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  About the Book


  With just thirteen feature films in half a century, Stanley Kubrick established himself as one of the most accomplished directors in motion picture history. Kubrick created a landmark and a benchmark with every film; working in almost every genre imaginable, including film noir, war movie, SF, horror, period drama, historical epic, love story and satire – yet transcended traditional genre boundaries with every shot. Examining every feature film, from the early shorts through to classics such as Paths of Glory, Dr Strangelove, 2001: A Space Odyssey, A Clockwork Orange, The Shining, Full Metal Jacket and finally, Eyes Wide Shut, The Complete Kubrick provides a unique insight into understanding the work of cinema’s most enigmatic, iconoclastic and gifted auteur.


  About the Author


  David Hughes is a respected journalist, writer and documentary producer who has written for the Guardian, Face, Empire, Sky and Cinetantastique to name but a few. He is also creative director of the movie marketing company Picture Production Co.
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  Dedication


  To Stanley K, Zahida K,


  And my dear old ‘P’ and ‘M’


  Foreword


  by Peter Bogdanovich


  When Stanley Kubrick died in his sleep of a heart attack on 7 March 1999, even the New York tabloids reported the news with an auteur slant, headlining the director’s generally bleak view of life. Words like ‘secretive’, ‘reclusive’, ‘strange’, ‘mysterious’ and ‘cold’ were repeatedly used to describe him.


  It’s true that the thirteen feature-length films he made over forty years present a disenchanted, sardonic and generally pessimistic view of humanity, but his lifelong friends, intimate associates and family members conjure a far more complicated picture of a man who could be deeply reserved but also outgoing, meticulous and laid back, loving and self-absorbed.


  The precocious son of a Bronx doctor, Kubrick became a staff photographer for Look magazine at seventeen, but from the start he was captivated by the movies. He began as a kind of one-man band, financing, directing, producing, writing, shooting and editing three short documentaries – Day of the Fight (1951), Flying Padre (1951) and The Seafarers (1952) – and then doing virtually the same thing for his first two extremely low-budget features, Fear and Desire (1953), backed entirely by an uncle, and Killer’s Kiss (1955).


  In 1954, having already run through two marriages, Kubrick moved to Los Angeles and formed a production company with his friend James B Harris, through which he made his first two professional pictures, the film noir The Killing (1956), with Sterling Hayden, and the powerful antiwar drama Paths of Glory (1957), starring Kirk Douglas. While shooting Paths of Glory Kubrick fell in love with and wed the German painter and actress Christiane Harlan, with whom he would rear two daughters, along with Christiane’s young daughter from an earlier marriage.


  The Killing and Paths of Glory did not make money, but they did make Kubrick’s reputation as a budding genius among critics and studio executives. In 1960, Kirk Douglas hired Kubrick to replace another director on Spartacus, the only all-Hollywood production Kubrick would ever make, and his first box-office success. He hated the experience. Disenchanted with the industry and having developed a phobia about flying, the director soon afterwards moved with his family to England, never again to travel far from home.


  Over the next 38 years, he made only eight more films. Between his controversial adaptation of Vladimir Nabokov’s notorious Lolita (1962) and his grim but popular Vietnam War film, Full Metal Jacket (1987), Kubrick achieved a kind of mythic status in world cinema with three hugely successful pictures: his black comedy of the Cold War, Dr Strangelove or: How I Learned to Stop Worrying and Love the Bomb (1964), the mystical science-fiction saga 2001: A Space Odyssey (1968) and his ultraviolent investigation of violence, A Clockwork Orange (1971), based on Anthony Burgess’s novel. (While Clockwork won the New York Film Critics’ Circle Award for best picture, it was wildly criticised in England for inspiring copycat crimes. Kubrick, wounded by the attacks, withdrew it from circulation in the UK.)


  The gigantic and enduring box-office appeal and critical enshrinement of these three films, coupled with the slimness of his output and his distance – physical and emotional – from the Hollywood mainstream, fuelled a kind of legendary aura of integrity and perfectionism that gave Kubrick enormous power in the industry he avoided. Still, he was troubled by the fact that Barry Lyndon (1975), his costume drama adapted from Thackeray, though much admired in certain quarters, did not have a box-office response commensurate with its cost. His next work was his most openly commercial: The Shining (1980), based on a Stephen King horror novel and headlining a major star, Jack Nicholson.


  When he died, at seventy, he had just completed Eyes Wide Shut, based on Arthur Schnitzler’s Dreamstory, a project he had been thinking about for more than thirty years. The film, which deals candidly with sexual relations between a contemporary New York married couple, played by the husband-and-wife team of Tom Cruise and Nicole Kidman, opened in the United States on 16 July 1999.


  I cannot say I knew Kubrick, though we spoke briefly on the phone two or three times in the early seventies. He was preparing to shoot Barry Lyndon and he called me out of the blue. His voice sounded extremely youthful, with a subdued but definite Bronx accent and a kind of reticence and self-effacement that was disarming. He asked what I thought about Ryan O’Neal, whom I had directed in What’s Up, Doc?. Kubrick’s young daughters were fans of the movie and now were lobbying their father to cast O’Neal in Barry Lyndon. Even in that brief exchange, Kubrick’s obsessions – film and family – were twinned.


  They would remain that way until the end.


  Peter Bogdanovich


  Strange Love


  or: How I Learned to Stop Worrying and Love Stanley Kubrick


  Stanley Kubrick did not have much to say about his own films. He allowed them to speak for themselves, which they invariably did. Explaining his reticence to discuss his work, he once said that the Mona Lisa would have lost its mystique if da Vinci had written ‘she’s smiling because she has a secret lover’ underneath. Nevertheless, Kubrick also said that ‘the very meaninglessness of life forces Man to create his own meanings’, and that ‘however vast the darkness, we must supply our own light’.


  Hence the existence of this book.


  I count myself privileged that I saw more than half of Kubrick’s thirteen feature films – namely Paths of Glory, Lolita, Spartacus, Dr Strangelove, A Clockwork Orange, Full Metal Jacket and Eyes Wide Shut – for the first time on the big screen. The Complete Kubrick, however, is aimed primarily at those who didn’t. Those who may have seen The Shining or Full Metal Jacket on their first run releases, and almost certainly caught Eyes Wide Shut at the cinema, but have probably seen most of Kubrick’s oeuvre on television, on video, or DVD. Those who are more interested in the films than the man behind them. Those who may have detected a Dr Strangelove reference on The Simpsons before they ever saw Dr Strangelove. Those who, like millions of Britons, have never seen A Clockwork Orange – or at least not without Swedish subtitles.


  The specific format of this book makes it particularly well suited to being read out of sequence, favourite films first. In most cases, seeing the film before tackling the associated chapter is the wisest move – I would hate to spoil any endings for you. (Suffice to say that Dr Strangelove ends with a bang.)


  In the style established by The Complete Hitchcock, each entry features such basic information as format, running time, cast and crew (based on the opening and major end credits – additional credits can be found in the Appendix), as well as drawing on the following categories as appropriate:


  UNCREDITED CAST/CREW: Belatedly giving credit where it’s due.


  TITLE SEQUENCE: Including title styles, music, opening shots and sometimes narration.


  SUMMARY: The bit that, in the interest of completism, gives the plot away.


  SOURCE: Almost all of Kubrick’s films were adapted from one source text or another. Here’s the story behind each of them.


  WORKING TITLES: Just think – in another universe, Kubrick’s filmography might have included the following titles: Sky Pilot (1953), Shape of Fear (1953), The Nymph and the Maniac (1955), Clean Break (1956), Two Hours to Doom (1964), How the Solar System was Won (1968), The Luck of Barry Lyndon (1975), The Short-Timers (1987) and Rhapsody (1999).


  PRODUCTION HISTORY: The making of the movies.


  CASTING: Who’s who among the cast, and how they came to be there. Plus, how James Mason might have played Colonel Dax, Noël Coward nearly nabbed the role of Humbert Humbert, and Steve Martin might have starred as a New York doctor on an erotic odyssey. No, really.


  THE USUAL SUSPECTS: For a director who reputedly didn’t care for actors, Kubrick sure was a loyal employer – and a great many actors came back for more.


  THE PURSUIT OF PERFECTION: Kubrick’s stock in trade: the quest for absolute authenticity in all aspects of his film making. He demanded perfection of himself, and expected it from everyone else.


  CLASSIC QUOTES: A personal choice of the most relevant, repeatable or resonant quotes from each of Kubrick’s films.


  THEMES AND MOTIFS: An attempt to unravel some of the mysteries, meanings and multiple layers in Kubrick’s masterpieces.


  MUSIC: From key changes to sex changes, the stories behind Kubrick’s music choices are always fascinating, and this section tells you the score.


  POSTER/TAG-LINE/TRAILER: From the very beginning, Kubrick was as adept at movie marketing as he was at movie making, often designing his own posters, suggesting his own tag-lines and editing his own trailers.


  WHAT THE PAPERS SAID: A representative cross-section of critical responses to Kubrick’s films, from both sides of the Atlantic.


  CONTROVERSY: Credit wrangles, lawsuits, boycotts, bans, Commies, death threats, ‘X’ ratings, orgies, and the old ultraviolence – there was never a dull moment once one of Kubrick’s films hit the cinemas.


  BOX OFFICE: American and/or worldwide grosses, in US$ for easy cross-referencing.


  AWARDS: How Kubrick narrowly missed winning an Oscar – 56 times.


  TECHNICAL ACHIEVEMENTS: Those inventions and innovations that kept Kubrick at the forefront of the technical side of film making throughout his entire career.


  INFLUENCED BY: Although there are few obvious influences on Kubrick’s films, hence the brevity of this section …


  DÉJÀ VU: … he quite often repeated ideas and images from, or made reference to, his earlier films.


  INFLUENTIAL ON: ‘We are all the children of DW Griffith and Stanley Kubrick,’ the director Martin Scorsese once said. Here’s why.


  SEQUELS AND REMAKES: The French remake of The Killing, the feature-length homage to Killer’s Kiss, the sequel to 2001, The Shining mini-series, A Clockwork Orange 2004 … who says no one would dare remake a Kubrick film?


  KUBRICK GOES POP: From The Simpsons to Father Ted, ‘Space Oddity’ to Heaven 17, there are enough pop-culture references to Kubrick’s films to fill, well, at least this section …


  CUT SCENES: Probably the first director to recut his films after they were released, Kubrick is also one of the few film makers who would release a ‘director’s cut’ thirty minutes shorter than the original version. This section covers deleted scenes, alternative versions, censor cuts and any other changes Kubrick may have made to his films.


  TRIVIA: Bore your friends! Be a pariah at parties! Win film quizzes! It’s all the stuff that wouldn’t fit comfortably into any other section.


  APOCRYPHA: Did you know that Kubrick filmed a particular actor every month for ten years for a secret film project? No, and neither did he. Like the rest of us, he just read it on the Internet. Here, the urban myths and legends surrounding Kubrick’s films get their hair mussed.


  AVAILABILITY: A ‘pan-and-scan’ copy of 2001, a version of The Shining shy of about thirty minutes, and barely a sniff of A Clockwork Orange since the seventies? It’s never been easy being a British Stanley Kubrick fan – unless you have an all-regions DVD player, in which case you can take advantage of this section’s US availability details as well …


  EXPERT WITNESS: A key figure close to the production recalls an experience from one of the films on which they worked.


  FINAL ANALYSIS: My own two cents, for what it’s worth (about two cents).


  KUBRICK ON KUBRICK: Finally, a few bons mots from the late, great man himself.


  Please note that there is an index of quotations, giving all sources, at the end of this book.


  Day of the Fight (1951)


  (B & W – 16 mins)


  Produced and Directed by Stanley Kubrick


  Produced by Jay Bonsfield


  Screenplay, Photography, Sound Recording Stanley Kubrick


  Assistant Director Alexander Singer


  Narration Script Robert Rein


  Film Editor Julian Bergman


  Music Composed and Conducted by Gerald Fried


  WITH: Walter Cartier, Vincent Cartier, Nate Fleischer, Bobby James, Eva Cartier, Bobby Gleason, Judy Singer, Douglas Edwards (Narrator)


  TITLE SEQUENCE: The opening of Day of the Fight is preceded by a full-screen caption/panel bearing the following legend: ‘All Events Depicted In This Film Are True’. There follow two further single-panel captions: ‘Day of the Fight’ and ‘A Stanley Kubrick Production’, before the image dissolves through to a shot of New York’s Madison Square Garden, with ‘TONITE BOXING’ boldly displayed on the marquee.


  SUMMARY: Walter Cartier, a middleweight boxer from New York’s Greenwich Village, awakens at six in the morning in the double bed he sometimes shares with his twin brother Vincent, a New Jersey lawyer who also acts as his manager. After a visit to the local church, attending a compulsory medical, and generally preparing psychologically for that evening’s fight with Bobby James, Cartier heads for the Laurel Garden stadium with his brother. Pre-fight preparations continue in the dressing room until 10 p.m., when the fight begins. Cartier wins by a knockout – the first fighter to defeat Bobby James by this method – and returns home, bloodied but unbowed, one step closer to his dream of becoming champion.


  SOURCE: Stanley Kubrick was twenty years old, and had been a staff photographer at Look magazine for three and a half years when, in late 1948, he was given the biggest assignment of his career: a photographic feature based around a day in the life of a young middleweight boxer named Walter Cartier. This involved Kubrick’s following the 26-year-old prizefighter’s routine on the day before a big fight: waking up in his Aunt Eva’s Greenwich Village apartment; meeting with his twin brother, Vincent, a New Jersey lawyer who moonlighted as Walter’s ‘second’; weighing in; conferring with his manager, the legendary Bobby Gleason; spending the afternoon with his girlfriend, including a trip to Staten Island and Yankee Stadium; fixing a toy sailboat for his young nephew; final preparations for the fight; and two actual fights: one that Cartier lost to Tony D’Amico on a technicality, and another that Cartier won, beating Jimmy Mangia by a knockout.


  Published in the 18 January 1949 issue of one of America’s most widely read periodicals, the long-running Look magazine, the ‘Prizefighter’ spread featured nineteen of Kubrick’s photographs, covering a total of seven pages. One of the article’s headlines read ‘THE DAY OF A FIGHT’. A little more than a year later, in an issue of the same magazine dated 14 February 1950, Kubrick’s still camera covered a day in the life of a more famous middleweight boxer, Rocky Graziano. Entitled ‘ROCKY GRAZIANO, HE’S A GOOD BOY NOW’ – referring to the controversial boxer’s erstwhile suspension – the spread included a caption that recalled Kubrick’s earlier boxing photographs: ‘The Day of the Fight Is a Long One’.


  In retrospect, these photojournalistic features might be seen as the storyboards for Kubrick’s first film.


  PRODUCTION HISTORY: Day of the Fight, the twelve-minute documentary that effectively began Kubrick’s film-making career, was a virtual rerun of his ‘Prizefighter’ photo feature, covering another day in the life of Cartier, culminating in a boxing match with the black middleweight Bobby James. ‘Stanley’s concept of using the photojournalist story on Day of the Fight was inspired,’1 Alexander Singer recounted. ‘Not only were the drama elements of it marvellously compressed, but the subject himself, Walter Cartier, was a textbook hero. Walter Cartier was good-looking and able. He surely looked good – and his brother, Vincent, looked good – and the two of them together were quite marvellous figures.’


  Kubrick jettisoned such peripheral elements as Cartier’s girlfriend and nephew, but kept his twin brother Vincent and added a humanising element of his own: a dog. Kubrick used the savings from his tenure at Look magazine, along with whatever money he could borrow from friends and relatives, to finance the film, which cost a total of $3,900 – around $1,000 to shoot the film itself, and the rest to finance post-production. It was filmed on a 35mm, spring-wound, silent Eyemo camera rented from Burt Zucker’s Camera Equipment Company at 1600 Broadway – a building in which, incidentally, Kubrick would later open a production office.


  As filming began, Kubrick allowed Cartier to lead him through his daily routine, deciding upon which events to capture on film in much the same way as he had done using his still camera. ‘He didn’t really rehearse it at all,’2 Walter’s twin brother Vincent recalled. ‘It was just so quick. Once he did it, it was done. It wasn’t retake, retake, retake. He was photographing – not manufacturing the day of a fight. Walter had a high regard for Stanley,’ Vincent added. ‘Walter used to say, “Stanley comes in prepared like a fighter for a big fight. He knows exactly what he’s doing, where he’s going and what he wants to accomplish.” He knew the challenges and he overcame them.’


  For the climax of the film, the fight itself, Kubrick and Alexander Singer took their rented Eyemo cameras to Laurel Gardens in Newark, New Jersey, where they took turns loading hundred-foot rolls of film as they struggled to capture the live event on celluloid. ‘With me on one camera and Stanley on the other, it was pretty busy and pretty hectic,’3 Singer recalled. ‘We had to get it. It had to be down on film – there was no picture without getting this fight.’ When Cartier landed the knockout blow and Bobby James hit the canvas, it was Singer’s camera that captured the moment.


  With Day of the Fight complete, Kubrick hoped that it could be sold to Time Inc.’s successful series of cinema-distributed documentary newsreels, collectively known as The March of Time. Although Kubrick and Alexander Singer were disappointed to learn that the producers did not pay for documentary shorts concerned with sports, they felt sure that they could improve on the current level of sophistication and artistic merit of such films, and command a price for theirs. Turning down a derisory offer from The March of Time, Kubrick shopped the film to RKO-Pathé, one of the few companies that still distributed the occasional documentary short-film subject. RKO bought the film for $4,000 – giving Kubrick a mere $100 profit – and screened it as part of its long-running series This is America at the Paramount Theatre, New York, where it opened on 26 April 1951 – a full month after RKO’s release of Kubrick’s second short subject, Flying Padre.


  THE PURSUIT OF PERFECTION: Unable to stage any element of the climactic bout between Cartier and James, Kubrick managed to capture one ‘Kubrickian’ shot – of the two fighters viewed from the canvas, lit from above – by lying down and extending the arm holding his Eyemo camera. A staged version of the same shot appears during Davey Gordon’s fight in Killer’s Kiss.


  CLASSIC QUOTES


  
    Narrator: ‘This is a fight fan. Fan – short for fanatic. There’s a legion just like him in the United States. Each year he shoves his share of ninety million dollars under the wicket for the privilege of attending places where matched pairs of men will get up on a canvas-covered platform and commit legal assault and lawful battery.’


    Narrator: ‘One man has skilfully, violently overcome another – that’s for the fan. But KO, name of opponent, time, date and place – that’s for the record book. But it’s more than that in the life of a man who literally has to fight for his very existence. For him, it’s the end of a working day.’

  


  THEMES AND MOTIFS: As with two of Kubrick’s subsequent features, The Killing and The Shining, time was a key element of Day of the Fight. The film begins at six o’clock in the morning, as Cartier wakes and prepares for breakfast. Subsequent events are given chronological identity with ever-decreasing intervals:


  
    
      	at 4 p.m. (interval ten hours), Cartier lays out the tools of his trade – towel, shoes, ice bag, Vaseline, bathrobe – and takes a last look in the mirror;


      	at 8 p.m. (interval four hours), Walter prepares for the fight in his dressing room, as the narrator tells us, ‘Walter isn’t concerned with the hands of the clock now, just his own hands’;


      	at 9 p.m. (interval one hour), Vincent covers Walter’s face and body with Vaseline and takes his brother’s St Jude medal for safekeeping;


      	at 9.45 p.m. (interval 45 minutes), Walter is called to the ring;


      	at 10 p.m. (interval fifteen minutes), the fight begins.

    

  


  This effect of accelerating time in order to increase suspense was used equally effectively in The Shining, where the time spans shorten from months to weeks to days and finally hours.


  MUSIC: Although Kubrick had not initally considered music to be a necessary element of Day of the Fight, his friend and assistant director Alexander Singer convinced him otherwise, and suggested a young Juillard-trained musician named Gerald Fried to compose a musical score for the film. ‘They asked me to do the music,’4 Fried explained. ‘Why me? Because I was the only musician Kubrick knew … I had ten months to a year to learn how the hell to do it. There were no courses, [so] I went to a lot of movies and took notes.’


  In the sleeve notes for Silva Screen Records’ compilation Strangelove … Music from the Films of Stanley Kubrick (FILMCD 303) – which includes a three-minute track from Day of the Fight entitled ‘March of the Gloved Gladiators’ – Gerald Fried recalled his first collaboration with Stanley Kubrick: ‘Among the many memories brought back by Silva Screen Records re-involving me with the five Stanley Kubrick films I scored was the incident which almost prevented my career from getting off the ground. My first professional recording as conductor/composer was the scoring of Day of the Fight, at RCA’s New York Studios. I hired the best musicians I knew, all of whom were about my age, twenty-two, which was also Stanley’s age. But, the burly guard would not let us in! “You kids can’t go in there,” he bellowed. “We’ve got a professional recording scheduled.”’5


  Fried, as gifted and enthusiastic an amateur in his chosen field as Kubrick was in his, would impress Kubrick so much that he continued to write music for his next short subject, Flying Padre, as well as his first four feature films, from Fear and Desire to Paths of Glory. Aside from his contributions to Kubrick films, Fried went on to carve out an impressive career composing music for several feature films, including The Killing of Sister George (1968), and numerous television projects, including The Man from UNCLE, Gilligan’s Island, Star Trek and Roots.


  WHAT THE PAPERS SAID: Although Day of the Fight was widely distributed through RKO-Pathé, there tended to be few comments in the press about short films. Retrospectively, however, one of the more intriguing looks at Day of the Fight was offered by Richard Combs, who wrote, in 1980, that the film was ‘not so much a rough draft as a perfect miniature of the feature films that were to follow … The time-lock structure anticipates The Killing; the deserted, early morning streets are as haunted as the similarly used locations in Killer’s Kiss … Kubrick’s images lend more than a hint of apocalypse, and of a genuinely agonised determinism, to an hour-by-hour account of Cartier’s wait for yet another encounter.’6


  TECHNICAL ACHIEVEMENTS: ‘I was cameraman, director, editor, assistant editor, sound-effects man – you name it, I did it,’7 Kubrick later remarked of his experiences making Day of the Fight. ‘And it was invaluable experience, because being forced to do everything myself I gained a sound and comprehensive grasp of all the technical aspects of film making.’


  INFLUENTIAL ON: Nowhere was the influence of Day of the Fight more obvious than on Kubrick’s second feature, Killer’s Kiss, in which the film maker returned to the story of a prizefighter, fictionalising it and adding elements of crime and film noir.


  Cartier’s appearance in Day of the Fight evidently influenced his future career, for, although he never achieved the status of middleweight champion, he followed Kubrick’s film with a creditable career as an actor. After appearing with Paul Newman in Robert Wise’s Somebody Up There Likes Me (1956) and Elia Kazan’s A Face in the Crowd (1957), he appeared in several popular and long-running television series, including Crunch and Des with Forrest Tucker and You’ll Never Get Rich with Phil Silvers. He died in 1995.


  TRIVIA: Not content with securing his place in the history books by appearing as both the subject of a photo-assignment by Stanley Kubrick the photographer, and of a documentary by Stanley Kubrick the director, Walter Cartier achieved the distinction of the quickest knockout in Boston Garden history, flooring Joe Rindone in just 47 seconds in October 1951.


  EXPERT WITNESS: ‘He did that sports short as if he were doing War and Peace. He was meticulous with everything, from scripting to editing. Stanley was a full-blown filmmaker instantly.’ – assistant director Alexander Singer, quoted in Stanley Kubrick: A Biography by John Baxter, 1996.


  FINAL ANALYSIS: Replete with images from Kubrick’s Look magazine spreads, and foreshadowings of Killer’s Kiss, Day of the Fight is fascinating both as a documentary about the sport of boxing in the fifties, and as a clear indicator of Kubrick’s future accomplishments behind the camera. Above all, the film has dated far less than one might have expected, arguably enduring rather better than Kubrick’s first two fictional subjects, Fear and Desire and Killer’s Kiss.


  KUBRICK ON KUBRICK: ‘I was aware I didn’t know anything about making films, but I believed I couldn’t make them any worse than the majority of films I was seeing. Bad films gave me the courage to try making a movie.’ – quoted in Stanley Kubrick Directs by Alexander Walker, 1970.


  Flying Padre (1951)


  (B & W – 8½ mins)


  Directed by Stanley Kubrick


  Produced by Burton Benjamin


  Screenplay, Photography by Stanley Kubrick


  Film Editing Isaac Kleineerman


  Music Nathaniel Shilkret


  Sound Harold R Vivian


  WITH: Reverend Fred Stadtmueller, Bob Hite (Narrator)


  SUMMARY: The Reverend Fred Stadtmueller, a priest at St Joseph’s Church in a tiny rural region of Harding County, New Mexico, flies his single-engined Piper Cub aircraft, the Spirit of St Joseph, to a small mission church, where he is to conduct the funeral service of a ranch hand. After the funeral, Stadtmueller flies the plane back to his main parish, where he conducts the evening services. The following day, the priest has breakfast at his parish, and reconciles two young friends who have had a quarrel. Later, after spending some time working to ensure his aircraft remains airworthy, tending his pet canaries, and practising his marksmanship, Stadtmueller is told of a sick baby on an isolated ranch fifty miles away, and immediately sets off to help her. Collecting the mother and baby, he flies them to an airport, where an ambulance is waiting to take them to hospital.


  WORKING TITLE: Kubrick’s preferred title for the project had been Sky Pilot, a pun on a slang term for ‘priest’. RKO evidently did not see the joke.


  PRODUCTION HISTORY: Kubrick’s second short subject was commissioned by a rising producer called Burton Benjamin, then managing the Screenliner series for RKO, the distribution company that had bought his first short film, Day of the Fight, as a fait accompli. Benjamin offered the young director $1,500 to make a one-reel human-interest documentary about the Reverend Fred Stadtmueller, a New Mexico priest who, in 1949, had borrowed $2,000 from a friend to purchase a small, single-engined Piper Cub aircraft, which he intended to use to keep in touch with his parishioners, who were spread across eleven separate churches covering an area of 4,000 square miles. Although the film offered Kubrick, who had been a qualified pilot since 15 August 1947, the opportunity to combine two of his greatest passions – film making and flying – he later described the film Flying Padre as ‘a silly thing about a priest in the Southwest who flew to his isolated parishes in a small airplane’.1


  Despite the advance from RKO, Flying Padre did not make a profit for Kubrick, owing to the unforeseen expenses of filming on location. Nevertheless, it was theatrically released in March 1951 – a full month before Day of the Fight’s debut on 26 April – and for Kubrick there was no looking back. The completion of the two films gave him sufficient confidence to resign his post as staff photographer at Look magazine and, at the age of 23, concentrate on film making full time. ‘It was tremendous fun for me at that age,’2 Kubrick recalled of his experiences at Look, ‘but eventually it began to wear thin, especially since my ultimate ambition had always been to make movies.’


  MUSIC: Flying Padre’s musical score was the last composed by Nathaniel ‘Nat’ Shilkret, a veteran composer and musical director of more than fifty films during the twenties, thirties and forties, who had received an Oscar nomination for Winterset (1936).


  FINAL ANALYSIS: It is tempting to look back at Kubrick’s earlier films and seek foreshadowings of his later output; indeed, in several cases, I have not managed to resist doing so.


  To me, however, the only remarkable thing about Flying Padre is that it is credited to a director named Stanley Kubrick, for – aside from the detail with which the Piper Cub aeroplane is covered – there is precious little of Kubrick in Flying Padre. The only sequences that employ more than a rudimentary imagination, let alone what might comfortably be called ‘Kubrickian’, are these: a shot taken by mounting the camera on the undercarriage of the aircraft; a low-angle shot looking up at Stadtmueller in the cockpit (echoed later in the cockpit of the Leper Colony of Dr Strangelove); the closing shot, taken from the ambulance as it drives away from Stadtmueller and his aircraft.


  Overall, Flying Padre has none of the sophistication of Day of the Fight, and, in the unlikely event that anyone in New York in 1951 noticed that both films were credited to the same director, they would have almost certainly have assumed that they were made in the order that they were released: Flying Padre followed by Day of the Fight.


  KUBRICK ON KUBRICK: ‘Even though the first couple of films were bad, they were well photographed, and they had a good look about them, which did impress people.’ – quoted in Eye, August 1968.


  ? (1952)


  (B & W – ? mins)


  Directed by Stanley Kubrick


  PRODUCTION HISTORY: Little is known about this short documentary film, which Kubrick directed for the US State Department while busy with post-production chores on what would become Fear and Desire. Although neither the title nor the length of the film is known, it is believed to be a film about the World Assembly of Youth, a forerunner of John F Kennedy’s Peace Corps, which may have had its origins in suggestions by two Democratic Senators, Hubert H Humphrey and Henry S Reuss, that, in the absence of conscription, young men and women of college age might be encouraged to travel overseas to carry out socially worthy projects. No known print of the film survives.


  The Seafarers (1952)


  (Colour – 30 mins)


  Directed by Stanley Kubrick


  Produced by Lester Cooper


  Photographed by Stanley Kubrick


  Written by Will Chasen


  Technical Support by the staff of the Seafarers’ International Union


  WITH: Don Hollenbeck (Narrator)


  SUMMARY: Members of the Seafarers’ International Union are shown enjoying the various diverse benefits that membership of the union offers them. Such benefits include assistance in finding employment; access to a library; legal and trade-union representation in grievances relating to work; welfare for ageing and/or injured seamen; and so on.


  PRODUCTION HISTORY: Kubrick had completed the filming of his first feature-length movie, Fear and Desire, and was busy with post-production chores when he was commissioned by the Atlantic and Gulf Coast District of the American Federation of Labor to make a promotional film about the Seafarers’ International Union, an organisation that provided welfare, legal representation and various other services to East Coast seamen from all walks of life. The film would be produced by Lester Cooper of Lester Cooper Productions, Inc.


  Filming in colour in June 1952, Kubrick’s camera followed the day-to-day workings of the organisation, with locations including the busy harbour; the Union cafeteria; a retirement home where veteran sailors gratefully receive their pension payments; the Union Hiring Hall; the Welfare Headquarters of Beefs & Dues; the office of the Union newspaper, the Seafarers Log; the Port-of-Call Bar where members play bar billiards; a barber’s shop – including an incongruous, even gratuitous, shot of a naked woman featured on a calendar for a produce company; and so on.


  Kubrick had no editorial control over the arrangement of the footage he shot, and library music was added to the silent material, along with Don Hollenbeck’s reading of Will Chasen’s script.


  TECHNICAL ACHIEVEMENTS: Those looking for trademark Kubrick shots would appreciate a continuous dolly shot, almost a minute in duration, which tracks through the Union cafeteria.


  FINAL ANALYSIS: Regarded by Kubrick as a simple piece of work for hire, The Seafarers would warrant no mention in motion-picture history if it had not been directed by Stanley Kubrick, and had not marked his first foray into colour cinematography. Stranded with an uncharismatic presenter/narrator and a stultifyingly dull script, Kubrick somehow manages to sustain the viewer’s interest beyond the caption that credits him as director, although the final scene – which features dramatic interplay between the speaker and audience at a union meeting – is almost worth the thirty-minute wait.


  Overall, despite presenter/narrator Don Hollenbeck’s assertion that this was ‘a story simple but dramatic’,1 The Seafarers is simplistic and largely undramatic, and Kubrick understandably wished to have nothing more to do with it beyond cashing his pay cheque.


  Fear and Desire (1953)


  (B & W – 68 mins)


  Director Stanley Kubrick


  Producer Stanley Kubrick


  Associate Producer Martin Perveler


  Screenplay Howard O Sackler


  Photography Stanley Kubrick


  Editor Stanley Kubrick


  Music Gerald Fried


  Art Direction Herbert Leibowltz


  Unit Manager Bob Dierkes


  Assistant Director Steve Hahn


  Make-up Chet Fabian


  Title Design Barney Etengoff


  Dialogue Director Toba Kubrick


  CAST: Frank Silvera (Sergeant Mac), Paul Mazursky (Private Sidney), Kenneth Harp (Lieutenant Corby/Enemy General), Steve Coit (Private Fletcher/Aide-de-Camp), Virginia Leith (Girl), David Allen (Narrator)


  UNCREDITED CREW: Al Grimaldi (Re-recording Mixer)


  TITLE SEQUENCE: Music swells over a long, slow panning shot across a wooded mountain valley, as a narrator sets the scene with a spoken poem. ‘There is a war in this forest,’ the voice tells us, ‘not a war that has been fought, nor one that will be, but any war. And the enemies that struggle here do not exist unless we call them into being. For all of them, and all that happens now, is outside history. Only the unchanging shapes of fear and doubt and death are from our world. These soldiers that you see keep our language and our time, but have no other country but the mind.’


  SUMMARY: In an unspecified war, four soldiers – the handsome, philosophical Lieutenant Corby, the tough, no-nonsense Sergeant Mac, the battle-weary Fletcher and the youthful, inexperienced Sidney – are regrouping after crashing their plane behind enemy lines. Corby outlines plans to elude the unnamed enemy by building a raft and escaping by river, but the appearance of a general in the distance and the passing overhead of an enemy aircraft send them back into the forest, temporarily abandoning the completed raft.


  In the woods, the men surprise two enemy soldiers eating in a shack, and kill them with trench knives – along with a third soldier, who responds to the attack – before fleeing into the forest once more. By the river, they come across an attractive young woman whom they capture and lash to a tree with their own belts. Corby, Mac and Fletcher return to look for the raft, unwisely leaving the panic-stricken Sidney to guard the woman. After a fumbling attempt to seduce her, he loosens her bonds, and, when she tries to escape, he shoots her dead before running into the woods, the killing having sent him over the edge. Meanwhile, as the others wait for the cover of nightfall by the river, Mac devises a new plan. He suggests taking the raft to draw the sentries’ fire from the enemy command post, while the others kill the general and escape in his plane. Corby agrees to go along with Mac’s plan.


  Mac punts the raft downriver, while Corby and Fletcher approach the enemy command post, seeing that the general and his aide are drunk. As Mac begins firing at the enemy soldiers, causing them to desert their posts, Corby and Fletcher attack the general and his aide, wounding the former and killing the latter. The general surrenders, but Corby shoots him at point-blank range, just as he realises that the general’s face is identical to his own, and the aide’s to Fletcher’s. As the general’s plane takes off with Corby and Fletcher aboard, Sidney joins the badly wounded Mac on the raft. After the raft has drifted along the fog-shrouded river overnight, the four are reunited again on the river bank, all of them changed by the experience: Corby and Fletcher disillusioned, Sidney incoherent and probably insane, Mac dead or dying.


  SOURCE: Fear and Desire was based on a screenplay written, at Kubrick’s suggestion, by Howard O Sackler, a poet friend of his from Taft High School. Sackler would later win the Pulitzer Prize for Literature for his acclaimed 1969 play, The Great White Hope and write an early draft of Jaws (1975).


  WORKING TITLES: Sackler’s original screenplay was entitled The Trap, a title that – like Jean Renoir’s Grand Illusion (1937) – was intended to relate more to a general view of war than to the soldiers’ immediate situation. An alternative, Trapped – as in ‘behind enemy lines’ – was suggested by Richard de Rochement, who pointed out that The Trap had already been used for three previous features, the most recent in 1947. Production commenced under the name Shape of Fear, a title that stuck until 1953, when the distributor Joseph Burstyn finally released the film as Fear and Desire.


  PRODUCTION HISTORY: When Kubrick asked Sackler to write the screenplay that evolved into Fear and Desire, the Korean War was barely a month old. Kubrick himself was eligible for the draft at the time of America’s entry into the war, and might have fought had he not, according to his friend and collaborator Alexander Singer, been ‘turned down by the army on some oddball thing’.1 Yet, although the soldiers’ uniforms and weapons resemble those of the Second World War, the setting for Sackler’s screenplay was, as the opening narration asserts, ‘not a war that has been fought, nor one that will be, but any war’.


  Kubrick knew that it would cost him a mere $25 per day to hire a 35mm Mitchell film camera, complete with four lenses, and that if the project was meticulously planned, shot on location in California woodland, and made with a minimal cast and a skeleton crew, Kubrick could make the film for a few thousand dollars. ‘I went to the Camera Equipment Company at 1600 Broadway,’2 Kubrick recounted, ‘and the owner, Bert Zucker, spent a Saturday morning showing me how to load and operate it. So that was the extent of my formal training in movie camera techniques.’ In the style customary to directors like Alfred Hitchcock, but for very different reasons, Kubrick proceeded to map out or ‘storyboard’ the screenplay, shot by shot, so that when he came to shoot the movie, barely one frame of precious film would be wasted. The problem of sound, for which the Mitchell camera provided no recording facility, would, Kubrick supposed, be addressed in post-production.


  Already an impressive self-publicist, Kubrick managed to persuade the New York Times to write a feature about his ambitious endeavour even before the cameras started rolling. Thus, on 14 January 1951, under the bold headline ‘YOUNG MAN WITH IDEAS AND A CAMERA’, Thomas M Pryor became the first of a select few journalists to whom Kubrick would, over the next five decades, grant an interview. ‘Stanley says he has figured out every camera angle and that after he finds the proper location “in some wooded area of Southern California”, shooting should run smoothly and be concluded in fifteen to twenty-one days,’3 Pryor reported. Subsequent cinematographers engaged by Kubrick over the years might have done well to take heed of Pryor’s closing paragraph. ‘The one requirement’, it said warily, ‘is that the cameraman must agree in advance to follow the blueprint laid out by Stanley, who will direct and produce the film.’


  Bolstered by the boost to his credibility and ego that the New York Times piece conferred, Kubrick was able to persuade various family members – including a rich uncle, Martin Perveler, and his own father, who had encouraged young Stanley to take an early interest in photography – to invest a total of $10,000 in the production. Having cast the film, Kubrick assembled a thirteen-strong crew, which included four of his friends – Bob Dierkes, Chet Fabian, Herbert Leibowitz and Steve Hahn – and an equal number of anonymous Mexicans to act as grips. Even his wife of three years, Toba Kubrick (née Metz), was enlisted to act as ‘dialogue director’ – a rather glorified name for a script girl. The already fragile marriage would, however, be over before the film was completed.


  Shooting commenced in woodland on the outskirts of Bakersfield, Los Angeles, a Boy Scout camp in the San Gabriel Mountains in the summer of 1951, the cast and crew sleeping in log cabins on location. ‘At the end of four weeks we were still shooting,’4 the actor Paul Mazursky recalled in his autobiography, Show Me the Magic. ‘Stanley told the cast he had to drive down the mountain to get a few thousand more from his uncle. Frank Silvera and I went with Stanley [who] drove the car down the mountain with his usual intensity. “I’ll get the money out of that cheap bastard!” He actually spat on the window to emphasise his point. He was livid. It was Humphrey Bogart driving with Ida Lupino in High Sierra. I knew Stanley was determined since we had already shot for a month.’


  Kubrick inveigled another $5,000 out of his Uncle Martin, and, after a further fortnight’s filming, returned to New York with 15,000 metres of film, which, when developed and viewed on a Moviola, more than met even Kubrick’s own high expectations. Another area where his expectations were exceeded proved more problematic, however, as Kubrick realised that he had drastically underestimated the cost and complexity of creating a complete audio soundtrack comprising dialogue, music and effects. The absence of synchronised (or ‘sync’) sound – none had been recorded on location, owing to the limitations of the camera and the lack of a sound crew – meant that each and every line of dialogue had to be re-recorded by the actors, and ‘post-synched’ to their own mouth movements captured on film, a process known today as ‘looping’. The process, added to the ballooning cost of music and sound effects, called for yet more expensive studio time, swelling the budget to $53,500. Despite allowing himself a salary as director, cameraman and film editor, Kubrick still needed more money – and his uncle was tapped out.


  To raise the necessary finance to complete his opus, Kubrick resumed work in what he later described as ‘miscellaneous television and State Department trivia’5 – in reality, a US State Department documentary about the World Assembly of Youth; a better-known effort from the same year, The Seafarers; and as second-unit director for a five-part series about Abraham Lincoln. Ploughing the payment he received from these projects into the post-production on Shape of Fear, Kubrick completed the 66-minute film in June 1952, and screened it before a carefully selected group of friends and associates whose sympathetic critiques he would need if he was to secure distribution.


  Thus, in November 1952, Kubrick wrote to the independent film distributor Joseph Burstyn, quoting such respected former critics as James Agee and Mark van Doren, who called the film ‘brilliant and unforgettable’6 and earmarked Kubrick for future greatness by asserting that he was ‘worth watching for those who want to discover high talent at the moment it appears’. Kubrick’s letter, coupled with such recommendations, immediately fuelled Burstyn’s interest. With a return on his money looking increasingly likely, Kubrick’s uncle agreed to increase his initial investment, giving him an Associate Producer credit in addition to a share in the film’s profits. With a new title, and two minutes of opening titles courtesy of Barney Etengoff, Fear and Desire was previewed before several New York critics on 26 March 1953, five days before the film’s opening at the city’s Guild Theater. Kubrick had arrived at last.


  CASTING: Paul Mazursky – a twenty-year-old Brooklyn College senior at the time still known by his birth name, Irwin – was cast as Sidney after Howard Sackler spotted him in an off-Broadway production of Leonid Andreyev’s He Who Gets Slapped, and suggested that he audition for the part of Sidney.


  Mazursky met Kubrick at his Fourteenth Street apartment the next day. The actor recalled: ‘A rumpled young man with black hair and intense eyes is standing in a corner. He’s in his early twenties. “Hi. I’m Stanley Kubrick. Would you please read for me?” No small talk, barely a handshake, and before I know it, I’m reading with this Kubrick guy. He’s not much of an actor, but his eyes are blazing right through me. I lose myself in the part. I figure things must be going well since we’re reading the entire script. I don’t try anything fancy, just a very emotional, borderline psycho performance, complete with hysterical laughter.’7


  Impressed, Kubrick told Mazursky that he had the part, and that he would be required to leave for California the following Monday. ‘Monday?’ Mazursky responded. ‘But I have school on Monday!’


  Although Mazursky’s acting career continued sporadically in the coming years – as a juvenile delinquent in The Blackboard Jungle (1955), and in his own Enemies, A Love Story (1989) – he later achieved greater fame as the director of such socially conscious comedy dramas as Bob & Carol & Ted & Alice (1969), Moscow on the Hudson (1984), Down and Out in Beverly Hills (1986) and Moon Over Parador (1988).


  The Jamaican-born actor Frank Silvera, whose swarthy looks led to numerous feature-film roles as Indians, Mexicans, Cubans and Romanies, was cast as Sergeant Mac. When filming began, he had already appeared in The Cimarron Kid (1951) and The Fighter (1952), and he was about to appear with Marlon Brando and Anthony Quinn in Elia Kazan’s Viva Zapata! (1952). ‘I had seen Frank play Nat Turner in the theatre so I knew what a great actor he was,’ Mazursky noted later. ‘“What do you think of Kubrick?” said Frank. “I know he’s a great photographer, but I don’t know what he knows about acting.” “You’re right, kid. But I can help with the acting.”’ Silvera returned as Vincent Rappalo in Kubrick’s next film, Killer’s Kiss, and went on to appear in Mutiny on the Bounty (1962), The Greatest Story Ever Told (1965) and the television western, The High Chaparral.


  The parts of the other two soldiers were filled by such unknown actors as Kenneth Harp and Steve Coit, while the fashion model Virginia Leith was cast in the sole female role (compare Kubrick’s subsequent war films, Paths of Glory and Dr Strangelove) as the unnamed (and unspoken) young woman who is captured, terrorised and finally killed by Sidney. Having made her acting debut in Fear and Desire, Leith would go on to star in such films noirs as Black Widow (1954) and A Kiss Before Dying (1956), the latter adapted from the story by Jim Thompson, co-screenwriter of The Killing.


  CLASSIC QUOTES


  
    Mac: ‘Sidney must have gone out of his head. Something about a magician …’


    Fletcher: ‘There’s gonna be more room on that raft than I thought.’


    Corby: ‘There’s nothing so refreshing as a day outdoors in enemy territory. It’s too bad the sun doesn’t turn us green instead of brown – camouflage, you know.’


    Mac: ‘How far is it to the line?’


    Corby: ‘Only a short distance – the distance between life and death.’


    Fletcher: ‘I’m not built for this.’


    Corby: ‘Nobody ever was. It’s all a trick we perform, because we’d rather not die immediately.’

  


  THEMES AND MOTIFS: ‘Its structure: allegorical. Its conception: poetic,’8 Kubrick wrote of Fear and Desire in a letter to Joseph Burstyn dated 16 November 1952. ‘A drama of “man” lost in a hostile world – deprived of material and spiritual foundations – seeking his way to an understanding of himself, and of life around him. He is further imperilled on his Odyssey by an unseen but deadly enemy that surrounds him; but an enemy who, upon scrutiny, seems to be almost shaped from the same mold … It will, probably, mean many things to different people, and it ought to.’


  Kubrick’s effusive description of the themes behind his film are, in many ways, as overwrought as the film itself. In effect, Fear and Desire is a simple antiwar polemic disguised as a complex treatise on existentialism and how war deprives man of choosing his own destiny by preordaining him for death and doom in pursuit of the illusion of glory and self-fulfilment. The futility of rationalism is also explored, most notably by Lieutenant Corby, who initially states that his sole reason for living ‘is to hunt for a reason’, but ultimately realises that pure reason has no place in a war.


  Kubrick would subsequently revisit the device of having a single actor play multiple roles in Lolita (Peter Sellers/Clare Quilty’s quick-change personality shifts), Dr Strangelove (Sellers again, in three distinctly different roles) and The Shining (Jack Nicholson as Jack Torrance and his 1920s counterpart). Here, Kenneth Harp and Steve Coit both play dual roles, so that, symbolically, they are killing themselves when they shoot their enemy counterparts. The theme behind the device, vocalised by Full Metal Jacket’s Private Joker as ‘something about the duality of man’, was explored more fully in this later war film, in which Kubrick demonstrates that the soldier must effectively kill the most human part of himself in order to be able to kill others.


  MUSIC: Having composed original music for Kubrick’s short subject Day of the Fight, the 23-year-old composer Gerald Fried was called upon to score the director’s first feature film. ‘The music was supposed to mourn the world’s innocence,’9 Fried recounted later. ‘Fear and desire are the two dominant forces of our species … So it had to be important, profound, meaningful, touching, despairing but yet triumphant. I thought it was pretty good at the time.’


  Two tracks, ‘A Meditation on War’ and ‘Madness’, comprising more than nine minutes of music from Fear and Desire, were re-recorded for Silva Screen Records’ Kubrick compilation album, Strangelove: Music from the Films of Stanley Kubrick (FILMCD 303).


  POSTER: Kubrick’s background as a stills photographer made him the perfect choice to photograph the advertising material for Fear and Desire, and the sexually charged photographs he took of Virginia Leith for the poster perfectly captured at least the latter half of the film’s title. ‘They were without question10 the best photographic record of a picture ever put on the front of a movie house,’ Alexander Singer enthused. ‘This was to me a mark of what this guy would do – that everything he touched would be special.’ It would not be the last time that Kubrick decided upon the poster image for one of his films.


  TAG-LINE: ‘The wolves are breathless about Virginia Leith,’ the influential broadcaster Walter Winchell – later referenced in Full Metal Jacket – said in connection with Fear and Desire. Although he had almost certainly not seen the film, he was persuaded by the distributor Joseph Burstyn to provide a quote for use in support of it, despite the fact that several others were available that were more positive – and more coherent.


  WHAT THE PAPERS SAID: Perhaps encouraged by the dearth of new films from American independents, most of the critics who saw Fear and Desire reviewed it sympathetically. The New York Times, while admitting its review was slanted by ‘the need for encouragement of fresh talent’,11 said that ‘Fear and Desire evolves as a thoughtful, often expressive and engrossing view of men who have traveled far from their private boundaries.’ Variety called the film ‘a literate, unhackneyed war drama, outstanding for its fresh camera treatment and poetic dialogue … a blend of violence and philosophy, some of it half-baked, some of it powerfully moving’.12


  Several other critics praised Kubrick’s efforts – most notably in the photographic department – while acknowledging that the enterprise was fatally flawed, most often by Sackler’s pretentious dialogue and a number of inept performances. Only a few reviewers were entirely hostile towards Kubrick’s feature debut. The New York Herald Tribune’s Otis L Gurnseley suggested that Kubrick had been ‘carried away on the wings of [his] own zeal into images too revolting for useful dramatic purposes, into hyperbole too elliptical to grasp in the form of movie dialogue and action’,13 while the New Yorker’s John McCarten – Pauline Kael’s equally intractable predecessor – stated that ‘Mr Kubrick, setting out to demonstrate that he disapproves of war … proceeds to talk his prejudice to death’.14


  Although the film is not widely admired, except as a rarely screened curiosity that signalled the beginning of a brilliant director’s career in feature films, Fear and Desire’s harshest critic is arguably Kubrick himself. In 1960, he told Horizon magazine that the film was ‘a lousy feature, very self-conscious, easily discernible as an intellectual effort, but very roughly, and poorly, and ineffectively made’.15 A decade later, interviewed by Alexander Walker, Kubrick dismissed Fear and Desire as ‘a serious effort, ineptly done’;16 by 1994, he looked even less favourably upon the film, describing it as ‘a bumbling amateur film exercise’17 and ‘a completely inept oddity, boring and pretentious’.


  CONTROVERSY: By 1951, Kubrick knew enough about the powerful unions who controlled the professional aspects of film making to tell the New York Times, prior to shooting, that he intended to hire a professional cinematographer so as not to run foul of the cameramen’s union. This did not, however, prevent him running into trouble with Local 802 of the American Federation of Musicians, who threatened to blacklist the film unless the 23 professional musicians hired to record Gerald Fried’s score received payment. Richard de Rochemont, producer of the March of Time series, agreed to pay $500 from his own pocket in order to placate the union, subsequently recouping the sum from Martin Perveler, Kubrick’s rich uncle.


  BOX OFFICE: Despite the lurid advertising campaign and largely positive reviews, Fear and Desire failed to make any impact at the box office. Although Kubrick has often stated that all of his initial investors eventually made their money back, it is unlikely that this was achieved through box-office receipts for Fear and Desire.


  TECHNICAL ACHIEVEMENTS: Severely limited by such key film-making resources as time and money, Kubrick was forced to resort to ingenuity when it came to creating the fog-shrouded river bank through which the soldiers’ raft drifts towards the climax of the film. Unable to afford to rent even the most basic smoke-generating machine, Kubrick improvised a similar device by filling an insecticide sprayer with soluble oil and water, creating an impressive miasma to rival any Hollywood equivalent.


  Kubrick also managed to manipulate the prevailing weather conditions in other equally ingenious ways. According to Modern Photography magazine, ‘twilight scenes were obtained in bright sunlight by placing a red filter over the lens and underexposing the film three stops’.


  INFLUENCED BY: Fear and Desire is perhaps the only one of Kubrick’s films in which it is possible to separate the themes driving the story and dialogue (Sackler’s) and those expressed in image and composition (Kubrick’s). Sackler, an emergent poet still almost two decades away from his best work, was clearly influenced by Eugene O’Neill and, most obviously, Joseph Conrad: the fact that Mac’s existential journey downriver can be likened to a similar trip made by Martin Sheen in Apocalypse Now (1979) is because Conrad’s Heart of Darkness provided the inspiration for both.


  Exploring the influences on Kubrick’s photography and editing – the two areas of the film over which he exercised absolute control – is more interesting, even though the influences on his style at the time are equally obvious. Several critics likened the film’s photography – particularly the lights and shades of the opening scenes in the forest – to Akira Kurosawa’s Rashomon (1951), which certainly would have been fresh in Kubrick’s mind at the time Fear and Desire was lensed. Other scenes – most notably the quick-cut montages of faces – resemble the work of Sergei Eisenstein, another early influence on the young Kubrick.


  INFLUENTIAL ON: While it cannot truly be said that Fear and Desire directly influenced many more films than Kubrick’s own later antiwar polemics, Paths of Glory and Full Metal Jacket, the idea of mixing poetic and philosophical musings with battle-weary soldiers formed the basis of Terrence Malick’s acclaimed World War Two drama The Thin Red Line (1999).


  TRIVIA: Although the prolific Dutch Guyana-born director Pim de la Parra made a Dutch-language film entitled Fear and Desire in 1992, the similarity between the two films begins and ends with the title.


  APOCRYPHA: Although it has been said that Kubrick personally oversaw the destruction of the original negative of Fear and Desire, several archival prints are known to exist. Indeed, the film was screened at Colorado’s Telluride Film Festival in 1991, and reappeared three years later as one half of a ‘Young Stanley Kubrick’ presentation, also featuring Killer’s Kiss, at New York’s Film Forum. This latter screening prompted Warner Bros, at the request of Kubrick, to issue a press release declaring that Kubrick had ‘asked to let you know that if it had been up to him, the film would not be publicly shown’.18 Subsequent screenings scheduled for Los Angeles, New York and Ohio were cancelled, with the distinct possibility that Kubrick, the sole copyright holder, had threatened legal action if the film was shown.


  AVAILABILITY: Perhaps unsurprisingly for a film he had virtually disowned, and did not wish to be seen in the context of his later career, Kubrick made a considerable effort to withdraw Fear and Desire from circulation. Although a new negative could be made from one of the archival prints currently in private circulation, copyright apparently remains with the Kubrick estate, and, as a consequence, it is unlikely that the film will be made available on any accessible format in the near future.


  EXPERT WITNESS: ‘Conditions were never easy. The crew consisted of four Mexicans who moved the equipment and did a little building; Steve Hahn, a friend of Stanley’s who recorded the dialogue (no sync sound); Bob Dierkes, a former coworker with Kubrick at Look magazine who handled follow-focus on the Mitchell camera; Skippy Adelman, the stills photographer; and Toba Kubrick, who served as the script supervisor. There was no dolly track, just a baby carriage to move the camera. Stanley did all the shooting. No matter what the problem, Kubrick always seemed to have an answer. To me there was never a question that Stanley was already a master of his universe.’ – the actor Paul Mazursky (Sidney), quoted in his autobiography, Show Me the Magic, 1999.


  FINAL ANALYSIS: Today, it is almost impossible to view Fear and Desire without the benefit of knowledge that familiarity with its director’s later work provides; if it were possible, it is more than likely that the film would be dismissed with barely a second thought, except perhaps for the exceptional photography. For, although the screenplay was written by a poet, the true poetry of Fear and Desire lies in Kubrick’s camera work, a clear indicator of things to come.


  As ever, Kubrick emphasises lighting and composition over performance and dialogue, and it is possible that the film would work as contemporary photomontage if viewed without the cumbersome, pretentious and unwisely allegorical blank-verse poetry that serves, rather inadequately, as a script. The incident with the (admittedly photogenic) young woman, while providing the catalyst for Sidney’s descent into madness, feels like a tacked-on attempt to appeal to the sexploitation market, rather than a serious part of the storyline, and bodes ill for Kubrick’s treatment of women in his future films.


  Nevertheless, despite the sometimes abrasive quality of the post-synched dialogue lines, the overstylised editing and the overwrought manner in which the story unfolds, there are images in Fear and Desire that endure in the mind even as they resonate in the soul. Certain themes explored in the film were to prove worthy of re-examination by Kubrick, just as Fear and Desire would prove worthy of re-examination by Kubrick fans – if only a print were more readily available.


  KUBRICK ON KUBRICK: ‘The ideas we wanted to put across were good, but we didn’t have the experience to embody them dramatically. It was little more than a 35mm version of what a class of film students would do in 16mm.’ – quoted in Stanley Kubrick Directs by Alexander Walker, 1971.


  Killer’s Kiss (1955)


  [B & W – 67 mins (release version), 80 mins (‘complete’ version)]


  Production Manager Ira Marvin


  Camera Operators Jesse Paley and Max Glenn


  Chief Electrician Dave Golden


  Sound Recordists Walter Ruckersberg and Clifford van Praag


  Assistant Editors Pat Jaffe and Anthony Bezich


  Assistant Director Ernest Nukanen


  Love Theme from the Song ‘Once’ by Norman Gimbel and Arden Clar


  Ballet Sequence Danced by Ruth Subotka


  Choreography by David Vaughan


  Story by Stanley Kubrick


  Music Composed and Conducted by Gerald Fried


  Produced by Stanley Kubrick and Morris Bousel


  Edited, Photographed and Directed by Stanley Kubrick


  CAST: Frank Silvera (Vincent ‘Vinnie’ Rapallo), Jamie Smith (Davey Gordon), Irene Kane (Gloria Price), Ruth Subotka (Iris Price), Jerry Jarret (Albert), Skippy Adelman (Owner of Mannequin Factory), David Vaughan (Conventioneer), Alec Rubin (Conventioneer), Mike Dana, Felice Orlandi, Ralph Roberts, Phil Stevenson (Hoodlums), Barbara Brand, Arthur Feldman, Shaun O’Brien, Bill Funaro.


  UNCREDITED CREW: Howard O Sackler (Screenwriter).


  TITLE SEQUENCE: The sound of a puffing locomotive over black signals the start of the film, which fades up on to a shot of Davey Gordon standing in the centre of Penn Station, smoking a cigarette. With no music, only the sound of the train and the announcer as accompaniment, the titles appear in stark white letters over Davey, smoking and pacing nervously around his bags. As the opening titles conclude, Davey’s voice-over begins: ‘It’s crazy how you can get yourself in a mess sometimes and not even be able to think about it with any sense – and yet
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