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My attention was first brought to Rex Ingram and his work about five
Yyears ago, on reading a magazine article on the subject by

Mr., Liam O'Leary, a film archivist and author. I was fascinated that
an Irishman should have made his name as onc of the finest, early
directors of motion pictures in the world. In having this opportunity
Eommesearch a subject in which I had a great interest, I decided

that Ingram's life and work was the one.

While searching for information, I have been in contact with

organisations in America and Lurope, but, found the most co-operation

and help here in Ireland. This assistance whiich was invaluable to me
ee

IL‘

(@)

came from Mr. i ry himself, who could not have been more helpful

u

or shown more inte

~
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Q
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In writing my thesis 1 have tried to give some idea of Ingram's overall
contribution to the Arts. His work in the IFine Art field and in the
Cinema shows how Ingram's hard work and determinstion was rewerded., I
have outlined in the followlng chapters Ingram's early life in Irelasnd
Wache s Bamsidw o iy studies a2t the Yale School of Rine Arts, hig
stubgequent career in America and Lurope's film industry and his
geiviies in retirement.

On writing this piece of work I heve become inereasingly interested in

. 3 A= [

cinema and partiecularly Ireland's contribution to it.

@

th
this i1s an area which has been sadly neglected by the Irish themselves,
but with the film industry's recent revitalisation in Ireland let us
hope that the Irish will take a greater interest in this aspect of

irelandt's culture.
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Family Background & Iife

Rex Ingram was born in Dublin on January 18th 1893 at 58 Grosvenor

Square. His real name was Reginald Ingram lontgomery Hitchcock. Hi

parents were Kathleen Ingram, who was the dsughter of the Dublin Fire
Bripade Chief and the Reverend I'rancis Ryan liontgomery IHitchcoclk who
was a Divinity student at Trinity College and a classical scholar.
Rex's father subsequently beceme a Church of Irelend clergyman. In
1894 there was snother son born to the Hitchcock family, called Francis
Clere Hitchcock. The family belouged to the FProtestant profesgsional

class.

(@)

Rex's family moved to the country and settled in Borrisokane,
]

Gol. Tipperary. He revelled in his new lifestyle. His father, apart

from his academic interests was an athletic person and encouraged his
le in Borrisokane the

sons in these pursuits, particularly boxing. Whi:
boys had many opportunities to sample the outdoor life and regularly

went horseriding.

In 1903 the family finally moved to Kinnitty in Co. Offaly. Rex's

SES=E «
father became Rector there, continuing to study and write. He was tne
author of about fifteen books on history and religious subjects.
During this period in Kinnitty Rex was constantly drawing and his
rmother, who had alwavs loved art in visusl and musical forms encouraged
motner, Wi nac alwWays \ eI 1R visial anc muasiecgl IoRnms encCoOulr agea
her son in these activities.
His main output at this stage was of caricature drawings of his village

friends. He spent a lot of time out of doors with his spaniel and
enjoyed the countryside. Rex's visuzl sense was in its early stages
time, it would prove in later years to be one

2
his greatest assets both in the Fine Art and Cinema fields.



1 Bradda Head by Rex Ingram
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]- Considering Rex's future involvement in entcrtainment one must consider

the past. His family had no history of theatricals but they improvisec
their own entertainment at home. Could this have influenced his future
Schooldays at St. Columba's Collegce

It was decided thet in 1205 Rex should return to Dublin to St. Columba!

College, Rathfarnham, where he would be educated.

At school, records recall that Rex was not particularly academically
minded. He appears to have been somewhat of a loner and not very
popular with most of his schoolmeutes or teachers. IHe was a sensitive
boy who did not like being dominated, his father's tuition in boxing
helped him to hold his own at school. Rex wmade his mark on the playing
fields, excelling at cricket as a fast bowler and in athletics.

Apart from achievements in the Art field in which he was encourazed by
the college's substitute headmaster, he also won the Knox Essay Prize
for English, a skill he was luter to use in writing screenplays through-

out his film career, and as an autior in his retirement.

While at St. Columba's Rex befriended Osborne Burke, a new boy who was
being victimised by others. lle helped him to survive school life with
some boxing tips and they became firm friends. Rex visited the Burke

fanily and enjoyed the company of Cherrie Lurke, Osborne's sister with
whom he maintained a friendship, writing to and sendaing

7 her some of

his cartoons.

During Rex's time at school he suffered the shock of his mother's desth
under surgery. His mother, who had so grestly influenced and
encouraged him was gone. Rex left 8t. Columba's in 1909, his future 2
ahead of him. Should he carry on in his father's footsteps and enter
Trinity or, should he follow his own tasste for adventure and the exotie

inspired by a visit to the Cork Internstionsl Exhibition? This

exnibition included many exhibits to catch the boy's imagination,
including contributions from different parts of the world, one of which
was "A Street in Cair the type of location Ingram was to include in

O”’
some of his fubture f£ilm work.

&



In 1909 accompanied by his father Rex took a trip to the Isle of
ian, where he sketched and painted. One of these works is a water-
colour of Bradda lead, Port Erin., It shows a large sailboat towlng

a smell rowing boat, past the headland. Rex was sixteen years old
€

when he painted this small picture, and it is signed R. M. Hitchcock.

When he returned home he studied under his father to gpply . for Trinity,
but, he still had dresms of travelling. Rex continued to do his
caricatures of people. He went to the Baldoyle races where he studied
the fashionable racegoers. He also enjoyed walking down Grafton Street,
observing the passers by. One of his sketches from 1910 shows a well
dressed, monacled gentlemsn carrying some small packages and smokin
a cigarette. The drawing is done in ink and wash. The line is »
sketehy and there is some use of hatching 23 shading. Ilotes on the
drawing tell that it was done in Grafton Street at 11.45 s.m. and it
is titled Shopving. The draewing shows Rex's eyje for expression which
proved a great asset in later life. It was at this time Rex wished

to make more of his artistic potential and was interested in advertising

S S He il

ile went as I'ar as to contact a company which supplied postal tuition
brou;ht work to the Combridge Galleries in Grafton
J

Street, but they were not interested. He left the premises in a temper

s i . . e e Sty Sl <= 2P o A PR et NS SR o
sayilng that some d‘uJ Li’.(}f weulkc pay as much fom his r":’-u.tuf.‘f’j-,i"w !
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2. Grafton Street. Shopping. hy Rex Ingram
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igration

Rex had seriously considered emigrating to South America, but

a friend of his family, Gordon Burt Hitchcock (no relation to the
Hitchcock family) who lived in America, said that ne could fix

Rex up with ewployment if he came to liew fork instead. On July %rd
kRex landed in liew York and was finally found a job in the liew Haven
Stockyards, until he would commence his studies st the Yale Scnool
of “Hine Arts.

AL _the Yale School of Wine Arts

in January 1912, Ingram started liie at Art College. His tutor for
sculpture was Lee Lawrie who was responsible for Rockefeller centres
famous statue of Atlas and, various other decorative sculptures for
that building. Lawrie and Ingram built g firm friendship which
lasted until Ingram's death. Rex posed for Lawrie sculptural works

entitled Civil Uar Generals, His fellow students included Thomas Harte

Benton, American painter and mentor of Jackson Pollock. Cole Porter
the songwriter was also a contemporary of Ingram. Another good friend
wno was also to become a film director in Hollywood from the twenties

was Frank Tuttle.

During Rex's time at Yale, he was a regular contributor of illus-
{=3

trations to The Record the University magazine. In issues from 1912
to 1914 Rex submitted work which was varied both in style and subject
matter. In the June 18th issue of 1912 they ranged from sdvertise-
ments for college publications to mildly political cartoons.

One of these illustrations is a full page of nine drawings on the
subject of womens surfrage. They describe women of the past and
women fighting for the right to vote. These ladies are portrayed as
large forceful figures reeking all sorts of vengeance on poor, small,
unfortunate gentlemen. These early drawings in pen and ink are less
effective than Ingram's later work. They are loose sketches using
more than enough hatched shading which is inclined to confuse the
relationship between the figure and ground, thus, the message becomes

Aimchitssbaimieit i

N
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3. Sketch of Ingram’s Cowboy.
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Later drawings in this number show a more decisive and confident

use ot line. In Giving the Bride Aweigh showing a rather large

lady on a scales with the small bridegroom nearby, the use of
shading which moulds the figures is more successful as is the
use ot solid black areas. This makes for better composgition.
His cartoons of college life also shnow this technical improvement

and are spontaneous.

Ingram's drawing of & baseball player in this issue snows a
further variation in style. 7The figure holding a baseball bat,
and dressed in sports gear is treated in graphlicelly cleaner
fashion. Flat areas ot black and white are used and give the

illustration more impact. %he background is given a mid-tonal value

by the use of atomiser sprayed ink. fThe drawing is enclosed in a

black border from wnich the head protrudes. 1n this issue one can
see the development ot Ingram's drawing skill, with the later use

of more effective line and tone. All of Rex's drawings of this

period sre signed Rex Hitchcock.

The first drawing one comes upon in the Record issue of March 10th
L9015, 13 a caricature of Jim Donnelly, :» member of the Yale nolice
force. This drawing shows a strong but sensitive use of line getting
over the warm and lively character of this elderly man. During
Ingram's college days he kept a scrapbook in which he asked his
friend to leave some souvenir of their own. Donnelly contributed =

photograph of himself along with writings.

Also in this issue of the Record is a full pape colour illustration
of a seated cowboy. The style is like tunat of the basketball

blayer drawing. The colouring used in theprinting is orange, pink,
beige and black on white. The illustration shows a Beeling S Ror
dramatic lighting, using strong lights contrasting with dense darks.

The overall composition is strong and graphic.,

Ingram's further illustrations for this number show sa greater
knowledge and understanding of drawing. There is more economy and

expressive use of line, flat colour and shedine. Thus the drawines

2

0

are direct in putting across their mnessa e. His numerous illus-

trations have charm and a lively guality which adds to their crispness

and clarity.

In the February 2lst 1914 number Rex's submissions show that his

overall skill had improved.

13




There is more expressive use of texture, along with atialsio,  HHaE

shading in his drawings gives unity to the composition, and the

figures stand out well in front of just a suggestion of a backf
ground., .

In Ingrem's work one notices the eye that he has for characters
His drawings show his skills of
attitudes and mannerisms.

and types which people his work.
observation and his perception of peoples!'
These attributes Ingram was later to put into action in his films

by casting ethnic types and, actors who by their physical attributes
and acting abilities, contributed to the atmosphere of his visual
expression.,

Rex's work shows his knowledge of anatomy and its movement along
with his technical skills in drawing where he used light and dark

to give roundness to the form, which was helpful in preparatory

sketches for his sculptural works.

His friends at cellege feund Rex a cheerful, entertaining and imaginative
cempanien whe was always: en the ge. While at Yale he made friends with Herace
Newson whe's heme was at Leng Island. On one ef his visits there he met Charles
Charles: Edisen, sen of Thenas Edisen. Ingran‘s interest in the Cinema grew and

after a visit te see Vitagraph's Tale of Twe CIties he was sure thet this new

e

expressive medium had great potential and cdecided te get invelved in it.

14
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WHDL BACKRGHOUND 10 Whis smbdlCal pllm IhDUSTRY

In order to fit the career of Rex Ingrem into the 1life of the
filmaking industry of the United States and to evaluate his overall
contribution to cinema, it is necessary that one knows something

about the industry's growth and development and, how it found its'

home in the now legendary Hollywood.

The Origins of Hollwvwood

Hollywood was only known by this name when the wife of Horace
Henderson Wilcox christened her husband's 120 acre country estate
so in the year 1844.

The setting up of the movie business in Hollywood was a slow process.
The American Biograph & Mutoscope Company arrived in Los Angeles

in 1906, attracted by the claim that Los Angeles had 350 sunny days
per year. Chicago Selig's company sent out a small group of actors

in 1907. VWhen one of the company left in California, Francis Boggs

3
director, took on liobart Bosworth, a theatrical actor on Broadway,
who had lost his voice. UNow that silent movies were in action, he
could resume work. His health improved with the good weather but,
he was horrified when the company was recalled to Chicago, as he
knew he could not survive. 3o he set about convincing Seligz that
Hollywood, with its marvellous climate, was the place for movie meking
and he gucleeecded.

The First Studio

Bventually, the first real movie studio was opened in 1911 in
dollywood. Incidentally, this was the same year Rex Ingram first
entered the United States.

William and David Horsley founded this studio when they set up a

J
west Coast Branch of their "Centaur" Company.

They had found the New Jersey backgrounds unsuitable for use in the
westerns they were producing, so they decided to change location

It was a literal "toss-up" as to whether the new branch would be in

Florida or California. The Chief Director tossed a coin ang

(=8

{J

California won. Hollywood had its first studio in a converted road-—

B

the site of which now stands the

v

1wouse on Sunset Boulevard, on
0

Columbia Broadcastling System, better known as C.B.S.

15
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Life in the Studios
Hollywood and its studios held a fascination for people all over

the world who longed to visit California. The Prince of Wales
(later the Duke of Hindsor) risked courtmartial by jumping ship
just to visit Hollywood. Even the lrincess Beatriz de Ortego ¥
Braganza of Spain consented to visit and was given "royal!" treat-

ment there, until, she was unmasked as a typist from San Francisco.

The studios built facades to enforce their public images and the
dreams they sold. Ince, later, M.d.h. & Warner Bros., used classical
colwms. Ince's second studio in Culver City had a reproduction of
George lWashington'!s liount Vernon Home as theirs. Willat Studios used
g fairy tale cottage and, as their offices looked so bizarre and

distracting it caused many motor accidents to unsuspecting drivers.

Behind these romantic facades stood sets from all periods of
se sets were rented out to other

history and locations. Often thes
companies to be used by different studios in new films. BSometimes
several companies worked on the same floor at one time which was not
always an advantage, as was the fact that some fast moving producers
drove their companies to these sets and, when no one was around,
would stage a scene there.

Generally, life in the early days of the Hollywood studios was a
lighthearted affair. Pilmaking was not looked on as work at all and
cu

pation was not taken seriously.

SQ as an ac

The film crews were uninhibited by any restrictlons which an establishe

medium would have imposed, and so they worked freely and experimentally

On coming on to a set on any normal working day one would see what an
active, spontaneocus and noisy experience it was. The director,

armed with a megsphone and sometimes a gun, for crowd scenes, would
shout instructions to his cast and crew. There might be a small

orchestra supplying '"mood music'", in order to help the director draw

ers, who had no real audience from

the desired emotion from his play
which to judge their performance. Adding to this atmosphere would
be the hissing lights and the noisy carpenters building sets for the

next production.
Light

Light and the moulding of it has always been the principal tool of

the {ilmaker.

17
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This was especially so in the early days of movie making, as

silent, monochrome film was the medium.

In the Rast of the United States studios were built of glass and

from the earliest days were equipped with electric lighting. On

the West coast natural light was used and as often as not studios

had no rooves or wells to as to take best advantace of this factor.

Muslin was used to take the hsrshness from the sunlight, and often

mirrors, to reflect, thus, backlighting a set.

Life at the studios in Hollywood went along very naturslly starting
with the early morning sunlight and ending at 4.30 when it faded.
But the increased use of artifiecial lighting put an end teor this

egsygoing way of l1life, thus stretching the length of the working
day, much to the workers dismay.
the first large factory-like studio using artificial

! t
light, an early form of which was Mercury Vepor Tubes. This type

|

f & greenish glow which had a strange affect on the tongl

on the film. Therefore actiors had te weartbibe

show white because of the flare and they had to dye their
n

g o dehievie the right effect,

Then came Klieg lights which gave off a burning carbon dust because,
they were not used with protective tinted glass. This dust had a
terrible effect on both actors and techniciasns who developed red,
swollen, agonisingly painful "Kliey iyes", These lamps would a2lso make

the sets unbearably hot, and would continually hiss, so with the

coming of sound they had to go!

O

Films were cleaniy 11t by natiural snd primictin

e forms of

=)
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D
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=
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artifieiagls light but, when the new, cool, Incandescerb 11

came in, better and special qualities were introduced

[45]
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of movies. Flattering effects with skilful illuminatiecn ma
actresses look younger and overall soft diffusion with gauze gav

2
gualities to films of the 20's. These were gualities for

stunning g ‘
which Rex Ingram®s films were known. The high stsnderd of lighting
- (S5 ] (&)

amts work.

On T.ocation

Shooting on location 1s another aspect of the industry to be considere

19




8. On Location
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The studio complex also included a backlot of ztanding sets and

exteriors. Rex Ingram's wife Alice Terry says of Inceville studios;

'"When you got to the end of the streetcasr line, you went to work on
a stagecoach with a team of six horses. Almost like coming over in
a covered wagon! The place was full of cowboys, from the Bison 101
Ranch, and we even had an Indian settlement with authentic Indisns'.

Despite these facilities certain directors did not like working so

near the front o

P+
=

'ice because whet they were or were not doing could
thes

be supervised, so sy preferred to go where UIilmakine was EUmsEs

This, of course, meant going on location, and was a practice which

took Rex Ingram as far as Africa.

o

Generally, the public co-operated with filmskers on location because
moviemaking was seen as such a novel business. In most cas

location work companies were required to get permission from Ethe
police and sometimes, private citizens. Often the moviemakers did
net bother and resorted to "stealing a shot® e.g., a motor canssupeitiled
by the film company makes a narrow escape 2cross a railway line in

front of a fast moving train. HMany a traindriver's nerves were

1

€
by such incidents, because the Southern Pacific Raillreoad had net been

informed.

Often, trips on location became gerilous expeditions, with poor roads

and equipment and inadequate supplies. HMany directors snd crew
ventured through desert, swamp, snowfield 2nd hisch altitudes which

meant much danger and even lives lost.

Factual filmakers such as Mr. & M
Robert Flaherty who made '"Nanook

rare scenes of life, unspoilt besnt:

'he Studio System

Fhe early Hollywood producers of films were primarily asdministra
and had nothing to do with the creative side of filmaking. Bubt with
the growing reputations of directors and fome of actors, jealousy

drove producers to decide that their powers should be extended. The

first step was to send in efficiency experts who plagued the studio

F

floors instructing how corners should be cut in production. Then cam

L

the supervisors and the assistant producers who were given the titles

tmice training to be rats!.
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b SORCRE

One can imagine that at tnis stage, in order to make a living,

one had to conform to the studio system or go! Rex Ingram experienced
8 lot of this meddling attitude which did not endear producers to him.
On this subject Ingram said "my sympathies are all with those
directors who stand or fall on their ovn merits. I have too often
seen a good picture, and the career of g promising director, ruined

by so-called '"supervisionnn,

These producers/dictators ruled Hollywood for 30 years and guarded
their positions so jealously that they did not train anyone to succeed
them. Thus for the good or ill of the industry, this studio system
died with themn.

22
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ANGRAM'S kuklLY FILM CaRLER

Adison

Rex Ingram enthusiastically joined Edison's studios in the Bronx,
and worked as a general helper and an actor. He had the physical
gualities that made a successful movie idol, he was handsome,
blue-eyed and dark haired, but, his acting wes not up to standard.
He appeared self-conscious in the role of actor. He decided it
was time to move and headed for Vitagraph studios. He had stayed

less than a year at Edison.

Vitacranh & Fox

In 1914 Ingram joined the Vitagraph Company as an actor in their stock
company and played a great number of veried roles. He also came

across his old college friend Thomas Harte Benton snd was in a position
to get him a job as a scene painter. Ingram's films in which he
appeared during 1914 were:~ The Necklace of Itameses; The Spirit and
The
Crime of Cain; The Evil Men Do; The Circus and the Boy; His Wedded Wife;

the Clay; Her Bigpest Scoop; Eves Dauchter ( Artist's Madonna)

.
—— 3

The Upper Hand; Fine Ieathers make Fine Birds; The lMoonshine Maid &

Lhe Men; Snatched from Burning Death.

During this period he was also working and keeping up his drawing
skills. He was planning an illustrated version of Omar Khayam, with

:)T
s stressing the meanings behind the verses. He had dreams of

drawing g :
following the movement of William Morris and establishing a haven in
\merica where artists could create craft and art objects in a studio

=

»
¥

atmosphere. He dreamed of his own "castle, of decorating each room

the best of each particular period in history.

In 1915 he moved on to become an as:

),

istant director and scriptwriter
for rox, where he produced scripts for such stars as Theda Bara, an
American sctress, the first one to be called g "vemp" becsuse of her
screen personality, Betty Nansen and Robert Mantell. Ingram worked

on the screenplay of a film called Yellow & White. While doing so he

came into conflict with the controlling powers. He decided thst he

would leave Fox and Join the increasingly successful Universsa

l_l

Company.

&y
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Universal

T was 1916 when Rex Ingram went to Universal. There he began nis

‘g first major work eith eight films.

0
o]
Q)

He wgs only twenty three yeers of age and already writing scripts

S

i
-

directing from stories, written by himself. His first film for

Universal Bluebird was The Great Problem featuring Violet HMersereau,

2
e

Dan Hanlon and Lionel Adams.

)
bt L
£
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The second was also for Universal Eluebird and was a story set in

Hong Kong and an American Chinatown also with Violet Mersereau zand

William Garwood and was called Droken Petters.

The third for Universal Bluebird in lylo was called ne Chalice of

Sorrows. It was based on the story ot Tosca and set in Mexico.

tor this production, the unit moved to Hollywood wihnere it was filmed
with Cleo iladison, Wedgewood Nowell and Charles Cummings. Ingram's

B last film of 1910 was plack QOrchids again starring Cleo Madison with

i
-
=
_
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Francis McDonald, Wedgewood Nowell and Howard Crempton. In it Ingram

told his favourite story ol a femme [atale.

lll

1917 saw Ingram producing Ifour more films for Universal. The tirst

was called The Reward of The Faithless with Claire de Bray, Betty

Bazeayy
ey

Scnade and Vledgewood Howell. It was a dramatic and romantic story of

Russia telling of love and revenge.

Phe Pulse of Tile was the next Universal Bluebird preduction; an

Italian story with Wedgewood kowell & Gypsy ilarte, both of whom were

a Chinese story with liicnolas Dur s alsec geting in this film fer

i Universal Red Feather. Ingram's 1inal movie ior Universal Bluebird was
the pittle fYerror with Violet imersereau and isidney Mason, who acted in
As 1917 drew to a close Rex Ingram and Unilversal guarelled and Ingram

Paralta-Hodkinson Company asked Ingram to direct two films

4 being His_Robe of Honour (1917) with Henry B. Walthall and Marv

Charleson. These two actors were also the stars of Ingram's next film

Humdrum Brown (1918) tne story of a bad lad who becomes = hero.
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n Ingram's next production, The [Flower of Doom. 4Yhis was a complicated
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Things began to go badly for Ingram. Ilis marriage to seriasl queen
nd ended in divorce. He

Doris Pawn failed alter a short while s
decided to join in the war effort snd went to Canada to join the
Royal Flying Corps, but he suffered an accident and was injured without

doing active service.

He returned to Hollywood without s cent to his neme. Ingram finally

went to Universal and directed two films for that company.

The first for Universal Jewel was Under Grimson Skies formerly The

lieachcombers. It starred Elmo Lincoln who was goon afterwasrds to

become famous as the screen's first Tarzan of thne Apes. The film was
a swashbuckler full of adventure. The second and final film by Ingram

for Universal was The Dav She Paid. This was a tale of the Haute

Couture world starring Francelia Billinpton, Charles Clary and Harry
Vien Meter.

Ingrem once again spread his wings. He had great experience behind him
and at the age of only twenty seven he made the decision which would

eventually give him the exposure and acclaim which his art deserved.

Unfortunately little of Ingram's early work survives but eriticsal
opinion of the time points out the favourable artistic features which
distinguished his work from other directors. Among these factors

were Ingram's 'Fine Art' approach to composing pictures, his sculptural

3

feeling for light and shade and his success at achieving the correct

s

Ll Faib el o e

@
0

stmosphere and realistic gqualiti

Ingram was in the process of exploring the artistic visual potential

fars

of the cinema. He was trying to create visually satisfying films,

which would increase the public's appreclation of this medium.
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These two drawings are from Ingrem's proposed version of The Rubsyat

[}

of Omar Khayam in which he hoped to illustrate the meanings behind

the verses.

"N _habuk! Lord and liester of my Ieart. Thy'n! habeke is all I want to

near!

This drawing illustrates the above caption and shows two lovers in

embrace. The romantic image is one which was to become popular in

films of later years such as The Sheik and Ingram's own The Arab. The
characters in Arab dress are set against an exotic background. The use
of dark and light in this picture balances the composition. The line is
it

oose and rhythmic and deftly expresses the theme.
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""e Rarest Gem is from a mine unknown!

In this illustration Ingram shows a hand holding a precious stone up
to the light. The stone radiates light which illuminates the top of
the picture.

3 1

The execution of the hand shows a sculptural quelity in Ingram's

drawing. The structure of the hand is clear and moulded with 1light

and dark, and stands out well sgainst a dark background. The technigue

of drawing is loose end free which is expressively suited to the

sub ject. <

All the illustrations in this series are signed thus -
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Ingram's Creative Team

In 1920 Rex Ingram joined Metro Studios where he set himself up as

producer/director with a team of highly skilled film workers.

Jung Msthis - Scenarist

Host of the top class screenwriters in Hollywood were women. June Mathi

=
o
1]
(o]

ne of the most important and remsained so throushout the silent film
age. Her partnership with Rex Ingram at Metro was a highly successful
one both artistically and finan 1ally for the company. She was

c
responsible for the scenario of The Tour Horsemen of the Apocslypse

and The Concuering Fower and she collaborated on the scenaric of Ingrem!:

"Turn to the Right". Her involvement in the casting of Valentino for

fne Pour Horsemen" proved profitable for lLetro but the partnership

@

roke when she and Valentino signed with Lasky.

o

(@

Sem Goldwyn considered the screenwriter as an important artistie
contributor to any film and when Frank Godsol a member of Goldwyn's

company, off'ered her an enormous salary and autonomous control, she was

053
(@]
®
;

0
—
2

tempted to join Goldwyn of well known Iuropesn and American

writers. She went on to work on such classic productions as "Blood and

s
Sand (22) Greed (23) and Ben Hur (27).

The partnership between Ingram, Seitz, his cameraman and Whytock, his
editor, was a long one which spanned the years and lasted through almost
all of Ingram's carcer.

John ', Seitz - Cameraman

Photography, a vital vart of movie making was very much the responsibili

j 4

of the cameraman, a responsibility which nowadaeys is shared between

¢
(1

many technicians. The director and cameramsn w closely together.

5

The director setting up, controllins and Judging the visuals and the

(@)

cameraman lighting them, thus creating atmosphere and translating and
the direciteris ideeas.. Often, the cafieraman oven supervised
g of the negative. Thus one mistake ot the hand of the
cameraman and irrepairable damage could be done. The cameraman and

director built up a large repertoire of visual effects including feades,
dissolves, double exposures etc., and the Ingrem Seitz team were Tamous

for their skilful use of lighting and special effects.

28
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ediror Grant Whytock

9. Some of Ingram’s Creative Team on The Four Horsemen' 29
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Seitz himself comuents - "Motion picture photography of the silent
era was an optical and chemical business. The addition of sound
changed 1t to more of an electrical enterprise. The talking picture
made it easy to standerdise film developing thereby taking away much

of the individuality of the cinematographer".

John Seitz, who had worked in films since 1916 built up a creative

partnership with Ingram and made & distinguished career for himself.

)

2

He was described as "one of the greatest? by Clarence Brown. After hi:

vV

partnersnip with Ingram he went on to work on such memnorable £ilms

as Hail the Conquering Hero (44) Double Indemnity (44) The Logt Yeekend

(46} and gSunset Boulevard (50).

Grand YWhytoeck - I.ditor

An editor of a movie is not confined to putting pieces of film
together, he is like another director on & film. He has the power

to change a scene from bad to good and can thus influence s production.
Whytock proved himself to be an invaluable part of the director, camera-
man, editor team. He used what materisl he was given and maintsined
the continuity and reinforced the rhythm of the film which the

director had imposed. Thus, the director's jiob was rore creaztive than
£ J

o

a lot of people imagined.

48 i

Whytock worked on most of Ingram's films and their partnership proved

S 1
o ) DI

fruitful of a number of successful =2nd visually pleasing productions

“ e
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Shore fcres (1620)

Rex Ingram's first film for Metro Studios wes a version of James

retim

llexnes play Shore Acres. This is a story of justice battling
injustice and triumphing in the end, a common enough theme in films
of the day. In the original version of the play the leading role

R

was taken by Herne himself, who made his name in this pert. In the
j film this part of Uncle liat Berry was tsken by Edward Connolly, who
proved to be a less powerful actor than Ierne. Alice Lake appears

to have featured in this production, and was publicised as the star.

Prank Brownlee played the part of the brother in a film which was

& considered, all in all, interesting by the audience at the Capitol
; in New York, where it opened in May 1920,
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Meanwhile, in New York Richard Rowland, a Metro chief, was imvr

Rowland decided to use June lMathis as screenwriter on the picture,

Ine Four Horsemen of the Avocalypse (1921)

In 1921 Rex Ingram directed a spectacular film version of "The Four
Horsemen of the Apocalypse" originally written in Spanish by

Vincente Blasco Ibanez. This novel had been translated and publisned
in America at the end of the First World Wwar. It wag highly acclaimed
by the critics as the best novel to come out of the war, and within

1

twelve months had been printed over fifty times.

The story told, wes of two Argentinian sisters who were both merried -
one to a Frenchman, the other to a German. When their multi million-
aire father dies, they travel to liurope and settle in the homelands

of their husbands.

Julio is the son born to the I'renchmsn, he becomes sn extravasant
ravagan

and colourful character of Bohemian Faris. iie h~s an

married woman, Marguerite Lsurier. She joins him freg

French cabarets to dance the tango which is the latest Eur

Wihien the war breaks out Julio refuses to enlist but he then follows
Marjuerite to the front where she has gone to be with her wounded

husband. When he sees the gtrocities of the Germans chenges his

~ ~ A 5 2 i Bt o o s . ? P - ro) -
1d. lle decldes To jJjoln the French army, he is promoted from private

to lieutenant and then awarded the Croix de Guerre for bravery
Vel
Finally, the war brings him face to face with his German cousin and as

the two go into battle an exp:
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ol them.
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1ie rour rHorsemen oL tne Apocalypse are -~ War, Conaquest, Famine and

< el Ly cdil

Dea Tlals

Metro pictures refused to even consider making an offer for the film

= 1=~ y “r Pl el - 1A ~ ~ ~ 7Y \T < Faeit - 3 ] 3
the novel, as the company had fsilures with previous war

Q

ioress
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£

g

book and bepgan to negotiate with Ibsanez!'s

llars against ten per cent of the film's gross earning

a
Sie )

P
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had the reputation of being the best in her field.

52
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He was delighted with the results. The scenario followed the

novel faithfully in the main, but there were some omissions because

of thie length of the novel. South American life wss vividly expressed,
the all important war scenes kept the spirit of the originel, with
Julio's love affair with Marguerite somewhat idealised, and Julio
coming to a melodramatic end. Rowland had such trust in her that he
asked June Mathis to pick the director and leading men. He advised

her to pick two well known men - g first class director and a
promotable leading man. Ignoring this, she picked two relatively

unknowns.

Ingram was delighted to have this chance to direct the Ibanez best-

selier, but at first had some reservetions about the choice of the

®

leading man, an almost unknown young Itelisan, suitable to play the

Latin-American "type". His name was Rodolpho Alfonzo Raffaelo Pierre
Filibert Gugliemi de Valentina d'aAntenguella, who adopted the name

Rodolpho di Valentina during his early career. He finelly took the

name Rudolph Valentino. Ingram knew that i‘athis had been instrumental

o
in his getting this job as director on the film, she had zlso endorsed

his choice of his fiancee, Alice Temry, as ‘the female lead, s afcen
making his criticisms of Valeantino he gracefully gave way to her
cnolice.

The next step was to contact Valentino to see if he would play the
role of Julio. While working in New York Valentino was asked to
contact Rowland. He did so and met June Mathis. He could not believe

it when she said to him "I'd like you to play Julio in the Four Horse-
men". He even agreed to take a cut in salary so ass to have this chance

ile was overjoyed on hearing that Alice Terry was to be his leading

lady, so thrilled in fact that he jumped to nis feet and applauded.
Under her real name of Alice Taafe she had worked as another extra

On arrival in Hollywood he received the star treatment from Metro.

fle was visited by Ingram's work-mate listhis who told him to follow
Ingram's direction closely, and to play Julio with restraint, using
the great asset of his expressive eyes to communicate the feelings of

the character.

33
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11. Valentino as the gaucho in the film. The Four Horsemen'
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Valentino could not hzve been more co-operative with Ingram who
spent hours drawing the finest possible performsnce from the actor,
Ingram was determined to make a once in g lifetime film and gpared

no effort. His opinion of Valentino cheanged and he recognised

T

Valentino's talent, and at the expense of his fiancee's role, he
had Julio's part rewritten and built up so as to give Valentino the
chionce he deserved. He directed Valentino with skill and understanding
and always a perfectionist, he rehearsed and re-rehearsed hig scenes
until he got the best from his leading man. He knew that he, as
director, was responsible for the siccess or failure of the film.
Valentino considered Ingram a rather adventurous director by the

standards of the day but he had every confidence in him and followed

every direction Ingram gave and turned in a sensitive, philosophical
and pleasant characterisation.

‘e the end of production newspapers were printing predictions
about the success of the Iour Horsemen and piece i

i
movie set about the film and its star appeared. In the editing room

mervellous reports were emerging ebout the film. The scenes of the
Four idorsemen galloping across the sky were thought of as spectacular.

Finally, the half million feet of film were edited down to two hours

Altogether twelve thousand people took pesrt in the production on
sets constructed of 125,000 tons of materials. In an effort teo

achleve complete authenticity Ingram in casting the Four Horsemen,

used South American natives, Spenish, French snd Germans. His efforts
did not go unnoticed.
The Four Horsemen was highly praised for its pictorisl guslities.

Particularly in the way that Ingram, a painter and sculptor hinself

had used these gkills in cowposing the film. According to the film

eritic of the New York Times - "Rex Ingram, the director of the

production, is among those who believe that the principles of paintin
L - L te 4

and sculpture should be applied to motion pictures, snd scenes in

The [our Horsemen are concrete illustrations of what the avpplication

of the principles means. [vidently Mr. Ingram's expressed ideas are

(6}

ot merely subjects of idle conversation with him. Ie tries to do

what he says ought to be done",
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Alice Terry and
Rudolph Valenting

Uhlans enter the village of the Marne
Art Director Joseph Calder

[2. THE FOUR HORSEMEN OFTHE APOCALYPSE
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The dramatic quelities of the film were emphasised by the effective
use of composition aad lighting. The smooth, soft photography main-
tained its clarity and distinction. lew atmosphere was brought to

old themes by Ingram's direction e.g. the entrance of the soldiers
into the French village is trezted in a new way by bresking the main
line of men and diverting groups and companics of men from stz

instead of just showing a line of men stretching into the distance.
The introduction of The Four Horseuen was also executed with taste

and fitted into the film easily.

Ingrem showed his understanding of actors by drawving good performances

from them. Those with large psrts did them justice such as, Valentino

Swickard as

,-.
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on HMarcello, Alice Terry as Marpuerite,
also Alan Iale as Karl Von Hartrott and Nigel de Brulier as Tchernof'f

the Russian mystic. The ethnic characters also added to the total
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The Releasge of The #our Horsemen

The Four Horsemen of the Apocalypse opened simultaneously 1n lew York,

Bogton and Chicago on larch 6th 1%21.

The New York premiere at the Lyric Theatre like the others, was a
sensation. It went 2hesd under the direction of Dr. Hugo Ricsenfeld
and there was a reaction of hearty approval there. This success was
another step towards making movie-going a respectable paséime. It
made the vast sum of four and a half million dollars which helped
bolster the declining economy of the lMetro Company (only three other
films of the twenties figure on the Variety list of top grossers).
When the film was first released Valentino had only featured billing
but after his great acclaim, all the prints were recalled and altered
to make him the star.

On its opening at the Pslace Theatre in London it was a great success.
fhe critic of The Daily Mail described it as Wa great ddvigsec SR

production" and said that on the whole, "it is an excellent film.
r

Last night it held the attention so closely that smoking or talking
was indulged in by very few of the fashionable audience which filled

the theatrel,
In the Palnce Theatre Vivian Van Damm employed eighteen sound effects
men to accompany the film. These men woz re

projection so that they should be able to fol

2% drums of different sounds and sizes, rifles, reveolvers and magnesium
Alcy o ; o .- Sl e e e S T 5 g e S ey e 1
flares, also & shower bath dripping to make a 'raining' sound. They

12l 2 g ¥

S 3 — . RO PRl 2 e Gioesye o Sl 4- . - ) L3
also used a huge cylinder of compressed zir wnich they released thus

— P S . 5 - 4 1- - J- ral T }
meal a snorting sound of the beast of war. The most spectacular
e el A P < TTO o P N o ~ T ey s = e - 4L iy 4o : T
part of this show was when maroons were set off electronically, one
P == = 2 TN, s
person wao was present described 1t as - '"noise, reeking smoke and

general pandemoniwm, whiich made it appear like a visitation from

The *our llorsemen themselveg!,
. : YA A0 - — 0L e S . ~ - L Py
The League ol Natlons was sO lmpressed by Ingram's film that theyv got

1‘." 1

ith the presenter of the film, Marcus Lowe to see if ti

il
could make short speeches during the four minute interval hal fwa

through the show,
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Lowe was so delighted at this interest that he sent a copy of the
film to Geneva where the Assembly of the League of llations was taking
place. Further, he was writins to send copies all over the world

so that people might learn a lesson from this view of "The Great
War®, This and the success of the film displeased the Government

of Germany which tried to have the film bsanned in Italy!

The IMour Horsemen was revived in 1926 and shown at the Capitol in
Hew York. The critic, Mordaunt Hall commented "Although there has

been an appreciable improvement in

o

he technical end of cinema work,
Mr. Ingram's brilliant £ilm is one thst can still hold its own with
the worthy pictures of the present, and in some Beispe elg e Sl

the majority of serious subjects that emerge from the busy studio
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The (onagueringe Fower (1921)

The Conquering Power was the second film made by The Four Horsemen
team. The screenplay was adapted by June lMothis from Balzac's
3 ,

Iugenie Grandet. It tells the story of a young Parisian dandy called

Charles Grandet and his supposed cousin Eugenie Grendet, a provincial

girl untouched by Paris. Charles father loses his money speculating

o=

and commits suicide after sending his son to the home of Pere Grandet,

4

Bugenie's father and a great miser. The story follows the progress

of Charles and Bugenie's love affair and the oppegition te it of
: Pere Grandet. Finally, love triumphs over all. June Mathis used
this story as a starting point to build up interesting, i

i
situations. Although the action was emphasised, when taken in the

q
: i
'-*‘ context of the whole production it was fundamentally genuine.

R When the tTime came for this scenario to be put into production, The
v Four Horsemen crew was lined up and Valentino was asked to work with
tlice Terry again., The film looked like being enother blockbuster.

But Valentino had changed, he had come under tne influence of MNatacha

JII
it igee o

nbova who was determined to taske his career i1 nand end who wes

extremely ambitious. Valeutino had become much more self-assurec
and not as eager to please as he had been. He was looking for an
increase in salary of 100 and after much arguing at the studieo he

gsettled for 50 which brousht
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oduction there were many rows on the set with Rex Ingram

g had changed {from being
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Actors don't impress him - he makes actors. He
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g ihal elaahe constantly hostile atnospnere tne 111im concvinuvea, 4at the end
of it all Ingram was sald to have threatened never to work on a film
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. Valentino again, and so their professional partnership was over.

luction was a success with audiences.

gave a good performance and Alice Terry was charming and
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in her role.
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13. THE CONQUERING POWER

Double Exposure by John Seitz
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Other notable performances were given by I
ary and George Atkinson

miser. Edward Connelly as a provincial notary

as his son.

The critic of the New York Times was impressed by the picture and
described the high quality of pictorial composition thus - nIngram

tones his scenes so they are soft but distinct. No difficulty in
watching faces, the slightest changes of expression are immediately
visible. There are contrasts in different scenes but never hard
outlines and conflicting elemente”. Ile went on to say - "This is
primarily a metter of lighting, the most difficult snd important pert

of photography".

Ingram's arrangement of components in a shot proved to be very effective
e.g. Charles Grandet, a Parisian, enters his uncle's home. Charles!
clothes show his character cuite pleinly but as a finishing t

lezds in a French poodle on a leash. If the poodle had been white the

lsre would have destroyed Ingram's composition by distracting the

viewers eye. As it stands, the picture has the perfect touch to finish

the composition and not disturb the viewer from the action. This is

just a sample of the artistic consciousness of Ingram. In GigaE R 10E

(=3

also used a lot of close ups to capbture fleeting but significant glances

thus adding to the expressive quality of the piecbures

The Conguering Power carried on the high guality of work which was

first shown in "The iour Horsemen" and helped build Ingram's reputation

as & leading artistic director of metion pictures.
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Turn to the Right (1921)

"fuarn to the

was adapted from

Winchell Smith and
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the best from his players. lie coped
1l

hands and the film was well received

New York on January 23rd 1922.
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5. THE PRISONER OF ZENDA
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of

Zenda

(1922)
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Trifling Woman (1922)

r]'\' BB L0 e l!r’ ] () o % . . Fot. -

The film "Trifling Woman" was noteble beczuse the actuzl author was
Rex Ingram himself . Ingram decided to return to his forimer profession
of scenarist for this picture but also coupled this with his directing

talent to create this piece.
1119 S-IA T e 41 - A v 2~y e 2 1 *a ]
i toryline, although improbable, made the film compulsive viewing.

As the New York Timea v+ 3 :
As the New York Times put it — “there is an evening of exciting

=]

entertainment in store for you at the Astorn

The framework of a story within a story is used, the main plot being
the tale of three men infatuated by & single woman. One of these men
is an aged Baron barely holding on te 1ifle. AROther is his high living
impetuous son and the third is a middle aged Italiszn Marquis. Jﬁll Q)i
the men are in Paris and competing for the attentions of the woman,
Zareda. The story tells of their conflict zsnd deaths. The old Baron

goes 1lrst by poison which he had intended should %ill the marouis

The three others die in g dungeon where the jjarcuis has dragred the
‘ DelehbhE JalBig \ragred e

o L A

young man and Zareda.
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type ol role, thus widening tlie actor's range. llovarro proved his
ability and once again acted with Lewis Stone w 0 played the old Baron
L e ) d B S | 44

and Barbara La Marr as Zareda. By includinge a nunber of exeellent
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Nevpest in his film Tngram schiieved the ubmmet = s ;
types 1 his film Ingram achieved the utmost from hls material and

content of the

pictures - "They hold your attention and as picees DY ol
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WHERE THE PAVEMENT ENDS
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Where the Pavement Jinds (1923%)

“The Passion Vine", a story by John Russell was translated on to

f3¥m by Rex Ingram and released as "Where the Pavement Enda".

The story told of Miss Hatilda, a missionary's dasughter, on a desert
islend who, neglected by her father, Pastor Spencer, seeks companion-
ship elsewhere. Her father is driven by greed and is willing te give
up his own daughter to Captain Hull Gregson, a drunken trader played
ueNeheNhilt by Harry T. Horey. = But Matilda is in love wiGh Mot atirhs

8 handsome young chieftain of the island and they meet near the passion
vine, Gregson spies on them and plans to have Matilda for himself.

In order to ingratiszte himself with the Phstor hie says that he'll sell
no more alcohol to the islanders. The Pastor is tzken in and promises
Hatilda to the Captain. Matilda is horrified and she snd Motauri ellepe
by way of the passion vine down a waterfall, but tiie boat they expect
vo find at the bottom is not there. Gregson has foiled their plan snd
when Hotauri returns to the village to zet a boat so as to escape he

is captured. Matilds makes her way back through a tremendous hurricane
and collapses at the Captain's shack. Motauri and the Captain have a
fight in which Gregson is killed. Natilda tells the native that i ho
cannot msrry him, he leaves hilg weulth with her and comuits suicide

by diving off a ravine.

Matilda's Father comes to his senses and decides that they should
return Gol England,

1The Screen! commented - "This is a picture without hokum, without the

lovers embracing in the last scene'. Lut could the sudiences teak

m

15}

e
film without a happy ending? Obviously not, as the exhibitors Ffound
i

out. The moviegoers so resented the cruclty of their new screen idols

fate that Ingrem had to shoot an alternative endir
In the new ending Novarro turns out to be a well sun-tanned Caucasian
and so he can marry Matilda! Such is the influence which the audiences

had on moviemsking in these silent days.



In 1923 Rex Ingram suffered a great personal and professional
setback. Ile was originally expected to be the director of the forth-
coming production Ben Hur, a lavish and large-scale project.

June Mathis was working on the preparations for filming and was given

the job of choosing the director and leading man.

Ingram was so eazer to direct a film on the subject that his Metro
contract included a clause concerning it. He would direct Ben Hur,
even if the film was acquired by any other company, he would still be

given permission to work on it.

John Seitz recalls - "While we were malking Where the Pavement Ends,

Rex received word that Ben Hur was going to be made without him. This
made for a sudden change in his personality. Everything had been going
so well and he was having his way in aliost everything. This cseme as

a sreat shock to him".

Ingram's star, Ramon Novarro, also szaid he was upset. U"Marcus lLoew

homself had promised him the picture. His reaction, when he lost it,
was a hundred per cent Irish - and you know what I mesn®.

ol
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Scaramouche (1923%)

T f. r-.hlf‘ e ) s e 2 iy £y .
ingram®s next production was his second most successful f£ilm -

5

iScaramouche" from thne novel by Rafaecl Sabati

fia Sababini,  Hel spent sevien

months producing it and all the hard work did not 20 Vsl

was enthusiastically received by the audience of the 44th St. Theatre

where it opened on October, 11th 1923,

The story was set against the background of the French Revolution,
Ramen Novarro giving a fine performance in the lr. X role of
Scaramouche and as the terror of the aristocrats, the fencing master.
pificeilierry was beautiful in the role of Aline de Kerkedion with
sumptuous costumes and wigs. Lewls Stone gave one of the best
performences of his carcer as the lazy and frivolous middle-aged

Sl a

pepinjay in laces and satins, ready to kiss or kill at a moments notice.

i

The cast list is long and all the actors proved to be mood

- = Ty PR £ —
2. They included George Siegmonn as

parts under Ingram's direction
Georges Jacques Danton, the long haired and pock marked orator an
deader, Willard Lee Hall as &

thie drunken Kings lieutenant, who executes

his role with great finesse. Ingram directed his actors with restrsint
and spared no efiort to achieve
full of detail and the interiors

palatial surroundings or clay hovels ontributed immensely to the

Bt st ; N e i o i e i = 3 -
atmosphere. Lighting was also an ctorr in this respeect and

The preduction wes full of contrasts which emphasised the gulf between
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the rich and poor of that day e.g. - the film shows crippled, staeving
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less people begging Few bread in the streets . Ehecn Sithe

itely dressed Marguls de la Tour dlfzyr, afl ariisitocrat,  COMESHOME
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Ineram also employed special effects in this film, one such showing

four lighted candles burning down to the h:

ra g final touch to the production, at the end, a young artillery

officer is brought into the story, he turns out to be Napoleon Bonaparte

23




This production turned out to be a great credit to Ingram and his
team as it combined, as "The Screen' gaid - "lr. Ingram's deft
artistic touch and most competent cast" with a marvellous story

resulting in an exceptional and engrossing film.
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The Arsb (1924)

At this time the film industry was constantly being interfered with

by business interests. The stars whose reputations and fame were
growing sought control and asctors like Chaplin, Mary Pickford and
Douglas Fairbanks formed their own companies.

D. W. Griffith realised that the era of. the producer/director was
over, as he said to Ingram at the time - "We're building on sand Rex,
Just building on sand",

Ingram knew that Griffith was right and thet to survive he must
leave Hollywood.

fle decided to go to lorth Africa, a pPlece which had fascinated him
since childhood. The production to be made there was called "The Arab!

adapted from Edward Selwyn's play.
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