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(London: BFI, 1999). See Judith Thissen, “Jewish Immigrant Audiences in New
York City, 1905-14,” 15-28; Leslie Midkiff DeBauche, “Reminiscences of the
Past, Conditions of the Present: At the Movies in Milwaukee in 1918, 129—39;
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Shows in the 1930s,” 164—79.
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Evidence: London and Amsterdam in the Mid-1930s,” in Audiences: Defining
and Researching Screen Entertainment Reception, ed. Ian Christie (Amsterdam:
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Le Mouvement social 184 (July—September 1998): 75—98.

9  Foradiscussion of new approaches to national cinema, see my essay “American
Madness,” in America First: Naming the Nation in US Film, ed. Mandy Merck
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and particularly in terms of internationalizing our notion of the term, see
Andrew Higson, Waving the Flag: Constructing a National Cinema in Britain
(Oxford: Oxford University Press, 1995); and Ruth Vasey, The World according ro
Hollywood, 1918-1939 (Madison: University of Wisconsin Press, 1997).

10 Michel de Certeau, The Practice of Everyday Life, trans. Steven Rendall
(Berkeley: University of California Press, 1984). See in particular chapter 7,
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11 Walter Benjamin, The Arcades Project, trans. Kevin McLaughlin (Cambridge,
MA: Harvard University Press, 2002); Theodore Reff;, “Manet and the Paris of
Haussmann and Baudelaire,” in Visions of the Modern City: Essays in History,
Art, and Literature, ed. William Sharpe and Leonard Wallock (Baltimore: Johns
Hopkins University Press, 1987), 135—67; Deborah Epstein Nord, “The City as
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12 Jean-Michel Renaitour, ed., Oz va le cinéma fran¢ais? (Paris: Editions
Baudinitre, 1937), 99. For information about sound technology in various
European exhibition industries, see “Le Nombre des cinémas en Europe et la
proportion des salles sonorisées,” Livre dor du cinéma frangais, January 1931.
Germany at the time had converted 27 percent of its just over five thousand
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cinemas to sound, while Great Britain had converted 65 percent of 4,200. In
France, which had the same number of cinemas as the UK, the conversion rate
was just 14 percent.

“Les Présentations,” Le Figaro, October 25, 1931, 8.

Chatles O’Brien, in Cinema’s Conversion to Sound: Technology and Film Style

in France and the U.S. (Bloomington: Indiana University Press, 2005s), discusses
the “sound” categories of films in France at this time. Besides the film parlant,
there was also the fi/m sonore, that is, the film that “had been shot silent and then
supplemented with a separately recorded soundtrack.” See pages 68-69.

Le Figaro, October 31, 1931, 9. The advertisement referred to Capra’s film as the
“grand film Américain parlant franqais.”

For a discussion of film journalism in France between the late teens and early
1930s, see Colin Crisp, The Classic French Cinema, 1930-1960 (Bloomington:
Indiana University Press, 1997), 216—22. Crisp discusses the founding of Pour
Vous, and Bailby’s interest in cinema, on page 220. Abel, French Cinema, »45-50,
also examines film journalism from about the same period.

Pour Vous, January 22, 1931, 15.

La Semaine a Paris, January 16, 1931, 2.

Pour Vous, January 22, 1931, 15. For news of A I'Ouest rien de nouveau, see,

for instance, Morienval, “Toutes les horreurs de la guerre dans Quatre de
Uinfanterie} La Semaine a Paris, December 19, 1930, 60-61.

For news of the radio show in Nantes featuring music from Moz coeur incognito,
see, for example, issues of L 'Ouest-Eclair, from February 24, 1931, 10; March 10,
1931, 14; and March 14, 1931, 9. For the film’s play dates in Nantes, see L'Onest-
Eclair, September 8, 1931, 5.

For Les Quatre Plumes blanches in Paris, see La Semaine 4 Paris, May 9, 1930, 76. For
the film in Marseille, see “Aux quatre coins de la France,” Pour Vous, July 17, 1930, 15.
Henri Hugault, “Au Moulin-Rouge: Le public manifeste contre la projection
d’un film sonore américain,” Le Figaro, December 9, 1929, 3.

For the movement of J¢tais une espionne through Paris, see La Semaine 4 Paris,
November 17, 1933, 33; December 15, 1933, 43; January s, 1934, 39; January 28,
1934, 36; February 16, 1934, 37; and April 10, 193 4, 38.

La Revue de [¢cran, May 11,1934, 7.

Francois Gargon, in his book La Distribution cinématographique en France
1907-1957 (Paris: CNRs Editions, 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.

Crisp uses the term in the title of his book, 7he Classic French Cinema. See also
the conclusion, “The Classic French Cinema and the New Wave,” 415—22..
Frédéric Hervé, “Encombrante censure: La place de la Commission de controle des
films dans l'organigramme de la politique du cinéma (1959-1969);” in Le Cinéma:
Une affaire détat 1945-1970, ed. Dimitri Vezyroglou (Paris: Comité dhistoire du
ministére de la Culture et de la Communication, 2014), 123-32.

Gargon, La Distribution cz'némﬂtogmphique, 124-25.
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30 SNEG, Etude du comportement des spectateurs du Gaumont (Paris: Societé
nouvelle des établissements Gaumont, 1948).

31 Renaitour, Oz va le cinéma frangais?; Claude Degand, Etude de marché du
cinéma frangais (Paris: Centre national de la cinématogoraphie, 1954.).

32 For a more extensive discussion of cinema chains in Paris, see Gargon,

La Distribution cinématographique, 98—104.

33 Admission prices are very difficult to determine from the available sources.
See, for example, La Semaine 4 Paris, March 31, 1931, and the listing and
advertisement for the Rex cinema on pages 39 and 41.

34 For historical information about the Gaumont-Palace, see Wikipédia en frangais,
s.v. “Gaumont-Palace;” accessed September 2.4, 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.

35 “L’Equipemcnt et loutillage; Une date dans les annals du spectacle;

La réouverture du Gaumont-Palace,” Les Spectacles, July 24, 1931, 4.

36 “Supplément du #81) L¥écran frangais, January 15—21, 1947, 4.

37 Lorenz Jiger, Adorno: A Political Biography (New Haven, CT: Yale University
Press, 2004), 62.

38 Le Petit Parisien, March 27,1938, 7.

39 Paris-Soir, March 17, 1938, 13.

40 Asjust one example among many, the daily newspaper Le Petit Parisien gave
L’Impossible Monsieur Bébé a featured review. See André Le Bret, “Cinéma,”
March 21,1938, 8.

41 “Autour d’Alger)” L’Echo dAlger, June 20, 1939, 4

42 “Aujourd’hui, L’Ouest-Eclair, June 13, 1940, 3.

Chapter 1: The Cinemas and the Films

1 “Voici les films qui passent & Paris,” Pour Vous, October 12, 1933, 15.

2 Foradiscussion of the development of the Champs-Elysées in the 19205 as
a location for shopping and going to the movies, see Meusy, Ecrans frangais,
vol 2: 120.

3 In1931 the population of the cighteenth arrondissement was around 290,000,
while the first arrondissement had only 42,000 inhabitants. The fifth, sixth,
and ninth had 118,000, 100,000, and 103,000, respectively. See Wendell Cox
Consultancy, “Paris Arrondissements: Post 1860 Population and Population
Density,” Demographia, last modified March 24, 2001, htep://www
.demographia.com/db-paris-arr1999. hem.

4 Foradiscussion of the development of multiple film programs in France, sce
Crisp, Classic French Cinema, 15—17. Just as in the United States, these programs
were not uncontroversial. Many film distributors and producers argued against
them and also argued against film screenings that began after midnight. There
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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Pour Vous, October 12, 1933, 15; October s, 1933, 15.

Pour Vous, October 12, 1933, 15; October 19, 1933, 15.

“Paris Hideaway Coins Money with Silents,” Variety, June 7, 1932, 11.

Le Chanteur de jazz opened in Paris in January 1929 at the Aubert-Palace on the
boulevard des Italiens. See La Semaine a Paris, January 25, 1929, 8.

Pour Vous, January 8, 1931, 155 April 9, 1931, 15; November s, 1931, 15.

Pour Vous, April 9, 1931, 15.

Pour Vous, April 9, 1931, 15.

For a history of the building, see the website of the Bellevilloise at htep://www
Jabellevilloise.com/.

For details of the opening of Chaplin’s film in Paris, see Lucette Benissier,
“Lettre 8 M. Charlie Chaplin,” Pour Vous, March 26, 1931, 2; “L'accueil de Paris

a Charlie Chaplin,” Pour Vous, March 26, 1931, 3; and for information about the
opening at Théatre Marigny, see Pour Vous, April 9, 1931, IS.

Benissier, “Du monde entier . . ., Pour Vous, March s, 1931, 11.

For a discussion of German screenings of Al Quiet on the Western Front, and the
subsequent banning of the film in Germany, see Thomas Doherty, Hollywood
and Hitler, 19331939 (New York: Columbia University Press, 2013), 1~10.

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 A ['Ouest
rien de nouveau in Paris, see, for example, La Semaine 4 Paris, February 6, 1931, 59.
For La Fin du monde and L’Emgmﬂtz'que My, Parkes, see La Semaine a Payis,
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 a Paris, July 4, 1930, 23.

Raymond Villette, “Jeunes Filles en uniforme Hebdo, July 2, 1932, 44.

Villette, “Quatre dans le tempéte] Hebdo, July 2, 1932, 43.

Villette, “Frankenstein,” Hebdo, July 2, 1932, 42.

La Semaine 4 Paris, July 1, 1932, 30; November 4, 1932, 26.

Francois Ribadeau Dumas, “Le Shanghai Express] La Semaine a Paris, April 28,
1932, IL

“Why Paris Goes to the Movies,” Literary Digest, March 9, 1929, 21-22.

“Why Paris Goes to the Movies,” 21.

“Paris Raps Our Movie Methods,” Literary Digest, April 11, 1931, 17.

For an examination of Matthews’s career as well as his experiences reporting on
Castro, see Anthony DePalma, 7he Man Who Invented Fidel: Castro, Cuba, and
Herbert Matthews of the New York Times (New York: PublicAffairs, 2007).
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.
Sce Gomery, Shared Pleasures: A History of Movie Presentation in the United
States (Madison: University of Wisconsin Press, 1992), 53—54.

Herbert L. Matthews, “The Screen in Paris,” New York Times, September 18,
1932, X 4.
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Matthews, “The Screen in Paris,” X4.

Matthews, “Paris Views New Films and Theatres,” New York Times, January 1s,
1933, X4.

Matthews, “Paris Views New Films and Theatres,” X 4.

Matthews, “A Glimpse at the Cinema of Paris,” New York Times, April 2, 1933, X4.
Jacques Chabannes, “Les Nouveaux films,” La Semaine 4 Paris, December 16,
1932, 25.

La Semaine a Paris, January 29, 1937, 23.

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 cighteenth arrondissement, was even larger than the Rex, with around six
thousand seats.

“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.”

For a discussion of the French preference for French films, see, for example,
Matthews, “Paris Screen Notes,” New York Times, May 1, 1932, X 4.

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

La Semaine a Paris, May s, 1933, 37.

La Semaine a Paris, May 26, 1933, 46.

Pour Vous, September 8, 1933, 15.

My listings from Pour Vous begin on June 9, 1933, when L’Ange blen was already
playing at the Corso-Opéra. 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.

In the second arrondissement, the Cinéphone and the Cinéac showed only
newsteels, 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.

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 Manes 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.

Films made by American, German, and British corporations, produced in
French and often in France, were relatively common during the early 1930s. For
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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, 2.4.

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.

The two cinemas in the ninth arrondissement showing La Maternelle were the
Ciné Vol-Opéra and the Agriculteurs. Pour Vous, September 7, 1933, 155 and
September 21, 1933, 15.

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

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

“Sur les écrans dAlger, L’Echo dAlger, January 18, 1934, 45 “Au Régent Cinéma,”
Oran-Sports, February 9, 1934, 4.

“Tout clair doptimisme Zoto amusera,” Le Petit Parisien, September 8, 1933, 6.
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-cight 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 Zhe 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 Darté, Histoire sociale du cinéma
frangais (Paris: Editions La Découverte, 2000), 49—58.

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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France,” Pour Vous, July 7, 1932, 14.

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

André de Fouquicres, “La Semaine & Paris: Annoncée et commentée par André
de Fouquitres,” La Semaine 4 Paris, April 12, 1935, 6-7.

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

Sce, for instance, Darré, Histoire sociale du cinéma frangais, 61.

Paul Léglise, Histoire de la politique du cinéma francais: Le cinéma et la Ille
république (R. Pichon et R. Durand-Auzias: Paris, 1970), 234.

Genevi¢ve Guillaume-Grimau discusses the founding of the Cinématheque but
not the club that came before it. See Guillaume-Grimaud, Le Cinéma du Front
Populaire (UHerminier: Paris, 1986), 32.

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

For examples of screenings at these locations, see La Semaine 4 Paris, March 29,
1935, 32; and April 12, 1935, 34.

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 Frere, “Les Loisirs &
Auxerre,” Cahiers internationaux de sociologie 7 (1949): 101-8.

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

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

For the founding of La Tribune Libre du Cinéma, see Abel, French Cinema, 251-57.
For the Zribune radio program, sce “Les Propos dAntonio,” Le Figaro, May 2.4,
1939, 4B. Bessy was known as a screenwriter, novelist, actor, and journalist.

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).

“Cinémas,” Le Temps, June 4, 1940, 2.

“Une soirée en '’honneur de Jean Grémillon & La Tribune Libre du Cinéma,”
La semaine 4 Paris, December 26, 1930, 64—s5. 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),” Vingtiéme siécle, revue d 'histoire 115 (2012): 76.

“Les ‘Clubs’ de cinéma,” Le Temps, January 18, 1936, s; Le Temps, February 17,
1938, 5; “Cinémas,” Le Temps, March 9, 1940, 5.
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16 La Semaine a Paris, October 11, 1935, 35; La Semaine 4 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
appeared, see the constant coverage in Pour Vous of the Paris opening of Le
Million: January 8, 1931, 14; February 12, 1931, 2; March 26, 1931, 8—9; April 9,
1931, 2; April 23, 1931, 12.

18 La Semaine a Paris, May 22,1936, 38—9.

19 La Semaine a Paris, May 22, 1936, 39.

20 “Les ‘Clubs’ de cinéma,” s.

21 Le Temps, December 21, 1938, 5, for Mélies and Zecca; January 11, 1939, 5 for Le
Golem and La Charotte fantéme; and January 18, 1939, s for Metropolis.

22 “Paris Hideaway Coins Money with Silents,” Variety, June 7, 1932, 11.

23 For the program of British documentaries, see “Petits Nouvelles, Le Temps,
February 17, 1940, s; for the German and Russian films, see “Cinémas,” Le
Temps, March 1, 1940, 3; for the program on “films fantastiques,” see “Le cinéma,”
Le Temps, April 3, 1940 3; the Marey-to-Renoir series is mentioned in “Cinémas;
Le Temps, April 16, 1940, 3; and for the conference on the erotic in cinema see “Pe-
tites nouvelles,” Le Temps, May s, 1938, 6.

24 La Semaine a Paris, May 22, 1936, 40.

25 “Le Probleme du film en couleur) L’Humanité, April 9, 1927, 4.

26 “Les films a voir: Jvan le Terrible et La Grande Parade] L'Humanité, April 9,
1927, 4.

27 “Ciné-Informations, L'Humanité, February s, 1935, 6.

28 “Petites nouvelles,” Le Temps, February 17,1938, s.

29 La Semaine a Paris, May 22, 1936, 40.

30 La Semaine a Paris, March 31, 1933, 42, 49.

31 Darré, Histoire sociale du cinéma frangais, 61.

32 Léglise discusses the ciné-club legislation in Histoire de la politique du cinéma

Sfrangais, 22.4-s.

33 Fora discussion of Dulac’s significance to the ciné-club movement during the
19208, see Abel, French Cinema, 251—7.

34 “Avant-Garde et clubs,” Ciné Pour Tous, November 15, 1929, 27.

35 Raymond Villette, “Le cinéma au Conseil national des femmes francaises,”
Hebdo, February 13, 1932, 11. For a brief history of the Conseil national des
femmes francaises, see Wikipédia en francais, s.v. “Conseil national des femmes
franqaises,” accessed September 1, 2014, http://frwikipedia.org/wiki/Conseil
_national_des_femmes_francaises.

36 “LaFemme moderne,” Le Populaire, April s, 1931, 1.

37 La Semaine a Paris, October 10, 1930, 5I.

38 Derain’s article in Cinémonde is cited in Pierre Leprohon, “La Lecon de La
Foule? Cinéa, May 1, 1929, 10; Cinéa cites her opinion about Florey, March 1930,
6 (it is unclear where Derain’s essay about Florey first appeared).

39 Cinéa, November 1, 1927, 2.4.

40 Annuaire général des lettres, 459-63.
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“Lartiste Janie Mar¢ze (sic) tuée pres de Sainte-Maxime dans un accident
dauto,” Le Petit Parisien, August 16, 1931, 1.

“Cinémas,” Le Matin, November 24, 1936, 6; “Cinémas,” Journal des débats
politiques et litteraires, December 2, 1936, 4; February 2, 1937, 4; March 25,
1937, 4.

Emile Vuillermoz, “Le Cinéma: Les ‘clubs’ de cinéma,” Le Temps, January 18,
1936, 5.

For the screening of LAurore, see La Semaine a Paris, May 17, 1935, 29; for Clair,
see La Semaine a Paris, October 11, 1935, 35.

La Semaine 4 Paris, March 29, 1935, 32. For a discussion of Netter’s celebrity in
France at the time, see Joelle Neulander, Programming National Identity: The
Culture of Radio in 19305 France (Baton Rouge: Louisiana State University Press,
2009), 109—TIO.

La Semaine a Paris, April 12, 1935, 34. For Chaumont’s career, see Mary Lynn
Stewart, Dressing Modern Frenchwomen: Marketing Haute Couture, 1919-1939
(Baltimore: Johns Hopkins University Press, 2008), so.

Pour Vous, May 15, 19405 May 22, 1940; May 29, 1940, 15.

For both club locations, see Ciné-Mondial, January 21-28, 194 4, 2.

“sme séance de notre club,” Ciné-Mondial, January 7, 1944, 3.

“Notre club,” Ciné-Mondial, July 7-14, 1944, 1.

“Notre club,” Ciné-Mondial, July 7-14, 1944, 1.

Ciné-Mondial, March 31-April 7, 1944, 1.

“Notre club,” Ciné-Mondial, January 21-28, 194 4, 2.

“Gabriello au club;” Ciné-Mondial, May 26, 194 4, 2. In Death in the City of
Light: The Serial Killer of Nazi-Occupied Paris (New York: Crown Publishers,
2011), 181, David King writes of how “clectricity, gas, and many other services no
longer worked” toward the end of the Occupation. As carly as June 1943, Sartre’s
Les mouches opened during the afternoon rather than the evening, because of
mandated “clectricity cuts” (see page 61).

Vuillermoz, “Le Cinéma,” 5.

Chapter 3: Chevalier and Dietrich

Cinéa, no. 12, February 2, 1931.

Annuaire général des lettres, 1933-34, 463—6s.

For a discussion of Tedesco as an carly enthusiast of the film archive and film
history, see Christophe Gauthier and Laure Brost, “1927, Year One of the French
Film Heritage?” Film History 17, nos. 2/3 (2005): 289—306.

I am indebted here to a significant tradition of scholarship regarding the
phenomenon of French stardom, in movies as well as in other forms. See, for
example, Susan Hayward, Simone Signoret: The Star as Cultural Sign (London:
Continuum, 2004); Kelley Conway, Chanteuse in the City: The Realist Singer
in French Film (Berkeley: University of California Press, 2004); Ginette
Vincendeau, Stars and Stardom in French Cinema (London: Continuum,
2000); Jean-Michel Guiraud, “La Vie intellectuelle et artistique & Marseille au
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(January 1979): 63—90; Gerry Harris, “Regarding History: Some Narratives
Concerning the Café-Concert, Le Music Hall, and the Feminist Academic,”
TDR 40, no. 4 (winter 1996): 70—-84.

Mon Film, July 11, 1930, 9. Chevalier won in a landslide, with more than thirteen
thousand votes, while Jean Dehelly, in second, received slightly more than two
thousand.

Les Spectacles dAlger, December 30, 1931, 2.

Cinéa, April 1930, 14—24.

Cinéa, April 1930; in this issue, see Jean Tedesco, “Vers un théatre mecanique,”
2; Paul Ramain, “Réflexions sur un film mal compris: Un chien andalon de Luis
Bunuel” 6-7; Pierre Mac Orlan, “A propos de La Petite Marchande dallumettes]
37; Henri Baranger, “Opinions de cinéastes: Valery Inkischinoff)” 35.
Jean-Michel Frodon and Dina Iordanova, eds., Cinemas of Paris (Edgecliffe,
Scotland: St. Andrews Film Studies, 2016), 246—49.

La Semaine a Paris, December 12, 1930, 67.

For the movement from Whoopee to Cocoanuts to Reaching for the Moon, see
issues of Pour Vous from 1931: March s, 1931, 15; May 21, 1931, 15; June 11, 1931, 155
August 6, 1931, 1s.

La Semaine a Paris, February 2,1932, 10.

“Bruits de studios,” Paris-Soir, December 27, 1931, 5.

“Voici les films qui passent a Paris,” Pour Vous, October 12, 1933, 15.

J. M., “Le Cinéma ‘les Miracles inauguré avec Hallelujah, La Semaine a4 Paris,
December 26, 1930, 61-62.

For attitudes toward 4 /’Ouest rien de nouvean, see the film review in Les
Spectacles dAlger and also “Chronique d’Argus et de Judex,” December 9, 1931,

2, 4. For reports about Sous les toits de Paris and its global importance, see Pour
Vous, January 8, 1931, 8; and February 19, 1931, 10.

Chatles de Saint-Cyr, “Vingt chose & propos de LAnge blen, le trés grand succes
des Ursulines,” La Semaine 4 Paris, December 26, 1930, 62—6 4.

“Dans les maisons de production,” Les spectacles, June 3, 1931, 4.

M. P, “L’Ange blew) Les Spectacles dAlger, June 17, 1931, 3.

Patrice Petro, “The Blue Angel in Multiple-Language Versions: The Inner Thighs
of Miss Dietrich,” in Dietrich Icon, ed. Gerd Gemiinden and Mary R. Desjardins
(Durham, NC: Duke University Press, 2007), 159n1.

“La Chanson de Paris] Les Spectacles dAlger, January 28, 1930, 11.

“Régent Cinéma,” Les Spectacles dAlger, January 21, 1930, 9.

“Splendid Select Cinéma,” Les Spectacles dAlger, February 4, 1930, 12-13.

“Le Chanteur de jazz; Les Spectacles dAlger, February 25, 1930, 7.

Paul Bachellion, “Les tendances actuelles du cinéma,” Cinéa, April 1931, 3.

Aline Bourgoin, “Qui préférez-vous: Greta Garbo ou Marlene Dietrich,” Pour
Vous, February s, 1931, 11.

Aline Bourgoin, “Résultats d'une petite enquéte: Greta Garbo? Ou Marléne
Dietrich?” Pour Vous, February 19, 1931, 7.
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28 For Grand Hotel in Hanoi, see “Prochainement au Chanatecler,” Chantecler
Revue, May 12, 1934, 2, which seems to be the newsletter for a major cinema in
the city.

29 La Semaine a Paris, March 31, 1933, 49.

30 Philie, “Splendid Cinéma: La Belle Ténébreuse] Les Spectacles d’Alger, June 2.4,
1931, 2.

31 Philie, “Splendid Cinéma: La Belle Ténébreuse] Les Spectacles d’Alger, June 2.4,
1931, 2.

32 René Lehmann, “Anna Christie] Pour Vous, March 19, 1931, 9.

33 “Clest un film Paramount,” Les Spectacles, January 23, 1931, 7.

34 “Un dimanche 4 New York] Les Spectacles d’Alger, January 21, 1930, 10.

35 “Une heure prés de toi” Les Spectacles d’Alger, February 22, 1933, 2.

36 “Mistinguett dans ‘Clest Paris;” Les Spectacles d’Alger, December 24, 1930, 25
“Mistinguett,” Les Spectacles d’Alger, December 28, 1932, 2.

37 Bernard Gervaise, “Les gaietés de la semaine,” Le Journal amusant, August 31,
1930, 2.

38 References to Parade damour and “M. C.” come from Cinéa, April 1930, 10, 17.

39 “La Chanson de Paris] Les Spectacles d’Alger, January 28, 1930, 11-12.

40 “Les succes du jour;” Hebdo, September s, 1931, 5.

41 “L'Ange blen, Les spectacles, March 20, 1931, 6.

42 “En courant la prétentaine,” Pour Vous, March s, 1931, 2.

43 LAssociation Médicale, December 1931, 656—7.

44 For Chevalier’s departure from Hollywood, see Edward Behr, 7he Good
Frenchman: The True Story of the Life and Times of Maurice Chevalier (New
York: Villard Books, 1993), 210-16.

45 “Débobinons,” Ciné France, December 3, 1937, 5.

46 “Maurice Chevalier Les Spectacles d’Alger, March 16, 1938, 2.

47 Foradiscussion of the charges against Chevalier and the French Communist
Party’s interest in his case, see Behr, Good Frenchman, 285—318.

Chapter 4: Violence at the Cinema

1 “AuMoulin-Rouge: Le public manifeste contre la projection d’un film sonore
américain,” Le Figaro, December 9, 1929, 3. I learned of the incident at the
screening from Greg M. Colén Semenza and Bob Hasenfratz, The History of
British Literature on Film, 1895—2015s (London: Bloomsbury Academic, 2015), 155.

2 Xavier Delamare, “Moulin Rouge Theatre,” Cinema Treasures, accessed
December 4, 2018, http://cinematreasures.org/theaters/7133. For information
about the Moulin Rouge as part of the Pathé chain, see Comoedia, November o,
1930, 5.

3 “Paris péle méle” La Rampe, November 1, 1929, 15.

4 “Le gala douverture du Moulin-Rouge-Cinéma,” Les Spectacles, December 13,
1929, 8.

s “AuMoulin-Rouge Cinéma,” Cinéa, December 15, 1929, 6.

6 “AuMoulin-Rouge,” Le Figaro, 3.
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“Au Moulin-Rouge,” Le Figaro, 3; Les Trois masques was playing at the

Max Linder cinema in the ninth arrondissement. See La Semaine a Paris,
December 13, 1929, 78.

“Au Moulin-Rouge,” Le Figaro, 3.

Claude Jeantet, “L’Ecran de la Semaine: La chute des Folies-Fox.” LAction
frangaise, December 13, 1929, 4.

Jeantet, “L’Ecran de la Semaine;” 4.

R.L,“A propos des progres du cinéma,” La Renaissance, December 14, 1929, 12.
Philippe Soupault, “Le cinéma,” Europe, March 15, 1930, 427-9.

For the reopening of Studio 28, see Paul Hammond, L}fge dor (London: British
Film Institute, 1997), 64. For the listing of the films at Studio 28 that week, see
Pour Vous, March s, 1931, 15. The Starevich film is unnamed in the Pour Vous
listing.

Emilie de Brigard discusses Les Mangeurs d’hommes—and the hoax—in “The
History of Ethnographic Film,” in Zoward a Science of Man: Essays in the History
of Anthropology, ed. Timothy H. Thoresen (Paris: Mouton Publishers, 1975), 42.
For a narrative of the actions of the Jeunesses patriotes and Jean Chiappe, sce
Hammond, Mge dor, 60—61. See also Georges Sadoul, Dictionnaire des films
(Paris: Editions du Seuil, 1965), 9.

“Police Check Joyous Parisians at Showing of U.S. Newsreels,” Los Angeles Times,
October 16, 194 4, 1.

“Sceéne et [écran: Les premiers films étrangers a Paris,” Combat, October 18,
194 4; collected in “Eve a commence,” film de Henry Koster, Bibliothéque
nationale de France, département Arts du spectacle, 8-RSUPP-1535, accessed
May 10, 2018, http://catalogue.bnf.fr/ark:/12148/cb426750620.

See, for instance, Steve Neale, “Triumph of the Will: Notes on Documentary and
Spectacle)” Screen 20, no. 1 (Spring 1979): 63-86.

Crisp, Classic French Cinema, 33-35.

Darté, Histoire sociale du cinéma frangais, 49—so0.

In fact, no French cabinet “lasted longer than three years, and several collapsed
within days.” Benjamin F. Martin, France in 1938 (Baton Rouge: Louisiana State
University Press, 2005), 9.

For a review of this debate, see Steven Ricci, Cinema and Fascism: Italian Film
and Society, 1922—19.43 (Berkeley: University of California Press, 2008), and in
particular pages 1-18.

See Robert Soucy’s two volumes, French Fascism: The First Wave, 1924-1933
(New Haven, CT: Yale University Press, 1986); and French Fascism: The Second
Wave, 1934~1939 (New Haven, CT: Yale University Press, 1995). Soucy takes on
the argument as to whether or not these groups were fascist in the first volume.
See “Preface,” xi—xix.

Zeev Sternhell, “Anatomie d'un movement fasciste en France: Le faisceau de
Georges Valois,” Revue frangaise de science politique 26, no. 1 (February 1976):
s—40. See page 6 in particular.

Meusy, Ecrans frangais de lentre-deux-guerres, volume 11, 196-97.
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Sean Kennedy provides an excellent history of the development of French fascist
groups during the period in Reconciling France against Democracy: The Croix

de Feu and the Parti Social Frangais, 1927-1945 (Montreal: McGill-Queen’s
University Press, 2007). See especially pages 18-19.

Soucy, in French Fascism: The First Wave, provides an outstanding review of

the motivating forces in the development of French fascism. See in particular
chapter 1, “Origins and Background,” 1-26.

Philip Nord, in France’s New Deal: From the Thirties to the Postwar Era (Prince-
ton, NJ: Princeton University Press, 2010), provides a compelling history

of the contributions of the French right to the construction of “modern” France
in the 1930s and the immediate postwar period. See in particular chapter 1, “The
Crisis of the Thirties,” 25—87.

See chapter 1 of Kennedy, Reconciling France against Democracy, 17—s50, for the
issues motivating French fascists and their frequent common cause with other
rightwing groups.

Kevin Passmore establishes this historiography of French fascism during the
period in “Boy Scouting for Grown-Ups? Paramilitarism in the Croix de Feu
and the Parti Social Francais,” French Historical Studies 19, no. 2 (autumn 199s):
527—57. See in particular pages 527-32.

Soucy, French Fascism: The First Wave, 3—4.

Precise numbers of cinemas in the two chains would vary over the 1930s. My
numbers here come from the Parisian newspaper Comoedia, November 9, 1930, s.
“Violentes manifestations dans un cinéma des boulevards,” Ciné-Comoedia,
November 9, 1930, 1.

For new films and reissues that week, see La Semaine 4 Paris, November 7, 1930,
62, 66—67,and 82—83.

For a discussion of the two films, see Morienval, “Toutes les horreurs de la guerre
dans Quatre de linfanterie] La Semaine 4 Paris, December 19, 1930, 60-61. For a
discussion of the opening of the Ermitage cinema, see Meusy, Ecrans frangais de
lentre-deux-guerres, volume I1, 125.

In French periodicals from the period, the version of 4 /'Quest rien de
nouvean in Paris is advertised as being “sonore” rather than “parlant,”

which typically indicated a silent version with sound effects rather than a
speaking version. As just one example among many, see La Semaine 4 Paris,
January 16, 1931, 51

For cinema listings regarding 4 /’Ouest rien de nouvean and Quatre de
Uinfanterie, see Pour Vous, page 15 of each issue, from December 1930

to February 1931. For listings for the week of February 27, see the issue

from February 26, 1931, 15.

SNEG, Etude du comportement, part 2, section 2.

The name of the station itself has a political charge. September 4, 1870, marks
the end of Napoleon III's reign and the beginning of the Third Republic. By
1931, many French fascists would have had enough of the republic’s various
center-right and center-left governing coalitions.
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In assessing metro routes to the Aubert cinema, I am relying on the 1929 and
1934 metro maps provided by Mark Ovenden in Paris Underground: The Maps,
Stations, and Design of the Métro (New York: Penguin Books, 2009), 63, 69.
“Un incident dans un cinéma des boulevards,” Le Petit Parisien, January 19,
1931, 2.

Soucy, French Fascism: The First Wave, 11.

At least by 1900, those arrondissements, like the eighteenth, in the northern and
castern sections of the city accounted for many of the new members of fascist
organizations, and for many of the newly emigrated Eastern European Jews. See
Peter M. Rutkoff, “The Ligue des Patriotes: The Nature of the Radical Right and
the Dreyfus Affair,” French Historical Studies 8, no. 4 (Autumn 1974): 585—603.
See in particular page 597. See also Rutkoff, Revanche and Revision: The Ligue
des Patriotes and the Origins of the Radical Right in France, 1882—1900 (Athens:
Obhio University Press, 1981), 116.

“Au Mozart et 4 Aubert Palace: Steeg, chauté au ciné par des camelots du roi,”
L’Humanité, January 19, 1931, 1.

Martin, France in 1938, 39. Camelots du roi has come to be translated in several
ways, but it is very roughly “Newsboys of the King,” a reference to the members
selling the newspaper LAction fran¢aise on the street.

For the meeting of November 8, see “Conférences, enseignement,” La Semaine 4
Paris, November 7, 1930, 90. For the December meeting, see “Communications
diverses,” Le Populaire, December 27, 1930, 5.

See Wikipedia, s.v. “Théitre de PAmbigu-Comique,” accessed June 14, 2018,
https://en.wikipedia.org/wiki/Théatre_de_l%27Ambigu-Comique.

For La Rocque’s letter, see “L’Affaire Dreyfus et les Croix de feu,” Comoedia,
March 4, 1931, 2; see also “La représentation de lAffaire Dreyfus 8 TAmbigu

n’a pas eu lieu hier soir,” Le Matin, March s, 1931, 3; and “Le scandale de
l'interdiction de l'affaire Dreyfus: Lopinion publique exige la reprise de la piece;”
Le Populaire, March 8, 1931, .

“Le gouvernement et sa police aux ordres du fascisme,” Le Populaire, March 6,
1931, I-2.

Martin, France in 1938, 41.

“Echec au fascisme Drancy, L'Humanité, May 25,1934, 2.

“Bagarres & Moulins,” L’Humanité, May 30, 1934, 2.

“Toute la population de Cachan dressée contre les fascists,” L'Humanité, May 25,
1934, 2.

“Ce soir, a Saint-Denis, front unique d’action contre le fascism,” L'Humanité,
May 30, 1934, 1.

“Manifestation fasciste avortée a Vitry, L’ Humanité, March 3, 1935, 2.

“...Eva Argenteuil) L’Humanité, May 25,1934, 2.

Magali Della Sudda, “Right-Wing Feminism and Conservative Women’s
Militancy in Interwar France,” in The French Right Between the Wars: Political
and Intellectual Movements from Conservatism to Fascism, ed. Samuel Kalman
and Sean Kennedy (New York: Berghann Books, 2014), 97-111.
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58 “The Paris Riots,” Spectator, March 19, 1937, 2, accessed July 31, 2017, http://
archive.spectator.co.uk/article/19th-march-1937/2/the-paris-riots-the-riot
-which-broke-out-at-clichy.

59 Tyler Stovall, “French Communism and Suburban Development: The Rise
of the Paris Red Belt,” Journal of Contemporary History 24, no. 3 (July 1989):
437—60. See especially page 438.

60 “1937: Lémeute de Clichy divise le front populaire,” Alternative Libertaire,
accessed June 29, 2016, http://www.alternativelibertaire.org/?1937-L-emeute-de
-Clichy-divise-le.

61 For Clichy population figures in the 1930s and currently, see Wikipédia en
frangais, s.v. “Clichy;” accessed June 11, 2019, hteps://fr.wikipedia.org/wiki/Clichy.

62 My information comes from the July 8, 2015 issue of Pariscope, 8s.

63 For a description of the geography of the battle, see “Les témoins établissent avec
éclat les responsabilités fascistes et policieres,” L'Humanité, March 18, 1937, 2.

64 La Semaine 4 Paris, January 26,1934, 34; March 9, 1934, 37; July 26, 1935, 18.

65 See advertisement for Le Jardin dAllah in Le Matin, March 17, 1937, 6.

66 For Farrére’s fascism, see Kenncdy, Rewmz'lz’ng France against Democracy, 63.
For a discussion of the literary and intellectual followers of the fascists, see
Alice Kaplan, The Collaborator: The Trial and Execution of Robert Brasillach
(Chicago: University of Chicago Press, 2001).

67 Mary-Elizabeth O’Brien discusses the theatre and cinema as sites of Nazi
surveillance in Nazi Cinema as Enchantment: The Politics of Entertainment
in the Third Reich (Rochester, NY: Camden House, 2004,). See in particular
pages 143—4.

68 “Says Nazis Seize Priests,” New York Times, September 2, 1941, 6.

69 “Says Nazis Seize Priests,” 6.

70 There is at least some anecdotal evidence of Nazi authorities patrolling the
interiors of Parisian cinemas during the Occupation. In Death in the City of
Light, David King tells the story of a woman who was almost arrested for
walking out of a Nazi newsreel and going to the powder room. See page 140.

71 “Deux agitateurs communistes sont arrétés a Melun,” Le Matin, September 1,
1941, 4.

72 “Le film Face an bolchevisme projeté dans les salles parisiennes et de banlieue,”
Le Matin, September 8, 1941, 2.

Chapter 5: Occupied Paris

1 Le Matin, January 1, 1941, 4.

> Foralisting of cinemas before the surrender, see Pour vous, June s, 1940, 2 (the
journal’s final issue). The exact number is difficult to determine. The latest listing
readily available, in La Semaine 4 Paris for January 29-February 4, 1937, 21,
names 233 cinemas, but this does not include the myriad specialty cinemas or
cinema clubs. Regarding the closure of all cinemas at the time of the surrender,
see Evelyn Ehrlich, Cinema of Paradox: French Filmmaking under the German
Occupation (New York: Columbia University Press, 198s), 10.
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Simone de Beauvoir, Wartime Diary (Champaign: University of Illinois Press,
2009). As carly as September 1, even before France’s official entry into the war,
de Beauvoir writes of all of the Parisians leaving the city, and the “unending line
of cars passing on the quay, crammed with suitcases and sometimes with kids”
(see page 38). David King writes of Parisians leaving the city early in 1940, and
then claims that “The scale of departures from the French capital had accelerated
in May 1940, with the exodus increasing in June, after the surrender. See King,
Death in the City of Light, 9. See also Hanna Diamond, Fleeing Hitler: France
1940 (Oxford: Oxford University Press, 2008).

See film listings in Pour Vous, June s, 1940, 2.

Jean-Pierre Jeancolas provides an excellent, brief history of cinema during

the first few months of the Occupation in Histoire du cinéma frangais (Paris:
Armand Colin, 2015), 45—48.

In Ehrlich, Cinema of Paradox, see pages 1—43 for discussion of the film

scene in Paris as the war started and the German policy toward cinema once
the Occupation began, including the formation of Continental Films. See
pages 147—48 for an analysis of German “benevolence” toward the French film
industry. Jean-Pierre Jeancolas, in 15 ans dannées trente: Le cinéma des frangais
1929-19.44 (Paris: Editions Stock, 1983), discusses the closing and reopening of
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