recording and transmission technologies, ranging from the telephone and tele-
graph to the phonograph and radio, which provided the foundation for the si-
lent motion picture’s subsequent transition to sound.’

At the same time, the motion picture industry is genuinely an industry in
that it draws on the techniques of modern mass production—the centralization
of production, the division of labor, the increasing specialization and profes-
sionalization of the work force, and the assembly line. Even before the studio
era, film companies such as Edison and American Mutoscope relied on cheap,
sweatshop labor (consisting mostly of women) to operate film-drying drums,
to retouch negatives, to handpaint (or tint and tone) sequences from films, and
to assemble prints for distribution.

The development of the studio system in the 1910s and 1920s was based on
industrial models developed by Henry Ford and others to streamline the pro-
duction process. Although the motion picture does not pass from hand to hand
on a continuously moving conveyor belt (like the machine parts in the comic
assembly-line sequence of Charlie Chaplin’s Modern Times, 1936), it nonetheless
depends on the coordinated efforts of each member of the production team,
including not only highly paid producers, directors, and stars but also other
workers from the middle and lower end of the salary scale, such as screenwriters,
art directors, costume designers, camerapeople, carpenters, and electricians.

CHAPTER 4

The Studio System

MANUFACTURING DREAMS

Movies and Mass Production

When Hortense Powdermaker, in her 1950 anthropological study of the movie
colony, described Hollywood as “a dream factory,” she put into words the
essential contradiction that lies at the heart of the American cinema: it is both an
art and an industry. It manufactures images, sounds, characters, situations, and
stories. Film is a product of the so-called second Industrial Revolution, the late
nineteenth-century upheaval that took place in the scientific technologies of
electricity, steel, chemistry, and communications. The cinema arose as a result of
the scientific research and technological development of American industry—
from Thomas Edison’s machine shops that produced the motion picture cam-
era; George Eastman’s photographic works that innovated motion picture film;
and the research labs of Bell Telephone, Western Eleciric, American Telephone &
Telegraph, General Electric, and Westinghouse that pioneered the basic sound
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Like other machine-based industries, the motion picture industry relies on
an elaborate, heavily capitalized system of production, employing precision,
state-of-the-art machinery and hundreds, if not thousands, of skilled workers
whose efforts are carefully coordinated by a centralized management. Its effi-
clency hinges on the ownership or control of raw materials (including not only
mechanical equipment but also, in the unique case of motion pictures, talented
artists), the standardization of the production operation, and the implementa-
tion of modern mass-distribution and marketing strategies that maximize the
accessibility of the product for the consumer and minimize competition from
others. It is no accident that the motion picture business is referred to as an
industry and that motion picture studios are called, by Powdermaker and oth-
ers, factories.

Intangible Goods

As Powdermaker’s phrase “dream factory” suggests, the products of this sys-
tem of mass production are unlike the typical products of American industry. It
does not make cars, household appliances, toothpaste, or laundry detergent;
it manufactures dreams. The consumers of motion pictures do not purchase a
durable good, that is, a commodity designed to last for three or more years. Nox
do they purchase a nondurable good, an item that is intended to be used up
more quickly. Instead, they purchase an intangible good, an enfertainment
experience that lasts for a few brief hours and then vanishes into memory.

Other machine-based industries produce standardized merchandise. Fach
bar of Ivory soap, each box of Total cereal, each 2004 Ford Taurus is more or less
identical to each other bar, box, or car bearing the same name. Such items can
be distributed and sold as products to a public that knows, more or less, what
it is getting. Once manufacturers have established the brand names of their
wares, through advertising or other means, they can predict with reasonable
certainty how their products will fare in the marketplace. In this way, they are
able to avoid excessive underproduction or overproduction and thus stabilize
their operations.

Motion pictures, however, are one-of-a-kind items. They are unique prod-
ucts, never before seen by an audience. Though {ilms, in general, have enjoyed
a relatively stable following (from the 1920s through the 1940s, at least), each
individual film is an unproven commodity for which there is no built-in, guar-
anteed audience. As a result, producers take a gamble each time they make a
film. The fact that a previous film has done well at the box office in no way
ensures the success of the next film. The studio system evolved to reduce the
risks inherent in the production of intangible goods such as motion pictures. Its
business practices developed in the way that they did in order to stabilize an
unstable business.

Hollywood generates its own form of brand names—the star system; the
identifiable personalities of well-known producers, directors, and screenwriters
whose names attract audiences; and the familiar visual iconography and story
patterns of film genres. In this way, the studios attempt to provide audiences
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with a variety of fundamental known quantities that can serve as a basis for
selling a larger, essentially unknown quantity. At the same time, producers en-
gage in an assortment of monopolistic business practices, such as blind bid-
ding; block booking; and runs, zones, and. clearances, to ensure that whatever
films they do make will provide thermn with a secure return on their investment.

THE MAJORS AND THE MINORS

In its heyday (1930s-1950s), the studio system was dominated by five major
and three minor studios, most of whom continued to play a significant role in
Hollywood long after the demise of the studio system. In fact, many of them
still dominate the film industry today. The majors included Paramount, Loew’s/

- Metro-Goldwyn-Mayer (M-G-M), Fox/20th Century-Fox, Warner Bros., and

Radio-Keith-Orpheum (RKO); the minors consisted of Universal, Columbia,
and United Artists. These studios came into being over a relatively short, 16-year
period stretching from 1912 (Universal) to 1928 (RKO). (Though 20th Century-
Fox was not created until 1935, the Fox Film Corporation on which it is based
was founded in 1915.) Paramount was founded in 1914, Columbia Pictures in
1922, Warner’s in 1923 (though it came into existence as a distributor in 1917),
and M-G-M (formerly Metro, 1919) in 1924.

Origins

The studio system took the place of an earlier organization, Thomas Edison's
Motion Picture Patents Company (MPPC), a trust that, through its control of
basic motion picture patents, governed production, distribution, and exhibi-
tion. The structure of this trust was oligopolistic; that is, it was controlled by a
handful of companies, including Edison, Vitagraph, Pathé, Biograph, and oth-
ers. The origins of the studio system can be traced to the attempts by indepen-
dent exhibitors and distributors, such as William Fox and Carl Laemmle, to
break up this trust. They finally succeeded in doing this in 1915, when U.S.
courts declared the MPPC to be in violation of the Sherman Antitrust Act.

The trust had served to stabilize the industry during the nickelodeon era.
Its overthrow led to the establishment of another stabilizing system, designed
to suit the needs of an expanding film industry. The trust oversaw an industry
in which short, one-reel films were sold, like sausages, by the foot. The dra-
matic content of the films played little or no part in their marketing strategy.
Though the actors in trust pictures were occasionally identified in the trade
press as early as 1909, the trust resisted the publicization of its stars in the pop-
ular press in a deliberate attempt to prevent the creation of a-costly star system,
similar to that which had developed in the legitimate theater.

Independents such as Fox and Laemmle fought the trust both in the courts
and in the theaters, where they gave the public what it seemed to want—
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feature-length films with sensational dramatic content and stars. In particudar,
the formation by Adolph Zukor in 1912 of the Famous Players Company, which
boasted motion pictures with “famous players from famous plays,” capitalized
on these two selling points to differentiate its product from the trust's more
anonymous and less distinguished fare. The studio system arose to maximize

the exploitation of feature-length filins and the star system, dramatic innova-

tions in the nature of the wartime and postwar film industry that the trust had
ignored. But the studio systemn’s greatest strength, as an institution, lay in its
development of a vertically integrated marketplace, which virtually ensured
ifs economic fuiure.

Vertical Integration

The term “vertical integration” refers to the structure of a markeiplace thatis in-
tegrated (rather than segregated) at a variety of crucial levels; in the case of the
motion pichire industry, the studio system established a market in which the

- studios are owners of their production facilities, distribution outlets, and theaters.

In other words, the studios control every level of the marketplace from the top
down, from production to exhibition.

Vertical integration began in the 1910s, when the trust denied motion pic-
tures to independent exhibitors such as Fox, who refused to pay arbitrary
weekly license fees to the trust to operate his theaters, and to independent dis-
tributors like Laemmle, who resented the trust’s stranglehold on the supply of
product, which his exchanges piuchased and then rented to exhibitors. Their
search for product to distribute and exhibit led them into production themselves.
Vertical integration inspired the postwar consolidation of the studio system as
national distribution companies, such as Paramount, merged with production
companies, such as Famous Players and Lasky, and subsequently began to pur-
chase theater chains; and as exhibitors such as First National added distribu-
tion and production to their overall operations.

The creation of M-G-M in the mid-1920s is an example of the vertical inte-
gration that was taking place during this period. In 1920, Marcus Loew, who
owned an extensive chain of theaters, entered production and distribution by
purchasing a small company called Metro Pictures. Early in 1924, Loew obtained
another independent production company, Goldwyn Pictures, and, later that
year, purchased the Louis B. Mayer Picture Corp., whose chief assets consisted
of Mayer and his star producer, Irving Thalberg. The result of Loew’s expan-
sion was Metro-Goldwyn-Mayer, a fully integrated corporation that extended
its control of métion picture product through the production, distribution, and
exhibition stages.

All of the major studios owned theater chains; the minors—Universal,

.Columbia, and United Artists—did not. The minors distributed their pictures,

by special arrangement, to theaters owned by the majors; and the majors regu-
larly booked one another’s films in their theaters. Vertical integration results
in a fairly efficient economic system. The major studios produced from 40 to
60 pictures a year—enough films to supply their own and even other studios’

Author's collectlen

Chapter 4 The Studio System 71

e M F b Ny 2 C Cofn :",i,. 2ai e g
) K j .ot . .
i o KRS

- AN TANTE SN A S A

The formation of M-G-M via a merger of Metro Pictures, Goldwyn Pictures, and Louis B. Mayer
Pictures in 1924,

theaters. The majors owned only a fraction of the nation’s theaters—in 1945, for
example, they owned 3,000 of the 18,000 theaters around the country. The
remainder were owned and operated by theater chains or independents. But
the theaters owned by the majors tended to be large, first-run houses, situated
in the biggest cities. As a result, these theaters generated over 70 percent of all
box-office receipts.

Block Booking, Blind Bidding, and Runs, Zones,
and Clearances

The majors ensured the profitability of their own theaters and controlled the
independents by instituting a series of special distribution practices known as
block booking, blind bidding, and runs, zones, and clearances. Block booking
refers to the rental of films in large quantity. If exhibitors wanted fo rent films,
they had to rent the studio’s entire yearly output. And since they had contracted
with distributors for films before the films were actually -made, they were
forced to bid for them without seeing them-—a procedure called blind bidding.

‘These practices evolved out of the power of the star system. Paramount
insisted that theater owners who wanted to book a popular Mary Pickford or
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Douglas Fairbanks picture take other pictures as well, including cheaply made
films that featured no stars. In this way, Paramount could sell the bad with the
good, ensuring that even its worst films would find a market. The studios pro-
tected their own first-run theaters from the competition of independents and
atternpted to get the most rental income from first-run independent theaters by
implementing a system of runs, zones, and clearances.

As a result of this system, a film that opened in the first-run movie palaces
in early September would not get to play in the cheaper neighborhood theaters
until late October or early November. New films would initially be rented only
to first-run theaters—to large houses that generated the lion’s share of box-
office receipts. The majority of these tended to be owned by the studios. At the
same time, distribution was guided by a system of zones; only one theater in
any particular area was permitted to exhibit a new picture. This practice also
tended to favor studio-owned theaters.

Finally, smaller second-run and sub-run theaters were forced to wait until a
picture had completed its run in the larger houses before they could obtain it.
As a film moved through successive runs, clearances of between 7 and 30 days
were observed, during which time the film was unavailable. This practice
reinforced the hierarchical structure of exhibition and protected each tier of the-
aters from competition with theaters farther down the scale that charged audi-
ences less for tickets. Delays between runs were designed to renew demand for
the picture.

These practices, which were subsequently outlawed by the courts, effec-
tively prevented independent producers from entering the marketplace and
competing with the eight major studios by arming the latter with contractual
advantages that enabled them to control first-run exhibition. Without access to
first-run exhibition, independent producers could not make a profit on their
films. These procedures also served to squeeze the maximum rental income out
of the marketplace. Independent producers of first-run films did not exist in
Hollywood. David O. Selznick, Walt Disney, Samuel Goldwyn, Walter Wanger,
Howard Hughes, Alexander Korda, and others worked effectively within the
studio system, largely by distributing (and occasionally financing) their films
through existing studios such as United Artists, which had been established in
1919 for just such a purpose.

STUDIO PRODUCTION: FROM STORY IDEA
TO AD CAMPAIGN ,

Under Contract

The efficient organization of distribution and exhibition operations was matched
by that of actual film production. The oligopolistic control by a small cartel of
major studios extended to production personnel, who were contracted to vari-
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ous studios or producers and who existed as a pool of resowrces from which
studios could draw at any time. Actors and actresses functioned as commodi-
ties, much as baseball players and the members of other professional athletic
teams did. Unlike the stars of the silent era who secured short-term contracts
for two or three pictures, studio stars worked under restrictive, long-term, seven-
year contracts, which forbade their engaging in nonapproved acling activities
(such as the theater, radio, and television) and regulated their personal behav-
ior, demanded that they adhere to a morals clause, and even governed other
features of their offscreen appearance, including their hair styles, choice of
clothing, and weight. ;

The 1937 Acadenty Players Directory Bulletin provides a photo gallery of that
year’s contracted and noncontracted players, listing them by category and
including their studio affiliations. The categories for women range from “In-
genues” (Lucille Ball, RKO-Radio} and “Leading Women” (Marlene Dietrich,
Paramount) to “Characters and Comediennes” (Gracie Allen—of George Burns
and Gracie Allen fame, Paramount). Male categories range from “Younger
Leading Men” (John Wayne, Universal) to “Leading Men” (Spencer Tracy,
M-G-M) and “Characters and Comedians” (Edward Everett Horton, Univer-
sal). At the back of the book are “Children” (Judy Garland, M-G-M; Mickey
Rooney, M-G-M), “Colored Artists” (Steliiin Fetchit, 20th Century-Fox), and
“Oriental Artists” (Keye Luke, 20th Century-Fox, who played Number One Son
in the Charlie Chan films). The fact that minority performers occupy only five
of the Bulletin's 245 pages indicates their marginality in the studio system.

Studio contracts required contract players to act in whatever films the stu-
dios cast them in (or undergo suspension without pay, which time was added
to the seven years of their contract), attend studio publicity functions, publicize
their own films, promote product tie-ins, and, occasionally, be loaned out to
other studios to fulfill the same obligations there for one or two pictures. Dur-
ing the early 1930s, in particular, the actors” lives were no picnic. They worked
six days a week—often for 14 hours a day. During his first year at M-G-M
(1931), Clark Gable appeared in 14 pictures; during her first year at Warner’s
(1932), Bette Davis made 8 films. It was tough on directors as well. In the early
1930s, Michael Curtiz (who made Casablanca in 1942} directed, on the average,
five films a year for Warner Bros.

A Self-Contained World

The studio kept everyone under contract, including producers, directors, screen-
writers, cinematographers, art directors, costume designers, sound recordists,
and other technical staff. With such a sizable pool of talent held in constant
readiness for each new project, it was relatively easy to cast a picture and get it
into production. The physical layout of the studio was similarly designed to
facilitate production. In fact, the studio functioned as a self-sufficient world unto
itself—with its own police force and fire, sanitation, water, and electrical depart-
ments, and with its own commissary or restaurant, gymnasium, and infirmary.
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A story department housed readers, whose job it was to pore through re-
cent books, magazines, and hewspapers in search of story ideas. Nearby stood
the offices of studio screenwriters, who prepared story synopses or treatments,
wrote dialogue, and generated shooting scripts for stars under contract. These
scripts were then analyzed by unit managers or production assistants and bro-
ken down scene by scene by assistant directors, who estimated overall budget
and shooting time and organized a shooting schedule. This schedule was
planned in such a way as to economize on costs., o '

Scenes from films were rarely shot in the order in which they appeared in
the screenplay (in continuity), but rather they were shot out of order. Thus,
all the scenes staged in one setting or location were shot back-to-back; scenes
containing the same groups of actors or actors who were only available for a
short time period were shot together; shots requiring the rental of expensive
equipment not owned by the studio, such as special camera cranes, or the use
of studio equipment in high demand by other studio production units were
shot on a single day; and so forth. Shooting scripts were sent to the casting
depariment, which suggested actors for those roles not already cast by the pro-
ducer or director.

- The scripts were also sent to the art department, which designed the sets and
perhaps drew up a storyboard, or a sketch of what scenes would look like, for the
use of the art director, costume designer, and cinematographer. Carpenters in the
studio workshop built sets according to the instructions of the art director; scenic
artists painted them; staff set decorators dressed the set with tables, chairs, and
other furnishings provided by the prop department, which stored a supply of
such items in the prop room. A wardrobe department was staffed with seam-
stresses to make alterations in existing costumes, which were stored on the lot {or
rented from Western Costume), and to execute designs for new costumes,

The studio’s camera and sound departments provided the necessary equip-
ment for filming scenes and recording dialogue and sound effects (and repaired
this equipment when necessary). Additional equipment for the filming of stunts
Or sequences involving special effects, such as explosions, bullet holes, or fires,
were made in the studio’s special-effects department. Electricians wired the set
for both on-camera props (such as table lamps) and off-camera equipment
{such as incandescent or arc lamps, cameras, sotmd-recording equipment, and
other machinery to produce special effects such as wind, rain, snow, or fog).

The Chain of Command

The coordination of all of these individual efforts was the responsibility of the
producer and/or director and their assistants, who relied on the screenplay to
serve as a blueprint for production. During shooting, the division of labor was
coordinated according to various areas of specialization. The director’s crew,
consisting of assistant directors, script girls, dialogue coaches, and second-
unit directors, assisted the director. Actors were attended by makeup artists,
hairdressers, lighting doubles, and stand-ins. The photography unit, consisting
of camera operators, grips, and gaffers, assisted the cinematographer; and the
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Harry Cohn (left), head of preduc-
tion at Columbia, and Frank Capra
share an Acaderny Award for Best
Picture for You Can't Take it With
You (1938).

sound unit, including boom operators and te;}uﬁciarc;? Vtvho laid cables and placed
i cilitated the job of the sound recordist. .
mlciiifjtt:? I}ii;fig, editors pgepared a rough cut of the I:l]m that was S’{tnifl}id
with dialogue and sound effects. To this was added a musical scorf Wnd : art}j
a studio composer and recorded by the studio orchegtl‘a. The mon agt; tjﬂlfe -
ment assembled montage sequences, which cond‘ensed the pe‘l‘ssiagetfl:)l me or
space (as seen in montages of newspaper headhpes summarizing Ee co use
of eventis over time or in travel montages conveying the t;haractsrs {EZ Epjffe;{
vacation through stock shots of the House of Parha{nc’ant in Lon or;, e
Tower in Paris, and the Coliseum in Rome); thfa studio’s own.lelij‘tlnlora‘\:1 ory aml ed
optical effects, such as fades, dissolves, or wipes; an.d the t1t. gh ZE;I
prepared the credit sequence and any intertitles to be msert.ec} in C;u ef e,cutive
At the top of the production process stood the studio ? g e Zx cutive
or head of production—Jack Warner at Warner Bros., Darry. lam;l)c Z 2
Century-Fox, Louis B. Mayer at M—G-M,f or ?arrydCSZ;r; :fl C(}ioalénllr ‘:f;g el
iorn was supervised by a team of unit produ .
EZ?;,HI-CI:S; Rapf, Elzldie Malugx, Hunt Stromberg, and o.thers at 1\/}I-G -Ng d:nrr:)g-
the early 1930s. These producers selected story properties andl o) ange 12 gv o
gram of films to be put into production fc.>r the year; the umftjft);‘o ud : was
responsible for selecting a director, helping in the casting .Of theh ’ azt]; . 1su C]Ijn
vising the preproduction, production, and postproduction phases, g
fhe ﬁlél:itegnlh;l);gn;)i;izfgvﬁs the director. Certain major cllirectors worked W(l’[h
the producer and screenwriter in prepro ductilon, consu%tmg on ﬂ}; prepasliahzg
of the script and the casting of actors. Other directors might have been assign
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to the picture only a few days before actual shooting is to begin. In the former
case, the director consulted with the art director and costume designer in work-
ing out the overall design of the film. In either instance, the director was re-
sponsible for rehearsing and directing the actors, staging the action, and giving
instructions to the cinematographer on how each shot should look in terms
of lighting, camera angle and distance, and camera movement. After shooting
was completed, the director supervised postproduction, working with the edi-
tor, sound mixer, and composer on a version of the film that might be screened
for audiences at a sneak preview. In general, the unit producer had final say on
changes made to the film between the preview and its release to theaters.

During production and just prior to the film’s release, the publicity depart-
ment orchestrated promotion for the film in the media, designing posters and
ad campaigns as well as supervising the production of publicity photographs
and pressbooks to be sent to newspapers, magazines, and exhibitors, as well as
trailers to be run in theaters.

STUDIO STYLE

The structure of the studio resulted not only in the sireamlining of the produc-
tion process but also in the creation of a studio style or look. The seven-year
contract kept actors, producers, directors, art directors, cinematographers, and
composers at individual studios for decades. Gable remained under contract at
M-G-M from 1931 to 1954. Producers Henry Blanke and Bryan Foy worked for
Warners from 1928 through the mid-1950s. Cecil B. De Mille directed films for
Paramount for over 40 years, from 1914 (The Squaw Man) to 1956 (The Ten Com-
mandmenis)—except for one brief 6-year stretch (1925-1931) when he worked
first as an independent producer and then at M-G-M, where he made his first
sound films. Michael Curtiz and Roy Del Ruth directed films for Warner’s from
1926 to 1953-1954.

Cedric Gibbons supervised art direction at M-G-M for over 30 years, from
1924 to 1957; Anton Grot served as a production designer for Warner Bros.
From 1929 to 1950; and Hans Drier worked more or less exclusively for Para-
mount from 1924 to 1951. Arthur Miller was a director of photography at Fox
from 1932 through 1950; William Daniels, Greta Garbo's cinematographer of
choice, was under contract to M-G-M from 1923 to 1946; and Charles B. Lang
shot films at Paramount from 1926 to 1952. Alfred Newman scored films for
20th Century and 20th Century-Fox from 1934 to 1962; Max Steiner did the
same for both Warner Bros. and RKO from 1929 to 1936.

The presence of these and other contract personnel confributed to the unigue -

stylistic and thematic personality that each studio constructed for itself during
different periods of the studio era. As a result, the studio system permitted each
studio, by focusing on certain kinds of genre story types and establishing an
individual style, to differentiate its product from that of the other studios. A
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M-G-M’s stable of stars in 1948-1949, Ricardo Montalban (row 4) represents the studia’s posiwar
nod to diversity.

Ist rowy (left to Aght for olf rows): Lionel Barrymore, June Allyson, Leon Ames, Fred Astaire, Edward Arnold,
Mary Astor, Ethel Barrymore, Spring Byington, James Craig, Arlene Dahl, Lassie

2nd row: Glaria De Haven, Tom Drake, Jimmy Durante, Vera-Ellen, Errol Fiynn, Clark Gabte, Ava Gardner,
Judy Garland, Betty Garrett, Edmund Gwynn, Kathryn Grayson, Van Heflin

3rd row: Katharine Hepburn, John Hediak, Claude Jarmon, Jr., Van Johnson, lennifer Jones, Louis Jourdan,
Howard Keel, Gene Kelly, Alf Kjellin, Angela Lansbury, Mario Lanza, Janet Leigh

4th row:'Peter Lawford, Ann Miller, Ricardo Montalban, Jules Munchen, George Murphy, Reginald Owen,
Walter Pidgeon, Jane Powell, Ginger Rogers, Frank Sinatra, Red Skelton

Sth row: Alexis Smith, Ann Sothern, 1. Carroll MNaish, Dean Stockwell, Lewis Stone, Clinten Sundberg,
Robert Taylor, Audrey Totter, Spencer Tracy, Ester Williams, Keenan Wynn

comparable system of product differentiation exists today on television. Cable
channels provide viewers with markedly different programuning; there are, for
example, shopping, weather, news, sports, children’s, classic-movie, and new-
movie channels. The studios functioned in'a somewhat similar way. Along with
their movement toward the standardization of production, which was built
into the structure of the studio system, there was a complementary drive for
product differentiation.

M-G-M and Paramount

The most visible form of product differentiation was the star. M-G-M, which
boasted “more stars than there are in heaven,” developed a roster of glamorous
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The famous Bronson Gate, as seen in Paramount's Sunset Boulevard (1950), -

actresses who dominated the screen from the late 1920s to the 1940s. Greta
Garbo, Joan Crawford, Norma Shearer, Louise Rainer, Myrna Loy, and Greer
Garson brought sincerity, refinement, and sophistication to their screen roles.
(There were, of course, exceptions to M-G-M's image of polish and gloss, for the
studio was also home to the more earthy Marie Dressler and to Lassie; it was
also the proditwcer of Tod Browning’s Freaks, 1932, which functioned as a kind of
Grand Hotel for freakish circus attractions.) By contrast, Paramount’s leading
ladies, such as Clara Bow, Marlene Dietrich, Mae West, Claudette Colbert, and
Carole Lombard, combined sexual savoir-faire with tongue-in-cheek wit.

The differences between the two studios can best be illustrated by contrast-
ing the anarchic, pretension-deflating comedies made by the Marx Brothers for
Paramount (such as Animal Crackers, 1930; Monkey Business, 1931; Florse Ceath-
ers, 1932; and Duck Soup, 1933) with the more sober, restrained, and calculated
comedies they made a few years later for M-G-M (A Night at the Opera, 1935;
A Day at the Races, 1937; and Room Service, 1938). Even Paramount’s Jeannette
MacDonald, who costarred with Maurice Chevalier in a series of Ruritanian
musical romances, shed her self-irony and penchant for sexual innuendo when
she moved to the more restrained operettas at M-G-M, where she teamed up
with the decidedly less continental Nelson Eddy.

Paramount’s deft Furopean stylishness, epitomized in the subtle ironies of
Ernst Lubitsch/s comedies {(such as The Love Parade, 1929; Monte Carlo, 1930;
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Studio logos: The Warner Bros.
Shield.

Trouble in Paradise, 1932; and Design for Living, 1933} and inlthe exotic erotic fan-
tasies concocted by Josef von Sternberg for Marlene Dietrich (s.uch as Morocco,
1930; Shanghai Express, 1932; and The Scarlet Empress, 1931‘1) had its cgunterpar’fs
in the earnest celebration of American middle-class family val.ues in M-G-M's
series of Andy Hardy comedies and teen musicals,. starring Mickey Rooney or
Judy Garland or both (Babes in Arms, 1939, and Strike Up the Band, 1940) and in
the solid seriousness of prestige melodramas such as The Good Earth, .19_37; Boys
Town, 1938; Mrs. Miniver and Random Harvest, 1942; and Madame Curie, 1943,

Warner Bros.

In contrast to the middlebrow style and content of M—G-M, Warner Bros. earned
its reputation as the working man’s studio. Photographic style at M-G-M was
carefully polished; that at Warner’s looked has’Fy and rough am;’l COIIV.EY?CI g
gritty realism that suited the studio’s narrative interests. Warner’s spec1ahze.
in gangster films, such as Little Caesar (1930), The Publzc.Enemy (1931}, The Petri-
fied Forest (1936), and The Roaring Twenties (1939), starring tough-guy perform-
ers such as James Cagney, Edward G. Robinson, and Humphrey Bc.)gart, whose
proletarian acting styles matched the looks and sounds of the ethnic characters
they were asked to play. . )
YEven the swas}ﬁmzk]jng action heroes played by Errol Flynn in Warner 5
costume dramas championed the downtrodden lower echelons of soc1ety—'the
unjustly imprisoned doctor-turned-pirate in Captain Blood (1935) and the title
character in The Adventures of Robin Hood (1938). Exposés such as I Was a Fugitive
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Studio Joges: The Fox searchlight.

Jrom the Chain Gang (1932), Wild Boys of the Road (1933), and Confessions of a Nazi
Spy (1939) were ripped from the headlines of the tabloids and pitched, like
these newspapers, at a lower- and lower-middle-class audience. Warner’s ac-
tresses (such as Ruby Keeler, Joan Blondell, Bette Davis, Olivia de Havilland,
Ida Lupino, Ann Sheridan, and Lauren Bacall) played girls-next-dooz, gold dig-
gers, molls, and down-to-earth dames who could trade wisecracks with the
guys without losing their femininity.

20th Century-Fox

Warner’s pitched its product to an urban audience, tailoring its crime films,
mysteries, films noirs, musicals, and even costume pictures to blue-collar work-
ers and shop girls who appreciated hard-hitting films with a social conscience.
20th Century-Fox, jokingly referred to by rival studios as “16th Century-Fox”
because of all the period and costume pictures it produced, targeted a rural
rather than an wban audience. Major Fox stars of the 1930s, such as Will
Rogers, Stepin Fetchit, Shirley Temple, and (in the late 1930s) Henry Fonda,
spoke to an agrarian, preindustrial, populist concern for homespun, grassroots
values. Even Fox stars of the 1940s, such as Tyrone Power, Betty Grable, and
Don Ameche, were all-American types who bore no traces of the urban ethnic-
ity found in Warner’s stars such as Robinson, Cagney, and even Paul Muni,
Fox, which was run by an Irish Catholic former cop named Winfield Shee-
han and then by a Methodist from Nebraska named Darryl Zanuck, was also
known as “the goy studio” because, after the ouster of its founder William Fox
in 1930, it was the only studio that was neither owned nor operated by Jews
(though the Jewish Joe Schenck did serve as chairman of the board and execu-
tive producer during Zanuck’s reign). This image only served to reinforce the
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studio’s appeal to nonurban audiences in the Midwest and the South. Ironi-
cally, while Jewish executives at Paramount, M-G-M, Warner’s, Columbia, Uni-
versal, and elsewhere rarely dealt with subject matter that might be considered
Jewish or that openly condemned anti-Semitism at home or abroad, Zanuck,
perhaps because of Fox’s reputation as a Christian studio, was one of the first
studio heads to sponsor an exposé of anti-Semitism in his production of Genle-
man's Agreement (1947), starring Gregory Peck. Zanuck discovered that there
was a market for films with a certain social consciousness and prided himself
on his productions of John Steinbeck’s The Grapes of Wrath (1940), which dealt
with exploited migrant farm workers; Erskine Caldwell’s Tobacco Road (1941), a
drama about the plight of sharecroppers; The Ox-Bow Incident (1943}, a Western
in which vigilantes lynch the wrong man; Beomerang (1947), an exposé of legal
corruption; The Snake Pit (1948), a story about mental illness that looks at the
brutal conditions in American mental asylums; and Pinky (1949), a film about
racial prejudice and a black woman passing for white.

RKO

RKO, famous for an unlikely combination of films that range from King Kong
(1933) to Fred Astaire and Ginger Rogers musicals and Citizen Kane (1941), was
governed by a succession of different heads of production during the 1930s and
1940s, including David Selznick (What Price Hollywood? and Bill of Divorcement,
1932); Merian C. Cooper (The Lost Patrol, 1934); George Schafer (Abe Lincoln in
Iilinois, 1940; Citizen Kane, 1941); Charles Koerner (Val Lewton's films, such as
The Cat People, 1942, and I Walked with a Zombie, 1943; The Spiral Staircase, 1946);
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Dore Schary,_‘ who supervised a number of films noirs (Crossfire, Out of the Past
1947; They Live by Night, 1948); and finally, Howard Hughes (I Married a Com:
munist, 1950; Vendetta, 1946-1950; Jet Pilot, 1950--1957), whose mismanagement
of the studio led to its sale and dismantlement in 1955. Though certain directors
(John Flord, George Stevens, Robert Siodmak, Jacques Tourneur) and stars
(Ka-thanr‘xe Hepburn, Cary Grant, Robert Mitchum} worked for the studio at
various times during his period, RKO lacked the thematic and stylistic consis-
tency enjoyed by the other majors. United Artists, which merely distributed the

work of independent producers such as Samuel Goldy David Selzni
. 1z
Walter Wanger, shared a similar fate. vyn, David Selznick, and

Columbia Pictures

Columbia earned a reputation for witty and wrbane screenwriting and served
as the home base for much of the screwball comedy talent in Hollywood. It was
also the studio where Frank Capra directed populist melodramas (American
Madness, 1932; The Bitter Tea of General Yen and Lady for a Day, 1933; Lost Horizon
1937; Mr. Smith Goes fo Washington, 1939) and comedies (It Happer;ed One Nig}ztl
1934; Mr. Deeds Goes to Town, 1936; You Can't Take It with You, 1938) for over ter’L
years (1928-1939). Capra’s own If Happened One Night is generally acknowl-
edged as the first screwball comedy, but Howard Hawks’s contribution to Co-

lumbia comedies, Tiwenticth Century (1934), written by B
. , en Hecht
MacArthur, runs a close second. y echt and Charles

Pholofest

Chapter 4 . The Studio dSystent 83

Studio logos: Universal's globe.

Columbia scenarists such as Roberl Riskin, Sidney Buchman, Jo Swerling,
Vina Delmar, Donald Ogden Stewart, Hecht, and MacArthur lent their big-city
cynicism to a string of screwball comedies at Columbia in the 1930s, including
John Ford’s The Whole Town's Talking and Gregory La Cava's She Married Her
Boss, 1935; Richard Boleslawski’s Theodora Goes Wild, 1936; Leo McCarey's The
Awful Truth, 1937, George Cukor’s Holiday, 1938; Hawks's His Girl Friday, 1940;
Alexander Hall’s Here Comes Mr. Jordan, 1941; and George Stevens's The Talk of
the Town, 1942,

Forced to borrow stars such as Clark Gable, Gary Cooper, James Stewart,
and Cary Grant from other studios for Columbia pictures in the 1930s, studio
chief Harry Cohn decided to build his own stable of stars in the 1940s, includ-
ing William Holden (Golden Boy, 1939; Picnic, 1955); Rita Hayworth (Cover Girl,
1944; Gilda, 1946; The Lady from Shanghai, 1948; Salote and Miss Sadie Thompson,
1953; Fire Down Below, 1957); Xim Novak (Picnic, 1955; Bell, -Book and Candle,
1958); Judy Holliday (Born Yesterday, 1950; The Marrying Kind, 1952; The Solid
Gold Cadillac, 1956); and Glenn Ford (Gilda, 1946; Loves of Carmen, 1948; The Big
Heat, 1953; Jubal, 1956; 3:10 to Yuma, 1957).

Universal Pictures

The golden age of Universal Pictures took place in the first half of the 1930s
when the studio was under the guidance of Carl Laemmle, J1., who supervised
the production of two innovative sound films in 1930, the Academy Award—
winning All Quiet on the Western Front and a Technicolor musical, The King of
Jazz, He also launched a series of classic horror films, stretching from Bela
Lugosi’s Dracula (1931) and Boris Karloff's Frankenstein (1931) to The Mummy
(1932), The Invisible Man (1933), The Black Cat (1934), and The Bride of Franken-
stein (1935). At the same time, John Stahl directed a series of emotionally
restrained melodramas—Buack Street (1932), Imitation of Life (1934), and Magnifi-
cent Obsession (1935)—bringing a sophistication and elegance to the studio that
gave way, in the 1940s and early 1950s, to crude program pictures for Abboit
and Costello, Ma and Pa Kettle, and Francis, the Talking Mule. Douglas Sirk
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remade a number of Stahl’s melodramas in the mid-1950s, including Magnifi-
cent Obsession (1954) and Imitation of Life (1959), and brought both prestige and
profits back to the studio.

Sirk helped to build Universal’s latest leading man, Rock Hudson, into a
star in Has Anybody Seen My Gal? 1952; Magnificent Obsession and Taza, Son of
Cochise, 1954; Captain Lightfoot and All That Heaven Allows, 1955; Written on the
Wind, 1956; Battle Hymn, 1957; and Turnished Angels, 1958. The studio subse-
quently took over where Sirk left off, pairing Hudson and Doris Day in a series
of financially successful sex comedies such as Pillow Talk (1959) and Lover Come
Back (1961).

Poverty Row

These eight studios dominated a system that included a number of smaller stu-
dios, such as Republic and Monogram, that sprouted up in the early 1930s to
make B pictures to accompany the major studios’ more expensively produced
A picture on the bottom half of a double bill. The demand for cheaply made
B films gave rise to other poverty-row studios, such as Grand National, Pro-
ducers Releasing Corporation (PRC), Eagle-Lion, and Allied Artists. The advent
of broadcast television in the postwar era eliminated the demand for B pictures,
although certain producers of teen-exploitation films, such as American Inter-
national Pictures, survived into the 1970s.

COLLAPSE: THE END OF THE STUDIO ERA

Divestment, Independent Production,
and a Changing Marketplace

The dismantling of the studio system began just before World War Il when the
U.S. Department of Justice’s Antitrust Division filed suit against the eight major
studios accusing them of monopolistic practices in their use of block booking,
blind bidding, and runs, zones, and clearances. Hollywood avoided prosecu-
tion by agreeing to refrain from some of these practices, but in 1944 the govern-
ment, after hearing complaints from independent exhibitors that the studios
had persisted in antitrust activity, reopened the suit. The Paramount Case, as
the suit was now called, was finally settled in May 1948 when the U.S. Supreme
Court ruled against the studios. The majors were forced to divorce their opera-
tions from one another, separating production and distribution from exhibition.
They were also forced to divest themselves of their theater chains, which were
to be sold off or operated by a separate group of owners who had no involve-
ment in production and distribution. United Artists, Columbia, and Universal,
though named in the suit as coconspirators for collaborating with the Big Five
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studios in these practices, owned no theaters and thus were not subject to this
ruling. The major studios delayed the process of divorcement and divestiture
as long as possible, maintaining a certain-degree of control over their theaters
until the mid- to late 1950s. As a result, the-initial mechanism or structure that
gave rise to the studio system remained more or less in place until roughly 1960.

Other factors contributed to the demise of the studio system, including
lengthy postwar strikes against the studios by labor unions, changing patterns
in leisure-time entertainment that resulted in a sharp drop in attendance (see
Chapter 13, “Hollywood in the Age of Television”), competition with televi-
sion, and the rise of independent production. After the war, actors and directors
went into business for themselves, forming their own production companies.
Instead of weekly salaries, they negotiated for [ump-sum payments to their pri-
vately owned corporations. Instead of being taxed as income, these payments
were taxed at a much lower rate as corporate capital gains.

During the war, actor James Cagney had formed an independent produc-
tion company with his brother William, financing and distributing films through
United Artists. In 1946, dirvectors Frank Capra, William Wyler, George Stevens,
and producer Sam Briskin formed Liberty Films, which folded after the release
of one production, It's a Wonderful Life (1946). Alfred Hitchcock and British the-
ater owner Sidney Bernstein set up Transatlantic Pictures in 1948, releasing Rope
(1948) and Under Capricorn (1949) under that logo. Humphrey Bogart’s Santana
Productions, named after his yacht, produced Knock on Any Door (1949), In a
Lonely Place (1950), and several other pictures that were released through
Columbia. In 1951, John Wayne set up Batjac, which produced Blood Alley
(1955), The Alamo (1960}, The Green Berels (1968), and many other pictures star-
ring Wayne. In 1956, producer Harold Hecht, screenwriter-director James Hill,
and actor Burt Lancaster created their own company, which produced Sweet
Smell of Success (1957), Run Silent, Run Deep (1958), and three other films.

At the same time, fewer but more expensive films were being made to sat-
isfy a changing market of fewer but more demanding spectators. The era of the
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blockbuster had begun, and the studio system was not equipped to service that
mode of production with any efficiency. As the studios lost their grip on major
talent and fewer and fewer films were put into production, the studios deliber-
ately let other contract personnel g0, closed down their newsreel and animation
departments, rented empty studio space to producers of television shows, and
entered television production themselves.

The 1960s saw the ownership of the major and minor studios shift to the
hands of conglomerate corporations, such as Gulf + Western, which acquired
Paramount; Kinney National Services, which puwrchased Warner Bros.; and
MCA (Music Corporation of America), which bought Universal. Conglomerates
did not confine their business activities to manufacturing or distributing a single
product but engaged in several unrelated economic ventures. Gulf + Western,
for example, manufactured automobile bumpers and owned the Consolidated
Cigar Corp., New Jersey Zinc Co., and the South Puerto Rico Sugar Co. It also
owned Simon & Schuster (publishers), Sega Enterprises (video arcade games),
and Madison Square Gardens Corp. (the New York Knicks and Rangers). In this
new economic structure, the making of motion pictures became only one of
many corporate activities. Studio assets, ranging from real estate to libraries of
older films, were sold so the studios could show a profit and increase the vatue
of the company’s shares for stockholders.

Near the end of the 1960s, a number of studios, including Fox and M-G-M,
began to sell off their back lots, which now had more value as real estate than as
production space. M-G-M even auctioned off its collection of props and cos-

tumes, including Dorothy’s ruby slippers from The Wizard of Oz (1939). Sym-
bolically, the studio era was over.

Starting from Scratch: The New “Studios”

Today, many of the studios of the old studio era exist but do so pfimarily as the
distributors of films produced by a growing number of independents, The cur-
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i m consists of six major media companies that are engaged in
;i?ri ;;L;flﬁcii{)ieand distribution; brozjidcast, cable, and sa.te]Jite' televismr:t; 1_39b~
lishing; the music industry; theme parks; and even motion picture e>d:11b1t10n
(the studios can now own theaters as long as they do not conspire with one
another to set prices or engage in other restrictive contract terms}). Warner Bros.
is now a subsidiary of Time Warner, which al§o owns Cas.;tle 'Rock, Mcirgan
Creek, Village Roadshow, New Line, and Fine Line. Columbia Pictures be orltgls1
to a multinational, Japanese-owned conglomerate—the Sony Compar}}c whic
also includes TriStar, Mandalay, Revolution, and Sony P1ctu‘res Clagsms. Para-
mount Pictures is part of the Viacom Corporation, whl}e Universal is an enfer-
tainment arm of General Electric, which, through Universal NBC, also owns
Working Title and Universal Focus. The hyplr‘len in 20th Century-Fox hacs1 beisla’n
dropped, and 20th Century Fox Film Corp. i3 now run 1‘)y Rupert Mur 10Cd s
News Corp. Fox Searchlight is also part of this group. DlSIIE}.’, which inc 111 es
Buena Vista, Walt Disney Pictures, Touchstone, Hollywood Pictures, Spyglass,
and Miramax, has become one of the most powerful and successful new
majors. In addition to these conglomerates, there are also a number of smalleé
producer-distributors, including Dreamworks, the old M-G-M JUA, Artisan, anc -
LlonTShC;a;zw conglomerates maximize their proﬁts_ and minimize their 71'_1___:1_:25
through synergy, a process of cross-promotion. Time Warner, for 1;3}(:;111:1 e,
owns most of the Harry Potter franchise. Though the Harry Potter bog
published by a separate entity, Scholastic Bool.<s, the Harry Potter,
produced and distributed by Warner Bros., a Time Warner compar
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part of the Time Warner family which has more than 30 million customers,
provides Internet links to information about the film and to Harry Potter mer-
chandise that the company sells. Moviefone, another Time Warner subsidiary,
promotes the film and sells tickets for it. Time Warner magazines, ranging
from Tine, People, and Fortune to Entertainment Weekly, generate news and fea-
ture coverage of the films, while Time Warner cable outlets such as Turner
Broadcasting saturate the airwaves with trailers and advertisements for the
films. Meanwhile, the Warner Music Group markets the soundtracks to the
films on CDs and tapes. In effect, the entire Time Warner company pools its
efforts to sell Harry Potter.

Each time a new film is made today, a studio must be assembled from
scratch to produce it. Sereenwriters must be found to produce treatments and
shooting scripts; producers, directors, stars, cinematographers, art directors,
costume designers, and others must be assembled before production can go
ahead; and, most crucial, financing must be secured from banks or other
investors. Picture making today takes more time than it ever did; the six-week
shooting schedules of the 1930s and 1940s have given way to three- to four-
month shooting schedules. Films once made in two or three months now took a
year or more to finish. As Billy Wilder once said, “In the old days we used to
spend our time making pictures; these days we spend it making deals.”

And since time is money, the cost of making motion pictures has skyrock-
eted as well; the average negative cost (the cost required to produce a finished
negative, excluding print costs and advertising and distribution expenses) has
grown from $200,000 to $400,000 in the 1930s ($1 million to $3 million in the
19505 and $27 million to $30 million in the early 1990s) to almost $59 million in
2002. With the collapse of the studio system, another system has taken its place.
Since the courts have outlawed certain practices that formerly reduced the
financial risks of film production, producers today face greater and greater
uncertainty when they make a film, Because the system that guaranteed a profit
has disappeared, these guarantees must be built into the films themselves in the
form of bankable stars, sequelization, presales to cable television and various
forms of corporate synergy and cross-promotion.

With the demise of the studios, the production of motion pictures has left
the factory and returned to a kind of preindustrial workshop in which the final
product is custom-made to express the unique interests of the transitory assort-
ment of artists who come together for this particular project and then move on
to new ventures. Though we still refer to motion pictures as an industry, the fra-
ditional industrial model based on principles of mass production no longer
applies. Indeed, with the loss of a mass audience, mass production suddenly
became inappropriate. Now Hollywood tailor-makes films for a diminishing
film-going elite. The term “studio,” which once served as a euphemism for
“factory,” finally means a studio in the truest sense of the word: an interrelated
group of artisans whose unique talents contribute to the handerafting of indi-
vidual motion pictures.

Columbia

It Happened One Night (1934}

Twentieth Century (1934)

Mr. Deeeds Goes to Town (1936)

Lost Horizon (1937)

The Awful Truth (1937}

Holiday (1938)

Golden Boy (1939)

Mr. Smith Goes to Washington
(1939)

His Girl Friday (1940)

Here Comes Mr. Jordan (1941)

Cover Girl (1944)

Gilda (1946)

The Jolson Story (1946)

The Lady from Shanghai (1948)

All the King’s Men (1949)

Born Yesterday (1950)

The Big Heat (1953)

From Here to Eternity (1953)

On the Waterfront (1954)

Picnic (1955)

The Solid Gold Cadillac (1956)

Pal Joey (1957)

M-G-M

Greed (1924)

The Merry Widow (1925)
The Big Parade (1925)
Ben-Hur (1926)

Flesh and the Devil (1927)
Anna Christie (1930)
Grand Haofel (1932)

A Night at the Opera (1935)
Camille (1936)

The Good Earth (1937)

The Wizard of Oz (1939)
Goodbye, Mr. Chips (1939)
Myrs. Miniver (1942)

Meet Me in St. Louis (1944)
The Pirate (1948)
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Singin in the Rain (1952)
The Band Wagon (1953)
Ben-Hur (1959)

Homie from the Hill {1960)

Paramount
Manslaughter (1922)

. _k':MalnhaﬂdIed (1924)
"I (1927)

Wings (1927)
Morocco (1930)
Trouble in Paradise (1932)

- Shanghai Express (1932)

Duck Soup (1933)

"She Done Him Wrong (1933)

I'm No Angel (1933)

" The Scarlet Empress (1934)
Cleopatra (1934)

Desire (1936)

Swing High, Swing Low (1937)
Midnight (1939)

The Lady Eve (1941)

Going My Way (1944)

The Lost Weekend (1945)
Sunset Boulevard (1950)

A Place in the Sun (1951)
Roman Holiday (1953)

The Ten Connmandments (1956)
Vertigo (1958)

Universal

Blind Husbands (1919)
Foolish Wives (1922)

Phantom of the Opera (1925)
The Cat and the Canary (1927}

" Lonesome (1928)
All Quiet on the Western Front

(1930)
Dracula (1931)
Frankenstein (1931)
Back Street (1932)



The Mummy (1932) Winchester '73 (1 9-50) L :

The Invisible Man (1933) AN I Desire (1953)
Imitation of Life (1934) : The Glenn Miller Story (1954)
Magnificent Obsession (1935) The Far Country (1955)
Destry Rides Again (1939) All That Heaven Allows (1955)
Cobra Woman (1944) Written on the Wind (1956)
Phantom Lady (1944) The Incredible Shrinking Man
Scarlet Street (1945) (1957)
The Killers (1946) Touch of Evil (1958)
Letter from an Unknown Woman Imitation of Life (1959)

{1948) ' Pillow Talk (1959)
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CHAPTER 5§

The Star System

THE MECHANICS OF STARDOM

Maling Stars

Exposed Artifice: Singin’ in the Rain

In the late 1920s, it was estimated that over 32,250,000 fan letters were received
each year by movie stars in Hollywood. From the mid-1930s through the early
1950s, over 500 journalists and newspaper correspondents gave Hollywood as
their dateline, generating more than 100,000 words per day about the film in-
dustry and making Hollywood the third largest source of news information in
the country, lagging behind only New York and Washington. Most of that news
concerned the public and private activities of movie stars.

Though motion pictures may have been an industry, the general public has
always tended to see Hollywood less as a factory town than as a place where
royalty resides. Indeed, few eyebrows were raised when screen stars such-as
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Pola Negri, Gloria Swanson, and Grace Kelly married Buropean counts,
princes, and even kings. Stars inhabit a different world from the rest of us and
live by different rules. To paraphrase Lina Lamont (Jean Hagen) in Singin”in the
Ruin (1952), stars are not people. They are celestial bodies.

Convinced by the media of her own stardom, Lina (quoting a newspaper
puff piece) explains that she is a “shimmering, glowing star in the cinema fir-

mament.” But Lina, alas, is nota real star; she does not radiate her own lightbut

merely reflects the light cast on her by others. Her image as a star has been care-

- fully fabricated. It is partly the product of studio press releases, which are

reprinted verbatim by the media and consumed without question, not only by
the public but by Lina herself. And it is partly the product of film techmology
that functions to conceal her flaws. Though Lina may look like a staz, she doesn’t
sound like a star—her shrill, lower-class voice lacks refinement and fails to
match the glamour and sophistication of her appearance.

This imperfection, which the silent cinema easily ignored, threatens to
betray her when she is forced to speak in the talkies. Her image, however, is
preserved when another actress, Kathy Seldon (played by Debbie Reynolds),
dubs her, substituting her own voice for Lina’s in all of Lina’s dialogue and
song sequences, Lina’s phoniness is ultimately unmasked, however, when the
curtains are drawn back to disclose to the public part of the previously invisible
machinery that has made Lina a star; we see Reynolds-—now revealed as the
real star-—singing the film’s title song in the background as Lina pathetically
lip-syncs the lyrics in the foreground.

n the opening sequence of Singin’ in the Rain, a radio columnist (Dora}
interviews stars attending the preview of anew Lockwood and Lamont picture.
Dora’s presence indicates, in part, fhe role that the media play in Hollywood’s
construction of stardom. She becomes the willing vehicle for the transmis-
sion of Don Lockwood's exaggerated reconstruction of his past to the listening
public. Yet again, the film exposes the artifice involved in the construction of
stardom through a mismatch of voice and image.

Lockwood’s duplicity differs from that of Lina’s in one crucial way, how-
ever, Here, we gee the sruth—Lockwood’s less than glamorous personal his-
tory—while we hear the official, sanitized studio biography, which paints a far
more elegant portrait. With Lina, the audience has been fricked into forming a
certain set of expectations (into assuming her perfection as a star)j—expecta-
tions that are then revealed to be incorrect. With Lockwood (Gene Kelly), there
is no deception because his verbal construction of his image is simultaneously
undercut by what we see on the screen. Our knowledge of the trath turns
us into his allies and makes us complicit in his playful manipulation of the
press. At the same time, the images reveal Lockwood to be hardworking, forth-

right, and unpretentjous—unlike Lina, who emerges as a self-centered prima -

donna.

Lockwood has concocted a charming tale, carefully tailored to project a dig-
nified image that matches the elegance of his onscreen roles. The story he tells is
designed for the consumption of not only the radio gossip columnist but also
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the public, whose fascination with stars drives the economy of two interrelated
industries: it draws cash customers to the box office, and it supports the fan
magazines {which can be seen in the hands of members of the crowd waiting
for the arrival of stars outside the preview of the new Lockwood and Lamont
film) and other popular publications that seek to satisfy the public’s almost
insatiable appetite for news about stars.

Stars, Fans, and Profits

Indeed, it was a film studio that gave birth to the first fan magazine. In 1911,
Vitagraph's head of production, J. Stuart Blackton, launched the Motion Picture
Story Magazine, the first film magazine designed for a general readership,
which publicized Vitagraph’s players and recent releases, Carl Laemmle at Uni-
versal followed suit in 1913 with Moving Picture Stories. The independently pro-
duced Photoplay, which was published once a month from 1911 to 1980 and
enjoyed a circulation of more than 2 million in the 1920s, took up where the
studios left off, providing photo-illustrations of the stories of films and feature
articles on film stars. Major fan magazines of the sound era, such as Modern
Screen, Photoplay, Silver Screen, and Movie Stars, enjoyed wide circulation (in
1950, Photoplay had 1.2 million readers) and furnished, through their probes
into the offscreen lives of movie stars and their rehashes of studio press
releases, free publicity for the studios, which, in turn, indirectly supported a
number of these publications by advertising heavily in them. -

Producer Samuel Goldwyn would have had us believe that “God makes
the stars. It's up to the producers to find them.” God, however, has little to do
with it. The industry that makes motion pictures also manufactures movie
stars, with the aid of the press and other media—movie stars who have played
and continue to play a crucial economic role in the history of that industry. Ina
business in which each new picture is an unproven commeodity, the presence of
an established star guarantees a certain return on the high-venture capital
invested in a film. Since a star’s name on the marquee drew audiences, it was to
the advantage of the studios to perpetuate the star system.

The star provides the studio with a tangible attraction, an image that can be
advertised and marketed, offsetting the less tangible qualities of the story,
direction, acting, art direction, costume design, and overall studio style.
Though these latter elements can be marketed as well, they rarely achieve the
identifiability of the star and cannot, in themselves, guarantee that a film will
make a profit. : '

Mary Pickford’s popularity (she was receiving 18,000 fan letters per month
in 1919) not only ensured the profitability of her pictures but enabled her stu-
dio, Paramount, to sell its othe, non-Pickford films as well, instituting a system
of block booking and blind bidding that was forced on exhibitors who wanted

- to rent Pickford’s films (see Chapter 4, “The Studio System”), Years later, Mae

West, the buxom burlesque and vaudeville performer who gave new meaning
to the art of sexual innuendo through her double entendres and her tongue-
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in-cheek delivery, was credited with saving Paramount when it went into
receivership and was taken over by its creditors in 1933. M-G-M owed its sur-
vival during the Depression to its stable of stars, which included Greta Garbo,
Joan Crawford, Clark Gable, Marie Dressler, Norma Shearer, Mickey Rooney,
Judy Garland, and Spencer Tracy; while the youthful singing star Deanna Durbin
is said to have rescued Universal in the recession of 1938.

Star Power

Stars can save studios because stars sell films. When the investment firm of
Kuihn, Loeb and Company decided to bankroll Paramount in 1919, its decision
was based, in large part, on the studio’s stable of stars, which included Gloria
Swanson, Douglas Fairbanks, William S. Hart, and Pauline Frederick. Staxs
were assets fhat the studios could take to the bank. Some major stars even took
themselves to the bank, forming their own studio. In late 1919, Hollywood’s
premiere stars-—Mary Pickford, Douglas Fairbanks, and Charles Chaplin (along
with “star” director, D. W. Griffith)—formed their own company, United Ar-
tists, to distribute their films. But, for the most part, from the 1920s to the 1950s,
the studios “owned” the stars, who were bound to them through multiyear
contracts. As that system of contracts started to crummble in the 1950s and 1960s,
the stars began to assume more and more power in the marketplace. In 1969, in
a gesture that recalled the formation of United Artists, a handful of major stars
(including, Barbra Streisand, Sidney Poitier, and Paul Newman) created First
Artists Production Company to finance the production of their films. These
stars were soon joined by Steve McQueen and Dustin Hoffman, but the com-
pany was unable to generate enough income to finance subsequent films. It ef-
fectively went out of business in 1982 after releasing such films as The Getaway
(McQueen, 1972), The Life and Times of Judge Roy Beart (Newman, 1972), Uptown
Saturday Night (Poitier, 1974), and A Star 1s Born (Streisand, 1976).

The power of the stars in contemporary Hollywood is reflected in the focus
of entertainment journalism, ranging from daily, syndicated television shows
such as Access Hollywood and Entertainment Tonight to weekly magazines such
as People and Entertainment Weekly. News about stars is headlined on such TV
shows, and photographs of stars dominate the covers of these magazines.

Every year, Premiere magazine publishes alist of “the 100 most powerful people

in movies.” Though the top 10 tend to be the CEOs of production companies
and star producer-directors (such as Steven Spielberg and George Lucas), more
than a third of the exclusive 100 are stars, ranging in 2003 from Tom Hanks
{no. 13) to Tom Cruise (no. 14), Mel Gibson (no. 15), Julia Roberts (no. 16), Jackie
Chan (no. 94), Halle Berry (no. 96), Colin Farrell (no. 98), and Kate Hudson
(no. 99). People on the power list can get pictures made; their pictures make
money; and, because their pictures make money, top stars such as Hanks,
Cruise, Gibsor, and Roberts can command per-picture fees of $25 million as
well as percentages of the box-office gross.

© Drearn Works, Courtesy Everett Collection
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As Mike Sullivan in Road to Perdi-
tion, Tom Hanks goes against type
to play a mob hit man.

Tom Hanks: A Case Study

Tom Hanks’s films make money ($266 million in 2002; $2.8 billion in box-office
grosses over the length of his career from 1981 to 2002). But Tom Hanks is als
a star W.hose ta.lent. as an actor has repeatedly been recognized by various ins‘c'i
}t;unlc:ns in the film industry. Highly respected by his peers, Hanks won back-to-
bac Acade,my Awards for Best Actor for Philadelphia in 1993 and Forrest Gum
in 1994, He's also won three Golden Globe Awards, as well as awards fro thp
Los A.ngeles Film Critics Association and the Sereen Actors Guild e
Like a number of other contemporary stars, Hanks got his' start in film
through hlS. apprfenticeship on a successful TV series. But unlike Halle Berr
(Iénots Landing), ]11.11 Car.rey and Iemu'fer Lopez (In Living Color), George Clooney
(ER), Legnardp DlCaPno (Growing Pains), Eddie Murphy and Mike Myers (Smf}I
urday Night Live), Will Smith (Fresh Prince of Bel Air), John Travolta (Welcome
Brlzck, Kot%er), and Bruce Willis (Moonlighting), Hanks’s rise to stardom began b
his dressing up as a woman on Bosom Buddies. Hanks’s career can be cha%ted 115-[1
terms of_a sexual tr‘ajec‘tory from the amiable, soft, sensitive, quasi-feminized,
;:igrly-he];lred youth in his films of the 1980s to the older, harder, more masculiné
’ gggg:s e pé.ayed in the_ 1990s. The curly-headed youth surfaced in a string of
o ;ome ies, from his first blts in Splash (1984), Bachelor Party (1984), Volun-
Ifltﬁk( 92135), and The Money 1'31t (1986) to his first megahit, Big (1988). In Big,
o s played a 13—yea‘\r—01‘d kid trapped in the body of a 35-year-old man, a role
at captured the boyish innocence and essential sweetness of his roles Jm this
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eriod. To some extent, this Hanks recalls the all-American earnestness of
Harold Lloyd (without the athleticism), though Hanks is clearly no clown. He
is a straight actor who plays multidimensional characters who possess a certain
comic aspect.

In A League of Their Own (1992), in the minor role of Jimmy Dugan, a former
baseball great forced into retirement due to injuries who has hit the skids, taken
to aleohol, and been reduced to coaching in a women’s baseball league, Hanks
refashioned his image from a kid with a future to a man with a past. His char-
acter’s insistence that “there’s no crying in baseball” echoes his gruff behavior
but masks an inner, repressed sensitivity to his players’ needs. Subsequent roles
as veteran astronaut Jim Lovell in Apollo 13 (1995), the battle-fatigued marine
captain John Miller in Saving Private Ryan (1998), death-row prison guard Paul
Edgecomb in The Green Mile (1999), and mob hit man Michael Sullivan in Road
to Perdition (2002) present a world-weary figure who is no stranger to disap-
pointment, failure, physical pain, and self-doubt. If, in Big, Hanks isa kid in the
body of a man, in The Green Mile, he turns out (in the frame story) to be a 100-
year-old man in the body of an 80-year-old. Inboth League and Perdition, Hanks
plays against type; indeed, in Perdition, he plays a cold-blooded killer. But his
character in Perdition nonetheless resembles that of earlier Hanks characters.
Hanks has been described as an American everyman. That description fits him
in the sense that his films are modern morality plays in which he emerges as the
moral compass whose behavior exemplifies an internalized and intuitive ad-
herence to an abstract, unwritten set of moral guidelines. Characters around

him—for example, the members of his platoon in Ryan—do their duty inas-

much as they do what is necessary for the mission; they play by the book.

Hanks’s character seems to be guided by an inner sense of what he mitst do and

he does it. When he breaks the rules (and the law) in Green Mile and takes

death-row prisoner John Coffey (Michael Clarke Duncan} out of jail to the war-

den’s house where Coffey cures the warden’s wife of a brain tumor, we under-
stand that Hanks is observing a higher law. Like the populist heroes in Frank
Capra’s American morality plays of an parlier era (such as Mr. Smith Goes fo
Washington, 1939, and Meet John Doe, 1941), Harks knows in his heart what is
right and does it. In avenging the murder of his wife and child in Perdition,
Hanks never swerves from his mission, but he also makes every attempt to
secure what he sees as a just resolution to his grievance. It is the mob that
emerges as hypocritical in its behavior, not Hanks, who respects his enemies
and understands their moral dilemmas, yet knows that the injustice done to
him and his family gives him the right to do what he does to exact vengeance
and to protect the life of his sole surviving son. And he knows that his chief
enemy John Rooney (Paul Newman) and mob boss Al Capone (Anthony
LaPaglia) understand this as well. Of his generation of actors, Flanks is the only

one who brings a moral clarity to his roles. Certainly Tom Cruise does not, nor

do Gibson, Clooney, DiCaprio, Brad Pitt, or others.
The roles that won Hanks his two Oscars—that of lawyer Andrew Beckett

in Philadelphia and that of Gomerish Alabama simpleton Forrest Gump—exem-
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A Variety of Masks

Every star houses several different iti
: \ personalities, though they all tend i
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an pyramid known as the star lies an actual .
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only through the roles they play, and we come to know them as personae rather
than as persons. )

Literally, the term “persona” refers to the mask worn by a character on the
ancient Greek stage. Actors develop a persona or portrait of themselves out of
the personalities of the various characters they have played over the course of
their careers and out of elements of their personal lives that have become pub-
lic knowledge. Actors either use these traits in their performances or audiences
impose them on the actors, reinvesting their performances with added signifi-
cance, as was the case with James Dean, whose accidental death in a highway
accident became part of his star legend.

John Wayne's persona, for example, included the inflexible, sometimes vio-
lent determination of the Western (The Searchers, 1956) and war (Sands of Two
Jima, 1949) heroes he played as well as his public political stance as an anti-
Communist (Big Jim McLain, 1952), a conservative Republican (The Alamo, 1960),
and a supporter of the war in Vietnam (The Green Berets, 1968). Even his highly
publicized personal bout with cancer (which prompted him to proclaim after
one of his lungs was removed, “I licked the big C”) provided crucial material for
his last fitm, The Shootist (1976), in which he played an aging gunfighter dying
of cancer. Wayne himself died of cancer three years after the film was made.

Stars essentially consist of three personalities—the star, the actor, and the
actual person. Each of these personalities consumes the entity that lies imme-
diately beneath it. With actors, the real person disappears in the creation of a
fictional character, Indeed, some actors so transform their physical features,
including their voice and bodily appearance, that they give the illusion not only
of becoming the characters they play but of becoming, different characters from
film to film. They efface themselves not only as persons but also as actors, as in
the case of chameleonlike performers such as Chris Cooper who, as Sam Deeds

in Lone Star (1996), plays a romantic lead as the crusading sheriff, and then, as

Col. Frank Fitts in American Beauty (1999), is a military martinet who tests his
son for drugs. Years later, Cooper plays the toothless orchid thief John Laroche
in Spike Jonze’s Adaptation (2002), and then reincarnates himself virtually un-
recognizably as the enigmatic horse trainer Tom Smith in Seabiscuit (2003).

Types and Typecasting

More commonly, actors become “typed,” playing similar kinds of characters
from film to film. Over the course of several films, these actors develop a dis-
tinct persona, or public image. In certain instances, an actor will become associ-
ated with a specific character, whose attributes become fused with his or her
own. Thus, Charles Chaplin became identified with the Tramp, Sean Connery
and Roger Moore with James Bond, William Shatner with Capt. James Kirk,
and Sylvester Stallone with Rocky Balboa and John Rambo.

More frequently, an actor will consistently play a certain character type
from film to film. Thus, Humphrey Bogart tended to play hard-boiled, anti-
authoritarian, romantically vulnerable tough guys (The Maltese Falcon, 1941;
Casablanca, 1942); Marilyn Monroe was regularly cast as a gold digger or dumb
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Sean Connery, in a departure from his
role as James Bond, played opposite
‘Tippi” Hedren in Alfred Hitchcodks "sex
mystery,” Marnie (1964).

Courtesy of Universal

blonde (Gentlemen Prefer Blondes and How to Marry a Millionaire, 1953); and
Woody Allen has played neurotic New York Jewish intellectuals who quote Kier-
kegaard, hate Los Angeles, and fantasize about love and death (Annie Hall
1977, Manhattan, 1979). l

Many actors resist typecasting and try to alter the kinds of characters they
play on the screen from film to film. Dustin Hoffman, for example, went from a
female impersonator-soap opera queen in Tootsie (1982) to Tom Cruise’s autistic
older brother in Rain Man (1988). Even those actors closely identified with spe-
cific roles will cast themselves against type in an attempt to broaden their range
:cmd thus rewrite their screen persona. Sean Connery resisted his James Bond
image from the very start, taking parts as a FPhiladelphia publisher sexually
mtrigl‘.led by a neurotic kleptomaniac in Alfred Hitchcock’s Marnie (1964) and a
rebellious prisoner of war in Sidney Lumet's The Hill (1965). Later, Connery
even took off his toupee to play older parts such as the seasoned soldier of for-
tune in John Huston's The Man Who Would Be King (1975) and the aging, incor-
ruptible Irish cop in Brian DePalma’s The Untouchables (1987).

Stardom and Mass Culture; From Persona to Star

The Role of the Media

Every actor and actress constructs a persona over the course of his or her career,
but few become stars. A star is an actor whose persona transcends the sum totai
of his or her performances. The star’s image may be rooted in specific roles, but
it extends beyond them, establishing itself in subsidiary forms, in secondary
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representations of the actor’s persona such as those found in fan magazines or
supermarket tabloids. The star’s persona recirculates in these other media,
where it acquires new meanings more or Jess on its own, beyond the control of
the individual actor or actress. '

Astar’s persona thus differs from that of an actor. For an actor, the persona
provides a primary mask that disguises the real person underneath. For a star,
the persona includes the actor’s persona as well as the star’s persona. This sec-
ondary mask of stardom covers the earlier one, reproducing and reshaping the
original persona and often transforming it in the process.

In other words, stardom is constructed not solely in films themselves butin
the larger terrain of mass culture as well. As an image reflected back to the per-
former from the mirror of popular culture, stardom colors the actor’s persona
on which it is based, rewriting that personality in certain identifiable ways.
Thus, Elizabeth Taylor’s stardom includes not only her films but her represen-
tation in the media, which have tended to portray her as a troubled figure—a
former alcoholic plagued by recurrent weight problems and a succession of
tragic or unhappy marriages. In the 1980s and 1990s, Taylor successfully har-
nessed her stardom to fight AIDS, raising money for AIDS regsearch and increas-
ing public awareness about the disease. Though she has not acted regularly in
films since 1989, she continues to “star” in supermarket tabloids, where articles
about her appear on a routine basis.

The same might be said of Elvis Presley, whose stardom continues to thrive
in the tabloids, even though he died in 1977. Reported sightings of Elvis in
malls and shopping centers testify to the supernatural existence that certain
stars enjoy when they transcend the media (records, films) in which they origi-
nally excelled and achieve a different order of celebrity, becoming (even after
their own deaths) stars in another medium. In other words, stars become stars
when they lose control of their images, which then take on a life of their own.

By the same token, Jeremy Irons and Anthony Hopkins, in spite of their
Oscars for Reversal of Fortune (1990) and The Silence of the Lambs (1991), respec-
tively, and their obvious talents as actors, have yet to become major stars,
largely because (1) the different roles that they have played do not lend them-
selves to the construction of a coherent screen persona, (2) their images have
not found widespread circulation in the media, and (3) their personal lives have
remained private rather than public. As a result, the nature of their offscreen
personalities is obscure and ill-defined for the majority of filmgoers.

Mickey Mouse: A Case Study

The transcendent nature of stardom is perhaps best illustrated not by Taylor or
Presley, whose physical realities served as solid foundations for their appeal
with the public, but by Mickey Mouse, whose star status rests on a purely imag-
inary form of existence. Alfred Hitchcock, who once described actors as cattle,
declared Mickey Mouse to be the perfect actor because he didn’t draw a salary,
he did whatever you wanted him to do, he never asked what his motivation
was for a scene, and he could be erased. Mickey was not only the perfect actor,
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Steamboat Willie (1928).
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but he became a star as well, christened by no less a Ho i
Mary I?ickford (who once proclaimed himyto be her favtﬂ*ji;:; Z?ac:‘)l.ummary than
Mickey’s stardom was phenomenal. Mickey Mouse Clubs, introduced b
theater owners in 1929 shortly after Mickey’s first talkie, Steambont Willie qujckly
spread throughout the country and, by 1931, boasted more than a mﬂ]i(;n memsj
bers. Merchandising tie-ins worth tens of millions of dollars soon followed. B
the mid-1930s, there were Mickey Mouse dolis, watches, stationery,_ice cre.anz
cones, lunch boxes, clothing, wallpaper, toys, and games. "

‘ Thoqgh he had no private life or tabloid existence, Mickey’s image was
deel){ circulated, not only through consumer products but through the media
including newspapers, fan magazines, and comic strips, making him one 0%
the most recognizable figures in the world. Even today, Mickey’s image is better
@own tlhan that of any world leader, rock star, sports figure, or other national or
international celebrity. If Mickey was the perfect actor, he was also the perfect
star; he was a purely fictional construction whose image circulated indepen-
dently of not only the control but also the physical existence of any real perzon

Playing Themselves

Elcould be said of Mickey Mouse that he was a star without ever being an actor.
other wol:ds, Mlckt?y a_iways played himself (even when nominally playing
the sorcerer’s apprentice in Fantasia, (1940). The same is often said of star actors
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such as John Wayne, James Stewart, and countless others. [t may even account
for the fact that many great stars—including Charles Chaplin, Greta Garbo,
Marlene Dietrich, Cary Grant, Fred Astaire, Barbara Stanwyck, Marilyn Monroe,
and Judy Garland-—never win an Academny Award for Best Actor or Actress
(though Grant, Stanwyck, and Chaplin did win special, honorary, career-
achievement Oscars). If stars are only playing themselves on the screen, then
they are ot really acting and are thus undeserving of an Oscay, or so most
members of the Academy would have us believe. _

Though ostensibly playing different characters, John Wayne (who finally
won an Oscar in 1969 for his role as Rooster Cogburnin True Grif) employed the
same speech and phrasing patterns, gestures, and physical movements {espe-
cially his famous walk) in roles as diverse as that of a tyrannical empire builder
in Red River (1948), a memory-haunted ex-prizefighter who has retired to Ire-
land in The Quiet Man (1952), and a genial naval officer serving in the Pacific on
the eve of World War ILin In Harm's Way (1965). In each instance, Wayne played
two characters —the character created in the script and John Wayne, a persona
that it took the actor almost 10 years (1929-1939) and scores of B Westerns and
serials to create. Though Wayne's persona overlapped and created a fit with the
characters he portrayed, what audiences saw (and went to the movie theater to
see) was not the fictional character he played but Wayne as the character. In
Wayne's case, the reality of the star OVerpowered that of the character, prevent-
ing the full realization of the character as an autonomous being.

The nature of star acting helps to explain why stars have difficulty playing
famous historical personages; the persona of the star refuses to fit that of the
well-known character from history. Thus, Spencer Tracy was more Spencer
Tracy than Thomas Edison in Edison, the Man (1940), and James Stewart was
more James Stewart than Glenn Miller in The Glenn Miller Story (1954) or
Charles Lindbergh in The Spirit of St. Louis (1957). It's unlikely that John Wayne
could have played anyone other than John Wayne, though he did take a stab at
William Tecumseh Sherman in How the West Was Won (1962).

For this reason, Hollywood tends to cast unknowns in the parts of familiar
figures. Milos Eorman chose Tom Hulce, whose chief previous credithad beena
supporting role in National Lampoon’s Animal House (1978), for the role of Mozart
in Amadeus (1984); Gary Busey played Buddy Holly in The Buddy Holly Story
(1978); Kurt Russell, relatively unknown at the time, starred in the TV movie
Elvis (1979); and Ben Kingsley debuted on film as Gandhi (1982), winning an Oscar
for his performance. Gandhi, however, did not turn Kingsley into a star. Nor did
his Oscar translate itself into drawing power for Kingsley at the box office.

Stars, the System, and the Public

Marilyn Monroe: A Case Study

Perhaps Marilyn Monroe gave the best account of stardom when she declared
that “only the public can make a star, . . . It's the studios who try to make a sys-
tern out of it.” In other words, stars are indeed made, but it is not necessarily
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the studios, producers, press agents, or even the stars themselves who make
them. However, once a star has been made, the studios attempt to harness the
power of the star and transform it into a system.

Monroe’s swipe at the studios refers, in part, to the successful efforts of her
own studio, 20th Century-Fox, to build her up as a star in the early 1950s and,
in part, to its less successful attempts to manufacture stars to take her place if
she should ever refuse a part, fail to report to the set, chronically arrive late on
the set, or temperamentally walk off the set in midproduction (which she did
repeatedly in the late 1950s and early 1960s).

At first, Fox groomed the platinum-blonde starlet Sheree North to take
Monroe’s place, giving her the same sort of publicity buildup given earlier to
Monroe; but North failed to catch the attention of the public. Fox tried again in
the mid-1950s, launching another shapely blonde, Jayne Mansfield, on a some-
what more successful career as a Monroe type in films that parody Monroe’s
(and Mansfield’s) image as blonde bombshell, such as The Girl Can't Help It
(1956) and Will Success Spoil Rock Hunter? (1957). Though Mansfield achieved
some sticcess, Mamie Van Doren, the next Fox enfry in the field of Monroe
substitutes, did not fare nearly as well, becoming a familiar fixture in teen-
exploitation pictures such as Running Wild (1955) and Untamed Youth (1957) and
ending her film career with The Navy vs. the Night Monsters (1966).

Stardom and Public Acceptance

The most famous attempts to manufacture stars are associated with the studio
era (roughly from the mid-1920s through the late 1950s), when male producers
revealed their obsessions with certain actresses by trying to make them stars.
William Randolph Fearst established Cosmopolitan Pictures in the late 1920s to
produce films for Marion Davies; Samuel Goldwym imported Soviet actress Anna
Sten in the mid-1930s, hoping to make her into another Garbo or Dietrich; Darryl
Zanuck tried to turn Bella Darvi into a star in the 1950s. In the late 1970s and early
1980s independent producers, agents, and publicists tried to turn models or cov-
ergirls, or Playboy centerfolds into film stars and failed, as the disappointing ca-
reers of Chuistopher Atkins (Blue Lagoon, 1980), Bo Derek (10, 1979), Morgan
Fairchild (The Seduction, 1982), and Pia Zadora (Butterfly, 1981) indicate.

If Monroe was right and it is the public that makes a star, then why does the
public select certain performers for stardom and reject others? Although pro-
ducers may view the public as capricious or whimsical in this regard, there is
often a method to the public’s madness or, to phrase this relationship more pos-
itively, a foundation for the fanaticism about certain stars.

~ The star answers a particular need that the public either consciously or
unconsciously has at a particular time for a particular figure of identification. In
other words, the star functions as a sociocultural barometer of sorts, giving
expression to and providing symbolic solutions for specific fears, desires, arxi-
eties, and /or dreams that haunt popular consciousness.

But before examining the intimate nature of the relationship between the
public and its stars, it is important to recognize two significant features of this
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Ingrid Bergman's highly publicized affair
with director Roberto Rosseliini clashed
dramatically with her screen image as the
title character in Joan of Arc (1948),
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relationship. First, stars may be figures of fantasy, but theixr fans are not foolls.
Audiences are quite aware of the machinery that studios and Othf?l‘? set in
motion in their attempts to produce stars, and they knowingly participate n
the manufacturing of stars. Indeed, much of their enjoyment of stars comes
from this knowledge. Second, the public that makes stars can also break t}llem,
especially if the stars violate their public image, as the .much-beloved silent
comedian Fatty Arbuckle did when he was accused of raping a young a(':tres_s at
a wild party in 1921, or as Ingrid Bergman (briefly) did when, hav.mg just
starred in Joan of Arc (1948), she deserted her husband and daughter to live with
director Roberto Rossellini, with whom she then had a child out of wedlock.

STARS AND CULTURE: A HISTORICAL SURVEY

The Early Years

The First Stars

The star system, of course, preexisted the advent of motion pictures, thriving

in the legitimate theater, vaudeville and the music hall, and the opera through- -
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out the nineteenth century. Histories tend to cite Florence Lawrence, an actress
who appeared in Biograph films in 1908-1909 and who was heavily publicized as
a star by Carl Laemmle when she left Biograph in 1909 to join his IMP Company,
as the first movie star. However, she was not the first star to appear on film.

In 1894, Edison’s Kinetoscope Exhibition Co. signed the first movie star—
the prizefighter Gentleman Jim Corbett. His exclusive contract forbade him to
appear in anyone else’s films. Edison brought before his cameras stars from a
variety of fields, including Wild West performers Buffalo Bill and Annie Oakley,
strongman Eugene Sandow, dancers Ruth St. Denis and Amnabelle, and other
altractions from the New York stage and the Barnum and Bailey Circus. One of
the most sensational early films, The May Irwin—John C. Rice Kiss (1896), was an
adaptation of a scene from a Broadway stage play, The Widow Jones, featuring
theater stars May Irwin and john Rice.

However, Lawrence, who, unlike these earlier stars, enjoyed little prior
celebrity on the stage or elsewhere, was one of the first stars to be created by the
medium of film. These extracinematic stars of the cinema’s first decade did not
act; rather, they performed feats for which they were well-known—some of
which, as in the case of Sarah Bernhardt, involved the staging of famous the-
atrical scenes for the camera to record. For the most part, their stardom was
merely recorded; it was not created on the screen, as was Lawrence’s. And
Lawrence’s stardom derived not from studio publicity (Biograph refused to
publicize its performers) but from fans who were drawn to her without know-
ing her name, fascinated by her radiance, refinement, beauty, and dramatic
range, which enabled her to play both comedy and tragedy. As one of a succes-
sion of director ). W, Griffith’s heroines, including Blanche Sweet, Mary Pick-
ford, Lillian and Dorothy Gish, and Mae Marsh, she served as an embodiment
of American energy and Victorian virtue.

Late Victorianism

The stars of the 1910s represented transitional figures for audiences whose
nineteenth-century Victorianism was slowly giving way to a more modem sen-
sibility in which many of the more restrictive aspects of Victorianism were
relaxed. American Victorianism consisted of somewhat more than the negative
virtues of sexual repression and restraint. It involved a code of positive values
that included hard work and an aversion to idleness; a sense of moral orderli-
ness and self-control, discipline, self-confidence, and self-sufficiency. However,
it did prize obedience and it also set forth fairly circumscribed roles for women
to play within the family and the community, relegating their activities to the
private sphere of the home and barring proper ladies (wives, mothers, and
daughters) from taking part in the more public sphere of the workplace or pol-
itics. The nineteenth-century ideal of womanhood insisted, as one critic put it,
on their “piety, purity, submissiveness, and domesticity.” -

In Broken Blossoms (1919), for example, the options for Griffith’s lower-class
heroine, played by the delicate, Victorian ideal of femininity, Lillian Gish,
consisted of the virtuous drudgery of an oppressive marriage or the depraved
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misery of prostitution. There was no question (in Griffith’s mind at least) of her
getting a job, supporting herself, and living alone. '
During the 1910s and 1920s, the status of women changed as the American

economy shifted from a rural and agricultural to an urban and industrial base. o

More and more women entered the workplace, securing jobs in emerging cor-
porations and businesses as “typewriters” (that is, office secretaries) and in the
growing consumer industries such as department stores, where women found
jobs as clerks and salesgirls. These economic changes produced profound social
changes, resulting in-—among other things—greater freedom for women. Cer-
tain stars functioned to bridge these transformations.

Pickford, Fairbanks, and Chaplin

Mary Pickford embodied the profound social changes taking place in that she

retained her screen image as “Little Mary, the girl with the long, golden curls,”
« America’s sweetheart,” and the ideal embodiment of Victorian virtue, while a
more modern, offscreen image of the actress as a working woman and as a busi-
nesswoman managing a successful career evolved alongside this earlier image.
Though her screen roles, such as those in Tess of the Storm Country (1914) and
Rebecca of Sunnybrook Farm (1917), continued to portray her as a doll-like child,
her more modern image in the media made her a figure of identification for an
emerging class of “new women,” which included independent working women,
suffragettes, and other nontraditional women who took their place alongside
men in the post-Victorian world of modern America.

In similar fashion, Douglas Fairbanks constructed a double image: he often
played a hard-working young businessman in an emerging corporate America;
yet his occasional bouts of boredom registered his frusiration as an individual in
a stifling atmosphere dominated by the Protestant work ethic. But rather than
give in to a decadent idleness, Fairbanks energetically threw himself into the
guilt-free enjoyment of pleasure and relaxation through healthy leisure-time
pursuits. He engaged in sports, athletic exercise, or other physical adventures.

Charles Chaplin combined, in the persona of the Tramp, the old-world,
aristocratic values of Victorian society, and the new-world egalitarianism of the
immigrant, whose hunger and homelessness made him the defiant opponent
of all arbitrary authority—especially policernen. Thus, his costume of derby,
dress coat, and cane looked back nostalgically to a former elegance. And his
concern for proper behavior and social manners identified him with more tra-
ditional values.

The enormous popularity of Pickford, Fairbanks, and Chaplin during the
1910s testified to their ability to address the anxieties of audiences who were
themselves confronting a modern, twentieth-century world with old-fashioned,
nineteenth-century values and ideas. One measure of their popularity can be
seen in the dramatic escalation of their salaries: in 1909, Pickford earned $10 a
day at Biograph; by 1915, she was being paid $10,000 a week by Famous Play-

- ers. Chaplin’s earnings grew from $150 per week (Keystone, 1913) to $10,000 a
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week at Mutual in 1916; Fairbanks multiplied his weekly salary from $2,000 in
1915 to $10,000 in 1916.

By the end of the decade, all three achieved per-picture salaries in excess of
$150,000, as well as percentages of the box-office returns on their films, making
them the most highly paid and most powerful stars in the industry. When they
became so expensive that their studios, in an attempt to limit their salaries,
secretly dgreed not to bid against one another for their services, the stars left
and formed (along with Griffith) their own company, United Artists, which
served as a distributor for their independently made films.

Exoticism, Eroticism, and Modern Morality:
Stars of the 1920s

The Jazz Age

During the 1920s, more exotic and erotic stars such as Rudolph Valentino and
Greta Garbo joined the ranks of Pickford, Fairbanks, and Chaplin. The Ameri-
can nature of the latter (in spite of Pickford’s Canadian and Chaplin’s English
origing) was expressed in both their pragmatic ingenuity and their new-world
innocence. Their sexuality was that of the child or the naive adolescent rather
than that of the worldly adult. The appeal of Valentino and Garbo was that of
sophisticated, sexually experienced Europeans. Their popularity with Ameri-
can audiences reflected the new atmosphere of sexual liberation that followed -
the war.

The woman's suffrage movement had secured women the vote in 1920, and
the women'’s temperance movement had played a major role in the institution
of Prohibition in 1919, demonstrating the power women could exert in the pub-
lic sphere. But the involvement of women in political reform proved to be only
the first stage of a larger social revolution in which a new generation of women
began to usurp fraditionally male roles. The male double standard slowly gave
way to a new permissiveness for those women who dared to enjoy it. The
daughters of the women’s movement discovered that it was fun to dance,
drink, smoke, and “pet.” And although more conservative elements of society
objected, unconventional sexually liberated young women of the Roaring
Twenties (referred to as “flappers” and “jazz babies”) defended their actions in
terms of a modern morality.

The Victorian Puritanism of major filmmakers such as Griffith was replaced
by a new explicitness in dealing with female desire and behavior by filmmakers
such as Cecil B. De Mille. De Mille specialized in titillating topics (and film
titles} such as adultery (The Cheat, 1915), promiscuity (Manslaughter, 1922), and
“modemn” marriages in which women and men engaged equally in infidelity
(Old Wives for New, 1918; Don't Change Your Husband, 1919; Why Change Your
Wife? 1920; The Affairs of Anatol and Forbidden Fruit, 1921). Yet, although De
Mille’s characters experimented with the new morality, their adventures taught
them a lesson. More often than not, they returned, by film’s end, to the same
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Publicity material for Clara Bow in Elinor
Glyn's ft (1927).

old-fashioned values they had initially rejected, often going back (o their hus-
bands and wives with a new appreciation of the more traditional virtues of sex-
ual fidelity, marriage, and family.

Having “It": Clara Bow and Rudolph Valentino

The extent to which the new interest in sexuality now dominated the screen can
be seen in the emergence of a novel criterion for stardom—the possession of
“1t.” Elinor Glyn, English author and Ho]lywood tastemaker, wrote several
popular novels and more than a dozen screenplays in the 1920s about the new,
sexually aggressive and sexually provocative flappers. He'r 1926 novel, called
It, was adapted for the screen and starred the qujntessel}hal Hollywood flap-
per—the pretty, sexy, fun-loving, impudent, worldly-wise Clara Bow. Glyn,
who defined “I¢” as “an inner magic, an animal magnetism,” declared Bow to
be the “It Girl.” (Glyn also acknowledged that Valentino, John Gilbert, and Rex
the horse had “It” as well; apparently “It” was a quality that not only crossed
sexual boundaries but also those between different species.)

Although Bow’s sexuality breathed rebellious life into models of fe];nale
behavior in the 1920s, it remained, like that of De Mille's heroes and heroines,
more or less within the moral confines of what K. Scott Fitzgerald and other

spokespersons associated with the Jazz Age outline as typical of the wilder, more .

bohemian American youth of that era. Bow's characters, again like De Mille's,
had fun and sowed their wild oats but ultimately married and settled down.

Courtesy of Paramount

Chapter 5 The Star Systern 109

The sexuality of Valentino, Garbo, and other foreign-born screen idols of
the 1920s differed in nature from the wildness of American youth epitomized
by Bow. The screen behavior of the former was not part of a larger rite of pas-
sage through which they passed on their way to sexual maturity (as it was with
Bow). The threat posed by Valentino, for instance, cannot be explained away as
some youthful fad, though his role in The Sheik (1921) did produce a generation
of American couples who referred to one another as “sheiks” and “shebas.” As
the sheik, Valentino wooed the heroine by abducting her, enslaving her, and
holding her, not only against her will but under the constant threat of rape.
Valentino’s image as a menacing and brutal but romantic lover was extended in
his roles as the passionate bullfighter in Blood and Sand (1922) and as the venge-
ful woman-hater in The Son of the Sheik (1926); but films such as The Four Horse-
men of the Apocalypse (1921} and A Sainted Devil (1924) also promoted his image
as a sultry Latin lover.

American men hated Valentino almost as passionately as American women
loved him. Men regarded his skill as a dancer with suspicion, envied his good
looks, resented his status as a great lover, considered him to be effeminate, and
distrusted him as a foreigner. They preferred the more American onscreen love-
making of male stars such as John Gilbert.

But when Valentino died suddenly in the summer of 1926, more than
100,000 fans, most of them women, mobbed the streets of New York outside the
funeral home. The actress Pola Negri, with whom Valentino was reportedly
having an affair, collapsed on the set of her latest film when she heard the news.
When she recovered, she rushed to New York (along with a studio publicist) to
be near him. And, for more than 65 years, on the anniversary of his death, a
mysterious woman in black visited his tomb and brought a bouquet of roses to
place upon it.

Greta Garbo: From Divinity to Himanily

The passionate Mediterranean sexuality introduced by Valentino ignited his
female fans. The more distanced Nordic allure of Garbo smoldered on the screen,
generating a more cerebral, less visceral response among her audiences. There
was virtually no precedent among American actresses for Garbo’s world-weary
sexuality on the screen. Hollywood had created vamps before; Theda Bara
enjoyed a brief career of luring men to their doom as a femme fatale in films such
as A Fool There Was and Carmen (1915), Cleopatra (1917), and Salome (1918}, Sim-
ilar roles had subsequently been played by (and become exclusively reserved
for) European actresses such as Alla Nazimova and Pola Negri, in the 1920s.
But Garbo lacked the manipulative power that the vamp exerts over men and
the destructiveness of the femme fetale. If Garbo was a femme fatale, then she
was more “fatale” for herself than she was for the men who fell in love with her.

The passion of Garbo was not only romantic but religious as well. She was
the Joan of Arc of screen vamps, femme fatales, and courtesans; she suffered
and died for love. Garbo’s most characteristic roles were as Leo Tolstoy’s Anna




110 ' PART'1 The Mode of Production

EERENN

Greta Garbo and Jehn Gilbert in FAlesh and the Devif (1927),

Karenina in Love (1927) and in Anna Karenina {1935)—as the unhappily married
woman who falls desperately in love with another man and who pays for her
infidelity with death. This was a part she also played in The Tempiress (1926),

" Flesh and the Devil (1927), A Woman of Affairs (1928), and a number of other films.

In Mata Hari (1932) and Camille (1937), Garbo was the older, more experienced
woman of the world who seduced and fell in love with younger men but died
tragically, the victim of her own self-destructive nature and past behavior.

The stars of the late silent era achieved the status of screen idols whom fans
worshiped from a distance. Garbo’s reclusiveness, memorialized in the utter-
ance for which she has become most famous—*1 vant to be alone”—lasted even
after her departure from Hollywood and her retreat to anonymity on New York
City’s Hast Side, where she continued to play the moody Swede. Though
Garbo’s onscreen and offscreen mystery might have exceeded that of other
stars, it symbolized the quasi-religious divinity that stars possessed in the eyes
of the movie-going public.

But, with the down-to-earth realism associated with the coming of sound,
with the social upheavals introduced by the stock market crash and the Depres-
sion, and with the redefinition of American notions of individualism brought
about by the New Deal, the aloof, aristocratic nature of silent screen stars came
under increasing criticisin and attack. Though American audiences remained
fascinated by stars, they wanted their stars to be more human and more acces-

Courtesy of M-G-M
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sible. The transformation of Garbo’s screen persona in the 1930s provided a
perfect illustration of the way in which silent stars were forced to step down
from their pedestals and come alive in order to prolong their careers.

The initial stage in the dedivinization of Garbo took place with her first
sound film, Aana Christie (1930), which was sold to the public through an ad
campaign that humanized her by simply declaring “GARBO TALKS!" Later in
the decade, when top stars such as Katharine Hepburn and Fred Astaire were
denounced by exhibitors as “box-office poison” because fans supposedly found
them to be too sophisticated, highbrow, and elitist, Garbo briefly reclaimed her
popularity by switching from tragic costume melodramas, such as Camille
(1937), to appear in her first comedy, Ninotchka (1939). This film was not only
done in modern dress but also featured Garbo as an avid consumer of contem-
porary female fashion (she fell in love with a hat). This time, M-G-M publicity
struck another blow in its attempt to make Garbo more accessible, proclaiming
“GARBO LAUGHS!”

Depression/Repression: The 1930s

New Realities, New Images

The transition to sound ushered in a new breed of movie star made up of actors
and actresses from the theater (George Arliss, Ruth Chatterton, Fredric March),
vaudeville (the Marx Brothers, Mae West), the recording industry (Al Jolson,
Eddie Cantor), and radio (Bob Hope, Bing Crosby, Jack Benny). Distinct vocal
styles provided the basis of stardom for many performers, ranging from the
charming French and German accents of Maurice Chevalier and Marlene Diet-
rich, respectively; the cultivated English accents of Ronald Colman and Herbert
Marshall; and the urban, lower-class voices of Wallace Beery, James Cagney,
Edward G. Robinson, Mae West, and Barbara Stanwyck to the regional speech of
Will Rogers and the racial dialect of Hollywood'’s first black star, Stepin Petchit.

The major stars of the early 1930s (with one or two exceptions) did not
belong to the sophisticated royalty of the silent era but to the working class.
American audiences fell in love with burly, homely types such as Wallace Beery
and Marie Dressier; with hard-working shopgirls such as Janet Gaynor and
Joan Crawford; with proletarian tough guys such as Cagney and Robinsor;
with homespun humorists and broad slapstick comics such as Will Rogers and
Joe E. Brown; and with an adorable little “orphan” whose only possessions
were her dimples, her cwls, and her boundless optimism for the future—
Shirley Temple.

All-American Kids: Shirley Temple and Judy Garland

Between 1934 and 1938, Temple's films earned more money than those of any
other star. By the mid-1930s, she was earning more than $300,000 a year and
received more than 3,500 fan letters a week. Her endorsement of products,

e ki
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Shirley Temple dances with Bill “Bojangles” Robinson in 7he Littlest Rebel (1935).

ranging from dresses to dolls, brought in another $300,000 a year. For Depres-
sion audiences, Temple provided sentimental solutions to national problems. In
her films, Temple’s character was often an orphan (Captain fanuary, 1936) or

Caurtesy of 20th Century-Fox

motherless (Little Miss Marker, 1934) and came from working-class backgrounds

(Marker, Dimples, 1936). The perfect democrat, she befriended both servants
(Curly Top, 1935) and blacks (The Littlest Rebel, 1935).

More important, she became the focus for a new social order. Her unquali-
fied love melted the hardened hearts of both rich and poor and prompted
uncharacteristic generosity ameng her wealthy guardians and/or benefactors,
who then vowed to take care of those less fortunate than themselves. Temple
was America’s answer to the Russian Revolution; she awakened the benign
forces of paternalistic capitalism, which healed the nation’s wounds and united
formerly antagonistic factions of society. Rescued, adopted, and rewarded with
untold wealth for her simple trust and love, the miraculous fortune of Temple's
screen characters made her the embodiment of every spectator’s desires.

Temple’s popularity decreased as she approached puberty, but so did the
dangers facing the typical American family as it weathered the economic tur-
moil of the 1930s. Other young stars, such as everybody’s boy-next-door and
girl-next-door couple Mickey Rooney and Judy Garland, took up where Temple
left off and provided a similar optimism for audiences of the late 1930s. As
Andy Hardy, Rooney applied energy and resourcefulness to the problems that
beset bourgeois, middle-class America at the end of the decade. Given a meager
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allowance by his FDR-like father, the judge, Andy Hardy managed to buy a
jalopy, take his girl to the drugstore for a soda, rent a tuxedo for the senior
prom, and, working with the other kids in the neighborhood, assemble an ama-
teur show or musical revue that would put Broadway to shame.

Garland, whether as Andy’s sweetheart or Dorothy (of Kansas and Oz),
paid similar fribute to the inventiveness and innate talent of the average Amer-
ican teenager. Garland infused everything she did, from singing to coping with
the trials and tribulations of adolescence, with emotion. She suggested that the
happiness that lay just over the rainbow could be obtained if only you could
pursue it, as Judy did, through an intense, wholehearted commitment to pure
feeling.

Clark Gable: Populist Hero

The most representative star of the 1930s was not an old man (Beery, Rogers), a
child {Temple), or a teen (Rooney, Garland), but rather a rugged, all-American
guy. In Broadway Melody of 1938 (1937), Garland sang to his photograph. She
declared, like other female fans who worshiped him, that he was “Not like a
real actor. . . . But like a fellow you'd meet at a party.” That fellow was named
Clark Gable. The foundation of Gable’s screen persona was laid by Frank Capra
in It Happened One Night (1934), in which Gable, in an Oscar-winning perfor-
mance, played a cynical, big-city newspaper reporter. His character advocated
the lower-class, populist virtues of dunking donuts, eating raw carrots, hitch-
hiking, and giving piggyback rides just like the great Abe Lincoln used to do.
Gable’s regular guy educated runaway heiress Claudette Colbert in all of the
above and taught her how to survive without money on the road in Depression
America.

Whether an adventurer in Red Dust (1932) or Call of the Wild (1935), a gam-
bler in No Man of Her Own (1932) or Manhattan Melodrama (1934), or a con man
in Hold Your Man (1933), Gable projected a no-nonsense honesty and self-irony
that made him an ideal antagonist for and complement to Vivien Leigh’s incur-
ably romantic and self-deluding dreamer, Scarlett O'Hara, in Gone With the
Wind (1939).

Sex, Censorship, and Star Images

Sex continued to play a major role in the construction of stardom in the 1930s,
but it did so largely through its overt repression. The comparatively unbridled
sexuality of stars such as Bow or Valentino in the 1920s became the object of
censorship in the 1930s when the Motion Picture Producers and Distributors of
America reinstituted the Production Code in 1934 in response to protests by
certain civic organizations and members of the clergy.

Directed against depictions of not only crime and violence but also sexual
themes such as adultery; scenes of passion, seduction, or'rape; sexual perver-
sion, and miscegenation, the Code handcuffed the rampant sexuality of early

- 1930s stars such as the sexy platinum blonde Jean Harlow and the sexually
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suggestive Mae West. It turned the sex comedy into the screwball comedy; it
made stars out of presexual child and teen performers (such as Temple, Rooney,
Garland, and Deanna Durbin) and old men (such as Beery and Rogers). And it
forced otherwise sexually healthy and attractive stars to find socially acceptable
substitutes for sex, such as Joan Crawford’s onscreen drive toward success in a
career, In the 1920s, Rex (the horse) may have had “It,” but in the 1930s, Gene
Autry’s horse, Champion, not only didn’t but couldn’t.

In It Happened One Night (1934), which was made just after the Code was
put in force, Gable found himself in the unusual position of having to deny
himself to Claudette Colbert until they could be properly married and the
“walls of Jericho” (the makeshift curtain that Gable erected between their twin
beds) could come tumbling down. Sexual self-censorship made actors such as
Gable even more desirable for their female fans, but it also drove sex under-
ground, where it built up steam during the war years and finally exploded in
the resexualization of Hollywood that took place in the postwar years in film
noir and in films with more sexually explicit themes and sexier stars.

World War Il and lts Aftermath

A New Generation

After the Japanese attack on Pearl Harbor, a number of American actors
(including Clark Gable, James Stewart, Tyrone Power, Herry Fonda, Robert
Montgomery, and Mickey Rooney) enlisted in the military, creating a vacuum
of sorts that a new generation of male stars struggled to fill. Established male
stars such as Humphrey Bogart, James Cagney, Gary Cooper, Errol Flynn, Cary
Grant, and Spencer Tracy were joined by relative newcomers such as Abbott
and Costello, Don Ameche, Dana Andrews, Joseph Cotten, Bing Crosby, John
Garfield, Bob Hope, Van Johnson, Ronald Reagan, John Wayne, and Orson
Welles. Musical star Betty Grable became a favorite with the Gls in her incarna-
tion as a pinup whose leggy picture adorned more than 2 million posters on the
walls of U.S. military barracks around the world.

At the other end of the spectrum, a desexualized Greer Garson epitomized
home-front sacrifice as Mrs. Miniver (1942). Ginger Rogers in Tender Comrade
(1943) and Jennifer Jones in Since You Went Away (1944) represented the girls
back home for whose safety the war was being fought, as did Judy Garland and
child star Margaret (’Brien in the period musical Meet Me in St. Louis (1944).
Finally, Tngrid Bergman emerged as the perfect combination of romance and
patriotism as a member of the Resistance in both Casablanca (1942) and For
Whomt the Bell Tolls {1943).

Transformations

Stardom changed during and after the war as performers began to push the
limits of classical social, sexual, and psychological behavior. Cary Grant, a
handsome romantic lead in 1930s screwball comedies such as The Awful Truth

Chapter 5 The Star System 115

(1937), Bringing Up Baby and Holiday (1938) began to explore the darker side of
his screen persona as a suspected murderer in Suspicion (1941), as a small-town
radical in flight from the police in Talk of the Town (1942), and as a disreputable
cockney tramp in None but the Lonely Heart (1944). Musical comedy song-and-
dance man Dick Powell and easygoing Fred MacMurray underwent a similar
image overhaul for their roles as Detective Philip Marlowe in Murder, My Sweet
(1944} and as slick insurance salesman and husband-killer Walter Neff in Dou-
ble Indemnity (1944). .

Bogart's transformation from 1930s gangster (The Petrified Forest, 1936; The
Roaring Twenties, 1939) to 1940s romantic lead (The Maltese Falcon, 1941;
Casablanca, 1942) represented the flip side of these attempts by leading men to
redefine their images: instead of tarnishing his persona, he polished it up; but
in the process, Bogart brought something of the gangster to his roles as a good
guy. In all of these instances, an amalgam of opposing traits led to the creation
of the sort of antihero that would dominate film noir.

The postwar period also witnessed the reemergence of the femme fatale,
but this time the femme fatales were homegrown, girl-next-door types rather
than vamps from abroad. Stars such as Rita Hayworth (Gilda, 1946; The Lady
from Shanghai, 1948), Lauren Bacall (1o Have and Have Not, 1944; The Big Sleep,
1946), and Lana Turner (The Postman Always Rings Twice, 1946) brought an
erotic sexuality to the screen that had formerly been reserved for European
imports. (The exception that proved the rule was Theda Bara, who, though
born as Theodosia Goodman in the United States, was given an Afro-European
ancestry and an exotic name by studio publicists.)

American female sexuality that had previously been channeled into the pos-
itive enterprises of creating a family or a career suddenly rebelled, revealing its
disastrous potential. And though this sexuality was ultimately contained (as in
the case of Bacall, who was “tamed” by Bogart) or proved to be self-destructive
{as in the case of Hayworth and Turner, whose greed, lust, and/or improper
desire brought about their own deaths in Shanghai and Postman), that sexuality
nevertheless emerged as revolutionary, empowering (albeit briefly) the women
who possessed it.

The Darker Side: Psychology and “the Method”

If perfection characterized classical stardom, postwar stars exposed and took
advantage of their flaws—all in the interest of a greater realism. The good looks
of a Tyrone Power, Exrol Flynn, or Robert Taylor gave way to the rough features
of a Bogart or Robert Mitchum (who once described himself as looking “like a
shark with a broken nose”). Actors began to explore the psychological dimen-
sions of their screen personae, revealing the apparent transparency of their
mental makeup to be clouded with psychological complexities. Bogart started
talking to himself in Treasure of the Sierra Madre (1948) and developed psychotic
tendencies in In a Lonely Place (1950). Edward G. Robinson heard voices in Scar-
let Street (1945), and James Cagney became a psychopathic killer with an Oedi-
pus complex in White Heat (1949). '
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James Stewart evolved from the naive, small-town, populist hero of Frank
Capra’s 1930s comedies (You Can't Take It With You, 1938; Mr. Smith Goes fo Wash-
ington, 1939) to the bitter, anxiety-ridden, vengeatce-obsessed cowboy in
Anthony Mann's 1950s Westerns (Naked Spur, 1953; Man from Laramie, 1955) and
the disturbed voyewr and sexual fetishist in Alfred Hitchcock’s 1950s suspense
thrillers (Rear Window, 1954; Vertigo, 1958). Even John Wayne developed neu-
roses as the iron-willed, dictatorial cattleman in Red River (1948) and the socially
estranged, broodingly violent, racist Indian fighter (with a quasi-incestuous
fixation on his brother’s wife) in The Searchers (1956). But by the mid-1950s,
Wayne, Stewart, and others were merely acting 4 la mode. Hollywood was now
populated by a new generation of tormented, high-strung young actors such as
Montgomery Clift, Marlon Brando, and James Dean, who embodied the alien-
ation, anguish, and sensitivity of 1950s teenagers.

Clift, Brando, and Dean, along with Barbara Bel Geddes, Ben Gazzara, Julie
Harris, Paul Newman, Jack Palance, Lee Remick, Rod Steiger, Eli Wallach, Shel-
ley Winters, and Joanne Woodward, had studied acting in New York at the
Actors Studio, where the dramatic theories of the Soviet theater director Con-
stantin Stanistavski had been adopted and reworked by Lee Strasberg, Elia
Kazan, and others. Stanislavski’s techniques became the foundation for ’fthe
method,” training exercises that require actors to use their own past experi-
ences and emotional histories as a basis on which to build an inner identifica-

‘tion with the characters they portray. The Actors Studio became so famous for

its success in training actors in the 1950s that even established stars, such as
Marilyn Monroe, began to take lessons there.

However, not all 1950s actors and actresses achieved stardom by means of
the method, that is, by baring their psyches and their souls to the public. Bob
Hope, Bing Crosby, Gary Cooper, Gregory Peck, Doris Day, Rock Hudson, Jane
Wyman, William Holden, and Randolph Scott dominated the box office during
the decade. But the general moviegoing audience of the prewar years had frag-
mented into a number of special-interest audiences in the 1950s, which ranged
from rebellicus teens (who idolized Dean, Brando, and later Elvis Presley),
college-age men and women {who liked sexier, older stars such as Marilyn
Monroe, Kim Novak, William Holden, and Gregory Peck), and housewives
(who were fans of Rock Hudson, Jane Wyman, Ava Gardner, June Allyson, and
Susan Hayward) to conservative older viewers and family audiences who
patronized Dean Martin and Jerry Lewis comedies and Biblical epics starring
Robert Taylor or Charlton Heston,

Stars and Anti-Stars

Many of the more stable stars of the 1950s continued to be top box-office attrac-
tions in the 1960s. Dean had died in a car crash in 1955, after completing Gianf;
Clift had been seriously injured in another car accident while making Rainiree
County in 1957 and never quite recovered his earlier form; and Brando floun-
dered in a series of oddball items, including Mutiny on the Bounty (1962), The
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Director Elia Kazan deft) and actors Marlon Brando, Julie Harris, and James Dean on the Warner
Bros. Lot during the making of Fasf of Eden (1955).

Ugly American (1963), Bedtime Story (1964), and The Countess from Hong Kong
(1967), though his performances in The Chase (1966) and Reflections in 0 Golden
Eye (1967) proved that he had not lost his ability to rivet audiences.

Doris Day and Rock Hudson emerged as the biggest box-office attractions
from 1960 to 1964, costarring in a number of bedroom farces inctuding Pillow
Tulk (1959}, Lover Come Back (1961), and Send Me No Flowers (1964). Cary Grant
and John Wayne continued to hold sway over American screen comedies and
Westerns, respectively, but were challenged by a new international star, Sean
Connery, whose characterization of fan Fleming’s British secret agent, James
Bond, made him one of the most popular male actors between the years 1962
(Dr. No) and 1972 (Diamonds Are Forever).

Resisting Tradition: Nicholson, Eastwood, and Their Peers

Anumber of contemporary stars resisted the traditional star image. They played
the role of the reluctant star or anti-star, refusing to give interviews to the press
or do extensive publicity for their pictures. Apparent by-products of a 1960s
counterculture, they not only refused to behave like stars, but also didn’t even
look like stars (with the notable exceptions of Warren Beatty, Paul Newman,
and Robert Redford). Many of them didn’t live in Hollywood (Woody Allen,
Marlon Brando, Robert De Niro, Clint Eastwood, Paul Newman, Robert Red-
ford, Bill Murray, George C. Scott, Shirley MacLaine, Meryl Streep, Sean Con-
nery, Michael Caine, and Dustin Hoffman); some didn't bother to pick up their
Academy Awards on Oscar night (Allen, Brando, and Scott). Other anti-stars
included Warren Beatty, Jack Nicholson, and Barbra Streisand.
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Uncom(fortable with celebrity, these anti-stars not only refused typecasting,
selecting parts that problematized their personac, but also preferred to play
ant-heroes rather than heroes. Eastwood, for example, alternated his role as
Sergio Leone’s man-with-no-name in the Italian spaghetti Westerns and the
tough supercop Dirty Harry Callahan with a series of parts that explored the
hypermasculinity of his screen image, questioning its rigidity and exposing its
flaws. Thus, he played a phony cowboy from New Jersey in Bronco Billy (1980)
and a self-reflective cop sensitive to women’s issues and critical of his own
male chauvinism and excessive violence in Tightrope {1984).

Nicholson went from antiauthoritarian rebel (One Flew Over the Cuckoo’s
Nest, 1975) to Mafia hit man (Prizzi’s Honor, 1985), though a certain demented
subversiveness has given some consistency to his image from his rebellious
youth as an actor (Easy Rider, 1969, and Five Fnsy Pieces, 1970) to his roles in the
1980s as the mandacal killer in The Shining (1980), the devilin The Witches of East-
wick (1987), and the Joker in Bafmuan (1989). By contrast, more conventional
stars, such as Schwatrzenegger and Stallone, have continued in stardom’s clas-
sic mold, building consistent screen characters for themselves by playing a
fairly narrow range of character types, such as Conan and the Terminator or
Rocky and Rambo.

Television as Training Ground

Since the breakup of the studio system, contemporary stars have entered Holly-
wood from a variety of other media, developing a star status outside of motion
pictures that they then translate into stardom in Hollywood. Television serves
as the training ground for many actors, replacing the B pictures and low-budget
motion picture mills that provided past performers with experience in front of
a camera, Actors who have moved from television series to motion picture star-
dom range from Steve McQueen, Burt Reynolds, James Garner, and Clint East-
wood to John Travolta, Michael J. Fox, Sylvester Stallone, Robin Williams, and
Bruce Willis. {Actresses seem to have been less successful.)

Saturday Night Live gave us John Belushi, Eddie Murphy, Steve Martin,
Chevy Chase, Dan Ackroyd, Bill Murray, and Gilda Radner, as well as Michael
Myers and Dana Carvey of “Wayne’s World.” A handful of television gag writ-
ers and nightclub comics, such as Woody Allen and Mel Brooks, have gradu-
ated to the motion pictures, where they perform their own material. Cher,
Diana Ross, Kris Kristofferson, Dolly Parton, Tiza Minnelli, and Barbra Strei-
sand came to the cinema by way of the recording industry. Cover girls whose
careers in modeling led them to the movies have included Brooke Shields, Far-
rah Fawcett, and Cybill Shepherd.

Stars’ Children: Déja Vit

A related phenomenon is the emergence of second-generation stardom—the
children of stars whose features and mannerisms recall those of their parents,
giving audiences an uncanny sense of déj vu. Thus Jane and Peter Fonda (chil-
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dren of Henry); Liza Minnelli (daughter of Judy Garland); Michael Douglas
(son of Kirk); Jeff and Beau Bridges (sons of Lloyd); Emilio Estevez and Chatles
Sheen (sons of Martin Sheen); Keith, David, and Robert Carradine (sons of
Johr); Isabella Rossellini (daughter of Ingrid Bergman); Melanie Griffith (daugh-
ter of ‘Tippi’ Hedren); Laura Dern (daughter of Dianne Ladd and Bruce Dern);
Carrie Fisher (daughter of Debbie Reynolds); Jamie Lee Curtis (daughter of
Janet Leigh and Tony Curtis); Kiefer Sutherland (son of Donald); Timothy Hut-
ton (son of Jim); and Angelina Jolie {daughter of Jon Voight) bring to the screen
a kind of self-reflexivity that is quite consistent with contemporary Holly-
wood’s obsession with its glorious past (see Chapter 15, “The Film School Gen-
eration”). In effect, contemporary stars enable us to see the ghost of Hollywood
past in the faces of Hollywood present.

Different Faces: The Rise of Black Stars

From Sidney Poitier to Blaxploitation

Tn the late 1960s, as the political and cultural climate polarized, a growing seg-
ment of the moviegoing public, comprised largely of younger spectators under
the age of 30, moved to the left, embracing certain aspects of the WOmen's,
youth, and civil rights movements. In the right place at the right time, Sidney
Poitier enjoyed unprecedented success at the box office in this period, emerging
as the first black star who could draw a significant number of white spectators.
His A Patch of Blue landed among the top 10 moneymakers of 1965, earning
$6.3 million; To Sir with Love did the same in 1967, making more than $7.2 mil-
lion. Then, in 1967, Guess Who's Conting to Dinner placed second only to The
Graduate in profits, returning an incredible $25.1 million to its distributor,
Columbia, while in 1968 another Poitier picture, For the Love of Ty, pulled in
$5 million.

The blaxploitation movement of the early 1970s sought to build on Poitier’s
pioneering efforts in creating a crossover audience of whites who went to black
films and to address the interests of an increasing number of black spectators,
who, industry analysts estimated, made up from 25 to 30 percent of the total
moviegoing audience. The phenomenal success of Shaft and Sweet Sweetback's
Baadasssss Song (1971), which grossed $7 and $11 million, respectively, proved
that black was beautiful at the box office. But unlike the Poitier vehicles, which
catered to a middle-class and lower-upper.class audience, this cycle of black
films addressed lower-middle-class and lower-class concerns, dramatizing
crime in the streets and creating a black urban landscape peopled by private
eyes, drug dealers, numbers runners, petty criminals, pimps, and prostitutes.

Fame in Other Fields

The course of stardom for young black actors and actresses in this period fol-
lowed a somewhat different line of development from that taken by white
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Sidney Poitier and Katharine Houghton in Guess Whos Coming to Dinner (1967).

performers, though black stars also came from other media. For the most part,
blacks had to come from noncinematic backgrounds because Hollywood had
never invested in the development of more than a handful of black stars. In the
postwar era, only Poitier had evolved into a leading man, achieving celebrity in
The Defiant Ones (1958), Lilies of the Field (1963), and In the Hent of the Night and
Guess Who's Coming to Dinner (1967). One or two other black actors such as
Brock Peters (To Kill @ Mockingbird, 1962) and James Edwards (The Manchurian
Candidate, 1962) put together careers as talented supporting performers but
were unable to find vehicles that would secure for them the singular kind of
success enjoyed by Poitier.

1f television proved to be the station along the way to stardom for white
actors in the 1960s and 1970s, this was not the case for black actors, who found
it difficult to secure work on TV (though Bill Cosby achieved some recognition
in the I Spy series in the late 1960s). It was not until the late 1970s that television
provided roles for black actors in any significant numbers. As a result, the stu-
dios turned to black stars from other media. Hollywood had done this in the
past with black performers whom it had recruited from the world of music and
dance, such as Cab Calloway, Paul Robeson, Bill “Bojangles” Robinson, Pearl
Bailey, Lena Horne, Dorothy Dandridge, Harry Belafonte, and Sammy Davis, Jr.
More recently, women of color who topped Billboard's pop music charts, such as
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Whitney Houston (The Bodyguard, 1992) and Jennifer Lopez (Ouf of Sight, 1998;
Maid in Manhattan, 2003), have also gained recognition as fitm stars.

During the 1960s and 1970s, Hollywood capitalized on the celebrity of
African Americans, but it found them not so much in the traditional media of
theater and television as in other fields in which nonacting skills are perfected.
Black actors came from the world of fashion; white executives cast former mod-
els such as Richard Roundtree (Shaft, 1971) and Tamara Dobson (Cleopatra Jones,
1973) in films. New stars also came from the world of athletics: Hollywood
turned to track and football stars such as Woody Strode (Sergeant Rutledge,
1960}, Rafer Johnson (Soud Soldier, 1972), Jim Brown (Slaughter and Black Gunn,
1972), Fred Williamson (Black Caesar, 1973), O. ]. Simpson (The Towering In-
ferno, 1974), Jim Kelly (Enter the Dragon, 1973), and “Rosey” Grier (The Thing
with Two Heads, 1972).

The Eddie Murphy Generatiott

Unfortunately, Hollywood's interest in producing black films and developing
black talent declined as the box-office revenues from blaxploitation films fell off
during the mid-1970s—a tuan symbolized by the failure of The Wiz (1978), which
starred Diana Ross and Michael Jackson. Though mainstream black actors such
as Poitier, Belafonte, Cosby, and Richard Pryor continued to attract large
crossover audiences in films such as Uptown Saturday Night (1974), black actor-
athletes failed to establish themselves as stars. Muscle and good looks only car-
ried black stars so far; it was raunchy nightctub comedy, however, that led the
way for the next wave of African American stars. The polite restraint of Cosby
plays quite well on the living room TV (which proved to be the best setting for
Cosby, who never enjoyed the same success in movies that he did on television).
But the less conventional, raw humor of Pryor, who starred in a number of con-
cert films as well as in the box-office smashes Silver Streak (1976) and Stir Crazy
(1980), and of Eddie Murphy, who appeared in a string of commercial hits in the
mid-1980s ranging from 48 Hours (1982), Trading Places (1983), and Beverly Hilis
Cop (I in 1984 and II in 1987) to Coming to America (1988), made stars out of both
Pryor and Murphy and provided a new format for the showcasing of other black
performers such as Whoopi Goldberg, whose skills as a comic actress produced
a popular nightclub act as well as hit films such as Ghost (1990) and Sister Act
(1992), and Arsenio Hall, who parlayed his costarring role in Coming to America
into a steady berth as a late-night talk show host. '

During the 1980s, an increasing number of minority actors and actresses
established careers for themselves on television and in the movies, including
Emilio Fstevez, Raul Julia, James Earl Jones, Rae Dawn Chong, Lou Diamond
Phillips, Oprah Winfrey, James Smits, and Red Foxx. At the same time, black
actors such as Lou Gossett, Jr. (An Officer and a1 Gentlemman, 1982), Danny Glover
(the Lethal Weapon films), Morgan Freeman (Driving Miss Daisy and Glory, 1989),
and Denzel Washington (Glory, 1989; The Pelican Brief, 1993; The Siege, 1998),
found more or less regular employment in a new Hollywood dominated by
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liberal white executives who grew up in the 1960s. These moguls seem to have
inherited some of that decade’s racial sensitivity. At the very least, they have seen
a potential market growing out of the liberal counterculture, and have made
films for the children of those (like themselves) who grew up in the 1960s.

Economics and Contemporary Stardom

The fact that Hollywood has opened its heavens for minority stars remains a
significant step forward (especially for those staxs of color who have made it),
but this development has more to do with simple economics than it does with

notions of fair play. Stars are and always have been commodities. Today’s mar-

ketplace, though culturally more diverse, is nonetheless still a markefplace,
where an increasing number of star images trade places with one another on
the floor of the film industry’s own form of stock exchange, in which images are
worth money. It is from this perspective that the essential artifice of stardom
emerges most clearly. Stars are not born but made; and they are made with a

_ putpose—to sell films. Throughout the history of the theater, the movies, and

television, stars have been rated in terms of their bankability, that is, their value
at the box office. The star system took shape around the economic reality into
which the unique attractiveness of each star was translated. In this way, the star
system played a crucial role in the perpetuation of the studio system. After the
demise of the studio system in the 1950s and 1960s, the star system became,
along with the genre system (see the introduction to Part II), the mest impor-
tant stabilizing feature of the motion picture industry. Though the path to sta-
dom in the contemporary film industry has become increasingly complex and
the attainment of stardom increasingly haphazard, the phenomenon of star-
dom has remained essential to Hollywood because of its ability to lure specta-
tors into the theater.

In the early 1980s, Robert Redford’s presence ina film was considered to be
worth $5 million at the box office; Clint Eastwood’s was worth $4 million; and
Robert De Niro’s, $3 million. In 1991, Premiere published a list of stars whose
appearance in a film “virtually guarantee{d] a foreign presale [ie., the sale of
the film to potential exhibitors overseas prior to its production], regardless of
the script, director, or other stars brought to the package.” The most bank-
able stars included (in order of their box-office appeal) Arnold Schwarzenegger,
Mel Gibson, Tom Cruise, Sean Connery, Harrison Ford, Jack Nicholson, and
Julia Roberts. ’

Today, that list of top stars (each earning about $20 million or more per pic-
ture) has a few new names: Tom Hanks, Julia Roberts, Denzel Washjngton,
George Clooney, and Russell Crowe. And. in the mix of contemporary box office
attractions are more women and minority performers than ever before, includ-
ing Nicole Kidman, Reese Witherspoon, Will Smith, Jennifer Lopez, Cameron
Diaz, Drew Barrymore, Renée Zellweger, Sandra Bullock, Angelina jolie, Jodie
Foster, Eddie Murphy, Jackie Chan, and Halle Berry. A possible indication of
changing times is the indusiry’s recognition of black performers at the 2002
Academy Awards ceremony, at which Denzel Washington won the Best Actor

© AP/Wide Werld Photos

Chapter 5 The Star System 123

EEEER

At the 2002 Academy Awards ceremony,
Halle Berry won an Oscar for Best Actress
and Denzel Washington for Best Actor.

award for Training Day (2001) and Halle Berry won a Best Actress award for her
role in Monster's Ball (2001). Sidney Poitier (Lilies of the Field, 1963) had earlier
won an Oscar for Best Actor, but Berry was the first African American woman
to win for Best Actress.

A few veteran actors have remained top stars, such as Bruce Willis, Jack
Nicholson, Mike Myers, Nicholas Cage, and Harrison Ford, but these have
been joined by a new generation of acting talents, including Adam Sandler, Jim
Carrey, Matt Damon, Ben Affleck, Leonardo DiCaprio, Brad Pitt, Vin Diesel,
Keanu Reeves, Tobey Maguire, and Ben Stiller.

Stars continue to play a stabilizing role in the contemporary film industry,
providing filmmakers with built-in audiences who regularly watch films in
which their favorite actors and actresses appear. However, in recent years, a
number of films that feature no major stars have performed exceedingly well at
the box office, suggesting that those who are willing to take risks and gamble
on the public’s potential interest in particular projects can quite often reap even
greater rewards than those who hedge their bets by hiring proven (and pricey)
stars. Variety’s list of the top-grossing films of all time includes E.T.: The Extra-
Terrestrial, the Star Wars films, Batman, Jurassic Park, The Lost World, Twister,
Home Alone, Ghostbusters, Jaws, and the Indiana Jones trilogy——films that feature
no well-known stars {except for Harrison Ford, who was more or less unknown
at the time of Star Wars, and Jack Nicholson, who played only a supporting role
in Batman). In other words, stars are not indispensable. Yet Hollywood, the
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media, and motion picture audiences seem unable to do without them for any
length of time.

For nearly 100 years, Hollywood's biggest attractions have been stars and
stories. Audiences have come (o see Gentleman Jim Corbett, Mary Pickford,

Greta Garbo, Clark Gable, John Wayne, Robert Redford, Barbra Streisand, ’

Eddie Murphy, Arnold Schwarzenegger, and others. To some extent, the stars
make the stories, driving them forward with the force of thejr personalities.
More often than not, the stars and the stories collaborate with one another: the
stars build their screen personalities on the backs of the characters they play

and on the story patterns that writers provide for them; and the fictional char-
acters and stories come to life through/in
pleasure that stars provide to audiences has rem
ways depends on the audience’s recognition
and the character which he or she plays. U
tinction exists—in which there is only chara
collapse a star into a mere character.
ciation of them as perfornters—from the interp
Tronically, in order to be caught up in and carried away by a star, we must be

the bodies of individual stars. Yet the.
ained unique, because it al-
of the differences between the star
ke the novel, in which no such dis-
cter—the movies can never quite
QOur delight in stars comes from an appre-
lay between star and character.

fully conscious of the essential artifice that underlies stardom.

The Cheat (1915)

Broken Blossoms (1919)

The Sheik (1921)

It (1927)

Steamboat Willie (1928)

It Happened One Night (1934)

The Littlest Rebel (1935)

Camille (1937)

‘Gone With the Wind (1939)

Ninotchka (1939)

The Maitese Falcon (1941)

Casablanca (1942)

Red River (1948)

Singin’ in the Rain {1952)

Gentlemen Prefer Blondes
(1953)

Giant (1956) -

The Searchers (1956)

Will Success Spoil Rock Hunter?
(1957)

s of the Storm Cotntry (1914) '

Guess Who's Coming to
Dinner {1967)

Int the Heat of the Night (1967)

True Grit (1969)

One Flew Over the Cuckoo’s
Nest (1975) '

The Shootist (1976)

Silver Streak (1976)

Annie Hall (1977)

Bronco Billy (1980)

The Shining (1980)

Stir Crazy (1980)

48 Hours (1982)

Trading Places (1983)

Beverly Hills Cop (1984)

Tightrope (1984)

Coming to America (1988)

Ghost (1990)

Pretty Woman (1990)

" Philadelphia (1993)

Monster’s Ball (2002)
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