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Dedication

For my father, a man who enjoyed these sort of movies as much as I do.
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A Preservation of an Era:
Foreword by Sam Firstenberg

When I was a teenager attending high school in Israel during the 1960s, Menahem Golan was a household name all over the country. He directed some very popular Israeli movies in that period and always made sure that his name appeared above the title in big, bold letters in their advertisements—they were always “A Menahem Golan Film.” I never met him in person until a chance meeting, far away from our mutual homeland, at a party in 1973 in Hollywood, California. I was attending film school at the time and he was preparing to produce and direct his first film in Hollywood. Golan impressed me right away as a very decisive man who made abrupt decisions with no hesitation. Looking for a break into the industry I asked him to join his production and he hired me to work on his production on the spot, without even blinking. Right away he impressed me as a very colorful man with a very loud and commanding personality. I worked for Menahem Golan in many different roles through the 1970s, from courier to production assistant to assistant director, and then as a feature film director beginning in the 1980s, after he and Yoram Globus acquired Cannon.

The creative atmosphere and the cinematic culture of Cannon were like no other film production organization of their time. There was a sense of openness and adventure amongst the rank and file of the employees, all emanating from the man at the top: Menahem Golan. Golan was the de facto, one-man creative department of the company and, in general terms, he was open and receptive to any “crazy” idea presented to him. It’s not that every initiative taken ended up being a movie, but many did, and many were given the green light instantly, on the spot. Most of the other companies—majors and independent—were rigid and hesitant in approving projects, making decisions via endless committees and group meetings and, as a result, were not willing to take unproven chances. At Cannon, the creative decisions were based on Golan’s gut feelings, and that’s how they launched projects with Chuck Norris, Charles Bronson, John Cassavetes, and the likes of Runaway Train, Otello, American Ninja, Breakin’, and on and on and on. Some of these projects were financially risky, but nevertheless they were made. That’s why so many moviemakers were attracted to work for Cannon.

In the 1960s, traditional, independent, low-budget exploitation and genre b-movies gave way to an emerging new wave of independent, expressive, and personal cinema and a different breed of American movies, the likes of Easy Rider, Midnight Cowboy, and so on. The major studios followed suit and started to produce more artistic, expressive, personal films, and Hollywood abandoned their “bread and butter” movies. Cannon Films seized on the opportunity and penetrated the vacuum that was created and, together with others, occupied this abandoned field. Certain types of audiences all over the world had felt betrayed and yearned for more of the old-fashioned genre flicks: action, horror, sci-fi, and the like. The 1980s also saw the emergence of the home video phenomenon, the videocassette tape rental economy and the rise to power of no major independent production and distribution companies to supply the product that was missing from the marketplace. Cannon became the largest of them all, producing more than 530 movies. At some point it was called a mini major.

In the 1990s, the major studios took notice of what was happening and started to produce the same type of movies that Cannon was making with the likes of Stallone, Schwarzenegger, Van Damme, and so on, but with much bigger budgets. Those new genre movies were much more elaborate, expensive, and better-looking, and consequently the majors reclaimed the market for themselves. By doing so, the majors pushed the independent companies back to the corners they came out of in the first place. Nowadays people talk about “the Cannon look,” and there is a renewed interest in the company and its movies. Moviegoers who grew up with those films in theaters or at home are nostalgic about the movies created by Cannon under the vision of Menahem Golan.

There is one thing for sure: Menahem Golan and Yoram Globus left a stamp on the popular culture of America and the world over. In studying the history of filmmaking in Hollywood, there was a capsule of about 15 years, through the 1980s and the first half of the 1990s, which can be characterized or branded as the period in which Cannon revolutionized the role of independent genre filmmaking in Hollywood. This is definitely one undeniable chapter in the ever-evolving history of cinema and it’s important to make sure it will not be forgotten. This book is an important block in this preservation endeavor.

Sam Firstenberg

Los Angeles, 2019

Sam Firstenberg is the director of numerous Cannon classics, including Revenge of the Ninja, Breakin’ 2: Electric Boogaloo, and American Ninja.


Preface

Like many of you, I grew up in the era when your whole weekend’s entertainment was decided during a Friday night trip to the video rental store. It was in those places where Cannon reigned supreme, and their recognizable logo could be found somewhere on almost every shelf in the store. Thanks to my local mom-n-pop shop’s lenient policies toward renting violent, R-rated movies to minors, I was exposed at a young age to film classics such as Invasion U.S.A., New Year’s Evil, and American Ninja. I learned early on that a movie didn’t need to be “’traditionally good” to be great. For the rest of my film-loving life, the sight of the Cannon logo at the front of a movie would stir up happy, fluttery feelings within my heart. If you’re reading this now, my guess is you might feel the same way.

I started The Cannon Film Guide as a way to revisit the movies I loved, write about them, and talk to people whose work I’d so long admired. I set out to create the first comprehensive book on the legendary b-movie studio’s entire filmography. Eventually it turned out that such a project would actually call for three volumes.

Listening to the stories told by the films’ creators, I found places where many of the tall tales surrounding Cannon and their productions long over-shadowed what had really happened back in those days. (Menahem Golan’s knack for mythmaking was as often responsible for this as anything else.) On the same hand, there were just as many moments where I discovered the truth was crazier than I could have ever imagined.

The release dates listed in this book correspond to the earliest U.S. theatrical release I could find for each title, or my closest approximation as to when it first hit video store shelves. It wasn’t unusual for Cannon to stagger a release, opening a film on one coast or in select cities before packing up and shipping the prints along to their next destinations.

When it comes to franchises, I’ve chosen to write about direct sequels in the same chapters as the film that launched a series. Because these films obviously share so many elements, I found that this was a good way to cut down on redundancies. In this volume you’ll find writings on all of the Cannon entries in the Death Wish and Missing in Action franchises, even the ones that were released in 1985 or later, because Cannon’s first installment came out in the years covered here. While they’re commonly viewed as a trilogy, I’ve written about each of the Sho Kosugi ninja films individually as they don’t share any plot continuity.

While I strove to include as much of Cannon’s catalog as possible, this is not a 100% complete survey of the company’s output. Many movies appeared in video shops with the Cannon logo on the spine but were only secondhand pickups or distribution releases by the company. As a guideline I decided to include only the films that Menahem Golan and/or Yoram Globus produced themselves, or were significantly involved in their creation in some other way.

In addition, there are a number of Cannon films which received little to no domestic release, primarily because they were intended only for specific, international markets. If a movie was deemed not to merit a token VHS release in the United States when it was new, it’s unlikely it will suddenly be made available here on Blu-ray more than 30 years later. Because of their unavailability, I’ve opted to write of these films only with passing mentions. That said, many relative obscurities from the Cannon library are included here with full-chapter studies—films that, as of this writing, are still only available on decades-old videocassettes or, when lucky, as murky YouTube rips. I wish my readers the best of luck in tracking these down; as my writings on those movies will indicate, they’re usually worth the effort.

Austin Trunick

Connecticut, 2019


Introduction

In 1979, a pair of Israeli cousins—Menahem Golan and Yoram Globus—snapped up controlling shares of the failing American company The Cannon Group, a minor independent film studio known for churning out drive-in caliber schlock. Golan was the pair’s creative mind, a filmmaker responsible for several hits in his native Israel and with an Academy Award nomination for Best Foreign Feature under his belt. His much younger cousin, Globus, was an immensely savvy businessman with an unmatched talent for international film sales. The pair lived and breathed cinema, having grown up on American movies of the ‘30s, ‘40s, and ‘50s. These two eccentric outsiders were determined to transform Cannon into Hollywood’s “seventh major studio.” It was a lofty and totally unprecedented goal, but through an impressive stretch of the 1980s, it was one they very nearly succeeded in achieving.

Their first year of Hollywood production saw a trickle of the same sort of budget horror films and comedies that Cannon had been known for prior to the cousins’ takeover. They topped off their inaugural year with The Apple (1980), a bombastic, sci-fi disco musical inspired by Old Testament stories and directed by Golan himself. The movie proved stunningly uncommercial, but offered a first glimpse at the sort of wild ambition that the Golan and Globus-led Cannon would come to be known for.

And then came their first hit: the martial arts film Enter the Ninja (1981), which kicked off a ninja craze that swept video shelves, Saturday morning cartoons, and toy stores throughout the entirety of the 1980s. They had two more unpredicted hits in rapid succession with Death Wish II (1982), a sequel to the violent, decade-old vigilante film that had made Charles Bronson famous, and the endearing teen sex comedy The Last American Virgin (1982), an English-language remake of a film Golan and Globus had produced in Israel several years earlier.

Nobody—not even Cannon—expected Breakin’ (1984), a movie about Los Angeles hip hop street dancers, to debut at #1 at the U.S. box office and remain a top gainer for most of that summer. That same year Cannon signed a multi-picture deal with a middle-aged karate instructor-turned-actor named Chuck Norris. They funneled his niche talents into a string of hits which included Missing in Action (1984), Invasion U.S.A. (1985), and The Delta Force (1986). A few years later, a struggling Belgian martial artist named Jean-Claude Van Damme made an impression on Menahem Golan when he roundhouse-kicked over the movie mogul’s head. Golan cast him in Bloodsport (1988), and a star was born.

Hits like these helped Cannon offset the many, many more films that failed to recoup their budgets in American movie theaters. The company managed to stay afloat in large part thanks to Yoram Globus’ ingenious approach to film financing. As Cannon pre-sold their films to foreign, cable, and video distributors (sometimes with little more than a title or a mocked-up poster), they were able to churn out dozens of films per year without overly concerning themselves whether or not those films actually made any money when they hit U.S. theaters.

While Cannon are most beloved today for their many action movies which starred the ultimate pistol-packing badass, Charles Bronson, or high-kicking heroes like Chuck Norris, Jean-Claude Van Damme, and Michael Dudikoff, they also produced films by prestigious auteurs like John Cassavetes, Barbet Schroeder, Franco Zeffirelli, Jean-Luc Godard, and Robert Altman. In a few rare cases, a Cannon film was nominated for an Academy Award. More often, their movies brought home Razzies. While it’s rare to find a critically acclaimed film bearing the company’s famous arrow logo, it’s even more difficult to find a Cannon movie that isn’t thoroughly entertaining from its title screen to its final credit roll.

From 1980 through its eventual closure in 1994, The Cannon Group in its various forms left behind a legacy of more than 200 films spanning every imaginable genre found at your local video rental shop in the 1980s. These included musicals, science fiction, erotic thrillers and teen sex comedies, fantasy epics, action and adventure flicks, horror films, dance movies, children’s fairy tales, and many that were simply impossible to categorize. Today, more than three decades removed from their heyday, Cannon is held in the highest regard by connoisseurs of cinematic cheese. They are the most beloved cult studio of what was arguably cinema’s greatest decade: the 1980s.

Over three volumes, The Cannon Film Guide will celebrate and explore the output of the legendary b-movie studio in chronological order. Volume One—this book—covers the years 1980 through 1984, largely chronicling the studio’s rise under its dual mavericks, Menahem Golan and Yoram Globus. Volume Two will track 1985 through 1987, Cannon’s most prolific years, and include many of their most ambitious productions. Volume Three will span the widest range of years, 1988 through 1994, which entailed a bitter fallout between the cousins and a maelstrom of other misfortunes which amounted to the company’s inevitable fall. (However, the period also included late-era classics like Bloodsport and Cyborg [1989], and numerous direct-to-video masterpieces.) Join me then, won’t you, as we take a journey into all things Cannon: the good, the bad, the ugly, the awesome, the overblown, the badass, the sexy, the hilarious, the mind-boggling, the unbelievable, and The Apple.

Before we dive in, let’s talk briefly about how we got here. To fully understand Cannon in the 1980s, one must familiarize themselves with the origin stories of Hollywood’s most unlikely moguls: Menahem Golan and Yoram Globus.

[image: images]

Cannon’s valiant leaders as they presented themselves on the front page of their 1983 sales catalog, along with an excellent summation of the company’s ambitions.

Menahem Golan was born Menahem Globus on May 31, 1929, to Polish immigrants in Tiberias, a coastal city in what is now Israel. At the time the city was occupied by British troops in the wake of WWI, and a movie theater had been built there to entertain them. The theater screened an ever-changing rotation of imported Western hits, and the young Menahem became enchanted with the cinema at an early age. Seeing the latest Chaplin films and Hollywood musicals were more than a pastime for this particular youth, but an obsession. Regularly unable to afford his ticket, the intrepid boy eventually struck up a deal with the theater’s projectionist: he’d offer his free labor by turning the crank which controlled the movies’ Hebrew subtitles in exchange for seeing movies as they passed through town. As time went by, the young Menahem’s aspirations shifted from simply seeing films to making them. Cutting photos from magazines and fixing them to the rotating dryer rack in the basement of his family’s apartment building, he directed his first “motion pictures.” He recalled that when he asked a penny for admission no one would show up, and so he resorted to paying his school pals a penny each for their attendance.

Menahem enlisted in the Israeli Air Force during the nation’s War for Independence in 1948 and, in an act of patriotism, took on a Hebrew surname. Inspired by the hilly Golan Heights region visible across the water from his hometown, Menahem Globus would from then on be known as Menahem Golan. After leaving the armed forces, Golan traveled to study theatrical production abroad, first at London’s Old Vic and then at the city’s Academy of Music and Dramatic Art. Upon returning to his homeland Golan found considerable success as a stage director, sometimes tackling Hebrew-language versions of popular Broadway musicals.

The siren’s song of cinema still surged strong through Golan, however, and in 1960 the 30-year-old film fanatic uprooted his family and moved to New York, where he took filmmaking classes and attempted to find financing for an Israeli spy thriller he’d written for the screen. It was tough going. Growing despondent after a year of non-starts in the United States, Golan eventually wrote a letter to Roger Corman, the prolific and influential b-movie filmmaker, asking him for work and tutelage. Famous for taking chances on aspiring movie-makers, Corman answered Golan’s letter in just a matter of days. Corman explained that he would soon start shooting a new film, The Young Racers (1963), in Monte Carlo: if Golan could meet him at his hotel at the start of production, bring a car with him, and pay for all of his own travel and lodging expenses, he’d hire him on as his personal driver. So, Golan and his wife flew to Paris and rented an automobile, and Corman kept his word. Golan not only worked as his driver, but in typical Corman fashion was asked to wear additional hats as a production assistant while his wife, Rachel, was hired on as a makeup artist.

The Young Racers isn’t nearly as notable for its content as it is for the famous names who cut their teeth working on it. Menahem Golan served on that film crew alongside two other young, aspiring filmmakers: Francis Ford Coppola and an emerging screenwriter by the name of Robert Towne. The two would go on to be known for films such as The Godfather (1972) and Apocalypse Now (1979), and Chinatown (1974), respectively, and independently win six Oscars between the two of them. Another young, hungry maverick working on that set was frequent Corman collaborator Charles B. Griffith, best known for penning b-movie classics like The Little Shop of Horrors (1960) and Death Race 2000 (1975).

There’s a story that was regularly recounted by Golan which involved him pitching Corman the idea for a Hebrew gangster film, and the producer agreeing to give him the $20,000 left over from The Young Racers’ production budget to make it. As Golan told the story, Coppola got wind of Corman’s offer and told their mentor that he would be out of his mind dumping that kind of money into a black-and-white, Hebrew-language b-movie; if Corman instead gave Coppola that funding, he’d deliver a film that would sell to American audiences. Coppola rushed back to his room and banged out a story treatment overnight, which impressed Corman enough that he handed those funds to the American over the Israeli. While Golan showed a lifelong flair for exaggeration that was occasionally peppered with outright fabrication, at least part of this story can be confirmed. Using leftover budget from The Young Racers and many members of the same cast and crew, Coppola’s resulting production would become his now-legendary breakthrough feature, the low-budget cult horror flick Dementia 13 (1963).

Golan never held a grudge against Corman for rescinding his funds, and even cited the producer as one of his greatest teachers. Besides, that didn’t stop him from making his movie. Golan returned to Israel and found another financier, which resulted in the Hebrew noir El Dorado (1963), Golan’s directorial debut and one of the earliest screen appearances of Israeli superstar Chaim Topol. It fared very well with movie-goers in his homeland. Finally, Golan had his foot in the door of the film industry. Scraping together money however he could, he’d direct more movies over the next few years—including the Audie Murphy-led spy film Trunk to Cairo (1965), paid for by Samuel Z. Arkoff’s hallowed American Independent Pictures—but there were always difficulties getting projects off the ground. That would change once Golan paired himself up with a brilliant producer and financial mind in the form of his younger cousin, Yoram Globus.

Yoram Globus was born in Tiberias on September 7, 1941, twelve years after his cousin Menahem. As a boy his family moved 50 kilometers west to the city of Kiryat Motzkin, where his father opened his first movie theater. At the age of five Yoram was helping out in the lobby, promoting new movies, swapping out posters and working the ticket counter. By the time he was 10 years old he was serving as a projectionist. As a teen, his parents moved to the much larger city of Tel Aviv and opened another theater. Coming of age and showing little interest in life beyond the family cinema, his father pleaded with Yoram’s cousin, Menahem—who at this point was a well-known stage director—to help encourage his son. The cousins obviously shared similar passions. As Menahem told the story, he promised the younger Yoram that if he made it through business school the two of them would one day make movies together. Yoram took him up on the offer, and went to business school. A few years later, every b-movie fan’s favorite opening credits line was born: “A Golan-Globus Production.”

With his business degree in hand, Yoram reunited with Menahem in the early 1960s after the elder cousin returned from his time in New York and working under Roger Corman. The duo founded Noah Films, a production company named after Golan’s father. Golan was widely viewed as the duo’s creative mind, and Globus the shrewd businessman. Although the black-and-white, Hebrew-language movies they produced in their early years were primarily tailored toward the Israeli market, Globus quickly showed an uncanny ability to sell these seemingly-niche movies abroad to foreign theater chains and distributors. It was Globus’ savviness as a salesman which kept the various Golan-Globus ventures afloat over their first 15 years, and laid the groundwork for Cannon’s period of sustained success in the 1980s.

From the very outset of their collaboration, Golan and Globus formed a seemingly unstoppable team, producing film after film, with Golan occasionally writing the odd title or sliding into the director’s chair. One of their first movies produced together, the broad Hebrew satire Sallah (1965), set Israeli box office records for a film produced from within the country—records that Golan and Globus themselves would best time and again throughout the 1970s—and would become Israel’s first cinematic release to be nominated for the Best Foreign Language Film Academy Award. They’d receive the same Oscar nod for I Love You Rosa (1972), and again for The House on Chelouche Street (1973) the following year. The fourth time it was for Operation Thunderbolt (1977), this one directed by Golan himself and starring Klaus Kinski. Ironically enough, they lost that year to the French-language film Madame Rosa (1977), by Israeli filmmaker Moshe Mizrahi: the director of the second and third Oscar-nominated films that Gold and Globus had produced. Always the bridesmaids but never the bride, the absence of an Academy Award trophy would consistently drive Golan throughout the rest of his career. (More on that later.)

Lovingly dubbed “The Go-Go Boys” by the media because of their fast working pace and prowess at making deals, Golan and Globus delivered hit after hit for the Israeli market. One of the most notable among these was the ethnic musical Kazablan (1974), an adaptation of an older stage production that was given the bombastic flair of the old Hollywood musicals which captivated its co-writer and director, Menahem Golan, when he was a youth. More than just a box office smash, Kazablan was an outright pop culture phenomenon in its home country. Songs from its soundtrack topped the music charts and the film is still beloved there to this day, the Israeli equivalent of a West Side Story (1961) or The Sound of Music (1965).

Although Golan and Globus’ efforts are regularly credited with pushing the Israeli film industry to new heights, few of their films from this period made much of a splash outside their homeland, receiving small releases targeting niche audiences. The exception to this was the raunchy teen comedy Lemon Popsicle (1978), directed by future Cannon regular Boaz Davidson. Revolving around the misadventures of sex-starved teen boys in the 1950s and featuring a soundtrack of American rock-and-roll classics, Lemon Popsicle went on to be one of the local film industry’s all-time biggest hits. In Israel alone it took in more than quadruple its budget, one third of which had gone to licensing songs from Elvis Presley and Jerry Lee Lewis. With its universal theme of teen boys being horny, the movie found sound success abroad—especially in Japan, West Germany, and a few other parts of Europe. To date, the franchise includes seven sequels, one spin-off movie and a reboot film. Davidson himself returned to direct the surprisingly faithful American remake: the beloved Cannon coming-of-age comedy, The Last American Virgin (1982).

In Israel the Go-Go Boys were prolific and well-respected, arguably the most successful movie producers to come out of the country. What had eluded them thus far, however, was profit and prosperity in America. A passion for Hollywood films is what inspired Golan and Globus to pursue filmmaking, and producing Hollywood-style movies was what they continuously strove for. It wasn’t enough for them to have revitalized their local industry and put Israeli filmmaking on the international map: they dreamed of being bigshot, studio moguls in the mold of Louis B. Mayer, Jack Warner, or Adolph Zukor. It didn’t seem to matter to them that the old-fashioned studio system had all but died out in Hollywood by the late 1970s. It wouldn’t stop them from trying to re-implement it—and, for a brief time, succeeding at doing so.

There was a level of inherent glamour and professionalism imbued within the Hollywood exports, and even the biggest, locally-grown Israeli hits only yielded a drop in the box office bucket compared to an American blockbuster. Golan and Globus found it hard to compete at home, where resources were limited along with the access to big-name, international movie stars. This led to their formation of a sister company under the awkwardly-spelled name AmeriEuro Pictures Corporation, which Golan and Globus used to launch joint American and European productions aimed at Western markets before switching to the more straight forward name, Golan-Globus Productions. First came the gangster picture Lepke (1975), which starred Tony Curtis and was shot in Hollywood, quickly followed by the heist flick Diamonds (1975), starring Robert Shaw, Richard Roundtree, Shelley Winters, and Barbara Hershey. The routine spy thriller The Uranium Conspiracy (1978) was shot across many picturesque locations but failed to make much a ripple. Most primed for success was the lavish romantic epic The Magician of Lublin (1979), adapted from an acclaimed novel by Isaac Bashevis Singer. It starred Alan Arkin, Louise Fletcher, and Shelley Winters (again), and featured a score by three-time Oscar winner Maurice Jarre and a theme song sung by Kate Bush. All of these were directed by Menahem Golan, and all were met with mixed reviews and middling box office returns. Undoubtedly more frustrating for the pair, America had entirely failed to take much notice of them.

By the late 1970s, Golan and Globus had come up with a new plan. In Hollywood, the late ‘70s were a time when many studios were regrouping to re-assess the way they did business. Distribution models were changing. Young auteurs would emerge from the independent film movement and establish a new upper echelon of studio filmmakers. This was the dawn of the blockbuster era, when hits such as Jaws (1975) and Star Wars (1977) would set hitherto unimaginable box office benchmarks and completely reinvent the way that movies were marketed. Meanwhile, many smaller and independent American production companies were facing financial difficulties. Golan and Globus spotted an opportunity to force their way in.

Founded in 1966 by film students Dennis Friedland and Chris Dewey, The Cannon Group was just such a struggling company, but that hadn’t always been the case. They had success early on with an English-language re-release of the softcore Swedish porn film Inga (1968), and their biggest-ever hit with 1970’s controversial Joe, starring Peter Boyle and helmed by John G. Avildsen. They kept their focus primarily on the low-cost exploitation markets, importing cheap monster movies, sex comedies, kung fu and gangster flicks from abroad for a quick buck, or funding homegrown, low budget productions such as The Happy Hooker (1975), another hit.

By the end of the ‘70s, however, a run of flops had left this first incarnation of Cannon on shaky financial footing. Enter Golan and Globus, who had come up with the idea that acquiring an American company with its own distribution arm would make it easier for them to disseminate their product stateside. That Cannon already had a catalog of around 80 films made the company particularly appealing to the duo. The cousins approached the flagging indie studio with an unusual proposal: they would use their considerable international sales skills to sell the company’s product to untapped overseas markets, taking a commission on each sale. Those commissions were used to purchase controlling shares from its founders. By May of 1979, The Cannon Group officially belonged to Golan and Globus. Their first production under new management would be The Happy Hooker Goes Hollywood (1980), a direct sequel to a pair of movies that had made good money for the prior regime.

The rest, as they say, is history … and the subject of the very book you hold in your hands. Welcome to The Cannon Film Guide, Volume One.


The Cannon Film Guide

Volume I (1980–1984)
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The Happy Hooker Goes Hollywood on Betamax.


The Happy Hooker Goes Hollywood

Release Date: May 10, 1980

Directed by: Alan Roberts

Written by: Devin Goldenberg & Alan Roberts

Starring: Martine Beswick, Chris Lemmon, Adam West, Richard Deacon

Trailer Voiceover: “How do you make movies? You make movies with money. Money comes easy to the girls of Xaviera Hollander!”

For Golan and Globus’ first American production under their newly-acquired Cannon banner to have set a more suitable tone for their future filmography, it would have needed to star Chuck Norris fighting breakdancing ninjas. Not only was The Happy Hooker Goes Hollywood tiptoeing along a line that separated mainstream comedy from softcore pornography, but it was a loose-linked sequel to a franchise they had no hand in originating. (See: Death Wish II–IV and Exterminator 2.)

Jumping into the sauna with another Happy Hooker sequel made sense, at least, because the series’ rights came along with Golan and Globus’ purchase of Cannon, since the prior management had distributed its first two, moderately successful entries. By the time we got to this G&G-produced Happy Hooker threequel, the series had transformed into an unexpectedly meta affair. This was a sequel with a plotline surrounding the fictionalized making of the first movie in the series.

When Goes Hollywood begins, celebrity prostitute Xaviera Hollander is happy running a bustling brothel with a long, long wait list among New York City’s most wealthy and influential patrons. (It’s not the gritty, sad sort of place you typically imagine a whorehouse to be: this one’s more of a bright, cheerful Disneyland of Screwing.) Her book, The Happy Hooker, stills reigns over bestseller lists, which is what brings her to the attention of Hollywood.

Warkoff Brothers Studios—their logo resembles the famed Warner Bros. shield almost exactly—is led by William B. Warkoff, an old school mogul, and he’s hell bent on inking a deal with New York’s most famous madam and turning her life story into his company’s next big, hit blockbuster. In true screwball fashion, he promises that he’ll name whichever of his three producers to be his successor as the head of the studio if they’re able to successfully get her signature on a contract. Thus, a madcap competition begins.

Xaviera is flown out to Hollywood where she’s wined, dined, and wooed by a variety of showbiz big shots. Joseph Rottman, Mr. Warkoff’s son-in-law, is a buffoon, and his bid for the WBS empire is shot down just as quickly as his highly-falsified pitch session to Xaviera. Producer Lionel Lamely, a handsome lothario, gets closer by seducing the famous lady of the evening, but blows it when his girlfriend, a young starlet, clandestinely records the two of them getting busy and throws a fit. It’s Mr. Warkoff’s young, bashful grandson Robby, of course, who is able to win the prominent prostitute’s good favor with his insistence that she can make the movie herself, outside the Hollywood system. (Robby is played by Chris Lemmon, son of Jack. He’d later co-star opposite Hulk Hogan in the short-lived ’90s TV series Thunder in Paradise [1994].)

And so Xaviera, Robby, and their crack team of working girls embark on an independent filmmaking adventure. (It’s less Easy Riders, Raging Bulls and more zany, hooker hijinks.) They quickly discover that making a movie costs lots of money, and the girls aren’t exactly flush with liquid assets. They finance the film the best way they know how: by exchanging sexual favors. Need film stock? Screw the lab technician in the dark room. Need a mansion to use as a shooting location? Have two of your topless flunkies bang the real estate agent. Can’t afford catering? Force yourself on the poor deli delivery guy. That sex can buy you anything you want or need is the crux of this movie’s humor.

The jilted producers at Warkoff Brothers Studios are embarrassed by all of the press that Xaviera’s production receives in the Hollywood trades, and tip off the police to her illegal activities. After the assistant director unknowingly offers sex to an undercover cop posing as a camera rental clerk, the production is raided. This sets back the shoot, and legal fees sap what little (non-sexual) budget they had. Xaviera decides to take her revenge by playing a long, elaborate prank on the slimeballs at Warkoff Brothers. To make a long story short, through a series of far-fetched deceptions, Rottman and Lamely wind up wandering through a fancy-pants industry shindig while in full drag, being solicited by a drunk Shriner, and then accidentally cold-cocking a cop.

With this public relations catastrophe being the final straw, Mr. Warkoff himself steps in and attempts to broker a peace treaty. He offers Xaviera $5 million dollars to finish her film, on the condition that she delivers it in time to play at the premiere of his brand new, Los Angeles movie theater. It’s a bet, of sorts: if she fails to deliver the finished film, she receives no payment and the rights to the movie revert to Warkoff Brothers. After the obligatory movie-making montage, we cut to the big day, when Robby and a couple of hoes are retrieving their finished film from the processing lab just under the wire, hours before the show. Unfortunately it’s been hijacked by a pair of Jewish gangsters! (One is played by Yehuda Efroni, a character actor who would hold the record for most appearances in Cannon movies: sixteen total, not including many more of Golan and Globus’ pre- and post-Cannon ventures.) A wacky car chase ensues, but the print is finally secured just as the pre-movie previews wrap up. Xaviera’s indie movie is a wild success and the world-famous madam becomes the toast of Hollywood. Presumably she lives happily ever after, since this wound up being the final movie in the Happy Hooker trilogy.

In case you weren’t alive in the 1970s and were wondering: there was a real-life Happy Hooker. Xaviera Hollander was a former secretary at the Dutch consulate in New York who quit her job in 1968 to become a high-end sex worker. She eventually opened her own brothel and became NYC’s best-known madam—until her arrest, and subsequent deportation, for prostitution in 1971. Her memoir, The Happy Hooker: My Own Story, was published that same year, and became a New York Times Bestseller, infamous for its sexual candidness in that era.

Of course, a film version of The Happy Hooker followed in 1975. (It was, in fact, the second “adaptation” of the book to appear that year, following The Life and Times of Xaviera Hollander [1976], a full-on pornographic film.) This movie starred Academy Award nominee Lynn Redgrave and was a comedy loosely based on the book. It received a few warm reviews and fared well at the box office, and so a sequel followed—this time, starring Joey Heatherton in the titular role. The Happy Hooker Goes to Washington (1977) saw Xaviera being summoned to testify in defense of sexual freedom in front of Congress, and featured a supporting rogues’ gallery which included Rip Taylor, Billy Barty, and Harold Sakata, the actor who played Oddjob in Goldfinger (1964). This one flopped.
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A full-page announcement for Happy Hooker Goes Hollywood in the May 9, 1979 issue of Variety.

When Golan and Globus took over Cannon and decided it was worth going ahead with a third Happy Hooker movie, Martine Beswick was brought in as the third actress to play the character in a trilogy which, by this point, bore little resemblance to the real-world Hollander’s life. Beswick has the rare distinction of twice appearing as a Bond girl: in From Russia With Love (1963) and in Thunderball (1965). Beyond 007, her most famous role was in One Million Years B.C. (1966), in which she famously had a catfight with Raquel Welch and was terrorized by Ray Harryhausen dinosaurs. Not surprising for a James Bond movie veteran, Beswick brought some class back to the Happy Hooker role. It sounds as if she attempted to do the same with the entire production: the actress claimed to have stormed off the set when she arrived to shoot a swimming pool scene and found background extras engaging in real sexual intercourse.

The biggest surprise in the cast is Batman himself, Adam West, playing playboy movie producer Lionel Lamely. West spent the ‘70s and ‘80s trying to break out from under the shadow of the Caped Crusader, but mostly appeared in low-budget and direct-to-video flicks—including this, his first for Cannon. He’d later play an extraterrestrial in Cannon’s Doin’ Time on Planet Earth (1988). His performance in The Happy Hooker Goes Hollywood feels half-heartedly dialed in, but then it’s not the most glamorous of roles, either, as a bumbling lady-killer who isn’t exactly the suave Bruce Wayne you’ve come to know and love. When he’s caught in a lie, Xaviera smashes a halved grapefruit into his crotch, complete with the sound effect of muted brass accompaniment. (Wah wah wah wahhhhh—there are a lot of those in this movie.) When he performs his big drag scene, he barely even attempts to inflect a feminine voice. He does briefly appear nude, however, so if you’ve ever had a burning desire to see Batman’s butt, well, here you go.

West wasn’t the only fading TV star hired on to Happy Hooker III; it appears to have been a running theme in the film’s casting department. Phil Silvers, an old legend who originated the Sgt. Bilko character on his own The Phil Silvers Show in the 1950s, plays the wheelchair-bound William B. Warkoff. He’s perpetually flanked by leggy, twin blondes played by Candi and Randi Brough, who’d appear again in Cannon’s Dr. Heckyl and Mr. Hype (1980) this same year. As identical twin bombshells, Candi and Randi were popular pinup models in the early ‘80s, and probably most famous, acting-wise, as BJ and the Bear cast members in its final season. (When they moved to Hollywood, they leased their first apartment—a designated single—by fooling their landlord into thinking they were one person who just came and went more often than most.) Warkoff’s son-in-law and West’s drag partner, Joseph Rottman, is played by Richard Deacon, formerly of The Dick Van Dyke Show (1961–1966) and Leave it to Beaver (1957–1963). Fifties television personality Edie Adams has an appearance as a prickly talk show host; she’d hosted her own TV talk show in the mid-1960s. Until her husband’s death in 1962, Adams and comedian Ernie Kovacs were one of TV’s true power couples, a tier under Lucy and Desi. She may have been most famous as the long-term spokesperson for Muriel Cigars, where her famous catchphrase was the breathy, Marilyn Monroe-esque suggestion “Why don’t you pick one up and smoke it sometime?”

The Happy Hooker Goes Hollywood also functions as a H.O.T.S. (1979) reunion, with Xaviera’s brothel featuring actresses Lisa London, Susan Kiger, and Lindsay Bloom, who previously appeared together in the cult campus comedy. Lyman Ward, best known as the dad from Ferris Bueller’s Day Off (1986), plays a real estate agent who’s dragged onto a pool table by two topless ladies in lieu of rental fees. Speaking of ‘80s comedy dads, Paul Keith—the father in Cannon’s hit The Last American Virgin (1982)—has a blink-and-you’ll-miss-it role as a desk worker. Famed Variety columnist Army Archerd plays himself, covering Xaviera’s big red carpet movie premiere.

The movie’s associate producer, Ronnie Hadar, was part of Cannon’s international sales division at the time Golan and Globus took over. He’d eventually have a huge hit to his name with (of all things) the numerous Mighty Morphin’ Power Rangers children’s TV shows.

However, director Alan Roberts’ post-Hooker story is far and away the most intriguing—and mysterious. Prior to Happy Hooker, he’d mostly helmed ‘70s softcore porno movies like The Zodiac Couples (1970), The Sexpert (1972), and most famously Young Lady Chatterley (1977). He directed a few more films afterward, including a 1991 flick called Karate Cop, before settling into a career as a freelance film editor and occasional producer. This is where things get strange. In 2011, Roberts’ name surfaced as the alleged director on documents pertaining to a low-budget movie titled Desert Warrior, described as a “historical Arabian Desert adventure film.” It’s unclear just how far Roberts’ involvement with the film went: he never made a public statement about the movie, and other crew members refused to name the movie’s director. Documents linked to the film and reported on by Vice contained the name Alan Roberts. (“Alan Roberts” being derived from his given name, Robert Alan Brownell.) In addition, The New York Times named Roberts as the movie’s director. Desert Warrior was shot on a tiny budget around Los Angeles.

When a 14-minute portion of the film was uploaded to YouTube in 2012, it had been re-dubbed by other actors into an inflammatory, anti-Islam video under several titles, most notoriously Innocence of Muslims. The main character, whose name during shooting had been “Master George,” was now being addressed as “Muhammad” and was portrayed as a philanderer and pedophile. This clip set off a chain of international coverage which incited protests, riots, and retaliatory attacks around the world. (News outlets estimated that the violent protests resulted in 50 deaths worldwide.) The entire 80-person cast and crew came out with a denouncement of the film, claiming that they were duped all along into thinking they were making an entirely different sort of movie. Eventually, the film’s mastermind was revealed to be Nakoula Basseley Nakoula, a U.S. citizen of Egyptian birth, who wrote and produced the movie under a series of pseudonyms—and had previously been arrested in possession of meth-making supplies in the 1990s. It’s no wonder that Roberts himself, the Happy Hooker Goes Hollywood director, kept a low profile in the wake of Innocence of Muslims, until his passing in 2016. Needless to say, it was a long, long way from the softcore pornos (and this Adam West sex comedy) on which he’d built his career.
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An Italian theatrical poster for Happy Hooker Goes Hollywood. Note that even the title itself is wearing lingerie.

Interview: Actress Lisa London

The Happy Hooker Goes Hollywood was only Lisa London’s second film, having made her screen debut in the cult campus comedy H.O.T.S. (1979). The actress and model would return to Cannon six years later in their women-in-prison film, The Naked Cage (1986). Other notable roles over the next decade included appearances in the Dirty Harry sequel Sudden Impact (1983) and a pair of movies from Andy Sidaris’ notorious Bullets, Bombs, and Babes series: Savage Beach (1989) and Guns (1990).

In addition to her acting, London was a member of the ‘80s girl group The Pinups. (She lends her own vocals to the soundtrack of The Naked Cage.) She continues acting to this day and has more than 50 credits to her name.

The Cannon Film Guide: Your very first movie was H.O.T.S.. As a way of launching your career, it’s hard to go wrong with a cult classic like that one.

Lisa London: I know! It was so high profile. It’s funny. As time has gone on and the industry has changed, it was technically a low-budget film but it was made for millions of dollars, and now people are making films for like $10,000 and getting them out there. It’s kind of amazing the level I started on, because I think I only had one other audition before I got that, too.

Can you tell me how you arrived to that point? I know you moved to Los Angeles with nothing more than a dream—that it’s one of those stores.

Yes, of course. Don’t we all? [Laughs] My background was in journalism and broadcasting. I’d sang on stage a few times, but I had never acted on stage or in front of a camera. I had done a lot of modeling growing up in Palm Springs. Even though I was in college on a full scholarship for journalism, all I had ever wanted to do was act since I was born.

I was actually dating someone very famous who was transitioning from the sports world into acting. His agent was basically trying to get rid of me because I was a distraction, and so he sent me on this humongous audition. They were looking for girls to do a female version of Animal House (1978). It was a really big deal. Every starlet in town was up for one of the main characters. I thought I did so horribly at the audition that I didn’t think there was any way I was going to get it. I’d never seen a movie script before! They handed me the script and told me they wanted me to read for O’Hara, but I saw both characters on the page and I thought “Oh, they must want me to change my voice and act out both parts.” [Laughs] So I launched into it that way, literally stepping on the reader’s toes.

There was this gorgeous woman in the room who was one of the writers. Her name was Cheri Caffaro. She stopped me and said, “Gentlemen, let me take Lisa outside.” While we were outside for just a moment she tells me, “This is great, but why don’t we concentrate on just O’Hara? Let them read the other things.” She coached me through it, and I ended up getting the part. It was a starring role right off the bat. Talk about beginner’s luck, right?

Your next film after that one was Happy Hooker Goes Hollywood.

That was absolutely fantastic—it was a dream come true audition. Very rarely do you feel you did your best and know afterwards, “Oh my god, I know this character is mine. I got this.” It’s rare you get instant gratification from everyone in the room who is auditioning you. I felt that immediately. I felt like I was being offered the role while I was in the room, because the vibe was so strong. I actually became good friends with the director, Alan Roberts, who you know, then, later was the controversial director who shot that [Innocence of Muslims] video. That felt so bizarre, because you couldn’t be around a cooler, nicer guy, and to think that he was embroiled in that—life is just so crazy! I will never forget when they revealed who the director of that video was and I was like, “Oh my god!”

Happy Hooker was a dream come true. I got to work with some iconic actors on that: Adam West, Richard Deacon, and Martine Beswick. Chris Lemmon and I became best friends on it. Phil Silvers told me I was great at comedy and that’s when I knew I had arrived.

Happy Hooker was sort of a pseudo-H.O.T.S. reunion, with Lindsay Bloom and Susan Kiger also appearing in the film with you.

Yeah, there were quite a few H.O.T.S. girls in that one. K.C. Winkler was in it, too. That was pretty wonderful. It was hilarious—you know, we’re on location at places like LAX and the Ambassador Hotel. Getting to watch all of these people do their thing, that was really great. And the costumes! Hair and makeup, everything was so first class. Being so beautiful and glamorous was rather fun.

This was Cannon’s first U.S. production after Golan and Globus took over. What were your impressions of the new studio?

The name “Cannon Films” seemed to have this power behind it, like it was a big name brand. It was an amazing journey to watch this new brand of filmmaking. They did this thing where they sold movies at Cannes that weren’t even made yet, and that was kind of an unheard of thing to do. They were brazen. They were kind of gangsters, they were kind of cowboys. They didn’t do things in traditional ways. I know there are stories where people were upset by the way they did things, but I have to say my experiences working for them were just fabulous. I can’t complain at all. What a way to learn, that’s what I’ll say.

It sounds like a really fun set.

Are you kidding me? It was! And at the premiere I got to meet Jack Lemmon. Chris was like, “Lisa, this is my dad.” [Laughs] You can’t beat that.

You did several movies between Happy Hooker and your next Cannon film, the women-in-prison movie The Naked Cage. In the middle, though, you had a bit of a career as a pop star.

I did. I was the lead singer of a band called The Pinups, which was ahead of its time. We were the first girls to wear lingerie on national TV. We did it before Madonna, before anybody.

The director [of Naked Cage], Paul Nicholas, fought for me [to have a song in the film]. The powers that be at Cannon didn’t want to pay for the song that I sang, and they finally agreed to do it because he insisted that it was perfect for the film. It was a trip to watch yourself doing a love scene to your own music, you know? [Laughs]

Quentin Tarantino does this retrospective movie night at The Beverly Cinema, and he featured The Naked Cage. It was amazing—it was completely sold out. It really stood out on screen. It’s a beautiful film, and beautifully shot. It was really ahead of its time, and it shows so many things from racial tension to the issue of overcrowding in prisons and what goes on in them. It’s really a great film with some great acting. It was really special, and I was surprised by how great it was. I didn’t think it was going to hit me the way it did. It’s a really well-done film. And it’s a hysterical story, how I got that role.

Oh yeah?

You can’t write this stuff.

Please share!

Sometimes in auditions they’ll interview you, rather than have you read from the script. In those situations the most important thing is for them to talk to you and get a vibe from you. Then they’ll cast you and just let everything unfold as it does. So, I think I had about four auditions with Paul Nicholas and Chris Nebe, the producer of The Naked Cage, before I’d really read anything.

I remember sitting in the big, gorgeous offices at Cannon Films—I think this was probably my third meeting with them. They said, “So, tell us a little about yourself. Is there any particular type of film that you’re not into, or that you don’t like?” And so I said, “You know, really, the only movies that I feel are kind of silly, to me, are women’s prison movies.” [Laughs] Of course I hadn’t seen the script. They just looked at each other and didn’t say anything. Around four days later I had a call back and was given the script, and I literally almost fainted. I called my agent and said, “Oh my gosh! They’re never going to hire me!” But we actually became very good friends, and I did a couple other projects for them.

I actually met one of my best friends to this day on that set: Leslie Huntly. That was pretty amazing. I ended up introducing her to her now-husband of 25 years, and they have two kids. And so, The Naked Cage produced a lot of life. [Laughs]

Do you have any other memories you’d like to share from that set?

Oh, yes! We actually shot at [the Sybil Brand Institute], which was really intense. You can only imagine what it was like to be in an actual, functioning women’s prison. I think they had shut it down at that point for some maintenance. There’s a scene where I’m petrified about something and everyone thought my acting was so great, but that’s because a gigantic rat had just run right over my bare feet. [Laughs]

But like I said, getting to have a song in the film was just crazy. Getting to work with Angel Tompkins, a veteran actress who is just gorgeous to this day … she was also at the [Beverly Cinema] screening. And it having this new life again, 30 years later—it’s an amazing, full circle journey through the film acting world.


Schizoid

Release Date: September 12, 1980

Directed by: David Paulsen

Written by: David Paulsen

Starring: Klaus Kinski, Marianna Hill, Donna Wilkes, Craig Wasson, Christopher Lloyd

Trailer Voiceover: “Sick with revenge! Twisted with hate!”

Klaus Kinski is the scariest thing about Schizoid, and I’m not even talking about the character he plays in it. Always an imposing presence on screen, his notoriously erratic behavior off screen is the stuff of legend.

Klaus Kinski was born in the Free City of Danzig, now part of Poland, in 1926. Kinski was drafted into Nazi Germany’s air force as a teenager, where he was injured and captured during his first combat. It was in a British POW camp where he started acting, appearing in shows to entertain his fellow prisoners. Kinski sought work in theater after the war. His rare acting talent was clear to many directors, but his frequent, often violent outbursts made it impossible for him to keep jobs for any significant length of time. In 1950, Kinski was confined to a state insane asylum for stalking and attempting to strangle an older woman he’d become romantically obsessed with. Records released after his death showed that doctors’ initial diagnosis for Kinski was schizophrenia, but that their final medical conclusion was psychopathy. Although medically classified as “a danger to the public,” he was released after three days.
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Schizoid on VHS.

Kinski eventually made his way into film, landing frequent roles in European exploitation movies, spaghetti westerns, and horror films. His reputation grew, not only for being a great actor, but as an unpredictable egomaniac and womanizer. Kinski was married four times and had three children: Pola Kinski, Nastassja Kinski, and Nikolai Kinski. All three became actors themselves, with middle daughter Nastassja going on to the most fame as an international sex icon and a talented actress in her own right, famous for roles in Roman Polanski’s Tess (1979), Wim Wenders’ Paris, Texas (1984), and the 1982 remake of Cat People. She was also the star of Cannon’s erotic post-War drama, Maria’s Lovers (1985).

In a period of poverty, Klaus Kinski shared a boarding house with a 13-year-old young man who’d grow up to be the actor’s greatest collaborator. In 1972, Klaus Kinski appeared in his first film for the German filmmaker Werner Herzog—the unforgettable Aguirre: The Wrath of God—and one of cinema’s most beguiling actor-director relationships was born. They made four more films together: 1978’s Woyzceck, 1979’s Nosferatu the Vampyre, 1982’s Fitzcarraldo, and 1987’s Cobra Verde. In Kinski, Herzog found his greatest muse; in Herzog’s films, Kinski found the perfect conduit for his wild, untamable energy. One possible explanation for their incredible creative chemistry is that, by any standard measure, Kinski and Herzog were both batshit crazy.

The behind-the-scenes stories from Kinski and Herzog’s films together are unbelievable. Knock-down, drag-out fistfights, hours-long screaming matches, pointed guns and mutual death threats were all commonplace on their sets. Herzog has admitted to attempting to burn Kinski alive in his bed after one bad fight; during another, the director threatened to shoot them both when Kinski tried to walk off set. However, like any couple who seem to fight all of the time but deep down love each other very much, that anger and resentment channeled itself into mind-blowing makeup sex—and by makeup sex, I mean an infinitely fascinating, shared filmography. The duo’s five movies together number among each of their best works, and are must-see cinema. After Kinski’s death, Herzog assembled a documentary in tribute to his long time partner titled My Best Fiend (1999), which contains a lot of incredible, archival footage pertaining to their volatile friendship.

Schizoid was Kinski’s first and only film for Cannon, yet he’d previously worked for Menahem Golan when he starred in his Best Foreign Film-nominated Israeli feature, Operation Thunderbolt (1977). Schizoid was written and directed by David Paulsen, who’d previously penned Golan’s James Bond knock-off The Uranium Conspiracy (1978), and had helmed the slasher flick Savage Weekend (1979), a Cannon distro title. Preliminary marketing materials for the film sold it under the name Murder By Mail, though it was ultimately put out in the U.S. with a more sensational, if insensitive, title: Schizoid.

The film’s working title, Murder By Mail, came from a series of threatening letters—cut-and-pasted from magazines, classic creepazoid-style—received by the film’s heroine, a love advice columnist named Julie, played by Marianna Hill. (She’s best remembered as Fredo’s wife in The Godfather: Part II [1974] and her starring role opposite Clint Eastwood in 1973’s High Plains Drifter.)

Julie largely ignores the threatening letters, dismissing them as the handiwork of a harmless nut job, until people in her therapy group start turning up violently murdered. The police are initially reluctant to help her pursue a connection between the letters and the murders, and the death toll escalates as Julie grows closer, romantically, with her German-accented therapist, Dr. Pieter Fales (played by Kinski.)

From the moment he appears on screen, Pieter seems suspicious. His wife died under mysterious circumstances. He has sexual affairs with more than one of his patients at any given time. He lives in a big, empty, Silverlake mansion. In one of his first scenes, he leers creepily through a doorframe as his teenage daughter undresses before a shower. Perhaps most disturbing of all: he’s played by Klaus freakin’ Kinski!

We watch members of Julie’s therapy group get picked off one at a time, murdered by an unseen assailant in a stylish hat and trench coat. His (or her) weapon of choice is a pair of long, sharp scissors.

Schizoid moves slowly and isn’t the most thrilling of slashers, but it does a good job of throwing suspicion on its cast, leaving viewers guessing as to the killer’s identity until the very end. Even in spite of Kinski’s inherent menace, there are multiple other characters who are believable suspects. Is it Pieter, the psychotherapist? Or could it be Julie’s jealous ex-husband, Doug, whom she works with at a Los Angeles daily paper? Or is it someone from her therapy group, such as the spooky, old handyman? Or maybe it’s Pieter’s daughter, who seems to be just about as unhinged as her father? You’ll have to watch Schizoid to find out.
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A full-page ad promoting the film under its working title, Murder by Mail, from the May 7, 1980 issue of Variety.

You’ll find many recognizable faces within Schizoid’s supporting cast. Julie’s ex is played by Craig Wasson, who’d go on to star in De Palma’s Body Double (1984) and then A Nightmare on Elm Street 3: The Dream Warriors (1987). The actress playing Pieter’s daughter is Donna Wilkes, known to mainstream audiences from Jaws 2 (1978) and to cult movie fans for starring as the title character in the 1984 sexploitation flick, Angel, in which she played a 15-year-old schoolgirl who moonlights as a prostitute and helps take down a serial killer.

These days, the most famous secondary actor in the film would obviously be Christopher Lloyd, appearing here as one of the more suspicious members of Julie’s therapy circle. After wrapping five seasons on the sitcom Taxi (1978–1983), Lloyd had grown tired of film and television, despite memorable roles in Star Trek III (1984) and The Adventures of Buckaroo Banzai (1984). For a while he’d made up his mind to quit movies and return exclusively to the stage, but his agent talked him into taking
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