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First off,

I want to welcome you to the
first issue of Cinefan. I%'s been a long
time in preperation, and I thank those of
you who've been waiting for your patience
and apologize for the delay. As anyone who's
Gealt with P.U.E.'s advance orders before is
eware, publication delays are nothing new
around here; but I am certain that any such
delaye that coms up will only result in a
better final product. Hopefully, future is-
Bues of Cinefan, as wall as Fandom Unlimited,
shall appear more frequently then in the
past.

I want to thank all those who contributed
to the publication of this first issue by
sending in the material which comprises it.
It goes without saying that I couldn't have
done it without them, not unless I wanted %o
etart producing eketch books. And I urge
readers to send in material, articles, re-
views, artwork, whatever, for consideration.
A fanzine subsiste on the material sent in
by the fans, and there's an open market
here. (Due to the nature of my publications,
and the financial status, contributions are
not paid for other than by a copy of the is-
eue in which your work appears). Materfal is
&lso needed for Fandom Unlimited, which
deals with the serious discussion and eval-
uation of comic books and fantastic litera-

ture, and for the upcoming feppelin, a
smaller, more limited and informal fanzine

dealing with just about amy subject.

The Uinefan review aection 1is open to
6ld as well as new films, and submissions of
reviews, and any other quality articles
dealing with cinema are greatly encouraged.

Some technical information may be in
order: as usual, any comments inside of a
double set of parenthesis ((...)) are those
el the editor; and the photo captions, and
acy opinions stated therein, may be blamed
on the sditor.

I would 1like +to call attention <o two

ivertizements which appear somewhers in +the
e, which sagerly Tecommend: Sound
ck Album Retailera 15 a mail-order out-
which has an excellent selection of
quality soundtracks at remarlably reasonable

ices, considering the rarity of many of
the altums. I've been dealing with STAR ever
since I first became interested in filw
music, and I've been quite happy with their
services. GSee their ad in the classified
section; 1f you're seriously interested in
film music as & collector, I'd encourage you
to write for their catalogue.

The other ad may be found on the inside
back cover, end is for Walt Iee's monumen-
tal Reference Quide to Fantestic Pilms. This
is an overwhelmingly complete project, con-
taining & monstrous 1ist of all films which
are to be congidered fantastic (i.e., sci-
ence fiction, fantasy, horror, etc.) and why
they are so; with massive castforedit lists,
synopsis and cross references. An excellent
information sourceé handsomely bound in three

umes (the third is due out any time now)
: 1= deserving of your interest.
'd also like to indicate the insert on
e gecond page of the HARRIS/IANDIS article
118 issue == notice the "real" blob diBco-
red In Texas recently. How much of Fara-
o t's 1958 release, THE BLOB, was fictiom,

Interesting that the Dallas Blob was
in colar, Just as Steve McQuesn's nema-
wWas . And po doubt & coincidence that
woman who found it was named Harris,
t a8 the film's producer was. Certainly
Dallas phenomenon W8 no more than &n
usl mutation, but -- as the article
out -- the possibility is there.
thing is impossible," =& friend of
“Improbable, yes.

Impos-

By Randall Larson

Other puhlications available from Fandom
Unligited Enterprises include:

Pandom Unlimited #1, published in Octo-
ber of 1971, our first publication is still
available for $1.00 per copy. F.U. #1 deals
with comice and science <fiction, and fea-
tures an exclusive interview with Fredric
Wertham, M.D., whersein hediscusses his views
of comle book viclence as put forth in his
book Seduction of the Innocent. ilso includ-
ed is an interview with author Robert Bloch,
articles on comics, science fiction and fan-
zines, plus art by Jim (Alan) Hanley, D.
Bruce Berry, Bill Rotslsr, Mario Navarro,
Jim Garrison, et al.

The Hobert Bloch Fanzine is still avai-
lable in limited quantities for $1.00 each.

This 1a the mpegazine about Hobert Bloch.
It's been praised s 8 colleactors' item by

fans and dealers, and the second edition
(photo offset, revised) 18 almost sold out.
Containing articles on and by the author of
PEYCHO, NIGHT WORID, and other novels, short
stories and filme like ASYIUM, STRAITJACKET,
etoc; a complete bibliography of his publish-
ed work, an extensive interview combined
from four sources, and other material by Sam
Moskowitz, Ioay Hall, Samuel Peeples, Joe
Pumilia and othere; with artwork by Jim Gar-
rison, Marlo Havarro, Tim Kirk, Bill Rote-
lar, at al.

Fapdom Unlimited #2 4is at last 1o pre-
peration and should be out before long. You
can reserve a copy for $1.00 now. Featuring
an extensive history-review (part ona) of
H.P, Lovacraft's welrd-horror series, [The
Cthulhu Mythos; an in-depth interview with
Fredric Werthem, M.D. on +the subject of
acreen violence; an autoblography of 0.C.
Beck (artist of the Golden Age CAPTAIN MAR-
VEL); & poll on the Comica Code Authority,
and other material, including fiction by
Gordon Matthews, and Loay Hall & Terry Dale.
Artwork is by Mike Presley, Bil Stout, Don
Newton (& beautiful centerspread!), dJohn
Romita, Jim Pinkoski, John Fantucchio, Jim
Garrison, C.C. Beck, Jim Hanley, John Pound,
Tim Kirk, Bill Roteler, Mario Navarro, Dan
Adkinsy Vincent DiFate, and many others.

The gsecond issue of Cipnafan, publication
date unset, is due out before too long, you
CEN Teserve & copy anytime for .00. Tea-
tures include the conclusions of this issue's
Toho and 50's Performers articles, as well
as a detalled and profusely-illustrated ar-
ticle on animator Jim Danforth, discussions
on the Wolfman, FANTASTIC PIANET, "The Movie
Morality", the screenwriting career of Ro-
bert Bloch, and much more.
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A ROMANTIC’S VIEW OF THE
TOHO LEGEND

By Greg Shoemaker

PART ONE

Let us go way back to 1954, not real
a great year for filmmalting in general, but
an outstanding year nonetheless for one film
company in particuler, a Japenese outfit with
that memorable, sing-songy neme, Toho -- more
precisely, Toho Hotion FPicture Company.

Yes, 1954 was a landmerk year for the
techniclane and actors at Toho due to the
popularity of a certein motdon picture f£ilmed
on the Toho lote -- a film which gave that
studio a financial 1ift and & name-to-remem-
ber by film audiences around the world. But
it wasn't until 1956 when that sams Toho film
burst on the screen in the United States did
Toho find a niche in the fantasy £film genrs
in good ol' U.S5,A. And the motion plcture
1 accomplished this spectacular feat --
LA, KING OF THE M 5, of course.

Not attempting to elight +the success of
L » mention must eatill be made of &
movie alsp produced in Japan by Toho
titled THE INVISIBIE MAN, alternately
titled THE INVISIBIE AVENGER, A question
arises as to this film's releass date in re-
gards to that of GUDZILIA. If befors, GOD-
EILIA cannot be termed the success everyone
labeled it for it tpok Toho two attempts to
get 1its fantasy filws off the ground. If
after, Toho can be commended on GCDZILIA for
being the first but blowing their success
with AVENGER. In fact, 1little is available
from any source on AVENGER, but it's quite
defipate that Eiji Tsuburays handled the
special effects chores on +the film. MNMore
likely than not, THE INVISIBLE MAN probably
preceeded GODZILIA and failed to click.

Two additionsl assumptions could be mede
in regards fo GODEILIA's popularity. Pirat,
had it mot been for the success of Ray Harry-
hausen's HEAST FROM 20,000 PATHOMS, Toho
wmight not have made GODEILLA in the firet
pPlace. GSecord, had it not been for the vast
campaigning of Joseph E. Ievine who purchssed
GODZILLIA for release in the U.5., both GOD-
ZILLA and Toho might have remained nonenti-
ties to this day.

As one can see, the beginning aof the
fantasy film in Japan 1s shrouded in Buppo=-
sition. But it was GOD L4, KING OF THE
MONSTERS which started it all It was Toho
who produced the first successful fanTamsy mo-
tion picture from +he "land of the rising
aun." Ard it is to them and one especially
talented film craftsman, the late Eiji Teu-
buraya (1901-1970), mester sepecial visual
affects technician, that this article is
dedicated.

For the novice to this film, CGODETLLA
featured a monster awakened after centuries
of s8leep bty hydrogen bomb explosions. His
"rebirth" resulted in the destruction of
Tokyo and the death of many hundreds of Japa-
nese citisens. Witnessed by Steve Martin, an
American reporter, who had befriended two
Japanese, he induced one, & girl, to persuade
her Japansse gBoientizt-friend to use his new
invention -- an agent that will destroy the
oxyzen in water -- in the sea where (odzilla
retreated after his rampage on the lapd. The
scientist relented, and Godsilla was de-
stroyed in the sea which bore him up.

TOP IEPT: An atmospheric scena from one of
Toho's horror/mystery-formula fantasies,
H-MAN. Yumi Shirakawa cringes from the
watery hydrogen being.

CENTER IEPT: Momoko Eochi and Akira Taka-
rada in GODZILIA, Toho's best known fantasy
film. CENTER RIGHT: Akira Talkarada (left)
and Talmshi Shimura (center) watch as Aki-
hiko Hirata prepares to use his oxygen de-
atroyer which will eventually do away with
the monster in GODEITLIA. Shimurs, best known
for his excellent performances in Akirs Kuro—
sawa's SEVEN SAMURAI, IKIRU, and others, ap-
peared in numerous Toho fantasies, including
GODZILIA, GIGANTIS, THE MYSTERIANS, GHIDRAH,
and others.

BOTTOM LEFT: GODETLIA, KING OF THE MONSTERS
rages through Tokyo (the firast time this
mighty city had been crushed by Toho's mon-
sters, by the way). Note the miniature
work on the met, and compare the atmosphers
of this original film with that of Tahao's
later films, particularly the GODEILLA MEETS
EQ AND 50 travesties.




GODZILIA, KING OF THE MONSTERS was &
dynamic film at the time of ita initial Te-
lease, though repetition of its concept in
other filme over the yesrs had dimmed much of
its uniquenass. The film was quite shocking
and horrifying in many sequences, most noiab-
1y the effectual buildup of tension created
by Raymond Burr-whe reported the destrucdtion
of Tokyo onto a tape recordtn.i. Godzilla
eventually approached the tuilding in which
Burr had @otationsd himself and 1literally
ghook the hell: out of the structure causing
a beam to fall and pin Burr to the floor.
The firet appearance of Godzilla in the film
cannot be discounted either, <for its shock
value when his head jutted over the top of a
argantuan hill frightening the natives into
yeteria. Probably the fact that director
Inoshire Homda waited to show +the monster
until midway inte +the motion picture, and
then only at night, helped to create fear in
tne viewer when watching GODZILIA -- it crea-
ted & horrific mood sorely lacking in later
efforts of Toho.

Most everyone lmows how Tsuburaya crested
his effects for GUDZILIA, so there is really
no need to go imto an¥ éepth on this matter.
Tn fact, the main star of the filwm is the
photography of the man-in-guit monster through
the use of low camera angles, excessively-
slow motion, low-key lighting, and minimisa-
tion of humen movements by the ipdividual in
the Godzilla suit. As 1 said befors; it is
unfortunate that Toho has un-learmed all the
bagics of Tilmaking which they used so well
in creeti a virtual reign or terror from
1954 up until 1964 or '65.

To appeal to the American audiences non-
Japenese footage was added to GUDEILIA in its
U.5. release, which starred Raymond Burr. He
played his role extremely well. In his
scenss Japanese-Americans were used as his
companions, all speaking good English. But
when Burr would speak to the Japanese stars,
stand-ins would communicate %o Burr with
their backs to the camera. When the Japanese
actors were by themselves in a scene, English
dubbed voices were used. This method of
seening to combine the American actors with
the Japanese stars succeeded, making it the
best example of this machination to date.

Dubbing was merely average for the film.
The most obvipus faults appeared in two se-
quences. In the first, Tekashi Shimuxra is
explaining to & group made up of scientists,
the press, and 8o on, +the reasons for God-
silla's existence. Throughout this footage
the dubbing voice continues to read the word
"phenomenon" as "vhenonemon," destroying the
geripusness of the situation. And second, in
the scene where Akihiko Hirata shows Homoko
Kochi his invention for removing all oxygen
from water, the dubbing voices of both char-
scters change to different voices amd thenre-
turn to the original ones. Both mistakes
ghow how the fate of & motiom picture rests
in the bhande of & dubbing studio. IT the
work is shoddy, the f£ilm suffers extensively.
Iuckily, the gods favored GODZILIA and the
film overcame the errors in dialogue, lack of
synchronisation and voice expression.

For GODEILLA the sum was eater than
sach part. The whole thing worked. It work-
ed so well that Toko said "Far out!" and be-

gan planning a sequel.

The sequel, 1like GODZILIA, was filmed
in black and white. Toho, no doubt still un-
sure of their success, docided to keep tha
budget down by using the less costly £ilm
stock. Then, too, special visusl effects,
mostly salong the lines of stationary amd
traveling me%tes, were sasier to execute for
matching the matte segments, since color con-
trol in black snd white wee not s problem and
the "halg" around matted elements was less
noticeable. Alsp, like GODZIILA, the sequel's
monster scenes +took place primarily at night
which benefitted concealment of mistakes and
provided a mood for the film.

In GIGANTIS, the seguel to GUODZILIA, two
friends are using seaplanes to locate Bchools
of Zfish. tme of +the friemds, Kobayashi,
ditches his plane near an Island when the
craft develops engine trouble. His friend,
Teukioke, flies to the rescus and both decide
to bpend the night on the island, but from
out of a silence a roar is heard which start-
leg the two. Both eee a life apd death
battle being waged between Gigantis (God=illa)
and Angerus, a four-legged beast similar in
appesrance to a prehistoric au.l:{lunaurus ((re-
gembling & modern-day armadillo)). Teukioka
and Hobayashi escape the wrath of the two
warring behemoths in Tgukioka's plane. The
monatrous battle continues until both mon-
sters plummet over a cliff into the sea. The
besste emerge sometime later on land and con=-
tinue their battle until Gigantis eventually
does away with Angerus. Then he turns his
attention on the city. He is impossible to
atop. The destruction completed, Gigantis
returns to the sea and the safety of apother
igland. He is spotted by a plane which in-
forms the military of Gigantis' whereabouts.

are dispatched to the lslsnd and
the snow-covered mountains
the beast which causes avalanches of snow &
turied beneath tons of
debris never to menace mankind aga
Footage from GODEILIA (Yes!
actually Godzilla with a new name created by
Warner Bros.) appeared in GIGANTIS in & scene
thering of sci-
entiets what to expect from
scepes covered Godzilla barging through elec-
trical high +tension lines,
at tenks and the high
standing on & traim track
train crashes
clamping a train
ups of his feet
path were also

shooting his ray
ion supporting to-

car in his Jaw.
emeshing everything in their

or GODZILLA RAIDS AGAIN among
other pumerous alternate titles by which this
#£ilm has been known, featured no new American
footage as in GODZILIA, though the poasibili-
ty had been discussed befors the film's even-
tual U.S5. release some
Supposedly, Forrest J. Ackerman,
editor of Famous Monsters of Filmland,
questioned &bout &
to script +he new
mended Ib Melchoir ((known as & director and/
or writer for ANGRY RED PLANE?,
JOURNEY TO THE GSEVENTH PLANET, et al)) who
began to formula
VOICANG MOWSTERS

and Angerus in the

seript called THE
bringing together Gigantis

Phillipines later heading
the added cost and work of

final attempt to destroy Gigantis was made.
It all helped the film overcome its '“monster
meets monster® status. Though not the first
f£ilm to pit ome gilant beast against another,
it was the first in 1955 to have the battle
btetween two monsters fought im & city. GI-
GANTIS was, end s8%ill is, the finest example
of the Tohe "meet® filws, and was one of the
best filme Toho has made.

1955 also ‘brought forth another new Jap-

anese crestion in the form of a giant goril-
la-like beast, with modifications by the Toho
makeup depariment. He wandered amidst the
Japanese alpsa in this Nippon version of the
Abominable Snowman legend. Tn this film the
story went as follows: A half-human, half-
teast creature is discovered by &8 university
student whose findings result in a search by
& group of anthropologisis, believing that
+he crsature may be a missing link in the ev-
oglution of man. During the attempts to en-
apnare the beast (a circus owner becomes in=-
volved in his own search for obvious reasons)
+the monster's son is killed and the snraged
Snowman hurls men and trucks over a oliff.
His wrath unappeased, the creatura demolishes
a lost willage hidden in the alps. A% the
climax the beast, in a skirmish with a girl
from the lost village, falls off a cliff and
is killed. The scientistse then take the
Snowman's Son back to their university for
scientific study.

The spowman was the atar of Toho's HALF

HUMAN, originally titled THE SNOWMAN, which

caused the idea to be
Pinally, im 1959 the fllm was re-
leased as GIGANTIS, THE PIRE MONSTER. Fraud -
ulent advertising?

GIGANTIS followed GODZILIA with continusd
high production qualities.
monster ve momster theme,
velopment of the

And despite the
the character de-

In fact one of the
film lost his

LEFT; Gigantis (Godzilla) fights with Ang-
erus in the first of what was to become &
tradition with Toho: monster meets monster,
from GIGANTIS, THE FIRE MONSTER.

CENTER IEFT: GODZILLA approaches the electri-
fied power lines that were set up in an at-
tempt to stop him. They didn't.

CENTER RIGHT: Soldiers prepare for the coming
of GIGANTIS on the island.

BOTTOM: A rare still from HAT® HUMAW, one of
Toho's more inwardly-sepsitive filma.

OPPCSITE PAGE, TOP: A Temarkably clear pho—
to of the battle in GIGANTIS. Note the fine
detail given to the set and costuming, and
backirop painting. TFor some reason, no doubt
economy, Toho's more current Godzilla efforts
have all lacked in this detail (with the pos—
sible exception of some miniaturs work) and
none have had the craftemanship that went into
their earlier films.

BOTTOM: Another example of early Toho mina-
ture and effects work, from RODAN. Note the
wind-torn buildings, and wildly-splashing
water in the river, and the detail given to
the miniatures.







was released in the States on a double-bill E
with +the grade-Z quicky MONSTER FROM GREEN i =
HELL. Iike many of the earlier Toho fantasy
films, distridbution was limited, and beceuse
of this, information on HALF HUMAN was, and
is, rather searce.

The fault with the distribution lay with
Distributors' Corporation of America who ac-
complished the releassing of HALP HUMAN in the
U.5. in 1958, Assuming the film was unpala-
table to American audiences, DCA followed
GODZILLA's ploy of filming new scenes with
American actors to intercut with the Japanese
footage. The new footage featured John Car-
radine, Morris Ankrum, Robert Kerpes and Russ
Thorson as American scientists who discuse
the action of the beast.

The film was described thusl% by Paul V.
Beckly in a review he wrote for the W.Y. Her-
ald Tribune on November 27, 1958: “The da=
velopmen & generally slow and the outcome
disappointing. There are Some ssquances of
merit, among others -- that in which the
Snowman...his skin somewhet baggy but looking
otherwise 1like a feirly happy Neanderthal...
picks up a truck and tosses it 1ike a hand-
btall over a cliff."

Stills from HATF HUMAN backed Beckly*s
criticism regarding the baggy suit, but the
8low pace of the film was due to the talky
American explanatory footage which boringly
described plans of the scientists anpd zhe
actions of the Snowman. Had DCA left the or-
iginal footage intact, +the pace, thanks to
Honda's direction, would have been quite
good. What was most startling was the fact
that even with all the new footage, the U.S.
release ran 25 minutes less than the criginal
Japanese releass priot! With all that film
dgleted, the American release still appeared
8low. DCA's news scenes were really deadly.

Perchance a plea by Tcoho, HATLF HUMAN was
a depressing motlion picture. Wandering amidst
the alps the Snowman, for the most part a
non-violent creature by nature, enjoyed this
Ireedom with his son. From below, from the
"eivilized” world, came the scientists to
capture the beast for study. Hot only did
the Snowman eee his son die because of the
interfering humane, but he himself was a vic-
tim of molesting man. Not reslizing what
havoc they had wreaked, +the scientists added
insult to injury by moving the dead Snowman's
aon to 8 sterile laboratory for dissection
and study. Might there be & message involved
here? 1 believe so.

RODAN, THE FIYING awept out of

a skies in 56, the Eame year
relegsed in the United States.
uster film was the intreductery
2le for yet another new Tohs manufacture
-=- 8 pterodactyl-type giant, and his mate.
Roden's awesome power, aslde from his tremen-
dous Iflying speed, was a by-product of air
being either forced over his wings as he flew
or pushed from flapping wings as he stood
upright on the earth. Whatever method Redan
used to create thi colossal tornado-like
wind, he was able to whip trucks, busses, and
people about as if they werse toye and demol-
izh a building as if it were made of twigs.

This, <he first Toho color fantasy, was
also the first to feature a great bird as the

menace tarv, Iilke the earlier monstar
films, RODAN did contain much monater foot-

age, but attention was st1ll paid to the live
actors whose life-style was being affected by
the monster, which thus allowed the audience
to empath with the humans apd feel a part
of the perilous situation being projected on
the screen -- something most monster films,
and the majority of the later Toho films,
failed to incorporate into their scripts.

The story went as follows: H-bomb tests
are being conducted in the Pacific. A coal
mine becomes flooded with water apd two
miners are missing. A search party findes the
body of one of the miners, his body has been
badly mutilated by ugly wounds, and the other
wissing miner is blamed for the killing. A

later search party finde +the bedy of the se- the shocke from the H-Bomb tests have caused series of wurders in which +the onl lu
cond miner murdered in the same way. The the release of & prehistoric bird with a wing were teeth marks found on the 31'2»:1.“? hg.-]h o
party is attacked by @ huge prehisteric-ap- span  of 270 feet who weighs over 100 %ons, and & blood-stained moth which crept over the
pearing caterpillar. The Army and police are from a sleep of 200 million years -- they corpse. The denoument revealed the murderar
called in to destroy the monster, and a fight call 1t "Rodan®. The moneter ravages and a8 not being a vampira.

takes place in the mine, in which a cave-in destroys cities, and then another Rodan ap- cSATE =

reveals a hollow filled with more giant in- pears. The Japanese Defense Forces, in an

cects and many eggs. The caterpillar is kil- attempt %o destroy the beasts, locate the

led by one of the miners who releases a car breeding place of the monsters and fire rock-

full of coal which races down the track and ats into the cave. Explosions Tock the cave TOP: RODAN lands on the ground and causes graat
fipally crushes the monster and causes & new of the Rodans which result in giving life to windstorms by flapping his wings as Japenese

cave-in which buries the monster and the eggs. the long dormant volcano. Finally, the ex- defense forces move in.

uld it be the flood anmd underground cave-in Plosions, the billowing smoke, and the boil- CENTER, IEFT: Akihiko Hira W g ]
wa8 caused by the atomic shocks, sand eggs ing lava overwhelm the Rodans. Eeni -'.Eahaz'a (2na fromiifg;:}(a;gh]'ﬁmliafggi'
millions of years old are suddenly beginning The climax to RODAN was a sad one indeed. rakawa (far right) obs RODAN G
to break open and hateh? Soon, an unidenti- The one mate was dead, and the other, with a CENTER i 1y 1n R gk Sat
fied flying object of supersonic speed is slim chance of escaping a aimilar fafe, de- ' Rgun—'ﬁ Early in RODAW, Kemji Sahara
spotted on a radar scope. Planes are sent to cided that not only in life but also in death and Yumi Shirakewa flee from the glant cater-
intercept, but they cennot out-mapeuver it not to leave his mate's side, and So ends his plllar found in the cave.
and are all destroyed at the huge flying ob- 1ife in the fiery explosions of the boiling BOITOM: Akira Kurosawa's classic THRONE oF
ject amashes them in mid-air. Entire herds volcano. BLOOD, which might be termed a semi-fantasy.
of cattle and people begin missing, then the The other fantasy (7) effort of 1956 was Here, Toshiro Mifune (right) and his fellow
Shell of a Imge egg is found near the quist @ mystery titled THE VAMPIRE MOTH. The movie semurai discover the Weird Woman (Chisio
volcano at Mt. Aso. Scientists realize that was concerned with a detective who Solves a Neniwa).



Stills from Akira Xurosawa's THRONE OF BLOOD, based on Shakespeare's Macbeth.
Pictured, Toshiro Mifune.

Akira Kurosawa, the gifted Japanese film
director, in 1957 lent his talented approach
to filmaking on his version of Shakespeare's
Macbeth relessed in the U.S, as THRONE CF
B0, Eurosawa, who directed such stunning
films as SEVEN SAMURAIL, YOJIMBO and RASHOMON,
took Shakespeare's play for his theme and set
the story in old Japan during the turbulent
era of the civil war. The film itself,
photographed in the stylized Noh tradition,
cannot really be classified as a true horror
film since the only macabre aspect in the
movie was the witch who prophesized Macbeth's
destruction. But a film listing of Japan's
fantasy films not mentioning THRONE OF BLOOD
would not be complete.

The second 1957 Toho production was the
rarity titled THE LEGEND OF THE WHITE SER-
PENT. Never relessed in the United States,
this Tsuburaya-embellished fantasy epic was
adapted 1o the screen from a Chinese legend
called The Legend of the White Snake after
five long years of preperation. The motion
ploture was a joint effort of Toho in Japan
and Shaw and Sons in Hong Kong. Filmed in
Bastmancolor, WHITE SERPENT won for Tsubu-
raya an award for his special photographic
effects at the Berlin Film Festival.

The synopsis of WHITE SERPERT went as
follows: "Omne rainy day, Hsu Hsien, a poor
Chinese youth, lends his umbrells to beautl-
ful Madame White. She falls in love with him
and asks him to merry her, giving him money
to prepare for thse wedding. Hau Hsien 1is
elated but when he opens the money-container
he sees, to his horror, that ia is the silver
that had been stolen frem the government
warehouse the night before. He is accused of
the crime and is condemned <+o exile in Soo-
chow. Madame White follows him there and the
hate that has smoldered in his heart turns to
love again when he seed and tallks with her.
They live happily <ogether wuntil Hsu Hsien
discovers +that Madame White is really the
spirit of a snake. Shocked by the ravela-
tion, he takes refuge in a temple. Madams
White loves Hsu Hsien so much that she cannot
give him up and she goes to the temple and
entreats him to return +to her. When sha
realizes that he will never lieten to her,
she invokes her magic power and causes &
flood, When Esu Hsien is oo the werge of
drowning, Madame White relents apd saves him,
but she herself is caught im & counter cur-
rent and dies. All too late, Hsu Hsien rea-
lizee how great her love for him had been,
and he is forn with grief."

Iastly for 1957, but not 1least by any
means, was THE MYSTERTANS., Other than BATTIE
IN OUTER SPACE ('59), aod to a lesser extent
ATRAGON ('*63), THE MYSTERIANS was the best
example of Tsuburaya effectsmanship -- and
was perhaps one of the best effects films
ever made. THE MYSTERIANS, one of the few
lavish s.f. f£ilme Toho has produced, was, to
paraphrase Carlos Clarens 1in his book, An
Illustrated History of the Horror Film, "an
eye-drugging faniasy of destruction, bolting
apd bomwbing with coler, special effects, and
a8 big budget.” The plot of the film involwved
aliens from the planet Mysteroid who kidnap-

ed Barth's women for meting purposes. But
the Earthlings forced +the Mysterians to
leave through the use of electronic weapons.
Hopefully, & @gequel will be filmed &8imce &
few of the Mysteriam saucers mads their es-
cape at the climax.

With the release of THE MYSTERIANS Toho
brought to the silver screen their second
ma jor fantassy formula, +the spectacular, and
with the axception of George Pal's WAR OF THE
WORIDSE +there may not be a finer example of
8.f. spectecle than THE MYSTERTANS .

Similarity to WORLDS wae obvious as nei-
ther film relied on character development to
prove their point. More precisely, the
phenomenon was the most important ingredient
of the story-line, and all other plot dewices
submitted to this central statement. Visual-
ly; this becomes obvious when in the first
five minutes of the film director Inoshiro
Honda introduced +the characters and set the
6tory in motion when a fire was discovered in




a pearby forest -- a fire burning from tne
roots of the trees up -- hinting +that there
would be far stranger and more unusual evenis
taking place later in the film.

Toho, believing that monsters were a
necessity +o their <filmaking, as they d4id
with GORATH ('62) when they introduced a

glant walrus as a sub-plet development, en-
listed +the aid of a gargantusm robot which
annihilated animal, vegetable, and mineral
with blasts of its ray mpachine located in
its eye mockets. But the robot was destroyed
when a bridge, rigged with dynamite, blew up
causing the glant death machine to plummet to
its end in the chasm below.

from Gary Garani's vreview of THE MYS-
TERTANS which appeared in The Monster Times
#17: "Plotwise it seem= to TibeTally
from THIS ISIAND EARTH, WAR OF THE WORIDS,
EARTH V8 THE PIYING SAUCERS, and several
others, but it is unique in its depiction and
satisfying in its result. MYSTERIAN elements
pop up in many of Toho's later space operas,
mogt notably MONSTER ZERO and ATRAGON, bub

none of +these have the style or charm as
their predecessor."
Not all of Toho'®m films were successes,

a8 this article may 4mply, because in 1958
Toho released ite first "failure." To eclari-
fy this, in '58 Toho completed BARAN, later
named by Toho VARAN, THE MONSTER OF THE EAST.
Baran was & four-legged monstrosity who had
the ability to fly due to folda of skin at-
tached to both front and back lege on both
sides of hie body, similer to that of a fly-
ing squirrel. The BARAN story went as fol-
lows: "A schoolboy captures an 'unearthly'
butterfly while vacationing in northern Jap-
an. A group of scientists set out to inves-
tigate the area and locate an serie lake not
listed on their maps. Out of the depths of
the hidden lske emerges Baran, a prehistoric
creature +that had been assumed extimot for
tens of millions of years., Jaran kills all
the scientists, and eventually the terrifying
news reached an sgonized nation. All-put ef-
Torte are made by Japan self-defense forces
to hunt down anpd kill +the elusive repiile
which fliee off into the Pacific Ocean after
having causes havec in various attacks. Con-
ventional weapons, however, fzil to penetrate
the tough hide of the monster. Then the mur-
derous creature starts +to smpash its way to-
ward Tokyo. It is decided to use a new power-
ful explosive ag a last resort. Realizing
that the most effective way to destroy the
beast would be to kill him from within, camns
of the explosive are sent up into the sky
tied to balloons 1in the hopes that the crea-
ture will gobble them up. As Baran swallows
the explosives, deafening explosions occur
and the reptile sinkes into the slick waters
of Tokyo Bay."

Filmed in black and white and Tohoscope,
BARAW waited until 1962 for its American re-
lease by Crown-International who changed the
namé of the film to VARAN, THE UNBELIEVABIE,
@ film which bore little resemblance to the
original Japanese print ss new American foot-
age was incorpora2ted into the Japanese film.
More precisely, an American film was pro-
duced and shots of the beast, panic scenes,
etec. from BARAN were edited into it. The new
film went ag follows: "In & salt water lake
located on & emall island in the Japanese
archipslago, OCommander James Bradley commen-
ces with his experiments to convert sali wat-
er to fresh. His Japanese wife, Anpa, objects

ABOVE, TOP:; A scene from Toho's VARAN, THE
UNBELIEVABIE, a fantasy filwm that was marred
tremendously by editing and added scenes done
by the American distributer, Crown-Interna=-
tional. ABOVE, CENTER: Tsuruke Kobayashi as
Anna and Myron Healy ae Commander James Brad-
ley in the American version of VARAW. Nei-
ther of these characters were in the original
Toho version. ABOVE, BOTTOM: VARAN.

BELOW, IEFT: From the depths of a salt water
lake rises VARAN -- this still illustrates
some of the quality that was still present in
the special effects of VARAN. The major
flaw in Toho's epecial effecta, at least in
the later filme of the 60's, seems to be the
concept of the man-in-sult monster, as the
8till at top pointe out. BELGW, RIGHT: Yumi
Shirakawa clings to EKen)i Sahara in H-MAN.
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due to the legend that a grotesque prehisto-
ric reptile has inhabited the lake from time
immemorial amnd will remain at peace if not
disturbed. But Bradley ignores the warning
and his tests arouse the monster. Total de-
struction follows apd all attempts to destroy
the beast fall as it heads for a large city.
Commander PBradley orders evecuation of the
populace and every modern weapon is to be
used -- but <o no avail. Trying @& new ap-
proach, BEradley Teasons that i a chemical
was responsible for the beast's awakenin
perhaps a heavier concentration exploded ¢
rectly on the momster will destroy it. A
truck loaded with the chemical is automati
ally set to crash into the creatura, T
explosion occure end the monster retreat
into the water but on one knows if it i=
dead or if it will appear again."

VARAN was much below par of any previous-
ly released Nippon film that was either iaft
intact for its Americam release or had U,
footage tacked om to it, and the film had so
little Oriental celluloid that the end pro-
duct could be classified an American film
similar +to Curtis Harrington's FPIANET 0OF
BLOMD which used a smattering of footage from
& Russian space opera.

The origimal BARAN promised further new
excitement, just ss past Toho filme had, and
no doubt would have proved correct had BARAN
been released properly. But Crown-Inter:
tional's scheme fell flat on its face. Tsu-
buraya's effecte saved the film from obscur-
ity, but most Toho fans would agree that
VARAN would be better left forgotten.

A review by "Tuba" of VARAN appeared in
Variety on December 19, 1962, amd the proo

] ne Japanese footage was 80 SCATCe W
evidenced in the review when not once did
reviewer @a&llude to the fmet that VARAN was a
Japanese motion piloture. "Tfube's" review
went as follows: "Uninspired moneter meller...
Another in a long lines of looney leviatho
to emerge from sleep in the deep and ind
in some 20th century siyle destruction
VARAN THE UNBELIEVABIE. The production fol
lowa in the prodigious footsteps of such for-
midable beasts as GUODZILIA, GORGO and DINO-
SAURUS, but adds nothing new to the genre.
It is hackneyed, uninspired ecarbon copy...-
Production contributions are not especial
satisfactory. Photography is too dark, ed
ting is jagged. Neither Harris' scenario nor
Baerwits's direction of it can sustain inter-
est.”

If one had seen VARAN, one knew that th
roview was describing the American footas
for it could be assumed +that the plot twi
and technical work in the Tgho versiom wou
have assured a Qquality product to be enjoyed
and remembered.

The third Tcho formula was non-spectacle
science fiction of which mold H-MAN ('S5
HUMAN VAPCR ('60), SECRET OF THE TEL
E'ED}, and no doubt THE INVISIBLE AV

'54) were created.

THE H-MAN, wunlike many of +the previ
Toho films, had no spectacular rumore rega
about it, no American footage was edited
it, mo dasterdly evil monster wes sterred
order to draw audiences. What H-MAN did @
was an above average scenario snd outetandir
technical work, especially in the realm of
direction. H-MAN was, and is, a sleeper
Toho fantasy cinema. Foseibly someday peo
will reminisce about Tohe'® past and w
realize what power this little motion pictur
had .

The synopsis coocerns +the
series of hydrogen bomb tests.

2

results of
Shortly af

the tests the Japanese police are baff
vhen several paople myateriously wan
leaving behind only the crumpled remain

Eventua

the clothing 4
being made of
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water, living in water, and subsisting on hu-
o flesh evolved as a result of the H-bomb
tests, The thaar‘i; is confirmed when the po-
ce trace the dissppearance of & young dope
£ to his mnightelub-performer girl friemd
witnessed the disintigration of ancther
ctim by a strapge 1liguid substance. COnce
iz learned that the creature is living in
Tokyo's underground sewers, plapns are made
lood them with flaming gasoline. Mean-
the leader of the dope ring abducts
young nightelub performer and forces her
the mewers where he hid his heroin. The
is rescued in time, but the gasoline
destroys both the dope thief and “the
gen creature.
o a8 not to feel that this author's cri-
isms ara blown out of proportion regarding
N one has merely <o read a review of the
by "Ron" in Variety of June 3, 1959.
ke a majority ©of the Toho aepies, this
fared tremendously well with the crit-
but the Variety review aptly summed the
up:

"Good story, well made..,The story is
cent of laat year's Paramount release,
LOB, and while recollective science fic-
addicts may pooh-pooh +the idea of an
atel copy, they should be pleased with
quality of the replica...Its one effecti--
7y, the disintigration of the human body
kil1lfully and terrifyingly adept...The
iplay is effective and Honda's direc-
takes full advantage of the story, the
ial effects and the terror generated by

Culturally, it ie unfortunate the West
made such inroada in the Crient that a
sapapese pleture, such as this one, looks
moreé lilke an American filw with Japanese
sctors."

The effect that impressed "Ron" so in his
iew was accomplished by +the use of life-
ed dolls made of rubber balloons. Air was

ocut of the balloons as the camsras turned
t high speed ((creating slow motion on the
« When the completed footage was pro-
ed at the normal speed, the effect gave
illusion that +the people attacked by the
rogen creature were wilting into nothing-
i smart lot those Japanese!
1958 Toho released the largest number
ntasy productions of any ﬁini;l]__e year of
ir history. Two of the films already cov-
d had the incomparable Biji Tsuburaya at
i@ 8pecial efifects directorial helm. The
“wo remaining features for the year, of which
ooe @lso contalned effects by Biji, were
ed on ancient Oriental myths and legends.
ther of the releases bhad any American dis-

1tion, and cother tham the {11;135 and syn-
of the films, nothing eolse has ever
n printed on the films.

The Tsuburaya film, SUN WU-EUNG, had as

basis meterial from Sai 1 (Chronicle of
tern Travel), s famouS Uninese legend, and
B=T Ke ,"‘i'ru ?&m&moto, a prominent director of
edies, 1in charge of that aspect of the
production.

From the press sheet: "This picture is a
pendous masterpiece of film entertalnment,
ling over with imagination and adventure.
It features an all-star cast.

"The story portrays in widescreen and
olor the adventures of a priest amd his
ee loyal followers during their journey to
stant India to seek the Buddhist scriptures
ded to save the country from calamity.

"Startling new effects heve been agnptad
both trick photography and in the unfold-
of the story, adventurous episodes of
ghter and thrills.»

The other film, THE AGE OF THE GODS, re-
viewed the mythological history of Japan. Tt
ught to the screem all the gods and god-
ges familiar to the Japanese people. This
spectacular was directed Kiroshi Inagaki
and was concerned with the life of Prince
Tekeru Yamato. Because of his extracrdinary
11l at fighting, he was dispatched by hia
father, Emperor Eeiko, on expeditions to sub-

ate and conquer the oples of Kumaso
{yushu) and Yeszo (Hokkaidaﬁ Prince Takeru
was the vietim of death, unfortunately, and
was unable to return home in triumph. His
exploits, love, and sorrows were portrayed in
AGE OF THE GODS. Toshiro Mifune played the
role of Takeru Yameto and Yoko Tsukasa the
part of his wife, Princess Oto Tachibana who
threw herself into the sea to calm the angry
waves.

Neither film waa fully described in ei-
ther synopeis to any great detail, but the
limited information hinted that both motion
pictures might prove interesting viewing due
to the subject matter -- Japanese mythology
and Chinese legends, neither of which is fam-
iliar to Western audiences. The fantasy ang-
le snveloped within each film, quite unusual
for the norm for Toho, hel a promise of
unigue viewing entertainment.

Toho was the distributor in 1958 for two
independantly-made short subjects, both ani-
mated cartoons, produced by Otogi-Pro, THE
TOF HEAVY FROG and THE SPARROW IN A GOURD.
Each of the cartoons featured a frog in the
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lead and were moralistic in content with fan-
tasy overtones to make the lessons more en-
Jjoyablae. Both cartoons were produced, writ-
ten and photographed by Ryuichi Yokoyams, &
well known cartoonist in Japan.

The arrival of 1959 brought ISHIMATSU
TRAVELIS WITH GHOSTS, & Toho ghoat film never
released in the United States. The title
connotes a jocular approach to the ghost film
vhich Shintoho Co. began producing in the
mid-fifties to build their f£ailing audiencs
support, A large question mark has hun.g over
this f£ilm since ite +title was uncovered some
Yyears a§q as there was no other printed mat-
ter raeleased on it. ISHIMATSU may not be a
Toho film at all, but until further evidence
proves otherwise, it must be included as a
poseible fantasy release of Toho's past.

To close on the decade in grand atyle, a
Jewel of 8.f. was released, BATTIE IN OUTER
SPACE., Like THE MYSTERIANS, effects were
everything. Dialog was kept to & minimum.
Character development was nil. But wow! The
pulse pounding pace of the film complemented
the outstanding wisual effecte and earth-
shattering sound effects which created an
overwhelming force that penetrated the mind,
enthralling the viewer with ecenes and se-
quences of explosions and space ships and
space travel that bordered on art. But while
THE MYSTERTANS seemed to outrank BATTIE in
all these categories, BATTIR was a definate
¢loae second.

The plot was simple. It went as follows:
"A series of mysterious accidents and catas-
trophes psweeping the globe causes the world
scientists gathered in Tokyo to conclude that
beings from ancther planst ars attacking the
Earth. Two @pace ships sent from Earth to
the Moon discover that attackers ara gather-
ing on the far side of the satellite. Before
the shipe cam return to Earth, they are fired
upon by Natalians and only one ship makes it
safely back to Earth. An emergency order is
sent to all factories to construct fighter
rockets +to prepare for the attack of the
spacemen and their flying saucers. Although
the invaders wreak heavy damage in large
cities, they are eventuslly repulsed and the
Barth has a victory == but no one is certain
whether or not the enemy will strike again."

While BATTIE fared about as well with the
eritice as THE MYSTERTANS, weach receiving an
average rating, the key factor for BATTIE
and for THE MYSTERIANS, agreed on by the re=-
viewers were the tremendous special effects.

Said Howard of the New York Times in his
review on July 9, 1960: ¥,..the Japanese
have ogﬂnad a moet amueing and beguiling bag
of technical tricks, as death-dealing saucers
whis through the stratosphere 1like fireflies
-..The climatic ‘*battle' as wmiseilss from
both plapnets slug it out, 4is lively, loud,
colorful -~ and ridiculous. The animators
miet have had a field day."

Comparing BATTIE IN OUTER SPACE to THE
MISTERIANS was quite easy -- right down to
the last all-out attack for the security of

FROM TOP: Two stills from THE H-MAN, during
the final scenes in the tunnel. Yumi Shi-
rawaka escapes as her captor meets his de-
mise at the hands of the hydrogen man.

THE MYSTERIANS, Kenji Sabara (2nd from
left) and Takashi Shimura (4th from left)
are among the participants at a Japaness
Intelligence meeting.

EATTIE IN OUTER SPACE, Toho's last fan-
tasy film of the decade, was a vehicle for
spectacular effects work, just as its pre-
decessor, THE MISTERIANS, had been.
BATPLE IN OUTER SPACE, The interior of
one of Toho's ospaceshipe.

BELOW: A publicity montage from THE MYS-
TERIANS gives one some idea of the spec-
tacle oreated in this film.
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ABOVE: Earth fights back egainst THE MYIS-
TERIANS .

RIGHT, TOPF: Momoko Kochi and Akihiko Hirata
in THE MYSTERIANS.

RIGHT, CENTER: Toho's space station orbite
the earth in BATTIE IN OUTER SPACE.

RIGHT, BOTTOM: And yet another s+ill from
Kurosawa's magnificent THRONE OF BLOGOD =--
Toshiro Mifune realizes that the prophesy
is true and death is inevitable.

the world whereupon +the sffects depertment
opened both barrels. In fact BATTIE had the
seme alien saucers that were used previously
in TH RTA

T ous1 ! ]—ed and lacking in inventive-
ness in expaniing the story line beyond being
traight mctioner, &8 explained ‘:;efm:a,
BATTIE was not made to be anything more then
an out-and-out action film.
¥hat BATTIE did have was a large budget,
beautiful photography, ou*ctandi-:g direction,
terrific sets, driving music, and speclal

effects that wouldn't quit. These plus fac-
tors proved BATTI T OUTER SPACE was no low
budget, mediocre effort. One hell of a lot

of work went into creating a masterpisce of
fun, excitement, and most important of all --
cr,'tﬂr-ta inment. One left the thestre marvel-
ing at the grand +time he had watching the
blackguarde overwhelmed by the combined ef-
forts of peaceful coexisting world. A dream.
A fantasy A trip of the highest calibtre. A
film tm.. visuslizes the phaptasmagoria of
f1ights of fancy that he has envisioned

mind sSinee he let his imagination

e i EEEan o -3 *

The concluzion of the "Toho" article will ap-
pear in the next issue of Cinefa It deals
with Toho's fantasy films From 1960 up until
the presant.

Greg Shoemaker is the editor and publisher
of a very good specimlized film magaszine, Th
favanece fantasy Filn dournal, wiich I8
available from him at 3235 Collingwood, Zole-
do, Ohio 4£3610.JFFJ coats T5g.

PRS- -3 - Ca - N

Filmography 1954-1959

Films are listed chronologically by their
Japanese release date. Titles in parenthe-
sis are, respectively, alternate titles and
Japanese-language title.

1954 THE INVISIBIE MAN (THE INVISIBIE AV
. GER alt; TOMEI NINGEN)
Dir: Motoyoshl Oda

Starring: Seizaburo EKawaszu,
Sanjo, Minoru Takada
71 mins, black & white.

GODEILIA, EING OF THE MONSTERS
Dir: Inoshiro Honda
Frod: Tomoyukl Tanala
Screenplay: Takeo Murata and Ino-
ehiro Honda

Photography: Masao Tamai

Music: Akira Ifukube

Special Photographic Effects:
Eiji Tauburaya
Akira Watanabe
Mireshi Mukoyame
Kuichire Kishida

Japanese veralon starring:
Talmehi Shimura, Momoko Hochi,
Pakeo Olkawa, Akira Talarada,
Akihiko Hireta. (In this, ac
subsequent filme, Godzilla was
played by Haruo Nakajima; see
photo on page 2)

Amperican version also starring:
Raymond Burr

American version presented by
Joseph E. Levine, directed and
edited by Terry Morse, photo-
graphy by Guy Hoe.

98 mins; black & white. Released

ia the U.5. by Transworld in 1956.

U.8. version: B0 mins,

1855 G'{‘mls"‘l.;, THE FIRE MONSTER (THE VOICANC
T>1'E!R... G 1]..1\ }LAJ_.,'J AGATH
TLJ""I OF GaD? alt; GOJIRA W
GYARUSHU)
Frod: Tomoyuki Tanala
Dir: Motoyoshi Oda
Ser: Takeo Murats, Shigeakl Hidaks
Effects: Eiji Teuburaya
Photogrephy: Seiichi Endo
Music: Masaru Sato
Starring: Hiroshi Koisumil, Setsuko
Wakayama, Yukio Easama, Minoru
Chiaki, Tekeo Olkawa
82 mwins, black & white. Released
in the U.5, by Warmer Bros in 1
U.5. version: T8 mins.

HELOW, LEFT: The late Eiji Isuburaya,
creator of Toho's epecial visual effects,
supervises a miniature set.

ERLOW: Producer Tomoyuki Tanaka; who pro-
duced the majority of Toho's fantasy films
throughout their history, also co-produced
many of Furosawa"s films, incluwding YOJIM-
B0 (1961), SANJURO L'IE?EEJ, HIGH AND IOW
(1963) and RED BEARD (1965).

&TF7C
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1957

HATF HIMAN (THE SNOWMAE, alt; JUJIN YOEIOTOEO)
Dir: Inoshiro Honda
Prod: Tomoyuki Tanalea
Scr: Talkeeo Murata
Fhotography: Tadashi Iimura
Effects: Eiji Tsuburaya
Music: Masaru Sato
Japanese version starring:
Akira Takarada, Momoko Kochi,
Kenji Sahara
American version also starring:
John Carradine, Morris Anlkrum,
Robert Karmes, Ruse Thorson
Amarican version directed and edited
by Kenneth G. Crane, photographed
by Lucien Androit.
95 mins, black & white.
the U.5. by DCA in 1957.
U.5. version: TO mina.

RODAN, THE FLYING MONSTERS (RADGH)

Dir: Inoshiro Honda

Prod: Tomoyuki Tanalka

Ser: Takeo Murata, Takeshi EKimura

Effecte: Eiji Tsuburaya

Photography: Isamu Ashida

Music: Akira Ifukube

Starring: Kenji Sahara, Yumi Shira-
kawa, Akihike Hirata

85 mins, color. HReleased in the U.S.

by DCA in 1957

U.5. version: 72 mina.

THE VAMPIRE MOTH (EYUKETSU GA)
Based on a novel by Seilshi Yokomiszo
Starring: Hyo Ikebe, Akio Kobori,
Asami Kuji, Kinuto Ito.
90 mins.

THREQNE (OF BLOOD (THE COBWEB CASTLE, alt;

KUMCNOEU - DJ0)

Prod: Akira Kurosawa and Sojire
Motoki

Dir: Akira Kurosawa

Ser: Akira Eurosawa, Hideo Oguni,
Shinobu Hashimoto, Ryuzo
Eikushima

Baged on Shakespears's Macbeth

Fhotography: Asalchi Na

Music: Masaru Sato

Starring: Toshiro Mifune, Isuzo Ya-
mada, Talmshi Shimura, Mineru
Chiaki

109 mins, black & white. Released

in the U.5. by Brandon in 1961.

U.5. version: 105 mins.

THE IEGEND OF THE WHITE SERFENT (BYAKUFUJIN
OREN)

Released in

Prod: Tomoyuki Tanaka
Ser: Teshio Yasumi
Dir: Skiro Toyeda
Bffects: Biji Teuburaya
Photography: Mitsuo Miura
Music: Tkuma Dan 1959
Starring: Ryo Ikebe, Shirley Yamagu-
chi, Eaoru Yachigusa
104 mins, Eastmancolor

THE MYSTERIAKNS (CHIEYU BCOEIGUN)
Prod: Tomoyuki Tanaka
Dir: Inoshiro Honda
Ser: Takeshi Kimura
Effects: Eiji Teuburaya
Photography: Hajime Kolzumi
Editor: Hiroichi Iwashita
Music: Akira Ifukube
Starring: Fenji Sahara, Akihiko Hi-
rata, Yumi Shirakawa, Takashi

1958 VARAY, THE UNBELIEVABLE (BARAN; VABAN THE

MONSTER OF THE FAST, alt; DATEATJU

BARAN)

Frod: Tomoyuki Tanalsa

Dir: Inoshiro Honda

Ser: Shinichi Sekizawa

Effects: Eiji Tesuburaya

Fhotography: Hajime Eolzumi

Music: Akira Ifukube

Japanese version starring:
Kozo Nomura, Koreya Semda, Ayumi
Sonoda, Akihiko Hirata :

American version produced and directed
by Jerry A. Baerwitz; Screenplay
by S5id Harris; ' Photography by
Jack Marquette; BEdited by Jack
Ruggiero; Music Editor: Peter
Zinner

American version starring:
Myron Healy, Teuruko Koboyashi,
Clifford Eawada, Derick Shimateu

88 mins, black & white, Tohoscope.

Heleased in the U.S. by Crown=Interna=

tional in 1962.

U.S., version: TO minms.

THE H-MAN (BIJO TO EEITAI NINGEN)

Prod: Tomoyuki Tanaka

Dir: Inoghiro Honda

Ser: Takeshi Kumira; from a story
by Hideo Kaijo

Effects: ELiJi Teuburaya

Photog: Hajime Kolmuml

Music: Masaru Sato

Starring: Xenji Sahara,
rata, Eitaro Ozawa,
lmwa, Mitsuru Sato

87 mins, Eastmancolor & Toho8cope,

Perspectira Stereophonic Sound. Re-

leased in U.S. by Columbia im 1959.

U.5. version: 79 mins.

SUN WU-KUNG (SON GOXU)
Dir: Kajiro Yamemoto
Effacts: Eiji Tsuburaya
Agfacolor and Tohoscope.

THE AGE OF THE GODS (NIPPON TANJO)
Dir: Hiroshl Inageki
Starring: Toshiro Mifune, Yoko Tsu-
kapa, Akira Talarada
Agfacolor and Tohoscope.
THE TOP HEAVY FROG (FUKUSUKE)
Produced, written, photographed and
edited by Ryuichi Yokoyama.
18 mins, Eestmancolor. An Otogi-Pro
Production.

THE SPARROW IN A GOURD (HYOTAN SUZUME)
Produced, written, photographed and
edited by Ryuichi Yokoyama.
55 mins, Eastmancolor. An Otogi-Pro
Production.

ISHIMATST TRAVEIS WITH GHOBTS
(?)

Akihilko Hi-
Yumi Shira-

BATTIE IN CUTER SPACE (UCHIDAI SENSO)
I'ir: Inoshiro Honda
Frod: Tomoyuki Tanalm
Ser: Sinichi Sekizawa
Effects: Eijl Teuburaya
FPhotography: Hajime Koizuma
Music: Akira Ifukube
Starring: Ryo Ikebe, Eyoko Anzai,

Minoru Talmda

95 minas, Eastmencolor and Tohoscops.
Released in the U.S. by Columbia in
1960, U.S. version: 90 mins.

Shimura, Momoko Kochi

87 mine, Eastmancolor & Tohoscope.
Released in the U.S, by MEM in 1959.
U.S. version: 8% mins.

HELOW: When Eiji Tsuburaya died in 1970, Shokel
Nokano took over Toho's special effects direc-

tion, starting with GODZILLA VS THE SMOG MONSTER.

TOP: Akira Takarada,

Toho's most popular
leading man. CENTER: Director Inoshiro

Honda. BOTTOM: Veteran actor Toshiro Mi-
fune, best known from the Kurosawa films
apd other Japanese-made samural movies,
appeared in several fantasy films from
Toho, including THRONE OF BLOOD ('57),
THE AGE OF GODS ('58), THE THREE TREA-
SURES ('60), LOST WORID OF SINBAD ('63),
and THE ADVENTURES OF TAXTA MAKAN ('66).
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"What manner of man is this, who, with his music, could so excitingly, lift o bomber off a runway, capture the scent of
magnolias, create a ballet for a basset hound, say "Hello,' "Goodbye,' and 'l love you' with such incredible feeling, and

sometimes do it all in the same reel”...... N. Ruby

by Anthony Thomas

#* - -

The following is a compilation of two
interviews with Max Steiner, conducted by An-
thony Thomas of the Canadian Broadcasting
System, the first (which comprises thes firat
8ix guestions) in 1961 and the second in 1967.
Cinefan is grateful to the Max Steiner Music
Soclety for granting permission to print this
previouslg unpublished discussion with the
maestro who is rightfully called "The Dean of
Film Musio."

e s a -4

Max Steiner was born in Vienna on May 10
1888. He ew up in a musical and theatrical
environment. Steiner left Vienna in 1908 and
went to London, 8ix years later to New York
all the while working as an orchestrator and
conductor for various musical theatres. He
arrived io Hollywood at the emd of 1929, and
immediately began work arranging and conduct-
ing music for filma. More than anyone else,
it was Steiner who paved the way for originmal
dramatic mueic 4in mowvies. He realized the
need and eaw the opportunity for a new kind
of composition. Steiner has contributed his
music to more than 300 pictures over the past
40 yoars. Most of his best scores were writ-
ten for Warner Erothers. He joined that stu-
dio in 1937, end his firat score there was
for the spectacular, historical-sdventurs

icture etarring Errol Flyon at the start of
is dynamic career in THE CHARGE OF THE LIGHT
BRIGADE .

Max Steiner is the "Dean of Hollywood
Composers"”, the warmly regarded "Grandaddy of
Picture Scoring." His three Oscar winning
scores are THE INFCRMER, SINCE YOU WENT AWAY
and NOW, VOYAGER, and more than 15 ecores
were npominated, &and countless other awards
were bequeathed upon him. His "magnum opus",
GONE WITH THE WIND, failed to win the (scar
in 1939, 'but it has since become one of the
best-loved scores ever written.

Among Max Steiner's film scores are SYM-
FHONY OF 6 MILLION, KING EONG, THE LOST PA-
TROL, DARE VICTORY, THE IETTER, CASABIANCA,
SARGEANT YOREK, AD OF MARK TWAIN, THE
CAINE MUTINWY, JEZEBEL, THE BIG SIEEP, SHE
INTERMEZZO, ALL THIS AND HEAVEN T00, THE
EEAST WITH FIVE FINGERS, THE TREASURE OF THE
SIERRA MADEE, and many others.

Max Steiner died in 1971.

THOMAE: It's often occured to me, why
would a man with such an encrmous gift for
music limit himself to entirely motion pic-
ture scoring?

STEINER: Because my family has to eat
and so0 do I. It's a bad habit to have ac-
gquired. And to go into symphonic business,
let's say symphonic business advisedly eo,
because it's a business too. But it's an
awfully + h job to get played, et it pub-
1lished, ;:g you can't eit around and wait.
It's a wvery few successful composers that
made any money in the 1last period, maybe
Stravipnsky, Copland. But some of the others,
to my knowledge, +the income 18 8o little.
And unlese a man is set up in another way,
like Lenny Bernstein, for instance, who has a
conducting job, with the New York Philharmon-
ic. He writes music -- all categories. And
he composes his own songe, and so forth. Now
from compositions o classical compositions
-=- clagsical may wnot be the right word --
eymphonic compositions, I'm sure he wouldn't
live.

THOMAS : What about music for the theatre?
With your gift for melody, you certainly
could have written musical comedles.

STEINER: Well, nobody's ever asked me. I
uwsed to write, because I was in the business,
and I was in show business all my life. I
was conductor” of Iondon Opera House years
8g0. I was in the Hippodrome, the Phillip
Daviea Theatre. I opened the Palladium in
Tondon. I was all over the United Kingdom,
all over Germany, and boran in Austria. ] was
in Africa with a show. And this was my busi-
nese with my last showing in New York. Anmd I
came out in 1930 with SOMS OF GUNS, which I
had written some of. But I was mainly used
as 8 conductor.

i4

AN INTERVIEW WITH MAX STEINER

THOMAS : ZIooking %back over the
and the list of pictures,

yeara,
it was an enormous
smount of music that you wrote -- 8,7,9,10
scores a year. How did you smcore all that?

STEINER: The most I ever did one year
was ten pletures. And that's murder, because
it means day aend night. I wrote GONE WITH
THE WIND and INTERMEZZO and "Symphony Moderne®
(from POUR WIVES) for Warners all the same
time within 12 weeks. And GONE WITH THE WIND
had 3 hours and 14 minutes of music in 1t!
I had to bave the doctor come every evening
to give me a benzedrine injection so I didn't
fall agleep. I soe some credits mow on tele-
vision that I can't even remember.

THOMAS : What are the most recent Bcores?

STEINER: Well, there's HANCING THEE, and
I did JOHN PAUL JONES im England, and then
THE FBI STCORY, SUMMER PLACE, CASH McCALL.

THOMAS: What about JOHN PAUL JONES. Was
this a nice subject for you, medievael, his-
torical....

STEINER: ¢h, sure it i8. I liked this
picture. It's, you know, costume pictures...

THOMAS: You've done eso meny of them.
A1l those Errole Flynn pictures, you kmow.
What type or pictures do {ou moat enjoy
scoring -- the romantic, dashing, historical

Lilma...?
STEINER: I like pletures like NOW, VOY-
AGER was years ago when I won the Academy

Awerd with. You know, I liked SINCE YOU Waus
AWAY, and I also won the Award with it. izt
I like SUMMER PLACE very much; I mean fro
point of view. As for Indisms scalping =
cowboys shooting and lotes of arrows, y
and you hear those day and night. Anpd 2
ly you hear nothing but boom boom boom
boom. I mean it's an awful lot of work s=d
a lot of grief, and then you dom't hesr -
thing. I've done every kind of picture thms
you can ever think of.

THOMAS: One of your
XING KONG....

STEINER: That was a picture
made for music. Just 1like THE INFORD

earlier scores was

and that's +the reason it won +the Ace
Award. It was built for music. And
EONG, of course, xyou had & great chance

really do anything you wanted to from &
nances to nice melodies and so forth. I
didn't say put it on a map. I think the pis-
ture +thet put film musie on the map, I
may talk about myself which I don't Ilike %=
do 8o much, was a thing called SYMFHONY OF
6 MILLTION, years and years ago.
THOMAS: That was 1932, waan't 1it7
STEINER: Yes, I was a baby in erms iz
those days. And David Selsnick, who wae
my boss, eaw the picture and says "Max
you think you cam put some music behind
thing? Do you think it might help it?"
"Yes, I think so." He says, "Well,
I'll tell you what, let's try. %ﬁl on i
and show me what you can do. What you t
should be done. And then if you don't
like you want to do it, we'll get somebody
But try -- try it and =es

else to do it.
Because in those days we

I

what you can get."
did pnot use any music as underscoring, unlsss
you saw the source. Unlees there was an o
chestra portrayed on the screen or a piano
8 barpaichord or an orgen or what have yo
people said you can't use music because pes
le will say where's the music ocoming from
This was the firet underscoring done. When I
wrote that reel where Gregory Ratoff, the

father, dies, and we recorded it, Selznick
looked at it end Frank Newmsn, who was =
theatre owner im Seattle, they went out of

their minds, and sald "My God! What you've
done with this thing is just wonderful. Why
don't you write the rest of the picture?
said "I thought you were gonna get Someb:
else.” And they said, "No, we don't wa
enybody else, just you." And I scored it.
And, 1t was quite a success, it proved that
underscoring helps +the action sometimes.
Well, there can be, of course, wrong under-
Ecoring. And God help you if that happens!
You're leadi
The hardest thi

I mean the starting of music.
Tony.

me into something,

Max Steiner (right, arm on hip) recording on & sound stage in 1933.




Mex Steiner, circa 1927. (Photo re-
printed courtesy of the Max Steiner
Music Socisty).

for 8 motion picture ascorer is to know whare
to start, where +to stop. The location of
your music. That you don't play the wrong
ecenes, and then, of course, ere's the
wrong type of music. Music cen sSlow up &n
action that should not be slowed up. And
music can also speed up en action where it
should be speeded wup. To know when you do
that -- that makes a good picture scorer.
And T've slways tried to submerge myself, to,
+«+I can't find the word now....

THOMAS: To subordinate?

STEINER: That's it, to subordinate my-
self to the picture. A lot of picture scor-
ere make a big mimtake. They think that this
is a concert platform in which they show off
what they can do. The minute a men does that
the composer is a dead duck. Because this ie
not the place. That is on the concert plat-
form. In a motion plcture the music should
be heard, but not seen. The old story was in
the days when I firet started, everybody said
& good picture score is one you don't notice.
Ans I've always saild what good 18 it if you
don't notice 1t? I mean, t's 8illy. But
what they didn't understand was that the mm-
#ic could be eso bad that it distracts and
takes away from your action or from your
story. Of course, then it's wrong. Thers-
fore, I have noticed some scores whers very
good composers -- we haye some very good com-
posers 1in this business -- ﬂmih show what
they know about counterpoint, ey want to
show construction. The guy will take a melo-
dy and then record 1t as is and then the{ fi=-
gure out what to do now. Then they put violin
8olos over it, transfigurations and trappings
or whatever you call them, and decorate this
thing. 4And 1i%t's hard enough to understand
the melody behind dialog, much less with all
this balony going on over it. That is not
for the screen. That's why some of the com-
posers we have now lose out. It geta too

Max Steiner's "magnum opus", GONE WITH THE WIND (1939), though it isn't his best

score, it 1s easily his most popular.

Though he failed to win the Oscar for best

score with thies film, it remaine apparent that Steiner's music contributed a
great deal to the film, and without it, tho filw no doubt would not have had
the impact that it did.

Gecorative, it geta too complicated. By the
time you get through all you hear is counter-
point and you lose your melody. And by this
time you lose your appeal for emotions, or
whatever it is. And so I cannol believe that
& motion pioture ocomposer, especially in
Hollywood, 18 a men who comes out end sits
down at the plano end writes a story. That
is not true. The ones who have been success-
ful in our business are students and men that
bave studied all their lives. For instancs,
I'm a graduate of the Imperial Academy of
Music of Vienna. I'm a winner of the Emper-
or's Medal. I've studied with some of the
greatest professeors that ever existed like
Gustav Mshler, Herman Grovner, Felix Wein-
garten, ZHrenner. And I did -- there was a
course of 7 years +thers, and I did +the 7
Yyears in one year, and won a gold medal.

Vienna was the Cradle of Operettas, you
know, like “Merry Widow," and in those days
"Waltz Train." Even to Gilbert amd Sullivan
shows -- "Mikado", "Pirates of Penzance" and
Offenbach, "Orpheus and the Underworld." And
my father produced most of these things, and
wy grandfather produced Johsnn Strauss things
like *"The Night in Venice" and "Fliedermouse"
or "Bat® as it's called here.

My grandfether found Johann Streauss. He
was playing violin at Frazenbergers in Chein
Brun near the castle. And my grandfather,
Maximillian Steiner -- by the way +the same
hame =8 mine -- tock him +to Vienna and made
him start writing for the theatre. Up to that
time he had written a lot of waltmes and so
forth.

TEOMAS: 8o you were born into this musi-
cal environment....

SIEINER: I conducted an Americen oper-
otta called "The Belle of New York" which was
by Guetav Kirker when I was 12 years old.

THOMAS : You conducted professionally?

STEINER: I conducted with my father's
theatre. When Kirker came from New York he
met me; I was 8till going to school. He
esaid "Max, this is hegtar thag I did in New
York. m:l;; don't you ive up and come as a
boy wonder?" And my mother put her foot down
and says "All musicians and waiters stink.n"

THOMAS : Your mother said that?

STEINER: Yeah, my mother had three res-
taurants. She was wonderful, she was sup-
posed to be the most beautiful woman of
Vienna, which she was. When my father mar-
ried her she was in the cliorus in my grand-
father's +theatre. TPapa fell in love with
her. That's why I'm here annoying the audi-
ences in Hollywood. And Kirker wanted me to
come with him,.

And then Souza came to Vienna and we wers
so impressed with him. I went out of my mind
with +his big bress band. He had about 65
men with him and these lousy black uniforms
and these horrible caps. But a concert I'1ll
never forget. He played a few marches of
his. HNothing heppened, the audience had ap-

Steiner's music added immensely apd gave life
to one of the screen's most classic fantasy
filos, KING KONG (1933). It was, as Steiner
said, "a film made for music."




Teft to right: Dooley Wilson, Humphrey Bogart and Ingrid Bergman from CASABLANCA

(1942).

Stelner's music from this film, and other Bogart filma, were recently

re-recorded by RUA for an album called CASABIANCA: Classic Filwm Scores for

Humphrey Bogart.

Left to right: Humphre
THE SIERRA MADRE (1948).
films, and thies one remains one of the best.

plauded very politely. And then he played
the "Blus Danube." And such a performance
you never heard. I thought the Viennese went
out of their minds.
THCOMAS: Jobm Philip
nese music in Vieana?
STEINER: Ch boy, and how! Only it wes =--
it waes so wonderful. To this day I'll never
forget the "Blue Danube." And, you know, the
Viennese Jnow how to play a walts, and so did
Souza. Believe it or mot with all his march-
es. Well they went Just abeolutely nuts. I
think he played it 4 times; the whole darn
waltz takes 10 minutee. That was the end of
the concert. Of course everybody loved him
and me too. The reason I'm talking about it,

Sousa played Vien-

is he, too, came to me and he said he saw me
conduct -- it wae at the same fime -- and he
says “Why don't you let me take Max home to

America and see what we can do there?"
father says, "No, he's gonna finish sechool."

THOMAS: Is 1t 4{rue +that you wrote an
opetetta when you wers 147

STEINER: No, I was 15.

TH Was it called "Peautlful Gresek
eirl?"

STEINER: "Beautiful Greek Girl", es.
ind we had my father -- there's quite a etory
to this. My father has a stage manager by
the pame of Carl Toschl. And Teeschl left him
and leased a theatre called Orpheum, near
Josefstrasse. My father then owned the Thea-
tre An. Der Wein. He had "Venice" in Vienna
a very blg park something 1like Dianuyl&n&i
only not, of course, that big. the way,
he built that glant ferris wheel that you mee

Bogart, Walter Huston and Tim Holt from THE TREASURE OF
Steiner composed the music for a number of Bogart's

in....
THOMAS: ...in the Plasa in Vienma.
STEINER: Yes, my father built that. And
I wrote him -- Papa was awfully mad at

Toechl because he 1left him -- and I wrote

this. I wrote the music and I wrote the
seript; but I didn't finish the script -
self, because I couldn't do that. A man by

the pname of Julius Wilhelm finally finished
the geript. And we took it to my Daddy when
we finished it and Papa said it stapk. It
was no good. He didn't want to bave any part
of it. Bo I said, "Why don't we go over to
Toschl?" Toschl took it, produced it. I
conducted the opening night. The show was
dirty. It was & really dirty, pornographic
sort of & thing. (laughs) And it ran & year!
And that's how I got my first motorcar and my
firet motorcycle.

THOMAS: A 15 year old boy....

STEINER: A 15 year old boy, and I've got
the music to prove it.

THOMAS : Max, how did you get to Holly-
wood?

STEINER: On & train.

THOMAS: T mean what -- what btrought all
this about?

STEINER: Well, I was doing a show. O0Oh,
Idid a lot of shows. I worked for every-

body -- Gershwin, Xerm, Herbert, and every-
body, orchestrating. And I 4id & show called
"Sone of Guns," which was produced by Karley
apnd Swanson. Apd William TIebaron, who was
then the president of REO, came to the office
a8t the Imperial Theatre in New York and I had
an orchestra of 35 men. And every one of my

men plag;d about five different instruments.
Apd we had at one time -- we had 30 violims,
then we bad 20 trumpets, anpd I did all
orchestrations apd everything. And he w:
out of hies mind. When the show was over,
came down to the pit. I was playing the ex

i i

march and he says, "Max, will you come &
ses me tomorrow at 4 o'clock in
building?" And I said, "Yee, I will,"

went and he said, "You've got to come to &
lywood. I've never heard such a performs
in my 1life." ¥ "Alright,
it?" And he told me. And two weeks later I
came to Hollywood.

THOMAS : When was that?

STEINER: That was in 1929, Christmas.

THOMAS: Did you enjoy writing for GONE
WITH THE WIND?

STEINER: Yes, I loved it. I thought 1=
wae one of the greatest pictures I ever saw.

THOMAS : Thet's your kind of story?

STEINER: That's my kind of story.
gides, I was red hot for Vivian Ieigh so
in thome days I wae young enough to be t
way. Now I don't care even for Phyllis
ler -- doesn't interest me any more. (laug

THOMAS : But GONE WITH THE WIND dis
of historical romance. It has passion,
tion and color.

BTEINER: I think 1t's still best.
I'1l tell you another picture my poor David
I loved him--David Selsnick didn't get enous:
credit. I thought SINCE YOU WENT AWAY was =
charming picture, a wonderful picture.

THOMAS : You must have believed in the
ploture, bDecause you wrote besutiful musis
for it

STEINER: It's a peculiar thing, [Tony. I=
GONE WITH THE WIND everybody won an Acad
Award except me. I was the only one
idn't win. And in SINCE YOU WENT AWAY
body won. I was the only one who Won -- Witk
music. So we got even, you lmow.

THOMAS: Yet of all your scores,

possible that GONE WITH THE WIND is the t
loved, best remembered.

STEINER Yeah, well sure, The pic
helps ‘the score, don't you know? You co
have the greatest music that ever was wr

ten. You could have Richard Wagner -- I do
care who -- btut if the picture stinks they'l

gay that the score will fall down. Musis
will help a picture; 1t can never eave it
They keep on saying no music ever esaves &
plcture. Music saves a picture in the o

of MY PATR TADY, but that music was a 1}
before MY FAIR LADY. I mean long before tha
and it wes beautifully done. And I'm no
pluﬁsimg Warners, but I thiok it's one of
best pictures I've ever seen in my life.
dramatic picture you could ns-
You could help it.

on 8 regular,
ver save a pleturse.

THE
MAX STEINER MUSIC SOCIETY

"The Max Steiner Music Society was formed
in 1965 in Bridgeport, Conn. %y Albert E.
Bender to perpetuate the music of Max Stein-
er. Our main aim was to spreed his musics:
works around the world to places where it mey
never have been heard. We have also strived,
over the years, to get major recording compa-
nies to issue more disce of Max Steiner's mu-
Blc and we feel that our prayers have beex
answered in the past year with the glorious
masic that is now being issued not only by
RCA but so many others. The MSMS 48 & labor
of love and it has & close Imit family of
members in all parte of the globe."

-Albert K. Bender, 1974.
A
WORLD World Headquarters at:
WIDE P.O. Box 45713

ORGAMIZATION Los Angeles, Calif. 90045 USA




HARRIS & LANDIS:
SON OF BLOB & SCHLOCK

by Randall Larson

Ardent fantasy-film fans are no doubt
aware of a couple horror film satires which
came out in recent years; the most publicized
being John Iandis' SCHLOCK, apnd one ysar be-

fore that, Anthony Harris' SON OF BLOB. Un-
fortunately, a lot of peopla were unable to
ege these films dus to axtremely limited

Gistribution, but for those that did, it was
& very enjoyable experience. SCHLOCK and SON
OF BLOE weren't handled by any big studia,
they were both independantly produced by
their creators, and then purchased by a dis-
tributer for theatrical release. a dia-
tributer is Jack H. Harris Enterprises, Inc.

Jack H. Harris, president of J.H.H. Ent-

terprises, is best-known for making THE BLOB,
4-D MAN &nd DINOSAURUS im the late 1950's.
Istely, he's been responsible for producing
EQUINGK, 50N OF BLOB, and-has! handled distri-
bution of LEGEND OF HILLBILLY JOHN, THE ASTRO
ZOMBIES, SCHLOCK, and others.
_ Harris, who confined his movie meking %o
the East before coming to Hollywood to make
DINGSAURUS in 1959, has been making films for
ten years, but 41 or his 47 yecars have been
spent in show business, beginning with his
trouping at the age of six as & membsr of the
Gus "Ukelele Tke" ZEdward's Kiddie Revue, and
maturing vis a successful ocareer in film
exhibition and distribution.

"I believe I know what folke want on a
movie screen," says the producer. "I've been
lietening to their comments in theatre lob-
bles for more than twenty years."

"THE BLOB," Harris says, "was a two-year
dream come true and it 8till remains my best
credit." Relemsed in 1958, THE BLOB involved
teenagere Steve and Judy (Steve McQueen and
Aneta Corseaut) who see what looks like &
shooting star blaze to earth. Upon inspec-
tion, ey find an 0ld man writhing in pain,
his hand covered with a gelatinous substance.
They rush him to 8 doctor who 1is perplexed,
then alarmed as he sees the substance spread
before his eyes. The doctor goes to fetch a
nurse and when they return +the old man is
gons, and they are confronted by the Blob.
The Hlob consumed the nurse and a few other
people, growing larger by the minutes, Steve
and Judy and their teenage friends have Te-
turned to the spot where +the old men was
found and discover the outer shsll, a hot
rock, that had loontained the Blob. Aftar
several trials to convince the police that
their reports of the BElob are not hoaxes, tha
Elob appears im +town and 1is finally van-
quished by extreme cold. It ie frozen and
itransported by the government to the Antarc-
tic forever. Produced by Jack H. Herris and
directed by Irvin 5. Yeaworth from a screen-
play by Theodore GSimonson and Kate Fhillips,
which was +taken from an idea by Irvine H.
Millgate, the film is noted for introducing
Steve McQueen (one of the few actors to
success after a beginning

achieve continued

Producer /Distributer
Jack H. Harris

filma -- gee "Performers in Hor-
article this issue), in-
and has be-

in fantasy
ror/Fantasy Cinema"
cluded some fine miniature work,
come a "clasgic" of ita genre.

"THE BLOB, my first production,"” says
Harris, "was intended as my apswer to the
quick-and-dirty s.f. clinkers being dumped
upon the public in the late 50's. (ur prem-
ise was simple: make the audience care for
the characters and the monster will become
real.

"Bach of my science fiction productions,
including DINOSAURUS, 4-D MAN and EQUINOX
had something unique to say. Tha character
of THE BIOB, as demonsirated in the sequel,
is the distillation of evil bringing out the
good in people.

4-D MAN (1959) had the same basic crew --
Harris produced and Yeaworth directed from a
soreenplay by Theodore Simonson and Cy Cher-
mak, and starred Robert Isnsini Iee Meri-
wether and James Congdon. Re- itled MASTER
OF TERROR for Harris' current distribution
list 1t i8 the story of physicist Tony Nel-
son (Congdon) who goas to work with his fam-
ous scientist brother Scott (lansing). Work-
ing in close quarters with Scott's assistant
and fiancee, 'Linda, (Meriwether) Tony begins
to fall in love and discovers his feeli
are being returned bi the girl, mach fo
Scott's chagrin. Working late one night in
the lab, Tony diecovers a fantastic new pro-
cese which allows solid objects to pass
through eachother; Scott uses it on himself.
Knowing that Linda now intends to marry Tony,
and discovering that she is trying to steal

his ideas; ©Scott's mind becomes twisted with
hate; and he embarks on a mad rampage of
murder; replenishing his "life force" while

killing othere.

DINCSAURUS (1960) tells the story of an
American construction crew on a tropical is-
land, who unwittingly discover the submerged
bodies of a brontosaurus, a tyranncsaurus and
a prehistoric cave man (Gregg Martell), pre-
served by having been frozen sipnce the ice
age. Their bodies are raised and left on the
beach, until a 1lightning storm brings them
back to life. GBtarring Ward Ramsey, Eristina
Hanson (both making screen debuts here) and
Paul Tukather, Harris produced, Irvin Yea-
worth co-produced and directed from a screen-
play by dJean Yeaworth and Dan E. Weisburd.
Special phot ‘aphic effects, which were the
high point of the film (rivaling, perhaps,
the cave man's advemtures im the house!) were
created by Tim Baar, Wah Chang and Gone War-
TENn.

Ap estimated 250 psounds were tested by
Harris and his technicians to select those
used ag prehistorie dialog between the tyran-
nogaurus and +the brontosaurus. Among the
weird noises checked were snake hisses, com-
bined with bear growls, squealing brakes
mixed with the screech of an owl, and the
moans of a wild pig.

"We also experimented with a variety of
animel noises combined with sandpaper scrap-
ing, jet planes and human sneesing," remarked
Harris. "We sought maximum effect rather
than authenticity.
be able to tell if the sounds
nok?"

After all, who's goin% to
are correct or

LEPT :
SCHLOCE.
HELOW =

BLOB.

SON OF BIOB, 4-D MAN and

Steve MoQueen (right) and
his friends in THE BLOB.

RIGHT: Three scenes from DINCSAURUS
featuring Gregg Martell as the
re-awakened cave man and the
battle between the dinosaurs.

BOTTOM RIGHT: Ad for the original

due to the
horrifying
nature of

this film,

no one will

be admitted
to the theatre:

BLOATED WITH THE BLOOD
OF ITS WICTIMS!

SCHLOCK

coLor




MY SON THE VAMPIRE (also known as MOTHER
RIIEY MEETS THE VAMPIRE), a 1952 Zfilm star-
ring Bela lugoai which Harris bought distri-
bution rights to in 1963, is about a criminal
(Imgosi) who thinks of himeelf se a vampire
and wears a cape, Bleseps in 8 coffin to tit
the role. MASTER OF HORRCR is a 1960 Mexican
film which Harria bought im 1966, and is

based on Poe's "Cask of Amontillado” and
"Strange Oase of M. Valdemar." THE ASTRO
ZOMBIES, a horrible 1968 film, originally
released ‘bz Geneni Film Distribution Co., 18
now handle by Harris. This is another one
of those garbagy filwme which succeeded in

buying the talents of John Carradine, one of
the genre's fipnest actors, and is about a
series of mutilation murders which are ocouf-
ing with increasing savegery in a city. The
nature of these murders - vital orgens ripped
from the victim'e Ybodies - leads a CIA in-
vestigator (Wendell Corey) to the conclusion
that the former chiesf of the Astro-Space Iab-
oratory, Dr. DeMarco (Carradine) has succeed-
ed in creati an Aetro-Man, e zombie with a
defective brain. More adventures, murders,
6tupid looking =zombies and the expected
"world-saving, nick-of-time"™ rescue fill up
the remainder of this classic. ASTRO ZOMBIES
was produced and directed by Ted V. Mikela
from a screenplay by himself and Wayne M.
Rogers. Mikels, according to Harris' press-
book, has created or worked on 5o many films
that it is @almost impossible %o pick up a
motion pleture +trade paper or magasine that
doee not credit his neme as having worked on
a particuler film in some capacity. "Var-
iously described by knowledgable people in
the motion picture industry es & ona man

TOP: One of the many tasteful st
envigorating scenes from THEE A58
ZCOMBIES, IEFT-TO-RIGHT: MY SOF =

Mysterious pulsating Blob investigated

((from: The Falo Alto Times, May 29, 1973))

DAITAS (UPI) --The Elob appears to thrive
on punighment. When it wae drowned out by
rain, it returned in three different places.
When samples are cut from it, it quivers, and
then f£ills the void with more Bleb.

Despite the pokings and proddings of
scientists, +the Dallas Times Herald reported
Monday, +the Blob was multiplied itself by 16
times in a week.

The Blob is a membrane, containing black-
ish mucus inside and reddish, thick bubbles
on top. It turne colors when punctured and
when +the bubbles burst 1t appears to be
bleeding red and purple inside.

And Blob wae the only name available for
the pulsating, multiplying organism found
laet week in the back yard of Mrs. Marie
Harris's house in suburban Garland.

Armold Dittman, scientist with Growth
International (GI), a Colorado-based firm,
cut specimens from the Blob end shipped them
4o Colorade for analyeis. Resulte will not
be ready for 10 days.

"Yes, 1t's growing", Dittmantold the Times
Hersld. "We put samples in a jar apnd before
long we noticed pressure was building up in-
side.

"Bacteria -- if it 1s bacteria -- have
tremendous growth potemtial. Bacteria have
more than 1,000 genes in each organism and
under proper conditions can change to & com-
pletely different specie in a few seconds.

"Maybe that's what the thing is -- a new
g‘:‘aation. But really we don't know what 1t

Dittman confirmed +hat some bacteria can

ow from one billion spores +to one billion
ons in 24 hours. 'The Garland Blob had not
done that, but the possibility was there.

"Yes, that's 4" he Baid. “With ite
ability to mutate, bacteria can adapt to any
change or deficiency in growth conditions.
I'm not saying that happens all the time."

The Times Herald received two other re-
porte of ©blobs from Mrs. Edpa Smith, who
lives eight miles from Seagoville -- another
Dallas suburb - who saw a similar mass creep-
ing up & telephone pole near her .

"It was red and 1s&ting like the ome I
read about,” sche said. "For heaven's sake,
what is it."

L Borth Dallss resident who refused to
give her name asked the Timese Herald if any
progrese was being mede in controlling the
Garland blob.

"No," she was told. "Why do you ask?"

"I'm ecared +o death," she said. L g
have the same thing on my hedge. I can't
kill iz.v

‘The Blob’ is dead—victim
of home-brewed insecticide

((from: The Palo Alto Times, May 30, 1973))

DALIAS (AP) -~ "The Blob" has been pro-
nounced desd safter & Texas housewife doused
it with a home-btrewed imsecticide, bul a re-
searcher says he may attempt to Tecreate the
mysterious growth for further study.

Arnold Dittman, a member of the waste-re-

cycling firm Growth International, said his
preliminary exemination showed the membran-
eous material to be a harmless Dbacteria-like
substance.

Dittman picked ug samples of the growth
but the specimens died.

"We haven't been able %o revive them,
We're trying to gruduca the same effecte that
Mrs. Harris has in her yard. You never know,
but this appears to be nothing more thanp a
mutation of common ordinary bacteria or
fungl, or a combination thereof."

"The Blob", as Dalles area residents ocame
to call 1it, attracted worldwide attention
when housewife Marie Harris of Garland found
the pulsating growth seeping up through her
backyard lawn two weeke ago.

The mysterious ooze congered up images of
horror movie creatures impervious to the com-
bined power of the armed forces. But Dittman
discounted such imaginings and Mrs. Harris
g:t s Btop to the Bleb with & bucket of to-

coo water.

"People fear the unkmown," Dittman said.
nIf they don't know what it is, they natural-

foar it. We all dream, and we probably
all would like to see something from outer
epace. But I doubt 1if this is anything like
that."

VAMPIRE; with Bela ILugosi; Joi=
Carradine in ASTRO Z0MBIES; MASTER
OF HORROR. EELOW: Mrs. Merie Smo.
ris pokes at her backyard BElok.

Mre. Harris said a woman called her ==
suggeat using a tobacco and water grusl ==
kill the multiplyinmg Bleb. The woman Se-
scribed the mix as an old-time remedy fo=
ridding the garden of insects.

"T figured I had nothing to lose and
tried it..,it started $o dry up and thi=s s
what's left," she sald, pointing at a white,
crusty material.




atwdie,” +the pressbook goes on, "this human
dynamo also writes for the screen, is a bona=-
fide cameraman, and is also & fully credited
motion picture editor, both picture and
sound. Acutely conscious of the poesibili-
tieg of the horror film in the current film
market, he has managed to cram every fright-
sning angla into ASTRO ZO0MBIES 1in hopes
of satisfying fape of this type of film fare."

Well, no doubt it satisfied his pocket
book, a8 ASTRO ZOMBIES is obviously & money-
making vehicle and nothing else. Poor John
Carradine.,..

EQUINOX (1971) dealt with supernatural
horror and devil worship, starring Edward
Connell and Barbara Hewitt (former Rose Par-
ade Queen). Jack H. Harris produced, Jack
Woods directed from his screenplay, which was
based on a story by Mark Thomss MeGee., EQUI-

is dominated by magnificent special ef-
ts8, created by Dennis Muren, David Allen
Jim Danforth.

"The devil published a record of his pro-
cedures which i not intended for humen eyes"
ia the premise of the film. Three years of
research and production work were taken up by
creator Jack Wooda, sparing no effort in pro-
ducing the film with careful attention to
detail and probability of facts presented as
accuretely as posasible. The research staff
attended seances, devil worship ceremonies,
#pnd other organized black megic demonstra-
tions. A high point of +the film is a duel
between four humans (Connell, Hewitt, Frank
Boerg Jr. anpd Robin Christopher) and a high
emlssery of Satan.

EQUINCX was oriiinally an ampateur film
which Harris purchased for theatrical release
with edditional scenas photographed. "EQUINOX
had poor Btory and performences but excellent
special effects when I met it." Harris ex-
plaine. "The additional ecenss made +the
Etory exclting and logical and wers most dif-
ficult to achieve %hecause all of the actors
were older with changing weights and heighte."

The film's aim, Harris says in the film's
pressbook, 18 to reunite mom & dad with the
kids in a row of theatre seats. How does he
plan to do it? "By cutting 4down on sex and
vioclence. Overemphasizing these two elements
has been the main cause of a decrease in pop-
ularity of movies about science-fiction, hor-
ror, and westerns, too.

"Film producers have tried tu vutdo each
other in the field of sensationalism, adapt-
ing the raw approach +to love and engulfing
the story with <the blood of overdone scenes
of violenca. The former makesa a movie unac-
ceptable for children; the latter makes it
unpalatable for mdults."”

J.H.H. Enterprises also handled the dis-
trivution for +wo Jack Nicholson westerns
THE SHOOTING and RIDE IN THE WHIRGWIND (both
1271).  THE SHOOTING was uroduced by Nichol-
gon anpd Monte Hellwen, and directed by Hell-
man from a screenplay by Adrien (FIVE EASY
IECES) Joyce. Co-starring Millie Perkins,
Will Hutchins and Warren Omtes, it is the
story of several people who are crossing a
desert, with a slowly-developl plot-line
dealing with character-relationships, mystery
and suspense. RIDE IN THE WHIRIWIND wae also
produced by Hellman and Nicholson, and di-
racted by Hellman from Nicholson's screen-
lay. It, too, stars KNicholson and Millie
;-arﬁinﬂ. uuppor-!:eé by Rupert Crosse and Cam-
sron Mitchell. The story deals with three
whands riding to &8 roundup who stop at a
lona shack to water their horses, have a hot
meal and spend the night in the corral, uma-
ware that their hosts are a hand of desperate
thievea. A po@se arrives, burne down the
shack and wipese out the thievea. The three
cowhands escape in the crossfire, only to be
mistaken for other members of the outlaw
gang, apd thus are hunted and chased by the
posse throughout the film in an intense com-
ment on Justice and ironicism which is eimi-
T, in essense, 4o THE OX-BOW INCIDENT and
NG 'EM HIGH, two other westerns which have
had harsh comments on justice.

THE IBGEND CF HILIBILIY JOHN (1973) stars
ngwriter Hedge Capers, Susan Strasberg,
roy Rodrigues and Severn Darden. Produced
Barney Rosenszweig and Anthony J. Hope (ex-
utive producer), directed by John FNewland
rom lMelvin Ievy's screen adaptation of the
ook "Who Fearse +the Devil" by Manly Wade
Wellman. Special effects were diracted by
Gene Warren, who 8lsc worked on DINOSAURUS.

Opening in the hills of Appalachia, the
film tells the story of a young hillbilly
(Capers) who joins his father's intent to
call out the devil and face him down, but the
ritual ends with the bizarre death of the el-
der John. Heart-sick, young John vows to
take up where his father left off, and he
seeks out the Devil in modern-day America.

The film was a totally-independantly-made
film, whichHarris purchased for distribution.
The film won a Gold Medal at the Atlanta Film
Featival.
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ABOVE, CLOCEWISE: Warren Oatas hits
Jack Nicholson in THE SHOOTING;
Frits Ieiber in EQUINOX; Jack Woods
a8 Ranger Asmodeus in EQUINCK;
Frank Boers, Jr. and Robin Chris-
topher in EQUINCK; Montage from
Jack Nicholaon's RIDE IN THE
WHIRIWIND. Below: THE IBGEND OF
HILLBILLY JOHN, Hedge Capers.




Harrie has also handled the distribution
of 8 number of sex-comedy filma, ipcluding
PARADIEO, a 1962 "nudie" movie about a mild
British professor who 18 bequeathed a pair
of seemingly oa:‘ﬂimr{ sunglasses which, when
worn, allows him o see through people's
clothing. This sex/fantasy ie interesting as
it wae photographed in 3-D.

GATE OF PIESH (1964) is a Japanese sex
dramas about prostitutes. THE OIDEST PROFES-
IoN (1967) 1is @ French film which Harris
1so produced, and it too deals with prosti-
tutes., It stars Raguel Welch, Jeanns Moreau,
Elsa Martinelli and Anna Eavina. Michel Iae-
grand (SUMMER OF '42) composed the music. MY
SECRET LI¥E (1971) is Harris' only X-rated
film, a screen wersion of the erotic best
seller, written anonymously in 1890 and un-
published publically until 1966. Jack Woods,

who made EQUINOKX, and co-soripted SON OF
BLOB, s=starred with ILeon Jervis, and HRod
Stewart. NYMPH (1974) stars Peggy Kramer

and Burton Dunning and deals with sex between
two teenagers and interference by redneck
hunters. Other films handled by Harris in-
clude UNKEISSED ERTDE (1966), WITHOUT A STITCH
(1970), THE HETERCSEXUAL (Les Biches - 1971),
PLIAYMATES (1971), HOUSE OF MISSING GIRIS
(1971), HONKY HUNGRY WIVES (1973),
SIITEEN (1973) and HOUSEWIFE (1973).

Which brings us to SO OF BLOB, a 1972
sequel te Harris' original BLOB. Originally
titled BEWARE: THE BLOB!, and premiering at
the firat annual PFantasy Film Convention in
Log Angeles, SCN OF BLOB was a hilarious sa-
tire of genre films. Taking off where BLOB
left off, it tells of geologist Godfrey Cam-
bridge, who unwittingly brings home & small
piece of the frosen Blob from the North Fole,
and sccidentally lete it thaw, afterwhich it
creates havoc among humanity until it, too,
195 frosen in an ice-glmting rink. Or is

‘The story line is almost idemtical to THE
BLOB, 2 teenagers (Hobert Walker and Gwynne
Gilford) discover +the threat of the Blob,
they try to warn the police officials (Rich-
ard Webb and J.J. Johnson) who, of course,
don‘t believe them until +he Blob asctually
showa up in town. But there the simllarity
ends. Whereas THE BLOB wae handled completely
seriously and ended up that way, SON OF BLOB
waa intended to be a comedy, and it definately
ends up that way. Added to the cast in bi-
zarre roles are Carol Iynley, Shelley Berman
in a hilarious role as a hair-stylist -- a
sequence which he wrote, directed and pro-
duced himself for the f£ilm) and Iarry Hagman
(who also directed the film).

20

Hagman leeruned his directorial experience
by directing several episodes of his tv-ser-
ies I DREAM OF JEANNIE and THE GOOD LIFE, &nd
he puts it to good use in SON OF BLOB. Aside
from the general plot-line of the f£ilm, there
are Iinnumerable izarre situstions added to
give the film even more insanity -- including
Berman's hair-stylist cameo, Burgese Meredith
and Del Close ae hobos, Hagman &g an over-
worked boy scout leader driven "med" by the
toy owinging-marbles which ell his scouts
have brought along on their hike, and the
opening scene involvipg Cambridge's consumma-
tion by the Blob as he watches the 1958 BLOB
on television.

Jack's son, Anthony Harris, produced the
film under his fether's executive hand, and
Hagman directed from a screenplay by Jack
Woods end Anthony Herrie. When asked about
the film's creation, Jack Harris replied "SOHN
OF BLOB was conceiwed by Richard Clair and
myself ten years before it was ever produced.
Anthony Harris added some fine-line story
sspects."

fgain colored a bright red, the Blob was
created for the sequel by special effectsmen
Doug Beswick and Tim Baar -- Barton Sloane
handled the special effects for the first
film. The earlier film -- which was quite
unique at the time -- used the concept of &
shapeless, Iiovincible, unemoting "blob" to
create the horror of the successful film.
Jack and Anthony Harris use that same premise
to create the "suspense relief" imn the hilar-
ious sequel. SON OF BELOB 1is supposed to be
re-relessed with SCHLOCE, and this author
hopes that both filme will have the wide-
eproad distribution that they deserve.

Calor by De Luxe

. SECRER LIFE

every word, every sitmarion

unchanged as the Erotc Bose Seller
comes i the screen




Jack H. Harris said earlier that each of
his science fiction f£ilms had scomething
unigue to say, and when I questioned him as
to exactly what +this was, he gave me this
Taply:

"THE BLOB - a menace threatening all man-
kind could cause universal cooperation to de-
stroy it; DINCBAURUS - man adapts easily to
more civilized surroundings plusher lifa
style of the cavemsn); 4-D MAN - mind power
is limitless; EQUINOX - Iacifer can talke any
form to do his dirty work." Although SCHLOCK
wag not his production, Harris gives this as
his feeling about what it had to Eay: "The
establishment kicked in its 'SMUG DIGNITY' by
today's youth."

Jack and Anthgﬂgsuarris had planned to do
a2 third sequel, E OF THE BIOB, but that
Froject has been sorapped. Jack Harris is
hapdling an award-winning T7-minute cartoon
called JOSHUA AND THE BLOB, Directed by 21-
year old John C. Iange and produced by Lange
and Bob Greenberg, the cartoon won first
prize for "animated Ifilms <for children" at
the Zsgreb, ILondon, Broadway and Hollywood
animated filp festivals. Iange has been doing
animetion =ince he was 17, and the year be-
fore he submitted JOSHUA IN A BOX to the Api-
mated Pilm Festival in Paris, which also won

first place. The story involves a little
brown creature who tengles with a sticky red
mass -- which eventually turns into a woman!

Harris' latest film for which he i=
handling distribution, i1s DARK STAR, a sci-
ence fiction film mede by two cinema students
at U.5.0., John Carpenter and Dan {'Bannon.
Again, limited distribution has left the film
almost in obscurity.

SCHLOCE was created by 21-year old John
lapdis end 28-year old Jim 0'Rourke. These
two young filmakers +tried in vain to obtsin
ofessional Hollywood backers +o finance
eir project, and finally grew tired of
cking on studio doors, 8o they decided to
make the f1lm themselves. 5So they did, rais-
ing about $100,000 from friends and rels-
tivea, and using a young and moetly novice
CaBT.

The main point behind SCHLOCK, aa brought
out in an interview in Einefantastigue megs-
ne, was that most nLasy are ter-
ble. "And that'e what SCHLOCK is all about"
ys Iapdim. SCHLOCE pokes fun at fantasy
ims in almost every way posasible. Contain-
ing innumeral funny burlesques of Iilms like
2001, KING KONG, FRANKENSTEIN, ELVIRA MADIGAN
apd others, BCHLOOK is essentially the story
of & misaing 1link, the Schlockthropus, who
roes bananas and kills everyone in sight un-
1 he falls im love with a besutiful blind
girl who thinks he's a dog. Simple, eh?

SOHLOCK is similar to SON OF BLOB in that,
aside from the ©basic story-line, there are
countlesa insane situations thrown in to com-
pletely destroy even the most stout viewer.
There are ice-cream brawls, a hilarious 2001
parody, a piano concerto, and logical dielog
which has really got to be listened to to be
appreciated.

The humor in SCHLOCE is at many lovels.
Firat there are the obvious parodies of other
sy filma, which are almost like "in-
kes" to fans of the genre. Then there are
@ ridiculous sub-plots apd sub-situations.
ere ia the general story-line, which in
1f is diabolically crazy. And then there
the outrageous dimlog, which is on a level
insanity more intense +than the pravious
s of humor. We have the running charac-
Detective Wino (Saul Kahan); Mindy, the
utiful to-be-cured blind girl (Eliza Gar-
)i Cal, Mindy's boyfriend (Charles Vil-
; @nd there are the other characters
who wander in and out of acenes creating end-
humorous confusion -- most memorsable
ing Eric Allison as & tv-snnouncer, and
m=ke-up expert John Chambers 1in his screen
debut as "The Captain”. And their dislog,
gither in what they are saying or imn the way
heir words are put together is hilarious in
most instances. One particularly outrageous
exsmple +takes place as Schlock snsaks up on
= pair of ditch diggers. One of them is com-
menting to the other, "I was resding in Amaz-
ing Virility Magazipe...." That iz only one
axample of countlesa others.

OFPCOITE PAGE, TOP, IEFT TO RIGHT: Hedge Cap-
ers in THE LEGEND OF HILLBILLY JOHN; The mild
mannered professor from Harris' sex comedy
PARADISO; Peggy Eramer and Burton Dunning in
NYMPH; Ragquel Welch in THE OLDEST PROFESSION.
CENTER IEPT: (Clockwise) Hedge Capera, Susan
Strassberg, Severn Darden, Sharon Hemesy from
THE IEGEND OF HILIBILLY JOHN. RIGHT: Ad for
ECHET LIFE; Scenes from SON (F BLOE fea-
turing Robert Walker, Gwynne Gilford, and
Shelley Berman as the hair stylist.

ABOVE: Gwynne Gilford and Robert Walker run
from SON OF BELOB; Godfrey Cambridge holde the
frozen specimen; Carol Iynley from SCGN OF BEOB.
ABOVE RIGHT: JOSHUA AND THE BLOB cartoon.

lapdis himself played the Schlockithropus
dressed in a costume designed and constructed
by 20-year old Rick Baker. Rick is the son
of artist Ralph Baker, and has studied with
Dick Smith, veteran makeup artist (THE gaD-
FATEER end LITTIE BIG MAN) and assisted him
on THE EXORCIST. Baker collaborated om "Oc-
toman" with Douglas Beawick before making the
special suit and ten-piece rubber face for
SCHLOCE. His experimental depigns and con-
structions gave exceptional mobility to the
ape-man‘s body and face. This flexibility
was needed to execute the ectlion of the chase
scenss and to expreas Schlock'B reactions to
the modern world and his love for a teenage

Ilandis got the imitisl idea for SCHLOCK
when he went to see a film called TROG. The
picture did two things for him: it absolutely
outraged him, and it inspired him. "I was in-
sulted that the filmakers had such a lack of
concern for their audience,” he said ian Cine-
fantastigue magazine. "It's one o ]
worst movies I've ever seen -- the ultimate
stupid movie. It aﬁl:%ared me 8o much thet I
went home and got e germ of the idea for
SCHIOCK, and I wrote +the screenplay 1in one
night.

"The difference between SCHLOCK on the
acreen, and the way I originally oconceived
it is that the moneter is the hero now -- the
most intellugent and sympathetic character in
the pictura. The audience identifies so
strongly with him that bad parts in the mo-
vie, due to my inexperience as a director,
are carried because Schlock has suchk audience
sympathy going for him."

I soked John & few questions, regarding
hip film, and this is what he had to say:

RDL: How did you become involved in the
motion picture industry?

JL: I beceme “officially" involved in
the Industry I suppose when I became a mail
boy at Fox in 1968. This was quite a deli-
berate mové on my part to ectually get near
£ilm production and learn a8 much as I could.

RDL: Though SCHLOCEK is primarily s comedy,
are there any "hidden messages" or suck with-
in it?

JL: There are numerous comments on the
more insane aspecte of our society I suppose
in there somewhere, but I don't feel it's my
place to point them ocut.

RDL: Thr hout the film, you have amus-
ing parodiesm;i certain fantasy films -- 2001,
FRANEENSTEIN, EING EONG. Are there any other
such parodies in the f£ilm?

JL: My count of specific references to &

other films numbers well over 300. I've dis-
covered since filming, to my delight, that seo
many  of the thinge we Joked about are so
cliched that they apply +to many other movies
I've never even seéen!

AWARD WINNING CARTOON

NS ———— ]

ABOVE: Saul EKahan pon-
ders the SCHIOCK cass,
aa deputy eata vital
clue; Eliza Garrett as
the blind girl who falls
in love with Schlock,
thinking him to be a
dog. IEFT: Pilmmaker
John Iandis in a spe-
cial photo taken o8-
pecially for Cinefan:
“Mask by Rick Baker,
Fhoto by Machine in
Newberry's in Westwood
Villege."

21




RDL: SCHLOCK is guite similar, in essense
and execution, +o a previous Jack H. Harris
release, SON OF BLOB. Did you get any imspi-
ration from it?

JL: I had never even heerd of SON OF BLOB
until I mat Jack. It has pow become a sort
of cross for us to bear as it failed totally
at the box office, and, as Harrise has his own
money in it -- well, ano exhibitor has to take
BLOB or he can't get SCHLOCK,

RDL: You finished SCHLOCK in only fifteen
days! Good Lord, how was that sccomplished?

JL: On a movie location, time is literal-
ly money. And as we had so little momsy....

RDL: What are your plans for the immedi-
ate future?

JL: Right now I am writing a teleplay of
a Gothic Romance for Filmways. Dumb, but
profitable. I have recently acquired an
agent and am at present pursuing e directing
assignment along the more radi%ionsl Holly-
wood ways. Things, however, lock bright.

RDL: Do you planm to ramai'n in the fautasy
genre with your futurs films

JL: I hope to work in 511 genras, fantasy
being an element I'll no doubt introduce even
in the most dusty western. A simgular lova
of mine are musicals, and if I could even
make a film s sstisfying as SINGING IN THE
RAIN or THE WIZARD OF OZ 1I'd die happy.
You'll mnotice I even worked 1in 2 musical
numbers in SCHLOCK! Actually, thera were
three, but I cut one out bDecause I wasn't
tﬂpp{]with it.

L: Do you intend to remain on the more-
or-less "indepemdant” level +that you made
SCHLOCE at, or do you intend to meske filme in
the fashion that most feature films are made?
That 1s, with massive crews, gargantuan bud-
gets, miles of red tape, nice professional
touches like that....

JL: I'll make films any way I can. The
motion picture is undoubtedly the most ex-
pensiyve art form. The most difficult ampect
of film meking is getting the money. S0 in
order to make my pictures the wey I'd like,
I'm afraid I'll do almost anything. One also
must remember +that Pellinl could not have
made his SATYRICON without four million dol=-
lars. And he got the money from people who
gave it to him because {hey believed they
would make a profit. I cannot &llow myeelf
to lose sighgror the dollar end of the "mo-
tion pleture indusfry" if I want to continue
making movies.

Harris acquired distribution rights to
SCELOCE after poet-production. As part of
the distribution agreement Harrlanrlt up the
money for &an additiomal day a a half of
shooting. This added +three scenes to the
picture, which were ealso produced by Jim
O'Rourke and written and directed by Iandis.

The film won the top eward, the Golden
Asteroid, at the 11th Trieste International
Science Fiction Film Pestival. "This award
wag felt merited due to Iandis' inventiveneas
end hie film knowhow" Gene Moskowitz wrote in
Variety. SCHLOCK also won the 1973 prize at

e Cannes Festival in May apnd the Annecy
Animation Film Festival in June.

Iapdis' future plans include further col-
laborations with producer Jim O'Rourke. One
is called AN AMERICAN WEREWOLF IN PARIS which
"is very funny amd wvery frightening." ITEEN-
AGE VAMPIRE is another one in the works. "I
have slwaye wanted to meke Island of Dr. Mor-
esu since I was four, and T Iu?enﬂ'to sl80

mﬁ%ﬁion, one mlg}‘-ﬂa %EHT;E'HC_S!%E

one of +the problems with SCEN (F BLOE and
SCHLOCK, and practical all fantastic films,
is that the ma;}urltg moviegoers and film
#eritica® (T use term loosely) consider
the fantasy genre as juvenile, or films mads
for childrem. And that is an opinion ardent-
ly disagreed upon by fans of the genre. Har-
ris reaponﬂs to the opinion by saying that the
films he's produced are "for the kid in
everyone." John Tandis gives his anawer:

"I hardly consider fantasy as juvenile.
SCHLOCKE in particular wae aimed at kids B-16,
but so were the Our Cang Comedies, which I
love. I think it's really a matter of per-
spactive. One really cam't call 2001, CLOCKE-
WORK ORANGE, 1984, A Connscticut Iankee In

ing Arthur's Court and on and om, uvenile.

eress certain "adult" books are decidedly
childish. I think I should make clear, .also,
that to me "King Kong" has as much value as
"Iawrence of Arabia® as both filme make grand
use of the viewer's imagination. One should
not equate impmtiau with immaturity.”

Here, here!

T M I

Randall Iarson, aside from being an avid
fan of cinema, Ifilm music science fiction
and weird-fantasy 1i‘bara{u::e, has written
various stories and articles for several fan-
zines., And, if anyone hasn't noticed by now,
he's also the editor of Cinefen.

TOP: Getting the Jump on the opposition in SCHLOCK,
the Schlockthropus invades & high school dance.

IEFT T0 RIGHT, FROM TOF: A satire on & scene in Uni-
versal's FRANKENSTEIN is only one of & great number
of fantastic film parodies in SCHLOCK; Moron auto-
mobile driver gets his Just reward; Television news-
cagter greets an idle pedestrian, unaware that his
life is really in Schiock's hand; Schlock cools off
an obnoxious theatrs-goer; An example of some of
SCHLOCK's advertising slogans; Schlock escorts a
youngster out of the theatre -- note the film that's
playing.

LEFT: Ditch-Digger is getting up in the world, as
Schlock gives him & face-1ift.
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SCHLOCK IN THE

CINEMA

BY CLAY HOLDEN &
RANDALL LARSON

One of the most interesting idess in the

cience fiction/fandasy genre was first pen-
2 by Sir Arthur Consn Doyle in his novel
2 LOST WORLD, The thrilding suspense of

covering a lost prehistoric 1land hidden
desp within +the unexplored depths of this
world, Once Watterson Rothacker had made the
uovel into the classic film of 1925, produ=-
cers and screenwriters began to become "art=-
istically inspired” by this first effort, and
2 flock of imitations belched forth in the
years to come, Some were very well done --
in one aspect or another -- others were fair
%o poor. And then there was THE TAND UNENOWN.

This epic film originally came from the
isnde of Universal-International ((Ghed, I

pe they washed them!)) in the ¥Year of Our
Lord 1957. laszleo Gorog wrote a screenplay
well-deserving of the shlock that was even-
tually to be produced as this film. FProducer
illiam Alland totally corrupted himself by
tbling with +this winmer. Alland, as you
recall, produced some very fine science
tion films -- TARANTULA,THIS ISIAND BARTH
M FTROM OUTER smcﬁ -- ag well as T

RE FROM THE BIACKE IAGOOW series, THE
LY MANTIS, THE SPACE CHILDREN. Why Al-
4 ever expressed interest in this travesty
e'll never know. I guess we sll have to eat.

The special effecte by far dominated this
film, and if anyone even ceres who created
the pathetic "effects" +they can check the
cast/credits following the review.

The film opens in @ building in & large
city. Some schmucky vaval officer lectures
underlings on the preperation of an expedi-
n to the Antarctie. Suddenly, Margaret
haway, the film's ROMANTIC FEMAIR enters
room and gets the complete attan%lon from
the men; which rouses forth some +totally
moronic dialcr;g, such ag:

"ot kd "

"She's got & head on her shoulders, too!"
. "T always love to meet men!" Margaret
chimes,

"lMa'am, you just say the word amd I'll
you to the moom!" Allan, our hero, says
h peeudo-dramatic acting.

Shawn Smith plays Margaret Hatheway, the
film's token woman and newspaper columnist.
TWO MONTHS IATER the expedition leaves in
mall barrage of ships., After several bor-
exterior sea-voyaging shots and a rousing
ntic dialog between Margaret and Allan

b

chewn Smith greets Jock Mahoney as Doug-
lzs Kennedy (Teft) and William Reynolds
ogle respectively.

EP IN THE ANTARCTIG...MONSTERS FROM THE DAWN OF TIME!

%'._DE

1 B
The story of four people who probod deeper
Sclonce's groat rapped
dden vailey of pro-historic monsters!

L ey S —
JOCK MAHONEY « SHAWN SMITH + WILLIAM REYNOLDS

7 ws MENRY BRANDON + PHIL HARVEY - DOUGLAS KENNEDY

ﬁ Domteg by WRCK VOCEL - Semmtay by LA GORC, - Pratioes oy WILLAM ALY

(highlighted by Margaret's unforgettable Margaret s5ighs -~ she is finding it hard to

line, "Do you have to be 2o technical?"), the breathe, too much humidity. They break
lead'anip S nivan Ap ALTEatIoE. Soon, farg through the cloud at 2500 feet below sea le-
Allan Jack (the hapdsome helicopter 1:!1101:5 vel and find themselves in the midst of a
end Skeve take off in a helicopter for the lavishly Tfinger-painted prehistoric jungle
mainland. A= soon as the 1location shota of The helicopter 18 so obviously phony that it
the helicopter +taking off from the ship are shakes on the wires 1t is held up by as it
over, 8 bargain basement tin can helicopter Plops down bouncily om its wheels.
is used for oclose shots with the other ani- , A1l is quiet as the camera pansaround
mated models. Ae Jack searches for the re- wrinkling trees and ma FANTASTIC PREHISTORIC
ported warm-water region, Margaret points out SETTING -- all conveniently obscured by pre-
A GROUFP OF PENGUINS with this origipal line, tend fog (either that or the studio ‘fnrgo.. to
"Tooks like they're all wearing tuxedos!" post their no-smoking sign...) Damage to
"Nope. All females" Allan mekes a hit the Tounka-copter is fair, they just need to
with this fitting statement. repair one part. But, as 1:]13c auvdience ex-
As soon as the Tonka-Toy Helicopter has pects, the part is ruined when Steve tries to
found the warm-water region, they are ordered fix it. GOteve wanders off, asheamed.
%o return to base, A STOAM IS BUILDING UP! Allan and Margaret daringly take a walk
Jack turns the Copter around and finds himself through thelr Survovnlings,  MAxg dossn'y
niftily heading biraight for the storm. (!) care that they won't be here long, as Jack
In @ HIGHLY DRAMATIC SCENE they learn that earlier assured her. Margaret stops for some

they are low on gas and can't lend anywhere, resson, her back to the tentacled plant that

' a1 moves about menacingly. Allan tells her to
od sneyrs peyesd ths poist of wo sebmaili DT S qEeelngy, e fianer o
couwrse) and for some equally inexplicable

weather, and the special effects man prompily RIS
complie#. He sends the Copter through, WEEN reason hs WATXR AWAY,
SUDDENLY a cardboard pteradactyl which does

Stupld rubber cannibal
plant -- hot for the woman's body -- grabs
tentacly for her. One could sasily see where

Eoztﬁ:; swnfgg‘dgga p?::{iéquﬂ]:ed R:éggg E: wires were attached to it. Allan, meanwhile,
dead!! inosi.ng altitudal! Jask fsces ths hae found a bubbly volcanic pool (bubbles no

W doubt created by hidden special effects men
facts: "Only way we can go is down! Copter

311 tp stora olowd, “aitivate “drope Seiov  Dlowlie thinigh st ok, iheveier) nd
zero, temperature rises. Jack is AMAZED as ret wallks over to where he stands, DELIBER-

the altitude continues to drop. 3%i11 in et . e
ATELY DISOBEYING HIS ORDERS, leaving the can-~
ud! ! 1] T 3] . -
cloud!! Temperature rises <o 91 degrees nital plant by itself. fl

The seund of & TERRTBIE RUBEER FLYING THING is heerd and arouses the
anticipated attention of our heroes.




They return to the copter, viewing the
lapdecaps., The basic set of the canyon gives
the effect of a first grader's rendering of
the prehistoric era, As they leeve, the pool
begins to bubble even more, which meant thet
either something wae surfacing menacingly or
that one of the special effects men .»'we'/od
Fade out picture,superimpose " i D
cut to Cream Cheese commercial.

At last, the movie is back, amnd:

Jack is trying to fix the radio and tonks
mobile ae Allan snd Margaret refurn. Allan
is confident that search planes will come in
a few hourse. Mergaret says he's a brilliant
commepder &and @8 navel officer, but a very
poor liar. Allan smiles anpd supervises un-
loesding of supplies. Gorgeously dramatic
music sets in.

That night, when everyone is asleep, Steve
(who isn't) 1I¥ c¢limbs in the copter,
calls MAYDAY on the radie. My hero! To his
dismay, he gete no response.

THE NEXT MORNING everyone awakens to the
gound of another cardboard pteradactyl, fly-
ing plastically through their acrylic canyon.
Iuckily, +the Iand Unknown is full of fog, so
the nai'atera could leave out a lot of detail.
The folks realizme +hey are in & preh 1J‘tDI‘ ie
surrounding (Allan's pretty bright...). "Wa-
ter tastes like rottern eggs!" Jack announces,
and keeps on drinking.

SUDDENLY, +they hear planes, and race to
the Copter. .,ar_k gets on radio. Above, in
sgarch plane, 2 guys look intently at the
fog. They sadly shake their -‘eer.ld, and fly
on. One of the film's better momenis...

Jack cannot meke the radio work -- there
is not a'ma.g}- power. "But we had the power
last nigh Steve i upset because he used
it up secretly last night, and grabs a flare
gun, fires it into the slq,-. Ho's ashamed --
the flare's only good for 400 feet.

Margaret is dressing ©behind a blanket
after 8 bath when Jack walls in on her. "Sor-
Ty" he Bays, after he gete a good view. Steve
has gone aom.ew];m:n. The others atart to do
something. Steve drinks from & water hole,
suddenly opies something A racez to
others. It 1s a dead ptamdar:tyl' "What a
gmell!" Jack breathes deeply. "ife'd better
get back to camp, it isn't safe here!" Allan
declares. Am they do, they hear
and look to a nearby clearing. 5
DINCGAURS are tearing at eachother (actually
1lizards without even the benefit of makeup as

they had in Irwin ﬁllen‘s LOGT WORID or the
or'Lglml e LION B.C,. until finally one
wina. As the ﬂl*bned-:n 1iml growls subside,

the victor lizard approaches the party. The
group runs off, as the lizard continues %o
walk toward camera.

Then a HORRIBLE Tyrannosaurus Rex appears
and walks toward them. Iooks like somebody
wobbling around with a cardboard box over his
head., TYou can smell the paper mache, you can
see the ribbing they etretched the green pa-
per over. Tt seemed that the "actor" in the
suit was struggling to keep from falling over
or dying from embarrassment. Also, he &lob-
bered. Very +tacky character. Jack starts

Jook Mahoney and Shawn Smith run in TERRCOR from a realistic dinosaur
in the bowels of THE IAND UNENOWN.
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Hunter (right) and Mergaret (left) row towards CERTAIN DOOM, unsws=e

the MONSTROEITY OF TIME which lurks scant feet below them!

the Tonke-Copter a8 Rex ocreams in warning
(it looks more like he was yawning -- his
mouth flaps open, somebody cues the lion
growls, and the mouth flaps shut). The Cop-
ter is stuck, it won't move. As Rex approach-
es, the prupeller btlades @2lice him and he
backs off, SUDDENLY a horn blares out, Rex
turng, and stumbles away into the forest.
Jack uu‘tﬂ the motor. They get out and go to
get their food -- deci ita safest to stay
in the Copter. But, S0METHING STOLE IT ALL!
"But there weren't any humans in this age"
Allan explains. Margaret is dismayed that
there iz no chance of eacape from the Iand
Unknown. I S0 Allan explains the
expedition will prohd:l“, leave without rhem.
Argh!!

"Hell's Chimmey” Jack sentimentally calls
the land. Steve finds a small monkey which
is supposed +to be some kind of prehistoric
memmel. Allan tells the animal specie's life
ztory, for +the film's educational aspect
(*"Look, Ms, I'm learniq,'”l Then he predicts
how the monkey will evolve into man.

Margaret takes the monkey to get a drink
of water when another dincseur-iguapa ap-
pFaI’S. Margaret drops t".e monkey and run...
The monkey somehow gets hurled into t«e rub
ber cannibal plant -- this guy won't u\’ol‘.l'o
o man! Margaret is Somehow captursd by
3 carried to & boat, and taken sway as
etands around calling her name. Cut to
plant commercial.

A tender moment gives a brief respite from
the horrore of thie bygone age as Shawn
Smith (left, sitting) embraces Jook Mahoney
(right) in this scene from the classic
Universal travesty, THE LAND UNENOWN.

Jock Mahoney and Bhawn Smith
fully to eachother as a huge
Tyrannosaurus Rex charges in
Tyrannosaurus is on the right.

Tough looks are emphasized by ©
cast members Jock Mahoney, Sha
Phil Harvey and William Heyn
the handsome helicopter pilet.




Realistic sets adorn this scene as Hunter (upright) carries Margaret
(folded) into his MAKESHIFT boat.

-

Steve and Jack take off to try tu 'mt.
the '45 wreck, whera th 1‘u.nlanc.umv:L I

Allan hunts too, end r:uarat foll :1Lu.
Allap is talking at her as J on, but
does not =es that she T uns o reaches

the river and rows the rubber liferaft tows
1 w doea sh he kmow Where
ous las

wasg unconsc
r that
t, discovera
He runs back to search for
rows up the river (actually,
well heve been down the T
tell since the bath-tub waters rlL:l
ti:ml), something sples &
EPTES!! B

Frehistoric monster, obviously created by the talents of a
sen or &n O'Brien, races madly toward Jock Mahoney (foreground,
sod Shawn Smith (foreground, right) in THE IAND UNKNOWN,

own raft to save her
two torches in
1 the front of

In front of m:'n-a):'at
facing ahead, a MO

Steve and Jack are searching for garet must stay here. Unfortfunstely, they far the filmis best effect, q_mo_jt‘“ g
3teve finds a piece of her clothing refuse, and all four leave as Hunter AEREAT- mediocrity) spproaches her mechanically. The
iently hanging on a bush., They find ERG TE CRRIBLY, prehistoric serpent's head wobbles downward,
t= made "by & being physically very T Hunter is deatroying two dinosaur ready to chomp “on her with shalky

much e us." Allan deduces that it was he 8 when Mama Treturns. r-e_blu\\rs horn and behind the plesicsaurus, Little

v ried Margaret off. (We told you he stomps away -- after a VERY DRAMA- blows his horn. Margzaroct 11.1.1|:nr
w t). They trace the tracks to the TIC MOMENT, paper mache munsbegs: and SCRI !
r with another milestone deduc-~ _Returns of Junkasaurus Rex and them the blows the horn again. The JlU"LUSdu.-'U-J turns
t 8 "he's on thie river somewhera." rubber cannibal plant again, are imserted to and floats toward him mechanically plasti-
the BETHG PHYS I Y ] gtave off the total emotionsl etupor of the eciged Fins bouncing 'uv. and down for shock
5 has reached the other side, long-suffering audience. Rex 18 waiting when effect. GSplash Splash Splash. Hunter Fights
. ecliff-wall, he carries Margaret in- Allan and Margaret return to camp. Ereathing the MONSTROSITY OF TIMI

. I : ] § with the 'J.nnﬂ' ‘torche;:
The others ap‘p‘l‘cach. Margaret awakens heavily, he approaches them, yawning fero- he han foreaibhtea‘}_} brought along., We t

{ e, gets up. The BEING PHYSICALLY ciously. Allan tells Margaret to run and he 3 Londed a1 W
i " LIEE US s bending over making a decoys Rex toward him with a gun., Rex waddles t, 2= hc‘:‘?ﬁﬂﬁ? ]i:tgll.j.isg 5;1._2 apdispce to the
f e turns to her. This dude looks bet- ridiculously after him. Allan hides in & edges of their seats. In our case we fell

.

n a lot of winoe and derelicts around. ditch, Rex saunters over it and into the 0ff -~ laughing! You'll have to See it yo
he looks better than anyone else in woods . J z self to truly understand how tensely dramstic
y except that he's on & bizarre ego Meg 1i= back in fromt of the rubber can=- and suspensaful it really i
e thinks he's God of his cheap little nital plant (in the same footage as before) --tasﬁ Jack and Allan have heard the horn
ind, for having spent 10 years there, and this time the tentacled artichoke gets apd awe r\,lr.nhg to 1\ THE DAY. They reach

r and beard sure ars short... her, Allan Taces up, and fipds her on the e It B t;;e Dlesiosaurus retirns to

u're one of us!" Margeret informs him, ground, a tentacle chopped neatly in two (the E}ﬁ ;;igishu;;: mouth malti r; from ths flames

tells her it's his valley -- everything in lant's, not hers!), Hunter had saved hor! of Hunter'e torches, Hunter ties lNargaret's

i 1is, including her. (sigh) Margaret, Sﬂbbinc cowrageously, tells rubber liferaft +eo his large economy model

re are the others?" Margaret asks. him she'll stay here and let Allan Jack and lastic 3 A ack to his cave. A re-
y're dead!" Steve escape from the land n]mnwn! (-,P;’;.Liié Legiik ;go: x$¢r2131 gpares us for
garet gasps, "You killed them!" Steve is certain the expedi‘tinn 1ls going a few moments. But, all good t 8 cannot
e of the beaste did it for me." to leave without them. "We're all goiog to last forever, eénd thus the Iilm returneth:
argaret sobs, turns to window (actually die, because of her!" = b = i
18 plastic cave), sees her three
t.lamnrin.g forth in a rubber raft,
back to the IBEING ALLY
IEE US end keeps him busy with
"It'sa my intelligence that keeps
To demon=trate what a sharpy he
iz, he shows her a shell with which he
sound that the auimls including the
urus Rex, fear, T get into an argu-
' ard the BEING PE r\ LY VERY MOCH LIKE
cka Margaret as the ather three enter.
Don't move, Cave Man!" Allan warns, ob-
a racist.
won't call me Cave Man after you've
re 10 years!"® We find out that the
iYS ICALLY, eftc.,, is oue of the 4 who
od here in 1945. His name is Carl Hun-

Hunter, the insane enraged caveman scien-
fter what he's been through it's no von- tist, holds up the VITAL PART which :‘l._l:‘

g like this." somebody sez.. heroes need DESFERATELY if they are to es- ] e
unter +tells +them he can replace their cape from this land of hidden terror and Steve fites with the EEING FHYS ICALLY VERY

er part, and the three can leave but Mar- ageless monstrosity. MICH LIKE US.




garet and Jack look on, amazed.

In the cave, Hunter awaskens the uncon-
scious Margaret with water-imnna-face, acting
out one of +the audience's fondest desires.
Steve appears at +the cave door, fites with
Hunter. Hunter pushes Steve away, grabes a
torch, Steve fires his gun, but it is empty
and he i= sshamed. Hunter whi_ps the torch
about, aventuall,,r setting the CAVE ON FIRE
(1) ‘I’hen awitch to knives, Steve wins
and gra'bs ths orch. A cnrdboarﬂ knife, a
well-chosen prop, is used esince otherwise
the actors might out off their own fingers.
"Where is that wreck?" Steve demands.

"N@!" Margaret pleads in full melodrama-
tic pleasure. Allan and Jeck appear on the
scene and confront Steve. "Get outta my
way!" Steve threatens him with the torch. Al-
lan glances at Hunter; "You're not gonna

touch him," ZTventually Steve surrenders the
torch. He's ashamed, Steve and Jack help
Hunter. "I don't want your help, or your

pity." Hunter ses.

But Allan repliea "We 211 nesed pity, and
we all need help." This movie sure doesg.

Hunter gives them a msp to the '45 wrack,
and tells <them +o leave him alons, Allan
saye "You can live among beasts without be-
coming a beast, but you can't live among hu-
mang without becoming affected by their hu-
manity." Margaret etaye with Hunter sapd
Steve, Allen and Jack hunt for the wreck. oOn
their way, they pass three graves. After
logking at them MOURNFULLY for a while, they
pass on. They find the wreck, and the NEEDED
PART.

"It'11 work!"
fully.

Steve announcea knowledge-

Shawn Swith barely evades climbing into
the JAWS OF DEATH as ahe exits from
Hunter's "cave".

Allan SAVES THE DAY and puts S5teve, who is ashamed,

in his placa, as Mar=-

Margaret is caring for
Jack a Allan are repairing
Jack tries the engine, it
(The sound man probably
effecte tape...) :L'argeret
this, then the sound stops.
to go back to her friends
pened to them!" she says t-
out the cave door, s'ﬂe
the plasticosaurus.
she falls and ocarries
The plesiosaurus has apparently submerged...

Megnwhile, the +tin racle helicoptar
starts to work, and we get another confron-
tation with the cardboard-and-cloth drool
machine. Rex returns, yawning profusely, as
the Copter groans. |?a::mcr5 u\’ the audience,
too, were beginning to groan.) GSteve hops out
and adjusts the rod as Rex del’OEl:l‘l(.'E

(he --
Rex -- walks 1like a 3-year old on roller

ter catches her as
er out of the cave.

skates ). A VERY DRAMATIC SEQUENCE, this!
Steve cerefully adjusts the rod, a8 Junka-
gaurus Rex graeef:’ally comes closar. Flap
Flep Flap. Cleser. CLOSER!!! "I'11 need a

s more time!" GSteve declares in ona of
eat comedy statements of all %ims. Hun-
1l Margaret row forth towsrds them., Al-
lan fires the gun. Steve finishes, the pro-
peller blades start up. The Copter starts to
rise, Just ss Hex reaches them. He yawns in
aggravation, drooling 1like a cretin. Hunter
and Margare aa the Copter overing down on
them. Ve ody stops. J& lets down a
Tope, ich cerries Margaret in. Hunter rows
away.

The plasticosaurus

returns and sneaks up

on Hunter. Hunter eventuall
eplishing and begins to R
Saurus gains on hi Hunter

The Saur submerges aa I
Then, as expected, it SUDDE!
overturning it.

end jabs at it.
grins proudly.
LY comes up under the rait,

Hunter 8WIMS FOR HIS LIFE, and the Sewr pur-
sues him.

Margaret sees this, "Ch, Look!" The Plas-
ticosaurus crushes Hunter with a fin and
koocks him unconscious.

"Jack, get as close as you caun.® Allan

says,. "Want to see what this baby can do¥!"
Jack's expression eagerly conveys. Jaok dnas,
and Allan fires a flare gun into
mouth, killing it. AS JUSTICE TRIUMPHS, A
dives 1into %‘.:LE water and rescues -Il.mte
Jack's rope hoiste them both into the Copter.
Jack sends the Copter up into the fog, and
out of THE LAND UNENOWH!!

Nope, it's not over yet! In one beau-
tifully photographed sequence, the helicopter
flies sideways and backwards through the sky,
brioging the party back to the ship (which,
conveniently, is still where it was when they
got here). "We're comin' in" Jack announces,
Hunter awakens, looks about.

Appropriately enough, the cheapo helicop-
ter runs out of fuel and crashes about 5 feet
from the ship they're about to land on. Ever-
¥body is fished out of the water and rescued.

if course, Margaret wants to quit her job
and marry Allan, our hero, and spend her life
r&iﬂlng kids, the dream of every young woman.
Pade into ‘Imax music. Hurry up with that
cream cheese commercial!

From this sunmary,
is a classic of its
misaed,

it's obvious the film
kind and must not be

cringes in TERRCR as she notices the GROTESQUE WO
ER which has been pursuing her.

A huge plasticosaurus wobhbles mena
g8 it arises from the depths.

AND UNENCWH

4] nnm:
Marga

-ir_.ﬂ:. Jack Carmen.
Hunter. ...

Capt.

in C1

nder Allan Roberts....Jock"]
ret lBthaway....
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PERFORMERS IN THE HORROR/FANTASY
CINEMA: 1950 - 1960

AN ANALYSIS AND CHECKLIST by Howard Clegg

This article by Howerd Clegg is the pro-
=t of more than a year's research, andis --
to our knowledge -- the only such amnalysis to
de=1 in such depth on the subject. Due to a
k of space, the analysis will appear in
efan #1, while the checklist will be pre-
d in the second issue. A great deal of
: must go not onlg to Howard, but to the
wing people who, directly or indirectly,
aas Eganee to either the compilation of
hecklist or the acquiriog of stills:

Jim Garrison, Greg Shoemaker, Walt lee's

o]

rence Guide o PFantastic Films, Kanji
B8nd Handall lafson.

PART ONE

The checklist of performers who appeared
a8y films from 1950 to 1960 i now
lete. One might wonder what possible
cé this feat would accomplish and what
its it might attract. Indeed, +the de-
of the fifties churned out numerous hor-
vehicles from which not many good filme
present, let alone claasica. As produ-
ealized the rekindled interest in the
or film add the cry was for more, they
bappy to give them more, at the expense
uality and of excellence. Thus the view-
treated ‘o such works of "high stan-
a8 TERROR FROM THE YEAR 5000, QUEEN OF
SPACE, ATTACK OF THE 50 FOOT WOMAN,
} THE SPIDER, THE UNEARTHLY and many,
re. Certainly other decades enjoyed
hara of Yerrible films but most of us
fy especially with the 1950's products
the topie of low grade thrillers are
ht up. We remember the 50's for this
even though there were memorable 0-
fons such as THE THING, WAR OF THE WOR JJSJ_
2 INVASION OF THE BODY SNATCHERS s
were far, far outweighed by the dozens
oor filme that were made mainly for pro-
A8 a result, is it any wonder editors
sn and professional magasines devoted to
horror genre generally ignored the Grade
C inkers? Natwrally readers desired in-
roation on their favorite filws, which
included the low-quality ones and the
dutifully concentrated on the clas-
What few articlea +there were of bad
* ware merely items of curiosity.
votees of fantasy cinema certainly have
han their share of inferior motion pic-
to view each year either on television
the <theatres. Unfortunately, we have
of kmowing whether the film will be to
king or not. Reading a synopeis is no
film is an entirely different medium.
by the title isn't a fine idea either
example, MONSTER OF THE ISIAND sounds
taning B iteelf, and the fact that
rloff stars makes it purely irresis-
Could there be further oubt that
like something we've been
for? Viewers of the film will know
inately is not!) amd reviews are worth-
le only to hear what that reviewer has to

de

say. So the only thing one can do to mese 1if
a particular film works successfully for one-
self is to 8it apd watch a sufficient portion
of the film for better or for worse.

Thanks to this tedious procesa, a lot of
us wind up watching many f£films that we nor=
mally wouldn't care to see. And because of
the actounding ratio of bad films to good
ones, that adds up to a lot of awful films we
see.

What does all this have to do with a
fantasy actor checklist of the fifties?

I remember one time a local TV station
brought out a dozen or so films from the
50's made by American Internationsl end aimi-
lar studios. The +titles were very strange
and foreign &t the time....I had never heard
of them before. How could such films as THE

KILIER SHREWS, THE FOUR OSEULIS OF JONATHAN
DRAEE, TEENAGE CAVEMAN, GIANT FROM THE UN-
EKNCWN exist with my complete ignorance of

them while I so cleverly knew all about the
overly rerun HOUSE ON HAUNTED HILL, THE GIANT
BEHEMOTH, AMAZING COLOSSAL MAN, VOMDOO ISIAND,
THE GIANT CIAW, and others. 0f course, the
former group of films and similar examples
were nover released around my area before,
but my complete lack of knowledge on these
filws came quite stunningly. Why had I never
read about these films, I wondered...not hav-
ing a recollection of even the faintest men-

tion of any of them bothered me. (Even to
this day, coverage of these filme are quite
limited. Examples are occasional checklists
such as the Castle of Frankenstein Movie-
guide, The Monster Times " com Monstera"
piece, Teview Bectlons of filme such as

Soren's FarEuttan Fiends, etc. But the Bitua-
ion is definately proving as magaxzines such
as Photon are bringing out articles on miner
50's classics which makea for fascipatin,
reading thanks to the rarity of the su‘bject%
So the best way to learn about such myster-
ious movies wes to watch them and I made a
good effort to do me. Regardless to mention,
4 lot of these films +turned out to be the
Grade B rubbish I expected all along. But
sogme of them delighted me, they carried a
magic somehow deserving of bigger, better
pictures. (Someone else obviously thought so
to remake an amount of these inferior but
imagInafive 1littls thrillers. For example,
DAY THE WORID ENDED, IT CONQUERED THE WORID
and IHVASION OF THE SAUCERMEN were reworled
to wind up with even more inferior "thril-
lers" as, respectively, YEAR 2889, ZONTAR THE
THING FROM VENUS, apd THE EYE CREATURES,

TOP RIGHT: Artist Jim Garrison's rendering of
James Whitmore and fellow policeman from the
1954 Warner Bros. science fiction classic,
THEM!

HBELOW, LEFT TO RIGHT: Yvette Mimieux is men-
aced by Morlock in George Pal's THE TIME MA-
CHINE (M3M '60); Christopher Iee as the mon-
ster in the 1957 Hammer film, CURSE OF FRANK-
ENSTEIN; Bela Lugoai in 1959's PIAW 9 FROM
OUTER SPACE; Leslie Nielson as the Commander
from PORBIDDEN PLANET (MGM 1956).

Then I wanted to Imow more about these
films and the people who made them. It be-
came clear to me that I really didn't lmow
a8 much as I had thought. Information on the
old celebrities of terror -- Carradine, Lugo-
8i, Chaney, Karloff, etc -- could easily be
found. But where do we go for the aspecially
ignored horror veterans of the 50's, Whit
Bissell, Robert Clarke, Morris Ankrum, and
others. There was and still is so much to
learn, but the Iknowledge is not easily ob-
tainable when it comes +to material of this
period (Unless one i8 lucky enough to have
an enormous libtrary of books, magazines and
Tecords devoted to fantasy 1in his/her pos-
session). Since I did not have the reference
material available the only way to learn was
to teach myself. The first step, I decided,
was to make a list of actors who appesared in
filme of horrer from 1950 to 1960, and from
there to the present.* This way I could learn
about the unkmown actore by obmerving the
number of pictures they made and by referring
to them when the need arose. The process took
more than a year, with additions still con-
tinuing, but the results were worth it. Many
things were brought to light that I would not
have noticed ordinarily as a cause of this
rasearch.

* The term "horror film", as used here, ac-

tually refers to all fantastic films, whether

they be horror, sclence fiction, or fauntasy.
-RDL




A very peculiar thing apparent in the
50's fantastic filw is the fact that moat of
ite actors are identified with this decads.
4 lot of the actors faded away by 1960 ‘o be
heard of infrequently if at all later on.
Paople such as Richard Crane, Phyllis Coates,
Weator Paiwva, Arthur Space, King Donovan,
Arthur Frans, Mara Corday, Faith Domergue,
Cathy Downs, to neme a few, gained fame at
least In the horror genre during the 50's
period and then disappeared. For example,
Allison Hayes made a number of thrillers as a
star, but the best she could do after the de-
cade was over was @ minor part in THE CRAWL-
ING HAND (1963). The quality-forsaking stu-
dios which employed these actors and actres-
ses filled in eir movie producing schedule
with quickie western end crime drames along
with their horror <flicks as it appears these
types made +the most money at the time. GSo
it's not unusual to see these named QU‘E led
around in different types of films an is
difficult to 1limit ese actorse to one genre
alone. Generally spesking then, these per-
formers mnot only faded away in the horror
field in years after 1960 but in the othexr
fields as well. Cme reason for this could be
with the arrival of the sixties the familiar
£1lm mold of the fifties was broken. Direc-
tore started experimenting with ideas and
methods startingly different than what the,
had attempted before. Roger Corman, fame
for his low budget, imaginstive thrillers in
the 50's put out am excellent series of Edgar
Allan Poe mdaptations, =cripted by Richard
Matheson, unlike anything he had done be-
fore. Bert I. Gordon, director of films
identifiable only to the 50's decade, such as
THE AMAZING COLOSSAL MAW, EARTE VS THE SPIDER
and OYCLOPS did something completely new with
THE MAGIC SWOGRD. With +the coming of new
people 1in the 60's along with the fact moet
of the actors of the 50's films werse axtreme-
1y unprofessional people it is to no one's
amazement that these actors were rarely heard
from again.

Another concept of the 50's horror film
wae the rolas of the hera. lever before was
the hero of a horror film given meore screen
time. Comparatively speasking, tha presence
of the hero of horror filws in the 30's and
40's was primarily to provide the love in-
terest and to insure the viewer that the her-
oine would be saved from inevitable danger at
the end. In these earlier decades, the role
of the hero was immensely overshadowed by
the horror gisnt(s) playing opposite him. In
THE RAVEN, THE MUMMY, THE BLACK CAT, THE MAN
WITH NINE LIVES, THE MOMMY'S TOMB, and DEVIL
BAT who even remembers the hero? But with
the advance of the 50's, this situation was
changed.

New, different horror ideas were on the
way. For the first time the monster was mot
the creation of @ scientist or the resurrec-
tion of the dormant, predictable formulas of
+the 30's and 40's used on & mass scale, tut
instead, attacking creatures fromoutier space,
hostile underground-sea civilizations; pro-
ducts of nuclear power; dangerous stowaways
on space ships; even falling "monolith mon-
gters.” Rare was the time when the hero or a
character who was a normal human being in the
ptory turned into or porirayed a creature.
This idea was extremely popular in the 30's
and 40's with WEITE Z0MBIE, THE WOLFMAN, THE
AFE MAN, JUNGIE CAPTIVE, THE RETURN OF DR. X,
etc. There are exceptions in the 50's, foo,
such a8 THE HIDEQUS SUN DEMON, THE NEANDER-
THAL MAN, THE WASP SOMAN, THE 4D MAN, THE
WEREWOIF but the monsters in Iilms of this
decade were more likely uncredited people in
costumes (GCDZILIA, INVADERS FROM MARS, THE

IEFT, TOP T0 BOTPTOM: Researchers ponder the
news of a gient prehistoric monster alive in
Tondon in THE GIANT EEHEMOTH (1958); 'The re-
awskened prehistoric Preying Mantis is atlast
¥11led in & tunnel - THE DEADIY MANTIS (1957);
Ray Harryhausen's magnificently-animated Cy-
clope prepares to feast over one of Sinbad's
men in THE 7TH VOYAGE OF SINBAD (1958); Feter
Cushing as Dr. Frankenstein imspecis his crea-
tion n?cnriatopher Tes) a8 Robert Urqubart
watches in CURSE OF FRANEENSTEIN (1957); Dino-
paurs animeted by Willis 0'Brien and Ray Har-
ryhausen depioted the prehistoric era in THE
ANTMAL WORID (1955); Margaret Sheridan and
Kenneth Tobey pose in & publicity shot from
the 1951 science fiction classic, THE THING.

RIGHT, TOP TO BOTTOM: Ward Ramsey (right)
confronts Fred Engelberg as Kristina Hanmson
and Paul Iukather 1look on, Ifrom DINCSAURUS
(1957)s; Faith Domergue is carried away by va
mutant of Metaluna in THIS ISLAND EARTH (1955);
Publicity photo from the 1351 LOST CONTINENT;
Grant Williems menipulates & matchatick in THE
INCREDTBLE SHRINKING MAW (1957); The rocket-
ghip rests on the moon in DESTINATION MOOH
(1950); Giant locusts invade & city im EB-
GINNING OF THE END.
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CAME FROM DENEATH THESER 7%
NENNETH TOBEY - FAITH DOMERGUE.  ~~<

MDD - e

i 7: Gene Barry talks to Ned Glass, whose suitcase has been
kpocked open by a mob of people during the evacuation of Los Ange-
lse in George Pal's WAR OF THE WOR (1953). Barry also appeared
i CITY (1952) and THE 27TH DAY (1957). TOF RIGHT: Scien-
and Navy men fight off a giant cater illar-1like creature in
TER THE CHALIENGED THE WCORID (1957). CENTER IEFT: Faith
e and Donald Curtis, who provide the love interest in 1955's

A e AR

IT CAME FROM EENEATH THE SEA. CENTER leo G. Carroll,
recognized from television's MAN FROM U. peries Some years
tack, appearsd in only one fantastic £11lm during the fifties, a8
+the professor in TARANTUTA (1955). BOTTOr Josn Taylor and
Hugh Marlowe in & publicity shot from EAR

(1956). BOTTOM RIGHT: Richard Denning and ¥V

discuss their dilema with military and news men in TF

SCORPION (1957).
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MOLE PEQPIE, THE ‘ERROR FROM BEYOND
SPACE, THE CREATURE FROM THE BIACK ocmgj
reeulis of stop-motion photography 20 ML

LION MIIES TO BARTH, IT CAME FROM BENEATH THE
SEA, THE TTH VOYAGE OF SINBAD), or any type
of mnon-converted-human threat (THE BLOB,
EROWCS, THE MAGNBETIC MONSTER). To face these
new menaces, the hero, with the heroine hrave-
1y at his 8ide to help him go on in & lot of
the cases, fight to conquer +the wanton, un-
known force with the help of primcipled sci-
ence. Thus we have a film with & large por-
tion of it explaining +the ultra sclentific
mumbo-jumbo details to the awed aghast view-
ars. Many of theme films were not terribly
exciting as & result, and sometimes downright
boring as proven in TOBOR THE GREAT, ERONOS,
G0G, THE DEADLY MANTIS, RIDERS TO THE STARS,
THE MAGNETIC MCONSTERS and many others, thanks
to the 1lengthy science Llessons. But this
gave the hero and the heroine a lot more time
together as now they didn‘t have to depend on
the love and rescue-danger scenes alems. In
fact, when the special effects scenes weren't
on, they were the whole £ilm! This scheme is
in sharp contrast to the practice taken up in
horror filme of the 30's and 40's where the
villain or other characters dominated. TIn
the 50'as, the hero's role as protector also
changefl. He could be heroic not only by
saving the girl but by saving his town, nit{,
or the world. Sometimes <+the hero would be
the scientist himself, and at other times he
would be the stronger man carrying out the
findings of his scientist-frienmd (usually the
heroine’s father). In the latter cese he may
have been a special type of utilised hero,
the military man (MONSTER THAT CHA THE
WORID, INVISIBIE INVADERS) where he could de-

pend on the extra adventage of arsenals to
rid the invaders or monster by.
Why were these new threats, different

from old, accepted formulas (the evil scien-
tist and his creature, for example), 6o much
more abundant in this period? Time i= an
anewer as 8space travel, nuclear mutants and
other modern ideas grew intriguing to the
publie. The old formulas were simply old-
faghioned or even outdated. Angther reason
is the established masters of horror, who
more +than counterbalanced the old, dull
heroes with their roles of villainy were most
ipective during the 50's. It was Karloff'a
least productive decade with only seven fan-
tasy-oriented films. Carradine spent a large
part of his +time on the stage, Iugosi sank
into near-obscurity, Chaney did more drama,
western and nou-horror items. Cushing and Lee
were just getting started while Price fared
better +han most. The few filme these men
made 8+ill reflected their old traditions.
Notice FRANKENSTEIN 19‘?0,;&&310@3 oF :BLD%

BRIDE OF THE MONSTER, TINGIER and

UNEARTHLY, where the scientists caused the
trouble, mnot conqu 5. 8 B~
STRUCTABLE MAN BIACK SLEEP, HOUSE OF

THE
WAS and THE HAUNTED STRANGIER where the mon-
aters were real men, intelligent or animalis-
tic, just like ip the old films.
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FIRST PICTURE IN THE NEWEST AND
GREATEST MOVIEMAKING PROCESS

O URMEATION

The scientific wizards of the
Space Age have rubbed the
magic lamp to summon

forth the genie of fabulous
entertainment. Now, for
the first time, you will
thrill to the adventures

of Sinbad the Sailor=-
made pulsatingly
alive by a process so
real it ean almost
reach out and
touch you!
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With the masters absent, there were few
actors who filled in and became more famous
for the "human villain" role. Whit Bissell
is one bad example. It's clear this type of
role wae unpopular and old-hat when the pub-
1lic clamored for things from outer space that
whisked inte +the Earth bringing forth new
perils +that fertilised +their imaginations.
Because these were unknown forces, we had to
relate to Bomeone who rid the world of such
evils, and this is vhere the scientist/hero
cape in. With so many scripisiin this vein,
studios needed sactore to f111 these parts.
But the only major difference between the old
horror herces and the 50's hero was the fact
that the 50's herp would get first billing.
There was no Ksgrloff or Iugos o g8t E'E
main credit -~ the evil force the hero was up
against may not have even been a person in a
costume but a lifeless, destructive meteor.
It's essy to see the hero's role was of vital
importance, of such & proportion the horror
film had never kmown before.

With so many horror films,
played heroma prospered in number. Here was
the perfect chance for the 50's hero to get
away from that predictable, dull patteran set
by previous actors in hero roles. Since there
ware more openings for the here, the actor
had a wonderful opportunity to create and ex-
periment with a more colorful character.
Very few succesded; many others, such as
Caorge Nader, Tim Holt, David Love, Rock Mad-
ison, Don Sullivan could not meke it and af-
ter 1 or 2 iries at it they disappeared from
at 1least 1in area of the horror

Inckier peopls, who at first glance
might seem equally talentless, were more for=-
tunate. John Agar for one played heroes in
almost a dogen filmes in the fantasy vein and
other types of filme too, mostly westerns.
Agar wae apparent 80 popular he had the
good fortune to continue his herc role into
horror end war films of the 1960's. (mly &
terribly small minority of 50'e actors have
been able to move into the 60's and still be
recognized in the type of role that made him
famous, Peter Graves and Kerwin Matthews be-
ing examples. la consider Agar a mediocTe
actor although he did show signs of talent in
his BRAIN FROM PIANET AROUS apd INVISIBIE IN-
VADERS . The only reasopnable conclusion that
can be drawn from his success therefore is
that Agar was a rether spectacular exceptiom
of & line of untalented actors who never
quite made 1t.

The more gifted actors ylelded better re-
sulte with their role as hero or semi-hero.
Richard Carlson, who got his start in the
early 40's, tackled interesting variations of

actors who

TOF IEFT: Kenneth Tobey in THE BEAST

FROM 20,000 PATHOMS (1953). Tobey is
also known for his similar roles in

THE THING (1951), IT CAME FROM BENEATH
THE SEA (1955) and THE VAMPIRE (1957).
LOWER LEFT: Willis O'Brien supervised
the animation in 1958's THE GIANT HE-
HEMOTH. CENTER: Ad for THE 7TH VOYAGE
OF SINBAD (1958). ABOVE: THE DAY THE
EARTH STOOD STILL (1951) ia one of the

+the hero role and alwaye played these con-

vincingly. It was surprising to See Someone, best known s.£. films, involving & peace
who inm @ll appearance looks and acts as your emissary (Michael Rennie) from enother
fapiliar & ~but-soft-hearted "big lug" but planet who visits earth. Omne of the
instead handle different situations in ways best remembered scemes is the first ap-

more realistic. Carlsoun batitles monsters in
IT CAME FROM QUTER SPACE as your fearless,
dedicated hero-scilentist but with a human

pearance of Gort, Rennie's Tobot, who
acts automatically when Rennie is shot
by soldiers (he lies in lower left of
the bottom photograph.)




'WINGED HORROR
GRIPS NATION!

Eathryn Grant and Kerwin Matthews in a romantic moment from THE TTH VOYAGE
D (1958); TOP RIGHT: (left to right: William Hopper, Alix Talton, Craig Stev-
Donald Randolph track the path of the glant insect in THE DEADLY MANTIS ('S57);
TEE, LEFT TO RIGHT: John Bromfield tackles the reptilian creature in REVENGE OF
CHEATURE (1955); The brainwashing segquence from EARTH VS THE FLYING SAUCERS ('56)3
THE GIANT CIAW and, below, Jeff Morrow and Mars Corday from the same £ilm ('57 ).
Ieglie Nielson (3rd from left) confronts Walter Pidgeon im FORBIDDEN PLANET

ws Jack Yelly (far left) and Warren Stevens look on.

Tactor added to it...erring, getting nervous,
excited along the way. The viewsr can relate
%0 his failing, succeeding efforis and enjoy
the film to a better degree whereas if a more
predictable actor (Kenneth Tobey, Grant Wil-
liams) dealt with the role, the viewing ex-
Derience may not be ea satisfying. Carl-
son's talent was allowed to come through in
mgre semi-heroic Toles as in THE MAYE and
RIDERS TO THE STARS.

Jeff Morrow, another actor who managed
more interest into his roles fared very well
in THIS ISTAWD EARTH apd THE GIANT CLAW, In
he latter, Morrow portrayed a scientist de-
voted to the riddamce of a destructive giant
bird-like creature. This was ordinary 50's
horror fare with unexciting special effects.
The rest of the film was concerned with the
team of Morrow and Mara Corday struggling for
the weapon that would annihilate the bhird.
This flick has so many things going againa+t
t, if not for Morrow's and .Corday's perfor-
mances it may well have beon a total fail-
ure. Morrow, 1like Carlson, bringse himself
down to BEarth and the result is a hero one
could more readily identify with. An inter-
esting aspect here is Morrow's innocencs, an
almost ‘boyish quality revealed in his times
of discovery, when he's with Corday and other
instances. Carlson had this nature through—
out IT CAME PROM OUTER SPACE but he could be
more forceful and dypamic when it was called
for. This type of hero did get more exposure
in the 50's as Hugh Marlowe followed a very
gimilar example in EARTH V8 THRE FIYING SAU-
CERS. A scientist who combats unknown forces
from outer space, Marlowe Comes acrosSs as &
calm, gquiet person ignorant of the foraign
science but determined to learn So a weapon
can be developed to repel the invaders. ILike
Carloon and Morrow, Marlowe z2lso has that ma-
gle innocence, something not present in hor-
ror herces of the 30's and 40'3 possibly be=
cause the scripts of those +imes did not al-
low for different behaviors. Thus, the 50's
did help in the development of the horror
Iilm hero to some extent. However; mors of
the sctors who played the herces in the 50's
depended on the traditional screen hero char-
acterization, +the tough guy with a soft spot
buginess. Paople 1like John Wayne, Errol
Flynn, Gary Cooper have used this type of im-
age which works well with them as they have
their very own special trademarks. It was
fine for the 50's actor to rely on this type
of hero portrayal tut the reason why a John
Agar or Richard Demning 1is not well remem-
bered is because they have failed to expand
their characterizations, .to give themselves a
distinet ddentity. A lack of talent iz the
most matural cause of the 50's horror actors’
inability +to gain fame by trying out come-
thing new.

There was one type of hero unmistakably
seperated from any other type which only the
50's could claim. The teenage hero. A horde

of teanage sctore were released upon us with

TEENAGE ZOMBIES, EARTH VS THE SPIDER, INVA-
SION OF THE SAUCERMEN, THE BLOB TEENAGERS
FROM OUTER SPACE, and others. e heroes in
these films usually consisted of a group of
teenagers out to rid the world of some mop-
sters to which sometimes +the grownups would
scoff at. Thie group was led by one boy (gen=







just as unintereating as the rest of
end his girlfriend who seemed al-
r to help out. The tesnage hero was
ientist, a military men but an ordi-
14 who only had courage to stand up %o
wn evils. He didn't have knowledge or
ns &t his disposal; only guts and the
for adveniure. Wot ouly did he have
ster to worry about, but also the ex-
den of the disbeleiving adults around
nis factor no doubt edded immensely to
opularity of these £ilms among the
r sudiences. The actors who appesred as
enage heroes fared worse than the usual
of heroes a8 many only had one chance
people were new at the wmovie game,
th no previous acting quﬁrianca% and
understandably never heard from again.
McQueen, Michael Ilandon, Frank Gorshin
mong the few who amivaé. largely be-
y were the few who had talent.
thout +the heroine, the horror film
not be complete. When the screen time
xpanded for the hero, he would 8 end
tipe with the heroine and just as there
need for actors to play heroes, there
equal demand for esh new actresses
; heroines. The 50's didn't do very
=== for the horror film heroine. Thers was
lished gueens of horror plce smerging
s decade although soms actresses did
ze more ip this field. Parbara Shel-
very popular and has enjoyed & career
horror and other types. She is one
e few who have progressed into the 60's
fully. Debra Paget, Susan Cabot, Col=-
, Gloria Telbott, Peggy Castle, Faith
all made a number of horror films
i out with non-horror movies as well,
. The more +elemted people;
and Beverly Garland, to name
are making TV comebacks although they
= ¢ been heard from for some time. The
‘s rola in the 50's was extremely lim-
is the familiar cese, and her prim-
ion was to be beautiful, urge the
and be s nmuisance at times. Becauss
rat resson, producers usually cast
oines for essentially physical rea-
z1lent seems +to have come secondary
e +hers would have been much Detter
g tham is apparent) and perhaps this
unreascnably as it sounds when one
the silly, predictable role of the
This type of role did not chaunge
coming of the 50's horror film un-
tely. Heroines did ©basically what
id in +the 30’z &nd 40'e...appear Very
lgve with +he hero, however superfi-
might seem (the need for a love in-
5 been 8 burden, or & curse, in many
sisnce fiction fare), scream or falot
e frirst eign of the mepace, become
ened by the monster only to be rescued
end, and other familiar items.
role of women in horror films 4id en-
ight changes, though. In good favor was
a of peautiful women living in manless
ee (QUEEN OF OUTER SPACE, FIRE MAIDENS
ER SPACE, UNTAMED WOMEN). Women were
used 88 the monsters in the 30's and
exceptions being DRACUIA, SBRIDE OF
STEIN, DRACUIA'S DAUGHTER, CRY OF THE
¥, CAT PROPLE and the Univermal JUNGIE
series. In the 50's new doors were
for female creatures im such filma as
DRACULA, BIACE SUNDAY, PIAN 9 FROM
B, CAT GIRL, THE WASP WOMAN, TRANE-
I DAUGHTER, ATTACK OF THE 50 FOOT WO-
The 50's was not very kind to diaboli-
+i1lainesses 1in the human sense although
anderstandable a@s this wes not the
for human threats. Louise Iewls came
ip BLOGD OF DRACUTA but she did not be-

ng)

come recognized as a specialist in wicked
woman parts. The %0's and 40's, like the
50tg, 4id not bave the female equivalent of a
George Zucco or a Iionel Atwill either, and
the gueens of horror were more likely her-
oines, such as Fay Wray and Evelyn Ankers.
Things picked up a bit later, however, as the
60's beasted of evil women characters in such
films as CURSE OF THE CRYING WOMAN, CASTIE OF
EVIL, DIE! DIE, MY DARLING. Iromically, the
and, old movie heroines 1like Bette Davis
and Shelley Winters speciaslized in such
roles.
ind of course the average horror film has
ites fill of the dependable side characters as
your town sheriff, doctor, military command-
er, middle-aged acientist, mnewspaper repori-
er, etc. In the 50's there were lots of peo-
ple taking cere of euch roles, moel famgus
being lLes Tremeyne, Morris Ankrum, Williem
Hopper and Michael Ripper. Many of these
peoEla also faded with the coming of the 60's
although some still continued, Iles Tremayne
being one. The kinde of films in which Tre-
mayne would appear in the 60's were made by
the absolute cheapest f£ilm companies of the
60's, such as Azalea, and he had to resort ©
embarrasing roles like the bum in THE 5L
PEOPIE. Tremayne wap last heard doing voice-
overse for cartoon Bpgu'lals (Chuck Jounes'
Cricket in Times Square) and probably commer-
cials. Michael R%pyar is doing we:‘il es his
main company, BHammer studioe, does not re-
frain from using their old talented veterans.
Ripper's eterring roles, Nowever, are SCArce.
It ig always interesting, I would Dbelleve,
for almost &ll of us, +to hear and to learn
about little-known Grade B films and the peo-
ple who made them. To pay them too much at-
*antion would be unjust but to pay them very
little or oo mind at all would be impractical.
While we have heard meny details on our fav-
orite classics, some of these Llow grade mo-
wies lay completely forgotten, oome for very
good Teasons but others not deserving of such
a fate. There is quite & lot of new things
%o be learned, and in the 50's at least is a
whole new reserveoir of untapped knowledge.
Tet us hope such research will not end here

end that more care will be given to these
films.

The ohecklist, which will appear nest is-
sue of Oinefen, includes performers in films
made between 1950 apd 1960, The list is based
on a minimum of 2 fantastic films from each
performer in thise period. Some, but not all,
of those 1listed have additional films con-
taining their work in other decades. This
checklist im as complete a8 can be according
to our resources, bub is still imperiect as
new additions come up from time to Time. As
it stands now, however, 1% should be of in-
valuable aid to faus and researchers alike.

EXCITEMENT THAT CAN
ALMOST TOUCH YOU!
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PRECEEDING PAGE, TOP: A remarimble closeup of Ray
Harryhausen's Ymir from TWENTY MILLICK MILES TO
EARTH (1957). BOTTOM: A rare still from THE CREA-
FURE FROM THE BIACK IAGOON (1954).

PHIS PAGE, TOP IEFT: Steven Ritch as the title
character in Columbis's THE WEREWOLF (1956);

POP RICHT: James Arness (center) and Joam Weldon
sesrch for glant mutated ante in THEM! (1954);
CENTER RI Ad for IT CAME FROM CUTER SPACH;
BEL(W: The most famous movie robot of all, Robbie
The Robot, on the set of FORBIDDEN PIANET. Robbie
hae also been Seen on THE INVISIBLE BOY (1957)
and later on one episode of tv's LOGT IN SPACE.
EELOW , : Micheel Rennie as Klaatu in THE DAY
THE EART oD STILL (1951).
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"lesley Ann Warren buret onto the national consciousness as the baguilingly innocent
Cinderella of the Richerd Rodgers-Oscar Bammerstein IT television special. However,
there are also those who think of her as seethingly eemsual, having viewed her ver-
sion of Galatea, the statue brought to life by the sculptor Pygmalion, when she ap-
peared in Paul 51{1l's ribald Metamorphosis at Ios Angeles' Music Center. Her caresr
began at age fourteen -- almodt -- whan she won the ingemue lead in the National
Company of Bye Eye Birdie. However, her parents wouldn't let her undertake the ae-
8ignment becauss of her youth. A short time afterwards, shs won out over 300 other
girls for the second female lead in the hit musical 110 in the Shade. She was
cheered by critice when she played the female lead in the musical Drat! The Cat! in
vwhich she starred with Elliott Gould. Despite the personal raves for her perform-
ance as the cat burglar of the title, Drat! The Cat! failed to find ite audience and
had a Bromdway run of only one week. Miss Warren later scored in a series of guest

spots on such television ceries as Gunsmoke and Dr. Kildare. Then Walt Disney cast
her in his hit musicals THE HAFPIEST MILLIONAIRE and THE ONE AND ONIY, GENUINE, ORI~
GINAL PAMILY BAND. G5he was a regular on MISSION: IMPOSSIBIE and starred in a number
of tv-movies before appearing in another £ilm, PICKUP o 101. Recently, she starred
as Scarlett O'Hara in a stage musical version of Gone With the Wind, playing oppo-
site Pernell Roberts as Rhett Butler.v ~-Gone With the Wind program notes.

LESLEY ANN WARREN

1 £ b g ‘.
Interviewed by Randall Larson
and Fred Gillespie

I have always been impressed by the work
of Lesley Ann Warren, who is certainly one of
the finest, and most attractive, young ac-
tresses in the business. With the company of
a friend, I had the pleasure of interviewing
Miss Warrem back satage on two occasions in
November of 1973, while she was in San Fran-
clsco performing in a musical adaptation of
Gone With the Wind at the Curran Theatre. The
Two interviews, put together for +this pub=-
lication, I feel offer @ very good insight
into this actress, her work and her ideas.
I vory much enjoyed talking with her, sharing
some of her opinione amd sharing her epthm-
siasm for her future plans. I must give my
extreme thanks to Theresa Loeb Come, for her
help in arranging the interview, Gordon Pash-
glan at the William Morris Agency for his
help in supplying illustration material apd,
of course, Misa Warrem herself for granting
(and putting up with) the two session=. -RDI,

R E-5-3 % Hed

LARSON: Mies Warren, 18 it +rue that
you've been working on Broadway since the age
three?

WARREN: No, I etarted studyi dancing
when I was about 3, and really etarted study-
ing seriously whemn I was about 6, but T
didn't work professiomally until after I
graduated from high school, when I was 17,
But I was still studying dancing, going %o
auditions, and taking singing and actinz in
Hew York in between.

IARSON: You've done singing, dancing and
acting off and on. Is there any one of these
you especially prefer?

WARREN: I especially don'i prefer danc-
ing! Which is interesting becauss I studied
it my whole 1ife, and I think that's kind of
the way thinge go. You know, when you've
been into it for so many years, you just
don't care about 1t any wmore. I love to
sing, and I really love to act. I guess that
would be my Tavorite thing. But I would like
%o do @ combination of both, a carcer that
encompasses both.

IARSON: You started off on Broadway,
then you did some television guest spots, the
Disney musicals, them back o tv-movies. How
did' you get from Eroadway into television and
motion pictures?

WARREN: The last show I did on Eroadway
was Drat! The Cat, apd I came out to L.A. to
screen test Tor THE HAPPIEST MITLIONAIRE
which was the Disney filw. I had already
done CINDERELLA, which was a televielon musi-
cal special, ané I got that by auditioning in
New York. Then I came out here and screen
tested for THE HAPPIEST MILLIONATRE, amd I
got it, 8o I moved out here and then I had
about two or thres months before the film
staried. 5o my agent sterted getting me mome
television shows. It was easy to get me v
shows because I wae new in town, I was from
Broadway, which people are very impressed by
out here, and I waes also set to do a film.
Jo it wasn't wvery difficult +o break into
television. {[1&u§hs:}} To break out of tele-
vision ie more ifficult! It swallows you
up. I did some episodic tv, +then T did the
films, than I wenit back to television after

ABOVE, RIGHT: Lesley Ann Warren and Jack Al-
bertson from American-International's PICEUE
o 101, originally called A TIMR FOR EVERY
FIIRPLEE .

IEFT: Buddy Ebsen and Iesley Ann Warren from
Walt Dispey's THE ONE AND (ONLY, GENUINE, CR-
IGINAL PAMILY BAND.




=wt:, end I got married and hed a baby, and which I did get but that was in the chorus the plano, and played "My Punny Valentine,”
ssarted back in tv movies, which 15 a whole end I didn't want to do that, and then I he taught it to me, the way he wanted to hear
mew kind of thing. suditioned <£for 110 In The Shaiie, which was it, and I seng it for him, and I got it.

S0l Is there anything you prefer in the 1ingenue Tole, and there were 300 girls TARSON: When did you first start study-

@ciing as compared to film or televi- auditioning, it wes & harrowing experience! ing, what sparked your initial interest?
s And it was over a couple of months, they kept WARREN: Well, I don't know what started
I prefer film acting; as far as calling us back amd calling us back. Ard I it off in dancing, because I started dancing
. es, not as far as performing goes. finally got 1t, 8o I did 1t. That was my when 1 was sbout 3, which was very early. I
3 Sone With the Wipd has really given me first show, we started rehearsal in the sum- always wanted to be a ballerina, and when I
rtunify to make a choice based on the mer after I graduated High School. got into scting I got into @ young peoples
of the role, and ii's an enormous TARSON: Thie is more or 1less +the way workshop, when I was about 14, and I just
's very demanding, it's a terrific you got CINDERELIA? loved it. So I continued it. 4And I'd al-
= fantastic role. And yet the repeti- WARREN: Seme thing, I went and auditioned weys waoted +to be in theatre. I can't ever
T something I don't look forward %o. for Richard Rodgers, up in his apartment, he remembering to do anything else. And I've
think after deoing this, I probably was auditioning people, and I was awful. Be- always enjoyed the studying, I went from the
. go beck and do sny more theatre. I cause I was so scared, I was scared to death young peoples workshop into @ men who had
- do live performences, councert work -- you know, this wan, his reputation -- and studied with Touis &Strassberg, snd them I
£ k, kind of. I want to do my own kind I went up and sang and I waa Jjust terrible. suditioned for Actor's GStuiic, and studled
I tut that's different than live per- And he told his directors no, but the direc- with Iouis.
: in terms of & stage show which is tor had seen me in 110, 8o he said, you have TARSON: When you first sterted out like
= thing every night. I don't reall to see her again, _Efva her another chance, that, did you have hopes of becoming a well-
’ +. I like the spontaneity of new gshe was probebly really scared. And they known actrese?
. I also like the intensity asnd inti- sent me a script, and I came back, and I WARREF: Well, the well-known part I
£ £ilm, and you don't need to push as read, and I sang for him, he sat me down at don't know about, but....

i overdo things as much becauss of the
distance of having to reach people in
£ Tow. Somehow I feel you can get
in film, 1in a more subtle way.
to me more.
ot television! The demands of tele-
gre s0 incredible and the speed and
of gqueality for the most part, be-
he timing, and that's so rough. I
riese and it....taught me. There's
le you cam really accomplish.
How about technical differences,
habits, between Froadway and Hol-

: Enormous differsnces. Theatre,
'es on Broadway or the kind of thing
doing here, theatre is so different
nan Hollywood, I don't even know
begin. Firat off, it's sort of
different things, you generally get
theatre because you're the best
Shat particular role. Thet doesn't hold
Hollywood; 1it's based on +the look,
ity, it isn't mnecessarily based on
ability. Because film is a very
thing, you cen get by with a fabu-
performance without doing nn{ﬂ:f_ng.
ju=t happen +to be right physically,
ing. And you've got all the els-
gh around you. In stage, you'rs
ch oput there by yourself, and if you
k it, it's onna Bhow Tight away!
nothing real to support you. A
msecs can cut away, but you can't on stage.
# people are more dedicated in & way, they
sect Darder in a different kiod of way; it's
et 25 many howrs, ©but they work many more
in preperation Ifor it. Becsuse they
be able to....you're cut off & lot in
£ the neck, and you don't really have
t=ve =2 knowledge of body movement, or a
unch of other stuff you really have to
order +o work on stage, sSo it's a
kind of thing.
: You started out, in BEroadway,
auditioning?
: Yeah. The first awdition I did
ssumed name! I just picked a name
=y mind, and I went and auvditioned for
e Birdie, and I got it. It was the
Company and it was a dance sudition
chorus, but my mother wouldn't let me
ause she wanted me o finish high
So then I started asuditioning when I
out 165 I suditioned Por The Sound of
, which I didn't get, and Fy Pair lady
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i1lz) from the Rodgers and Hammerstein television musicael special that |sion of GONE WITH THE WIND, produced in Ios Angeles and San Francisco af-—

:.5‘!: trought wide recognition to Miss Warren. ABOVE, RIGHT: Iesley Aunn|ter a slightly different version in London (with a different cast). ABOVE,
peoses to talk with crew members between scenes of Disney's THE ONE AND |RIGHT: Miss Warren sings a solo number, "Valentine Candy", in the Walt
WY, GENUINE, ORIGINAL FPAMITY BAWD. Disney musical THE HAFPIEST MILLICONATRE.




LARSON: Succeasful?

WARREN: That wasn't so important to me as
dolng the things I wanted to do. I alwaﬁs
was very adamant about +the quality of the
type of work that I did.

LARSON: What im your basic approach te
acting, and the other fields. lo you have
any partioular "technigque?"

WARREN: I guess you'd call it the method;
I've done moet of my major studying with
Louis Strassberg, who I think is a gemius,
and I guess that I use his method the most.
It's pretty complicated to get into -~ it's
a craft, a craft 1like any othsr form of
exercises. It's based on & lot of sensory
work, sense memories, emotional memories,
it's internal, as opposed to external.

TARSON: What did you +think working on
the Disney musicala?

WARREN: It was terrific fum, it's a
lovely studio, but I found it very restrict-
ing, as far as being an actress is concerned.
They have a package that they present to the
world, it'es what worls for them, but as far
&8 being an actress it's very confining. Be-
cause they only want 4o show a certain side
of life. And there's no where to go once
you've presented that; and they don't want to
show any of the uglier sides of life.

LARSON: You were a regular on MISSICHN:
IMPOSSIBLE, How did that come about?

WARREN: I had done a movie for televi-
slon called LOVE HATE LOVE with Ryan O'Neal,
and I played a fashion model im it. And I
had %o look a lot of different ways. They
were looking for somebody on MIBSION, it was
done at Paramount which is the same studio
that produces 'no‘Eh and they saw me looking
ell these different ways, which 1is part of
the MISSION concept, the spy being able to
take on all the disguises and everything.
And I went in &and met +them, and talked o
them, and we made the deal. T wasn't ag easy
decision for me because, number ome, 1'D
stepping into somebody else's shoes, and
that's alweys rough because people are alwaye
going to compare you with whoever created the
part, even if you're totally differemnt. And
also it had the possibility of a long commit-
ment, and I wasn't sure about it, and it
turned out that I wasn't very happy on it, I
did it for a year. That, too, I felt was
very confining, it made me crasy, it was so
much work without really the rewards, you
know, so I wanted +o leave, and they felt
that if I was unhappy there was no point in
doing it, 8o that's why I only stayed a year.

GILLESFIE: VWhat kickbeck hsppened from
it?

WARREN: You mean &s far as creative....

GILLESPIE: Creative, publicity....

WARREN: Well, publicity is funny. i
meen, wy biggest publicity has been from
things I don't really care about, that I
haven't cared about in my own career. Things
like CINDERELIA, MISSION: IMPOSSIBIE,. That's
what's been seen the most, so publicly that's
what the public identifies moat with me, 8o
the thinge that I'm most proud of may be
things I've done on the stage, a few little
tv thingse here and there, =& few moments in
8ome fiTmr:t, but that doesn't seem to matter.
Poople just seem to go with the mass, to go
with the most popular kind of imege, so it
did very well for me publicity-wise. After
it was over, it didn't do anything in terms
of creativity. I meen, everything I've ever
done has established my name, more and more,
and so that helps, and in a funny way it
doean't help, because people always 1like to
discover people, =o people think I'm much
older than I am, mainly because I've done So
much in the amount of time that I have work-
ed. I constantly work, I never stop, and
I've always gotten bigger things, 8o people
Somehow imagine that I've been in the busi-
ness since I was three (chuckling), you
know, and it's always a shock to find out
that 1t hesn't been. It's been long but it
hasn't been theat long.

GILIESPIE: Did you do a 1lot im high
school?

WARREN: I was studying always profes-
Bionally, I was very snobby about high school
producf%ons and all that, because I was al-
ways studying for real. I was at the Actors'
Studio and going to professional ballet clas-
ges8 end all of that, and I really didn't have
time to get involved im those kind of pro-
ductions. And besides the fact that I went
to professional schools; I went to a school
in New York called Professional Children's
School, and they don't do that there, because

TCOP: Joe layton'e stage musical presentation
of GOKE WITH THE WIND. Miss Warren is in
center foreground, Pernell Roberts sits in
swing. CENTER: Ieonard Nimoy and Misa War-
ren in an episcde of MISSION: IMPOSSIBIE.
BOTTOM: In THE DAUGHTERS OF JOSHUA CABE, a
tv-movie co-starring Karen Valentine (left),
Buddy Ebsen, GSandra Dee (right) and Jack
Elam (Not pictured).




sazytody's =0 busy i to get weal jobs
hg don't have the fTime %o do the high
thing; although I did lots of produc-
I 444 The Eing Apd
so in a funny way I

am= in camp, and stuff.
2 and 414 all that,
wericsd it out there.

I Ofi: You mentioned a minute ago that
n't particularly care for the ones
well known for. Why is this?
EEN: I'm Just not thrilled with the
iteelf. They're mnot the kind of
= thet really excited me -~ 1t's just
e pacticulsr taste, really, my taste doesn’
those areas. It's just a matter of
it'a nothing to do with the quality of

0f: In comparison to the musical
end the Broadwsy shows, what are the
differences between +that and dramatic
1like in PICKEUP ON 1017
iEN: There's nothing really differ-
2pd that's what's interesting. As far
concerned, someone who does cmagg
wall, is as creative and as bright a
ented as someone who does Medea wTeally
For me it'es the same basa, it's just a
erent approach; it pisses me off be-
¢ people will Teal respond to Some-
f=r if you tear your hair out and yet they
wes='t rTespond in the same way to somsthlui,
pen-imow-what-I-mean, they don't put it in
== ssme kind of category as far as the tech-
ieal oraft and al tzat. And yet for me

-.when I 8ee a performamce by Someone

a8 respected, who 18 terrific in

28 well as in drema, there is no
giffeTence. 48 a8 matter of fact, comedy is

smsfer, I think -- it requires an acute kind
@ sanse of +Yiming a lot of people don't
=mve.

SILIESFIE: Do you hope for this show,
feme With the Wind, to continue to Hroadway?

IFFEN; No, not especially. As far as
I've gotten out of it what I
¢ get out of it, and wherever it goea
» I have a commitment for & year, and
: finish up that commitment and then I
szt to do other +things. If it went to
eadway I wouldn't stay with it anyway, past

of the odd hours,

Because
Well, it'®e not 20 much that as
st"s Jjust the experience of doing a major
stow 1ike this is a major role. I've had it,
5% pisyed in Ios Angeles and now it's really
sesk, you know? I%'s a_ job, and it's Te-
3.::; because people love it, +they just
it, 1it's terrific and you feel that and
ce and everything, but I really want
nto other areas.
I= moet of your +talent and that
P the past, a natural thing,
roing from other people?
WARREN: Talent is such ®....who kuoows
%o describe what that is, really, but I
=k that you have a talent for & certain
s then I think it has +to be developed,
perience and also learning, I mean going
gol. I =till do & lot of studying, and
irm believer in studying, and a lot of
s say that studying spoils your natural
7 and 1t's garbage. It's 1like anything
you have to grow and perfect a craft,
secsuse that's what it is, 1in addition to a
=lisat. And then working with other actors,
gurse, but that'es a different experience,
=at's lilkes strest work, it's like gettin'
re and just learning how to deal with
ent people, and different personal-
=, and what they're going to give you, or
va you. But I think you come to your
with your own background and your own

What did you think of working
with long-time established actors like Buddy
Sse=, Jock Elam, and others?
RREN: Ch, it's great! And usually
7're the most fun, bvecause they don't have
of the pressure that young actors have,
know, "if this doesn't make it am I going
go down the tubes?", and so +they're much
relaxed in thelr attitude and they have
oore fun with thinge. I was lucky to be
ived with people like that, in the begin-
greer Garson, Fred Maclurray, ey
fabulous, just terrific.
LIESPIE: Did you learm a lot from them?

WARREN: Mo, because I was in such a
st=te of fright! It was such a shock for me
==t I was so intent on my own thing. Al-

= I did learn, but I think my learning
wss through osmosis, I wasn't consciously a-
wsr= of learning. Now, I'm much more able to
#%2p back from myself and observe and plckup,
sscsuse I don't bave the pressure any more
=peclf but back then it was 8o new and I wae
S=—own into etarring roles at a very young
age, which is & lot of pressure and a lot of
ss=pousibility. So it wes all frantic.

SILLESPIE: How about Pernell Roberts?
WARREN: How about him? (laughs) What do
you mean?

GILLESPIE: He's your leadi man in Gone
¥ith the Wind, how dogs that \m:g out?

Various publicity shots, from THE ONE AND
ONLY, GENUINE, ORIGINAL FAMIIY BAND (top
and bottom) and THE THREEFENNY OFERA.

WARREN: Well, it's alright, we'rTe very
different people, very different personali-
ties, and we respond to things very differ-
entl{, and we're both very emotional and ver
sensitive. So it's been difficult, we bot
are very volatile, and our feelinge are very
close to the surface, and we respond differ-
ently to that, u‘hi.cﬂ makes it hard to commu-
nicate. But, now that it's all over, the
opening and all of that is over we have
bases we can touch on. Away from tia theatre
everything's fine, we get along and it's fine,
but it's icky. Theatrs pecple....perform-
ers are very sens itive, they're super sensi-
tive, and their i‘aeling& are very close to
the surface, +they get hurt very easily, and
they tend 4o respond differently to being
hostile, some ople get withdrawn; you just
have to find ere you can communicate; t'a
the same in life t it’s a little more in-
tense. You-know-what-I-mean? Because you're
together 60 many hours, rehearsing twelve
hours a day for five weeks, every day, we
didn't have a day off, that's a lot of work.
And a lot of time to be together. So 1t was
difficult at first, bul it's okay now.

LARSON: %You mentioned & while back that
¥you weren't intending to do much more stage
worlk, What do you intend to do?

WARREN: "I want +to get into my singing
career, which is sowmethin not too many
gﬂopln are aware of, mainly because I haven't

one much of it, but I'm very into rock apd
contemporary kind of music and I want to do
concert work, and night club work....in thet
area. And I alsp want to do films. I never
really cared before about contributing, amd I
really do now. I mean I only cared about
working. I only wanted to work a lot, now I
really want to do things that I raail_z feol
Bay something about what I believe. So that's
what I want to do.

IARSON: TYou prefer rock, pepular music
over the "musical music" Ilike what you're
doing here?

WARREN: ©h, yesh. I never 1like musical
misic, because I never go see them (chuckles)
and that's true. I don't go to see them, and
I don't play the records aver! Which is
funny because thet's where my whole back-
ground is. My head is in an entirely differ-
ent place. But people don't Imow that. I
did a Johnny Carson show, 1t was on & couple
weeks ago and I sang Songs lilke that. And it
really freaked people out. They weren't sure
quite how to take it.

IARS(CN: On POLICE SURGEON you did s song
that was unusual for you....

WARREN: Yeah, and that's not even it at
all! That's still, to me, in that kind of
widdle=-of-the-road bag.

I want to produce my own films.
to get into the production end of it.

LARSON: Can you elaborate on that?

WARREN: I don't 1like to be dependent on
other people, <too much, and I don't want to
wait around to do the things I want to do,
and there are booke that I really would like
to make into films, and be a part of. And I
would also like to get into the development
of the property, there's a book that I'm try-
i toc buy and I have a whole idea about
dolng it, really in terms of women, and hav-
ing a woman director. It's about a woman,
apl it's written by a woman, and I think it's
exciting, putting together something and
really seeing it evolve. Just being an
actress 1is & very debilitating experience,
because you're always at the mercy of some-
bedy else, the director, the producer....the
editor; I mesn it's really difficult, and you
can only really contribute a very small pert
to somathing.

LARSON:
produce?

WARREN: I don't +think so. Right now I
don't have any desire to, but it mey changa.

LARSCH: But you do intend to act in the

filme you produce.
W. That's the whole pur-

I want

Do you want to direect ss well as

ARREN: Ch, yeah.
ose, +*o do the things that I Teally want to
o, end maybe they wouldn't be done, or maybe

they would be done in a way that is, you
know, not the way I would see them.

IARSON: Do you intend to try to go into
this immediately following Cone With the Wind?

WARREN: Well, I'm +rying to put Toge-
ther this one project, but probably what I'1l
do first is get into my act, because that'll
give me 2 lot of money (laughs), if it'm sue-
cossful....

TARSON: Your singing act?

WARREN: Yeah, I'll be singing and danc-
ing, apd it'll also give me a lot of expo-
sure;, in a different kind of audience that T
haven't really had, which is also good if T
do get into prnducﬁion of film -- more people

will be interested in seeing it it's that
simple. &S0 I'd imagine the n step would
be the gct,

JARSON: Can you +talk some wmore about
that act? What would it be like?

WARREN: Well, it's hard to put labels on
thinga, but..,.some kind of stuff like Carole
Eing, but almo....Diana Ross, a combination,
rock-oriented, but psongs t say things.
Something with a contemporary backing.

LARSON: Exact what of act, a con-
cert, or what.... . e f

WARREN: Yeah, a concert kind of thing.
When I say concert, I don't mean like Joan
Baez or Judy Collins, more like Bette Middler.

That kind of a one-woman show.

LARSON: As far as films, as far as the
dramatic angle, are you especially fond of
any genre....

t+ Felda. That kind of woman, F.
Scott Pitzgerald, his wife. I would love to
make a film of her. But there are terrible
problems in getting the vrights to ths book,
8o I don't think it's going to get done. But
that kind of women 18 whan% I want to play --
women who are trying for something, and suc-
ceed or don't succeed. I believe iIn the
women's movement, and I just want those kind
of women to be seen, more learned about.
TARSON: You said you wanted to contribute
more, you mean bring about your own message?
W. own personal message, what=

: My
over that is. I mean I'm not crusading or
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it's not like that, it's just that

any more do things that I really
can't get behind, in terms of my owd belief,
somewhere, however small it may be. I don't
want to perpetrate nonsense, there's too much
of it. I won't do any films where I'm just a
sex object, and that's all. Se it's not as
if I'm fighting for a tause, in any one of
these things, just my own personal feelings.

TARSON: Are +there any special actore or
directors you'd especially care to work with?

WARREN: Oh, yeah. I would like to do a
film with Bertolucci, he directed IAST TANGO
IN PARIS, end I wnu'l;l like to work with Rob-
ert Redford, who I think is fantastic, and
Alan Pakula, who's a director. These are
people at the top of my liat, of course I
would love +to work with Brando, but I don't
know how many more films he's golng to be
doing....Al Pacino, there are & lot of exci-
ting, talented people around.

LARSON: This is meinly because of your
appreciation of them for what they've done...

WARREN: Yeah, +the kind of work they do
especially attracta me. Alan Pakula does Some
terrific filme about women, he did THE STER-
IIE CUCKOO and he did KIUTE, he really seems
to get into women's payche; and Bertolucci's
mind just fascinates ma, and also his work is
8o boautiful to look at; emd a lot of Buro-
pean directors I would love to work with, I
may go over and live there for a while.

IARSON: Ome of your otage sappearances
which, er, apparently geve you & change of
image was Paul 5ill's Hefsmar%nsis....

WARREN: That wae a ntastic experience.
It was one of the best experiences I've had
gince I've been working. We would take clase,
I don't know if you know who his mother is,
her name 1s Viola Spolin and she's very fam-
ous, in acting, she's written many bo and
all'thet. And we'd have to take class every
morning for +two hours <from her, and them
start rehearsal. And it was a complete de-
parture from anything I'd ever done in terms
of the kind of work it is; it's a combination
of mime and improvisation, all kinde of dif-
ferent ways of working, and we were doing the
different myths, and one of the stories that

anything,
I won't

I wae involved iIin -- everybody played many
parts, they were interchangable, thers were
no stars, it was & company kind of thing -- I

did a thing with Avery Schriber,
and Galatea®”, 8o I came out in a beody atock-
ing, which is practically nude, and that
changed my image....right away! I didn't
have to open my mouth; it was all over, Cind=-
erella woe out the window! Apd I think that's
what most people remember, because it was
shocking, although you really couldn't see
anything, 1t looked like you could. But the

"Fygmalion

work, for me, the work that was involved in
the kind of show was really exciting. He's a
crasy man, Psul Sille, Treally crazy. Have
you ever heard of "Second City?" It's an im-
provisational group that started in Chicago,
end Alam Arkin and Barbara Harris and Mike
Nichols and all these famous people came out
of it, and Paul Sille created ft. He's real-
ly a genius, and crasy....{chuckles)
TARSON: Your first Rroadwa{ show was 110
In the Shade, was that a musical?
WARREN: Yeah, it was the pusical wersion
of The Rainmeker, which was a play.
: What did you think of that, it
being your first actual big appearance?
WARREN: Well, I was really lucky, T
naver had +to be in a chorus, and my first

role was & big one. I had a really great
number in it, it was fantastic, I felt very
lucky, amd I 1liked it for the first six

months and then T went crasy; because I was
in it for about 14 months, and it got really
hard +to keep coming back every night, and
doing it over and over, but it was s terrific
experience, and I worked with a lot of good
people, the first +ime out, which was very
lucky.

TARSON: And your last show
was Drat! The Cat! That closed
week, do you oW why?

W :+ I know exactly why, 1t was the
producer; On g Clear Day -- that opened a
week after ours -- and It was his show also.
That was a much bigger show, and it demanded
that much more money be put into it to keep
i1t open, and he had to choose between the
two, because they both got mixed reviews, and

on Eroadway
after one

in order to kaef & show open long enocugh for
the audience o catch on, ou have to put
more money into it. So he chose that one;
because he felt +that Barbara Harris had a
bigger name &t the time, he Just made a
choica. Bo we had to close. I loved +that
show, I loved the part.
§ [ARSON: You were well-received in it,
00.

WARREN: Yeah, it was one of the best-

received thinge I've ever done. It was really
a terrific part, 8o it was a shame. But I
came right out here and d4id the Disney films
8o 8t least things work out.

GILIESPIE: Are you 8till under contract
to Disney?

WARREN: 0Oh, no. I broke that years ago.
I had a contract I think for four pictures or
four years, I don't remember what it was ex-
actly. I just wasn't really happy with it,
and they don't really want you there if
¥w’ra not happy. So it was kind of a mutual
hing, S0 I dissBolved it.

GILIESPIE: This 1is the only engagement

LEFT: Demonstrating
her dancing ability in
Disney's FAMILY BAND.
Walter Brennan watches
from bandstand.
CENTER: With Pernell
Roberts in the stage
musical, GONE WITE
THE WIND,

CENTER, BOTTOM: With
Fred MacMurray in THE
HAPPTEST MILLIONAIRE.
HELOW: PICEUP 0N 101,
with Jack Albertson.

you've got golng
Wipd?

WARREN: Yeah, and you know I've never
planned ahead, it's really funny, people ars
always, especially in their business, they're

right now, Gone With ths

very paniclky about their next Job, and I've
never planned ehead and something always
comes up -- and when I least expect it. I

don't ever think about the future.

GILIESPIE: Just sort of take it as it
(1 -1

WARREN: Yeah.

LARS M :

Can Jou say something about The

Three Penny Opera?
vJA?EFEE!& gaah y 1t was great! It was real-

1y fun, it was an Actors' Studio Production,
and Paul Winfield, the black actor who wae in
SOUNDER, he was my Mac, and it was just a
terrific cast. We were all from the GStudio,
g0 we all worked the same way, which was very
nice, because usually you get people who work
different ways and it's a little harder. And

lee Grant, wiho directed it, she's brilliant
and exciting. It was wonderful, I lo‘?ac‘.
doing it. I had a great time.

TARSON: Getting away from stage,
bhave any feelings on the
films and television?

WARREN: I think films are very exciting,
I think more and more is being done that’s
exciting and innovative, amd I think the same
of tv, really, apart from the episodic tv,
the series +that keep golng on and never sesm
%o change, there's some terrific stuff that's
being done on public television apd also some
of the movies for television, +they're really
wonderful. There was one on with Peter Boyls,
about a troubled child end a secial worker, I
mean it was incredible. [They incorporated
Gestalt Therapy and things that are far out,
that most people don't get a chance to see,
and thie was a very commercial project that
was seen by millions of psople, a I think
that's really important.

LARSON: What about violence in films?

WARREN: I dom't object to it, 1f it's
there for a purpose. I think it's definately
& part of 1life, and I +think to pretepd it
isn't ia crasy. They sent me a script once,

do you
current state of

for a f£ilm with Jim Brown, and it was just
insane. Tt was just vioplence really for the
sake of it. With no purpose 1n mind, no
nothing. That kind of violence I pass on;

but violence is a part of life apd I think
that everything that is a part of 1life has &
right to be shown, apd viewed, apd experi-
enced. And hopefully it can be done in such
a way that it can possibly bring about an al-
ternate way.

IARS(N: They seem to be showing a lot
more of +that ese days than they were in
the '508....

WARREN: Violence?

LARS O : l‘he{'ra Showing the extent of it.

WARREN: Well, they're doing that with
everything, people are more demanding of the
truth, it seems. They don't want to escape,
and if they do +they're very aware that
they're doing it. TIt's like an escape, like
a Bette Middler. It's such a total departurs
from what's real.



LARSCN: What do you think of some of

your earlier tv, the Gungm and DR, KIIDARE,

== compered +to your return after the Disney

fil=s, Were you any more prepered?

WARREN: w;lli you know a8 you get older,
&

you grow. You'd tter! And 2o my most re-
cant work ie going to be better than my ear-
iisr work. Better in that I'm more of a
grown up, I've got more to give, and my

sw=reness is that ouch more, and all of that.
“eme of my early work I love. Tor where I
= when I was there, that was the best that
I could do at that time. You know what I'm
ng? There's nothing that I've ever done
I wouldn't not show to anybody or want
kide, or any o that stutf. I may not
iks the way I look in it, or this or that,
ex==1], kind of superficial thipngs, but as far
&8 =y work goes, I've always given as much as
I could when I was there, at that time.
IARS(N: You said you prefered televieion
seviesz gver episodic tv, and this is why you
>t Lz‘fo televiaion movies and out of episo-

]

FREN: Yesah, I swore I ween't going to
;, Tor like s year, any more episodic
Sslsvision, but sometimes something comes
2 that's 80 good +that you really want to

But 1it's mainly +that there isn't
s=oush time in & show. Ard from the lack of
Siz= consequently there iz a lack of quality.
St it's that simple. A lot of times in epi-
safic tv they keep hiring the same tired old
#izsctors, you know, <+hat really don't have
wzy frech point of view and don't care, ex-
i that they get it in on ftime, and that's
#-C she studio cares about. DBudget becomes
=== =m0t important thing.

IARSON: You wers 1in American Interna-
Sle=sl's PICKUP ON 101, how 4id that happen?

WARREN: I was dolpng Metamorphosis for
Bt S1i11s, and we went to New York; I had
Beme it for six weel®m i1in L.A,, and I was
Swedy for a change, and this film came up,
w2t that time it wasn't with AIP, it was
=t an independant f£ilm. And T went and
@=smd for it, and the people that were in it,
Messiz Sheen and Jack Albertson were two ac-
Sers that I really respected and think are
Semsa=tic, I wasn't owled over by the
mesipt, but somehow I tho t to work with
SSem would really be a terrific experience.
Well I didn't get it, somebody else did, and

T wm=t to New York, and started rehearsals

Ser the opening there of HMetamorphosis, and
ey called me, and said e gir]l had a
By fight uitﬁ the director eand she wasn't
ﬁ:ae to do it, and would I 1like to do it?

- &id, I really wanted to work with them,
et I wes borad with +the show and I didn't
W= %o be in New York, 2o I ended up coming
= and doing 1t. It was a terrific exper-
Bamce, in that way. Did not get along with
s firector, also, and eo in that way it was
® =i experience....he was an asshole. And
Ssspeguently hae ruined the plcture. He took
WEst wus 8 very nice, simple story that could
Saew Seen Treally nice -- it should have teen
W ==vis for television, it wes that kind of
M=, snd it could have been a very nice film
We= laft you with good feelinge, sud blechhj
S+ fesiroyed it, made it pedestrian and
Sty snd tasteless. They ended up selling
= %2 AI®, who eaw commercial kind of thing
S &=, they played up the sex angle, which

M= w== none of, and that's what's so hys-

-_—lca

It's in the name, too0....
WAESEN: Yeah, but that wasn't the name!
e ssme thet I went to do the film under
W "4 Time For Every Purpose," and that's a
Miales Sifferent feeling than "Pickup on 1[}1"
e siat they did was....the story, I don't
Mmew LT you're aware of 1t, 1it's Just a Erl.
Wie === sway Irom college, meeiE up with a
Sk sipger on the road, apd they mest up
S a= old kind of tramp guy, and they, all
e of tham go from one place to ann%‘her,
i rrerent reasons, and end up sort of
SSsmging sachother's lives. And there was
s mxx involved! There was 8 kind of little
Swmme-e beiween the girl and folk singer, but
= w== v=ry innocent, and it didn't work outb.
. ge=, they did trawvel +the highway, so
SSwy called in PICKUP ON 101, which was just
e Sesicsl, so completely blown out of shape.
ATP bought it and 4id whatever thﬂi
it, I don't knoow, they buried i
, which was just as well, because it

s, .. .although I did some good work in
B, I'= not unproud of it, it's okay it's
g t=at they btutchered it so that re's

e m=pose in it.
MEsoE: I'd like to talk about your tw
Efea; one of my favorites has been THE
S OF JOSHUA CABE -- how did that come

MAEEEN: I did s pilot for & man named
mme® Coldberg, who was the head of Screen
e 2t thet time, it was a pilot for CAT
W, a television series, and from that I
. I mssno....T've just worked for him ever

since. He just really liked my weork a lot,
we're very good friemds now. So he called
me, and sent me a soript, aod I liked it
‘cause I got to play & hooker im it, you

know, and it was & departure for me, on tele-
vision. So I took it. And it was really
fun, and I laughed from beginning to end.
Karen Valentine is one of the funniest ladies
around, it was really a pleasure.
: Yhat did you think of the NIGHT

GALIERY episode you did, "Death on a Barge?"
WARREN: ¢h, I loved the NIGHT GALLERY!
Pirst of all, it was directed by a frieud of
mine, Leonard Nimoy, &@nd we had the best
time, he's a fantastic director, and I wish
his &irecttn\; career could pet off the ground,
he was terrific. And we really tried things
in that, that you don't get to do om tw, you
don'ttﬁet to try because people usually don't

teke the time. I had a great time doing it
agd I loved it. I loved what I did on that
ghow!

TARSCH: That was & role very different
from some of your pasat roles....

WARREN: Ch, yeah. Well, not reau{. You
know? It was a love story, esseuntially,
that's what it was. And that's part of the
reason I took it. And aleo, the T reason
was Leonerd Nimoy was directing it. But, in-

terentingly enough, I didn't play it with

anything else in mind except that it was a
love story. It was @ strange ons, about a
strange lady, but I think the most bizarre

things can be treated, as far as acting goes,
the way anythi else can be, +the simplest,
as long as there's some kind of basias of
realities somewhere in the script, it can be
approached the same way.

TARSOH: You did a tv-special called SAGA
OF SONORA,...

WARREN: That was a musical special, and
I did that for a friepd of mine, as a :i’avur,
because it was a piece of Junk. But I came
out really well in it, and Z%ero Mostel was in
it and he was terrific.

LARSON: Thera was THE LETTERS....
WARREN: That was another for & friend of
mine, too! It was nice, it was good, it

wasn't thrilling....
Ol : Can you sBay

LARS Ol
ASSIGNMENT: MUNICH?

WARREN: Horrible! I hated Germany, Just
hated it. It was cold, +the whole time. It
was just so freesing and I hate the cold! So
I really wae just unhappy because of that.
It's funny, because Pernell was inm it. But I
Just wasn't happy there, I didn't 1like the
part, and I just didn't 1like it. Period!
That's the kind of thing I won't do anymore.

LARS(N: What was it about?

WARREK: I played the daughter of a man
who got killed, and the whole syndicate was
efter me, you know, 5o0....yealchh. It was a
big chase, that's what the whole thing was
sbout, really. And a love story, minor kind
of love story, but just boring.

something about

TARSDN: OSounds like the usual television
fare....

WARREN: Yeah, garbage.

TARSOK: How about SEVEN IN DARKNESS?

WARREN: That was fun because it was a
challenge, playing a ©blind person. It was a
physical kind of thing, and I had to do a lot
of work on it, and that was very interssting,

I liked that. 1 went to the DBraille insti-
tute, and got very friemdly with a young
there, znd I learned a lot. I like

irl
%hings that I can learn from.

GILIRSPIE: When {ou play a part de you
get out, 1ike the bdlind person, get out and
try to feel the part?

WARREN: Well, it depends. If it requires
pomething that I really don't know anything
abouwt. Like that, kind of sical handicap

eah, I have to go amd really study it, watch
{ha movements .

TARSON: During your whole career, you've
done a wide variety -- musicals, westerns and
all that. Is there any one type of film that
especially astaends out?

W, : No. I want to do musicals, too.
Apd I love but not period
1890's 30's and 40's, in that arsa.
I've one a lot of period films, 1like the
1890-type thing, the costumes (indicates a
closet full of costumes behind her) drive me
insene, they're So0....bleucchkh! And they're
heavy and awkward and everything. Eo that's
what I don't want to do. I enjoy everything,
I really do; I really enjoy westerns, I en-
joy all of them, I mean, if there's something
o do. I don't enjoy playing a sex object,
apd I don't enjoy playing the leading man's
girl, you-know-what-I-mean? Tt bores me, and
I turn those parts down, and I won't do them
anymore. I turned down & film that I, well,
in a funny way it could have made me a film
star, if I wanted to, but I don't want that.
I don't want to sacrifice what I believe in
to do that.

iod movies,

o e

ABOVE: In FAMLIIY BAKD with Walter Bren-
nen (back toward us) and Buddy Ebsen.
BELOW: With Iarry Merrill (unconscious)
and Fred MacMurray in THE HAPFIEST MIL-
LIONAIRE.

nm

Lesley Ann Warren: A Fllmography

Stage
110 :.geﬂ)zs Shade (Debut, musical. FEroadway,
4
Trat! The Cat! (Broadway, 1965)
Metamorphosis (los Angeles Music Center, 1971)
The Threepenny Opera ?Ih.sioal, 1972)
Gone With the Wind (Los Angeles and San Fran-
eisco, 1973. Musical version of novel.)

Telsvision

For the People (1964-guest appearance)

Dr. Kildare (1965-guest appearance)

Gunsmoke (guest nppuuucs

Cinderella (CES musical special

Mission: Impossible (regular for ome season)

Night Gellery ("Death on a Barge", 1972)

The Dm:g!;\tera of Joshua Cabe (ABC tv-movie,
1972

Saven in Darkness (tv-movie)

Iave, Hate, Love (tv-movie)

Police Surgeon (1973-gusst appearance)

The Letters (tv-movie, 1973)

The Saga of Sonora (tv-special, May 3, 1973,
musical)

Johnuy Carson Show (1973)

Motion Pictures

The Happiest Millionaire (Dismey, 1967)

The Cne and Only, Geguine, Crigimal Family
Band (Disney, 1968)

Pickup on 101 (Americen-International, 1973)

THE IATE SHOW IS COMING!

with:
behind the scenes of THE EXORCIST and
George Fal's DOC SAVAGE
interview: Alan (CHILDREN SHOULDN'T FPIAY
WITH DEAD THINGS) Ormeby
articles on DEAD OF NIGHT
Warhol's FRANKENS TEIN
Hitchoock
cengorship
television
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SEE NO©
Em raviewed by Jerry Weddle

Richard Fleisher's SEE NO EVIL is an ab-
ject lesson on how +to make a thriller a
thriller, ot how to esteblish suspense in
the genre by making +the viewer experience
all the fear and apprehension of the film's
charescters.

Sarah (Mia Farrow) waes recently blinded
in an equesatrian accident. ©She 18 going to
take a vacation at her rich uncle's house,
with her aunt, cousin, snd their gardemer.
The f£irst +thipng Ssrah does in her blind

state 1is mount another horse, showing that
she ia not es fragile as she looks, just
stupid. Her rich uncle is driving home that

day when his tires splash mud on & pair of
polished cowboy ©boots with a gold star on
the front. The occupant of these boots i=
thereby prone to homicidal mania, angered
from being so insulted by that rich you-
kmow-what. So he goes to the house with his
shotgun while Sarah is out riding and shoote
her rich uncle in the bathtub, her aunt in
the living room, her cousin in the bedroom,
the gardener in the lobby, and knocks over &
glasa jar that shattera on the kitchen floor.
When Sareh comes home +that night she cannot
see the corpses and assuming that everybody
is asleep, £he makes supper, walking across
the floor in berefeet just missinz the glass
a number of times, playa the stereo, and has
her nightly ory. In the morning, Sareh

SEE NO EVIL is directed by Richard Flei-
sher, who loves to make wmovies about lady
killers (COMPUISION, THE BOSTON STRANGIER,
10 RILIINGTON PIACE), and I don't mean Don
Juan. Fleisher is a knowing director,
There are no shock-cuts +to broken bodies;
the camera follows Sarsh's movements, inci-
dentally revealing whatever it is that cros-
pes her path. We, +the viewer, experience
the blind girl's terror because we are blind
too, blind in that we never see the maniac's
face and do not Imow who he is. Pleisher
does thie by showing us his boots, and later
up to his waist, and towards the end a brief
shot of him up to the shoulders. Terror apd
suspense ere nolt necessarily the same emo-
tion, and SEE WO EVIL works on both.

I think it is suspenseful at the expense
of good taste, however. The sight of an in-
nocent blind girl wallowing in mud puddles,
staining her hends in other peocple's bloed,
glicing her fest on broken glass, bathing
with a corpse, getting knocked off a gallop-
inz horse by an overhanging branch, wander-
ing aimlessly through the woods, all the
while screaming for help +that isn't coming
and pursued by a craged killer, tests your
nerves as well as your stomach. Clemens
enjoys tortwring the heroine, and Fleisher
drags it out as long as he can without being
boring. Put that is why SEE NO EVIL, called
BLIND TERROR abroad, has merit. It really
18 a good, solid suspense film.

SEE ¥O EVIL, Columbia 1971.

89 minutes. Pro-

cooks breakfast, s8till narrowly avoiding the
glase on the floor, @and fills the tub. When
she steps into the tub there is silence, and
when it finally dawns on her that she is not
alone in the tub, Sarah screams, loudly. In

ducers: Martin Ransohoff and Ieslie Linder;
Director: Richard Fleischer; Screenplay: BErian
Clemens ; Director of Photography: Gerry Fisher;
Music: Elmer Bernstein (Originally, Andre Pre-
vin -- Mia Farrow's husband -- had writien the

the course of her panicy +travels throughout
the house, Sarah +trips over the gardensr,
who i not quite dead yet. He gives her a
vital oclus: +the killer's bracelet with hie
name on it. But of course, Sarah can't read
it, and when +the maniac comes back to re-
claim his bracelet, Sarah fleea through the
kitchen, thia +time not missing the glass,
out the back foor and to the stables, whers
she mounts her unsaddled horse and takes
off. The menisc chases Sarah across the
countryside for about an hour before getting
what he deserves.

At 29, Mia Farrow is the most diligent
performer and delightful personality in the
gallery of screen actresses. She 18 a star,
but & star who doe2 not depend upon persona-
lity alone to carry her +through & film, as
lesser actresses (Dyan Cannon, Ann-Margret,
Raquel Welch) do. Ms. Parrow stares blankly
and moves with the uncertainty of a person
who has not yet become babituated to blind-
ness, and speaks in a guerulous voice that
clearly atates a ©blind person's emotional
troubles and dependence upon others. It ias
natural for Ms. Parrow to project a quality
of childlike 41nnocence -- Polanskl Tecog-
nized it as a vital element 1in ROSEMARY'S
BABY -- and this quality makes the Iilm work
for her. The ordeals that Me. Farrow exper-
iences are ghastly. How can such awful
thinge happen to such & nice 1little kid? And
she keeps the 1lids over +those szomble eyea
for a change.

SEE NO EVIL is written by BErian Clemens,
who, as everybody should know, wes responsi-
ble for that long-running and highly ac-
claimed BEO {rite, THE AVENGERS. His other
soreenplays include THE GOLDEN VOXAGE OF
SINBAD and DR. JEKYLL AWD SISTER HYDE. SEE
HO EVIL shows that Clemens is & damn good
writer -- and what's more, a writer who un-
derstands horror -- when he comes up with
something original rather +than tampering
with a classic, like SISTER HYDE. Clemans
thought his story out neatly, and plots it
in the twisty, relentless &tyle of a real
susperdse film.

Clemen's indicates that his maniac ie
influenced by the pornegraphy and violence
found in books and movies (doea he include
SEE NO EVIL?). It 18 & feeble delve into
the profound, but there may be some truth teo
it. Two years ago Boston newspapers report-
ed that two sixteen year olds walked the
city streets at night, poured gasoline on
drunks who were too drunk to fight back, and
set fire to them. The kids got +the idea
from seeing the comedy film FI.FM- Hopefully,
they will never see SEE NO EVI
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score, but it was Tejected);
Connell,

ton), Diene Grayson (Sandy Rexton),

Bshley (Steve Reding),

Eastwood
Magnum
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reviewed by Mark Verheiden

ovies featuring the fnlico are often
; of what I tend to call the "movie mor-
1 a::act balance of good and bad
look great in & movie but would
seem utterly outrageous 4in real life. DIRTY
HARRY, slong with THE FRENCH CONNECTION, werse
the real dam-busters in a trend which has now
spawned HARRY's first sequel, MAGNUM FORCE

DIRTY HARRY which featured Clint East-
wood es the inmcredible Harry Calahan, dealt
with Harry and his rether unorthodox police
methods . Harry did his thing any way 5:;_%21'.‘
legally, blasting +the rats in careless a
don a racking up & body-count any psycho-
path could be proud of. Directed by the tal-
ented Ton Seigal (INVASION OF THE BODY SHAT-
CHERS, CHARIEY VARRICE) the first HARRY was a
fast- paced, violent and relatively well-acted
action adventure.

Apparently, MAGNUM FORCE has escaped the
sequel curse by being nearly as successful
as DIRTY HARRY and in some ways surpassing
the original. It seems a group of policemen
have decided to take the law into their own
hands and - murder felons 1let free by "stupld
technicalities”, and Harry, ever the aslien-
ated good guy, finds himself right in the
middle.

Perhaps the most interesting aspect of
MAGNUM FORCE's script is the very fact thet
Harry is caught between the wmurderers and
their victims. Anyone who has seen the first®
£1lm knows full well that if anybody would
organize such a group, it would be Dirty
Harry Calahan. A map with no use for "dumb"
laws, Harry can pull the triggzer with the
best of them and feel no remorse for the
bodies liming the halla. But here Harry has
Bome real reservations against going afier
the legally fras bad-guys and does his bast
to stop the rampaging police.

RIGHT, TOP TO BOTTOM: Mia Farrow as the blind
girl Sarah in SEE NO EVIL. Mia reaches for a
fallen spoon, unaware that one of her friends
lies dead in the next room. Clint Eastwood as
Dirty Harry in MAGHNUM FORCE, and Hal Holbrook
(bottom) from the same film.

Biitors Thelma
CAST: Mia FParrow (Sarah), Robin Bai-
ley (George Rexton), Dorothy Allson (Betty Rex-
Horman
Erian Rawlinson (Barker)




S5till, didcounting this character "flaw",
UM FPORCE is still a 11791{ detective story
the moet effori wen into Calahan'so
character ©building anecdotes which
uate the main plot lipne, right down to
ng & sequence from DIRTY HARRY where our
epld detective discovers a orime in prog-
while munchi on & sandwich. The dia-
is both witty and suspenseful, and
cod gives his 1lines just the right dra-

n fact, acting in this edition is almost
1 superior to DIRTY HARRY, with Hal

Harry's excitable
noted ITor his Tole on television's
nator”, obvicusly enjoyed every minute
= Zfeature as e rants apd raves at
ne Eestwood also gets
support from Felton Perry, his young
- partpner who was last on view in the
table WAIKING TALL.
music this time out is well-
with an excellent (if not downright
zcore by Iale Schifrin playing over
Schifrin, noted for his "sound
in some of his mcores, gives a very
tone to the opening sequences.
ferhaps the only law in an otherwise
Ss=mt detective Bto is the good but some-
tises pedesirian direction by Ted Post, per-
Smze best kmown for AENEATH THE PIANET OF THE
£ and HANG 'EM HIGH. Whils thoroughly
ional (read: slick) Tost's work isn't
larly impressive or noteworthy. GShots
=t 2 villains feet are old-hat and the car
stmse, while exciting, doesn't really move.
= Ppost does put his actors through the
respectably and to his credit doeen't
verly artsy, a real detriment to a de-
we £ilm.
411 in 2ll, +though, MAGNUN FORCE is s
sperlative follow-up and leaves one wishing
BOTE . While violent, MAGNUM FCORCE isn't
4 and seeme ‘to be one of those rare ad-
re wpovies you can leave without wanting
nee your mouth out.

Magnum
Force

¥e are staring down the long barrel of &
= gun. "This 44. Magnum 18 the most pow-
handgun in the world,” a timberless
snarks with pleasure. "It can turn
head intoe bash. I dom't even know if
loaded." The hammer is pulled back un-
L1 1%t locks into place and a finger tightens
s= the trigger. "Do you feel lucky, i
=ag! We lose. So begins MAGNUM P » 8
wosthy segquel to Don Seigal's DIRTY HARRY.
DIRTY HARRY (1971), a superior commen-
sary-action-suspense film, dealt with vigi-
ls=te justice made necessary by the liberals
sts immobilized San Francisco's police de-
smrtment with their generous, non-commi
==ie books. Harry Callahan, a homicide de-
ssctive, was forced to take the law into his
ge= hands in order to protect the public. An
stmormally cruel and unemotionsl inmtrovert,
rry was as dangerous &8 the criminals he
ws= supposed to catch. With MAGNUM FORCE,
sts s=creenwriters still have no illusiona
sto=t their character, only their eritice do.
Tesy make & point of telling ue that Harry is
+ten person, BULTO ed by self-righteous
ieians, giur;\r-saeksrs snd nutceses, in
tten world. » The San Francisco Police
. uses him as their killing machine,
ing up after their mistakes and taking
= cases that no one else wants to touch.
call him Dirty asrrg because he's always
the short and muddy end of & crooked
3 He hates +their hypoorisy but likes
Lis work. Harry's unconventional methoda of
=forcing the law have not endeared him to
superiors. The police aren't supposed to
t fire with firs. But they need him &nd
sosh parties kmow it. Harry is not a hero
a=f his soctions are not glorified.
MAGNUM FORCE, like its predecessor, min-
= & level of intelligence and integrity

superior. Hol-

A=

reviewed by Jerry Weddle

U

L F ]

tensions and social issues.
nical point of view thet ocome psople may
distasteful. MAGNUM PORCE states the
$ssue: should theugnli.ca department or the
izdividual assume judicial power in order to
tys=cs & lethargic legal system? Some may
=iznk it is a pointed gquestion, others may
Judith Crist thought it was "moron-ap-
rhetoric,” and she adopted the vnﬁ at-
situde MAGNUM FORCE is condemning. ther
ws7, +the society that is depicted in MAGNUM
_?:z*: is so hopelessly corrupt that we can
suly onswer yes -- let Harry end his depart-

ot become fascists for the good of society.
Women begging Harr{ for his bhody and his get-
<izg away with all thet he does stresses be-
i1fevabili to the breaking point. But Harry
t= a rictitious character; we must allow 1i-
teTse.

Wo one could portray Dirty Harry Callahan
with the same conviction as Clint Eastwood.
"Clint Bastwood isn't offensive; he isn't an
sotor, Bo one could hardly call him & bad
sctor. He'd have to do something hefore we
could consider him bad at it." PFauline Kael,
writing in The New Yorker, doesn't seem to
realize that Festwood 5 gained experience
since his Italian western days. He's devel-
oped into a fipne, persuasive actor. East-
wood performs with inner feeling and with
voice inflections. He dessn't peed Lo show
reaction. If he did, we'd never believe that
Harry wes & loner. With his graceful move-
ments, wolf-like <features a $all, thin
build, he's the epitome of the wnrla-weer;r
tough guy. A particularly engaging facet of
his paraomn-t¥ is +that he projects a soft
dramatic uali Kﬁwithin the external tough-
ness, Bastwood has an acting style indelibly
hie own and that's why he's guarenteed box-
office.

The story in MAGNUM FCORCE cleverly meta-
merphizes the story of Watergete and advances
the principles set down in IRTY HARRY. TIt.
Briggs (Hal Holbrook) 1is invastwntlng the
deaths of several of San Francleco's syndi-
cate criminals. He's not making any progress
and both he and Herry kmow who's needed for
the job. After Harry prevents a hijacking
and stops a grocery store hold up, killing
peveral men in the process, Friges is forced
to turn the case over to Harry and his part-
ner (Felton Perry, thes film's sacrificisl
lamb). We have already seen a traffic cop
comnit the slayings ©but his face was never

shown. At first Harry suspacts a fellow de-
tective who's down on him luck. But after
the detective 18 killed, Harry is sure that

purderer's & crack-shot rookie (David
Soul) who beat him at the police department
annual shooting match., Meanwhile, Briggs has
been obstructing the imvestigation because he
doesn't approve of Hnrrg;u methods. Harry
sets up a eitustion that will prove this
rookie is the murderer. He winds up facing
four of them -~ four Nazi-like traffic cope--

aul and inexperienced who are trying to
glsgﬁ up the world by arlmuti.'ng all 39 ver-
min. They offer Harry & partnership, and

when he refuses thay attempt to wipe out
their opposition.

Iike the policemen, Harry hates the sys-
tem, but unlike them he's willing to stand by
it wuntil something better comes up. When
Harry takes the law into his own hands, it is
because there's no other way. His bose and
the audience know it. Harry and his superiora
tolerate sachother; they use him as the patay
apd that's alright with him because he cares.
Harry agrees with his enemies that nthere's
nothing wrong with shooting as long as the
right people get shot" and the "right people”
are ones who would shoot Harry is he didn't
shoot them firast. The policemen's principle
is that you can sacrifice a few lives to save

TOP: Clint Bastwood demonsirates the force
of hie .44 Magnum.

BOTTCM: Felton Perry, Clint Easstwood, and
Hal Holbrook converse in MAGNUM FORCE.

a greater number, that the end justifies the
means . Harry's reply: “Next you'll be kil-
ling a hundred people to save a thousand, and
a thousand +o save a mwilliom, Before you
know it you'll be shooting people just for
Jaywalking." Harry's no muorderer. MAGHUM
FORCE's world is so hopelessly violent apd
corrupt that +the policemen don't sSeem so
disillusioned after all. Their arguments
for being the jury and executioners make a
disturbving kind of sense. And oritics like
Faul D, Zimmerman (who thinks +hat Harry is
“E“‘.,% to "Jjoin this chummy group of sharp-
shooters") do not.

Ted Post has been a television director
for almost twenty years and he's directed a
total of 7Q0 TV shows, including segments of
EBastwood's RAWHIDE series, a year's worth of
PEYTON PLIACE and several mini-movies (includ-
ing NIGHT STAVES and DR. COOK'S GARDEN). One
would +think thet after so many years in the
businesa, and having made four motion pic-
tures; HANG "EM HIGH (1968) with Eastwood,
BENEATH THE PLANET OF THE AFES (1970), THE
BABY (1972 unreleased) and THE HARRAD EXPERI-
MENT (1973) he would have learned the diff-
erence betwesn television direction and mo-
tion picture directiom. Robert Ahman, Paul
Wendkos and Joseph Sargeant bave learned the
difference, 8o why hesn't Post? Post, who's
been detrimental to every film he's made, is
mediocre at best. He's at his best in MAGHNUM

FORCE and thet's no compliment. Dale Wino-
gura, writing in Thriller, accurately de-
soribes Tost's capabllities: "Mad Post's

boringly loose, uncertain handling of camera
and editing, especially with long, pointless
tracking shots and needleas over-exposition
of scenes everywhere." Poat gives his filma
a diffused, shaky structure, and there are
+imes when his lack of good taste plunges
HMAGEUM FCORCE into vulgarity. Post is 8o used
ta tha q_ui.cl:-runnini times of televieion
mini-movies that he is unable to sustain the
thematic element of a two-hour story with co-
herency. But he alwaye geis good performances
from the cset and usea the locales to give
the films a brisk, fast lock. Post's Iilming
of the action esegquences, though quite exci-
ting, have over-complicated apd inappropriate
camera placements.

DIRTY HARRY was & tense film and the
scensery 8erved a8 an integrated part of the
film's meaning, not just a backirop Ifor
events. It was directed by Don Seigalwithhis
usually taught, fluid manper. They are both
Buccessful btlends of sction and commentary,
ironic humor apd sadistic violence. Although
MAGNUM FCRCE 1is not &s technically polished
suspenseful or scemnic as its predecesscr, 1{;
is nonetheless a frequently exciting end
gutsy £ilm. There are three excellent scenes:
Harry's argument with his boss ("Everytime
you pull your gun out my paperwork backs up
three mouths"), his shooting match with the
killers at the police stetion, =and the anti-
climax in which they confront eachother.

MAGHUM FORCE, ike DIRTY HARRY, can be
called a vright-wing fantasy. Its world is
surrealistic; you can't compare it to the
real world, Keep it in that perspective and
you'll enjoy it.

MAGNUM FORCE, Warner Bros, 122 minutes. BRe-
1leased December 26 1973.

Producer: Robert Daly; Director: Ted Post;
Screenplay: John Milius, Michael Camino, from
a Etory by Milius; based on the character
ereated by Harry J. Pink and Rita M. Pink
(and uncredited, Milius). Music: Ialo Schif-
ren; Director of Thotography: Frank Stanley.
CAST: Clint Eastwood (Harry Callahan), Hal
Holbtrook (It. Briggs), Mitchell Ryan (McCoy),
David Soul (Davis), Felton Perry (Early Smith),
Robert Urish (Grimus). Technicoler.

reviewed by Jerry Weddle

This is the
spinster who claime to have seen @ dead body

one about +he hysterical

and no one believes her. Naturally her hus-
bapd is having an affeir, +the police inspec-
tor has an ulcer, and the man next door digs
coffin-shaped ditches in his garden., Is the
wife & nut case or did (are you ready for
this?) she really see the corpse of her first
husband with a slit-throat sitting in an arm-
chair in front of the second story window of
the haunted house next door? ((whew!)) or
sre the husband, lover and psychistrist com-
epiring to drive her nputs so that he can Te-
marry after she's committed? Who cares?!
The film tries to play with the sudience by
dropping hints, which isn't necessery because
the astute viewer will rism:a out the plot
twist apn hour and a half before it twists. It
relies on gimmicks for suspense: the flapping
shudder, %ush of lightning, crash of thun-
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der, knife on the counter, sedative in the
coffee &nd scream of the heroime, all of
which arrive right on cus. Liz Taylor, per=-
fectly cast as Bcreaming ehrew, gives an
excellent performence as a bad asctress.

late Iaurence Harvey (still weari those
turtleneck sweaters), Blllie Whitelaw and
Bill Dean invainly try to give the film some
depth. Peter Murton's sets are elaborate and
etylish and Billy William's photography is
very atmospheric. Brien G. Hutton's direction
is heavy-handed, the script is cliched, its
dialogue benal, and its characters sterso-
typed. You've seen it all before and there's
no reason to see it again.

NIGHT WATCH, Avoo-Fmbassy, 1973. 97 minutesa.
Technicolor. A Joseph E. Ievine and Bout
Productions Presentation. Director: Brisn H,
Hutton; Producers: Martin Poll, George W.
George, Bernard Strauss; Screenplay: Tony
Williamson, with additional dialogue by Even
Jones, based on a play by Iucille Fletcher.
Director of Photography: Billy Williams; Bdi-
tor: John Jypson; Music: John Cameron.

CAST: Elizabeth Taylor (Bllen Whesler), Iau-
reuce Harvey (John Wheeler), Billie Whitelaw

(Sarah Cooks), Robert Isud (Appleby), Tony
Britton (mm5. Bill Dean (Inspector Walker).
St Pl ilugealits
PAT GARRETT
AND
BILLY THE KID

W oo © reviewed by Jerry Weddle
= e MGK

With PAT GARRETT AND BILLY THE KID the
Lmerican western film acquires & new matur-
ity. Brilliantly conceived and stunningly
executed, the film disarms the Hollywood fac-
% western myths with its credible and per-
ceptive interpretation of two tragic people,
what motivates them, their way of 1life, +the
éra in which they live, how eociety molds
them and decides their fates, Of the fifty
or 80 American films made on the subject,
Peckinpah's is the definative interpretation.
There are no glorifications, fictionaliza-
tione or exaggerations. [The story is e sim-
Pple, down-to-sarth, easily understandable
one. 5Sam Peckinpah is a very personal di-
roctor and he had found with Garrett and
Billy the perfect Buhject in which to express
hipself. Billy the kid (played in & straight-
forward manner Eris Eristofferson) ia the
last of a dead tweed living in a society
that shuns that breed, He's lived by the gun
and can't change his ways. Pat Garragt
(James Coburn giving a powerful performance :

whom the film is really about, is just the
opposite. He's accepted the changing times
because they ars unavoidable, and while he

doesn't 1lilke +them, it'as a living and he'll
not risk losing 1it. Garrett has to kill
Billy because he's a threat to & west that is
being colonized. And when Billy dies, s part
of Garrett dies, too. The essanse of +the
story is 1ts themes: survival (Garrett) ae
oppoded to individualism (Billy), the inter-
vention of impersonal circumstances (the law)
in & personal situation (Billy hsd once been
like & son to Garrett), and the only solu-
Tion to the conflict is one of violent (one
must shoot the other) means. Peckinpah em-
phasizes his themes with such force that the
film 1= a gut level experience and not an
intellectual vacuum. A4 simple story is given
depth by its themes. The themes are the Bub-
stance, the message, and we are fascinated by
them. The violence in the film 1is neither
gory nor irrelevant. Peckinpah has learned,
8ince he made THE WIID BUNCH, how to control
himself, and there 18 a subdued , %z-igl.ue,
manly quality about his violence. ackinpah
has an eye for autumnal colors, volitile ima-
gery and authentic sets -- the film looks as
if it were photographed by Matthew Erady for
National Ge ic. 8 Bupporting cast
ne 8B §ui old favorites as Chill Wills,
51im Pickens, dJack Elam, Katy Jurado, Jason
Robards and even Bob Dylan (who provides the
film with lovely music). Although MGM cut
out 16 minutes, rearranged some Bcenes and
prevented Peckinpah from shooting others, FAT
GARRETT AND BILLY THE XID has =& haunting
Juality that really makes an impression upon
the viewer. Peckinpah's film 18 an abject
lesson on how to turn embellished history
into credible fact. As such, it 18 a master-
piece.

FAT GARRETT AND BILIY THE KID, MGM-EMT 1973.
In Metrocolor and Panavision. Bunning +ime:
approximately 105 minutes. Different prints
vary in length. Producer: @ordon OCarroll;
Director: Sam Peckinpah; Sereenplay: Rudolph
Wurlitser; Director of Photography: John Con-
quillon, B.S.C.; Music: Bob Dylan. A Gordoen
Carroll-Sam Peckinpah Production.

CAST: James Coburn (Fat Garrett), Kris Kris-

a2

ABOVE,
Elizabeth Taylor in NIGHT WATCH,

James Coburn, after he has shot Xris Kris-
tofferson in PAT GARRETT AND BILLY THE KID.
Rita Coolidge (left) as Maria, end James
Coburn as Pat Garrett;

Eris Eristofferson as Billy (left) and Bob
Dylan as Aliams in PAT GARRETT AND BILLY
THE KID.

Roddy McDowall (left) and Gayle Hunnicub
in the ultimete haunted house £ilm, IEGEND
OF HELL HOUSE.

tofferson (Billy), Bob Dylan (Aliss), Richard
Jaekel (Sheriff Kip MoKinney), Eaty Jurado
(Mrs. Baker), Rita Coolidge (Maria), Chill
Wills (Iemuel), Jason Robards (Governor Wal-
Lacag. R.G. Armstrong (Ollinger), Iuke Askew
(Eno), John Beck (Poe), Jack Elam (Alamosa
Bill), L.Q. Jones (Black Harris), S1im Pick-
ens (Sheriff Baker).

The Loy,

mm reviewed by Mark Verheiden

A good horror movie is almost as rare
g5 a working automobile clock, a prophet
once said, and since only one car in ten
has a working clock, then only one horror
film in ten is a working movie. THE IEGEND
OF EBLL HOUSE works splendidly.

Unlike the disturbingly graphic BXOR-
CIST, HELL HOUSE is a remarkably refined,
intelligent, and indeed almost documentary-
Llike haunted house flick. Written by Rinhe
ard Matheson (whose superb television Work
== including DUEL and THE WIGHT STATEER --
has been doing incredibly well) who appar-
snﬂ',y had n:es: 8 co urmgﬁlrleylﬁck-
son's The unting, HELL H dwe on
the baslc conf'[?ct betwsen +the world of
science and the world of the occult.

Clive Revill, playing Dr. Lionel Barrett,
is offered §100,000 to stay a week in "The
Belasco House", a mension re ortedly being

the "Mt. Everest of haunted houses." Bar-
rett takes with him his wife and +two me-
diums, one a mental spiritualist (Pamela

Franklyn) and_ the other a physical medium
{Roddy McDowall). Working with this admit-
tedly cliched plot, director John Hough
runs his actors through some very credibie
paces.

Both McDowall apd Franklyn turn in ex-
eellent performences, the Tformer finally
shedding his spe make-up and emoting re-
markably well. Franklyn, playing the mo-
lested and child-like Florence Tanner, has
the right combintaion of curiosity and
fright. Even Revill, a stolid actor, turns
in an acceptablas job.

Around his actors director Hough builds
& taut, forbodding atmosphers, replete with
0ddly out of place chairs and creaking
doors. Perhapa more than any other recent
film, THE IEGEND OF HELL HOUSE 4s mede by
competent peopls. Not spectacular, not
esoteric, but pure professionals who ob-
viously know their craft and can make good

pictures.

Mathescn's book dwells almost repul-
8ive on the sexual perversions of the
spir{ in Belasco house, and thankfully
moat of this explicit detail has been left
out of the film to make way for a P.3. rat-
ing. It's always been a much heralded
maxim that the implied is far more horrible
than the graphically depicted and i%t's pro-
ven hers with HELL HOUSE. Whiles Pranklin
is molested by the ghoet, she isn't exhibi-
Ted as Matheson has her in his novel.

Special effects are also
semi-remske of THE HAUNTING
ticularly good scene where Revill, saitting
at a dinner tiasble, is pelted with dining
room crockery and furniture and finally
watches with amazement as +the fireplace
belches out a huge flame across the room.
Ihe voice of +the demon is impressive, re-
minding one of the Mercedes IMoCambridge
volce in THE EXCRCIST. One should keep in
mind that HELL HOUSE was released some time
before the latter picture; the scenes of
chairs and tables floating about and the
Geeply hideous voice of the spirits make
one wonder where Friedkin found the inspi-
ration for come of his more graphic effecte.

There are a few faults, notably a ter-
fibly contrived ending. Matheson a&lsg
oeems determined to hoke up the proceedings
with a lot of Star Treklkcish padzetry; in-
teresting in itself but out of place in
this startling superior shocksr.

Good horror films are hard to find,
when one comes it should be supported.
Apparently HELL HOUSE has been dying at the
box office, a sad sign of things to come,
perhaps. See it and enjoy it.

THE IEGEND OF HELL EOUSE, 20th Century Fox
1975. Producers: Albert Fennsll and Horman
T. Herman; Executive Producer: James H. Nich-
olson; Director: John Hough; Sereenplay by
Richard Matheson, based on his novel Hell
House. CAST: Pamela Franklin (Florence Dan-
ner), Roddy MoDowall (Ben Fisher), OClive
Revill (Dr. Tionel Barrett), Gayle Hunnicut
(Ann Barrett), Michael Gough (Emeric Belasco)



iells Ereton), Jennifer Salt (Grace Collier),
Charles Durning (Privete Investigator), Bill
Finley (Emil Breton), Iisle Wilson (Phillip
Woode{, Bernard Hughes (Magazine Editor).

reviewed by Jerry Weddle

Michael Crichton's WESTWCRID is a mixed
bag. I dislike Crichton's novels hecauss
they are more mechanical than literary, =and
who enjoys reading textbooks? Crichton
clasims that his novels are more cinematic
than literary, and this ms{ be 80. 50 he's
turned to the writing and directing of motion
pictures &and is barely adeguate al both. As
a director he is all +technique and empty
rhetoric, 1like his books, amnd his story of
Wostwerid 13 prediotable. Jemes Brolin and
Richard Benjamin can live out their fantasies
along with thousands of other tourists for a
small fortune per day din a care-free resori
that is @ replica of the old west. What cap
poss Lbly %o wrong with +the computer-con-
trolled robots who provide the tourists with
their pleasure? What do you think? Yul Bryn-
ner, slways a dependable actor, is appropri-
ately stone-faced as +the Tobot who chases
Benjamin. Note the brief appearance of Majel
Barret, wife of Geme Roddenberry and.actress
who played Furse Chapel on tv's STAR TREE.
WESTWORID is a flawed f£ilm, but if you just
81t back and stop thinking about it, 1t can
be & lot of fun.

WESTWORID, MGM-EMI, 1973. 89 minutes, lMetro-

u SISTERS is definstely & DePalma film, but eolor. Producer: Paul N. Iazarus III; Di-

m reviewed by Jerry Weddle @ Doralm filn frat i3 Ritohoookiay }iritni- hdotis AmA Heovaenpisy: Minkiel Oridnens

ure . De. a taken severa 0 ch- . i & 1

trian DePalma's SINTERS is s difficult cock's themes and premises, utlisied his di- m;nﬁoﬁﬁ'mgﬂ;: Yair;i;nwne:f(g::zmﬁ T

£i1= to evaluate. DePalme has taken another Egﬁ'gé h:‘“m;gﬂo:ti:;daggmg;ﬂr:gggﬁxﬁau?})E Richaxd Benjamin (Peter Martin), James Brolin

e oy e e e the story g¢  FSICEO, and reworked them into @ simplifi- (Jobn Blane), Yorman Bartold (Medisval Knight),
i ) ¥ cation of FEYCHO &nd, say, REAR WINDOW (both Alan Openhsimer (S"‘P"""’-“”

s zsvered Slamese twin told in the Hitchcock
by » of which are the embodiment of all that is
lon. In order tg criticize the film  gyfencock). Therefore, SISTERS i neither
y 1t must be Judged on 1ie own terms imitetive of nor homage to Hitchcock. Rather,
fhen compared to Hitchcock. it i en endeavor on the part of one artistic
The first balf of the filw is coherently filmaker +to re-interpret in his own way the

"'?-'-'"t:; 'bg-: Ihi£°¢gﬁtmu(;:cmgﬁzﬂgﬁg concepts (themes, premises, plotting, charac-
==’-:‘ ~0E . nie eton o ters, suspense established by his mentor. TER: T e ig baged upon
QR SR ot LUl giiton) oo.8 oY Jennifer Salt is appropriately frustrated the E;watneagﬂaﬁzgnzmbfﬁrharﬂ Boldbond
:m:uﬁe%-;dsﬁg I’e;gigg i;ﬂ:eea"ﬁrgpﬁg a?a ﬂgterminsd as the rapor’c?_r. Ghar‘l}zglbﬂr- and is prefaced with eigned declarations by
- * ning is appropriately amusing as a ng p ] 3 i
night wigh her at her apartment. The detective, and Bill Finley is appropriately ?:h“ ;;w;:;ggnﬁal:t % an%n:gpu;zglgcﬂit:;d
sex= zorning he awakes %o the sound of &NgTy  yillainous as Dr. Broton. Margot Kidder (of . e & AsTiante ubiest
mices . anielle and her siater Dominique James Garner's NICHOLS on NBC-TV) gives a Mario Fia ¥usca deals w 5 dsiiocate subjeo

reviewed by Jerry Weddlse

ing about their Birthday behind a orma in an intelligent and sensible manner. Set
siosed door. Danielle ssks him {o leave and ::‘x:?mgrfaw n::cz:tﬂl:E;&ll:inctggrcggggg}f in the PFuhrerbunker during the fall of the
11 & drug perscription for her, and he re- terized and che makes & feﬂhing hut cage Nazi Empire, +the film perceptively defines
berne with the pills and a Birthday cake Movielab's color Drocessing Looks cruddy ’ Adolf Hitler as a person, explored the rela-
ironically inscribed "Happy Birthday Dan- SISTERS 1is & Hitchoock #£ilm without tionships between he and his officers, shows
ile & Dominique"). Danielle (or is it Dom- Hitchcook, and it 18 what the master would the effect he had on their lives and on the
izigue?) 1is sleeping face down on the bed; call "pur; cinema®. SISTERS would never suc- world, end shows the gradual and inevitable
“""p places a knife from the cutlery set in ceed on the printed page as it does on the fa3ll of the Third Heich. Hitler says that he
tec hend and wishes her Happy Birthday. Gueas pelluloid because the Tilwm's effects cannot knew the wer was lost before 1t even began,
w=at cshe does with the mife? Daniella's be described im words. A good example is the yet he let the fighting go on. Hitler smiles
Emtend, Dr. Emil Ereton (Bill Finley) wants flashback, & television documentary filmed in at a frightened child, awards him the Irom
= —ouact his unbalanced wife/patient, so he black-and-white <that details <the growing up Cross and sends him to participate in what is
the mess. A woman reporter, Grace apd hell of the Siamese twina. The scene is 40 be a massacre. The film alters between
Pellisr %Jexmifsr Salt), who is well lkmown to strictly DeFPalma's apd there 18 nothing the fascinating and the dull. Certain scenes
==s police é(as a troublemaker...)), witnes- Hitchcockian about 1t. Hitchcock would never will hold your sttention: Hitler's marriage
ses the murder but the police refuse to be- use pudity and gore for its own sake, as De- g oo o < the officers 4iscussin ‘I:g
ii=ve her. S0 she conducts her own investi- Palma does. He would never use the split bn vy S Wi’ ‘I.: U:rlﬂ od ‘I:hs 2
‘l“ .-.n, and learns that Danielle was Canada‘s screen, and DePalma uses it with purpose in I 0. goum bt A o B
twin who wae seversd on the all scenes except one (Danielle's interro, shocking scens of all: a mother asking Hitler
-&.iag table 'bi Ir. Freton. Dominigue was tion by the police). DePalma has Hitchcock's for extra cyanide tablets %o give her chil-
t5e ment8l able sister who died on the eloguance, sikill and realization, but not his dren. These events take place in cultured
sperating ble. From here on the film be- force, crafiemanship and depth. Bernard and civilised surroundings. It is bisarre,
semes confusing, but there are enough shocks Herrmann's chilling, visceral music score obscene, horrifying, and sad. Forget that
szl surprises to keep one interested underlies +the tone and +tempo of the film. Alec Guinness wears heavy greasepaint and a
Just as Norman Bates was haunted by his STSTERS is one of 1973's best horror films toupee; just watch him as he carefully flesh-
QRN SEA utnin, TANGRTLY 18 Lewel 19 2ex 1t 1s & psychological suspenss thriller in 8 out the facets of Adol? Hitler's persona.
tead. VWhereas Detective Arbogast never cou- the true sense of the word. It is a commendable performance deserving an
e " i Oscar nomination. fThe entire ecast (which

firme his suspiclons, CGrace Collier is posi- SISTERS, AIF 1975. Color by Movielab, 52 min- includes Simon Ward (YOUNG WINSTON), Dia
tive, but she is used by Dr. Ereton to defeatl utes. A Pressman-Willisme Enterprises Pro- cmie t’ ¢ ns o a ), Ad & O 1?’
. ’ ’

own purpose. Daniells becomes homicidal  duction. Producer: Edward R. Pressman; Di- I s AN DY -y s
= her sexual desires are satisfied -- a rector: Brian De Palma; Screenplay: Brian De D
sssp exouse +to show nudity -- and when she Talen a;nd. Touisa Hose Yuaad or ﬁl; Pty t1i, apd Doris EKunstman, are all superb &s the
w=n't take the medication that will epable ry ' £ loyal Nazi's whose faith in their lsader is
Preton to dominate her. Hitchcock's story by De Palma; Director of Photograzhy: shattered as they watch their empire crumble.
ssese of dual and dominating personalities is Gregory Sandor; Editoer: Paul Hirsch; Music by DeConcini also directed, and he utilizes a
s=s vory essense of SISTERS. Bernard Herrmann. CAST: Marget Kidder (Dan- washed-out color scheme for the intericrs and

ABOVE: Pamela Fraoklin im
THE IEGEND OF HELL HOUSE.
FAR LEFT: Bill Finley, as
Dr. Breton, calme his wife
and patient, Daniells (Mar-
got Kidder) as Jennifer
Salt resides in forsground,
j from SISTHERS. IEFT, OEN-
TER: Bill Finley and Mar-
got Kidder in SISTERS,
IEFT: Clive Revill, as Dr.
Barrett, is killed by a
falling candelabra in THE
LEGEND (F HELL EOQUSE.
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black-and-white for the exteriors to give his
film a documentary-like approach. One very
effective device 1z the actual newsreel foot-
age used to emphesize poilnts in the story.
It works; DeCencini emerges as a major fi
director. HITLER: TEN DAYS 18 &
powerhouse of a movie and deserves to be
viewed at least twice for a full impact.

HITIER: THE IAST TEF DAYS, Paramount 1973.
106 minutes. A Wolfgang Reinhardt Production;
Executive Froducer: John Heyman; The Froduc-
tion Supervised by Norman Priggen; Director:
Ennio de Concini; GScreenplay: Ennio de Con-
cini, Maria Fia Fusco, Wolfgang Reinhardt;
English Screenplay Adaptation: Ivam Moffat;
Bagsed on the Iye-Witnese Account The last
Days of the Chancellery by Gerhard Bolt; Di--
rector of Photography: Eonio Guaraieri; Mu-
sical Score Devised and Conducted by Mischa
Spoliansky; Bditor: Kevin Connor. CAST: Alec
Guinnese (Adolf Hitler), Simon Ward (Haupt-
mann Hoffmann), Adolfo Celi (General Krebs),
TDiape Cilento (Hanna Reitsch), Gabriele Fer-
zetti (Fieldmarshall Heitel), Eric Porter
(General YVYon Greim), Doris Kunstmaon (Eva
Braun), Joss Ackland (General Burgdorf).

reviewed by Mark Verheidem

If you've caught more than a couple of
the gquickie EKarate movies from the far east
then you know just as well as anyome tha{;
run=-of-the-mill producer Run-Run Shaw is on &
level just below the worst. Amusing only in
thelir lack of intelligence, flicks like FEAR-
IESS PIGHTERS, DEEP THRUST: THE HAND OF
DEATH, THE HONG-KONG CAT, and at least a doz-
en others stand out like sore thumba, Jjust
begging for somegne with enough talent and
money.to do one of these things right.

Enter ENTER THE DRAGON, produced by Fred
Weintraub (who worked on televisions EUNG-FU
series) and starring veteran Karate performer
Bruce Iee. In comparison to the other Fast-
ern adventures, ENTER THE DRAGON is the GONE
WITH THE WIND of the genra.

But you have +o remember that these ad-
ventures are intended to entertain, period.
If you're looking for a message, or great
social relevance, or even half-baked acting,
then go to the local art-house and catch
another showing of DAY FOR NIGHT. Keep this
in mind and THE DRAGON will deliver
what it promises: 98 minutes of fun.

What plot there is revolves around an is-
land in the Pacific controlled by the evil
Han (shih Eiem), a @inister looking fellow

ﬂaaliuﬁlin dope, prostitution and numerous
other tawdry activities. Unha with this
turn of events, the anthorities (in the per-

son of Geoffray Weeks) hire "the Dragon"

EL&&) and & couple of other HKarate notables
John Saxon and Jim Kelly) to get on Han's
island and compete in the oriental demon's

sami-annual martial arts competition while
digging up facts for the cops. Unfortunately,
Han eventually discovers the plot and before
long siecs his 300 disciples on our stalwart
(if comewhat stupid) heroes.

Sounds 1like an old serial, doesn't it?
Well, ENTER THE DRAGON almost ie a serial,
albeit some fine ‘echunicolor photography and
expanaive special effects are added. Bruce
Iee, while not & particularly fine actor, ias
4 superb gymnast and makes his stunts look at
least plausable. Iee, who died last summer
of a brain hemmorhage (inflicted, some say,

by his work in ENTER THE DRAGON) was probab-
ly the finest talemt Run-Run Shaw had in his

stable of regulars, and was a very talented
Karate expert. In best serial tradition, Iee
takes all defeat in stride and then retali-

ates. His presense in this film was unde-
niable.

Saxon, &8 the Dragon's closest rtner,
and supposedly as skilled as Iee in mar-

tial arts, is efficient but really doesn't
have the sheer power Bruce Iee radiates as
the "top gun." A better actor (last on view
in television's BEOID ONES), Saxon does do a
credible job in what few non-fighting scenesa

but otherwise is unexceptional.
Jim Kelly (whose newesat action ad-
ventura, BILACK BEIT JONES, is another Wein-
traub feature) who can swing better than he
can emote.

Faturally, +though, the fight scenes are
the Tbest rt of the film, and for sheer,
tearly bloodless spectacle, this movie simply
can't be beat, With stunts arranged by the
ever-present Iee, there are an endless vari-
ety of Karate punches and kicks snd, oddly
enough, several sceneg that really stand out.
One of the most incredible has the "dragoa"
performing a vroutine with a weighted chain
that simply boggles the eye. Another inter-
esting sequence showe Iee practicing his
Kung-Fu calisthenics when interrupted by one
of Han's henchmen. Iea's foot £Lollows the
unconfortable man's head around the room as
the fellow informs the Dragon about a new
competition.

Technically, ENTER THE DRAGCW is a slick,
if not overly ar‘Einﬂ.c feature. Robert Crouse!
dirsction is as fast am a television com-
mercial’s, but it mapages to do its job fair-

wall. The fights are well-filmed and at
least look realistic.

Perhaps the most unusual aspect of DRAGON
is its attempt at explaining some of the ob-
vious confusions in a Karate epic. Unlike
the abrupt and wutter incoherent GShaw fea-
tures, DRAGON carefully described just wh
someone can't take out most of these martia
aris masters with a well-loaded machine gun.
And thers are no forty foot leaps for these
champlons, though Iee certainly makes his way
past all-out experts with a certain amount of
esase.

With the death of Bruce Iee, the possibi-
lity of features as entertaining as this one
seemingly dissppears. While <the other ac-
tors were acceptable, Iee made the filwm what

it was. His death was a real logs to anyone
who enjoys enjoying <themselves at the local
cinema.

ENTER THE DRAGON, Warner Brog 1973. 98 min-
utes. Producers: Fred Weintraub and Paul
Heller, in asspcistion with Raymond Chow; Di-
rected by Robert Clouse; Written by Michael
Allin; Director of Fhotography: Gilbert Hubbsj
Fditors: urt Hirshler, Geo. Watters; Fight

scenes staged by Bruce Iee; Music by Iale
Schifrin. CAB?: Bruce Iee (Iee), John Saxon
(Roper), Jim ¥elly (Williams), Ahna Capri

(Tania), Bob Wall (Charra), Shih Hien (Han),

Angela Mao Ying (Su-Lin)

reviewed by Jerry Weddle

It's a curious thing. Whenever a Robert
Altman film is released, one never knows
what to make of 1t. On first wviewing, his
film is like an enigma. You have to think
about it and then go see it agaln before
you can really understamd it. Such is tha
case with THE LONG GOODBYE, a Fhilip Mar-
lowe mystery based on Raymond Chandler's

novel of the same name. It 18 not like
other mysteries and it is not like other
movies. That iz partly why the film has
been misinterpreted. Chandler fans hated
it and critics praised and condemned it for
all the wrong reasouns. It has been called
a satire without bite, a mystery without
intrigua or action, and inferier to THE BIG
SIEEP (directed by John Huston in 1946 with
Humphrey Bogart as Marlowe). The fact is,
THE IONG GOODEYE is not a thriller, neither
was the book (which was very different from
Chandler's other writings), so there are
none of the over-sexed, shoot-and-bleed,
hunt-and-chase antics you'd expect from a
Dirty Harry or James Bond film. TUnfortu-
nately, +that is exactly what Chardler fans
&#nd Altman fans 4id expect, which explaine
their disappointment and misinterpretation
of the film. The fact ia, THE LONG GOODEIE
is quite definately an Altman film end is
more faithful to Chandler than any other
previous filme (made by George and Robert
Montgomery, and James Garner).

Robert Altmmn is the most adventurous
filmaker in America. France has Truffaut,
Sweden has Bergman, England has Iosey, Italy
has Fellini, Spain doesn't have anybedy, and
wa are fortunate <to have Altmen. We also
have Bogdonavich, Kubrick, Iucas and Peckin-
pah, but Altmsn towers above them because of

his stunning originality snd insight. Iike
his contemporaries, Altman 18 not just a
film director, but alseo a film suthor. When

he conceives a film, it is an expression
of his own ideas -- there's poetry in his
ideas =-=- and he gives him authorship artis-
+tic and social value. Also like his contemp-
oraries, Altman is so innovative in style
and indirect in method +that he elther com-
fusee you or throws you off-base, 1if not
both. He is continually experimenting with
filmeking techniques and approaches, throw-
ing out the rulebook that every other direc-
tor lives by and writing his own. Each suc-
ceeding experiment iz better than the last:
MASH, BREWSTER McCLOUD, McCARE AND MRS, MII-
LER, IMAGES, end THIEVES LIEE U5 (made after
THE LONG GOCDEYE.)

Altman has taken the very essense of
Chandler's novel -- its themes of honor and
loyalty, respect and integrity, es embodied
by Marlowe -- and made a personal statemsnt
out of them. The film has mno fast-paced
#ction or hedonistic characters, but it
does have a devastating wit and understand-
ing of what makes people ticl; Just like
the long-winded, flawed novel. Altman is
also faithful to Chandler's point of wiew.

Marlowe is a member of +the old school,
thrust into & contemporary society (1973).
He tries to hold onto his own principles in
& world where they are not applicable. In
this sense, THE IONG GOCDBYE is as much the
#tudy of a parson as it 18 a comment on
soclety, amd it 18 fascinating as both.
Such a +theme is a vast improvement on THE
BIG SIKEFP, which wae so without depth it is
rather Juvenile by today's standards. And
that 12 the corux of +the film: today's
standards as opposed to yesterdays. Accord-
ing to Altman, morals and values, the basmis
of society, have changed, and the individu-
al dossn't have a chance.

After a fight with his wife, Terry Ien-
nox (Jim Bouton) asks Marlowe to drive him

to a place of safety. Marlowe does so
without asking questions, and refuses to
talk even when the police humiliate and

brutalize him. Augustine, a gang-leader,

EELOW, FAR LEFT:

LONG GOODBYE.

CENTER :

Sir Alec Guinness as Adolf Hitler and Doris Kunstman @s his mistress, Eva Braun (to
photo), and members of Hitler's bunker (bottom photo) Fegelein (Julian Glover), Eva Eraun (Doris Eunst-
man), Fraulein Junge (Ann Iynn), Hauptmenn Hoffmann (5imon Ward) and Frau Christian (Sheila Gish) at
target prectice im HITIER: THE LAST TEN DAYS.
Bruce Lee battles Shih Kien (left) amd John Saxon batiles one of Han's
henchmen in Warner Brother's kung-fu entry, ENTER THE DRAGON.

FAR RIGHT:

P

Elliot Gould from Robert Altman's THE




ELLIOTT KASTNER presents A ROBERT ALTMAN Film

ELLIOTT GOULD.

“THE LONG GOODBYE”
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threatens Marlowe: find
$35,000 he stole from me,
¥Mariows finda a missing person, Roger Wade
(Sterling Hayden), he finds evidence to
believe that Wade was having an affair with
Terry's murdered wife. He thinks that Wade
might have killed her, not Terry, during
one of his alcoholic fits. But Marlowa's
pld-world outlock causes him to misread the
whole situetion: +the private eye ims wromg.
Terry made a fool out of Marlowe ("what are
friende for?") and used him as a scapsgoat.
There are +two violent scenes which are
=9 unexpected they're shocking -- nothing
gory or gratuitous about them -- in a film
that relies on wit and subtlety to make 1is
point. Augustine smashes a coke bottle
&gainst an looocent girl's face (we later
see her in bandages with a wired jew); 1t
15 & mean act thet makes us believe Marlowe
1s going to stop being Mr. Nice Guy and
start fighting fire with fire. "That's
what I do to people I love," Augustine
+elle Marlowe, "and you I don't even like."
The anti-climax, 1in which Marlowe murders
hie friend Terry, 1s en act necessary to
ghow his reversed values, and i= therefore
justified even if it doesn't follow the
movel. We hate to see this last man who
2till cares about right and wrong chapgge
his ways, but who can blame him when all’he
gets is "You'll never learn, Marlowe, you're
& born loser" for his efforts. In the end,
Marlowe is just 1like everybody else, @&n
animportant man walking about a lonely road
who just doesn't give a damn.
But there is humor, +Too,
scens 12 & riot. Marlowe

Iennox and the
or else. When

and the first
is awakened in

the middle of the night not by a desperate
dame, but by his hungry cat. Wearily, he
goes to an all-night market where the cat's
favorite brand is unavailable, So he buys a
substitute. Yarlowe returns to his tower
room, eSpoons the substitute into an emply
can of the right brapd and pretends to open
it, (Wotice he's not using an eleciric can
opener), all the while grumbling while the
eat watches him suspiciously. He gives the
temperamental feline the food, only to have
it ignored. The Nine-Iives cat commercial
on television isn't nearly se funny. This
is a classic joke.that still has punch.

As every Chandler reader knows, Marlowe
i8 a guy with a soft heart who pute on a
tough act. [The Long Go s was mnot eo
much &8 mystery novel as it was human drama.
It is about Marlowe, a fiotitious character
who is very real, and written daifferently
than Chandler's other novels and short
stories. fne £ilm portrays Marlowe as the
book sees him, as Chapdler saw him in his
commentaries on his own writings. Everyoue

mistakes Marlowe's slouch for cowardliness
and his pasaitivity for obliviousness.
That's an act; he's really on the ball.

His voice is all commend and his tongue is
all wisecracks, and no matter how sticky
the situation is, Marlowe never Lloses his
wit or courage. He is an anti-hers who is
unheroic. Marlowe's +tragedy is that there
is no one to appreciate his virtues.

Elliot Gould is Fhilip Marlowe. He Dpor-
trays Marlowe as a modest, mild-mannered,
wry man, a likable and sympathetic man.
Thie is Gould's first film as & major siar;
he made his screen debut in THE NIGHT THEY

RATDED MINSKEY'S, and Altman cast him in
MASH after seeing him in BOB & CAROL & TED
& ALICE. Of the four f£ilms that followed,
only LITIIE MURDERE offered him a demanding
role, but none as demanding as in THE IONG
GOMDEYE. Gould shows that he is an sctor
of unlimited range, who was wasted in MOVE,
GETTING STRAIGHT apd I LOVE MY WIFE. AB
Marlowe, Gould shows & sensitivity that no
other film role has allowed him %o reveal.
He has besn vastly under-rated din B films
about co-eds and Tebellious college atud-
ents. Gould has finally broken the mold;
he is an actor to be reckoned with.

What is the satire in THE LONG GOUDBYE?
An Altman film has an atmosphere of inter-
relationship, THIEVES LIKE US more than any
other, apd in THE LONG GOCDEYE the satire
is expressed through this atmosphere. For
young, delectable nymphomaniace always do
yoga exercises twenty-four hours a day, 1in
the nude, in plain sight on the terrace
across from Marlowe's front window, and ap-
parently they're high on something. Mar-
lowe is disinterested, being used to their
presence, but visitors to his apertment
stare at them in awe. (ne of the visitors
is Marty Augustine. He's a psychopathic
nut who 1lives 4in a house next door to a
house once owned by Richard Nixon in a town
called Truesdale, Augusiine is the sort of
gangoter who will take his clothes off jus®
to prove that he 1is not hiding anything.
He needs his $35,000 back so 1ihat he can
support his wife and kids, whom he loves no
less than his mistress. His gang is popu-
lated by one member of every mninority
group, ome of whom ie an lmpressionable,
moronic young hood who doesn't kmow how to
tail a car in traffie. Marlowe givea the
hood the address of where he is going. In-
cidentally, no where does it =ay that a
satire has to have bite. It's just that
THE LONG GOCDBYE's bite is rather subtle.
As for Marlowe, he atill drives a 1948 Lin-
coln convertible and livea on the top floor
of 8 tower (symbolically). He doesn't
scoept divorce ceses and is scared of bark-
ing dogs. Frequently unshaven, he chain-
smokes non-filters (Camel), drinks whatever
you're drinking and mutters "It's olay with
me" whenever society dumps on him (every
other minute).

Altman's films would mever be a success
if 1%t weren't for his off-beat, perfect
casting. Nina Van Pallendt (Clifford Irv-
ing's mistress during the Howard Hughes
hoax) end Jim Bouton (eportscaster) both
make respectable acting debuts, and Miss
Van Pallandt has the air of cool self-con-
fidence that all Chandler's leading ladies
wear like perfume. Henry Gibson is amusing
as a determined foctor and Mark Rydell (the
director of THE REIVERS, THE OCWBOYS, and
CINDFRELIA LIEERTY) mekes Marty Augustime
a funny but horrific figure. But it is
Sterling Hayden, as Roger Wade, who sieals
the show. He's superb; loud, defiant, fil-
led with +he hot air and slightly unbal-
anced, he makes Wade as sympathetic a fal=-
low as Marlowe is. Incldentally, Hayden
was the last replacement for the late Dan
Blocker, +to whom the Z£ilm is thoughtfully
dedicated.

Iike all of Altman's films, THE LONG
GOODBYE seeps into the marrow of your aes-
thetic. Altman's careful use of the Fana-
vision screen, the slick production qual-
ities, the mellow color scheme, the elegant
Beenic compositions and Vilmos Zsigmond's
gubdued photography make the film & plea-
sure to look at and experience. The camera
i@ always making smooth, graceful movements,
moving +towards and away from the scene but
always held at a distance £from the actors.
Although the camera 1is always in motion,
the £ilm has & still, quiet surface, and
beneath +the surface there 1lies a certain
pervasiveness. If you just sit back and
relax, Altman's direction can weave a hyp-
notic spell. He draws you into +he film
and holds you fascinated. Altman will make
you stop, look, listen and think. The tone
is almoet sarcastic, the point of view is
cynical (witness the ending), and the mood
is one of haunting melancholiness. There
is a stunning scene -- a lonely man walking
along the beach, montaged with the Wades in
a fierce argument, the rushing waves blend-
ed with their angry volces -- that keenly
expresses the film's message.

leigh Brackett, who co-scripted THE BIG
SIEEP with William Fsulkmer, has written a
literates private-eye sereenplay -- well
balanced, well thought-through, well devel-
oped. The plot is a lively one that thick-
ens consistently. The dangers Marlowe




facea are belisvable,
to life and unfantastic
of what you'd expect from a mystery;
are no superficialities).

In MASH and McCABE AND MRS. MILLER, the
dialogue was often hard to follow =- you
just couldn't hesr it -- and you didn't
realize until halfway through the film that
the dislogus didn't matter. It was the
tone, style, conception and message of the
#i1m that matiered (Richard Leater dos= the

because they're trus
(just the opposite
there

same thing). The dialogue in THE IOAG
GOODBYE 1s partly improvised and partly
Brackett's, and it is 8o npatural and witty

-- apd the cast speaks it as if they weren't
acting at all, but just being themselves --
that Chandler would have been proud. Listen
carefully +to the dialogue and you'll find
the film even more satisfying.

Altman is saying that it is fubile to be
an individual. He is saying that people
have lgst their humanity along with morals
anl values which gave them their humenity.
Soap opera? Mot im +the least, THE LONG
GOCOBYE ie gquite brilliant, It is Aliman's

bitter farewell to a life style, his long
goodbye.

I loved THE LONG GOODBYE and I uwrge you
to see it. As entertainment, there 1is

nothing better, and as an experience, it is
very rewasrding.

THE LONG GOODEYE, United Artists, 1973. 112
minutes. BExecutive Producer: ZElliott Kast-
ner; Producer: Jerry Bick; Director: Robert
Altman; Screenplay: Leigh Brackett, based on

the novel by Raymond Chandler; Director of

Fhotography: Vilmos Isigmond; Editor: ILou
Tombarde; Music: John Williams.
QAST: Elliott Gould (Philip Marlowe), Nina

Nav Pallandt (Eileen Wade), Sterling Hayden
(Roger Wade), Mark Rydell (Marty Augustine),
Henry Gibson (Dr. Verringer), David Arkin

(Earry), Jim Bouton (Terry LennoXx).

reviewed by Jerry Weddle

Despite its title, HORRCOR EXPRESS is nob
the hacked-out, low-budget and low-mentality
£ilm that itse title seems to indicate. It
completed filming in December of 1971 in
Madrid as PANICO IN IE TRANSIABRIANO (PANIC
ON THE TRAIN). It wae released the following
year in England but dido't reach the TSA un-
til Scotia-International billed it with THE
DEATHWHEELERS at Few York suburbia drive-ins
for six days this Japuary. The story won &
special prize at the Sitges 1972 convention
in Spain. Frobably the only expensive thing
about HORROR EXPRESS are the fees that Chris-
topher Lee, Peter Cushing and Telly Savalas
charge for their services.

wo million years ago & creature came to
Barth from another galaxy and +took over tha
mind apd body of a man-ape. Discoversd in &
China cave by an archaeologist, the supposad-
ly-dead creature is brought abosrd a Trans-
Siverian express, on which it kills a number
of people apd assimilstes their identities.
Por & change, Ieeand Cushing (in the lathter's
only foreign film) share equal billing and

#creen time. Eugeno (or Gene) Martin has
written an intelligent, thoroughly original
soript, but a5 a director he's clumay. He

never establishes a sense of forboding that
is essentisl to such & film, and thus there
is no suspense at all. The more experienced
directors have proven that, puspensefully,
the monster's face should not be shown, only
his shadow or burning red eyes Iin the dark-

ness. Martin provides us with & closeup of
the creature’'s face in the first scene and
frequently afterwards, so there is nothing

frightening about 1i%. The scene where Telly
Savalas (he's a riot as a brash Siberian sol-
dier) and his small army are taken over by
the monster and Chris Iee bhas to fight his
way through them, could have been terrifying.
4 lot less murdering and a little more me=
thedical build-up to such scenes would have

been fer more effective than watching the
victim's eyes +urn white and their noses
bleed as they stare into the creature's ugly
face. It happens about twenty +imes and
that's nineteen times +too often. Everyone

rune around looking scared but the audience
dossn't participate. Peter Cushing 1is his
usual charming self, spreading wit and cheer
#nd 8 firm sense of style whersver he goes.
Chris Lee delivers a strong, commanding per-
formance. His tenaile walk, deep voice,
gaunt features and tall, lean bulld make him

L6

perfectly suited for wvillain reoles. But here
he's a hero for & change. The color proces-
ging ies cruddy aund the sets of the train are
so cramped the cast 1iterally stumbles over
themselves trylng to move around. HORR(R EX-
PRESS is fine in conception but uneven In
execution and suffered at the box-office Dbe=-
cause of Lts extremely unfair R rating.

HORROR EXPRESS, Scotis-International,
Produced apd directed by eno (Gene) Martin;
CAST: Telly Savalas (Kazan), Christopher Iee
(Saxton), Peter Cushing (Wella), GSilvia Tor-
tosa EIrinag, Jorge Riguad (Trovski), Julio
Pena (Mirov -

ANOR-STOP
R'DE TO HeLL!

BELOW: A random sampling of soma of the gro-
tesqueries to be found within HORROR EXPRESS

1974.

NA KOMETA reviewsd by Bddy C. Bertin

(Belgium)

(ON THE COMET)

This Czechoslovakisn f£ilm was pade in
1970 by Karel Zéman, and (just es Zeman's two
earlier films, THE DEMONICAL INVENTION and A
VACATION OF TWO YEARS), it ie besed on a nov-
el by Jules Verne, Hector Seryadac. It is a
real turn-of-the-century Tvoyage extraordi-
maire', a tale of wonder in the purest sense
of the word. It tells the misadventures of
an isolated group of people who are on &
plece of earth which has been carried away
into epace on the tail of a comet, which has
pasaed Barth wery closely. In turn they pass
Mars and come close to the Sun before finally
epding up back or Earth. Unfortunately at
the ending all is ravealed to be only a fever
dream of the narrator, which however doesn't
take anything away from +the charm of the
film, which is partly imagee in very strange
and weird colors, and partly enimation and
cartoon. The action
as hilarious in ites burlesque and satire. At

the moment of the disaster, a group of Ara-
bisne are being received at the local for-
tress, and ae a gift +they are bringing an

ornamented <+able
table explodes,

moment the comet passes,
with 1t, including some

with a bomb in it. The
and they attack just at the
and teked them all
sea-pirates and a

beautiful young lady in distress who soon Il-i

is fast-moving, as well

ends
Peace is made, but se soon as they think that

up in the arms of a young sargeant.

all is safe, the fight startes again, only to
be interrupted by the next disaster. There
are some funny images, 1like +the army bend

which is blown sky high by an explesion, all
the soldiers =ailing upwards in different
positions, but still playing their instru-
ments. Then there are the dinosaurs who be-
gin to appear, and who aren't afraid of guns,
but are frightened of rattling pans, 3o the
whole army is equipped with long sticks to
rattle kettles and pots and so they scare the
beasts away. But very beautiful are the
strange dream-like colors, sometimes the
whole screen is green above and dark red be-
low, and then it all fades into stark orange.
ot to be mimsed.

NA KOMETA

Produced by Viedimir Vojta, directed by Kar-
8l Zeman for Ceskoslovensky Films, screenplay
and adaptation of Verne's novel also by
Zeman, Camera by Rudolf Stahl. Sterring Magds
Vasaryova, Frantisek TFilipesoly, Vladimir
Menail and Jan Bor.

GosPEY,
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reviewed by Jerry Weddle

The inevitable drip that had to follow
JESUS CHRIST SUFPERSTAR is GCDSFPELL, a rock
musical version of B5t. Matthew's Bible that
is set in New York City. Or maybe "Fun City"
would be more accurate because 1in the world
of GODSPELL, +here aren't any slumd of any
littered streets, but clean ci%y parks, beau-
tiful junk yards and the tranquil Hudson Ri-
ver. Mmi{tadly, Jesus Freaks balleting
across the Washington Bridze wouldn't attract
+ao much attention in Fun City, but when the
men are wearing Raggedy Ann costumes gou
can't help noticing, and laughing at the idi-
ooy of it all. The setting 18 all wrong;

Disneylapd would make the &llegory credible
as well as expressing GODSFELL's 1level of
mentality. The cast, as energetic and charm-

sams ex-
The

ing as they all are, maintain the
pression of mindless blise indefinately.
eplendid photography is by HRichard Heinmau,
the imaginative production desigping by Briso
Bastwell, the unpretentious direction by
David Green, and the symbolism by an imbecile.
GCODSFELL 18 too idictic apd simple-minded to
be poignant. However, a breeszy, light-weight
attitude does make it an enjoyable f£ilm for
undemanding awdiences.

GUDSFELL, Columbie 1973. Color by TVC, 101
minutes. Producer: Edgar ILansbury; Director:
David Greens; Screenplay: David Greene, John-
Michael Tebelak; Music and Iyrics: Gtephen
Schwartz; Fhotography: Richard G. Heimann.
CAST: Vietor Garber (Jesus), David Haskell
(John/Judas ), Eatis Hamley, Merrell Hackson,

Joanne Jomas, Robin Iamont, Gilmer MeCormick,
Jeffrey Mylet, Jerry Sroka, Iynne Thigpenn.




SOYLENT
GREEN

Ll )

Stanley Kubrick's magnificemt 2001: A
E ODYSSEY established the current trend
rious science=-fiction in the cinema; 1t
been followed by PIANET (OF THE APES,
5U8: THE FORBIN PROJECT, THE ANDROMEDA
, THX-1138, SILENT RUNNING and others.
filma prove, despite ridicule from cri-
across the globe, that s.f. can express
ore intelligent things than little green
Science fiction hes been used to comment
ur contemporary way of life and whera so-
i= heading, often coming up with start-
realisations. SOYLENT GREEN 1s such a

as it takes a oynical, philosophical
ok towards man's future. It is the year
when the 44 million citizens of New York

reviewed by Jerry Weddle

living ina status quo of destitution.
e film depicts a self-destructive society
4 the dying eovironment with awesome rea-

=. You'll have to see it for yourself to
ieve it. Against this background, Detec-
e Thorn (played by Charlton Heston, who
e his granite-like stoicism for a change
favor of a more emotional characteriza-
is assigned to find +the murderer of a
sy=terious millionmire (Jomeph Cotten in ano-
r one of his cameos). He's a tough cop,
rworked and underpaid, who saves his kind-
ss== for Sol Roth (the late Edward G. Robin-
. Eventually Thorn's investigations lead
to the Soylent Corporation's factory
ere they manufecture the world's artifi-
1 food supply) where he discovers a secrei
=at threatems his 1ife and the welfare of
s world. Stanley Greenberg's (SKYJACKED)

ABOVE, IEFT-TO-RIGHT: Other recent filme: Christopher Iee in
a rare American television appearance, with Sammy Davis Jr.,
in Faramount-Television's POOR DEVIL, which also starred Jack
Klugman, Gine Conforti and Adam West. Paul Newman in THE
STING, undoubtedly one of the fineat comedies of recent years;
with excellent direction by George Roy Hill, the film takes
its audience through countless cons and delusions,all in ex-
cellent style; OJean Connery in John Boorman's ZARDOZ. Over-
looking ite flaws, ZARDOZ 18 one of the finest examples of

e science fietion of recent years, and possibly one of

e best examples of really hard-cors =.f. ever filmed. Steve
McQueesn and Dustin Hoffman in PAPTLLON -- despite its overall
excellence, the film was marred considerably by brief, unnec-
assary scenes of explicii violence. IEPT: PANTASTIC PLANET,
a Csech cartoon which bhas been praised for its fine animation.

.—-—.— B
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scresnplay is en  improvement on Harry Harri-
='s lake Room! Make Room!, <the novel on
ich 1t im bared. There are flaws (the dia-
2e is stupid) but they are triviel end un-
Smportant. It has an intriguing detective
Sferzula, but with the usual conventions: the
e are corrupt, the government 1is dor-
mmct, industry runs the nation, the indivi-
2321 ve the establishment, and the hero is
l:net.-:in,g of an anti-social outcast. Richard
b § her's direction is strained and often un-
cing (the fight sequences, for example)
Sut he explores the theme and characters with
se=sitivity. Roth's death scene -- an exter-
sizstion center where he drinks a painless

f=on and watches a cinerama-like travelogue
o8 sature’s wondrous and obsolete accomp-
tstzments -~ is one of the most haunting, lyr-
‘=21 soments ever captured on film. II edmire
= integrity and ipsight that has gone into
SSLENT GREEN. Not only is it & timely film,
one of the best examples of filmed sci-
fiction that has been offered.

STIENT GREEN, MEM 1973. Director: Richard
seischer; Producers: Walter Selizer and Rus-
Thacher; Screenplay by Stanley R. Green-
based on & novel by Harry Hayrison;
pal Music by Fred Myrow; Symphonic Music
*e:l by Gerald Fried; Director of Fho-
+ Richard H. Xline, A.5.0.; Pilm Ddi-
amual E. Beetley, A.C.E.; Technical
tant: Professor Frank R. HDowerman (Di-
swctor of Environmental Englneering Programs,
ity of Southern California.

Charlton Heston (Tharn), Ieigh Taylor-
hirl), Chuck Counors (Tab Joseph
(Simonson), Brock Peters (Hatchexr),
Eelly (Marthe), Edward G. Robiuson (Sol
’ .'§ephen Young (Gilvert), Whit Bissell
ini

==

A FiSTRL
OF DYNAMITE

raviewed by Mark Verheiden

Umited Artrsts.

Directed by Sergioc Ieone,
DYNAMITE (Originally releassd as DUCE, YOU
SUCKER) is probably the finest western he
ever made and 2 darn good western over that.

ILeone is a master with detail, as a lock
at any of his previous features will disclose.
His movies wusually run close to +the threa
hour mark, and feature incredibly long, super
tight close-ups of his major characters.
DYNAMITE is no wexception. Dealing with a
Spanish revolutionary (Rod Steiger) and an
Irish bomber (James Coburn), Leone BSpins a
complex and yet simple story -- or stories.
Leone plots his filmas like an anthology, with
each segment having & definate end. Thus oms

A FPISTFUL OF

part of the film deals with the meeting of
Steiger and Coburn -- then it smds. Another
deals with & massive bank robbery, and yet

another deals with the confrontation between
Coburn, Steiger, and a German tank commander

(Yanl) It's all tied together by a connec-
ting thread (in this case Coburn's Irish
affiliations &nd Steiger's grand ambitiona)
and everything is wrapped up by an excellent
finale.

Leone's camera catches everything, and

that's what makes his films so fun to watch.
Hie characters are developed slowly and care-
fully. The opening sequence has Steiger rid-
ing in a plush coach Z£illed with dignitaries
and high soclety folk. Ieone lingers loving-
1y over the mouths of <‘hese people as they
chomp, 8lurp, &nd generally disgust eachother
with their eating habits. As they chomp down
their dinner, they continually point to Stei-
ger and comment on his "animalism". Natural-
1y, Steiger gets his eventual revenge (again,
lovingly depicted by leone) and while these
people really haven't dome anything wrong,
we hate 'em a2 much as Steiger does.

Ferhaps the nicest things about a Ieone
picture deal with +the film's lavish budget,
all of which goes into well-designed sets and
maseive speclal effects. DYNAMITE has perhaps
the biggest effects budget yet, since Coburnis
character has this "thing" with explosives.

An excellent western, an excellent motion
picture.

A PISTFUL (OF DYNAMITE (DUCK, ¥YOU SUCKER),
United Axrtistas, 1972. Director: Sergic Leone;
Producer: Fulvio Mormella; GScreenplay by ILu-
ciano Vicengonl, Serglo Donati, Sergio Ieons;
Music composed and conducted by Ennio Mor-
Ticone; Director of photography: Giuseppe

Ruzgolini; 2od unit Director: Glapcarlo San-
ti; 2Zpd Unit Director of FPhotography: Franco
Dellecolli. Technicolor, Techniscope.

CAST:y Reod Steiger (Juan Miranda), James Co-
burn (John, the Irishman), Romolo Valli (Doc-
tor Villega), Maria Monti (Adolita), Rick Ba-
ttaglia (Santerna), Franco Grazlosl (Gover-

nor), Goffredo Pistoni (Nino).

ABOVE, TOP: James Coburn (left) and Rod Stei-
ger in Eergio leone'e magnificent western ad-
venture, A FISTPUL OF DYNAMITE, origically
called DUCE, YOU SUCKER. ABOVE, BOTTOM: Leone's
attentlion to detail and realism is evident in
this etill from A FISTFUL OF DYNAMITE,

IEFT: Charlton Heston realizes the dreadful
truth behind the world's food supply as he in-
filtrates 8 Soylent Factory in SOYLENT GREEN.
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reviewed by Mark Verheiden

0NN BOORMAN FILE
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AWane Communcaans, Gampary

There seem to be several pre-requisites
for a "beautiful movie." Among them, good
looking scenery must surely renk the highest.
Find 8sn area where even an idiot with a
Erownie couldn*t foul up and then shoot. Get
someone talented behind +the cameras apnd toss
in a truly hmiﬁying horror story apd you'll
probably come up with something like DELIVER-

'J'!he Pplot is simply effective. Four desk
men decide to ride the rapids of the Cahula-
wassée vrTiver before the stream becomes a

lake, victim of man and his hydroelectric
dams . Burt Reynolds, playing the leadsr,
takes his band into the mountesins and thag
head off. Before long, BEd (Jon Voight) an

Bobby (Ned Beatty) are mexually assaulted by
a pair of mountain men and are about to be
murdered when Iewis (Reynolds) kills one of
the vicious men with a well-placed arrow. The

oup finally decides to hide the body of the
ead men and begin their trip down the river
again -- when Drew (Ronny Cox) 1is killed by
4 shot from the high mountain walls. The men
in the cances are being pursued.

Perhaps one of the main <faults in DELI-
VERANCE is the exquisite scenery, which tends
to make The story of the men ami their enemy
a decided second rate concern. Vilmos Zsig-
mond, who was also responsible for the excel-
lent camera work in obert Altman's MoOARBE
AND MRS. MILLER, turns in a superb Job for
director John Boorman. The canyons and the
river are picturs postcard lowely, disturbed
only by the yelling and hollering of thosze

§u:rs in those canoes. The-scenes in the rap-
ds are well shot and even the crude rape
scenes are given a mystic quality by Zsigmond,
who shoots <through the dense foliage at the
lurid mountain men and their victims.

Acting ian't terribly dimpressive either,
made moresc by the outdoors ecenes. Voight,
a8 the transformed Fd, is the best of the lot
and gives a determined, quietly frantic per-
formance. Heynolds 1s almoat a&as good as
Vcifht, with the looks to give his outdoorish
antics realism. Unfortunately, Ned Beatty
(who's main forte 1is playing overweigh
"characters", 1i.e., the bartender imn JUDGE
ROY BEAN, and a heavy im Richard Matheson's
tv-movie DYING ROOM ONLY) is far too over-
bearing as the eventually humbled BHobby, and
Roonny Cox (now starring in a WALTON's tele-
vision spin-off, AFPIES WAY) is simply +too
moral to be realistic. Dickey's novel makes

much out of Drew's protests against hiding
the body of the mountain msn, here his com-
mente are merely annoyin (frightening in

itself and almost a plot hinderance. James
Dickey himself makes a small appearance as
the Sheriff at the end of the flick and poss-
ibly gives the moet disturbing performance of
all, particularly with his last line: "You
boys better not come back here."

As an experience, sitting through DELIVER-
ANCE can overwealm one with the beauty of na-
ture. The horror story combined is good but
nevertheless minor in comparison.

Where does the camping trip end and the nightmare begin..?

DELIVERANCE, Warner Broa 1972. 109 minutes.
Producer and Director: John Boorman; Scraen-
play by James Dickey, based on his novel; Di-
rector of Photography: Vilmoa Zsigmond; Rdi-

tor: Tom Priestley. CAST: Jon Voight (aag,
Burt Reynolds (Lewis), Ned Beatty (Bobby),
Ronny Cox (Drew), Billy McKinney (Mountain

Man), Herbert "Cowboy" Coward (Toothless Man ),
James Dickey (Sheriff Bullard).
HEErEeEs Rty . o .

is a fan with 8 serious im-
terest in films, as well as jJjournalism. He
began writing reviews for wvarious Amateur
Press Associations and now writes for his lo-
cal newspaper as wall. As a eritic, Mark
says: "I totally agree with meny film-makers:
Critice are parasites; and I don't like being
a strict perasite.”

Jerry Weddle is a major contributer to Cine-
fan, which means you'll be forced to read hias
material for several issues to come! He's
written for iwo other fanzines under pseudo-
nyms ("I am very fond of false names"), has
studied photography, Media Theory and journa-
lism. He's also published one iasue of THRII=-
LER, & very good filmsine which is available
from him at 40 Ribbon Iane, Wantagh, NY 11793
and contains material by Robert Bloch, Ronald
V. Borst, Dele Winogura, BREill Nelson and
others. (THRILLER costs $1.00)

Mark Verheiden

of

he Golden
Sinpad

Reviewed by Mark D. Wolf

I've alwayas been thoroughly engrossed by
the fabulous films of Ray Harryhausen. I
grew up marveling at his awesome stop-motion
wonders long before I had learned who ha was
or what single-frame model animation was.

The sarliest motion picture I remember
seeing wes Ray's THE EEAST FROM 20,000 FA-
THOIS ; for years after I'd seen it, at the

tender age of +three-going-on-four, I could
vividly recall the scenes of the maseive pre-
historic Hhedosaurus rampaging through the
clty streets of New York, such was the im-
pression it made on me. The next f£ilm I can
recollect being overwhelmed by was his IT
CAME FROM BEENEATE THE SEA...and so it went
throughout my childhood. Almost every film
that had & major impact on me and my fantasy-
hungry ipagination had been done by Ray, or
other stop-frame wizards like O'Brien and Jim
Danforth.

It won't surprise you, then, when I tell
you that Ray's latest film, THE GOIDEN VOYAGE
OF SINBAD, enthralled me as much as his sar-
lier filme, +though I must admit it doesn't
hold me as spell-bound as the first SINBAD
film, which he made back in 1958.
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The film has only recently gone into dia-
trivution here in +the states (having been
doing exceptionally good box-office business
overseas in England and the Orient) through
Columbia, who have launched the most ambitu-
ous publicity cempaign I've =een in years,
replete with SINBAD T-shirts, paperback books,
Marvel Comic 2-part adaptations, eye decals,
SINBAD-Horoscope posters, B8mm home movies,
16mm reaturettes on the making of +the film
(bromdecast in a alightly different wversion
over NEC-TV Jan. 21et), and the British re-
lease of a SINBAD soundtrack featuring muaic
by Academy Award winner Mikloe Rozsa.

I was fortunate enough +to see the film
twice at the University of Iowa's REFOCUS 174
Film Festival. Jim Danforth was here for the
fest (holding some very well-received special
effects workshops) and we were both fired-up
to see the film -- one can not be in the bus-

inese of trying +to produce stop-motion vi-
sudls and not be keenly interested in Ray's
naw film!

The film is not @ direct sequel to the
original Earryhausen/Schneer film, THE TTH
VOYAGE OF SINBAD, but is rather & continua-

tion of the
Arabian

SINBAD theme
Night's fantasy,
mythological and mystical bappenings to liven

of adventure and
with all manner of

up the proceedings, as only Harryhausen's
magic can conjure! This latest collaboration
between Ray and producer Charles Schneer was
in production since 1972, following lengthy
pre-production work, which included consider-
ing Indian locales as possible settings in
which to stage his exciting visuals (leading
to the rumor that the new film was titled
SINBAD IN INDIA!). The film was finally shot
in and around Madrid, Spain, and Mallorca;
many of Rey's other projects had also been
shot in those localeas, 8uch as the original
SINBAD, GWARGI, and 3 WORIDS OF GQULLIVER.

As a whole the film is a highly enter-
taining adventure, with better-than-I'd-ex-
pected performances from the cast (John
Fhillip Iaw, especially, was much better than
I'd anticipated), and an amusing, light-heart-
ed script from Brian Clemens which is high-
lighted, of course, by a couple of spectacu-
lar animated sequences of which Ray can be
proud.

I was amazed that the film came out as






good am it did, considering what a hack Gor-
don Heseler has proven himself to be; his di-
rectorial talents are positively non-exis-
tent, &and it is to everyone else's credit
that they overcame his lack of skill.

Ray uses every trick in the book %o con-
Jure up his cinemiracles, ranging from de-
tailed miniature temples, traveling mattes,
split screens, and animated people to rear
screen projection and water tank effects, all
utilized to the best advantage of the budget.
And he does some fantastic things, let me
tell you!

The 1958 SINBAD was unique in ite selec-
tion of animated characters and sltuations,
starring a one-eyed, horned cyclops; anp im-
pressively gigantic flame-belching dragon; an
outsized, two-headed Roc (and 1ts npewly-
hatched chick); and most memorable of all,
the dueling skeleton warrior with which So-
kurah almost succeeds in terminating our
hero's adventuresome life. These, along with
numerous well done, non animated visuals (the
shrinking of Princess Parisa, -+the appearance
of the Geni from the lamp, etc.) made TTH
VOYAGE a spectacular, ocolorful feast for the
eyes apd Imagination.

GOLDEN VOYAGE carriesa similarly impres-
8ive array of creatures, including:

The Homunculua: a emall, bat-winged
creature designed In such & way as to be
embarrasingly similar to Ray's unforgetable
Ymir in 20 MILLION MIIES T0 EARTH. For same
reason the decision was made to follow the
earlier concept, with a few additions and
alterations, rather than troubling to come up
with a whole new creation. The animation
turned out to be superb, and more than com-
pensates for <the resemblance +to the earliar
character. In the original sketches the head
was more man-like and the tail much longer
than was finally bullt -- two changes which
did not make the creature asm effectively
unique, aa it would have besn. I am very
happy, however, +o eee Ray exploring new ap-
proaches to ani-characters im +this film,
such a8 using the small homunculus to spy for
the evil magician. To survive, animation
must explore new areas, must generate pew ex-
citement. People are tired of dinosaurs.

The Centaur: the most often-seen stills
of the film are of this model doing dastardly
things to Caroline Munro or J.F. Iaw; I only
wish the model had been up to Ray's usual
standarde of excellence -- and by this I mean
that I wish +he centaur would have had a
powerful musculature to give him the power to
do the feats he does and +that his face would
have had the character and personality that
the earlier cyclopian horror in 7TH VOYAGE
had. The animation of the Centaur ie =o slow
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and delibarate as to be unnatural, not as
kinetic and loose as most of Ray's creatures.

The Hiva: the G-armed statue that comes
to life, does a dance, and then battles Sin-
bad, 1z the most lmegimative ani-character to
come along in quite awhile; its appearance is
unlike anything else ever done and the anime-
tion is magnificent...utterly inepiring. The
model has a beautiful stoney look to it, and
Aespite 8 few visible meems, may well become
one of the unforgettable Harrybausen crea-
tions.

The Gryphon: & marvelous beastle, ripe
for animated 1life, though its full potential
is not realized in the film. It just ambles
out of & cave and does battle with & centaur.
The more I ses of this model the more I 1like
the taxidermy work on 1%, +though I wish that
it would have been more unevenly colored than
ite overall goldish hue. I would also have
Lliked to have seen the creature fly and thus
open up the possibilities for a really dyna-
mic confrontation between the +two mytholo-
glcal monsters, with the gryphon buszing the
centawr from overhead, and so on. When I
saw the first atills of the battle between
the creatures, I felt that 1t might be awk-
ward to handle two 4-legged critters and make
their fight look convincing -- but I'm happy
to say that the firal combat fulfills my
every wish for balance and naturalistic move-
ments .

The Siren: One of the most dynamic se-
quences the film offers features +the Siren
Figurehead of Sinbad's ship, which is endowsd
with life by crafty sorceror Koura (Tom Baker
in & fine performance) for the express pur-
pose of siealing a nautical chart from Sinbad
for Koura to use to his evil ends. The anims-
tion of the Siren is brilliant; it walks with
a8 halting, uncertain gait, its limbs moving
stiffly as though it really 1is under the
mage's control from miles away. The sequence
is made all the more impressive by appropri-
ate creaking-woed sound effects. The color
control on the background plates is some of
the fineat in the film, and the whole se-
quence is in the best tradition of Ray's spe-
cial "magic".

The film i8 not perfect by any means, but
it is a far cry from the junk that has degra-
ded the fantasy genre for years. Now that
stop-motion animation has again produced a
big money-maker, (as XONG did in '33 and TTH
VOYAGE did in '58), let's hope that some pro-
ducers with good sense will decide to break
away from the "prehistoric drama" formula
and that they will follow in GOLDEN VOYAGE's
lead by making some first-rate fantasy films
highlighted by a perfect marriage of story,
cast, visuals, etc.

Or am I expecting too much??7?

Wi 3 FE S # e

Mark Wolf, aside from being an author of
numerous articles on films for various maga-
gines, 1s involved in the specilal effects

siness fulltime. He and his partmer, Zr-
nest Farino, have done various jobes for their
local television commercials, model building
for amateur films, mask and miniature work.
They've also worked on one feature, FORCE:IN-
FINITE.
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WHO KILLED KING ¢

The EONG films, it seems, chare thes same
fate as the more recent FPIANET OF THE AFES
and DR. PHIBES thrillers: their respective
themes have been grossly and remissly over-
worked. The originel films, KING EKONG and
S0N OF KONG, were immediately msoclaimed clas-
gics, while the 1later f£ilme but served to
dull and cheapen the success of the first.

The first two KONG movies -- EING KONG
and SON OF KONG -- are filme which, to this
day, remain unsurpassed in their effective-
ness. Few movie buffs can watch King Kong's
valiant but futile battle atop the Empire
State Building sgeineat the planes or "ILittle
Kong's" attempts to save hie Beauty from the
approaching waters which are swallowing his
prehistorie Skull Island and not feel a lump
rise in_their throats. While the later Japa-
nege-made films -- KING KONG V8 GODEILIA and
EING EONG ESCAPES -= are but bad apd tasste-
less attempts to cesh in on the success of
the original RXO productions.

ETNG EONG, the 1933 classic starrimg Ro-
bert Armstrong, Fay Wray and Bruce Cabot, is
unquestionably the greatest giant monster
film ever made; it could, in fact, be right-

fully called the “granddaddy" of all such
films, Willis O'Brien, the greatest animator
of all, did the special effects and Edgar

Wallace and MerianC. Cooper wrote the screen-
play. It ies an impressive and dramatic film.
It's flaws are few, mainly in plotting and
overacting; but these, onoce the fans become
involved in the action on Skull Island, are
Soon overlooked or deemed imeignificant. Ro-
bert Armstrong as DTenham seems 4o radiste an
aura on the screen which mekes him overshadow
the other characters; Fay Wray, as talented
as she is beautiful, wins the hearts of map
and beast alike; and Bruce Cabot, the hero of
heroes exhibits some of his finest acting,
out done only by Armstrong and King Kong him-
self!

Shortly after EING KCONG hit the theatres,
REKO followed it up with a delightful sequel,
SON OF KONG, also released in 1933. Again
Robert Armetrong portrays +the incorrigible
Denham. This film takes up where KING KONG
leaves off. It views almost like an improved
reméke of the original; only TFay Wray and
Bruce Cabot, in fact, are missing from the
cast of KING EMNG, The speciel effects --
particularly where Denham and

in the =cenes

LEFT:

TOF RIGHT: Eing Kong battles vainly a-
gainst the airplanes from atop the empire
etate building in the closing scenes of
what has become the most classic of fan-
tasy filma.
the "Beauty apd the Beast" costume.

RIGHT: Kong, puzzled and frightened by this new sensation of pain, caresaes
his wounds;
the rappaging Kong has found them;
through the fog as the men row across & river on & makeshift raft.
Underscored by a magnificent crescendo of Max Steiner music, King Eong
makes his first appearance, claiming Fay Wray as the sacrifice the patives
have left; Bruce Cabot embraces Fay Wray after Kong has fallen to his death
in the streets below.
photograph.

KONG?=

by Loay Hall

CENTER: Fay Wray, wesring

Bruce Cabot comforts Fay Wray inside the hotel room, unaware that
A prehlistoric brontosaurus looms ahead

Kote the top edge of the backdrop visible in the
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Little Xong" is amply frustrated during the light-comedy mo-

L0NG, & cute, thoroughly entertainiong film, which, by no means,
equals th gndeur and sheer ma jesty of its predecessor. It remains, however, & very
enjoyable movie. In a very atmospheric shot, Kong lifts up the fallen tree on which
the sailors are trapped and tosses it aside. A sea momster arises from the depths in
SON OF EONG. "Iittle Fong" gaszes in anticipation as the wound on his finger is fixed

by the humans. RIGHT, TOP TO BOTTOM: A Japanese publicity atill from EING EONG ESCAPES,

notice the detail given to set decoration -- then notice the realism given %o the
monsters! costumes. Toho-Kong fites with an enraged rubber serpent, saving our heroes
in their mini-sub; from KING KONG ESCAFES. "Little Kong" peers out of his cave as the
humans gaze in awe. Kong battles the pteradactyl who attempts to steal his "beauty"
(Pay Wray). CENTER: Oue of the more realistic scenes from EING KONG VS GUDZILIA.




IEFT T0 RIGHT, FROM TOP: Kong battles the airplanes in
the original film -~ a scene which gave more characteri-
zation to the creature in those short minutes than Toho
EIHG EONG V5 GODZILLA: Kong is

Note the toy people.

ever did in four hours.
carried away by balloons.
Willis O'Brien's best creations, the Tyrannosaurus from
Toho's Meohani-Kong climbe the symbolical
Godzilla demonstrates his

tower in KING KONG ESCAFES,
logical battle tectics in KING KONG VS GUDZILIA.
photograph which demonstrates the intelligence and reali-
8m given to KEING KONG BSCAFES, Toho-Eong runs through

SON OF EONG: "Little Kong" investigates.

‘the heroine (played by Helen Mack who, cur-
tousls resembles Mi=s Wray) are being chased
by & dinosaur, and where "ILittle Kong" bat-
tles a giant lizard in the treasure cave --
are, I believe, far superior to those in EING
KONG. (But, then, I admit my prejudice; SCN
OF EONG is my favcrita of the EONG films.)

(It is amueing, I think, to note how whe
fapns and critics seime upon one of the two
initial EKMNG filme +o condemn it is always
SON OF KONG. And the humorous thing sbout
it is that SON OF KONG is modeled, in plot-
ting and acting and pace, ulrectky after
KING ECWG; so whem +they tear down SON CF
KONG they are, Ilikewise, tearing down K
KONG (which they praise as being so super
The only notable difference 1n the two is
that SO OF EONG was intended to be humorous
whereas KING KONG only possesses hints of it.
Apd +thig -- humor in & monster f£ilm -- i=
looked upon by feng and critics alike with
deasdain.)

Then, in 1963, Toho (a capable Japaness
£1ilm cmpany) released a new King Xong movise,
KNG XOHG VS GODEILIA. This film 1is 'b}' far
the worst of the XONG filme. It ie plotles=s
and luwdicrous in the extreme, Whers hj_.
SON OF KONG imployed humor with great suc
cess, KING KONG VS GODZILLA im so steeped in
it thet <the film looses all semblance of
seriousness! And moet of the Kong-Godsilla
battle scenes are reminiscent of earlier Toho
productions, and the scting (even by Japanese
stapndards) is terrible. All in all I rate
KING KONG V& GODETLIA as the worst pisce of
r..all.llniﬂ g‘arhau,e I've ever seen -- and I've

In %G King Kong (who hes become
Clowm since Toho wused him) returned in
more bearable u‘t 1ittle better flick called
EKING EONG ESCAPES The film, wherein King
Kong bettles his rohat duuhlu, stars Rhodes
Reason Linde HMiller, Mie Hama and Akira
Tekavada, It is a little better than KIVG
KONG VS GODZILIA, but cannot (even Joking
be compared %o either of the REC filma,
acting is fair (Rhodes Reason and Lipda !
ler did their ©best to salvage at leaat
portion of the film) and the plot,
believable, is interesting,
tho, +this film, 1like KING EQG W

was only produced as a money maki
a:\d wasa r‘va': no serious thought

g

EING KOG, then, was an originel and fas-
cinating creation "im 1933, and not ev
sequel could subtract from ite Success;
time and indifferent misuse at the unfeelin
hands of Toho has, 1like Beauty, killed £
Beast. Had Toho (a company capable of malki
good filwas -- ag their original RODAN a
GODZILIA prove) taken serious interest
thelr tfagks and not permitted money to be
their sole objJective in nﬂkl':lz these two
KNG films, EKING KONG V8 CODZILEA end KING
HKONG ESCAPES might have become two axcelle
iima, But +they did not. S0 now all Ko
fans can do 18 look back to the RIOD prod
tions and ignors the werk of IT'sho, the on
who killed EKing Kong!

Toay Hall, ae well a8 being an ardent fan
of science fiction and horror/fantasy liter-
ature, is also the editor of VISHNU, a gen-
zine, apd PUSAD REVISITED, a one-shot publi-
uation devoted to author L. Sprague de Camp,
which 12 available from him at 210 W. Flo-
rence, Blackwell, Okla. 74631




AN EDITORIAL OPINION: 2001

by Ernest D. Farino

it the release of 2001: A SPACE ODYSSEY,
ag made of the apectacular visual ef-
-- apd rightly 8o since they were in-
quite incredible. Put the press, and
fans, were quick to hoist the filwm atop
destal, quite literally "worshipping" the
film and proclaeiming it es a Unique Innova-
on 1in the eyes of Man and the history of
the Cinema. The plot has been the source of
(é1lmost) violent controversy, 8o that aspect
of the £ilm will not be deslt with here (how
many times have you heard it all before any=-
1 But opinions regarding the special ef-
fects and +technical aspect of the production
have &8 more concrete basis, and the viewpoint
supporting the film's technical "uniquenesa”
is something that I don't particularly agres
with.

Amittedly, I too waz once awed at its
(apparent) megnificence when the plcture was
firet relsased and was right there along with
gveryons alss at the foot of the pedestal,
blinded by the wvision above. However, ag 1
became more aware of svailable motion pleture
epecial effects techniques, and gradually be-
came to ba 1inveolved in thie field on a full-

i

d
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time basis, ths "lustre" ©began to .
Finally, upon re-reading =some of the pub-
lished articles on the technigues after a

long pericd of time, as well as viewing ithe
film sbout 235 more times, it suddenly dawned
on me (much like, I suppose, & prominent ape
in the picture) +that the effects techniques
in the £ilm sre not really that extraordinary

for their unigueness.
And here %m distinction is made: virtu-

8lly nothing in 2001, again from a technical
standpoint, was done for the first time.
Rathsr, a great many tThings were done on &
lﬂrfnr gcale than ever before, resulting in =
ptriking first-generation quality look that
tended to overshadow +the origin of the pro-
ces8 in question.

The front projection system used ir
Dawn of Man sequence, for example, was
origineted in the sarly fiftiea apd, =at
time, a great deal of resesarch was undertaken
by the Motion Ficture Research Council -
termining ite effectiveness. A fow
after this, a fellow named Will Jenki
writes science fiction under the pseudo
Murray leinster) patented the process it
capaclity as an inventor (howaver, dus to
previous work by the MPRC, <the validity
the patent is questionable and many prod
tiona have since utilized this process).
main drawback to the technigue at that ti
was the lack of @ highly reflectlve narrow
Tenge ocreen, although +the tasic technique
vas utilised in such films aa THE BEAST
20,000 FATHOMS and many "B" plctures of
decade.

The introduction of the highly reflective
"Scotchlite" screen by the 3M compeny in TE-
cent years caused oquite a boom in front pro-
jection work, wutilizing the principles of
45% semi-transparent bDeam-combinin
which serves to unite the i
and camera onto & single ical pa
screen reflects almost all of the 1i
king it directly back to its source, a
mirror alignment creates the effect
projector Tei‘thnr motion plcture

T

located "inside" the camera. This results
in optimum brilliance and picture quality as
opposed to rear projection, in which process
the projected image is necessarily diffused
through a translucent ecreen rather than re-
flected off of an opague one.

Put regerdless of the technicalities in-
volved, the fact remeins that front projec-
tion work had been d prior to 2001. HKu-

»ick's innovation was incorpors g the pro-
» @ mach larger scale, and &
specizl effecta team to overcome
obstacles and problems in producin
hardware. Since 2001, ths proc

the various
pecessary
5, ona

levels, which prevented the "dark side" of
the mcdels from washing out (as would hawve
been the case had a great deal of light been
used in order to force depth of field). These
shots were then meticulously hand-matted for
combination with star or planet backgrounds,
snd all scenes were hroken down into the
three b&w seperation masters. This last step
allowed for the addition of each color &s a
single step, resulting in refined color bal-
ances and definition. (The weirdly colored
landscapes &8t the end of +the "Stargate™ se-
were accomplished by printing the
in the incorrect sequence through

2 been used successtully in
including THE ] I'LE OF
DARE, and THE

ects included in 2001
rly earth-shaking were
in general, due to the tre-
of the images, absence of
lines, and, egain, an adpira-
ion" 1look. But there's
secret to the whole bua-
large modelas (made extrs
exacting detail work) were
v 8low film speeds, pro-
oving, extremely geared
pport systems. The advan-
nooting at up to four seconds per
m was to create an alwost infi-
of field, which kept the entire
eritical focus at 811 times.

end
end &

f1ltera).
80 agein, the above +techniques are not
really wunigue, but (and here's +the catch)

they're extremely expensive. Moot producltions
can't afford to go the color-separations
route simply because it's too expensive. And
the whole business of hand-matting all the
elementas 18 really extraordinary: the tech-
nique itself is nothing besically new (even
amateur special effects buffs have tried
hand-drawe travelling mettes now and then)
but its use in this film should &t least be
considered highly unusual...

The meost apectacular
coneisted of +the Star
quence. The planes of infinats, traveli
light were certainly mind-boggling, but in
view of the fact that the slit-scan technigue
is almost "old hat", and with regard to some
of the more imaginative uses with which it

has been employed, the Star Gate seguence al-

effects, however,
Gate 8lit-scan Ee-




most becomes a bit "mild." The slit-secan
technique was originated many years ago by
gexperimental filmmeker John Whitney as an
offshoot of & scanning technigque populsr in
8till photography. (The basis of the tech-
nigue i=: @& thin s81it, extending the length
or widih of the frame, scans scross the frame
erea, exposing the artwork -- or whatever --
behind 1t onto the film. If jJust the slit is
moved acroas the frame, then the originmal art
scens will be reproduced. If, however, the
camera is moved in relation to the slit, the
image will be distorted: as the camera moves
c¢leser, the image becomes larger. The resul-
ting effect, aes used in 2001, was {o have
planes of absiract design "stretched" acroas
the frame so thet the images at the edges of
the screen appeared very close to the viewer
and the images at the center appeared at "in-

finity." Movement wae introduced by meving
the artwork behind the =slit at the time of
exposure ).

Additional work by experimentel filmmalker
Jordon Belsen in the early sixties preceded
Trumbull's 2001 rig (Whitney's was mounted
on an animation stand, while Trumbull's was
mounted horizontally). It 1is +this effect
which hes most contributed +to the falliecy
that +he techniques utilized for 2001 were
almost god-like. But as anyone willing to do
the research will find, the process has been
used extensively before apd continues to be
used in many applications (the most recog-
nizable being Trumbull's own work for ABC-TV,
although other commercial firms, such ag the
motion picture depertment of Iing-Tempoo-
Vought Aercomautics im Dellas, which has &
vertical setup has used +the principle for
technical/induatrial work).

My remarks in this paper will probably be
mis-construed: et no time have I intended to
undermine the work in 2001. I am one of the
first to suggeat that the effects were of near
perfect quality. The salit-scan machine as
used in the production was a marvel of engi-
neering and electronice, and Trumbull, a5 well
a8 Tom Howard, Wally Veevens and Con Peterson
are to be highly commended for the apparatus
that they were able to design and the effects
that they were to produce, the intricacies of
which have only been superficially suggested
here. My &ole intention, at the request of
Rapdall Iarson, haa been to point out the one
fact that is often obscured when people dis-
cuss 2001: mnothing in the filwm, from & tech-
nical standpeint, was entirely new or unigue--
every process and method hes a precedent. They
were able to achieve a tremendous high quality
in the effects work, but this was only possi-
ble because the special effects budget exceed-
ed $6 million end the personnel involved were
given guite a "free hapd" with the work: the
chance to de and re-do everything as many
times as necessary to produce 2 "perfect" re-
sult. T maintain +that any production could
achieve such results if mwade under the same
eircumstances. 2001 was unigue in this re-
spect,

Erneat D. Farinoe 1is the editor of FXRH,
a very gool fansine devoted to mpecial af-
fects genius Hay Harryhausen, which is avail=-
able from him at 3030 Ellen 8t.; Irving, TX
75060. Erunest is also 1involved in the spe-
cial effectes business with his partner Mark
Wolf. They have done various work on tele-
vision commercisls, amateur Ifilms and one
feature (PORCE:INFINITE), prwidizg special
effects, model-work, minlatures, a similar
needs. (FXRH coste §1.50
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The Japanese Fantasy Film Journal 15 the only
fanzine of its kind to deal exclusively with
fantastic films from Japan. It has spent the
last six years publishing news and information
on the current Japanese fantasy cinema, as
well as extensive, in-depth critiques of past
productions.

An 8ll-offset publication, JFFJ alsg fea-
tures fanszioe reviews, letter column, photos,
and artwork by & numbsr of +talented artists.

The =upcoming issue, #11, will include the
conclusion of an extensive filmbook and review
of GHIDRAH, THE THREE-HEADED MONSTER; "The
Superhero," & look 2t the Japanese superhero,
including Starman, Ultraman, Prince of Space,
Goldar, and others, in feature films and tela-
vision; currsnt Japanese fFantasy filmaking
newe, an article on blue-screen +{raveling
mattes, and more.

Advance orders are now available for 75¢ per
copy . Publication is tentatively planned for
late summer or fall, 1974. (All back issues
are sold out, and subscriptions are not avai-
latle due to irregular publicatlon scheduls.)

Reserve your copy now, make checks and money
orders payable to:

Greg Shoemalker
5235 Collingwood Blvd.
Toledo, Chio 43610




EUROPEAN NIGHTMARES 1y rady c. Bertin

(Belgium)

CONTES FANTASTIQUES
(FANTASTIC STORIES)

Durins 1967-1969, the RTB (French-speaking
distribution web of Belgian TV) brought their
viewers a series of 12 short films undexr the
goneral title "Contes Fantastiques" (Fantas-
tic Stories). The filme were all produced
tween 1965 and 1968, with the aid of French
v and a long list of cultural assoclations,
and based on stories by Belgian authors. They
were all French-spoken, sometimes even heav-
ily accented, and famous singer Jecques Erel
introduced the serise to the public thoug
heeven knows why he has asked fo Inat job
The effect was the same as if Fr
would heve introduced a late =n
show .

They started with 1L'Homme Cu
¥Man Who Dares), based on & =2hort
Jean Ray, published originally i
collection "Iles Cercles de 1l'ap
Circlea of Terror). In the nel
small isolated village imn F
igland surrounded by moors.
pearances  of men and beasts
fearful rumors among the imhs
there is only one witness; a
o paw one of his friends run
island, as if trying to escape
fiend. A wandering stranger, Hill
fers to exorcise the unseen i
for one hundred florins and the pem
#igh with dynamite on the island,
which 1is otherwise forbidden
Alone he goes towards +the island,
nights later explosions are heard.
day the wanderer comes back, Seemi
glder. He speaks in provete to
master, saying "Years I have Boug
when I found, it was too 1lat
about the devil on the island.
wae here, behind you, when you
about fishing with dynamite.
safely to the 1island now, ¥your
over. Mine is only beginning..."
ing, he leaves them. When th
island, shock and horror await
other dead beasts end fish, +
explosive-torn-apart torso of s&n
f£ish, apd also the cruelly mengled
a women's body. Only the head
tact, the face of the most Gea
girl they ever glimpsed, encir
long, golden hair, The climex of th
nal story -- that the girl is a sirem,
course -- is never fully clear in the film,
ag we got glimpases of the girl running o J
lege. The satest fault of this film I

b ]

i5tisn Berbier in the "L'Homme Qui Csa" (The Man Who Dared)
e of Contes Fantastiques, a french-speaking anthology

on Belgian television. This episode was based on a

ort story by Jean Delire, Belgium's most popular writer of

orror stories. (Photo courtesy of Danny De Iaet and the

Antwerp Film Club.)

collections of horror Bto- and meid, dies but finds out that he has died
ave of the Toads, The Wa two hours +too Boon, and he'll have to spend
CCTUrnAl LerEmony. a that remaining time on wearth as an invisible
Teaturingz & Gothlc cas%tle, presence. J.D. Colmant wrote the screenplay,
vault where the sarco- which shows us how Breggins spends his laat
who died in 1600 just be- two hours taking 8 look &t his heirs and

sver, is talk, +alk and talk. Cf course it laced. A young man and P‘{‘iﬂglﬂﬁ his business on earth up to point.
ien't easy to make a 45-winute film out of a castle for a hunting Directed also by Colmant, produced by Pierrs
10-page 8tory, but the screenwriter could ord tries to impress and levie, montage by R. Perrault, camera by B.
have avolded & lot of muperfluous dialog et, much to the dislike Sentroul, with Pierre Dermo, Prancoise Oriane,
The eerie atmosphere of the bhaunted moors, e tells the legend of the Kelly Corbusier, dJape Max and Georges lam-
eternally hiding in +the fog 18 carefully o won't find reet until she bert in the leading roles. Produced in 1366,
nendled, and in the film we get flashee of In the night, the Lord meete We switch back to the work of Jean Ray
the necessary ingredients to solve the puzzle the hall, whom he makes love with Ia Maison Des Cicognes, or Storchhaus as
purselves: 8hots of the running girl, & + 418 hie guest. In the morning, it wh@ Zirst published {'Eha Houee of the
telling of how the sea once broke in to the finde the girdle of a woman's Storks). Producer E.G. de Meyst did a good
zoore just before the disappearances started. with him, &nd mekes a @8cene in Job with this tale, also one of Ray's best
Fernand Tack's photography is good, but often of the female guest, who as it turns short stories, treating & classic subject
too dark, too obscure, especially the last spent the night with her boy friend. matter; the house possessing & Soul of 1t
shot of the dead siren-women's face, half nding at last, the older woman graba own and in thie case an evil ons. The very
checured by leaves. The image gives a short ifle and runs to the vault, where walls of Storchhaus are saturated with evils,
izpression of unearthly beauty, but the ef- shooting at the sculptured woman encient sorceries and hideous crimes commited
fect doeen't last. e sound-effects of sarcophagus, the image which seems to thers. We are in Hildesheim, 1800. Capta

re Notte are hardly worth mentioning. at her, no longer a ‘-rir%iu_, having Flanders (played by ILouis Verlant) 1i
ilm was directed by Jean Delire, and pro found her final rest at last. Thils 29-minute alone in his Tower Mahaut, where he expe
i by Pierre Ievie under the supervision of film has some very fine photographic amgles, mente with chewicals. An encient mariner

~ Welis in 1966. MActors are Oh . the work of F. Geilfus end J. Bechhoff, while pun  intended) visits him and asks him

bier, Quentin Milo, Iilinsky, the ileading parts were ascted by Gisele Ou- solye the mystery of Storchhaus. As if
lenack, Nele PFaxinon and TDaniells dart, Nadine Forster, Tucien Salkin and Yves out in a very oreepy f£ilm, +he house i
the girl. Strangely enough, &t the 7 Iarec. The film was directed by L. Dercisie vempiric entity, which feeds on the flssh

ik and produced by Flerre levie, with a musical blood of those who enter i%, and in ret

tional Pestival of the Belgian Film 1

wer 1966 W e first za & score by J.C. Baertsoen, &und montage by De- produces payment in gold coins for tho

-:EB?ZBEL 3?_1,';, ;;d ggaﬁh ﬂwi:a'ip?;:gksrouﬂ _ roisie and levie. Deroisies and J. Harpmaun are, get people to enter Storchhaus. Other act

he masic was due o Y. Dailly, montagse by however, responsible for making the story are Gil lagay, Menoque Gary and Nadis G

E. Van Cutsem, while Jean Delire sdapted the very confusing with their sdaptation %o the Again Jean Ray, w.r:th one of the loi st

original story to the screem. seresn; too much must be guessed by the view- stories of the lot: Ultra Je T'Aime tra,
Thomes Owen's Pitie Pour I'Cmbre (Pity er, and again there is 8 lot of unnecessary I Love You) based on his story To_Tour deco-

Tor @ Shadow) was ne omaE Owen 18 a dialogue. Produced im 1966. chon (A Dirty Trick). The title comes I

Belgian writer, who nrr;inly writezs for the Again a Thomas Owen 8tory with Ie Testa- an ldiotic tune which runs

e 1 d 1 ities for somethi
French public. He had many short stories in ment do Mr. Brs;ginﬁ (The " Testament of M. 411 the opporiun for o«

1Fic:£$np (The French 1-'3&:??3’ and Mystere (The Breggineg ). ) s rather poorly-done fan- special are D\rese“uf- yet the ras
French Ellery Queen's Mystery E"ﬁu—ga-s'{n'_u} and tagy, Breggins, living alone with his sister is a complete idiocy. Jo (pla



Touka)} 1s visited by an old friemd, Gran
Mallorey (Frederic Iattin), whose sister Kele
(Wadia Gary) Jo has been in love with. Gran
asks Jo to kill him, because he is haunted by
e very singulat nightmare: in this dream Gran
is in a large kitchem, whose walls are plas-
tered with old newspapers. Gran's mothsr
(Suzy Palk) 1is making breakfest, while his
sister Nele is singing 8 horribly bad tune,
"Ultra Je T'Aime." But both Nele and his
mother have been dead for years. Jo kills
Gran at his request. Iater, while on & jour-
ney he enters a forest and hears someone
singing 4inside en abandoned building. He
enters 1its cellar, and Nele and her mother,
and now even the dead Gram is there. When Jo
looks back, doors and windows have disappear-
ed everywhere; he hes entered their twilight
world completely. He +tries +to persuads
Death (who eppears in the form of a servant
of the local gas distributor) that he doesn't
belong with them, and manages to escape toge-
ther with hie beloved Nele. But when they
rest in the forest, and he turns his head
away from her, HNele is gone, and he hears
only her singing in the now empty building.
Patrick Iedoux directed +this story which
seems emsy when reading it, but on the soresen
comes out a8 a confused mess. Camera
Freddy Rents and Jacl Ieluop, stupid musica
score alsc by Jledoux. Produced by FPlerre
levie, assisted by Francoise levie. The sym-
bolism is lost in the idiocy end absurdity of
how it is presented, and even the tragic pow-
er of the ending is broken by having it n
out a8 a stupid joke.

Agein Thomas Owen, this time with & bet-
ter story, Ie Voyageur (The Traveler),  the
strange Btory of ké‘r!ciﬂ (Sinis Servaes), &
woman in her late thirties who spent her life
in a wheel chair, both her legs being
lame. Eyery dag. the butler, Frans (Iouis
Mercy), walls er in +the park, where she
seems to wait for something wonderful, some-
thing impossible +to happen to her. One day,
the traveler (Andre Ernotte), & stranger
without a name, without a past, arrives, and
sirange memories awake in Patricia's mind.
S5he becomes convinced that the traveler, and
@ child which she saw crushed wunder the
wheels of a train, are the same. Francoise
Levie produced +this one, with Olivier de
Saedeleer in the part of the child.

Another good adaptetion was based on lLes
Gerdiens dufimetiere (The Cemetary Watchman
besed on Jean hay's les Gardéegﬁ (The Guards
which was publish n oL in grave
(Berkeley Books, 1965). Andre (Quy leclarcd)
is without & job &nd also without money. Fi-
nally he obtains a job 8s a watchman in an
old castle. No hard work, good food and good
pay, what more can he ask? Hpwever, he finds
himaelf awakening tired in the morning, and
yery weak, with a small wound on his throat.
It couldn't have been made ac a ioka by the
other guards, Ossip (Jean Mussin) and Velit-
cho (Imcien Froidebise), could it? The rest
of the story develops along the classic lines
of all vampire stories, featuring an esged
countess (Claude Grandclaude), a tomb, efc.
Christian Mesnil produced <this &tmospheric
1little horror yaru.

The finsl Jean Ray adaptation -- he isn't
Belgium's moet published horror suthor for
nothing -- was le Choucroute (the famous Ger-

map food ‘'SausTiraut’). An old dealer in

books (Maurice Schwilden) is presented a free
ticket for the railway by his friemd (Pernand
Ieane), and so starts a fantastic trip in
company of another traveler (Jacquee Lippe),
which bringe the two into a house in another
S s 11y unkn & Tell
practica unknown story g1l me
Doctor, by Erick Uytborck was aﬁep%ed by Jean
Ferry and Patrick ILedoux for the screen in

Noces De P 8 (Feather's Wedding). Basu
mo rnhard ) telephones his peychiatrist
Kupissonoff) and +telle him a very strange

st,or{ about am abandoned church, an wunresl
trial and an even stranger wedding cs:'emon,jv_,
in which he married & beautiful young girl.
There are memories of a short period of hap-
piness, but then Basu is left alone with his
memories and a plume.

The psychic power over life and death has
often appeared in fantasy stories, and Jean
Ie Paillot used it in a radioplay, Le Futur
Anterieur (The Past Future), which wed adapt-
[ ¥ rector Jean-Jacques Feche as the next
film in the series. Director Gemiat (played
by Andy Vean Gendt), while working on & film,
discovers a strange colncidence. During e
gpecial scene, ha tears the picture of a fa-
mous boxing champion, and later hears on the
radio that the real champion died exactly at
the moment he tore his picture. His unrest
begins when he remembers that just before, he
destroyed 2 picture of his wife for the plea-
sure of his miastress. Wife and mistresa are
portrayed by Nena Nonovitch (Helene) and Mar-
tine Bertrand (Wanda).

Simple Alerte (Simple Alarm) is the story
of a sma ustrialist who is too much of a
dreamer, and not snough of & businessman to
save him from failure on all accounts. His
partners leave the 'sinking ship', his wife
deserts him, and all seems lost. Yot he
doesn't seem to care. Jean=-Louis Roncoroni
adapted it from a story by Marcel Thiry, Jean
Delire produced the film, which starred Jean-
Marie Detlin, Marc Audier, Irene Verdal and
Yvan Badel.

Thomas Owen 15 again with us, &8 the last
two films are based on his tales. Hon-Lieu
(Nowhere Place) was directed by Michel Sitam-
eachkin and starred Georges Bassair and
Georges Randax.

Ia_Princesse Yous Demsnde (The Princess
Asks to See Tou one or the betier f£ilms
in the series, with a reascnably clsar story
(though at the ending again the viewer haa to

eS8 too much what has happened), a very
ine musical background and excallnntl{ BXE -
cuted photographic angles. Hormen (Gimsni
Bapusito) 48 a world famous violin player,
who lives in continous dread that some acoi-
dent might £all on hie cherished hands. Dur-
ing a concert, a beautiful young woman keeps
staring at him, end he sees her again on
other occasions. Some time later, he is in=-
vited by the Princess Rolmsi (Danielle lenie)
to besher guest at the castle. Ths Primcess
turns out to be +the woman who watched him,
and all her lovers have given her that which
they valued most. Hormen falls completely in
love with her, apd, slowly, understanding
dawns on him what he will have to give her in
return for her promised love. Jean Dalire
directed this bizarre and frightening yarn,
which alsp starred Claude Etienne and Amedee.

Thus the series was brought to an end,
unfortunately and fortunately at the same

Maurice Schwilden gaszes longiongly at a plateful of sauerkraut
in the televicion adeptation of Jean Delire‘'s "Ia Choucroute"
for the Belgisn television zeries Uontes Fantastigues. (Photo

courtesy of Danny De Iaet and the Antwerp Film Club.

1 distor

sﬁiy background music.
are some DBelgian authors who now have a few
more gray hairse after seeing what had been
done with their etories.
the fact that the series had come into exis-
tence shows that finally there is some kind
of ipterest in the {ield of fantesy asnd the
macabre, and that even literary interest in
them exists from cultural centers. As a
whole, however, the series is -- at least to
the horror add

faw of the films worth seeing, the majority
being & lot of trash.

time. There were a few of them who were
worth watching, but meny of the others mixed
unbelievab ljr.\m:t' camerawork with lousy act-

and confused screenplays and
Very probably there

On the other hanmd,

iet -- a failure, with only a

Cinel'an 2:
an article on JIM DANFORTH
by Mark Wolf, illustratated
with behind-the-scenes
stills
THE SCREENWRITING OF
ROBERT BLOCH by Jerry
Weddle
THE MOVIE MORALITY by
Mark Verheiden
Part Two: A ROMANTIC’S
VIEW OF THE TOHO LE~
GEND by Greg Shoemaker
FANTASTIC PLANET by
Jerry Weddle
THE WOLFMAN - a discussion
of the film character by
Loay Hall
CHECKLIST: PERFORMERS
IN THE FANTASTIC
FILMS - 1950-1960 by
Howard Clegg
An Interview With Assistant
Director IRA ZUCKERMAN
Publication date is unset,
but for you folks with lotsa
patience, advance orders
are being accepted: send
$1 to FANDOM UNLIMITED
ENTERPRISES, Randall D.
Larson, 774 Vista Grande,
Los Altos, CA. 94022 USA.
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