); Bulletproof
(Dickerson) (as Frank Colton); Eraser (Chuck Russell) (as
Robert Deguerin)

1998 This Is My Father (Quinn) (as Kieran Johnson); Poodle
Springs (Rafelson—for TV) (as Philip Marlowe)

1999  Mickey Blue Eyes (Makin) (as Frank Vitale)

2000 The Yards (Gray) (as Frank Olchin); Luckytown Blues (Nicho-
las) (as Charlie Doyles); Viva Las Nowhere (Bloom) (as
Roy); The Warden (Gyllenhall—for TV) (as John Flinders);
Way of the Gun (McQuarrie); In the Boom Boom Room
(Kopple)

2001 Night at the Golden Eagle (Rifkin); In the Shadows (Waugh)

Film as Director:

1979 Hide in Plain Sight (+ ro as Thomas Hacklin)

Publications

By CAAN: articles—

“‘James Caan: His Godfather’s Son,”’ interview with R. Feiden, in
Inter/View (New York), May 1972.

““‘James Caan: Off Set,”” interview with V. Fremont, in Interview
(New York), January 1974.

Interview in Photoplay (London), October 1982.

On CAAN: books—

Zuckerman, Ira, The Godfather Journal, New York, 1972.
Puzo, Mario, The Making of the Godfather, Greenwich, Connecti-
cut, 1973.

On CAAN: articles—

)

McGillivray, D., ‘‘James Caan,”” in Focus on Film (London),
Autumn 1972.

Current Biography 1976, New York, 1976.

Ciné Revue (Paris), 23 April 1981, and 24 March 1983.

Weinraub, Bernard, ‘‘James Caan Rises from the Ashes of His
Career,”’ in New York Times, 17 November 1991.

Reinert, Al, ‘‘Raising Caan,”” in Premiere (New York), Decem-
ber 1991.

Rebello, S., ‘“The Ultimate Caan Game,’” in Movieline, October 1993.

Allen, T., ‘“Tough guys dance,”’ in Esquire (New York), May 1998.

Back in the late 1960s and early 1970s, James Caan was one of the
most promising and interesting young actors in Hollywood. Clearly,
he was multitalented. As the young punk who terrorizes Olivia de
Havilland in Lady in a Cage, his first featured movie role, he
showcased his skill at playing a sadistic thug who could rattle your
spine—an aspect of his range he would expand on less than a decade
later as Sonny Corleone in The Godfather. He further demonstrated
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his talent, offering a likable, star-making performance in Howard
Hawks’s El Dorado. In his role as the young drifter Mississippi (aka
Alan Bourdillon Traherne), Caan is showcased opposite John Wayne’s
hero-gunfighter Cole Thornton and Robert Mitchum’s drunken sher-
iff J. P. Harrah. In this part, the young actor was able to put across
macho and swagger while at the same time remaining likably boyish.

Caan added to his expanding reputation with a sensitive perform-
ance as the ill-fated pro football player Brian Piccolo opposite Billy
Dee Williams’s Gale Sayers in Brian’s Song, one of the best-ever
made-for-television movies. Another key (but often overlooked)
early Caan performance which adds yet another dimension to his
career came in The Rain People, the story of a pregnant housewife
(Shirley Knight) who abandons her husband and commences a cross-
country journey of self-discovery. Along the way, she picks up
a deeply vulnerable, brain-damaged ex-college football player (Caan).
The film is ahead of its time in its depiction of a woman struggling for
an independent identity; while Knight is outstanding, Caan matches
her with his deeply sensitive and keenly insightful performance in
a role that easily might have defeated a less-talented actor.

The penultimate accomplishment of Caan’s career remains Sonny
Corleone: a performance that announced his arrival as one of his
generation’s major movie stars. Caan’s acting is galvanizing, as he
inhabits the role of the psychotic, trigger-happy heir to the Corleone
throne, who (predictably but appropriately) meets a violent and
bloody end. The film depicts organized crime as an extension of
American capitalism; the Corleones essentially are a family of
prosperous businessmen, a corporate entity whose powers understand
all too well that ruthlessness and treachery are accepted means to
success. Sonny, however, more than any other character, represents
the true nature of the clan Corleone; he is a thug who is thoroughly
remorseless in his out-of-control violence. If you so much as stare at
Sonny Corleone, let alone attempt to defy him, he will challenge you,
and then promptly blow you away. Sonny, as played by Caan, is the
family enforcer, the reality behind the facade of respectability, in
a business which relies on employing guns or fists instead of
telephone calls or memos as a means of communication.

Since the release of The Godfather in 1972, Caan has, unfortu-
nately, found it impossible to top himself. Unlike his Godfather
co-star Al Pacino, he has not had great roles in memorable films; none
of his subsequent work matches the overall quality of Serpico and
Dog Day Afternoon, Pacino’s Godfather follow-ups. And so Caan
(who also lacks Pacino’s Actors Studio pedigree) does not enjoy
a reputation similar to Pacino as an actor’s actor.

He has, however, done substantial work in a number of films,
which have allowed him to display his range. He has played nice guys
(the kindhearted sailor in Cinderella Liberty and the widowed writer
in Chapter Two, both opposite Marsha Mason); a cerebral lawbreaker
(the title character in Thief); a career soldier/war veteran who has
come to oppose America’s involvement in Vietnam, in Gardens of
Stone (which, as The Rain People and The Godfather, was directed by
Francis Ford Coppola); and, most memorably, the pitifully addicted
college professort/title character in The Gambler. Caan also directed
as well as starred in Hide in Plain Sight, playing a divorced man in
search of his children. Chapter Two (at least on screen) is second-tier
Neil Simon, while Gardens of Stone is a secondary Vietnam-related
title. The Gambler is obscured by the similar California Split, which
also came to movie theaters in 1974. And far too many of Caan’s films
simply have been third rate, if not outright disasters: Freebie and the
Bean, Funny Lady, Rollerball, Killer Elite, Harry and Walter Go to
New York, and Kiss Me Goodbye. In the case of Misery and For the
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Boys, he has been overshadowed by his co-star: Kathy Bates in the
former, giving an Oscar-winning performance as a psycho fan oppo-
site Caan’s romance novelist; and Bette Midler in the latter, in an
Oscar-nominated performance as a star singer opposite Caan’s star
comedian.

In his best later-career films—Misery and Honeymoon in Vegas,
a romantic comedy in which he plays a professional gambler/con
man—Caan has emerged as a solid character actor. Yet in Honey-
moon in Vegas, he is not so much creating a character as playing off
his Godfather persona. He further spoofs Sonny Corleone in Mickey
Blue Eyes (another comedy, in which he is cast as a Mafia honcho)
and Bulletproof (a Damon Wayans-Adam Sandler farce in which he
plays a drug lord who removes his hairpiece prior to committing
mayhem). In The Program, Caan may nicely underplay a college
football coach, a character linked to his roles in Brian’s Song and The
Rain People. However, the film’s failure is symbolic of the actor’s
plight. The Program is a Jekyll-and-Hyde football movie that cele-
brates on-field heroics while attempting to bare the destructiveness of
the win-or-else sports mentality and the manner in which colleges
exploit athletic recruits. While the scenario exudes a sense of outrage
over college football program abuses, it also ends illogically, with the
coach’s team savoring a dramatic come-from-behind victory that
salvages its season. Meanwhile, Caan’s performance is lost amid the
confusion.

The actor remains capable of playing characters as diverse as
a cutthroat villain (without the comedy) in the Arnold Schwarzenegger
actioner Eraser to a gloomy teacher who heads off to Ireland to
explore his family history in This Is My Father. But for the most part,
Caan remains a misused and too-often untapped talent.

—Rob Edelman

CAGE, Nicolas

Nationality: American. Born: Nicolas Coppola in Long Beach,
California, 7 January 1964; nephew of the director Francis Ford
Coppola. Family: Married the actress Patricia Arquette, 1995; son,
Weston Coppola Cage, by former girlfriend, the actress Kristina
Fulton. Education: Attended Beverly Hills High School, left in 11th
grade with an equivalency degree; studied at the American Conserva-
tory Theatre, San Francisco; studied acting with Peggy Feury. Ca-
reer: 1981—appeared in TV movie The Best of Times; 1982—made
theatrical film debut as Nicolas Coppola in Fast Times at Ridgemont
High; 1983—changed last name to avoid being rated as Francis Ford
Coppola’s nephew, choosing Cage in double homage to composer
John Cage and comic book superhero Luke Cage; 1989—gained
notoriety for eating a live cockroach in Vampire’s Kiss. Awards: Best
Actor, New York Film Critics, Golden Globe for best drama actor,
Screen Actors Guild Award, National Society of Film Critics, and
Academy Award, for Leaving Las Vegas, 1995. Agent: Brillstein/
Grey, 9200 Sunset Boulevard, #428, Los Angeles, CA 90069, U.S.A.

Films as Actor: as Nicolas Coppola:

1981 The Best of Times (for TV)
1982 Fast Times at Ridgemont High (Heckerling) (as Brad’s bud)

as Nicolas Cage:

1983  Valley Girl (Coolidge) (as Randy); Rumble Fish (Francis Ford
Coppola) (as Smokey)

1984  Racing with the Moon (Richard Benjamin) (as Nicky); The
Cotton Club (Francis Ford Coppola) (as Vincent Dwyer);
Birdy (Alan Parker) (as Al Columbato)

1986 The Boy in Blue (Jarrott) (as Ned Hanlan); Peggy Sue Got
Married (Francis Ford Coppola) (as Charlie Bodell)

1987 Raising Arizona (Coen) (as Hi); Moonstruck (Jewison) (as
Ronny Cammareri)

1988  Never on Tuesday (Rifkin) (as man in red sports car, uncredited)

1989 Vampire’s Kiss (Bierman) (as Peter Loew)

1990 Fire Birds (David Green) (as Jake Preston); Wild at Heart
(David Lynch) (as Sailor Ripley); Tempo di Uccidere (Time
to Kill; The Short Cut) (Montaldo) (as Enrico Silvestri);
Industrial Symphony No. 1: The Dream of the Broken
Hearted (Lynch) (as Heartbreaking Man)

1991 Zandalee (Pillsbury) (as Johnny Collins)

1992  Honeymoon in Vegas (Andrew Bergman) (as Jack Singer)

1993  Amos & Andrew (Frye) (as Amos Odell); Deadfall (Christo-
pher Coppola) (as Eddie); Red Rock West (Dahl) (as
Michael Williams)

1994  Guarding Tess (Hugh Wilson) (as Doug Chesnic); It Could
Happen to You (Andrew Bergman) (as Charlie Lang);
Trapped in Paradise (George Gallo) (as Bill Firpo)

1995 Kiss of Death (Schroeder) (as Little Junior Brown); Leaving
Las Vegas (Figgis) (as Ben Sanderson)

1996  The Rock (Bay)

1997 Con Air (West) (as Cameron Poe); Face/Off (Woo) (as
Castor Troy)

1998  City of Angels (Silberling) (as Seth); Snake Eyes (De Palma)
(as Rick Santoro)

1999 8MM (Schumacher) (as Tom Welles); Bringing Out the Dead
(Scorsese) (as Frank Pierce)

2000 Gone in Sixty Seconds (Sena) (as Randall ‘“‘Memphis’’ Raines);
The Family Man (Ratner) (as Jack Campbell)

2001 Captain Corelli’s Mandolin (Madden) (as Corelli)

Publications
By CAGE: articles—

Interview with Robert Crane, in Playboy (Chicago), June 1989.

“The Beasts within . . . Nicolas Cage,”” interview with Mark
Rowland, in American Film (Washington, D.C.), June 1990.

““Nicolas Cage, the Sunshine Man,’’ interview with Ellen Pall, in
New York Times, 24 July 1994.

““Nicolas Cage,”” interview with Mark Marvel, in Interview (New
York), August 1994.

“‘Dangerous, Dedicated, and Wild at Heart, Nicolas Cage Is a Holly-
wood Samurai,”’ interview with Fred Schruers, in Rolling Stone
(New York), 16 November 1995.

““Uncaged!”’ interview with David Eimer, in Time Out (London), 12
June 1996.

On CAGE: books—
Robb, Brian, Nicolas Cage: Hollywood’s Wild Talent, London, 1998.
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Nicolas Cage in Con Air

On CAGE: articles—

Hirschfeld, Neal, ‘‘A New Face in the Crowd,”” in New York Daily
News Magazine, 3 February 1985.

Clark, John, ‘‘Nicolas Cage,”” in Premiere (New York), Septem-
ber 1990.

Current Biography 1994, New York, 1994.

Babitz, Eve, ‘‘Nicolas Cage,”” Harper’s Bazaar (New York), July 1994.

Daly, Steve, ‘‘High Spirits,”” in Entertainment Weekly (New York),
8 March 1996.

Radio Times (London), 30 March 1996.

Stars (Mariemborg), no. 29, 1997.

In his early screen appearances Nicolas Cage came across as a bit
of ablowhard. But when he turned himself into a cartoon, as the gentle
thief Hi in Raising Arizona, his all-out style became emphatically
pleasurable. Cage plays wild hare comedy off his lanky-hunky body,
his air of eternal devotion, and a glimmer of Old World honor in his
round, dark-lidded eyes. A berserkly anomalous courtliness gives him
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a romantic air even in the looniest slapstick. He furthered his comic
style in the more sophisticated Moonstruck as Ronny, a young butcher
in love with his estranged older brother’s fiancée. Ronny’s brooding
perfectly matches the dormancy of Cher’s good daughter Loretta;
when he proclaims his love for her and she smacks him and tells him
to ““Snap out of it!,”’ they seem to jolt each other to life. Romantic
comedy pairings rarely carry such a richly sensual charge.

Cage then outdid himself in his starring role in Vampire’s Kiss as
a yuppie editor who thinks he is turning into a vampire; he makes too
much seem like just the right amount. His Peter Lowe is at once
grotesque and bounding, both a heavily florid comedian such as the
young Charles Laughton and a leaping calorie-burner such as Doug-
las Fairbanks. He keeps falling prey to obsessions and topping one
tantrum with another, and getting more and more amusing. Cage
achieves transformations as alarmingly funny as Jim Carrey’s in The
Mask, but without the special effects. (Like Carrey, Cage shows the
influence of Jerry Lewis, whom he claims to have idolized as a child.)

Cage was less successful in David Lynch’s Wild at Heart as
a junkie sailor on the run with his girlfriend, because his craziness has
too much competition from the murky swirl of the story and visuals;
Lynch was straining. Cage was more impressive in a series of light
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comedies in the early 1990s, working especially well with Andrew
Bergman. As Jack Singer in Honeymoon in Vegas he plays a man who
overcomes his fear of marriage when he loses his girlfriend in a poker
game. Jack has vacillated too long; by the time he acts the situation
requires more than ordinary effort. Jack quickly becomes hilariously
exasperated, and Cage gives classic accelerating delivery to such
lines as, ‘‘He lives in a SHACK!”’ Cage shows his peerless ability to
engage in the most frantic complications of romantic comedy and
remain not only funny but sexy.

He was also good in the calmer role of the married cop who leaves
a winning lottery ticket as a tip to a waitress in Bergman’s It Could
Happen to You, and in a straight performance in John Dahl’s film noir
Red Rock West. Cage is fresh and convincing in both pictures in which
he has to be more essentially stable than the way his life is turning out.
However, you miss his earmark outbursts. He does not seem actory in
Red Rock West, but he does not seem like himself either. He has
matured on screen, getting continually manlier and handsomer, and
he may be incapable of a bum performance, but he needs to have his
composure cracked to work at his most imaginative.

Finally with Leaving Las Vegas he got a chance to really plumb his
comic skill. He plays Ben Sanderson, an alcoholic writer who leaves
Hollywood for Vegas with the stated goal of drinking himself to
death. The script lets us know that Cage’s goofiness is the character’s;
when Ben tape records a pornographic-alcoholic fantasy while wait-
ing in line at the bank, it is the showy misbehavior of a writer, a man
emulating Henry Miller and Charles Bukowski. Cage’s mugging and
flashily affected readings stem from Ben’s self-destructive perver-
sity, and the writer-director Mike Figgis enables Cage to push his one-
man-band inventiveness to a level of expressiveness that could not be
reached any other way. There is no other approach to Ben; he is too
smart and too self-conscious to emote. Ben’s spaced-out put-on is an
extraordinary invention—it is how a man who needs human interac-
tion to the very end keeps in touch with people without letting them
intervene in his determination to get to the end. Cage, by showing us
how to see through Ben’s evasiveness without violating Ben’s terms
of play, pulls off what Quentin Tarantino could not in Pulp Fiction
when at the closing he went sincere with Samuel L. Jackson’s freaky
takeoff on black Baptist oratory. (Tarantino is a great joker, but he had
not provided himself with a fleck of emotional fiber to spin.) Cage has
long been the most exciting young actor in American movies; with
Leaving Las Vegas he became the most stirring as well.

—Alan Dale

CAGNEY, James

Nationality: American. Born: James Francis Cagney Jr. in New
York City, 17 July 1899; brother of the actress Jeanne Cagney.
Education: Attended Stuyvesant High School, New York; briefly
attended Columbia University. Family: Married Frances Willard
(Willie) Vernon, 1922, adopted children: James and Cathleen. Ca-
reer: Acted in productions staged by Lenox Hill Settlement House
during childhood; 1919—worked in vaudeville as chorus dancer and
female impersonator; 1920—in chorus of Broadway musical Pitter-
Patter; 1925—began playing leads on Broadway; 1927-28—opened
the Cagney School of Dancing with wife; 1929—following success in
Broadway musical Penny Arcade, contracted by Warners to appear in
film version, retitled Sinner’s Holiday, 1930—long-term contract

with Warners; early 1930s—involved in Screen Actors Guild, later
serving as vice president (1934-39) and president (1942—43); 1936—
sued Warners over breach of contract and won; 1936-38—in two
films for small Grand National Pictures; 1938—re-signed with Warners;
1943—formed William Cagney Productions with brother; 1953—
final independent Cagney production A Lion Is in the Streets; 1957—
directed film Short Cut to Hell; 1961—retired from acting; 1981—
came out of retirement for role in Forman’s Ragtime. Awards: Best
Actor, New York Film Critics, for Angels with Dirty Faces, 1938;
Best Actor Academy Award, and Best Actor, New York Film Ceritics,
for Yankee Doodle Dandy, 1942; Life Achievement Award, Ameri-
can Film Institute, 1974; Honored for ‘ ‘Lifetime Achievement in the
Performing Arts’’ by the Kennedy Center, 1980. Died: In Stansfordville,
New York, 30 March 1986.

Films as Actor:

1930 Sinner’s Holiday (Adolfi) (as Harry Delano); Doorway to
Hell (A Handful of Clouds) (Mayo) (as Steve Mileaway);
Intimate Interview (Elliott)

1931 Other Men’s Women (Wellman) (as Ed); The Millionaire
(Adolfi) (as Schofield); The Public Enemy (Wellman) (as
Tom Powers); Smart Money (Alfred E. Green) (as Jack);
Blonde Crazy (Larceny Lane) (Del Ruth) (as Bert Harris);
How I Play Golf (Marshall)

1932 Taxi! (Del Ruth) (as Matt Nolan); The Crowd Roars (Hawks)
(as Joe Greer); Winner Take All (Del Ruth) (as Jim Kane)

1933  Hard to Handle (LeRoy) (as Lefty Merrill); Picture Snatcher
(Lloyd Bacon) (as Danny Kean); The Mayor of Hell (Mayo)
(as Patsy Gargan); Footlight Parade (Lloyd Bacon) (as
Chester Kent); Lady Killer (Del Ruth) (as Dan Quigley);
Hollywood on Parade

1934 Jimmy the Gent (Curtiz) (as Jimmy Corrigan); He Was Her
Man (Lloyd Bacon) (as Flicker Hayes); Here Comes the
Navy (Lloyd Bacon) (as Chesty O’Connor); The St. Louis
Kid (A Perfect Weekend) (Enright) (as Eddie Kennedy);
Hollywood Gad-About; Screen Snapshots One

1935 Devil Dogs of the Air (Lloyd Bacon) (as Tommy O’Toole); G-
Men (Keighley) (as James ‘‘Brick’” Davis); The Irish in Us
(Lloyd Bacon) (as Danny O’Hara); A Midsummer Night’s
Dream (Reinhardt and Dieterle) (as Bottom); Frisco Kid
(Lloyd Bacon) (as Bat Morgan); Ceiling Zero (Hawks) (as
Dizzy Davis); A Trip through a Hollywood Studio; Mutiny
on the Bounty (Lloyd) (as extra)

1936 Great Guy (Pluck of the Irish) (Blystone) (as Johnny Cave)

1937  Something to Sing About (Schertzinger) (as Terry Rooney)

1938 Boy Meets Girl (Lloyd Bacon) (as Robert Law); Angels with
Dirty Faces (Curtiz) (as Rocky Sullivan); For Auld Lang
Syne (Bilson)

1939  The Oklahoma Kid (Lloyd Bacon) (as Jim Kincaid); Each
Dawn I Die (Keighley) (as Frank Ross); The Roaring
Twenties (Walsh) (as Eddie Bartlett)

1940 The Fighting 69th (Keighley) (as Jerry Plunkett); Torrid Zone
(Keighley) (as Nick Butler); City for Conquest (Litvak) (as
Danny Kenny)

1941  The Strawberry Blonde (Walsh) (as Biff Grimes); The Bride
Came C.0.D. (Keighley) (as Steve Collins)
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James Cagney with Joan Leslie, Walter Huston, and Rosemary Decamp in Yankee Doodle Dandy

1942
1943
1944
1945
1946
1948
1949
1950
1951

1952
1953

1955

190

Captains of the Clouds (Curtiz) (as Brian MacLean); Yankee
Doodle Dandy (Curtiz) (as George M. Cohan)

Johnny Come Lately (Johnny Vagabond) (William K. How-
ard) (as Tom Richards); Show Business at War (March of
Time); You, John Jones (LeRoy) (as Air Raid Warden)

Battle Stations (as narrator)

Blood on the Sun (Lloyd) (as Nick Condon)

13 Rue Madeleine (Hathaway) (as Bob Sharkey)

The Time of Your Life (Potter) (as Joe)

White Heat (Walsh) (as Cody Jarrett)

The West Point Story (Del Ruth) (as Elwin Bixby); Kiss
Tomorrow Goodbye (Gordon Douglas) (as Ralph Cotter)
Come Fill the Cup (Gordon Douglas) (as Lew Marsh); Starlift

(Del Ruth) (as himself)

What Price Glory? (John Ford) (as Captain Flagg)

A Lion Is in the Streets (A Lion in the Streets) (Walsh) (as
Hank Martin)

Run for Cover (Nicholas Ray) (as Matt Dow); Love Me or
Leave Me (Charles Vidor) (as Martin ‘‘Gimp’’ Snyder);
Mister Roberts (John Ford and LeRoy) (as Captain); The
Seven Little Foys (Shavelson) (as George M. Cohan)

1956

1957
1959

1960
1961
1962
1966
1968
1975
1981

1984

Tribute to a Bad Man (Wise) (as Jeremy Rodock); These
Wilder Years (Rowland) (as Steve Bradford)

Man of a Thousand Faces (Pevney) (as Lon Chaney Sr.)

Never Steal Anything Small (Lederer) (as Jake Maclllaney);
Shake Hands with the Devil (Anderson) (as Sean Lenihan)

The Gallant Hours (Montgomery) (as Adm. William F.
“‘Bull’’ Halsey, + pr)

One, Two, Three (Wilder) (as C. P. MacNamara)

Road to the Wall (doc) (as narrator)

Ballad of Smokey the Bear (voice only)

Arizona Bushwhackers (Selander) (as narrator)

Brother, Can You Spare a Dime? (Mora—doc) (as voice of
Everyman)

Ragtime (Forman) (as Police Commissioner Rhinelander
Waldo)

Terrible Joe Moran (Sargent—for TV) (title role)

Film as Director:

1957

Short Cut to Hell
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Publications

By CAGNEY: book—

Cagney by Cagney, New York, 1976.

By CAGNEY: articles—

“How I Got This Way,”” as told to Pete Martin in The Saturday
Evening Post (Philadelphia), 7, 14, and 21 January 1956.

“‘Interview with James Cagney,’’ by Philip Oakes in Sight and Sound
(London), Winter 1958-59.

““‘James Cagney Talking . . . ,
March 1959.

LR}

in Films and Filming (London),

On CAGNEY: books—

O’Brien, Pat, The Wind at My Back, New York, 1964.

Sennett, Ted, Warner Brothers Presents, New Rochelle, New
York, 1971.

Dickens, Homer, The Films of James Cagney, Secaucus, New Jer-
sey, 1972.

Offen, Ron, Cagney, Chicago, 1972.

Bergman, Andrew, Cagney, New York, 1973.

Freedland, Michael, James Cagney, London, 1974.

Wallis, Hal, and Charles Higham, Starmaker, New York, 1980.

James Cagney dans I’objectif, Paris, 1981.

Clinch, Minty, Cagney: The Story of His Film Career, London, 1982.

McGilligan, Patrick, Cagney: The Actor as Auteur, San Diego, 1982.

Warren, Doug, James Cagney: The Authorized Biography, London,
1983; rev. ed., 1986.

Schickel, Richard, James Cagney: A Celebration, London, 1985.

Sklar, Robert, City Boys: Cagney, Bogart, Garfield, Princeton, New
Jersey, 1992.

McCabe, John, Cagney, New York, 1997.

On CAGNEY: articles—

Kirstein, Lincoln, ‘‘Cagney and the American Hero,”” in Hound and
Horn (New York), April 1932.

Potamkin, H. A., ‘‘The Personality of the Player: A Phase of Unity,”’
in Close-Up (London), March 1933.

Durant, John, ‘“Tough on and Off,”” in Collier’s (New York), 31
August 1940.

Current Biography 1942, New York, 1942.

Cole, Lester, ‘‘Unhappy Ending,”” in Hollywood Quarterly, Octo-
ber 1945.

Brown, John Mason, ‘‘Cagney Rides Again,’
(New York), 1 October 1949.

Tynan, Kenneth, ‘‘Cagney and the Mob,”” in Sight and Sound
(London), May 1951.

Parsons, Louella, ‘‘Cagney’s Year,”” in Cosmopolitan (New York),
June 1955.

Miller, Don, ‘‘James Cagney,’
August/September 1958.

““Yankee Doodle Dandy,’” in Newsweek (New York), 22 April 1968.

bl

in Saturday Review

>

in Films in Review (New York),

Haskell, Molly, ‘‘Partners in Crime and Conversation,”” in The
Village Voice (New York), 7 December 1972.

Lawrence, K. G., ‘“‘Homage to James Cagney,”’ in Films in Review
(New York), May 1974.

McGilligan, Patrick, ‘‘Just a Dancer Gone Wrong: The Complication
of James Cagney,”’ in Take One (Montreal), September 1974.
Kandel, Abel, ‘‘James Cagney: Man of Principle’’ in Close-Ups: The

Movie Star Book, edited by Danny Peary, New York, 1978.

““The Conversation: Studs Terkel and James Cagney,”’ in Esquire
(New York), October 1981.

Kroll, Jack, ‘‘James Cagney’’ and ‘‘Cagney vs. Allen vs. Brooks’’ by
William S. Pechter, in The Movie Star, edited by Elisabeth Weis,
New York, 1981.

Buckley, M., “‘James Cagney,”’ in Films in Review (New York),
March 1982.

Cieutat, M., ““Tribute to a Good Man: James Cagney ou 1’ambiva-
lence de I’Amérique,’” in Positif (Paris), April 1982.

Sklar, Robert, ‘‘L’Acteur en lutte: James Cagney contre Warner
Bros.,”” in Filméchange (Paris), Summer 1983.

Hagopian, Kevin, ‘‘Declarations of Independence: A History of
Cagney Productions,”” in Velvet Light Trap (Madison, Wiscon-
sin), no. 22, 1986.

Obituary in New York Times, 31 March 1986.

“‘James Cagney Succumbs at 86: Quintessential Film Tough Guy,”’
obituary in Variety (New York), 2 April 1986.

Martin, Adrian. ‘‘On the Significance of James Cagney,’’ Filmnews,
vol. 16, no. 2, May 1986.

Buckley, M., obituary in Films in Review (New York), June/July 1986.

McGilligan, Patrick, ‘“Yankee Doodle Diary,”” in Film Comment
(New York), July/August 1986.

Tracey, G. ‘‘James Cagney as Immigrant Icon,”” Michigan Academi-
cian (Ann Arbor), no. 3, 1993.

McClelland, D., ‘‘Cagney and Hayward: The Greatest Team that
Never Was,”” Classic Images (Muscatine, lowa), no. 263, May 1997.

Norman, Barry, ‘“Why Cagney Is Always Top of the World,”’ Radio
Times (London), 9 August 1997.

Jimmy Cagney was a natural actor with an astonishing range. As
Bottom in Reinhardt and Dieterle’s A Midsummer Night’s Dream, he
demonstrated that he could play comedy effectively. He was Lon
Chaney in Man of a Thousand Faces, and twice played George M.
Cohan, winning an Academy Award for Yankee Doodle Dandy, and
repeating the role in 1955 for The Seven Little Foys. But his specialty
was Irish tough guys: prizefighters, gangsters, bootleggers, and
racketeers.

In 1931, a year after his film career began, Cagney created the
definitive portrait of a tough, swaggering movie gangster in Wellman’s
The Public Enemy. Fifty years later, and in failing health, he gave
Milos Forman an equally memorable portrayal as New York police
commissioner Rhinelander Waldo in the film version of E. L.
Doctorow’s Ragtime. The swagger was still there, and the charisma.
As early as 1939, critic Otis Ferguson paid tribute to Cagney by
noting that it would be ‘‘hard to say what our impression of the total
American character would have been without him.”’

Cagney learned the American character on the streets of New
York. When he played Irish tough guys on the screen, he was able to
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draw on his own youthful experiences. Cagney began his performing
career as a hoofer in a show called Every Sailor at Keith’s 86th Street
Theatre, then, in 1920, he landed a specialty dance in the show Pitter-
Patter. His future wife, Frances Willard Vernon, was in the chorus
line and after Pitter-Patter closed, they joined to form a dance team
called ‘““Vernon and Nye.”” His first important acting assignment
came in 1925 when he was cast with Charles Bickford in the Maxwell
Anderson play Outside Looking In.

In 1929 he played opposite Joan Blondell in Maggie the Magnifi-
cent, and subsequently in Penny Arcade. Al Jolson procured the rights
for this play and then sold it to Warner Brothers. Cagney and Blondell
were part of the package, and so Cagney went to Hollywood, where
Penny Arcade became Sinner’s Holiday. A year later he had the lead
in The Public Enemy and was on his way to becoming a star.

His great talent was confined by the apparently stereotyped roles
he often played over the next 25 years, but no one could do them better
than Cagney. He perfectly understood the characters of the punks he
portrayed, from the raw and brutal ambition of Tom Powers to the
psychotic complexity of Cody Jarrett in White Heat, 18 years later.

In his portrayal of *‘Gimp’’ Snyder for Charles Vidor in Love Me
or Leave Me, Cagney drew upon all the vitality and charisma of his
old gangster roles to present the melancholy figure of a man who
loves and respects a woman, Doris Day’s Ruth Etting, whose sense of
decency he is incapable of understanding. Cagney takes a modest
melodrama and gives it an almost tragic dimension as Snyder
attempts to reform but is finally driven crazy by his jealousy and
shoots the piano player (Cameron Mitchell), who is his rival.

Rat-a-tat-tating those famous feet like machine gun fire in his
musicals, Cagney was a whirling dervish whose finest performances,
even in nonmusicals, seem choreographed. Both his upbringing in
Hell’s Kitchen and his vaudeville trouping inform every step this sui
generis takes. Unlike other male superstars of Hollywood’s Golden
Age, Cagney was unafraid of returning to his gangster roots through-
out his long, kinetic career. Only an actor unconstrained by image
considerations could deliver as chilling a portrait of psychopathy as
his migraine-plagued Mama’s boy, Cody Jarrett. By contrast, think of
the roles Gable, Stewart, Tracy, and Grant chose after their mass
appeal hardened around their personas. Bringing humanity to his
criminals and moral uncertainty to his good guys, Cagney created the
myth of the streetwise cynic, who could just as fatefully be recruited
to walk the straight and narrow or stride through a police lineup with
attitude to burn. The only characterizational common ground was an
energy-level unknown to the rest of us. In One, Two, Three, a virtuoso
collaboration with Billy Wilder (then intended as Cagney’s retire-
ment film), the performer propels the Cold War farce forward and
flies past topical references that date the film, as if his acting were
independent of tired plot mechanics, as if his personality could simply
burn through familiar gags until the audience is left only with the
distilled essence of Cagney. One wishes this vital actor had accepted
Jack Warner’s offer to play Alfred P. Doolittle in My Fair Lady,
a museum piece that would have benefited from his irreverent cock-
of-the-walk strut.

Whether tackling bad guys on-screen or battling the Brothers
Warner offscreen in his heyday, Cagney always placed his convic-
tions in the forefront. Going independent at a time in the forties when
such ventures were considered suicidal, Cagney’s production com-
pany created some lovely films, such as Johnny Come Lately, before
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going down fighting. But bucking the odds has always been a signa-
ture move on Cagney’s part, whether knocking himself out to put on
a show in Footlight Parade or sizing up Ann Sheridan on a rubber
plantation in Torrid Zone. Not only could he jump in the job pool from
G-Man to America’s most wanted but he could also enliven Shake-
speare or impersonate Adm. ‘‘Bull’’ Halsey in The Gallant Hours
with the same self-confident droit du seigneur. Whereas less versatile
stars played storybook versions of heroism, Cagney always scrapped
for his honor because he was not a to-the-manner-born savior like
John Wayne but a conflicted hero who had to arrive at virtue by
sometimes battling his own instincts. Jimmy Cagney embodied the
personal charisma of star acting during Hollywood’s Golden Era. His
abilities were unique, and his classic films are forever marked by his
personal brilliance.

—James M. Welsh, updated by Robert Pardi

CAINE, Michael

Nationality: British. Born: Maurice Micklewhite in London, 14
March 1933. Military Service: 1951-53—served in Korea with
Royal Fusiliers. Family: Married 1) Patricia Haines, 1954 (divorced
1956), one daughter; 2) Shakira Khatoon Baksh, 1973, one daughter.
Career: Late 1940s-early 1950s—acted with amateur groups while
working as a laborer; 1954-56—played small parts in provincial
theaters and Joan Littlewood’s Theatre Workshop; appeared fre-
quently on British television; 1956—began appearing in bit roles in
feature films; 1964—critical attention for role in Zulu; 1965—played
role of Harry Palmer in first of series of films, The Ipcress File; early
1970s—involved with Klinger-Caine-Hodges Productions; 1980s—
much work for TV, including Jack the Ripper, 1988, and Jekyll and
Hyde, 1990. Awards: British Academy Award for Best Actor, for
Educating Rita, 1983; Best Supporting Actor Academy Award, for
Hannah and Her Sisters, 1986; CBE, 1993; Best Actor Golden Globe
Award for Little Voice, 1999. Address: c/o Dennis Selinger, Interna-
tional Creative Management, Oxford House, 76 Oxford Street, Lon-
don WIN OAX, England.

Films as Actor:

1956 A Hill in Korea (Hell in Korea) (Amyes) (bit role as Pvt.
Lockyer)

1957 How to Murder a Rich Uncle (Patrick) (as Gilrony)

1958 The Key (Reed) (bitrole); Blind Spot (Maxwell) (bitrole); The
Two Headed Spy (de Toth) (bit role as 2nd Gestapo agent);
Carve Her Name with Pride (Gilbert)

1959  Passport to Shame (Room 43) (Rakoff) (bit role); Danger
Within (Breakout) (Chaffey) (bit role)

1960 Foxhole in Cairo (Moxey) (as Weber); The Bulldog Breed
(Asher) (bit role)

1961 The Day the Earth Caught Fire (Guest) (bit role)

1962  Solo for Sparrow (Flemyng) (as Mooney); The Wrong Arm of
the Law (Owen) (bit role)
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Michael Caine with Julie Foster in Alfie

1964
1965
1966

1967

1968

1969

1970

1971

1972

1974

Zulu (Endfield) (as Lt. Gonville Bromhead)

The Ipcress File (Furie) (as Harry Palmer)

Alfie (Gilbert) (title role); The Wrong Box (Forbes) (as Michael);
Gambit (Neame) (as Harry); Funeral in Berlin (Hamil-
ton) (as Harry Palmer); Hurry Sundown (Preminger) (as
Henry Warren)

Billion Dollar Brain (Russell) (as Harry Palmer); ‘‘Snow’’
ep. of Woman Times Seven (De Sica) (as handsome stranger)

Deadfall (Forbes) (as Henry Clarke); Play Dirty (de Toth) (as
Capt. Douglas); The Magus (Green) (as Nicholas Urfe)

The Italian Job (Collinson) (as Charlie Croker); Battle of
Britain (Hamilton) (as Sqdn. Leader Canfield); Too Late
the Hero (Aldrich) (as Tosh)

The Last Valley (Clavell) (as Captain); Get Carter (Hodges)
(as Jack Carter); Simon, Simon (short)

Kidnapped (Delbert Mann) (as Alan Breck); Zee and Com-
pany (X, Y, and Zee) (Hutton) (as Robert)

Pulp (Hodges) (as Mickey King); Sleuth (Mankiewicz) (as
Milo Tindle)

The Black Windmill (Siegel) (as Major John Tarrant); The
Marseilles Contract (The Destructors) (Parrish) (as Deray)

1975

1976

1977

1978

1979

1980

1981

1982
1983

1984

.

N
r

/3

The Wilby Conspiracy (Nelson) (as Keogh); The Romantic
Englishwoman (Losey) (as Lewis Fielding); The Man Who
Would Be King (Huston) (as Peachy Carnehan)

Peeper (Hyams) (as Leslie Tucker); The Eagle Has Landed
(John Sturges) (as Col. Kurt Steiner)

A Bridge Too Far (Attenborough) (as Lt. Col. Joe Vandeleur);
Harry and Walter Go to New York (Rydell) (as Adam Worth)

California Suite (Ross) (as Sidney Cochran); Ashanti (Fleischer)
(as Dr. David Lenderby); Silver Bears (Passer) (as Doc
Fletcher)

The Swarm (Irwin Allen) (as Brad Crane); The Island (Ritchie)
(as Maynard); Beyond the Poseidon Adventure (Irwin Allen)
(as Mike Turner)

Dressed to Kill (De Palma) (as Dr. Robert Elliott)

Victory (Escape to Victory) (Huston) (as Colby); The Hand
(Stone) (as Jon Landsdale)

Deathtrap (Lumet) (as Sidney Bruhl)

The Honorary Consul (Beyond the Limit) (Mackenzie) (as
Charlie Fortnum); Educating Rita (Gilbert) (as Professor)

The Jigsaw Man (Young) (as Sir Philip Kimberly/Sergei
Kuzminsky); Blame It on Rio (Donen) (as Matthew Hollis)

193



CAINE

ACTORS AND ACTRESSES, 4" EDITION

1985 The Holcroft Convention (Frankenheimer) (as Noel Holcroft);
Water (Clement) (as Baxter)

1986 Half Moon Street (Swaim) (as Lord Bulbeck); Hannah and
Her Sisters (Woody Allen) (as Elliot); Mona Lisa (Neil
Jordan) (as Mortwell); Sweet Liberty (Alda) (as Elliott James)

1987 The Fourth Protocol (Mackenzie) (as John Preston, + exec
pr); Jaws—the Revenge (Sargent) (as Hoagie); Surrender
(Belson) (as Sean Stein, mystery novelist); The Whistle
Blower (Langton) (as Frank Jones)

1988  Dirty Rotten Scoundrels (Oz) (as Lawrence Jamieson); With-
out a Clue (Eberhardt) (as Sherlock Holmes); Jack the
Ripper (Wickes) (as Frederick Abberline—for TV)

1989 Movie Life of George (Brand—for TV); The Trouble with
Michael Caine (Macmilan—for TV)

1990 A Shock to the System (Egleson) (as Graham Marshall);
Bullseye! (Winner) (as Sidney Lipton/Dr. Daniel Hicklar);
Mr. Destiny (Orr) (as Mike); Jekyll & Hyde (Wickes—for
TV) (title role)

1991 Noises Off (Bogdanovich) (as Lloyd Fellowes)

1992  The Muppet Christmas Carol (Henson) (as Scrooge); Death
Becomes Her (Zemeckis); Blue Ice (Mulcahy—for TV) (as
Harry Anders, + pr)

1994  On Deadly Ground (Seagal) (as Michael Jennings); World
War I1: When Lions Roared (Joseph Sargent—for TV) (as
Joseph Stalin)

1995 Len Deighton’s Bullet to Beijing (Mihalka) (as Harry Palmer)

1997 Blood and Wine (Rafelson) (as Victor Spansky); 20,000
Leagues Under the Sea (Hardy—for TV) (as Captain
Nemo); Mandela and deKlerk (Sargent—for TV) (as F.W.
deKlerk)

1998 Little Voice (Herman) (as Ray Say)

1999  Curtain Calls (Yates) (as Max Gale); The Cider House Rules
(Hallstrom) (as Dr. Wilbur Larch)

2000 Quills (Philip Kaufman) (as Dr. Royer-Collard); Get Carter
(Kay) (as Cliff Brumby); Miss Congeniality (Petrie) (as
Vic); Shiner (Irvin) (as Billy Simpson)

Publications
By CAINE: books—

Not Many People Know That, London, 1985.

Not Many People Know This Either, London, 1986.

Michael Caine’s Moving Picture Show, New York, 1988.

Acting in Film: An Actor’s Take on Movie Making, New York, 1990.

What’s It All About?, New York, 1992.

Spies and Sleuths, New York, 1997.

With Marco White, Canteen Cuisine: In the Kitchen with Michael
Caine, London, 1997.

By CAINE: articles—

“‘Interview: Michael Caine,”” in Playboy (Chicago), July 1967.

“‘Playing Dirty,”” interview in Films and Filming (London), April and
May 1969.

““The Man Who Would Be Caine,”’ interview with M. Rosen, in Film
Comment (New York), July/August 1980.

Interview with Nick Roddick, in Stills (London), October 1984.
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Interview with John Kobal, in Films and Filming (London), Janu-
ary 1985.

Interview with Derek Winnert, in Radio Times (UK), 27 Octo-
ber, 1990.

Interview with Brian Case in Time Out (UK), 16 September 1992.

‘‘Michael Caine’s Presentation Speech,’” in Film Score Monthly (Los
Angeles), no, 74, October 1996.

On CAINE: books—

Andrews, Emma, The Films of Michael Caine, London, 1977.

Hall, William, Raising Caine: The Authorized Biography, Englewood
Cliffs, New Jersey, 1982.

Judge, Philip, Michael Caine, New York, 1985.

Gallagher, Elaine, Candidly Caine, London, 1990.

On CAINE: articles—

Farber, Stephen, ‘‘Alfie,”” in Film Quarterly (Berkeley), Spring 1967.

‘‘Michael Caine,”’ in Focus on Film (London), Spring 1973.

Films (London), October 1982.

Ciné Revue (Paris), 27 January 1983 and 12 April 1984 (both with
filmography).

Photoplay (London), June 1983 and February 1984.

Current Biography 1988, New York, 1988.

““Michael Caine. Cockney Gentleman,”’ in Film en Televisie (BE),
March 1990.

““Michael Caine,”’ in Stars (Mariembourg), no. 29, 1997.

* * *

Michael Caine belonged in the Cockney contingent (Anthony
Newley, Terence Stamp, Twiggy) that rose to stardom soon after
kitchen-sink Northerners such as Albert Finney and Tom Courtenay.
While Stamp came on as the smart tough mod, and Newley led with
his pathos, Caine’s basic persona was the upwardly mobile Cockney,
with 1960s executive specs and crispy well-groomed wavy hair, who
yet retains, without inverted snobbery and in a naturally neat voice,
his Cockney accent. He was laid-back, too—tall, amiable, almost
lordly—and his cool blue eyes bespoke calm calculation, bedroom
sensitivity, and/or deep dark scheming. This balance of easy sociabil-
ity and private purpose is of the essence.

Son of a fish porter and a charwoman, Caine rose through rep to
television, which he alternated with innumerable bit and supporting
parts. Auditioning for a grumbling Cockney soldier in Zulu, he was
surprised to be offered a lead role, and as an aristocratic young officer,
whose authority must be overthrown by toughly professional Stanley
Baker. Caine revamped his stereotypically effete character, so that his
languid air proved deceptive.

While Caine’s performance in Zulu drew considerable critical
attention, he languished for almost a year without film offers after the
picture’s release. Then Harry Saltzman, co-producer of the fabulously
successful James Bond films, tapped him for the lead in the screen
version of Len Deighton’s espionage novel The Ipcress File. As the
insolent, working-class secret agent Harry Palmer, Caine was a com-
plete antithesis to James Bond. The long, improvised, supermarket
scene in the film embellishes the everyday melancholy that extended
Caine’s rapport with audiences. The subsequent Palmer films, Fu-
neral in Berlin and Billion Dollar Brain, the latter directed by Ken
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Russell, Caine’s handpicked choice, neglected that intimate rapport
with audiences, and failed. As did Caine’s return to the character
twenty years later in Bullet to Beijing, producer Harry Allan Tower’s
flat start to a proposed new series of Harry Palmer theatrical adven-
tures that died aborning when the film was spun off to TV and video.
In Alfie Caine’s Cockney chauffeur, a smoothly relentless Casanova,
with his insidiously cynical chats direct to the audience, stirred a deep
uneasiness about permissiveness. It was a role shunned by almost
every eligible star; Caine won his first Oscar nomination, and the film
was the biggest-ever British money-earner in the United States. It
made him the star he is today.

Caine contributed polished performances to many lesser films,
although his very Englishness, as domestic production flagged, set
him adrift in productions of ‘‘ersatz internationalism,”” as he called it.
Of various war action films in exotic locales, the most interesting
were two toughly ironic meditations on idealism and power: The Last
Valley, written and directed by the late novelist James Clavell of
Shogun and Noble House fame, with Caine as a thoughtful German
mercenary in the Thirty Years’ War; and John Huston’s long-
aborning The Man Who Would Be King, with Caine as the feet-on-the-
ground adventurer Peachy Carnehan, opposite Sean Connery’s up-
start title character. In both films, settings and trimmings somehow
eclipsed stars and themes intrinsically as powerful as The Bridge on
the River Kwai or Apocalypse Now. Caine’s long line of affable
scoundrels and conmen extended to chillingly calm London gangsters
in Get Carter, a pet project of Caine’s directed by Mike Hodges, that
has been relocated to America for a 2000 remake starring Sylvestor
Stallone in the role originally played by Caine, who is set to play
a cameo in the remake; and Mona Lisa, for which Caine took
substantially less than his usual astronomical fee in order to get the
film made. In Kidnapped his sword-fencing worked in well with his
airily long-limbed command of personal space.

Caine’s sharply blue, yet softly bulbous, eyes suggested quietly
devious, complicated, or creative characters. Pulp, Sleuth, and Death-
trap were dialogue comedies involving writers in murder-plot-and-
counterplot; they were near two-handers, Caine ‘‘duetting’’ with,
respectively, Mickey Rooney, Laurence Olivier (Caine plucking an
Oscar nomination from under the knightly nose), and Christopher
Reeve. A fourth variation on writer/reality games, The Romantic
Englishwoman, with Caine as a writer fantasizing his wife’s adultery,
promised greater depth, but the eagerly awaited collaboration be-
tween Caine and director Joseph Losey seemed short-circuited by
a tricksy script.

Caine’s air of mischievous sensuality explains his three gay roles:
in Deathtrap (where he and Reeve kiss), Dressed to Kill (as a psychia-
trist who is also a transvestite homicidal maniac), and California Suite
(with Maggie Smith as sexually ambiguous Hollywood marrieds
doubly nervy while awaiting the Oscar announcements).

By 1979 Caine’s career again risked losing direction, with a run of
parts in mediocre spy, horror, and disaster films. Educating Rita was
a ‘“‘return to roots,”’ to the director of Alfie, and to Oscar nomination.
Caine played an extinct poet turned university lecturer, disillusioned
by the grooves of academe, and vacillating between his textbooks and
his whiskey bottle; but revivified by the cheek and eager optimism of
working-class housewife Julie Walters. Alan Alda’s Sweet Liberty
and Woody Allen’s Hannah and Her Sisters brought Caine fully into
the American comedy of manners. In Alda’s film he sketches a film
star surely based on himself. A gregarious Cockney now King of
Hollywood, he good-naturedly jollies Alda, as a history professor, out
of his misery about moviemakers travestying his serious book. In

Allen’s slightly sad comedy, Caine, a business manager for rock stars,
is torn by guilt about loving two sisters, and ends up prey to the
nervousness with which the Allen character began; an intriguing role
reversal. Though every character but Allen’s was dissatisfyingly
foreshortened, Caine won a Supporting Actor Oscar.

He continues a highly popular star, though he is frequently
criticized for being less than selective about the projects he takes on.
He played the real inspector Frederick Abberline, the working-class
chief detective on the trail of the infamous serial killer Jack the Ripper
in writer-director David Wickes’s two-part telefilm produced for the
Ripper’s centenary. The film proposed a final solution to the century-
old mystery, naming the Queen’s royal physician as the legendary
killer, a solution offered by the 1979 Ripper film, Murder by Decree,
as well. For Wickes also, Caine played the title roles in Jekyll and
Hyde, the umpteenth version of the durable Robert Louis Stevenson
barnstormer, this one produced for British and American television.
For TV, he also played an unremarkable Captain Nemo in an
unspectacular mini-series based on the Jules Verne classic; and gave
a remarkable performance (sporting a convincing South African
accent) as F. W. deKlerk opposite Sidney Poitier’s Nelson Mandela in
Mandela and deKlerk, a docudrama about the fall of apartheid.

He returned to comedy with Noises Off, Peter Bogdanovich’s film
adaptation of playwright Michael Frayn’s takeoff on British sex
farces, appearing opposite his old Deathtrap flame Christopher
Reeve. In The Muppet Christmas Carol, he played Scrooge opposite
a bevy of Jim Henson’s puppet creatures in Dickensian garb. 1992’s
Blue Ice, a film he also produced, found Caine once again embroiled
in secret agentry. He was a villainous oil baron whom Steven Seagal
prevents from destroying the Alaskan landscape in On Deadly Ground.

Late in the 1990s he returned to more meaty roles. In Little Voice
he gave a notable turn as a sleazy talent scout who discovers an
introverted girl (Jane Horrocks) with an amazing skill for imitating
famous songstresses like Judy Garland and Shirley Bassey. And in
The Cider House Rules, based on a novel by John Irving, he adopted
his first American accent (down-home Maine no less) to play the
sympathetic head of an orphanage and earned another Oscar nomina-
tion as Best Supporting Actor for his trouble. The busy star somehow
managed to find the time find to write his autobiography, published in
1992 under the title What’s It All About?, Caine’s famous refrain from
Alfie, as well as open a string of upscale restaurants in London
and Miami.

—Raymond Durgnat, updated by John McCarty

CALHERN, Louis

Nationality: American. Born: Carl Henry Vogt in New York City,
19 (or 16) February 1895. Family: Married 1) the actress and writer
Ilka Chase, 1926 (divorced 1926); 2) Julia Hoyt, 1927 (divorced
1932); 3) Natalie Schafer, 1933 (divorced); 4) Marianne Stewart,
1946 (divorced). Career: Late 1910s-early 1920s—worked on Broad-
way stage; 1921—film debut in The Blot; followed by romantic
leading man roles in silent films; 1931—talking film debut in Stolen
Heaven; 1938—on stage in Golden Boy in London; later stage roles
include Life with Father, 1942, The Magnificent Yankee (and film
version), and King Lear, 1950; after 1949—worked exclusively for
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Louis Calhern with Ann Harding in The Magnificent Yankee

MGM, mainly in supporting roles. Died: In Tokyo, Japan, 12
May 1956.

Films as Actor:

1921

1922
1923
1931

1932

1933

196

The Blot (Weber) (as Phil West); Too Wise Wives (Weber);
What’s Worth While? (Weber)

Woman, Wake Up! (Harrison)

The Last Moment (Read)

Blonde Crazy (Larceny Lane) (Del Ruth) (as Dapper Dan
Barker); Stolen Heaven (Abbott) (as Steve Perry); The
Road to Singapore (Alfred E. Green) (as Dr. George March)

Okay America (Penalty of Fame) (Garnett) (as Mileaway
Rosso); They Call It Sin (Freeland) (as Ford Humpbhries);
Night after Night (Mayo) (as Dick Bolton); Afraid to Talk
(Cahn) (as Wade)

20,000 Years in Sing Sing (Curtiz) (as Joe Finn); The Woman
Accused (Sloane) (as Leo Young); Duck Soup (McCarey)
(as Ambassador Trentino); Frisco Jenny (Wellman) (as

1934

1935

1936
1937

1938

1939

Steve Dutton); Strictly Personal (Murphy) (as Magruder);
The World Gone Mad (The Public Be Hanged) (Cabanne)
(as Christopher Bruno); Diplomaniacs (Seiter) (as
Winklereid)

The Count of Monte Cristo (Rowland V. Lee) (as Raymond de
Villefort Jr.); The Affairs of Cellini (La Cava) (as Ottaviano);
The Man with Two Faces (Mayo) (as Stanley Vance)

The Arizonian (Charles Vidor) (as Jake Mannen); The Last
Days of Pompeii (Cooper) (as prefect); Sweet Adeline
(LeRoy) (as Maj. Jim Day); Woman Wanted (Seitz)
(as Smiley)

The Gorgeous Hussy (Brown) (as Sunderland)

The Life of Emile Zola (Dieterle) (as Maj. Dort); Her Husband
Lies (Ludwig) (as Sordoni)

Fast Company (The Rare Book Murder) (Buzzell) (as Elias Z.
Bannerman)

Juarez (Dieterle) (as LeMarc); Fifth Avenue Girl (La Cava)
(as Dr. Kessler); Charlie McCarthy, Detective (Tuttle) (as
Arthur Aldrich); The Story of Dr. Ehrlich’s Magic Bullet
(Dr. Ehrlich’s Magic Bullet) (Dieterle) (as Dr. Brockdorf);
I Take This Woman (Van Dyke) (as Dr. Duveen)
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1943 Heaven Can Wait (Lubitsch) (as Randolph Van Cleve);
Nobody’s Darling (Anthony Mann)

1944  The Bridge of San Luis Rey (Rowland V. Lee) (as viceroy); Up
in Arms (Nugent) (as Col. Ashley)

1946 Notorious (Hitchcock) (as Paul Prescott)

1948  Arch of Triumph (Milestone) (as Morosow)

1949  The Red Danube (Sidney) (as Col. Piniev); The Red Pony
(Milestone) (as Grandpa)

1950 Nancy Goes to Rio (Leonard) (as Gregory Elliott); Two Weeks
with Love (Rowland) (as Horatio Robinson); The Magnifi-
cent Yankee (The Man with Thirty Sons) (John Sturges) (as
Oliver Wendell Holmes Jr.); The Devil’s Doorway (An-
thony Mann) (as Verne Coolan); A Life of Her Own (Cukor)
(as Jim Leversoe); The Asphalt Jungle (Huston) (as Alonzo
D. Emmerich); Annie Get Your Gun (Sidney) (as Buf-
falo Bill)

1951 The Man with a Cloak (Markle) (as Thevenet); It’s a Big
Country (Thorpe and others) (as narrator)

1952  Invitation (Reinhardt) (as Simon Bowker); The Bad and the
Beautiful (Minnelli) (as voice on the recording); We’re Not
Married (Goulding) (as Freddie Melrose); The Prisoner of
Zenda (Thorpe) (as Col. Zapt); Washington Story (Target
for Scandal) (Pirosh) (as Charles W. Birch)

1953  Confidentially Connie (Buzzell) (as Opie Bedloe); Julius
Caesar (Joseph L. Mankiewicz) (title role); Remains to Be
Seen (Weis) (as Benjamin Goodwin); Main Street to Broad-
way (Garnett) (as himself); Latin Lovers (LeRoy) (as Grand-
father Santos)

1954 Rhapsody (Charles Vidor) (as Nicholas Durant); Executive
Suite (Wise) (as George Nyle Caswell); The Student Prince
(Thorpe) (as King of Karlsburg); Men of the Fighting Lady
(Marton) (as James A. Michener); Betrayed (Reinhardt) (as
Gen. Ten Eyck); Athena (Thorpe) (as Grandpa Ulysses
Mulvain)

1955 The Blackboard Jungle (Richard Brooks) (as Jim Murdock);
The Prodigal (Thorpe) (as Nahreeb)

1956 Forever, Darling (Hall) (as Charles Y. Bewell); High Society
(Walters) (as Uncle Willie)

Publications
On CALHERN: articles—

Current Biography 1951, New York, 1951.

Houseman, John, ‘‘Filming Julius Caesar,”’ in Films in Review (New
York), April 1953 and Sight and Sound (London), July/Septem-
ber 1953.

Obituary in New York Times, 13 May 1956.

In the first half of the 1950s it seemed as if Louis Calhern was in
every other MGM picture released. He had signed with that studio in
1949 and immediately began creating character roles that were
always interesting and occasionally more. One of his first portrayals
was Buffalo Bill, long white hair flowing, in the musical Annie Get
Your Gun.

In 1950 Calhern recreated for the cinema his acclaimed stage role
in The Magnificent Yankee, in which he had definitively impersonated—
or perhaps reincarnated—Justice Oliver Wendell Holmes. The previ-
ous year he had returned to Broadway to play the role he had prepared
himself for most of his professional life: the great mad King Lear.

Despite the actor’s gray-haired and dignified mien he was not
always cast as a rock of probity. It was John Huston’s crime drama
The Asphalt Jungle that gave Calhern one of his few truly memorable
film parts. With an inexperienced but plainly nubile Marilyn Monroe
in a supporting role as his decades-younger mistress, he brought both
understated menace and a sad world-weariness to his sleazy, crooked
lawyer Emmerich. To her he euphemistically may have been ‘‘Uncle
Lon’’ but he was far from avuncular.

This was somewhat of a return to Calhern’s film roots. He began
his sound film career in 1931 and throughout the decade he played
villains or at least men with morality in various shades of gray. When
he wasn’t plotting dirty work in melodramas he was sometimes found
doing it in such comedies as Paramount’s Duck Soup in which the
formidable Groucho Marx was his adversary.

Calhern was also subjected to indignities by the comedy team of
Wheeler and Woolsey in Diplomaniacs and by Danny Kaye in Up in
Arms. In viewing those films one is led to wonder whether Calhern
really had much sense of humor. He seems to have a puzzled look on
his face that may or may not have been called for in the script. Either
he wittingly played against his persona in comedies or it was played
against without his complicity.

Calhern usually essayed authoritative characters, helped by a power-
ful physical presence with a height in the 6’2’ to 6’3’ range. This
imposing physique was topped by a face like that on some ancient
coin. His was a Roman nose incarnate and indeed it was seen at least
twice above a Roman toga in The Last Days of Pompeii and the title
role in the all-star Julius Caesar.

Calhern had begun his illustrious career humbly enough trouping
in a Bronx stock company about 1912. He gradually made his way
upward through vaudeville and repertory, eventually joining a stock
company in Los Angeles. He was discovered for the cinema in the
very lair of the movie industry and taken under the wing of director
Lois Weber.

It was in 1921 that Louis Calhern made the first three of his five
silent movies. He partnered the beauteous Weber star Claire Windsor
who got far more mileage out of their pictures together than he did.
With such unprepossessing titles as What’s Worth While?, Woman,
Wake Up!, and Too Wise Wives to his dubious credit, he soon headed
east again. This time it was to a career as a Broadway matinee idol.

With the success of The Song and Dance Man in 1923 and the
romantic lead in the next year’s even more popular The Cobra, the
decade of the Roaring Twenties was Calhern’s. His reappearance in
movies during the 1930s did not necessarily bring him greater fame
but aging theater idols do not have great job security. He certainly did
not give up the theater; a road company of Life with Father later
provided him with another born-to-play role.

Louis Calhern’s film career had its ups and downs but he proved
himself to be a distinguished character actor. If he had to endure
Charlie McCarthy, Detective and The Gorgeous Hussy there were
also the rewards of The Life of Emile Zola and Heaven Can Wait.
Indeed, as fine wines do, Calhern got better as he aged. His once
arrogant screen persona softened and grew more likable. Good roles
still came, such as that of the once great actor George Lorison in The
Bad and the Beautiful, Executive Suite and High Society, his last
completed film, also provided him with worthy assignments. He was,
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as he wanted to be, still in harness and still in demand when he died in
Japan during the making of what would have been his 73rd film, The
Teahouse of the August Moon.

—Roy Liebman

CANTINFLAS

Nationality: Mexican. Born: Mario Moreno Reyes in Ciudad de los
Palacios, 12 August 1911. Education: Studied at the Universidad
Nacional Autonoma de Mexico in the school of medicine. Family:
Married Valentina Zubareff, 1937 (died 1966), son: Mario Arturo
Moreno Ivanova. Career: 1930—began working in variety theaters,
using name Cantinflas to hide identity from family; 1936—first film
role as comic in No te engaiies corazon; 1940—became leading
comic figure of Spanish-language cinema with lead role in Ahi estd el
detalle; 1941—founded Posa Films production company and pro-
duced Ni sangre ni arena; began lifelong professional relationship
with the director Miguel M. Delgado after first film together, El
gendarme desconocido; 1956—became known internationally after
role as Passepartout in Around the World in Eighty Days; 1960—
commercial and critical failure of Pepe led to his departure from
Hollywood and return to Mexico; 1981—final feature film, after
which he concentrated on philanthropic interests. Awards: Special
Prize, Ariel Awards, Mexico, for ‘‘work on behalf of the Mexican

Cantinflas (top) with David Niven in Around the World in Eighty Days
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cinema,”’” 1950-51; Golden Globe for Best Actor, for Around the
World in Eighty Days, 1956; Special Award, Golden Globes, 1960;
Special Prize, Mexican Silver Goddesses, 1969; named *‘symbol of
peace and happiness of the Americas,”” by the Organization of
American States, 1983; Diploma of Honor, Inter-American Council
of Music, 1983; honored for lifelong contribution to Mexican cinema,
by the Mexican Academy of Cinemagraphic Arts and Sciences, 1988.
Died: Of lung cancer, in Mexico City, 20 April 1993.

Films as Actor:

1936 No te engaries corazon (Don’t Deceive Yourself, My Heart)
(Torres)

1937 Asi es mi tierra! (Boytler); Aguila o sol (Boytler)

1939  Siempre listo en las tinieblas (Rivero—short); Jengibre contra
dinamita (Rivero—short); El signo de la muerte (Urueta)

1940 Ahi estd el detalle (There Is the Detail, Here’s the Point) (Oro)
(as himself); Cantiflas y su prima (Toussain—short);
Cantiflas boxeador (Cantinflas the Boxer) (Rivero—short);
Cantiflas ruletero (Rivero—short)

1941 Nisangre ni arena (Neither Blood Nor Sand) (Galindo) (+ pr);
El gendarme desconocido (Delgado) (as 77)

1942 Los tres mosqueteros (The Three Musketeers) (Delgado) (as
D’ Artagnan); El circo (Delgado)

1943 Romeo y Julieta (Romeo and Juliet) (Delgado) (as Romeo)

1944  Gran hotel (Delgado)

1945 Un dia con el diablo (Delgado)

1946  Soy un prdfugo (Delgado)

1948  El supersabio (Delgado)

1949  Puerta . . . joven (Delgado); El mago

1950 El siete machos (Delgado); El bombero atomico (The Atomic
Fireman) (Delgado)

1951  Si yo fuera diputado (Delgado)

1952 El seiior fotégrafo (Delgado)

1953  Caballero a la medida (Delgado)

1954  Abajo el telon (Delgado)

1956 El bolero de Raquel (Delgado); Around the World in Eighty
Days (Anderson) (as Passepartout)

1957 Les Bijoutiers du clair de lune (The Night Heaven Fell,
Heaven Fell that Night) (Vadim) (as Alfonso)

1958 Ama a tu préjimo (Demicheli); Sube y bajo (Delgado);
Agguato a Tangeri (Trapped in Tangiers) (Freda)

1960 Pepe (Sidney) (title role); El analfabeto (Delgado) (as Inocencio
Prieto y Calvo)

1962 El extra (Delgado) (Rogaciano)

1963 Entrega immediata (Delgado) (as Feliciano)

1964  El padrecito (Delgado) (as Padre Sebas)

1965 El seiior doctor (Delgado) (as Dr. Medina)

1966  Su exelencia (Delgado)

1968  Por mis pistolas (Delgado) (as Fidenco)

1969 Don Quijote sin mancha (Delgado)

1970 El profe (Delgado)

1972 Don Quijote cabalga de nuevo (Delgado) (as Sancho Panza)

1976 El ministro y Yo (Delgado)

1978  El patrullero 777 (Patrol Car 777) (Delgado)

1981 El Barrendero (Delgado)

1985 Mexico . . . Estamos Contigo (for TV)
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Publications

By CANTINFLAS: book—

Cantiflas: Apologia de un humilde, Mexico, n.d.

On CANTINFLAS: books—

Garcia Riera, Emilio, Historia documental del cine mexicano, vols.
1-9, Mexico, 1969-78.

Ayala Blanco, Jorge, La aventura del cine mexicano, Mexico, 1979.

Mora, Carl J., Mexican Cinema: Reflections of a Society 1896—1980,
Berkeley, 1982.

Reachi, Santiago, La Revolucion, Cantinflas y JoLoPo, Mexico
City, 1982.

Ayala Blanco, Jorge, La biisqueda del cine mexicano, Mexico
City, 1986.

Ayala Blanco, Jorge, La condicion del cine mexicano, Mexico
City, 1986.

De los Reyes, Aurelia, Medio siglo de cine mexicano (1896—1947),
Mexico City, 1987.

On CANTINFLAS: articles—

Time (New York), 26 August 1940.

Oliver, M. R., ““Cantinflas,”” in Hollywood Quarterly, April 1947.

Ross, B., ““Mexico’s Chaplin,’’ in Sight and Sound (London), Sum-
mer 1948.

Current Biography 1953, New York, 1953.

““The Comedy of Cantinflas,”” in Films in Review (New York),
January 1958.

Zunser, J., ‘“Mexico’s Millionaire Mirthquake,”” in Cue, 23
August 1958.

Butler, Ron, ‘‘Cantinflas: Mexico’s Prince of Comedy,’’ in Américas,
April 1981.

Mejias-Rentas, Antonio, ‘‘Cantinflas Given D.C. Tribute,”” in Nuestro,
June/July 1983.

Garcia Marruz, Fina, ‘‘Cantinflas,’
111, 1985.

Obituary in New York Times, 22 April 1993.

Obituary in Variety (New York), 26 April 1993.

““OAS Bids Farewell to Cantinflas,”” in Américas, May/June 1993.

Stavans, Ilan, ‘“The Riddle of Cantinflas,”’ in Transition, no. 67, 1995.

>

in Cine Cubano (Havana), no.

The best-known figure of Spanish-language cinema, Cantinflas
gained international recognition through his rendering of a purely
local character. The Pelado is native to Mexico City’s slums—a
lumpen-proletarian created by rapid, unplanned, and uncontrollable
urbanization, the clash of classes in a dependent and underdeveloped
society, and the racial mixing and antagonism of Indians and Europe-
ans. Streetwise as only the powerless learn to become, the pelado
relies on wit and guile in dealing with the state apparatus—law, for
instance—which oppresses rather than protects him. Cantinflas’s
peladito was a comic variant of this character but the actor’s lack of
a critical class consciousness led in the end to his acceptance of the
very forces that he had built his career on attacking.

Literally, pelado means stripped clean, broke. Cantinflas himself
defined his *‘prototype of the humble people from the urban barrio”
in this way: ‘‘superficially educated and practically non-existent
socially, but with a highly developed ingenuity (a Mexican character-
istic), a formidable astuteness—and a large, gentle, and open heart.”’
Confronted with the rich and powerful, Cantinflas’s peladito delights
in turning the tables and confusing them with their own tools of
domination.

Language—the instrument of the educated—is one of the ways
the privileged classes maintain their position, but it is also a front on
which the peladito excels. Cantinflas’s enormous gift for impromptu
verbal invention was the very essence of his comedy—requiring, for
example, that he be allowed to improvise fully on scripts. In Mexico,
to cantinflear has come to mean to talk a lot and say nothing, while the
noun cantinflas means lovable clown. As Cantinflas put it, when an
explanation is demanded ‘by the policeman whose hat you stepped
on or the boss whose shirt you just spilled catsup down, the pelado’s
defense is to talk, talk, talk.”’

In Cantinflas’s early films this nonsensical double-talk was used
to criticize forms of social control—for example, when he confused
a courtroom full of lawyers, infecting them with his incoherent
verbiage in Ahi estd el detalle. In the later works, however, this
critical attitude toward the use and abuse of language was replaced
with word games which essentially denied the existence of social
problems. In his last several movies Cantinflas became openly
reactionary, taking on social roles he had earlier criticized, such as
priest, doctor, and politician. Under the guise of being nonideological,
Cantinflas spouted a rabid and simplistic anticommunism while
calling fervidly for free enterprise—and offering himself as the most
cogent and apparent example of what hard work can do for one.

Even if on one hand Cantinflas lost touch with his slum roots as he
became a multimillionaire with five homes, a thousand-acre ranch,
and his own airplane, he at the same time freely donated his time and
money to philanthropic causes, appearing at numerous benefits each
year and, notably, at one time financially supporting more than 250
poor families in a Mexico City slum. In the end Cantinflas was,
justifiably or not, a hero to the Mexican masses, evidenced by the
thousands of people who gathered outside the funeral home where his
body lay, in tribute to his great talent for making people laugh as well
as his enormous generosity.

—John Mraz, updated by David E. Salamie

CANTOR, Eddie

Nationality: American. Born: Edward Israel Iskowitch in New York
City, 31 January 1892. Family: Married Ida Tobias, 1914, five
daughters. Career: 1907—debut at the Clinton Music Hall; later
joined Gus Edwards’s ‘‘Kid Kabaret’’; 1914—15—with Lily Lee,
performed as Cantor and Lee; 1916—moved to the West Coast,
performed with the ‘‘Canary Cottage’” company; 1917-19—in the
Ziegteld ‘‘Follies’’; 1920—debut as star in The Midnight Rounders;
1926—film debut in filmed version of stage success, Kid Boots;
1930s—president of Jewish Theatrical Guild of America, and of the
American Federation of Radio Artists (1937); 1950-54—host of The
Colgate Comedy Hour; 1955—host of Eddie Cantor Comedy Thea-
tre. Awards: Honorary Oscar, for ‘‘distinguished service to the film
industry,”” 1956. Died: 10 October 1964.
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Eddie Cantor

Films as Actor:

1926
1927

1929

1930

1931

1932
1933
1934

1936
1937
1940
1943

1944

1945
1948
1952
1953
1956
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Kid Boots (Tuttle) (title role)

The Speed Hound (short); Follies; Special Delivery (Goodrich)
(as Eddie, the mail carrier, + story)

Glorifying the American Girl (Webb) (as himself, performing
in revue); That Party in Person (short); Getting a Ticket
(Blumenstock—short) (as himself)

Whoopee! (Freeland) (as Henry Williams); Insurance (short)
(as Sidney B. Sweiback)

Mr. Lemon of Orange (co-sc only); Palmy Days (A. Edward
Sutherland) (as Eddy Simpson, + co-story, co-sc)

The Kid from Spain (McCarey) (as Eddie Williams)

Roman Scandals (Tuttle) (as Eddie)

Kid Millions (del Ruth) (as Eddie Wilson Jr.); Hollywood
Cavalcade (short); Screen Snapshots No. 11 (short)

Strike Me Pink (Taurog) (as Eddie Pink)

Ali Baba Goes to Town (David Butler) (title role)

Forty Little Mothers (Berkeley) (as Gilbert J. Thompson)

Thank Your Lucky Stars (David Butler) (as Joe Sampson/
himself)

Hollywood Canteen (Daves) (as himself); Show Business
(Marin) (as Eddie Martin, + pr)

Rhapsody in Blue (Rapper)

If You Knew Susie (Gordon Douglas) (as Sam Parker, + pr)

The Story of Will Rogers (Curtiz) (as himself)

The Eddie Cantor Story (Alfred E. Green) (appearance)

Seidman and Son (for TV)

Publications
By CANTOR: books—

My Life Is in Your Hands, as told to David Freedman, New York, 1928.
Caught Short: A Saga of Wailing Wall Street, New York, 1929.
World’s Book of Best Jokes, editor, Cleveland and New York, 1943.
Take My Life, with Jane Kesner, New York, 1957.

The Way I See It, edited by Phyllis Rosenteur, New York, 1959.

As I Remember Them, New York, 1963.

By CANTOR: articles—

Photoplay (New York), November 1926.
Film Weekly (London), 8 December 1933.

On CANTOR: books—

Altman, Rick, The American Film Musical, Bloomington, Indi-
ana, 1989.

Koseluk, Gregory, Eddie Cantor: A Life in Show Business, Jefferson,
North Carolina, 1995.

Fisher, James, Eddie Cantor: A Bio-Bibliography, Westport, Con-
necticut, 1997.

Goldman, Herbert G., Banjo Eyes: Eddie Cantor and the Birth of
Modern Stardom, New York, 1997.

On CANTOR: articles—

Belfrage, Cedric, in Film Weekly (London), 25 October 1930.

Forde, Walter, in Film Weekly (London), 2 January 1932.

Current Biography 1954, New York, 1954.

Obituary in New York Times, 11 October 1964.

Obituary in Hollywood Reporter, 12 October 1964.

Films in Review (New York), November and December 1971; also
January 1972 and January 1973.

Weinraub, G. ‘‘Political Scandals’’: Eddie Cantor in Roman Scandals
(1933),” Classic Images (Muscatine, lowa), no. 246, Decem-
ber 1995.

On CANTOR: film—

The Eddie Cantor Story, musical biography directed by Alfred E.
Green, 1955.

With the exception of the Marx Brothers team no other comedian
has brought from the stage to the screen so much of the vigor of
vaudeville and the musical comedy as Eddie Cantor. A stand-up
comic with the skills of a song and dance man, he possessed the
charisma to dominate a theater or film skit. During the transition to
sound in 1929 and 1930 his one-reel films such as Getting a Ticket
were refurbished vaudeville sketches. As an actor who obviously had
developed a kinetic comic style that matched the lively pace of the
musical comedy, Cantor then starred in a series of films in the early
1930s that equalled such well-known musicals as Forty-Second Street
and Footlight Parade. His Roman Scandals, produced the same year
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as these works, remains one of the best examples of his contribution.
One of the achievements in this film is a manic portrait that bursts
with energy; consequently, when his character switches from straight
dialogue to a musical number, it seems quite logical. Cantor also
developed a working method similar to that of Charles Chaplin and
Buster Keaton. He created a persona who exists on the edge of
society, a tramp-child character, who nevertheless possesses a mind
which works differently than those of his social superiors, creating the
anomalous ‘‘wise fool.”” Comic ingenuity reigns as his oddball mind
produces a tactic to escape the wrath of his enemies.

In Roman Scandals many facets of Cantor’s skill evolved. He
exhibits comic cowardice, a con man’s ability to bilk authority, and
achildlike spirit of play when faced with each new situation. Visually,
the actor becomes as adroit as he does verbally. Many of his reactions,
the rolling of his large eyes, the gaiety of movement, the charming
smile, and the overall warmth of a little fellow struggling against odds
and escaping are intriguing. His aggression is distinctive, but he never
becomes the brash confidence man in the vein of his contemporary,
Groucho Marx. In this 1933 musical, for example, his wisecracks
have a more flippant tone. But while Eddie’s invective humor may not
prove to be a match for Groucho’s, his deftness as a song and dance
man left the leader of the Marx team far behind. In his films Cantor
could sell a song such as ‘‘Making Whoopee,”” ‘‘Keep Young and
Beautiful,”” and ‘‘My Honey Said Yes, Yes.”” Of course, it could have
been partly a case of the public preferring allusions to the high life
over the social cynicism of Groucho.

In these early 1930s musicals the comedian retained the lion’s
share of the focus even when he was flanked by a Busby Berkeley
battalion of beauties dancing in swirling, kaleidoscopic patterns.
Eddie does not merely hold his own; he dominates. With his strutting
patter routine, he hops about in an eccentric dance, pressing palms
together and clapping with delight, his huge eyes revolving. He is
a standout figure as his vaudeville ‘‘blackface’” dance and song
routines keep him in the center of the action—among the circling,
scantily costumed blonds.

Like many top comedians, Cantor had a number of impersonations
up his sleeve. In Palmy Days, he skillfully handles three roles: he
impersonates a woman to escape his adversaries, a phony French
spiritualist to con a quack medium, and a wacky efficiency expert
recruited by a bakery tycoon through a mistaken identity plot devel-
opment in the film. Another farcical twist shows the comedian acting
out the role of a toreador in The Kid from Spain, an effort that wins the
approval of the crowd because of his supposed innovative deviations
from the art of bullfighting. In all of these contrivances the comedian
portrays the coward on the run who achieves safety and even fame by
pluck and luck.

In the musical with a strong comedy emphasis, Eddie Cantor can
be rated as king of them all. By 1933 he was the highest-paid
comedian in the country; not merely through his films but also as
America’s leading radio comedian. In fact, his success in that medium
cut into the number of films he created in the 1930s, and conse-
quently, his influence on the musical began to wane. His ability to turn
a line, even a mediocre one, was an asset that made him a successful
radio comedian, but he was skilled in visual comedy as well. It was
a pity that, with his success in radio, he did not concentrate on films.
Even a second-rate Cantor work was better than most of the musical
comedy movies of the 1930s. It is, however, only conjecture that he

might have changed the face of the musical. Roman Scandals may
have been a fortunate combination of writing, directing, and produc-
tion talents which could not be equalled in a later picture, such as Kid
Millions. If the quality of his work in film had continued, he might
now be ranked with the best laugh getters of the period—the Marx
Brothers, W. C. Fields, and Laurel and Hardy. As a comedian in the
musical comedy, however, Eddie Cantor had no equal.

—Donald McCaffrey

CARDINALE, Claudia

Nationality: Italian. Born: Tunis, Tunisia, 15 April 1939. Educa-
tion: Attended acting classes at Centro Sperimentale film school,
Rome. Family: Married the producer Franco Cristaldi. Career:
1956—appeared in small part in short film Anneaux d’or; 1957—
contract with Cristaldi; 1958—began appearing in secondary roles in
Italian films; early 1960s—international stardom, particularly with
Fellini’s 8%2; 1977—in TV mini-series Jesus of Nazareth. Awards:
Silver Ribbons, Italy, for Best Actress, for La ragazza di Bube, 1963,
and Claretta, 1984—-85, and for Best Supporting Actress, for La pelle,
1981-82. Address: Via Flamina Km.17,200, 1-0018 Rome, Italy.

Films as Actress:

1956 Anneaux d’or (Chaines d’or) (Vautier)

1957 Goha (Baratier)

1958 I soliti ignoti (Big Deal on Madonna Street; Persons Unknown)
(Monicelli) (as Carmelina); Tre straniere a Roma (Gora);
La prima notte (Cavalcanti); Toto e Marcellino (Masa)

1959 Il magistrato (Zampa); Un maledetto imbroglio (The Facts of
Murder) (Germi); Audace colpo dei soliti ignoti (Fiasco in
Milan; Hold-up d la Milanaise) (Loy); Vento del sud
(Provenzale); Upstairs and Downstairs (Thomas) (as Maria)

1960 Austerlitz (The Battle of Austerlitz) (Gance) (as Pauline); 11
bell’Antonio (Bolognini) (as Barbara Puglisi); I delfini
(Maselli); Rocco e i suoi fratelli (Rocco and His Brothers;
Rocco et ses freres) (Visconti) (as Ginetta)

1961 Laragazza conlavaligia (Girl with a Suitcase; Pleasure Girl)
(Zurlini) (as Aida Zepponi); Les lions sont ldchés (Verneuil);
Senilita (Bolognini) (as Angiolina); La viaccia (The Love
Makers) (Bolognini)

1962 Cartouche (Swords of Blood) (de Broca) (as Venus)

1963 Il gattopardo (The Leopard) (Visconti) (as Angelica Sedara/
Bertiana); 8% (Otto e mezzo) (Fellini) (as Claudia); La
ragazza di Bube (Bebo’s Girl) (Comencini) (as Mara)

1964 Circus World (The Magnificent Showman) (Hathaway) (as
Toni Alfredo); The Pink Panther (Edwards) (as Princess
Dala); Il magnifico cornuto (The Magnificent Cuckold)
(Pietrangeli) (as Maria Grazia Artusi); Gli indifferenti (A
Time of Indifference) (Maselli) (as Carla Ardengo)

1965 Vaghe stelle dell’Orsa (Sandra; Of a Thousand Delights)
(Visconti) (as Sandra)
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Claudia Cardinale with David Niven in The Pink Panther

1966

1967

1968

1969

1970

1971

202

Blindfold (Dunne) (as Vicky Vincenti); Una rosa per tutti (A
Rose for Everyone; Every Man’s Woman) (Rossi) (as
Rosa); ‘‘Fata Armenia’’ (‘‘Queen Armenia’’) ep. of Le fate
(The Queens; Sex Quartet) (Monicelli) (as Armenia); Lost
Command (Not for Honor and Glory) (Robson) (as Aicha);
The Professionals (Richard Brooks) (as Maria Grant)

Don’t Make Waves (Mackendrick) (as Laura Califatti); Piero
Gherardi (Werba)

The Hell with Heroes (Sargent) (as Elena); C’era una volta il
West (Once upon a Time in the West) (Leone) (as Jill
McBain); 1l giorno della civetta (The Day of the Owl; La
Maffia fait la loi; Mafia) (Damiani) (as Rosa Nicolosi)

La tenda rossa (Krasnaya palatka; The Red Tent) (Kalatozov)
(as Nurse Valeria); Nell’anno del signore (Magni) (as
Giuditta Di Castro); Ruba al prossimo tuo (Una coppia
tranquilla; A Fine Pair) (Maselli) (as Esmeralda Marini)

The Adventures of Gerard (Skolimowski) (as Countess Teresa);
Certo, certissimo . . . anzi probabile (Certain, Very Certain,
as a Matter of Fact . . . Probable) (Fondato) (as Marta)

Popsy Pop (The Butterfly Affair; The 21 Carat Snatch; Queen
of Diamonds) (Herman) (as Popsy); Les Pétroleuses (The

1972
1973

1974

1975

1976

1977

1978

Legend of Frenchie King; The Petroleum Girls) (Christian-
Jaque) (as Maria); L’'udienza (Tee Audience; The Papal
Audience) (Ferreri); Bello, onesto, emigrato Australia
sposerebbe compaesana illibata (Zampa)

La scoumoune (Giovanni) (as Genevieve Saratov)

Libera, amore mio (Libera, My Love) (Giovanni); I guappi
(Blood Brothers) (Squitieri); Il giorno del furore (Days of
Fury; One Russian Summer) (Calenda) (as Anya)

Gruppo di famiglia in un interno (Conversation Piece; Vio-
lence et Passion) (Visconti) (as wife)

A mezzanotte va la ronda del piacere (The Immortal Bache-
lor; Midnight Pleasures; Qui comincia [’avventura)
(Fondato) (as Gabriella Sansoni)

One ep. of Il communo senso del pudore (A Common Sense of
Modesty) (Sordi); The Pink Panther Strikes Again (Edwards)

Blonde in Black Leather (Di Palma); Un jour peut-étre a San
Pedro ou ailleurs; Il prefetto di ferro (Squitieri); La part du
feu (Périer); Goodbye e Amen (Goodbye and Amen)
(Damiani) (as Aliki)

Cocktails for Three; L’arma (The Gun) (Squitieri) (as Marta
Campagna); La petite fille en velours bleu (The Little Girl
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in Blue Velvet) (Bridges); Corleone (Father of the Godfa-
ther) (Squitieri) (as Rosa Accordino)

1979 L’ingorgo (Traffic Jam) (Comencini); Escape to Athena
(Cosmatos) (as Eleana)

1980  Si salvi chi vuole (Faenza)

1981 La pelle (Cavani); The Salamander (Zinner) (as Elena)

1982 Le Cadeau (The Gift) (Michel Lang) (as Antonella);
Fitzcarraldo (Herzog) (as Molly); Burden of Dreams
(Blank—doc)

1983 Le Ruffian (The Ruffian) (Giovanni) (as la ‘‘baronne’’);
Princess Daisy (Hussein—for TV); Stelle emigranti
(Mazeni—for TV)

1984 Claretta (Squitieri); Enrico 1V (Henry 1V) (Bellochio) (as
Matilda)

1985  La storia (History) (Comencini) (as Ida); Donna delle meraviglie
(The Woman of Wonders) (Beraviglie)

1986 L’Eré prochain (Next Summer) (Trintignant) (as Jeanne)

1987 Un Homme amoreux (A Man in Love) (Kurys) (as Julia
Steiner); Sniper (Jameson)

1988  Blu Elettrico (Electric Blue) (Gaeng) (as Tata)

1989  La bataille des trois rois (The Battle of Three Kings; Tambores
de duego; Drums of Fire) (Barka); La Revolution Frangaise
(The French Revolution) (Enrico and Heffron) (as the
Countess); Ben Webster: The Brute and the Beautiful
(Jeremy—doc)

1990 Hiver 54, I’Abbé Pierre (Amar); Atto di dolore (Squitieri);
Money (Stern)

1991 Mayrig (as Araxi/Mayrig); Act of Contrition (Squitieri)

1992 588 Rue Paradis (Mother) (as Araxi/Mayrig)

1993  Son of the Pink Panther (Edwards) (as Maria)

1994 Elles ne pensent qu’a ca (Women Have Only One Thing on
Their Minds) (as Margaux)

1995 Un été a La Goulette (Boughedir) (as Herself); 10-07: L’af-
faire Zeus (Ciupka) (as Agent)

1996 Nostromo (Reid) (as Viola); Cannes ... les 400 coups (Nadeau—
for TV) (as herself)

1997  Sous les pieds des femmes (Krim) (as Aya 1996); Deserto di
fuoco (Castellari—for TV) (as Leila)

1998  Riches, belles, etc. (Schpoliansky); Mia, Liebe meines Lebens
(Soldati—for TV) (as Mary O’ Sullivan); Mein liebster
Feind—Klaus Kinski (Herzog—doc) (as herself)

1999  Luchino Visconti (Lizzani) (as herself); Briganti (Squitieri)

Publications

By CARDINALE: book—

lo, Claudia, tu, Claudia, with Anna Maria Mori, Milan, 1995.

By CARDINALE: article—

Film Comment (Denville), March-April 1983.

““Claudia Cardinale,”” an interview with Michel Buruiana in Séguences
(Montreal), March 1991.

On CARDINALE: articles—

Lane, John Francis, in Films and Filming (London), January 1963.
Ecran (Paris), January 1978.

“‘Claudia Cardinale in Claretta,”’ in Cinema Nuovo (Turin), June 1984.

Iskusstvo Kino (Moscow), April 1990.

Legrand, Gérard & Rouyer, Philippe, ‘‘Notes pour un portrait./ Entre
Luchino Visconti et Blake Edwards,’” an article and interview in
Positif (Paris), December 1992.

Claudia Cardinale, the Italian actress famous for her husky, almost
raspy voice, began her career by winning a contest for ‘‘the most
beautiful Italian girl in Tunisia.”” As the winner, she was granted a trip
to the Venice Film Festival, and eventually attended acting classes at
the Centro Sperimentale in Rome. She was promoted by producer
Franco Cristaldi, who carefully guided her every move in regard to
the cinema, and later married her.

Cardinale was discovered during the era when Brigitte Bardot
created one sensation after another both on screen and off. Cardinale
could merely have become ‘‘the Italian Bardot,”” and, indeed com-
parisons have been drawn between the two actresses. But a number of
factors helped lead Cardinale’s career in a different direction. The
publicity surrounding both Cardinale’s films and her personal life
was not nearly as sensational as that concerning Bardot. More
importantly, Cardinale soon began appearing in the films of the major
Italian auteurs. Minor, and later more substantial, roles in the films of
Mario Monicelli, Mauro Bolognini, Luchino Visconti, and Federico
Fellini made her a star in Italy and abroad.

While many of Bardot’s films are now known simply because she
is in them, Cardinale’s films are often important works in the careers
of their respective directors. For example, she appeared in Monicelli’s
best-known comedy (Big Deal on Madonna Street), co-starred in
a fine series of films for Bolognini (/! bell’Antonio, La viaccia, and
Senilita), and gained critical and popular recognition for her role as
the fiancée of the eldest brother in Visconti’s Rocco and His Brothers.
She appeared in multiple roles in Fellini’s 8%2, one of her most
memorable films.

In these films, Cardinale’s characters were, more often than not,
portrayed as glamorous sex objects, not unlike Bardot. The variations
each director introduced in the presentation of Cardinale in this type
of character, however, prove interesting. In 8%z she plays Claudia,
herself, as well as the ideal woman of Guido’s dreams. Outside the
immediate narrative context of the film, her character becomes
a symbol for Fellini of unspoiled, yet unattainable, innocence. Though
beautiful and sensuous, she is not crassly sexual.

Later, in Leone’s Once upon a Time in the West, Cardinale
portrays Jill McBain, the new bride of murdered settler Brett McBain.
Again, her character could be described as the object desired by the
male figures in the film, but Jill McBain signifies much more within
the context of the film’s complex narrative, and within the genre of
the Western itself. She represents the forces of civilization, as female
characters often do in Westerns. The final scene depicts Jill providing
water to the thirsty workers building the railroad (that other symbol of
the taming of the west), implying that Jill will fulfill her husband’s
dream of running a railroad station. Her past life as a prostitute in New
Orleans, however, recalls the less than desirable elements of civiliza-
tion, which will inevitably follow the settlers. In this film, as in 8%,
Cardinale’s character carries symbolic, almost mythic connotations.

Cardinale made her American film debut in Blake Edwards’s very
popular The Pink Panther, securing her international star status. Other
American films, such as The Professionals, followed. During the
1970s and 1980s, however, Cardinale made most of her films in Italy
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and Europe. Many were not distributed in America or suffered from
limited distribution, thereby reducing Cardinale’s international expo-
sure. Three 1980’s roles, in Liliana Cavani’s La pelle (well-received
at Cannes), in Werner Herzog’s Fitzcarraldo, and Diane Kurys’s A
Man in Love, have again focused attention on her as she enters a more
mature phase of her life and career.

—Susan M. Doll

CAREY, Harry

Nationality: American. Born: Henry DeWitt Carey II in the Bronx,
New York, 16 January 1878 (some sources list 1880). Education:
Attended New York University. Family: Married 1) Alma Fern
(divorced); 2) Olive Fuller Gordon, children: the actor Harry Jr. and
Ellen. Career: Pre-1909—worked at various occupations including
writing melodramas; 1909—began acting in films for Biograph,
working in many early Griffith productions; 1917—emerged as star
of Westerns by such directors as John Ford; 1928—Ileft films to seek
voice training for the coming of sound; 1931—returned to films with
role in Trader Horn. Died: In Brentwood, California, 21 Septem-
ber 1947.

Films as Actor:

¢.1909  Bill Sharkley’s Last Game
1911 Riding de Trail
1912  An Unseen Enemy (D. W. Griffith); A Cry for Help (D. W.
Griffith); The Musketeers of Pig Alley (D. W. Griffith); In
the Aisles of the Wild (D. W. Griffith); Friends (D. W.
Griffith); Heredity (D. W. Griffith); The Unwelcome Guest
(D. W. Griffith); An Adventure in the Autumn Woods
(D. W. Griffith); My Hero (D. W. Griffith); Love in an
Apartment Hotel (D. W. Griffith); The Informer (D. W.
Griffith); Three Friends (D. W. Griffith); Brothers (D. W.
Griffith)
1913  Broken Ways (D. W. Griffith); The Ranchero’s Revenge
(D. W. Griffith); The Left-Handed Man (D. W. Griffith);
The Hero of Little Italy (D. W. Griffith); Olaf—An Atom
(D. W. Griffith); The Sheriff’s Baby (D. W. Griffith); Two
Men of the Desert (D. W. Griffith)
Judith of Bethulia (D. W. Griffith); McVeagh of the South
Seas (Brute Island; Brute Force; Wars of the Primal Tribes)
(D. W. Griffith); Travellin’ On; The Master Cracksman (as
Gentleman Joe, the Cracksman)
1915 Graft
1917  Beloved Jim; The Fighting Gringo; The Secret Man (Ford); A
Marked Man (Ford); Bucking Broadway (Ford); Two Guns;
Straight Shooting (The Cattle War; Joan of the Cattle
Country) (Ford) (as Cheyenne Harry)

1918 Thieves’ Gold (Ford); Wild Women (Ford); Three Mounted
Men (Ford); A Woman’s Fool (Ford); The Scarlet Drop
(Ford); The Phantom Riders (Ford); Hell Bent (Ford)

1914
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1919

1920

1921

1922

1923

1924

1925

1926

1927
1928

1931

1932

1933

1934

1935

1936

1937

By Indian Post (Ford); The Rustlers (Ford); Gun Law (Ford);
The Gun Packer (The Gun Pusher) (Ford); The Last Outlaw
(Ford); The Fighting Brothers (Ford); Blind Husbands (von
Stroheim); A Fight for Love (Ford); Bare Fists (Ford);
Riders of Vengeance (Ford); The Outcasts of Poker Flat
(Ford); The Ace in the Saddle (Ford); A Gun Fightin’
Gentleman (Ford); The Rider of the Law (Ford); Marked
Men (Ford); Sure Shot Morgan

Hitchin’ Posts (Ford); Overland Red; West Is West;, Sundown
Slim; Human Stuff, Bullet Proof;, Blue Streak McCoy

“If Only”’ Jim (Jaccard); The Freeze Out (Ford); Hearts Up;
Desperate Trails (Ford); The Fox (Thornby); The Wal-
lop (Ford)

Man to Man (Paton); The Kick Back (Paul); Good Men and
True (Neitz)

Canyon of the Fools (Paul); Crushin’ Thru (Paul); Desert
Driven (Paul); The Miracle Baby (Paul)

The Night Hawk (Paton); The Man from Texas; Tiger Thomp-
son (Eason); The Lightning Rider (Ingraham); Roaring
Ruails (Forman); The Flaming Forties (Forman)

Soft Shoes (Ingraham); Beyond the Border (Dunlap); Silent
Sanderson (Dunlap); The Texas Trail (Dunlap); Wanderer;
The Bad Lands (Henderson); The Prairie Pirate (Mortimer);
The Man from Red Gulch (Mortimer)

Driftin’ Thru (Dunlap); The Seventh Bandit (Dunlap); The
Frontier Trail (Dunlap); Satan Town (Mortimer)

A Little Journey (Leonard); Slide, Kelly, Slide (Sedgwick)

The Trail of ‘98 (Brown); The Border Patrol (Hogan); Burn-
ing Bridges (Hogan)

Trader Horn (Van Dyke) (title role); Bad Company (Garnett)
(as McBaine); The Vanishing Legion (Eason—serial); Across
the Line; Double Sixes; Horse Hoofs; The Hurricane Rider;
Cavalier of the West (McCarthy)

Border Devils (Nigh); Without Honors (Nigh); Law and
Order (Guns A’ Blazing) (Cahn) (as Ed Brant); Last of the
Mohicans (Beebe—serial); The Devil Horse (Brower—
serial); The Night Rider (Nigh)

Man of the Forest (Hathaway) (as Jim Gaynor); Sunset Pass
(Hathaway) (as John Hesbitt)

The Thundering Herd (In the Days of the Thundering Herd)
(Hathaway) (as Clark Sprague)

The Last of the Clintons (Fraser) (as Trigger Carson); Rus-

(Fraser) (as Cheyenne Kincaid);
Powdersmoke Range (Fox) (as Tucson Smith); Barbary
Coast (Hawks) (as Slocum); Wagon Trail (Fraser) (as
Sheriff Hartley); Wild Mustang (Fraser) (as Norton)

The Prisoner of Shark Island (Ford) (as Commandant of Fort
Jefferson ‘‘Shark Island’’); Little Miss Nobody (Blystone)
(as John Russell); The Last Outlaw (Last of the Outlaws)
(Cabanne) (as Dean Payton); Sutter’s Gold (Cruze) (as Kit
Carson); Valiant Is the Word for Carrie (Ruggles) (as Phil
Yonne); The Accusing Finger (Hogan) (as Sen. Nash); The
Three Mesquiteers (Saylor); Man behind the Mask (Powell)

Racing Lady (Fox) (as Tom Martin); Born Reckless (St. Clair)
(as Dad Martin); Kid Galahad (Curtiz) (as Silver Jackson);
Souls at Sea (Hathaway) (as Captain of the William Brown),
Ghost Town (Fraser) (as Cheyenne Harry); Border Cafe

tlers’ Paradise
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Harry Carey (left) in Trader Horn

1938

1939

1940

1941

(Landers) (as Tex); Annapolis Salute (Salute to Romance)
(Cabanne) (as Chief Martin); Aces Wild (Fraser); Danger
Patrol (Landers) (as ‘‘Easy’” Street)

You and Me (Fritz Lang) (as Mr. Morris); Sky Giant (Landers)
(as Col. Stockton); The Law West of Tombstone (Tryon) (as
Bill Barker); Gateway (Werker) (as Commissioner Nel-
son); Port of Missing Girls (Karl Brown) (as Capt. Storm);
King of Alcatraz (Florey) (as Capt. Glennan); Code of the
Streets (Harold Young) (as Lt. Lewis)

Burn ‘em Up O’Connor (Sedgwick) (as P. G. Delano); Inside
Information (Lamont) (as Capt. Bill Dugan); Mr. Smith
Goes to Washington (Capra) (as President of the Senate);
Street of Missing Men (Salkow) (as Putnam); My Son Is
Guilty (Barton) (as Tim Kerry)

Outside the 3-Mile Limit (Mutiny on the Seas) (Collins) (as
Capt. Bailey); Beyond Tomorrow (A. Edward Sutherland)
(as George Melton); They Knew What They Wanted (Kanin)
(as doctor)

Among the Living (Heisler) (as Dr. Ben Saunders); The
Shepherd of the Hills (Hathaway) (as Daniel Howitt);

1942
1943

1945

1946
1947

1948
1949

Parachute Battalion (Goodwins) (as Bill Richards); Sun-
down (Hathaway) (as Dewey)

The Spoilers (Enright) (as Al Dextry)

Air Force (Hawks) (as Sgt. Robby White); Happy Land
(Pichel) (as Gramp)

The Great Moment (Preston Sturges) (as Prof. Warren);
China’s Little Devils (Bell)

Duel in the Sun (King Vidor and others) (as Lem Smoot)

Angel and the Badman (Grant) (as Wistful McClintock); The
Sea of Grass (Kazan) (as Doc Reid)

Red River (Hawks) (as Mr. Millville)

So Dear to My Heart (Schuster) (as judge at county fair)

Publications

By CAREY: articles—

Interviews with M. Cheatham, in Motion Picture Classic (Brooklyn),
February 1921 and November 1921.
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On CAREY: books—

Fenin, George, and William K. Everson, The Western, from Silents to
Cinerama, New York, 1962.

On CAREY: article—

Obituary in New York Times, 22 September 1947.
Katchmer, G. Remembering the Great Silents,”” Classic Images
(Muscatine, Iowa), no. 256, Octboer 1996.

* * *

When John Ford dedicated Three Godfathers *‘to the memory of
Harry Carey—bright Star of the early Western sky’’ he acknowl-
edged more than the death of an old friend and colleague. Carey, like
Ford himself, was an Easterner who fell in love with the West,
adopted its ethos, and came to feel himself, as did William S. Hart,
a custodian of its ethics and principles.

With Ford and others, Carey for many years lived a communal
Western-style existence on a small ranch near Newhall, California,
counterfeiting a life that, as the son of a New York judge, he had never
known. Distrusting Griffith’s sentimental view of the frontier, and the
antics of such stars as Tom Mix and Hoot Gibson whose comedy/
action Westerns reflected their rodeo and traveling show back-
grounds, Carey and Ford, in 26 silents together, often co-written and
co-directed, combined myth and truth to construct a legendary West
more consistent with their own intellect and morality.

Carey’s lined, impassive face with its turned-down mouth epito-
mized the Russell/Remington vision of frontier life—violent, grind-
ing, dirty. As Henry Nash Smith wrote in Virgin Land, the hero of this
West, “‘even after his reformation, could not easily be distinguished
from the criminals opposing him.”” Most Americans soon unques-
tioningly accepted the West of Carey’s Cheyenne Harry films as
literal truth.

Carey survived the move to sound better than many of his
colleagues. Playing the white scout Hawkeye in a serial version of
Last of the Mohicans, he introduced his stern face and growling voice
to new audiences. He was excellent in the underrated Earp/Holliday
film Law and Order, and transferred his frontier rectitude to Africa
for Trader Horn. Few character actors could have rallied the force to
face down Lionel Barrymore so effectively in Duel in the Sun. When
Hitchcock, with characteristic malice, suggested him for the Nazi spy
in Saboteur, Carey’s wife advised him indignantly that he now
occupied the position in the American pantheon vacated by Will
Rogers. Her claim was exaggerated, but not without its justification.

—John Baxter

CARLYLE, Robert

Nationality: Scottish. Born: Glasgow, Scotland, 14 April 1961.
Education: Acting classes at Glasgow Arts Centre. Career: Founded,
with four others, Raindog Theatre Company, 1991; played Hamish
Macbeth, Hamish Macbeth TV series, and Albie, Cracker TV series,
both 1995. Awards: British Academy Award, for Best Performance
by an Actor in a Leading Role, London Critics Circle Award, for
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Robert Carlyle in The Full Monty

British Actor of the Year, Screen Actors Guild Award, for Outstand-
ing Performance by a Cast, all for The Full Monty, all 1998. Address:
International Creative Management, 8942 Wilshire Boulevard, Bev-
erly Hills, CA 90211, U.S.A.

Films as Actor:

1990 Riff-Raff (Loach) (as Steve); Silent Scream (Hayman) (as
Big Woodsy)

1993  Being Human (Forsyth) (as Prehistoric Shamen); Safe (Bird)
(as Nosty)

1994  Priest (Bird) (as Graham)

1995 Go Now (Winterbottom) (as Nick Cameron)

1996 Carla’s Song (Loach) (as George); Trainspotting (Boyle) (as
Francis ‘‘Franco’” Begbie)

1997 Face (Bird) (as Ray); The Full Monty (Cattaneo) (as Gary
‘Gaz’ Schofield)

1998  “‘Looking After Jo Jo’’ (Mackenzie) (mini, for TV) (as John
Joe ““Jo Jo’” McCann)

1999 The World Is Not Enough (Apted) (as Renard); Angela’s
Ashes (Parker) (as Dad); Ravenous (Bird) (as Colquhoun/
Ives); Plunkett & Macleane (Scott) (as Plunkett)

2000 To End All Wars (Cunningham) (as Campbell); The Beach
(Boyle) (as Daffy); There’s Only One Jimmy Grimble
(Hay) (as Eric Wirral); To End All Wars (Cunningham) (as
Campbell)
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Publications
By CARLYLE: articles—

McCabe, Bob, Sally Chatsworth, and Philip Kemp, ‘‘East End Heat.
Robert Carlyle. Face,”” in Sight and Sound (London), vol. 7, no.
10, October 1997.

On CARLYLE: articles—

Zetterstrom, Anna, ‘‘Kortvéxta psykopater édr de bésta,”” in Chaplin
(Stockholm), vol. 38, no. 5, 1996.

Barber, Nicholas, ‘‘Talent Spotting,”’ in The Independent, 17
March 1996.

Bailey, George, ‘‘Actor: Robert Carlyle,
February 1997.

Ellen, Barbara, ‘‘Carlyle to Hollywood,”” in The Observer, 24
August 1997.

Johnston, Trevor, ‘‘Stealing Booty,”” in Time Out (London), 31
March 1999.

““Irish Times,”’ in Film Review, February 2000.

1

in Premiere (London),

In barely ten years, Robert Carlyle has established himself as one
of the best-known Scottish actors in the world, probably second only
to Sean Connery. This is all the more remarkable since, with only one
or two exceptions, his films have all been low-budget, British-made
movies. So far, he seems resistant to the megabuck glamour of the
U.S. film industry, and his career apparently doesn’t need it in order
to thrive.

Not that transatlantic offers have been wanting, especially in the
wake of Trainspotting and The Full Monty. But Carlyle, a serious and
committed actor with a strong political conscience, has always fought
shy of Hollywood, which rarely offers the kind of role he favours.
““The most important thing for me,”” he observes, ‘‘is to find a script
that has some kind of social comment, that says something to
somebody. . . . I can’t think of anything worse than being in a film or
playing a part with nothing to say.”” Accepting the role of villain in
a Bond movie (The World Is Not Enough) might seem to stretch that
principle, but Carlyle justifies it in historical terms. ‘“That link
between Connery and Bond and the Scottish people is fundamental.
Being in a Bond film is like being part of history.”’

In any case the casting was probably inevitable, sooner or later,
since Carlyle has created some of the most memorably terrifying
villains in recent cinema. Created them, too, with evident relish:
““Those are the parts, aren’t they? There’s just much more in those
characters to get my teeth into.”” He first came to wide public notice in
the British TV crime series Cracker playing Albie, a shaven-headed
Scouse serial killer with a grimly single-minded agenda. A year later
his talent for acting scary riveted movie audiences in Trainspotting.
As psychotic Scots hardman Begbie, with his mad-eyed stare and
ferocious moustache, Carlyle plays the only member of his lowlife set
with no use for hard drugs: gratuitous violence gives him all the highs
he wants. It’s a lethally funny performance, hilarious, and unset-
tling at once.

Physically, Carlyle seems singularly ill-equipped to play heavies,
being small and slender with wide-set, soulful brown eyes. But there’s
an intensity to his acting that can, when he chooses, readily take on

a dangerous edge, lending his slight frame an impression of coiled
power. The eyes narrow and darken, the thin, arrow-straight nose
turns sharp as a blade, the lips tighten and the whole wiry physique
clenches, poised to attack. Not even in Ravenous, where he plays
a vampiric cannibal gaining strength from those he devours, did he
need any extraneous gimmicks or special effects to create a sense of
malign, unstoppable force. As the director Danny Boyle told him
when casting him—rather to Carlyle’s own surprise—as Begbie,
“‘Small psychos are the best.”’

At the opposite end of his range, Carlyle can play amiable,
innocuous types with no less conviction. Simultaneously with his
killer-role in Cracker, he was appearing on another TV channel as
Hamish Macbeth, a shy, unambitious, pot-smoking Highland cop—
causing viewers no apparent confusion. But both Hamish and Albie
can be seen as contrasted facets of the outsider figures that Carlyle is
most drawn to: society’s misfits, whether benevolent or savage, in
whom he invests a sympathy that strikes an answering chord in
audiences. In The Full Monty the wry warmth of his performance as
leader of the would-be male strippers did much to ensure the film’s
runaway success, and his South-London gangster in Antonia Bird’s
Face comes across more as victim than predator. Priest, another Bird
film, casts him as the eponymous cleric’s gay lover; Carlyle gives an
appealingly vulnerable performance, cocky and streetwise but sensi-
tive, with a touching tenderness in the love scenes.

Carlyle rejects the term ‘‘method actor.”” But he always seeks out
a level of emotional identification with a role (*‘It’s not about acting,
it’s about being ‘), aiming to find a core of humanity in even the least
promising material, such as his Bond villain, Renard: ‘I tried to make
him a character who’s staring into the abyss. He knows he’s going to
die, so there’s a gentleness about him because of that, a relaxed
quality.”” Likewise, his take on the feckless, drunken father of
Angela’s Ashes avoids demonising the man. ‘‘No doubt he did terrible
things, but the kids adored him, which says a lot for what he
was like.”’

As yet, Carlyle seems set on sticking to his roots. He remains
committed to the Rain Dog theatre company that he founded in
Glasgow, and followed up his Bond stint with a $3 million film in
Manchester (It’s Only Jimmy Grimble). ‘I always try to go as far
away from what I have just done as possible. If you can do that, you
get a longer shelf-life. And it’s more interesting.”” Even so, once or
twice lately there’s a sense—as with his deranged druggie in The
Beach—that he may be in danger of repeating himself, falling back on
a few well-tried mannerisms. But if he can avoid that trap, and resist
the glitter of Tinseltown, Carlyle looks set to inherit Connery’s
crown—and more than likely surpass him as an actor.

—Philip Kemp

CARON, Leslie

Nationality: French. Born: Leslie Claire Margaret Caron in Boulogne-
Billancourt, near Paris, 1 July 1931. Education: Attended the Con-
vent of the Assumption, Paris; studied dance at the Conservatoire de
Paris, 1944-46. Family: Married 1) George Hormel, 1951 (divorced
1954); 2) the director Peter Hall, 1956 (divorced 1965), one son, one
daughter; 3) the producer Michael Laughlin, 1969 (marriage dis-
solved). Career: 1946-47—dancer with Ballet des Champs-Elysées;
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Leslie Caron with Gene Kelly in An American in Paris

1949—head ballerina for Ballet des Champs-Elysées; 1951—
discovered by Gene Kelly and chosen for role in An American in
Paris, beginning her film career in MGM musicals; 1954-55—toured
with Ballet de Paris; 1955—stage debut in Jean Renoir’s Orvet; 1955-
on—continued to appear on stage in London, Paris, and on Broadway
between films; 1972—began acting mostly in European films; 1974—in
TV mini-series QB VII; 1980—in French TV series Docteur Erica
Werner; 1984—in TV mini-series Master of the Game, and The Man
Who Lived at the Ritz, 1988. Awards: Best Foreign Actress, British
Academy, for Lili, 1953; Best British Actress, British Academy, for
The L-Shaped Room, 1962.

Films as Actress:

1951 An American in Paris (Minnelli) (as Lise Bouvier); The Man
with a Cloak (Markle) (as Madeline Minot)

1952 Glory Alley (Walsh) (as Angela)

1953 ““‘Mademoiselle’’ ep. of The Story of Three Loves (Minnelli)
(as Mademoiselle); Lili (Walters) (title role)
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1955

1956
1958

1959

1960

1962

1964
1965
1966

1967

The Glass Slipper (Walters) (as Ella); Daddy Long Legs
(Negulesco) (as Julie Andre)

Gaby (Bernhardt) (title role)

Gigi (Minnelli) (title role); The Doctor’s Dilemma (Asquith)
(as Mrs. Dubedat)

The Man Who Understood Women (Johnson) (as Ann
Garantier); Austerlitz (The Battle of Austerlitz) (Gance) (as
Mlle. de Vaudey)

The Subterraneans (MacDougal) (as Mardou Fox); Fanny
(Logan) (title role)

““Les Deux Pigeons’” (‘“Two Pigeons’’) ep. of Les Quatres
Vérités (Three Fables of Love) (Clair); Guns of Darkness
(Asquith) (as Claire Jordan); The L-Shaped Room (Forbes)
(as Jane Fosset)

Father Goose (Nelson) (as Catherine Freneau)

A Very Special Favor (Gordon) (as Lauren Boullard)

Promise Her Anything (Hiller) (as Michele O’Brien); Paris
brile-t-il? (Is Paris Burning?) (Clément) (as Francoise Labe)

1l padre di famiglia (The Head of the Family; Jeux D’adultes)
(Loy) (as Paola)
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1970 Madron (Jerry Hopper) (as Sister Mary)

1971 Chandler (Magwood) (as Katherine)

1972 Nicole (Ventilla); Purple Night (film not listed in most
sources)

1975 James Dean, the First American Teenager (Connolly—doc)
(as herself); Carola (Lloyd—for TV)

1976  Sérail (de Gregorio)

1977 L’Homme qui aimait les femmes (The Man Who Loved
Women) (Truffaut) (as Vera); Valentino (Ken Russell) (as
Alla Nazimova)

1978 The Contract (Hui)

1979  Goldengirl (Sargent) (as Dr. Sammy Lee); Tous vedettes
(Michel Lang)

1981 Kontrakt (The Contract) (Zanussi) (as Penelope); Chanel
solitaire (Kaczender)

1982 Imperative (Zanussi) (as Mother); Die unerreichbare (The
Unapproachable) (Zanussi)

1984 La Diagonale du fou (Dangerous Moves) (Dembo) (as Henia
Liebskind)

1987 The Sealed Train (for TV)

1989  Guerriers et captives (Warriors and Prisoners) (Cozarinsky);
Courage Mountain (Leitch) (as Jane Hillary)

1990 Blue Notte (Serafini)

1992  Damage (Fatale) (Malle) (as Elizabeth Prideaux)

1993 The Genius (Joe Gibbons); Jean Renoir (David
Thompson—doc)

1994 That’s Entertainment! 11l (Friedgen and Sheridan—compilation)

1995 Funny Bones (Chelsom) (as Katie Parker); Let It Be Me
(Bergstein)

1996 The Ring (Armand Mastroianni—for TV) (as madame de
Saint Marne); The Great War (Byker—for TV) (Czarina
Aleksandra Romanov)

1997 The Reef (Ackerman) (as Regine De Chantelle)

1999  From Russia to Hollywood: The 100-Year Odyssey of Chekhov
and Shdanoff (Keeve) (as Herself); Passion’s Way
(as Regine)

2000 Chocolat (Hallstrom) (as Madame Audel)

Publications

By CARON: articles—

Interview with J. Fieschi and B. Villien, in Cinématographe (Paris),
October 1980.

“‘Polonaises,’” in Cinématographe (Paris), April 1982.

““‘Enfin Star!,”’ in Cinématographe (Paris), November 1983.

““Un Ami: Truffaut,”” in Cinématographe (Paris), December 1984.

On CARON: books—

Springer, John, All Talking, All Singing, All Dancing, New York, 1966.
Kobal, John, Gotta Sing, Gotta Dance, New York, 1970.
Knox, Donald, The Magic Factory, New York, 1973.

On CARON: article—

Current Biography 1954, New York, 1954.
Ecran (Paris), March 1979.

Film Dope (London), March 1982.
Stars (Mariembourg), Spring 1994.

Originally a Gallic twinkletoes and all-purpose gamine for MGM,
Leslie Caron became the only dancing star of her day to transpose
brilliance en pointe to pointedly dramatic performance. While Cyd
Charisse, Ann Miller, Ginger Rogers, and Vera-Ellen remain symbols
of a glamorous yesterday, Caron (who had never intended to be
a thespian, let alone a movie star) has matured into a working actress
keenly aware of contemporary trends. Disparaging her early MGM
work in the book, The Magic Factory, she has lately softened those
ungenerous remarks. Never a happy camper within the studio system,
outspoken Caron need not play down her escapist past in order to
emphasize her present seriousness.

If An American in Paris now registers as a rather puffed-up
sacrifice to the Art of Dance, that musical does have its saving graces
including the moonstruck pas de deux that Kelly and Caron dance to
““‘Our Love Is Here to Stay.”’ In all her MGM diversions (although it
is least evident in Lili), there is a disdainful chilliness about Caron as
if she is hiding her feelings from the camera. (In retrospect, it may be
that she simply was not comfortable making these films.) While her
reserve melts whenever she moves to music, the Roland Petit chore-
ography is not much of a godsend to her in the second-rate The Glass
Slipper and Daddy Long Legs. Still, an ebullient delight, Lili charac-
terizes the actress’s reticence as diffidence and her cool composure as
innocence vanquishing the hard heart of sophistication. Bringing
immense conviction to the scenes where she converses with poupées,
Caron speaks to the inner child in us all—no mean feat since some of
the human actors she contends with such as Mel Ferrer are more
wooden than the puppets.

In her nonmusicals, Caron was forced to be a one-woman Gallic
goodwill ambassador, and you can feel her resentment at having to
typify all things French. Since MGM already limited her range, she
was probably wise to nix Les Girls, just one more nail in the coffin of
the movie musical. Salvation was at hand when the cinema’ premiere
continental charmer Audrey Hepburn rejected Gigi, for which Caron
was ideally suited. Enchanting as the child raised to be a courtesan,
she was bewitching as the adult who scandalizes her instructors by
preferring [’amour to family traditions of impropriety. At the other
end of the soignée scale came the box-office smash Fanny which
scuttled the gorgeous Harold Rome score except for the rapturous title
theme, failed to come within hailing distance of the Pagnol original,
and straitjacketed Caron into embodying the soul of France for one
final occasion. Since then, her forays into art films have been as
unrewarding as sporadic returns to Hollywood, where her strenuous
comedy technique went down for the count with A Very Special Favor
and Promise Her Anything. The one bright note of the post-MGM
period came with the kitchen-sink soap opera, The L-Shaped Room,
for which she earned an Oscar bid for conveying the anguish of an
unwed mother. This film, which could be dubbed, ‘‘The Death of
Innocence’” benefited greatly from a supporting cast of consummate
British players and from Caron’s insight into the plight of an aban-
doned foreigner.

One wishes late-career highlights such as I/ padre di famiglia and
Dangerous Moves had offset pretentious misfires and commercial
duds. Fortunately, in 1995, Caron graced a little-seen masterwork
Funny Bones. It is exactly the kind of personal, oftbeat film that she
had always championed. Protecting her psychologically damaged son
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from the unkindness of strangers or vanquishing a crooked cop who
mistakes her womanliness for softness, Caron contributed signifi-
cantly to the film’s impact. Looking more lovely than ever, Caron can
confidently expect further adventures in cinematic artistry, foreshad-
owed by her variegated and supremely confident work in Funny
Bones.

—Robert Pardi

CARRADINE, John

Nationality: American. Born: Richmond Reed Carradine in New
York City, 5 February 1906. Education: Christ Church School,
Kingston, New York; Graphic Art School; Episcopal Academy,
Philadelphia. Family: Married 1) Ardanelle Cosner, 1935 (divorced
1944), sons: Bruce John and the actor John Arthur (David); 2) Sonia
Sorel, 1945 (divorced 1955), sons: Christopher, John, and the actors
Keith Ian and Robert Reed; 3) Doris Rich, 1957 (died 1971); 4) Emily
Cisneros, 1975. Career: Pre-1925—traveled throughout the South
working as sketch artist; 1925—stage debut in Camille in New
Orleans; then joined Shakespearean stock company; 1927-30—
appeared in stage productions in Los Angeles; 1930—film debut
using professional name Peter Richmond in Tol’able David; also
appeared as John Peter Richmond until 1935; 1936—changed name
to John Carradine after signing contract with 20th Century-Fox; c.
1930s-60s—acted on stage between film assignments; 1940s—began
freelancing for various studios; 1950—host of TV series The Trap;
1953-54—in TV series My Friend Irma; 1964—66—appeared occa-
sionally as Mr. Gateman on TV series The Munsters; 1978—in TV
mini-series Greatest Heroes of the Bible. Died: In Milan, 27 Novem-
ber 1988.

Films as Actor:

1930 Tol’able David (Blystone) (as Buzzard)

1931 Heaven on Earth (Mack) (as Chicken Sam); Bright Lights
(Curtiz)

The Sign of the Cross (DeMille); Forgotten Commandments
(Gasnier and Schorr)

The Invisible Man (Whale); This Day and Age (DeMille); The
Story of Temple Drake (Roberts) (as trial spectator); To the
Last Man (Hathaway) (as Pete Garon)

The Black Cat (Ulmer) (as member of cult); Cleopatra
(DeMille) (as Roman citizen); The Meanest Gal in
Town (Mack)

The Man Who Broke the Bank at Monte Carlo (Roberts); Alias
Mary Dow (Neumann); Les Miserables (Boleslawski); The
Crusades (DeMille); The Bride of Frankenstein (Whale)
(as Woodsman); Clive of India (Boleslawski); She Gets Her
Man (Nigh); Cardinal Richelieu (Lee); Bad Boy (Blystone);
Transient Lady (False Witness) (Buzzell)

Anything Goes (Tops Is the Limit) (Milestone); Captain
January (Butler); The Prisoner of Shark Island (John Ford)
(as Sgt. Rankin); Under Two Flags (Lloyd) (as Cafard);
White Fang (Butler) (as Beauty Smith); Ramona (King) (as

1932

1933

1934

1935

1936
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1937

1938

1939

1940

1941

1942

1943

1944

1945

Jim Farrar); Dimples (Seiter) (as Richards); Mary of Scot-
land (John Ford) (as David Rizzio); Daniel Boone (How-
ard) (as Simon Girty); Winterset (Santell) (as Romagna);
The Garden of Allah (Boleslawski); A Message to Garcia
(Marshall) (as voice of President McKinley); Half Angel
(Lanfield); Laughing at Trouble (Laughing at Death)
(Strayer)

Nancy Steele Is Missing (Marshall) (as Harry Wilkins);
Danger—Love at Work (Preminger) (as Herbert Pemberton);
This Is My Affair (His Affair) (Seiter) (as Ed); Love under
Fire (Marshall) (as Captain Delmar); Thank You, Mr. Moto
(Foster) (as Pereira); Captains Courageous (Fleming) (as
Long Jack); The Last Gangster (Ludwig) (as Caspar); The
Hurricane (John Ford); Ali Baba Goes to Town (Butler)
(as Ishak)

International Settlement (Forde) (as Murdock); Four Men and
a Prayer (John Ford) (as Gen. Adolfo Arturo Sebastian);
I’ll Give a Million (Walter Lang) (as Kopelpeck); Kentucky
Moonshine (Four Men and a Girl) (Butler) (as Reef Hatfield);
Kidnapped (Werker) (as Gordon); Alexander’s Ragtime
Band (King) (as cabbie); Gateway (Werker); Submarine
Patrol (Ford) (as McAllison); Of Human Hearts (Brown)
(as Abraham Lincoln)

Jesse James (King) (as Bob Ford); The Hound of the Baskervilles
(Lanfield) (as Barryman); Frontier Marshal (Dwan) (as
Ben Carter); Drums along the Mohawk (John Ford) (as
Caldwell); The Three Musketeers (The Singing Musketeer)
(Dwan) (as Naveau); Stagecoach (John Ford) (as Hatfield);
Captain Fury (Roach) (as Coughy); Five Came Back
(Farrow) (as Crimp); Mr. Moto’s Last Warning (Foster) (as
Danforth)

The Grapes of Wrath (John Ford) (as Jim Casey); The Return
of Frank James (Fritz Lang) (as Bob Ford); Brigham
Young—Frontiersman (Brigham Young) (Hathaway) (as
Porter Rockwell); Chad Hanna (King) (as Bisbee)

Western Union (Fritz Lang) (as Murdoch); Blood and Sand
(Mamoulian) (as El Nacional); Man Hunt (Fritz Lang) (as
Mr. Jones); Swamp Water (The Man Who Came Back)
(Renoir) (as Jesse Wick)

Whispering Ghosts (Werker) (as ‘‘Long Jack’’/*‘Norbert’’);
Son of Fury (Cromwell) (as Caleb Green); Northwest
Rangers (Newman) (as Martin Caswell); Reunion (Reunion
in France; Mademoiselle France) (Dassin) (as Ulrich
Windler); Information Please no. 5 (short) (as guest panelist)

Silver Spurs (Kane); Captive Wild Woman (Dmytryk) (as Dr.
Walters); Hitler’s Madman (Hitler’s Hangman) (Sirk) (as
Heydrich); I Escaped from the Gestapo (No Escape) (Young);
The Isle of Forgotten Sins (Ulmer)

The Mummy’s Ghost (LeBorg); Barbary Coast Gent (Del
Ruth) (as Duke Cleat); The Adventures of Mark Twain
(Rapper) (as Bret Harte); The Black Parachute (Landers);
The Invisible Man’s Revenge (Beebe) (as Dr. Drury); The
Return of the Ape Man (Rosen); Voodoo Man (Beaudine)
(as Job); Alaska (Archainbaud); House of Frankenstein
(Kenton) (as Dracula); Waterfront (Sekely); Gangway for
Tomorrow (Auer); Revenge of the Zombies (The Corpse
Vanished) (Sekely); Bluebeard (Ulmer) (title role)

House of Dracula (Kenton) (as Dracula); Fallen Angel
(Preminger); Captain Kidd (Lee) (as Orange Povey); It’s in
the Bag (The Fifth Chair) (Wallace) (as Pike)
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1946

1947
1949
1954

1955

1956

1957

1958

1959

1960

1962

1964

1965

1966

1967

1968

1969

Down Missouri Way (Berne) (as Thorndyke Dunning); The
Face of Marble (Beaudine)

The Private Affairs of Bel Ami (Lewin) (as Charles Forestier)

C-Man (Lerner) (as Doc Spencer)

Thunder Pass (McDonald) (as Bergstron); Casanova’s Big
Night (McLeod) (as Foressi); Johnny Guitar (Nicholas
Ray) (as Old Tom); The Egyptian (Curtiz)

Stranger on Horseback (Jacques Tourneur); Desert Sands
(Selander) (as Arab Jala); The Kentuckian (Lancaster) (as
Fletcher)

The Female Jungle (Ve Sota); The Black Sheep (Dr. Cadman’s
Secret) (LeBorg) (as Borg); The Ten Commandments
(DeMille) (as Aaron); Around the World in Eighty Days
(Anderson) (as Col. Proctor Stamp); Hidden Guns
(Gannaway) (as Snipe Harding); The Court Jester (Panama
and Frank); Dark Venture (Trevlac, i.e. John Calvert)

The Unearthly (Peters); Half Human (Jujin Yukiotoko) (Honda
and Crane); Hell Ship Mutiny (Sholem and Williams) (as
Malone); The True Story of Jesse James (Nicholas Ray)
(as Rev. Bailey); The Story of Mankind (Allen) (as
Pharaoh Khufu)

The Proud Rebel (Curtiz); The Last Hurrah (Ford) (as Amos
Force); Showdown at Boot Hill (Fowler, Jr.) (as Doc Weber)

The Oregon Trail (Fowler, Jr.) (as Zachariah); The Cosmic
Man (Greene); Invisible Invaders (Cahn)

The Adventures of Huckleberry Finn (Curtiz); Tarzan the
Magnificent (Day); Sex Kittens Go to College (Zugsmith);
The Incredible Petrified World (Warren)

Invasion of the Animal People (Terror in the Midnight Sun)
(Vogel and Warren); The Man Who Shot Liberty Valance
(Ford) (as Major Cassius Starbuckle)

The Patsy (Lewis) (as Bruce Alden); Cheyenne Autumn (John
Ford) (as Major Jeff Blair); Curse of the Stone Hand
(Warren and Schlieppe)

House of the Black Death (Blood of the Man Devil; Night of
the Beast) (Daniels and LeBorg); The Wizard of Mars
(Hewitt); Something for Mrs. Gibbs (Van Praag—advertis-
ing short)

Billy the Kid vs. Dracula (Beaudine) (as Dracula); Night Train
to Mundo Fine (Francis); Broken Sabre (McEveety);
Munster, Go Home! (Bellamy) (as Cruikshank); The
Emperor’s New Clothes (Clark—unreleased)

The Hostage (Doughten) (as Otis Lovelace); Hillbillys in
a Haunted House (Yarbrough); Dr. Terror’s Gallery of
Horrors (The Blood Suckers; Gallery of Horror; Return
from the Past) (Hewitt) (as narrator and warlock in one ep.);
La Senora Muerte (Mrs. Death; The Death Woman)
(Salvador)

They Ran for Their Lives (Payne) (as Laslow); Pacto diabolico
(Pact with the Devil) (Salvador); The Astro-Zombies
(Mikels); Autopsia de un fantasma (Autopsy on a Ghost)
(Rodriguez) (as Satan); The Helicopter Spies (Sagal—for
TV); Genesis (Genesis I) (organized by R. B. Childs—
compilation film) (as narrator)

Blood of Dracula’s Castle (Adamson and Hewitt) (as George);
The Good Guys and the Bad Guys (Kennedy); The Trouble
with Girls (Tewksbury); Daughter of the Mind (Grauman—
for TV); Dracula vs. Frankenstein (The Blood Seekers;

1970

1971

1972

1973

1974

1975

1976

1977

1978

1979

Blood of Frankenstein) (Adamson); Las vampiras (The
Vampires) (Curiel)

The McMasters (Kjellin); Myra Breckinridge (Sarne); Hell’s
Bloody Devils (The Fakers; Swastika Savages; Operation
M; Smashing the Crime Syndicate) (Adamson); Crowhaven
Farm (Grauman—for TV); Cain’s Cutthroats (Cain’s Way;
Justice Cain) (Osborne) (as Preacher Sims); Blood of the
Iron Maiden (Trip to Terror; Is This Trip Really Neces-
sary?) (Benoit); Horror of the Blood Monsters (The Flesh
Creatures; Flesh Creatures of the Red Planet; Creatures of
the Prehistoric Planet; Creatures of the Red Planet; Vam-
pire Men of the Lost Planet) (Adamson); Five Bloody
Graves (The Lonely Man; Five Bloody Days to Tombstone;
Gun Riders) (Adamson)

Shinbone Alley (Wilson and Detiege—animated feature) (as
voice); The Seven Minutes (Meyer)

Richard (Yerby and Hurwitz); Boxcar Bertha (Scorsese);
Everything You Always Wanted to Know about Sex but
Were Afraid to Ask (Allen); Blood of Ghastly Horror (The
Fiend with the Electronic Brain; Psycho a Go-Go!; The
Love Maniac; Man with the Synthetic Brain) (Adamson—
produced 1969); Portnoy’s Complaint (Lehman) (as voice
of judge); Shadow House (short); Decisions! Decisions!
(Segal—TYV pilot); The Legend of Sleepy Hollow (animated
short) (as narrator)

Silent Night, Bloody Night (Zora; Night of the Full Dark
Moon) (Gershuny); Terror in the Wax Museum (Fenady);
Bad Charleston Charlie (Nagy); Hex (Garen); Superchick
(Forsyth) (as Igor Smith); House of Dracula’s Daughter
(Hessler); One Million A.D. (Baron—unreleased); The Cat
Creature (Harrington—for TV); The Night Strangler
(Curtis—for TV); Legacy of Blood (Monson); The Gatling
Gun (Gordon—produced 1969 as King Gun); Bigfoot
(Slatzer)

The House of the Seven Corpses (Harrison); Moonchild
(Gadney—produced 1972) (as ‘“The Walker’”)

Mary, Mary, Bloody Mary (Moctezuma); Stowaway to the
Moon (McLaglen—for TV) (as Jacob Avril)

Won Ton Ton, the Dog Who Saved Hollywood (Winner);
Crash (Band); The Killer Inside Me (Kennedy); The Shootist
(Siegel) (as Hezekiah Beckum); The Last Tycoon (Kazan)
(as studio tour guide); Death at Love House (The Shrine of
Lorna Love) (Swackhamer—for TV) (as Conan Carroll)

The Sentinel (Winner); Shock Waves (Death Corps; Almost
Human) (Weiderhorn); The White Buffalo (Thompson) (as
Amos Briggs); Golden Rendezvous (Lazarus); Tail Gunner
Joe (Taylor—for TV); The Christmas Coal Mine Mira-
cle (Christmas Miracle in Caufield, U.S.A.) (Taylor—
for TV); Satan’s Cheerleaders (Clark); Journey into the
Beyond (Olsen) (as narrator); The Lady and the Lynchings;
Frankenstein Island (Warren) (as Dr. Frankenstein)

Sunset Cove (Save Our Beach) (Adamson) (as Judge Wins-
low); Vampire Hookers (Santiago); The Bees (Zacharias)
(as Dr. Sigmund Hummel)

Monster (Monster: The Legend That Became a Terror) (Hart-
ford); The Seekers (Hayers—for TV); Teheran Incident
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(Missile X; The Neutron Bomb Incident; Cruise Missile)
(Martinson); Phobia (The Nesting) (Weston); Nocturna
(Granddaughter of Dracula) (Tampa, i.e. Harry Hurwitz)
(as Dracula); The Mandate of Heaven

1980 Carradines in Concert (doc); The Monster Club (Baker); The
Howling (Dante) (as Kenton); The Boogey Man (Lommel)

1982  The Secret of NIMH (Bluth) (as voice of Great Owl); The
Scarecrow (Pillsbury)

1983 House of Long Shadows (Walker); The Ice Pirates (Raffill)
(as Emperor)

1985 Evils of the Night (Rustam) (as Dr. Kozmar); The Vals
(Polakof) (as Mr. Stanton)

1986 Peggy Sue Got Married (Coppola) (as Leo); Revenge (Lewis)
(as Sen. Bradford); The Tomb (Olen Ray) (as Mr. Androheb)

1987 Evil Spawn (Deadly Sting; Alive by Night) (Hall) (as Dr.
Zeitman); Monster in the Closet (Dahlin) (as Old Joe)

1988  Star Slammer (Prison Ship) (Olen Ray) (as The Justice)

Publications

By CARRADINE: article—

Interview by S. Eyman in Films and Filming (London), Decem-
ber 1981.

On CARRADINE: book—

Young, Jordan R., Reel Characters: Great Movie Character Actors,
Beverly Hills, 1986.

On CARRADINE: articles—

Biihler, W.-E., ‘‘John Carradine,”’ in Filmkritik (Munich), Janu-
ary 1972.

Parrish, J. R., and M. R. Pitts, ‘‘The Good, the Bad, and the Most,”’ in
Focus on Film (London), Summer 1973.

Films in Review (New York), October 1979, corrections and additions
to filmography in January 1980 issue.

L’Ecran Fantastique, no. 15, 1980 and nos. 45 and 46, 1984.

Parnum, J., and G.W. Marik, ‘ ‘House of Carradine: Why Isn’t Lugosi
in the House?,”” Midnight Marquee (Baltimore, Maryland), no.
49, Summer 1995.

Stanley, R. “‘John Carradine,”’ Classic Images (Muscatine, lowa), no.
250, April 1996.

The film career of John Carradine was one of the longest and most
prolific in Hollywood. He claimed to have appeared in over 400 films
and the range of his roles varies widely. Although he made a success-
ful career for himself in films, Carradine’s first love was always the
theater, particularly Shakespeare. His training in theater is apparent in
his film work, creating ‘‘larger than life’” characters with exaggerated
gestures and a booming voice.
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Carradine began acting in films in the early 1930s using the name
John Peter Richmond. He found fairly steady work as a bit player with
such directors as Cecil B. DeMille (The Sign of the Cross, This Day
and Age, Cleopatra) and James Whale (The Bride of Frankenstein,
The Invisible Man). In 1936, using the name John Carradine, he
became a Fox contract player. That same year Carradine appeared in
John Ford’s The Prisoner of Shark Island. (Carradine eventually
appeared in ten films directed by John Ford, including Stagecoach,
The Grapes of Wrath, and The Man Who Shot Liberty Valance.)
Carradine received excellent notices for his performance as a prison
guard in The Prisoner of Shark Island, which led to villainous roles in
other films.

In addition to his reputation as a film ‘‘bad guy’’ Carradine also
became known for his roles in cheap horror pictures. These films were
produced very quickly and so there are many of them among
Carradine’s credits. In 1945 he appeared in two low-budget films for
Universal, House of Frankenstein and House of Dracula, which
marked the first times that Carradine played a vampire. His subse-
quent horror films, with titles like The Incredible Petrified World and
Billy the Kid vs. Dracula, did not carry much credibility, but this kind
of film kept Carradine employed for a good number of years.
Carradine became so well known for playing the ‘‘mad scientist’” in
low-budget horror films that he was enlisted to do a parody of himself
in a segment of Woody Allen’s Everything You Always Wanted to
Know about Sex but Were Afraid to Ask. With such an amazingly
diverse list of film credits, it is not greatly surprising that John
Carradine became one of the most recognizable character actors on
the American screen.

—Linda J. Obalil

CARREY, Jim

Nationality: Canadian. Born: James Eugene Carrey in Jacksons
Point (some sources say Newmarket), Ontario, Canada, 17 January
1962, Family: Married 1) Melissa Womer (an actress), 1986 (di-
vorced, 1995); 2) Lauren Holly (an actress), September 23, 1996
(divorced, 1997); children: (first marriage) Jane. Career: Titan
Wheels (factory), Toronto, Ontario, laborer, c. 1978; performed in
comedy clubs in Toronto, Canada, 1977-81; moved to Los Angeles to
work clubs, 1981; appeared on a television special with Rich Little;
played Skip Tarkenton, The Duck Factory TV show, 1984; ensemble
member, In Living Color weekly comedy variety television show,
1990; writer, for In Living Color, 1990-94; voice of Exterminator,
Itsy Bitsy Spider, USA Network, 1993. Awards: MTV Movie Award,
best comedic performance, 1994, for Ace Ventura: Pet Detective;
MTV Movie Award, best comedic performance, 1996, for Ace
Ventura: When Nature Calls; MTV Movie Award, best comedic
performance, 1997, for The Cable Guy; Showman of the Year Award,
1998; Blockbuster Entertainment Award, favorite actor-comedy,
Golden Globe Award nomination, best performance by an actor in
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Jim Carrey in The Truman Show

a motion picture-comedy/musical, and MTV Movie Award, best
comedic performance, all 1998, for Liar Liar; Golden Globe Award,
best performance by an actor in a motion picture-drama, 1999, for The
Truman Show; Golden Globe Award, best performance by an actor in
a motion picture-drama, 2000, for Man on the Moon; ShoWest
Award, for Male Star of the Year, 2000. Address: United Talent
Agency, 9560 Wilshire Boulevard, 5th Floor, Beverly Hills, CA
90212-2401, U.S.A.

Films as Actor:

1983  Allin Good Taste (Kramreither); Copper Mountain (Mitchell)
(as Bobby Todd); Introducing ... Janet (Rubberface)
(Salzman and Yates) (as Tony Moroni)

1984  Finders Keepers (Lester) (as Lane Biddlecoff)

1985 Once Bitten (Storm) (as Mark Kendall)

1986 Peggy Sue Got Married (Coppola) (as Walter Getz)

1988 The Dead Pool (Van Horn) (as Johnny Squares) (credited as

James Carrey)

1989

1991
1992
1994

1995

1996
1997
1998

1999
2000

Pink Cadillac (Van Horn) (as Lounge entertainer) (credited as
James Carrey); Earth Girls Are Easy (Temple) (as Wiploc);
Mike Hammer: Murder Takes All (Nicolella—for TV) (as
Brad Peters)

High Strung (Nygard) (as Death [uncredited])

Doing Time on Maple Drive (Olin—for TV) (as Tim)

Dumb and Dumber (Farrelly) (as Lloyd Christmas); The Mask
(Russell) (as Stanley Ipkiss and The Mask); Ace Ventura:
Pet Detective (Shadyac) (as Ace Ventura, + co-sc)

Ace Ventura: When Nature Calls (Oedekerk) (as Ace Ventura);
Batman Forever, (Schumacher) (as The Riddler/
Edward Nygma)

The Cable Guy (Stiller) (as Chip Douglas)

Liar Liar (Shadyac) (as Fletcher Reede)

Simon Birch (Johnson) (as Adult Joe Wentworth); The Tru-
man Show (Weir) (as Truman Burbank)

Man on the Moon (Forman) (as Andy Kaufman)

Me, Myself and Irene (Farrelly and Farrelly) (as Charlie
Baileygates and Hank); How the Grinch Stole Christmas
(Howard) (as The Grinch)
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Publications
On CARREY: articles—

Corliss, Richard, ‘“World’s Only Living Toon,”” in Time, 8 Au-
gust 1994,

McGregor, A., “‘Carrey on Laughing,’
1250, 3 August 1994.

Zarebski, Konrad J., ‘‘Nasi najdrozsi,”” in Kino (Warsaw), vol. 29, no.
333, March 1995.

Schruers, Fred, ‘‘Jim Carrey,’’ in Rolling Stone, 13-27 July 1995.

Everschor, Franz, ‘‘Jim Carrey: Superstar,”” in Film Dienst (Co-
logne), vol. 48, no. 16, 1 August 1995.

Salminen, Kari, ‘‘Sopimattomasti somaatinen,”” in Filmihullu
(Helsinki), no. 4-5, 1997.

Grobel, L., *“The True Man: Jim Carrey,”’ in Movieline (Escondido),
May 1998.

Corliss, Richard, ‘‘Smile! Your Life’s On TV,’” in Time, 1 June 1998.

Smith, C., “‘Do Not Adjust Your Set,”” in New York Magazine, vol.
31, 1 June 1998.

Maslin, Janet, ‘‘Exploring the Outer Limits of an Odd Comedic
Universe,”” in New York Times, 22 December 1999.

Ansen, David, ‘“Man on the Moon,”’ in Newsweek, 16 Decem-
ber 1999.

Schickel, Richard, ‘‘A Paean to a Pop Postmodernist,”” in Time, 31
December 1999.

s

in Time Out (London), no.

Jim Carrey combined the rubber-faced rubber-boned antics of
aJerry Lewis with the zany improvisational style of a Robin Williams
(with a heavy dash of Williams’s acting ability thrown in) to make
some of the most successful and entertaining comedies of the 1990s
and to launch him into the superstar stratosphere—Carrey becoming
the first actor to break the $20-million-per-film wage barrier.

His beginnings could not have been humbler. His father, a profes-
sional musician, sold his saxophone to pay his wife’s hospital bills,
and at various points the family lived in a Volkswagen camper and in
a tent. After years as the resident white guy on television’s enor-
mously popular In Living Color, he took on the serious role of a son
with a drinking problem in the television movie Doing Time on Maple
Street (1992). But what launched him into superstar status were the
three comedies he made in 1994: Ace Ventura: Pet Detective, The
Mask, and Dumb & Dumber, with a combined global box office draw
of $550 million. In Ace Ventura, Carrey cuts loose as the bizarre pet
detective designed to make outrageous fun of leading men. In The
Mask he plays an average guy given superhuman powers by an
ancient Norse mask, and although the (literally) eye-popping special
effects based on classic Tex Avery cartoons were supplied by
Industrial Light & Magic, as Richard Corliss in Time said ‘‘Carrey
doesn’t need any cybernetics or silicon to rubberize his limbs. He is
his own best special effect, the first star who is a live-action toon.’’
Dumb & Dumber was an over-the-top slob comedy in the same vein
as the Farrelly brother’s subsequent There’s Something about Mary.
But even in Dumb & Dumber, there’s a scene where his character
stares out a window and says, ‘“You know what I'm sick and tired of?
I’'m sick and tired of having to eke my way through life,”” and the
audience really feels for the guy.

After Batman Forever and the Ace Ventura sequel (both 1995),
Carrey became the $20 million man with The Cable Guy (1996),
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where his performance was evidently a little foo dark for most
audiences. The movie’s failure caused Hollywood to question actors’
soaring salaries, but not before Stallone, Schwarzenegger, and other
superstars demanded higher pay (Carrey has subsequently agreed to
work for less). Liar Liar (1997) put Carrey back on top with one of his
best performances, as an attorney forced to tell the truth for 24 hours
because of a birthday wish his son made. Carrey’s performance is
reminiscent of Steve Martin’s in All of Me, except instead of fighting
Lily Tomlin’s soul occupying half his body, he’s fighting this
birthday wish, making the wish seem completely tangible in the
process. The movie finds clever variations on a potentially repetitive
theme (a la Groundhog Day), with his backed-into-a-corner lawyer
finally forced to win a case by actually using his brain instead of his
usual bag of knee-jerk, lawyerly tricks. And Carrey’s a good enough
actor to make you believe the *‘I love my son’” ending.

The Truman Show (1998) was considered by most to be Carrey’s
breakthrough performance. In it, he plays Truman Burbank, the
unwitting star of a 24-hour-a-day real-life drama unfolding on the
world’s largest movie set. As an ‘‘everyman,’’ Carrey acts without his
manic side, in what Corliss called ‘‘a performance of profound charm,
innocence, vulnerability and pain.”” Many predicted Carrey would
win an Oscar for his performance, but the award eluded him. Similar
predictions for an Oscar returned when critics saw Carrey’s uncanny
performance of Andy Kaufman in Milos Forman’s Man on the Moon
(1999). Many felt he was again snubbed when Carrey did not win the
Oscar. Kaufman, the groundbreaking comedian/performance artist
who died in 1984, was one of Carrey’s inspirations, and in the film
Carrey throws himself into each of Kaufman’s diverse personae—the
wide-eyed Foreign Man, the sneering wrestler of women, the obnox-
ious Tony Clifton—with such conviction that those who actually
knew Kaufman were completely spooked. Janet Maslin in the New
York Times called Carrey’s performance ‘‘an electrifying homage,”’
while Newsweek claimed, ‘‘Jim Carrey may be a better Andy Kaufman
than Andy Kaufman was,”” and Time said it was very possibly the best
work Carrey had ever done. Should Academy members ever finally
realize that great comedic talent is as rare as great dramatic talent,
perhaps Carrey will one day get his due, but in the meantime at least
he should be happy with the compensation.

—Bob Sullivan

CARROLL, Madeleine

Nationality: British American. Born: Marie Madeleine Bernadette
O’Carroll in West Bromwich, Warwickshire, England, 26 February
1906; became United States citizen, 1943. Education: Attended
Birmingham University, B.A. in French. Family: Married 1) Philip
Astley, 1931 (divorced 1939); 2) the actor Sterling Hayden, 1942
(divorced 1946); 3) the producer Henri Lavorel, 1946 (divorced
1949); 4) Andrew Heiskell, 1950 (divorced 1965): one daughter.
Career: French teacher in girls’ school in Hove, Sussex; 1927—stage
debut in The Lash, London; 1928—film debut in The Guns of Loos;
1936—film contract with Walter Wanger: made films in Hollywood;
during World War II—worked with refugee orphans, then entertain-
ment director for merchant seamen in New York; 1943—45—worked
with the Red Cross in France and Italy, and subsequently with
UNESCO (made documentary films for the United Nations and
others: e.g. Children’s Republic and The Eternal Fight); 1948—on
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Madeleine Carroll with Dick Powell in On the Avenue

Broadway in Goodbye, My Fancy. Awards: Legion of Honor (France);
United States Medal of Freedom. Died: In Marbella, Spain, 2 Octo-
ber 1987.

Films as Actress:

1928 The Guns of Loos (Hill) (as Diana Cheswick); What Money
Can Buy (Greenwood) (as Rhoda Pearson); The First Born
(Mander) (as Lady Madeleine Boycott)

1929 The Crooked Billet (Brunel) (as Joan Easton); The American
Prisoner (Bentley) (as Grace Malherb); Arlantic (Dupont)
(as Monica)

1930 The ““W’’ Plan (Saville) (as Rosa Hartmann); Young Woodley
(Bentley) (as Laura Simmons); French Leave (Raymond)
(as Dorothy Glenister); Escape (Dean) (as Dora); The
School for Scandal (Elvey) (as Lady Teazle); Kissing Cup’s
Race (Knight) (as Lady Molly Adair)

1931 Madame Guillotine (Fogwell) (as Lucille de Choisigne);
Fascination (Mander) (as Gwenda Farrell); The Written
Law (Fogwell) (as Lady Margaret Rochester)

1933
1934
1935

1936

1937

1938
1939

1940

1941

1942
1946

Sleeping Car (Litvak) (as Anne); I Was a Spy (Saville) (as
Marthe Cnockhaert)

The World Moves On (Ford)

The Dictator (The Love Affair of the Dictator; The Loves of
a Dictator; For Love of a Queen) (Saville and Santell) (as
Caroline Struensee); The 39 Steps (Hitchcock) (as Pamela)

The Story of Papworth (charity appeal) (as guest); The Secret
Agent (Hitchcock) (as Elsa); The Case against Mrs. Ames
(Seiter); The General Died at Dawn (Milestone); Lloyds of
London (King)

On the Avenue (Del Ruth); It’s All Yours (Nugent); The
Prisoner of Zenda (Cromwell)

Blockade (Dieterle)

Cafe Society (Griffith); Honeymoon in Bali (Husbands or
Lovers) (Griffith)

My Son, My Son! (Charles Vidor); Safari (Griffith); North-
west Mounted Police (DeMille)

Virginia (Griffith); One Night in Lisbon (Griffith); Bahama
Passage (Griffith)

My Favorite Blonde (Lanfield)

La Petite Republique (Vicas)
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1947 White Cradle Inn (High Fury) (French) (as Magda)
1948 Don’t Trust Your Husband (An Innocent Affair) (Bacon)
1949  The Fan (Lady Windermere’s Fan) (Preminger)

Publications
On CARROLL: articles—

‘‘Madeleine Carroll’’ in Current Biography 1949, New York, 1949.

Obituary in Films and Filming (London), November 1987.

Roberts, B., ‘‘Madeleine Carroll: Courage, Brains, and Beauty,”’
Classic Images (Muscatine, lowa), no. 245, November 1995.

Although her primary fame was for her unusually refined blonde
good looks, Madeleine Carroll was nonetheless a capable film actress.
Her current reputation is based on her work with Alfred Hitchcock
(notably in The 39 Steps and The Secret Agent). These were by no
means the only worthwhile films she made; she was one Hollywood
import who thrived on its soil. The highlights of her Hollywood years
were The General Died at Dawn and the fanciful romantic epic The
Prisoner of Zenda in which she played opposite Ronald Colman.

She began in the theater after attending the University of Birming-
ham, and entered the British film scene in the late 1920s. Gaumont
British traded her for Warner Baxter, in an arrangement with 20th
Century-Fox, and it was thus that she made her first American film,
The World Moves On (John Ford, 1934). She returned to England for
her work with Hitchcock, and finally returned to America under
contract to Walter Wanger. She ended up at Paramount, and found her
niche as a comedienne. Although her films were rather lackluster, her
restrained and subtle performances won her a loyal following, and she
remained active until the late 1940s. Her later films included a version
of Oscar Wilde’s Lady Windermere’s Fan (The Fan) and a string of
comedies in which she was teamed with Fred MacMurray. She also
had a huge stage success in the early 1950s with Garson Kanin’s
Goodbye, My Fancy.

As a film actress, Carroll was notable for her underplaying, her
lack of posturing or reliance on mannerism. This was unusual in an
era when such qualities were more common than they are now, and
perhaps explains her enduring popularity among film enthusiasts.

—Joseph Arkins

CERVI, Gino

Nationality: Italian. Born: Luigi Cervi in Bologna, 3 May 1901.
Family: Married the actress Nini Gordini, son: the producer Tonino
Cervi. Career: 1924—stage debut with Aldo Borelli’s troupe; later
performed with Pirandello’s acting troupe as well as other theater
groups; 1932—screen debut in patriotic air force epic L’armata
assura; late 1950s—began appearing frequently on TV, notably as
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Inspector Maigret in series based on Simenon novels. Died: In Punta
Alta, Italy, 3 January 1974.

Films as Actor:

1932 L’armata assura (Righelli)

1933 T’amero sempre (Camerini)

1934  Frontiere (Meano and Caraphi)

1935 Aldebaran (Blasetti) (as Camado Valeri); Amore (Bragaglia)
(as Paolo)

1936 I due sergenti (Guazzoni)

1937 Ettore Fieramosca (Blasetti); Gli uomini non sono ingrati
(Brignone); L’argine (d’Errico) (as Zugni)

1938 I figli del marchese Lucera (Palermi); Inventiamo I’amore
(Mastrocinque) (as Carlo); Voglio vivere con Letizia
(Mastrocinque)

1940 La peccatrice (Palermi) (as Alberto); Un’avventura di Salvator
Rosa (Blasetti) (as Salvator Rosa); Melodie eterne (Eternal
Melodies) (Gallone) (as Mozart); Une romantica avventura
(Camerini); La corona di ferro (The Iron Crown) (Blasetti)
(as King Sedemondo)

1941 I promessi sposi (Father Christopher’s Prayer; The Spirit and
the Flesh) (Camerini) (as Renzo); La regina di Navarra
(Gallone) (as Charles V); Il sogno di tutti (Biancoli and Kisch)

1942  L’ultimo addio (Cerio) (as Paolo); Acque di primavera
(Malasomma); Don Cesare di Bazan (Freda) (as Don
Cesare); Gente dell’aria (Pratelli); Quattro passi fra le
nuvole (Four Steps in the Clouds) (Blasetti); Quarta pagina
(Manzari)

1943 Tristi amori (Gallone); Che distinta famiglia (M. Bonnard);
T’amero sempre (Camerini); La locandiera (Chiarini) (as
the Poet); Nessuno torna indietro (Blasetti)

1944 Quartetto Pazzo (Salvini); Sensa famiglia (Ferroni); Vivere
ancora (Gianini)

1945 Lo sbaglio di essere vivo (My Widow and I) (Bragaglia); Le
miserie del signor Travet (His Young Wife) (Soldati)

1946 Malia (Amato); Umanita (Bragaglia); Un uomo ritorna (Re-
venge) (Neufeld); Aquila nera (Freda)

1947 L’angelo e il diavolo (Camerini); Cronaca nera (Bianchi);
Daniele Cortis (Soldati); Furia (Alessandrini)

1948 I miserabili (Les Miserables) (Freda) (as Jean Valjean); La
signora della camelie (Bernard); Anna Karenina (Duvivier)
(as Enrico)

1949  Guglielmo Tell (William Tell) (Pastino); Yvonne la nuit (Amato);
La fiamma che no si spegne (Cottafavi); Fabiola (Blasetti);
La passione secondo San Matteo (Marischka); La sposa
non puo attendere (Franciolini)

1950 Donne senza nome (Women without Names) (Radvanyi); 1/
cielo é rosso (Gora); La scolgiera del peccato (Montero);
Sigillo rosso (Calzavaro); Il caimano del Piave (Bianchi)

1951 Cristo proibito (Forbidden Christ; Strange Deception)
(Malaparte); Cameriera bella presenza offrersi (Pastini);
O.K. Nerone (O.K. Nero) (Soldati) (as Nero)

1952 Le Petit Monde de Don Camillo (The Little World of Don
Camillo) (Duvivier) (as Peppone); Tre storie proibite (Three
Forbidden Stories) (Genina); Moglie per una notte (Wife
for a Night) (Camerini); La regina di Saba (The Queen of
Sheba) (Francisci) (as Solomon); La Dame aux camélias
(Bernard)
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1953  Stazioni termini (Indiscretion of an American Wife) (De
Sica); Le Retour de Don Camillo (The Return of Don
Camillo) (Duvivier) (as Peppone); La signora senza camelie
(Camille without Camelias) (Antonioni); Les Trois
Mousquetaires (Hunebelle); Si Versailles m’était conté
(Guitry); Nerone a Messalina (Zeglio); Maddalena (Genina);
Addio mia bella signora (Cerchio); Fate largo ai moschettieri
(Hunebelle); La grande avventura; Cavallina storna
(Morelli); Una donna libera (Cottafavi); Napoléon (Guitry)

1955 Il cardinale Lambertini (Pastini); Frou frou (Genina); Non c’e
amore piu grande (Bianchi); Don Camillo e I’onorevole
Peppone (Gallone) (as Peppone); Gli innamorati (Wild
Love) (Bolognini); I coraggio (Paolella)

1956  Guardia, guardia scelta, brigadiere e maresciallo (Bolognini);
Beatrice Cenci (Freda); Moglie e buoi . . . (de Mitri);
Amanti del deserto (Le Fils du chiek; The Desert Warrior)
(Cerchio)

1957 Amore e chiacchiere (Blasetti); Ragazze delle nuvole (Costa)

1958 Agguato a Tangeri (Freda); Le belle dell’aria (Costa); La
maja desnuda (The Naked Maja) (Koster) (as King Carlos
of Spain); Sans Famille (Michel)

1959  Nel segno di Roma (Brignone); Noi gangsters; Brevi amori
a Palma di Majorca (Bianchi); Cartagine in fiamme; Le
grand chef (The Big Chief) (Verneuil)

1960 La lunga notte del *43 (Vancini); I sicari di Hitler; L’assedio
di Siracusa (Siege of Syracuse) (Francisci) (as Gerone); Le
olimpiadi dei mariti (Bianchi); Femmine di lusso (Love the
Italian Way) (White) (as Lemeni); La rivolta degli schiavi
(The Revolt of the Slaves) (Malasomma); Herrin der Welt
(Dieterle)

1961 Che gioia vivere (Quelle joie de vivre) (Clément); Un figlio
d’oggi (Girolami and Graziano); Don Camillo, monsignore
. ... ma non troppo (Gallone) (as Peppone); Gli attendenti
(Bianchi); Geheimaktion schwarze Kapelle (Habib)

1962 Le Crime ne paie pas (Crime Does Not Pay) (‘‘La Masque”’
ep.) (Oury); Dieci italiani per un Tedesco (La Furie des
S.S8.) (Ratti); La monaca di Monza (Gallone); Gli anni
ruggenti (Zampa); Il cambio della guardia (Bianchi); Avanti
la musica (Bianchi); Il fiorno piu’corto (Corbucci)

1963 La smania addosso (Eye of the Needle) (Andrei) (as D’ An-
gelo); Gli onorevoli (Corbucci); Le Bon Roi Dagobert
(Chevalier)

1964 Becket (Glenville) (as Cardinal Zambelli); Volles Herz und
leere Tashcen (Mastrocinque)

1965 Il compagno Don Camillo (Comencini) (as Peppone)

1967 Maigret a Pigalle (Landi)

1972 Don Camillo e i giovani d’oggi (as Peppone); Uccidere in
silenzio (Rolando); I racconti romani di Pietro I’Aretino
(Tosini)

Publications

On CERVI: article—

““Gino Cervi,”” letter from V. Martinelli in Films in Review (New
York), June-July 1975.

For several decades, Gino Cervi was the leading character actor in
Italy and certainly one of the pillars of the industry. He began as
a stage actor in 1924; a few years later he made his screen debut in
a film on the Air Force. Immediately demonstrating his versatility,
he starred in Camerini’s melancholic love story T’amero sempre.
He was one of Alessandro Blasetti’s favorite actors, providing
a commanding presence in the historical epics Ettore Fieramosca,
Un’avventura di Salvator Rosa, and La corona di ferro. Blasetti
recognized Cervi’s range and cast him in the role of the plain,
downtrodden traveling salesman who aids an unwed mother in Four
Steps in the Clouds, the first of Cervi’s films to be shown widely
outside Italy.

His performance in one scene of a little-known film, La Peccatrice, is
a tour de force that represents Cervi’s combination of technical
virtuosity and naturalness. He plays a cad living in a small town;
a person he has victimized, the ‘‘sinner’” of the title, has returned to
the town after several years and watches him eating alone in a restau-
rant. In this scene he must express the cad’s entire character—his
disregard for others, his lack of conscience, his pomposity—simply
by eating his meal.

After the war, he continued to give credence to Italian costume
dramas and historical epics but reached an international audience
through his portrayal of Peppone, the Communist mayor in Giovanni
Guareschi’s series of novels about Don Camillo. Cervi played the role
in Duvivier’s first version of the story in 1952 and in the many
sequels. His resonant voice enabled him to work as a dubber (he
dubbed Olivier’s voice for the Italian versions of his Shakespeare
films) and achieve considerable success on stage. For Italian televi-
sion, he played Georges Simenon’s Inspector Maigret in a series of
productions.

—Elaine Mancini

CHAN, Jackie

Pseudonym: Known to Chinese audiences as Sing Lung, meaning
‘‘to become a dragon.”” Nationality: Hong Kong. Born: Chan Kong-
Sang in Hong Kong, 7 April 1954. Education: Studied at Peking
Opera School, Hong Kong, 1961-71. Career: 1962—screen debut in
the Cantonese film Huang Tian Ba, subsequently appeared as child
actor in more than 20 films; 1972—-73—worked as film stuntman and
martial artist; 1976—contracted as lead actor by Lo Wei Film
Company; 1978—first real success with two films for Ng See-Yuen’s
Seasonal Film Corporation; 1979—directed himself for the first time
in The Fearless Hyena; 1980—made first film for major Golden
Harvest company; mid-1980s—co-founder, Golden Way production
company; 1995—received first widespread North American attention
with Rumble in the Bronx.

Films as Actor: (films as child actor not included)

1971 Little Tiger from Canton
1973  Enter the Dragon (The Deadly Three) (Clouse)
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Jackie Chan in Supercop

1975
1976

1977
1978

1979

1980

1981

1983

1984

1985

1986

1987
1990
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Countdown in Kung Fu (Hand of Death) (Wo0)

Xin Ching-Wu Men (New Fist of Fury) (Lo Wei) (as Ai Long);
Shaolin Wooden Men (36 Wooden Men;, Shaolin Chamber
of Death) (Ch’en Chih-Hua and Lo Wei); The Killer
Meteors (Lo Wei)

Snake and Crane Arts of Shaolin (Ch’en Chih-Hua)

To Kill with Intrigue (Lo Wei); Magnificent Bodyguards
(Lo Wei); Snake in the Eagle’s Shadow (The Eagle’s
Shadow) (Yuen Woo-ping); Spiritual Kung-Fu (Karate
Ghostbuster) (Lo Wei)

Dragon Fist (In Eagle Dragon Fist) (Lo Wei); Drunken
Master (Drunken Monkey in a Tiger’s Eye; The Story of
Drunken Master) (Yuen Woo-ping) (as Huang Fei-hong)

The Big Brawl (Battle Creek Brawl) (Clouse) (as Jerry); Half
a Loaf of Kung Fu (Ch’en Chi-Hua) (+ martial arts director)

The Cannonball Run (Needham) (as Subaru driver no. 1);
Snake Fist Fighter

Winners and Sinners (Samo Hung); The Fearless Hyena: Part
2 (Chuen Chan)

Cannonball Run 2 (Needham) (as Jackie); Meals on Wheels
(Samo Hung); Eagle’s Shadow (Yuen Woo-ping)

My Lucky Stars (Samo Hung) (as Muscles); Twinkle, Twinkle,
Lucky Stars (Samo Hung); First Mission; The Protector
(Glickenhaus) (as Billy Wong); Ninja Thunderbolt (Ho)

Heart of the Dragon (The First Mission) (Samo Hung)

Dragons Forever (Samo Hung); Fist of Death

The Deadliest Art: The Best of the Martial Arts Films
(Weintraub—compilation)

1992  City Hunter (Jing Wong) (as Ryu Saeba); Supercop: Police
Story 111 (Stanley Tong) (as Chan Chia-chu); Twin Dragons
(Ringo Lam and Hark Tsui) (as John Ma/Boomer)

Police Story 4: Project S (Once a Cop; Project S; Supercop 2)
(Stanley Tong); Crime Story (Kirk Wong) (as Inspector
Eddie Chan)

Hong Faan Kui (Rumble in the Bronx) (Stanley Tong) (as Ah
Keung, + martial arts director); Thunderbolt

Rumble in the Bronx (Tong) (as Keung); Supercop 3 (Tong)
(as Detective Kevin Chan/Fu Sheng)

Rush Hour (Ratner) (as Detective Inspector Lee)

Gorgeous (Kok) (as C.N. Chan); The King of Comedy (Chow,
Lee); Tejing xinrenlei (Chan)

Shanghai Noon (Dey) (as Chong Wang)

1993

1995

1996

1998
1999

2000

Films as Actor and Director:

1979
1980
1982

Siukun gwaitsiu (The Fearless Hyena) (co-d)

Sidai cheutma (The Young Master) (+ co-sc)

Lung siuye (Dragon Lord; Young Master in Love) (+ co-sc,
martial arts choreographer)

A gaiwak (Project A) (as Dragon Ma, + co-sc)

Gingchat gusi (Police Story; Police Force; Jackie Chan’s
Police Story; Jackie Chan’s Police Force) (+ co-sc)

1983
1985

1986 Lunghing fudai (The Armour of God) (+ co-sc)
1987 A gaiwatsuktsap (Project A: Part II) (+ co-sc)
1988  Gingchat gusi tsuktsap (Police Story Part II) (+ co-sc)

1989 Keitsik (Miracle; Black Dragon; Miracles: The Canton God-
father; Mr. Canton and Lady Rose) (as Kuo Cheng-wah/
Mr. Canton, + co-sc)

Lunghing fudai tsuktsap (The Armour of God II: Operation
Condor) (as Jackie/"Condor,’” + sc); Island on Fire (Island
of Fire; The Prisoner)

Tsui Kun II (Drunken Master II) (as Huang Fei-hong)

1990

1994

Publications
By CHAN: articles—

Interview with Tony Rayns and C. Tesson, in Cahiers du Cinéma
(Paris), September 1984.

“‘Jackie Chan, American Action Hero?,”” interview with Jaime Wollf,
in New York Times Magazine, 21 January 1996.

Interview with Michael Kitson, in Cinema Papers (Abbotsford),
June 1996.

On CHAN: book—

Rayns, Tony, The Mind Is a Muscle: An Appreciation of Jackie Chan,
London, 1987.

On CHAN: articles—

Film Review (London), November 1980.
Ciné Revue (Paris), November 1987.
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Kehr, Dave, ‘‘Chan Can Do,”’ in Film Comment (New York), May/
June 1988.

“‘Jackie Chan’s Big Dilemma: How Long Can He Keep It Up?,”” in
Variety (New York), 1 February 1989.

““‘Hong Kong Focus,”’ in London Film Festival Programme, 1990.

Ingram, Bruce, ‘‘Fast-Moving Jackie Chan’s Slow on the Set,”” in
Variety (New York), 18 March 1991.

Elley, Derek, ‘‘More Than ‘The Next Bruce Lee’,”” Variety (New
York), 23 January 1995.

Corliss, Richard, ‘‘Jackie Can!,”” in Time (New York), 13 Febru-
ary 1995.

Dannen, Fredric, ‘‘Hong Kong Babylon,”” in New Yorker, 7 Au-
gust 1995.

Straus, Neil, ‘‘Higher Style from Hong Kong’s Masters,”” in New
York Times, 18 February 1996.

Gallagher, Mark, ‘‘Masculinity in Translation: Jackie Chan’s Trans-
cultural Star Text,”” in Velvet Light Trap (Austin), Spring 1997.

Jackie Chan emerged out of the ranks of martial arts stuntmen and
bit players in the mid-1970s as the most talented of those hoping for
the international megastardom Bruce Lee had achieved before his
death in 1973. In 1976, Lo Wei introduced Chan in a sequel to one of
Lee’s more popular films, Fist of Fury (The Chinese Connection),
called New Fist of Fury, in which Chan imitates Lee’s fighting style
for the most part. Throughout his career, Chan has been haunted by
comparisons with Lee. Despite his huge popularity in Asia, evidenced
by the box-office records films such as Police Story and Project A:
Part Il have broken, Chan still aspires to break into the European and
American market the way Lee was able to with his Enter the Dragon.
To date, Chan’s English-language vehicles, The Big Brawl and The
Protector, have failed to appeal to most audiences in the West, and
Chan is perhaps still most often recognized outside of Asia from his
cameo role as the comic Chinese racer in The Cannonball Run series.
In 1995, he makes another attempt at winning the American audience
with Rumble in the Bronx, filmed ‘‘on location’’ in Vancouver.
Although Chan has enjoyed a certain amount of critical attention
since his films have been hailed at several international festivals as
artistic ‘‘masterpieces,”’ popular appeal, outside the Asian commu-
nity, eludes him.

Comparisons to Lee and failure to win over the Western mass
audience are both understandable and unfortunate. Although publi-
cized as a “‘new Bruce Lee’” and encouraged to imitate Lee very early
in his film career, Chan, in fact, can best be appreciated as Lee’s polar
opposite in terms of performance persona and martial arts style.
Whereas Lee was fascinated by Western boxing, Philippine stick
fighting, and European fencing, which all became part of his very
eclectic style, Chan has stuck more to the acrobatic movements
associated with the traditional Chinese opera he studied as a young
man. A significant part of this involves comic pantomime, and, unlike
the more serious and intense Lee, who only occasionally threw in
a humorous bit for comic relief, Chan excels at the lighter aspects of
the operatic tradition in which his martial skills are rooted. This gift
for both acrobatics and comedy has led some critics to compare Chan
to Harold Lloyd or Buster Keaton. Conscious of the comparison,
Chan has recreated Lloyd’s daredevil clock tower stunt and Keaton’s

infamous falling house stunt in his own films (Project A: Parts I and
II). Like his silent Hollywood film heroes, Chan prides himself on
doing his own stunts, and he has had a number of brushes with death
as a result (the most serious a head injury when filming Armour of
God). In the closing credits of his more recent films, outtakes show
the bloody results of failed stunts, adding an element of machismo to
his star persona missing from the insouciant characters he typically
portrays.

With his wide, almost bulbous nose, sparkling eyes and mischie-
vous smile, Chan’s boyish ebullience and remarkable physical prow-
ess seem best put to use in the costume martial arts comedies he made
in the late 1970s and early 1980s. During this phase of his career,
Chan began to choreograph his own fighting, act as martial arts
instructor, and, eventually, direct his own features. As a result,
a characteristic Chan star persona really began to emerge, displaying
Chan’s acrobatic and martial skills to their best advantage.

In most of these films, Chan plays reluctant students who excel at
kung fu in spite of themselves. With the exception of Dragon Lord,
they all feature scenes that display Chan’s physical prowess in
training as well as combat. The Chan character is repeatedly tortured
by eccentric masters (exemplified by the ‘‘drunken master’’ played
by Simon Yuen in Drunken Master and Snake in the Eagle’s
Shadow), who casually drink or smoke while Chan sweats blood and
plots to escape from kung-fu practice. Set in the past, all these films
make use of traditional costumes and weaponry as well as such
Chinese arts as lion dancing and calligraphy, and allude to (indeed
mildly satirize) established Chinese customs and institutions. In
Drunken Master, for example, Chan portrays a young, impudent and
impulsive Huang Fei-hong, in sharp contrast to Jet Li’s more sober
portrayal of the same folk hero in the Once upon a Time in China
series. Scenes with expressly Chinese content, however, might ex-
plain the cool reception Chan has been given outside the Asian
community in the West.

Chan’s most recent films mark a significant break with his earlier
successes. These later films are set in the present or the more recent
past. Unlike the earlier films which delight in Chinese traditions,
archaic weaponry, and the arcane aspects of Chinese kung fu, these
films have a more Western orientation with gun play, automobile
chases, shopping malls, cops, and gangsters replacing rival kung-fu
schools, drunken masters, and operatic swordplay. Although Chan
continues to play an affable hero, more attention is given to the action-
adventure aspects of the plot and to the spectacular, often noncombative
stunts than to Chinese martial artistry or acrobatics. No longer the
troublesome pupil, Chan has matured into Asia’s best-loved comic
action hero.

With his own production unit at Hong Kong’s Golden Harvest
studios, Chan has artistic and a great deal of economic control over his
current projects. More than just a kung-fu superstar, Chan has also
become a shrewd film producer and promoter. His recent films place
Hong Kong and its citizens on the world stage, as players in their own
right, with an identity separate from mainland China. In City Hunter,
Chan plays a Japanese detective, partly as a tribute to his loyal
Japanese fans and partly as a means of looking beyond the confines of
Hong Kong. As Rumble in the Bronx brings him back to North
America, Chan embodies the fantasy of the Chinese global citizen,
acting outside the strictures of a vacillating national identity.

—Gina Marchetti
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CHAPLIN, (Sir) Charles (Charlie)

Nationality: British. Born: Charles Spencer Chaplin in London,
England, 16 April 1889. Family: Married 1) Mildred Harris, 1918
(divorced 1920); 2) Lita Grey, 1924 (divorced 1927), two sons;
3) Paulette Goddard, 1936 (divorced 1941); 4) Oona O’Neill, 1943,
eight children. Career: At age nine, followed the careers of his
parents, Charles and Hannah Chaplin, as a music hall performer;
1903-06—appeared as the youth Billy in the stage play Sherlock
Holmes; 1907—hired for the Fred Karno troupe; 1913—signed by
Mack Sennett for Keystone studios after second Karno tour of the
United States; moved to Hollywood; 1914—first film, Making a Liv-
ing, followed by 34 more films that same year; 1915—Ieft Keystone
to write, direct, and act in 14 films for Essanay Films; 1916—moved
to Mutual Films to create 12 films through 1917; 1918-23—produced
seven shorts and one feature, The Kid (1921), for First National;
1919—co-founder with D. W. Griffith, Mary Pickford, and Douglas
Fairbanks of United Artists; 1923—first film for United Artists, A
Woman of Paris; 1952—uvisited London; political pressure forced
cancellation of his reentry permit to return to the United States;
1953—moved to Vevey, on Lake Geneva, Switzerland. Awards:
Best Actor, New York Film Critics, for The Great Dictator, 1940;
Foreign Language Press Critics designate Limelight as best film,
1953; Honorary Oscar, ‘‘for the incalcuable effect he has had in
making motion pictures the art form of this century,”” 1971; Academy
Award for Best Original Dramatic Score (shared), for Limelight, 1972
(film first released in 1952, but had not been shown in Los Angeles
until 1972); Golden Lion, Venice Film Festival, 1972; Knighted,
1975. Died: In Vevey, Switzerland, 25 December 1977.

Films as Actor:

(shorts for Keystone Film Company; role as Charlie unless
otherwise noted)

1914  Making a Living (A Busted Johnny; Troubles; Doing His Best)
(Lehrman) (as reporter); Kid Auto Races at Venice (The Kid
Auto Race) (Lehrman); Mabel’s Strange Predicament (Ho-
tel Mixup) (Lehrman and Sennett); Between Showers (The
Flirts; Charlie and the Umbrella; In Wrong) (Lehrman); A
Film Johnnie (Movie Nut, Million Dollar Job; Charlie at
the Studio) (Sennett); Tango Tangles (Charlie’s Recrea-
tion; Music Hall) (Sennett); His Favorite Pastime (The
Bonehead; His Reckless Fling) (Nichols); Cruel, Cruel
Love (Sennett); The Star Boarder (The Hash-House Hero)
(Sennett); Mabel at the Wheel (His Daredevil Queen; Hot
Finish) (Norman and Sennett); Twenty Minutes of Love (He
Loved Her So; Cops and Watches) (Sennett) (as Charlie,
+ sc¢); The Knockout (Counted Out; The Pugilist) (Arbuckle);
Tillie’s Punctured Romance (Tillie’s Nightmare; For the
Love of Tillie; Marie’s Millions) (Sennett—feature)

(other films)

1914 His Regeneration (Anderson) (guest appearance)
1921 The Nut (Reed) (guest appearance)

220

1923 Souls for Sale (Hughes) (guest appearance)
1928 Show People (King Vidor) (guest appearance)

Films as Actor, Director, and Scriptwriter:
(shorts for Keystone Film Company)

1914  Caught in a Cabaret (Jazz Waiter; Faking with Society) (co-d,
co-sc); Caught in the Rain (At It Again; Who Got Stung ?); A
Busy Day (Lady Charlie; Militant Suffragette); The Fatal
Mallet (The Pile Driver; The Rival Suitors; Hit Him Again)
(co-d, co-sc); Her Friend the Bandit (Mabel’s Flirtation; A
Thief Catcher) (co-d with Normand, co-sc); Mabel’s Busy
Day (Charlie and the Sausages; Love and Lunch; Hot
Dogs) (co-d with Normand, co-sc); Mabel’s Married Life
(When You’re Married; The Squarehead) (co-d with
Normand); Laughing Gas (Tuning His Ivories; The Den-
tist); The Property Man (Getting His Goat; The Rousta-
bout; Vamping Venus); The Face on the Bar-Room Floor
(The Ham Artist); Recreation (Spring Fever), The Mas-
querader (Putting One Over; The Female Impersonator);
His New Profession (The Good-for-Nothing; Helping Him-
self); The Rounder (Two of a Kind; The Love Thief, Oh,
What a Night!); The New Janitor (The Porter; The Blundering
Boob); Those Love Pangs (The Rival Mashers; Busted
Hearts); Dough and Dynamite (The Doughnut Designer;
The Cook); Gentlemen of Nerve (Some Nerve; Charlie at
the Races); His Musical Career (The Piano Movers; Musi-
cal Tramps); His Trysting Place (Family Home); Getting
Acquainted (A Fair Exchange; Hullo Everybody); His
Prehistoric Past (A Dream; King Charlie; The Caveman)

(shorts, two-reelers unless noted otherwise, for Essanay Company)

1915 His New Job; A Night Out (Champagne Charlie); The Cham-
pion (Battling Charlie); In the Park (Charlie on the Spree)
(one reel); A Jitney Elopement (Married in Haste); The
Tramp (Charlie the Hobo); By the Sea (Charlie’s Day Out)
(one reel); Work (The Paper Hanger; The Plumber); A
Woman (The Perfect Lady); The Bank; Shanghaied (Char-
lie the Sailor; Charlie on the Ocean); A Night in the Show

1916 Carmen (Charlie Chaplin’s Burlesque on Carmen); Police!
(Charlie the Burglar)

(two-reelers for Mutual Films)

1916 The Floorwalker (The Store); The Fireman; The Vagabond,
One A.M.; The Count; The Pawnshop; Behind the Screen;
The Rink

1917  Easy Street; The Cure; The Immigrant; The Adventurer

1918 Triple Trouble (an Essanay compilation release of 1915
Chaplin footage plus non-Chaplin footage)

(for First National Film Company)
1918 A Dog’s Life (three reels); The Bond (half-reel for Liberty

Loan Committee); Shoulder Arms (three reels)
1919  Sunnyside (three reels); A Day’s Pleasure (two reels)
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1921 The Kid (+ pr); The Idle Class (two reels) (+ pr)

1922 Pay Day (two reels) (+ pr); Nice and Friendly (+ pr) (made
privately and unreleased)

1923 The Pilgrim (four reels) (+ pr)

(features for United Artists Company)

1923 A Woman of Paris (+ pr)

1925 The Gold Rush (+ pr, narration, mus for sound reissue)
1928 The Circus (+ pr, mus, song for sound reissue)

1931 City Lights (+ pr, mus)

1936 Modern Times (+ pr, mus)

1940 The Great Dictator (+ pr, mus)

1947  Monsieur Verdoux (+ pr, mus)

1952  Limelight (+ pr, co-mus, co-choreographer)

(feature for Attic-Archway Company)
1957 A King in New York (+ pr, mus)
(feature for Universal)

1967 A Countess from Hong Kong (+ mus)

Publications
By CHAPLIN: books—

Charlie Chaplin’s Own Story, Indianapolis, 1916.
My Trip Abroad, New York, 1922.

A Comedian Sees the World, New York, 1933.
My Autobiography, London, 1964.

My Life in Pictures, London, 1974.

By CHAPLIN: articles—

““How I Made My Success,’” in The Theatre (New York), Septem-
ber 1915.

““What People Laugh At,”’ in American Magazine (New York), 1918.

“In Defense of Myself,”” in Colliers (New York), 11 Novem-
ber 1922.

“‘Pantomime and Comedy,’’ in New York Times, 25 January 1931.

Interview with Margaret Hinxman, in Sight and Sound (London),
Autumn 1957.

Interview with Richard Merryman, in Life (New York), 10 March 1967.

““The INS Interview with Chaplin,”’ edited by Charles J. Maland, in
Cineaste (New York), vol. 14, no. 4, 1986.
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On CHAPLIN: books—

Delluc, Louis, Charlie Chaplin, Paris, 1921; translation by Hamish
Miles, London, 1922.

Tyler, Parker, Chaplin, the Last of the Clowns, New York, 1947.

Cotes, Peter, and Thelma Niklaus, The Little Fellow: The Life and
Works of Charles Spencer Chaplin, London, 1951, reprinted, New
York, 1965.

Huff, Theodore, Charlie Chaplin, New York, 1951.

Payne, Robert, The Great God Pan: A Biography of the Tramp Played
by Charlie Chaplin, New York, 1952.

Minney, R. J., Chaplin, the Immortal Tramp, London, 1954.

McDonald, Gerald D., Michael Conway, and Mark Ricci, editors, The
Films of Charlie Chaplin, New York, 1965.

Martin, Marcel, Charlie Chaplin, Paris, 1966; 3rd ed., Paris, 1983.

McCaffrey, Donald W., Four Great Comedians: Chaplin, Lloyd,
Keaton, Langdon, New York, 1968.

Quigley, Isabel, Charlie Chaplin: Early Comedies, London, 1968.

Leprohon, Pierre, Charles Chaplin, Paris, 1970.

McCaffrey, Donald W., editor, Focus on Chaplin, Englewood Cliffs,
New Jersey, 1971.

Manvell, Roger, Chaplin, Boston, 1974.

Lyons, T. J., compiler, Charles Chaplin—A Guide to References and
Resources, Boston, 1977.

Sobel, Raoul, and David Francis, Chaplin, Genesis of a Clown,
London, 1977.

McCabe, John, Charlie Chaplin, New York, 1978.

Gehring, Wes D., Charlie Chaplin: A Bio-Bibliography, Westport,
Connecticut, 1983.

Kamin, Dan, Charlie Chaplin’s One-Man Show, Metuchen, New
Jersey, 1984.

Smith, Julian, Chaplin, Boston, 1984.

Robinson, David, Chaplin: His Life and Art, London, 1985.

Geduld, Harry W., Chapliniana I: The Keystone Films, Bloomington,
Indiana, 1987.

Epstein, Jerry, Remembering Charlie: A Pictorial Biography, Garden
City, New York, 1989.

Silver, Charles, Charlie Chaplin: An Appreciation, New York, 1989.

Maland, Charles J., Chaplin and American Culture: The Evolution of
a Star, 1990.

Karney, Robyn, and Robin Cross, The Life and Times of Charlie
Chaplin, London, 1992.

MacCann, Richard Dyer, editor, The Silent Comedians (vol. 4 of
American Movies: The First Thirty Years), Metuchen, New Jer-
sey, 1993.

Hale, Georgia, Charlie Chaplin: Intimate Close-Ups, edited by
Heather Kierman, Metuchen, New Jersey, 1995.

Milton, Joyce, Tramp: The Life of Charlie Chaplin, New York, 1996.

Mitchell, Glenn, The Chaplin Encyclopedia, London, 1997.
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On CHAPLIN: films—

Chaplinesque, My Life and Hard Times, documentary directed by
Harry Hurwitz, 1972.

Unknown Chaplin, television documentary directed by Kevin
Brownlow and David Gill, 1983.

Young Charlie Chaplin, television film biography directed by Baz
Taylor, 1989.
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It took only a very busy year of acting and directing short films for
Charles Chaplin to launch his own career and alter the format of the
Mack Sennett comic film. While the famous comedian owed much to
the Sennett tradition—the story material and plotting, the techniques
of the medium, and the comic vigor—he had his own contribution to
make to the comic film. The more subtle humor of this English music
hall entertainer was thwarted by the fast pace and farcical plotting of
many of the Sennett one- and two-reel comedies.

Chaplin’s fame emerged with the development of the little tramp
character as early as 1914 when he co-starred with Mabel Normand
for Keystone studio and producer Mack Sennett. When he left
Sennett’s company to work for Essanay and Mutual studios he added
finishing touches to the tramp character so that it became a marvelous
comic portrait for all times. At the same time, from 1915 to 1917
Chaplin came very close to perfection in the construction of the two-
reel humorous film, especially with The Cure and Easy Streetin 1917.
But the most important aspect of his work was not structure, it was the
heights he brought to his acting skills.

The quality of Chaplin’s acting as it relates to the total work and
his fellow players surfaced in these early works. The Cure and Easy
Street, for example, illustrate how he achieved a balanced enactment
with his casts. Although he is the leading figure, there are convincing
performances by all of the supporting players so that the works
display theatrical unity. From the documentary on the working
method of Chaplin, 1983’s Unknown Chaplin, featuring a number of
outtakes from the comedian’s The Cure, we now know he often acted
out a number of roles which would later be played by other members
of his cast. From the evidence in this documentary, extensive re-
hearsal by all cast members proved Chaplin demanded the devotion of
those who worked with him on his films. With all the repetition of one
scene it is a wonder the acting did not become stale, flat, and
mechanical. But the comedian’s portraits emerged fresh, providing
a first-time illusion. Especially noteworthy in The Cure is Chaplin’s
portrayal of an alcoholic who has arrived at a mineral springs hotel for
a cure. Gone from his portrayal is the broad, staggering stereotype of
the Sennett comedies. He teeters and leans aslant as his locomotion
becomes comically askew. And, of course, his mind also reveals it is
askew. When he is pushed into the gym to receive physical therapy he
sees the masseur as an attacker and strikes the pose of a wrestler. He
then begins a series of moves to avoid what he thinks is an opponent.
The comedian handles this pantomime adroitly with the grace of
a dancer. It is little wonder then that W. C. Fields is reported to have
declared in a fit of jealousy: ‘“The son of a bitch is a ballet dancer!”’

When Chaplin moved to the feature length film with The Kid in
1921, the richness of his character and acting sprang forth. A greater
range of humor was finally achieved because the feature allowed the
actor the total dimension of the little tramp. While his two-reelers
often moved in the rapid, farcical, slapstick style of Mack Sennett, his
full-length films explored the spectrum of his little man-child clown.
The quiet, personal moments of the social outcast blossomed, and
what critics called ‘‘Chaplin’s pathos’’ was born. The little tramp
raises a foundling to have many of the awry social values of a social
outcast—providing the viewer with some understanding of survival
necessities. The kid breaks windows with a pocketful of rocks as the
little tramp follows behind as a glazer who repairs the damage for
a fee. When an orphanage official takes the kid away in a truck, the
tramp pursues and stops the abduction. In an emotional embrace of his
adopted son, Chaplin underplays the joy of the moment in a powerful
shot of the scene. It may not be what has been called ‘‘pathos’’—more
like sympathy—nevertheless, this shows the essence of a subtle tone
without moving to sentimentality.

Other examples of the range of Chaplin’s acting deftness display
his skill. Critics often point to turns of Chaplin’s innovation, such as
the oceanic roll dance when he entertains a guest with a routine that
shows his head hovering over rolls on forks executing a ballet—an
unusual bit in The Gold Rush. There are also more subtle scenes such
as one when the little fellow is starving in a remote cabin in Alaska.
With delicate, facile pantomime the hollow-eyed, comic hero eyes the
stub of a candle. Sadly, the little tramp picks it up and nibbles it with
rabbit bites—as if the candle were a piece of carrot or celery. And
with a deft touch that again shows Chaplin’s genius, he sprinkles salt
on the morsel of wax, finds that it tastes better, and pops it into his
mouth. With such actions a new depth in comic character was added,
a dimension that was to make Chaplin the darling of the critics.
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Evaluators of the comedian’s work have been most generous in the
hundreds of articles published and more than 25 major books solely
devoted to his life and films. Sometimes critics believe comedy films
do not receive recognition for social significance and employ sweep-
ing symbols and allusions to elevate them. Theodore Huff, usually
detached and low-key in his 1951 work, Charlie Chaplin, writes that
the comedian has become *‘a symbol of the age, the twentieth-century
Everyman.’’ In The Little Fellow, Peter Cotes and Thelma Niklaus try
to give the comedian the position of the champion of the poor and
oppressed by stating: ‘‘He and Dickens are of the same stock, filled
with the same humanism, the same passionate pity for the underdog,
the same blaze of anger against persecution, exploitation, and injus-
tice.”” Such statements strain credulity because the majority of
evaluators see Modern Times and The Great Dictator as designed or
intended to be satires but end up being lampoons. By far the most
rhapsodic commentary comes from Robert Payne who uses the
pretentious title The Great God Pan for a biography of Chaplin. He
writes: ‘‘Far more than Sir Galahad, he [Chaplin] represents the
heroic figure of the man pure and undefiled.”

These three statements by writers of major works in the early
1950s use allusions that touch upon themes and not the acting, which
was the major quality that places Chaplin as the leading king of
comedy of the 1920s. For subtle nuances in humor he is the champion.
Both Harold Lloyd and Buster Keaton were his equal in the broad,
athletic comic moments, but only in a few flickering moments in their
features did these two rival the master. Much of this early affection for
Chaplin resulted from the continued showing of his films and the fact
that much of the work of Keaton did not see the light until the 1960s.
Since then, 8 studies of Lloyd and 11 evaluations of Keaton focused
on the life and films of these two comedians.

One of the most neglected of the kings of silent screen comedy,
Harry Langdon, was the one actor most often compared with Chap-
lin’s character—because Langdon employed a tramplike and child-
man person. Nevertheless, Langdon’s character falls into the class of
“‘dumb’’ clowns—low mental ability. Most of the humor of his best
films, The Strong Man and Long Pants, directed by Frank Capra,
springs from a childlike man who is lost in a sophisticated world.
Much of the complicated world is a wonder to this wide-eyed person
who tries to figure out things that baffle him, like a four year old. Also,
Langdon’s character does not have the joy and enthusiasm that
Chaplin exhibits in his relationship with another person, as in The Kid
with his child and in Modern Times with a girlfriend waif.

The type of enthusiasm and joy Chaplin gave to his character is
another distinguishing feature. Granted, Harold Lloyd possessed it—
like the boy-next-door—but Chaplin had it in the manner of the child
in slums who finds a quarter. As critics have pointed out, Chaplin
followed in the tradition of the commedia dell’arte. He combined
many characteristics of the sad and joyful clowns as he acted in
various scenes of his movies. He almost seemed to be the reincarna-
tion of the famous nineteenth-century French clown, Jean-Gaspard
Debureau, a renowned Pierrot, blended with all the rollicking good
spirit of the Clown created by the English music hall’s favorite
comedian, Grimaldi.

—Donald W. McCaffrey
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CHAPLIN, Geraldine

Nationality: American. Born: Santa Monica, California, 31 July
1944; daughter of the actor Charlie Chaplin. Education: Attended
Swiss schools; Royal Ballet School, London, 1961. Family: Lived
with the director Carlos Saura, son: Shane Saura Chaplin O’Neill.
Career: 1952—screen debut as street urchin in father Charlie’s
Limelight; 1963—professional engagement as dancer in chorus of
Cinderella in London; 1964—first major screen role in French film
Par un beau matin d’été; 1966—67—appeared in some episodes of
Spanish TV series La familia Colon; 1967—on Broadway under
Mike Nichols’s direction in The Little Foxes; in Peppermint frappé,
first film with Carlos Saura; 1969—collaborated on script of La
madriguera with Saura and Rafael Azcona; 1975—in Nashville, first
of several films for Robert Altman; 1978—in TV mini-series The
Word and My Cousin Rachel, 1983. Agent: William Morris Agency,
1350 Avenue of the Americas, New York, NY 10019, U.S.A.

Films as Actress:

1952 Limelight (Chaplin) (as street urchin)

1964 Dernier soir (Pourtale); Par un beau matin d’été (Deray)

1965 Doctor Zhivago (Lean) (as Tonia)

1966 Andremo in citta (Nelo Risi)

1967 A Countess from Hong Kong (Chaplin) (as girl at dance); J ai
tué Raspoutine (I Killed Rasputin) (Hossein); Stranger in
the House (Cop-Out) (Rouve) (as Angela Sawyer); Pepper-
mint frappé (Saura) (as Elena)

1968 Stress es tres tres (Saura)

1969 La madriguera (The Honeycomb) (Saura) (as Teresa, + co-sc)

1970 El jardin de las delicias (Saura); The Hawaiians (Master of
the Islands) (Gries) (as Purity Hoxworth)

1971  Sur un arbre perché (Korber); Carlos (Geissendorfer)

1972 Innocent Bystanders (Collinson); La casa sin fronteras (Olea);
Z.P.G. (Zero Population Growth) (Campus) (as
Carole McNeil)

1973  Afia y los lobos (Afia and the Wolves) (Saura) (as Afa); The
Three Musketeers (The Queen’s Diamonds) (Lester) (as
Anne of Austria); Y el projimo? (del Pozo); Verflucht dies
Amerika (La banda de Jaider) (Vogeler) (as Kate Elder)

1974 Le mariage a la mode (Mardore); Sommerfuglene (Summer of
Silence) (Boger); The Four Musketeers (The Revenge of
Milady) (Lester) (as Queen Anne of Austria)

1975 Nashville (Altman) (as Opal); The Gentlemen Tramp
(Patterson—doc)

1976 Cria Cuervos (The Secret of Anna; Raise Ravens; Crial)
(Saura) (as Ana as an adult/her mother Maria); Buffalo Bill
and the Indians, or Sitting Bull’s History Lesson (Altman)
(as Annie Oakley); Noroit (Scénes de la vie paralléle:
3 Noroit; Une Vengeance) (Rivette); Welcome to L.A.
(Rudolph) (as Karen Hood); Scrim (Bijl)

1977 Elisa, vida mia (Elisa, My Life) (Saura) (as Elisa); ‘“The
Hustle’” ep. of Roseland (Ivory) (as Marilyn); In Memoriam
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Geraldine Chaplin with Omar Sharif in Dr. Zhivago

1978

1979

1980

1981

1984

1985

1988

(Bras6) (as Paulina Arevalo); Une page d’amour
(Rabinowicz)

Los ajos vandados (Saura); A Wedding (Altman) (as Rita
Billingsley); Remember My Name (Rudolph) (as Emily);
L’Adoption (The Adoption) (Grunebaum) (as wife); The
Masked Bride;, Mais ou et donc ornicar? (van Effenterre)
(as Isabelle)

Tout est a nous; Mama cumple cien aiios (Mama Turns 100)
(Saura) (as Ana)

La Viuda de Montiel (Littin); The Mirror Crack’d (Hamilton)
(as Ella Zielinsky)

Les Uns et les autres (Bolero; Within Memory) (Lelouch) (as
Suzan/Sara Glenn); Voyage en douce (Deville) (as Lucie)

L’Amour par terre (Love on the Ground) (Rivette) (as Char-
lotte); La Vie est un roman (Life Is a Bed of Roses)
(Resnais) (as Nora)

The Corsican Brothers (Sharp—for TV); Gentile Alouette
(Castilla) (as Angela Duverger)

White Mischief (Radford) (as Nina Soames); The Moderns
(Rudolph) (as Nathalie de Ville)

1989

1990

1992

1993

1994

1995

1996

1997

The Return of the Musketeers (Lester) (as Queen Anne of
Austria); Je veux rentrer a la maison (I Want to Go Home)
(Resnais) (as Terry Armstrong)

The Children (Tony Palmer) (as Joyce Wheater); Buster’s
Bedroom (Horn) (as Diana Daniels); Duel of Hearts
(Hough—for TV) (as Mrs. Miller)

Chaplin (Attenborough) (as Hannah Chaplin); Zwischensaison
(Hors Saison; Off Season) (Schmid) (as anarchist)

The Age of Innocence (Scorsese) (as Mrs. Welland); A For-
eign Field (Sturridge—for TV) (as Beverley)

Words upon the Window Pane (McGuckian) (as Miss
MacKenna)

Para recibir el canto de los pajaros (The Bird’s Singing)
(Sanjines) (as Catherine); Home for the Holidays (Jodie
Foster) (as Aunt Glady)

Jane Eyre (Zeffirelli) (as Miss Scatcherd); Gulliver’s Travels
(Sturridge—for TV) (as Empress Munodi)

Mother Theresa: In the Name of God’s Poor (Connor) (as
Mother Theresa); The Odyssey (Konchalovsky for TV) (as
Eurycleia)
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1998  Cousin Bette (McAnuff) (as Adeline Hulot); Finisterre, donde
termina el mundo (Villaverde) (as Mother)

1999  To Walk with Lions (Schultz) (as Victoria Andrecelli); Mary,
Mother of Jesus (Conner) (as Elizabeth); ;Y tu qué harias
por amor? (Just Run!) (Saura Medrano) (as Madre); Beresina
oder Die letzten Tage der Schweiz (The Last Days of
Switzerland) (Schmid) (as Beresina)

2000 “‘In the Beginning’’ (Connor—for TV) (as Yocheved)

Publications
By CHAPLIN: articles—

Interview with Jonathan Rosenbaum, in Film Comment (New York),
September/October 1975.

“‘Geraldine Chaplin: el recuerdo de su padre,”” interview with M.
Pereira, in Cine Cubano (Havana), no. 99, 1981; see also no.
106, 1983.

“‘Entretien avec Geraldine Chaplin,”’ interview with J. Lefebvre, in
Jeune Cinema, April/May 1993.

s

On CHAPLIN: articles—

Ecran (Paris), October 1978.

Current Biography 1979, New York, 1979.

Michiels, D., ‘‘Geraldine Chaplin,”’ in Film en Televisie (Brussels),
July-August 1981.

Télérama (Paris), 20 October 1984.

Francke, Linda Bird, ‘‘Life with Charlie,”’ in Interview (New York),
September 1989.

Guerin, N., ‘‘Geraldine Chaplin et la Camera d’Or,”” in Cinema 91,
July/August 1991.

Pgadna, Stanislava, ‘‘Etygikét dva Kapitola IV: Saura Chaplinov,”’
in Film a Doba (Prague), Winter 1994.

On CHAPLIN: film—

Féminin singulier: Geraldine Chaplin, directed by Jean Kerchbron in
France, 1965.

As the oldest daughter of the legendary Charlie Chaplin, Geral-
dine Chaplin’s career in films would doubtless have attracted a con-
siderable degree of attention regardless of her own merits as an
actress. In the years since her portrayal of Tonia in Doctor Zhivago,
however, Chaplin has established herself as a talented—if somewhat
limited—performer with an intriguing on-screen appeal. Her dark,
waiflike beauty, reminiscent of her mother, Oona O’Neill Chaplin,
and her graceful, enigmatic qualities have made her a favorite of
directors Robert Altman, Alan Rudolph, and Carlos Saura, while her
facility for languages has enabled her to move with ease between
American and European films.

It is perhaps ironic that, as the child of one of the world’s greatest
comedians, Chaplin has worked primarily in the realm of serious
drama. Even her performance as the affected journalist in Altman’s
Nashville falls into the area of satire rather than straightforward
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comedy, and her particular strength as an actress has been the
combination of dramatic intensity and a certain ethereal quality that
she brings to her characters. Much of her best work has resulted from
her collaboration with Saura, her longtime companion and one of
Spain’s leading filmmakers. Under his direction in such films as Cria,
Aiiay los lobos, and Elisa, vida mia, Chaplin gives sensitively drawn
performances of depth and feeling.

Chaplin’s vulnerable physical appearance also can work to her
advantage when contrasted with a strong inner character. In Alan
Rudolph’s disturbing Remember My Name, she plays a revenge-
obsessed woman whose seeming delicacy belies her ruthless, street-
smart nature. It is one of her finest performances, and a startling
departure from her usual screen roles.

Chaplin has had the good fortune throughout her career to work
with directors who have utilized her unique talents and provided her
with roles which complement her striking personal style. With strong
films to display her abilities, she has created a professional identity
apart from her early one as ‘‘Charlie Chaplin’s daughter.”” Yet at the
same time, in Chaplin, Richard Attenborough’s celluloid biography
of the Little Tramp, she was called upon to portray her own intensely,
tragically disturbed grandmother. No actress in the world would have
been a more logical and appropriate choice for the role.

—Janet E. Lorenz, updated by Rob Edelman

CHARISSE, Cyd

Nationality: American. Born: Tula Ellice Finklea in Amarillo,
Texas, 8 March 1921 (some sources list 1922). Family: Married
1) the dancer Nico Charisse, 1939 (divorced 1947); 2) the singer Tony
Martin, 1948. Career: 1934—joined Ballet Russe; late 1930s-early
1940s—European tour with Ballet Russe interrupted by World War
II; 1943—began working in films as bit player under the name Lily
Norwood; 1946—contract with MGM as Cyd Charisse; 1960s—
begins appearing in European films; appeared in nightclub revue with
husband Tony Martin; 1972—in Australian stage production of No,
No Nanette; 1992—Broadway debut in Grand Hotel. Address:
10390 Wilshire Boulevard #1507, Los Angeles, CA 90024, U.S.A.

Films as Actress:

1943 Something to Shout About (Ratoff) (as Lily, credited as Lily
Norwood); Mission to Moscow (Curtiz) (as specialty dancer);
Thousands Cheer (Sidney)

1946 The Harvey Girls (Sidney) (as Deborah); ‘‘Meet the Ladies’’
ep. of Ziegfeld Follies (Minnelli or Sidney) (as ballet
dancer); Three Wise Fools (Buzzell) (as Rena Fairchild);
Till the Clouds Roll By (Whorf)

1947  Fiesta (Thorpe) (as Conchita); The Unfinished Dance (Koster)
(as Mlle. Ariane Bouchet)

1948 On an Island with You (Thorpe) (as Yvonne Torro); The
Kissing Bandit (Benedek) (as fiesta dancer); Words and
Music (Taurog) (as Margo Grant)

1949 Tension (Berry) (as Mary Chanler); East Side, West Side
(LeRoy) (as Rosa Senta)

1951 Mark of the Renegade (Fregonese) (as Manuella)
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Cyd Charisse with Fred Astaire in The Band Wagon

1952
1953
1954
1955
1956
1957
1958
1960
1961
1962
1963
1966
1967
1971
1976
1978

1980
1984

Singin’ in the Rain (Kelly and Donen) (as dancer); The Wild
North (Marton) (as Indian girl)

Sombrero (Norman Foster) (as Lola de Torrano); The Band
Wagon (Minnelli) (as Gaby Gerard); Easy to Love (Walters)

Deep in My Heart (Donen); Brigadoon (Minnelli) (as Fiona
Campbell)

It’s Always Fair Weather (Kelly and Donen) (as Jackie
Leighton)

Meet Me in Las Vegas (Viva Las Vegas) (Rowland) (as Maria
Corvier)

Silk Stockings (Mamoulian) (as Ninotchka); Invitation to the
Dance (Kelly)

Twilight for the Gods (Pevney) (as Charlotte King); Party Girl
(Nicholas Ray) (as Vicki Gaye)

“‘Deuil en 24 heures’’ (‘‘A Merry Mourning’’) ep. of Les
Collants noirs (Un, deux, trois, quatre?; Black Tights)
(Terence Young)

Five Golden Hours (Zampi) (as Baronessa Sandra)

Two Weeks in Another Town (Minnelli) (as Carlotta)

11 segreto del vestito rosso (Assassinio Made in Italy; Mur-
derer Made in Italy) (Amadio)

The Silencers (Karlson) (as Sarita)

Maroc 7 (O’Hara) (as Louise Henderson)

Call Her Mom (Paris—for TV)

Won Ton Ton, the Dog Who Saved Hollywood (Winner)

Warlords of Atlantis (Connor) (as Atsil)

Portrait of an Escort (Stern—for TV)

That’s Dancing (Haley Jr—doc)

1989
1990
1993

Swimsuit (Thomson—for TV) (as Mrs. Allison)
Visioni Privati (Private Screening)
Frasier (Ackerman, Beren—for TV) (voice)

1994  That’s Entertainment! 1l (Friedgen and Sheridan) (as host);
Burke’s Law (Chalmers, Conway—for TV) (as Amanda
Richardson)

Publications

By CHARISSE: book—
The Two of Us, with Tony Martin, New York, 1976.
On CHARISSE: books—

Kobal, John, Gotta Sing, Gotta Dance, New York, 1970.

Thomas, Lawrence B., The MGM Years, New Rochelle, New
York, 1972.

Stern, Lee Edward, The Movie Musical, New York, 1974.

Missiaen, Jean Claude, Cyd Charisse: du ballet classique a la
comedie musicale, Paris, 1978.

Thomas, Tony, That’s Dancing!, New York, 1985.

Altman, Rick, The American Film Musical, Bloomington, Indi-
ana, 1989.

Stars (Mariembourg), Winter 1993.

On CHARISSE: articles—

Current Biography 1954, New York, 1954.

Ecran (Paris), March 1978.

Wolf, W. R., ““Making Singin’ in the Rain,”’ in Film en Televisie
(Brussels), March 1979.

Leahy, N., “‘Cyd Charisse,”” in Films and Filming (London), April 1987.

Briggs, C., “‘Cyd Charisse—at Last on Broadway!,”” in Hollywood:
Then and Now, vol. 25, no. 5, 1992.

Kisselgoff, A., ‘“Cyd Charisse’s Dance Card Is Full Once More,’” in
New York Times, 5 April 1992.

A dancer of formidable talent, Cyd Charisse was a major presence
in several important musicals of the 1950s. At MGM she worked
within the Arthur Freed unit where her special abilities were success-
fully exploited. Classically trained, Charisse always played charac-
ters tailored to her natural elegance and sophistication. Since her
background was in ballet rather than in the dance forms of musical
comedy, her roles often drew on the conventional associations of
ballet in film, such as high art, dreaminess, and aloofness. Her work in
five films—Singin’ in the Rain, The Band Wagon, Brigadoon, It’s
Always Fair Weather, and Silk Stockings—epitomized her contribu-
tion to the genre.

As Gene Kelly’s unapproachable femme fatale in the ‘‘Broadway
Melody’’ sequence in Singin’ in the Rain, Charisse establishes an
image continued through the other four films, although in the course
of each her character is modified—and she usually becomes a less
balletic performer as well. In Singin’ in the Rain she does not play
a character, but rather is a torrid stage image who dances with Kelly.
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In the other films she plays characters who are part of the plots; in
each, she must lose her distance and stiffness before becoming an
impassioned dancer and suitable romantic partner. Playing a ballet
star in The Band Wagon, she cannot fall in love with Fred Astaire until
she abandons her high art pretensions. In Brigadoon she is the woman
Kelly loves, but she lives (and dances) in a town that comes to life
only once every hundred years. She has an encyclopedic memory in
It’s Always Fair Weather and uses it at first to intimidate Kelly. And
in Silk Stockings she is the remote Russian Ninotchka, the anticapitalist
who ultimately capitulates to Fred Astaire’s dancing. Charisse could
not sing and her vocals were always dubbed, but this does not
diminish her performances since their emphasis is on dancing—and
she participated in the richest period of musical production in film
history.

After her screen career waned in the early 1960s, Charisse and her
second husband, Tony Martin, appeared together on the nightclub
circuit. She also has starred in musical stage productions that draw on
nostalgia for the era with which she was such an integral part.

—Jerome Delamater, updated by Audrey E. Kupferberg

CHATTERIJEE, Soumitra

Nationality: Indian. Born: 1934. Education: Studied acting with
Ahindra Choudhury. Career: Amateur actor with Sisir Kumar
Bahaduri; 1954—entered films; 1959—first film for the director
Satyajit Ray, Apur Sansar; 1962—co-editor of literary magazine
Eksham.

Films as Actor:

1959 Apur Sansar (The World of Apu) (Satyajit Ray) (as Apurba
Kumar Roy)

Devi (The Goddess) (Satyajit Ray) (as Uma Prasad); Kshudista
Pashan (Tapan Sinha)

1961 “‘Samapti’’ ep. of Teen Kanya (Two Daughters) (Satyajit
Ray) (as Amulya); Swaralipi; Swayambara; Jhinder Bandi;
Punashcha

Abhijan (The Expedition) (Satyajit Ray) (as Narsingh); Shasti;
Atal Jaler Ahwan; Agun; Banarasi

Saat Pake Bandha (Ajoy Kar); Shesh Prahar; Barnali

Charulata (The Lonely Wife) (Satyajit Ray) (as Amal);
Pratinidhi; Kinu Goyalar Gali; Ayananta

Baksha Badal, Ek Tuku Basa; Raj Kanya; Kapurush-o-
Mahapurush (The Coward and the Holy Man) (Satyajit
Ray) (as Amitabha Roy); Akash Kusum (Mrinal Sen); Eki
Ange Eto Rup

Joradighir Choudhury Paribar; Kanch Kata Hirey (Ajoy
Kar); Manihar

Ajana Shapath; Hathat Dekha; Mahashweta; Prastar Swakshar

Baghini; Parishodh

Aparichita; Chena Achena;, Parineeta; Teen Bhubhaner Parey

Aranyar din Ratri (Days and Nights in the Forest) (Satyajit
Ray) (as Ashim); Aleyar Alo; Padmagolap; Pratham Kadam
Phool

1971  Khunje Berai; Malayadaan; Sansar

1960

1962

1963
1964

1965

1966

1967
1968
1969
1970
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1972

1973

1974

1975
1976
1977
1978

1979
1980

1981
1982
1983
1984

1985
1986
1987
1988

1989

1990

1992

1994
2000

Jiban Saikate; Natun Diner Alo; Stree; Basanta Bilap; Bilet
Pherat

Ashani  Sanket (Distant Thunder) (Satyajit Ray) (as
Gamgacharan Chakravarti); Epar Opar; Nishi Kanya; Shesh
Pristhay Dekhun; Agni Bhraman

Sonar Kella (The Golden Fortress) (Satyajit Ray) (as Felu);
Asati; Jadi Jantem; Sangini; Chhutir Phande

Nishi Mrigaya; Sansar Simantey (Majumdar); Sudur Niharika

Datta;, Nandita

Babu Moshai; Mantramugdha;, Pratima

Joi Baba Felunath (The Elephant God) (Satyajit Ray) (as
Felu); Nadi Theke Sagare; Ganadevata (Majumdar); Job
Charnaker Bibi; Pronoy Pasha

Devdas; Nauka Dubi

Darpachurna; Gharer Baire Ghar; Hirak Rajar Deshe (The
Kingdom of Diamonds) (Satyajit Ray—for TV) (as Pandit
Moshai); Pankhiraj

Father; Nyay Anyay; Khelar Putul

Preyasi; Matir Swarga; Agradani;, Simanta Raag

Indira; Chena Achena; Amar Geeti

Achena Mukh; Kony; Lal Golap; Ghare Baire (The Home
and the World) (Satyajit Ray) (as Sandip Mukherjee);
Vasundhara (Sekhar Chatterjee)

Baikunther Will; Tagori; Sandhya Pradeep

Urbashe; Shyam Saheb

Atanka (Sinha); Raj Purush; Nyay Adhikar; Sukumar Ray

Ekti Jiban (Mitra) (as Gurudas); Nuit Bengali (Bengali Night)
(Klotz) (as Narendra Sen); Channachara; Agaman; Agni
Sanket; Agun; Debibaran; Anjali; Pratik

Ganashatru (An Enemy of the People) (Satyajit Ray) (as Dr.
Ashok Gupta); Maryada; Jankar; Amar Shapath

Shakha Proshakha (Branches of the Tree) (Satyajit Ray) (as
Proshanto); Manasi; Ekhane Amar Swarga; Apon Amar
Apon

Mabhaprithivi (as Father)

Uttoran (The Broken Journey) (Sandip Ray) (as Dr. Sengupta)

Paromitar Ek Din (House of Memories) (Sen)

Publications

By CHATTERIJEE: articles—

Interview in ‘‘Satyajit Ray Issue’’ of Montage (Bombay).

‘“‘Soumitra Chatterjee et Sandip Ray,’” interview with E. Decaux and
others, in Cinématographe (Paris), June 1985.

‘A Joining of Ways,’” interview with D. Chaterji, in Cinema in India
(Bombay), vol. 3, no. 2, 1989.

Interview with B. Datta, in Cinema in India (Bombay), vol. 3,
no. 1, 1992.

On CHATTERIEE: articles—

Valot, J., “‘Soumitra Chatterjee: apu et les autres . . .,”” in Revue du
Cinéma (Paris), December 1988.

Rajadhyaksha, Ashish, and Paul Willemen, in Encyclopaedia of
Indian Cinema, New Dehli, 1994.
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CHER

Soumitra Chatterjee’s name as an actor cannot be evoked without
recalling the films of Satyajit Ray, almost as if Chatterjee were
synonymous with the Apu trilogy, although he appeared in his first
film role only in the final part of the trilogy, as the grown Apu in Apu
Sansar. Ray is renowned for being a consistently sensitive director of
actors, and Chatterjee became a particular favorite, his chief asset
undoubtedly being a naturally sensitive appearance. Robin Wood, in
his book on the Apu Trilogy, says that his beauty, which is ‘‘at once
physical and spiritual, seems an ideal incarnation of Ray’s belief in
human potential.”

Chatterjee had some theatrical experience before his first film
role, and subsequently became a star in numerous films made by other
directors, mainly in the Bengali cinema. While the memory of his
performances in those films has faded, the roles he has played in
Ray’s films—as the husband in Devi, the suitor with tartan socks in
Teen Kanya, the thinly veiled portrait of Rabindranath Tagore in
Charulata, the arrogant leader in Aranyar din Ratri, or the revolution-
ary in the more recent Ghare Baire—have left a lasting impression.
Chatterjee’s last collaborations with Ray have also been impressive,
such as in Ganashatru, where Chatterjee, as Dr. Ashok Gupta,
emotionalizes the conflicting pulls of the beliefs of the orthodox
society, and the mechanics of modern science, where eventually no
one is the winner. And in Uttoran, the last script penned by Satyajit
Ray and directed by his son Sandip Ray, the talents of Soumitra
Chatterjee are showcased, again. He brings a new depth to the
character of Dr. Sengupta, the cardiologist, who is cosmopolitan in
living and outlook. Satyajit Ray’s intention of making a commentary
on modern medicine losing the values of humaneness, was realized by
the complexity that Chatterjee brought to the portrayal. When the
doctor is stuck in a village due to a flat tire, his experiences change his
outlook. Drawn irrevocably into the life of a sick peasant and his
family, the doctor decides it is time for him to do a good deed. It is
Chatterjee’s talents that makes us question if this conventional climax
is an end at all, or only a beginning.

Indian actors and actresses have often been accused of one-
dimensional performance, either heroic or villainous, with no subtlety
of nuance or gesture. It is a tradition inherited from the theatrical
origins of Indian cinema, whereas Ray’s cinema, imbibing the values
of his colonial overlords and firmly rooted within the tradition of
Western humanism, set out to create psychologically rounded charac-
ters and thus changed the whole style of cinema acting in India.
According to Chatterjee, ‘‘Ray’s films brought about a real change
from the acting point of view—actors began trying to be cinema
actors. I didn’t know what to do when Mr. Ray first asked me. I didn’t
know the real difference between stage and screen acting.”” He
seemed to have quickly mastered the difference, for Ray regularly
returned to Chatterjee with more and more challenging roles.

—Behroze Gandhy, updated by Usha Venkatachallam

CHER

Nationality: American. Born: Cherilyn Sarkisian in Southern Cali-
fornia, 20 May 1946. Education: Trained for the stage with Jeff
Corey. Family: Married 1) Sonny Bono, 1964 (some sources say

1969) (divorced 1974), daughter: Chastity; 2) Gregg Allman, 1975
(divorced), son: Elijah Blue. Career: With husband, as Sonny and
Cher, had first U.S. hit, Baby Don’t Go, 1965; co-hosted The Sonny
and Cher Comedy Hour for CBS, 1971-74; had her own TV show,
Cher, 1975-76; co-hosted The Sonny and Cher Show, 1976-77;
appeared on stage (then on film) in Come Back to the Five and Dime,
Jimmy Dean, Jimmy Dean, 1982; won international success as a film
actress, mid-late 1980s. Awards: Best TV Actress—Musical/Com-
edy Golden Globe, for The Sonny and Cher Comedy Hour, 1971; Best
Performance by an Actress in a Supporting Role in a Motion Picture
Golden Globe, for Silkwood, 1983; Best Actress Cannes Film Festi-
val, for Mask, 1985; Best Actress Academy Award, Best Performance
by an Actress in a Motion Picture—Comedy/Musical Golden Globe,
for Moonstruck, 1987. Address: c/o Creative Artists Agency, 9830
Wilshire Boulevard, Beverly Hills, CA 90212, U.S.A.

Films as Actress:

1965 Wild on the Beach (Dexter) (as herself)

1967 Good Times (Friedkin) (as herself)

1969  Chastity (De Paola) (title role)

1982  Come Back to the Five and Dime, Jimmy Dean, Jimmy Dean
(Altman) (as Sissy)

1983  Silkwood (Nichols) (as Dolly Pelliker)

1985 Mask (Bogdanovich) (as Rusty Dennis)

1987 The Witches of Eastwick (Miller) (as Alexandra Medford);
Suspect (Yates) (as Kathleen Riley, Public Defender);
Moonstruck (Jewison) (as Loretta Castorini)

1990 Mermaids (Benjamin) (as Mrs. Flax)

1992  The Player (Altman) (as herself)

1994  Ready to Wear (Pret-a-Porter) (Altman) (as herself)

1996  Faithful (Mazursky) (as Margaret O’Donnell)

1999 Tea With Mussolini (Zeffirelli) (as Elsa); Cher: Live in
Concert from Las Vegas (doc) (as herself)

Films as Director:

1996 If These Walls Could Talk (for TV) (co-d, + ro)

Publications

By CHER: book—

Cher in Her Own Words, compiled by Nigel Goodall, London, 1992.

By CHER: articles—

Interview with Allan Hunter, in Films and Filming (London),
August 1985.
Interview in Time Out (London), 21 October 1987.
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Cher (right) with Meryl Streep and Kurt Russell in Silkwood

Interview with A. Kass, in Films and Filming (London), Decem-
ber 1987.

“‘Cher: Chez la femme,”’ interview with Harlan Jacobson, in Film
Comment (New York), January/February 1988.

Interview with Eugenie Ross-Leming and David Standish, in Playboy
(Chicago), December 1988.

Interview with Bruce Roberts, in Interview (New York), Octo-
ber 1994.

“Young Men Pick Me. Middle-aged Men Never Ask Me Out,”
interview with Andrew Duncan in Radio Times (London), 25
November 1995.

““Straight Up,”” interview with E. Weitzman, in Interview (New
York), December 1998.

)

On CHER: books—

Taraborelli, J. Randy, Cher: A Biography, New York, 1986.

Quirk, Lawrence J., Totally Uninhibited: The Life and Wild Times of
Cher, New York, 1991.

St. Michael, Mick, Cher: The Visual Documentary, London, 1993.
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On CHER: articles—

Connelly, Christopher, ‘‘Uncommon Women,”’ in Premiere (New
York), November 1990.

Current Biography 1991, New York, 1991.

Kudrjavcev, S, “‘Istvikskie Ved’'my,”” in Iskusstvo Kino (Moscow),
July 1992.

Cher is an unpredictable woman, a talented entertainer who seems
to enjoy sampling various show business venues without getting
attached to any one. It might be unfair to categorize her as a movie
star, since her active on-screen career has been limited to relatively
few films. One is on more secure ground calling Cher a celebrity.

Her emergence as a critically acclaimed screen actress in the
1980s is surprising not only because few would have guessed she
could be a talented actress, but also because the roles she has taken are
so different from her celebrity image. In most of her films, she plays
distinctly unglamourous women, a far cry from the glittery persona
associated with her long-standing fame.
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For a decade, 1965-74, she was the overtly talented half of the
singing duo Sonny and Cher. After several hit singles and a popular
television show, the marriage ended and so the act folded. Cher
continued her singing career and had a number of hits (‘‘Gypsies,
Tramps and Thieves,”” ‘‘Half Breed,”’ ‘‘Dark Lady ’’) which alluded
to a difficult and impoverished upbringing as the daughter of a part
Cherokee Indian mother who was married eight times. Aside from
buying her records, the public craved information about her love
affairs with younger men, her provocative—and quite tacky—scanty
clothing, and her face and figure. The tabloids were quick to supply
any and all information they could run down or make up. She cashed
in on her celebrity in the late 1970s with a solo act in Las Vegas for
which she was paid $300,000 per week.

Few performers have made the leap from Las Vegas to art cinema,
but Cher managed to do just that when she took the role of Sissy,
a good-natured but hard-drinking and rough-talking waitress, in
Robert Altman’s screen version of the stage play Come Back to the
Five and Dime, Jimmy Dean, Jimmy Dean, whose plot involves the
1975 reunion of the James Dean Fan Club, a group of forlorn women
who share the events of their unfulfilled lives. The genesis of her film
career came the year before the film was made when she moved to
New York City to seek work in the theater, and Altman hired her for
the play’s Broadway run.

Mike Nichols was so impressed with Cher’s stage performance as
Sissy that he cast her in Silkwood as the blue-collar, frumpy lesbian
roommate of Karen Silkwood (Meryl Streep). This was a much more
mainstream movie than Jimmy Dean, and Cher’s praised performance
led to her being cast as unglamourous leads in other Hollywood films.
All of a sudden, baby boomers who had grown to maturity alongside
Cher were realizing that Sonny was not the only member of the duo
with brains. Scratch Cher’s sequined exterior, and you find an
intelligent and insightful actress.

She next starred in Mask as a drug-addicted, foul-mouthed motor-
cycle mama who is a loving mother to a son suffering from
craniodiaphyseal dysplasia, a disease that causes enlargement of the
head and disfigurement of the facial features. It was the sort of down-
and-dirty role that many stars would refuse. Cher relished the part and
became friendly with real-life disease victim Rusty Dennis, and has
since raised funds to support victims of this disease. Cher fought with
director Peter Bogdanovich throughout the production, insisting on
playing the character in her own instinctual way. For her determined
efforts, she wound up winning the 1985 Cannes Film Festival Best
Actress Award.

In the late 1980s, Cher continued to record hit tunes and appear in
a variety of films. The Witches of Eastwick is an entertaining black
comedy about three New England sex-starved females who conjure
up a charming devil of a man (Jack Nicholson). She also played
a public defender in Suspect, a film which did little to further her
career. But in Moonstruck, Cher found an outstanding opportunity in
the plain-Jane role of Loretta Castorini, who is 37 going on 50. Loretta
dresses like a frump. Her frizzy black hair has more than a touch of
gray. A widow of seven years, she is a dutiful daughter who lives with
her very ethnic Italian-American parents in a very ethnic Italian
neighborhood in Brooklyn. She has been dating Johnny Cammareri
(Danny Aiello), a respectable but boring fellow. When Johnny
proposes marriage, she readily accepts. But Loretta has yet to meet
Johnny’s estranged brother Ronny (Nicolas Cage), who causes her to
bloom like the cherry blossoms in the Brooklyn Botanic Garden on
a sunny spring afternoon. Loretta’s catharsis is the thrust of Moonstruck;

by the time she played Loretta, Cher had developed into a solid screen
actress. Her performance in the film ranks with her roles in Silkwood
and Mask as her best work to date on celluloid, but this time she
earned a Best Actress Academy Award.

Mermaids allowed Cher to play a sexy single mom to Winona
Ryder, and was a solid comedy hit. She put in a fine performance (and
had enough creative leverage to have director Frank Oz replaced by
Richard Benjamin), but the role was not in the same league as
Moonstruck. The following decade found her mostly absent from the
screen. She starred in exercise videos that showed off the fabulous
body she claims comes from workouts rather than nips and tucks, and
occasionally appeared on infomercials. Aside from cameo appear-
ances as herself in The Player and Ready to Wear, Cher took roles in
only two theatrical features: Faithful, a well-intentioned drama in
which she plays an unhappy wife whose husband hires a hit man to
murder her; and Tea With Mussolini, cast as a wealthy American in
1930s Italy who becomes involved with a group of eccentric British
expatriate women. In the film, Cher plays opposite several of the
world’s top actresses, including Judi Dench, Maggie Smith, and Joan
Plowright. Yet she practically steals the film with her vibrant pres-
ence and screen confidence.

Perhaps Cher’s most notable 1990s credit is the three-part made-
for-television feature If These Walls Could Talk, a serious-minded
drama which explores the issues of unplanned pregnancy and abor-
tion. Cher not only takes an acting role in the film, but also co-directs
(with Nancy Savoca).

—H. M. Glancy, updated by Audrey E. Kupferberg

CHERKASSOV, Nikolai

Nationality: Russian. Born: Nikolai Konstantinovich Cherkassovin
in St. Petersburg, 27 July 1903; name sometimes transliterated as
Cherkasov. Education: Attended the Leningrad Theatre Institute,
1923-26. Career: 1926-33—actor for Leningrad Youth theater;
1927—film debut in Poet i tsar; 1933—member of Pushkin Theatre,
Leningrad; 1938—elected Deputy for Kuibyshev district of Lenin-
grad. Awards: Order of Lenin, 1939; People’s Artist of the USSR,
1947. Died: In Leningrad, 14 September 1966.

Films as Actor:

1927  Poet i tsar (The Poet and the Czar) (Gardin) (as Sharl); Ego
prevoskhoditelstvo (His Excellency) (Roshal)

1928 Moi syn (My Son) (Chervyakov); Luna sleva (The Moon Is to
the Left) (Ivanov) (as Kalugin)

1929  Rodnoi brat (Blood Brother) (Krol)

1930 Vsadniki vetra (Horsemen of the Wind) (Zhemchuzhnikov)

1932 Schastye (Happiness) (Fainzimmer and Soloviev) (as po-
lice agent)

1933 Pervaya lyubov (First Love) (Shreiber)

1934 Zhenitba Jana Knukke (Jan Knukke’s Wedding) (Ivanov) (as
Pfal); Lyubliu tebya? (Do I Love You?) (Gerasimov) (as
student)
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Nikolai Cherkassov (right) and Yuci Tulubeyer in Don Quixote

1935  Granitsa (Staroye Dudino; Old Dudino) (Dubson) (as Gaidul);
Podrugi (Girl Friends) (Arnstam) (as Belyi); Goryachie
dyenechki (Hectic Days) (Zarkhi and Heifitz) (as
Kolka Loshak)

1936  Deputat Baltiki (Baltic Deputy) (Zarkhi and Heifitz) (as Prof.
Polezhaev); Deti kapitana Granta (Captain Grant’s Child-
ren) (Vainshtok) (as Paganel)

1937 Ostrov sokrovishch (Treasure Island) (Vainshtok) (as Billy
Bones); Ka sovetskuyu rodinu (For the Soviet Homeland)
(Muzkant)

1937-9 Piotr Pervyi (Peter the Great) (Petrov—in 2 parts) (as
Tsarevich Alexei)

1938 Druzya (Friends) (Arnstam); Chelovek s ruzhyom (Man with
a Gun) (Yutkevich) (as general); Alexander Nevsky
(Eisenstein) (title role)

1939  Koncert na ekrane (Film Concert No. One) (Timoshenko);
Lenin i 1918 godu (Lenin in 1918) (Kozintsev and Trauberg)
(as Maxim Gorky)

1942 Ego zovut Sukhe-Bator (His Name Is Sukhe-Bator) (Zarkhi
and Heifitz) (as Baron Ungern)

1943 Shestdesyat dnei (Sixty Days) (Shapiro) (as Antonov)

1944 Ivan Groznyi (Ivan the Terrible) (Eisenstein) (title role)

1946 Vo imya zhizni (In the Name of Life) (Zarkhi and Heifitz)
(as Lukich)

1947 Pirogov (Kozintsev) (as Liadov); Novyi dom (New House)
(Korsh-Sablin); Vesna (Spring) (Alexandrov) (as Gromov)

1949  Schastlivogo plavaniya (Bon Voyage) (Lebedev) (as Levashov);
Akademik Ivan Pavlov (Academician Ivan Pavlov) (Roshal)
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(as Maxim Gorky); Alexander Popov (Rappoport and
Eisimont) (title role); Stalingradskaya bitva (The Battle of
Stalingrad) (Petrov) (as President Roosevelt)

1950 Mussorgsky (Roshal) (as Stasov)

1952 Rimsky-Korsakov (Roshal and Kozansky) (title role)

1955  Oni znali Mayakovsky (They Knew Mayakovsky) (Petrov) (as
Mayakovsky)

1957 Don Kikhot (Don Quixote) (Kozintsev) (title role)

1958 Ivan Groznyi II: Boyarsky zagovor (Ivan the Terrible, Part
1I: The Boyars’ Plot (Eisenstein—completed 1946) (ti-
tle role)

1963  Vse ostaetsia lyudyam (Everything Remains for the People;
Legacy) (Natanson) (as Dronov)

1965 La Nuit des adieux (Petipa) (Dréville)

Publications

By CHERKASSOV: books—

Iz zapisok aktera, Moscow, 1951, translated as Notes of a Soviet
Actor, Moscow, 1957.
Chertvertyi Don Kikhot, Leningrad, 1958.

By CHERKASSOV: articles—

“‘Lyubimyi obraz’’ in Deputat Baltiki, Moscow, 1937.

‘‘Rabota nad istoricheskoi roliu’’ in Sovetsky istorichesky film, Mos-
cow, 1939.

““‘Cherkassov’s Don Quixote,”” (selections from article in Iskusstvo
Kino) and review of Notes of a Soviet Actor, in Sight and Sound
(London), Autumn 1958.

Soviet Film (Moscow), October and November 1958.

On CHERKASSOV: books—

Dreiden, C., Nikolai Cherkassov, Moscow, 1939.

Slaventatov, D., Nikolai Cherkassov, Moscow, 1939.

Baili, A., Narodnyi artist SSSR. N.K. Cherkassov, Moscow, 1951.
Benyash, R., Nikolai Konstantinovich Cherkassov, Moscow, 1952.
Gerasimov, Yuri, Cherkassov, Moscow, 1976.

On CHERKASSOV: articles—

On film Everything Remains for the People in Soviet Film (Moscow),
January 1964.

Cahiers du Cinéma (Paris), February 1967.

Iskusstvo Kino (Moscow), July 1973.

Soviet Film (Moscow), August 1973.

On CHERKASSOV: film—

Riadom a drugon (Our Friend Is with Us) about Cherkassov, directed
by Alexander Abramov, 1970.
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Nikolai Cherkassov, a graduate of the Leningrad Theatre Institute,
began his professional career on stage in 1920, developing his skill in
burlesque, and subsequently making his first film appearance in 1927
in The Poet and the Czar. Although his basic training had been in
ballet, opera, and even the circus as well as the theater, he concen-
trated in the mid-1920s on legitimate acting and joined the Leningrad
Pushkin Theatre, working for much of his career in both theater and
film. His international reputation in the cinema was made in the
character of Professor Polezhaev in the celebrated film that estab-
lished ‘‘historic realism’’ in the Soviet Union of the 1930s, Josef
Heifitz and Alexander Zarkhi’s Baltic Deputy, in which at the age of
only 32 he played a man of 75; of the part Cherkassov said, ‘‘He was
s0 young in spirit that only a young actor could play him.”” As he
described it, the film presented the attitude of the ‘‘progressive,
democratic intelligentsia in the early stages of the Revolution.”” This
part (for which he had so much longed) came at approximately the
same time as his interpretation of the Tsarevich Alexei in the first part
of Vladimir Petrov’s magnificent, two-part historical spectacle, Peter
the Great, and it was for this latter part that he received his first
official decoration the same year. In his roster of well-known charac-
ter parts, he was to appear much later as Franklin D. Roosevelt in
Petrov’s The Battle of Stalingrad and in the title role of Grigori
Kozintsev’s Don Quixote in 1957.

Cherkassov is primarily known internationally for his magnificent
portrayals in the title roles of Eisenstein’s Alexander Nevsky and Ivan
the Terrible. These were heavily stylized performances in the he-
roic mold of historical figures idealized in order to fulfil Soviet
reinterpretation of Russian history and legend. Cherkassov had,
however, been trained in the traditional mode of Russian realist
acting. Once he had submitted himself to the special disciplines of
performance imposed by Eisenstein on his players, which tended to
turn the actors into a mobile part of the total pictorial design of each
shot, Cherkassov gave both Nevsky and Ivan a grandeur on the screen
which was as much due to his deep, reverberant voice as it was to his
magnificent appearance.

In spite of the difficulties and severe physical trials Cherkassov
and his fellow players endured while working on Alexander Nevsky
and Ivan the Terrible, he became a close friend of Eisenstein. When
invited to play Ivan late in 1941, the year of the Nazi invasion of
Russia, Cherkassov had been evacuated with the Pushkin Theatre
from besieged Leningrad to Novo Sibirsk in Siberia, from which he
had to travel in the winter of early 1942 to the studios of Alma Ata in
Central Asia where Eisenstein and his production team had been sent
from Moscow. Cherkassov complained that Eisenstein treated his
actors ‘‘like wax dummies,’” and that he was forced to ‘‘practice long
and tiringly to produce the tragic bend of Tsar Ivan’s figure.”’ In his
Notes of a Soviet Actor he wrote further, ‘‘the general custom is to try
to make the historical personage ‘accessible,” to portray him as an
ordinary person sharing the ordinary, human traits of other peo-
ple. . . . But with Ivan we wanted a different tone. In him we wished
chiefly to convey a sense of majesty, and this led us to adopt majestic
forms.”” His makeup was so brilliantly constructed by the makeup
artist V. Goryunov that the composer for the film, Sergei Prokofiev,
failed to recognize him when they were seated close together at the
premiere. When Ivan the Terrible, Part Il incurred Stalin’s hostility
and the film was banned on ideological grounds, it was Cherkassov
who accompanied Eisenstein (then in declining health) to a meeting

with Stalin in 1947 at which, after considerable modifications were
introduced, permission was granted to resume work. This was never
to be, but in February 1948 when Eisenstein died, one of his last notes
was a message penned to Cherkassov.

During the period he worked with Eisenstein, Cherkassov became
a deputy of the Supreme Soviet, giving him a political as well as
acting career. (Note: Nikolai Cherkassov should not be confused with
his namesake, the actor Nikolai P. Cherkasov, who starred in many
Russian films, most notably Pudovkin’s wartime biographical film,
General Suvorov.)

—Roger Manvell

CHEVALIER, Maurice

Nationality: French. Born: Maurice Auguste Chevalier in
Ménilmontant, Paris, 12 September 1888. Education: Attended the
Ecole des Freres, Paris. Military Service: Began military service,
1913, wounded and taken prisoner, 1914, spent two years in German
prisoner-of-war camp at Alten Grabow. Family: Married the dancer
Yvonne Vallée, 1926 (divorced 1935). Career: 1901—began per-
forming in Paris cafés as ‘‘Le Petit Chevalier’’; three-season contract
with Folies Bergeres; in second season chosen by star Mistinguett as
partner in act, and began ten-year association with her; 1910—
beginning of film career, though appeared in bit part in 1908; 1919—
in London with Elsie Janis in revue Hullo, America; 1920—suffered
breakdown, recuperated at Saujon; 1923-26—at Empire Theatre,
Paris; 1928—contract with Paramount; 1929—after release of The
Love Parade, salary tripled; 1933—contract with MGM; 1936-39—
made films in France and Britain; 1940—45—in seclusion, performing
rarely; performance in Germany for French prisoners gave rise to
rumors of collaboration; exonerated after war; 1947—resumed tour-
ing in one-man recitals; 1951—refused entry into U.S. for having
signed Stockholm Appeal for banning of nuclear weapons; from mid-
1950s—numerous TV appearances; 1968—TIast performance, at Théatre
des Champs-Elysées, Paris. Awards: Croix de Guerre, 1917; Légion
d’honneur, 1938; Order of Leopold, Belgium, 1943; Special Acad-
emy Award, ‘‘for his contributions to the world of entertainment for
more than half a century,”” 1958; Ordre merite national, France, 1964.
Died: 1 January 1972.

Films as Actor:

1908 Trop crédules (Durand)

1910 Un Marie qui se fait attendre (Gasnier)

1911 La Mariée recalcitrante (Gasnier)

1914  Par habitude (Linder); La Valse renversante (Monca)

1917 Une Soirée mondaine (Diamant-Berger)

1922 Le Match Criqui-Ledoux (Diamant-Berger); Le Mauvais
Gargon (Diamant-Berger)

1923 Gonzague (Diamant-Berger); L’Affaire de la Rue de Lourcine
(Diamant-Berger); Par habitude (Diamant-Berger); Jim
Bougne, boxeur (Diamant-Berger)
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Maurice Chevalier with Jeannette MacDonald in Love Me Tonight

1928
1929

1930

1931

1932

1933

1934
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Bonjour New York! (Florey)

Innocents of Paris (Wallace) (as Maurice Marny); The Love
Parade (Lubitsch) (as Count Alfred Renard)

Paramount on Parade (Lubitsch) (as guest star); The Big
Pond (Henley) (as Pierre Mirande); La Grande Mare
(Henley and Bataille-Henri—French version of The Big
Pond); Playboy of Paris (Berger) (as Albert Loriflan); Le
Petit Café (Diamant-Berger—French version of Playboy of
Paris)

The Smiling Lieutenant (Lubitsch) (as Niki); El cliente seductor
(Rey and Blumenthal—short)

One Hour with You (Lubitsch and Cukor) (as Dr. André
Bertier); Make Me a Star (Beaudine) (guest appearance);
The Stolen Jools (The Slippery Pearls) (McGann and
others—short); Love Me Tonight (Marez-moi ce soir)
(Mamoulian) (as Maurice Courtelin); Stopping the Show
(Fleischer) (as voice)

A Bedtime Story (Monsieur Bébé) (Taurog) (as René); The
Way to Love (Taurog) (as Frangois)

The Merry Widow (The Lady Dances) (Lubitsch) (as
Prince Danilo)

1935

1936

1937
1939
1947

1949
1950
1952
1953

1954

1955

1956

Folies Bergere (The Man from the Folies Bergére) (Del Ruth)
(as Eugene Charlier/Fernard, the Baron Cassini)

The Beloved Vagabond (Bernhardt) (as Paragot); L’Homme
du jour (The Man of the Hour) (Duvivier) (as himself/
Alfred Boulard); Avec le sourire (With a Smile) (Maurice
Tourneur) (as Victor Larnois)

Break the News (Clair) (as Frangois Verrier)

Pieges (Personal Column) (Siodmak) (as Robert Fleury)

Le Silence est d’or (Man about Town; Silence Is Golden)
(Clair) (as Emile)

Le Roi (A Royal Affair; The King) (Sauvajon) (as the King)

Ma Pomme (Just Me; My Apple) (Sauvajon) (title role)

Jouons le jeu . . . L’Avarice (Gillois) (as interviewee)

““Amore 1954’ ep. of Cento anni d’amore (De Felice);
Schlagerparade (Ode); Chevalier de Ménilmontant (Baratier)

Caf’ Conc 1954 (Barthomieu—short); Sur toute la gamme
(Régamey—short); Visite a Maurice Chevalier (Lucot and
Folgoas—for TV)

J’avais sept filles (My Seven Little Sins; I Have Seven Daugh-
ters) (Boyer) (as Count Andre)

The Happy Road (Kelly) (title song)
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1957 Rendez-vous avec Maurice Chevalier (Régamey—©6 shorts);
Love in the Afternoon (Wilder) (as Claude Chavasse); The
Heart of Show Business (Staub) (as guest)

1958 Gigi (Minnelli) (as Honoré Lachaille)

1959 Count Your Blessings (Negulesco) (as Duc de St. Cloud)

1960 Can-Can (Walter Lang) (as Paul Barriere); Un, deux, trois,
quatre? (Les Collants noirs; Black Tights) (Terence Young)
(as narrator); A Breath of Scandal (Curtiz) (as Prince
Philip); Pepe (Sidney) (as himself)

1961 Fanny (Logan) (as Panisse)

1962 Jessica (La Sage-femme, le curé, et le bon Dieu) (Negulesco)
(as Father Antonio); In Search of the Castaways (Steven-
son) (as Prof. Jacques Paganel)

1963 A New Kind of Love (Shavelson) (as himself)

1964  Panic Button (Sherman) (as Philippe Fontaine); I’d Rather be
Rich (Smight) (as Philip Dulaine); linking sequence of La
Chance et I’amour (Chabrol) (as interviewee)

1967 Monkeys, Go Home! (McLaglen) (as Father Sylvain)

1970 The Aristocats (Reitherman—animation) (as voice only—
singer of title song)

1971 Le Chagrin et la piti¢ (The Sorrow and the Pity) (Marcel
Ophiils) (songs)

Publications
By CHEVALIER: books—

Ma route et mes chansons, 8 vols., Paris, 1946-63.

The Man in the Straw Hat, New York, 1949.

C’est I’amour, Paris, 1959; as With Love, Boston, 1960.

Mome a cheveux blancs, Paris, 1969; as I Remember It Well, Bos-
ton, 1970.

Les Pensées de Momo, Paris, 1970.

My Paris, New York, 1972.

Bravo Maurice!, London, 1973.

On CHEVALIER: books—

Ringgold, Gene, and DeWitt Bodeen, Chevalier: The Films and
Career of Maurice Chevalier, Secaucus, New Jersey, 1973.

Colin, Gerty, Maurice Chevalier: Une Route semée d’étoiles,
Paris, 1981.

Freedland, Michael, Maurice Chevalier, New York, 1981.

Maurice Chevalier 1888—1972, photo album chosen by André Fildier,
Paris, 1981.

Sabates, Fabien, Maurice Chevalier, Paris, 1981.

Harding, James, Maurice Chevalier: His Life, 1888-1972, Lon-
don, 1982.

Berruer, Pierre, Maurice Chevalier, Paris, 1988.

Kirgener, Claudine, Maurice Chevalier: itinéraire d’un inconne
célebre, Paris, 1988.

Behr, Edward, Thank Heaven for Little Girls: The True Story of
Maurice Chevalier’s Life and Times, New York, 1993.

On CHEVALIER: articles—
““Maurice Chevalier’’ issue of Visages (Paris), October 1936.

““The Mature Chevalier,”” in Newsweek (New York), 3 Novem-
ber 1947.

Current Biography 1969, New York, 1969.

Obituary in New York Times, 2 January 1972.

Morin, J., ‘‘Maurice Chevalier: Un Coup de canotier,’
(Paris), February 1972.

Beylie, Claude, ‘‘Le Chevalier de carton,’
March 1972.

Monsees, R. A., ‘“‘Maurice Chevalier 1888-1972,”" in Films in
Review (New York), May 1972.

Ciné Revue (Paris), 8 April 1982.

s

in Cinéma

s

in Ecran (Paris),

After performing in French cafés as he struggled to establish his
career, mixing clown capers with coarse song and dance routines,
Maurice Chevalier gradually evolved the sophisticated man-about-
town character which was to make him famous and loved by stage and
screen audiences. His charismatic presence was enhanced by the
attire that became his trademark: a formal or semiformal suit, straw
hat, and sometimes a cane. His jaw extended, and sporting an
engaging smile, he deftly cocked the hat and swung his cane as he
strutted through song and dance numbers. While he did appear in 13
silent films, five of them created by his own production company, the
full range of his debonair character could not be realized until the
arrival of sound movies.

In 1929 the famous Parisian music hall star was fortunate to have
Ernst Lubitsch direct his second American film, The Love Parade.
Chevalier was teamed with Jeanette MacDonald in one of the most
sophisticated movie musicals made in Hollywood. The breezy Gallic
charm of the French singer proved so successful that, as the New York
film critic Mordaunt Hall noted, the audience clapped for some scenes
at the premiere of the film as if they were witnessing a stage
performance. Some of the memorable Chevalier numbers were ‘‘Lou-
ise,”” ““My Ideal,”” ““You Brought a New Love to Me,”” and ‘‘One
Hour with You’’—songs that became part of the singer’s repertoire.
The director Rouben Mamoulian also assisted the development of the
French actor’s international reputation by once more using the
Chevalier and MacDonald team in Love Me Tonight. Lubitsch’s
adaptation of the Franz Lehar operetta, The Merry Widow, is the final
entry in the trio of best films from the actor’s first Hollywood period.

Disenchanted with what he considered an endless repetition of the
same screen character, Chevalier abandoned Hollywood and at-
tempted to continue his career in France. His 1930s and 1940s films,
such as L’Homme du jour and Piéges, reveal a wider range of acting
ability because of the variety of his roles. In René Clair’s Le Silence
est d’or he played the type of charming, older character role that
would be typical of his final film successes in the United States.

As he turned 70, Chavalier had a second career in Hollywood with
late 1950s films such as Billy Wilder’s Love in the Afternoon, and the
memorable Gigi, a Lerner and Loewe musical. The highlight of Gigi
was his beguiling rendition of the song ‘‘Thank Heaven for Little
Girls.”” The energy the actor projected in his early musicals was
absent, but the warmth of his portrayal of Honoré Lachaille in Gigi
revealed an acting talent that had matured. For years Chevalier was
a favorite subject of entertainers doing impressions, who imitated his
distinctive style as a singer, though they could never capture his charm.

—Donald McCaffrey
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CHRISTIE, Julie

Nationality: British. Born: Julie Frances Christie in Chukua, Assam,
India, 14 April 1941. Education: Studied art in France, attended
Brighton Technical College and Central School for Music and
Drama, London. Career: 1957—acting debut on stage with Frinton
Repertory Company, Essex; early 1960s—on British TV, including
title role in serial A for Andromeda; 1962—film debut in small part in
Crooks Anonymous; 1963—first lead role in Schlesinger’s Billy Liar;
1984—in TV mini-series Entscheidung am Kap Horn. Awards: Best
Actress Academy Award, Best Actress, New York Film Critics, and
Best British Actress, British Academy, for Darling, 1965. Agent:
International Creative Management, 40 West 57th Street, New York,
NY 10019, U.S.A.

Films as Actress:

1962  Crooks Anonymous (Annakin) (as Babette La Vern)

1963 The Fast Lady (Annakin) (as Claire Chingford); Billy Liar
(Schlesinger) (as Liz)

1965 Young Cassidy (Cardiff and Ford) (as Daisy Battles); Darling
(Schlesinger) (as Diana Scott); Doctor Zhivago (Lean)
(as Lara)

1966 Fahrenheit 451 (Truffaut) (as Linda/Clarisse)

1967 Far from the Madding Crowd (Schlesinger) (as Bathsheba
Everdene); Tonite Let’s All Make Love in London
(Whitehead—doc)

1968  Petulia (Lester) (title role)

1970 In Search of Gregory (Peter Wood) (as Catherine)

1971 The Go-Between (Losey) (as Marian Maudsley); McCabe and
Mrs. Miller (Altman) (as Mrs. Miller)

1973  Don’t Look Now (Roeg) (as Laura Baxter)

1975 Shampoo (Ashby) (as Jackie Shawn); Nashville (Altman) (as
herself)

1977 The Demon Seed (Cammell) (as Susan Harris)

1978 Heaven Can Wait (Beatty and Henry) (as Betty Logan)

1981 Memoirs of a Survivor (Gladwell) (as *‘D’’); The Animals
Film (Schonfeld and Alaux) (as narrator)

1982 The Return of the Soldier (Bridges) (as Kirry Baldry); Les
Quarantiemes Rugissants (de Chalonges)

1983  Heat and Dust (Ivory) (as Anne)

1984 The Gold Diggers (Women Make Movies) (Potter) (as Ruby);
Separate Tables (Schlesinger—for TV) (as Mrs. Shankland/
Miss Railton-Bell); Broadside: Taking on the Bomb (doc
for TV) (as narrator); Why Their News Is Bad News (for
TV) (as narrator)

1985 Champagne amer (Vert)

1986 Miss Mary (Bemberg) (as Mary Mulligan); Power (Lumet)
(as Ellen Freeman)

1987 Agent Orange: Policy of Poison (Iverson—doc) (as narrator);
Yilmaz Giiney: His Life, His Films (Cousins-Mills—for
TV) (as narrator); Secret Obsession (Vart)

1988 La Memoire Tatouée (Behi) (as Betty); Dadah Is Death
(Deadly Decision) (London—for TV) (as Barbara Barlow);
Vater und Sonhe (Fathers and Sons; Sins of the Fathers)
(Sinkel—for TV)
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1990 Fools of Fortune (O’Connor) (as Mrs. Quinton)

1991  Short Step (Babenco)

1992  The Railway Station Man (Whyte—for TV) (as Helen Cuffe)

1996 Hamlet (Branagh) (as Gertrude); Dragonheart (Cohen) (as
Aislinn)

1997 Afterglow (Rudolph) (as Phyllis Mann)

1999  The Miracle Maker (Hayer, Sokolov—for TV) (as God)

2000 Belphégor (Belphegor, Phantom of the Louvre) (Salomé)

Publications

By CHRISTIE: articles—

Interview in Photoplay (New York), September 1971.

Interview with B. R. Rich, in American Film (New York), May 1983.

Interview with Karen Jaehne, in Cineaste (New York), vol. 15,
no. 2, 1986.

Interview with A. Cockburn, in American Film (New York), January/
February 1986.

Interview with Brian Case, in Time Out (London), 12 February 1997.

On CHRISTIE: books—

Callan, Michael Feeney, Julie Christie, London, 1984.
Murphy, Robert, Sixties British Cinema, London, 1992.

On CHRISTIE: articles—

Focus on Film (London), Autumn 1973.

McCreadie, M., ‘‘Valuelessness and Vacillation in the Films of Julie
Christie,”” in Journal of Popular Film (Bowling Green, Ohio), vol.
6, no. 3, 1978.

Ciné Revue (Paris), 30 August 1979 and 2 July 1981.

Klein, Andy, filmography in American Film, February 1990.

Stars (Mariembourg), Autumn 1993.

Sight & Sound (London), May 1996.

On CHRISTIE: film—

Star, short directed by Alan Lovell, 1966.

Julie Christie became an international star in the decade her
performances seemed to celebrate. (And a lot of Christie’s star appeal
was tied into her youth and associated with the rebellious youth of the
1960s.) Her characters defied convention, joyfully reveling in zoom-
lensed sensuality in Billy Liar, selfishly courting the high life in
Darling, impetuously pursuing dangerous whims in Petulia. But in
the morally schizoid world of 1960s cinema, screenwriters often
exacted a high price for their characters’ sexual liberation. For such
films—epitomized by her Oscar-winning Darling—1Julie Christie
was the perfect actress.

Her particular talent appeared double-edged. Her model’s beauty
and the slick style in which she was photographed (especially by John
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Julie Christie with Omar Sharif in Doctor Zhivago

Schlesinger), invited the viewer to admire her characters and to covet
the glossy worlds they inhabited. But as Darling and later The Go-
Between strikingly confirm, numerous Christie performances gradu-
ally reveal the enigmatic frost initially concealed by her characters’
husky-voiced charm, thus permitting the viewer to accept, even
enjoy, their eventual comeuppance.

Starring roles in three prestigious but overproduced adaptations of
novels—two historical (Boris Pasternak’s Doctor Zhivago and Tho-
mas Hardy’s Far from the Madding Crowd), the third futuristic (Ray
Bradbury’s Fahrenheit 451)—teflect Christie’s career-long resist-
ance to typecasting. Dual performances as Oskar Werner’s dreadful,
book-hating wife and his magnificent, book-loving mistress in Fahr-
enheit 451 might have broadened public perception of her acting
range, but fade into the film’s pretentious moralizing, and are
smothered by Truffaut’s apparent discomfort with an English-lan-
guage film.

Three roles in early 1970s pictures underline more vividly her
rejection of glamorous roles in favor of challenging, literate scripts
filmed by brilliantly quirky directors. All three movies—Altman’s
McCabe and Mrs. Miller, Losey’s The Go-Between, and Roeg’s
Don’t Look Now—thrive on narrative ambiguity, and rebel against

the filmic genres from which they are derived—Western, English
romance, and gothic thriller, respectively—through consistent frus-
tration of audience expectations. In all three, her identity as a star is
submerged. In The Go-Between and McCabe and Mrs. Miller (a sec-
ond Oscar nomination), Christie disappears from view for consider-
able stretches of time; in Don’t Look Now she is offscreen for more
than a quarter of the film. In the movie The Go-Between, adapted by
Harold Pinter from L. P. Hartley’s complex novel, her performance is
integrated with the remarkable ensemble playing of its all-British
cast. Yetin all three films, Christie dominates the frame when she is in
it, and she displays a depth and range of acting skill, that in her 1960s
work, seemed almost secondary to her beauty.

With enviable control, inner torment pokes through to disclose the
characteristic Christie embodiment of the clash between illusion and
reality in all three women: frizzy-headed prostitute Mrs. Miller
(opposite Warren Beatty’s McCabe) in the eccentric, elliptical world
of Robert Altman; radiant aristocrat Marian Maudsley who, by The
Go-Between’s end, reveals unforgivable streaks of cruelty; and Laura
Baxter, haunted by her husband’s and daughter’s deaths in the
terrifying, fractured universe of Don’t Look Now, but regal as she
musters her emotional resources. More recently, Christie played
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a mother in the 1988 television movie Dadah Is Death. It was a part
most would not identify with her early screen persona. She starred in
this fact-based story about an Australian woman’s efforts to clear her
son of drug charges in Malaysia. It was not a glamorous or offbeat
role, but Christie played it with the same kind of intensity.

Christie is committed to political and social causes which, since
Heaven Can Wait, have increasingly determined the roles she ac-
cepts: nuclear disarmament (Memoirs of a Survivor; Broadside:
Taking on the Bomb, a television documentary); animal experimenta-
tion (The Animals Film); and feminism (The Gold Diggers, directed
by Sally Potter and produced by a crew comprised entirely of
women). The specialized, uncommercial nature of the films she tends
to select, and her conscious shedding of the star image, have com-
bined in recent years to limit Christie’s audience to that of art houses
and cinema societies. The single exception is Heat and Dust, in which
the actress portrays a young woman searching for clues to her great-
aunt’s life in India, where Christie herself was born. Like The Go-
Between, it uses the past to reflect upon the present; as in the three
films of the early 1970s, Christie is offscreen for long periods. And
like other Christie films, its source is a rich literary text, Ruth Prawer
Jhabvala’s novel of the same name, a further example of the actress’s
discriminating taste.

—Mark W. Estrin, updated by Linda J. Stewart

CHURIKOVA, Inna

Nationality: Russian. Born: Belibey, USSR (now Russia), 5 October
1943; sometimes credited as Inna Tschurikowa. Family: Married to
Gleb Panfilov, Russian film director. Career: Became known for her
work as an actress in films by Gleb Panfilov; appeared on stage of the
Moscow Comsomol Theater. Awards: Silver Bear for Best Actress,
Berlin International Film Festival, for Voyenno-polevoj roman, 1984;
Nika Best Actress Award, for Rebro Adama, 1991.

Films as Actress:

1960 Tuchi nad Borskom (Clouds Over Borsk) (Vasili Ordynsky)

1963  Ya shagayu po Moskve (I Step Through Moscow) (Georgi
Daneliya)

1964 Morozko (Jack Frost) (Aleksandr Rou) (as Marfushka)

1965 Tridtsat tri (Nenauchnaya fantastika) (33) (Georgi Daneliya);
Stryapukha (The Cook) (Edmond Keosayan)

1966 Starshaya sestra (Elder Sister) (Georgi Natanson); 1966
Neulovimye mistiteli (The Elusive Revengers) (Edmond
Keosayan)

1967 V ogne broda net (There Is No Crossing in Fire) (Gleb
Panfilov) (as Tanya Tyotkina)

1970 Nachalo (Beginning) (Panfilov) (as Pasha Stroganova)

1975 Proshu slova (I Want the Floor) (Panfilov) (as Yelisaveta
Uvarova)

1979 Tot samyi Myunkhgauzen (That Munchhausen) (Mark
Zakharov—for TV) (as Jakobina Munchhausen)

1979 Tema (The Theme) (Panfilov) (as Sasha)

1981 Valentina (Valentine) (Panfilov) (as Anna)

1983 Voyenno-polevoy roman (War-Time Romance) (Pyotr
Todorovsky); Vassa (Panfilov) (as Vassa Zheleznova)
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1984 Mpyortvye dushi (Dead Souls) (Mikhail Shvejtser—for TV)

1986 Kuryer (Messenger) (Karen Shakhnazarov) (as Ivan’s mother)

1989 Mat (Mother) (Panfilov) (as Pelageia Nilovna); Gamlet (Hamlet)
(Panfilov) (as Gertrud)

1990 Rebro Adama (Adam’s Rib) (Vyacheslav Krishtofovich)
(as Nina)

1993  Plashch Kazanovy (Il Mantello di Casanova; Casanova’s
Raincoat) (Aleksandr Galin)

1993 God sobaki (The Year of a Dog) (Semyon Aranovich) (as Vera)

1994 Kurochka Ryaba (Ryaba My Chicken) (Andrei Konchalovsky)
(as Asya)

1995  Shirli-Myrli (What a Mess!) (Vladimir Menshov) (as
Krolikovs’ mother)

Publications
On CHURIKOVA: books—

Zorkaya, Neya, The Illustrated History of Soviet Cinema, New
York, 1989.

Inna Churikova’s plain looks and wide-eyed demeanor often
obscure the fact that she is a film star of the highest stature. A leading
actress of Soviet and Russian cinema, she created a gallery of
remarkable female portraits. Her seemingly common protagonists
usually show uncommon talents or reveal striking personalities under
the surface. Because Churikova’s unique presence in Soviet cinema
has done much to strengthen the self-esteem of ordinary women, her
oeuvre can be described as a truly feminist project. Her best roles
were in films made at the height at the Cold War, which is why her
work is little known and insufficiently appreciated in the West.

Churikova first appeared in films in the early 1960s, cast in
supporting roles in popular Soviet films like the action-adventure
Neulovimye mstiteli (1966) and in comedies by Georgi Danelia. But it
was not until she met Gleb Panfilov (1934—), a former chemical
engineer from Magnitogorsk who had then studied cinematography
and directing at VGIK, that she found her real artistic self. For more
than two decades Churikova worked almost exclusively with Panfilov,
whom she also married. The couple created a series of remarkable
films that centered on strikingly original, strong, and memorable
female protagonists. According to film historian Neya Zorkaya,
Panfilov and Churikova’s special achievement was in their ability to
tell stories of ‘‘artistic, unusual and even exceptional women capable
of daring actions, even when their individuality was obstructed by
everyday routine.”’

Churikova’s first big role under Panfilov’s direction was in the
1967 film V ogne broda net. 1t is the story of Tanya Tyotkina, an
ordinary peasant girl and a committed revolutionary who discovers
her exclusive talent for naivist painting during the civil war of
1918-1920. The film is about the dilemmas faced by the non-
traditional heroine when she has to make choices between the call of
history and her own artistic realization. The next Churikova/Panfilov
film continued her specialization in roles of ordinary women who
have to make extraordinary decisions. The protagonist of Nachalo
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(1970) is a weaver in a provincial factory who plays in an amateur
theater on her free evenings, and who is unexpectedly given the
chance to test for the role of Jeanne d’Arc in a forthcoming produc-
tion. This remarkable story of personal growth and artistic ambition is
one of Churikova’s best roles.

In Proshu slova (1975) Churikova played Yelizaveta Uvarova, an
idealist and hard working council official in a provincial Russian
town, eager to improve the poor living conditions in the worker’s
quarters. Uvarova’s contradictions were representative of the prob-
lems faced by what has been described by critics as ‘‘a Soviet
superwoman,’”’ one who is in control of her career and ambitions but
who nonetheless remains lonely and unhappy in her personal life. The
film, which was one of the Russian examples of what in an Eastern
European context was known as a cinema of moral anxiety, intro-
duced a new kind of critical realist reflection on the Soviet socialist
reality.

In Tema (1979) Churikova played yet another provincial woman,
a literature-loving museum guide in the historic town of Vladimir. At
work she accidentally meets a famous writer, played by the great
Soviet actor Mikhail Ulyanov, who has withdrawn to Vladimir in
order to live through a creative crisis. Theirs is an encounter between
the creative personality of the writer, shown here as a conformist and
self-obsessed egotist, and Churikova’s ordinary protagonist, who has
preserved a much higher moral integrity. Based on the play Last
Summer in Chulimsk by Alexander Vampilov and set in a Siberian
inn, Panfilov/Churikova’s next film, Valentina (1981), once again
treated the topic of choices faced by ordinary women and issues of
personal integrity

The 1980s for Churikova and Panfilov were the time of literary
adaptations: two based on Maxim Gorky’s work, and one on Shake-
speare. The pre-revolutionary melodrama Vassa (1983) focused on
yet another strong character, the shipyard owner Vassa Zheleznova,
and her family tragedy. In Mar (1989), Churikova was Pelageia
Nilovna, a proletarian woman in a drama of personal revolutionary
growth. Based on real events from the time of the 1905 revolution in
Russia, this work of Gorky had first been adapted for the screen by
Vsevolod Pudovkin in 1926, and then by Mark Donskoy in 1955.
Panfilov’s adaptation was acclaimed at Cannes, at the European Film
Awards, and won several of the newly established Russian Nika
awards. In 1989 Churikova also appeared as Gertrude in an uncon-
ventional adaptation of Shakespeare’s Hamlet. In the 1980s Churikova
also started appearing in films by other directors, where she mostly
had important supporting roles. An example is Pyotr Todorovsky’s
drama Voyenno-polevoy roman (1983), which revolved around the
post-war traumatic encounter between a former front-line officer,
now happily married, and a former field nurse who now faces the
harsh realities of life. The film was nominated for an Oscar for best
foreign film; Churikova, who played the protagonist’s wife, won an
award at the Berlin Film Festival for her performance.

In the 1990s Churikova had several central roles in films made by
directors other than Panfilov. Her first high-profile role was in the
bittersweet comedy-drama Rebro Adama (1990, directed by Vyacheslav
Krishtovich), in which Churikova played a twice-divorced mother
sharing a crammed Moscow apartment with her two grown-up
daughters and her old mother. Churikova’s next role was as Vera in
God sobaki (1993) where she was a simple-minded middle-aged
provincial woman living through a troublesome relationship with

anewly released convict. In Plashch Kazanovy (1993), a film which is
believed to be an allegory of Russia’s post-communist flirtation with
the West, she played a Russian woman who accidentally gets in-
volved with an Italian gigolo. In Andrei Konchalovsky’s Kourotchka
Riaba (1994), Churikova appeared as Assia, an old maid who lives by
herself in a remote village and makes a living by selling eggs and
brewing home-made spirits. One day she finds a miraculous golden
egg, an event which triggers a series of problems for her and her
fellow villagers. The film, which is a sequel to Konchalovsky’s
celebrated and banned 1966 Istoriya Asi Klyachinoj, kotoraya lyubila,
da ne vyshla zamuzh (1966), is equally critical of the social realities of
post-communist Russia. It was nominated for Golden Palm at the
1994 Cannes film festival.

—Dina Iordanova

CLEESE, John

Nationality: British. Born: John Marwood Cleese in Weston-Super-
Mare, 27 October 1939. Education: Attended Clifton College;
studied law at Downing College, Cambridge, graduated 1963. Fam-
ily: Married 1) Connie Booth, 1968 (divorced 1978), daughter:
Cynthia; 2) Barbara Trentham, 1981 (divorced 1990), daughter:
Camilla; 3) Alyce Faye Eichelberger, 1992. Career: 1963—appeared
on stage in West End as a cast member of Cambridge Footlights

John Cleese in Time Bandits
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Revue (same show given on Broadway in 1964); 1965—in Half
a Sixpence on Broadway; 1966—67—wrote with Graham Chapman
for and appeared on The Frost Report and At Last the 1948 Show for
TV; 1969—in the first series of Monty Python’s Flying Circus for
BBC TV, developed with Chapman, Terry Jones, Michael Palin, Eric
Idle, and Terry Gilliam; 1971—appears in first Monty Python film,
And Now for Something Completely Different; founded a company for
industrial training films, Video Arts Ltd.; 1975—co-writer and co-actor
with Connie Booth, Fawlty Towers TV series; 1982—in TV series
Whoops Apocalypse. Awards: Honorary LLD, St. Andrew’s Univer-
sity, 1971; Emmy Award for best performance in comedy for guest
appearance, for Cheers episode, ‘‘Simon Says,”” 1987; British Acad-
emy of Film and Television Arts Award for Best Actor, for A Fish
Called Wanda, 1988; Jack Oakie Award for comedy in motion
pictures, Screen Actors Guild in the United States, 1994. Agent:
David Wilkinson Associates, 115 Hazlebury Road, London SW6
2LX, England. Address: c/o 8 Clarendon Road, London W11 3AA,
England.

Films as Actor:

1968 Interlude (Billington) (as TV publicist); The Best House in
London (Savile); The Bliss of Mrs. Blossom (McGrath)

1970 The Rise and Rise of Michael Rimmer (Billington) (as Plumer,
+ co-sc); The Magic Christian (McGrath) (as director in
Sotheby’s, + co-sc); The Statue (Amateau) (as Harry)

1971 And Now for Something Completely Different (Macnaughton)
(+ co-sc)

1972 It’sa 2’ 6” above the Ground World (The Love Ban) (Thomas)

1974 Romance with a Double Bass (Robert Young) (as Musician
Smychkov, + co-sc)

1975 Monty Python and the Holy Grail (Gilliam and Terry Jones)
(as Sir Lancelot/minor roles, + co-sc)

1977 The Strange Case of the End of Civilisation as We Know It
(McGrath—for TV) (as Arthur Sherlock Holmes, + co-sc)

1979 Monty Python’s Life of Brian (Life of Brian) (Terry Jones)
(as Reg/minor roles, + co-sc); The Secret Policeman’s
Ball (Graef)

1980 The Taming of the Shrew (Jonathan Mille—for TV) (as
Petruchio)

1981 Time Bandits (Gilliam) (as Robin Hood); The Great Muppet
Caper (Henson) (as Neville)

1982  The Secret Policeman’s Other Ball (Temple); Monty Python
Live at the Hollywood Bowl (Terry Hughes and Ian
MacNaughton) (various roles, + co-sc); Privates on Parade
(Blakemore) (as Major Giles Flack)

1983  Monty Python’s the Meaning of Life (Terry Jones) (as Second
Fish/Grim, + co-sc, co-mus); Yellowbeard (Damski) (as
Blind Pew)

1985 Silverado (Kasdan) (as Sheriff Langston)

1986 Clockwise (Morahan) (as Brian Stimpson)

1987 The Secret Policeman’s Third Ball

1988 A Fish Called Wanda (Charles Crichton) (as Archie Leach,
+ exec pr, sc)

1989 The Big Picture (Guest) (as bartender); Erik the Viking (Terry
Jones) (as Halfdan the Black)
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1990 Buliseye! (Winner) (as man on the beach in Barbados who. . .)

1991 An American Tail: Fievel Goes West (Nibbelink and Wells—
animation) (as voice of Cat R. Waul)

1993  Splitting Heirs (Robert M. Young) (as Raoul P. Shadgrind)

1994  Mary Shelley’s Frankenstein (Branagh) (as Prof. Waldman);
Rudyard Kipling’s the Jungle Book (The Jungle Book)
(Sommers) (as Dr. Plumford); The Swan Princess (Richard
Rich—animation) (as voice of Jean-Bob)

1996 Fierce Creatures (Robert M. Young) (as Rollo Lee, + co-sc,
Co-pr)

1998  The Out-Of-Towners (Weisman) (as Mr. Mersault)

1999 The World Is Not Enough (Apted) (as R); 30 years of Monty
Python: A Revelation (It’s the Monty Python Story (for TV)
(as himself)

2000 Isn’t She Great (Andrew Bergman) (as Henry Marcos);
Quantum Project (Zanetti) (as Alexander Pentcho); The
Magic Pudding (animation) (as voice of Albert the Magic
Pudding); Edwurd Fudwupper Fibbed Big (animation)

Other Film:

1972  Rentadick (Jim Clark) (co-sc)

Publications
By CLEESE: books—

The Strange Case of the End of Civilisation as We Know It, with Jack
Hobbs and Joe McGrath, London, 1970.

Fawlty Towers, with Connie Booth, Volume I, London, 1977; Vol-
ume II, 1979.

Families and How to Survive Them, with Robin Skynner, Lon-
don, 1983.

The Golden Skits of Wing-Commander Muriel Volestrangler, FRHS
and Bar, London, 1984.

The Complete Fawlty Towers, with Connie Booth, London, 1988.

A Fish Called Wanda: The Screenplay, New York, 1988.

Life and How to Survive It, with Robin Skynner, London, 1993.

Pocket Full of Pythons, vol. 2, New York, 2000.

By CLEESE: articles—

Interview in Time Out (London), 5 November 1982.

Interview in Interview (New York), April 1985.

Interview with Quentin Falk, in Sight and Sound (London), Spring 1988.

Interview with Allan Hunter and Philip Strick, in Films and Filming
(London), October 1988.

Interview with Robert Benayoun and others, in Positif (Paris), Febru-
ary 1989.

Interview in Premiere (Boulder), January 1997.

On CLEESE: books—

Perry, George, Life of Python, London, 1983.

Johnson, Kim ‘‘Howard,’’ The First 200 Years of Monty Python, New
York, 1989.

Margolis, Jonathan, Cleese Encounters, New York, 1992.
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On CLEESE: articles:

Current Biography 1984, New York, 1984.

Castro, Janice, ‘‘Monty Python in the Boardroom: Comic John Cleese
Gets Laughs with Corporate Training Films,”” in Time (New
York), 20 October 1986.

Gilliatt, Penelope, ‘‘Height’s Delight,”” in New Yorker, 2 May 1988.

““This Man Is Not Fishing for Compliments,”’ in Life (New York),
September 1988.

Voss, Bristol, ‘‘John Cleese Gets Serious about Training,”” in Sales &
Marketing Management, March 1991.

Dwyer, Paula, ‘‘John Cleese’s Flying Business Circus: He’s a One-
Man Conglomerate and Playing It Straight—Sort Of,”’ in Busi-
ness Week, 21 June 1993.

““John Cleese,”’ in Film Dope (Nottingham), no. 50, April 1994.

The bulk of John Cleese’s acting career featured his work as
a comedian and ranged from an occasional sophisticated stage com-
edy to surreal, odd humor typical of British comedy linked to the radio
Goon Show, the college revue, and the variety stage. Critics lauded as
superior his Petruchio in the BBC TV version of The Taming of the
Shrew. However, most of the actor’s portraits were in original
comedies, some of which he had a hand in writing. Cleese’s most
popular and critically successful solo performance—at least in the
United States—appeared in 1988 with A Fish Called Wanda. He was
the lead actor, writer, and executive producer of this movie in which
he played a role close to that of the light, sophisticated male comedian
of the thirties—a character with romantic possibilities with the female
comedienne. As Archie Leach, a lawyer, the actor played the role of
a person who realized he led a staid existence and wanted to break
away from such a stufty life.

The premise of A Fish Called Wanda tends to follow that which
was sometimes used by writer-director Preston Sturges who created
such witty comedies as Easy Living (1937), as a writer, and The Lady
Eve (1941), as a writer-director. This Cleese vehicle uses the kind of
picaresque characters that Sturges used for a broader type of comedy.
The 1988 comedy features two American con-artist-robbers, Wanda,
played by Jamie Lee Curtis, and Otto, enacted by Kevin Kline. These
two free-spirited oddballs provide comic contrast with the conserva-
tive lawyer, Archie.

As Wanda moves in to seduce Archie, he says, before they kiss,
““Sorry if I seem pompous.’” Cleese handles the line with even more
effective understatement than he employed in all the stuffy English
gentlemen he portrayed in the broad comic Monty Python and Fawlty
Towers shows.

When confronted by the other con artist, Otto, the lawyer is, once
more, no match when intimidated. Expansive, high-intensity comedy
evolves when Otto stalks Archie to thwart any sexual encounter with
Wanda. Kevin Kline, who received an Academy Award for the
supporting role of Otto, enacts a foil diametrically the opposite of the
lawyer. This volatile, comically explosive cross between a neo-Nazi
and Mafia hit man, provides a counterpoint to Cleese’s humorously
impotent personality. Pushing Archie backwards on a window sill so
that he dangles upside down, held only by Otto leaning on his legs, the
temperamental, jealous madman demands an apology for trying to

seduce Wanda. Cleese, as Archie, responds in lawyer type terms:
““All right. All right. I apologize. I'm really, really sorry—unreserv-
edly. . . . I offer a complete and utter retraction. The imputation was
totally without basis.”

Less than a decade earlier, broader portraits of the upper-class
Englishman show Cleese as a master of depicting this type of comic
figure. Critic Anthony Slide lauds the actor’s enactment of a minor
role in Time Bandits (1981) and views it as a lampoon of royalty:
““Cleese is unquestionably the funniest man in the film, and one can
only wish that his sequence had been longer. As Robin Hood, Cleese
appears to have based his characterization on the present British
Royal Family, patronizingly distributing wealth to the poor. ‘Have
you met the poor? Charming people,” he says.”” (Essay on Time
Bandits in Magill’s Cinema Annual 1982.)

A few more examples of the variety of roles and the range of John
Cleese’s acting deserve a concluding survey. In Monty Python and the
Holy Grail (1975) as Lancelot he botches a heroic rescue from the
tower of a person he believes is a fair damsel. After he has hacked his
way through a crowd of wedding guests, killing a multitude with his
sword, he finds out that the prisoner in the tower is the groom
who does not want to get married. His discovery is capped with
a meek, ‘‘Sorry.”” As a con man and informer named Blind Pew in
a swashbuckling pirate movie, Yellowbeard (1983) Cleese enacts one
of his most picaresque parts. With an exaggerated claim that he has
such acute hearing he can detect the pirate Yellowbeard from the
rustling of his beard, he gives his pronouncements in a harsh voice,
using the accent of a growling, low-class cockney. Three years later,
in the 1986 Clockwise, Cleese is back playing the would-be cultured
gentleman as a headmaster who is a tyrant and an unreasonable
disciplinarian, barking reprimands over a public address system as he
views questionable activities on a school playground. In his physical
demeanor and voice this character that Cleese portrays is another
authority figure lampoon. Then, ten years later, the actor creates
another picaresque character. As an insane lawyer in Splitting Heirs
(1993) the comedian kills a number of people ‘‘to clear the path’” for
the rightful heir to achieve the title of duke. When the heir finds the
lawyer is responsible for the deaths, he declares, ‘“You’re mad!”’
With aplomb the killer jovially replies, ‘“Well, we are all a bit mad.””

While the inventory of humor in the actor’s craft proves to be his
vocal intonations, phrasings, and timing of responses, Cleese has
a definite, unusual physical side to his comedy. In his Monty Python
period he was noted for his silly walks—exaggerated, eccentric
movements of his long legs. A 6" 4” man, he also created funny
movements when frustrated or angry by odd jumps and twists or,
when playing an eccentric character, by just walking away with an
erratic gait. The former was most often displayed when he portrayed
Basil Fawlty in the situation comedy series Fawlty Towers. The latter
is evident in Splitting Heirs, with his creation of the quirky, de-
ranged lawyer.

In 1994 Cleese portrayed characters removed form his usual
comedic personae: Dr. Waldeman in Frankenstein and Dr. Plumford
in Rudyard Kipling’s The Jungle Book, a live action cinema version
of the novel. However, that same year he would contribute to the
cartoon, The Swan Princess, with the voice-over portrait for a frisky
frog named Jean-Bob. His most distinctive voice-over portrayal
developed when he dubbed in the dialogue for a gorilla named Ape for
the 1997 George of the Jungle. This amazing talking primate provides
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an officious counselor and cook for a handsome but dense strongman
who is a live action lampoon of Tarzan. While this character has the
uptight, British pretension Cleese was so famous for in the Monty
Python television and film series, his advice to George sometimes
lapses into the primitive mating habits of his genes.

Two other enactments reveal some of the famous officious and
pretentious characters he employed in his Monty Python and Fawlty
Towers days: A manager of a zoo in Fierce Creatures (1997) with the
same cast as the successful film comedy, A Fish Called Wanda, and
a hotel manager in a 1999 remake of the 1970 The Out of Towners,
a vehicle for Jack Lemmon and Sandy Dennis. In the more recent
version starring Steve Martin and Goldie Hawn, critics found this
humorous dramatic reinstatement inferior to the original. However,
some evaluators gave kudos to Cleese, who provides the most
intriguing and risible moments in the movie.

John Cleese has enjoyed a rich and varied career as both a writer
and actor for stage, television, and movies. His innovation as a writer
obviously makes it possible for him to design parts with which he can
exhibit a variety of roles and a range of acting skills. This combination
of writing and acting to best show his talent was, of course, most
evident in the 12 Fawlty Towers television shows and the feature
movie A Fish Called Wanda.

—Donald W. McCaffrey

CLIFT, Montgomery

Nationality: American. Born: Edward Montgomery Clift in Omaha,
Nebraska, 17 October 1920. Career: 1933-34—first stage experi-
ence for amateur theatrical group in Sarasota, Florida; 1935—Broadway
debut in Fly Away Home; 1942—joined the Group Theater in New
York; 1945—first starring role on Broadway in Foxhole in the Parlor;
1947—co-founder, Actors Studio in New York; 1948—release of
first two films Red River and The Search; three-film contract with
Paramount; 1949—refusal of role in Sunset Boulevard resulted in
cancellation of contract by Paramount; 1953—starring role on Broad-
way in The Sea Gull; 1956—three-film contract with MGM; 1957—
face permanently scarred as a result of automobile accident; 1960s—
progressive emotional and physical decline. Died: In New York City,
23 July 1966.

Films as Actor:

1948 The Search (Zinnemann) (as Ralph Stevenson); Red River
(Hawks) (as Matthew Garth)

1949  The Heiress (Wyler) (as Morris Townsend)

1950 The Big Lift (Seaton) (as Danny MacCullough)

1951 A Place in the Sun (Stevens) (as George Eastman)

1953 I Confess (Hitchcock) (as Father Michael William Logan);
From Here to Eternity (Zinnemann) (as Robert E. Lee
“Prew’’ Prewitt); Stazione termini (Indiscretion of an
American Wife; Terminal Station; Indiscretion) (de Sica)
(as Giovanni Doria)
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1957  Raintree County (Dmytryk) (as John Wickliff Shawnessy)

1958  The Young Lions (Dmytryk) (as Noah Ackerman); Lonelyhearts
(Donehue) (as Adam White)

1959  Suddenly Last Summer (Joseph L. Mankiewicz) (as Dr. John
Cukrowicz)

1960 Wild River (Kazan) (as Chuck Glover)

1961 The Misfits (Huston) (as Perce Howland); Judgment at
Nuremberg (Kramer) (as Rudolph Petersen)

1962 Freud (Freud—The Secret Passion) (Huston) (as
Sigmond Freud)

1966 The Defector (L’Espion; Lautlose Waffen) (Levy) (as Prof.
James Bower)

Publications

On CLIFT: books—

Huston, John, An Open Book, New York, 1972.

LaGuardia, Robert, Monty: A Biography of Montgomery Clift, New
York, 1977.

Bosworth, Patricia, Montgomery Clift: A Biography, New York, 1978.

Kass, Judith, The Films of Montgomery Clift, Secaucus, New Jer-
sey, 1981.

Fernandez, Lluis, Monty Clift: Pasion Secreta, Barcelona, 1989.

Hoskyns, Barney, Montgomery Clift: Beautiful Loser, London, 1991.

McCann, Graham, Rebel Males: Clift, Brando, and Dean, Lon-
don, 1991.

Parker, John, Five for Hollywood, Secaucus, New Jersey, 1991.

Kalfatovic, Mary C., Montgomery Clift: A Bio-Bibliography, Westport,
Connecticut, 1994.

Leonard, Maurice, Montgomery Clift, London, 1997.

On CLIFT: articles—

Hamilton, J., ““‘Montgomery Clift,”” in Look (New York), July 1949.

Current Biography 1954, New York, 1954.

Cole, C., “‘Eyes that Say More than Words,”” in Films and Filming
(London), September 1956.

Obituary in New York Times, 24 July 1966.

Zinnemann, Fred, ‘‘Montgomery Clift,”” in Sight and Sound (Lon-
don), Autumn 1966.

Roman, Robert C., ‘‘Montgomery Clift,”’ in Films in Review (New
York), November 1966.

Gow, Gordon, ‘‘Closer to Life,”” in Films and Filming (London),
April 1975.

Bosworth, Patricia, ‘‘Montgomery Clift: First of a New Breed,”” in
Close-Ups: The Movie Star Book, edited by Danny Peary, New
York, 1978.

““Montgomery Clift,”” in Ecran (Paris), March 1978.

Reed, Rex, ‘‘Montgomery Clift,”” in The Movie Star, edited by
Elisabeth Weis, New York, 1981.

Lippe, Richard, ‘‘Montgomery Clift: A Critical Disturbance,”’ in
CineAction! (Toronto), no. 17, 1989.

Purtell, Tim, ‘‘No Place in the Sun,’’ in Entertainment Weekly (New
York), 23 July 1993.
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Montgomery Clift (right) in Judgment at Nuremberg

““Montgomery Clift,”” Stars (London), no. 27, 1996.
Chase, D. ““Watershed,”” Film Comment (New York), no. 32, Novem-
ber/December 1996.

Among the 17 films that Montgomery Clift appeared in, it is
impossible to point to any one role as ‘‘defining’’ Clift’s image on
screen, in the way that A Streetcar Named Desire and Rebel without
a Cause established Brando’s and James Dean’s personalities in the
public’s mind. Yet Clift was one of the first actors of his generation to
capture the attention of moviegoing audiences with performances that
were sensitive, complex, and deeply introspective in nature. The
combination of intensity and vulnerability that he brought to his
characters—qualities magnified in later years by the car accident that
destroyed his matinee-idol good looks and compounded the problems
of an already troubled personality—was unique in 1948, when Clift
was catapulted to stardom by the release of his first two films, The
Search (for which he received an Oscar nomination) and Red River.

Red River in particular represents an important juncture in film
history, pairing Clift with John Wayne in a genre usually defined by
its rigid codes of male behavior. The central conflict in Howard
Hawks’s film, however, is between Wayne’s brand of brutal, bullying

masculinity and Clift’s quiet blend of toughness and compassion.
Theirs is a clash of reason and brute strength, and although their
reconciliation takes the form of a violent physical confrontation, the
role of Matthew Garth clearly presents Clift as an alternative to the
rugged, unyielding protagonists of traditional Westerns. It was a part
that heralded a shift in the characteristics that would define screen
heroes in the decade to come.

Clift portrayed another man challenging stereotypical views of
masculinity—this time in the U.S. military—in From Here to Eter-
nity. As Prewitt, the bugler and former boxer who silently stands up to
the harassment of his fellow soldiers when he refuses to reenter the
ring after blinding a man, Clift gives one of his strongest perform-
ances. In the role that brought him his third Oscar nomination (the
second was for A Place in the Sun), he conveys both the courage and
the inner torment of a man whose unshakable moral convictions form
the heart of his sense of self-worth, yet cause him to be labeled
a coward. The complexity that Clift brings to the character is a trait
that marks his work as a whole, charging his performances with an
underlying pain that few actors of his day dared to reveal.

These qualities were a central part of Clift’s relationships with
women in films. Clift never overwhelms women in the manner of
Gable or Flynn but attracts them instead with an almost hypnotic
emotional power that often seems to arise from some deep inner need.
This is especially true of his films with Elizabeth Taylor, whose dark
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beauty made her an ideal physical match for Clift on the screen. In
both A Place in the Sun and Raintree County, the similarity between
the two is so striking that they might almost be brother and sister, and
there is an erotic tension in their work together that reaches its climax
in the former film’s extraordinary close-ups of the couple’s romantic
scenes. Clift’s vulnerability is also a factor in his relationship with
Donna Reed in From Here to Eternity and, on a platonic level, in the
understanding and friendship between his character and that of
Marilyn Monroe in The Misfits.

The tension and internal conflict in Clift’s screen persona form the
basis for his portrayals of the priest in Hitchcock’s I Confess and Noah
Ackerman, the Jewish soldier battling anti-Semitism, in The Young
Lions. Each man is placed at odds with society by his religious
convictions, and Clift conveys the hidden pain of both Father Michael’s
struggle with his conscience and Ackerman’s scrappy refusal to
tolerate religious slurs. Clift’s intensity took on an increasingly
unsettling quality in the films following his accident (which occurred
during the filming of Raintree County), and in Suddenly Last Summer,
The Misfits, and Freud, in which he played the title role, there is
a tightly wound, neurotic edge to the characters that is both compell-
ing and disturbing. In Stanley Kramer’s Judgment at Nuremberg this
quality reaches its peak in Clift’s brief supporting role as a mildly
retarded man testifying against Nazi war criminals. It is a riveting
performance, jarringly real and often painful to watch, and it brought
Clift his fourth Academy Award nomination. It is this sense of
emotional risk-taking that makes Clift a magnetic presence in even his
less effective roles and which places his best work next to that of the
finest actors of his generation.

With the recent revelation of the fact of Clift’s bisexuality, one is
able to see more into the correlation between his star personality (that
of vulnerability, sensitivity, and almost effeminate masculinity closer
to androgyny) and the real-life Clift (whose swinging sexuality and
unsettling dissatisfaction throughout life mirrors and projects a trou-
bled soul onto the big screen). Clift’s own claim regarding this
uncertainty in him reveals more than a touch of stubbornness and
pride: “‘I don’t want to be labeled as either a pansy or a heterosexual.
Labeling is so self-limiting’’ (quoted by Graham McCann in Rebel
Males). Throughout Clift’s career, one sees a wide range of roles
played, each of them nothing short of constant erotic tensions coming
not only from the dramatic characters or his acting but also from
a lifelong felt and lived conflict of an unsettled sexuality.

—Janet E. Lorenz, updated by Guo-Juin Hong

CLOONEY, George

Nationality: American. Born: George Timothy Clooney in Lexing-
ton, Kentucky, 6 May 1961; son of television anchor/talk show host
Nick Clooney; nephew of singer Rosemary Clooney and actor Jose
Ferrer; cousin of actor Miguel Ferrer. Education: Studied at North-
ern Kentucky University. Family: Married Talia Balsam, 1989;
divorced, 1992. Career: Appeared on his father’s talk show, The Nick
Clooney Show, at age five, 1966; moved to Los Angeles to pursue an
acting career, 1982; won a role on the short-lived TV sitcom E/R,
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1984; appeared on such TV series as Riptide, The Golden Girls,
Hunter, and Murphy Brown, and had recurring roles on such TV
sitcoms as The Facts of Life and Roseanne, 1985-94; won fame as
aregular on the television drama ER, 1994; voted Sexiest Man Alive
by People magazine, 1997; signed a three-year development deal
with Warner Bros., 1998; boycotted the television entertainment
news show Entertainment Tonight, when its sister show, Hard Copy,
broadcast an unauthorized clip of him and a former girlfriend, 1998;
left the cast of ER to focus on feature film work, 1999. Awards:
Outstanding Performance by an Ensemble in a Drama Series Screen
Actors Guild Award, for ER, 1998; Outstanding Performance by an
Ensemble in a Drama Series Screen Actors Guild Award, for ER,
1999. Agent: Creative Artists Agency, 9830 Wilshire Blvd., Beverly
Hills, CA 90212, U.S.A.

Films as Actor:

1986 Combat High (Combat Academy) (Isracl—for TV) (as Major
Biff Woods); Grizzly II: The Predator

1987  Return to Horror High (Froehlich) (as Oliver)

1988  Return of the Killer Tomatoes! (De Bello) (as Matt Stevens)

1990 Red Surf (Boos) (as Remar)

1992  Unbecoming Age (The Magic Bubble) (A. Ringel, D.
Ringel) (as Mac)

1993  The Harvest (Marconi) (as Lip-Synching Transvestite); With-
out Warning: Terror in the Towers (Levi—for TV) (as
Kevin Shea)
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1996  From Dusk Till Dawn (Rodriguez) (as Seth Gecko); One Fine
Day (Hoffman) (as Jack Taylor)

1997 Batman & Robin (Schumacher) (as Batman/Bruce Wayne);
Full Tilt Boogie (Kelly) (as himself); The Peacemaker
(Leder) (as Thomas Devoe)

1998 Waiting for Woody (Heslov) (as himself); Out of Sight
(Soderbergh) (as Jack Foley); The Thin Red Line (Malick)
(as Captain Charles Bosche)

1999  South Park: Bigger, Longer and Uncut (Parker) (as Voice of
Dr. Gouache); Three Kings (Russell) (as Archie Gates)

2000 O Brother, Where Art Thou? (Coen) (as Ulysses Everett
McGill); The Perfect Storm (Petersen) (as Captain Billy
Tyne); Fail Safe (Frears—for TV) (+ pr)

2001 Ocean’s Eleven (Soderbergh) (as Danny Ocean)

Other Films:

2000 Metal God (Herek) (pr)

Publications

By Clooney: articles—

““Je m’appelle George,”” interview with Cecilia Peck, in Premiere
(France), August 1997.

“‘George’s Day,”’ interview with Lesley O’Toole, in Evening Stand-
ard (London), 5 November 1998.

“‘Dual Action,”” interview with Martyn Palmer, in Flicks (London),
December 1998.

“In Person,”” interview with Belinda Jones, in Empire (London),
January 1999.

On CLOONEY: books—

Dougan, Andy, The Biography of George Clooney, Philadelphia, 1997.
Keenleyside, Sam, Bedside Manners: George Clooney and ER,
Chicago, 1998.

On CLOONEY: articles—

Friend, Tom, ‘‘Revenge of the Killer Tomato,”” in Premiere (New
York), December 1995.

Busch, M. and A. Dawtrey, ‘‘Clooney Fitted for Batsuit,”” in Variety
(New York), 26 February-3 March 1996.

Hontz, J. and T. Johnson, ‘‘Holy Boycott! Stars Join Taped Cru-
sader,”” in Variety (New York), 11 November-16 November 1996.

Conant, J., ‘‘Heartthrob Hotel,”” in Vanity Fair (New York), Decem-
ber 1996.

Rader, Dotson, “‘It’s Finally About Friendship,”” in Parade (New
York), 7 June 1998.

““The Sexiest Man Alive,”” in People (New York), 17 Novem-
ber 1997.

Gay, Verne, ‘‘“The Doctor Checks Out,”’ in Newsday (Melville, New
York), 14 February 1999.

Richardson, John H., ‘“The Common Touch of the Leading Man,”’ in
Esquire (New York), October 1999.

* * *

George Clooney’s magnetism and smoldering good looks made
him one of the heartthrobs of 1990s movies and television. With
a show business pedigree—his father is Nick Clooney, longtime
television anchor-talk show host, and his aunt is singer Rosemary—
Clooney initially earned stardom playing Dr. Doug Ross on the hit
television drama, ER. He then emulated Bruce Willis rather than Tom
Selleck as a popular television actor who successfully segued into
starring screen roles.

Pre-ER—and despite his professional connections—Clooney was
just one of the countless Tinseltown hopefuls who found small and
not-so-small parts on television series and in made-for-TV and
theatrical features. The quality of his projects is reflected in their less-
than-A-list titles: Combat High; Return to Horror High; and Return of
the Killer Tomatoes! In The Harvest, a wobbly thriller starring his
cousin, Miguel Ferrer, Clooney is billed near the bottom of the credits
as a “‘lip-synching transvestite.”” He did appear as a regular on
a number of TV series, the best of which were The Facts of Life (cast
during the 1985-87 television season) and Roseanne (in 1988-89);
interestingly, his very first TV series also was titled E/R (albeit with
slightly different punctuation). This show was a short-lived sitcom
that starred Elliott Gould.

Clooney’s success on the drama ER allowed him to win lead roles
on the big screen; had it not been for the TV series, it is doubtful that
he would have earned his shot at movie stardom. The actor has been
castin films of all genres. While he was merely a presence as Batman/
Bruce Wayne in Batman & Robin, a drab, by-the-numbers Hollywood
action-adventure fantasy, he was far more effective in two very
different (albeit formulaic) films: the action thriller The Peacemaker,
cast as a cocky, take-charge U.S. Army Special Forces intelligence
operative; and the romantic comedy One Fine Day, playing a New
York newspaper columnist-single parent who finds love with a di-
vorced single mom.

To date, Clooney’s most distinctive and memorable screen roles
have been in quirky, cutting-edge films of varying quality, in which
he played lawbreakers or lawbreaker wannabes. In each, his charac-
ters are slightly off-center, and tinged with a streak of devilish,
anarchic insanity. In Robert Rodriguez’s pointlessly violent From
Dusk Till Dawn, Clooney is a murderous desperado making his way
across the American Southwest and into Mexico; here, his mere
presence transcends the overblown material and set pieces that play
through to their gratuitously bloody conclusions. He is perfectly cast
as an Elmore Leonard character, a just-escaped-from-jail bank robber
who flirts and tangles with a sexy FBI agent, in Steven Soderbergh’s
Out of Sight. By far Clooney’s best film to date is David O. Russell’s
sharp, entertaining Three Kings, set at the end of the Gulf War, in
which he is completely believable as a likable yet larcenous American
soldier.

In 1999, Clooney left ER to work full-time on screen. Given his
looks and talent, he can expect a long and successful big-screen
career—if he chooses the right roles in the right projects.

—Rob Edelman

CLOSE, Glenn

Nationality: American. Born: Greenwich, Connecticut, 19 March
1947. Education: Attended William and Mary College, Williams-
burg, Virginia, graduated 1974. Family: Married 1) Cabot Wade;
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Glenn Close in 101 Dalmations

2) James Marlas, 1984 (divorced 1986); one daughter with John
Starke: Annie Maude. Career: 1974—debut on Broadway in Love
for Love; 1982—film debut in The World According to Garp.
Awards: Three Tony Awards for Best Actress, for The Real Thing,
1984, Death and the Maiden, 1992, and Sunset Boulevard, 1995;
Emmy Award for Best Actress in Mini-series or Special, for Serving
in Silence: The Margarethe Cammermeyer Story, 1995. Address: c/o
Fred Specktor, Creative Artists Agency, 9830 Wilshire Boulevard,
Beverly Hills, CA 90212, U.S.A.

Films as Actress:

1979 The Orphan Train (William A. Graham—for TV) (as Jes-
sica); Too Far to Go (Fielder Cook—for TV) (as
Rebecca Kuehn)

1982 The World According to Garp (George Roy Hill) (as
Jenny Fields)

1983  The Big Chill (Kasdan) (as Sarah Cooper)

1984 The Stone Boy (Cain) (as Ruth Hillerman); The Natural
(Levinson) (as Iris Raines); Something about Amelia
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1985

1987

1988

1989

1990

1991

1992
1993
1993
1994

(Haines—for TV) (as Gail Bennett); Greystoke: The Leg-
end of Tarzan, Lord of the Apes (Hudson) (voice only,
dubbed Andie MacDowell’s voice)

Jagged Edge (Marquand) (as Teddie Barnes); Maxie (Free
Spirit) (Aaron) (as Jan/Maxie)

Fatal Attraction (Lyne) (as Alex Forrest); Gandahar (Light
Years) (Wernstein—animation) (voice only)

Stones for Ibarra (Gold—for TV) (as Sara Everton); Danger-
ous Liaisons (Frears) (as Marquise de Merteuil)

Immediate Family (Parental Guidance) (Kaplan) (as Linda
Spector)

Hamlet (Zeffirelli) (as Gertrude); Reversal of Fortune
(Schroeder) (as Martha ‘‘Sunny’’ von Bulow); I’ll Take
Romance (Haggard—for TV)

Sarah, Plain and Tall (Glenn Jordan—for TV) (title role,
+ co-exec pr); Meeting Venus (Szabo) (as Karin Anderson);
Hook (Spielberg) (as pirate); Brooklyn Laundry (as Birdie)

Lincoln (Kunhardt—TYV doc) (as voice of Mary Todd Lincoln)

Skylark (Sargent—for TV) (as Sarah Witting + exec pr)

The House of the Spirits (August) (as Ferula)

The Paper (Ron Howard) (as Alicia Clark)
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1995 Serving in Silence: The Margarethe Cammermeyer Story
(Bleckner—for TV) (title role + exec pr)

1996 Mary Reilly (Frears) (as Mrs. Farraday); 101 Dalmations (as
Cruella De Vil); Mars Attacks! (Tim Burton) (as First Lady
Martha Dale)

1997 Paradise Road(Beresford) (as Adrienne Pargiter); Air Force
One (Petersen) (as Vice President Kathryn Bennett); In the
Gloaming (Reeve—for TV) (as Janet)

1999  Tarzan (Buck & Lima) (voice of Kala); Sarah, Plain and Tall:
Winter’s End (Jordan—for TV) (title role + exec pr);
Cookie’s Fortune (Altman) (as Camille Dixon); The Lady
with the Torch (Heeley—doc) (herself as host)

2000 102 Dalmations (Lima) (as Cruella De Vil); Things You Can
Tell Just By Looking at Her (Garcia) (as Dr. Elaine Keener)

2001  South Pacific (Richard Pearce)

Other Films:

1987 Do You Mean There Are Still Real Cowboys? (Blair—doc) (pr)
1995  Journey (McLoughlin—for TV) (exec pr)

Publications
By CLOSE: articles—

Interview with J. Hurley, in Films in Review (New York), Febru-
ary 1983.

““Too Close for Comfort,”’ interview with Ross Wetzsteon, in Ameri-
can Film (New York), May 1984.

Interview in Time Out (London), 1 March 1989.

Interview with B. Hadleigh, in Film Monthly, July 1990.

Interview with Frank Spotnik, in American Film, November/Decem-
ber 1991.

“‘Glenn Close, Opera Queen: The Diva of Meeting Venus Is Game for
Anything Gay,”’ in Advocate (Los Angeles), 3 December 1991.

“‘Playing the Diva,”” interview with Stephen Schiff, in New Yorker,
14 November 1994.

‘‘Leaving the Role,”” in New Yorker, 10 July 1995.

On CLOSE: book—

Newcomer, Ron, The Films of Glenn Close, Secaucus, New Jer-
sey, 1996.

On CLOSE: articles—

Current Biography 1984, New York, 1984.

Kaplan, J., ““Close to the Bone,”” in New York, 12 September 1994.

Allenman, Richard, ‘‘Getting Close,”” in Vogue, November 1994.

““Close Call,”” in Movieline (Escondido), November 1996.

Thomson, D., and others, ‘“Who’s the Best Actress in Hollywood,”’
in Movieline (Escondido), November 1996.

The early 1980s witnessed the emergence of three actresses who
still enjoy great popularity and critical acclaim: Meryl Streep, Jessica
Lange, and Glenn Close. Graduating from five years of stage experi-
ence, Close earned five Academy Award nominations between 1982
and 1988 in five of the most popular and successful films of the
decade. During this period, Close also firmly established her creden-
tials as a distinguished actress on Broadway (winning a Tony Award
for The Real Thing) and on television (receiving an Emmy nomina-
tion for Something About Amelia). From this explosive start, her
superb skills as an actress continually grew while her roles reflected
the cultural priorities of the times.

Close’s early 1980s films created an image of conservative
femininity: a nurturing, virtuous, attractive, and vulnerable woman.
She plays an overly protective mother in The World According to
Garp, a serene and loving wife in The Big Chill, and a deified muse in
The Natural. This stereotype (which won Close her first three
Academy Award nominations) also underscores the dilemma of
women’s roles during a decade that championed masculine heroism.
Actresses found themselves playing characters who often merely
supported the male lead in his endeavors. When this stereotype of the
feminine ideal becomes threatened in The World According to Garp
(Jenny Fields’s mothering leads her to a radical feminism) or ques-
tioned in Jagged Edge (Teddie Barnes improperly uses the legal
system to protect her lover, the killer), the character is punished by
assassination or physical and emotional trauma.

Jagged Edge introduced the opposite side of Close’s stardom: the
feminine threat. Her next two roles, Alex in Fatal Attraction and the
Marquise de Merteuil in Dangerous Liaisons, unleashed characters
who follow the tradition of the femme fatale; women who are sexy,
independent, manipulative, and duplicitous. Alex is a successful
businesswoman, but unmarried and childless. Her desire to achieve
a ‘‘traditional’’ family initiates a perverse drive to replace the
legitimate wife. Her unsuccessful attempt results in Alex’s death (at
the hands of the legitimate wife), the punishment of the adulterous
husband, and the reestablishment of the nuclear family. The Mar-
quise’s social and sexual machinations, based upon contempt for love
and masculine power, destroy everyone including herself. Utterly
alone, she recognizes her contempt has denied her any chance of
happiness. This second stereotype (which won Close her next two
Academy Award nominations) again underscores the dilemma of
women’s roles in 1980s Hollywood. Actresses found themselves
playing characters who often threatened the male lead and deserved
punishment for their aggression.

The tension between these two stereotypes reached its apex in
Maxie. Close plays a character who literally manifests the notion of
feminine duality. Portraying a dedicated wife possessed by the spirit
of a freewheeling ‘‘flapper,”” she must synthesize the contradictions
of these two characters to achieve peace and emerge as an ideal figure
of womanhood.

Close’s early difficulty in finding films that did not perpetuate the
two extremes of the feminine stereotype found resolution during the
1990s. She combined attributes of the strong, determined woman with
a more traditional femininity and created characters with complex
psychological motivations. This synthesis links her to Bette Davis,
whom she admits emulating. Davis always played a powerful woman
inflected in two ways: a self-sacrificing and maternal figure or
a manipulative and destructive one. Close continues this tradition but
in a way that doesn’t necessarily present these two types as mutually
exclusive. In Immediate Family, Hamlet, The House of the Spirits, In
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the Gloaming, Serving in Silence, Paradise Road, and the Sarah,
Plain and Tall trilogy (Sarah, Plain and Tall, Skylark, and Sarah,
Plain and Tall: Winter’s End) she plays strong, nurturing, virtuous,
and yet vulnerable women. Each character offers a different facet of
this model, from lesbian mother to repressed spinster, but the results
ultimately reaffirm feminine strength, love, and determination. Even
her ‘‘role’” as Kala in the animated Tarzan emphasizes these cultur-
ally important characteristics of nurturing. In Reversal of Fortune,
Meeting Venus, The Paper, Cookie’s Fortune, and 101 Dalmations
she plays strong, sexy, independent, and manipulative women who
are punished in some way for the problems they create. In Reversal of
Fortune she plays ‘‘Sunny’’ von Bulow whose *‘failure’’ to be
a traditional mother offers another explanation why her husband
attempts to kill her. In Meeting Venus she plays Karin Anderson, an
opera diva whose affair with a conductor destroys the conductor’s
marriage. In The Paper she plays Alicia Clark, the managing editor of
a New York daily newspaper. She engages in a surprisingly physical
brawl with Michael Keaton, an altercation she ultimately wins. Yet
when accidentally shot, parallel editing equates her helplessness to
Michael Keaton’s wife’s emergency C-section. In Cookie’s Fortune
she plays Camille Dixon whose secret past, over-mothering, and class
consciousness leads to her nervous breakdown and imprisonment.
Occasionally this model is pushed to extremes, either for comic effect
(Cruella De Vil in 101 Dalmations gave Close the opportunity to play
a living cartoon, which she did with great fun and gusto) or melodra-
matic excess (Norma Desmond in the stage version of Sunset Boule-
vard allowed Close to turn in a stunningly psychotic—and musical—
performance as a deranged silent film star).

And like Davis, Close is both an actress and a star; finding a new
mannerism and vocal quality to make each character unique and
memorable, yet retaining that core persona which quietly states ‘‘this
is Glenn Close.”” Her most interesting films include Reversal of
Fortune, Meeting Venus, In the Gloaming, Paradise Road, the Sarah,
Plain and Tall trilogy, and Serving in Silence. In Reversal of Fortune,
playing a comatose Sunny von Bulow, Close appears in flashbacks as
a woman who suffers emotionally and physically from a diffident
husband, alienated children, diabetes, alcoholism, and a bourgeois
ennui. In Meeting Venus, Close portrays a celebrated artist confident
with her career but less certain about her romantic relationships. In /n
the Gloaming, Close’s touching performance as an upper-class mother
re-connecting with her dying son at the expense of her husband and
daughter earned her an Emmy nomination. In Paradise Road, Close’s
coolly detached patrician attitude disappears to reveal a warm and
caring leader, a survivor who keeps a group of women alive during
their years as prisoners of war. In the Sarah, Plain and Tall trilogy she
authors one of her most complex characters; an obdurate New
England spinster who answers a mail-order wife ad, moves to Kansas,
falls in love, and raises her new husband’s two children. Ostensibly
a Western, the films allow Close that rare opportunity to play
a woman who embodies the characteristics of both a nurturing mother
and a fiercely independent woman without lapsing into either stereo-
type. In Serving in Silence, Close masterfully creates another complex
character: a woman torn between her homosexual desire, her military
career, and her sons. That her performance never falls into caricature
and that the film allows a believable merger of these conflicting drives
(never forcing a choice) shows the maturity of Close’s acting tech-
niques and the film’s willingness to reflect more culturally (and
personally) diverse solutions to real problems. Close’s 20 year career
nicely parallels Hollywood’s shift from limited stereotypes in the
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1980s to a wider range of social beings in the 1990s. Her talents have
contributed to and benefitted from this change.

—Greg S. Faller

COBB, Lee J.

Nationality: American. Born: Leo Jacoby in New York City, 8 De-
cember 1911 (some sources list 9 December). Education: Attended
accounting classes at City College of New York (CCNY). Family:
Married 1) Helen Beverly, 1940 (divorced 1952), children: Vincent
and Julie; 2) Mary Hirsch, 1957, sons: Tony and Jerry. Career:
1920s—trained as a violinist, but broken wrist ended musical career;
1928—ran away from home to Hollywood, but failed to secure work
in film industry as actor; 1928-31—returned to New York City and
acted in radio dramas to pay for classes at CCNY; 1931—stage debut
at Pasadena Playhouse, California; 1934—film debut in serial Van-
ishing Shadow; 1935—joined Group Theater in New York; 1949—
role as Willie Loman in Arthur Miller’s Death of a Salesman on
Broadway; early 1950s—forced to testify before the House Un-
American Activities Committee; 1962—-66—starred as Judge Henry
Garth in TV series The Virginian; 1970-71—in TV series The Young
Lawyers. Died: In Woodland Hills, California, 11 February 1976.

Films as Actor:

1934 Vanishing Shadow (serial)

1937 North of the Rio Grande (Watt) (as Goodwin); Rustler’s
Valley (Watt) (as Cal Howard); Ali Baba Goes to Town
(David Butler)

1938 Danger on the Air (Garrett) (as Tony)

1939  Golden Boy (Mamoulian) (as Mr. Bonaparte); The Phantom
Creeps (serial)

1941 This Thing Called Love (Married but Single) (Hall) (as Julio
Diestro); Men of Boys Town (Taurog) (as Dave Morris);
Paris Calling (Marin) (as Schwabe)

1943 The Moon Is Down (Pichel) (as Dr. Winter); Tonight We Raid
Calais (Brahm) (as Bonnard); The Song of Bernadette
(Henry King) (as Dr. Dozous); Buckskin Frontier (The Iron
Road) (Selander) (as Jeptha Marr)

1944  Winged Victory (Cukor) (as doctor)

1946 Anna and the King of Siam (Cromwell) (as Kralahome)

1947 Boomerang (Kazan) (as Chief Robinson); Captain from Castile
(Henry King) (as Juan Garcia); Johnny O’Clock (Rossen)
(as Inspector Koch); Carnival in Costa Rica (Ratoff)

1948 The Miracle of the Bells (Pichel) (as Marcus Harris); Call
Northside 777 (Hathaway) (as Brian Kelly); The Luck of the
Irish (Koster) (as D. C. Augur)

1949 The Dark Past (Maté) (as Dr. Andrew Collins); Thieves’
Highway (Dassin) (as Mike Figlia)

1950 The Man Who Cheated Himself (Feist) (as Ed Cullen)

1951 Sirocco (Bernhardt) (as Col. Feroud); The Family Secret
(Levin) (as Howard Clark)

1952 The Fighter (Kline) (as Durango)

1953  The Tall Texan (Williams) (as Capt. Theodore Bess)
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1954

1955

1956

1957

1958

1959

1960

1962

1963

Yankee Pasha (Pevney) (as Sultan); Gorilla at Large (Har-
mon Jones) (as Det. Sgt. Garrison); On the Waterfront
(Kazan) (as Johnny Friendly); Day of Triumph (Pichel and
Coyle) (as Zadok)

The Racers (Such Men Are Dangerous) (Hathaway) (as
Maglio); The Road to Denver (Kane) (as Jim Donovan);
The Left Hand of God (Dmytryk) (as Mieh Yang)

The Man in the Gray Flannel Suit (Johnson) (as Judge
Bernstein); Miami Exposé (Sears) (as Bart Scott)

Twelve Angry Men (Lumet) (as Juror no. 3); The Three Faces
of Eve (Johnson) (as Dr. Luther); The Garment Jungle
(Aldrich and Vincent Sherman) (as Walter Mitchell)

The Brothers Karamazov (Richard Brooks) (as Fyodor
Karamazov); Man of the West (Anthony Mann) (as Dock
Tobin); Party Girl (Nicholas Ray) (as Rico Angelo)

But Not for Me (Walter Lang) (as Jeremiah MacDonald); The
Trap (The Baited Trap) (Panama) (as Victor Massonetti);
Green Mansions (Mel Ferrer) (as Nuflo)

Exodus (Preminger) (as Barak Ben Canaan)

The Brazen Bell (Sheldon—for TV); The Four Horsemen of
the Apocalypse (Minnelli) (as Julio Madariaga)

““The Outlaws’’ ep. of How the West Was Won (Hathaway)
(as Lou Ramsey); Come Blow Your Horn (Yorkin) (as
Mr. Baker)

1966
1967
1968

1970

1971

1973

1974

1975

Our Man Flint (Daniel Mann) (as Cramden)

In Like Flint (Gordon Douglas) (as Cramden)

Las Vegas 500 milliones (They Came to Rob Las Vegas; Les
Hommes de Las Vegas) (Isasi) (as Skorsky); Il giorno della
civetta (The Day of the Owl; La Maffia fait la loi; Mafia)
(Damiani) (as Don Mariano Arena); MacKenna’s Gold (J.
Lee Thompson) (as the editor); Coogan’s Bluff (Siegel) (as
Sheriff McElroy)

The Liberation of L. B. Jones (Wyler) (as Oman Hedgepath);
Macho Callahan (Kowalski) (as Duffy)

Heat of Anger (Taylor—for TV); Lawman (Winner) (as
Vincent Bronson)

Double Indemnity (Smight—for TV); The Man Who Loved
Cat Dancing (Sarafian) (as Lapchance); La polizia sta
a guardare (Infascelli); The Exorcist (Friedkin) (as Lt.
Kinderman)

Dr. Max (Goldstone—for TV) (title role); The Great Ice
Ripoff (Curtis—for TV); Trapped beneath the Sea
(Graham—for TV) (as Victor Bateman); Venditore di
palloncini (The Last Circus Show; The Balloon Vendor;
Last Moments) (Gariazzo)

Mark il poliziotta (Blood, Sweat and Fear) (Massi); Ultima-
tum alla citta (Ultimatum); That Lucky Touch (Miles) (as
Lt. Gen. Henry Steedman)

249



COBURN

ACTORS AND ACTRESSES, 4" EDITION

1976 I Amici di Nick Nezard (Nick the Sting) (Di Leo); Cross Shot
(La legge violenta della squadra anticrimine) (Massi)
1979  Arthur Miller on Home Ground (Rasky)

Publications
On COBB: articles—

Current Biography 1960, New York, 1960.

Obituary in New York Times, 12 February 1976.

Pickard, Roy, ‘‘Lee J. Cobb,”’ in Films in Review (New York),
November 1977.

Cobb, Julie, ‘‘Lee J. Cobb: My Father,”” in Close-Ups: The Movie
Star Book, edited by Danny Peary, New York, 1978.

Ecran (Paris), April 1978.

Lee J. Cobb died while preparing to repeat in Exorcist II: The
Heretic the role of investigating detective he played in the original
film. It was an ironic end for an actor whose impeccable credentials
would, on any European stage, have earned him fame and honor.
Unfortunately, this fine character actor, who appeared in the early
plays of Odets for the Group Theatre and created Willy Loman in
Arthur Miller’s Death of a Salesman, spent most of a long screen
career in distinctive but undemanding work.

On occasion, Cobb would play thoughtful, supportive characters,
such as the psychiatrist who attempts to cure Joanne Woodward of her
psychological disorder in The Three Faces of Eve. But in his best
screen roles, he was effectively cast as an urban predator paradoxi-
cally tormented by twentieth-century anxieties: a wolf with an ulcer.
Cobb redeemed a score of routine roles as gang boss, cop, or rancher
with his capacity for conveying disquiet or a residual sensitivity.
Behind his snarl lurked a weakness that already had betrayed him or
would do so in the last reel. Gang-boss Rico Angelo in Party Girl is
softened by a fugitive sentimentality toward Robert Taylor’s tame
cultivated attorney, while loneliness for the son he terrorized away
from him racks the bigot in Twelve Angry Men.

In comedy Cobb seldom convinced. His Jewish father in Come
Blow Your Horn is a performance anyone might have given. But in
Don Siegel’s Coogan’s Bluff he played a weary and impatient New
York detective to some effect against Eastwood’s Arizona cowboy cop.

Sensitive or not, Cobb had the crooked mouth that allowed him to
play pure evil. Pouring acid over a paper party decoration in Party
Girl to demonstrate what might happen to Cyd Charisse’s face,
blustering himself into exhausted acquiescence to Henry Fonda’s
intelligence and logic in Twelve Angry Men or, most memorably, as
union racketeer Johnny Friendly, ranting at the longshoremen whom
Marlon Brando leads back to work in On the Waterfront, he defined
for all time a sector in the outer limits of urban desperation.

From an acting standpoint, On the Waterfront is most fondly
recalled for the legendary ‘I coulda been a contender’’ taxicab scene
between Marlon Brando and Rod Steiger. But Cobb’s electrifying
performance as Friendly—a bully destined to crumble and fall when
one man becomes determined to defy him—remains every bit as
impressive as those of Brando and Steiger.

—John Baxter, updated by Rob Edelman
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COBURN, James

Nationality: American. Born: Laurel, Nebraska, 31 August 1928.
Education: Studied acting at Los Angeles City College and Univer-
sity of Southern California; studied acting with Stella Adler in New
York. Military Service: U.S. Army during World War II, served as
radio operator. Family: Married Beverly Kelly, 1959, children:
James IV and Lisa. Divorced, 1979; Married Paula Murad, 1993.
Career: 1940s—stage debut at La Jolla Playhouse in Billy Budd,
early 1950s—in television commercials and various live drama series
including Studio One; 1959—film debut in Ride Lonesome; 1960s-
1980s—formed production companies Panpiper, and later Armaged-
don Productions; 1960-61—in TV series Klondike, and Acapulco,
1961; 1977—began directing with episode of TV series The Rockford
Files; 1978—in TV mini-series The Dain Curse; 1981-82—host of
TV series Darkroom; 1992—in TV series The Fifth Corner. Agent:
Special Artists, 335 North Maple Drive, #360, Beverly Hills, CA
90210, U.S.A.

Films as Actor:

1959 Ride Lonesome (Boetticher) (as Wid); Face of a Fugitive
(Wendkos) (as Purdy)

1960 The Magnificent Seven (John Sturges) (as Britt)

1962 Hell Is for Heroes (Siegel) (as Cpl. Henshaw); The Murder
Men (Peyser—for TV)

1963 The Great Escape (John Sturges) (as ‘“The Manufacturer’’
Sedgwick); Charade (Donen) (as Tex Panthollow); The
Man from Galveston (Conrad) (as Boyd Palmer)

1964 The Americanization of Emily (Hiller) (as Lt. Cmdr. ‘‘Bus”’
Cummings)

1965 Major Dundee (Peckinpah) (as Samuel Potts); A High Wind in
Jamaica (Mackendrick) (as Zac); The Loved One (Richard-
son) (as immigration officer)

1966 Our Man Flint (Daniel Mann) (as Derek Flint); What Did You
Do in the War, Daddy? (Edwards) (as Lt. Christian); Dead
Heat on a Merry-Go-Round (Girard) (as Eli Kotch)

1967 In Like Flint (Gordon Douglas) (as Derek Flint); Waterhole #3
(Graham) (as Lewton Cole); The President’s Analyst
(Flicker) (as Dr. Sidney Schaefer)

1968 Duffy (Parrish) (title role); Candy (Marquand) (as Dr. Krankeit)

1969 Hard Contract (Pogostin) (as John Cunningham); Blood Kin
(The Last of the Mobile Hot-Shots) (Lumet)

1972  Gin la testa (Duck, You Sucker!; A Fistful of Dynamite)
(Leone) (as Sean Mallory); The Honkers (Ihnat) (as Lew
Lathrop); The Carey Treatment (Edwards) (as Peter Carey)

1973  The Last of Sheila (Ross) (as Clinton); Pat Garrett and Billy
the Kid (Peckinpah) (as Pat Garrett); Harry in Your Pocket
(Harry Never Holds) (Geller) (title role); Una ragione per
vivere e una per morire (A Reason to Live, a Reason to Die;
Massacre at Fort Holman) (Valerii) (as Col. Pembroke)

1974  The Internecine Project (Ken Hughes) (as Robert Elliot)

1975 Bite the Bullet (Richard Brooks) (as Luke Matthews); Hard
Times (The Streetfighter) (Walter Hill) (as Spencer
““‘Speed”” Weed)

1976  Sky Riders (Hickox) (as Jim McCabe); Midway (The Battle of
Midway) (Smight) (as Capt. Vinton Maddox); The Last
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James Coburn (second from left) with Nick Nolte, Willem Dafoe, and Sissy Spacek in Affliction

1977
1979

1980

1981

1983
1984
1985

1986

1988
1989

1990
1991

Hard Men (McLagen) (as Zach Provo); White Rock
(Maylam) (as narrator); A Fast Drive in the Country: The
Heydays of Le Mans (Maylam) (as narrator)

Cross of Iron (Peckinpah) (as Steiner)

Firepower (Winner) (as Jerry Fanon/Eddie); The Muppet
Movie (Frawley) (as El Sleezo Cafe Owner); Goldengirl
(Sargent) (as Jack Dryden)

Mpr. Patman (Guillermin) (title role); Loving Couples (Smight)
(as Walter); The Baltimore Bullet (Robert Ellis Miller) (as
Nick Casey)

High Risk (Raffill) (as Serrano); Looker (Michael Crichton)
(as John Reston); Jacqueline Susann’s Valley of the Dolls
(Valley of the Dolls) (Grauman—for TV) (as Henry Bellamy)

Malibu (Swackhamer—for TV); Digital Dreams (Dornhelm)

Draw! (Steven Hilliard Stern—for TV) (as Sam Starret)

Martin’s Day (Alan Gibson) (as Lt. Lardner); Sins of the
Father (Sinkel—for TV) (as Frank Murchison)

Death of a Soldier (Mora) (as Maj. Patrick Danneberg);
Mackendrick (Quarrie—for TV)

Walking after Midnight (Kay)

Place of Skulls (Logan—for TV); Tag till Himlen (Anderberg);
Call from Space (Fleischer)

Young Guns II (Murphy) (as John Chisum)

Hudson Hawk (Lehmann) (as George Kaplan); Helicon (Eng)

1992

1993

1994

1995

1996
1996
1997

1998

1999

The Player (Altman) (as himself); Hugh Hefner: Once upon
a Time (Heath—doc) (as narrator); Crash Landing: The
Rescue of Flight 232 (A Thousand Heroes) (Lamont
Johnson—for TV) (as Jim Hathaway)

Sister Act 2: Back in the Habit (Duke) (as Mr. Crisp); Deadfall
(Christopher Coppola) (as Mike Donan); The Hit List
(Webb—for TV) (as Peter Mayhew)

Ray Alexander: A Taste for Justice (Gary Nelson—for TV)
(as Jeffrey Winslow); Greyhounds (Manners—for TV) (as
John Dolan); A Christmas Reunion (as Santa Claus); Mav-
erick (Richard Donner) (as Commodore)

The Set Up (as Jeremia Cole); The Avenging Angel (Baxley—
for TV) (as Porter Rockwell); Ray Alexander: A Menu for
Murder (Gary Nelson—for TV) (as Jeffrey Winslow)

Eraser (Chuck Russell)

The Nutty Professor (Shadyac) (as Harlan Hartley)

The Second World War (Dante—for TV) (as Jack Buchan);
Keys to Tulsa (Greif) (as Harman Shaw)

Mr. Murder (Lowry—for TV) (as Drew Oslett Sr.); Affliction
(Schrader) (as Glen Whitehouse); Payback (Helgeland) (as
Fairfax)

The Good Doctor (Orkin—short) (as Dr. Samuel Roberts);
Noah’s Ark (Irvin—for TV) (as Peddler); Shake, Rattle and
Roll: An American Love Story (Robe—for TV) (as Morris
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Gunn); Arnold Schwarzenegger: Hollywood Hero (Baker—
for TV) (as Himself)

2000 Missing Pieces (Schenkel—for TV) (as Atticus Cody); In-
trepid (Putch) (as Captain Hal Josephson); The Good
Doctor (Orkin) (as Samuel Roberts)

2001  Proximity (Ziehl); Monsters, Inc. (Docter and Silverman—
animation) (as voice of Henry J. Waternoose)

Other Films:

1978 Convoy (Peckinpah) (second unit d)
1979  Circle of Iron (The Silent Flute) (Richard Moore) (co-story)

Publications
By COBURN: articles—

‘‘James Coburn on Acting, Directors, Hollywood, and the Movies,”’
interview with C. L. Hanson, in Cinema (Beverly Hills), Decem-
ber 1965.

““James Coburn: His Life and Hard Times,”’” interview with J.
Leydon, in Take One (Montreal), December 1975.

‘‘Becoming Involved,”” interview with G. Gow, in Films and Filming
(London), November 1978.

On COBURN: articles—

““Cool Killer,”” in Films Illustrated (London), September 1974.

Ecran (Paris), May 1978.

Ciné Revue (Paris), 10 November 1983.

Goodman, Mark, ‘‘Return of Our Man Flint,”” in People Weekly
(New York), 17 June 1991.

“‘Silver Fox,”” in Variety (New York), 15 July 1991.

Péguillan, Frédéric, ‘Il Etait Sept Fois Dans L’Ouest,”” in Télérama
(Paris), September 19, 1995.

Coburn began his film career with supporting roles in that most
American genre, the Western, and found much success playing quiet
butrugged (and usually deadly) gunslingers. His poised, laconic knife
thrower in the box office hit The Magnificent Seven prompted director
John Sturges to give Coburn an even meatier role in the classic war
film, The Great Escape, another genre in which Coburn’s screen
personal fit comfortably well—although he, and everyone else in the
respective casts of both films, were overshadowed by the scene
stealing Steve McQueen, who was then on the verge or superstardom.
Coburn’s role as the one-armed scout in Sam Peckinpah’s Major
Dundee and the sheriff in the same director’s Pat Garrett and Billy the
Kid are refined and more mature versions of his early Western and
War film roles for such directors as Budd Boetticher, Sturges and Don
Siegel. As Garrett, Coburn is still quiet, but his face is worn and his
whole manner suggests wearily gained experience. He brought the
same qualities to his performance as the battle-hardened German
soldier Steiner in Peckinpah’s grim World War II opus Cross of Iron.
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Coburn’s association with Peckinpah, a close friend as well as
a filmmaker the actor particularly admired, extended to Coburn’s
taking over some of the directorial chores on Peckinpah’s modern day
Western Convoy when Peckinpah’s alcoholism, drug taking, and
other eccentricities rendered him incapable of carrying on.

Coburn branched out from the Western and War film by playing
an American hero different from the strong silent type. His roles in
Dead Heat on a Merry-Go-Round, Harry in Your Pocket, and Hard
Times were as talkative con men and hustlers. Coburn’s pace, so
restrained and controlled in the Westerns, is in high gear in these
films. Words fly out of his mouth at such speed that one can barely
keep up, let alone understand the plans, logic, or details being given.
The gangster film Hard Contract, in which Coburn appeared as a hit
man, made use of these same qualities, but the film turned out
a pretentious talkathon, rather than the intellectual thriller it was
intended to be.

Coburn is not limited to these basic types. Audiences have
accepted him in roles that placed him in operating rooms, gambling
casinos, and even a boxing gym. His versatility has allowed him to
resist being typecast as an action hero, and Coburn’s career is
noteworthy for balancing lead and character parts. The common
denominator of his roles is the character’s air of confidence, often
coupled with sophistication. This characteristic combination is prob-
ably at the root of his success in comic roles which are often parodies
of his serious ones. Much like Marvin in Cat Ballou, Coburn can
reprise the serious types he has successfully portrayed, playing them
for laughs. One of his most popular films, the James Bond spoof In
Like Flint, displays this ability. Derek Flint, ace of spies, deftly
conquers every obstacle and villain. His victories are achieved so
easily that the battles become humorous. This effortlessness must be
accepted by the audience, and it is here that the confidence and
sophistication come into play, as Coburn makes saving the world look
like a relaxed weekend romp in the tropics.

As the Western began to make another of its short-lived come-
backs following the success of Costner’s Dances with Wolves and
Eastwood’s Unforgiven, Coburn returned to the genre in which he had
made his name early on—in Donner’s Maverick, a bloated homage to
the classic television series, appearing along with many other movie
and television Western stars of the past in a cameo role. Now one of
the old guard in Hollywood who has been around long enough to earn
mostly life achievement and other career acknowledgment awards, he
broke through in 1999 with a bonafide Academy Award nomination
(his first) as Best Supporting Actor in Paul Schrader’s adaptation of
the Russell Banks novel Afffiction. For his searing portrayal of Nick
Nolte’s alcoholic, abusive father in that film, Coburn was voted
a shoe-in for taking home the prize by Hollywood odds-makers. And
they were right. He did.

—Ray Narducy, updated by John McCarty

COLBERT, Claudette

Nationality: American. Born: Claudette Lily Chauchoin in Paris,
France, 13 September 1903. Education: Attended Washington Irving
High School, New York, graduated 1923; studied briefly at Art
Students League, New York. Family: Married 1) the actor Norman
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Claudette Colbert with Henry Wilcox in Cleopatra

Foster, 1928 (divorced 1935); 2) Dr. Joel J. Pressman, 1935 (died
1968). Career: 1912—family moved to New York; 1923—met
playwright Anne Morrison, offered bit part in her The Wild Westcotts;
changed name to Colbert; 1925-26—on Broadway in A Kiss in
a Taxi; 1927—first film role, for Paramount at Astoria studios;
1929—first talkie, The Hole in the Wall, Paramount contract; 1944—
terminated Paramount contract; 1952—-55—worked in European films
and theater; 1956—replaced Margaret Sullavan in Broadway produc-
tion of Janus; occasional stage appearances: with Rex Harrison on
Broadway in The Kingfisher, 1978, and in London and New York in
Aren’t We All?, 1984-85; 1984—tribute staged by Film Society of
Lincoln Center; 1987—in TV mini-series The Two Mrs. Grenvilles.
Awards: Best Actress Academy Award, for It Happened One Night,
1934. Died: July 29, 1996.

Films as Actress:

1927  For the Love of Mike (Capra) (as Mary)
1929  The Hole in the Wall (Florey) (as Jean Oliver); The Lady Lies
(Henley) (as Joyce Roamer)

1930

1931

1932

1933

The Big Pond (Henley) (as Barbara Billings); La Grande
Mare (Henley—French version of The Big Pond); Young
Man of Manhattan (Bell) (as Ann Vaughn); Manslaughter
(Abbott) (as Lydia Thorne); L’Enigmatique Monsieur Parkes
(Gasnier—French version of Slightly Scarlet) (as Lucy de
Stavrin)

Honor among Lovers (Arzner) (as Julia Traynor); The Smiling
Lieutenant (Lubitsch) (as Franzi); Le Lieutenant souriant
(Lubitsch—French version of The Smiling Lieutenant);
Secrets of a Secretary (Abbott) (as Helen Blake); His
Woman (Sloman) (as Sally Clark)

The Wiser Sex (Viertel) (as Margaret Hughes); The Mislead-
ing Lady (Walker) (as Helen Steele); The Man from Yester-
day (Viertel) (as Sylvia Suffolk); Phantom President
(Taurog) (as Felicia Hammond); The Sign of the Cross
(Cecil B. DeMille) (as Empress Poppaea); Make Me a Star
(Beaudine) (as guest star)

Tonight Is Ours (Walker) (as Princess Nadja); I Cover the
Waterfront (Cruze) (as Julie Kirk); Three-Cornered Moon
(Nugent) (as Elizabeth Rimplegar); Torch Singer (Broad-
way Singer) (Hall and Somnes) (as Sally Trent/Mimi Barton)
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1934  Four Frightened People (Cecil B. DeMille) (as Judy
Cavendish); It Happened One Night (Capra) (as Ellie
Andrews); Cleopatra (Cecil B. DeMille) (title role); Imita-
tion of Life (Stahl) (as Beatrice Pullman)

1935 The Gilded Lily (Ruggles) (as Lillian David); Private Worlds
(La Cava) (as Dr. Jane Everest); She Married Her Boss (La
Cava) (as Julia Scott); The Bride Comes Home (Ruggles)
(as Jeanette Desmereau)

1936  Under Two Flags (Lloyd) (as Cigarette)

1937 Maid of Salem (Lloyd) (as Barbara Clarke); I Met Him in
Paris (Ruggles) (as Kay Denham); Tovarich (Litvak) (as
Grand Duchess Tatiana Petrovna)

1938 Bluebeard’s Eighth Wife (Lubitsch) (as Nicole de Loiselle)

1939  Zaza (Cukor) (title role); Midnight (Leisen) (as Eve Peabody/
“‘Baroness Czerny’’); It’s a Wonderful World (Van Dyke)
(as Edwina Corday); Drums along the Mohawk (Ford) (as
Lana ‘‘Magdelana’’ Martin)

1940 Boom Town (Conway) (as Betsy Bartlett); Arise My Love
(Leisen) (as Augusta Nash)

1941 Skylark (Sandrich) (as Lydia Kenyon); Remember the Day
(Henry King) (as Nora Trinell)

1942 The Palm Beach Story (Preston Sturges) (as Gerry Jeffers);
Hedda Hopper’s Hollywood No. 6

1943 So Proudly We Hail (Sandrich) (as Lt. Janet Davidson); No
Time for Love (Leisen) (as Katherine Grant)

1944 Since You Went Away (Cromwell) (as Anne Hilton); Practi-
cally Yours (Leisen) (as Peggy Martin)

1945  Guest Wife (Wood) (as Mary)

1946 Tomorrow Is Forever (Pichel) (as Elizabeth MacDonald
Hamilton); Without Reservations (LeRoy) (as Christopher
“Kit’> Madden); The Secret Heart (Leonard) (as
Lee Addams)

1947 The Egg and I (Erskine) (as Betty MacDonald)

1948  Sleep, My Love (Sirk) (as Alison Courtland); Family Honey-
moon (Binyon) (as Katie Armstrong Jordan)

1949  Bride for Sale (William D. Russell) (as Nora Shelly)

1950 Three Came Home (Negulesco) (as Agnes Keith); The Secret
Fury (Mel Ferrer) (as Ellen)

1951 Thunder on the Hill (Bonaventure) (Sirk) (as Sister Mary
Bonaventure); Let’s Make It Legal (Sale) (as Miriam
Halsworth)

1952 The Planter’s Wife (Outpost in Malaya) (Annakin) (as
Liz Frazer)

1953  Si Versailles m’était conté (Affairs in Versailles; Royal Affairs
in Versailles) (Guitry) (as Mme. de Montespan)

1954 ““Elizabeth’’ ep. of Destinées (Daughters of Destiny; Love,
Soldiers and Women;, Lysistrata) (Pagliero) (as Elizabeth I)

1955 Texas Lady (Whelan) (as Prudence Webb)

1960 Parrish (Daves) (as Ellen McLean)

1986 Three Came Home (Negulesco—for TV)

Publications

By COLBERT: article—

Interview in Films (London), August 1984.

254

On COLBERT: books—

Everson, William K., Claudette Colbert, New York, 1976.
Quirk, Lawrence J., Claudette Colbert: An Illustrated Biography,
New York, 1985.

On COLBERT: articles—

Pacheco, Joseph B., Jr., “‘Claudette Colbert,”” in Films in Review
(New York), May 1970.

Scott, Allan, ‘‘Claudette Colbert: Broadway Belle,”” in Close-Ups:
The Movie Star Book, edited by Danny Peary, New York, 1978.

Shipman, David, in The Great Movie Stars: The Golden Years, rev.
ed., London, 1979.

Harvey, S., “‘Legs,”’ in Film Comment (New York), March/April 1984.

Sigal, Clancy, ‘‘Claudette in Control,”’ in Listener (London), 26
April 1984.

National Film Theatre Booklet (London), July 1984.

Denby, David, ‘A Tale of Two Sillies,”” in Premiere (New York),
June 1990.

Dudar, H., ‘‘Claudette Colbert Revels in a Happy, Starry Past,”” in
New York Times, 27 October 1991.

“‘90th Birthday for Claudette Colbert,”” in New York Times, 15
September 1993.

Cohen, Meg, ‘It Happened One Night: Actress Claudette Colbert
Reminisces on Film with Clark Gable,”’ in Harper’s Bazaar (New
York), January 1994.

Obituary in EPD Film (Frankfurt), September 1996.

Obituary in Variety, 5 August 1996.

Obituary in Sight and Sound (London), March 1997.

* * *

Claudette Colbert is the epitome of Hollywood glamour, but not
the glamour that comes bolstered by furs and feathers like Dietrich’s
or by mystery and aloneness like Garbo’s. Colbert’s glamour is the
sort that women attain for themselves by using their intelligence to
create a timeless personal style. Itis an attainable kind of glamour, but
only if one has the natural gifts of brains and beauty associated with
Colbert.

Colbert is most often remembered for her expert comic timing,
which was displayed in a series of screwball comedies she made
throughout the 1930s and 1940s, chief among them her Academy
Award-winning performance in Frank Capra’s It Happened One
Night. In that film, Colbert took out a patent on the runaway heiress
character, and anyone else who played such a role did so in her
shadow. All her comedies present her as a well-dressed modern
woman who can handle any situation. Midnight opens on a rainy night
in which a train pulls into a Paris station, bearing Colbert, asleep, in
a third-class coach. She is without funds, without luggage, and
without contacts, but she is nevertheless wearing a fabulous silver
lamé evening gown. She wakes up, picks the straw out of her hair, and
steps confidently out into the lousy weather, her wits sharp and her
wardrobe up to whatever social advantage she can promote. This
illustrates a typical Colbert comedy character—the woman of re-
source, humor, style, and, above all else, confidence.

Despite her association with comedy, Colbert played a wide range
of roles. Her versatility is seldom commented on, but it is reflected in
her other two Oscar nominations: for her role as a psychiatrist in
Private Worlds, and as a wartime wife in Since You Went Away. She
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appeared in mysteries, costume dramas, melodramas, musicals, and
epics. She portrayed everyone from Cleopatra to a modern egg
farmer, a villainess to a maid of Salem, an authoress to a nun.
Whatever the role, her grace and timing always prevented her from
seeming to be humiliated or defeated. Thus, she could endure a prison
camp, as in Three Came Home, go out of control on a bobsled in  Met
Him in Paris, or fall about in a ship’s galley while trying to fry a fish in
Skylark, without ever seeming to lose her ladylike grace. This quality,
coupled with her delicate features, might have doomed her to stuffy
roles had she not also projected a genuine warmth, enhanced by an
unforgettable laugh, a delicious speaking voice, and a sparkling
quality that humanized her.

At first Colbert planned to become a fashion designer, but a grow-
ing interest in dramatics led her to Broadway. She became respected
and popular primarily as a result of her 1927 performance as a carni-
val snake charmer in The Barker, a success which led inevitably to
a film career. Her first big hit was as the seductress, Empress Poppaea,
in Cecil B. DeMille’s The Sign of the Cross, and she might have
become typed as a villainess had she not been assigned to It Happened
One Night.

Colbert became known in Hollywood for her shrewd business
sense, and the successful direction of her career is said to be largely
due to her own good instincts. She left the comforts of a Paramount
contract after appearing in Practically Yours in 1944, and spent the
rest of her Hollywood years as a freelance artist. Her one big career
disappointment was due to an illness which forced her to step out of
the leading role in All about Eve, which then went to Bette Davis.
Otherwise Colbert maintained a steady pace until she chose to retire
after playing a mother in Parrish. Although that remains her last
feature film, she found continuing popularity and acceptance in the
theater, having returned to leading roles in New York and London.
After a 25-year hiatus from movies, she gave a heralded performance
in the television mini-series The Two Mrs. Grenvilles, playing the
matriarch of a socially prominent family.

Claudette Colbert is the sort of actress whose best qualities were
those that the passage of time could not date or diminish: a sense of
wit, a core of strength, and, above all, a strong projection of intelli-
gence. Had she been only a clotheshorse, or a model of whatever
glamorous style was currently in fashion, she would not have lasted.
Yet her good looks, slim figure, and timeless chic endured over seven
decades of work in film and theater. She herself said it best, ‘I don’t
need that awful artificial glamour that Hollywood devises for people
who don’t have any personalities.”” Colbert’s ability to create her own
brand of glamour helped her outlast many of her less self-sufficient
contemporaries.

—Jeanine Basinger, updated by Audrey E. Kupferberg

COLMAN, Ronald

Nationality: British. Born: Richmond, Surrey, 9 February 1891.
Education: Attended London University. Family: Married 1) the
actress Thelma Victoria Maud, 1918 (divorced 1935); 2) the actress
Benita Hume, 1938, daughter: Julia Benita Colman. Military Serv-
ice: Served with London Scottish during World War I; wounded at
Messines and decorated with Mons medal, invalided out of service.
Career: 1908—office boy with British Steamship Company while
performing with Bancroft Amateur Dramatic Society; 1916-20—on

London stage; 1919—feature film debut in The Toilers; 1920—
emigrated to America and appeared in various stage roles, including
small part with George Arliss in The Green Goddess; 1923—chosen
by Lillian Gish as leading man in film The White Sister; 1924—
invited to Hollywood by Samuel Goldwyn; early 1930s—star status
acknowledged when Goldwyn allows him luxury of making only one
film per year; 1933—sued Goldwyn for false publicity concerning
rumors of his drinking on set of The Masquerader; 1940s—began
working on radio, including regular guest spots with wife Benita
Hume on Jack Benny’s program; 1950-52—starred with Benita
Hume in radio series The Halls of Ivy, and in TV series, 1954-55.
Awards: Best Actor Academy Award, for A Double Life, 1947. Died:
In Santa Barbara, California, 19 May 1958.

Films as Actor:

1917 The Live Wire (Dewhurst—short, never released)

1919 The Toilers (Watts) (as Bob); A Daughter of Eve (Walter
West); Sheba (Hepworth); Snow in the Desert (Walter
West) (as Rupert Sylvester)

1920 A Son of David (Plumb) (as Maurice Phillips); Anna the
Adventuress (Hepworth) (as Walter Brendan); The Black
Spider (Humphrey) (as Vicomte de Beauvais)

1921 Handcuffs or Kisses? (Archainbaud) (as Lodyard)

1923  The White Sister (Henry King) (as Capt. Giovanni Severi);
The Eternal City (Fitzmaurice)

1924 $20 a Week (Weight) (as Chester Reeves); Tarnish (Fitzmaurice)
(as Emmet Carr); Romola (Henry King) (as Carlo Bucellini)

1925 Her Night of Romance (Franklin) (as Paul Menford); A
Thief in Paradise (Fitzmaurice) (as Maurice Blake); The
Sporting Venus (Neilan) (as Donald MacAllan); His Supreme
Moment (Fitzmaurice) (as John Douglas); Her Sister from
Paris (Franklin) (as Joseph Weyringer); The Dark Angel
(Fitzmaurice) (as Capt. Alan Trent); Stella Dallas (Henry
King) (as Stephen Dallas); Lady Windermere’s Fan
(Lubitsch) (as Lord Darlington)

1926  Kiki (Clarence Brown) (as Victor Renal); Beau Geste (Brenon)
(as Michael ‘‘Beau’’ Geste); The Winning of Barbara
Worth (Henry King) (as Willard Holmes)

1927 The Night of Love (Fitzmaurice) (as Montero); The Magic
Flame (Henry King) (as Tito the Clown/Cassati the Count)

1928 Two Lovers (Niblo) (as Mark Van Rycke)

1929 The Rescue (Brenon) (as Tom Lingard); Bulldog Drummond
(F. Richard Jones) (title role); Condemned! (Ruggles) (as
Michel Auban)

1930 Raffles (Fitzmaurice and d’Arrast) (as A. J. Raffles); The
Devil to Pay (Fitzmaurice) (as Willie Hale)

1931 The Unholy Garden (Fitzmaurice) (as Barrington Hunt);
Arrowsmith (John Ford) (as Dr. Martin Arrowsmith)

1932 Cynara (I Was Faithless) (King Vidor) (as Jim Warlock)

1933 The Masquerader (Wallace) (as Sir John Chilcote/John Loder)

1934  Bulldog Drummond Strikes Back (Del Ruth) (as Hugh
Drummond)
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Ronald Colman with Lilyan Tashman in Bulldog Drummond

1935
1936
1937
1938
1939
1940
1941
1942
1944

1947

1950

1956

1957
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Clive of India (Boleslawski) (as Robert Clive); The Man Who
Broke the Bank at Monte Carlo (Roberts) (as Paul Gallard);
A Tale of Two Cities (Conway) (as Sydney Carton)

Under Two Flags (Lloyd) (as Sgt. Victor)

Lost Horizon (Capra) (as Robert Conway); The Prisoner of
Zenda (Cromwell) (as Rudolf Rassendyll/King Rudolph V)

If I Were King (Lloyd) (as Francois Villon)

The Light that Failed (Wellman) (as Dick Heldar)

Lucky Partners (Milestone) (as David Grant/Paul Knight
Somerset)

My Life with Caroline (Milestone) (as Anthony Mason)

The Talk of the Town (Stevens) (as Michael Lightcap);
Random Harvest (LeRoy) (as Charles Rainier/John
““‘Smithy’” Smith)

Kismet (Oriental Dream) (Dieterle) (as Hafiz)

The Late George Apley (Joseph L. Mankiewicz) (title role); A
Double Life (Cukor) (as Anthony John)

Champagne for Caesar (Whorf) (as Beauregard Bottomley);
Shakespeare’s Theater: The Globe Playhouse (W. and M.
Jordan) (as narrator)

Around the World in Eighty Days (Anderson) (as railway
official)

The Story of Mankind (Irwin Allen) (as Spirit of Man)

Publications
On COLMAN: books—

Griffith, Richard, Samuel Goldwyn: The Producer and His Films,
New York, 1956.

Colman, Juliet Benita, Ronald Colman: A Very Private Person, New
York, 1975.

Quirk, Lawrence J., The Films of Ronald Colman, Secaucus, New
Jersey, 1977.

Smith, R. Dixon, Ronald Colman, Gentleman of the Cinema: A Biog-
raphy and Filmography, Jefferson, North Carolina, 1991.

Frank, Sam, Ronald Colman: A Bio-Bibliography, foreword by
Robert E. Morsberger, Westport, Connecticut 1997.

On COLMAN: articles—

Current Biography 1943, New York, 1943.

Jacobs, Jack, ‘‘Ronald Colman,”’ in Films in Review (New York),
April 1958.

Obituary in New York Times, 20 May 1958.

Richards, Jeffrey, ‘‘Ronald Colman and the Cinema of Empire,”” in
Focus on Film (London), September/October 1970.

Fox, Julian, in Films and Filming (London), March and April 1972.
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Whyatt, Jane, ‘‘Ronald Colman: Elegant Englishman,’’ in Close-Ups:
The Movie Star Book, edited by Danny Peary, New York, 1978.

Films and Filming (London), April 1983.

The Listener (London), 15 March 1984.

Suave, debonair, a gentleman hero with dashing good looks,
Ronald Colman is the quintessential Hollywood-Englishman. One of
the few stars of the silent era to maintain and even increase their
popularity after the transition to sound, Colman was a leading man for
more than 20 years, for in addition to his handsome grace, Colman
possessed a beautifully cultured and modulated voice. Colman is
known for roles where he is above all polite and well-mannered, but
the source of his success may lie beyond his ability to portray
characters who are refined but sentimental, mysterious but thought-
ful. As Sheridan Morley points out, Colman’s sense of humor made
him stand out from other good-looking Englishmen. Moreover,
Colman was a consummate craftsman; director George Cukor ex-
plains that Colman knew more about acting for the camera than any
actor he had worked with.

Colman began with small parts in the theater. His (silent) film
career received its greatest impetus in the two films he made with
Lillian Gish, The White Sister and Romola. Handsome, graceful,
exuding good nature, he complemented Gish, and demonstrated the
magnetism that captured the public in subsequent starring vehicles
such as The Dark Angel and Beau Geste. Reviewers of the time noted
that Colman was stepping into the shoes of Rudolph Valentino and
John Gilbert.

Colman’s first sound film, Bulldog Drummond, for which he
received an Academy Award nomination, might be a surprise to
viewers who know the actor primarily for his later films, because he
races through this rather madcap detective story with a verve and
athleticism that recall Douglas Fairbanks, and his dialogue delivery
matches the humor and panache of his physical presence. That same
vibrant intensity informs his portrayal of Robert Clive’s rise from
office boy to British officer in Clive of India.

By the mid-1930s, Colman’s performances in such films as Clive
of India, Arrowsmith, A Tale of Two Cities, Lost Horizon, The
Prisoner of Zenda had made him one of the most popular male stars in
Hollywood. Sought after for ‘‘important’ pictures, Colman played
the selfless hero and the noble Englishman in film after film. In A Tale
of Two Cities, Colman comforts Elizabeth Allan on the way to the
guillotine, richly atoning, ‘It is a far, far better thing I do’’; in Lost
Horizon he incarnates the idealism of author James Hilton and
director Frank Capra.

There was no diminution of Colman’s romantic appeal in the
1940s. Exemplary of MGM’s Anglophilia, Random Harvest proved
to be one of the most popular films of the war years, and it united
Colman with a particularly congenial co-star, Greer Garson. Colman’s
star image, in part that of the Englishman who is reserved to the point
of shyness, contributes to the film, as do his intelligent choices in
representing Smithy/Rainier—Colman conveys the profound impact
of finally, suddenly recognizing Paula’s voice as the voice of his long-
lost love in one simple move: with his back to us, he simply raises
his head.

A Double Life, the film for which Colman received an Academy
Award, is an intriguing commentary on acting, and, in particular, the
performances of a star such as Colman, a ‘‘movie’’ actor par
excellence, who in this film plays a ‘‘legitimate’” actor who becomes

so immersed in the role of Othello that he is pushed to murder. Here,
Colman, the dashing romantic lead, is measured against one of the
great tragic roles in the Western tradition. Our sense of Colman
having a go at Shakespeare is fully tested twice in the film: on opening
night, when his style is conventionally theatrical, and near the end,
when he replays the same scene, prey to guilt and madness, in rhythms
and tones that are decidedly cinematic. The film suggests that
Colman, and others like him, depend on their charm, wit, grace, but
that they labor, sometimes even to their own detriment to be ‘‘good
actors.”” The film not only plays on Colman’s star image, it also
provides an occasion for us to see the actor at the height of his craft,
for Colman’s meticulous preparation and execution is apparent even
in small scenes. Early in the film, as the character recalls how he had
already come a long way with his ambition, Colman caricatures the
juvenile in tennis shorts ‘‘he’’ used to be, then performs a remem-
bered scene with ‘‘his father,”” then comes back to ‘‘himself’” as he
remembers having to teach himself how to talk, how to move, how to
think. Like so many scenes in Colman’s career, it is a passage of
seamless virtuosity.

In the 1950s, Colman turned in a marvelously funny portrayal of
atelevision quiz show sensation in Champagne for Caesar, co-starred
in aradio series, ‘‘Halls of Ivy,”’ the Best New Radio Show for 1950,
and moved to television with the series which was named Best New
Television Show for 1954.

—Charles Affron, updated by Cynthia Baron

CONNERY, Sean

Nationality: British. Born: Thomas Connery in Edinburgh, Scot-
land, 25 August 1930. Education: Attended Edinburgh School of
Art. Family: Married 1) the actress Diane Cilento, 1962 (divorced
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Sean Connery (left) with Michael Caine in The Man Who Would Be King

Films as Actor:

1955
1956
1957
1958

1959

1961

1962

1963

1964

1965
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Lilacs in the Spring (Let’s Make Up) (Wilcox) (bit part)

No Road Back (Tully) (as Spike)

Hell Drivers (Endfield) (as Johnny); Time Lock 