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There was hardly a time in my life when I wasn't hooked on monsters.

I suppose my childhood in Chicago, from the middle 1940s through the early 1950s, was typical enough. Superman, Lionel trains and Roy Rogers, Hopalong Cassidy and Gene Autry were always uppermost in my mind as they were with most kids during those innocent years. Somehow, though, I also developed a fascination with skeletons (probably after the first time my mother took me down to Chicago's Field Museum of Natural History) and astronomy (following a trip to the Adler Planetarium, within walking distance of the Museum).

Skeletons and celestial bodies. I would draw them at every opportunity. I recall my doctor's nurse giving me a chart depicting a human skeleton, a real prize that I still have in my possession. And I remember spending hours drawing what I considered at the time to be accurate maps of the entire universe.

Naturally, stories and movies involving skeletons began to interest me as much as the action-packed adventures of Hoppy or the Man of Steel. Most of these productions were either eerie mysteries or horror. Perhaps I wasn't yet old enough for the horror kind because I recall becoming frightened by such scary characters as Margaret Hamilton's Witch in The Wizard of Oz and the ghost (played by Charles Middleton) in Strangler of the Swamp when it first played on Chicago television.

There were also less terrifying outlets for my interest in outer space and the planets. During the early fifties “Tom Corbett, Space Cadet,” “Captain Video” and “Space Patrol” were filling our television screen with glimpses into the future and wondrous visions of extraterrestrial travel and life. My interest in skeletons was evolving into a more specific interest in fossil bones and I was thoroughly delighted when prehistoric monsters began to lumber and slither through the worlds of Corbett, Captain Video, and Buzz Corry and Cadet Happy of the Space Patrol. One episode of an early 1950s Saturday morning show, "Rod Brown of the Rocket Rangers," even had a friendly chimpanzee growing to King Kong proportions. At the time, however, I knew little of the famous simian who met his death atop the Empire State Building.

After a while, I sought out every dinosaur movie to play in Chicago, either in theatres or on television. There were great ones like The Beast from 201000 Fathoms (which I saw for the first of many times at a drive-in), with Ray Harryhausen's special effects totally baffling me. On television there was the spectacle of the original One Million B. C. (the first motion picture I recall ever seeing on TV).

I'd begun to hear tales of a movie called King Kong, in which a giant gorilla lived behind a colossal wall in a world of dinosaurs. My fascination with prehistoric monsters was developing into one with monsters in general.

As my interest waxed I was gradually transforming, without the need of a full moon or Dr. Jekyll's potion, into a monster movie fan.

I was thrilled in 1953 to see the impressive posters advertising a rerelease of Mighty Joe Young and totally transfixed three years later when I finally saw a revival of the first (and best) King Kong. After Kong's plunge from his skyscraper roost, I was certain his screen adventure could never be topped. In many ways I was right.

Then, though I'd read of werewolves often enough in the horror comic books so popular during the early 1950s, I saw my first motion picture incarnation of that variety of beast in The Werewolf, a Columbia picture of 1956. I remember hearing my friends talk about a character called the Wolf Man who had appeared in a movie called, incredible as it sounded, Abbott and Costello Meet Frankenstein. And when I saw my first two Frankenstein movies in 1956, House of Frankenstein and House of Dracula, I discovered the real Wolf Man for myself—and tried unsuccessfully to reconcile him with the character in the Columbia film.

Before 1956 I had not seen any of Universal's "Mummy" films, though I'd seen the newspaper ads; and a classmate had described with near mouth-frothing detail how the bandaged monster emerged from the swamp in The Mummy's Curse. My first exposure to the Mummy was, thankfully, in the Boris Karloff picture, The Mummy. It was part three of a triple bill, the first two-thirds being the above-mentioned House of Frankenstein and House of Dracula.

December 7 may have had historical meaning for other people in 1957, but for me and a few other monster-craving friends in Chicago it meant the day we'd long been awaiting.

That was the Saturday that Shock Theater premiered on local station WBKB-TV at 10:00 p. m. Shock Theater began running the newly available "Shock Package" of Universal horror movies. The second week the original Wolf Man was scheduled, followed by Night Monster, a motion picture that we had to sit through until the next week's more promising film, The Mummy. Before long The Invisible Man was removing his bandages to reveal "nothing" in our living rooms. And, of course, there were all the sequels.

Like other monster movie fanatics, I did my active part to approach their shadowy world. Scrapbooks, amateur monster movies, story writing, trying to capture grisly likenesses in artwork, instigating fan clubs (like the AFL, standing for the American Fiend League)—I did them all. Before I bought the first issue of the world's original monster magazine, Famous Monsters of Filmland, I was certain that publisher Jim Warren and editor Forry Ackerman had had printed only a few copies for themselves, one for me, and a couple extra for friends. However, through FM (as that magazine is affectionately known) I learned that there were other monster buffs out there—thousands of them. It is for them (and myself) that I've written this book.

I've tried to cover the nine greatest monsters and fiends of the movies—the Wolf Man, Dr. Jekyll (and his alter ego Mr. Hyde), the Invisible Man, the Mummy, the Hunchback of Notre Dame, the Phantom of the Opera, the Creature from the Black Lagoon, King Kong, and Godzilla—along with their monstrous kith and kin. Conspicuously absent from these pages are the Frankenstein Monster and Count Dracula. Aficionados of these perhaps most infamous horrors of all, I refer to my earlier books, The Frankenstein Legend: A Tribute to Mary Shelley and Boris Karloff (1973) and The Dracula Book (1975), both published by Scarecrow Press. But the rest of the brood is here, howling at the moon, reaching with crumbling fingers for the throat of a violator of the tomb and struggling to the last against the weapons of Mankind—the Classic Movie Monsters.

Donald F. Glut

January 1977
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CURT SIODMAK

Even a man who's pure in heart 

And says his prayers by night,

May become a wolf when the wolfbane blooms 

And the autumn moon is bright.

I made up that ditty when I wrote The Wolf Man for Universal Pictures in 1941. The title came from Boris Karloff, who never played the Wolf Man. I gave the monster a name: Larry Talbot. Now film historians believe that my four-liner was taken from German folklore and that Larry Talbot's name also is part of European horror history. That's how film history is being made.

Walter Evans, a professor in the English department at Augusta College in Georgia, gave a lecture on popular tragedy, which explains the basic impact of horror stories and movies on the public. He talked about Aristotle's Poetics and The Wolf Man. His dissertation compares the Wolf Man to the construction of Aristotelian tragedy. Reading his learned lecture, I acquired a word unknown to me: hamartia. In ancient Greek tragedy hamartia means an error in judgment resulting from a defect in the character of a tragic hero. According to Dr. Evans, Aristotle notes that his hero does not come into his misfortune because of badness or rascality, but through some inequity or positive fault. The better monster movies invariably tend to echo this element of hamartia to which Aristotle gave much prominence in his study of classical tragedy. The Universal studio writers (I was one of them) who hacked out the scripts for so many film monster movies were, one assumes, largely ignorant of Aristotle's Poetics (one would assume right in my case), but like Aristotle and those of whom he wrote, these script writers had a finely-tuned sense of the inner dynamics of powerful popular art.

The Athenian noble watching a semi-religious dramatic performance and the modern teenager looking at a monster movie demand a protagonist who bears some moral responsibility for the suffering and terror to which he and his community will be committed. The Western cowboy hero, the Detective, the Secret Agent are almost invariably blameless. The protagonist in a monster movie, however, like the hero in a classical tragedy, has, through some character flaw or error of judgment, helped create or release the monster which he must now aid or exorcise.

In Nosferatu, a German horror story of the early 1920s, a young real estate agent must seek out the vampire whom he helped to locate in urban Germany. Henry Frankenstein must destroy the Monster he created. Carl Denham must help track down the monster ape he kidnapped from Skull Island. Dr. Jekyll must destroy Mr. Hyde.

Why hamartia in monster movies? The best reason perhaps is that it cements the vital link of identification between both protagonist and monster; the identification is most rich, complete and profound, however, when the monster and protagonist are themselves (as in The Wolf Man) causally linked through the creator's ethical responsibility for the created.

The Wolf Man figure shares certain significant features with the great characters of Sophoclean tragedy, Oedipus and Antigone, and seems to conform to Aristotle's analysis. Like Oedipus, Larry Talbot must wrestle with a personal fate in which destiny and his own character have conspired to destroy him. Like Oedipus, Talbot is driven to self-recognition so horrible that he views the possibility of death as a blessing. Like Antigone, the Wolf Man provides a double tragedy, that of the passionately self-destructive younger person and the older father figure whose fatally shortsighted commitment to discipline and personal authority requires the tragic death of the younger. As in a Sophoclean tragedy, The Wolf Man yields much of its structure and meaning to an Aristotelian analysis of the tragic character, the tragic flaw, reversal, recognition and catharsis.

It is just as well that we writers do not always know what we are writing and that we simply work with our techniques and our emotions, which seem to lead, sometimes, the right way. Written thirty-five years ago, The Wolf Man still plays on television in prime time. Something basically right must be propping up that original story. It might be that the story follows the Aristotelian laws. But knowing those laws, as Dr. Evans does so well, would certainly inhibit the imagination of such a writer as myself.

I remember that I was given the title and a deadline: seven weeks for the screenplay. I was told the cast: Lon Chaney, Jr., Claude Rains, Madame Ouspenskaya, Warren William, Bela Lugosi, Ralph Bellamy and a very pretty actress whose greatest talent was a most terrifying scream, Evelyn Ankers from Australia. The picture, I was told, should be in the range of $180, 000. My salary was $ 400 a week, no percentages of course, and I only had twenty-four-hour, cut-off employment. When the picture made its first million, the producer got a $10,000 bonus, the director a diamond ring for his wife, and I got fired, since I wanted $25 more for my next job. Per week, of course. I was told to get my raises outside. Universal then would pay too. That was the policy of the motion picture industry.

I invented a name for Dracula: Count Alucard, Dracula spelled backwards. It stuck. Now the name is part of Hungarian folklore. History is made behind the typewriter.

But the history of horror movies also has its frightening cycle. The popularity of horror films and current historical trends are interrelated. Horror stories and horror movies are safety valves for human anxieties. During World War Two there was a renaissance of the Frankenstein, Wolf Man and Invisible Man stories. That trend lasted until the war's end. Though the cloud of the horrors of war permeated our everyday lives, motion pictures of heroic soldiers mowing down hordes of enemies only increased anxieties, since everybody knew that one machine gun couldn't liquidate five thousand Nazis and that fathers and sons were in the battleline facing death. But abstract horror movies—the Monster kidnapping the fair lady, the Wolf Man anxiously watching the moon which could change him into a murderous beast—were highly successful thrillers. Their horrors were detached from reality. When the audience left the theatre they knew they had seen a fantasy.

The day the war ended, the bottom of the horror movie industry fell out. Even Germany, having shed the Nazi spirit, liked only "Schnultzen," insipid love stories, all sugar and spice. Horror pictures couldn't even be given away. In the United States the musicals and comedies had their heydays. Then, with Truman's cold war policy, with Russian and American atom bombs and other apocalyptic weapons against which there was no defense, horror pictures returned in quantity. They peaked in the early 1950s with the election of Eisenhower and with the cold war abated for a time. Then, they again faded away. But with the Kennedy, Johnson and later administrations and renewed world tensions, the horror movie cycle returned. Again the world's accelerating insecurity tried to find release in horror films and horror novels. As the danger for humanity increased even more with sophisticated weaponry, so the theme of horror pictures grew in magnitude. Disaster pictures like The Towering Inferno and Earthquake tried to top each other; the mental horror films like Rosemary's Baby, The Exorcist, and The Omen presented stories of devilish possession as though the world were ruled by Satan and humans had no power. Violence on the screen and in books became standard for those minds which saw mankind as racing toward the seemingly inescapable holocaust prophesied in the Bible. The "Club of Rome,” the "Institute of a New World Order" of St. John's University (Jamaica, N. Y.), and sociologists all over the world try in vain to warn the world of its dash toward destruction. Lectures by members of the "Institute of a New World Order" are shown on television at 6:30 a. m. and thus one of the most important programs of our time is hidden from the public. Motion pictures and stories devoted to horror mirror those warnings in cosmic dimensions—wars among galaxies, flying saucers, attacks by giant monsters, visitors from outer space trying to alert the earth to a coming holocaust.

Mankind, like the dinosaur, seems to have its span of life on this globe.

Horror stories and movies of anxiety are here to stay until the world's tensions diminish. To a writer's mind, global catastrophe might accelerate the world's quest for a solution to its problems. All this sounds rather grim. It is. Many great minds work on plans of how to rearrange the world we live in without fright and fears. The blueprint of the continuation is being worked on. Does mankind have the will to carry it out?

When the monsters die for good, the world might have died with them. Or we might have found a way to live together with a sense of social justice and ecological stability.

The way you walk is thorny through no fault of your own. For as the rain enters the soil and evil enters the sea, so tears run to their predestined end. Your suffering is over. Now find peace for eternity, my son.

Brave words, intoned by a former star of the Moscow Art Theater, Mme. Maria Ouspenskaya, over the Wolf Man's body.

They were not his final epitaph. He was revived many times. That leaves hopes for the world.

—————————————————
[image: ]


German-born Curt (or Kurt) Siodmak has long been associated with science fiction horror and fantasy films. A real-life reporter in Germany, his attempt to interview director Fritz Lang got him a part as an extra in Lang's 1926 science-fiction masterpiece Metropolis. While still in his homeland in 1932, Siodmak, with Walter Reisch, wrote the screenplay for the film F. P. 1 antwortet nicht ("Floating Platform 1 Does Not Answer"), which was seen in the United States as simply F. P. 1. He adapted the novel Der Tunnel, by Bernard Kellerman, for the British film The Trans-Atlantic Tunnel in 1935. In 1937, Siodmak came to Hollywood, where he amassed a great number of screen credits, many of the films he wrote or directed having fantastic content.

Among such screen-writing credits are Her Jungle Love (1938), The Invisible Man Returns, The Invisible Woman, The Ape, and Black Friday (all 1940), The Wolf Man (1941), The Invisible Agent (1942), Son of Dracula, I Walked with a Zombie, and Frankenstein Meets the Wolf Man (all 1943), House of Frankenstein and The Climax (both 1944), The Beast with Five Fingers (1946), Tarzan's Magic Fountain (1949), Riders to the Stars (1954), The Creature with the Atom Brain (1955), Earth vs. the Flying Saucers (1956) and the German Sherlock Holmes und das Halsband des Todes ("Sherlock Holmes and the Deadly Necklace," 1962).

Siodmak wrote and directed Bride of the Gorilla (1951), The Magnetic Monster (1953), Curucu, Beast of the Amazon (1956), and Love Slaves of the Amazon (1957). In 1958 he turned to television and directed "The Face in the Tombstone Mirror," the pilot episode of the unsold "Tales of Frankenstein" series. Four years later he directed several episodes of another unsold series, ”No. 13 Demon Street,” which were released as a feature-length film entitled The Devil's Messenger.

Perhaps the most famous of all the prolific writers' stories is the 1942 novel Donovan's Brain, about a scientist who keeps alive the brain of a financial genius. The story was adapted to other media, including a two-part radio version by Orson Welles for the CBS series "Suspense" during the 1940s. Three motion pictures were made from the story, The Lady and the Monster (Republic 1944), Donovan's Brain (United Artists 1953) and the German Ein Toter sucht seiner Mürder ("A Dead Man Seeks His Murderer"), seen in America as The Brain (Governor 1962). There have also been countless stories, comic book tales, radio and television dramas and motion pictures about living brains, all owing their existence to the Siodmak original. In 1968, Siodmak wrote a sequel to Donovan's Brain entitled Hauser's Memory. It became a Universal-television movie in 1970.
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CHAPTER I: WHEN THE WOLF MAN PROWLS
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Lon Chaney, Jr., as the most famous werewolf of all, in Frankenstein meets the Wolf Man (Universal 1943).

Lawrence Talbot had sufficient reason to fear the rising of the full moon. The moon's rays acted as a catalyst upon his rugged, husky body. Talbot's sad face twitched as the cool beams struck him. His face darkened, his nose elongating to resemble that of an animal. Teeth lengthened into fangs, hair grew profusely until his face and body were covered with coarse, reddish brown fur. What had once been hands and feet were now the claws of a monstrous human wolf. Within Talbot's brain was the mind of a savage beast. Throwing back his shaggy head, the Wolf Man howled at the gleaming moon.

The image of the Wolf Man, the tragic werewolf character peerlessly portrayed by Lon Chaney, Jr., set the standard for the motion picture werewolf. Amid a list of other werewolf films which appeared during the 1940s, it was the Wolf Man who dominated over the entire pack. The character, both as the werewolf and the sinister Lawrence Talbot, has through the performance of Chaney achieved a classic status among his monstrous peers and managed to endure upon the screen through a series of five authorized motion pictures. He was unleashed before the public in The Wolf Man, a film made by Universal Pictures in 1941.

[image: image]The Wolf Man was not Universal's first venture into screen lycanthropy. Universal released two werewolf movies before the monsters' howls even became audible. The first of these silent film entries was The Werewolf (Bison, 1913), directed by Henry McRae. The story was not in the European setting which has come to be associated with the werewolf legend. Rather, it was based upon a Navajo Indian legend in which a human being (via a simple camera dissolve) was transformed into a complete wolf. In this case, the werewolf was female, the daughter of an Indian witch, who lures white men to their deaths. Universal followed the motion picture with The White Wolf (Nestor, 1914). Again the story was based upon Indian lore, with a wolf caught in a trap metamorphosing into a quite human medicine man.

In 1932, with Universal Pictures already into their first sound era horror films cycle (which commenced with Dracula and Frankenstein in 1931), the studio announced its return to the subject of the werewolf. Boris Karloff, then a popular screen villain after his portrayal of the Monster in Frankenstein, was to star in a picture called, prophetically, The Wolf Man. The picture was not made—at least as a Karloff vehicle. Three years later Universal's Werewolf of London (known in Canada as Unholy Hour) became the first major screen treatment of the lycanthropy theme and was based on the British version of the werewolf legend, wherein a full moon is necessary for the man-to-beast transformation.

Actually, the full moon is a rare requirement in actual mythology and legend for the transformation of werewolves. The "authentic" werewolf (founded in folklore rather than in fiction) is, basically, a living person (as opposed to the resuscitated corpse which becomes the vampire) who is able to change shape to become a wolf or hybrid creature of human being and wolf and who, once in this altered state, is driven to commit acts of violence in the fashion of his namesake. Oftentimes, rather than undergoing an actual physical metamorphosis, the human spirit is transferred to the body of a wolf to prowl and hunt down victims while the human body remains in a comatose state.

The werewolf legend can be traced back as far as ancient Greece with the first extant piece of werewolf fiction appearing in the Satyricon by Petronius. Yet the werewolf image that managed to find a permanent den on the motion picture screen was that which originated in Europe. Traditionally the wolf has been regarded as an almost demonic predator in Europe with its chilling howl suggesting the cry of some restless spirit. Thus it was the wolf that impressed itself upon the superstitious mind when a creature required inventing that best expressed the acknowledged animal nature of man. (The cultures of the world are rich in lycanthropic beliefs, with various predacious beasts acting as surrogates for Westerners' familiar wolf. In Africa, which has no wolves, were-lions, were-jackals, were-leopards, were-crocodiles and other formidable were-beasts are believed to exist; India has its’ were-tiger and in Scandinavia and Russia the were-bear is as feared as the werewolf itself.)

The standard werewolf (which means, literally, "man wolf'') of legend can easily be identified in his human form. His eyebrows are straight and meet over the nose; ears are flat and oftentimes pointed; the fingernails are pointed and sharp and sometimes the fourth finger is as long as the middle; frequently the person is betrayed by a particular "wolfishness" or hairiness. Thus, when choosing our friends, we should take note of these physical traits and act accordingly. The werewolf usually transforms into a complete wolf, though a larger and more ferocious one. If a known werewolf exhibited no external signs of such a transformation, it was sometimes assumed that his hair grew inside his body (in which event he was often cut open by his executioners in hopes of exposing him for the monster he presumably was). The actual transformation can be accomplished through sorcery, drinking water from a wolf's footprint, wearing a girdle made of wolf skin, eating a wolf's brains or the flesh of a rabid wolf, drinking from a stream used by wolves and a number of other ways. Though most of the werewolves of folklore become such by their own volition, a smaller percentage (like most of the werewolves of films) transform involuntarily, through such agents as the curses of French priests.

Some werewolves of tradition can cure themselves by such practices as abstaining from human flesh for a period of nine years, shedding three drops of blood while in wolf form, and being called by their Christian names three times. Usually, however, the werewolf is either unwilling to be cured or unavailable. In such cases the creature must be killed, usually through hanging or being burned alive. Bullets will often end the monster's life, though in certain parts of France, England and Scotland the bullet must be fashioned from silver. Fire obviously offered a more thorough (and inexpensive) destruction of the monster.

The film Werewolf of London (Universal, 1935) drew upon the concept of the involuntary, moon-transformed version of the legendary creature. The hapless werewolf of the title is actually an English floriculturist named Dr. Glendon, played by Henry Hull. Glendon is in Tibet searching for a mysterious plant called the Mariphasa lumina lupina, a flower that blooms only under the light of a full moon. While on this expedition, Glendon is attacked by a snarling werewolf. The scientist survives the attack, only wounded, and returns to London with the coveted mariphasa.

Upon his return, Glendon is visited by a mysterious Oriental doctor named Yogami (played by Warner Oland, famous for his portrayals of Dr. Fu Manchu and Charlie Chan) who claims they already met in Tibet while on a similar mission. Dr. Yogami speaks to the nonbelieving Glendon of werewolves; that the lupine curse is passed by the werewolf's bite to its victim and that the only antidote to the transformation is the mariphasa. There is something distressing in the way Yogami claims to know of two cases of werewolfry in London today. When Glendon refuses to give the plant to Yogami, the Oriental warns: "Remember this, Dr. Glendon. The werewolf instinctively seeks to kill the thing it loves best. Unless this rare flower is used tonight, the werewolf must kill at least one victim every night."

[image: A picture containing person, person, staring
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Henry Hull in the first major lycanthrope film, Werewolf of London (Universal, 1935).

Later that night, Glendon looks at his hands and observes wolflike hair growing from his palms. Rushing outside, the scientist passes a series of pillars, and every time we see his face between them it has undergone another stage of the terrible change. His teeth become animal-like fangs, his ears grow pointed, hair appears profusely from a widow's peak above the bridge of his canine nose and on the top of his head. Then donning a hat, cloak and scarf, the Werewolf of London, as if in imitation of the nefarious Mr. Hyde, stalks out into the fog.

Henry Hull's werewolf make-up was created by Jack Pierce, who was responsible for all of Universal's monsters. Originally, Pierce had planned a more shaggy version of the Werewolf of London, something more on the order of the later Wolf Man. But the make-up, in its final incarnation, was modified. A number of reasons have been given for this alteration, one being that the "Wolf Man" version seemed too gruesome for the public tastes of 1935, the others being that actor Hull either found the make-up too uncomfortable or concealing or that its application required too much time. Nevertheless, the Werewolf of London was considered quite frightening in its day and has, despite the popularity of the Wolf Man character, lost little of its impact. (As late as 1957 a Chicago theatre booked Werewolf of London on a double bill with Universal's Murders in the Rue Morgue, a Bela Lugosi film based on the Edgar Allan Poe story, and advertised them as ''adults only.")

That night the London streets are alive with the cries of a wolf as the monster that had been Dr. Glendon claims its first victims. The following day, Glendon, fearing what might happen when the moon rises, takes temporary lodging above a tavern. When one of the women there peeks through his key hole she witnesses the awesome change. This time there was no cheating as when Henry Hull walked behind the pillars. First his face darkened, an effect accomplished by first covering the actor's face with a make-up sensitive only to certain colors of light. When filters were removed and the make-up registered before the camera lens, the face seemed to darken. Then Pierce created a series of make-ups, each more lupine than the previous one. With a locked-down camera and dissolves (by special effects wizard John P. Fulton) bridging the cuts between the various make-ups, Henry Hull transformed into the Werewolf of London, not only to the amazement of the nosey woman in the tavern, but for audiences as well.

Realizing what he has become, Glendon prays for salvation, but the transformation comes again. He frees a wolf "brother" from its cage in the zoo and continues to hunt down human victims. Yogami sneaks into Glendon's laboratory in order to steal the precious mariphasa. But the human Glendon discovers him, accuses him of being the werewolf (which had actually been played by stuntman Alex Chivra) he met in the mountains of Tibet, and, after a furious struggle, chokes him to death. Afterwards, Glendon orders his servant to lock him inside a tower and not let him out despite his cries. Once again the moonlight bathes him and his features distort into the wolfish lycanthrope.

Lisa (Valerie Hobson), Glendon's wife, and her lover Paul Ames (Lester Matthews) arrive below. Now governed by the rule that the werewolf kills the one he loves most, the monster crashes through the window to claim his victim. Ames attempts to stop the creature with his walking stick, but the werewolf is soon pursuing his wife up the stairs. Only a bullet (not a silver one in this film) fired by the Chief of Scotland Yard brings down the man-beast. In 1935 it was not unusual to see a talking werewolf on the screen (the complete animal personality of the snarling Wolf Man having not yet been established) and his dying words are: "Thanks for the bullet. It was the only way. In a few moments now I shall know if all this had to be." His life ended, the Werewolf of London undergoes one final transformation, leaving the lifeless and peaceful body of Dr. Glendon. (In 1976 this final scene from Werewolf of London was shown and then recreated on Don Adams' Screen Test on NBC-TV.)

Stuart Walker directed Werewolf of London with the taste that was characteristic of all the old Universal horror films, with lots of atmospheric fog to cover the true horrors that were left mostly to the viewer's imagination. Although the film is rather slow in comparison to the more action packed Wolf Man films of the next decade and though the image of Hull's cloaked and articulate lycanthrope is jarring to audiences familiar mostly with the Chaney, Jr., characterization, Werewolf of London remains a classic, yet a most definite precursor to The Wolf Man of 1941.

ENTER LAWRENCE TALBOT

The Wolf Man was intended as an "A" production to celebrate Universal's tenth year in the successful production of horror films. Originally the film was to be called Destiny; then the studio decided to give it the more commercial title "The Wolf Man." By 1941 the title, “The Wolf Man,” was not original. There was a novel by Alfred Machard titled Der schwarze Mann (''The Dark Man"), which was published in an English edition by Edward J. Clode, New York, in 1925 as The Wolf Man (The Were-Wolf). But the ''wolf man" of this story was more of a bogeyman intended to frighten children and hardly inspired the 1941 Universal film. A German film, Le Loup garou (''The Werewolf"), was made in 1932 based on this novel.

Reliance-Mutual made a silent film called The Wolf Man in 1915 which apparently did not include a werewolf in the storyline. In 1918, Polifilms released The Wolf Man, a picture that may or may not have boasted a lycanthropic monster. Two movies entitled The Wolf Man were made in 1924, one from Sunset Productions starring J. B. Warner (but apparently no werewolf), the other from Fox, directed by Edmund Mortimer and starring John Gilbert as a kindly gentleman who becomes a vicious brute when under the influence of alcohol.

Curt Siodmak, who created the Wolf Man, based his excellent screenplay upon authentic werewolf legends. The film was to be allotted an impressive budget, a good portion of which went to an all-star cast headed by former Dracula, Bela Lugosi. But although Bela Lugosi did appear in the film as a werewolf, it was a younger man who won the role of Lawrence Talbot. Lon Chaney, Jr., had introduced a youthful image to horror movie fans familiar with the older Boris Karloff and Bela Lugosi with the Universal film Man Made Monster, made earlier in 1941. Not only was Chaney a viable commodity, because of his father's name and reputation, he also had a youthful appeal and considerable acting talent. Chaney's performances often brought out tragedy and aroused the sympathy of his audience, surely necessary for the hapless human side of Lawrence Talbot. He was a big man, six feet tall and husky enough to convey the strength of a superhumanly powerful werewolf. In short, Lon Chaney, Jr., was the perfect choice to portray the Wolf Man.

Lon Chaney, Jr., was born Creighton Tull Chaney in Oklahoma City on February 10, 1906. His birth was premature and he would have died had not the doctor who delivered him rushed to the nearby Belle Isle Lake to submerge him in the cold water. Creighton was a teenager when he first mentioned to his father that he too would like to be an actor. But his father refused to aid him in following such a career and promptly transferred him from Hollywood High School to a less influential business school. Consequently, Creighton left school, got married and settled down to a career at a water heater company, starting as a boilermaker and eventually getting promoted to secretary. Not until Lon Chaney, Sr., died in 1930 did his son turn to the movies for a career.

Refusing to change his name to Lon Chaney, Jr. (which would have boosted his value at the box office), Creighton appeared in a number of motion pictures that hardly advanced his career. In 1937, starving, Creighton finally submitted to the name change and signed a contract as Lon Chaney, Jr., with RKO. His first important role, however, did not come until 1939 when he played the simple-minded giant Lennie in the United Artists production of John Steinbeck's Of Mice and Men. As Lennie, Chaney drew praise from the severest critics. His powerful performance had made him an actor of the first class and Universal Pictures, recognizing his potential as a second Man of a Thousand Faces, signed him on to resume his father's career. The Lennie influence was indeed potent; most of Chaney's subsequent roles, from the Man Made Monster and Wolf Man right on through the final parts he played before dying from a number of ailments on Friday the 13th, 1973, would betray the influence of the Steinbeck character.

Other notable actors in The Wolf Man were Claude Rains as Sir John Talbot, Universal horror films queen Evelyn Ankers as the love interest, and Ralph Bellamy, Warren William, Patric Knowles, Madame Maria Ouspenskaya and, in a small yet important role, Bela Lugosi. Ample funds went into the construction of sets, including the interiors of the impressive Talbot Castle, and the gloomy fog-shrouded forests and grave yards which perpetuated the gothic atmosphere so much a part of the Universal productions.

The Wolf Man opens with young Lawrence Talbot returning to his home, Talbot Castle, in Wales. Later Talbot visits the nearby village, wandering into an antique shop attracted by its proprietress, Gwen Conliffe (Evelyn Ankers). She shows him an interesting cane with a silver top in the form of a wolf's head and a five-pointed star. (Actually this cane head was made by the Universal prop department from balsa wood, but it appeared authentic on screen.) The pentagram, Gwen explains, is the sign of the werewolf, a beast-man which figures into a popular verse (actually written by Siodmak):

Even a man who's pure at heart

And says his prayers by night,

May become a wolf when the wolfbane blooms

And the autumn moon is bright.
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Studio photograph showing Bela the Gypsy (Bela Lugosi) menaced by Lawrence Talbot (Lon Chaney, Jr.) in The Wolf Man (Universal, 1941).

According to legend, says Gwen, the werewolf can see the pentagram in the hand of his next victim. (Although the pentagram does have occult significance, its association in this context with the werewolf legend was entirely an invention of Siodmak.)

At night Talbot takes Gwen and her girlfriend Jennie (Fay Helm) to visit a nearby Gypsy camp. Wolfbane, the plant associated with werewolves in this film (but not in legend) grows in the misty woods. At the camp a Gypsy named Bela (Lugosi) tells Jennie's fortune but is horrified to see the pentagram materialize in her palm. Bela warns her to flee for her life. Talbot and Gwen react to the sound of Jennie's scream and see her being slain by a growling wolf. Heroically, Talbot rushes upon the great beast, swinging his silver-headed cane until the great canine lay lifeless before him. Actually, Chaney had little reason to fear the beast he was struggling with, for off screen the animal was his own German shepherd!
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The transformation complete, Lon Chaney, Jr., begins his werewolf career in The Wolf Man (Universal, 1941).

Perhaps the real appeal of the Wolf Man character is in our empathy for Lawrence Talbot. Talbot's downfall is not due to some inherent tragic flaw but to Fate. The horrors that are to befall him are the result of an act of heroism in which he placed his own life in jeopardy to attempt to save that of a friend. Apparently bitten by the beast, Talbot is taken to his ancestral castle. In the morning he discovers a pentagram shaped wound on his chest and is informed by Sir John that Bela the fortune teller was found beaten to death with the conspicuous wolf's-head cane lying nearby. Of course, Talbot insists that it was a wolf he killed and not a man. Then the horror begins for the young Englishman: Talbot is intimidated into leaving his own church (actually a set left over from the Chaney, Sr., silent film, The Hunchback of Notre Dame) as heads and eyes turn and gawk at the apparent murderer. His own dog takes a mysterious dislike to him. And the figure of a wolf that pops up among the targets of a Gypsy camp shooting gallery instills a sudden horror in Talbot. (Scenes of Chaney wrestling a bear in the Gypsy camp have been excised from prints of The Wolf Man circulated for television.)

When Talbot finally confronts Bela's mother, the ancient Gypsy Queen Maleva (Madame Maria Ouspenskaya), she tells him that her son was a werewolf and that "whoever is bitten by a werewolf and lives becomes a werewolf himself." Maleva gives Talbot a charm with the sign of the pentagram to break the spell. Later, Talbot gives the charm to Gwen for protection when the Gypsies hastily pack their things to leave the area—with the explanation, "There's a werewolf in camp!"

Talbot now believes the Gypsy Queen's words. Racing back to Talbot Castle, he removes his jacket, shoes and socks. A peculiarity of The Wolf Man is that, though the "autumn moon" is mentioned in the werewolf poem, no full moon is ever discussed, not to mention shown, within the course of the film. The implication exists, however, and Talbot in the apparent moonlight experiences the weird and painful feelings that now take command of his body. In a medium close shot we see (through a series of dissolves) his feet transforming into those of a human monster, becoming hairier and hairier; the camera then pans with the shaggy feet as the Wolf Man stalks out into the night.

Director George Waggner was careful not to reveal too much of the character, keeping the Wolf Man in the shadows of night throughout the entire film. Only briefly do we glimpse the face in the moonlight, surely not enough to study the hairy countenance. Thus, Waggner retained a certain mysterious quality about the character which was lost in the later sequels.

For the Wolf Man, Jack Pierce was finally able to adapt to Chaney the lycanthrope make-up originally intended for Henry Hull in Werewolf of London. Pierce based his Wolf Man creation upon descriptions of the semi-human version he had read in old European writings. Working from a life mask of Chaney, the make-up wizard created a rubber "appliance" in the shape of a lupine nose. A thick wig of yak hair, more hair covering most of the face, and a set of fangs were also utilized. The fangs were only slightly longer than Chaney's own teeth, set over his own lower canines; Universal always maintained its own standards of taste, with blood and actually sharp fangs a rarity in that studio's films. Chaney was also given a pair of hairy claws and feet while a dark brown shirt and pair of trousers finished the Wolf Man's appearance. The entire guise required five hours of application time. Prowling the foggy, moonlit graveyard, the Wolf Man, now clad entirely in dark brown (having mysteriously gotten into his brown shirt after transforming while wearing a white T-shirt), attacks and kills a gravedigger, his howl issuing through the town and alerting its residents to the presence of a wolf. In the morning Talbot awakens with a pentagram-shaped wound on his chest and to see the tracks of a wolf leading from his open bedroom window to his bed. When he goes downstairs he learns of the murder of the gravedigger and of the trail of wolf prints which lead from the murder scene to the castle.

That night, the Wolf Man prowls again, only to be caught in one of the traps that the police have set for the supposed animal. Unconscious, the monster transforms back to Talbot in another close-up of his feet and is saved from the police by the maternal Maleva. Painfully reaching the antique shop, Talbot beholds the pentagram in Gwen's hand. Now thoroughly convinced that he has inherited the lupine curse and can only be stopped by a silver weapon, Talbot returns to his family's castle where his father, in order to prove that his son's terror is unfounded, straps him to a chair and locks the room. Before Sir John leaves to aid the police in hunting down what they assume to be an ordinary wolf, Larry begs him to take along the silver-handled cane.

The climax of The Wolf Man occurs upon the moor-like grounds near Talbot Castle. Ignoring the warning of Maleva that she must avoid meeting Larry, Gwen searches him out in the fog, only to confront the bloodthirsty Wolf Man. Before the monster can fully attack her, Sir John arrives. Swinging the cane frantically, Sir John beats the beast until it crumples to the ground, battered and dying. Incredulously the elder Talbot sees the features of the Wolf Man metamorphose into the peaceful countenance of his son, while Maleva delivers the eulogy she had previously spoken over the corpse of Bela: "The way you walked was thorny, through no fault of your own. But as the rain enters the soil, the river enters the sea, so tears surround your predestined end. Your suffering is over, my son. Now you will find peace." Moments later the wolf hunters arrive to find the Gypsy woman and Sir John Talbot regarding the still form of Larry. The official police story will be that the wolf attacked Gwen, Larry came to the rescue, and in the darkness Sir John accidentally killed his heroic son.

The facial transformation came to be one of the more anticipated scenes in the subsequent Wolf Man films, although it was featured only once in this first of the series. Years later, Chaney described the shooting of these scenes: "The day we did the transformations I came in at 2:00 A. M. When I hit that position they would take little nails and drive them through the skin at the edge of my fingers, on both hands, so that I wouldn't move them anymore. While I was in this position they would build a plaster cast on the back of my head. Then they would take the drapes from behind me and starch them, and while they were drying them, they would take the camera and weigh it down with one ton, so that it wouldn't quiver when people walked. They had targets for my eyes up there. Then, while I'm still in this position, they would shoot five or ten frames of film in the camera. They'd take the film out and send it to the lab. While it was there, the make-up man would come and take the whole thing off my face and put on a new one, only less. I'm still immobile. When the film came back from the lab they'd put it back in the camera and then they'd check me. They'd say, 'Your eyes have moved a little bit, move them to the right ... ' then they'd roll it again and shoot another ten frames. Well, we did twenty-one changes of make-up and it took twenty-two hours. I won't discuss about the bathroom."

The Wolf Man remains the definitive werewolf film and is, in the opinion of this writer, the best. Certainly it set the standard and style for most non-Wolf Man lycanthrope films to follow. For Chaney, The Wolf Man (Man Made Monster notwithstanding) was the actual beginning of his career as the successor to his father. When asked toward the end of his career which of his more than 130 film roles he found creatively most satisfying, he responded, "I guess it was the Wolf Man . . . since at that time it was totally new. The makeup took . . . almost as long as the Frankenstein Monster. But the studio received more mail for me during that period than any other star..." ("An Interview with Lon Chaney, Jr.," Castle of Frankenstein no. 10 (February 1966), p. 26). Equally important, Universal realized that, just as Count Dracula was a name character more popular than any mundane vampire, so had the specifically christened Wolf Man transcended the status of simple werewolf. The studio rushed Chaney, now a horror films star of the same league as Karloff and Lugosi, into The Ghost of Frankenstein (1942), wherein the youthful actor essayed the role of the Monster. Posters advertising the new Frankenstein movie boasted that it starred the "sensational creator of the Wolf Man." Chaney's next horror characterization was the role of Kharis in The Mummy's Tomb that same year, but it was the Wolf Man that his ardent fans wanted to see again on the screen.

The Wolf Man was probably not intended to spark a series. Yet, considering the profits Universal raked in from their sequel films starring Frankenstein's Monster and Count Dracula, in the 1943 production of Frankenstein Meets the Wolf Man, directed by Roy William Neill, it was inevitable. By this time audiences were no longer frightened by the lumbering creation of Frankenstein who had sent fainthearted adults fleeing into theatre lobbies when first unveiled back in 1931. This was a new era of horror films designed more to thrill than to scare. Also, the studio had exhausted all its creative resources in infusing new life into the Frankenstein Monster character. Reduced to a lumbering automaton, the once celebrated Monster was forced to step backwards and let the newer and fresher Wolf Man prowl in the moonbeam spotlight.

The Wolf Man was the real star of Frankenstein Meets the Wolf Man and remained consistent with his initial screen appearance, thanks to the scripting of his creator Curt Siodmak once again. The new film opened with the violation of Lawrence Talbot's (Chaney again) tomb by a pair of grave-robbers. During these early scenes we learn what had happened between the two films. Sir John, having "accidentally" slain his son, died of grief shortly afterwards. Lawrence Stewart Talbot had been entombed wearing a valuable ring, which is the reason for the grave-robbers' presence in the family crypt. When Lawrence Talbot's coffin is opened, his body is discovered in a perfect state of preservation and covered with dried wolfbane plants. One of the ghouls recites the old poem, substituting "moon is full and bright" for "autumn moon is bright." Coincidentally, the full moon is shining into the crypt and bathing the corpse of Talbot. In a beautifully atmospheric scene and one suitably terrifying in 1943, Talbot's hand grasps one of the thieves and pulls him toward the coffin with an unbreakable grip. A fire results from a dropped lantern and the Wolf Man, who was either revived by the moonbeams or never truly dead at all, is on the prowl again.

Talbot is, about a month later, discovered unconscious in a street of the town of Cardiff. Reviving in the Queen's Hospital, Talbot spends the next night in horror as he sees the full moon rise outside his window. For the first time, audiences were treated to a well-lit transformation scene wherein Chaney's face, without the obstruction of shadow and mist, metamorphosed into that of the Wolf Man. There was no longer any need for mystery. The make-up had already been established and the Wolf Man, now Universal's second most popular character (Frankenstein's Monster still had more box office appeal), would be seen from that moment onward in full view.

The Wolf Man kills a constable in the town and then returns to the hospital. He confesses his crime and his werewolf condition to Dr. Frank Mannering (Patric Knowles), an English scientist who refuses to accept his story. Mannering confines his obviously mad patient in a straightjacket, but that night, again under the influence of the full moon, Talbot literally chews himself free. Sometime later, the human Talbot locates old Maleva (Ouspenskaya) and expresses his desire to be truly dead. Maleva tells him that only Dr. Ludwig Frankenstein knows that secret. They will venture to the town of Vasaria for Frankenstein's help. In Vasaria the pair learns that the scientist is dead (having perished in the flames at the climax of The Ghost of Frankenstein). Despairing, Talbot again sees the full moon rise. In an unusual scene, he dashes through the woods with his face only half transformed. Soon, the completely changed Wolf Man kills a child and arouses the wrath of the villagers who pursue him through the hillsides and into the ruins of the Frankenstein castle.
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The Frankenstein Monster (Bela Lugosi) and the werewolf (Lon Chaney, Jr.) clash in Universal's first multi-monster production, Frankenstein Meets the Wolf Man (1943).

Wounded from a rifle bullet, the Wolf Man backs inside the ruins and drops through the crumbling floor into a subterranean chamber of ice. Reviving in the morning, the human Talbot finds the weakened Frankenstein Monster (Bela Lugosi) frozen in the ice and frees the creature, hoping that he can reveal the notes and journals containing the secrets of life and death. Incognito as "Mr. Taylor," Talbot meets the daughter of Dr. Frankenstein, Baroness Elsa (Ilona Massey), in hopes of securing her father's notes. During the festival of the new wine, Mannering, who has tracked Talbot all the way from England by his series of moonlight killings, attempts to take him back to the hospital as a homicidal murderer. When the Frankenstein Monster wanders into the town, he and Talbot escape in a wagon to the ruined castle.

Mannering, accompanied by Elsa and Maleva, follow Talbot to the ruins. There the Baroness produces her father's notes, the Secrets of Life and Death, which inspire Mannering not only to save the Wolf Man but to also destroy the Monster for all time. Mannering's plan, dictated by Frankenstein's writings, is to drain off both Talbot's and the Monster's energy, leaving them lifeless shells. In the end, however, Mannering realizes that he cannot destroy Frankenstein's creation and reverses the connection. As both Talbot and the Monster lie strapped to platforms in the rebuilt Frankenstein laboratory, the apparatus crackles with electrical life. Fully recharged, the Monster breaks his bonds and for no apparent reason stalks toward Elsa and bears her up on his powerful arms. Meanwhile, another month having passed, the full moon has risen and the Wolf Man snaps his own bonds with ease. The Wolf Man leaps upon the Monster as the giant stalks up a flight of stairs, pulling him down backwards and beginning the battle that most people in the audience had paid their War-rationed money to see. The two famous horrors tear at one another, with the Wolf Man leaping off any high place at his disposal and the Monster tossing the heavy machinery. Mannering and Elsa escape as an irate villager blows up a nearby dam, drowning the battling monsters in a torrent of water.

Frankenstein Meets the Wolf Man was a good action film which established the tone of Universal's subsequent horror films. Unlike Frankenstein's Monster and Dracula, the Wolf Man would always be played by Lon Chaney, Jr., although the name ''Wolf Man" would never again appear in the title of one of the sequels. (The story of "Frankenstein Meets the Wolf Man" was published in prose form in the March 1943 issue of Movie Story magazine. Later issues of this and Screen Romances published similar stories based on the Wolf Man films House of Dracula and Abbott and Costello Meet Frankenstein. Scenes from the film Frankenstein Meets the Wolf Man were later included in an episode of the Universal television series "The Munsters," in the 1969 television special, "The Wolf Men," and as a visual example for Forrest J Ackerman's appearance on "To Tell the Truth.")

In 1944, Universal Pictures implied that a werewolf or similar creature was prowling the misty fields of Canada in the Sherlock Holmes film, The Scarlet Claw, directed by Roy William Neill. But this glowing horror was climactically exposed as a disguised and very human murderer by the incomparable Sherlock Holmes (Basil Rathbone). Werewolf fans felt cheated with The Scarlet Claw and were pleased to know that their favorite authentic werewolf, the Wolf Man, would return in a movie tentatively called The Devil's Brood to be made that same year. Since the public had already been spoiled with the meeting of two infamous horrors, Universal sought to top itself by introducing five into The Devil's Brood—not only the unsinkable Frankenstein Monster and Wolf Man, but also Count Dracula, a Mad Doctor and a Quasimodo-type Hunchback. Before the film's release the title was changed to the more commercial House of Frankenstein. The movie was directed by Erle C. Kenton. Edward T. Lowe wrote the script from Curt Siodmak's story.

House of Frankenstein is really the story of Dr. Gustav Niemann (Boris Karloff, in his return to the Frankenstein series after leaving it in 1939 with the completion of Son of Frankenstein) as he escapes from prison with a hunchback named Daniel (J. Carrol Naish) and formulates a plan to avenge himself on the men who had sent him to prison. Niemann's plan involves Count Dracula (John Carradine) and, after he discovers them both frozen beneath the ice of the Frankenstein castle, the Monster (Glenn Strange) and the Wolf Man as well.

The Wolf Man (House of Frankenstein being the first and only film in which a character referred to him specifically by that name) thaws out on a slab of ice and transforms back into Lawrence Talbot. In a reversal of what had taken place in the last film, Dr. Niemann promises to build Talbot a new brain and lift his werewolf curse if Talbot helps him find the Frankenstein records for his experiments. After locating the records, the three characters, along with the beautiful Gypsy girl Ilonka (Elena Verdugo), whom Daniel had rescued from a sadistic Gypsy leader, journey to Niemann's estate. Ilonka takes an immediate liking to Talbot but is puzzled over his strange melancholic personality. Daniel hopes that Niemann will utilize his mad scientist skills to transplant his brain into the perfect body of Talbot. But Niemann has other plans. After capturing two of his former enemies, Niemann threatens the one named Strauss (Michael Mark): "As for you, Strauss, I'm going to give you the brain of the Wolf Man, so that all your waking hours will be spent in untold agony awaiting the full of the moon, which will change you . . . into a werewolf!" Actually, Niemann's threat was not entirely sound; all his cerebral legerdemain would accomplish is the transferring of Talbot's consciousness, along with his werewolf curse, into another corporeal shell. As for Talbot's body, Dr. Niemann considers it the perfect home for the Monster's brain.

Already jealous of Ilonka's affection for Talbot, and now finding that all the murders and other unpleasantries done for his master Dr. Niemann were in vain, Daniel reveals the Wolf Man's tragic secret to the Gypsy girl. When the full moon rises and she sees him rush out into the night in search of victims, she decides to confront him with his problem the next morning. Again, Talbot hears the folk verse and again there was a change from the original text, "... a wolf" now becoming "... a werewolf." She says (in a new bit of screen mythology) there is only one way to kill a werewolf. Now the act required not only a silver bullet, but one "fired by the hand of one who loves him enough to understand.” Afterwards, Ilonka surreptitiously fashions a silver bullet from a Gypsy charm. The following night, with a full moon on the rise, Talbot tries to force Niemann into operating. But the mad doctor is too concerned with reviving the Frankenstein Monster. And Talbot cannot harm Niemann for fear of eliminating his only source of salvation. Returning to his room, Talbot again experiences "the tortures of the damned" and prowls outside, finding his next victim to be Ilonka. The Wolf Man attacks her as she fires the silver bullet. We see the hairy wolf feet transform into those of a man. There is a faint smile upon Talbot's peaceful face as Ilonka falls to die upon the corpse of the man she loved.
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Revived from suspended animation, the Wolf Man (Lon Chaney, Jr.) attacks the Gypsy girl Ilonka (Elena Verdugo) in House of Frankenstein (Universal, 1944).

House of Frankenstein climaxes with the predictable villagers storming the Niemann estate in search of the werewolf but finding instead the Frankenstein Monster. Daniel, who turns his anger upon Niemann because he could have averted the death of Ilonka, is killed by the Monster. Then, pursued by the torch-wielding villagers, the Monster carries his master into the forest, only to sink beneath a quicksand pool. Apparently the writers were already exhausting the possibilities of the Wolf Man character. There is but a minimum of on-screen footage allotted the character in his hirsute state—one scene of him supine in the ice chamber, one in which he runs out into the night to seek his first victim, and finally one when he transforms and then has his fatal encounter with Ilonka. At least his appearances, brief though they were, were not anticlimactic, as they were to be in the next film in the series, House of Dracula, which was again directed by Kenton and released in 1945. By the time of House of Dracula, writer Edward T. Lowe realized that all three series (Frankenstein, Wolf Man and Dracula) had grown stale and it was time for a merciful end.

The focal point in House of Dracula is Dr. Edelmann (Onslow Stevens) who, though advertised on the posters as another Mad Doctor, is shown to be a kindly scientist who happens to live in a castle and own a lot of Frankenstein type laboratory equipment. He is assisted by another token hunchback to maintain the five-monster quota of House of Frankenstein, this time an otherwise beautiful nurse named Nina (Jane Adams).

The budget of House of Dracula was noticeably cheaper than House of Frankenstein, with most of the action taking place within Edelmann's eerie-looking castle and with lots of stock footage from earlier Universal Frankenstein movies. While Dracula (Carradine) comes to Edelmann to be cured of his "affliction," so does Lawrence Talbot, who miraculously survived the supposedly fatal bullet of the previous film. Continuity between movies was no longer so important as long as this last, serious, “Wolf Man” film could be rushed out before the public's interest had been thoroughly extinguished. Chaney appeared in House of Dracula sporting a small mustache, probably to maintain the image of himself established by Universal's series of "Inner Sanctum“ pictures. (Based on the popular Blue network radio series "Inner Sanctum,” these psychological horror films consisted of six Chaney vehicles: Calling Dr. Death (1943), Dead Man's Eyes, The Frozen Ghost, and Weirci Woman (all 1944), and Pillow of Death and Strange Confession (both 1945). The "Inner Sanctum" movies presented Chaney sans monster make-ups and afforded him the opportunity to demonstrate more of his acting ability.) As always, the sad face and dark clothes remained, in House of Dracula, consistent with the previous Wolf Man entries.
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The Wolf Man (Lon Chaney, Jr.) attacks Dr. Edelmann (Onslow Stevens) in the werewolf's last serious film, House of Dracula (Universal, 1945).

Finding that Dr. Edelmann is too busy to help him, Talbot gives himself up to Inspector Holtz (the perennial Lionel Atwill) and is promptly locked in the town jail. When Edelmann and his attractive nurse Miliza (Martha O'Driscoll) are summoned by Holtz, Talbot confesses his predicament from behind bars. Naturally the scientifically-minded Edelmann at first disavows the existence of werewolves. As the full moon casts its light into the cell, however, and Talbot changes into the shaggy Wolf Man, Edelmann promises to help him.

House of Dracula provided scientific explanations for both the vampire and werewolf. In Talbot's case, according to Edelmann, his transformations are attributable to both a pressure on his brain and to a moon-induced self-hypnosis which literally causes his hair and teeth to grow. The fact that he had been attacked by Bela the Gypsy never entered Edelmann's thinking. (Was Bela also afflicted by such pressure and suggestion?) Universal approved of the inconsistency. After all, if any new angles could be applied to the dying characters, they might be considered good. Edelmann hopes to relieve the pressure by means of a special kind of mold he has been growing in the laboratory. Theoretically, the mold will soften Talbot's cranium and in this way inevitably cure him. The scientist also hopes to straighten Nina's crooked back by this process. The only problem is that the mold does not yet exist in sufficient quantity.

Fearing the rising of the next full moon, Talbot attempts suicide by leaping off the cliffside and into the crashing sea. Feeling responsible, Edelmann is lowered by a harness in the hopes that Talbot still lives in one of the caves below. The moon has already reached its peak when Edelmann enters the cave. There he is attacked by the Wolf Man during the creature's only other appearance in the film. Before the werewolf can kill his would-be savior, he transforms back into a guilty Talbot. Actually, the cave provides the answer to Edelmann's dilemma. Its atmosphere is best suited for the growing of the mold and boasts a long forgotten stairway up into the castle. Also, the cave harbors the skeleton of Dr. Niemann and the still living, though barely, body of the Frankenstein Monster (Glenn Strange).

During the course of events, Edelmann's blood becomes contaminated with that of Dracula. After the scientist destroys Dracula by sunlight, he becomes a kind of Jekyll and Hyde. (If the studio had considered this possibility a bit more, they might have advertised six monsters in House of Dracula to top the House of Frankenstein's five.) While in his human state, Edelmann manages to give Talbot his operation. The scientist warns Talbot that any blow to his head might undo all the work he had done, thereby providing an "out" by which the Wolf Man character might be revived for yet another film. Cautiously, Talbot steps beneath the light of the rising full moon and discovers that Edelmann has indeed accomplished his miracle. There is no transformation and he and Miliza embrace.

During the climax of the film, the "Hyde" personality of Edelmann overtakes him. The Mad Doctor strangles Nina and unleashes the revived Frankenstein Monster as Holtz and a mob of the ubiquitous villagers enter the laboratory. After the doctor slays the inspector, Talbot retrieves Holtz' pistol and is forced to shoot the stalking Edelmann. There is a final confrontation between Talbot and the Frankenstein monster before the patchwork creature crashes into some flammable chemicals to become trapped in the burning, collapsing building. (Since many of these shots were lifted from the earlier Ghost of Frankenstein it was essentially Chaney fleeing from Chaney.) As the cured Lawrence Talbot and his beloved Miliza flee the holocaust, it truly appeared as if the Wolf Man had howled at his last full moon, and was gone forever.

In Italy House of Dracula was given the title La casa degli orrori ("The House of Horrors"). The Wolf Man sequence from House of Dracula was carefully edited to eliminate all reference to the Frankenstein Monster for The Wolfman's Cure, a home-movie edition released by Castle Films. Scenes from some of the Universal werewolf movies were included in two short films made by Cortlandt B. Hull's Troc Film Corporation. Rendezvous (1973) showed scenes from Werewolf of London and Wolf Man footage from The Wolf Man and House of Frankenstein. A followup film, Revenge of Rendezvous (1975), featured Wolf Man scenes from House of Dracula. The selected scenes were backed by popular songs.

The year following House of Dracula's release, Universal made another attempt to film a werewolf story. Returning to the earlier Werewolf of London idea, the studio released a film with a similar title and with the opposite sex the apparent victim of a lycanthropic curse. She-Wolf of London (1946; released in England as The Curse of the
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