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University of California Press, 1994), 9–58; Abel, French Cinema: The First 
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cinemas to sound, while Great Britain had converted 65 percent of 4,200. In 
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23	 For the movement of J’étais une espionne through Paris, see La Semaine à Paris, 
November 17, 1933, 33; December 15, 1933, 43; January 5, 1934, 39; January 28, 
1934, 36; February 16, 1934, 37; and April 10, 1934, 38.
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1907–1957 (Paris: cnrs Éditions, 2006), discusses the dominance, by 1950, 
of Hollywood through the example of the Paramount studio, which that year 
distributed at least one hundred films in France. See page 194.
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La Distribution cinématographique, 98–104.
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34	 For historical information about the Gaumont-Palace, see Wikipédia en français, 
s.v. “Gaumont-Palace,” accessed September 24, 2016, https://fr​.wikipedia​.org​/wiki​
/Gaumont​-Palace; and also Xavier Delamare, “Gaumont Palace,” Cinema Trea
sures, accessed September 24, 2016, http://cinematreasures​.org​/theaters​/6787.
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1	 “Voici les films qui passent à Paris,” Pour Vous, October 12, 1933, 15.
2	 For a discussion of the development of the Champs-Élysées in the 1920s as 

a location for shopping and going to the movies, see Meusy, Écrans français, 
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were various injunctions passed in France against double bills and early morning 
screenings in the 1930s, but none was ever implemented.
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5	 Pour Vous, October 12, 1933, 15; October 5, 1933, 15.
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“Lettre à M. Charlie Chaplin,” Pour Vous, March 26, 1931, 2; “L’accueil de Paris 
à Charlie Chaplin,” Pour Vous, March 26, 1931, 3; and for information about the 
opening at Théâtre Marigny, see Pour Vous, April 9, 1931, 15.

14	 Benissier, “Du monde entier . . . ,” Pour Vous, March 5, 1931, 11.
15	 For a discussion of German screenings of All Quiet on the Western Front, and the 

subsequent banning of the film in Germany, see Thomas Doherty, Hollywood 
and Hitler, 1933–1939 (New York: Columbia University Press, 2013), 1–10.

16	 For All Quiet on the Western Front in Germany, see Guido Enderis, “Nazis Renew 
Fight on Remarque Film,” New York Times, December 10, 1931, 10. For À l’Ouest 
rien de nouveau in Paris, see, for example, La Semaine à Paris, February 6, 1931, 59.

17	 For La Fin du monde and L’Énigmatique Mr. Parkes, see La Semaine à Paris, 
February 6, 1931, 68; for No, No, Nanette, see page 61; for Le Chant de bandit, see 
page 67; for The Love Parade, see La Semaine à Paris, July 4, 1930, 23.

18	 Raymond Villette, “Jeunes Filles en uniforme,” Hebdo, July 2, 1932, 44.
19	 Villette, “Quatre dans le tempête,” Hebdo, July 2, 1932, 43.
20	 Villette, “Frankenstein,” Hebdo, July 2, 1932, 42.
21	 La Semaine à Paris, July 1, 1932, 30; November 4, 1932, 26.
22	 François Ribadeau Dumas, “Le Shanghai Express,” La Semaine à Paris, April 28, 

1932, 11.
23	 “Why Paris Goes to the Movies,” Literary Digest, March 9, 1929, 21–22.
24	 “Why Paris Goes to the Movies,” 21.
25	 “Paris Raps Our Movie Methods,” Literary Digest, April 11, 1931, 17.
26	 For an examination of Matthews’s career as well as his experiences reporting on 

Castro, see Anthony DePalma, The Man Who Invented Fidel: Castro, Cuba, and 
Herbert Matthews of the New York Times (New York: PublicAffairs, 2007).

27	 Douglas Gomery, one of the few film historians to discuss air-conditioning, 
writes that “Balaban & Katz’s Central Park Theatre, opened in 1917, was the first 
mechanically air cooled theatre in the world,” and then further examines the 
Balaban and Katz theatre chain’s efforts to bring the technology to other sites. 
See Gomery, Shared Pleasures: A History of Movie Presentation in the United 
States (Madison: University of Wisconsin Press, 1992), 53–54.

28	 Herbert L. Matthews, “The Screen in Paris,” New York Times, September 18, 
1932, X4.
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29	 Matthews, “The Screen in Paris,” X4.
30	 Matthews, “Paris Views New Films and Theatres,” New York Times, January 15, 

1933, X4.
31	 Matthews, “Paris Views New Films and Theatres,” X4.
32	 Matthews, “A Glimpse at the Cinema of Paris,” New York Times, April 2, 1933, X4.
33	 Jacques Chabannes, “Les Nouveaux films,” La Semaine à Paris, December 16, 

1932, 25.
34	 La Semaine à Paris, January 29, 1937, 23.
35	 Matthews wrote about the Marignan in “The Cinema in Paris,” New York 

Times, June 11, 1933, X2. The Marignan was “less pretentious than the Rex, but 
its simplicity and comfort make it quite as attractive.” The Gaumont-Palace, in 
the eighteenth arrondissement, was even larger than the Rex, with around six 
thousand seats.

36	 “More Theatres in Paris,” New York Times, April 23, 1933, E3. This report also 
noted increases in Parisian theatrical venues, from 509 in 1930, to 641 in 1932. 
In addition, 1932 “saw 12 street fairs in Paris, and 156 in the suburbs,” while “ten 
gambling halls opened,” and the city hosted “two hundred and thirty-seven open 
air concerts.”

37	 For a discussion of the French preference for French films, see, for example, 
Matthews, “Paris Screen Notes,” New York Times, May 1, 1932, X4.

38	 Matthews, “The Cinema in Paris: To Dub or Not to Dub Films—Successful 
Original American Pictures,” New York Times, June 4, 1933, X2.

39	 La Semaine à Paris, May 5, 1933, 37.
40	 La Semaine à Paris, May 26, 1933, 46.
41	 Pour Vous, September 8, 1933, 15.
42	 My listings from Pour Vous begin on June 9, 1933, when L’Ange bleu was already 

playing at the Corso-Opèra. Pour Vous, June 9, 1933, 15. On November 24, 1933, 
the film finally was replaced by Jeunes Filles en uniforme, the famous Leontine 
Sagan film that also enjoyed a long run at the Corso. Pour Vous, November 23, 
1933, 15.

43	 In the second arrondissement, the Cinéphone and the Cinéac showed only 
newsreels, with the latter presenting only those made by Fox, the American film 
company. In the ninth, the newsreel cinemas were the Ciné-Actualités and the 
Ciné-Paris-Midi. The Pathé-Journal showed Pathé newsreels in the tenth, and 
the Ciné-Paris-Soir, associated with the newspaper Paris-Soir, showed newsreels 
in the eleventh.

44	 The Italian-French coproduction was Je vous aimerai toujours (1933), directed 
by Mario Camerini, and starring French actors Lisette Lanvin and Alexander 
D’Arcy. The Spanish-French film was Pax (1932), directed by Francisco Elias, 
with Gina Manès and Camille Bert. The French-Belgian film was Le Mariage de 
Mlle Beulemans (1932). It is also possible that, for instance, the Italian-French 
coproduction was an Italian film made in multiple languages.

45	 Films made by American, German, and British corporations, produced in 
French and often in France, were relatively common during the early 1930s. For 

Downloaded from http://read.dukeupress.edu/books/chapter-pdf/791387/9781478007531-009.pdf
by guest
on 11 May 2021



163N O T E S  T O  C h apter       1

example, mgm made its French films in Hollywood, while Paramount made 
French films at the Joinville studio outside Paris. German companies, which, 
after the US film firms, produced the most French films, made them at the 
Neubabelsburg studio near Berlin and at the Epinay studio in France. During 
this period, René Clair, Julien Duvivier, and Jacques Feyder all made films for 
German concerns. See Crisp, Classic French Cinema, 24.

46	 For information about exhibition strategies and practices in the United States 
during the period, see Tino Balio, Grand Design: Hollywood as a Modern 
Business Enterprise, 1930–1939 (Berkeley: University of California Press, 1995), 
and especially chapter 4, “Feeding the Maw of Exhibition,” 73–107.

47	 The two cinemas in the ninth arrondissement showing La Maternelle were the 
Ciné Vol-Opéra and the Agriculteurs. Pour Vous, September 7, 1933, 15; and 
September 21, 1933, 15.

48	 Lucien Wahl wrote the review of King Kong for Pour Vous, in “Les films 
nouveaux,” September 14, 1933, 6.

49	 For play dates for Théodore et Cie, see Pour Vous, June 8, 1933, 15; and August 31, 
1933, 15.

50	 “Sur les écrans d’Alger,” L’Echo d’Alger, January 18, 1934, 4; “Au Régent Cinéma,” 
Oran-Sports, February 9, 1934, 4.

51	 “Tout clair d’optimisme Toto amusera,” Le Petit Parisien, September 8, 1933, 6.
52	 A very partial list of these problems would include the French film industry’s 

inability to exploit fully the foreign market during the early sound era; egregious 
government taxes on the motion picture industry; and the inability of film 
firms to stay in business (in 1933, fifty-eight film production companies faced 
bankruptcy, and by 1935 both Pathé and Gaumont had collapsed). Colin Crisp 
has written the most extensive history of the magnitude of the problems facing 
the French film industry at this time. In The Classic French Cinema, see page 19 
for details about France’s conversion to sound as well as the country’s foreign 
markets; for the effect of tax issues on the industry, see pages 17–18; see page 21 
for information about firms going into bankruptcy, and page 31 for the collapse 
of Gaumont and Pathé. Crisp discusses the problem of postmidnight screenings 
on page 17. Other histories of French national cinema also discuss the industry’s 
chronic problems. In Alan Williams’s Republic of Images: A History of French 
Filmmaking (Cambridge, MA: Harvard University Press, 1992), see chapter 3, 
“The Golden Age of Sound Cinema,” 157–212. For a more measured view of the 
industry’s problems during the 1930s, see Yann Darré, Histoire sociale du cinéma 
français (Paris: Éditions La Découverte, 2000), 49–58.

53	 In France and the United States, there has been only sporadic historical 
interest in charting the film cultures of France’s colonies. See, for example, 
Roger Aubry, “Le Cinéma au Cameroun,” African Arts 2, no. 3 (spring 
1969): 66–69; Peter Bloom, French Colonial Documentary: Mythologies of 
Humanitarianism (Minneapolis: University of Minnesota Press, 2008); and 
Harold Salemson, “A Film at War,” Hollywood Quarterly 1, no. 4 ( July 1946): 
416–19 (about Tunisia).
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54	 All of these examples come from one issue: “Sur les écrans des quatre coins de la 
France,” Pour Vous, July 7, 1932, 14.

55	 Leo Charney and Vanessa Schwartz, “Introduction,” in Cinema and the 
Invention of Modern Life, ed. Leo Charney and Vanessa Schwartz (Berkeley: 
University of California Press, 1996), 3.

Chapter 2: The Ciné-Clubs

1	 André de Fouquières, “La Semaine à Paris: Annoncée et commentée par André 
de Fouquières,” La Semaine à Paris, April 12, 1935, 6–7.

2	 Abel, French Cinema; Dudley Andrew, “Cinematic Politics in Postwar France: 
Bazin Before Cahiers,” Cinéaste 12, no. 1 (1982): 12–16.

3	 See, for instance, Darré, Histoire sociale du cinéma français, 61.
4	 Paul Léglise, Histoire de la politique du cinéma français: Le cinéma et la IIIe 

république (R. Pichon et R. Durand-Auzias: Paris, 1970), 234.
5	 Geneviève Guillaume-Grimau discusses the founding of the Cinémathèque but 

not the club that came before it. See Guillaume-Grimaud, Le Cinéma du Front 
Populaire (L’Herminier: Paris, 1986), 32.

6	 The materials from the Bibliothèque nationale de France can be found in its 
digital library, Gallica, at http://gallica​.bnf​.fr​/​?lang​=EN.

7	 For examples of screenings at these locations, see La Semaine à Paris, March 29, 
1935, 32; and April 12, 1935, 34.

8	 Annuaire général des lettres (Paris: Annuaire general des lettres, 1933), 466. After 
the war, as well, while the ciné-club movement remained centered in Paris, there 
were clubs throughout France. See, for example, Suzanne Frère, “Les Loisirs à 
Auxerre,” Cahiers internationaux de sociologie 7 (1949): 101–8.

9	 For a discussion of the economic upheaval of the period, see Crisp, Classic 
French Cinema, 1–42.

10	 For a discussion of the Congrès des ciné-clubs, see “Le Congrès des ciné-clubs,” 
Cinéa-Ciné, December 1, 1929, 25–28.

11	 For the founding of La Tribune Libre du Cinéma, see Abel, French Cinema, 251–57. 
For the Tribune radio program, see “Les Propos d’Antonio,” Le Figaro, May 24, 
1939, 4B. Bessy was known as a screenwriter, novelist, actor, and journalist.

12	 For information about the club Des Amis de Pour Vous, see, for instance, 
Pour Vous, May 22, 1940, 15; the film that Friday would be a sneak preview of 
Christian-Jacque’s L’Enfer des anges (1941).

13	 “Cinémas,” Le Temps, June 4, 1940, 2.
14	 “Une soirée en l’honneur de Jean Grémillon à La Tribune Libre du Cinéma,” 

La semaine à Paris, December 26, 1930, 64–5. Grémillon became a ciné-club 
favorite after the war, when he appealed especially to secular cinéphiles, while 
at the same time Catholic enthusiasts championed the work of Robert Bresson. 
See Roxane Hamery, “Les Ciné-clubs dans la tourmente: La querelle du non-
commercial (1948–1955),” Vingtième siècle, revue d’histoire 115 (2012): 76.

15	 “Les ‘Clubs’ de cinéma,” Le Temps, January 18, 1936, 5; Le Temps, February 17, 
1938, 5; “Cinémas,” Le Temps, March 9, 1940, 5.
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16	 La Semaine à Paris, October 11, 1935, 35; La Semaine à Paris, January 1, 1937, 7; 
“Un vrai festival René Clair,” Le Temps, March 18, 1937, 5.

17	 For a sense of the excitement in the French film press when a new Clair film 
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