




































































study your wife, how their attire is an
expression of each day’s mood and
hope, their good days, their days of
low confidence, their time of stress and
how it shows in clothing.

Lighting. Of course, the various
natural effects, the cross light of morn-
ing, the heavy flat top light of mid-
day—avoid it except for an effect—
the magic hour, so called by camera-
men, dusk. How do they affect mood?
Obvious. We know it in life. How do
they affect behavior? Study that. Five
o'clock is a low time, let’s have a
drink! Directors choose the time of
day for certain scenes with these ex-
pressive values in mind. The master
here is Jack Ford who used to plan
his shots within a sequence to best use
certain natural effects that he could
not create but could very advanta-
geously wait for.

Colors? Their psychological effect.
So obvious | will not expand. Favorite
colors. Faded colors. The living grays.
In Baby Doll you saw a master camera-
man-— Boris Kaufman—making great use
of white on white, to help describe
the washed out Southern whites.

And, of course, there are the in-
struments, which catch all and should
dramatize all? the tools the director
speaks through, the CAMERA and the
TAPE RECORDER. The film director
obviously must know the Camera and
its lenses, which lens creates which
effect, which one lies, which one
tells the cruel truth. Which filters
bring out the clouds. The director
must know the various speeds at which
the camera can roll and especially the
effects of small variations in speed.
He must also know the various camera
mountings, the cranes and the dollies
and the possible moves he can make,
the configurations in space through
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which he can pass this instrument. He
must know the zoom well enough so
he won’t use it—or almost never.

He should be intimately acquainted
with the tape recorder. Andy Warhol
carries one everywhere he goes. Prac-
tice “‘bugging” yourself and your
friends. Notice how often speech over-
laps.

The film director must understand
the weather, how it’s made and where,
how it moves, its warning signs, its
crises, the kind of clouds and what
they mean. Remember the clouds in
Shane. He must know weather as
dramatic expression. be on the alert
to capitalize on changes in weather as
one of his means. He must study how
heat and cold, rain and snow, a soft
breeze, a driving wind affect people
and whether it's true that there are
more expressions of group rage during
a long hot summer and why.

The film director should know the
City, ancient and modern, but par-
ticularly his city, the one he loves like
DeSica loves Naples, Fellini Rimini,
Bergman his island, Ray Calcutta,
Renoir the French countryside, Clair
the city of Paris. HIS city, its features,
its operation, its substructure, its scenes
behind the scenes, its functionaries,
its police, fire-fighters, garbage collec-
tors, post office workers, commuters,
and what they ride, its cathedrals and
its whore houses.

The film directors must know the
country—no, that’s too general a term.
He must know the mountains and the
plains, the deserts of our great South-
west, the heavy oily-bottom=soil of the
Delta, the hills of New England. He
must know the water off Marblehead
and Old Orchard Beach, too cold for
lingering and the water off the Florida
Keys which invites dawdling. Again
these are means of expression that he
has and among them he must make his
choices. He must know how a breeze
from a fan can animate a dead-looking
set by stirring a curtain.

He must know the sea, first-hand,
chance a ship wreck so he’ll appreciate
its power. He must know under the
surface of the sea;it may occur to him,
if he does, to play a scene there. He
must have crossed our rivers and know
the strength of their currents. He must
have swum in our lakes and caught fish
in our streams. You think I'm exag-
gerating. Why did old man Flaherty
and his Mrs. spend at least a year in
an environment before they exposed a
foot of negative? While you’re young,
you aspiring directors, hitch-hike our
country!

And topography, the various trees,
flowers, ground cover, grasses. And the
sub-surface, shale, sand, gravel, New
England ledge, six feet of old river
bottom? What kind of man works each
and how does it affect him?

Animals too. How they resemble
human beings. How to direct a chicken
to enter a room on cue. | had that
problem once and I'm ashamed to tell
you how | did it. What a cat might

mean to a love scene. The sumbolism
of horses. The family life of the lion.
how tender! The patience of a cow.

Of course the film director should
know acting, its history and its tech-
niques. The more he knows about act-
ing, the more at ease he will be with
actors. At one period of his growth,
he should force himself on stage or
before the camera so he knows this
experientially, too. Some directors,
and very famous ones, still fear actors
instead of embracing them as com-
rades in a task. But, by contrast, there
is the great Jean Renoir, see him in
Rules of the Game. And his follower
and lover, Truffaut in The Wild Child,
now in Day for Night.

The director must know how to
stimulate, even inspire the actor. Need-
less to say he must also know how to
make an actor seem NOT to act. How
to put him or her at their ease, bring
them to that state of relaxation where
their creative faculties are released.

The film director must understand
the instrument known as the VOICE.
He must also know SPEECH. And that
they are not the same, as different
resonance and phrasing. He should also
know the various regionah accents of
his country and what they tell about
character.

All in all he must know enough in
all these areas so his actors trust him
completely. This is often achieved by
giving the impression that any task he
asks of them, he can perform, perhaps
even better than they can. This may
not be true, but it’s not a bad impres-
sion to create.




The film director, of course, must
be up on the psychology of behavior,
“normal’’ and abnormal. He must know
that they are linked, that one is often
the extension or intensification of the

ther and that under certain stresses
hich the director will create within a
scene as it's acted out, one kind of
behavior can be seen becoming the
other. And that is drama.

The film director must be prepared
by knowledge and training to handle
neurotics. Why? Because most actors
are. Perhaps all. What makes it doubly
interesting is that the film director
often is. Stanley Kubrick won’t get on
a plane—well, maybe that isn’t so neu-
rotic. But we are all delicately bal-
anced—isn’t that a nice way to put it?
Answer this: how many interesting
people have you met who are not—
a little?

Of course we work with the psy-

cholody of the audience. We know it

differs from that of its individual mem-
bers. In cutting films great comedy
directors like Hawks and Preston
Sturges allow for the group reactions
they expect from the audience, they
play on these. Hitchcock has made
this his art.

The film director must be learned
in the erotic arts. The best way here
is through personal experience. But
there is a history here, an artistic tech-
nique. Pornography is not looked down
upon. The film director will admit a
natural interest in how other people
do it. Boredom, cruelty, banality are
the only sins. Our man, for instance,
might study the Chinese erotic prints
and those scenes on Greek vases of
the Golden Age which museum cura-
tors hide.

Of course the film director must be
an authority, even an expert, on the
various attitudes of lovemaking, the
postures and intertwinings of the parts
of the body, the expressive parts and
those generally considered less ex-
pressive. He may well have, like Bunuel
with feet, special fetishes. He is not
concerned to hide these, rather he will
probably express his inclinations with
relish.

The director, here, may come to
believe that suggestion is more erotic
than show. Then study how to go
about it.

Then there is war. Its weapons, its
techniques, its machinery, its tactics,
its history —oh my.—

Where is the time to learn all this?

Do not think, as you were brought
up to think, that education starts at 6
and stops at 21, that we learn only
from teachers, books and classes. For
us that is the least of it. The life of a
film director is a totality and he learns
as he lives. Everything is pertinent,
there is nothing irrelevant or trivial.
O Lucky Man, to have such a profes-
sion! Every experience leaves its resi-
due of knowledge behind. Every book
we read applies to us. Everything we
see and hear, if we like it, we steal it.

Nothing is irrelevant. It all belongs to
us.

So history becomes a living subject,
full of dramatic characters, not a bore
about treaties and battles. Religion is
fascinating as a: kind.of poetry ex-
pressing fear and loneliness and. hope.
The film director reads The Golden
Bough because sympathetic magic and
superstition interest him, these be-
liefs of the ancients and the savages
parallel those of his own time’s people.
He studies ritual because ritual as a
source of stage and screen mise-en-
scene 1S  an increasingly important
source.

Economics a bore? Not to us. Con-
sider the demoralization of people in a
labor pool, the panic in currency, the
reliance of a nation on imports and
the leverage this gives the country
supplying the needed imports. All these
affect or can affect the characters
and milieus with which our film is
concerned. Consider the facts behind
the drama of On The Waterfront. Won-
der how we could have shown more
of them.

The film director doesn’t just eat.
He studies food. He knows the meals
of all nations and how they’re served,
how consumed, what the variations of
taste are, the effect of the food, food
as a soporific, food as an aphrodisiac,
as a means of expression of character.
Remember the scene in Tom Jones?
La Grande Bouffe?

And, of course, the film director
tries to keep up with the flow of life
around him, the contemporary issues,
who’s pressuring who, who’s winning,
who’s losing, how pressure shows in
the politician’s body and face and
gestures. Inevitably, the director will
be a visitor at night court. And he will
not duck jury duty. He studies adver-
tising and goes to “product meetings”
and spies on those who make the
ads that influence people. He watches
talk shows and marvels how Jackie
Susann peddles it. He keeps up on the
moves, as near as he can read them, of
the secret underground societies. And
skyjacking, what's the solution? He
talks to pilots. It’s a perfect drama—
that situation—no exit.

Travel. Yes. As much as he can.
Let’s not get into that.

Sports? The best directed shows on
TV today are the professional football
games. Why? Study them. You are
shown not only the game from far and
middle distance and close-up, you are
shown the bench, the way the two
coaches sweat it out, the rejected sub,
Craig Morton, waiting for Staubach to
be hurt and Woodall, does he really
like Namath? Watch the spectators,
too. Think how you might direct
certain scenes playing with a ball, or
swimming or sailing—even though that
is nowhere indicated in the script. Or
watch a ball game like Hepburn and
Tracy in George Steven’s film, Woman
of the Year!

I've undoubtedly left out a great
number of things and what I've left
out is significant, no doubt, and de-
scribes some of my own shortcomings.

Oh! Of course, I've left out the
most important thing. The subject
the film director must know most
about, know best of all, see in the
greatest detail and in the most pitiless
light with the greatest appreciation of
the ambivalences at play is—what?

Right. Himself.

There is something of himself, after
all, in every character he properly
creates. He understands people truly
through understanding himself truly.

The silent confessions he makes to
himself are the greatest source of wis-
dom he has. And of tolerance for
others. And for love, even that. There
is the admission of hatred to awareness
and its relief through understanding
and a kind of resolution in brother-
hood.

What kind of a person must a film
director train himself to be?

What qualities does he need? Here
are a few. Those of—

A white hunter leading a safari into
dangerous and unknown country.

A construction gang foreman, who
knows his physical problems and their
solutions and is ready, therefore, to
insist on these solutions.

A psychoanalyst who keeps a pa-
tient functioning despite intolerable
tensions and stresses, both professional
and personal.

A hypnotist who works with the
unconscious to achieve his ends.

A poet, a poet of the camera, able
both to capture the decisive moment
of Cartier Bresson or to wait all day
for a single shot which he makes with
a bulky camera fixed on a tripod.
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An outfielder for his legs. The
director stands much of the day, dares
not get tired, so he has strong legs.
Think back and remember how the old
time directors dramatized themselves.
By puttees, right.

The cunning of a trader in a Bagdad

The firmness of an animal trainer.
Obvious. Tigers!

A great host. At a sign from him
fine food and heart-warming drink
appear.

The kindness of an old-fashioned
mother who forgives all.

The authority and sternness of her
husband, the father who forgives noth-
ing, expects obedience without ques-
tion, brooks no nonsense,

These alternatively.

The illusiveness of a jewel thief—no

explanation, take my word for this
one.

The blarney of a PR man, especially
useful when the director is out in a
strange and hostile location as I have
many times been.

A very thick skin.

A very sensitive soul.

Simultaneously.

The patience, the persistence, the
fortitude of a saint, the appreciation
of pain, a taste for self-sacrifice, ev-
erything for the cause.

Cheeriness, jokes, playfulness, al-
ternating with sternness, unwavering
firmness. Pure doggedness.

An unwavering refusal to take less
than he thinks right out of a scene, a
performer, a co-worker, a member of
his staff, himself.

Direction, finally, is the exertion of
your will over other people, disguise it,
but that is the hard fact.

Above all-COURAGE. Courage,
said Winston Churchill, is the greatest
virtue; it makes all the others possible.

One final thing. The ability to say,
“l am wrong,” or ‘I was wrong.” Not
as easy as it sounds. But in many situa-
tions, these three words, honestly spok-
en will save the day. They are the
words, very often, that the actors
struggling to give the director what
he wants, most need to hear from
him. Those words, "'l was wrong, let’s
try it another way,” the ability to say
them can be a life-saver.

The director must accept the blame
for everything, If the script stinks, he
should have worked harded with the
writers or himself before shooting. If
the actor fails, the director failed him!
Or made a mistake in choosing him. If
the camera work is uninspired, whose
idea was it to engage that cameraman?
Or choose those set-ups? Even a cos-
tume—after all the director passed on
it. The settings. The music, even the
god-damn ads, why didn’t he yell
louder if he didn't like them? The di-
rector was there, wasn't he? Yes, he
was there! He's always there!

I'hat’s why he gets all that money,
to stand there, on that mound, unpro-
tected, letting everybody shoot at him
and deflecting the mortal fire from all
the others who work with him

The other people who work on a
film can hide.

They have the director to hide
behind.

And people deny the quteur theory!

After listening to me so patiently
you have a perfect right now to ask,
“Oh, come on, aren’t you exaggerating
to make some kind of point?”

Of course I'm exaggerating and it
is to make a point.

But only a little, exaggerating.
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The fact is that a director from the
moment a phone call gets him out of
bed in the morning (**Rain today. What
scene do you want to shoot?™) until
he escapes into the dark at the end of
shooting to face, alone, the next day’s
problems, is called upon to answer an
unrelenting string of questions, so
make decision after decision in one
after another of the fields ['ve listed.

That’s what a director is, the man with
the answers.

Watch Truffaut playing Truffaut in
Day For Night, watch him as he pa-
tiently, carefully, sometimes lhought.

fully, other times very quickly, an
swers questions. You will see better
than I can tell you how these answers
keep his film going. Truffaut has
caught our life on the set perfectly.

Do things get easier and simpler as
you get older and have accumulated
some or all of this savvy? -

Not at all. The opposite. The more a
director knows, the more he's aware
how many different ways there are
to do every film every scene.

And the more he has to face that
final awful limitation, not of knowl-
edge but of character. Which is what?
The final limitation and the most terri-
ble one is the limitations of his own
talent. You find, for instance, that
you truly do have the faults of your
virtues. And that limitation you can't
do much about. Even if you have the
time,

One last postscript. The director,
that miserable son of a bitch, as often
as not these days has to get out and
promote the Dollars and the Pounds,
scrounge for the Liras, Francs and
Marks, hock his family’s home, lis
wife's jewels and his own future so he
can make his film. This process of
raising the wherewithall inevitably
takes ten to a hundred times longer
than making the film itself. But the
director does it because he has to—
who else will? Who else loves the film.
that much?

So, my friends, you've seen how
much you have to know and what
kind of a bastard you have to be. How
hard you have to train yourself and in
how many different ways. All of which
I did. I've never stopped trying to
educate myself and to improve myself.

So now pin me to the wall—this is
your last chance. Ask me how with all
that knowledge and all that wisdom, all
that training and all those capabilities,
including the strong legs of a major
league outfielder, how did I manage to
mess up some of the films I've directed
so badly?

Ah, but that’s the charm of it!




Fairy Tales

(Continued from page 3)

Fairy godfathers are not always per-
fect. The pilot didn’t sell. But Barry
fimally made some good connections
ind  A. He was lucky. He had an agent.
The William Shuller Agency in New
York had another branch in L.A,, with
whom he signed. “That summer I felt
like a magnet was pulling me to come
out here. I didn’t have any kind of ve-
hicle that I always believed one should

have, but I'd made some connections. -

Paris said, ‘If you come out, you can
stay with me and my family until you
get yourself settled.” He’s a wonderful

man. | decided to do it. A week and a °

half after I got out here, I got a TV
series.”” (C.P.0O. Sharkey, starring Don
Rickles.)

This was Barry’s big break! At last,
he was making his way through that
intimidating fortress. He never dream-
ed, of course, that once he was inside
the wall someone would push him
right back out. *“*On my birthday, I
got a phone call from my agent. ‘They
haven’t picked up your contract.
They’re writing you out of the show.’
I was devastated. I said, ‘I can’t talk
I'm too choked up.” I immediately
ran down to Paramount where Jerry
Paris was and I cried on his shoulder.
I cried like a baby. I’d never been
fired. I'd never been let go from any-
thing in my life! Paris said, ‘Don’t
worry about it. I'll tell you some-
thing, it only means good things. It
only means something else is gonna
happen for you.” Only a few weeks
after that, I got a call to audition for
the movie Grease. . . ."

Aware of his transition from *Who
is Barry Pearl?” to “Get me Barry
Pearl.” Barry says that “For the first
time in my career, I've entertained the
thought of never going on another
interview for a commercial. If this
film really does what I hope it’s
gonna do for me, those commercial
making days may be over. I want to
stay out here and do films in order
for me to write my own ticket back
there. I want to be able tb go back
to New York and do theatre, but I
want to reach the masses first. The
only way to do that is via film and
TV

rairy tales can come true but, as
Barry well knows, they entail hard
work and frustration. “I beat my head
against the wall, bled, and performed.”
And what does our hero think is most
important in breaking through that
tough and invisible barrier that ob-
structs the way to the top? “Per-
sistence, representation, mentality, and
then talent. I mean, you may think
that you're incredibly talented. You
may not be in some people’s eyes, but
if you know the right people, and
you pursue, you’ll get to perform.”

And the moral of the story? ““‘Shoot
for the stars.” Don’t be intimidated
... by people who may be jealous or
who think that it’s not the kind of
business you should go into. It’s a
marvelous business. It’s been marvelous
to me. Why should I discourage any-
body from wanting to do it? If you
want to do it, damn it, do it, I did it.”

There is no happy ending to this
fairy tale. For Barry, the story has
just begun. Corny? Yes. Inspiring?
Without a doubt.

PrE

Rock Star
A —

(Continued from page 5)

of two years before the fourth release
turned it into a Top 10 hit. The 12-
year rise of “Fleetwood Mac™ has been
noted time and again as a classic ex-
ample of talent, perseverance, and
timing. And believe it or not you
rock hopefuls, Peter Frampton, yes,
even super-star Peter Frampton has
come from Humble Pie beginnings.
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Visit the EVK Snack Bar!
located in EVK Cafeteria.
Open Sun-Thurs. 8-11 pm.

Sandwnches Cookles,jmces & !
more! {




‘VIEWC°POINT

4674 °La “Mirada
® ‘Hollywood, Ga. 90029

To: All Faculty Members Novemhber, 1977

From: The Editor of Viewpoint Magazine

With this issue of VIEWPOINT we begin a new format of
publication: a U,S5.C, magazine devoted to the world of
students and professionals in all facets of the performing
arts,

VIEWPOINT will provide students with an outlet for
their talents and perceptions, their experiences and opinions

. in the fields that interest them most,

We will also take you behind the scenes of professional
theatre, dance, music, film, and other artistic productions -
the people and the events,

We hope you enjoy this and forthcoming issues, but more
over we hope you will encourage the students in your depart-
ment to participate in VIEWPOINT by contributing work that
interests them, whether it be interviews, artwork, reviews,
or pure opinion pieces, VIEWPOINT is distributed beyond the
campus and into the professional businesses of all the arts,
We feel that this is an added incentive for students who want
to be heard in their fields of interest, They can write to

. the above address or call 663-4800 or 379-0604 for any infor-

mation, Thank you,

Roy Moosa - Editor in Chief
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— MOTION PICTURE NEWS - s
. UNIVERSAL CITY, CALIFORNIA 91608
April 29, 1977 PHONE: (213) 98574321

UNIVERSAL'S ALBERT WHITLOCK TO RECEIVE

DKA'S 'PIONEER IN FILM' AWARD MAY 15

Academy Award winner Albert Whitlock, who has received
world-wide acclaim for his special visual effects will be honored
with the "Pioneer in Film" Award May 15 by Delta Kappa Alpha,
National Honorary Cinema Fraternity. :

Jerry Goldsmith, who composed the music for Universal's
"MacArthur," a Richard D. Zanuck/David Brown Production, produced
by Frank McCarthy, will be honored also at the event.

. Alfred Hitchcock will present the award to Whitlock, who

Qas associated with the director on such motion pictures as
“"The Birds," "Marnie," "Frenzy," "Torn Curtain," and "Topaz"
among others.

Whitlock won Academy Awards for Universal's "The Hindenburg"
and "Earthquake," both-Jennings Lang Productions. Whitlock's
recent credits include "Airport '77," "MacArthur," and "Bound

for Glory."

The DKA Annual Awards Banquet will be held at 7 p.m. Sunday,

May 15, at Universal Studios.
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OPINION

THE DEATH OF ELVIS

It has been over 3 months since
Elvis Presley passed away, and yet
we are constantly aware of him and
his name. There are Elvis Presley
hours and weekends on the radio
stations, his albums appear on every
other commercial on the television,
the gossip papers are having a hey-
day with Elvis on the covers, one
radio station has begun a campaign
to have President Carter set aside a
day in Elvis’ honor, theaters are hav-
ing tributes to the “King” by show-
ing his previously ignored films, and
the list goes on and on. What is the
cause of this pehnomenon? Other
celebrities have passed on before yet
never received the treatment that Elvis
has.

Roses are red,

Violets are black.

Elvis Presley looks better,
With a knife in his back.

2 ViewPoint December 1977
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It was 1962, and | was in elemen-
tary school when 1 first heard this
poem. | had never heard of Elvis
and thought he was a minister be-
cause [ associated “Elvis” with Elder
Presley. They sounded alike.

Later that same year, | saw my
first Elvis film, It Happened at the
World's Fair. | was impressed by the
film's easy going attitude and the
fact that Elvis always had the girls
hanging all over him. I was beginning
to notice them too.

Through the years thereafter, |
saw one Elvis film after another and
heard his songs on the radio fi
Devil in Disguise to Suspicious Mi
In the Ghetto, and Burning Love. 1°
felt as if 1 had grown up with him.
I guess I wasn’t the only one, for
people still seem to be bereaved by
his passing. r

I think that beyond the nostalgia
and losing a friend, Elvis represented
much more, First of all, Elvis has
the aura of a martyr for having died
at an early age, and from apparent
over-exertion which some attribute to
his inability to cope with stardom.
Not only did Elvis symbolize martyr-
dom, but he also served to remind
us of our hectic, nervewracking, and
highly pressured society. Through El-
vis, we were able to witness the grad-
ual and steady decline of an individual.
We watched and heard rumors of
Elvis’ weight problem, of the drugs,
the marriage breakup, and the growing
seclusion. We saw what appeared to
be a fresh, innocent, Southern poor-
boy, make a recording for his mother,
reach stardom, become a fad, beeu.
an institution, become neurotic,
come ill, become a loner, and even-
tually pass on, years before his time.
In a way, we witnessed an exaggerated
example of what is happening in many
of our own lives. For this reason,
Elvis is a reminder to many of us
of our own mortality.

In an otherway, Elvis was also
the first real casualty of the rock’n
roll era, Sure, there was Buddy Holly,
Janis Joplin, and Himmy Hendrix,
but none of them were around long
enough to leave as lasting an im-
pression as Elvis; after all, he was
around for 21 years. He began when
the rock era did. Through him, we
are reminded of how relatively young
certain things are, how we tend to
take for granted these things. There
are a great many people who can re-
member the pre-television days when
the family sat around the radio; there
are others who can remember a so-
ciety without automobiles and radio
This century has seen the birlh’
many things, from motion pictu
to radio, to television, to the phono-
graph, to rock’n roll. Twenty years

(continued on page 10) N




Being a member of the so-called
“boob-tube generation,” I must con-
fess to spending thousands of hours

smerized by that magic combina-

n of video and sound. From Dar-
leen of The Mouseketeers (no of-
fense Annette but I felt I stood a
better chance with her) to Kate Jack-
son of Charlie’s Angels (no offense
Farrah but I've grown to appreciate
a bit of talent besides), I admit to
being forever hooked on that some-
times mind expanding—oftentimes
mind numbing effect of TV. Captain
Kangaroo led into Walter Cronkite,
Gilligan strolled up to Alistair Cook,
The Shadow and Fibber McGee, and

. wait a minute here, Those last
two . . . | don’t remember seeing
them, but [ sure can visualize them.

e
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TRYING
TO VIEW

RA°DIO

by Stuart A. Fischman

It starts with an R . . .it’s . . . that’s
it—RADIO! And [ wasn’t even alive
when their shows were on. I've just
heard several of their excerpts, but
they’re as vivid to me as Archie
Bunker or Mrs. Olson; and in a way,
more real. I can imagine an entire
lifestyle for The Bickersons between
shows whereas with Rhoda, all I know
is that the studio audience goes home,
the janitor cleans up the set, and
Valerie Harper splits until the next
rehearsal.

I've tried to find the remnants of
the old radio on the new and the
closest I came was the CBS Radio
Mystery Theatre. This was fine, ex-
cept E.G. Marshall is the host. Now
there’s nothing wrong with Mr. Marsh-
all’s talent or voice, except that the
latter made me think only of The
Defenders TV series and | wondered
where -Robert Reed was. I finally
found him on TV in a Brady Bunch
Variety Special and 1 was plugged
into the tube once again.

But I still do get my earful of
radio. I'm constantly punching the
buttons on my car radio in search
of something different and/or enter-
taining. | can hear the same news
story repeated twice around every
hour on all the news stations. I can
hear a pop song overplayed to death
on my favorite Top 40 rocker. And
on FM [ have a basic choice of
Beautiful Music, or hearing a pro-
gressive rock DJ nod his way through
a show in a stoned stupar. Don’t
get me wrong though, radio still has
a few high points. There’s the humor
of Lohman and Barkely, the sports-
casts, the time-saving traffic reports
and some fine public service pro-
gramming. I can even have a choice
of music to fit the mood (as long as
the mood slips between the com-
mercials).

I still like radio enough that I
invested a good sum of money and
time into a radio workshop so that
[ could learn the workings of radio
broadcasting and, hopefully, become
part of the medium. I came away
not only knowing the basics of pre-
paring a radio show, the importance
of pushing the right buttons, and
how to figure Antenna Ratio Cur-
rents, but also with an insight into
why radio is what it is today.

(continued on page 10)
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John Houseman has earned the

title Dean of American Theatre given”

him by his peers. With over 45 years
in the business, he has not only pro-
duced and directed shows, but he has
been a major force in shapmg many
important advances in theatre. He
produced the first Black production
of Macheth in 1935, he participated
in the founding of the Julliard School
of Drama, he was directly involved
with the origin of the L.A. Center
Theatre when it had its beginnings
back in 1959 at UCLA. In 1937,
along with Orson Wells, he created
the Mercury Theatre. He has pro-
duced films for Paramount, RKO,
and MGM. From 1956 to 1959 he
was a producer at CBS. He's pro-
duced opera and in addition to Julli-
ard he has taught at Vassar, Barnard,
the University of Missouri, and is cur-
rently directing and instructing at the
University of Southern California. Mr.
Houseman won an Academy Award
for his portrayal of the tyrannical Pro-
fessor Kingsfield in The Paper Chase.
His other film credits include Roller-
ball and Three Days of the Condor.
He has most recently been seen on tele-
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vision in Washington : Behind Closed
Doors, Aspen, and as host of the PBS
series, The Best of Families. /In 1972,
he published his memoirs in a book
entitled Run—Through.

All of these are remarkable accom-
plishments, but as I spoke with Mr.
Houseman [ felt that there was some-
thing even more remarkable about
him. At 75 years young, he is a man
with great compassion and love for
his work. There was never an ego
speaking, but always an interest and
concern regarding the business and
the people that have filled his life.

Mr. Houseman is not an animated
man outwardly, his almost dour ex-
pression is only belied by a con-
stant twinkle in the eyes and the
feeling of inner peace that flows from
him.

VP: Let’s start with the basics.
How did you get involved in theatre?

JH: 1 got into the theatre at the
age of 30. I'd been at something
quite, quite different. Then the de-
pression came and | went broke and
so | was able to go into the theatre
which is what [ really wanted to do.

\HOUSEMAT

by
Stuart Fischman

For the first 2 or 3 years I earn’
a rather meager living translating plays,
adapting plays—almost entirely on the
literary side of theatre. But that
brought me into the theatre and I
was able to watch some of the things
I’d done being produced. Then, quite
by chance I came to be the director
and virtually the producer of a mad
piece called Four Cents in Three
Acts, and from then on I became
producer and/or director.

VP: Had you had any formal
traning?

JH: Not in the theatre. It was
mostly modern languages, literature
and so on.

VP: Why did you make the
change from director to producer?
Was it for more creative control?

JH: Well, I think by temperament
I'm more a producer than I am a
director. I don’t know, | seem to be
an organizer. It may have been b
cause of the 10 years | spent in t
business world. But I would say that
my achievements in the theatre are
really more as a producer than as
a director.

{contihued on page 11)



At the present time, Gene Taftisa
motion picture producer. He and I
chatted for several hours about films

d his experiences. Below is the first

f two parts describing his life with
films. In this article, Gene relates his
times and opinions on working with
Barbra Streisand.

Roy Moosa

I love creative people; I've learned
that 1 love ‘talent and it’s the
schmucks in this business that are in-
timidated by talent that fiddle their
way up. They’re so frightened that
they’re not going to get ahead, they
don’t understand that in the position
these people have, they should lay
their feet down for talent, because
talented people make them more tal-
ented by recognizing that trait. I've
heard so many stories about Barbra
Streisand, and what ‘“‘she does” to
people that (a) I don’t think they
understand her or (b) they’ie not tal-
ented. You've gotta know what you’re
talking about with Barbra, because
she’s nobody’s fool. She is one of the

ost remarkable women in the world.

he is a phenomenon, she is a walking,

talking, breathing phenomenon, and
she’s honest, she’s paranoid, and in-
secure. They've only had bad things
to say about Barbra Streisand be-
cause she is the biggest thing in the
world. She has won every award that
you could conceivably win in every
field of endeavor, and she doesn’t
compromise, and she takes the rap
for it herself.

I didn’t like A Star is Born that
much, I think she lost her balance
and place as an executive, but I saw
it six times. I was fascinated by some-
thing she did; it was all live sound,
not pre-recorded. She did it, and it’s
grossed about $40 million. She has
overtone ears. If you take a set of
violin players and put them on a stage,
and you take one violin string and put
it out of tune, she can tell you which
one. She sees color breakup on the
nash; she can see the color within
colors. She can carry on five con-
.versations at one time with five dif-

ferent people and not lose her place.

ICICIC

STREISAND

OF .

Gene Taft

She is that thing which she calls per-
fectionist; it can wear anybody down.
She rehearsed one tune with me for
about 12 hours straight just to get it
“right”—not for her vanity, to show
that she is the power. She didn’t

K:‘
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order me to be her slave, she didn’t
order anybody to do it, she did it.
The night of her opening in Las
Vegas, she looked down at the Plexi-
glas runways and they were dirty.
She got some Windex and a paper
towel and she cleaned them. She’ll
do what all of the people will do.
She’ll jump in and do it; she'll work!
Yes, she is temperamental, why not?
It’'s her being on the screen. If the
picture’s a failure, she’ll take the rap
for it, so therefore, why shouldn’t
she exercise some controls? She is
the hardest working, most professional
person ['ve ever dealt with in my life,
and it’s a joy to work with someone
like that. She drives you crazy, and
she tests you, but she has a right to.
It’s her money, her time, and you
gotta come up to the line, you gotta
measure up to her, because if you
don’t know what the hell you’re talk-
ing about you end up an errand boy.
We got along, but I was intimidated
by her person because of the aura
but that was my problem, not hers!
Emotionally 1 wasn’t threatened. We
had a couple of arguments, nothing
serious. She had her own problems.
I have the most enormous respect
for that woman; and not because I
want a job with her. I touched her,
and I know I contributed something
to her. She’s also a person who doesn’t
easily give credit to many people, but
if you push her hard enough she will
—she’s also the best singer in the
world: the most unique, the most
individual, the most outrageous, the
most clever. She has to be controlled,
but her talent and her aura and her
charisma and all that makes her run.
It’s so strong that you've gotta be
strong right back! Look what she did
to this world; she made the oddity
a beauty. She has white skin, a huge
nose, a funny head, funny teeth,
strange ears, blue, blue eyes, hands
that are 17 feet long, and small legs.
Barbra’s shy, and funny, and angry,
and bad-tempered, but it’s all there-
she doesn’t make any bones about it.
She'’s an experience that [ relish and
I’'m glad that I can say I worked for
her. There is no one like Barbra
Streisand, she will go on, and stay

right where she is, because she is
one of a kind.
ki
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DIRECTOR

by
Mira-Lani Perlman

In an explosion of frustration, the
underfed, shabbily dressed playwright
hurls his revised script at the enemy,
the man sitting complacently on the
canvas throne that bears his name
and reeks of genius and authority.
The man, who casually dodges the
flying mass of beauty and discourage-
ment, continues to puff on the ex-
pensive cigar that dangles from his
stern mouth. The smoke seems to
form a halo above his bald globe.
The actors gasp convincingly. They
know that this man has a temper,
that he is not to be contradicted.
Still, they are ecstatic that someone
has finally stood up to this tyrant
of the artistic world. He butchers
scripts and humiliates actors. He will
do anything to assure commercial
success. They steady themselves for
the eruption that is sure to follow.

Ah yes! “The Director.” We know
this villain all too well. We have
encountered him in novels, in movies,
in plays, on television, and in person.
Nevertheless, there are those who do
not emerge from the stereotypic mold.

Daniel Petrie has directed count-
less stage. television. and film pro-
ductions including Eleanor and Frank-
lin, Svbil, Buster and Billie, Life-
guard, and the recently completed,
The Bersy, starring Laurence Olivier.
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Petrie carefully balances his coffee
cup on his knee, apparently terrified
of staining the spotless white furnish-
ings of his Brentwood home. His
voice is extraordinarily soft. I do not
want to smoke. Somehow, I sense
that it would disturb him, although
I am sure that he would never men-
tion it. I listen to this almost meek
man describe his working procedure,
and I realize that, although he has
the classic canvas chair, a drastic
characterization revision in this epi-
sode of “The Director’” must be made,

Picture a quiet set early in the
morning. A teddy-bear like man sits
patiently with two actors. They are
reading and re-reading a scene. The
actors, who have been sitting placidly
in their seats, become restless. They
are anxious to get up and move to
the dialogue that they mow know so
well. “The Director” (Petrie) asks
them to read through the scene once
more. All the work is accomplished
in this slow, relaxed, and satisfying
manner. “The Director” does not rush
his cast. Because of this, hysterics is
virtually nonexistent on his set. An
actor never faces the dismay of fret-
ting over something that could have
been more effectively done in a scene
shot 6 hours before. An actor will
never be unhappy at the end of a
working day due to personal doubts
about an early morning performance.
And, if he is unhappy, he will prob-
ably blame no one but himself. For
it is up to *“The Director,” a raging,
temperamental actor will never be
seen in one of his productions. He
knows that there are innumerable
performers who have pleasant dispo-
sitions and tremendous talent. It is
not necessary to deal with arrogant
artists. “The Director”™ has been true
to his philosophy. The majority of
Buster and Billie's cast was com-
posed of residents of the rural Georgia
town in which the movie was filmed.
They had never before been on cam-
era, but they played themselves splen-
didly. This “Director” could not care
less if an actor’s name will cause a box
office boom. If he can help a tal-
ented unknown get started, he is
more than eager to do so. He has
displayed this eagerness consistently,

Joan Goodfellow, the star of Buster
and Billie, was working as a wiatress
in an ice cream parlor when she
was cast. After being told Billie"
sad story, Miss Goodfellow’s eyes
filled with tears, and “The Director”
knew that he had found his girl.

Before he could cast her how-
ever, he had one uncomfortable job
to do. He nervously called his-sec-
retary into the office. He had to see
what his “Billie” looked like, free of
clothing. “The Director” was amazed
when Miss Goodfellow ldughed at his
uneasiness, stripped, jumped up on
the couch, and proudly paraded her
wares. It was necessary for plot devel-
opment that the discreet nude scenes
in the film be included. They were
lovely and few.

“The Director” will not tolerate
explicit sexual activity on the screen,
the stage, or on television. He be-
lieves that the most exeiting romantic
encounters are those that are implied
and then left to the viewer’s imagina-
tion. Perhaps this explains “The Di-
rector’s’ original refusal to direct The
Betsy, the screenplay based on a
Harold Robbins best-seller. He in-
sisted that the story should empha-
size the quest for power rather than
irrelevant eroticism. Obviously, the
producers decided that “The Direc-
tor” was worth it. Script revisions
were made,

“The Director” has also been re-
sponsible for other screen play alter-
ations. He gave *“Billie” lines to drawl
in a shy southern accent instead of
allowing his audience to wonder if
she was mute or catatonic. He de-
veloped the penetrating theme of Life-
guard, the choice between conform-
ing to societal standards of achieve-
ment and that of fulfilling one’s own
hopes and dreams. Despite the fact
that no one thought the plight of a
woman plagued with 16 different per-
sonalities could be convincingly por-
trayed on television, he made Sybil
a success. He does not make changes
because he thinks that they will make
millions. He makes them because he
knows his craft and refuses to sacrifice
quality for commercialism.

He is probably better known for
his work in television than in film.




Winner of the Emmy for Best Direc-
tor, Eleanor and Franklin and The
White House Years probably mark
his greatest successes. On the other
hand, his feature films are too mov-
ing, too tender, to receive the ac-
claim they rightly deserve. Hopefully.
the public will continue its current
surge toward stories about people
rather than stories about crashing ai-
planes, sinking ships, tumbling build-
ings, and psychotic killers.

In the meantime, one of the most
talented men in the business sits peace-
fully in his unobtrusive canvas chair.
He will continue to meet one person
in fifty who knows and loves his
work. He will continue to treat all
those around him with affection
and respect. He will not concern
himself solely with sensational piles
of ticket stubs. He is aware of them
predominantly because they serve as
tangible evidence that audiences are
enjoying and benefiting from his work.
He is sensitive. He is brilliant. Daniel
Petrie is “The Director.”

ki
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INSIDE A CINEMA STUDENT

by
Richard Bienvenu

One Christmas morning when |
was eight, | received a silent 16mm
projector along with some Woody
Woodpecker, Abbott and Costello,
and W.C. Fields shorts. I hung a
bedsheet across a chair and can re-
member sitting for hours on end
watching these few films over and
over again fascinated by the move-
ment on the makeshift screen. Some-
times I would slow the projector
down by pressing my finger against
the flywheel and watch each frame
individually. How is this possible?
Movement created by running still
images past a light?

Those films were run through the
projector so many times that grad-
ually they began to deteriorate. One
day, accidentally, | made an angular
tear about a foot long through the
celluloid and was distressed to find
that the film was no longer show-
able. But, with the assistance of a

relative, I eliminated the torn frames
and scotch taped the broken ends
together. At first [ was annoyed at
the loss of continuity the splice cre-
ated, but the more I watched it, the
more | became entranced with the
jump ‘in action. Maybe this is the
way film is put together, [ thought.

A few Christmas’s later I received
a Kodak Brownie 8mm movie camera.
I' must have shot at least 5 rolls
of film that day. I can remember
making all of my Christmas gifts
disappear from the sofa. That be-
came my hallmark for a while, mak-
ing things disappear. I got pretty
good at it too, I made everything
disappear.

All of the antics of the neighbor-
hood kids were quickly filmed and
just as quickly exhausted. There were
other things to film like trees, dogs,
clouds, rocks, strangers, anything that
caught my eye. Of course all of this
excess shooting was quickly labeled
by my family as wasting film. On
long car trips my brother would give
my father a by the minute report on
my filming activity. “Daddy, Rich-

(continued on page 15
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cisco Upera Company. Was she scared?
SH E SANG “I didn’t know what it was to be
afraid of anything, at least vocally.
[ didn’t have enough sense. I sang
TH ROUGH THE ARI A very difficult aria from /I Trm-'afr::rri
It even had some high C's, but it
didn’t phase me. I just stood up there
WITH THE g
While she was with the company,
she studied not only voice but acting,
GREATEST OF EASE dance, and languages. It was by this
first actual studying that she realized
how much more she really needed to
} learn. After a year in San Francisco
by she decided to study privately and
Stuart A. Fischman moved to Los Angeles, staying for 3
? years and studying with John Patton.

If you are something like me, the
“classical’” arts may intimidate you
just a bit. Without having any formal
education or experience with opera,
you might imagine the slight appre-
hension | had when | interviewed a
lady who is formerly of the Metro-
politan Opera Company, sang in the
first televised version of Rigoletto,
performed with the New York Phil-
harmonic Orchestra, and who studied
and performed with the San Francisco
Opera Company at the age of 17.

Mona Paulee put to rest immedi-
ately any fears I had. Her charm and
natural graciousness made me feel like
I was with an old friend. What Ms.
Paulee had to say dealt not only with
opera and her own life, but also a
basic understanding and philosophy
regarding life within any area of the
performing arts.

Ms. Paulee is one of those rare
people who, at an early age, set the
goals for their lives and who rarer
still, achieve them. “When 1 was 12
years old I decided to be a singer. |
knew at that time in my life that I
would sing at the Metropolitan Op-
era.” She wasted absolutely no time
in preparing for this end. This petite,
pretty girl from a gypsy family in
Portland, Oregon (by way of Canada)
sang everywhere and every chance she
got. From up in her room with Caruso
on records, to a world-wide radio
broadcast. From a beer hall to a
meeting of the First Ecumenical Coun-
cil. At 17. she became one of the
youngest members ever to audition
for and be accepted by the San Fran-
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In early 1941 she felt it was time
to go to New York and audition for
the Met. She was 21. But it wasn’t
just self-confidence or a teacher’s urg-
ing that decided her, it was some-
thing a little more abstract; World
War II. At this time the U.S. was
not at war but most of Europe was
and Ms. Paulee knew that the “for-
eign supply” of artists into this coun-
try was being drastically cut back.
America was going to be in need of
American singers and she was ready
to dp her part. It is interesting to
note that between 1941 and 1946
about one-half of the Met singers
were Americans whereas today, ap-
proximately 75% are foreign. Ms.
Paulee draws no conclusions about
this, “I'm not in management so I
don’t know what goes on in their
minds. Although America does have
the talent available.”

And in 1941 Ms. Paulee was avail-
able as well as talented. She stayed
under contract with the Met until
1955. During this time she not only
played varied roles in various operas
(from the chorus to leads) but em-
barked on a personal concert pro-
fession with which she found even
more satisfaction and excitement.
Mona Paulee is a people-lover and
the ‘traveling and the new people
she’d meet on tours gave an added
spice to doing what she already loved
to do—sing.

Were there any singers whose style
she tried to emulate? Well, her idol
was Rosa Poncell and she says that
there were several people who com-
pared their voices,but it wasn’t some-
thing she strived for. “I believe that
you are what you are. You have
your own individual talent and qual-
ity. You cannot create, and anybody
who tries to create something that
they’re not will be very unhappy
about it.” So this lady who was her
own woman continued to build her
career, and also her private life. She
married her concert accompanist and
in 1951 she gave birth to a daughter.
It was this event that was to shape
the decisions for the rest of her
career. When her daughter was 4,
Ms. Paulee decided that traveling all
over the country was not in the best
interests of the child’s development,

so she settled into staying around
New York. But this was not choice
of family over career because she

continued to work and build her

range of experience. Who says you
can’t have your cake and eat it too?

In 1956, she created the role of
Marie in The Most Happy Fella’ on
Broadway which she stayed with for
2 years. She also continued her con-
cert performances around the area
and ended up staying in New York
until 1965.

At this point she felt she had
gotten all that she could out of the
Big Apple, so she returned to Cal-
ifornia where most of her family
now was. But again, Ms. Paulee’s
career didn’t stop, she just shifted
gears again and began teaching. Today
she not only teaches privately but is
also on the Music Department faculty
at Cal State Los Angeles. Last winter
she ajudicated the Orange County
auditions for the Met, so she is not
out of music by any means. Photos
proudly displayed on her piano of
some of her students will attest to
that. She is now helping others train
for the world of music that she lives.

Is it easy for today’s aspiring sing-
ers to do what they dream of? For
the first time in 3 hours 1 was with
her, Ms. Paulee’s bright and alive
eyes clouded a bit and there was
even a touch of anger in them. She
feels that the training and talents
of Americans are good, but where
can they go to display it? “I'm not
terribly optimistic, and it’s more or
less economics. Until everything [in
opera] can be secured, it’s going to
suffer. That’s what the pains are right
now—economic pains. Look at Los
Angeles; here’s a great big marvelous
city and we don’t even have a local
opera company.” As far as Mona
Paulee is concerned it’s not the artists
who need training . . . “What we need
is to educate the whole city.”

Could television, a mass medium,
help at all? Her eyes brighten again.
“Oh yes, it’s definitely helping. Mass
exposure is the most important thing
in the world. Why almost every week
you can see some - pera on television.
It’s wonderful!™

Ms. Paulee feels that even though
the training and the talent are avail-
able in the States, if a person wants
a full career in opera, Europe is
still the best place to perform. But
she warns the young artists to make
sure they have a sponsor before they
go wandering halfway across the world
in search of a theatre to sing in. Just
as an actor must have, so must a
singer have an agent. And just like
for the actor, the agent is hard to
get. Not impossible, but it might
seem that way at times.

How does Mona Paulee reflect on
her life so far? Does she regret any
of her choices? “I've never really
known any unhappy times. In taking
every stage of my life, in looking

- back, I basically don’t believe I would

have made it any different.” I thought
it might be difficult for this fine
lady to pinpoint the high spot of
her life, what with the Met, Broad-
way, and concert tours, etc. But she
didn’t hesitate a second when asked.
“I've had great joys in my life and .
the greatest ever was having my daugh-
ter. If I haven’t done anything else
in this lifetime, I've known great
happiness through her.

But Mona Paulee continues to ac-
complish a lot. The only thing I felt
she’s missed has been film. When I
told her that 1 thought her energy
and intensity would transfer well to
the screen, she said she had never
even thought of it. At this point
though, she thought it was probably
too late and no one would ask. Never
say die. “Oh I won’t!” Then she
laughed. The lady and the room bright-
ened. “You know I’m probably dead
right now. [ just won’t shut my
mouth long enough for anyone to
tell me.”
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In Theatre . . .

The *“One Singular Sensation,”
Chorus Line will be bowing out of
L.A. and the Shubert Theatre giving
" its final performance on New Year's
Eve. There are special prices for the
gala farewell . . . . .. .. The original
Mrs. Levi, Carol Channing will con-
tinue to hear Hello Dolly at the Pan-
tages through January 4th . . ......
Trevor Griffiths’ Comedians at The
Mark Taper Forum closed out its
run on December 18th . ... .. ..
Rosemary Clooney, Rose Marie, Helen
O’Connell, and Margaret Whiting are
the 4 Girls 4 entertaining at the
Huntington Hartford through Decem-
ber<llth-"

Continued from page 2

ago the first motion picture founders
began to pass on; Elvis represents the
first of rock.

And so for all these reasons, people
are still unwilling to forget the mem-
ory of Elvis. His death hit too close
to home; his life reminds us too much
of our own lifestyle.

by Roy Moosa

ko
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In Music

December is a month of rock and
ballet. There will be two different
ballet companies performing at the
Pasadena Civic Auditorium and both
will be doing their versions of The
Nutcracker. The Theatre Ballet of
San Francisco is first with perfor-
mances December 9th through the
12 61, PR SR The San Diego Ballet
then displays their production Decem-
ber 29th through the 1st of January
o . The Ambassador Auditor-
ium will host the Los Angeles Ballet
December 20th, 22nd, 25th, 26th,
29th and 30th with a full length ver-
sion of Cinderella . . . . .. .. Rocking
the Long Beach Arena will be Queen
on December 21st. On December 22nd
they move north to the Forum for a
second show ........ The Arena will
continue rocking on New Year’s Eve
with Kansas . . ... ... Rod Stewart
will personify the title of his latest
album Footloose and Fancy Free for
three nights at the Forum; Decem-
ber 12th, 13th, and 14th . . . . . .
The elements of Earth Wind and Fire
will precede Rod at the Forum with
shows on December 7th and 8th . ....
Also on December 7th, B.B. King
will perform at UCLA’s Royce Hall
........ And if you think that
laughter is music to the ears you can
enjoy, Steve Martin at the Anaheim
Convention Center on December 18th,
with him will be John Sebastian.

ik

RADIO
Continued from page 3

The answer is not complicated and
I should have seen it sooner, Radio
has simply followed the steps of all
the other mass entertainment arts:
the search for the bucks! Radio, for
the most part, doesn’t have time to
to be inventive or let us use our
imaginations via their programming.
It’s too busy trying to get,and please,
the advertisers. You see, commer-
cials are radio’s only source of rey-
enue.

Let’s say you find a station on
your radio that has a sound you
like, and you’re thrilled that there
are only about 3 minutes of com-
mercials an hour. You might feel
that you’ve stumbled onto a gold
mine. But don’t celebrate too soon.
One of two things is very likely to
happen: (1) if thousands like you
find this station and its ratings go
up, the station will proudly show
ratings’ rise to advertisers,and if the
demographics are right, these adver-
tisers will flock to the station. The
FCC sets a maximum of 18 commer-
cial minutes per broadcast hour, and
your lovely pure music station won't
stop until those 18 minutes are filled.
Or, (2) You’ll be the only one to like
the sound and, since the station can’t
survive on 3 minutes of commercials,
it will have to find a new format that
will attract more listeners (and it
won't be like the old style of radio
for that can be costly), or it might

(continued on page 15)




Houseman
: Continued from page 4

VP: Well you do have the title

Dean of the American Theatre . . .

JH: That’s because I'm so fuck-
ing old.

VP (after the laughter subsided):
Well it certainly goes beyond just
age, but mostly your experiences and
firsts in the theatre. For example,
your production of Macbeth in 1935
was the first black version, wasn’t it?

JH: Yes,it was.

VP: How did you become in-
volved with Black theatre?

JH: Because I had done Four
Cents in Three Acts and, because the
lady who was the head of it was a
very dear friend of mine, a black
actress named Rose McCleinden re-
quested that I work with her. She

. R R S
had a feelin'g‘, probably not entirely
unjustified, that even in those days
. it was very difficult for a black to
be taken seriously and get the con-
sideration of the establishment. She
asked to put me in as her partner.
Then unfortunately, very soon after,
she died and so I was left with the
Negro Theatre. It was an enormous
project. There were almost 800 people
on it and it was a great problem to
decide what sort of shows to do.
What | did in fact was to divide
it into two parts: one devoted en-
tirely to Negro plays by Negro writers,
ected by Negroes and acted by
egroes. In those days they were
known as Negroes you know, we
didn’t call them Blacks. (The Twinkle
increases.)

VP: How long did you stay with
the Negro Theatre?

JH: A year and a half. Then I
felt the time had come when it should
be given over entirely into Black
hands.

VP: What did you move onto
then?

JH: Orson [Wells] and I went
downtown and created the Tasco The-
tre.

VP: Was this prior to the forma-
tion of the Mercury Theatre?

JH: It was prior, yes, but Mer-
cury Theatre in a way stemmed out
of that. The experience we got out
of doing Tasco plays for the Fed-
eral Theatre gave us the courage and
the knowhow to start the Mercury
Theatre.

VP: How did you meet Orson
Wells?

JH: He acted for me and I was
very impressed with him. I needed
a very powerful man with a very
wonderful voice.

VP: Why did you choose to move
from theatre to radio?

JH: No, there was not a choice.
There were just jobs coming along.

VP: And there were no choices
in the theatre area?

JH: Well, we were all fired from
the Federal Theatre for putting on
The Cradle Will Rock. There was a
big scandal. Orson and I had been
working together, and we wanted to
continue working together so, within
about 6 weeks, we created the Mer-
cury Theatre.

VP: Are you still in contact with
Mr. Wells?
JH: No.

VP: A parting of artistic or per-
sonal way?
JH: Both. Both.

VP: It seems, more often than
not, you're involved with several proj-
ects at the same time?

JH: 1 was a professor at Vassar
for one year, and it was the same
year we started the Mercury, for ex-
ample.

VP: How did you get involved
with teaching?

JH: It was a little complicated.
Hallie Flannigan, who was the head
of the Federal Theatre, was also the
head of the drama department and
experimental theatre at Vassar. When
I left the Federal Theatre she asked
me if I'd be interested in taking her
job at Vassar for a year, and I said
sure. Unfortunately it was the same
year we started the Mercury, so I was
leading a very divided existence. But
that seems to be my destiny.

VP: Did the Mercury Theatre take
over as far as importance or self-
satisfaction?

JH: No, I enjoyed what I did at
Vassar very much. I would have en-
joyed it more if I hadn’t had the
Mercury at the same time. | was doing
some pretty hectic commuting be-
tween Poughkeepsie and New York.
But it was fun.

VP: Did you direct much at Vas-
sar?

JH: Yes I did. I directed all three
of their main shows.

VP: Now that you’re at USC in
1977, do you find much difference
artistically among the students com-
pared to say the students at Vassar
in 19377
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JH: There’s a big difference. At
Vassar we were in the middle of the
depression so there was a great deal
of political ferment. When we started
the drama division at Julliard we ran
into it again with the anti-Vietnam
movement. It started with the student
strikes in the middle and late ’60’s.
In that sense, I find a great absence
of political ferment today at USC but
then that’s true of universities all over
the country. Generally speaking, stu-
dents are more concerned with their
studies and not with political matters.

VP: Then you think that the po-
litical or sociological situation of a
time has a direct effect on student
creativity?

JH: Oh, yes. I mean it’s inevit-
able, especially in theatre. At Julliard
it came in the third year of our first
class, and I've always felt that the
excellence and maturity of that class
had something to do with the student
unrest. | think it suddenly threw them
into a real world which was very ben-
eficial for them artistically. It gave
them certain things to chew on that
they wouldn’t have had if they’d
simply gone on with their studies.

VP: Did many of those students
become successful in the arts?

JH: Oh, a lot of our kids work
all the time, and some have quite a
reputation, Just as your USC kids
have, the ones who were here in the
’60’s. There’s a remarkable selection
of actors, directors, and everything
else.
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VP: Do you find that that sort
of thing comes in blocks? For ex-
ample the cinema department here
at USC turned out a group of di-
rectors, George Lucas among them,
who are making great names for them-
selves in the business., And they all
graduated at about the same time.

JH: Yes, that’s a very mysterious
business. We don’t know how that
happens. It has with some extent to
do with pure luck and also with the
faculty. You have universities with
fantastic drama departments like Car-
negie Tech which throughout the early
’50’s turned out an incredible collec-
tion of people, and which today is
completely down the drain. At Jul-
liard, we’d have one year with 7 or
8 marvelous people and another with
only one. You can’t predict that.
Very mysterious, the way it works.

VP: Do you believe that univer-
sity or professional school training is
the better way to “break into the
business?”

JH: 1 don’t have any exclusive
or pronounced views. I think there
are at least 10 different ways to get
into theatre. If you want to do the-
atre as a way of life, you're much
better off if you're properly trained.
It’'s much easier for a well trained
young actor to make a living today
in the theatre than it was 24, 30, 40
years ago. And that training is best
gotten in universities or conservatories.

VP: You say it’s easier to get
into theatre today. Isn’t it more com-
petitive and, therefore, more difficult?

JH: No, no. You know the the-
atre arts departments have been turn-
ing out tens of thousands of people
for years and years and you often
wonder what the hell happened to
them all. A lot of them became
teachers and another thing that hap-
pened that, in a sense is rather won-
derful, is that this whole renaissance
of the American (today in the region-
al theatres) is largely attributable to
the enormous numbers of people who
had had a certain amount of dramatic
exposure in theatre arts departments,
They found themselves in a world
where there was no theatre. Then
When theatre began to stick its head

out; buildings were built and theatres
were available; these people consti-
tuted the big theatre audience.

VP: You say that theatre is grow-
ing, but there have been several ar-
ticles written on the poor quality of
theatre in L.A. and the so-called de-
mise of Broadway. Where then . . .

JH: Broadway is in a very bad
way economically. Terrible. Broadway
stinks. If you look at Broadway and
you look carefully, you'll find, even
in a good year, there are probably
not a half dozen shows that pay
back half their investment. Broad-
way is a tax device. There wouldn't
be any Broadway today if the losses
were not deductible. Though theatre
in general is alright, as long as it’s
aware of its identity and exploits,its
very special and particular virtues. If
anybody in the theatre starts to com-
pete or even starts thinking along
the same lines as “show biz”, then
you're in trouble. Terrible trouble.
Theatre reaches a minimal number
of people but that doesn’t mean it’s
not just as important. In some ways
that’s more important. But,you’ve got
to get rid of any ideas of quantity.

VP: Where then is theatre finding
its growth?

JH: There are 5, 6, 7. a dozen
good regional theatres. L.A., San Fran-
cisco, Seattle, San Diego, Minneapolis

. mention any fair-sized town and
you've got a viable theatre group.

VP: Going back to your many
positions in theatre as writer, director,
producer, and your other fields of
interest, 1 get the feeling that you
float into whatever is available and
what peaks your interest. Is that
accurate?

JH: Sure. That’s why I'm here
(motioning to his position at USC).

VP: But hadn’t you set out with
any specific goals? For example, win-
ning the Academy Award for Paper
Chase?
JH: Oh, hell no! It’s all lerribl).'
pragmatic. | had no intention of ever
acting in my life.




VP: Why then did you?
JH: Somebody asked me. It’s
that simple. Really that simple.

VP: Was Paper Chase your first
acting role?

JH: No, I'd done a favor for a
friend of mine. | played in a pic-
ture called Seven Days in May. 1
did that because John Frankenheimer
asked me to. The same was true of
Paper Chase. A friend of mine, a very
dear friend and a protege of mine
[James Bridges], had written and was
directing it and he was stuck. He
couldn’t find a distinguished old gen-
tleman. So he asked my advice and
[ gave him several names,but none
of them were available. Finally. they
were in production and they still
didn't have a Kingsfield, so he asked
if I'd do it. I said that that was ridic-
ulous, the studio would never go for

it. Forget it. Then they were still
in trouble and the date was getting
closer, so [ said “Well, T know enough
about studios, so I'll tell you what
I'll do. I'll make a test for you and
if the test turns out very well then
we can talk about it)’ It did, and so
[ played the part.

VP: 1 understand you're filming
a television pilot of Paper Chase . . .
JH: Yes. We just completed it.

VP: You were involved with tele-
vision as a producer for CBS for
several years. Would you do more
than just act if it turns into a series?

JH: I'd do that just as an actor.
But if you're going to play a leading
part in a series, you obviously want
some say in the form, shape, and
style of it. Essentially though I’d be
an actor.

VP: Is “creative say” the most
important thing in any project you
do?

JH: It depends. But, yes. If it’s
being run by people whom I know
and respect, I'm perfectly happy not
to have anything to do with it. If
I feel a project’s in jeopardy, then
obviously I want to step in.

VP: Were your television roles in
Washington: Behind Closed Doors and
Aspen done just as an actor?

JH: Oh, yes.

VP: Were those done as favors
too?

JH: No. A lot of dough. Those
are very lucrative jobs.

VP: Would you ever consider di-
recting yourself in a play or a film?

JH: It depends. I would have no
moral objection to it,but I'd rather
someone else did it that I respected.
I've produced something like 25 films,
but | would never produce films to-
day.

VP: Why not?

JH: Because it’s a muggers’ game.
You see in my day the producer was
the number one creative element in
the picture. You were the one who
chose the property, you chose the
writer and worked with him, you
chose the director, and cast the pic-
ture. That was a lot of fun. But to-
day there’s no such thing. You're
at the mercy of the backers, at the
mercy of the agents and the stars.
And for independent producers, it’s
a dreadful thing. They wait 4, 5
years just to get a project off the
ground. That’s no fun.

VP: Are you too impatient for
that sort of thing?

JH: Too impatient, and also it’s
an ignominious position. You go a-
round begging stars to be in your
picture, or begging the banks to put
up the money, and they won’t put it
up unless you've got the stars. I mean
it’s a dreadful business.

VP: Do you see yourself more as

a director, producer, actor, or what?
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JH: All of them. And anything
else that comes along. At the moment
I’'m having a ball acting because it’s
new. When you reach my age there’s
a great danger that whatever you do
you realize halfway through, “Jesus,
this is no different that what I was
doing 40 years ago.” But, since I
didn’t start acting until 4 years ago,
is a constantly novel thing to me.

VP: While you were filming Pap-
er Chase, did you have any inkling
that it could lead to the Academy
Award?

JH: No, of course not. Though
after it was cut and people would see
it and say ‘Academy Award,’ natur-
ally the concept of it began to form
itself.

VP: Does outside opinion effect
your creative decisions in any way?

JH: 1 don’t go into a project
with a set concept, I don’t think
one should. It’s all very elastic, but
ultimately I always make up my own
mind.

VP: You’ve said that you're op-
timistic about the future of the the-
atre—how about film?

JH: | think the number of film
houses continues to diminish, and |
think you’ll see a time where there
may not be any, except in a few big
cities. Why should anyone drag them-
selves out when you can see the
same thing at home. The screen may
not be as big, but you adjust to that.
The business of going to a box of-
fice to see a movie is declining. Ev-
erybody fools themselves a little bit
because the price of tickets has gone
up so much you set new records. But
in fact, in numbers of people, it sim-
ply isn’t so. The biggest movie hits
you can see ‘n 10 months on TV.
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VP: But that’s with commercials.
Don’t you feel that distracts from
the work?

JH: That's true. Aesthetically it’s
indefensible. But people get up and
buy popcorn in a theatre; at home
they get a beer. You adjust,

VP: How about another medium,
radio?

JH: I lament the decline of radio;
a very special medium. And I think
it’s a great, great pity that economics
has forced radio into non-existence
in this country.

VP: Could it ever come back?
JH: Could be. There are a lot
of quite serious people at work on it.

VP: Would you ever work again
in radio if it did make a comebac:

JH: Oh, yes. I love radio. 3
writer, a director . . . I love it. It's
wonderful.

VP: Is it your first love?
JH: No. my first love is theatre
because that’s the core of all enter-

tainment business.

VP: Which of your achievement
are you most proud of?

JH: Nothing in particular. ['ve
had a lot of fun.

VP: Well,is there any way you'd
like to see yourself wind up your
career?

JH: (Just shakes his head.)

VP: Have you been this content
all your life?

JH: I'm not content. I'm ter-
rified three-fourths of the time. In a
way though, after a while, that be-
comes a method of work.

VP: Are you happy?

(The soulful eyes and weary
expression never changed. The tone
was mellow yet almost challenging
as he leaned forward.)

JH: Don't I look it?

*kk
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Continued from page 10

drop its signal altogether. There are
exceptions of course. Sometimes a
station’s management believes that too
many commercials will hurt its basic
format so, if the ratings are high
enough, they’ll simply charge the ad-
vertisers more per minute. As long as
the ratings hold, so will the spon-
sors. But if they drop, you’ll be sure
to hear a few more Clearasil com-
mercials.

They told us in the workshop
that* above being a news person, a
DJ, or announcer we were first and
foremost salesmen and women. We
had to sell the station to the public
so that the ratings could sell the
station to the advertisers. And if the
advertisers stayed, we would keep
getting paid. Bad poetry, but basic
economics. All of this is just an-
other example of the emphasis being
put on the word “business,” the word
I had always thought followed “show.”

It is said that television replaced
radio because it allowed us to ac-
tually see the people we once only
heard. So radio switched to a style
television needn’t try to copy or
replace. “Before we could use our
imaginations, but now we don’t need
to” is a standard argument against
TV. But I'm not opposed to TV. As
I said, I'm a proud member of the
grand boob-tube generation. All I ask
is for radio to give us the choice
to use our imaginations. Talk about
ratings and audience potential, why
whole generations await to experi-
ence what is now history and could
so easily become contemporary once
again. And it’s a generation on wheels,
where TV can’t compete.

What evil lurked in the hearts of
men? The Shadow knew. I hope he’ll
know again.

Inside Cinema student

Continued from page 7

ard’s wasting film again,” and then
after informing my parents of the
nature of my last shot he would
turn to me with half closed eyes
and a big grin. My father usually
said nothing. He would just slowly
shake his head, heave a long sigh,
and perhaps mumble something about
hard earned cash. You see if a mem-
ber of the family was excluded from
even one shot, I was said to be wast-
ing film. Well, as it turned out, my
travel films usually were better than
most, simply because I had shots
of other things besides my family.

I went on to bigger things. A 10
minute monster movie about a cello-
phane clothes bag that ate people
was next. It turned out to be a hit.
Then I made two spaceship movies
which were technically a little bet-
ter, but lacked the pizzaz of the
first effort.

From this time on through high
school I sort of stagnated. [ then
entered the Communication Arts De-
partment of a small Jesuit institu-
tion in Mobile, Alabama. The depart-
ment was in the process of being
thrown together when I arrived for
my first semester there. It was chaos.
The one thing it had going for it
though was the excellent film equip-
ment, and since I was the only one
there truly interested in film, I had
almost exclusive use of it. But [
had all of this equipment and no
idea what to do with it. Sure I
knew how to use the camera, I knew
how to frame and expose, but I
knew very little about editing and
sound, and the school did little to
teach me these things. I took a lot
of BS courses, so what I did learn
I had to learn on my own.

I was surprised in my senior year
that I was allowed to make a pro-
motional film for the college. Basic
editing procedures were strange to
me and | made many mistakes, but
somehow the film turned out OK.
The admissions office still uses it.

Well, I got my BA and there I
was. | had no idea what to do next.
The idea of ever actually getting into

the film industry seemed so remote
that I saw it as a dream that would
never come true. .

As luck would have it, I somehow
got a job working for a documen-
tary film company. Because I did
everything, I learned a hell-of-a-lot.
The conditions were primitive, but
somehow my boss had managed to
stay in businu?ss for 22 years. Some-
times it was tough going, but he
survived. For a year and a half |
stayed on with him,until I was ac-
cepted into the USC graduate school.
It was time to move on anyway, for
there was little more [ could learn
there.

Since I have been shooting in- 16mm
for the last 3 years, I was under-
standably insulted when USC notified
me that I had to take a Super 8
camera course. How dare they! Well,
surely I can waive out with no prob-
lem. Well, I didn’t waive out, be-
cause I flunked all the tests. It was
then I discovered that I didn’t know
as much as I thought I did. And
during the course of my first se-
mester, | began to realize that I knew
absolutely nothing aside from the
mechanics of newsreel photography.
I was surrounded by people who knew
a hell-of-a-lot more than me, who
used words I had never before heard
in normal conversation. Some had
even made award winning films. I
became exposed to aspects of film
I never knew existed. I realized how
little I did know.

At the present, I go through phases.
Sometimes I get so involved and fas-
cinated with the seemingly endless
possibilities of film that it becomes
all-consuming. At other times [ get
so disgusted with the whole idea of
film that a sinking feeling develops
in the pit of my stomach, and I won-
der what the hell 'm doing here,
and why I didn’t go to law school
instead. One time this feeling was
so strong that I actually had to walk
out of a class. It seems so senseless
sometimes, for the reward can be so
small. I do not find filmmaking easy
and many times it is anything but
fun. It's a love-hate relationship I
have with film, a relationship that
began one Christmas morning a long
time ago.

"
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