


  CHAPTER 1


  

  Pre-Columbia


  CERTAIN THINGS USUALLY COME TOGETHER before something magnificent occurs. This applies as well to the startup and development of a motion picture studio. Goals are reached by those utilizing the tools of the trade and working together. Hard work, determination, along with some luck are required in hopes of being successful.


  In the early days of Hollywood, there were many things to consider in acquiring a motion picture studio: renting or purchasing real estate, personnel issues, and raising capital to name a few. For independent filmmakers, there was the additional issue of dealing with the Motion Picture Patents Company, also known as the Film Trust. The Trust consisted of film producers and distributors whose goal was to control the motion picture industry. Inventor Thomas Edison was one of the members. Edison, by owning the majority of copyrights for camera and projection equipment, actively enforced his patent rights. He even hired detectives to stop production and confiscate cameras. The Film Trust, existing from 1908 until 1917, was eventually dissolved by court order. With film-related technology still in its infancy during this time, the industry was learning as it went along. No matter how rough it may have been, there were those who believed in it, realizing the potential.


  When asked if early filmmaking in 1917 and 1918 was primitive, director John Ford answered, “I hardly think that primitive is the right word, in those days we had no lights, we had a big stage that was just a board, and over that we stretched cotton to hold the light off and there would be five or six companies working side by side. We didn’t think it was primitive, we thought it was really rather nice, it was fun.”1

  
  In 1924, when Columbia was incorporated as Columbia Pictures Corporation, another company was also being formed, Metro-Goldwyn-Mayer. The difference between them was MGM was an amalgamation of three major companies, and Columbia was a minor production studio and distributor that later developed into a “major” film company. Columbia evolved from a company named C.B.C. Films Sales Corporation, the letters coming from the first initials of the last names of Jack Cohn, Joe Brandt, and Harry Cohn. The Los Angeles Times printed Mollie Merrick’s article on Columbia’s stock dividends where she described C.B.C. as “that little side street company which one day branched out and called itself Columbia Studios.”2


  Part of the history of two of the principal founders of Columbia Pictures originated in New York in the 1880s. Joseph Cohn, a tailor who had emigrated from Germany, married a woman named Bella. The couple raised five children, four sons and a daughter. Max was the oldest, Nathaniel and Anna the two youngest, and in the middle were Jack and Harry, born in 1889 and 1891 respectively. The family lived on East 88th Street in Manhattan, working various jobs to survive.


  There was a third person instrumental in the beginnings of Columbia. Although not a member of the Cohn family, Joe Brandt, a friend of Jack’s, shares in the history. Some background is required on the three. Let’s start with Jack.


  JACK COHN


  Born on October 27, 1889, Jack was the first in the Cohn family to enter the world of show business. Joining the Laemmle Film Service Company, an early film distributing business founded in New York by Carl Laemmle, Jack was fortunate by being provided the opportunity of a learning experience in the film business at the age of nineteen, starting in the film laboratory earning $7 a week.


  In 1909 Carl Laemmle established the Independent Moving Pictures Company of America, abbreviated for the purpose of trademark to the then famous “IMP” to produce films for his film service company. Jack quickly graduated to working in production and editorial work during the IMP days and then at Universal when IMP was dissolved on June 10, 1912.


  With continued success, Laemmle later became the president and one of the founders of the Universal Film Manufacturing Company in June 1912, soon to be considered a big and important company. It was these early days where films were not of great quality. Many times films were “used in music halls or vaudeville theatres which pursued a continuous policy, it was only for one reason—that of emptying the house to make possible the admission of more paying customers. These theatres frankly bought the films of that day as ‘chasers’ and they were known as such because vaudeville addicts liked their vaudeville straight and the showing of the early flicker films usually brought about a hasty exodus.”3 Jack knew this and wanted to improve the quality of films, believing in their future potential.


  In 1913, still working for Laemmle at Universal, Jack started the Universal Animated Weekly, a newsreel that he both produced and edited. The opening title described it as “The World’s News in Moving Pictures,” and “It Covers the World.” It included successful footage of World War I, the 1914 World Series, educating parents on keeping children safe, and perhaps one of the first “scoops” in news history. When he was walking to his New York office Jack observed smoke billowing out of a manhole at Broadway and 53rd Street. Acting quickly, he called his office, instructing his cameramen to start filming. Captured on film were police and fire department personnel rescuing people from the subway fire. The film was used to aid the investigation by the district attorney’s office. (Buster Keaton’s The Cameraman [1928], although delightfully comical, gives a small example of the working newsreel photographer.) Jack’s success eventually led him to be known in some circles as “the King of the Short Stuff.”
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    Jack Cohn.


  In reference to his contribution to the short film industry, Jack explained, “I realized that many big theatres were dropping the one reel picture and the two reel comedy from their programs and decided that I would turn out the type of novelty short subjects and comedies that would make the big houses want them.”4 Jack added, “I have always claimed the one and two-reeler deserved the time and attention and forethought given to features, and have endeavored to make only the finest news weeklies, comedies, novelty reels, etc.”5


  Although busy with the Animated Weekly, Jack began work on a film based on the Rockefeller White Slavery Report with writer Walter MacNamara and actor/ director George Loane Tucker. Traffic in Souls (1913), listed on the Library of Congress National Film Registry as one of the culturally, historically, or aesthetically significant films, was the first feature released by the newly formed Universal Film Company. The six-reel melodrama was previewed at the Shubert-owned Joe Weber’s Theatre in New York on Monday, November 24, 1913. The film turned out to be a tremendous success with thirty thousand people each paying 25 cents to see it, and it soon was playing in twenty-eight theaters in the New York district, eventually grossing a reported $450,000. The success provided a position for his brother Harry, who was hired as a traveling exhibitor for the film. The experience for Harry and Jack in the production of this film certainly helped play a part in the foundation leading to C.B.C. Film Sales and eventually Columbia Pictures.


  Jack was usually thinking of better ways of filming when in 1915 he received credit for an idea that enabled a cameraman to safely film standing up inside a moving car. The invention involved a support system with straps that attached to the cameraman’s body and the camera’s tripod fastened securely to the floor of the car. This system was reported to enable “exceedingly steady photography” during filming.


  During 1917, Jack eventually held the position of editor in chief of Universal’s weekly news service, which included Animated Weekly, Current Events, and Screen Magazine. Animated Weekly and Current Events, described as pictorial chronicles of the world’s happenings, were issued to exhibitors on Wednesdays and Saturdays. Current Events was used to present war news and patriotic subjects with the goal of creating a film war record for future generations to review. Screen Magazine was devoted to educational, industrial, and scientific subjects. These three film specialties reportedly were very profitable for Universal, and at the same time, under Jack’s management, the films helped enhance Jack’s reputation for fine product.


  In January 1918, Jack also held the position of president of the Association of News Weeklies, which included Universal’s weeklies, as well as Mutual and Hearst-Pathe. As if he didn’t already have enough responsibility, as a result of his work covering the war, he was trusted enough to be sworn in as an employee of the US Division of Pictures of the Committee on Public Information. This position, at the nominal salary of one dollar a year, enabled him to continue Universal’s wartime filming as well as giving him additional access. An example of one feature Jack stated he was proud of was produced for Universal Current Events and released on February 23, where cameramen had to erect a two-hundred-foot tower to film 3,800 marines standing in position replicating the Marine Corps Eagle, Globe, and Anchor emblem.


  George Creel, the chairman of the Committee on Public Information at Washington, on the appointment of Jack stated, “I have taken this unusual step because the so-called News Weeklies are becoming so much a part of government work—in that they bring to the people pictures of the war, our preparations here, our work, etc.—that I want the co-operation to be the closest possible, and I feel that this will firmly cement your work with ours.”6


  In mid-November 1918, Universal made a major decision that one could say altered the path of one man; and the same for two others, one his brother, and the other his friend. Highly regarded in the news pictorial field, Jack Cohn managed, produced, and edited from their infancy the Universal Animated Weekly for six years and Current Events for two years. Carl Laemmle, after receiving an offer from Hearst International Film Service, decided to sell, allowing Hearst to take over the production of the two weeklies on December 24, 1918. The two weeklies would be distributed through Universal’s exchanges. The sale did not involve Universal Screen Magazine, with Universal announcing that efforts would be made to greatly extend circulation. How would the sale affect Jack? He was the most experienced news pictorial director in the business, and now two of his three “babies” were gone. Although he received a generous offer from Hearst to join them, Jack realized, for the time being, his interests would be best satisfied by staying with Universal.


  Four months later, Jack left Universal. He could now produce his own motion pictures. He quickly leased office space in the Strand Theatre Building at 1579 Broadway in New York. In an article announcing his leaving, The Moving Picture World wrote: “Mr. Cohn is one of the best known men in the business, and ranks high in the industry” and “he is well versed in every branch of the business, and is considered one of the best film editors. He is known as the ‘master surgeon’ and he has doctored more than one sick and ailing production to box-office recovery.”7


  JOE BRANDT


  Joe Brandt was born Joseph Brandenburg in Troy, New York, on July 20, 1882, to his parents, Daniel and Rose Brandenburg. He married Mary Seligman on October 20, 1907. Changing his last name to Brandt sometime after 1910, he was still being identified in trade papers as Joseph Brandt Brandenburg as late as April 1912. With the Brandenburg name fading away in 1912, Joe stated in a February 1913 interview that Joe Brandt “is his full name, but he signs it J. Brandt.”8


  [image: chpt_fig_002]

  
    Joe Brandt.


  In 1903 Brandt was employed by the Hampton Advertising Agency, where he performed the work of a copygrinder, copyrighter, space buyer, and campaign inaugurator. During his time at Hampton he studied law at New York Uni versity, receiving his law degree and passing the bar exam in 1906. Although he had his degree and passed the bar, there is no evidence that he actually practiced law. It was the entertainment industry that captured his interest. The fact that Jack Cohn also worked at Hampton helped shaped the future for Brandt. Hampton is where his friendly relationship started with Jack, with the friendship helping them work together again in August 1920. Prior to this, Brandt moved from company to company before settling in with C.B.C. Film Sales.


  In April 1910 Brandt became the manager of the New York office of Billboard, a trade publication for the amusement industry involving burlesque shows, circuses, fairs, motion pictures, and vaudeville. The manager job was short lived as unfortunately he contracted typhoid fever in September 1910. Recovering in January 1911 and resigning from Billboard, he joined the advertising department of The Player until leaving in April 1911.


  Joining the business staff of the New York Dramatic Mirror, Brandt became the advertising manager at the prominent weekly theatrical trade newspaper, where after almost a year he decided to divorce himself from the publication end of the film industry to concentrate on the operations in manufacturing.


  After some months of rumors that he would do so, in April 1912 Brandt was hired as the private secretary to Carl Laemmle, the president of Independent Moving Pictures Company of America (IMP). In June 1912, IMP was dissolved into the Universal Film Manufacturing Company, with Brandt promoted to head of the Advertising and Publicity Department.


  In February 1913 Brandt resigned from Universal as a result of turmoil within the company involving Laemmle losing control. Brandt briefly went to the World’s Best Film Company on February 24, 1913, and stayed until mid-June, when Laemmle gained back control of Universal and got Brandt back, appointing him assistant treasurer.


  As an example of Brandt’s determination to succeed, as the editor of Universal Film Company’s newsreel Universal Daily, he claimed that he never slept and that he held the nonsleep record of fifty-six hours.9 He was also the editor for the company’s Universal Weekly, a weekly publication.


  While still at Universal, Brandt was the business manager for The Moving Picture Weekly, described by the publication as “a magazine for Exhibitors and others interested in films.” He maintained the position from 1916 until July 1919.


  During 1918, as the assistant treasurer, Brandt was also in charge of serials, including distribution and exploitation. His 1918 Draft Registration Card lists his occupation as lawyer and the assistant treasurer for Universal Film Manufacturing Co., 1600 Broadway, New York.


  On July 15, 1919, Brandt left Universal for National Film Corporation, where he eventually reached the position of director general. News reports from as early as May 3, 1920, state that he resigned from National, and rumors were that he would either go into the producing business himself or head a big sales organization in New York for independent producers.


  To address the rumors, Brandt was quoted in Moving Picture World announcing, “he will establish a film clearing house which will not in any way be affiliated with any organization now in existence.” He also stated in the same story, “It will be a new organization with new ideas and unique methods of film distribution. It will be the outlet for the productions of a select list of independents. In all probability I will also produce several serials and series of short subjects during the coming year. In the next few weeks I am going to be busy cleaning up the work for National, and until that is finished I will not be free to talk further regarding my plans. In the meantime I want to discount all rumors regarding my future.”10


  With Brandt revealing his plans in an attempt to discount the rumors, one would have to think he was holding back what he really knew. What he knew was that in the following month he would join Harry and Jack Cohn in a new venture, their new film sales company, C.B.C. (Cohn, Brandt, and Cohn). Coincidently, a news story right above Brandt’s article was a brief about Harry and Jack, as producers, with their announcement involving the two-reel Hall Room Boys comedies and their growing popularity.


  On June 27, 1919, Brandt tendered his resignation to Laemmle effective on July 15. No cause was given by either party other than Brandt wanting to try a new field.

  
  His friendship and working relationship with Jack Cohn and their mutually shared desire of establishing their own business in the movie industry eventually lead to his three-way partnership with C.B.C. Film Sales.


  HARRY COHN


  Harry Cohn was born in New York City on July 23, 1891. Harry, like his brother Jack, wasn’t one for school, and at the age of thirteen in 1904 he entered the work world. Odd jobs, both legal and not, ranged from trolley conductor to a choir boy in a play to a shipping clerk for a music publishing house, as well as selling stolen furs and hustling at pool and bowling.
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    Harry Cohn


  In 1912 he partnered with Harry Rubinstein, celebrated at the time in social circles for his wonderful piano playing. Rubinstein, calling himself Harry Ruby thereafter, joined Cohn appearing as a musical act calling themselves “Edwards and Ruby” (Harry Cohn as Edwards). They appeared at a Bronx nickelodeon, a converted store with three hundred chairs named the Claremont Theater. With Ruby playing the piano, Cohn was the singing half of the duo as well as managing the act, which consisted of five or six shows a day. The Claremont Theater engagement lasted five months before the partners left for Baltimore with a job at the cabaret of the Hotel Plaza. Lasting only three weeks, they returned to New York. The musical act was a brief one as both men, each having their own ambitions combined with the age of the nickelodeon nearing its demise, decided to terminate their partnership.


  Harry tried a new venture as a song plugger. His job was to get publishers’ songs performed in cabarets, music halls, restaurants, saloons, and stores as well as in vaudeville. One song that Harry claimed he was instrumental in making a hit out of was “Ragtime Cowboy Joe.” Harry talked about it, saying, “I liked that song. Liked! I loved it. Would you believe it? I would sometimes sing it fifty, sixty times a night. I’m talking about all over New York.”11


  An opportunity presented itself in November 1913 for Harry when Universal’s first full-length feature Traffic in Souls became a box office hit. Hired as a traveling exhibitor for Souls, his job was to take the film out on the road to theaters. While doing so, he realized there were issues involving theft of ticket money. He later stated in a Film Bulletin article, “I had to spend most of my time watching the box-office when I should have been out selling tickets. They sold tickets for cash when your back was turned, or the house used two rolls and the one they counted gave you nothing.”12


  On January 17, 1914, Harry was listed as a member of the entertainment committee for the Universal Film Manufacturing Company’s first annual ball for its employees. The event was held at the Leslie Rooms, 83rd Street and Broadway in New York. Jack was there also as part of the reception committee, as was Joe Brandt who was listed as assigned to the floor committee.


  On October 17, 1914, The Moving Picture World announced a new development in the motion picture field. A combination of music publishers under the name of Treble Clef Co. was organized for the purpose of producing and marketing films using popular hit songs. The songs were synchronized with the film projected on the screen. Two men, both with experience in music publishing, Louis Bernstein and Henry Watterson, started the enterprise at 154 West 46th Street in New York. Harry handled the business end of the company.


  No documented change in Harry’s career occurred until September 1916 with Harry now working for Waterson, Berlin and Snyder,13 a music publishing agency with an office located in the Strand Theatre Building on the northwest corner of 47th Street and Broadway. The agency was in the heart of “Tin Pan Alley” of New York, at the time the music publishing center where music publishers and songwriters attempted success (coincidently, Jack was working across the street for Universal in the Mecca Building at 1600 Broadway).


  Harry’s job was to provide requested music to exhibitors showing Universal films. The music was provided free for the exhibitor as part of an arrangement between the music publisher and Universal, keeping him in touch with Jack and the powers that be at Universal.


  After leaving his music publishing agency job, Harry’s experience with nick-elodeons led to an idea he had about producing “song-short films.” Leasing a small office inside the Strand Building, he produced these short films with some success, which were an early form of what we know today as “music videos.”


  By producing the short musical reels, Harry learned the methods of making films, which would serve him well later at Columbia. With Jack’s assistance, Harry brought his music shorts idea and of employing Universal’s stars to Carl Laemmle. Laemmle, recognizing the success of the shorts, invited Harry to come to work for him as his secretary at Universal Studios in Hollywood. Harry would later say, “His career in pictures began when he received the first feather duster as Carl Laemmle’s office boy in the Universal offices in New York.”14


  An article documenting the success of Harry’s musical shorts was written in Motion Pictures News with a headline of “SOMETHING NEW IN SONG AND PICTURE”:


 
    The resourceful Cohn family, of Universal Weekly fame, is responsible for what looks like an extremely popular and profitable novelty, the Popular Song Picture.


  Here’s the idea. A thread of story, or a series of scenes paralleling in sentiment or action the words of one of our popular songs, appears on the screen. At the same time the song itself is sung by someone off the stage. The novelty and cleverness consist in the fact that the film is so timed that the action fits the words to a second.


  As there is nothing like getting your audience to take part in the performance, all are invited to join in the chorus, the words of which stand on the screen, while below them, through the means of double printing, actions in the spirit of the stanza itself are enacted.


  Young Harry Cohn, who conceived the idea and directed the pictures, is to be congratulated on his enterprise and the cleverness with which he has carried it out.


  Arrangements are in progress to circuit these Song Pictures, with an artist to furnish the musical accompaniment.15





  Harry Cohn is identified as “president of Song Hits in Pictures, Inc.” in a filler about him losing his prized cigarette holder and offering a $25 reward for its return.16 In identifying Harry as president, the company name should have read “Song Hits in Photoplay, Inc.” The trade paper two weeks later called Harry “the Song-Hits-in-Pictures-Man.”17


  Harry received more positive press in March about the Song Pictures in an article written in the Moving Picture World:


  
     Taking up an old idea where faulty development had previously left off, Harry Cohn, general manager of Song Hits in Photoplay, Inc. has created an interesting ten minutes for cinemas and vaudeville houses by putting Broadway’s “best sellers” in the popular music line into action, by clever screen players, that synchronizes with the song as it is rendered by a vocalist. Several months ago the idea was imperfectly produced, but Mr. Cohn has gone at this present venture with the equipment of Universal City behind him and has consequently shoved the antique “illustrated song” into the waste-basket, along with its “song boosting” detriments to good entertainment.18



  

  Harry was credited with coming up with an idea to make the musical short films better. The Los Angeles Herald wrote: “Harry Cohn, here from New York to make films for various music publishers in the east, after their present song successes, hit upon an idea that it would be more interesting to have the film contain a recognized star19 as the lead.”20
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    Hallam Cooley, Priscilla Dean, Harry Cohn, and Fritzi Brunette outside Harry’s office door. The three actors were employed by Universal, while Harry supplied the studio with songs. The sign reads, “Song Hits Photoplay, Inc. Director Harry Cohn.” Photo circa 1919.


  In Harry’s early days at Columbia he explained to Los Angeles Times reporter Edwin Schallert his belief about succeeding in Hollywood: “Any man with normal intelligence, perseverance and a creative mind can succeed in the film business. This is an open business and anyone knows as much about it as the other fellow in six months after he started.”21


  On his method of handling the position of vice president and head of production at Columbia, he discussed his work schedule, saying, “I come to work about noon and you’ll find me at my desk or in the projection room almost every night until midnight. The reason I work that way is because I need to concentrate on our progress. I can’t concentrate on a picture, story or idea if I am interrupted by the routine of daily business. So I start when the day’s work is pretty well organized by the department heads and consult with them when the daily routine is over and I can give them concentrated attention and the value of a fresh viewpoint.”22


  C.B.C. FILM SALES CORPORATION 1919–1923


  After ten years with Universal, Jack resigned in the first week of April 1919 to become a producer. He joined Harry in leasing office space at New York’s Strand Theatre Building at 1579 Broadway.


  A week after Jack resigned from Universal, Variety reported that Harry left New York on April 10 for Los Angeles for the purpose of a new film promotion.23 The promotion involved the Hall Room Boys (sometimes written as Hall-Room Boys or Hallroom Boys). The films are a two-reel comedy based on a series of newspaper cartoons originated by Harold A. McGill in 1904.


  The Film Daily described the series: “It related the shabby experiences of two young men who, though impecunious, were socially ambitious.”24 The series was based on H. A. MacGill’s newspaper comic strip that started in 1904. Jack conceived of the idea to bring the famous comic strip to film, and he controlled the rights for doing so. Paying McGill $300 for the three two-reelers with an option for more at $100 each, Jack’s goal with the short subjects was to make them desirable to the viewer, not just program filler.


  The actual reason Harry went to Los Angeles, not stated in Variety’s article, was to solve a problem involving the first four in the series of single-reel comedies. The completed Hall Room Boys films were inferior and far from being marketable. The Film Daily explained later in January 1946: “They arranged for a Hollywood producer to make a series of quality shorts for them at $10,000 each. The idea was good, but the man in whom the Cohns put their trust was considerably less than trustful. A quartet of two-reelers was made and, at their first viewing, the brothers knew that they had been ruthlessly duped. The shorts were awful. Harry departed at once for the West Coast, where he found that the films had plenty of reason for not being up to the promised degree of excellence; they had cost the producer something like $2,000 apiece. It wasn’t very hard to figure out what had happened to the rest of the money; the producer had diverted it into a cozy little nest-egg of his own.”25


  With the contract canceled, Harry handled the job of production. Showmen’s Trade Review explained Harry’s brother’s role: “Jack, who was head of distribution under the arrangement, sold it quickly to provide money for the second. Thus was started that very successful series that became known as the Hall Room Boys comedies.”26


  It certainly was a setback, but as it turned out a good lesson learned. It showed that Jack and Harry had to depend on themselves and to have faith in their own abilities.


  Harry spent two months straightening out the mess before heading back east. “Harry Cohn has arrived in New York from California with the first three releases of a series to be known as ‘The Hall Room Boys,’” The Moving Picture World reported. “The series of comedies is being made by the National Film Corporation for Jack Cohn, who controls the rights.”27 With Harry back in New York, Joe Brandt would soon be working along with the Cohn brothers.


  Joe Brandt’s resignation from Universal took effect on July 15. He was now associated with National Film working out of New York.28 He had notified Carl Laemmle of his intentions on June 27.29


  The Hall Room Boys Photoplays was incorporated in New York in August 1919 with an address of 1600 Broadway in New York. The nature of business documented on an IRS form states, “Dealers of Moving Pictures.”30 A 1924 capital stock tax return stated the nature of business as “producers of motion pictures.”31


  At National Film, Joe Brandt was handling the sales end of the comedies, with the first in the comedy series titled How They Do It on $8 Per. The film played at the Strand in New York the week of July 13. The story was described in The Film Daily: “Percy and Ferdie have sauntered forth from their hall room to mingle with society, as is their wont. When they learn that a society bud they have met desires a certain sort of ribbon they inform her they ‘are dealers in ribbons’ and set out to obtain the desired article. They enter at night the department store where they work, are locked in by chance, and after failing to make their escape retire in twin beds which have been placed on display in a show window. The morning sees them attracting a great crowd. They are chased by the manager and jeered by their associates until the owner of the store appears to thank them for the greatest advertisement the place ever had.”32


  Looking back, Jack acknowledged that the Hall Room Boys were a good money maker, adding:


  
     Six or seven years ago I noticed the short picture was being overlooked. I fought hard to keep it before the public, but it seems the big pictures were crowding the little ones off the screen. I had been making quite a number of industrial pictures at the time, and these were very interesting. But we could never get a showing because there was no room for anything educational.


  About five years ago I decided to go out in the open market and make independent short stuff because the program and stars had no time to worry about the small picture. I started out to make the Hallroom Boys Comedies which I knew had been receiving millions of dollars worth of advertising that would benefit the pictures and aid the exhibitors. I contracted with Mr. Gill for the rights to these “Hallroom Boys Comedies” and today they are a houseword [sic] among exhibitors.33





  It wasn’t long before numerous publications started reporting that the Hall Room series was doing well for the two Cohns and for Joe Brandt at National Film Corporation.


  In August, a full-page advertisement boasted about the popularity of the Hall Room Boys. In the Motion Picture Herald, the ad revealed there would be twenty-six two-reel comedies a year, released every other week. The series was produced by the National Film Corporation of America with William Parsons as president and Joe Brandt as general representative. Printed under the wording of “Wire or Phone, Don’t Wait to Write” are the names, without titles, of Jack and Harry Cohn.34


  While the Hall Room Boys moved forward, Jack was busy with another short subject project. It was first announced on May 31 in Motion Picture News that Jack would be producing a new single-reel subject in collaboration with Morris Kashin.35 The new short subject single-reel film was a novelty called the Screen Letter Box, which was incorporated by Jack and Harry in the first week of June.36


  Advertised as both entertaining and educational, the novelty relied on questions sent in by movie fans about film stars and the inner workings of the movie studios. Weekly prizes were given for the best letter. The idea was conceived by Morris Kashin, a prominent exhibitor and theater manager, who explained how it worked: “One million self-sealing letter heads will be distributed to one million picture ‘Fans’ who will ask one million questions of the one million picture houses from the Atlantic to the Pacific. These questions will concern themselves with the inside workings of the movies. It is up to the motion picture houses to answer them. They can do it by first throwing on their screen the questions followed by the answers.”37


  The description of the first release was written in Motion Picture News: “Will be a series of scenes showing how a motion picture actress expresses the various emotions as well as the way in which different kinds of scenes are taken. In the first release, in reply to a letter received from a theatre patron asking how actresses cry in the movies, a scene will be shown with director, player and cameraman depicting just how the whole thing is done.”38


  In August 1919, Motion Picture News reported:

  
 
    Arrangements have just been completed whereby the Screen Letter Box and the other film interests of Morris Kashin, Jack and Harry Cohn will occupy as business offices, the space formally used by Max Marx at 1600 Broadway. Extensive alterations are now being made. Several private offices will be installed along the 48th street and Broadway sides, and a large workroom, where the Screen Letter Box can be properly sorted, is being specially fitted up. In addition, private cutting and projection rooms are being built. This work it is expected will be completed about the first of August, when the Screen Letter Box will move from its temporary quarters in the Strand Theatre Building.39



 

  After a private cutting room and projection rooms were completed in August, they moved in, leaving the offices at the Strand Theatre Building.


  In September, Jack’s interest in Screen Letter Box was sold to Morris Kashin.40


  Rumors that National Film Corporation may lose the production of the Hall Room Boys had to be addressed by Harry Rubey, the new president of National Film. Rubey stated in the beginning of November that the comedies “would continue indefinitely to be produced in California” and “the distribution and handling of the Hall-Room Boys series are in the hands of Jack and Harry Cohn, and that there would be no change in these arrangements.”41


  Harry, as secretary and treasurer of Hall Room Boys Photoplays, Inc., left for Los Angeles in December to take over personal supervision of production of the two-reelers.42 Jack and Harry decided to produce the Hall Room Boys series on their own for the first time since its creation, as a result of the production contract with the National Film Corporation expiring.


  The film industry was growing quickly with increased demand for motion picture entertainment. Movie theaters were being built at a quick pace across the county. Marcus Loew had purchased control of Metro Pictures Corporation, and Carl Laemmle and Robert H. Cochrane bought out P. A. Powers’s interest in Universal. It was also the same year that the C.B.C. Film Sales Co. was formed by Jack and Harry Cohn and Joe Brandt. The company was incorporated in July 1920 with an address of 1600 Broadway in New York. Brandt and the Cohns also incorporated Screen Snapshots in July using the same address. The entire operation was housed in one room.43 “C.B.C. Films Sales Corporation is considered the parent Company since all sales, purchases, etc. are handled through it.”44


  The brothers, upon taking over production of the Hall Room Boys comedies, ran a contest to attract storylines. With a $100 prize at stake, Jack indicated what they were looking for: “The letters submitted should describe a situation in such a way that it can be woven into a story for a Hall Room Boys Comedy.”45 The story ran in The Moving Picture World under the headline of “THE COHNS OFFER $100 FOR SUITABLE THEME FOR A HALL ROOM BOY COMEDY.”
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    A full-page advertisement in Motion Picture News dated December 27, 1919. Jack and Harry Cohn are listed as distributors for the Hall Room Boys comedies.


  Neely Edwards, who signed a three-year contract, would continue in the act with newly hired actor Hughie Fay replacing Edward Flanagan.


  With the Cohns now producing and distributing the Hall Room Boys series, a studio they could call their own was imminent.


  A new series of Hall Room Boys comedies supervised by Harry Cohn to be filmed at the newly leased Henry Lehrman studios in Culver City was reported in the Los Angeles Times. The Lehrman studio was located on a ten-acre site off of Washington Boulevard, near National Boulevard. Three years later, the studio was sold to Hal Roach, becoming part of his then sizeable studio.


  Jack told the Los Angeles Times, “We have taken over a large studio in Hollywood, and Harry Cohn will stay on the ground until things are so well under way that there is no longer need of his presence there.”46 Little did both brothers know that Harry would stay for the next thirty-eight years.


  Under the headline of “THE COHNS TO EXPAND PRODUCTION,” Motion Picture News wrote about the brothers’ production plans:


  
     Jack and Harry Cohn, producers of Hall Room Boys Comedies, have announced a material expansion in production activities. With Harry in general supervision of all activities and on the ground in Los Angeles, the Cohns have organized three separate producing units, for the production of comedies and other types of short subjects. As in the past, the feature releases will be Hall Room Boys Comedies, in which Neely Edwards, “the boy with the winning smile,” has made a name for himself.


  In the future, however, this series will be produced in the Cohns’ own studio, with Harry Cohn personally directing their production. With the expiration of their contract with the National Film Corporation of America, which has been producing the HallRoom Series since their creation by the Cohns, the brothers announce that they will produce as well as distribute them independently of any other production organization.47





  On the reason for the change, Jack stated, “The Hall Room Series, although still young when compared with other brands in the film field, has proved such a great success that we have determined to release all other interests except our own from responsibility in their production. We do this at great expense and trouble, since it means that we must own and operate our own studio, and equip it so that the greatest possible efficiency will be maintained.”48


  Jack, with the help of producer and director Louis Lewyn,49 started producing Screen Snapshots under the firm name of Jack and Harry Cohn. The novelty bimonthly one-reel film was a behind the scenes look at Hollywood and the people involved in the filmmaking business. The series showed intimate views of film favorites at home and in the studio. Jack described it as “an animated fans column and is to contain the visualization of the things one reads in the newspaper moving picture columns.”50 Columbia would later advertise Screen Snapshots in their Campaign book for the 1934–1935 season, saying, “Hollywood through a keyhole! The fan magazine of the screen—sees all and tells all about what the actors do when they’re not acting! A treat on any program!”
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    Letter dated October 28, 1919, from Jack Cohn introducing Louis Lewyn to director George Loane Tucker (Traffic in Souls). Letterhead shows “JACK and HARRY COHN, Motion Pictures.”


  The opening credits read: “Seeing Hollywood. Intimate glimpses of your favorite stars, at home, at work, and at play.” Some of the more popular stars featured during the series were Mae Busch, Charlie Chaplin, Jack Dempsey, Walt Disney, Douglas Fairbanks, Lillian Gish, Oliver Hardy, Buster Keaton, Mary Pickford, Barbara Stanwyck, and Eric von Stroheim. The personal glimpses of the stars at work and play, in carefully planned off-screen activities, received a positive reception from the public. One of the early releases included screen stars demonstrating the proper way to kiss, as well as how the Griffith sets were built for Intolerance (1916). The series lasted under C.B.C. Film Sales Inc. until January 31, 1925, when Columbia Pictures Corporation absorbed all business of C.B.C. Columbia continued with the series until late 1958.
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    C.B.C. Film Sales Corporation letterhead dated July 5, 1921, with names of the three principals.


  Ralph Rossiter from C.B.C.’s Advertising Department wrote about the success of the Screen Snapshots in Exhibitors Trade Review in 1924. Rossiter recalled, “The success of C.B.C.’s other short picture, ‘Screen Snapshots’ has been remarkable when it is remembered that when Mr. Cohn originated the production the idea was entirely new and he was told by many that there would be no demand for it with the public. Working, however, on the same psychology as the printed ‘Fan’ publications, he declared that the demand for this same kind of material visualized on the screen would be as great if not greater than in printed form—and the subsequent success of ‘Screen Snapshots’ has proved this correct.”51


  Joe Brandt’s resignation as director general of National Film Corporation took effect on July 15, 1920. Although he wouldn’t reveal his future plans, The Film Daily wrote: “It is expected that he will go into the producing business himself” and “he will head a big sales organization in New York for independent producers.”52


  Joe expanded, hinting at this new company in an article printed in the Moving Picture World in July with Brandt stating in part, “It will be a new organization with new ideas and unique methods of film distribution, it will be the outlet for the productions of a select list of independents.”53


  On July 29, 1920, The Film Daily was the first publication to announce the formation of C.B.C. Films Sales Corporation by reporting: “Joe Brandt and Jack Cohn have formed the C.B.C. Sales Co., to deal in independent productions. The concern will buy and produce short reels and features, dealing in the former especially. Brandt left Monday for the Coast.”54 With Joe Brandt established as president and supervising production on the West Coast, Jack, staying in New York, was in charge of the New York office as the vice president. Besides producing feature and short films, the new company made itself available for the film industry, with Jack adding, “The C.B.C. service includes the cutting and titling of all negatives contracted for, complete advertising from lobby displays to twenty-four sheets, and exploitation on every picture distributed by them.”55


  Motion Picture News followed up in August with a headline reading “BRANDT AND COHN JOIN FORCES” and printed a statement from their New York headquarters:


 
    The C.B.C. Film Sales Company will deal directly with the independent producer with a view to the efficient and equitable marketing of his product. Contracts have already been closed for a number of feature productions and a series of short subjects and novelty reels. Others will be contracted for as time goes on.56



 

  Exhibitors Herald followed up in August with their headline, “BRANDT AND COHN FORM C.B.C. SALES COMPANY IN INDEPENDENT FIELD”:


 
    True to his word that he would form an independent distributing organization for producers, Joe Brandt, just before leaving for the West Coast, issued a statement announcing the formation of the C.B.C. [Film] Sales Company, which will deal exclusively in independent productions.


  Mr. Brandt has associated himself in this venture with Jack Cohn, producer of Screen Snapshots, and also the Hallroom Boys Comedies. Mr. Cohn is widely known in the state rights field and among film folk in general and has been connected with the film industry for twelve years. He will take care of the New York office of the company, which will be maintained at 1600 Broadway.57





  C.B.C. Film Sales Company’s initial plan was to serve as a distributing medium dealing exclusively in independent productions. By signing contracts for feature productions, the company promised good distribution, as well as handling publicity, advertising, and exploitation. Some of the early contracts signed with producers included Westerns for Invincible Photoplays, two-reel slap-stick comedies for Marion H. Kohn Productions, as well as production of the Hall Room Boys Comedies. C.B.C. also had plans of buying their own pictures. The decision to not purchase theater buildings benefited the new company at this time, as well as in the future. As a result of being an independent non-theater-owning company, they weren’t competing against the exhibitors who support C.B.C. by buying their productions.


  Needing office space in Hollywood, Harry and Joe found a location on Santa Monica Boulevard. Motion Picture News reported that the Berwilla Film Corporation purchased an apartment house, which was remodeled into an office building. The building adjoined the Berwilla’s Hollywood studios (formerly the National Film Corporation studio at 5821 Santa Monica Boulevard). The article stated in part: “Joe Brandt, Harry Cohn, Al Nathan and a host of other New York film buyers are making their headquarters at the Berwilla plant, where Mr. Brandt will have his business office while in Los Angeles.”58 Al Nathan, a former manager of the Broadway Theatre in New York, was the studio manager for Jack and Harry.


  “C.B.C. FILM SALES TO MAKE WESTERNS” read the headline in Motion Picture News reporting: “C.B.C. Films Sales, in which Joe Brandt and Jack Cohn are associated, has undertaken to produce and distribute a series of twenty-six two-reel lively westerns.”59 The first title in the Star Ranch Westerns series was The Mormon Trail (1920).


  Up to this point, only Jack and Joe’s names were observed when announcements were made involving C.B.C. Harry’s name has not been mentioned yet in any form of advertising or news articles involving the new company. Harry’s name finally surfaced as the third partner on September 4. The announcement occurred in Camera! under the headline of “BRANDT AND THE COHNS ESTABLISH NEW FIRM,” stating: “Joe Brandt, Jack and Harry Cohn announce that they have joined forces in the establishment of the C.B.C. Film Sales Corporation.”60


  In September, Film Exhibitors Herald announced that Joe Brandt, as president of the newly formed C.B.C. Film Sales Corporation, was “on the [West] Coast supervising production of a serial and several short subjects for this organization” and “that he had purchased the first big feature picture for C.B.C. marketing.” Jack added, “C.B.C. provides a service that includes the cutting and titling of all negatives contracted for, complete advertising, and extensive exploitation on every picture distributed by them.”61 The feature picture mentioned is The Victim (1920), a six-reel melodrama made by Goebel productions.


  Jack Cohn on behalf of C.B.C. filed a lawsuit against baseball great Babe Ruth in September 1920. In the lawsuit, Cohn claimed libel because an advertisement that ran in publications accused C.B.C. of issuing productions that Ruth was not in, claiming the productions were unauthorized. The production in question was Over the Fence (1920). Exhibitors Herald described the film: “Introduced with a summary of baseball’s beginnings and the records of early heroes of the diamond, the ‘miracle man’ comes to the front early in the reel to demonstrate this and that angle of his skill in batting practice and in shots from real games.”62 Ruth lost his suit against C.B.C. when the court ruled that the footage was news.


  In October, changes were made to the main characters of the Hall Room Boys, as well as to where the series would be produced. The two new leads were Harry McCoy and Sid Smith. C.B.C. announced that production would be at the studio of the Special Pictures Corporation, sponsored by the Wilnat Film Company.63
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    Wilnat Films, Inc., production office located at 1329 Gordon Street circa 1920. Director Herman Raymaker, Harry Cohn, studio manager Jimmie Davis, and Jack Cohn are standing at the front door where the Hall Room Boys films were produced.


  At the Wilnat studio, Harry produced an ongoing series of the Hall Room Boys episodes, released by C.B.C., titles including Wild Wild Women, All Balled Up, Hired and Fired, A Close Shave, and In Bad Again. Another group, released through Federated Exchanges twice a month, featured comedian Sid Smith and Harry McCoy in False Roomers, A Chili Romance, Their Dizzy Finish, We Should Worry, and Meet the Wife.


  Revealing additional information on the talents of Jack Cohn, Exhibitors Herald wrote:


 
    It is men of the type of Jack Cohn of C.B.C. Film Sales Corporation of New York, known as “the king of short stuff” of whom the film industry may be proud. Starting in the producing end of the industry twelve years ago, Mr. Cohn has shown ably what he can do with two-reel comedies, one reel news weekly, screen magazine, news specials and scenics. Having for his motto that the exhibitor is entitled to only the finest and best comedies, Mr. Cohn has seen to it that his pictures contain all the qualities that go to make box off selling attractions.



 

  Jack told the Herald,


 
    When I went into the producing end of the business I made up my mind that I would only make quality comedies and I have done so. I realized that many big theatres were dropping the one reel picture and the two reel comedy from their programs and decided that I would turn out the type of novelty short subjects and comedies that would make the big houses want them. As an evidence of this intention I can only point to the fact that some of the finest theatres in the country have just been swamping exchanges with contracts for our one and two reelers.64



 

  Moving Picture World interviewed Jack on the success of short subject films: “The success the short subject has achieved bears out my predictions of several years ago. . . . The position our organization has attained has justified my faith in turning out comedies that would be clean, snappy, funny and full of pep and punch. With snappy titles, fresh prints and good advertising material each is proving a box-office winner.”65


  With C.B.C. gaining momentum of their releases, the three owners wished holiday greetings upon the readers of The Film Daily. The ad displayed their current available titles on a Christmas tree including the Hall Room Boys and Screen Snapshots.


  [image: chpt_fig_009]

  
    The Film Daily, December 26, 1920.


  In January 1921, C.B.C. contracted to take over the distribution and sale of all the products of Art Brand Productions Inc., including the twenty-six Charles Ray reissues, as well as a feature film, The Fatal Marriage, starring Paramount star Wallace Reid and Lillian Gish.


  Also in January, C.B.C. secured for distribution Heidi (1920), which lasted until October. The film was a Prizma picture, described in Motion Picture World as “the dramatic story presented in colors.”66 The Prizma process of color cinematography started as a two-color additive color system in 1913, evolving into a four-color process in 1917. Prizma eventually ended up in the company hands of Cinecolor. (Columbia’s Screen Gems’s Phantasies cartoons were filmed in Cinecolor in 1947 and 1948.)


  In March, C.B.C. continued the Hall Room Boys Comedies, Screen Snapshots, and Star Ranch Westerns and at this point had distributed two features, The Victim (1920), a six-reel melodrama made by Goebel productions, and Dangerous Love (1920), a Western by Yellowstone Productions.


  “Nervy Thrills and Riotous Fun” was one description used by C.B.C. when advertising the Hall Room Boys. C.B.C., under their banner of Hall Room Boys Photoplays, was using the Federated Film Exchanges to distribute the series after signing a contract for twenty-six of the films with the first release in April 1921 titled False Roomers. With Federated handling distribution in the States, C.B.C. signed with the International Ocean Film Corporation to handle foreign distribution.


  C.B.C. announced that they would no longer produce the Star Ranch Western series but would distribute them after signing a contract with C. Edward Hatton for the production of twenty-six two-reel Western series pictures.67 Hatton produced the two-reelers after working out a cooperative basis with the actors, who worked without pay until the film was sold to C.B.C.68
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    Harry Cohn standing next to the main entrance in the background. Photo from Exhibitors Herald, May 27, 1922.


  In May, Harry released a statement about vulgarity in comedy that was printed in Moving Picture World with a headline of “COHN ANNOUNCES ONLY CLEAN HUMOR WILL BE SEEN IN HALLROOM FILMS.” The paper reported: “Harry Cohn, who is producing Hallroom Boys Comedies for Federated Exchanges, Inc., announces they will be absolutely clean and free of vulgarity.” The article also quoted Cohn as saying, “it is very easy in the making of a comedy to try to score laughs by means of vulgarity and to let the humor border on the risqué. Vulgarity does not constitute humor. We have always tried to avoid any suggestiveness or vulgarity in our Hallroom Boys Comedies and will continue to pursue this policy in the future, so that no exhibitor need have any fear of censors cutting out scenes and spoiling the sequence of the picture.”69


  The Hall Room Boys comedies continued to evolve according to Moving Picture World. With a headline reading “COHN ADOPTS NEW PLAN OF TITLING,” the paper reported: “Harry Cohn has introduced a new system of sub-titling the newest Hallroom Boys comedies. Believing that spontaneous humor is the best and that hours of thinking out a gag does not bring out the real comedy that leaps to the mind unbidden, he had hit on the idea of titling the comedies on location while the pictures are being shot. He will use the funny things that happen while the scenes are being made, the ideas that spring from the stunts that the players perform or fail to perform and from chance remarks of the players, property men, directors, etc.”70


  In an effort to understand what type of comedy met most with public approval in the Hall Room Boys series, C.B.C. tabulated requests for still photographs from fans. Counting the requests for each release gave the company an idea of which comedies were best liked.71


  In March 1922 it was announced that C.B.C. had obtained distribution rights to another two-reel comedy. The new series starred comedian Billy West, a well-known Charlie Chaplin imitator at the time. Many of the small independent companies were featuring comedians that looked like Chaplin, who had already made his “Tramp” character successful. As a result, comedians became Chaplin “look-alikes” with the small production companies making money exploiting his created character. Exhibitor Trade Review wrote:


  
     In this new series, on which several of the scenarios have already been completed, Mr. West will create a new type of comedy characterization, more in the high-class satirical vein, and this will run through the entire series. The securing of distribution rights to these comedies is part of an extensive program of “short stuff” being lined up by the C.B.C. forces.72



  

  The comedies were produced by Harry under Wilnat Productions73 and distributed by C.B.C. under their new series initially titled Sunbeam Comedies. In mid-April, The Film Daily reported that C.B.C. changed the title from Sunbeam Comedies to Sunrise Comedies.74 On April 15, 1922, an advertisement in Exhibitors Herald stated that the first release under the new comedy series was You’d Be Surprised! The film “presents Billy West in the role of a newlywed, different from anything he has done before, stated the Motion Pictures News.”75 C.B.C. incorporated the name “Sunrise Comedies” in late 1922.76
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    Ad in The Film Daily dated April 13, 1922, for C.B.C.’s Sunrise Comedies.


  As a result of C.B.C.’s growth in production and distribution, larger studio space was needed. In May, they acquired an additional studio building by leasing the independent H. Paulis studio located at 6070 Sunset Boulevard. Motion Picture News reported, “Harry Cohn, Joe Brandt, and Jack Cohn of the C.B.C. Film Sales Corporation, have just taken over a new studio in Los Angeles.”77 The studio was advertised as being fully equipped with “six completely furnished offices, 16 dressing rooms; carpenter shop; electric shop, generator; Windfield-Kerner lamps.”78


  Along with the successful and growing market for the Hall Room Boys comedies, which were in their fourth year of production by C.B.C., the Sunrise Comedies were also produced at this new Sunset Boulevard and Gower Street location. In what may be a sign of how Harry felt about two-reel comedies and what he was able to accomplish during the 1930s and ’40s, he let it be known that it was C.B.C.’s intention to put as much money into the production of the short films as their feature comedies.79 Whether C.B.C. did that or not, it is probably safe to say that Harry and his two partners believed that two-reel comedies were good investments for the company.
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    Harry Cohn at the main entrance of 6070 Sunset Boulevard. Those with Harry are most likely film salesmen.


  Other production during this time period included the Cap’n Kidd serials, described as “Chapters of Thrilling Stunts, Furious Fighting on Land and Sea—and Superb Settings.”80 Distributed by C.B.C., the films were produced by the Star Serial Corporation in which Joe Brandt was president. Production also included the Carnival Comedies, advertised as a “fast, funny, frolicsome 2 reelers.”81 The comedies starred Polly Moran, then known as the famous Mack Sennett Comedienne, and “Smiling” Bill Jones.



  C.B.C. secured distribution rights to “Travelaughs,” single-reel subjects described as “picturized impressions of Europe as seen by one of America’s foremost cartoonists.”82 Henry Mayer was the cartoonist who produced the series and who “has been abroad a large number of times and has in this series presented in his own unique and humorous style quaint scenes and features in connection with European life.”83


  Production was scheduled for April 1 for the first feature to be made at 6070 Sunset Boulevard, titled More to Be Pitied Than Scorned. The film was based on the play by Charles E. Blaney and was released in June. To help finance the film for production, Harry recruited five new partners for fresh capital and made it for $20,000. It was sold on the States Rights market, realizing $130,000 in sales and landing a contract for five more features. A full-page ad in Moving Picture World promoted this film, which was the first of a series of six features scheduled under C.B.C.’s promotion called “The 6 Box Office Winners.” According to the ad the other five planned and eventually released were “Only a Shop Girl (1922), Pal of Mine, released as Pal O’ Mine (1924), The Lure of Broadway, released as Innocence (1923), Forgive and Forget (1923), and Temptation (1923).”84


  Advance word on More to Be Pitied Than Scorned was good, thanks to the Exhibitors Trade Review’s headline: “C.B.C.’S PICTURE LOOK LIKE WINNER.” The article documented that the film “was produced by Harry Cohn, of Waldorf Productions, Inc., and will be distributed by C.B.C. Film Sales Corporation.”85 Waldorf Productions, Inc., was the name of C.B.C.’s producing unit. Harry oversaw the unit as president and general manager.


  Before arriving to a finished print, C.B.C.’s second film, the melodrama titled Only a Shopgirl, was part of an experiment using the opinion of the moviegoer and theater owners.


  Harry would edit and reedit the film after showings based on reactions and comments. To ensure an unbiased audience, the film was not shown to invited guests, as it was believed that they consciously or unconsciously would be apt to be kind, and as a result not truthful.86
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    More to Be Pitied Than Scorned (1922) photograph of the production staff including Harry (back row, fourth from left) from Exhibitors Herald dated July 8, 1922.


  Wallace Beery explained what happened to him when he walked in front of the doorway of C.B.C. during the silent days. The Los Angeles Times article, written by Gardner Bradford, explained how C.B.C. got started and how it eventually became Columbia. Bradford wrote, “woe to the unwary star who happened to saunter past the C.B.C. doorway. He was welcomed like a customer at a pawnshop, cajoled into doing a day’s work for twice his regular daily salary and read his name on the billboards a few weeks later as the star of the picture.” Wallace Beery stated, “They gave me $800 for one day’s work. All I did was smile and scowl and register the other thirty-nine emotions in close-ups. When I saw the picture did I get a kick? I was in all five reels, meeting people, talking to them (in titles of course for there were no talkies then) and really played a wonderful role that would have taken a month in one of the big studios. They had used a ‘double’ wearing the same clothes I had worn. He would come into the sets, take his position and then—my close-up. It was a great piece of work and good
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