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Abstract 

With reference to British fwture films about the Second World War, the received wisdom among 
film historians has been that in the immediate aftermath of the conflict film-makers and audiences 

no longer had an appetite for the subject of war. The perceived dearth of war-related films in the 
first five or so years of the peace is seen as representing a gap in the production of war films 

between those made during the war itseK and the boom in war film production tha got under way 
from the early fifties. This thesis establishes that such an assumption is mistaken, and that a 

considerable body of war and aftermath films were made, screened, and enjoyed by audiences. 
The argument, then, is that far from ignoring the war in the late forties, as has been assurned, the 

y was actively involved in the cultural process of re-interpreting the experience and its film industr 

consequences. 'Me second theme of the thesis is an analysis of these films, and an exploration of 
how they projected the war and its aftermath to contemporary audiences, and why particular 

perspectives, subject interests, underlying values and preoccupations, emerged. A multi-faceted 
body of films, they are shown to engage with the shifting concerns and preoccupations of a 

population emerging from war, and to be a distinctive phase in the cinematic history of the conflict. 
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Introduction 

This thesis is an exploration of the representation of the Second World War and its aftermath in 

popular British feature films in one particular historical period, the five years that followed after 

victory. It is research into unmapped territory-. while film historians have comprehensively studied 

wartime war films' and the war films of the fiffies and early sixties are well known if not 

extensively coveree films about the war made in the immediate post-war years have largely been 

overlooked. The long-held assumption has been the simplistic notion that film-makers and 

audiences, sick and tired of war, turned their backs on the subject once hostilities had ceased until 

there was a revival of interest at the beginning of the fiffies. This thesis counters that assumption, 

and demonstrates that far from the war and its aftermath being absent from cinema screens it was a 

characteristic element of films and cinema entertainment of those years. 

In the methodological tradition that Jefficy Richards and Tony Aldgate once speculatively termed 
P3 'contextual cinematic history, this thesis is primarily an empirically based examination Of films 

within the contemporary social, political, and economic context of their Production and 

consumption. The films are approached not as art but as social practice, the underlying premise 

being that films, like literature or architecture, are imbued with histoncal meaning about the society 

from which they Originated. The textual reading of the films is less concerned with visual and 

compositional elements than with narrative and plot characterisation and ideology. Contextual film 

history can open up new insights into an age or subject; it is as much about digging into unknown 

arm of film history as entering into a debate with the findings and argurnents of other historians. 

It was not until the middle of the 1970s that British historians began to study feature films as a 

subject of serious historical enquiry, but thanks to the ground-breaking work of writers such as 

Aidgate, Richards, and Charles Barr, it is now a well established practice. lbs is witnessed, for 

example, by the series of books edited by Richards under the general heading of 'Cinema and 

For vamVie, Aidgatf, - Anthony, and Richards, Jeffity, Britain Can Take it. 7he British Cinema in the Second World War 
(Oxfor(L- Basil Blackwell, 1986), and Taylor, Philip (cd-), Britain and the Onema in the Second World War (LaIdOn: 
Macnillan, 1988). 

2 -rhC tOpIC Still aV; adS a fUU-ICngth aCC=jt, bUt several arfiCleS disCUSS them. SfM JRjr&% 195 W ee, brinstance, & Andy, ' 09 ar 
Films!, m Hurd, Gcoff (ecl. ), National Fictions: World War YkV in British Films and Television (Lnxkn: BFL 19 84), and 
Rawgan, NA 7he Last Gasp of the Ididdle Classes: British War Films ()fthc 1950einDixmWhecier(ed. ), Re-P7ew7ng 
British Onemaý 1900-1992 (New Yolk State UlliverSity OfNew York Press, 1994). 

3 Richmxls, Jeffrey and AldPtc, AndlOW. Best OfBiltish: 0nema andSociety 1930-1970 (Oxford, Basfl BlwJcwelL 1983): 
6. 
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Society! In his editor's preface to the series, Richards draws attention to the historical evidence to 

be found in films: 'the cinema!, he writes, 'has much to tell to us about people and their beliefs, their 

assumptions and their attitudes, their hopes and fears and dreams. 's 

As commercial products dependent on the mass audience for profits, films had to engage with, and 

respond to, audiences! ever-changirig experiences and desires. Films were the products of artistic 

impulse, and so were stamped with the contemporary values, ideas, and outlook of the creative 
talents that made thern. Part-commerce, part-aM film production involved a complicated network 

of institutions, individuals and processes. The demands of markets and marketing, production 

companies, censorship codes, distributors, consumers, and exhibitors were all real world forces tha 
diaped the nature of films. The idea of films as intrinsically bound up with the tune and place of 
their production has also been outlined by John O'Connor and Martin Jackson in their examination 

of American fibn and American society, They write that 'fihn is the carrier of deep if enigmatic 
trutli ... The production process, an unstable merger of commerce and art dependent on collective 

effort and collective response, is intimately interwoven with the mentalftJ of the society A 

By investigating the cinematic portrayal of the war, this thesis investigates wider, and evolving, 

attitudes towards the experience in its immediate aftermath. It looks, for instance, at the desire to 

document and celebrate aspects of the military battle; how there were subtle shifts in the underlying 

class and nan-afive concerns of the films; how seedier aspects of the war briefly surfaced in the late 

forties. The concern underlying these themes is how the war was being re-written and re-interPreted 

in those years, which was of relevance both to the period itself and as a phase within the longer- 

ises ghtly di i term cultural history of the war. 'Me presentation of the war's aftermath ra sli flerent 

issues in the sense that filins, were dealing with a current and urgent topic, rather than. recycling an 

increasingly historical event. The aftermath films touch on, for instance, the rivalry and hostility 

between civilians and returning servicemen; the widespread sense of despair and anxiety at the 

prospect of a third world war, the psychological and social damage caused by the rAperience; and 

at the difficult and frustrating readjustment back to peaceful conditions of ! normality. An 

investigation into this kind of social history is relatively unusual, at least compared to the numerous 

4 ExwTIcs incluk Shkdcr, Colir4 Hollywood In Crisis: Cinema and American Society 1929-1939 (Londm Rouiaedm 
1996); and RobcrLwn, imms, C., Me Hidden Cfnema. ý British Film Censorship in Acdom 1913-1972 a"Am 
RoufledM 1989). 

5 Scc, for =mVle, ft o&toes pmfwe in R&aLson, 7he Hid&n Cjnejw. 

Momior, John, and JacksM Marfin (eds), Amer"M HislOrYlAmencan Film: Interpreting the Hollywood Image (New 
York- Caifý 1991): xi-xiL 
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economic and political histories of the perio(J. 7 

The mamer in which films engaged with the society that created them is far from straightforward. 

At the simplest level they can be seen to hold up a mirror and reflect back on to audiences and film- 

makers their own preoccupations and assumptions, but while this is partly true, films were also part 

of a popular cultural process that digested and reworked the real world. As John I-fill suggests, films 

'actively explain and interpret the way in which the world is to be perceived and understood. 8 

Moreover, as Hill argues, it does not necessarily follow that films will project a view that is in 

keeping with 'those of society as a whole!. 9 For example, the views mid perceptions of educated 

middle-class film-makers might have been at odds with the predominantly working-class audience. 

This happened with BrIefEncounter (David Lean, 1946): middle-class critics feted the film for its 

sober realism, yet some working class audiences found it laughably prim and restrained. 10 It also 

follows that a film did not necessarily have a monolithic mewing, but might mean different things 

to different audiences, subjectivity being involved in the creation of meanmg. 

To contextualise a film within the historical circumstances of its time requires assessing it in 

conjunction with the host of contemporary determinants which influenced its production and 

consumption. In this thesis, like most research of this kind, the bulk of primary source material 

available for study comes from published sources: the cinema trade press; popular film annuals and 

periodicals, specialist film journals and books, mainstream newspapers; press and marketing 

material. Through their film reviews, articles and studies, polls and viewer surveys, film publicity 

and advertising, they recall, and provide a vital link with, the character of the unfolding dialogue 

between the films and the audience they addressed, and do so with an immediaq that catches the 

spirit of the moment Indeed, at a time when there was a heightened sense dig cinema entertaliment 

was 'inextricably mixed up with everyday existence', ' 1 film journalism was particularly attuned to 

the topicality and social relevance of films. Where films have been adapted from novels and plays, 

the original sources have been examined, as the process of adaptation offers insights into the 

thinking behind the film. 

7 Examples include: Eatwell, Roger, 7he Labour Governments (LaKtm. Batsford, 1979); aW MorM Kcnrcthý Labour in 
Power. - 1945-1951 (LaWcri: Clarendon Press, 1984). 

' Hill, john, skr, class andRealism: British Cinema 1956-1963 (Laxim- BFL 1986): 1 

9 Hill, sex, class and Realism: 2. 

` See, for example, Lant, Antonia, Blackout Reinventing Women for Wartime British Cinema (Princem: Princdw 
University Press, 1991): 164,196. 

Buchanan, Andrew, Film and the Future (London: George Allen and Unwin, 1945): 3. 
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The box-office performance of films is considered throughout this thesis as it provides evidence ot 

and raises questions about the evolving tastes and interests of popular audiences. 12 Compared to 

the ample records left by professional film. writers, there are comparatively few records about the 

thoughts of the mass of ordinary cinernagoers, so the box-office is a valuable measure in assessing 

the collective taste of the cinemagoing masses. Identi4ring the box-office success of a film also 
helps ro-establish the contemporary status of films that have been lost to conventional film. histories. 

To filly understand the published primary sources it is necessary to explain the constituencies they 

served and therefore their angle of approach. The trade press (Daily Film Renter, Kinenzatograph 

Weeldy, Today's Cinenia, Variety) was primarily interested in the cinema as a commercial business, 

a film's worth being judged primarily in terms of its box-office potential rather than artistic merit. 
Maurice Speeds Film Review was a popular, mass circulation annual for film enthusiasts, offering a 

round-up of the year's fihn trends, reviews and articles about films, studios, stars and film-makers, 

and a complete listing, with dates, of all feature films released that year. Other annual publications 

aimed at a general readership also appeared, notably The British Film Year Book (ed. Peter Noble). 

Film, periodicals like the Monthly Film Bulletin, Sight and Sound, Sequence, and the (irregularly 

published) Penguin Film Review were specidist publications for the cntically4ninded (but not 

necessarily Eke-minded). The Monthly Film Bulletin, the mouthpiece of the British Film Institute 

(BFI), catalogued the release and credits of a filins (not just feature films) for the previous month. 

Most films were reviewed, the Institute's member reviewers reflecting its culturally conservative 

outlook Sight and Sound, also published by the BFI but editorially independent was from 1945 'a 

quarterly magazine of serious film criticism, 13 a platform for informed debate about cinema. 

Sequence, co-founded by Lindsay Anderson at the end of 1946 and aimed at the intellectual film 

theorist was an iconoclasticjoumal intended to shake up critical ideas about film 

Beyond their own individual likes and dislikes, regular newspaper critics tended to echo the 

editorial values of the papers they wrote for in the sense that they were journalists writing for a 

given readership. The middle-class critics of the quality papers tended to share the critical 

orthodoxy dig privileged films grounded in social realism and literary style, and which had some 

12 Determining a film's box-office success is problematic because of the abscnce of any comprehensive 
commercial statistics. There is one regular annual survey of film trends that is used by film historians; the josh 
Billings survey in Kinematograph WeeklY was regarded at the time as the most authoritative guide to the popularitY 
of films and trends in audience taste. Intended as a dispassionate guide for the exhibitor and renter, the Ode was 
compiled from ýwtcrs sales deparimcnts, circuit chiefs, prominent independent bookers, and from our own 
observations and check-ups. Wcve not only seen every film mentioned here, but whenever possible, traced its fate 
from the West End to the suburbs and sticks. 'Kinematograph Week[y, 18 Decernber 1947. 

13 Ellis, John, 4Axt, Culture and Quality: Temis for a Cinema in the Forties and Seventies', Screen, Auturm 1978: 19. 
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social significance and moral uplift - opinions that were frequently at odds with the tastes of the 

popular audience. Leaders in this field were critics like CA Lejeune of the Observer, Richard 

Winnington of the News Chronicle, and Dilys Powell of The Sunday I-Imes (who together with 

writers like Denis Fonnan, Peter Noble, Paul Rotha, Roger Manvell helped define the dominant 

and influential, critical fimework). At the other end of the spectrum were papers like The Star and 

the News of the World, whose critics discussed films from the point of view of their own mass 

readership (and by extension the mass cinema audience), and that point of view was not to seek the 

Idnd of educative experience desired by the serious critics, but to assess a film on its ability to 

entertain and amuse, to 'offer a temporary escape from the world of realifies-'14 Somewhere in the 

middle of the critical spectrum were mid-market papers like the Daily Express and Daily Herald. 

The underlYing M*fical objectives of this thesis are broad: it seeks to establish the prevalence of 
the war as a cinematic topic; to examine the concerns of individual films, and locate them within 

their historical background; and to consider any underlying characteristics, trends and patterns in the 

film body as a whole. 'Ihe thematic structure is dictated by the subject focus of the films themselves 

(rather, say, than picking a topic and then semng how films portrayed it). The first stage of the 

research was to survey the entire output of films in order to identify those with war-related interests, 

and then to categorise them by topic, a categorisation from which the structure flowed. It is not 

possible to scrutinise every film in detail as there are too many, and the strategy has been to select a 

limited nurnber of films for sustained commentary (around 24 films out of a total of 57), supported 
by extended references to a similar number. A question ffiat immediately arises with this 

methodology is the danger that the argument will be crudely determined by the films chosen for 

discussion: selectivity, though, is a fact of life for all historians, and all historical evidence has built- 

in bias and the potential for mis-interpretatiorL The fimdamental issue is about the quality of 
historical analysis and scholarship, or the reasonableness of conclusions drawn from evidence 

consulted, rather than any methodological shortcomings. It might be said, therefore, that the basic 

determinant in the choice of films is that they are congruent with the analytical objectives of the 

thesis. 

The specific criteria for choosing certain films as case studies at the expense of others is varied. 
Some films are investigated because they have not previously received much attention like The 

Years Between (Compton Bennett, 1946), while others such as The Thitt/Man (Carol Reed, 1949), 

are already well known and well researched but demand re-interpretation within the context of the 

thesis. By contrast other well-documented films, like Passport to Pimlico (Henry Cornelius, 1949), 

14 Widson, A. E., Marvie Review (London: DCwYnters, 1949): 15. Wilson was the film critic of the Daily Star, and saw 
himself as scemg films through the eyes and minds of ordinary fijmgocrs. (Wilson: 15. ) 



10 

are not examined in detail because existing research is in tune with the argument put forward here, 

and there is nothing to be gained from repeating the exercise! 5 Films might typify a film. type or 

trend, say They Made Me a Fugiuve (Cavalcanti, 1947) as an example of the ex-serviceman-as- 

gangster cycle of fihns. Alternatively, a fihn may be a topical one-oft like Frieda (Basil Dearden, 

1947) with its unique look at the problem of how to deal with the defeated enemy. A filds box- 

office and critical success is irrelevant in the choice of films, except for the tiny handful that made 

no impact with critics or audiences; these have largely been ignored as they were invariably slight 
films of poor quality. Taken collectively, the films selected for discussion are a representative cross- 

section of the eclectic body ofwar and aftermath narratives found in those years. 

Chapter One is an overview of the film industry and its place in post-war Britain, intended to help 

position war and aftermath films in the wider film culture of the time. Chapter Two sets out the 

proposition dig there was a profusion of films which projected the war and its consequences to 

audiences in the immediate years after victory 71he remaining chapters are the sustained contextual 
discussions of individual films: Chapter Three examines films which focus on the armed forces and 

the military fight against the enemy; and Chapter Four looks at films which are rooted in the 

experience of the war on the home-front Whereas these chapters consider films duit actually 

revisited the war years, the next two chapters explore films dig dealt with the aftermath of war as a 

current issue and preoccupation: Chapter Five takes films which touched on the international 

ramifications of the conflict; and Chapter Six assesses films which dealt with the war's aftermath. at 
home. 

15 See, for example, Richards, Jeffrey, and Aldgate, Anthony, Best ofBeffish: Cinema andSociety 1930- 
1970 (Oxford: Basil Blackwell, 1983); and Barr, Charles, Ealing Studios (London: Studio Vista, 1993. 
First published 1977). 
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PART ONE 

SETnNG TIM SCREEN 
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Chapter One 
An Overview of the British Cinema in the Immediate Post-war Years 

The importance of the cinema: a national institution 

In the aftermath of war the cinema was still without doubt the most popular entertainment medium; 
it remained, as A-J. P. Taylor famously wrote of cinernagoing in the 1930s, the 'essential social 
habit of the age'. ' Admission figures indicate the sheer scale of the cinemagoing phenomenon: by 

1939 there were estimated to be around 19 million admissions per week, which rose during the war 

to over 30 million by 19451A 2 and peaked in 1946 at 31.4 MMOIL 3 From 1946 attendance figures 

began gradually to decline (26 million in 1951,25 million in 19544) although it remained a 

massively popular pastime until the early 1960s, after which it lost out to the growth of other 
leisure activities, most notably television. 

'Me experience of cinernagoing in 1940s Britain was not substantially different from the pattern 

established during the 1930s. 5 As Jeffi-ey Richards outlineS, 6 in the interwar decade people went to 

the cinema not just to see a film, but to enjoy a ritual confection of treats. 71here was a mixed 

programme to enjoy, which might consist of a first and second feature film, a newsreel or cartoon, 

an information or documentary shoi% and perhaps live entertainment A fashionable and shared 

pleasure, the cinema was a topic of conversation, a venue to meet fiiends and consume food and 

refreshment. Admission was cheap, and it was this that underscored the cinema! s success, maldng it 

a pasfime affordable to all. As a consequence, the neighbourhood. cinema came 'to assume a place 
in the life of the community analogous to those other piime foci of leisure time activities, the 

church and the pub!. 7 Such was the significance of the cinernagoing habit that in 1948 an W, 

spealdng in a House of Commons debate on the impending embargo of Hollywood films and the 

1 Taylor, A. J. P., English History 1914-1945 (London: penguin, 1975): 392. 

2 Aldgatc, Anthony, and Richards, Jeffrey, Britain Can Take It. - 7he British Cinema in the Second World War 
(Oxford: Basil Blackwell, 1986): 3. 

3 Manvell, Roger, 7he Film and the Public (Harmondsworth: Penguin, 1955): 217. 

Manvell, 7he Film and the Public: 217. 

The number of cinemas had decreased, though, due to enemy bombing. Out of a pre-war total of some 5000 
cinemas, 230 were closed, and due to the shortages of building materials no new cinemas were built in the immediate 
post-war years. Also, until 1949, cinemas lacked their pre-war sparkle and glamour, as electricity rationing forbade 
the unnecessary use of lighting. Eyles, Allen, 'Rank and Film, in Lloyd, Am (ed. ), Movies ofthe Forties (London: 
Orbis, 1984): 101. 

6 Richards, Jefficy, Yhe Age ofthe Dream Palace: Cinema and Society in Britain 1930-39 (London: Routledge, 
1989): Chapter 1. 

Richards, Yhe Age ofthe Dream Palace: 18. 
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impending risk of widespread cinerna, closures (see page 28), was prompted to warn: I wonder if 

Members realise what would be the reaLton of factory workers to the closing down of cinemas ... I 

think it would be as serious, if not more serious, than if all the tobacconists! shops were closed, or 

even the pubs. If there is a breakdown involving the closure of our cinemas, there will be some 

very serious social consequences. '& 

The basic profile of the audience and their habit of attendance had changed little from the 1930s, 

despite the considerable growth of admissions during the war years. Broadly, as the Political and 

Economic Planning (P. E. P. ) survey showed in 1952, one third of the population went to the 

cinema at least once a week, and was predominantly comprised of younger people from the lower 

economic groups, and slightly more men than women. 9 

The notable wartime rise in cinema admissions was largely attributable to the economic constraints 

wrought by war, as P. E. P. outlined: Ihe cinema benefited from the curtailment of other forms of 

amusement and from the general shortage of things on which people could spend their money. For 

an increasing number of people it conveniently provided a necessary relaxation from long hours of 

work and danger. "O With shortages and rationing continuing in the early years of peace, so cinema 

.. ed its attraction as a cheap and entertaining diversion. As Paul Addison has written, Ihe 

conditions of everyday life were shabby and constricting and the longed-for rewards! of victory 

were slow to arrive, and therefore leisure pursuits 'had to compensate for many other things! -11 
Consequently cinemas, together with other recreational industries such as holiday camps, 

flourished in the wake of the war. 

British films had emerged from the war enjoying unprecedented popular and critical acclaim as a 

result of films such as In "ich We Serve (Noel Coward, 1942), and Millions Like Us (Frank 

Launder and Sidney Gilliat, 1943). It was a remarkable transformation in the reputation of British 

films from the interwar years when they were associated with mediocrity and cheapness. 12 Praise 

for British film-makers, and optimism over the future of the industry, came enthusiastically from 

almost all quarters and interests. 13 Exhibitors, who wanted entertziining films that would attract the 

8 Osborne, Michael (Labour), Parliamentary Debates, vol. 446, cot. 282,21 January 1948. 

9 P. E. P., 7he British Film Industry (London: Political and Economic Planning, 1952): 181-184. 

10 P. E. P., Yhe British Film Industr)r 82-93. 

" Addison, Paul, Now the War is Over (Londow. BBC/Jonathan Cape, 1985): 114. 

12 See, for example, Murphy, Robert, 'The British Film Industry: Audiences and Producers', in Taylor, Philip (ed. ), 

Britain and the Cinema in the Second World War (London: Macmillan, 1988): 4 1. 

13 Among the lone voices that did not share the optimism was intellectual film theorist Lindsay Anderson, who believed 

, the truth is, that though British films have improved, not many ofthem have had enough imagination or integrity to 

achieve anything approaching artistic success. it is important that we should not try to delude ourselves or each other 

as to their real value; complacency is no friend to progress, and at the moment we are much too complacent about 
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mass audience into their cinemas, were delighted at the new popularity of British films: the Dady 

Film Renter declared 'staggering! Thafs not an exaggerated term to use on the grosses of British 

films today. Every British picture is doing terrific business - grosses are way up and we are now 

witnessing the biggest boom in British films ever known. v14 

Critics and film writers shared the excitement because a number of popular films were in the 

realist, social commentary style that they held in high esteerr4 and they regarded the appearance of 

these films as the much awaited birth of a national cinema. There were endless commentaries 

articulating their optimism: Roger Manvell hailed 'the great quality of contemporary British 

cinerna! and spoke of it asour cinema! s renaissance!; 13 and C. A. Lejeune observed that 'never has 

the prestige of British films stood as high as it does today'. 16 For such commentators, there was 

also a rewarding feeling that the tastes of the mass audience were at last improving; Dilys Powell, 

for example, approvingly noted how 'the British no longer demand pure fantasy in their films; they 

lif J7 can be receptive also to the imaginative interpretation of everyday e There was a buoyant 

sense too, that British films were capable of seriously rivalling Hollywood, both at home and 

abroad. As one commentator argued, 'our technical standards have so improved that today British 

films are as good as Hollywood! s beA and, in certain instances, infinitely bettee. " 

The glowing reputation of British films was attributable to the war for a variety of reasons, and not 
least because of the new-found enthusiasm for film in government circles. Although initially slow 

to recognise the value of cinema in wartime, the government soon came to realise the valuable role 

that cinema could play in boosting morale, and in disseminating propaganda and information. 

Consequently the government in contrast to the pre-war years, was keenly anxious to support film- 

makers. As Nfichael Balcon noted in 1946, 'the governmenrs negative attitude became more 

positive, and the film production industry was even helped and encouraged to survive die war. '19 

The unique atmosphere of war, and the peculiar ideological project of wartime films to ernphasise 

and define the national values and virtues for which the country was fighting, galvanised the 

production industry into making a new generation of films. As Robert Murphy writes, 'the upsurge 

our filins'. 'Angles ofApproach'. Sequence, Winter 1947: 5. 

14 Daily Film Renter, 30 August 1945. 

Is Sight and Sound, vol. 15, no. 57,1946: 24. 

16 Lejeune, Caroline, A., A Word in Friendship', in Noble, Peter, British Film yearbook 
Robinson British Yearbooks, circa 1947/8 - no Publication date): 30. , 1947-48 (London: Skelton 

Powell, Dilys, Films Since 1939 (London: British CounciULongmans, 1947): 40. 

Buchanan, Andrew, Film and the Future (LA)ndon: George Allen and Unwin, 1945): 5. 

19 Balcon, Kchael, The British Film During the War- Penguin Film Review (Haimondsworth: Penguin, 1946): 66. 



15 

of patriotism and of interest in Britain! s heritage meant that audiences wanted to see British films 

about British subjects. And there is no doubt dig British film-makers did grasp the opportunities, 
both in terms of exciting subject matter and as a common fi-ame, of reference, offered by the war ... 
ne war provided opportunities for film-makers to explore new subjects and to use new 

techniques. '20 As numerous film writers have recounted, feature filin makers adopted to an 
21 unprecedented extent the techniques and style of the documentarists. VAiile respected as arfists, in 

the 1930s, docurnentary film-makers were peripheral to the mass commercial cinema as 
documentaries did not sit comfortably with the entertainment ethic of mainstream commercial 

cinema. Wartime demands, though, brought about a shift in attitudes as the Daily Mail Film Award 

Annual noted, the 'documentary boys! who had 'spent years making small, real-life films showing 
fishermen at work, or animals at play' came into their own during the war when'films; demanded 

by the Dunkirk spirit were films which revealed the drama, the heroism and the comedy of 

everyday life. ' These demarids, continued the wnter, were well suited to the abilities of the 
documentarists, and as a result %he documentary influence in wartime was probably the greatest 

single flictor in our films! success. a2 

The documentary influence on the commercial feature film led to those films focusing, to an 

unparalleled extent on aspects of national life in what was understood and credited to be a 

considered and rmlistic manner This new 'realist' style with its sober presentation of real people 

and real situations, appeared to appeal both to the critical establishment which placed a high value 

on the nWist aesthetic, and to the mass cinema audience, who for the first time were able to see 
themselves on screen portrayed with seriousness and respect This type of filin caught the wartime 

mood, In Mch We Serve has already been mentioned, but another example (from the same film- 

making team) is This Happy Breed (David Lean, 1944). A tribute to the lives of ordinary British 

people, it was the bit of 1944. The critic C. A. 14eune not only complimented the filin for its 

touching evocation of suburban life, but also referred to the enthusiasm felt for it by audiences. She 

wrote that ýio film in my memory has brought in more letters of appreciation! and quotes a Flying 

Officer who felt he and his fellow viewers 'were seeing England, the real England, for the first 

20 Murphy, 'The British Filin Industry' in Taylor, Britain and the Second World War. 4 1. 

21 See, for example, Higson, Andrew, "Britain! s Outstariding Contribution to the File: The Documcntary-rcalist 
Tradition!, in Baff, Charles (ed. ), All Our Yesterdays: 90 Years ofBritish Cinema (London: BFI, 1986): 84-88, or 
Aldgate, and Richards, Britain Can Take It. - 77je British Cinema in the Second World War. 219-219. 

22 Alexander, Norah, 'British Films Grow UV. TrUbY, Jcflh7 (ed. ), Daily Mail Film AwardAnnual (London: 
Winchcstcr/Daily Mail, 1948): 6-7. 

23 There was no definition as to exactly what constituted a 'rcaW film For a discussion of its elusive nature, see Ellis, 
john, Art, culture, and Quality: Terms for a Cinema in the Forties and Seventies', Screen, Autumn, 1978: 9-49. The 
imprecise nature of the term is necessarily cchoed in this thesis: words and phrases such as serni-documentarY, social 
comment film, social/cultural/educativdnatiOnaI Cinema, and social realism are all to some large extcnt 
interchangeable. 
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The semi-documentary style of film-making was not to develop into the expression of social 

comment that: cultural critics desired, but its visual style was highly influential in shaping the post- 

war film body. Many post-war films of the period, such as Yhe Blue Lamp (Basil Dearden, 1949), 

have a documentary flavour in the sense that they have a surface verisimilitude, thus fimning their 
fictional narratives within a recognisable contemporary reality. It was a style that became 

particularly associated with war filins. In the fifties when the war filin was at its peak of popularity, 
film-makers invariably adopted it in order to reproduce the familiar feel of wartime films (thus also 

eschewing the use of colour and the new wide-screen format). As John Ramsden has written, Ilic 

ti-dditional look was consciously adopted so as to make post-war filins look like films made during 

the war years, deliberately obscuring the passage of time, and continuing the visual merging of 
documentary and fictional traditions that was a notable feature of 1939-45 film-making. 25 

The success of British fihns in the forties was not confined to the Idnd of realist films that middle- 

class critics like Lejeune lauded. Distinctly non-redist films, such as the Gainsborough costume 
dramas, also underwent a transformation in quality and reputation, and attracted huge popular 

audiences (much to the chagrin of the educated critics who thought such filins 'undeserving of the 

popular success they have woe, being regarded as inferior 'films on trivial conventional themes 

trivially handlee). Murphy, for instance, notes how the improved quality of British films ranged 
from realist films to 'escapist melodramas such as The Man in Grey (Leslie Arliss, 1943) and 

Madonna ofthe Seven Moons (Arthur Crabtree, 1944) [which] rivalled the top Hollywood pictures 
in popularity with British audiences. 27 

Cinema! s wartime success generated a considerable amount of interest and activity. As one 

commentator noted in 1946, Ithe fihn. has been the subject of much hectic discussion in this country 
in recent months. '28 A profusion of new publications about film appeared, such as the serious- 

minded Penguin Film Review, which saw itself as satisfying the 'desire for the existence of a 

progressive review which recognises the importance of the cinema in modem societýr-'29 For 

24 Lcjetme, C. A., Chestnuts in Her Lap 1936-1947 (London: Phoenix House, 1948): 116. 

23 Rarnsden, John, 'Refocusing the People's War: British Second World War Films of the 1950s', Journal of 
Contemporary History, January 1998: 37. 

26 Powell, Films Since 1939: 36. 

27 murphy, Robert, Under the Shadow of Hollywood!, in Barr, All Our Yesterdays: 59. 

22 Road, Sinclair, 'The influence of the FiW, in Penguin Film Review (Harmondsworth: Penguin, 1946): 57. 

29 The series ran from 194649, and was then superseded by the annual Pelican Review. The quote is frorn the fnt 

edition, page 7. 
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30 
general reader there was an abundance of books about vanous aspects of cinema. Publications 
for film fans proliferated, and by the late 1940s there were at least twenty-seven on sale, many of 

which attracted a large readership, 31 such as Picturegoer which had a readership of 500,000 per 

week in 195 1.32 Other signs of the new status of British films included the Daily Mails creation of 
a National Film Award which was intended toacknowledge the new prestige of British films, won 
in the worst days of the war', 33 the establishment of a government grant to the British Fihn 
lnstituteý4 the setting up in 1947 of the British Film Academy to help promote British fihn, - and 
the inauguration in 1946 of the Royal Command Performance for a filrrL (Ibe first fihn given this 

privileged showing, A Mauer oftife and Death, Powell and Pressburger, 1946, was rooted in the 

war experience, the central character being a psychologically damaged RAF pilot. ) 

Film production also acquired a %iew status as an industry essential to the countrys balance of 
payments. In the past [film] had been culturally essential; now it had also become an economic 
necessity. '35 It was seen as a means of helping the export drive, as well as reducing the dependency 

on Hollywood films and so lessening the huge outflow of dollars, an especially urgent factor at a 
time when Vie balance of payments problem was poised like an axe over Britairfs economic 

recovery. v36 Consequently, the encouragement of filin production became a major concern of the 
Board of Tradeý 7 and the subject of inquiry by several government-sponsored committees, such as 

the 1948 Film Studio Committee, which looked into the desirability of state intervention in film 

studios, and the 1949 Working Party on Film Production Costs. 

Tbroughout the aftermath years the cinema was high profile, headline news. There was 

considerable concern about the influence of films on cinemagoers, especially younger ones, which 

generated a spate of social surveys and official reports. 39 Cinema was frequently mentioned in 

30 Examples include, Wood, 77je Miracle ofthe Movies, and Buchanan, Film and the Future. 

31 Swann, Paul, 7he Hollywood Feature Film in Post-war Britain (London and Sydney: Croom. Helm, 1987): 4 1. 

32 Baker, B., 'Picturegoce, Sight and Sound, vol. 53, no. 3,1985, quoted in Swann, The Hollywood Feature In Post- 

war Britain: 8 

33 Daily Mail Film AwardAnnual: 20. 

34 Daily Herald, 9 Novernber 1948. 

35 P. E. P., 7he British Film Industry. 102. 

36 Addison, Now the War is Over. 179. 

37 The government had had a limited involvement in the affairs of the film industry from 1927, when it introduced the 
first Quota Act (This was a measure designed to protect the British filin production industry against American 
competition by guaranteeing that a certain Percentage Of films shown on British sams were British. It ended in 
1982). For an account Of the Quota Acts, see, for example, Robertson, James, C., 71e British Board of Film 
Censors: Film CensorshiP in Britain, 1896-1950 (U)ndon: Croorn. Helm, 1985): 179. 

38 Examples include: Mayer, J. P., Sociolosy OfFilm Cbondon: Faber and Faber, first edition 1945, second edition 
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parliament; there were a series of major debates about the film industry, such as the American 
Films (Importation) debate in November 1945, and the Adjournment Debate on the British Film 
Industry in November 1948. 'Ihere were bills dealing with the legislative fi-amework within which 
the cinema industry operated, most crucially the 1948 Cinematograph Films Bill. As well as 
debating the structure of the industry, points and questions were raised about controversial films, 

such as the American war film Rommel, Desert Fox (Henry Hathaway, 195 1, US), which was 
39 

accused of glorif g Rommel and causing 'incidents likely to cause a breach of e, and yin th peace! 
on at least two Occasions Controversial films were discussed in Cabinet40 

Politicians sought to be publicly associated with cinema, and attended festivals and premieres. 
Foreign Secretary Ernest Bevin visited the British/Czech fihn festival in 1946, and in a speech 
declared that films 'will help to explain the British people to their fliends in other lands. '41 There 

are countless references to political celebrities attending fihn premieres, such as the premiere of 
Mark of Cain (Brian Desmond HuM 1947) 'where members of the Cabinetý including Attlee, 
Morrison, AN. Alexander, Bevin will be guests of honour. 42 

Many politicians had professional connections with the fihn world, such as Labour MP Eric 

Fletcher who was a director of Associated British Picture Company (ABPC), and Tom O'Brien, 

another Labour MP, who was National Secretary of the National Association of Theatre and 
Kinematograph Employees (NATKE). Duff Cooper, ex-arnbassador to Paris and past government 

.. ster, joined Alexander Korda! s payroll at the beginning of 1948 to facilitating selling films on 
the continent a job he did until December 195 1.43 Walter Citrine was 'said to be advising the 
Circuits Management Associatton! ý4 Hugh Gaitskell ac4cepted the advisory post of vice-president 
of the Producers Association, 45 and Stafford Cripps was on friendly terms with the flamboyant 

1948), and its'sequel'Biltish Cinemas and 7heirAudiences (London: Dennis Dobson, 1948); and the 1948 report 
of the "eare Committee on Children and the Cinema. 

39 Weitzman, David, (Labour), Parliamentary Debates, 29 November 195 1, vol. 494, col. 169-170 (Written 
Answers). 

40 The films are Chance Ofa Lifetime (Bernard Miles, 1950), and Immer Bereft (195 1, GDR). Records of the cabinet 
discussions ue filed at the Public Record Office: Chance ofa Lifetime (PRO: BT/64/4466); and Immer Bereft 
(PRO: PREM 8/1411). 

41 Reported in Sight and Sound, vol. 15, no. 60, Winter, 1946: 146. 

1 Daily Film Renter, 31 December 1947. 

43 JUnematograph Weekly, 22 January 1948,11 August 1949,3 January 1952. 

44 Daily Film Renter, 17 January 1945. 

45 Daily Film Renter, 5 November 1945. 
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C Italian producer Felippo Del JuidiCe. 46 

Films were seen as vital ambassadors for Britain and the Empire. On one level they paved the way 
for exports by publicising British goods and lifestyle to foreign audiences. Gaitskell acknowledged 
this in his comment that films were 'a first-class opportunity for advertising our other [apart from 

the films themselves] commercial products' and that it cannot be 'denied that "trade follows the 
filrunt. 47 On another level there was 'a growing belief in film as a medium of communication, 

particularly vital in the all-iinportant field of international relations! " Films, as Ellen Wilkinson, 

Education Minister, put itý could be 'bearers of friendly messages from one great democracy to 

another ... 
film is the nearest approach to an international language and should be used as such. 49 

'Me idea of film as a cultural and political messenger acquired fresh impetus as the cold war took 
hold, and there were calls for the use of film to project Western values. As Labour MP Raymond 
Blackburn argued, 'good films can be an excellent export, and can help, without being direct 

propaganda, to show foreign countries the priceless blessings of freedom as against the horrors of 
the police state. '50 In a later debate, Blackburn continued, 'if we exclude our defence forces, I can 

. nothing more important for this country than that we should have the best and most 

prosperous British film industry and the most exportable British films. 51 In similar vein it was also 

said that films should be used to promote the Empire to home audiences, educate thenativesin the 

colonies, and counter anti-Empire propaganda. In 1948, for example, Conservative MP Brigadier 

Sir Ralph Raynor suggested that the government could subsidise feature filins. He believed thatwe 

could produce the most wonderU filins which would have excellent educational value not only in 

our own Empire but in America, and which would also offset all the communist anti-Empire 

propaganda. 52 

Films were seen as crucial in the culun-al process of explaining and defining what the war stood 

46 Allegedly, Cripps was ! tý aust= when it cam to the financing of films. More accurately, Stafford was a soft touch when 
his wife Lobel came on to the seL She was a warm-hearted lady, a devoted supporter of many good causes. Amongst these 
was encouragement m season and out for an w=grant producer named Del Guidice Cripps, who was countU18 every 
penny for the welf= state ... was ready to raid the tills for Del. 'Wilson, Harold, Memoirs, 1916-1964: 7he Making ofa 
Prime Minister (London: Weidenfeld and Mchael Joseph, 1986): 104, quoted in Macnab, GeoffTey, J Arthur Rank- 
and the British Film Industry (London: Routledge, 1993): 87. 

47 Daily Film Renter, I January 1946. 

48 Road, 7he Lffluencc of the Film' in Penguin Film Reidew: 57. 

49 Reporwd in Sight andSound, vol. 15, no. 60,1946: 146. 

so Parliamentary Debates, vol. 457, col. 1954,12 November 1948. 

51 Parliamentary Debates, vol. 458, col. 2278,2 Dec=bcr 1948. 

52 Parliamentary Debates, vol. 454, col. 636,22 July 1948. 
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for, and how Britain fought it to both domestic and foreign audiences. This was recognised in 

government circles with films often attracting official patronage and the co-operaton of the 
services in maldng the fihnS. 53 In 1950, for instance, the release of Odene (Herbert Wilcox, 1950), 

a film about the Second World War heroine Odette, was virtually accorded the status of a national 
event Attending the British premiere were the Idng and queen, and prominent politicians, ' and it 

was similarly honoured by British ambassadors and local dignitaries when it was released in 
European capitals. " 

It was also important for national self-respect to be able to furnish domestic screens with British 
films on British subjects. As Conservative front-bencher Oliver Lyttelton argued, 'a national film 
industry is, if not as important, at any rate of comparable importance to a national press or national 
literature. 56 Moreover, without British films domestic cinema, screens would be host to foreign 
films and the foreign cultural influences that this implied. And for all the euphoria over the success 
of British films, Hollywood films (including war films) remained highly popular and occupied 
about 80% of screen-time in British Cinemas. 57 In some quarters there was Simmering resentment 
over the showing of so many Hollywood films: Labour MP Richard Adams, for example, felt that 
'we are in danger in this country of coming far too much under the influence of American 

civilisation. When we consider that the cinerna is indirectly a form of propaganda, we must 

appreciate how it is t14 every week, millions of the public go and sit for several hours in a cinema 

and come under the influence of American opinion and the American way of hfe. '58 

On occasion HoRywocds portrayal of the war was a source of consternation and wounded Pride 
on the grounds that it presented the war as a rather too American affair. one example was 
Objective Burma (Raoul Walsh, 1945, US); described as a'yam about the American parwooPer 
invasion of Burma!, 59 it caused an outcry because of its 'Amcricanisation! of the war. In his annual 
review of films, Maurice Speed recorded how the fihn had created an 'uproae because 'as usual 
with the majority of American movies, it pictured the Burma campaign as being ran almost 
entirely by the Americans, whereas practically the reverse was the truth. '60 The fiiss was enough to 

53 See, for instance, RamsdM'Refocusing the People's Wae: 51. 

54 Daily Film Renter, 7 June 1950. 

55 Daily Film Renter, 16 November 1950. 

56 parliamentary Debates, vol. 470, col. 2712,14 December 1949. 

57 Miller, Maud, M. (ed. ), Winchester's Screen EncXIOPaedia (London: Winchester Publications, 1948): 19. 

S8 Parliamentary Debates, vol. 415, col. 2550,16 November 1945, quoted in Swann: 54,7he HolýywoodFeature 
Film in Post-war Britain. 

59 Variety, 31 January 1945. 

60 Speed, F. Maurice, Film Review: 1945 (London: MacDonald, 1950): 9. 
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cause the film to be withdrawn from cinemas in October 1945P 61 and also precipitated the 

posq)onernent of the British release of HoHywocds film about the Salemo landings, A Walk in the 

Sun (Lewis Nfilestone, 1945, US) until 195 1. The News Chronicle, for instance, noted how the 

British market for A Walk in the Sun 'was spoiled by Objective Bunna. It has never been shown 
here, presumably because it also depicted an all-American war. 62 Another example was a film 

about the wartime development of the atom bomb, The House on 92nd Street (Henry Hathaway, 

1945, US), which attracted 'a complaint dig Britain had been slighted over her share in the 

invention. 43 

Resentment was also expressed at Hollywoeds treatment of British life and heritage; for instance, 

Labour W John Wilmot was upset at how a British literary classic had been'completely ruined by 

the American treatment" HoUywood was also blamed for 'Americanising! British film culture; 

gangster films, for instance, were often seen as the undesirable products of Hollywood influence. 

For example, Labour MP Raymond Blackburn complained of the crime film Noose (Echnond T. 

Greville, 1948) that it Vies to make out that London is like Chicago. The whole purpose of this 

film is to make out that we have gangsters here and to represent this country as being like 

America. s6S 

Censorship, morality and politics 
As in the 1930s the assumption underscoring the imposition of censorship was that the mass 

working-class audience was vulnerable to the (malign) influence of films. It was a position Arthur 

Watkins, the Secretary of the British Board of Film Censors (BBFC), stated in 1948: 'there would 
be no need of a censor if film audiences were made up exclusively of mature and responsible 

adults. Censorship is necessary in view of the heterogeneous nature of film audiences; the youdifial 

and unstable element inevitably to be found in these audiences must be protected from the harmful 

influences which would undoubtedly appear if there was no censorship at all. " 

Standards of cmsorship had begun to loosen during the war, and old taboos were increasingly 

broken in the post-war years. In 1936 the BBFC deemed Love on the Dole, Walter GreenwOOd! s 

novel and play about the impact of the depression on working-class lives, unsuitable for a film, yet 

61 DailyFllm Renter, I October 1945. 

62 News Chronicle, 30 September 1950. 

63 Daily Herald, 29 December 1945. 

Parliamentary Debates, vol. 470, col. 2742,14 December 1949. The film was 2he Forsyte Saga (Compton 
Bennett, 1949), which was based on John GalsworffiYs A Man qfPrpperty. 

61 Parliamentary Debates, vol. 45 8, col. 2278,2 December 1948. 

" Kinematograph Weekly, 9 December 1948. 
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found it acceptable four years later. 67 The reason the BBFC changed its mind was that the political 

and social climate had shifted with the outbreak of war. As Jefficy Richards argues, by 1940 Love 

on the Dole's portrayal of poverty and unemployment was in tune with Viose wartime features and 
documentaries which argued for a "brave new postwar world" in which the conditions of the 

v68 thirties "must never happen again" . 
Love on the Dole, with its portrayal of a woman selling 

herself to alleviate the poverty of her family, also breached the BBFC's strict sexual and moral 

conventions These were to come under increasing pressure towards the end of the war: films like 

The Wicked Lady (Leslie Arliss, 1945), albeit in historical guise, revelled in a new level of 

sexuality; and more soberly BilefEncounter (David L=n, 1945) became the first film to deal 'with 

middle-aged, love outside the confines of marriage69 (even if the ending still reinforced marriage 

over sexual desire). The post-war years heralded in a cycle of unprecedentedly violent and sexual 
films, one of the first being Bfighton Rock (John Boulting, 1947) which Yeversed all previous 
BBFC policy in allowing the depiction of British organised crime, and in the process opened the 

way to more supposedly "realistic" British films of various genres, but more especially crime 
fihns. '70 Characteristic of the late 1940s, these brooding films symbolised an undercurrent of post- 

71 war pessimism and the perception of growing lawlessness and disorder. 

The continuing easing of censorship conventions in the late 1940s which allowed the screening of 

these films was not the result of a concerted, or consistent, hberalising strategy on the part of the 

BBFC, but a considered recognition and accominodation. of the prevailing social climate. In doing 

so, the BBFC tried to balance the competing demands of film-makers who sought to go beyond 

the permissible, cinemagoers; who wanted adult themes, the protection of the mass audience from 

liarniful influened, and moralisers who feared the damaging effects of films. In trying to juggle 

thew demands, the BBFCs decisions were not always consistent, and were occasionally out of step 

with mainstream opinion-formers. 'The biggest fiirorr, surrounding the BBFC at this time was its 

certification of No Orchids for Miss Blandish (St John L Clowes, 1948). Regarded as a 

particularly sadistic and brutal gangster filni, it attracted widespread moral outrage which forced 

the BBFC to issue an apology. 72 

Censorship was mostly confined to questions of sex, violence and morals. Political censorship was 

Richards, Yhe Age ofthe Dream Palace: 119-120. 

Richards, The Age of the Dream Palace: 120. 

61 Robertson, Yhe British Board ofFilm Censors: 160. 

Robertson, 77je British Board OfFllm Censors: 169. 

71 This theme is &-veloPed if' CbaPtcf Six, esPecWIY Pages 178-194. 

For an account of the furore over this film see Robertson, james, C., The Hidden Cinema: British Film Censorship 
in Action, 1913-im (IA)ndon: Routledge, 1989): 92-97. 
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not the issue it had been in the 1930s when the government was seen as conspiring with the BBFC 

to keep politically sensitive subjects, such as industrial strife, out of cinemas. " 'Me situation with 

political censorship in the aftermath years was relatively straightforward and uncontroversial. in 

theory the BBFC had the power to censor a film for vindent and provocative opinions, but in 

practice it was never much of an issue as Ihe chilly attitude of previous Boards to films of a 

controversial nature is discouraged by a Secretary who believes that people should be made to 

think in the Cinema as Well entertaineCL74 Film-makerS showed little inclination to want to produce 

politically critical films, and 'the election of the Attlee government had rendered pre-war radical 

politics on fdm less controversial' . 
75 71he BBFC wanted to be seen as non-political, and cited its 

non-intervention in the controversy surrounding SWord in the Desert (George Sherman, 1949, US) 

'as proof of the BBFC's finpartiality. 76 A story set in Palestine, the film sparked off a whirlwind of 

anger and riots and was boycotted by cinemas on account of its alleged anti-British Sentinients. 77 

But as far as the BBFC was concerned, there 'was no valid ground for intervention on their part and 
,, 78 left the verdict to the "discretion and common sense of the cinema publie. (One writer later 

complained that the disappearance of the film from the nafion! s screens was an instance of indirect 

censorship bya minority group of fanad&. 7) 

Another reason that few films, with overt political themes were made, was because the cinema was 
perceived as a place of 'entertainment' rather dm as a venue for social and political education. 
Films were expected to avoidpolitics!, as socialist script-writer and producer Muriel Box recalled: 
'we were not under contract to Rank to make films with overt statements on social problems or 
those with propaganda themes. We were expected to produce a programme of films that would 
interest the general public and encourage people to go to the cinema more frequently and enjoy 
well-made and amusing comedies. We were not engaged to indulge our own political or socialist 
views. '80 There were exceptions, including films about the war and its aftermath, such as The Years 

73 See, for example, Richards, Jeffrey, The Age ofthe Dream Palace: Cinema and Sqdety in Britain 1930-1939 
(London: Routledge, 1984): Part Two. 

74 Hinxman, Marsarct, 7he British Board of Film Censors', Film in 1951: A Special Publication on British Films and 
Film-Makersfor the Festival ofBillain (published by Sight and Sound for the British Film Insitute, 1951): 57. 

75 Robertson, 7he British Board ofFilm Censors: 160. 

76 Hinxman, Margaret, no British Board of Film Censors': 57. 

77 See Phelps, GuyjIlm Censorship (London: Victor Gollanc7,1975): 149. Contemporaryjoumals also record that 
the film was boycotted by 4,700 cinemas, Daily Film Renter, 26 January 1950: 30, and that riots caused the closure 
of a cinema where it was shown. Daily Express, 4 February 1950. 

78 Phelps, Film Censorship: 149. 

79 Hinxman, 'The British Board of Fihn Censors': 57. 

so Interview with Lady Gardiner (formerly Muriel BOA in Aspinall, Sue and Murphy, Robert (eds), Gainsborough 
Melodrama (London: BFI, 1983): 65. 
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Between (Compton Bennett, 1946). 81 Scripted by Box (a rare example of a filin expressing her 

political thoughts) it self-consciously put forward some progressive messages about the post-war 

role of women. Another example is F)Ieda (Basil Dearden, 1947) which made a plea for a more 
tolerant view of Germans at a time of fervent anti-German hostility. 82 

While the BBFC did not get embroiled in controversy with regard to the political content of films, 

there were nevertheless allegations, from both sides of the political spectrurn, about political bias 

on screen. The complaints of those on the right were mainly directed at government sponsored 
Central Office of Information (COD films, which they often argued amounted to socialist 

propaganda. 93 Allegations of political bias from those on the left was focused mainly on newsreels, 

which they believed tended to be hostile to the Labour government 84 Many on the left also felt that 

the structure of the filin industry stifled the production of progressive fifins. Their disaffection 

stemmed from their conviction that a capitalist monopoly controlled a vital and influential medium 

of communication, which was particularly objectionable in the communitarian atmosphere of the 
immediate post-war years. The most powerful player in the industry was I Arthur Rank who 

controlled much of the industrys three arms: fihn production, distribution and exhibition. The 

remaining business not controlled by Rank was Largely controlled by Associated British Picture 

Corporation (ABPC), under the chairmanship of Sir Philip Warter. (rechnically it was duopoly 

rather than a monopoly. ) It was the government commissioned report The Tendencies to Monopoly 

in the Cineinatograph Indushy (published in 1944, and also known as the Palache Report) which 
for the first time publicly exposed the monopolistic structure of the industry, and so endorsed the 

premise on which it was constituted, namely that urijustifiable, monopoly existed and was 'a threat 

to the future prospects of an independent and unfettered British film industry. '85 

Imprecisely defined as being free 'from foreign domination and freedom from dominating British 

contror, 86 the independent producer was seen as necessary'for a healthy competition of influences, 

Methods and ideast. 87 And so for the left, Rank was a big business monopoly freezing out 

81 For a full discussion of 7he Years Between see pages 112-119. 

82 For a full discussion of Dieda see pages 130-140. 

83 See, for example, Dickinson. Margaret and Street, Sarah, Cinema and State: 7he Film Indust? y and the British 
Government 1927-84 (London: BFL 1985): 169. 

84 lUnematograph Weekly, II August 1949, for instance, ran a story about a recent Tribune'diatribe against 
newsreels'on the grounds of 'their alleged anti-government attitude., 

85 7he Tendencies to Monopoly in the Onematograph Industry, quoted in Betts, Ernest, The Film Business: A 
History ofBritish Cinema 1896-1972 (London: George Allen and Unwin, 1973): 212. 

Palache Report, quoted in Macnab, J. Arthur Rank and the British Film Industpy: 45. 

87 Palache Report, quoted in P. EP., 7he British Film Industry: 103. 
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imaginative, politically progressive 'independent' film-making, and denying mufiences. the 

opportunity of seeing such fams. 88 In an article defending the industry against such attacks, the 

Kinematograph Weekly outlined the lefrs case: 'as an industry we are accused [by the left] of not 

taking risks, of having no vision, of playing for sa&ty, and of taking a negative and obstructive line 

to anything which is progressive or reformist. 89 

in the reformist atmosphere of the post-war years cinema attracted the attentions of a plethora of 

reformers from outside the industry - moralists, sociologiý critics, politicians, trade unionists - 
who all wanted to shape the industry to their own model. For traditionalists within the industry 

there was a sense they were under siege. As one trade paper complained, 'Our Industry or Theirs? 

Everybody, we are told, has two businesses - his own and the picture business 
... The social aspects 

of the cinema are on everybodys min(L'90 For reformers state intervention was the way forward, 

although the degree of intervention was open to question with some radicals calling for the 

'creation of a State-owned Fourth Circuit administered as a public corporation! consisting of 300- 

400 key cinemas. 91 Most reformers, though, did not seek public control of the cinema, but fell into 

what P. E. P. called the ! tniddle road!, such as the authors of the Plant Report, who recommended 
limited structural alterations. 92 

The relationslýiip between the cinema and reformists was complex; such were the multifarious, 

criss, crossing int=sts involved both within and outside of the industry, that it was no simple 

matter of reformists versus the trade. The industry itself was far from united with its three tiers of 
interest often being at odds; exhibitors, for instance, had little to gain by supporting British fihn- 

makers when Hollywood imports were, for them, highly profitable. There were stark differences in 

outlook between professional groups within the industry, the militant left-wing ACT was worlds 

apart from the conservative, fiercely entrepreneurial Cinema Exhibitors Association (CEA). 

Potential reformers also had a variety of objectives; some reformers saw intervention as way of 

raising the cultural profile of cinema, while others were more concerned about re, -organising the 
industry on the commercial grounds of making it a more efficient competitive business. The 

gs For more discussion on this theme see Macnab, J Arthur Rank and the British Film Industry. 43-50. 

Kineinatograph Weekly, 22 August 1946. The cause of Tfibune's accusations was the reluctance of exhibitors to 
show two semi-documcntary films with leftish leanings, 7he Way We Live (Jill Craigic, 1946) and Land ofPromise 
(Paul Rotha, 1945). 

90 Daily Film Renter, 18 November 1946. 

Submission by George Elvin, leader of the Association of Cine-Technicians (ACT), to the Report of7rade 
Committee ofOnematograph Films Council on the Plant Report, quoted in P. E. P., 7he British Film Industry. 154. 

92 P. E. p., 77je British 17jim Industry. 156. The Plant Report was otherwise known as the Committee on the Distribution 
and Exhibition of Cincmatograph Films, and with an CYC to improving efficiency investigated the workings of the, 
exhibition and distribution arms of the industry. It was published in 1949. 
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diversity of approaches and objectives was also echoed across party political lines as views on the 
film industry were not fiamed by party allegiance. As Dickinson and Street have written, 'there was 

no unified Labour position on the film industry ... The Conservatives were also not of one mind. 
Some regarded all controls as anathema, while others outdid their Labour colleagues in demanding 

restrictions on American film imports. The content of filin debates in both Houses ... tended to 

reflect constituency pressures and personal interests rather than party allegiances. 03 

Calls for state intervention in the industry on cultural grounds were part of the wider movement 
towards state involvement in the aru which had gathered momenturn in the war, and resulted in the 

creation of such institutions as the Arts Council, and the 'Ibird Programme on BBC radio. For the 

educated classes the cinema was ripe for reform: regarding it for the most part as a source of crude, 

superficial entertainment middle-class arbiters of public taste sought to re-mould the cinema into a 

medium with which to raise cultural standards and social awareness. A strident and elitist advocate 

of this was sociologist J. P. Mayer, who argued that 'filnis must become a deliberate concern of 

cultural leadership', and called for state intervention in film distribution as a way improving the 

quality of films available to cinemagoers. 94 'The problem for such standard-bearers was that unlike 

radio and television, cinema had grown into a powerfid business before they had had a chance to 
interfere. It was a conundrum outlined by Labour MP Stephen Taylor- I like to speculate on what 

would have happened if the cinematograph industry had suddenly been discovered de novo, fully 

fledged Eke the radio. I can imagine in, say, 1923 or 1924, a Royal Commission reporting and the 
Conservative government of those days considering as a resultý that this great industry, with its vast 

potentialities for education and human welfare, could not possibly be left in private hands. I can 
imagine them very. reluctantly setting up a British Cinernatograph Corporation as a sort of visual 
brother to the BBC. 95 

The other driving force for reform was to improve the economic efficiency of the film industry, in 

the same way as any other manufacturing industry. This was the justification for the Palache 

Repor4 and the reason film came under the auspices of the Board of Trade. It was Harold 

Wilson! s96 'decision "to achieve ma)dmum output on a sound economic basis" [that] opened the 
flood-gates of Government intervention in the affairs of the industry. 97 To this end, government 
intervention concentrated on aiding film production by such strategies as setting up the National. 

Film Finance Corporation (NFFQ and the Eady Fund, both intended to provide finids, for film 

93 Dicicinson, and Street, Cinema and State: 152. 

94 Mayer, British Cinemas and 7heirAudiences: 246. 

93 Parliamentary Debates, vol. 446, cot. 261,21 January 1948. 

" Wilson was President of the Board of Trade from September 1947 until April 195 1. 

97 P. E. P., 7he Britishfilm Industry. 102, quoting Wilson in January 1948. 
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production. Overall, it was hoped that with government help the production industry could be 

nurtured into a major post-war, export-led industry. ' 

For film industry traditionalists the reformist zeal was unwelcome as they wanted to continue 

running their business on their own terms. Some state intervention was accepted (though it was 
hardly new - the state been involved since the 1927 Quota Act) so long as it was limited to the role 

of referee rather than player. For the traditionalists, cinema was a branch of showbusiness, a 

medium of entertainment. it was not the place of realism, information and education that so many 

reformers desired. 'FilmdonY, as Kinenwipgraph Weekly argued, 'is concerned only with purveying 

entertainment in exchange for caslL It is not the duty of the commercial industry to educate the 

public. Instead, it is its job to amuse it and if it does this satisfactorily and respectably - as it does - 
it has fiffffled its fimction. 98 Filmdom, need not have worried about the possibility of excessive 

state intervention, as ministers never envisaged far-reaching legislation. Dickinson and Street, for 

instance, have written that Vie reluctance shown by Cripps and Wilson to reorganise the industry 

by compulsory means was in keeping with their approach to the private sector as a whole The 

emphasis was on promoting co-operafion and encouraging industry to reorganise itself. 99 

Fihn production 
For all the hopes surrounding the future of the British film at the end of the war, the production 
industry was soon in dire financial crisis; by'September 1949 the continuance of film-making in 

this country had ahvady become dependent on loans from public fim&. 100 Losses faced by film- 

makers were colossal: in 1948 Rank'announced that the organisatiorfs bank loans and overdrafts 
had reached 113.5 million (they rose to 116 million in 1949) and Korda, had production losses of 

almost; E2.25 million. "01 As a result of its debts, the industry contracted as James Park describes: 

'in early 1949,17 studios were idle, over a third of the film technicians! union! s members were 

unemployed and British film-making, as a writer in the New Statesman put itý was "facing 

disaster". "'ý2 Rank 'ordered savage cut-backs. No fihn was to cost over 1150,000 -a far cry from 

the half million spent on the Olivier/Shakespeare films. Rank stopped making cartoons, terminated 

This Modem Age, closed the studios at Highbury (and the "charm school"), Islington and 
Shepherds Bush and cut back on production activity at Denharn. 9103 

" Kinematograph Weekly, 22 August 1946. 

" Dickinson and Strect, Cinema and State: 199. 

100 P. E. P., 7he British film Industr)r 109. 

10' Armes, Roy, A Critical History ofBritish Cinema (London: Martin, Seckcr, and Warburg, 1978): 172. 

102 Park, jamcs, British Cinema: Vie Lights that Failed (London: Batsford, 1990): 87. 

103 Eyles, 'Rank and Fitm`, in Lloyd, Movies ofthe Forties: 103. 
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It is not necessaxy to expand on the causes of the crash which were complex and contentious, so 

suffice here to draw attention to two inter-related factors that precipitated, if not actually caused, 
the crisis. FiM was the costly 'Food or Films! debacle; ' 04 and second, was the doomed attempt to 
break into the lucrative American market which led to huge financial losses. 105 

From the early 1940s until 1948 when 'the overblown bubble of Brifish feature production 
burse, 106 was a time of relative prosperity for Brifish film-makers in the sense that their films were 
financially underwritten by RaWs fortune (Billings wryly noted how 'two out of every three films, 

were sponsored by the Rank Organisation! "07), and so many film-makers were able to make 
expensive films which more often than not lost money. 108 It is a theme chronicled by Macnab who 

104 This arose from the government's attempt to stem the $70 million cost of importing Hollywood films by suddenly 
imposing a 75% customs duty (P. E. P., 77te British Film Industry. 98-99). Hollywood retaliated by boycotting 
Britain, an action which prompted Rank to embark on an ambitious production programme to make up the shortfall 
of films, a crash programme that'cost over V million! (Eyles, Rank and Fild, in Lloyd, Mavies in the Forties: 
103). When it was well under way, it was rendered redundant when the government abruptly reached an agreement 
with the Americans, with the dire consequence, as Eyles has written, that Hollywood Weashed a backlog of 265 
pictures and the new British films were swamped under the compeution! (Eyles: 103), and consequently did 
, considerable damage to British producers'(Dickinson and Street, Cinema and State: 19 1). It was an infamous affair 
which generated bitter arguments over who was to blame for the fiasco, and the extent to which it was responsible 
for nearly killing off the industry. For varying opinions on the disaster, see Dickinson and Street, Eylcs, and Macnab, 
J Arthur Rank and the British Film Indust? y. 

105 Rank sought to penetrate the US market by producing expensive 'prestige' films which could compete with the 
production values of Hollywood. Regarded as '"highly speculative luxury products"' (P. E. P., 7he Bfitish Film 
Industry. 68, source of quote not credited), they were high risk investments as they depended entirely for their 
financial success on uncatain export earnings. If films failed to make substantial inroads into the difficult American 

market they were commercially doomed, as the British market alone was not big enough to cover production costs, 
let alone make a surplus (P. E. P: 70). Despite some significant successes, as a 'short-term commercial strategy the 
prestige experiment was a costly failure (P. E. P: 97) for it did not succeed in capturing the mass American market 
fast enough. For a discussion of the topic see, for instance, Murphy, Robert, Ranks Attempt ori the American 
MarkcV, in Curran, James, and Porter, Vincent, British Cinema Histo? y (London: Weidenfeld and Nicolson, 1983): 
166. 

106 Monahan, James, Tbe Year's Work in the Feature Fild, in ManvcU, Roger (ed. ), 77ze Year's Work in the film 
(London: Lorigmans, 195 1): 18. 

107 )Unematograph Weekly, 18 Decmbcr 1947. 

108 The industry attracted a certam notonetY for extravagance and wastefulness with the costs of many films, especially 
the prestige ones, spiralling out of control (See, for example, REP., 7he British Film Industry. 265-266). Examples 
of particular excess included London Town (Wesley Ruggles, 1946) which came in at L800,000 (Cross, Robin, 71e 
Big Book ofBridsh Films, Devon: Charles Herridge, 1984: 56), and Caesar and Cleopatra (Gabriel Pascal, 1945) 
at an astonishing fl, 278,000 (Cross: 56). While these were exceptionally expensive, the average cost of prestige 
films was still relatively high at an average of 000,000 (Macnab, J. Arthur Rank and the British Film Industry: 
92). As a popular film could only expect to make a maximum of 1200,000 in the domestic market (Macnab: 107), if 
it failed to sell well abroad it lost a lot of money. By comparison the average estimated cost of an W feature film 
designed for home audicnm was V00,830 (, Unematograph Weekly, 17 March 1949), and so had a reasonable 
chance to pay its way. And occasionally very successful films w= made for considerably less; the big hit 7he 
Seventh Veil (Compton Bennett, 1945) was made for a mcre L67,000 (Cross: 56). B pictures, for the record, 
averaged a little under j20,000 (Kinematograph Weekly, 17 March 1949). 
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argues that RaWs most respected film-makers, who operated under his prestige Independent 

Producers banner, such as David Lean (Cineguild), Powell and pressburger (rhe Archers), 

Launder and Gilliat (individual), and jack Lee and Ian Dalrymple (Wessex) were in the privileged 

position of being 'recognised as "artists" and allowed to experiment! on big budgets. 109 -me 

significance of this was that such filin-makers could, and did, follow their artistic impulses and pay 
little heed to the demands of the box-office. Among the films so generously firrided were two war 
films; Launder and Gilliat could afford to make I See a Dark Stranger (1946), a comedy-drama set 
in the wartime home-front, on location in Ireland, and Powell and Pressburger could indulge in 

artistic experimentation on a grand scale with A Matter ofLye- and Death (1947). ' 11 

As a commercial strategy it was a disaster, as many of the films failed to attract the mass audience 
and therefore lost a great deal of money. The type of film that most consistently turned in profits 
(and helped subsidise the prestige pictures) were the lower budgeted films that were specifically 
designed to appeal to the popular domestic market. These modest; often insular, 'bread and butter' 
films, were, as Maurice Ostrer (one time head of production at Gainsborough) said, thebackbone 

of the Br6sh studio', "' a number of war films; being in this category, such as No Room at the Inn 
(Dan Birý 1948). 

The most commercially successful producer was Herbert Wilcox who achieved a remarkable string 

of box-office hits from the silent period through to the mid-fiflies, when he lost his midas touch. 

During those years, as David Quinlan notes, Iiis pictures probably made more money on average 

than those of any other director. " 12 Wilcox was a showman: he was not concerned with stylistic 

virtuosity but with making films that would please the ordinary cmcmagoer, and this meant not 

stA realism but Hollywood-style 'escape entertainment of pleasant people in pleasant 

surroundings doing pleasant things or highly coloured, musical romance. " 13 Mffee of the most 

successful war films were made by Wilc= Piccadilly Incident (1946); The Counneys of Curzon 

Street (1947); and Odette. Wilcox also made a film about the aftermath of the war, Elizabeth of 

Ladymead (1949), which was unsuccessful and a rare example of him producing a box-office 

faflUre. 114 

'09 Macnab, J Arthur Rank and the BrifishFllm Industry. 92. 

110 Macnab, J Arthur Rank and the British Film Industry. 95. 

"I Kinematograph Weekly, 19 April 1945. 

1,2 Quinlan, David, 7he Illustrated Guide to Film Directors (L*ndon: Batsford, 1991): 319-320. 

113 Quinlan, Yhe Illustrated Guide to Film Directors: 319-320. 

114 Seepages 177-180. 
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Wilcox survived the production crisis intact, but for many film-makers it ushered in a new climate 

of strict cost controls and a greater emphasis on films! marketability than artistry. Rank, smarting 
from his losses and exasperated by such a troublesome industry, retreated from films and handed 

over the running of the company to the hard-headed accountard John Davis. Without Rank's 

generous patronage, the production industry lost its primary source of flinding and its very 

existence as a volume producer of films was threatened. It became increasingly clear, as Ernest 

Betts wrote, That the Treasury was the only purse which could be opened to keep production 
flowing! -a point of view supported by the thr-ee government inquiries set up to investigate the film 
industry. 1 13 Wilson, in tune with the interventionist ethos of the period, stepped into the breach by 

creating the NFFC in the autumn of 1948 with a flind of ; E5 million (raised to L6 million in 1950) 

to loan to producers who 'proposed sa&-looking projects for films! (rather than risky experimental 

or art for arfS Sake fhM). 116 With the injection of NFFC aid, film production continued in its 

chaotic way, but for all the retrenchment, it remained fiindarnentally uneconomic. Korda, for 

instance, could only repay one third of the NFFC loan when it was recalled in 1954,1 17 and P. E. P. 

reckoned that 'until die end of 1951 there had been an annual deficit on film-making in this 

country. "'s Vlithout government assistance several war and aftermath films, such as Morning 

Departure (Roy Baker, 1950), and Yhe Third Man (Carol Reed, 1949), would not have been 

made. 

'Me debt-laden production industry still managed to produce 316 fidl length features in the five 

years from 1946 to 1950119 (including some American films made in Britain, or Anglo-American 

co-productions, which were registered as 'British! films). Of variable quality, the films are 

strikingly diverse in subject matter. style and treatment especially when compared with the film 

culture of the previous decade. Apart from the numerous comedies, thrillers, and melodramas 

made about the war and its aftermath that will be examined later, the films range from polished 

middlebrow literary adaptations, such as David Leares Dickens adaptations Great Expectations 

(1946) and Oliver TwW (1948), to violent gangster films like the infamous No Orchids ForMiss 

Blandish. There are the riotous and sexually charged gothic romps made by Gainsborough, the 
best-selling example being The Wicked Lady, and in contrast to these are homely self-portraits of 
Bfita4 like Holiday Camp (Ken Annak4 1947) and its three Huggett family spin-offs. The 

115 Betts, 7he Film Business: 218. 

116 Eyles, %nk and Fil&, in Lloyd, Movies in the Forties: 104. 

117 KulikKarol, Alexander Korda: YheMan No Could WorkMiracles (London: Virgin, 1990. First published 
1975): 325. 

11, P. E. P: 285. 

119 Board of Trade figures for British feature films over 72 minutes in length, quoted in Dickinson, and Street, Cinema 
and State: 192. 
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fantasies of Powell and Pressburger, such as The Red Shoes (1948), were worlds apart from 

depressing down-to-earth, realist-style social problem films, such as the prison drama Now 

Barabbas Was A Robber (Gordon Parry, 1949). The comedy canon included Ealing! s idiosyncratic 

snapshots of contemporary life, such as Hue and Cry (Charles Crichton, 1947); polished upper- 
class romantic comedies, such as Maytime in Mayfair (Herbert Wilcox, 1949); and the occasional 
film centred around a music-hall comedian, such as Sid Field who starred in The Cardboard 
Cavalier (Walter Forde, 1948). Dramas and melodramas abounded in a host of guises, including 
historical ones like Uncle Silas (Charles Frank, 1947), and brooding, disorientatmg, psychologicar 
thrillers set in contemporary Britain, such as The October Man (Roy Baker, 1947). Musicals 

survived despite the huge losses incurred over London Town, one example being Happy Go 
Lovely (Bruce Humberstone, 1950). Historical epics and biopics were made, for instance Scott of 
the Antarctic (Charles Frend, 1948). There was the occasional horror film, and a handfid of realist 
films which attempted, wartune-style, to comment seriously on everyday life, one example being 
Seven Days to Noon (John Boulting, 1950) with its topical subject of the nuclear bomb. 

A reason for the eclecticism of the films was that; after years of pandering to the demands of 
wartime propaganda in the serm-docurnentary aesthetic, film-makers wanted to pursue their own 
filin-making interests which led to a blossoming of fihn types and styles. It was a development 
boosted by the extra freedom allowed by the censor, and the atmosphere of optimism. and 

confidence surrounding the industry. At Ealing, for example, Nfichael Balcon 'was uncertain as to 

what style to adopt ... and the years 194546 showed Ealing experimenting with a variety of 
styles. 120 At Ra* the prestige film-makers set about a range of non-realist projects (the whole 
concept of prestige films, with their emphasis on spectacle and international appeal, was removed 
from the ideals of British social realism). Powell and Pressburger, for instance, were able to fiuther 

indulge in ! rich ffights, of fancy, dabbling in mysticism and employing sheer technical virtuosity to 

play tricks with time and space. '121 

Likewise, commercial Min-makers, such as Wilcox, who had made limited gestures towards 

realism in tune with the wartime trend, increasingly shed them once the war was over For 

example, whereas Wilco)es 1946 wartime romance, Piccadfily Incident, is immersed in the heavy 

atmosphere of war and carried a topical message about the stigmatisation of illegitimate wartime 
babies (see pages 100-103), subsequent films like Springtime in Park Lane (194 8) and Maytime 
in Mayjair are devoid of any deliberate social messages. 

The diversity of fihns went hand in hand with the diversity of audience taste, as a brief survey of 
some box-office winners reveals. The 1945 box-office hit, The Serventh Veil, was a psychological 

120 Armes: A critical History oppitish Cinema: 186. 

121 Cross, 2he Big Book ofBritish Films: 80. 
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melodrama set in contemporary Britain; the hit& of 1946 were a mixed bag which included The 
Wicked La4, the wartime romantic melodrama Piccadilly Incident, and Hollywood! s The Bells of 
St Mary's (Leo McCarey, 1945), a sentimental comedy set in an American city. The smash hit of 
1947 was Wilco)es war-themed inter-generational saga The Courtneys of Curzon Street, and other 
quite popular films of 1947 included Great Eipectations, and Carol Reeds film about an Irish 

terrorist Odd Man Out (1946). In 1948 cinemagoers made Hollywoods film about the 
homecoming of three ex-servicemen, The Best Years ofOur Lives (William Wyler, 1946, US), the 

smash hit of the year, followed a close second by yet another Wilcox offering, Spring in Park 
Lane. In 1949 The Third Man, Reeds stylish thriller set in the aftermath of war in Vienna, was a 
runaway best-seller, and in 1950 The Blue Lamp, a picture about London! s police, was top of the 
bill. 

It is notable how trade commentaries on box-office trends frequently commented on the varied and 
unpredictable nature of audience choice (a significant factor, as will be seen, in the ensuing 
argument that there was a popular market in the late forties for war and aftermath topics). In 

summing up the findings of a 1950 Mass Observation survey of cinemagoers, the Daily Film 
Renter reckoned that the 'diversity of film taste is so wide that it is only the occasional The Third 
Man which contrives to please almost everybody. "22 Of the films released in 1947, Josh Billings 

commented that Ihe catalogue of winners is so varied dig the only conclusion that can be drawn 

from it is that the masses come for practically anything provided it has star quality and title 

values. "23 

One common factor in audience taste was the desire for well-made and entertaining films; Billings, 
for instance, argued in 1950 that while 'all 4Tcs of stories were screened and the fans showed no 
real preference, they did 'demand quality and only the best attracted money. "24 For trade 
commentators like Billings, discussions about box-office appeal were conducted around qualitative 
terms rather than in term of topic, suggesting any old subject would do as long as it was 'good or 
'qualiW entertainment Of course, defining what was meant by'entertainment! is problematic, but at 
the time it was the idea of indulging in fantasy as a break from the everyday trials of life. As a 28 

year old regular cinemagoer explained, she wanted Io see lovernaking and adventure such as I will 
never know, acting, dancing and singing Par excellence - clothes and decor beyond my means of 
attainment -I go to be entertained [author's italics] not to be preached at edified, elevated or 
inVired to nobler things. '125 The corollary to this was that the mass audience was resistant to films 

122 Daily Film Renter, 10 July 1950. 

123 )Unemalograph Weekly, 18 December 1947. 

124 Kinematograph Weekly, 14 December 1950. 

125 An unnamed respondent in J. P. MaYCIr's 50ciOlOgical studY On the effiects of the cinema. Mayer invited ordinmy 
cinemagoers to participate through the pages officturegoer in 1945. British Cinemas and theirAudiences: 229. 
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that lacked these entertainment characteristics, and all too often realist-style films - with their focus 

on social and political interpretation rather than comedy, romance, and glamour - were less 

successful at the box-office. Fame is the Spur (Roy Boulting, 1947), for instance, with its topical 

story about a flawed political idealist, performed poorly, and Chance ofa Lifetime, which raised 
'die serious problem of the new relationship between factory management and workers, 126 

similarly made little impact on the mass mulience. 

It was not that audiences wanted to avoid filins of contemporary comment altogether, but that they 
found many of these films tedious, all too often because they were badly made. Fame is the Spur 
is a worthy but lengthy and lumbering film, and Chance of a Lifetime, with its factory setting, 

grumbling workers, and not even the hint of a romance, was hardly an enticing scenario. The few 

social comment films that did do good business did so precisely because they dressed up their 

commentary within an entertaining story; the aftermath film Fileda, for instance, was successful 
because its urgent question about the post-war treatment of Germans was presented as part of a 

PoWerf Ul f imily and romantic MelodrarIM127 Indeed, a reason why war films made in the semi- 
documentary form, such as They Were Not Divided (Terence Yourig, 1950), were popular was 
because war itself provided ready-made excitement Without that intrinsic excitement the 

entertainment value of the semi-docurnentary was handicapped. 

Eclectic in terms of sutjectý treatment, and style, an underlying pattern in the film body can 

nevertheless be discerned, which has a relevance in the consideration of war and aftermath films. 

Historians argue that the mid- to late forties witnessed a distinctive vitality and energy in fibn- 

maldng, which had waned by the end of the decade as films became more conservative and 

unadventurous. Macnab, for example, argues that at Rank the late forties was an extraordinarily 

rich period, both in the range of subjects broached 
... and in the depth of talent in every 

department'128 According to Geoff Brown, it was a similar story at Ealing studios as he has written 
how those years were 'unquestionably Ealing's richest perio(r; 129 and Armes ObServes how, British 

directors like David Lean, Anthony Asquith, and Carol Reed came 'to real prommence in the 
1940s, which is the period of their greatest achievement"" As win be argued later, many of the 

war and aftermath films made during this period are products of this energetic phase of production, 

and such films often scratched below the surface of the comfortable assumptions about national 
life, and exposed its less palatable aspects. Park writes, for instance, that some Ealing and Rank 

126 Daily Herald, 28 April 1950. 

I" For an extensive discussion of the film see pages 130-140. 

128 Macnab, J Arthur Rank and the British FlIm Indust7y. 96. 

129 Brown, GeoM Taling! s Glory', in LloydýMovies ofthe Forties: 115. 
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productions 'explored the breakup of wartime solidarity, the liberation of former restraints on 
individual selfishness and the irruption of dark, subversive and irrational forces to tear down the 

cosy myths so assiduously cultivated dunng warume. [For instance] Behind the facade of normal 
family existence in an East End streetý in It AhPays Rains on Sunday [Robert Hamer, 1947], lurk 

Strong, Violent deSireS. '131 

Such questioning values had largely disappeared by the end of the decade with the emergence of a 

new puritanism. Park, for instance, suggests how the desire for sexual adventure which was 
expressed as Pleasure in The Wicked L4dv became equated a couple of years later with 
delinquency in Good Time Girl (David Macdonald, 1948); and Marcia Landy proposes that 
historical films, such as The Lady with the Lamp (Herbert Wilcox, 1951), were 'indicative of 

certain conservative ideological tendencies at work in the postwar films, tendencies that tend to 

produce films of willed social cohesiveness through the evocation of past national heroes. '132 War 
films were no exception, and later chapters will show how the projection of the war became 

increasingly conservative, the key year being 1950 when Odette, They Were Not Divided, and The 

Wooden Horse (Jack Lee, 1950) were released. 

Indicative of the growing conservatism was the declining interest in malcing films of contemporary 

social and political comment 133 thus reversing the progressive wartime trend towards the socially 
interpretative cinema that had so excited the educated classes. In a survey of the 'outstan(fing! films 

of 1950, the Sight and Sound could only include two British films out of a total of fourteen, 

choosing them on the grounds that 'part of their appeal undoubtedly lies in their awareness of 

contemporary issues, rarely enough reflected in British films. "' For Armes, what happened to 
British film production at the end of the forties was that it 'reverted to the patterns and procedures 

of the 1930s!. 133 

The waning of the social, political and creative, vitality of films in the late forties was symptomatic 

of the wider drift away from the radicalism of the war years towards a more traditional oudook, a 

131 Park, British Cinema: 78. 

132 Landy, Marcia, British Genres: Cinema and Society, 1930-1960 (Princeton: Princeton University Press, 1991): 9 1. 

133 Lindsay Anderson, for instance, acidly observed howin 1945, it is often said, we had our revolution ... 
[but) 

according to the British cinema ... nothing happened at all. The nationalisation of the coalfields, the Health Service, 
nationalised railways, compulsory education - events like these which cry out to be interpreted in human terms - have 
produced no films. ' Anderson, Lindsay, 'Get Out and Push! 'in Maschler, Tom (ed. ), Declaration (1957), quoted in 
Murphy, Robert, Realism and Tinsel: Cinema andSociety in Britain, 1939-1948 (London: Routledge, 1999): 95. 

134 Sight and Sound, vol. 19, no. 9, January 1951: 348. The films referred to are Chance ofa Lifetime and Seven Days 
to Noon. 

135 Armes, A Critical History ofBtitish Cinema: 198. 
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drift symbolised by the Conservatives' election victory of 1951. Of the change in the national 

mood, Aldgate and Richards have written that "m 1945 there was a desire for change. Labour duly 

met this desire through die introduction of much needed reforms, but rationirig, shortages and 

restrictions persisted. 'Ihe generation which had won the war wanted the welfare state, but it also 

wanted fim and spending money. The Conservatives stayed in office for thirteen years by 

maintaining the welfare state but dismantling restrictions, ending rationing and promoting 

affluence So having veered leftwards and sanctioned major social changes, the country veered 
rightwards, settling down to enjoy the Emits of peace and turning its back on fbrther change. '136 

There was a sense that audiences were veenng away from films that dwelled on the darker 

underside of fife, and were finding colourfid and reassuring fare, especially comedies, more 
appealing. Wilcox, for example, was quoted as making Spring in Park Lane 'in response to the 

clamour for brighter flIMS,. 137 The desire for this type of film was an indication of the growing 
conservatism of filmgoers, for while on an elementary level these films could be seen (as they were 
at the time'38) as simply offering an 'escapist' tonic for hard-pressed austerity audiences, on a 
deeper level 'escapise entertainment equated with the avoidance of troubling and unsettling issues, 

and thus by implication the reassuring notion that the world was fine in its present state. Spring in 
Park Lane is the embodiment of this: lacking the slightest hint of social realism, life is innocent 

and fim, and its lovable aristocratic characters, doting servants, and palatial settings were familiar 

cultural landmarks harking back to the traditional stereotypes and situations of the pre-war years. 
Evidence of fihngoers hankering for more traditional values is also found in the shifting popularity 

of star types. Gainsborough stars James Mason and Margaret Lockwood, for instance, who 

represented sexually charged and 'bad' characters, lost out to the bore refined and genteel Anna 

Neagle' 9 
139 and, it might be added, heart-of-gold Michael Wilding over 'wicked! James Mason. 

lie loss of creative energy in film-making was also linked to the more circumspect climate that 

enveloped the production industry in the wake of the production crisis. With film companies 

pressured to take less risks with projects, this meant concentrating on tried and tested formulas. The 

stncter financial and artmhc regune uriposed, by Davis at Rank certainly ensured a production 
policy dictated by the demands of the market-Place rather than artistic considerations. According to 

136 Oxf IL Richards, Jcffmy, and Aldgatc, Anthony, Best OfBritfsh: Cinema andSodety 1930-1970 ( ord: Basil Blackwe 
1983): 101. 

137 Daily RIm Renter, 6 November 1947. 

138 A fihn fan! s letter to the Daily Herald offers some personal cvidcncc Of this. The writer declared that at 'the present 
stage in our economic recovcty we am surrounded by an environment of austerity which is reflected in the spirit of 
the nation. Therefore critertaimnent of an escapist VAX is require& The nation needs laughter. Funny, gay, 
enchanting pictures should be the criterion of present day picture production. 'Daily Herald, 3 January 1949. 

1" Aldgate and Richards, Britain Can Take It- 164-165. 
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the head of production at Rank, Earl St John, the comparry's policy was to make inexpensive films 

without artimic pretensions, filins that had no other object than to provide good family 

entertainment and show a profiL"40 'Me resurgence of the power and influence of accountants and 

managers at the end of the decade represented a fiindamental change in the balance of power 

within the industry. The advances which artistic and cultural progressives; had made into the film 

industry during the war and shortly afterwards, went into reverse. By the start of the 1950s 

traditional cinema interests - the 'showmen! - who had always seen cinema as 'showbusiness! and 
not as a cultural mediurn, regained the upper-hand. Whereas during the war and its immediate 

aftermath, the apparent success of British films and the optimism over its future obliged 
established film interests to accept the new cultural bias, when the industry collapsed into financial 

crisis the tables turned. Without the ability to make films of mass appeal it was inevitable that 

makers of more creative, innovative films, and/or films of social realism, would became peripheral 
in a business dependent on profit. 

Conclusion 

The habit of cinemagoing in the late forties had changed little from the 1930s, and remained the 

nation's most popular leisure pursuit; in term of attendances, these were the cinema! s peak years. 
Beyond their role as a form of entertainment films had a national significance as they were seen as 

a vital channel of national expression, both for domestic conswription and as cultural ambassadors 
to foreign countries. Film production also had a important economic role, being regarded as a 

national industry in the same way as any other manufacturing industry. At the end of the war, there 

was considerable optimism surrounding the future of British production; having made some 

popular wartime filins the industry enjoyed unprecedented acclaim and it was hoped that, with 
Ranles financial muscle, the British film industry could at long last conquer the world. The national 
importance of the cinema, together with the interventionist ethos of the time, ensured that the 
industry was the subject of intense attention from Opinion-forming individuals and pressure groups 

- politicians, cultural and economic reformists, trade unions, moralists, the government - all of 

whom sought to shape filindom according to their own agendas. 

It was a turbulent time for the industry, especially when in the space of a couple years the 

production industry sank from being poised on the verge of commercial success to becoming, 

once Rank had retrwed from the industry, a crippled industry dependent on public funds. Despite 

all the problems though, the ailing industly nevertheless made a substantial volume of films, 
including many that were about the Second World War and its aftermath. Many of the films 

produced have become classics of British cinema, such as The Red Shoes, The Third Man, and 
passport to pimlico (Henry Cornelius, 1948), lending the mid- to late forties a reputation as a 

140 Quoted in Volle, Pascal-Philippe, Me Rank Financial Disastee. unpublished thesis (LOndon School of E, 
1987): 32, quoted in Park, British Cinema: 89. 'Onomics: 
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golden period for British films. Tbs creative period faded at the end of the decade as films 

returned to more established lines of light and undcmandingescapise entertainmentý a trend which 
pointed towards the apathetic film culture that so distinguished the fiffies. 
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Chapter Two 
War and Aftermath themes in British films, 1946-1950 

Introduction 

'rhe subject of the cultural impact of the Second World War has received little critical attention, 
despite its enduring presence in British popular culture for well over fifty years. ' Widi reference to 
films, Nicholas Pronay raised this point in 1988 in an exploratory survey of the post-war war film: 

The reader of the standard histories of the British cinema might well conclude that the Second 

World War, presentations of or reflections on k was not a major theme in post-war British films. 

"Comparatively few films were made in the immediate post-war years about a war most people 

wanted to forget, at least on the sphere of entertainment", remarked Roger Nlanvell in the first major 
treatment of the war in the cinema; of the 18 chapters of the most recent major publication, British 

Onema History none is devoted to this theme in the post-war period. 2 

Today the topic remains largely untouched, although more interest has been shown: Marcia Landy's 

book on British genres includes a few pages on the post-war Second World War fihn, -' in an edited 

volume of essays m British film there is an article addressing the issue of class in the war films; of 
the fifHeS. 4 John Ramsden has written a paper on the significance of the 1950s war film cycle-5 and 

most recently an article by James Chapman 'Offers some thoughts on the genre and its place in 

British farn CUlturev. 6 While the extensive cycle of fifties war films is well known by fifin historians 

bid largely ignored by them, the existence of a considerable body of war-therned films made in the 
immediate post-war years is seldom even recognised, let alone discussed. Even writers who have 

ventured into the realm of the war film give the impression that in the We 1940s films about the 

I An exception is MorM Kcnixth, qbe Second World War UA British Culture, in Brivat4 Brian, and Jones, Harriet 
(cds), From Reconstruction to Integration: Britain and Europe Since 1945 (Leicester. Leicester UWvcrsity Press, 
1993). 

2 Pronay, Nicholas, 7he British Post-bcUum Cmcmt: A Survey of the Films Relating to Wcdd War ]I Made in Britain 
Between 1945 and 196y, Historical Journal of 111k Ra4o and Teletwon, vol. 8, no 1,1988. Books quoted: 
Mauvell, Roger, FlInts of the Second World War (London: J-IVL Dent mid Sons, 1972): 232; Curran, James, and 
Portcr, Vincent (eds), British Cinema History Weidenfeld and Nicolson, 1983). 

3 Lm*, M=ia, British Genres: Cinema and SxietY 1930-1960 (Pri=t0n: Princdori University Prem 1991): 171- 
178, 

4 Rattigan, Ned, 7he Last Gasp of the Middle CkSsm: British War Films of the 1950s, in Dbwn, Wheeler (ed. ), Re- 
; le%7ng British onem, 7, Igoo-1992 (New York: State University ofNew York Press, 1994) 

5 Ramsden, John, 'Refocusing the Peoples War British Second World War Films of the 1950S!, Journal of 
Contempormy History, Januaiy 1998. 

6 Chapman, James, XXg- Finest Hour Revisited-. the Second World War in British Feature Films Smce 1945', Journal of 
Popular British Onema, no. 1,1999: 65. 
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war were few and far between. Recent examples include Chapman, who states that in the 

;7 and pattigan Who States Ulat immediate post-war period Vie war narrative virtually disappeared! 

'immediately following the end of hostilities, with less than a handfid of exceptions, the war as a 
topic [his italics] did disappear from the British screens. 's 

Ile received wisdom has been, as the earlier Manvell quotation suggests, that cmemagoers and 
filin-makers alike simply turned their backs on the conflict, and cinema screens were devoid of 

war-related subjects. The intention of this chapter is to challenge that assumption and set out the 

argument that in the late forties there were distinctly more than a bandful' of films! about the war 
'as a topid, and substantially more with significant war and aftermath narratives. Ile issue of what 
the term War film! means will be dealt with shortly. 

For the purposes of this study, the 'immediate post-war years! are taken to be the five years from the 

start of 1946 until the end of 1950. As historical periods do not conveniently stop and start at 

precise moments, the dates are to an octent arbitrary as nothing in particular happened at the 
beginning of 1946 or at the end of 1950. It is clearly the case that the post-war years began with the 
German defeat in May 1945, and the ending of the Pacific war in August 1945. 'Me reason for 

leaving a gap of some months between those dates and the designated start of the 'post-war years! is 

to compensate for the time-lag between a filds genesis and its completion and release, for films 

released in the last months of 1945 were wartime productions made before the fighting has 

stoppedL By leaving a breathing space of a few months, the films to be considered have had some 
time tc) be influenced by the new conditions of peace. 71he starting date, Ist January 1946, is 

simply one of clarity and convenience, and likewise, Pronay's survey of 'post-bellurii! cinema 
begins in 1946.10 

The five years from 1946 to 1950 is, though, a historical period with distinct charactefistics. As the 

many histories of the period outline, " those years witnessed the country recovering from the 

7 Chapman, 'Our Finest Hour Revisite(r: 66. 

8 RatfiM 7he laq Gasp of the Middle Classes: 145. 

9 There is no universally adopted definition of a British feature film in terms of its length. The definition used 
here is DicUwn and Streds classification of a full-length feature film as having a running time of over 72 
minutes. They argue that itcan be assumed that most of the fihns over 72 minates would be intended for first- 
feature release. ' Dickiwný Margaret, and Street, Sarah, Onema and State: Yhe FlIm Industry and the British 
Govemwnt 1927-84 (Laom- BF7,1985): 191. Similarly there is no universally adopted measure for dating films: 
here they are dated according to the year of their release (rather than the year of their completion). 

10 pronay, The British post-bcUum Cinerna: 40. 

11 For instanee: AddisON pmd, Now the War is Over: A SxIaI HistOrY 00filain a"Won: BBCtjonadjan Cape, 1985); 
Hennessy, Peter; Never Again: Britain 1945-51 (LaxkxL Jonathan CaPe, 1992), and Morgan, Kenneth, Labour in 
Power: 1945-1951 Oxndcn: ClarendOn Press, 1984). 
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12 
ravages of war. -- By the start of 1951 the rationing and shortages that had so marked the forties 

were receding problems as Vie private sector and consumer society were reviving!, and that sense 

of economic and social regeneration was official1y celebrated by the Festival of Britain in 195 1.13 

nose years saw the radicalism generated by the war transformed into actions by the Labour 

government and they also witnessed the fading of that radicalism, symbolised, by the return of the 
Conservative Party to power in 195 1. It was also a time when the war was still very fresh in 

people! s memories, and its consequences still a current issue. People had to deal with a host of war- 

related problems, most notably the dire shortage of food and goods, the massive process of 
dernobilisation from the forces and factories, and the concomitant difficulties of readjusting back 

to prewar circumstances. As the ensuing c*ters will demonstrate, many of the films, are peculiar 
to the late forties on account of their dealing with this kind of aftermath concem. 

Two histonans have been the exception in observing that a profiLsion of war-therned films were 

made in the first few years of peace. One is Landy who notes, but does not develop, the idea that 

'during the remainder of the decade [the forties] ... war films or films set during the war were very 

much in evidence. " 'The other is Pronay, the only historian to attempt to actually identify and 

quantify all the war films made fi-orn 1946, and he argues that during the fifteen years after the war 
Vie fact is that the war was seldom absent for more than two or three months from British 

scr=e. " Nevertheless, seeing the next decade as the crucial one in terms of relating the 

experience of the war, 16 he s1dras over the films of the immediate post-war years, and in the 

process considerably underestimates, as will be demonstrated, the volume of films that were made. 
The objective of this chapter is to highlight the presence, popularity, and nature of these war and 

aftermath films. Furthermore, while the concern is with British war films, the argument is also 

supported by reference to Hollywood war films, wartime reissues, and popular literature, all 

sources not alluded to by Pronay 

Quite why historians have ignored post-war war films is debatable, but a possible reason is that it is 

a reaction against the image of the war created by the films of the 1950s. As Andy Medhurst has 

pointed out it is hardly surprising that films like The Dam Busters Mchael Anderson, 1954) and 
The Cruel Sea (Charles Frend, 1953) have been ignored. Medhurst argued that 

12 See Addison, Now the War is Omr 2. 

13 AddiSA NOW the War jS OVer . 198. . 197 

14 Landy, British Genres: 17 1. 

11 Pronay, 7he British Pog-Wum Cinczna!: 39. 

16 Based on his interpretation of the period after the First Vkrld War, be reckons that'after a decade there cornes a re- 
surfacing of die worst of those marricrics in a way which allows people to face than agm dmmgh the re-creative 
power of art and then they seem to gradually fade ova the ncNi few years., pronay, 7he British Post-bellurn Cixý: 
40. (However, as will be explained shortly, recent rcscarrh rtjccts this idc&) 
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in tile dominant, commonsense history of British cinema such films are seen as at best 

worthily dull, at worst the absolute epitome of the cinema of tight-lipped middle-class 

repression soon to be rightly swept away by the social realist impetus of the late 1950s ... 
A further criticism is that the 50s war film has served as one of the prime implements of 
distortion with regard to the history of World War Two, one of the crucial tools in the 

construction of a myth of the war which has secured it for reactionary discourses ... In 

short, the 1950s war film has been consigned to the realms of the formally conservative 
and the ideologically irredeemable. 17 

ne overlooldng of the war-related films of the immediate post-war period has been partly because 

of the overwhelming presence of the 1950s films, and partly because writers have tended to see the 

war fihn as a 1950s-style epic action and combat filrrý a film. type not so common in the late 
forties. It is as if the 1950s war films shaped the consciousness of subsequent generations about the 

character of the war film, and films which do not fit into that mould, such as those of the aftermath 

years, became sidelined. 

Defining and quantiPAng war and aftermath films, 1946-1950 

Exactly what constitutes a Iwa? film is not of course, without question, and clearly the criteria used 

will affect the films chosen for inclusion and thus the enswng atyument. 'Me definition of a war 
film used here is any fifin in which the Second World War is the focus of attention, or where it 

used as a backdrop, including films that are chronologically set in the post-war years but which 
have stories that look back to, and therefore re-interpret and re-image, the war itself This definition 

of the war fifin is well established, Pronay, for example, considers war films as those films 'whose 

stories took place during the war years and in which the war itself played a role in the unfolding 

story ... [and films] which, although outside the war-years, had directly reflected on it. " 8 

There is one problem with this classification: it excludes films which comment on the experience 
of the Second World War by historical parallel with earlier modem wars. The idea, that via 
historical parallel films could relate the war experience for audiences in the late forfies, is not 
alluded to by filin historians. 19 But if it can be argued dig say, Sixty Glorious years (Herbert 
Wilcox, 1938), a historical film about the reign of Queen Victoria, 'peffectly captured the mood of 

17 Mc&uus4 Andy, '1950s War Filn&, in Hurd, GODff(4, NafiOnalFcfions (Laxim BFL 1984): 35. 

11 PmwThcBrkishPost-bcUwnCimd: 39. 

rmay q 19 Pmnq aW La*, for instmr, niak We or no rcfo=u to histý film in ffiis cortnt. P, dmgk does L 
- 7he Angel with the Rumpet (AndiorW Bushefl. 1949) Nwhich is a Viennese fm* cavalcade bcghming in the LLst 

cenhuy and runnmg up to the presad, but only devotes arotmd ten nunutes to the war ftwIf If Pronay is to be 
oonisistý he diould aso have hxhj&d the far ffm inporUnt 7he Courineys ofCuron Stmet. 
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the hourl at the end of the thirties, 20 then it is just as true of historical filins in the aftermath years. In 

fact there is only one historical film, also by populist film-maker Wilcox, of interest here, The 

Counnejs ofCurzon Street (1947), but it is of disproportionate importance as it was the box-office 

hit of 1947.21 It is relevant to note briefly at this stage how the film used the past to create a 

contemporary frame of reference for post-war audiences. Reminiscent of Cavalcade (Frank Lloyd, 

1933, US), Hollywoods adaptation of Noel Cowards play of the same name, The Courtneys of 
Curzon Street is an inter-generational story of a family, the Courtneys, whose fortunes are 
determined by their involvement in the Boer war, conflict in India, and both world wars. The filin 

is imbued with the familiar images and iconography of World War Two: the arrival of a telegram 

announcing the death of a soldier, concerts for the troops; long goodbyes when the husband goes 

off to fight The connection of past wars with the present is clearly drawn as the film, ends on an 

evocative some of a Luftwaffe bombing raid on a factory. 

Appendix One lists 34 films identified as war films that were released in the years 1946-1950. (See 
Table One, page 45, for summary of film totals) It is a substantial number and notably more thari 
Pronay's total of 19ý2 and if taken as a proportion of the total output of 316 British full-length 
filme then nearly one filin in nine related the war years to audiences 

in keeping with the eclectic nature of the body of film as a whole, these war films are diverse in 

terms of uxatment and approach. Apart from The Courtneys of Curzon Stmet, and a couple of 
films whose narratives mclude post-war settings, such as The Years Between (Compton Bennett, 
1946), the overwhelmmg majority are set in the actual war years. Iley range for example, from 

serni-documentary accounts of combat, such as Theirs is the Glory (Brian Desmond Hurst, 1946), 

to Powell and Pressbuiger's glorious fantasy about a pilot suffering psychological problems after a 

20 Richards, Jeffiry, Yhe Age of the Dream Palace: Onema and Society in BtItain 1930-1939 (Routlcdge: Londcn, 
1994): 265. 

21 Biffings: )Unematograph Weekly, IgDcc=bcr 1947. 

22 Pronay Uther urAkrestimates the quantity' as Appendix One shows, he includes two low budget shorts (E)vs that 
)oll, Richard M Grey, 1947, and Cztk &nister, 09= Bum, 1947) which are ignored in this survey as it covers only 
full-krigth features. Pronays list also inchides films which surely do not cam as war films within the set= outlined 
above. He 16u Conspirator (vwtor Saville, 1949), but this is about the cold war rather am the Second world War. if 
it is argued that this film, is a comrixit on the Second World War, thcri other filins with cold war dwmes should also be 
irwluded, sucli as High Prason (ROY BOulting, 195 1). Two furtha problematical entries are 7he Lost People 
(Bernard Knowles, 1949) and It's Hard to be Good (Jcflky Dell, 1949): both films are about the post-war aftermath, 
the former irk Einqr, the latter in Britain If consistencY is to maintained theri other films about the aftermath need to 
be includ4 such as Me MirdMan (Carol Reed, 1949), mid Frieda (Basil Dcardejiý 1947). 

Ibis quibble over filins listed by Pronay serves to raise two Points. First, it reduces his inclusions to 14 and so 
higUghts the uWcrc=nation of full-Icrigth war fihns - 14 film cOmPared with 34. Sccor4 Prona)ýs inclusion of 
W filins that do not fit coniforubly into the diromlogical/dwinatic critcria implicitly Opens up the field to more 
entries, as is aiguod below, 

23 Board of Trade figurm quoted in Dick4" and Strcct, Onema andState: 192. 
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parachuteless drop from his damaged bomber, A Matter of Life and Death (1947), to slapstick 

comedies about service lifcý What a Carty On! (Jolm E. Blakeley, 1949) being one example. Other 

films. focus on the home-front; some are quiefly reflectiveý nostalgic even, as in The Weaker Sex 

(Roy Baker, 1948), and others in-everent and satirical, such as Thu Man u Mine (Marcel Varnel, 

1946). 

Only films about the war years have so far been considered, but what about films which related the 
impact and consequences of the war? Pronay concludes his article by suggesting that British war 
films did, in their own muddling fashion, allow'people in the audience to re-live vicariously their 

experiences, the fears, guilt and dilemmas of their own particular war-, and to cathartise 

psychological sores still festering ... [and so fihns] ... helped to lay the ghosts of war. 44 If this 

proposition is accepted, then the question arises as to whether only filins set in, or directly about, 
the fighting years themselves could lay the ghosts of war'. Surely films about the post-war 

consequences of war - films that are referred to here as 'aftermatV films - were involved in the 

same restorative process? One film historian, Edward Dolan, considers the aftermath film an 
intrinsic part of the post-war war film canon. Dolan identifies four groups of post-war war fihns: 

depictions of combat; dramatizations of actual events; war comedies; and the aftermath film. T'his 

last group, he explains, dealt with 1he experiences and personal problems of living in the 
immediate post-war period. It was a theme bound to be of widespread interest for only the five 

years or so that the period lasted, but in dig time., it [the subject] was put to varied use, serving as a 
backdrop in some fihns and as a central idea in others. s25 

Aftermath films offer interpretations of the impact of war which are special to the late forties: war 
films of the 1950s are less inclined to touch on these topics, as Dolan suggests. So in furtherance of 

the argument that there was a profusion of British films from 1946-1950 which'related the Second 

World War to the audience for whom it still formed a part of their own life_eXperienCe!, 26 aftermath 
fihns should be included in the to - 

27 

The aftermath film is not as straightforward to define and quantify as the war film, as it is a 
disparate group straddling a variety of subjects and genres. Broadly, aftermath films portray the 

effects of the war as an explicit narrative subjectý in which aftermath issues have a strong visual 

and/or narrative presence. Films which take the aftermath of war as a topic include Fiieda, which 

24 Pronay, 7he British Post-bcUum Cima% 5 1. 

25 DolaiiEdvvmAF. HojlýýGoes to War (lcndm BisOnBo" 1985): 68-99. 

7A Pronay, Tbe British Post-baum Ciný: 5 1. 

27 It is a notion that pronay's fixonsistat fixImska of fihns about post-war topics, such as Ae Lost People aW M 
Hard to be Good, implicitly rcoognises. 



44 

deals with the trenchant problem of how to treat the former enenty, and I'll Tum to You, a film 

about the problems facing a family readjusting back to peacetime. Films in which the 

consequences of the conflict figure strongly in the narrahve, range from Mine Own Executioner 

(Anthony Kimmins, 1947), a poignant commentary on a war-damaged RAF pilot to gangster 
films such as TheyMade Me a Fugitive (Cavalcanti, 1947), which expressed contemporary 

anxiety about restless ex-servicemen drawn to crime. A few films covered the aftermath of war in 

Europe, such as The Lost People, which evoked the dislocations of post-war Europe. 

As Appendix One shows, 23 British aftermath filins have been identified. 29 If this is added to the 
34 British post-war war films, the total of war-related films made by British producers in the five 

years from 1946-1950 is 57. As a proportion of total output, this works out at one in every five and 
half films made, a figure which obviously contradicts the notion that the British filin-making 
industry turned its back on the war and its aftermath. 

Reissues and Hollywood war and aftermath films 

To emphasise the dominant presence of the war as a subject for fihTL% it is useful to draw attention 
to other types of film that relayed the war to cinema audiences. As Table One (overleaf) shows, 
there were 40 wartime war films? 9 (as opposed to wartime films not about the war itselo reissued 
between 1946 and 1950, together with the reissue of three post-war war films 

. 
30 As well as reissues 

of British wartime war films, 10 Hollywood wartime war films were also reiSSUed. 31 To the tally 

can also be added 25 Hollywood post-war war filnis, and at least 46 Hollywood aftermath films 

were also released in Britain. (For fidl list of titles see the Appendices). 

If all the fidl-length feature films with war-related themes (British and American post-war war 
films, aftermath films, and wartime reissues) that were offered to British audiences in the years 
1946-1950 are added up, it comes to a grand total of 172 films, or 34.4 films per year. The exact 
figures for feature films quoted in this argument do not claim to be absolute (the content of a film 

To put a precise figure an the number of aftermath films raises a conceptual problem as thtuttically all pod-war films 
am aftermath films m the sense that, deliberately or ottffwLqe., they were shaped by die preceding years of war, Had 
there not been a war, the character of the film body Itught have been different; for example, there nu& not have been 
the Imorbid! cycle of brooding, introspective melodramas which can be inberpreted as an expression of post-war 
depression am pessimism (See, for example, Murphy, Robert, Realism and YInsel- Onema and Society in &-itain 
193948 Laxion: Routledge, 1989: Chapter 9. ) However, for the purposes of quanfi6ing war-related films, the 
inclusion of all films dig could be deemed as expressive of the war's aftermath is analytically unmanageable. 

29 Appendix Two lists 50, but to compensate for the increase in the number of reissues that occurred as a result of the 
Hollywood boycott, the 1947 and 1948 figures have been averaged with the bordering years 1946 and 1949. 
TI=fore, for the purposes of the argumcrd, the number of reissues has bow reduced to 40. 

30 see APPCn&v . one 

31 issues usW Lile Bdtish film reissues, ft munbff Of HOUYWOOd M bas been sk@alY readi (one each for 1947 and 
1948). 
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is debatable and not all the films have been available for viewing) but they do provide 
incontestable evidence that British cinema, far from forgetting the conflict in the immediate post- 

war years as has hitherto been assumed, was actively re-irnaging it. 

Table One 

Volume of British and Hollywood war and aftermath films released in Britain 1946-50 

1946 194 1948 1949 1950 Total 

British post-war war filins, 11 7 3 6 7 34 

Hollywood post-war war films 9 4 0 5 7 25 

British aftermath films 2 3 7 8 3 23 

Hollywood aftemmffi films 15 1 9 10 1 6 6 46 

l3fitish wartime war film reissues I1 10* 10* 
19 

0 40 

Hollywood wartime war film reissues 0 1 1 2 0 4 

Total 1 48 34 31 36 1 23 1 172 

Figures are the average taken fi-oin the bordering years 1946 and 1949. This is to compensate for the 
expansion in numbers as a consequence of the Hollywood boycott 1947-1948. Actual figures were: British 
reissues, 14 in 1947 and 16 in 1948; Hollywood reissues, 4 each for 1947 and 1948. 

It is also pertinent to observe that a number of docurnentaries. about the war were made, such as 
The Undefeated (Paul Dickson, 1950), a film about Vie plight of legless British War Veterar&. 32 as 
well as considerable coverage in newsreels. Peter Hennessy has written how 'the war still 
dominated the newsreel editor's psyche. 'Mere were the protracted trials of German and Japanese 

war cfiminals ... There were a good deal, undmtandably, of lest-we-forget shots of prominent 
Nazis in the dock at Nuremberg, which would be intercut with footage of mass fimerals in 
Coventry in 1941 or concentration camp victim piled high in 1945. J3 

Other forms of popular culture 
As cinema is closely linked to literature and theatre it is instructive to see if these popular cultural 
forms similarly dealt with wartime themes There is a dearth of research about popular literary 
images of the war in general, 34 and even less about the immediate post-war years in particular. Of 

the few writers who have comment4 Andrew Sinclair argues that there was a cultural 'reaction 
from the war [which] began in the first weeks of the peace, a wish for oblivion, a denial of the past 
as soon as possible, a search for whatever Pleasure and laughter could still be found in a society in 

32 &ght andsound, VOL 19, no. 9, Jamlaiy 1951: 383. 

33 HmcssyNeverAgain: 331 

34 An accption is w(xpole, Ken, Dockers andDetectim (InAn Vow, 1983): Chaptcr 3. 
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which even bread was soon to be rationed for the first time. 35 While this may have been true of 

intellectual culture (which after all is Sinclair's primary interest) it was not the case with popular 

literature. A massive volume of books were published and sold on the subject, often in cheap 

editions aimed at the mass market such as those from the Reprint Society, in the years from 1946- 

1950. To give an impression of the volume and range of books Appendix Four (pages 202-203) 

lists 56 titles that surfaced during the research, but a dedicated study would clearly reveal many 

more. All types of books have been added to the list - serious novels, popular fiction adventure 

tales, documentary histories - as they all attracted a popular readership. Harry Hopkins, for 

instance, pointed out that it was no longer possible ... to draw any firm line between the "serious" 

and the "popular". From the documentary war novel or fictionalised fi-agment of war the reader 

might pass, for instance, to Winston Churcliffs majestic history of the war, launched in 1948 
. 
a6 

Not only is the volume of books testimony to the high level of cultural interest in the war, but 

many of the books were best-sellers, a self-evident comment on the popularity of war-related 

topics. This is a point supported by Robert Hewison; in his study of the cultural history of post-war 

Britain he describes how after the war publishers tended to reserve rationed paper stocks for 

established authors, but that the 'exception as far as new authorship was concerned was the steady 
37 stream of war memoirs and documentaries! and the 'inevitable war novels!. Likewise Hopkins 

writes there was an interest in war stories, and that it intensified from 1949 in the wake of Eric 

Wood n HorSe. 38 From Williams! phenomenally successful The e then on, from 'every section of 

every Service, from every front and every 'back-room", the "war books" came tumbling to fill the 

void of peace. 09 

y of war books and plays, is the fact that numerous war films Another indication of the fashionabilit 

are based on contemporary literary and theatrical works. British film-makers had always drawn 

heavily on literary sources for ideas: for example, in the 'four years 1947-50,115 of the 314 

feature films released were derived from novels; that is, over a third. When 56 adaptations from 

plays are added, it will be seen that well over one-half of the total output derives from (more or 
less) literary sources. A Significantly, the average is about the same for films with war and 

35 Sinclair, Arklrew, War Like a Wasp. 2be Lost Decade ofthe TOrties(L. (mdom'HamishHmniltoll, 1989): 191. 

36 Hopkins, H=5ý Me New Look A Social History ofthe Forties 4ndFijbes in Britain (Lajm. Sccker and Warburg, 
1964): 244. 

37 HewiscnRobcst In Anger. Culture in the Cold War: 1945-1960(Lai&m. me&=4 1988): 12. 

38 Williams, Eric, 7he Wooden Horse (Collinsý seventeen impressions by 195 1). 

" Hopkhis, Me New Look 240. 

40 McFarlane, Briaii, 'A Literary CmcmA? British Films and British NOveW, m, BarT, Charles (ccl. ), All Our Yestenlqýw: 
90 Years ofBfifish Oneina Oxndon: BFL 1986): 132. 
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aftermath themes, for out of the 57 films 28 derive from literary sources. 41 Although not all the 28 

novels and plays were ever published or produced at the time, the figure still suggests a substantial 

amount of literary interest on the subject of the war. Moreover, as film-makers! use of literary 

sources was founded in the continual search not only for new script material but also for 

marketable subjects, it can be assumed that most of those 28 sources were perceived as topical. 

On a anecdotal note it is of interest to record a somewhat macabre example of the popular 
fascination with the war At the end of the war a bizarre waxworks exhibition was created in 
Londods Oxford Street 'which showed m stiH detail "AH the Horrors of the Concenu-&on 

cmr 42 

Sinclair, then, may have been right about high culture, but from the evidence presented here - 
cinemss dependence on literary sources, the number of books mustered in Appendix Four, and the 

secondary interpretations of Hewison and Hopkins - it is safe to conclude that there was an 

abundance of war-related popular culture through the years 1946-1950. In terms of historiography, 

there is a parallel here with the aftermath of the First World War: by narrowing their attention to 

high culturr, writers and historians had assumed until now that society wanted to forget the 

experience in its immediate wake, and that several years passed before it became the subject of 
literary expression. Recent research into the literary culture of the First World War, however, has 

found that no sooner had the fighting stopped than there was a massive demand for popular books 

about it43 

Box-office trends 
The next question to address is just how popular war-related films were at the box-office. The fact 

that so many war films were made is of itself an indication of their popularity, but additionally 

nearly half of them, as Appendix One shows, did noticeably well at the box-office. The ongoing 

presence of wartime war film reissues is further indication of the publids appetite for war topics. 
This is also supported by the fact did In "ich We Serpe (Noel Coward, 1942) was re-released 
twice, and I'll Walk Beside You (Maclean Rogers, 1943) three times. Furthermore, three post-war 
films The Years Between, Yhe Captive Heart (Basil Dearden, 1946), and I See a Dark Stranger 

(Frank Launder, 1946) were all reissued (in 1949). It is also significant that reissues dry up in 1950, 

the very same year that a new generation of British wars fihn appearý4 the suggestion being that 

41 See Filmogaphy. 

42 as : 191. Sinclaýir, War Like a Wi P 

43 See, fcr mstmxc,, Bmco, Fosa Maria, Metchants of HoPe British Mid&ebmw Writers and the First World War, 
1919-1939 (OxfordL Bcr& 1993). 

See Table One and Appendix One. 
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wartime reissues became redundant when a new supply of war films; came on tap to satisfy the 

residual demand for war topics. 

A trend that requires explanation is the dip in the output of British (and American) post-war war 
films in 1948. What is strildrig here are parallel trends: as Table One (page 45) shows, there was a 
coffesponding rise in the nurnber of British (and American) aftermath fdms, with 1948 and 1949 

re&exing more aftermath than war films. The argument here: is that although the production of 
films about the wartime years catainly declined in 1948, war narmfives did not so much disappear 

as re-focus on the afirtmath of the conflict. Indeed, the most successful film of 1948, was the 

aftermath fifin par excellence, The Best Years of Our Lives (William Wyler, 1946, US). 45 AS 
Appendix One shows, British aftermath films did not do so well at the box-office in 1948, 

although this probably had more to do with the lacklustre, quality of the films than a resistance to 

the topic itself This is evidenced by the success of The Best Years ofOur Lives, and the fact that in 

the following year, 1949, dm British filins did well, including Yhe ThiniMan which was the hit 

of the year. 

At the time there was a body of opinion that thought war films were not good business, at least 

until 1949-50; Piccadilly Incident, for instance, a film firmly located in the wartime experience, 

was advertised as not being a war fibIL46 The critic C. A. Lejeune wrote in 1947 that there was a 
'general loathing of war subjects which will inevitably keep the milling thousands out of any 
British Cinema! '47 and a trade review of Powell and Pressburger's The Sinall Back Room (1949) 

defensively reckoned that the film's War background 
... 

does not in any way deft-act from [idle] 

intense appeal of the StorV. 48 

lie apparent conti-ddiction between these opinions and the evidence that war and aftermath films 

were popular needs explaining, Beyond the personal prejudices of the commentators, it is to some 

extent explained by contemporary notions of what was meant by a 'war fil&: although the 
definition was never spelt o4 it implied a serious wartime-style senfi-documentary on some aspect 
of the fighting. An indication that this Idnd of film was perceived as a 'war fihrf is found in the 
heralding of the 1950 combat film TheY Wem Not Divided (Terence Young) as the first post-war 

45 in Appendix Tiuv, - 7he Best Yean ofOur Lives appears in 1947 as it was first given a limited West End release. It 
reached the peak of its si=ess in 1948 when it was put on general release and becarne the most popular film of the 
year. JUnemmograph Weeljy, 6 December 1948. 

As a COPY fine in the advert docbm: I aldwugh Miss Neagle Will 8PP= in WREN uniform, Wilcox says this is not 
[dicir italics] a war film He describes it as a "dcmcstic quadrangle"! DaflyFllm Renter, II February 1946. 

47 New York Dims, 24 August 1947. in BrOwn, G= (ed I NYr Fncwlopae&a ofFi Im: 194 7-1951 (New York: NYT 
Boolks., 1994). 

" D2ilyFlbn Renter, 20 Jumary 1949. 
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war filmý9 thus denying preceding films widi war-related themes the designation of 'war fihn!. 

The dearth of semi-documentary films in the immediate post-war years does suggest that audiences 

may have been resistant to this style of war film. However, there were critics and publicists who 

considered this type of war film a good box-office proposition. For instance, the publicists of The 

Weaker Scc, a tribute to the role of women in wartime, specifically stressed the fihrfs wartime 

associations; one advert celebrated how it is 'in essence Mrs Miniver, Thu Happy Breed, The Way 

Ahead, and In nich We Serve all rolled into one!. 50 Furthermore, the film did perform notably 

well at the box-office. 51 Another example is Theirs is the Glory (Brian Desmond Hurstý 1946); 52 

when this film was released in October 1946 one trade reviewer thought the film not only deserves 
53 maximum playing time, but was an 'excellent showmajYs proposition!, and the film was indeed 

popular. It is also worth recording that Josh Billings, the most respected interpreter of audience 
taste, never suggested that war was unpopular with cinemagoers. 

The conmasting evidence as to whether audiences liked or disliked war filins is consistent with the 

wider sense of the unpredictability and fiagmentation of audience taste in the late forties, as 
discussed in the previous chapter, While there was a stmtuin. of opinion that thought the war filin. 

poor box-office, there was another that thought the opposite. 

By 1950 the general perception of war films and their audiences had changecL The year was seen 
as a watershed as a result of the emergence of the first British cycle of war films; Cwar films! in the 

contemporary sense of semi-documentary stones about the fighting). These watershed filins were 
They Were Not Divided, Odene (Herbert Wilcox, 195 0), and The Wooden Horse (Jack Lee, 195 0). 
To this list can also be added Moming Departure (Roy Baker, 1950), a film about a naval 
submarine disaster, which although not actually set in the war is to all intents and purposes a war 
film on account of its wartime iconography and manners. As one reviewer declared, it 'takes an 
honourable place alongside epics such as In "ich We Serve'. m (Morning Departure has Richard 

49 For instance, the Daily Herald, 31 March 1950, wrote how 'it is Britaires tum to make a war film The Americans 
have been doing it brilliantly with Command Decision [Sam Woods, 19491, TweAv O'Clock High P4enry King, 
19491, Battleground [William Wellman, 1949], and Task Force [Delmer Daves, 1949] that we have become notably 
laggardly' 7hey WereNotDividedis discassed in Chapter Three. 

50 Film advert in Kinematograph Weekly, 4 November 1948. Dates and directors ofthe films are: Ayrs Mintwr (William 
ýWlcr, 1942, US); 7his Happy Bmed (David Iean, 1944); and 7he Way Ahead (Carol Reed, 1944). 

51 Billings, Unematograph Weekly, 16 December 1948. 

52 Strictly spcaldng 7heirs is the Glory is not a feafin film but a dramatised docummtary, but it has been included here 
because it was treated as a mamstrearn feaftre filin. Murphy, Realism and rinsel: 259, likewise treats such 
documentaries as feature films. 

33 Unematograph Weekly, 22 August 1946. 

54 Daily J91m Renter, 20 Febmiry 1950. CW; 

ý 

ýVXA 
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Attenborough doing a repeat performance of the one he did in In nich We Serve as a hysterical 

crew member). As a result of these films (and Hollywoods 1950 war fihn releases), Maurice 

Speed wrote thatthe moviemakers apparently decided that 1950 was the year to start showing such 
films about the last war, for we saw the beginning of a steady stream of them. 55 

All four films were very popular, as were the Hollywood pictures; in an assessment of all the trade 

polls for 1950, Sight and Sound told its readers that Iwar films are still box-office! . 
56 Appearing 

within a few months of each other, these films marked a distinct stage in the development of the 

war film and can be seen as the precursors of the historical adventure-style war films that became a 

staple of 1950s filrn culture. 

The question that arises is why the action war drama appeared in 1950 and not sooner or later? If 

the relative absence of this type of war film in the immediate post-war years is attributed to 

'Straightforward War_WearineSS!, 57 then Why 1)y 1950 [was] the time ripe for the revival of the war 
film proper7sa The first point to make is that the actual revival had begun in 1949 with the 

appearance of two service films, Landfall (Ken Annakin, 1949), and Private Angelo (Peter 

Ustinov, 1949). The publicity for Landfall, a tale set in 1940 about Coastal Command and the 

navy, hints at the increasing interest in films about the actual fighting: Vdve all been only too glad 

to forget about the war during these past four years of peace. But now, as those gnm, dark days 

sink back into history, war reminiscences, "our bomb" stories and the like, seem to be coming into 

their own again ... the odd thing is that ABP's two previous releases have both been outstanding 

war films - The Hasty Heart [Viricent Sherman, 19491 and Private Angelo [Peter Ustinov, 1949]. 

Query - is this just coincidence or a definite trend in film fare? " Furthermore, in 1949 cinemas 

screened the first batch of Hollywood combat epics, including Task Force, Jungle Patrol (Joe 

Newman, 1948, US), Command Decision, and Fighter Squadron (Raoul WaLsh, 1948, US), this 

last fihn doing notably well at the box-office. 

The three or four year gap between the end of the war and the appearance of the first generation of 

combat films compares with an equivalent gap of seven or eight years after the end of the Great 

War. As Clyde Jeavons has written, the revival of interest in filins about the Great War came in 

Speed, F. Maurice, Film Retlew: 19.50-51 (Laxicsi: MacDonald, 1950): 11. 

Syght andSound, VOL 19, no. 10, Fcbngay 1951: 389. 

57 Fjldgan, 7he Last Gasp of the Middae Classed: 149. 

5' Cross, Robin, 7he Big BookofBHtish Fibns (Devon: Charles HcrridA 1994): 115. 

59 Film pubhcity- BFI microjackeL 
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1925 'in the shape of King Vidor's The BigPara& (1925, US). 60 After this release, a rush of war 
films were produced, including Wdco)es Dawn (1928), and the classic All Quiet on the Western 

Front (Lzwis Milestone, 1930, US). In the context of American production after the Second World 

War, the New York 71mes drew attention to the contrast between the two wars: 'this post-war 

upsurge [in war films] is earlier and more prolific than was the similar trend after the First World 

War'. 61 The reason for this difference perhaps lay in die relative scale of slaughter and ensuing 
disillusion: the worse it was the longer the time-lapse before it could be treated on screen. Evidence 

for this is also found in the portrayal of the Second World War itself; films about the grim and 
bitter experience of the British in the Far East at the hands of the Japanese do not figure in British 

war films until well into the fiftiesý2 and as Pronay observes, there isnothing to compare with the 
harrowing portrayal of sheer human suffering which is given in these Far Eastern theatre films. "' 

in die immediate wake of the First World War, the screening of films about the battle was 'virtually 
tabod, 64 but the situation was quite different the Far East apmt after the Second World War The 

screening of the battle was not of itself an issue, and there was hardly any debate about it. One of 
the very few comments on the matter was in a review of The Captive Heart where the reviewer 
respectfiffly described how the filin avoided any reference to the 'innumerable cases of social and 
domestic maladjustment' caused by the trauma, of being a prisoner of war, concluding thatit could 
not very easily be fictionalised so soon after the war when marry men are still awaiting the 
necessary treatment 15 The only controversy that did arise over the cinematic restaging of the 
fighting was the perceived bias of some Hollywood films. As dimissed in Chapter One (pages 2 1- 
22), there was occasionally resentment at what was perceived as the 'Americanisation! of the war 
by Hollywood, the most infamous example of this being the row over Objective Bunna (Raoul 
Walsh, 1945, US). 

There are two interrelated reasons for the appearance of the trio of British war films in 1950. First, 
there were commercial reasons: with film production in financial difficulties at the end of the 
forties, film-makers sought new material to attract audiences, and stones about the baffle against 
Hitler were ideal, as Speed suggested in 1950: Vie movies, whenever they are in the doldrums turn 

60 Jcavons, Cb+, APictor! alHfsIoryqf WarRIMS(LondaL Hamlyn, 1974): 43. 

61 New York- Times, 6 June 1948, in NYTFAcKIOPae&aOfF'Lm- 

62 An exception to this is Mine Own Executioner, a film abotit a psychologically dislý cx-RAF pilot who Suffo-od at 
the hands of the Japancse For firffia infonnation sce pages 60,190-192. 

63 Pronay, The Brhish Post-bellum Cj=a: 49. 

64 Jeavc ns, A Pictorial History of War Fi Ims: 3 7. 

65 Monthly Film Bulletin, voLl3, ml48, ApriIl946: 44. 
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to ACnON [his emphasis] to get them out of trouble and this year has been no exception. We saw 

a cycle of semi-factual war films. " For film-makers, then, war provided an exciting, and therefore 

potentially profitable, subject. As well as action, it was believed that war also provided the British 

production industry with a topic well-suited to exploit the highlymacclaimed realist aesthetic 
developed in the war. James Monahan, for instance, noted how many of 'ourbetter films of 1950 

were war films, and this was 'simply because war provides the British feature director, heir as he is 
to the documentary tradition, with the kind of exciting background of reality with which peace time 
is less generous. 0 

Monahan! s comment gives the impression that British fihn-makers were yearning to make war 
films, and were just waiting for the right box-office climate. There is something in this; in the 

closely related British and American film industry, British film-makers often took the lead from 
Hollywood, and this was certainly true of combat films, as in this field Hollywood was around two 

years ahead of the British film-industry. In 1948 Hollywood produced several new combat films, 

and by the surnmer of 1948 many more were in the pipeline. As the New York Times reported, the 
l3ublic information Division of the Department of the Army 'disclosed last week that his office is 

currently processing a dozen feature films with military backgrounds. "' 

The three 1950 films - They Were Not Divided, Odette, and The Wooden Horse - were all very 
successful at the box-office, which raises the second reason for their appearance, namely that by 

1949 there was a buoyant demand by audiences for war action-drama. Among historians, the 

consensus has been that 1950 was the year that audiences began to clamour for war-action films, 

but this date needs to be brought forward by a year Exactly why there was a growth of interest in 

combat films at this time, and why it rapidly developed into a massively popular genre for the rest 

of the decade, is debatable. The common explanation is that audiences were thirsty to re-live the 

victory as a panacea for a loss of national self-confidence in that decade. The argument is that 

throughout the fiffies, when factors such as the break up of Empire, relative economic decline, the 

cold war and the development of atomic; weapons, undermined Britain! s self-confidence, positive 
images of the British winning the last war - their 'finest houe - provided a much needed 
reassurance. 69 However, in his recent paper, Ramsden casts doubt on this kind of argument on the 

66 Spc4 Film ReWew 1950: 11. 

67 Mcnalwiý James, 7he Yeaes Work M the Feawm Ffld. m ManvA Roger (ed. ), 7he Year's Work m the Film 
(Laxim- lxngmans, 1951): 23. 

" New York limes, 6 June 1948, in NYTEncKlopae&a OfFilm. 

69 For instance, flevison posits how In the 1950s, the acUW horrors being far enough behind thern, British fihn-makers 
began to fight the Second World War all over agau4 looking for die social cohesion that some fihns made In warUrne 
had helped to create. ' (Hewison, In Anger: Culture in the Cold War, 177. ) Shilarly Raynjond Durgnat largely 
accounts for the popularity of war fihns from 1950 by arguing that Vx prospect of WCrld War Three was so 
unappettsing. that am-acties could be agreeably fed back into wxmcs about World War Two, which was undoubtedly 
justified, and over. and "oný Dtugnat, RaymondAMjm'rF Agland(tcndm: Faber mid Faber, 1970): 83. OrE 
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grounds that it misjudges the mood of the fifties. He wgues that, notwidistanding Suez - the British 

people had their most collectively confident period since the war. For Ramsden, the popularity of 

the war film can be attributed more to production factors than particular historical events. He wntes 
that 'it seems rather pointless to seek any other underlying exTlanation for the timing of the cycle 
than the continuous pressures of the box-office and the availability of literary material for 

screenplays. OD 

Re-imaging the Second World War to celebrate military achievements as a means to bolster 

national self-confidence and patriotism in the face of the communist threat was certainly a 

motivation behind the production of Hollywood war films in the late forties. The New York nines, 

for example, reported that 'the present trend toward military subjects may be traced to two causes, 
Colonel H. J. Melchett believes. [Melchett was the US army's liaison officer with Hollywood] "We 

believed that the first World War was a war to end war" he said. "Now we know that is a delusion, 

and we are fearful of another war. " Also, he declared, filin producers have been firightened by 

charges of cominunism made agains the industry and they are extremely anxious, to refute those 

charges. 171 Although the sensitivity to communism was far more extreme in the USA than Britain, 

there were parallels and, furthermore, Hollywood was a key influence on British filin-makers and 

audiences. In Britain, the circumspect response to the re-release in 1950 of All Quiet on the 

Western Front, throws some light on the contemporary relationship between cinematic 

presentations of war and contemporary ideas about the nature of patriotism. Conservative critics 

questioned the wisdom of re-releasing a film with such a famous pacifist message at a time of 

growing cold war tension. One such critic was the Daily TelegWh's reviewer who believed the re- 

release 111-timed because the present 'hour when the nation! s - and the United Nations! - existence 
depends on our willingness to serve, not for the aggrandizement of one but for the freedom of all, 

seems an odd one to revive a film designed to kill the ideal of service altogether. J2 Significantly 

thM the re-release ofAII Quiet On the Restern Front was considered not within the context of the 

Second World War, but rather within the context of the cold war, a perspective that has parallels in 

the relationship between an post-war war films and cold war tensions. 

Conclusion 

There has been little scholarly work done on the British war film in general, and even less on the 
immediate post-war period in particular. Of those writers who have touched on the war film, most 

conclude that until the start of the fiffies the war was a marginal theme on British screens. Even 

Pronay, who has delved more deeply than most mto Second World War films, substantlally 

70 Ramsden, Mocusing the Peoples Wae- 

71 New York 27mes. 6 June 1948, in NYTEnc)CIOPae&aOfFllm- 

72 Daily TeL-graph, 2 October 195o. Clippings file: BFL 
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underestimates the volume of films with war-related subject matter. 

By marshalling together all British films with war and aftetmath content as well as the host of 

wartime war film reissues and Hollywood imports, it has been shown dig there was a major body 

of film that could be said to have Ud the ghosts of war'. The argument is given further credence 
by the presence of war subjects in newsreels, and the huge volume of books and plays on the topic, 

many providing the source material for the films. 

Contrary to conventional thinking, then, there was no question of audiences turning their backs on 

popular cultural representations of the Second World War, or the film industry putting a 

moratorium on the production and screening of war and aftermath subjects. Film-makers were not 

so keen on new combat/fightirig dramas until 1949, and instead proffered other treatments of the 

war and its aftertriath. The argument here is dial the serious combat film only represented one 

particular aesthetic by which to restage the war, and although until 1949 this type of film was less 

common, the rendering on screen of the war and its consequences was achieved through a variety 

of alternative perspectives and treatments. As the ensuing chapters will indicate, the war as a 

cinematic topic remained relevant precisely because it engaged with the evolving requirements of a 

population emerging from six years of total war. 
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Chapter Three 
Fighting the Enemy: prisoners of war, special operations, and the armed forces 

Introduction 

This chapter focuses on war films which portray the fight against the enemy, whether in terms of 

espionage, the use of science, or military combat. The intention is to trace the evolving subject 
interests of the films and explain why these trends might have arisen, and whether the films offer 

anything new to say about the war. The films have been divided into three theme-based groups: 

pnsoner-of-war (PoW); secret operations and the resistance; and the armed forces. Also considered 
is how the inherent values, assumptions and preoccupations of the filins shifted over the immediate 

aftermath years, with special reference to whether those films released in 1950 are qualitatively 
different from the preceding films. In effectý 1950 is pinpointed as a significant year in the 

development of the war film from its wartime role as propaganda to its reincarnation in the fiffies, 

as an adventure picture and vehicle for a conservative rewriting of the war. It is convenient for this 

discussion that the three watershed films of 1950, The Wooden Horse (Jack Lee, 1950), Odette, 

(Herbert Wilcox, 1950) and They Were Not Divided (Ference Young, 1950) are representative of 

the three subject groups, PoWs, secret operations, and the military, respectively This enables a 

comparison to be made between the 1950 trio of films and earlier examples of each film type. 

The prisoner-of-war film 

Two Pow films, were made between 1946 and the end of 1950,1 The Captive Heart (Basil 

Dearden, 1946) and The Wooden Horse, produced by Ealing and Wessex respectively. Well- 

crafted productions made in the restrained and Stoically heroic semi-documentary style that 

emerged during the war, they were high profile films that generated a lot of critical interest. The 

Captive Heart did well at the box-office, and The Wooden Horse was a major hit2 

The Captive Heart and The Wooden Horse were the first PoW fdms in what subsequently 
became an enduring, characteristically British, formula for films and television dramas in later 

years. Examples include the films Albert RN (Lewis Gilbert; 1953) and The Colditz Story 

Other films have peripheral rcfcmxs to PoWs, such as Ae Years Between (Ccmpton Bmmctý 1946), Frieda (Basil 
Dcardcn, 194111 mid Mine Own Erecudoner (Anthony Kmmuns, 1947) Ibere is also Hollywoods Arce Came 
Hoine (Jean NeSuIcsco, 1950), %hich is based cn American Agnes Newton Keith's best-selling 1948 account of her 
fife as a Japariese PoW. 

2 Josh Billings listed Me Capttve Hemi as a Notable Box-office Attrwfionjunematograph We, 19 e kly December 1946 
and placed 7he Wooden Horse in the top three of Tive remarkable money spjnrý fim British lion, Mnematogra, h 
Weekly, 14 December 1930. 
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(Guy Hamilton, 1954), and the BBC television series Coldd,. 3 At first sight it might seem odd 

that PoW camps became such an enduring dramatic formula when, as Nicholas Pronay says, 

relatively few servicemen were captured, and those that were fared reasonably well (excepting 

those held in Japanese camps). But, the key to the interest lay in the special relationship 

soldiers had to their captured comrades, and the ever-present possibility soldiers faced of 

having to surrender to the enemy. 71bus, the PoW scenario had a relevance to the military as a 

whole, and not just to those who had the misfortune to be captured. 4 Pronay also suggests that 

PoW films tend to question some of the deeper issues involved in warfare, and therefore 

'formed a part of that concern with the moral and ethical questions of war and soldiering 

,5 which was so central to the native culture. A further explanation for the presence of the PoW 

fibn offered by Pronay is that such 'stories have concrete attractions from the producer's view, 
being a good chase-yam formula well proven at the box-office as well as being relatively 

cheap to make. o6 

These ideas help explain the interest in the genre as a whole, but of particular interest here is the 

extent to which The Captive Heart and The Wooden Horse had time-specific relevance to post-war 

audiences. In 1946 when The Captive Heart was released, the subject of PoWs in Germany was a 

novel one for film-makers and audiences. They could not have approached the topic during the war 

when 'the actimlities of conditions and activities within PoW camps can only vaguely have been 

surmised, and such stories can hardly have been conducive to a positive war efforL7 Once the war 

was over the story could be told, The Captive Heart 's objective was to present an authentic 

account of life in a PoW camp as experienced by soldiers who had been captured in France in 

1940 and spent the remaining years of the war as German prisoners. To lend the film authenticity, it 

was partly shot on location in Marlag Milag Nord Prison camp in late suminer 1945, and a former 

prisoner there, journalist Guy Morgan, contributed to the script. The film was made with the co- 

operation of the War Office and the British ariny which provided extras for scenes rapiring large 

3 The first series ran froin October 1972 to January 1973, followed by a second run from January to April 1974. n= 
de (Laidon. 1 were 28 episodes in toW. VahimaS4 TiSe (cdj Television: An Illustrated Gui - BF VOU, 1994): 202. 

4 Pramy, Nicholas, 7he British Post-bellum Cirý A Survey of the Films Relatmg to World War 11 Made in Britain 
Bet%= 1945 and 196Y, Yhe Historical Journal ofFilm Ra&o and Television, 198 8, vol. 8, no. 1: 46. 

5 Promy, 7he British Post-bcUum Circrild: 46. 

6 Pronay, The British Post-bcllum Cixma!: 45. 

7 Ramgark Neil, 7he JAq Gasp of the Middle Classes: British War Fibm of the 1950s, in DbW11, Wheeler (ed. ), Re- 
Re%lng Bilash Onema; 1900-1992 (New Yo&* State University of New York Press, 1994): 147. 
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numbers of men. ' For the Returned British Pzisoners of War Association, the film did capture the 

authenticity of the experience. In a letter to Michael Balcon the Association congratulated the 
filmmaking team for offering to the public Ihe pathos, drama and humour, the unquenchable spirit 

of our soldiers in the hour of defeat; the agony of waiting for the day of liberation, the amazing 
initiative of men penned in behind the barbed wire of enemy camps, the hopes, joys and sorrows 

of the PoWs are here vividly portrayed. 9 On the whole, reviewers praised it in similar language, 

the Kinenialograph Weeldy, for instance, described it as 'a timely tribute to the unquenchable spmt 

of the prisoners!; 10 tile Daily Express trumpeted that the film, had 'caught for the first time on any 

screen, so help me, the real heart and spirit of Englishmen at war. Here are Englishmen at war, far 

from home, defeated in battle, cold, hungry, without hope for the future. Men who do not exist any 

more, shadows of soldiers, ghosts of Englishmen, yet indestructible!; ' 1 and C. A. Lcjeune thought 

the one weakness in a film that 'gets its real force from the study of real problems and real people! 

was introducing mto this 'honest history a completely phoney story about a Czech refugee who has 

taken the name and identity of a dead British Captain. '12 

Four years later, The Wooden Horse continued the process of documenting unknown wartime 
stories and was referred to as a '"now it can be told" War Melodrarna!. l 3 It was based on Eric 
Williams! best-selling book of the same name 14 (which had also been serialised. in a newspaper and 
broadcast on the radio"), which was a first hand account of the 'famous escape of three English 

prisoners from Stalag Luft BT. 16Williams also wrote the screenplay. It was an ideal subject for 
director Jack Lee, a fifin-makcr with roots in the documentary movement who had made his name 

See, for example, caTespcndc= between Baloon and the War Office (G/27 BaIcon Collection, Special Collections, 
BFI), or the filds press book (BFI Mcrtjwk-d). 

Letter from the Returned British Prisoners of War Association to Michael Balcon, 28 March 1946 (G/27 Balcon 
Collection). 

10 Cnematograph Weekly, 4 April 1946. 

11 Daily Fxpress, 30 March 1946. 

12 Observer review (undated), in Lcjcune, Caroline, A., Chesnuts in Her Lap: 1936-1947 (London: Phoenix House, 
1949. First published 1947). 

13 lUnematograph WeekJy, 27 J* 1950. 

14 Williams, Eric, Yhe Wooden Horse (Lmdon: CoUins, seventeen impressions by 195 1). 

Is Sight andSound, AprU1951: 487. 

16 Monthly Rim Bulletin, voL 17, no. 200, Scptmlber 1950: 138. 
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during the war with the Crown Film Unit 17 Like Yhe Captive Heart, the sense of authenticity was 
heightened by location shooting, in Germany and Denmark. 

The Wooden Horsecaught the public imaginatiorf, 18 encouraged no doubt by the enthusiastic trade 

and popular reviews. For instance, the Kinenwtograph Weekly enthused how the film was a 
'worthy tribute to British courage and initiativd; " and the Daily EXpreSS declared that it was Vie 
best film we have made this yeae and that its linspired nonchalance, good humour, and 
understatement will help to give this remadcable, episode its rightfiA place in British wartime 
tradition. '" Some critics were more circumspecý such as cineaste Gavin Lambert who thought dIat 
'the characterisation one-dimensional, the dialogue somewhat monotonous! and that the script 
lacked'dcpth and structure!. 21 

Beyond the similarity of the surfam realism of the two films there are differences in their values 

and preoccupations. The Captive Heart focused on issues relevant to an audience in transition from 

war to peace, for instance projecting the problems of readjustment faced by returning PoWs and 

their families (a topic dig also had a wider relevance to all returning servicemen). In a manner 

reminiscent of in Mch We Serve (Noel Coward, 1942ý The Captive Heart cuts between the 

home lives of the servicemen and their current situation, expressing the stresses, strains and social 

changes that resulted from years of separation and uncertainty. Marcia Landy highlights this aspectý 

concluding that the film is 'a conversion drama centring mainly on HaseO who assumes a new 
identity and a new life, symbolically representing the "new man" who has emerged from the War . 

a3 

Another issue touched on was the rehabilitation of war casualties as a sub-plot shows a recently 
blinded young serviceman overcoming his uncertainty about the future. 

After the war Jack Lee set up Wessex in partnership with fcUow documentarist Ian Dah)rmple. As an independent 
production company, they made several films under Rank's l"dcPCndent Producers umbrella before making Zhe 
Wooden Horse for London Film. Macnab, Geoffrey, J Arthur Rank and the British Film Industry (London: 
Routledge, 1993): 92-93. 

Forman, Denisjilms 1945-1950 (Londw: British Council/Longmans, 1952): 4 1. 

19 Kinematograph KeeW, 27 July 1950. 

20 Specd4 Film Review, 1949: 159. 

21 Lambert, Gavin, Writcr and Dkoctor: The Wooden Horse and The Asphalt Jungle, Sight and Sound, November 
1950: 286-89. 

22 Hasek (Michael Rcdgave) is a Czxh PoW %ho assumes the identity of a dead British officer in order to remain alive, 
and it is through this narrative device that the film explores some social changes wrought by the war. 

23 Landy, Marcia, British Grnms: Onew andSxiet .g 
1930-1960 (Prhxeton. Princeton University Press, 1991): 173. 
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The Wooden Horse displays little interest in such post-war issues. There are no references to the 

men! s families, or hints at how imprisonment and separation may have affected those relations. 'Me 

fil&s emphasis is on action and adventure with the first half about the plotting and digging of the 

escape tunnel under the camouflage of the wooden vaulting-horse. Three inmates then escape via 
the tunnel, and the second half of the film. tram the dangerous journey of two escapees through 

Germany and Denmark to safL-ty in Sweden. (The third escapee, who goes it alone, is ignored until 
he appears at the rendezvous in Sweden). The motivation to escape is a question of honour rather 

than necessity, and provides a sporting distraction to break the monotony of camp life. CSpring is 

the escaping season! says one character, deliberately drawing a sporting parallel). By comparison, 
the desire to escape for its own sake is not on the agenda in The Captive Heart, and all but one of 
the PoWs remain incarcerated until repatriated in 1944. The exception is the Czech officer who has 

no choice but to escape as the Gestapo suspect he is an impostor, but even then, his escape is a 
low-key affair. His name is substituted for another on the official camp list of those due for release, 

and the forgery succeeds in getting him ! repatriated to Britain. The Captive Hearts primary 

narrative concern, then, is not the thrill of escape but the retelling of how the men coped and 
interacted together. in Denis Foreman% words it was 'a study of British prisoners in a German 

priSo Ca . 
44 erent mould, its exploration of the tensions in the n mP The Wooden Horse is in a diff 

mees lives limited to the inclusion of the occasional argument The lack of interest in more 

complex issues is particularly pronounced in the knowledge that the original novel does express 

these deeper issues. As Ken Worpole has written, Williams! account of the routines of prison life 

remains the most detailed and convincing of all these [PoW] books in that he spent time portraying 

other characters and the effect of imprisonment on thern. ' 71he book describes how an inniate 

retreated into a private fantasy world of ýrunrung a farm! which is 'both moving and convincing 

writing. 25 Compared to both the original story and The Captive Heart, then, The Wooden Horse 

ignores questions of the psychological consequences of imprisonment preferring to concentrate on 

an uncomplicated tale about an heroic escape. 

It worth noting here that in the aftermath years only one film, Mine Own Executioner (Anthony 

Kimmins, 1948), attempts to evoke the extreme Psychological trauma and enduring damage 

caused by imprisonment. The plot centres on a troubled psychologist and his ex-RAF patient who 

is seriously disturbed and driven to murder, the tngger being the appalling treatment he received as 

a prisoner of the Japanese. To get to the root of the patient's experience, the psychologist 

administers a tranc&-inducing drug, and through a flashback to the war theviewer sees from the 

24 Forman, lilms 1945-1950: 2 1. 

25 W(xpotc, Kai, Doc; xrs andDeteaves (Londm Verso, 1983): 53. 
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patienfs point of view what he endured. This six to seven minute sequence is probably the most 
harrowing attempt at portraying the brutality of tile fighting found in any film of those years, and 

prompted one reviewer to wonder whether the Iengdiy flashbacks of war in the Burmesejungle 

would have been better left to the irnaginatiolf. 26 

The Captive Heart and The Wooden Horse display timely ideological differences in the way diey 

present the war. Appearing less than a year after the end of the war, The Captive Heart is in tune 

with the rhetoric of People's War propaganda. A clear example of this is how it is peopled by a 

cross-section of the population (by class, country, region, arid arnry rank) in the fashion of many 

wartime propaganda films, such as The Way Ahead (Carol Reed, 1944). The group, all army 

servicemen, include a Welsh private (Mervyn Johns); a Scottish lieutenant (Gordon Jackson); a 

middle-class English major (Basil Radford); a working-class thief from London (Jinnny Hanley); 

and a Czech captain (tvfichael Redgrave). Through this group, the film promotes the kind of 
democratic, tolerant collectivist community dig characterised. wartime propaganda. As Charles 

Barr argues, The Captive Heart, in common with other Ealing films, brings ' together large groups 

of people from diverse backgrounds and sets them to co-operate ... No individual roles are 
dominant; the main psychological tension comes with the redemption of individuals, as they see 

the light and come to work by the groupýs values. X 

By contrasL the syrnbolic inclusion of people from a variety of backgrounds and the ethos of 

collective heroism, is completely absent in The Wooden Horse, because, it could be w-gued, such 

communitarian values had lost their currency 7he fil&s key characters are middle-class English 

officers" who are uniformly courageous, and the undisputed leaders of men, and the central 

nan-ative of the film focuses on their rugged individualism. 'Mey are in effect the progenitors of the 

officer-class heroes that came to dominate fiffies war films. (In The Captive Heart Basil Radford! s 

middle-class officer makes a self-deprecating remark about being a 'social parasite, the sort we! re 
fighting to get rid of, but this kind of 'people's wae joke had no place in the new officer-dominated 

war inherent in The Wooden Horse. ) Both films, then, were part of the contemporary process of 
doctunenting - with considerable attention paid to authenticity - the events and w(peliences of the 

26 JUnematograph Weeldy, 20 November 1947 Incidentally, dIC dcscnptlon lengthy flashbacid suggests there might 
originally have bom more and longer Aishbacks, raising the possibility that they w= later cut because they wen: 
considered too haz* 71us film is firffier discussed on pages 190-192 

27 Barr Marles, Eahng Slu&os (Laxim StAO V" 1993. First published 1977): 72. 

2' An officers-only cmV was, m fact, more acawate, as Wtulmd Officffs were sTmaW fim otha rwk when PoWs in 
FArope. 
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war. Framing the timescale under evaluation, the films, offer clues as to the evolving portrayal of 

the war in popular cultural terms. Whereas The Capixe Heart is preoccupied with wartme and 

aftermath issues, and is founded in the collectivist idealism projected in wartime propaganda, The 

Wooden Horse offers an uncritical, action-driven tale of individual heroics which set the pattern for 

the war fihns of the fiffies. 

Secret operations 
A number of films were made about secret wartime opmfions, whether concerning the resistance, 

espionage, scientific research, or a mixture of all three. Two films, Teheran (William Freshman, 

1947) and But Not in Vain (Edmond T. Greville, 1950), were cheap and poor quality productions 

that disappeared without trace. 29 A third fdni, Lisbon Story (Paul L. Stein, 1946), a mixture of 
thriller and musical based on a wartime stage show, made little impact? o The remaining five films 

are more substantial and provide the focus of aftention here being a distinct group of films that 

relayed to post-war audiences the role secret operations played in winning the war. Apart from Yhe 

Small Back Room (Powell and Pressburger, 1949), the films; were intended, by merging fact and 
fiction, to entertainingly document ac: tual events. All were made by major film producers, 

appearing at the rate of one a year fi-om 1946-1950. 

In chronological order the films are: School For Secrets (Peter Ustuiov, 1946), made by Two 

Cities, the company responsible for the most popular film of the war, in nich We Serve. Twenty. 

four year old Peter Ustinovs first directorial. effurt; School For Secretr fitses a fictional story about 

a group of boffins with a historical explanation of the research and development of radar. School 

For Danger (W/Cmdr. E. Baird, 1947), produced by the RAF film unit for the Central Office of 
Infonnation, documents the auining and sabotage activities of British and French agents m France 

using the real agents involved rather than actors. (Strictly spealdng the film is a documentary, but as 
it was ttatod as a feature film at the time, it is included here, as is Theirs is the Glory (Brian 

Destriond HuM 1946. ) Against the Wind (Charles Crichton, 1948), EaWs contribution to the 

secret operations cycle, is a story about sabotage activities m occupied Belgium. Powell and 
Pressburger offered The Snwll Back Room, a story about the work and rivalry of wartime 

scientists; and in 1950 Herbert Wilcox released the box-office hit Odelte, an epic biopic; of the 
French-bom resistance hero, Odette. 

29 Ile Daily Film Renter, 3 March 1947, for exarnple, d='W Teherm as 'dLw"uwctet unintentionaflY funny and 
scraPPHY diroctod hotch-potcW; and )Unematograph Wee4 23 Fcbruary 1950, But N demilod 4 
meaning bit incredibýy articss mid stagW and as having some ýunfmgivabje technical japscs., 

ot in Pbin as ý, cU. 

30 Josh Wings, for instance, does not mention it. Kinematograph WeeklY, 19 December 1946. 
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Curiosity about secret operations arose for several reasons, one being that espionage and sabotage 

was a cnicial element of Britairfs war cfTorL Pronay, for instance, writes fliat'between June 1940 

and the landings in Italy in 1943, the only way Britain could carry the war to Germany was by 

attempting either to break German morale by subversive operations, propaganda or aerial 
bombmg. '31 Films about resistance fighters in occupied Europe were common during the war, 
bolstering the reassuring belief did the defeated nations were actively resisting the Nazis. Jefficy 

Richards notes how eachcountry got its tribute, such as Norway with The Day Will Dawn (Harold 

French, 1942), and Holland with The Silver Fleel (Vernon Sewell, Gordon Wellesley, 1943). 32 

Hollywood also occasionally contributed to the cycle, making fihns which 'dramafised the fight- 

back against a supposedly invincible enemy and helped to stimulate the idea of nations linking 

arms to combat fascism, both from within and WithoUt. 03 Films on resistance and sabotage themes 
became a staple of the British war film in later years: Pronay identifies 14 such films in the years 
from 1945-60, and argues that the genre is pewliar to British cinema. 34 

Secret warf= was an atftwtive topic for film-makers on account of its inherent excitement and 

relatively low production costs as they did not require elaborate and oq)ensive sets, costumes, and 
battlescenes. 35 And in the immediate post-war years there was the advantage that film-makers 

could tap into a source of original story material; the story of radar in School For Secrets, for 

instance, was regarded as a drama belonging 'to the "now-it-=-be-told" school of secrets. 36 

School For Danger was regarded as 'an extraordhiary film containing much material that to now 
has remained hidden in the Intelligence files of the War Office [and it reveals] many of the secrets 

of the gallant band of men and women who worked as saboteurs during the war years. 4' 

The fihns also asswned die role of paying tribute to those institutions and individuals that had 

contributed secrefly to the war effort Ile inspiration for School For Secrets came from the Air 

31 Prmay, The Brifish Post-beflum Chmd: 46. 

32 RiChardS, jCffrCy rrh= and U4 in U d' AjM (e&ýMoVqeS ofthe F ?WC is, 198 : 9. Oy 0 es ambm 4) 

33 JcavaL% Cb4c, A Actorial History of War Film (LondaL lian'IM 1974): 123. 

34 Pmnay, The Mish Post-bellum Ciwma. 46. 

35 PnxW, 7hc BrWsh Post-bcUum Ciwd. - 47. 

36 Daily Film Renter, 7 Novemba 1946. 

37 Daily Film Renter, 30 Docmiba 1946. 
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Ministry [which was] awdous to put on record Britain! s discovery and perfection of radar. '38 7he 

notion of publicising the essential wartime work of boffins was welcomed; the Monthly Film 

Bulletin, for instance, credited the film for allowing the boffin to emerge 'fi-om the oblivion in 

which the force of circumstance placed him, and richly does he deserve his place in the sun... [and 

the film] 
... ought to be seen by evcayone in England. 39 Similar tributes were paid to School For 

Danger for providing a limely reminder of the debt we owe to the RAF, British Intelligence, and 

.4 French resistance!, 'and Variety, in a review of The Sntall Back Room, noted how 'the unsung 
heroes of the war, the back room boys, are gradually coming into their ownt. 41 Hollywood was also 

making fifins about the unknown war, such as The House on 92nd Street (Henry Hathaway, 1945), 

which was released in Britain in 1946. A story about the secret wartime development of the atom 
bomb and the FBrs activities to keep it secret from German agents, the On* advertising described 

how it was about Vinning the battle of the laboratories! and the war'sunsung heroesv. 42 

In August 1945 the Ministry of Infonnation (MOI) held'one of its biggest press conferences ever' 

to publicise the crucial role of radar in achieving victory; 43 the conference caught the headlines, 

is T ld! ý4 with newspapers declaring how 'Me Story of Radar 0 and calling the conferenceBoffies 
Day'. 43 The interest endured over the years with a steady trickle of stories about their wartfine 

achievements, such as one headlined 'Boffins Got the Secret by Plane!, with copy telling how the 

RAF secured vital knowledge from a Gennan radar statioe Books were also published on the 

subject, such as Marconi: A War Recoid 193945! 7 It was part of a broader fascination with 

science and technology arising from its contribution in defeating Hitter. Science, as Angus Calder 

has written, had arrived 'in the corridors of power'. 48 It was an ascendancy witnessed by literature 

38 Va? lety, 20 Navcmber 1946. 

31 Monthly Film Bulkdn, v6L 13, no. 155, Navcmber 1946: 148. 

40 YJnematograph Weekly, 13 Decembcr 1947. 

"' Variety, 26 September 1949. 

42 Daily P/mRenter, 2 October 1945. 

43 Daily Herald, 15 August 1945. 

" Daily &Press, 15 August 1945. 

45 DailyHcrald, 15 August 1945. 

46 Daily Herald, 20 Fcbruwy 1947. 

47 Goodwin, GcorM Moý7wnl: A Ifar Recond 1939-45 (London: Chatto and Windus, 1946). 

" Calder, Angus, 7hePeopWr War. Britain 1939-45 (Umdom- Pin-dico, 1992. First Published 1969): 467. 
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as well as films: Nigel Balchin wrote The Small Back Room, a best-seller about scientists and the 

. 49 
civil service, and C. P. Snow became identified from 1940 as an author with a thematic interest in 

the interaction of science and politics. After the war, science was seen as a crucial force in the battle 

to win the peace. Chapman Pincher, for instance, told his readers how 'the men whose skin 

produced the planes and the tanks and the robot gadgets which won the war are to go into action 

again in the factories. That is what Mr Hobert Morrison meant when he announced last night the 

setting-up of a high-powered industrial General Staff of Britain7s top-flight boffins. "O 

Made in the irnmediate wake of the war, Schoolfor Secre& story about mdar is steeped in the spirit 
of 'Peoples Wa? propaganda values. Chronologically covering the whole sweep of the war from 

1939 to VE Day, its characters, in similar fashion to The Captive Heart, are from a varied cross- 
section of the wartime population and the services, representing a united war effort. As the fiWs 

prologue states, ' although this filin deals almost exclusively with the RAF, it is intended as a 
tribute to all scientists, to the men and women of all ranks in the dim services, and the civilians 

who worked side by side with them on the development of radar. ' While the chief characters are 

middle-class - scientists presumably cannot be otherwise - the film self-consciously introduces a 

working-class character (an RAF ffier played by Richard Attenborough) as an essential component 
in the stony's account of the development of radar The democratic levelling is also reversed with 
the boffins being shown to encounter the dangers of the frontline in the same way as regular 

servicemen. The plot systematically puts each boffin into active service as part of the research 

procedure, and one gets killed. In another episode, boffin Ralph Richardson pmchutes on to the 
French coast to secure a piece of German radio equipment while under heavy bombardment. At 

the end, the scientists! vital role in military operations is symbolised when the surviving boffins are 

seen newly kitted out in military uniform (and all three uniforms are represented to indicate the 
boffins! contribution to each of the services). 

The boffins have been conscripted for the duration of the war to do scientific research in a town far 

from their homes and to work with people they had never rneL A key thread running through the 
film is how they overcome their prejudices and rivahies, and eventually work together as a team 
for the war effort It was theme that echoed the wartime values of films like The Gentle Sex (Leslie 

Howard, 1943), and Millions Like Us (Launder and Gilliat, 1943), which were about women 

conscripted for war work. The boffins have been recruited from a range of backgrounds: Ralph 

Richardson plays a zoologist; David Tomlinson is on loan from the Eureka Radio Corporation; and 

49 Balchin, NigcL Yhe Small Back Room (First publishcd, Lodon: CoUins, 1943). 

So Daily Fxpmss, 19 D=mber 1947. 
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both Raymond Huntley and John Laurie play university physicists. A motley mix of quarrelsome 

personalities and clashing temperaments, it leads to much arguing and bickering. But by the end, as 

tile filnfs publicity says, 'we eventually see how the boffins learn to tolerate and respect one 

another, and through co-openation achieve the wonderfid results which helped win the war. '51 

The film projects the wartime theme of co-operation and unity by tracing the close relationship that 

really did develop between the RAF and government scientists. Calder writes how at the 

Telecommunications Research Establishment (IRE) a remarkable relationship flowered between 

the RAF and boffins. Nicknamed the '"Sunday Soviets" ... visiting officers of high rank, pilots, 
development engineers, scientistsý and anyone indeed, however junior, whose views might help to 

solve a current problem operational problem, could join in free discussion. The sessions became 

legendary. Cabinet ministers and commanders-in-chief took part. 12 

By its very nature, science encouraged such democratic interaction as ideas were respected 

regardless of their source, and so the boffins were well placed to pierce ordiodox, starchy niffitary 

and Whitehall conventions of rank. Calder notes how the nickname 'Sunday Soviets! was so 
-hypertypicar of the period, " and Schoolfor Secmis is an expression of that collectivist ethos with 
its allusion to the dernocratising effect of the boffins. In one scene the film outlines the idea behind 

the'Sunday Soviets!: a scientist complains to an RAF chief that'a great deal of time is being wasted 
by our having to see a hundred and one different people individually 

... why on earth cadt we see 

them all together ... air marshals, pilot officers, boffins, people from the radio industry? 'Ihe RAF 

chief responds with horror. 'Air marshals and officers togetherl, he exclaims, to which the scientist 

retorts, 'yes, together, let them forget the bowing and scraping for a change - there! s a war to be 

worL' The boffin carries the day and the film cuts into a 'Sunday Sovief in sessiorL The meeting 

room is crowded with a variety of F-AF ranks, boffins, American pilots, and Air Ministry officials 

all of whom arc invited to input points and ideas (about improving the accuracy of night-time 
bombers). m 

51 Film pubficity. BFImiaojw. 1A- 

52 Cakkr, 7hepeOpje'SWar . 467. 

53 Calda. nepeopkSWar . 467. 

s4 be autlarticity of the gghcring Is reinforced by ffie chainiaes apology for die absence of well-known scientist Sir 
Henry Timrd, who Is still out of the country fiWarting Our radic' direction finding secrets to the Americans. ' This was 
perfectly truc; Calder imes how Tim'd took valuable radar and jet secrets to the Americans in the Auturm of 1940. 
Calder, 7he People's War 460. 
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Another facet of School For Secrets which links it to Ole progressive spirit of the war years, is its 

willingness to make potted references to emotive and divisive issues. The film invokes the infamy 

of Chamberlain and the 'old guard of the pre-war years; following a radio news broadcast 

announcing the fidl of Warsaw, there is a montage sequence juxtaposing the contrasting reactions 

of complacency and awareness. The complacent reactions are from Colonel Blimp VM who are 

seen enjoying the upper-class pursuits of goK shooting and fishing, and saying things like, Thtler 

has definitely missed the bus!. Furthermore, if war was to come, the Blimps only see it in the 

outdated context of the Great War. In opposition to this are sequences of a younger generation who 
display an awareness of new dangers, such as the RAF officer who explains to a boffin how 

vulnerable Britain would be to low-level air attack. 

In the context of the fil&s ? oople! s Whe sensibilities, there is one sftildng anomaly: an intrinsic 

element of the propaganda ideal of a democracy at war was the message dw women were vital to 

the war effort and that they rose to the occasion, yet in the fihn the scientists! wives do nodýing but 

laze around disuncting the men. 

In its own idiosyncratic way, School For Secrets relays an authentic documentary impression of the 

real-life research, development and application of radar from the late d1irfies until 1945.55 Calder, 
for instance, describes how scientists, including an eminent zoologist were conscripted into war 

service, and howin 1939 [the starting date of the film] the universities had been ernptied suddenly 

of many of their most brilliant men, who had largely gravitated to radar'. He goes on to describe 

how Solly Zuckerman, an expert on the physiology of apes, was called in to examine the effects of 
bomb blast on human beings ... [and later made] ... one of the greatest contributions to the success 

of D-Day with his well calculated "Transportation Plan" for the bombing of Gennan 

COMMUniCafionS., 56 The fiWs portrayal of scientists and special pilots testing radar equipment on 

active service also shadows actuality. Calder writes of the new hands-on approach of the scientist, 
how they would lanalyse the pciformance of guns and bombs on the spot make notes over the 

corpses in the field, fly in night bombers and hobnob With geneWS. '57 

Schoolfor Secrets also toudies on the contentious strategy of the saturation bombing of Cren-nan 

55 The film explains with so= degree of acaracY the changing demaxids by the armed forces for radar as circumstanccs 
developed. It explains, for instance, ho%v in 1940 the RAF inidafly needed radar as a defence agamst incoming 
German bombers, and later haw British bombers required radar for met allack-s For an overvtew of the stogy of 
radar, see Cakkr, 7he Peopký War 457-469. 

56 Cakkr, 7he People's War 462,465. 

51 Calder, 27te People's War 465. 
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cities. At the end of the war the policy had become somewhat discredited. Churchill, for instance, 

rounded on its chief protagonist Bomber Harris, and saddled him with 'sole responsibility for the 

strategy of indiscriminate destruction!. Churchill also ensured that ! no campaign medal was struck 
for it'58 Tle film has a long drawn-out sequence of a boffin flying as an observer in the One 

Thousand Bomber raid on Cologne, 59 including the releasing of bombs over the already burning 

city Cit looks like Piccadilly Circus! says a crew-member). On return, the radar equipment is 

deemed a tremendous success!, and after a further test the audience is shown some rapid cuts 

relating the efficient bombing of Hamburg and Berlin thanks to radar. It is ambiguous about the 

rights and wrongs of saturation bombing; on the one hand it shows off the ability to blow up whole 

cities such as Cologne (only the briefest allusion is made to any ability to isolate military targets), 

and on the other hand it voices the unease over the strategy by senior members of the RAF, one 

reckoning that of the 1000 bombers sent to Cologne there were '950 too many, to my way of 

thiriking!. 

In his autobiography, Ustinov recalls the oq)ectations that the Air Ministry's spokesman, Sir Robert 

Renwick, had of Schoolfor Secmls: 'we want a good film, an informative fdm, a commercial film, 

a little laughter, a little pathos, a lot of hard factsý and a rip-roaring yarn. Because thafs what it is 

you know. Adventure. 40 School For Secrets does try to be all these things, and it is an interesting 

attempt to turn a dry subject - the scientific development of radar - into popular entertainment It 

was an achievement credited by some critics, such as the Daily Herald which congratulated 

, 61 Ustinov for making 'an entertaining film out of unpromising material, and Peter Noble who 

thought that Ustinov had 'succeeded beyond all expectationSt. 62 7he mass audience, though, was 

not so impressed, and the film did poorly at the box-office. 63 The reason was not the subject, but 

that it was not a terribly well-madc fihir the trade press, while encouraging, recognised the 

problems The Daily Film Renter believed that itsdiversity was its weakness! and that'showing the 

58 Taylor, A. J. P., English History 1914-45 (London: P0014 1975. First published 1965): 717. 

59 In May 1942 Bomber Harris organised a massive r8id On Cologne by one thousand bornbas, which was intended not 
only to damage the city but to generate dramatic publicity and govcrnnxmt support for the whole policy of saturation 
bombing as a tactical rowns to victory See for example, Taylor, English History 1914-45: 67 1. 

60 Usfinov, pcta, DearMe aoxkn: William Hdncmarm, 1977): 147. 

"I Daily Herald, 9 November 1946. 

62 Noble, peW, British Film yearbook 1947-48 (london: Skelton Robinson British Yearbooks, circa 1947/48 - no 
publication date): 26. 

63 The film was not mentioned by Billings or in any other trade POIL Usfinov later clairned that Ux film was a great success, 
which led people to believe that I was an up-and-coming dircctce, and he did go on to make lice Versa in the following 
year, and prtvate Angelo in 194 9. Usfinov, Dear Me- 15 6. 
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private lives of the boffins tends to fall apart and its artifice is emphasised by the serious main 

theme. '64 Vaplety was more forthright and reckoned that 'writing, directing and co-producing has 

been too much for Pstmov] and all three departments have suffered. 65 

Four months after Schoolfor Secmis appeared Schoolfor Danger was released. In the words of the 

filnYs own publicity it wasa, tribute to the men, both French and English, who contributed so much 

towards the destruction of communications; and installations in Occupied Europe, preparing for the 

invasion by Allied Forces on D-Day-'66 Unlike all the other films discussed, Schoolfor Danger is a 
documentary reconstruction of events re--enacteýl by the people involvedL Sponsored by the Air 

Ministry, it was originally conceived as a fihn record of the 'secret phases of Anglo-French oa. 

operation' and was not ! necessarily for public showing. P67 A low budget production, it was made by 

the RAF Film Unit and completed by the end of 1945. After an unexplained delay, it was 

commercially distributed by United Artists in February/March 1947. It was given a prestige 

premiere, the invited guests including Queen Mary and the Duchess of Kentý government ministers 
Ernest Bevin and Hugh Dalton, and the French Ambassador. " 

The leading players are two British agents, Captain Harry Ree and jacqueline Neame, who are 
known operationally as Felix and Cat. 'Me film. describes how they were recruited in 1943, went 

through an arduous umning programme, and were finally parachuted into France and joined up 

with the French resistance. Always under threat of detection by the Germans, the film quietly 

shows how they helped organise resistance groups, advised on tactics, arranged supplies, liased 

with London and the RAF, and succeeded in destroying a number of vital arms and 

conununications installations. The clinm of the film, is when an enbre French village turns out to 

pull FeWs escape aircraft out of the mud in which it has got bogged down. The film. tells its story 

efficiently enough, but is curiously detached and unemotional; as C. A. 14eune remarked it 'wastes 

no time on Ms. It is a fimcdonal wo&69 

Reactions to the fihn tended to be respectfid rather than enthusiastic. Reviewers liked its 

(.. continued) 

64 Daily F)lm Renter, 7 November 1946. 

65 Variety, 20 November 1946. 

" Publicity leaflet, February 1947. Item 3 1, Baird Collection. Special Collections, BFI. 

67 Utter, titled ?. oyal Air Force Top Secret Film'Undatod, but probably summer 1944. Item 3 1, Baird CoIjcctiorL 

" Invitation card to premiere, 7 February 1947. Baird Collection, Item 3 1. 

69 7he Observer, 9 February 1947. 
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understated (and therefore British) qualities and liked it as a record the secret heroism of British 

forces, but also implicitly recognised it was a bit dull. The problem for critics was that Schoolfor 

Danger had appeared after a series of good Hollywood spy and sabotage films, 70 and they saw that 

School for Danger would be unfiwourably compared with them. It was argued that had it been 

released at the beginning of 1946 before the Hollywood films appeared, it would have made 

considerably more irnpacL For instance, Richard Winnington wrote that 'it would have gained in 

excitement had it been released 13 months ago, before the flood of well-made fictional O. &S 

films. Nevertheless, I found it exciting enough. 71 And Kinernalograph Weekly warned dig School 

for Danger was Imade mainly for instructional purposes and not to challenge 0SS, Cloak and 
Dagger, 13 Rue Madeleine and other exciting fictional adventure films [but nevertheless] contains 

a wealth of information and carries a substantial kick. '72 Schoolfor Danger made little headway at 

the box-office. 73 

Ealines Against the Wind was another tribute to resistance forces, this time in Belgium, and 
fiamed around a fictional story. Against the Wind shares some of School for Secrets wartime 

concerns and values, as in similar fashion Against the Wind assembles a polyglot of volunteer 

saboteurs, this time including women, and a sizeable international contingent from Canada, France, 

Turkey, Austria, Czechoslovakia, Belgium, and Hungary. (1he element of 'internationalism! in the 

film is, according to Barr, common to many Ealing pictures of the period, such as The Captive 

Heart, The Overlanders (Harry Waft, 1946), and Frieda. 74)'Ibese volunteers, as the Daily Express 

put it were %mid, soft-spoken, scholarly men and women who had forsaken the pursuit of learning 

for the duration ... dedicated themselves to stealth, guile, and mUrder. 05 

Against the Wind as an informative tribute to those involved in Vie secretive business of fighting 

th in L C enemy p ain clotheS!. 76 It devotes the first forty minutes to explaining the training of the 

saboteurs, and the nature of their worL Once trained, they are parachuted into Belgium to destroy a 

records office, the objective being to hinder the calling-up of civilians. A member of the team gets 

70 OLSS(IrvingPicheLI946), Cloak and Dagger (Fritz Lang, 1947), 13 Rue Madeleine (1947). 

71 News Chronicle, 8 February 1947. 

72 Kinematograph Weekly, 13 February 1947. 

73 It did not command any attention in subsequent box-office surveys. 

74 Barr, Ealing Sftaor. 63-64. 

75 Daily Expmss, 13 Fcbnimy 1948. 

76 Mimchester Gua? dzu7,14 Fcbnimy 1948. 
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caught and has to be rescued. Much of the drama is generated by the evolving relationships within 

the team, with each member having his own story to tell. The most strildng aspect of the tale is the 

element of t=hery- one previous attempt to blow up the records office had failed because of 

treachery within the team 

The film is intriguing for the way it tags in two directions. On the one hand it looks back to ideas 

of wartime unity and patriotic purpose, but on the other hand it tries to incorporate post-war 

ob ectivity by showing some problematical aspects which could not have been shown during the j 

war itself As sczipt-writcr T. E. B Clarke explained in his autobiography, without the wartime need 
'for heartening propaganda we set out to make a film showing one aspect of the war as it really 

was.,, n 

Against the Wind foregrounds treachery, conflicts and rivalries within the group, and gives voice to 
individuals to explain their motivations, the most revealing 6aracter being the traitor. Clarke 

created him after researching into the characteristics of resistance infilmators and finding they were 

well disguised and often the most popular members. In order to highlight these qualifies 'we duly 

made loveable Jack Warner a warm and cheerU character whose treachery, when discovered, 

would shock the audience. "' (The blow is softened though, by making him a bohemian mish-mash 

of nationalities rather than being Brifish. ) Interestingly, he justifies his treachery by explaining that 

mixed races like himself are the only ones that can think clearly and therefore 'we're not swayed 

this way or that by any silly patriotic sentiment ... personally I like the English and I hope they 

knock out your stinking Nazi pals, but rin a businessman firsL' Whereas the other saboteurs 

predictably explained their motivation to fight in conventional propaganda terms of patriotism and 
justice, he offers the less reassuring view of detached self-interesL 

According to Clarkes autobiography the film was 'a comparative faure and this was because 

cincmagocrs were not conditioned for its realism, 79 Yet some Popular critics liked it and the trade 

papers predicted it would do well at the box-office. The Daily Express enthused it was the 'first 
[resistance] film that is not only tensely exciting but seems to be absolutely authentic!; 80 and the 
Daily Film Renter felt it had khe unmistakeable Balcon stamp of first class documentary ... and 

77 CImi4TEB., 7hisisnemIC4=wLn(LaximMd=lJosepl4l974): 159. 

, or Clarke, 77its is nere I Caw R 158.711c Urtic had been used Wclrr.; in Went the Day Well (Cavajcantý 1942) f 
cxmMlc, Uslic Bar" who was kumn for plrying solid reliable qM aPPeam as a Fifth ColumnisL 

79 CImke, 7hIsIsNemICanwIn: 159. 

*0 Daily Express, 13 February 1948. 
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will probably turn out to be as big a draw as Fileda and It AhtWs Rains on Sunday. "' Perhaps a 

reason for Against the Winds lacklustre performance was that, like Schoolfor Danger, it suffered 

from being in the shadow of Hollywoods cycle of spy and saboteur films. It was a point raised by 

the Monthly Film Bulletin whose reviewer, less keen on the Orn, reckoned that it 'would probably 

have been more appreciated if it had appeared earlier, before a number of its type had led to 

perhaps an ovcr-critical attitude. 42 

Powell and Pressburger's The Small Back Room was the first film the director-producer-writer 

team made for Alexander Korda/London Films after defecting from Rank's independent 

Producers, and it followed in the wake of their trio of colour extravaganzas -A Matter ofLife and 

Death (1946), Black Narcissus (1947), and The Red Shoes (1949). Forsaking the Technicolor 

mould they changed tempo by choosing to film, in black and white, Balchin! s tense novel about a 

troubled scientist in wartime Britain83 which had been a best-seller when published in 1943. Powell 

had been interested in filming it for some time, and Korda had to buy back the rights from 

Independent Producers. " Korda had already had a critical success with another Balchin adaptation, 

the snall-budgeted Mine Own Executioner which was released in February 1948.8' 

The SmIl Back Room is set in 1, ondon in the spring of 1943. The plot centres; around Sanuny Rice 

(David Farrar), a brilliant university scientist now worldng for a government research unit run by 

professor Mair (maton Rosiner). Rice has a false foot which causes him physical and 

psychological pain and distress. 11is suffiring leads to bouts of bad temper, with his devoted and 

ever-patient girlfriend Susan (Kathleen Byron) frequently on the receiving end. Alcohol, together 

with his pain-killing dope!, provide some relief The dynamic of the narrative is how Rice 

conquers his infýriority complex through his professional work dealing with deadly boobywtrapped 

bombs that are being dropped by German planes. The bombs are particularly nasty devices 

designed to explode on handling, and are disguised to look innocent to arouse the curiosity of 

passcrs-by, especially children. An expert on fizes, Rice is called in by the army to help, but there 

is little to be done until an unexploded example is found which he can then subject to examination. 

An unexploded bomb finally turns up, and in a nail-biting climax on Chesil Bank, Rice single- 

81 Daily Film Renter, 12 Fcbnimy 1949. 

82 Monthlyfibn Bulletin, vol. 15, no. 171,1946: 28. 

93 MacDonald, Kevin, Emeric Pressburger. 77je Life and Death of a Screenwriter (London: Faber and Faber, 1994): 
299. 

84 MacDonald, EmertcPressburger 299. 

35 See, for example, Kulik, Karol, Alexander Korda: Vie Man "o Could WOrkMiracks (London: Virgin, 1990. First 
published 1975): 294. 
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handedly has to defuse it He succeeds and unlocks its cruel secrets. His courage and achievement 
help him rebuild his self-esteem, repair his relationship with Susan, and give him the confidence to 

accept an offer to head a new research outfit 

Rice's personal tale is set against a complicated and cheerless background of Machiavellian 

scheming, rivalry and intrigue by ministers, scientists, civil servants and the military, They are 
jockqring for control over Mair's research station and the future of a prototype anti-tank gun called 

the Reeves. Mair's research station depends for its existence on the uncertain patronage of the 

current minister, and although Mair is ostensibly in charge, he is under the influence of a sleazy, 

shallow and self-seeking managing director, R. B. Waring (Jack Hawkins, in a role that is the 

antithesis of the heroic establishment types that he played in later films). The research centre's task 

is to assess the viability of the Reeves Gun, but what should have been a neutral evaluation gets 

caught up in the politics of vested interests, some wanting the gun to get the go-ahead, others 

wanting it to be rejected. The in-fighting highlights Rices personal crisis because he lacks the self- 

confidence to influence events, and just gets caught up in the turbulence. He despises the 

superficiality and underhand methods of Waring and a slippery, conniving civil servant called 

Pinker (Geoffrey Keen), but does not have the conviction to stand up to either. He is a prime 

candidate to succeed Mair when he is deposed, but is not assertive enough to pitch for the job. 

Once Rice has defused the bomb and regained some self-confidence thougA his fortunes improve, 

and he can look to the future with a new-found optimism. 

Like Mine Own Executioner, The Skwll Back Room dso atuwed very good notices but did not 

perform so well at the box-officeý as Powell remembered in his autobiography: 'the critics said it 

was the best picture that Powell and Pressburger had ever made. 'Me public stayed away in 

droves. " The positive views about the film came from trade reviewers who predicted it would be 

a big box-office pull, such as the Daily Film Renter which called it a 'first-class British dramatic 

attraction and another winner from the Korda stable. Exhibitors can book this with evffy 

confidence as a bill topper of the highest order. 47 IAcwise Kinematograph Wee ypa it kl urred th t 

was 'warm, intelligent, intensely alive and breath-taking, it should prove a box-office 

blockbuster. '88 Newspaper reviewers praised it* the Daily Herald implored its readers togo and see 

(.. continued) 
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this film I defy you to see a dull momenf; 89 and the Daily Express stated it wasone of the most 

shining examples of good filmmaking dig have come out of any studio - British, American or 

Continental - for many months. '90 Leading critics like Dilys Powell shared the enthusiasm, wntmg 

that the film was 'sometimes fimny, often exciting and always absorbing!, 91 and iflie Manchester 

Guar&an considered itan almost perfect giant of a film t92 For most of these critics, the nig&g 

fault in the film was the infamous lapse! into expressionism - the brief scene where David Farrar 

struggles with a huge whisky bottle in his imagination ý3 

in view of the critics! glowing endorsement of The Small Back Room and the fact dig it was based 

on a best-selling book it might be expected did the film would have prospered at the box-office. 

The common explanation for audience resistance to the film. is simply that audiences in 1949 were 
fed up with war stories and so stayed away. 94 This opinion was later expressed by Powell in his 

autobiography, where he forcefiffly wrote diatit was a war filrn. And war fihns were out - O_U_T 

[his emphasis] ., 
95 But was it that straightforward? To begin with, none of the reviews of the fihn 

cited so far comment on the undesirability of the wartime setting, and in any case the previous 

chapter of this thesis argued that there was no blanket hostility to war films. Closer inspection of 

the reaction to The Small Back Room suggests that it was not the war setting that put off 

cinernagocrs, but other qualities. A few pages firffier on in his autobiography, Powell again picks 

up the theme of the fiWs poor box-office, but this time attributes it to the difficult unappealing 

psychology of the leading character, and that Vie more we admired and used Nigel Balchin! s 

mordant psychology, the less the public liked the filrn. 06 "I'llere is something in this idea that the 

film was too laden with ýnordant psycholoe, or the corollary that there was not enough action and 
drama for the popular audience. A. E, Wilson, The Sla? s self-declared populist reviewer who saw 
films -through the eyes and minds of the "the ordinary cinemagoer"97 foresaw the problern. In an 

DaityHerald, 21 January 1949. 

Daily Express, 21 January 1949. 

91 Sunday Times, 23 January 1949. 

Manchester Guar&an, 22 January 1949. 
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94 See for example, MacDonald, Everic Pressburger. 301; Salwolke, Scot4 7he Films OfMichaelPowell and the 
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unusual example of a negative review,, he told his readers that the filmis deliberately confiLsed by 

the introduction of a psychological undercurrent As far as its main theme is concerned it might 
have been a pure thriller ... what we are supposed to be interested in is not so much the pla4 

straightforward drama as the obscure psychological make-up of Rice, the scientist who, because he 

has a maimed foot is morbid with self-pity and is somediing of a trial to his patient girl friend. "I 

Another clue that the popular audience could be daunted by the psychological weight of the film 

can be found in the Daily Express, which felt it necessary to Iwam you that The Small Back Room 

is aimed at those who take their minds, as well as their emotions along to the cinema ... it 

concentrates on what goes on in people's heads rather than the things they do with their legs and 

arms. ' The idea that the film did not exude the usual box-office appeal was suggested by the ever. 

original Raymond Durgnat in 1978. He argued that 'given the mass audience of the time, a certain 
disorientation was compounded by P& Ps mixture of terse, storypointing, an oppressively gloomy 

atmosphere, and a slightly unorthodox story line. To this conjunction of factors we attribute the 
fiWs mixture of critical success and financial failure. "Oo 

The driving force behind the project to produce The Snwll Back Room was Poweirs, 'it was the 
first Archers film which hadril been first conceived or suggested by Emeric, who found it a brittle, 

cold story. "" It was also only their second book adaptation after Black Narcissus, all their other 
filins; were from original screenplays. Powell writes how he had always been an avid Balchin 

reader, but that The Small Back Room was the first novel by Balchin that he wanted to fifin. Powell 

says how he was immediately drawn by the dramatic possibilities of the bomb disposal sequence 
ethe high spot of the book), and the power of the love story between a beautiful girl and a hero 

with 'a tin foot and a grudge against the world because of it"02 Vrith its disturbed protagonist, 
Balchies novel shared the concern with troubled Psychologies that Powell and Pressburger had 

already established with films like A Canterbury Tale (1944), The Red Shoes, and Black 
Narcissus. 

Balchin, who has been described as the 'only new novelist of much note! to ernerge from the 

Ar son vicws or 71e Star (undated) in Wilson, A. E, Movie Review. 30.7his book is a coBection Of 11 's re f 1949. 

99 Daily Express, 21 January 1949. 
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war, 103 combined writing with his wartime work as a psychologist for the War Office and as 
Deputy Scientific Advisor to the Army Council with the rank of brigadier. '04 It was this wartime 

experience that provided him with the material for his three most popular wartime books, 

Darknessfiom theSky (1942), The SnwII Back Room, andMine Own Executioner. Balchin began 

writing screenplays after the war, although there does not appear to be any evidence that he 

contributed to the script of The SnwII Back Room. 105 Among his early credits were his adaptations 

of Howard Spdng! s Fame is the Spur (Roy Boulting, 1947), and his own novel, Mine Own 

Fxecutioner. In the fiffies he spent several years scriptwriting in Hoflywood. 

Like Black Narcissus, the adaptation of The Snwil Back Room was quite faid&l to the original. 
'Me fihn recreates the world of the wartime research scientist that Balchin ocperienced, a timely 

witness to the interest in the relationship between scientists and government and the extent to 

which boffins had permeated the services under the guise of 'operational researcW. 106 (As Leslie 
Banks' army chief complains, 'this thing is spreading. The country's crawling with this and that 

chap! s research outfit - they don! t belong to anybody, they don't report to anybody. ) Calder outlines 
the growing influence of the scientist in the war effort, noting, for instance, how they 'progressed 

107 elo Cof e through a maze of appointments towards some real authority. Tb gi th , plot in Yhe SMall 
Back Room is underpinned by the assumption that the scientist was held in high esteem. If Maies 

research station did not carry prestige and influence, civil servants and politicians would not be 
bothered about who controls it As Rice angrily tells Waring, Ithe plain fact is that the stuff you 
build your reputation on comes chiefly out of my head% The film. also shows the scientists 
circulating with high level War Office officials and senior military perwrinel, and how vital 
scientific findings were to the detennination of policy. 

A far cry from the affectionate, patriotic, and harmonious portrWal of wartime science in School 

for Secrets, The Snoll Back Room dramatises the relationships that developed between Whitehall, 

military, and scientific personnel as difficult and self-interested (although less so than the novel, 

which has been described as a 'closely observed attack on wartime British civil service 

10, Calder, 7he People ý ff4r: 513. 

104 Kunitz, Stanley, J. (ed. ), 7kentieth CenturyAuthors (New York- RW Wilson, 1955): 39. 
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bureaucracy"08). The manipulative characteristics of civil servants Waring and Pinker have already 
been outlined, but others come in for similar treatment Ile chairman of the War Office meeting is 

portrayed unsympathetically as a nervously perspiring individual more interested in surreptitiously 

gazing at a picture book than chairing a crucial policy meeting. An accusing finger is pointed at a 

government minister- Robert Morley nicely satirises a vain and supercilious minister who makes an 

unnecessary, time-wastmg, inspection tour of the laboratory, Týwoughout the filin there is not a 
decent government official or politician to be seen. 'Me scientists fare better as although flawed, 

weak and malleable in the case of Mair and deeply troubled and antagonistic in the case of Rice, 

they are at least decent. Rice, the hero of the film, is a brooding, short tempered alcoholic who 
takes out his fiustrations on his girl friend, his impotence high-lighted by his inability to deal with 
the intrigue surrounded him. I-lis state of mind is further evoked by the dark, sombre and tense 

mood of the film, which is as much an expression of his mood as ofwartime tension. The profiling 

of Rice! s problematical psychology was in keeping with the cycle of 'psychologicar films, both 

British and American, that appeared in the late 1940s, often about war-damaged ex-servicemen 

trying to re-integrate into society, such as Mine Own Executioner. In many of these films the 

character of the returned ex-servicemen as a flawed and restless hero emerged, and Rice is in this 

mould. Indeed, as the cause of Rice! s tin leg is never explained (beyond a brief corriment that ten 

years earlier he had both feet as he was able to surf), it could be assumed it was a war injury, and 

significantly Robert Murphy discusses the film in this context of its dealing with 'war-damaged 

protagonis&. 109 To contemporary reviewers the film's image of wartime goverriment was familiar: 

the Daily Erpmss wryly noted how the viewer would liave met practically every character in the 

story, meddlers, misfits, and cynics some time or other during the past few years'; ' 10 and the Daily 

Herald commented how the 'insight into the undercurrents of officialdom, and the struggle against 

political and personal resistance make glorious satire and exciting drama. " 11 

Despite the melancholic atmosphere of the film, it is nevertheless more upbeat than the original 

novel. In the film, Rice is Lncly victorious in overcoming his difficulties and putting his life back 

on track, but in the book he Ws to redeem himsel& and can only look forward to a future carrying 
his burden of self-doubt and fiustrating eqtnvocation. Whereas in the film he single-handedly 
defuses the bomb, in the novel, as a consequence of fear and nervous exhaustion, he is unable to 

complete the operation and feels humiliated and confused. 'Me film symbolically consolidates his 

101 Kunitz, 71ventieth CentzayAuthorr: 39. 
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new-found confidence through the offer of the job to start up a new research station, but this 

nan-ative twist is absent in the novel. Instead, Rice limply expects to continue in his old job, a job 

made worse because Waring has empowered himself firffier by ingratiating himself with, the new 
director. The altwation shifts the balance of the film. towards maldrig it a tale of redemption like A 

Canterbury Tale or Black Namissus, The S=11 Back Room is transformed into the story of a 
damaged Mche that is healed by thejourney of the script" 12 

Odette is the last secret operations film to be considered, and together with The Wooden Horse and 
They Were Not Divided, one of the trio of keynote 1950 war films. Produced and directed by 

Herbert Wilcox, and starring Anna Neagle as Odette and Trevor Howard as her commanding 

officer Peter Churchill, Odette was based on Jerrard Tickell's beg-selling novelised account 113 of 
the actual wartime experience of Odette Sansom, who became the first woman to be awarded a 
George Cross for her courage. The film version is largely the same as the book in terms of the 

stoxyline: it is the story of Odette, a Frenchwoman married to an Englishman, who sacrifices the 

saflAy and security of her family fife in Britain to volunteer to work as a secret agent in France in 

1942. After a brief training period she lands in the South of France, but after six months working as 

a secret agent she is captured, together with Churchill, and tOrtured by the Gestapo. She is finally 

sentenced to death, and in the summer of 1944 is transferred from Fresnes, prison in Paris to 

Ravensback concentration camp, but miraculously survives because of her pretence to be married 
to Churchill whom she falsely claimed was related to Winston Churchill. As a 'relative' of the 

prime minister she has some value to the Nazis and is not killed. Odette, unbeknown to Churchill, 

takes responsibility for their sabotage activities in order to avoid his subjection to torttire, and 

probable execution. In the face of the advancing Allied arrilies, the commandant of Ravensbriick 

decides to deliver her to the Americans, and the fihii ends witli Odette and Churchill re-united in 

London. The basic differences between book and film. is that the film develops a romance between 

Odette and Churchill which is absent in the book (in real-life they did marry after the war in 1947); 

and whereas the filin is a rather flat external study of Odette tracking her life in terms of time and 

space, cause and effectý the novel explores her emotions and suffering, and the inspiration and 
beliefs that criabled her to endure the horrors. 

'A kind of factual, over-simplified newsreel of eventst. 1 14 the film. was intended to be an authentic 

reconstruction of Odettes life and much Of it was shot in the locations where the events took place, 

112 MacDonald, Emeric Pressburger 300. 

113 TickelL Jerrard, Odette: 7he Story ofa British Agent (London: Chapman Hall, 1949). 

114 Daily Herold, 7 June 195 0. 
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a pursuit that bordered on the perverse when they shot scenes in the actual room where Odette was 

tortured! 15 The storyline has chronological fidelity, with the viewer being constantly informed by 

title-cards of dates and places, and the head of the French Section of S. O. E (Special Operations 

Executive), Colonel Buckmaster, aPPeared as himself 

The narrative structure of the film is the reverse of the PoW film: whereas the PoW film. features 

imprisonment followed by the thrill of the escape, Odette has the duill of active service followed 

by capture. Odette begins with a brief outline of how she came to be recruited and her subsequent 
training in subterfuge, and then gets into its stride as a plot-driven adventure story when she is 

landed on the French coast at Cassis in November 1942, with some fine location-shot street scenes 

evoking the mood of wartime France Crammed into the first hour are secret parachute drops, 

secret meetings and hushed conversations in cafýs, the passing of illicit docurnenN the risky use of 

radio communication, and the burgeoning love between Odette and Churchill. 

The second half of the film relates the imprisonment and torture of Odette. It tries to give an 
impression of the cruelty Odette suffered: there is the interrogation where the Gestapo rip off her 

blouse and thrust a red hot poker on to her spine; there is a recreation of Ravensbrack replete with 

sataruc chimneys billowing out smoke, crowds of wandering, ragged, vacant-looking inmates, the 

entire hell-hole overseen by sadistic Nazis. Wilcox plays up the romantic dimension to Odette and 
Churchill's relationship; by the tune they are imprisoned the film has staked out their evolving love 

affair, and this is then cleverly used to give an emotional backdrop to their captivity. Wilcox, in the 

certain knowledge that the popular audience liked nothing better than a sentimental love affair with 

a happy ending, largely defines Odefte! s actions and feelings in terms of her love for Churchill, and 

the film ends on their reunion, which for the Kinenwtograph Weekly was a Wdly exciting and 
indescribably touching clirnwe. 1 16 

The centrality of action in the film is illustrated by the proportion of time allotted to Odette! s six 

months of active service. About half the fihn is devoted to this Period, whereas the two years spent 
in captivity, despite being four times as long, attracts an equal amount of screen-time. Moreover, in 

real life the spirit of Odeae! s heroism and courage lay not so much in her activities Whilst a free 

agent, but through her passive suffering over the two long, gruesome years spent in captivity at the 
hands of the Nazis. As Dan van der Vat has written, 'she had too little time at large in occupied 
France to do much for S. O. E. Her achievement was to inflict, alone and unaided, a moral defeat on 

115 Nask Jay, aM Ross, Stanky (ods), Motion Picture Guide (ChkW: Cinebook-s, 1986): 2220. 

116 Kinematograph Weekly, 8 June 1950. 
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the Nazis, and thus to set a shining example of personal courage duv will fbre, ýer be associated 

with the name ()date. 'l 17 

Odette avoids virtually any reference to problematic facets of her personal life, even though she is 

the subject of the film. For example, the only mention of her husband and father of her children, 
Roy Sansorn, is Odette's throwaway comment that her 'childrezYs parents have been separated for 

some time!. Whether or not this was true, it is a scant explanation for a conflict of loyalty and 

conscience over her affair with Churchill (the affair itself breaching military codes of behaviour), 

and which presumably contributed to the real life divorce with Sansom in 1946.118 The film is also 

almost completely silent about the ethics of a mother depositing her three children in a convent Cl 

went through hclr is her only reference). The novel introduces her husband when outlining her 

early life and marriage (which is extensively covered, unlike in the film), but once she goes to 

France he also disappears from the story, even though the novel lacks the romantic sub-plot 
between her and Churchill. 

Germans are portrayed in the film in a slylised manner. They are divided into fanatical and evil 
Nazis, and relatively good Germans who were nevertheless responsible for the war by their failure 

to resist Nazism. The main German character is the Abwehtý " chief called Henri (Marius Goring), 

a cultured man who aspires to be a concert pianist, who regrets the war and despises the Gestapo 

but nevertheless remains obedient to his Nazi masters. While Odette does not suffer directly at his 

hands she has no time for his excuses and holds him - as must the audience - to be as guilty for the 

atrocities as the Gestapo. 

By stressing the nastiness of the enemy, and concomitantly ignoring awkward or emban-assing 
facets of the Allied war effort as personified by Odette, the film constructs a straightforward view 

of the war as good versus evil. Odefte's avoidance of wider and deeper issues contimsts with earlier 

secret operations filins which in varying degrees ways touch on problematical areas: School For 

Secrets recognises the tensions thrown up by conscaiption; Against the Wind sets out the 

uncomfortable reality of trewhery; and Yhe Sniall Back Room delights in unpatriotic politicking at 
the highest levels. Odette does not consider any problematical aspects in the conduct of the war 

117 Obituary to Odette, Guart*an, 18 March 1995. 

11, The real Odcttc married Churchill in 1947 hming dissolved the marriage to Roy Samson in 1946. She later divorced 
Churchill in 1935, and married Geoffrey Halbwes in 1956, to whom she remained married until her death in 1995. 

119 The Gcmm mflitxyAbwhr intelligence aganisatim was gawrallY recOgnised by historians as being unsympathetic 
towards the Nazis. See, for example Wheat, Elizabeth-ArInC, POP'- Stephen, and Taylor, James (ods), A Actionary of 
the Second World War (New Ybric Peter Bedrick Books, 1990): 1. 
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(there is a traitor in the French Resistance, but he is a minor, almost non-spcaldng, character). 

Odette is also different from School for Secrets and Against the Wind by lacking any 'Peoples 

War' rhetoric. As indicated by the comparison between The Captive Heart and The Wooden Horse, 

by 1950 interest in wartime collectivist themes had faded, including the collective contribution of 

women. Apart from a token prologue and epilogue, and brief glimpse of a gaggle of trained 

women agents at the beginrung, Odette ignores the other fifty women agents that had infiltrated 

France. In reality twelve of these women engaged alongside ONdette were captured and killed by the 

Gestapo, two were posthumously awarded the George Cross, and all memorialised in a monument 

erected at St Paurs, Knightsbridge. 120 It is interesting to speculate whether, if the film had been 

made earlier or by a different film-maker, it would have celebrated the womeds bravery as a 

group. The key difference, between Odette and earlier films about the war, is that it is a celebratory, 

albeit low-key, biopic of a national war hero. Instead Of documenting the struggle of apeople! at 

war, Odelle is the story of one perwWs courage and suffering, It was a national tribute to a great 

patriot (even if she was French! ) who in the cause of freedom suffered appalling horrors at the 

hands of the Gestapo. It is a film primarily about a war hero, and as such does not concern itself 

with introducing the wider war effort, or tarnishing the tribute with less acceptable facets of her 

life. The film is also firnily rooted in a traditional view of Britain with the being managed by the 

ruling class as typified by Buckmaster and the War Office. It was no wonder dig Noel Coward, 
121 who saw the ti-aditional class structure as a pillar of Britafifs strength, liked the film. 

with odette, Wilcox built on the fame of Odette who at the time of the filas release was 
described as %he famous George Cross heroine!, 122 and who together with Churchill were 'for a 
time in the early 1950s ... a pair of national heroes: in part because of the fihIL 123 At the time of the 

120 In 1958, a fihn (Carve HerNamw with Pýide, Lewis Gilbert) was made about one of the other women agents, Violette 
Szabo Like Odctte, Szabo was a French wanan living in Britain who volunteered for underground work in France 
mA was captumd, but unlike Odette, she did not survive Ravcnsbrkk (which was umc as she had not actually been 
sentenced to death as Odette had). Szabo was Posthurnously awm%W the George Cross and Croix do Gucrrc. Odette 
was the 1echnical advisoe on the fibiL Sdlar, Maurice. Best ofBritish (Lcndom* SPhcrdBBC, 1987): 41. 

Neagle quotes a letter fiom Coward: * 'niis isjust to tell I saw Odette LIA ni& and dmgbt it one of the best acted and 
best directed pictures I have seen in mary a long daY - Your COMPICtc lack of compromise, your sincerity and veracity, 
impressed me very deeply! Ncagle, Anna, Anna Neggle Sayi 7hereý alwcow Tonsonvwl (Landon: WFL Allen, 
1974): 169. For a discussion of Coward's views on class, see, for exarmle, Aldgate AndxxW, and Richards jeffiry, 
Britain Can Take It. 7he British Onema in the Second World War (Oxford: Basil Blacl-well, 1986): 19 1- 191 

122 Daily Rim Renter, 7 June 195 0. 

123 Footý M. R. D., obituary of OdcUA Independent, 17 March 1995. 
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filids premiere the Daily Film Renter noted how its 'subject matter [is] familiar in novel and serial 
form. to millions of readers!. 12A Odettes fame was also witnessed by the high-profile publicity 

achieved for tile fihn. It was accord4 for example, Vie rare honour of a Royal premierep'. 125 and 

when it was released in European capitals it washonoured by leading members of Europe! s Royal 

families, statesmen and diplomats who requested to attend flie gala premieres of Odelle'. 126 

Wilcox had Already established a reputation as a maker of patriotic biopics - invariably with Neagle 

playing the subject - before the war, with such films as the two hagiographies of Queen Victoria, 

rictofia the Great (193 7) and Sixty Glorious Years ( 193 8). Odelle is in this hadition; the fihn is an 

epic, patriotic, uncritical and emotional portrayal of a national hero, designed to appeal to, and 

reaffirm, national sentiments. In effect Wilcox had begun the process of cinematically historicizing 

the war by creating the war's first filmic; hero. Odette was paraded in front of the nation not in the 

communitarian manner of wartime, but in the manner of earlier symbols of Britaires heritage like 

Queen Victoria. Significantly, both Eagles and Wilco)es autobiographies refer to Odette in 

historical terms Neagle described Odette as 'almost an historical character and in some respects 
she had endured more, physically and mentally even than Nurse Cavelr. Neagle goes on to tell 
how Odette was also 'acclaimed for a great chapter in French history. "' Odette then, joined 

V, rilco)es, and the nation! s, roll of honour, immortalised forever on screen. 

Odefte remained one the great national heroes of the war 'Mere was a national outcry when in the 

mid-sixties historian M. R. D. Foot 'cast doubt on the military value of her work ... [and] ... 
J28 

suggested there was no evidence she was tortured by the Gestapo. Her enduring place in the 

public consciousness was also witnessed by the high-profile media coverage she attracted when her 
death was announced in March 1995, fifty years after her release from Ravensbrack. 

Popular critics and the trade press thought Odette an outstanding fihn, a deserving tribute to Odette 

hersel& and a credit to the film-makers. The Daily Film Renter considered it 'One the most 

124 Daily Film Renter, 7 June 1950. 

123 Daily FlIm Renter, 7 Junc 1950. 

126 Daily Film Renter, 16 Nov=bcr 1950. 

127 Ncagle, Anna Ne, 7gle Says 77jems alwao Tomnvwt 163,172. 

" ObiWary of Odette, Daily Telegraph, 17 March 1995. 
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absorbing real-life dramas ever told. Ordinary praise pales and shrinks in reviewing this fil&; 129 

the Kineniatograph Weekly declared it Vie greatest war film and womarfs picture to date; 130 and 

Film Review described it as a Vemendously sincere, meticulous and matter-of-fact recital of the 

true wartime adventures of [Odette] 
... superbly acted by Anna, Neagle!. 131 Reviewers in the quality 

press also praised it, but more out of heart-felt respect for Odette, than as an accomplished piece of 

fihn-maldng. For example, The Manchester Guaidian described it as 'not the sort of film which 

will be remembered as a great job of film-craft, but it will have its honourable place in the record 

as a simple and convincing documene; 132 and Caroline Lejeune praised its 'sinccrity' while 

observing that Wilcox has tre: ated the story of Odette more as a matter of historical record than a 

chance for imaginative film-maldng. '133 Other critics were less flattefing, such as Denis Forman 

who wrote that although the 'Attempt is courageously and loyally sustained ... the team is, alas, 

unable to cope with the realities of a situation so entirely remote from the traditional romance of 

the SCreen. '134 

Audiences flocked to see Odette and made it a Yernarkable Money_Spinnee'35 and one of the six 

most popular films of 1950,136 and for Wilcox it was his ! record film for profit and represented the 

peak years of plenV. 137 it was voted the best filin of the year in the annual Daily mail fihn poll 

and Neagle was voted the top aCtreSS; 138 she also won the Best Actress award from the British Film 

Academy in 1950. The immense success of Odelle put it on a different plane altogether from the 

other secret operations fihns. Wilcox, with his uncanny ability to predict and cater for, audience 

taste, had struck a chord with the British public in 1950 with an affirmative, uncomplicated and 

celebratory war fihn. 

... Daily Film Renter, 7 June 1950. 

"' Kineinatograph Week04 8 June 1950. 

131 Speed, J91m Review, 1950: 134. 

132 Manchester Guardian, 7 June 1950. 

133 Observer, II June 1950. 

" Fornmn, Denis, FlIms 194S-1950 (LaKknE British Council/LoDn9nums, 1952): 40. 

135 Kineinatogroph Wee; Jy, 14 D=mber 1950. 

136 Sght andSound, Febway 1951: 389. 

131 
'F 

L. ( WiIcmHcrbmt, 7krntL fve7housandStwets( )ndon. 1`heBodIeyHe4I967): 193. 

138 SpcA Film Review, 1951/52: 102. 
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The armed forces 

Two trends can be discerned in films with a nart-ative focus on the fighting services. Fist most of 

the films are primarily about the aMIY139 (and consequently the amiy will be the centre of attention 
here); and second, the bulk of the films appear from 1949 onwards. Prior to 1949, films about the 

war years tended to focus on secret operations and the home-front, and as they faded away they 

were replaced, or displaced, by films about the armed forces. 

The core reason for the preoccupation with the army is that the vast majority of civilians were 

conscripted into it compared with the other services. Angus Calder gives these figures: in June 

1941 the navy numbered 395,000, the RAF 662,000, and the anny 2.25 million meni40 (making 

the army the service that had expanded the most with conscripts). Furthermore, the army was 

perceived as the least attractive of the service. Calder, for example, writes that 'members of the 

women! s services were said to grade escorts in an order of eligibility in "which RAF officers rated 

tops ... naval officers came second, and brown jobs a long way behind" 
. 
'141 The experience of 

conscription in the army was for much of the population the defining experience of the war, and 

this is mirrored in films! disproportionate interest in the subjecL Pronay argues that a particular 

theme of the British cinema (as opposed to 'Standard themes which the cinema, as well as drama 

and literature, commonly pursues in the aftermath of a major war in the course of what one might 

call the post-beflum post-mortern inquiry, irrespective of the country or culture involved 142 ) is the 

relationship between conscripts and the regular army Invoking traditional British perceptions of its 

regular army as a necessary but undesirable institution, Pronay argues how wartime conscription 

forced 'ordinary, sane, Englishmen! to enter the disciplined world of the professional soldier. As a 

result of this 'one major theme of the post-war British cinema was therefore the encounter between 

[regWar soldiers] and the normal Britons who, thanks to the Germans, had to be compelled to join 

their rankS. '143 

lhe ongoing interest in the amry was also founded in the slow pace of dmnobilisation and the 

Seven filn-a deal prinwily with the anny: 7heirs is the Glo?: 3r, Bless 'me All (Robert jordan IK 1949); PnVate 
Angelo; "at a Cany Ohl (John Blak-cley, 1949); Ihe Hasty Heart (Vincent Shernian, 1950); 7hey Were Not 
Divide4t, ard 7he Captive Heart The =naLmng three s=WC film are abOUt the Navy' Meet the Navy (Alfred 
Travers, 1946); Landfall (Ken Annak-uk 1949); ardMorning Departure. 

Calder; 7he PeopI6 War 249. 

141 Calder, 7he Feqpký War 249. Quote filorn NWarcn-Ross, J., Memoirs ofthe Forties (London: Alan Ross, 1965): 
104. 

142 Prarlay, 7he Brifish Post-bcUum Cioa: 40. 

343 prcnay, rM Brifish post-bellurn Cjrý: 48. 
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reintroduction of conscription, in the guise of National Service, after 1945-144 Although the war 

against Germany was over, continuing international uncertainty ensured that Britain maintained a 

massive army, As Peter Hennessy has written, Biitaiifs post-war duties as an irnpenal and an 

occupying power kept vast concentrations of khaki in a worldwide kaleidoscope. 145 AS in the War 

years, the vast majority of civilian conscripts remained, or were newly enrolled, in the army; as 

Royle has noted. 'for every Royal Navy National Serviceman, the RAF claimed twelve, and the 

army thirty-diree!. 146 In 195 1, the army's total manpower had reached 417,800, and because regular 

army recruiting had dropped so low, 50% of those were National Service ConScriptS. 147 After the 

war, then, the army remained an unwelcome mmmon into pnvate lives for much of the population, 

and films rendered the past and present fiustrations of conscriptdon on to cinema, screens. Half the 

films do this through comedy-, there are two slapstick treatinents, Bless 'me All, and What a Cany 

On 11 and one satire, Peivale Angelo. Quite how successful serving National Servicemen found 

these comedies as a means to assuage the Ummia of the experience is debatable. Leslie Halliwell, 

for oneý waspishly noted how his experience of National Service in the late 1940s was 'a lot less 

amusing than any army comedy I had seen at the Cinerna: 148 

Aside from the comic recycling of army life, the time was ripe for a belated tribute to the army for 

its role in securing Victory-7he two films to be discussed in more detail here - Pfivale Angelo and 
They Were Not Divided - approach the subject of the army from quite different angles. Private 

Angelo takes an offbeat look at the fictitious adventures of a civilian conscript and in complete 

contrast They Were Not Divided pays a serious-minded, semi-documentary, semi-official tribute to 

the Welsh Cluards. Released six months apar4 they offer quite different representations of the 

armed forces. Private Angelo's sharp humour is another example of those late forties films that 

dented the idealised image of Britain at war dig prevailed in both the war years and the 1950S. 

They Were Not Divided, by contrast, began the process Ofrewriting the war as a triumphant episode 

144 The National Savice Bill was introducied in March 1947 and became law in May 1947. It was to Last until 1954, and 
cngýý bound conscripts to 12 months of servic;, but a year later this was increased to 18 months, and fInally to 
two years mben the Kcr= War broke out. By 1948 National Savice had become a! Bzitish instibidon! vAich was to 
last until 1963 (Royk, Tmvor, 7he Best Years qfOurDves, Lmdon: Michael joscph, 1986: 29). It was introduced to 
mahitain numbers, and to help speed up the demobilising of wartime ccnsanptsý which had become all tfc more urgent 
in the face of occaskjW nutinics by disaffbcted savxxmcn. (Ro)ie* 26. ) 

145 Hcm=syPctcrNevcrAgain: Britain 194MI (Laxkn* Jonad=CaM 1992): 91. 

146 Roylc, 7he Best Years ofOurLtwr. px,, L 

141 Ro5ic, 7he Best Years ofOurLjws. 27,30. 

14' Halhwdý Lalic, Seats in All Parts (LOKI= Graft0n, 1986): 190. 
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of British history. 

Based on Eric Linklatces 1946 best-scller149 (it was reprinted in 1948), Private Angelo was peter 
Ustinov's third picture, after Schoolfor Secmts and Vice Versa, as producer, director and screen- 
writer. Ustinov was well quafified to comment on the vagaries of conscription as he was called up 
in January 1942,150 and spent some months as a private in a defensive infantry unit on the south 
coasL He was then seconded to the Directorate of Army Psychiatry to help Captain Carol Reed and 
Major Eric Ambler produce an army instructional fihn, The New Lot (Carol Reed, 1942). A forty- 

minute film designed for new recruits, it was 'conceived as a means of using humour to bridge the 

gap between civilian and service life-151 While still serving in the army, Ustinov, together with 
Ambler and Reed (Unklater's name was also proposed) 152 then went on to make The Way Ahead. 
A commercial feature fihn, The Way Ahead had the official backing of the Ministry of Information 
(MOI) and the War Office with the objective of boosting the image of the army. '" The film is a 
classic wartime expression of the peoples war ethos; a number of civilians are recruited into the 

army from a variety of backgrounds, and after initial resistance to army life and petty squabbles 
between themselves, they become a unified, proud and patnotic fighting force. The official 
ideological project of the film was to relieve the tension between the consclipfs loss of individual 

liberty and his subjection to army discipline. Ustinovs own agony and ecstasy as a conscripted 

army private, whether on the parade ground or as an army-sponsored fdrn-maker, 1-54 is humorously 

chronicled in his autobiography. ffis view of the experience is ambivalent but he generated huge 

comic mileage out of the absurd situations created by war service: 'National Service is the only 
dictatorship of the spirit permitted in a democratic society. The navy has its own particular 
traditions, the air force is by definition more modem and more technical. At the time I was in it the 

army was the least exclusive of the three, a kind of nightmare school for backward adults, in which 
degrees could achieved in monstrous disciplines. I can tell you fiwWy that I hated it like poison, 

149 Linklatcr, Eric, Private Angelo (Lamlon: Jonathan Cape, 1946). 

150 Usfiwv, DearMe: 98. 

151 LjtcwsK Chaim, " Porter. Vu=M 17he WayAheact Case Hist(xy of a Propaganda Film!, &ghtandSound, Spring, 
1981: 111 

152 11tews1d, isid Porter, '7he WayAhead: 112. 

153 See UtcwsK mid Porter, 7he WayAhead. 

154 Afta completing 7he WayAhead Ustmov vient on to work- for the Suprom Headquarters Allied Expeditionary Force 
(SHAEF). He seamed all new mcomms news footage from the battlefront with an eye to selecUng swtable matenal 
for an official film abott the baWQ He was then detached to ft Air Ministry to begin preliminary work on Schoolfor 
Secmts and Vims finally d=ObbCd WhilC this film was in PrOdwficrL UstinOY, DearMe: 145-147. 
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and would not have missed it for the world. "53 

Ustinov remained a private, even though he was involved in films and propaganda, and so had an 

understanding for the lowly side of army life dig the majority of conscripts had to endure. His 

autobiography does not reveal why he was interested in making Private Angelo, but it can be 

assurned it was a topic close to his heart, an opportunity to make irreverent comments about the 

war which he was unable to do while working in an official capacity. Eric Linklater, a writer of 
! nimble, astringent wie, ' m had not served in the army but was recruited 'into the public relations 
division of the War Office!. 151 He wrote the novel during a posting to Italy in 1944 where he 

worked as a communications expert. 

PHvale Angelo was shot on location in Italy - overseas shooting was fashionable just after the war - 
and utilised 'a large and talented international cast [which] also includes the entire population of 
Trequanda, in Tuscany. 138 The story revolves around an Italian, Angelo (Ustinov), who has no 
interest in fighting wars - he is distinctly not the soldier týW. All he wants to do is five quietly in 

his beautiful Tuscan village and marry his sweetheart Lucretia, but this is rudely prevented by the 

belligerent actions of nations, and his enforced military service. Angelo first appears in the film, as 

a deserter in Rome, where he is under the protective custody of his exasperated &-ther, who is both 

a Colonel and a Count. The Colonel's problem of what to do with his deserter son Angelo is 

resolved when there is a radio broadcast announcing Italy's capitulation. 71be Colonel, &arflal that 

his private art collection will be damaged in the chaos of the Allied advance, entusts Angelo with 

the responsibility of transporting the collection to their village for safAy. In the attempt Angelo gets 

arrested by the Germans, and then after escaping their clutches he falls into the hands of an 

advancing British commando unit and is obliged to fight with them against the Germans. After this 

unwanted slice of action, he has to rejoin the Italian army and gets a hand blown off for his trouble 

before he is demobbed at the end of hostilities. 

The prologue announces the idea behind the story: lo all conscripted soldiers, past and present, the 

world over to all those who never really knew what they were doing: to bI co rdly the aff ed, the wa 
the peace-loving: to the vast majority of us, this picture is affectionately dedicated! Although this 

contains no specific refermce to the British, the film is clearly intended to represent the experience 

155 Usffim, DearMe- 129. 

156 )a6t7, lkvniiethCenturyAuthors: 586. 

157 Kunitz, 71ventieth Century A uthom 596. 

15' ManthlyFilm Bulkiin, voL 16, no. 187, July 1949: 116. 



88 

of the British civilian soldier, as the Monthly Film Bulletin drily noted: Private Angelo is an Italian 

soldier in name only'. 159 To this end a large proportion of screen-time is devoted to Angelo! s 

secondment to the British arrrty, which is a distinct shift of emphasis from Lin1datees novel. In the 

novel, Angelo! s British experience is interwoven into the narrative but is not the dominant narrative 

strand it is in the film. The novel, for example, explores Angelo's time in the German army and 
Italy's occupation by a multifarious array of cultures and creeds under the Allied flag. 

Ustinov's film addresses the less glorious features of the soldiering experience, deserfion and the 

lack of resolve to fight, that morale-boosting wartime propaganda films could not show, and fiffies 

film-makers tended to avoid. Desertion, thougN was a major problerna as according to paul 

Fussell, at one point during the conflict 'there were said to be around 12,000 armed deserters in 

Italy alone, 2000 of them BrifiW, 160 and after the war was over it was estimated Viat some 20,000 

unpardoned dewrters were at large. J61 

PýIvale Angelo also touches on other less salubrious aspects of war, such as the disloyalty of 

servicerneifs, girl-friends, illegitimate births, and the avoidance of military service by devious 

means. For instance, Angelo's childhood sweetheartý Lucretia, has been dishonourable in his 

absence; while he was away risking his life fightmg, she was enjoying a romance which also 

produced a baby. As Angelo dolefiffly observes, that is all the thanks he gets for doing his patriotic 
duty, and to rub salt in the wound, the father of the baby is an Englishman who fi-audulently evaded 

military service. 

The film is unusual for its lack of certainty over the purpose and meaning of the war- Britairfs 

crusade is not presented as a clear-cut case of good fighting evil, 162 as it is in Odette. Underlying 

the story about desertion is a message about the futility of war. Angelo's reluctance to fight is not 
founded so much on his cowardice (he has, after all, spent three years in combat before deserting) 

but on his lack of interest in fighting a war tha4 as far as he is concerned, is none of his business. it 

seems to be none of Italy's business either, as the Germans, British and Americans are all regarded 

MonthlyRhnBufletin, vol. 16, no. 187, J*1949: 116. 

FuswA Paul, Wartinw. understwi&ng and Behawour in the Second World War (Oxford. OUP. . 1989): 151. 

161 Calda, Ihe People's War 337. 

162 Right, at the aid of the film there is a speech in the purposcM tOncs familiar in wartime propaganda. An eccentric 
'goocr German who is a double agmt waidng for the Allies (played by James Robatson justice with a flamboyance 
which became his haUmarkl tells ft assembled guests at Angelds wedding feast that die war was a just and 
rieccssary battle for fiwdom. He finishes his speech on a topical post-war plea for tolemnce- please rgi 1% fo ve my natic 
and mysd& if you cam' Sigaificx*, this moralising speech is not in the book, and is out of Iditer with dle rest of the 
film The filmcal=- presurnably felt obliged to insert sornediing positive to compensate for all the satire. 
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as foreign invaders, with Italy the victim of their warmongering. At the end of the film, when all 

the foreigners have gone and Angelo is left alone with Lucretia, he ponders thatonce before when 

the world was in despair we woke it with our painting and our poetry, and even with our 

quarrellmg. And this tune again the countries have come to us to conquer, and theyNe gone away 

wiser than they were. And in spite of everything, we're still here 
... 

'There is the rueful suggestion 

that despite the upheaval of the war, nations have not leamt from the experience. In Ustinov's 

autobiography, he describes a scene from the film that embodies this theme. Newly arrived in 

Rome 'American generals were posing for American cameramen, British generals for British 

cameramen, and a solitary French general for a solitary French camcraman. ' Observing this scene, 

the Count looks at Angelo andintones sofdy "Ali, Angelo, what have we learned? A different text 

for every school-book, a different inscription on every tomb. Nothing. We have learned 

m 163 nothing... . The film also casts a witty eye on the economic and political winners of the war. 

Once peace has prevailed in the village, the Count returns in his new post-war guise as the sole 

concessionaire for a new American sewmg machine. American dominated consumensm has 

arrived. 

In most respects, Linklater's novel is far sharper, satirical and questionmg am the film In the 

book, for instanceý servicemen, sex and illegitimate children are ubiquitous; it questions the Allied 

destruction of Italian villages and towns in the name of liberation! (a theme which includes the 

Allied bombing of Italian towns by accident); it looks at the chaos of post-war Europe as a heaving 

mass of sqpkbling nationalities and political creeds. It casts a satirical glance at the mercenary 

nature of Italians: the Italians are most hospitable to the Americans, but not because of any grand 

ideas about liberation and democracy, but because they have money and supplies. 

Private Angelo did not do particularly well at the box-office, and this was probably as a result of 
its unorthodox style and its satire being too allusive for the ordinary filmgoer. For ingmee, 

Kinemtograph Weekly feared that 'its sallies at the Italians, Germans, Americans and British may 

prove a little too subtle for the "ninepennies". Nevertheless, despite this reservation, 
Kinemtograph Weeldy still reckoned that 'it was not a proposition to be dismissed. 164 For The 

Daily Film Renter the film would appeal especially to 'ex-privates who can see the fimny side of 

soldiering ... the basic appeal of the film is therefore addressed to the humble majority of 

conscripts who took to soldiering. not from choice but by force of circumstances. ol65 

163 UstirwDearMe- 166. 

164 Kinematograph WeeHy, 30 A= 1949. 

165 DaflyRlm Renter, 27 June 1949. 
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Reviewers gave a clue as to how recognisable Angelo's attitudes were in the war, the Daily Express 

noted how 'every anrry had its Angelos, and his reactions expressed the feelings all of us felt as 

some time during the war, Linklater's book touched us while it made us smile. "' And the 

Kinenialograph Weeklys review observed how the film'subtly employs ridicule to emphasise the 

futility of war and corruniserate with the poor suckers, drawn from an nations, who are forced to 

don battledress without knowing what they are fighting for. '167 Needless to say calling conscripts 

'sucked was a far cry from morale boosting propaganda celebrating the patriotic heroism of the 

civilian arary. 

Private Angelo, then, is a comparatively candid view of soldiering: whereas The Way Ahead 

presented the official view of conscription, Private Angelo presented the flip-side. Because the 

film was sufficiently distanced fi-om the war (and not officially sponsored) Ustinov could dispense 

with the kind of purposeful propaganda themes and values that he was obliged to give School For 

Secrets. Private Angelo's healthy dose of irorry about the indignities of army conscription is a long 

way from the myth-affirming version served up in They Were Not avided, its director and 

producer, Terence Young, started his film career in the late thirties as a screenwriter, got his first 

directorial experience during his military service, and is best known for directmg three early James 

Bond f1hM168 He saw active service with the Guards Armoured Division as it spear-headed its 

way into north-west Europe, including involvement in the Arnhem campaign, and this story is at 

the heart of the film. 

They Were Not Divided was intended to relay the particular experience of Arnhem, as well as the 

general experience of the civilian soldier. As the prologue signifies: Ibis is a story of one small part 

of the war, and although war will always seem different when seen through ff, t di eren eyes, this is 

still the story of every man who fought Because this story really happened. ' The first half of the 

film is concerned with the induction and training Of recruits into the Guards Armoured Division. It 

begins with civilians joining up shortly after Dunkirk, and being relentlessly drilled into shape by 

4 
169 (the real_lif the ! most terrifying sergeant-major seen on the save e R,, - S. M. Brittain). They do 

not see action until D-Day, and the film a-am the tedium and fiustration of years of training and 

waiting. Their hopes of seeing action are raised when they have to Paint their tanks IdWd for North 

'66 Daily Express, 8 July 1949. 

" )Unematograph Weekly, 30 June 1949. 

168 Quadall, David, L%inkms Mustrated Gwde to Film arectors (Loidm: Batsford, 1991): 328. 

10 Yariety, 5AprUI950. 
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Africa, only to be dashed when they are no longer required because of the success of the campaign. 
The boredom (for both the characters and the audience) is broken up with sporadic spells on leave. 

On these breaks, Philip Hamilton (Edward Underdown), a middle-class British officer, takes his 

new American friend David Morgan (Ralph Clanton) to his home and beautifid wife. To add 

romantic colour the American also meets and falls in love with one of Hamilton! s neighbours. 

The second half of the film is devoted to the battlefront and the long slog from the Normandy 

beaches to Germany, a journey which bkes the Guards from Caen to Arnhem, showing quite 
brilliantly their famous drive from the Seine to Brussels. 170 The film also centre-stages tile 

comradeship between the recruits, and the danger and tragedy they encounter illustrates, by 

implication, the warmongering nature of the Germans. The enemy is only seen in close-up at the 

end of the film when the audience sees through a German snipees gunsight the fatal shot that kills 

Hamilton -a cinematic device that serves to make the Germans more like cold-blooded murderers 
than soldiers in combat The film ends with the death of two protagonists, one American and one 
BritiA on Christmas Day in die battlefield, and the burying of their bodies side by side in two 

snowbound graves. This is the weakest part of the film and the culmination of the Anglo-American 

relations theme that tiresomely interweaves throughout the filrrL It descends into dreadful bathos in 

the closing stages when a soldier puts a British and an American flag on each grave, and they catch 
in the wind and gently lean over and touch, thus symbolising how even in death they were not 
divided. 

They Were N01 Divided has qualities common to both wartime and fiffies war films. In term of 
looking backwards, the most obvious wartime theme is the studied cross-section of nationalities, 

types and classes found in the unit, and how they are collectively moulded into a crack fighting 

force. The representative group includes the three main characters: the Amcrican; the middle-class 
Englishman, and a working-class hishman (Michael Brennan). other characters include an 

aristocrat; an amiable army major with a handlebar moustache Qvfichael Trubshawe); Welsh 

soldiers who ! never stop singing!; various stiff-upper-lip officer types; cheeky but deferential 

privates; and loud, classless, undeferential, monied, but nevertheless honourable, Yanks. Wartime 

values are also found in its incorporation of a sub-plot about the Private lives of the servicemen. 
Compared, though, to some wartime fihns, such as In "ich We Serve, this aspect is insubstantial 

being confined to isolated romantic interludes, and only to the lives of officers - unlike wartime 
films, there is no interest in the private lives of other ranks. 

170 DailyHerald, 31 March 1950. 
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Assembling together a motley coRection of characters designed to represent a cross-section of the 

population, was a propaganda strategy adopted by Hollywood film-makers too. As Janine 

Basmger has argued, many Hollywood war fifins used this narrative strategy to promote the 

propaganda message of the tolerant and democratic nature of American society, and to help break 

down barriers between different groups. )Vith reference to Bataan (Tay Garnett, 1943, US), a 

combat film showing a small military unit making a last stand against the Japanese, Basinger 

outlines how the ! men [in the unit] obviously represent the American melting pot ... we are a 

mongrel nation - ragtail, unprepared, disorganised, quarrelsome among ourselves, and with 

separate special interests, raised, as we are, to believe in the individual, not the group. At the same 

time, we bring different skills and abilities together for the common good, and from these separate 

needs and backgrounds we bring a feisty determinatiorL'171 

Adding to the wartime tenor of They Were Not Divided is its low-key semi-documentary style that 

was so associated with the war. It was shot mostly on location in Europe and England, featured 

many of the real people who served in the Guards, and avoided star names. 172 ne director's own 

wartime service in the Guards further added to the contemporary sense of authenticity 
Documentary and newsreel footage are also employed, and the audience is kept informed of events 
by the use of maps, tide cards and newspaper headlines. 

For all the echoes of wartime, the film predominantly looks towards the war pictures of later years. 
For instance, while the film is peopled by a representative cross-section of the population, its 

namfive focus is on the officers rather than the other ranks. The fihn assumes that only middle- 

class recruits will be offered commissions, and the working-class, Irishman never has a chance. The 

structure of the film is also revealing: during the initial period of induction, the cross-section of 

men equally share the humiliation and shock of their new military environment but within ten 

minutes the middle-classes arc awarded commissions, and the rest are destined to remain 'other 

rariV. At this point the ri=afive filters off the officers from the men, and it becomes the officers' 

story. The brashness of the mixed barrack-roorn found at the beginning of the filin is replaced by 

the refined tones of the officers! mess, and the worldrig-class characters merely weave in and out of 
the officers! lives. 'Mus the middle-classes resume their pre-war status as the natural leaders, and as 

such are the only ones deemed wordiy of serious attention. Collective heroism, however, was still 
the order of the day, as although officers have become the focus of attention, they are not yet the 

171 Basinger, Jcanini% 2he World War 7W Combat Film: Anatomy of a Genre (New ycrlc Columbia University Press, 
1986): 51. 

172 Sccý for cumpleMonthlyFlIm Bulktin, vol. 17, no. 196, April/May 1950: 63. 
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hero class; the two officers, for instanec, are not killed in an act of bravery but simply in a random 

Javin Lambert, the Portrayal of the offiCerS Was f attaCk173For intellectual film Vaiter C hiffimy 
done, conveymg 'without exaggeration the affable superionty of their Idnd, the drily nonchalant 
humour that is so readily mis-interpreted by the uninitiated. "74 

ne film is preoccupied with male relationships as despite relating back to the home-front its 

human interest centres on the relationship of the men in the all-male battalion. Women are no 
longer presented as determined defenders of the home-front as they were in wartime fihns, but as 

emotional and rather weak creatures. (In one gushing home-leave scene Harnilton! s wife asks her 

husband and his American pal 'why are you soldiers you two? Haveret you anything better to do? 

and promptly bursts into tears mutteringoh darling I'm so sorry, on your List day too, I caWt help it 

- why are women such stupid emotional creatures? - so sorry. ) The women are entirely defined in 

terms of their menfok and pour all their energies into coping with the men! s absence They 

provide incidental romantic breaks while the men can get on with the all-male business of winning 
the war. '[here are a couple of brief exceptions to this: in one home-leave scene Mrs Hamilton is 

shown enteltainirig local GIs; her neighbour is seen at work in a hospital; and there is a female 

American war correspondent who oddly appears for a minute or two. But these are minor gestures 

compared to wartime films! emphasis on the contribution of women to the war effort. 

As a post-war combat fihn They Were Not Divided was bound to be different from wartime films 

as it was made in the certain knowledge of victory. Whereas in, say, The Way Ahead, the conscript 

army marches off into the mists of an unknown future, They Were Not Divided tells a triumphant 

and well-known story about the road to military victory. 'Mere is no uncertainty as it relates Britain 

winning the war, not preparing for it or resisting German attack, but the actual march on Germany. 

The specific storyline - the rapid progress of the fast-moving tank divisions from Normandy to the 
Dutch-Gernian border - accentuates this sense of Britain and the Allies quickly and confidently on 
the offensive. It shows the British army, with apparent ease (despite some attempt to suggest fierce 

German resistancel rapidly progressing across the continent, its achievement fiirther vindicated by 

the tremendous welcome it receives en route by the liberated popdations. Staged as an epic, it 

concentrates on the frontline of the amiy's advance as it pushes back the Gmmans in a dynaniiC and 
determined operation. Significantly, the film ignores the wider effort which went into creating and 
sustaining the frontline, such as the supply lines, or armaments production in the home-front 

173 For a discussion of haw fiffics war fihns dw-acterise ha'oism and leadership as the donjain of middle-class officers, 
see, for wumVIc, Ramsdcn, Joiu'6 T-efocusmr, tho POOPIC's War BiriEsh Second World War Fam of the 1950s, 
Journal ofContemporary Histoty, Jmwary 1998: 56. 

'74 Lambert, Gavin, 'As They Gd, Sequence, Summer, 1950: 11. 



94 

Wartime films, such as Desert Victory (Roy Boulting, 1943), include the broader scenario as a 

means of showing the whole population! s contribution to the war effbttý but by 1949 when They 

Were Not Divided was being made, it was only necessary to focus on the action. 

In similar manner to the other 1950 productions, Odene and The Wooden Horse, the story is not 

marred by arry untoward events or personalities. Apart from the scenes of the conscripts! induction 

when the film hints at the shock and unpleasantness of army life, the fihn is uncritical. Courage and 

patriotism are taken for granted, as are the leadership abilities of officers, and there is not a 
disreputable person in sight The new recruits assume the professional dedication and military 
disciplines of their professional colleagues, and beyond the initial training there is no friction 

between conscripts and regulars, in fact it is difficult to tell them apart. Americans do not steal 

English girls, and if the American character (in civilian life a publisher and accomplished pianist) is 

typical of Americans, they are all cultured Anglophiles. 175 Injury and mutilation are passed over, as 

is any exploration of conscripts! response to combat. There are no frictions between the Allied 

annies, and all other discordant or upsetting matters are avoided. The debacle at Arnhem, which 

demolished hopes for an end to the fighting by Christmas 1944, is only hinted at in the fihn. it is 

true that the two key characters are killed off in this encounter (and one or two others in the course 

of the advance), but this occurs right at the end of the film and comes across almost as an after- 

thought and therefore makes little impacL The upbeat tone of the filrds portrait of war service m 

the Guards might well be summed up by Hamiltods comment to his wife that Vie things you 

remember [about the fighting] = all the wonderful funny things that happen, not any of the 

horrors or unhappy things at aIL' 

Most critics quite liked the film, the main reservation being the over-indulgent sentimentalisation: 

the Daily apress typically thought there wereunnecessary mush scenes with wives: cuddles in the 

firelight good-byes by the wives, and lots of sentimental talk that sounds as if it came out of a 

play A goodish film thougW; 176 and the Daily Herald headlined its review with the question: 

'Superb - but why the sentimentT177 Gavin Lambert argued that for all its faults it ! rrianages to 

achieve scenes of pathos, huniour, excitement and its ultimate impression of dignity. "78 The ti-ade 

press raved over it the Daily Film Renter trurnPeted that it was 'every inch and every foot first- 

175 Ilis represatation of Amerkas was alrc* established in ne WaY to the Stars (AndxxW Asquith, 1945). See, for 
mstance, Akjgaý " RichmxK Britain can ThArk Chapter 12. 

116 Daily Express, 31 March 1950. 

'77 Daily Herold, 31 March 1950. 

171 Lambert, Sequence, Summer 1950. 
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class entertaimnenf; 179 and the Kinentatograph Weekly stated that both sexes are certain to find its 
tribute to the Guards and, for dig matter, all who took up arms in World War Two, intensely 

moving, inspiring and exciting, "80 They accurately predicted a winner, and Billings listed it as one 

of the runners-up to the absolute blockbuster of the year, The Blue Lamp, '" and in the DailyMad 

annual poll readers voted it one of the beg (out of eleven) films of the year. 192 

They were Not Divideds glossed-over account of the battl6ront, begs the question as to whether 
there were any films which evoked to post-war audiences the brutal and gritty realities of warfare? 
As Pronay notes, apart from The Chiel Sea (Charles Frend, 1953), British war films only attempt 
to explore the grimness of human suffering, and the moral issues raised by war, in films about the 
Far EasLI" As there were no feature films made about the Far East in the immediate post-war 

years, the answer is no, British film-makers did not make any war films in the immediate post-war 

years that mirrored the harrowing realities of war. However, this is not to say that the cinerna, 

completely ignored them, but that films about the war as a subject did, Powell and Pressburger's 

gloriously idiosyncratic A Matter qfLifie and Death (1947) is certainly not harrowing, but does, for 

example, put centre-stage the psychological and physical damage inflicted by combat on a 

servicemarL And there are two psychological dramas (in the sense that they are about violently 
disturbed personalities), Mine Own Executioner and Silent Dust (Lance Comfbrt, 1948), which 
touch, in a relatively hard-hitting manner, on some of the horrors of warfare. 

Mine Own Executioneyis violent story about a British soldier who suffered as a prisoner at the 
hands of the japanese has ahrady been referenced. Silent Dust is another melodramatic portrayal 

of the harsher experience of war, this time on the theme of danger, fear and cowardice in the front- 

line. Another forgotten fihn (Pronay does not mention it), Silent Dust was popular at the box- 

office, 184 and received some good reviews: the Daily Film Renter pronounced it 'an excellent 

adaptation of the West End pW; 185 Vwlely wrote Viis is strong meak unrelieved in its suspense ... 

179 Daily Film Renter, 27 March 1950. 

'so JUnemalograph Weekly, 30 March 1950. 

"I Mnematograph Weekly, 14 December 1950. 

112 Spc4F7hnReWew, 1951/52: 101 

"I Pronay, Inc British Post-benum Cirva: 49. 

I" Billings lists it tinderother notable atvacfior&, Kinematograph Weekly, 15 December 1949. 

I's Daily Film Renter, 20 Jarawy 1949. 
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this is by no means a flawless pie., but it is an example of what can be done in a British studio on a 

modest budget, " 86 and the Monddy Film Bulletin argued it was 'original, moves excitingly, and 

1 197 drama and suspense are combined in this well-made flhrL. Like Mine Own Executioner, Silent 

Dust is more aftermath than war film (it is set in 1947 and the melodrama is framed around 

aftermath topics) but the film has revealing flashbacks to the battlefront and it is this aspect that is 

of interest here. An adaptation of a popular West End play called The Paragon' 88 by father and 

son writing team Roland and Nfichael Pertwee, it is a melodrama founded, like The Years Between, 

on the 'return of the dead fbr=4 and is true to the original. A rich self-made businessman, 

Robert Rawley (Stephen Murray), has built an ostentatious sports pavilion as a memorial for his 

'dead! officer son Simon (Nigel Patrick). The snag is that Simon returns a few days before the 

grand opening, but instead of being a long-lost hero, he is a murderous, pillaging deserter. 

interlaced in this story is a romantic sub-plot, the chronicle of a blind mads obsession with his son; 

and a class-conscious theme designed to contrast the abrasive nouveau nche Rawley with the 

considerate, democratic and long-serving squire of the village, Lord Clandon. 

In terms of the film's account of desertion, the implication is that desertion was only the choice of 

unstable malefactors. Before Simon actually appears the audience is told he has violently attacked 

and killed a motonst and stolen his car, and the effect of this information is to prejudice the viewer 

against him before he even appears. When Sunon does appear he immediately seeks to blackmail 

his family for money, and displays a cynical and mercenary attitude towards his wife. It is made 

clear to the viewer that it was not war that had corrupted him, but that he was rotten before. 

However, SimoWs own justification for his desertion has an unusual ring of authenticity about it, 

and is a theme that the film version expands on from the original. His reason for running away 
from the scene of frontline batfle was cowardice and fear to his sceptical wife, Simon initially 

ponders on why he had deserted, explaining %here just isift any answer I never wanted to join up - 
I was ffightened. If I had the guts I would have been a conchie, but I didift. Oh -I was a hero as 
long as there was no danger about ... but when it came to the real thing, I was scared stiff. 'His wife 
is unsympathetic to his pleas, and he angrily continues 'well you try being splatted, over by 

someone! s blood and brains. Oh I know a thousand dead heroes are better than one live coward - 
all right I! m a coward, but I am alive. And fl&s how I meant it. Its easy for you to judge me - you 
weren! t there Night after night day after day with nOlse and horror and death and destruction ... ' 

186 Variety, 9 Fcbnwy 1949. 

1*7 Monthly Film Bufletin, voL 16, no. 182, Fcbniary 1949: 22. 

Pcrtwee, Roland and Pertwee, Michael, The Paragon: A Play in 71wo Acts (L*ndon: English Theatre Guild, 1948). 
The screen adaptation was by Roland, %ho had been wntIng fihn scnPtS since the 1930s. 
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At this point the film goes into a ten minute flashback to the battle-scene itselý with Simon 

continuing to narrate from the present again a sequence not in the original. The screen picture of 

war is unusually gruelling: from the protagonist's point-of-view (like the flashback in Mine Own 

Executioner), it is a close-up of a chaotic hillside battle replete with loud explosions, dust and 

smoke, entrapping barbed wire, and a strafing German plane. A few retreating British soldiers are 

then seen throwing themselves behind a grassy bank for protection, but they remain exposed to the 

German plane which returns slowly and deliberately to bomb the stranded men. "9 The audience 

sees and hears the planes menacing approach through Simons ears and eyes, and it is at this point 

of impending death that Simon panics and runs away With this in the audience! s view, Simons 

present-day narration resurnes: You mustnt be flightened if yoifre an officer - ifs against the army 

regulations to be frightened. Yodre not human any more You're just a machine dig leads his men 

on with a brave and cheerfid smile. rm. no more a coward than the rest. What happens to your 

smile when a bomb falls nearly on top of you and yoifre left shell-shocked and woundedT As 

Simon relates diis last line, the audience sees his two comrades get blown up by the plane! s bombs. 

One, according to Simon, had his 'head blown off and the other was lialf dead!. Simon, apparently 
in a state of panic, then steals the dead man! s identity disc and papers, and replaces them with his 

own, and thus in a few seconds crosses the border from legitimate officcr to deserter on the nuL 

In this scene, even with the knowledge that Simon is a wastrel, it is difficult not to sympathise with 
him in the terror of the encounter. He had, after A got this far without absconding in the face of 
life-threatening danger - rather like Private Angelo, some element of courageousness is established. 
Simods ten-or, panic and cowardice was not uncommon in servicemen fighting in the frontline. For 

example, Fussell catalogues the living hell of frontline warfare: he writes how the mental attrition 

upon combat troops, who learned by experience the inevitability of their ultimate mental 
breakdown, ranging from the milder forms of treatable psychoneurosis to outright violent insanity. ' 

Fussell then goes on to explain that 'to spare themselves the awfid moment of psychological 
breakdown, with its appearance of cowardice, soldiers wanted to be wounded, as except for death, 

a severe wound was the only way out that did not imply letting the side down. 11"O 

According to Fussell, whereas in the First World War madness among troops was attributed to 

'shell-shocle, in the second World War madness 'was more fimMy attributed to fear, and in 

contrast to the expectations of heroic behaviour which set the tone of the earlier war, now it was 

(.. continued) 

1" The play has a throwaway line that the first hour of the bmbing was accidentally by the RAF. 
190 Fussell, Wardine: Understan&ng emdBehaWour in the Second World War 28 1. 
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recognised that the fact of fear had to be squarely faced. ' Fussell quotes from the US Officer's 

Guide: 'physical courage is little more than the ability to control the physical fear which all normal 

men have, and cowardice does not consist in being afraid but in giving way to fear What then, 
keeps the soldier from giving way to fear? The answer is simply his desire to retain the good 

opinion of his friends and associates ... his pride smothers his fm. "91 The film endorses this 

official view: SimoiYs unpatriotic and cowardly behaviour is explained by virtue of his inherent 

badness -a bad man does not worry about the 'opinion of his friends and associates, and so 

without this constraining socW framework, he is free to descend into cowardice. Thus, as most 

servicemen were responsible individuals, cowardice and desertion were not normal occurrences. 

Silent Dust opens a rare window on another aspect of the war unique amongst British fifins of this 

period, Silent Dust portrays the seedy side of the Allied advance against: Germany. Taking the 

theme much further dim the play, the fihn shows, for instance, newly liberated Brussels, a city with 

a shadowy gloom reminiscent of The ThiniMads Vienna (Carol Reed, 1949), which is crawling 

with desserters, soldiers, military police, and is full of nightclubs catering for all these types. Once 

on the run, Simon turns to crime and makes his way to the city, where he steals, wheels and deals 

for a living, After a while, as Simon narrates, the 'hunt for deserters was in full swing and he felt 

the military's security net close around him. In a nightclub he is finaffy recognised and exposed by 

a member of his old army unit but he manages to escape thanks, ironically, to the chaos and panic 

caused by a chance hit by a German bomb. 

in the afterrnath of the war then, films about the armed services focused primarily on the army, 

which was not surprising when it was the service that the majority of conscripts experienced. ne 

two amly films exanuned in detail, Private Angelo and They Were Not Divided, approached the 

topic of life in the arnry from very different perspectives. Private Angelds relatively anarchic, 

unbleached, and satirical tilt on the life and times of an army conscript, is an idiosyncratic reaction 
to the experience and comparatively free of the constraints of propaganda and ideological 

objectives. By contrast They Rem Not Divided was intended as a patriotic, celebratory, and 
historical account of the arnrls contribution to the victory, and to this end put an idealistic varnish 

on the experience 

None of the films show the bloody violence and terror of the battlefront. Significantly, the only 
dramatic references to the horrors of the battlefront are found in films not ostensibly about the war, 

such as Mine 64sn Executjoner and Silent Dust. It is as if the UnPalatable downside of war was too 

191 FusseH, Wartime: Understan&ngandBehavdour in the Second World War. 274. 
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uncomfortable a subject to be dealt with in films in which the war was the focus of narrative 

attention. Instead, it was a theme thw could only surface in bleakerpsychologicar melodramas. In 

essence, the horror of battle did not have a place in 'war' as, consciously or unconsciously, film- 

makers presented a sanitised version of the experience. Even Ptivale Angelo's irreverent skit had to 

be framed within an Italian settin& 

Conclusion 

This chapter has provided an overview of war filins which look at the fighting services, and 

suggested why particular aspects might have been relevant at the time. Most of the films about 
PoWs, secret operations, and the army were intended to document in an entertaining manner, 

untold stories about the war and to pay tribute to those individuals and institutions involved. They 

included films about the secret war waged against the enemy, the oq)efiencc of men who spent the 

war as prisoners, and the trials and tribulations of those that were conscripted into the army. It has 

been shown that there is a discernable shift in the inherent values of the films over the five years. 
Films released at the beginning of the period in 1946, like The Captive Heart and Schoolfor 

Secrets, perpetuate much of the People7s War ideology, spirit, and concerns of the war years. In the 

late 1940s, a handful of filins, such as Against the Wind, The Sinall Back Roon4 IWvate Angelo, 

appeared and offered a distinctly darker, less idealised view of the war. 1950, it is suggested, is 

striking for a firesh generation of war pictures - The Wooden Horse, Odette, They Were Not Divided 

- which begin to rewrite the war in the more affirmative, action-based and conservative tones that 

came to dominate in the 1950s. 
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Chapter Four 
The Home-front: life in wartime Britain 

Introduction 

Considered next are those films which projected to cinemagoers the home-front, whether as a topic 

or a backdrop. 7here are thirteen home-firont films: three take the home-front as a topic, and the 

rest variously use the war as a backdrop to romance, drarna, and comedy. For most civilians the 
home-front was the formative experience of the war, it was about six years of endurance, resistance 

and passive fighting rather than being involved in combat As a discussional category, therefore, 
home-fi-ont films provide a narrative on the reinterpretation of the war experience common to most 

of the population. 

Romance and drama 

The romance film had always been a staple formula, and war, with all its uncertainties, tragedies 

and opportunities for unpredictable love encounters, provided boundless openings for new 

variations on the theme. Nicholas Pronay writes how this type of film re-worked 'old established 

conventions!, such as Yetum from the dead! plots. ' At least two post-war home-front films use the 
'return from the dead! convention: Piccadilly Incident (Herbert Wilcox, 1946), and The Years 

Between (Compton Bennett, 1946). Other war and aftermath films; using the convention include, as 
discussed in the previous chapter, 7he Captive Heart (Basil Dearden, 1946), with its sub-plot 

about the love affair between a Czech PoW and a widow whose dead husband he has been forced 

to impersonate in order to stay alive, and Silent Dust (Lance Comfort, 1948), with a tale involving 

the return of a 'dead war hero!. To post-war audiences, the Yetum from the deaT forrnula had, in 
Sue Harper's opinion, a particular allraWorL 'Me formula, she writes, 'enabled audiences to 

rehearse a number of responses in idle Post-war Period. They could admit fears that those who 

returned from the war would be permanently changed; they could recognise the desire that those 

who were dead would return home in a stranger's guise; and that they could enjoy the provision of 

an alibi for having loved sumgers, in that they might have been entertaining angels unawares. a 

Other romance films variously use the war as an opportunity to create interesting plots: The 

Courtneys of Curzon Street (Herbert Vrilcox, 1947) centres on a romance set to the background of 
three wars; Woman to Woman (Maclean Rogers, 1946) is the third fdm version of a play about the 
Great War (updated here to the Second World War) and concerns the extra-marital affairs of an 

officer sent behind enemy lines; The Woman with No Name (Ladislas Vajda, 1950) constructs a 
love triangle between a Blitz victim disabled by amnesia, her husband whose existence she forgets, 

Pronay, Nidnlas, 7he Brdsh Post-bclhlm Uý- Hi"OýIcal JOumal OfFlk Raho and Teleosion, vol. 8, no. 1, 
1988: 43. 

2 Harpcr, Sue, Picturing the Past: 7he Mse andFafl ofthe British COstume Drama Undon. BFL 1994): 152,214. 
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and a Norwegian pilot; and The Cure For Love (Robert Donat 1950) is a sentimental story about a 
Lancashire Ws return home on leave to find himself embroiled in love complications. 

Romance became a particularly attractive topic for film-makers towards the end of the war. 'A 

popular subject this year, ' Maurice Speed commented in 1945, Iias been the wartime romance. To 

wed or not to wed has been the question, and most of the companies [US and British] have made 
one or two dramas or comedies trying to answer it" Herbert Wilcox, showman and shrewd reader 
of box-office trends, initially exploited the screen demand for matters of the heart by making I Live 

in Grosvenor Square (Herbert Wilcox, 1945). Made in the style of Hollywood! s British' fihnsý the 
film carries an imposing Anglo-American relations theme incorporated into a mushy, good- 
natured, love triangle. With Piccadilly Incident, Wilcox aimed to 'repeat the outstanding success! of 
I Live in Grosvenor Square, 5 and he did so admirably. 71he popularity of both fihns led to the 

production of three more filins in a similar format, The Courtheys ofCurzon Street, Spring in Park 

Lane (1948) and Ma 
, Wime in Mayfair (194 9). 

'Me plot of Piccadilly Incident is straightforward; upper-class Alan Pearson (Nfichael Vvrilding) of 
the Royal Marines, meets lower-class WREN Diana Fraser (Anna Neagle) in Piccadilly, London, 
during an air-raid in 194 1. The 'incident! of the title is that they immediately fall in love, and then 

rapidly get married. Their happiness is soon brought to an abrupt end as Diana is posted off to 
Singapore as a radio operator, Tragedy strikes when Diana, escaping by sea from the Japanese 

advance on Singapore, is shipwrecked and washed up on a desert island with a handfid of other 
survivors. Alan assumes she is dead and remarries (an American), and they have a child. Three 

years later in 1944 Diana retums and is devastated to find Alan married (note the gender reversal - 
it was usually the man who'died! and then returned). Being a decent sor4 she realises; that her return 

will cause tremendous heartbreak, and so she pretends her love for Alan has faded, and seeks a 
divorce so he can legitimise the new marriage. Alan, who is still in love with Diana, soon realises 

she is still in love with him, which leaves the story with a difficult problem to resolve. The path of 

resolution is contrived to say the least -a chance air raid just happens to send a brick wall crashing 
down on top of Diana and killing her. This enables Alan to be responsible and devote himself to 

jjmRewew(Iaxkw Mac"mld, 1945): 9. In fad, 1945 was a boomyearformarriages, as after 3 Spc4 F. Maurice, F11 
ft 'ratc fell by ovcr ojc-dird to 14 per Owusand in 1943 [it] d= row to 18.7 in 1945. 'Caldcr, Angus, 7he People's 
war. Britain 1939-1945 (Laxim Pimlico, 1992. First publishod 1969): 312. 

During the thirties and the war years, Hollywood made a number of 'British' films, so called because they were set In 
Britain and portrayed Britain in a warm and scrAiInClItal glow, oftca with a romance at the core of the 
". Examples inchide A Yank in the RAF (Henry King, 194 1, US); and The "Ite Cliffs OfDover (Clarence Brown, 
1944, US). See, for example, Skit, KR-M., 'ne White CEM of Dovce: Promoting the Anglo-Amciican Alliance in 
World War Twd, Historical Journal of Fibm Racho and TekýIslon. voL 2, no 1,1982: 14; mid Glancy, IL Mark, 
nen Hol4wood Loved Britain: 7he Hollywood TrIfish'FlIn 1939-1945 (Manchester Manchester University 
Press, 1999). 

5 Daily f7bn Renter, 26 August 1946. 
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his niarriage rAer than pursue the turbulent course of true love, which would have entailed 
separating from his 'wife and childL 

The parents of the baby are still left with a problern however, as the return of the first wife has 

technically made the baby illegitimate. According to Variety, this conundrum was central to the 

genesis of the film: Variety wrote how Wilcox liad used a little flaw in British legal procedure as 

the basis for his latest film- If a man, thinking his wife is dead, marries again, the child of the 

marriage will be illegitimate beyond all redress should his first wife prove not to have died after all. 
Thafs what the law says in Britain! Variety went on to explain that Wilcox, 'diving into musty 

6 records [found] some 200 cases of this kind exist at present . The legal position of the baby is 

crudely brought into focus by firaming the love story in a present-day setting. These scenes are set 
in a court of law in which a judge deliberates on the legal status of the baby. In effect; the bulk of 
the film - the wartime love story - is a flashback, and serves to explain, jus* and legitimise in 

moral term the status of the Child. The film, then, carries a deliberate and obvious social message 

about the unwarranted stigma attached to war babies born outside wedlock. The insertion of an 

overt contemporary social comment was unusual for Wilcox (as an advocate of cinema for 

'entertainment and not education) and its inclusion in the film can be seen as a consequence of the 

wartime shift towards social realism and the concern to inform. The trade press, normally 

suspicious of ! messages! in fihns, actually praised this aspect of the film, albeit with the caveat that 

wily old Wilcox had cleverly disguised it Kine'nalograph Weeldy, for instance, noted how Ithe 

infallible facets of best-seller fiction are skiIMy patterned and employed to draw attention to a 

particularly harsh Clause in British law. Director Herbert Wilcox is far too clever to put 

pamphleteering before entertainment ... it succeeds, in spite of its war background and unhappy 

ending, in clothing its urgent message in grand and infallible box-office raiment. 17 In effect, if the 

Self-conscious Courtroom scenes at the start and end of the film were removed, it would not make 

an ounce of differerice to the integrity of the romantic tale. 

The significance of piccadilly Incident lay beyond the specific problem of illegitimacy arising out 

of inadvertently illegal marriages (if indeed it was a problem - no historian consulted alludes to this 

scenario) with the general problem of illegitimate births in wartime. i cox c yly u Wil 0 co ched the 

wider problem of illegitimacy in a respectable fiamework: the baby in the film was not a product 

of casual sex, but a marriage - well-intentioned if unlawful. Most reviewers recognised the broader 

implications: the Daily Film Renter for instance, made no ref nce to the specific scen 0 of e ere ari th 

fihil, but thought more generally that the film dealt with a 'poignant and topical problem,. s 

6 Vailety, 4 Scptembcr 1946. 

7 Vnemarograph Weekly, 29 August 1946. 

1 Daily Rim Renter, 26 August 1946. 



103 

Likewise the Monthly Film Bulletin gravely pondered how Vie picture ends on the bitter thought 

that according to English law nothing can legalise the position of the baby, who will always be 

subject of the penalties, both legal and social, of iflegifimacy. 9 Illegitimacy had reached 

unprecedented levels by the end of the war as Antonia Lant has written, 'it almost doubled 

between 1940 and 1945 (whereas 70% of illegal conceptions were regularised. before the war, only 
37% were in 1945). In addition, a Birmingham Health Officer observed from his local survey, 
"during the last two years of the war a third of all illegitimate children in the city were bom to 

married women". "o 

Illegitimacy was not just a legal problem but a social problem: as Calder suggests, unmarried 

mothers were ! made to feel the weight of their "sin" and more!. " John Costello though, suggests 

attitudes were changing, arguing that the ! most significant change was that unmarried mothers were 

cnabled to collect minimal child support and maternity gran&; and as further evidence of a more 
tolerant attitude he notes that even Barbara Cardand (then worldng as a wartime voluntary welfare 

officer) 'admitted that it was hard to condemn the girls for succumbing to the temptations of 

Wartime promiSCUiv. 12 pjCCa&ItV InCiden, offered no solution to the problem of illegitimate 

children, but did plead for greater understanding and tolerance. 

The connection between war and sex has been well established. Costello's excellent book charts 
Us 'war aphrodisia!; he writes how the Second World War served as a 'tremendous stimulus to 

extra-marital sexual activit)?, which peaked in the War's Closing Months . 
13 Romantiefilms such as 

Piccachlly Incident are cinematic evidence of the phenomenon of 'war aphrodisia!, and it is not a 

coincidence that the bulk of these appeared at the same time as sexual promiscuity peaked - at the 

end of the war. in tune with the cinematic Codes and conventions of the day, the films made little 

direct referetice to extra-mantal relations, and tried to couch wartime love within a traditional and 

respectable framework. Pjccad'11Y Incident, for example, presents love and sex not as an 

abandonment of restraint in the face of temptation and opportunity, but as an honourable encounter 
that will lead to marriage. Diana and Al&s intentions are seen as perfectly respectable, and they 

are not compromised by having other Partners, except when the partner unexpectedly'retums from 

the dead. There is one scene though, where the film goes to some length to show did soldiers 

could be sexual adventurers. This is the desert island sequence; in a crude Robinson Crusoe-style 

9 MonthlyFlim Bulletin, voL 13, no. 153. Scpteniber 1946. 

10 Lard, Antonia. Bladout. Reinventing Women for Wartime British Onema (Princcun Princeton university Press, 
1991): 155. 

Calder, 7he People's War 314. 

12 COstCjk)'joju4 Love, Sex and War. C7zanging; Wuesl939-4J(Lax1m- CoUins, 1985): 275,279. 

13 CostcHo, Love, Sex and War 277. 
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sub-plot the two servicewomen and four servicemen (who were ship-wrecked escaping the 
Japanese) manage to survive togedier on a remote desert island for three years before escaping. 
(Me publicity material proudly boasted how the background footage was specially shot on the 
island of Tobago. ) One of the men persistently tries to ! make love! to Diana, and without the 

protection of normal civilised society she is vulnerable to his advances, although naturally she 

resists him. Variety described the island scene as one of 'Adam-and-Eve temptation!. 14 It Was as it 
far away from civilisation in a sosed jungle environment with the characters reduced to weming 
rags, it was safe to reveal the sexual passions of soldiers serving away from home. 

Ihe huge success of the fihn is weU documented. Billings lists it in joint second place with 
Hollywoods The Bells of SL Mary's (Leo McCarey, 1945, US) as the Biggest Box-office 
Attrwfion! of 1946. First place went to The Wicked Lady (Leslie Arliss, 1944). 15 Ihe film came top 

yM in the Dail 4; 7il Annual Film A . 16 ward, Wilcox 'won the British Oscar for the best film of the 

year'; 17 and in the 1947 Bernstein Film Questionnaires Wlcox was voted by cinemagoers as their 

second favourite fihn director (first place went to lEtchcock) on the strength ofI Live in Grosvenor 
Square and Piccadilly Incident. 19 Ihe trade press knew it would it be a money-spinner: the Daily 
Film Renter confidently claimed it had 'all the efficient expertness and crisp showmanship of the 

commercial American producfýo and the Kinentatograph Weekfy knew of 'no surer box-office 

recipe v 21 Serious critics were less impressed: Sight and Sound sniffed that it was Viird-rate by any 
reasonable critical standards, but so shrewdly manoeuvred a showman! s piece that it is said to have 

topped the bill for box-office receipts! ý2 and the Daily Herald found ita bit boring!. 23 

Piccadilly Incident seeks to give an Motional, sentunental, and nostalgic evocation of wartime 
life, and to generate a touching sense of the tension and excitement wising from unc4mtm futures 

14 Variety, 4 September 1946. 

Is Kinematograph Weekly, 19 December 1W. 

16 Spmd, Film Rmew, 1947: 99. 

. ýLFYve 7housandSwnsets (ImAlon: The Bodley Head, 1967): 144. 17 Wd=c, Herbert, 7Went 

is Organised by Sidney Bernstein, founder and diainnan of dx ChwWa circuit of cmcmas, dc Bernstem Film 
Questionnaire was an occasional survey of the film tastes of Granadds patrons. According to one contemporary 
account it wasconsidcrcd the best gauge of public opurdon m Great Britain on stars and films'. Miller, Maud, n (ed. ), 
Wjnchesterý Scmen Fnc)clopae&a (L"Klax Winchester Publications, 1948): 217. 

19 MonthlyFlim Bulletin, vol. 13, no. 153, Scptmibcr 1946: 122. 

21 Daily Film Renter, 26 August IM. 

21 JUnematograph Weekly, 29 August 1946. 

22 Sight andSound, vol. 15, no. 60, Winter; 1946: 155. 

23 Daily Herald, 23 April 1946. 
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and the vicissitudes of fate. Many of the most atmospheric scenes are those where the romance is 

acted out to the realistic background of wartime London, as the Daily Film Renter approvingly 

observed: Vilcox! s wartime London is disturbingly accurate, with the swoosh of bombs; the 

tinkling of wrecked windows; the sudden dives under the piano; the early, indecently early, 

morning tea; the imperturbable and humorous fire-watchers on the rooftops, and the welcome 

sound of the all-clear. OA 

The film has shades of BriefEncounter (David Lean, 1945) with its understated poignancy arising 
from a chance encounter and its doomed future. But whereas BrjefEncounler is tragic, Pjccadjlly 

Incident has a sense of fun, Neagle and Wilding, for example, do a series of neatly performed song 

and dance numbers. (Neagles character, Diana, is a dancer, and so she can dance her way through 

the film both on stage entertaining the troops, and in private accompanying Wilding! s piano- 

playing officer. There is also a clever piece of choreography by Wendy Toye, in which two sets of 
dancers represent in opposition, the cultural forces of American Boogie and Beethoven. ) The film 

captures the spirit and flavour of the war experience that Costello has distilled. He writes how 'the 

extensive personal testimony to the emotional impact of World War Two suggests that what men 

and women were fighting for had less to do with abstract notions of freedom or patriotism than 

with the need to protect the personal values represented by sweethearts, wives, and families. 25 It is 

precisely this personal and emotional reaction to war that underpins the whole film The casual 

meeting of Diana and Alan thl occurred thanks to a chance air raid, their sudden marriage by 

special licence and honeymoon within a 72-hour leave period, was a classic wartime experience, as 

was the fil&s humour and warnith. It conveys the kind of wartime mood described by Costello: 

the "weekend", snatched on a forty-eight-hour pass, that preceded many wartime weddings, often 

substituted for a honeymoon ... The passion of affairs in wartime was heightened by the need to 

make the most of every hour, and the sadness of frequent partings was intensified by the uncertainty 

of whether the partners would survive to meet agairL It was a time of great personal emotional 

stress and also of adventure. "My war memories are some of horror, but also of an immense amount 

of good times, * remembered one woman, "it really was the happiest time of my ffe. People were 

fi 6 an in it t ether". 26 
endly and we were og 

-Me f1m successfully conjured up for post-war audiences the transient and temporary relationships 

thrown up by war, and captured for cinemagoers the fleeting and unique flavour of love, sex and 

war. In 1946, the war was still a fi-esh memory, and the filin portrayed it in a mood of wistful 

21 Daily Film Renter, 26 August 1946- 

73 C4mUUO Love Sex and War 28. 

26 Costello, Love, Sex and War. 19. 
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reminiscence. Other signs of its closeness to war include its interest in overtly portraying a social 

message, and its major narrative theme about the breakdown of class values as articulated through 

the cross-class romance of the key players. Diana is definitively lower class, a point emphasised by 

her third class train travel; Alan, by deliberate contrast is an upper-class officer with an 

appropriately sized country manor, a Mayfhir London house, and a devoted valeL Their trouble- 
free inter-class romance was in keeping with the 'peoples' war' propaganda rhetoric and the 

promotion of the democratic ideals of the war. Its wartime associations are all the more noticeable 
in the knowledge that it was made by Wilcox, whose inclinations were towards films about the 

upper classes and a more traditional view of British society. 

Piccadilly Incident, in line with wartime propaganda rhetoric, foregrounded the role of women in 

the front line of war-, it does this primarily through Diands own contribution in the VRENS and 
her Ideath' in active service. Another wartime issue was the positive presentation of Anglo- 

American relations. Wilcox had already laboured this in I Live in Grosvenor Square, and it remains 

a lingering theme in Piccachily Incident. The idea is that the amity of America and Britain is 

symbolised by the Anglo-American baby, although in view of the fact that the baby is illegitimate 

as a consequence of the false premise underlying its conception, the allegory seems flawed - or 
inadvertently perceptive. 

The Courtneys of Curzon Stmet was Wlcoies follow-up to Piccadilly Incident. Also starring 

Neagle and Wilding as the romantic leads (the Courtneys), the film covers their lives from 1900 to 

1945, ti-, icing how three wars (the Boer and the two World Wars) and military service in India, had 
27 

shaped and Muenced their destinies. The top grossing film of 1947ý8 this film has been 

overlooked by historians as a film about the Second World War, but via historical parallels with 

earlier wars, it is overflowing with Second World War miageS, sentiments, and values. It has for 

instance, an archetypal Second World War theme about the breakdown of class, with its cross-class 

marriage and romance between upper-class Guards Officer Wilding, and Irish servant-girl Neagle. 

It shows how fatile and outdated class prejudice was at the turn of the century when Wlding! s 

relatives disapproved of his marrying beneath him, a hostility that led to Neagle disappearing to 

Ireland to avoid causing Wilding any more embarrassment At the end of the film, the joke is that 

the situation has turned full circle when, in 1945, their grandson brings home a working-class girl 

who he wants to marry, it is her parents who object to her marrying a boy from the upper classes. 

The Counweys of Curzon Stmet engaged with the topical matter of death, and the prospect of 

The similarity of the film to Cavaloak (Frank Uoyd, 1933, US) was alludcd to by some critics. The Daily Film 
Renter (9 April 1947) for example, quipped that it wasanother "Cavalcader wMch will appeal to kinerna patrons with 
exactly ft same fcrce and achieve similar results ' 

22 Unematograph WeeW, 18 Dcc=bcr 1947. 
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death, in war. Neagle loses her father in the Boer War, her son is killed in action in India, and the 

shock of this causes his wife to die in childbirth- Ile child survives and is brought up by 

grandparents Neagle and Wilding, but after Dunkirk he too joins up and thus his family face the 

possibility of firther bereavement Neagle also has to cope with Wilding going off to war, first in 

1914 and then volunteering again in 1940. When Wilding tells her he has volunteered again in 

1940, she breaks down in despair at the prospect and sobs that war hastaken the best years of our 
lives'. But the family survives World War Two intactý despite getting caught up in a ferocious attack 
by the Luftwaffe 

War is ever present in the film through the use of familiar images. There are long drawn out 
sequences of the Great War, including the use of title cards recording well-known battles; Neagle 

sings popular wartime songs to the troops of both world wars, such as 'Soldiers of the Queen!, 
Roses of Picardy', and Uh Marlene; news of their sojYs death is brought to them by the classic 

wartime harbinger of tragedy, the telegram; the closing scene of the Luftwaffe raid has all 
iconographic ingredients of wartime images of the Blitz; and in another classic image, characters 

are huddled around a wireless listening and responding to a stirring Churchill speech. 

in similar fashion to Piccadilly Incident, The Courtneys of Curzon Stmet richly and sentimentally 

evoked for aftermath audiences the tragedies, the uncertainties, the goodbyes, and the temporary 

separations caused by war. The filnYs mood was best described by the News of the World which 

wrote that 'every now and then the men of this country are snatched away from their wives, their 

sweethearts and their local cinema in order to fight some would-be conqueror across the channel. 
After the scuffle, we come back to settle down again, desperately hoping there will be no "next 

time" ... the film is charged with that tenacious, patriotic fervour that Winston Churchill so 

memorably brought to his wartime broadcasts. 29 

Comedies 

'fbere are five comedies or comedy-thrillers set in home-front Britain which make comic mileage 

out of wartime. Two are examples of comedy in the Aldwych farce ft-adition of the pre-war decade, 

This Man is Mine (Marcel Vamel, 1946) and While the Sun Shines (Anthony Asquith, 1947), and 
both derive from successful wartime stage productions. T'he latter film derives from Terence 

Rattigan's play of the same name, and the former film derives from 'A Soldier For Christmas! by 

Reginald Beckwith. As well as being the Products of well known film-makers3o the two films have 

29 News ofthe World, II may 1947. 

30 Asquith's reputation needs little explarLation beyond the reminder that he was at his peak at this time with such 
acclaimed film as yhe Way to the &arr (1945) under his belt Vamel wasBritaiifs Icing of comedy in the 1930s and 
1940s' and under his &da= 'such figures as Will HM(, Arthur Askey, Tlie Crazy Gang and George Formby did 901/9 
of d1dr best work for the ciwna. ' YhisMwi isMine was Vhmel's last filin before his untimely dcath in 1947. Quinlan, 
Da., id, Quinjon ý Illustrated Guide to Film Dixctors (Laxlcn: Batsford, 1991): 3 02. 
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much in common, including being low quality adaptations which made little headway at the box- 

office or with reviewers. 31 

Both fifins exploit the class based opportunities for complicated and farcical relationships thrown 

up by the forced circumstances of wartime domestic life. Yhis Man is Mine is set in a middle-class 
household and draws its humour from the encounters between various billetees and family 

members that descend on the household for a wartime Christmas. The film satifises aspects of 

wartime life, such as shortages and the black-market. The Ministry of Information is the butt of at 
least one joke: when the family's Christmas turkey gets lost in transit the maid sagely mutters to 

the matriarch of the family ýyou must look on the bright side and remember therds a war on. They 

[the MOI] say it is "your Courage, your resolution, your cheerfidness that will win"! This is an 

allusion to a slogan that exemplified the incompetence of the MOI at the start of the war. 32 ne 

democratisation of society and the ensuing turning upside down of normal roles provides the 

mainstay for some rolling jokes: an ex-maid becomes her former employees guest; a posh 
daughter falls for a regular Canadian serviceman; a cook stops cooking in order to write a book-, a 
'daily' becomes an outspoken Mandst. For all the good-humoured anarchy, though, the romantic 
tangle is only resolved when the lovers keep to their own class, a prediction of the ensuing 
disintegration of the wartime ideal of classless unity. The film wryly acknowledges one or two of 

the darker aspects of Britain at war. There is, for instance, a sub-plot based around gangsters who 

plot to rob a post-office van of its Christmas mail, a hint of the problem of crime in the war 

years . 
33 Compared to AIS Man is Mine, VAJIe the Sun Shines lacks sharpness and depth. The 

protagonists are aristocrats, two of whom have lowly wartime service roles: one is a WAAF 

corporal and the other a lowly able-seaman. In a drawing room setting, a stream of romantic Mix- 

ups occur as a result of their mistaken identities, but the film does not attempt hurnour beyond 

these stock class situations. 

Film-makers Frank Launder and Sidney GiHiat made two comedy-fluillers in the aftermatli of war, 
I See a Dark Stranger (Fbnk Launder, 1946) and Green for Danger (Sidney Gilliat, 1947). Like 

many film-makers in the forties, Launder and Gilliat were riding on a wave of success (and were 

among Ranks privileged 'artistic' fthn-makers34) with films such as Millions Like Us (1943) and 
The Rake's Progress (1945). 1 See a Dark Stranger has its roots in the war, Launder getting the 

3' Billings, for munple, does not menfion either film. Kinematograph WeeklY, 19 December 1946,18 Dc=bcr 
1947. 

32 The slogan was identified as 'ft faU of die lessons Y&ch the MOI had pahMy to learn abott dw linitafions on 
gcFv=mnt as cmVmW to commemial advertising! For an explanation as to whY this slogan bw-kfired see Balfour, 
Michael, PrTaganda in War 193945 (14ndcn: ROutledgO and Kegmi Paul, 1979): 5 7. 

33 See page 180. 

34 See pages 28 - 29. 
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35 
nucleus for the idea from an intelligence officer during a trip to Ireland in 1944. The espionage 

plot is about the adventures of an English-hating Irish girl called Bridie (Deborah Kerr). She tries 

to avenge her forefathers by helping the Nazis against the English, before she finally comes to her 

senses. 'Me tale takes the audience on a chase through Ireland, the Isle of Man, and Devon, and 

involves no less than the secret plans for D-Day itself 71he film is a home-front spy story, and is 

one of only two films made on this subject in the aftermath years. 

The second spy film is Night Boat to Dublin (Lawrence Huntington, 1946), and like the Launder 

and Gilliat film, is also founded in wartime. In 1945, Huntington, who was also co-author, 'got the 

idea for the story from a paragraph in the press some months ago describing how German agents 
had endeavoured to kidnap, a famous Swedish Scientist in StoCkhohL'36 The film, described as a 
'breezy espionage comedy-melodmma!, 37 weaved into the formula spy plot the current fascination 

with the atomic bomb, including an earnest speech by Robed Newton, as the sleuth, about its 

horrific potential, and reference to the grisly possibility that the Germans could have developed the 

bomb before the Allies. Its topicality was praised by Kinematograph Weekly which thought the 

film 'a welcome sign that British studios have discovered the box-office value of topicality It is 

atomic in more ways than one. '38 The sleuth, on the trail of the missing Swedish atomic scientist, 

encounters the smuggling of atomic secrets to the Nazis via Dublin. The atomic scientist is finally 

tracked down to a grand mansion in Devon where he is imprisoned by British Fifth Columnists, 
39 who are led by the local squiress and a respectable London lawyer. 

Nazi spies and Fifth Columnists in Britain had not been a major problem during the war, 40 but at 

the time there had been a perception - at times obsessional - that they existed. Calder, for example, 

writes how Vie existence of a strong Fffffi Column was taken for granted, it would seem, in the 
highest circles!, 41 and he goes on to describe how a Fifffi Column paranoia gripped the country. 
This was fuelled by the mors steady flow of propaganda throughout the war warning of tile threat 

35 Brown, GeoILbwnderandGdhat(IaXknBFL 1977): 117. 

36 Ddily Film Renter, 25 April 194 5. 

37 JUnematograph Weeldy, 8 January I W. 

31 JUnematograph Weekly, 8 January 1946. 

31 I'lis upper-class background of the Fifth Columnists is reminiscent ot Or a lampoon ot the upper_class Wditor in the 
wartime film. Went the Day Well (CavalcantL 1942), a propaganda film whose aim was to alert the public to the 
danger of a Fifth Column. 

40 Anthony Aldgate and Jeffirey Ridwds, for mstance, have written thavactual Gcmm operatIons m Britain were not 
extensive. One historian has concluded that during the war "the number of German agents m Brimin was small, their 
information unreliable and most of their communications under observatiorp., Aldgate, Anffiony, and Richards, 
Jeffrey, Britain Can Take it Yhe British Onema in the Second World War (Oxford. Basil Blackwell, 1986): 96-7. 

41 Caldcr, 7hePeqpI6 War 134. 
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including such memorable slogans as 'Careless Talk Costs Lives% What these two comedy spy 
films do is enjoy the absurdity of the wartime notion of a Fifth Column from the safe distance of 

victory. It is no coincidence that both films appeared straight after the war as this Idnd of ephemeral 

memory would soon lose its immediacy, and would have little relevance to later generations who 
had not experienced the spy mania. 

I See a Dark Stranger is by far the more accomplished and sophisticated of the two films. it 

makes, for instance, more than a passing reference to the official MOI fihn about the risk of 
'Careless TaW, Yhe Next of Kin (Iborold Dickinson, 1942). Me Yhe Next of Kin, the Britain 

portrayed in I See a Dark Stranger is crawling with Fifth Columnists: they infiltrate trains full of 

servicemen; they use book-shops as meeting places; they take advantage of slack security, and 
'Careless Talk' posters adorn walls. The self-deprecating humour was appreciated by reviewers 

such as Peter Noble, who chucIded at how the film's 'unintelligent Intelligent Officers gave us a lot 

of fim at the expense of the British Army. A2 

As commentaries on contemporary preoccupations, the two spy films arc revealing for their 
interest in the wartime role of Irelane' and linking espionage and the Irish. In reality Eire was 

used by the Nazis as a base for espionage activities, and it was an activity to which Vie Irish 

authorities turned a blind eye!. 44Contempomy reviewers articulated unease over Irelands role: 
Noble, for one, praised I See a Dark Stranger for beautifidly capturing the 'perverse character of 

the neutral Irish during the wae; 45 and Sight and Sound noted how the fihn-rnakers look the vexed 

question of Anglo-Irish relations as background!. 46As with Nazi activities in Britain though, Eire 

posed little threat; Calder has written how 'on balance Irish neutrality was effectively pro-Brifish, 

and the Germans were not able to enlist effective help from the IRA. 947 

Neither fihn made much of a splash at the box-office in Britaiýg but I See a Dark Stranger did go 
down well in the US-49 Launder and Clilliat's next fihn, the comedy-thriller Green For Danger was 

42 Noble, Peter (ed), British Film Yearbook amdom Skelton Robinson British Yearbooks, 1946): 16. 

43 Odier fihm too make uxi&da refermces to the Irish working agamst the Brifish. examples inclu& Against the Wind 
(Charles Crichton, 1948) which katures an Irish girl who is a Nazi spy; and Next of)Gn which has an Irish courier 
who works for the Nazis. 

44 Calder, Angus, Me Wh ofthe Blitz 0-axion: Jonathan CaM 1991): 66. 

45 Noble, British Film yearbook 16. 

" Sight and Sound, vol. 15. no. 59, Auturnn 1946: 94. 

47 Calder, Yhe M5ih ofthe Blifr- 66. 

49 Billings does not IiLst it, Kinematograph Weekly, 19 Decernber 1946. 

49 Brown, Launder and Gilliat IIS. 
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more popular, at least in Britain, 50 and was one of three comedy successes that sparked off a spate 

of comedies in the following year. In a skit on the detective genre, Alastair Sim plays a dotty 

detective who has to discover 'whodunnit'. This classic narrative structure was adapted to wartime: 
the country house is a temporary wartime emergency hospital; the murder suspects are gathered 
together only because of their involvement in the war effort; the murderees motives are 
intrinsically tied up with the war. It generates a tense, nervous atmosphere between the staff of the 
hospital, where years of enforced working and living together has taken its toll and led to ffiction, 

jangled nerves and distrust. Ihe tension is dramatically heightened by the constant threat of V. 

bombs, the hospital being in their flight-path. Moreover, the murders are comrnitted. by a mirse 

who cracks-up under the stress of war. She blames the leader of the rescue team (the postman) for 

her mother's death after a bombing raid because he was unable to save her. ne resentment festers 

away until an opportunity arises where she cart kill him off. A clever, underrated film, it offers a 

glimpse of the stain and nervous exhaustion of people living with war. 

The last comedy to mention is "isky Galore (Alexander Mackendrick, 1948), which was shot on 
location in the island of Barra. This witty comedy-drama film is based on a true incident which 

was subsequently novelised, by Compton Mackenzie and published in 1947. The story is set in 

1943 on a Hebridean island, and centres; on the populatiods outwitting of an English Home Guard 

officer in order to illegally salvage 50,000 cases of mach-needed whisky stranded on an off-shore 
51 ship-wreck. For an Ealing film, it is unusually 'cruel and clever" the butt of the fil&s satire being 

the well meaning and inherently decent English Home Guard Captain Waggett (Basil Radford). 

His obsessive refusal to allow the islanders access to the ship-wrecked whisky makes him, and the 

English notions of law and order dig he representsý appear absurd and pompous. (And probably 

especially so to a post-war audience living with acute rationing and shortages). The film then, is a 

mildly anarchic parody of benevolent authority. As a post-war perspective on 1943 the fihn 

satirizes, to use Clyde Jeavons! words, 'every [wartimel sacred cow in sight. 5' For instance, not 

only is the Home Guard vilified, but self-interest prevails as the islanders only concern is to keep 

the whisky for themselves. Perhaps if the fihn had been made in wartime, it would have concluded 

with the islanders Oving the whisky to the authorities with patriotic good gram. 

Recognised as a classic todaY, "isky Galore did not attract special attention when it was released. 
Kinematograph Weekly, for instance, reckoned it was just another 'regional wartIme comedy 
dramg, with the further problem that Viere is a tendency to repeat the gags, and this takes the edge 

Billings lists it under 'OdICr Notable AttractiOns' (Kine'natograph Weekly, 18 Dw=bcr 1947); mid Laundcr later 
said dut after a Wdustre start due to distrihtotV lack- of interest, the fihngradually built up to a success in Britain! 
Brown, LmmderimdGdUaf* 120. 

51 Barr, Charles, Ealing Stu&05 (LO'il SM&O Vsta, 1993. First published 1977): 110. 

32 Jeavons, Cýyý A PictorlalHistorY of War Film (Loadom- HamIM 1974): 163. 
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off some of its wit Women will we fear, find its fim a trifle llboured. "3 The film did not do 

especially well in England and Wales, judging by its absence in the trade polls. In Scotland it seems 
to have done better, Kineniatograph Weekly noting how 'the press and public reception of "isky 

Galore in Scotland is possibly the finest yet given by the north to a film made in England about 
Scotland. '54 It did attract notable plaudits from some reviewers though: Speed thought it a 
Wonderfid comedy; and Richard Vrmnington praised Sandy Mackendrick for directing 'some of 
the freshest British comedy sequences of the post-war years. '55 

The home-front as a topic 
As a vehicle for deliberate and overt political comment The Years Between, released in July 1946, 

stands head and shoulders above all other home-front fihns of this period. It was based on Daphne 

du Maurier's play, her first, of the same name, which had a successful run on the London stage 
56 during 1945, and was adapted by husband and wife team Sidney and Muriel Box, and produced 

independently by Sidney Box Productions. It followed their huge box-office hit The Seventh Veil, 

also directed by Compton Bennett. The Years Between's radical, and direct, contemporary social 

message was unusual, for although the Boxes were socialists, they acknowledged it was not their 
business to imbue films with their political ophuons For Muriel Box, The Years Between didgive 

a hint of the things we wanted to my politically, but it was an exceptioL, 57 

Using the ! retum of the dead! formula, The Years Between is the story of a rural middl,. -class 
housewife Diana Wentworth (Valerie Hobson) who learns in 1940 that her husband Colonel 

Nfichael Wentworth (Nfichael Redgrave) has been killed on active service overseas. In the 

following 4-5 years (the precise chronology is muddled") she not only finds another man but also 

takes over her Idead husbands parliamentary seat and becomes a well-known political campaigner 

on behalf of women. The husband is found alive in a prisoner-of-war camp in Germany in the 

spring of 1945, and returnsjust as his wife is about to remarry, 

53 JUnematograph Weekly, 2 June 1949. 

"' Kinematograph weekly, I September 1949. 

5,5 News Chronicle, 18 June 1949, in Winnington, Richard, Film Criticism and Caricatures 1943-53 (London: Elck 
Books, 1975): 95. 

56 Maurier, Daphne du, 77ie Years Between in Morgan, Fidchs (ed-), Plays by Women on the London Stage 1900-1950. 
First published: London: Victor Gollancz, 1945. Second edition: London: Samuel French, 1947. It was fu-st toured in 
Manchester in November 1944, and then transferred to London's V; yndham, s in January 1945 and ran for 617 
performances. 

11 interview with Lady Gaidincr (famerly Muriel Box), in AspinalL sue, and Murphy, Robert (eds), Gainsborough 
Melodrama (Undon: BFL 1983): 65.88-89. 

so For example, the husbands death is announced in June 1940, but the wife has a diary entry from him dated 
December 194 1. 
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The husband s return occurs about half. way through the film, and the second half is then devoted to 
their problematical reconciliation. He is affronted and appalled at the change in his wife, as well as 
other domestic consequences of five years of war, he has returned to a strange and bewildering 

post-war world. All he wants, he says, is Vie wife I left behind% By the same token, his wife finds 
her husban(rs old values untenable. She does have a conscience over her husbands confizion at 
not finding the same wife he left behind, but she also has no desire to revert to her pre-war role as a 

mere devoted wife. (Just in case the audience does not grasp the point that war had caused great 

changes, an old postman, played by Edward Rigby, appears at regular intervals throughout the film 

muttering'do you know what I say? Nothing'll ever be the same again after this war, you mark my 

words, nothing will ever be the same again, and d&s a fact) 'Mey almost separate, but stay 
together d=ks to the intervention of their faithU old retainer Nanrry (Flora Robson), who 

passionately pleads with homepsun good sense that there can be no hope for peace if couples, like 

nations, cannot 'collaborate! and have Taitb! in one another. In the search for a happy ending they 

effect a compromise; she relinquishes her seat thus allowing Michael to recover his former status 

and position as MP for his locality. She continues her political career by standing for another seat 
in the 1945 general election. Ile film ends on a scene with MIN boisterously returning for the new 

session of parliament (accurately set in the Lords as the bomb-damaged Commons was unusable at 

the time), and she is to be seen on the opposite benches to her husband. She has changed parties 
from Conservative to Labour 

71be film might be categorised as an aftermath film as it partly explores the readjustment and 

reconciliation necessary after the effects of separation by war. However, the film is particularly 
interesting for robustly portraying a tremendous shift in the social and political status of women 
during the war years. The concern of the film is not so much post-war readjustment as establishing 
that the expectations of women were dramatically raised during wartime. It is a study of women in 

wartime rather than a study of post-war resettlement a point evidenced by Kinetnalograph Weekly 

which introduced the film as a 'wartime domestic melodrama!. 59 This attention to womees 

achievements in the war years marked a shift of emphasis from du Maurier's play, which is more 

concerned with the reunion of the'dead' husband and the wife. About a quarter of the way into the 

play, itjumps from 1942 to 1945 with MChaerS return from the dead. In the film Mchael does not 

return until half way through and the period is extended by sorting it in 1940, and most 

significantly it opens up the narrative to Painstakingly record the process of Diana! s success. The 
film portrays her campaignuig speeches, her busy and pressured life in London as an NW, her 

growing influence and impacý and her appearances in parliament. As the Manchester GuanDan 

wrote at the time, the Viings which on the stage were established in a few minutes are here 

examined from their start, so that the entire emphasis of the story is differently placed. It is less a 

study in efforts to rekindle the domestic hearth than the story of a woman's assumption of 

sq jUnematograph Weekly, II April 1946. 
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responsibility in wartime. v6O 

The film goes to some trouble to illustrate the metamorphosis in Diands sense of self-identity. For 

example, in a flashback sequence Diana relates via her diary her life with Michael before the war, 
and the entries build up a profile of Diana as a woman whose life was utterly dominated, defined 

and given meaning only through her husband. The diary entries include such reverential comments 

as '1934, Robin christened - thank you Michael! ', and '1937, seven years of MichaeW! Or is it 

seven mondisT When she learns of his death, she has nothing to live for and withdraws from the 

world, until slowly but surely, through taking up politics, she begins to realise, her independent self. 
worth and strength. As if to contrast fiirther her journey from meek housewife to career woman, 
she becomes not just an average constituency MP in the mould of her husband, but an outspoken 
progressive. When the local Tory constituency party accepted her, they believed they could'depend 

on her being a safe party membee, but to their growing dismay she becomes increasingly vocal and 

reluctant to keep to the party line. 

Diana voices strong political messages for better conditions for women: at the beginning of 1944 

she addresses a mothers! meeting and calls for the provision of creches in work places; to a female 

audience in a factory canteen she declares how 'women workers make armament components for 

20% less than male workers, because women are less well paiX; at a worneres rally she asserts that 
, this business of standing in queues all day has got to stop'. The progressive nature of the attempted 

political message of the film is epitomised by Diands laboured maiden speech to the House. To the 

growing alaim. of some Conservatives, she departs from the party line as laid out for her in a 

prepared speech, and makes a populist speech more in tune with opposition demands for a brave 

new post-war world. Using ? vfts Smith! as a metaphor for all women, she passionately speaks of 
her post-war aspirations: ýwhen Mrs Smith has time to think which isift very often, she thinks of a 
happier more pleasant world after the war. She wants quite a lot of things out of the post-war 

world. A decent horrie to live in, and in time for the day when Mr Smith and her baby come back 

to join her. ' Diana goes on to say how WIrs Smith! wants Vie best education in the world! for her 

children, a little money saved against her husban(fs retum..., 'Me mood and sentiment of this 

maiden speech cerWnly mirrored the kind of expectations that were abroad in the aftermath of the 

war and which contributed to the Conservatives' massive defeat in 1945. As Kinemalograph 

Weekly observed, theheroine's maiden speech ... must have been one of the reasons why the Tories 

lost the last election. 61 Diana goes on to make more controversial demands in the House, arguing 
that as long as Mrs Smith 'is doing a man! s work she doesift see why she shoulddt have a mads 

pay packet at the end of the week. ' Women did make great strides in gaining better pay but there 

was a lot of resistance to the concept Of equal Pay. Diana! s pro-equal pay position was therefore 

60 Manchester Guardian, 25 May 1946. 

61 )UnemtogWh Weekly, II Aprd 1946. 
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controversial, Churchill, for instance, took an outspoken stand against equal pay for teachers, and 

succeeded in getting the House of Commons to meekly revoke its amendment to the Education 

Bill giving women teachers the same pay as men. 62 

The radical stance of the film is further illustrated by the relative lack of sympathy accorded to the 

returning soldier (a theme developed in Chapter Six). The audience is not invited to feel 

compassion for him despite his own patriotic heroism and sacrifice; instead the film reserves its 

sympathy for Diana. To begin with, as Variety commented above, Nfichaers return so far into the 
filnfs story presents him as an unwelcome intruder and wrecker of Diana and Richard's endearing 
engagement Richard, incidentally, is guided by his conscience and sense of duty, and argues that 
Diana must rejoin her husband. Any sympathy for Michael is also subverted when it is revealed 
that his Ideath! was faked in the first place. Before being caught and imprisoned, he had been 

working in the lunderground, and for the success of the operation he had to be declared dead. It is 
hard to feel compassion for a character who leaves his wife in the certain knowledge dig she will 
soon become a 'widow. Some reviewers felt strongly about this, such as Variety which pondered 
'how a star of Redgrave's calibre could have been persuaded to play a part as subordinate as it is 

MISYMpathefiC!. 63 The Daily &pmss castigated Michael for being 'either a sadist or a blind, 
insufferable prig! for knowingly walking out on his wife to 'death', adding conspiratorially that in 
'real life the War Office assurnes the wife will be told. Holt thought Diana, instead of having him 

on her conscience, should laugh in his face or spit in his eye!. 64 Mchael's bitter criticisms of his 

wife! s achievements firrilier undermine his standing. He notes with bad grace that she stood 
unopposed for the sea4 and merely fed off the sympathy vote for widows, which is clearly not the 

case as Diana! s character and achievements are presented as honourable and heroic throughout the 

whole film She is not compromised in any Way. 

Indicative of the thnLst of the fil&s message is the manner in which the conflict between Diana and 
Michael is resolved. Marcia Landy writes how thefinal scene shows Michael back in the House of 
Commons with Diana in the gallery', and from this she concludes dig Diana isreduced to silence 

after having experienced an active life. 63 Landy has misread this last crucial scene: Diana is not in 

the public, gallery but on the opposing benches to Michael. It should be noted that contemporary 

reviewers also recognised this, such as the Daily Express which described how Vie final scene 

shows her smitldng at him from the opposition benches, so it may be assumed dig she has 

62 Calder, MePeqpleý War. 403-404. 

63 Variety, 10 April 1946. 

" Daily Erpress, 25 May 1946. 

6' Lwidy, Mazria, British Genres: Onema and Society. 1930-ig6o (prýý: prj,, ý UniversitY PICss, 1991): 306- 
307. 
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reserved herself the right at least to go into a different lobby. " This telling twist signifies that 

Diana has won herself the prerogative to choose an independent career, and is not prepared to give 

up the new life she had forged for herself in Nfichael's absence. Nfichael has to back down and 

recognise that his wife has a new role. The ending also implies that her progressive and idealistic 

political standpoint has a real fiiture as she is now a member of a party dig shares, to some extent 

those ideas, and moreover, it is now the party in power. The differences projected by the two 

protagonists are so exaggerated by the narrative that their reunion is unconvincing. It would have 

been more credible to have ended the film with their divorce, which would have been in keeping 

f, t67 with the rising post-war divorce rates which resulted from the war's sexual 40011 71be happy 

ending of the filin was a significant deviation from du Maurier's ending'which displays a level of 

uncertinty about their future: although they stay married in the play the resolution of their 

relationship is left open because Nfichael decides to leave by accepting ajob in Europe. 

'Me fihifs most radical comment is its conclusion that women had earned the right to hang on to 

their new found influence and work once the war was over. This was a viewpoint not universally 

shared by women - many women were happy with the prospect of returning to domestic 

norrnalityý' - but was witness to increasing political activity by women during wartime to hold on 

to their gains. Costello, for example, notes how the 'women! s Advisory Committee on Post-war 

Reconstruction tried to persuade the Trades Union Congress and the Labour Party to support their 

resolution: "Women have established their claim to a share in the economic life of the nation. By 

having shared equally with men the tremendous task of producing for tile needs of the war, they 

have an equal light to employment after the war". 69 This was going against the political tide after 

the war, asin politics, as in industry, there was a growing post-war reassertion of deeply embedded 

social beliefs about gender roles ... It was as much an economic as a sexual reaction, a response to 

pessimistic predictions on both sides of the Atlantic that the end of the war would bring an end to 

fidl production and a return to the Depression, with men being thrown out of work in favour of 
lower-paid women. '70 On the whole, films endorsed this trend, Sue Aspinall has suggested that at 

the end of the war films'seemed to delight in reducing "strong" women to siý with the implication 

66 Daily Express, 25 May 1946. 

67 see, for instance, Akigate, eM Richards, Britain Can Take It 16 1. They note that the divorce rate increased from 
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that these narratives proved 'that even self-sufficient women cannot manage without men. v7I 

Hollywood also went down this path; with reference to the portrayal of women in American war 
filins, Jeanine Basinger has argued that ! not only did the need to see women in war go away, but 

apparently the need to teach them to go back home became important. A particularly huge group 

of films in which women are punished, victunised, driven crazy, or presented as evil were made in 

the immediate post-war period. M 

The Years Between does not fit in with this model and instead portrays the strong woman as a 
faultless heroine, with all the associated sub-textual implications for womcifs role in the post-war 

world. It is interesting to observe dig the fil&s publicists did not advertise the film in those terms. 
They publicised the film thus: 'As a result of war, this problem has doubtless arisen thousands of 
times; men who have been reported dead, have returned to the bosom of their families. The 

"readjusted" wives have to readjust all over again when they find they are not widows but still 

WiVeS. '73 The implication that the wife had to ! readjuse back is clearly not the message of the film. 

It is significant that the publicity department chose to focus on the notion of the female as the one 

who had to readjust and not the man. It is indicative of the dominant cultural force after the war 

which sought to return women to their traditional gender roles. 

The Years Between presents a clear statement that during the war years women were able to 

transcend their normal gender role. This in itself was not striking, as wmtme propaganda films 

such as Millions Like Us were designed to celebrate women! s contribution to the war effbM but 

The Years Between goes further by making Diana not a woman involved in mere regular war work, 
but an active political campaigner seeking, as she said in the House, 'an equal say in the 

government of this country! She was in effect part of the Yadicalised significant minorities of the 

upper and middle classes. 74 Diana! s wartime journey of self-realisation could have been an 

expression of Muriel Bo)es own experience, as by her own account the war was a profound turning 

point in her life. In her autobiography she describes howduring the six year period when we were 
fighting for survival, it was obvious that attitudes to everything were substantially changing, nune 
includedL I found I was forced to take stock afresh, not only of my selZ but of the world as a 

whole. My life could be said to divide neatly into two halves, the first pre-1939, the second post- 
1945. 'Me years between were a land of mental ditente enabling me to reach a new assessment of 
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my pIace in the geneml scheme of things. v75 

It is ironic that a film which so polemically detracts from traditional ideas about the place of 

women should have portrayed this in a class format that harked back to pre-war years. The film- 

makers did not embrace the progressive wartime shift towards the representation of ordinary lives, 

but retained the landed-gentry setting of du Maurier's original. The main chat-acters, the 

Wentwordis, are local squires and the lives of the ordinary folk who live 'down in the village 

gravitates around them. This kind of scenario harked back to the upper-class world of pre-war 

cinema, and so was in effect a reaction back to representations of a waditional, hierarchical society. 
Several reviewers complained about this: Kine7w1ograph WeelVy sagely asked if it 'isift very 

nearly time that British films rid themselves of snob appeal? Pay-as-you-eam picturegoers cannot 
be expected fiffly to appreciate the tantrums, inhibitions and jealousies of those with time on their 
hands! ; 76 and Noble yawned that itWas the kind of lamentably "good classP production that Britain 

made so often before the war, with a nice comfortable English background, and nice comfortable 

emotions. @77 

The Years Between did quite well at the box-office with Billings listing it as a Notable Box-office 

AttraCtiont. 79 Of the trade reviews, the Daily Film Renter gave it the seal of approval by billing ita 

highly topical woman's picture that cannot fail to do smash-hit business! ý9 and the Kinematograph 

Weekly more cautiously thought that while it 'should appeal to better-class audiences' its 'chances 

with the industrial ninepennies are less certain. '80 Critics! comments were mixed: the Manchester 

Guairdian concluded that it did not 'deeply care! about the characters! problems, and that it 'is the 

small part playing and the convincing background of scenes in town and country which are the 

chief merit of a decent and serious, but rather dull enterWriment" In counterpoint to this was the 
Daily Expmss which thought that Ihis trying theme is displayed brilliantly by both players and 
developed with cunning and care, 82 and Speed believed that it dealt with a current problem with 
, thought and intelligence!, adding thatdirection, production and acting are all excellent mid the film 

75 Box, Muriel, odd Woman Out (London: Leslie Frewin, 1974): 146. 

76 mnematograph weeny, ii April 1946. 

77 Noble, British Film yearBook, 1947-48: 2 1. 

Vnematograph Weekly, 19 December 1946. 

Daily Film Renter, 4 April 1946. 

$0 )unematograph Weekly, II April 1946. 

81 Manchester Guar&an, 25 MaY 1946. 

112 Daily Express, 25 May 1946. 
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hm a rare overaR polish which makes it stand OUr. 93 

There is one other fihn of the aftermath period, apart from The Years Between, that takes the home- 

front role of women as a topic. Unlike the Boxes! filrn, The Weaker Sex (Roy Baker, 1948) is no 

radical feminist critique of the war years, but, as the fihrfs tide suggests, is a sentimental, nostalgic 

portrait of suburban Britain at war, with particular reference to the contribution of the housewife. in 

the words of the fil&s own publicity it was designed as a 'well-merited, pat on the back for the 
housewives of Britain!. 84 Baker's second directorial credit after The October Man (1947), The 

Weaker Sex was based on a successfid 1947 play by Esther MacCracken called No Medals. 'Me 

story has a strong element of romance, but it is not the driving force of the narrative as in, say, 
Piccadilly Incident The film does not have much of a plot, but rather just traces; the everyday, 
interacting lives of a housewife Martha Dacre (Ursula Jeans), her family and her billetees fromjust 

before D-Day to the present It is intended as a story of ordinary people living with war, and the 

sense of drama is intensified as they live in the naval town of Portsmouth. Apart from Martha, the 
key characters are all in uniform and involved in the D-Day landings. The idea is that Martha 

provides the stable and reassunng home background that was so essential for those actually 
involved in the uniformed part of the war efforL The film is presented in warfime semi- 
documentary style, with plenty of documentary and newsreel footage to illustrate, and provide a 

chronological framework for, the external events of the war flu-it so dominates their private lives. 

The atmosphere of the film is that of the quietly understated heroics of wartime propaganda filins 

like The Way to the Stars (Anthony Asquith, 1945), 85 with the characters going about their wartime 

duties with a resigned but good-humoured sense of patriotic duty. The fihn! s publicity highlighted 

its wartime feel and similarity to wartime films like This Happy Breed, The Way Ahead, and In 

"Ich we Serve. If anything, The Weaker Sex expresses a twinge of regret that the war is over, as 

one character says meditatively whilst looldng out to sea, I can hardly believe yet there'll be no 

more bombing, no more fire-watching, they've become part of our lives. 'The fihn! s mood is one of 

a nation at peace with itself looldng back with a satisfied sigh at the years of upheaval. For the 

Dagy Heraid, 86 such qualities lent the film the ýrambling double appeal of rememberance and 

domestic familianW, while Variety questioned the motives for making a film so lacldng in story 

values, and devoting so much 'of its footage to recaffing the war days without saying anything 

new. 987 

83 Speed, Film Review, 1946: 140. 

" Film advertVnematograPh Weekly, 4 November 1948. 

See, for CanTle, Riduu*, icffrey, 'National Identity in British Wartime Films, in Taylor, Britain and the Onema in 
the Second World War 59. 

Daily Herald, 24 September 194 8. 

Variety, 13 October 1948. 
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As the story unfolds into the years of austerity, it reveals no disillusion or rancour over the lark of 

any tangible benefits from victory. It displays good hmnour and a proud resilience over the 

ongoing discomforts of post-war shortages ('we may be shabby, but we are not shoddy', says one 

character). Moreover, the film ridicules the controversial British Housewives League' as an 

undesirable, unwarranted and disruptive force. There are no fears displayed over jobs for 

demobbers or their readjustment to civilian life; affable Geoffiry Radcliffe (Cecil Parker), a Naval 

Commander billeted with, and later married to, Martha Dacre, =ily slips back into the nine-to- 
five routine of his City job. Martha herselt quite unlike Diana in The Years Between, presents no 
threat whatsoever to male hegemony as she happily re-establishes herself as a normal peacetime 
housewife whose concerns are shopping, cooking, and generally clucking around her family, The 

only unease or contentious issue reflected in the film is directly attributable to the deteriorating 

intawfional situation in 1948. The film ends on few about another impending war, but even this 

serves to reinforce the sense of pride the family feet at having fought off the last threat to Britaids 

freedom 

The conservative nature of the film is also reinforced by the typology of the characters. Ihey are 

the middle-class of middle England, presenting in the same way as In nich We Serve a 

traditional, hierarchical view of family and society. In tune with the post-war sense of democracy, 

though, Martha Dacre's home is not of the grand country house variety so beloved of British film- 

makers (like The Years Between), but actually a semi-detached in a self-consciously suburban 

street. The choice of the housewife as hero can also be seen as a conservative element The 

celebration of the housewife in war presented a highly orthodox and unthreatcning picture of 

women, when compared to a portrayal of women doing war jobs that were seen to transgress the 

normal fernale gender role, as in The Years Between. The Weaker Sex embodied the post-war s1iift 

towards the more traditional values outlined above, and it also epitomised the widespread feeling 

that most women regarded lhcir wartime "gains" as "time out" for the duration from their 

traditional role centred on marriage, home and dependency on the male breadwinner. '89 At the box- 

office, The Weaker Sex proved reasonably popular; Billings for example, fisted it as a 'ruruier-upý 

to the big successes of the year, The Best Years of Our Lives (William Wyler, 1946, US) and 
Spring in Park Lane (Herbert Wilcox, 194 8). 

No Room at the Inn (Dan Birt; 1948) is the only film which took a contentious wartime issue - the 

treatment of child evacuees - and exposed it to the full glare of screen publicity. The film was 
based on a successful play by Joan T=Ple, which ran for two years after being first staged in the 

so 11r, British Houscwives LM9UC was 8 Pressure group that blamed Labour for the shortages. See, for irstmm 

Addisoll, No, he War is Over 40. 

89 Coswllo, Lom Sex and War. 367. 



121 

summer of 1945. The film rights were snapped up British National in December 1947, and the 

adaptation was written by Ivan Foxwell with a contribution by Dylan Thomas. 90 Dan Birt the 
director, had made his name in the thirties as an editor before drifting into documentary direction 

during the war. No Room at the Inn was his second feature fihn after The Three Weind Sisters, but 

he was not destined to become a distinguished director, even if he had not died prematurely in 

1955.91 Costing only 195,000 to produce, No Room at the Inn was a low-budget bread and butter' 
film which could be expected to make a profit from the domestic audience, 

A reasonably faidM reproduction of the play, two of the original cast appear in the film: Freda 

Jackson plays the leading role of the monstrous Mrs Voray and Joan Dowling plays a mischievous 

cockney child evacuee. The story is set in the early years of the war and focuses on a provincial 
home for evacuee children in NotdngharWs slums, which is ruri by a despicable alcoholic 

prostitute, Mrs Voray, She does not merely overcrowd her home with unwanted evacuee children 

and keep theni in squalor in order to make money from the meagre state allowances which the 

evacuees attract, but also calculatingly exploits them. She starves them whilst using their ration 

quotas for herseK and sells arr y valuable possessions that they may have arrived with. In the 

original version of the play, Mrs Voray also runs the house as a brothel, but the censors 'opposed 

anything which showed dial the central figure W let rooms "for immoral purposes". t92 (Me 

caisors also objected to swear words and some unfavourable comments about borstals in the 

original Script Submitted to theM93) -Ibe sorry tale begins with the arrival of a new girl, Mary 

07, me, accompanied by the town! s billeting officer, at Mrs Vora. Vs establishment. Mary's mother 
has been tined and her father is a serving seamen. She is different from the four child evacuees that 

she joins; whereas they are working class kids from London, Mary is middle-class and actually 
from the local town, which is given the middle-England sounding name of Market Norton. Mrs 

Vorays slum house is on the outskirts, as is established in the opening shots which show her house 

existing within a wash of industrial symbols, being adjacent to a grany railway bridge and 
backgrounded by a gasworks. 

maty symbolises the moral conuption of the children: the fflm charts her descent from a nice, 

polite, well dressed, well-behaved girl, to a common and dirty one just like the other long-servers 

90 Thomas had wntten fibn docutnentarics; in the war, aW when short of money after the war he sought senpt-wnting m 
the cc)mmemW cuxma. After contnbuting to a script that was not produc4 he then )polished the dialogue of two 
films directed by Dan Birt, 7hree Weird &sters (1948) and No Room at the Inn for British Nationar (Ferris, Paul, 
Dylan 7homas, Londom- Hodder arid Stoughton, 1977: 215), after which he spent a ym at Gainsborougk The Odent 
to which Thomas may have influenced the senpt is wBuableý 

91 Quinlan, Quinlansplustrated Guide to Film Directors: 30,3 1. 

92 Robertson, James, C, 7he British Board ofFilm Censors: Film Censorship in Britain, 1896-19,50 amdn Croom 
Helm, 1985): 172. 

93 Robat,, On, 7he British Board ofFilm Censors: 172. 
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(a scenario that inverts the popular notion that it was working-class children who ended up in 

middle-class homes and/or a rural environment which generally improved their moral and physical 
health). After initial clm tension between die prim Mary and the streetwise kids they become 
friends, and as a group try to protect themselves from the worst excesses of Mrs Voqy's 

wickedness. The film reaches a clh= towards the end when Mrs Voray arrives back home in a 
drunken rage after a disastrous night on the town to find dig the children have accidentally ruined 
her prized hat. She sadistically reacts by locking up nine year old 'blitz orphan! Ronnie in a rat- 
infested cellar. Once she is asleep the other children go to rescue Ronnie, but she wakes up and 
goes to investigate. The fihn then comes to an abrupt conclusion when she falls down some sWrs 
to her death. This unsatisfactory ending was substituted for the original in which two of the girls 
were driven to murdering Mrs Voray. Presumably a portrait of child-killers and the lack of a future 

that implied, was considered just too bleak for a film. By contrast Mrs Voray's accidental death 

allowed the possibility of a new dawn for the children. 

Ihe wickedness of Mrs Voray towards the children is but one dimension of the narrative as the 

respectable inhabitants of Market Norton are also implicated. Marys teacher is the only adult who 
appreciates how rotten the conditions are for the evacuees, and she tries both to expose Mrs Voray, 

and to rescue her pupil Mary. (Mere is initially an unconscious class prejudice here; for most of 
film the teacher is only concerned about middle-class Marys well-being, and appears to regard the 

working-class London children as urchins and as much a corrupting force on nice Mary as is Mrs 

Voray. By the end of the film though, she is also campaigning for them. ) The teacher's quest to 
bring the true nature of Mrs VoraY to the town councirs attention is thwarted at every turn as Mrs 

Voray has most of the town council, including the Billeting Officer, under her spell. The source of 
her power is primarily sex which she sells to buy both influence and black-market goods, the 

towiYs councillors largely being Shopkeepers. In One scene at the local butcher's shop, Mrs Voray is 

offered some extra ftipe 'under the countee, and then for payment the butcher escorts her off to the 
back of the shop. This inference of the exchange of tripe for sexual favours must have caught the 

censor off-guard. 

As a result of councillMs7 dealings with Mrs VOMY. the teacher's accusations about her fall on deaf 

ears. -, bey think that while Mrs Voray may not be perfect, she certainly is not as bad as the teacher 

makes out. if their complacent maCb0n bordered On the ennimal, then the wider population was 
also to blame for the childr&s Plight. Mary ended up at Mrs Vorays because no other Market 
Norton resident would have her - there was no room at the inn for Mary. in a couple of s=es the 
MIn shows the teacher trying to pmuade middle-class households to billet Mary, but although they 

offer sympathy, they cannot be bothered to give Mary a home. It was precisely this abdication of 

responsibility that empowered the criminal Mrs Voray- The film also implicates the irresponsibility 

of parents in wartime with regard to their Own childr'M One of the slum kids explains her presence 
at Mrs VOWS by saying that ýmy Inlawer's gorn Orf Wivva soldier'. Mary's own father is also 
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complicit in her desperate situation. On leave, and in his seaman! s uniform, he pays a visit to his 

daughter at Mrs Voray's, and to begin with he believes the accusations Mary makes about her 
'foster mothee. However, Mrs Voray soon charms him with a drink, a night on the town, and the 

promise of sex. By the morning, he has handed to Mrs Voray the chil(fs treasured watch for her 

safekeeping, and endorsed her as Marýs guardia[L There is also an undercurrent of class politics 
here, as the fihn goes to some length to explain that middle-class NWs mother 'married below 
her'. It would have been perfectly logical for Marys father to have been as middle-class as her 

mother, but this would have led to the uncomfortable situation that a male member of the middle- 
classes, a sermg member of the Royal Navy (and probably an officer), recently bereaved and with 
a teenage daughter to care for, was happily sleeping around with atrollop!. 

Class is also at the root of the London childres unlucky fortune to have ended up at Mrs vorTVS; 

one of the urchins says they cannot go anywhere else because 'we afift respectabld. Friction is also 

alluded to between the evacuees and the native children in class terms. In a schoolroom scene, for 

example, the teacher reads out an evacuee girrs essay on the subject My impressions of Market 

Nortod. The essay reads I think that all the girls are swanky, stuck-up ... and they think we don! t 

know anything and they don! t want us here The whole place is dull as dishwater and there isift any 
fim and it's full of a lot of stinkers! 

The discussion of the film so far may suggest that it is unremittingly bleak, and so attention must 

be drawn to its humour and humanity. The filin actually has much warmth and humour, some of it 

accessible only to the eagle--eyed: the saw name-plate on the outside of Mrs Voray0s house of 

horrors reads Tleasant Streef; the sight of Mrs Voray and Mary's seaman father getting drunk out 

of their wits in one of the town! s pubs is backgrounded. by a wartime navy morale-boosting poster 

with a picture of a sea captain, and the caption Back them up! '. The script is also surprisingly (in 

terms of censorship) rich in witty, spicy and risque innuendos and jokes (a quality accentuated by 

Dylan Thomas? ), which moreover have kept their vitality as witnessed by audience laughter at a 

fairly recent public showing of the film. 94 Much warmth in the filin derives from the indomitable 

spirit of the hapless children themselves, even though the narrative is at the same time trying to 

establish them as delinquent products of their environment Indeed the producers hoped to cash in 

on this human side by publishing the film music of a touching section in the film 'which covers the 

scene in which Joan Dowling, as "NonW, tells in her own coclmey language the story of 

Cinderella. Entitled "ROOM for LoVe"., 95 

in terms of its dealing with the subject ofiuvenile delinquency and social transgression, No Room 

at the Inn is certainly partly a spin off from the preoccupation with those lurid themes in the late 

94 Museum of Lon&irr 25 May 1995. 

" Film pubUcity- BFI microjack-r-L 
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forties. As will be discussed in Chapter Eight there was a timely obsession with juvenile 

delinquency and gangsterism, which spawned a spate of films on these topics. In fact the producers 

attempted to exploit the preoccupation with juvenile delinquency by adding a rather clumsy 
introductory scene set in the present day. In the first few minutes of the film Norma is shown being 

caught shop-lifting, and the real cause of her criminality is then attributed to her evacuee 

experience in the war - the story then being shown as a flashback, although the film-makers did not 
bother to add a present-day epilogue. The fihds publicists Aso sought to trade on parallel fears 

about cruelty to children: one advert for instance, reads 'although No Room at the Inn deals with 

conditions that may seem exaggerated, it has been proved by the Curtis Repork which was 

circukded recently to all local authorities, that hundreds of homeless children live under the most 
, 96 appalling conditions Your local authorities will want to see No Room at the Inn. The interest in 

wayward youth is also witnessed by the proposal of one of the censors to give the Min a 
contemporary setting since child cruelty was much in the news. v97 

In his history of British censorship Robertson dimnisses No Room at the Inn as merely a 'product 

of its tune and rescued from total mediocrity purely by Freda Jacksods performance. 98 Robertson 
is wrong, as despite its cheap production quality it is a sharply scripted and a meaningfid 

commentary on a wartime issue. It is different from its peers in the post-war juvenile delinquency 

cycle because it is, uniquely, located in wartime, and consequently its unflattering picture of small- 
town Britain rife with petty corruption, black-market dealings, sexual misdemeanours and the 

maltreatment of evacuee children, punctures the reassuring propaganda images of Britain at war. 
No Room at the Inn also stands out from the other films beca=, however crude or sensational the 

approach, it tried to document what was recognised as a real wartime and aftermath problem, a, nd 
indeed joan Temple's play was apparently inspired by a 'real-life story. 99 The significance of the 
film to contemporary audiences lay beyond the melodrama of Temple's particular story in the 

wider issue of children as 'orphans of the stornf- (Childrm as casualties of war was a particularly 

popular aftermath theme with European and American fifin-makers, 100 if only because the plight of 

children was not controversial or political as with other aftermath themes, and its inherent 

sentimentality was ideal for cineina, audiences, hence Wilcoxs adoption of the illegitimate child 

storyline in Piccadilly Incident). 

96 Fihn publicity- BF1 microjack-cL 

17 Robertson, 7he British Board ofF'lM Censors: 172- 

" Robertson, Yhe British Board OfF'Im Censors: 172. 

99 Daily F-Tmss, 14 Decemba I W. 

100 Exmplcs include 7he Search (Fred 7! nn=xm, 1948, US), and Germany Year Zero (Roberto Rossellirý, 1947, 
France/bly). 
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When Temples play first appeared in early 1946, its exposure of the plight of evacuee children 
caused a storm. It generated a lot of publicity* it was serialised, for instance, in the Daily 
Express; 101 and was broadcast on the radio in January 1948.102 The investigative nature of the film 

was praised at the time. Kineimtograph Weekly, for example, likened the film to Love on the Dole 
(John Baxter, 194 1) with its 'valuable documentary qudiV, and went on to say how the 'genius of 
the film. is its ability to mirror the truth and convert its ugly facts into entertainment. 103 

P. L. Mannock, of the Daily Hem1d, thought 'one of the lesser known horrors [of the war] was the 
frightful demoralisation of evacuees in bad homes. Personally though, I am sure this was much 
more than offset by the improvement, moral and physical, of youngsters sent to better homes than 

their own. ' She went on to note how Mrs Voray is shocking enough, even after the censor's toning 
down! but concludes that thepicture has sincerity, humour and character. "04 The seriousness of the 
film appealed to at least one ordinary cinernagoer who wrote, in a letter published in the Daily 
Heralg that the film had a ! message which, so far as I am concerned, went home. 105 

It goes without saying that this kind of image of Britain at war was at odds with wartime 
propaganda films. in No Room at the Inn children are victims, the middle-classes are tainted as are 
the working-classes, sex is freely bought and sold, pubs are not jolly rural venues for community 
but debauched places more akin to Victorian gin palaces, and corruption and spivery abound. It is 

on a different plane from such wartime propaganda films as Went the Day Well? (despite its Fifth 
Columnist) with its idyllic projection of rural England and its infinite capacity to welcome 
Cockney evacuee childrerL Despite the melodramatic story, No Room at the Inn is more trud" 

about many aspects of the home-front experience than any other film of those years. This is not to 

say that the calculated abuse of evacuee children was widespread (although it did occur'06) but that 

the film, unlike the wartime propaganda films, does touch on the problematical and less 
honourable aspects of wartime. The experiences of evacuee children was varied; for some it 
'opened a door to a new future, a door that would have remained closed had it not been for the 

evacuation. yet the fact remains that others were wounded so badly that they still carry the pain 
with them., 101 As suggested in the film, certain classes of children were seen to be undesirable: 

101 Daily Fxpress, 25-29 November 1946. 

102 Daily Film Renter, 7 January 1948. 

103 Kinematograph Weekly, 20 Sept=ber 1948. As explained in Chapter One, Low on the Dole was a ground-brealdrig 
film in 1941 in tcnns of its unparaUcled oqposure of Poverty and unemploynxmt in the 1930s. 

DailyHerald, 29 October 1948. 

115 DadyHerald, 17 Novernber 1948. 

106 se, 
, for OMVlc, Wwlr-% Ben, No YI)m to Wave GmZ)v (London: Blooinsbury, 19 8 8). 

107 Wj" No 17me to Wave Croodb)v: 20 1. 
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Calder, for instance, has written hownicely dressed children were whisked away by local big-wigs 

... and there was likely to be a residue of unwholesome looking waifs whom nobody wanted., 108 

The fil&s central idea of the deterioration of the evacuees! sense of tight and wrong also echoed 

reality. Calder, for example, notes how wartime children left to their own devices in a hostile, and 
later terrifying, environment might well develop anti-social atfitudes. "09 

On its general release in November 1948 No Room at the Inn was popular, and far from being the 

sensationalist melodrama destined for instant obscurity that Robertson implies. Billings, for 

example, lists it under 'Other Notable Athwfions!, ' 10 and it was given feature status in at least one 
popular film annual. "' In a ono-off article about film costs, Kinemalograph Weekly listed No 
Room at the Inn in their top gradeClass AN of quality British features, a list which included such 
treasures as Oliver 7Wist (David Lean, 1948) and Hamlet (Laurence Olivier, 1948). 1 12 No Room at 
the Inds appeal to audiences was founded, according to one trade reviewer, on its hard-hitfing 

realism: the Dajtv Film Renter saw the film as 'a red raw slice of life addressed to those who like 

their entertainment rough, tough and realistic. " 13 The Kinemalograph Weeky summed up the filas 

appeal as a Vue and holding story, excellent characterisation, human interest, humour and accurate 

reporting., ' 11 Other critics were not so enamoured with the film, such as the Daily Express which 

said that the film ! now seems to have lost its Point When playgoers saw it two years ago and the 
Daily Erpress serialised it the problems and experiences of wartime evacuee children were still 
fresh, and sore, in people! s minds. " 15 

In view of the relative success of the film (it also must have made a good profit in view of its cheap 

production costs), and its unusually damning view of Britain at war, it is odd that it has been all but 

completely ignored by film writers. Apart from Robertson, who in any case was only discussing it 

within the context of censorship, the only other writer to mention it is Robin Cross who in a brief , 
albeit perceptive, reference commented how No Room at the Inn (together with some other films) 

'faced up to the problems and legacies of the wartime years. " 16 

108 Calder, Ae People's War. 40. 

109 Calder, Yhe People ý War 22 6. 

110 Kinematograph Weeldy, 16 Do=bcr 194 8. 

"I 'No Room at the Innin PWWew (Laxlom World Fihn Publications, 1949): 51-54. 

112 Kinemalogmph Weekly, 17 March 1949. 

113 Daily Film Renter, 20 Scptemba 1948. 

114 )Unenzatograph Weekly, 20 September 1948. 

I's Daily Eirpms, 29 October 1948. 

116 Cross, Robin, 7he Big Book ofBildsh Film (Devon: Charles HcnidM 1984): 114. 
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Conclusion 

Films looking back to the wartime homo-front made little attempt to comment seriously on the 

tnals and traumas of wartime life in Britain, apart from two exceptions, The Years Betiveen and No 

Room at the Inn. Britain! s experience of war on home soil was less agonised than those countries 
dig were occupied or defeated, but nevertheless the destruction, death and general upheaval 

endured by the population was considerable. There are no penetrating profiles of the impact of war 

on individuals, how they coped in dire circumstances, or the extent to which their commitment to 

war may have wavered, or how they reacted to being conscripted into the labour force. There are 

no semi-documentary accounts of real-life war stones - as there were with the military services 
films - such as factory life, or living through the blitz. Films barely relate the bleak, darker aspects 

of the home-front experience, such as the physical and personal devastation wreaked by the 
bombing of towns and cities. The films make little reference to the victim of war, the homeless, 

displaced or bereaved. Most of the films are inclined towards re-establishing a more WAtional 

social and political picture of British society, rather fl= developing wartime themes about a 

progressive and more democratic post-war society, With wartime censorship restrictions lifted and 

pressure to make upbeat morale-boostirig propaganda, more cntical pictures could have been 

made. 

This to not say, however, that home-front films were irrelevant in relaying that experience, or that 

audiences were not interested in re-living the war years. In treatment they range from farce to 

serious drama. Some films offered audiences a comic, or occasionally sharply satirical, reaction to 

the war, such as poking fim at the infiniating MOL or pompous Home Guard officers, or even the 

problem of wartime crime. Other comedies laughed at the apparent democratising effects of the 

war, or enjoyed peculiar situations that arose for the duration. These films; offered comic relief by 

giving cincmagoers an opportunity to laugh at themselves, and by taking a sideswipe (sometimes 

effected by making cinematic references to wartime propaganda films) at an assortment of 
irritating wartime institutions, regulations and individuals. Love stories relived the excitement and 

romance of war that had overtaken so many people, and are witriess to the loosening of 

conventional sexual codes of behaviour that occurred in wartime. Occasionally these romances 

carried overt social messages, such as Piccadilly Incident. These films and others, such as Yhe 

Weaker Sex with its self-conscious tribute to women in the bome-front manifested a sentimental 

and nostalgic view of those Years, almost as if there was some sadness and regret that those heady 

and incomparable days were over. Ibis often quirk34 sentimental, funny and diverse body of film 

then, did not pick over the dePressing bones of the war, but tended to look on the bright side of the 

experience, on the whole perpetuating the kind of upbeat, low-key heroism that imbued wartime 

propaganda fihns. 

The Years Between Sliffes manY Of the qu-Ilities Outlined above, but stands apan because of its 
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conscious political message about thegains! made by women during the war, and the contentious 

and highly topical issue as to whether they should retreat back to their former prewar status. 
Progressively, the film suggested women could hang on to their new-found prestige and that men 

would have to adjust accordingly. The most intriguing of all the home-front films viewed is No 

Room at the Inn. This film is startlingly different from all other films of the period because it 

confronts head-on the sinister, corrupt and joyless countenance of the war. It explodes many of the 

established wartime myths about the patriotism and selfless generosity of small-town Britain 

during the war, and showed there were innocent victims of war and a legacy that was still a current 

problem. 

A general conclusion that can be drawn from these films is determined by the chronology As 

Appendix One illustrates, all but two of the home-front films; QAisky Galore and The Curefor 

Love) appeared by the end of 1948, and the subject of the home-front remained an uncommon 
theme in war films of the ensuing decades. The concentration of eleven home-front filins; in the 

years 1946-48 suggests that the subject of these films was founded in the immediacy of war, and 
therefore represents an ephemeral response to the wartime experience. Furthermore, of these 

eleven home-front films over half were popular at the box-office, and two, Piccadilly Incident and 
The courtneys of Curzon Street, were big hits. 1he majority of these films; have been forgotten in 

film histories (and those that have attracted attention stand out because they have unusually strong 

messages, such as The Years Between, or because they have notable artistic merit such as "isky 

Galore). yet surely taken as a whole they manifest an identifiable body of film. diat recycled the 
domestic war experience to post-war audiences. The diversity of these films makes it problematical 
to draw conclusions about these post-war preoccupations about the home-front, but that said, this 

diversity is a comment in itself What these films achieved in cultural terms was the expression of a 
host of post-war emotions, concerns, and attitudes dig befitted a nation whose individual 

experiences of war were unique and varied. 
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Chapter Five 
The International Legacy of War: 'Who said there is hope for EuropeT 

Introduction 

The last two chapters investigated how tile war years were recycled on cinema screens; the next 
two chapters switch gear by looldng at films which deal with the war as a current event in terms of 
its aftermath. 'Ihe focus, then, is not so much about the ongoing re-interpretation of a past event but 

about how the cinema dealt with isss! = that British society was living through at that moment and 
in view of this there is more emphasis on the historical context. 

British film-makers in the We forties made at least nine feature films, which in some manner 
engaged with the European dimension of the aftermath of war. (Min-makers did not concern 
themselves with international aftermath themes outside Europe. ) This chapter considers how 

individual films interpreted the European situation, and what insights they offer -on British 

perspectives and attitudes towards Europe. A theme weaving through the discussion is that there is 

an underlying shift in the preoccupations of the key films between 1947 and 1950, from a singular 

preoccupation with the 'problem! of Germans and Nazis, as exemplified by Ealingýs Frieda (Basil 

Dearden, 1947), to an increasing concern with the wider European questions of post-war 
dislocation, demoralisation and division, and with the emerging cold war. The key films in this 
latter mould are The Lost People (Bernard Knowles, 1949) and The Third Man (Carol Reed, 

1949). rhe argument to be pursued in relation to the shifting interest of the films, is that the trend 

was symptomatic of the fluid international situation as the Germaii enemy was eclipsed by the 

Soviet one, ' the films echoing this by progressively backgrotuiding German military themes, and 
foregrounding themes such as the cold war, the plight of Germany, and Europds apparent inability 

to stop warrin& As the progressive shift in the subject matter of the films is itself a theme, the filins 

are discussed in a broadly chronological order. 

The German 'Problem' and the threat of Nazi re-emergence 
Victory over Germany presented the Allies with the thonry question of how to treat the defeated 

enemy. It was hardly a new problem: as the population in 1945 was only too aware, the settlement 

after the Great War had failed miserably to arrest fiuther German expansionisni. The cardinal 
'probiemý of how to deal with Germans and the German state was confronted as an explicit 

narrative subject in only one Min, Fileda. Based on a moderately successful play by Ronald 

millar, 2 staged in London in the summer of 1946, the filirt/play is about a German girl called 
Frieda who is brought to England at the end of the war by a British airman, but whose presence in 

I Sce, for manVic, Morgmi, Kemeth, 7he People ýr Peace British History 1945-1989 (Oxfcrd. OUP, 1990): 5 8. 

2 Millar, Ronald, Frieda: A New Play In 7hree Acts (London: English Theatrc Guild, 1947). 
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the airman's home town generates a storm of controversy on account of her being German. 3 The 

idea behind both the play and the film was to articulate, by personalising the issues, the emotive 

arguments surrounding the treatinent of the ex-enemy. 4 As the filnYs publicity outlined, 'the picture 

makes one pause to think - Would you take Frieda into your homeT There are arguments pro and 

con and Brieda is bound to provoke discussion among people who have devoted thought to the 

question of what to do about Germany in the post-war era ... It is capital entertainment yet also 

evidence that the screen has a firriction as a means of intelligently discussing vital problems 

confronting the world today. 5 

FrIe&s project to discuss intelligently Anglo-German relations was recognised and appreciated by 

many reviewers: the Manchester Guaaan, for example, Eked its'attempts to deal seriously with a 

modem problem!, 6 Maurice Speed observed how basically its main theme was, what shall we do 

with the Germans now that the war has ended and passions roused are being put tidily back in 

place? A big problem, a mighty big problem', 7 and the News ofthe World thought it 'a grippingly 

important story ... [with] ... some of the most penetrating and provocative dialogue the screen has 

offered in years!. " The filds topicality struck a chord with viewers and was both a critical and 

popular success. " This was a rare achievement in itselt but even more so for a film with overt 

3 According to Millaiss autobiography, the story was inspired fi-orn a newspaper story published in early 1945. It was 
, about a British officer who had married a German girl in unusual circumstances ... and brings her home with him to 

wartime England, to the dismay of his family mid in defiance of a scaridalised public to whom "fittemisation! with the 

enemy... is akin to tmason. ' Millar, Ronald, A Hewfhonr the Wings (London: Weidenfeld and Nicolson, 1993): 122. 

4 The articulation of a range of opinions on a given subject became the staple structure of a series of 'social problem! filins 

that Basil Dearden and Michael RelPh (the PrOdu=) made between 1944-63. See for example, Murphy, Robert, Victim', in 

JerornsK Grace (ed), Yhe InternationalDictionary ofFilmmakers: Volume Four, Rilters andProduction Artists 

(Londow St. James Press, 1997): 952-4. First published 1987. 

It has been argued from a fminist perspective that the 'social problem! in the filin is not the German character, but a 

woman (Nell). See Bnmsdon, Charlotte. and Moseley, Rachel, '"Shes a foreigner who's become a British subject": 
Friedd, in Burton, Alan, WC11s, Paul. and O'Sullivan Tim (eds), Liberal Directions: Basil Dearden andPost-war 
British Film Culture (rrowbridge: Flicks Books, 1997). 

Film publicity- BE microiackcL 

Manchester Guardfan, 5 July 1947. 

., 
Film Review 0-ondon: MacDonald, 1947): 10. 7 Speed, F. Maurice 

I News ofthe World, 6 July 1947. 

9 Fileda's box-office success is indicated by Billings, Kineinatograph Weekly, 18 Dec=bcr 1947, who lists Frieda as 

one of six runmrs-up to the yeaes biggest attraction Yhe Counweyw of Curzon street (Hcrbmt Wdcox, 1947). Tcrry 

Lovell says F11ea2 %yas given a cool critical reccptiod but this was hardly the case (Lovell, Terry, Frioda% in Hurd, 

Geoff (edo, National Fictions: World War 7Wo in British Films and Television London: BFI, 1984.3 1). Of the 

reviems scrutinised hetc, only die American Variety, 25 June 1947, had serious rescrvations, seeing it as limited and 
'Overladen with syrnbofism. ' Even the coolest British reviews still found considerable ment M the fihm- for instance, the 
Manchester Guar&an, 5 July 1947, judged that the 'only fault of this worthy fihn is that it is all a little slow and a 
little obvious, ' 7he 71mes, 7 July 1947. although criticising the fi&s Tantastie Honywood-style presentation of 
English life, neverdxless thought that Fiieda surprisingly recovers itself by the skill with which it presents the 
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social conunent 

Ftiedis story starts in March 1945 in Poland, in no-mads land between the German and the 

Russian annies,, with two people getting married in a bombed-out church while the battle rages 

around them It tranTires that one is a German nurse, Frieda (Mai Zetterling), and she has just 

helped British airman Robert Dawson (David Fan-ar) escape from a German prison camp. The 

marriage is intended to enable Frieda to obtain a Bfitish passport and so be allowed into Britain. 

Robert has apparently agreed to do this as repayment for her help in aiding his escape, and because 

her own life is now at risk For Frieda, another reason for accompanying Robert is that she loves 

him. On their train journey to Britain, Frieda expresses anxiety about how, as a German, she will be 

received in Britain. Robert confidently reassures her that his comfortable, sleepy hometown of 
Denfield near Sevenoaks! in rural southern England will welcome her. IEs prediction is proved 

wrong though, and his family, although politely welcoming, are variously embarrassed, uneasy or 

antagonised, while the townsfolk are openly hostile. 

Robcres aunt Nell (Flora Robson) holds particularly hawkish views, but she nevertheless predicts 

that Frieda will be accepted by the town within six months, Nell herself excepted. The prediction 

comes to pass, and by Christmas 1946, she becomes, as Roberfs mother puts it 'one of us nov/. 
As Frieda becomes integrated into Denfield society, she and Robert grow closer together and the 

fidure looks rosy for them. However, the tranquillity is disturbed by a ghost from Friedds past 

when one evening at the cineina they see a newsreel about the Allied discovery of Belsen, 10 and 

Frieda admits that she knew of such camps. The revelation threatens to come between them, but 

they manage to put the episode behind them. By the end of the year, the worst seems to be over 

Gemians. ' All the od)cr critics so far uneartlied. unstintingly praised the film: the Daily Express, 4 July 1947, for 
0, ample, d=& ita wcn-made fihn that will make most people argue; 'dw Daily Herald, 3 July 1947, applauded it 
as 'skilUly made with immm sincerity by one of our ablest young directors; SYght and Sound, vol. 120, no. 63, 
Autumn 1947, lauded Frjeda for tacking the Gennon quesbon 'with cmviction, facing the facts squarely, and not 
shrfilking frcm some, of the awful dilemmas involved... it is impressively sinocre and honest. ' Trade press reviewers 
also liked it for instarloc, the Daily Film Renter, 23 June 1947, summed up the film as 'definitely a picture of great 
interest and intelfigen&; and Tbdayý Onema, 20 June 1947, commanded ft fi&s 'sensitive direction, realistic all- 
round portayal, authen c backgrounds of English village life. Stimulating general entertainment, appealing 
specifically to discerning patronage' 

10 presumably the idea is that the footage was being shown for the first tim in British cinemas, but if that is the case the 

chronology is confusecl. l3clsen was o9osed by Allied troops in April 1945, aM die newsreels revealod it to a dwJ, -cd 
public from the beginning of May 1945, Daily Film Renter, 3 May 1945, but in F? Ieda some months had passed after 
victory. In the play, them is no mentim of Bclscn and so the chronological confusion probably ai-ose as a result of the 

a4tation (which presumably also accounts for other plot oddities, such as the inystenous presence of the boy Tony 
in the household - in the play it is explained that he is Mrs Dawson's son from a former marriage). 

hKi james C Robertson proposes that ald)ough the newsreel footage of Bclscn is in the original print (arid Ox 
, dmt*, 

eopy viewed here) it was cut fim die film m 22 May 1947 by the BBFC, dws lessenmg the impact of the so=. 
Otobertson, James, C., Yhe British Board ofFilm Censors: Film Censorship in Britain, 1896-195o, Laidon: Croon 
Heim, 1985: 165. ) ()n t1c cvidc= of revLowers, this seems not to have been the ease: Yhe Ilmes for ammple, refers 
to the pictin of BeLqcn via w long-range rne&urn of the Gaumont-Bridsh News,. 
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and they look forward to the new year and a new life. To complete the happiness Robert has now 
fidlen 

in love with Frieda, and she at last agrees to many him, ' 1 and the family offers its blessings. The 

war it seems, is now confined to a memory. Again though, Frieda! s German history returns to haunt 

them and this time it is caused by the unexpected appearance of Frieda! s soldier brother, Ricky 
(Albert Lieven, a political exile from Nazi Germany). He arrives dressed in a Polish army uniform, 
but this disguises his true identity as an unreconstructed N* which Frieda, and the audience, learn 

about when he gives her a symbolic Swastika brooch. She is horrified and disturbed dia Ricky 

remains a fanatical Nam Ricky is Wer recognised by an ex-PoW British soldier as a barbaric 

prison-camp guard, and is arrested. When Robert discovers Rick-ys Nazi credentials, it awakens a 
Went anxiety about Frieda! s German past and he loses faith in her. He reacts violently against her 

and tells Nell she was tight after A and he wishes Frieda'were dead% In despair at losing Roberts 

confidence, Frieda attempts suicide by jurnping off a bridge into an icy river. At the last minute 
Robert alerted by Nell, comes to his scum and is able to save her, and the film ends happily with 
them reunited in love. 12 

Ftiedis melodramatic story was effectively linked into contemporary thinking and policy-making 

on the problem of how to deal with defeated Germany. For Sight and Sound the fdm 'squarely' 

asked two crucial quesfions: 'How far are the German people to blame for having allowed 

Cated? '13 I therrLselves to be subject to [the Nazi spirit]? '; and 'Can the Nazi spirit be eradi Xhat 

exactjy were these contentious issues and how did FHeda portray them? 

A key concern of the Allies was to contain any future Germart militarism, and with this objective 
there was Allied agreement that Germany should be beaten into unconditional surrender and then 

occupied for the foreseeable future-14 Under the Potsdam Agreement of sununer 1945, the 

occupying forces of France, the Soviet Union, the United Statesý and Britairi undertook to oversee 
the denazification, democratisation, deindustrialisation and dernilitarisation of the country, which 
were known as the four Ds!. 15 British policy was not to emasculate Germany as had been initially 

11 11w wedding in Poland was a Protestant ocremcnY, but as Frieda is a Catholic she does not recognise it as legitimate. 
To sanctify the mairiage Frieda requires a Catholic ceremony. Robert wants to go through the second ccreniony 
ininiediately they airive in Derificid, but Frieda is mcre cautious. She wants to wait until she is s= her presence in 
England is no loriger an issue, and Lhw Robert loves her, 

12 7be play is in= pessimistic as Frieda decides to return to CAMnaW because she rcaliscs that being C=man is an 
impenetrable bamer betwem licr and Robert. 

13 Syght andSound, vol. 16, no. 63, Autuniii 1947: 120. 

11 See, for example, Balfour, Mclml, In Retrospect: BritaWs Policy of Re-educaticd, in Pronay, Nicholas, and Wilson, 
Keith (eds), 7he Poli tical Re-edu cat! On 0fCI'erftk'MY Ond Her Affies (Londom- Croom Helin, 19 8 5). 

for cxmVlc, Mxyfi* Eva, A is See 'British Policy in Occupied GermMy. Democratisation and Social Democracy, 
Bnvat4 Brian, W jorcs, Harriet (eds), From Reconstruction to IntegmHon: Britm and Europe since 194.5 
(I, 6ccstcr . 

Leicester University Press, 1993). 
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proposed by France and tile US, but to aid its economic recovery with the simultaneous 
'democratisation! of the Germans through a programme of 're-educatiorf. 16 Underlying this Strategy 
was the belief - most associated with Robert Vansittart of the Foreign Office - that 
the German race was culturally and socially predisposed towards war, and that 11itler was just 

another 'War_leader M their prefelred imaget. 17 German ýe_e&Ca 3hon! was an ambitious project to 

eradicate from the entire German race such 'ideas and the ideals on which the authoritarian and 
militaristic political systems of Germany had been based - and to substitute for them die ethical, 
philosophical and political ideas of Britain and her trwLsadantic descendants. " 8 

The belief tha Germans could be re-educated and converted away from militarism attracted 
popular interest. Michael Balfour, for example, notes how Henry Faulk, a notable advocate of re- 
education, believed Vie British public was immensely aftaid of future wars and was convinced dul 
Nazism was a political form of nationalism and aggressive nationalism a peculiar Gennan disease!, 

and hence there was a 'Popular demand for ro-education. "9 There was an argument that 'all the 
Gez mans had to do was to go back to their traditions. What they had to do was to go back to the 
liberal tradition which by common consent existed in Germany and to which some Germans had 

all along remained faid". '20 

Frieda schematically rehearsed those arguments about Germany's guilt its predisposition to 

cxpansionism, and whether the country or individual Germans could be democratised. Nell's 

hawldsh anti-German views articulate the fundamentalism embodied by Vansittart She 

encompassed the Vansittart view that every German, including Frieda, was personally responsible 
for the war. As she declares to assembled townsfolk at an election meeting, "the responsibility for 

plunging the world into the misery and disaster of the last five years is not the responsibility of one 

man or one group of men, but of every individual member of the German nation, man and woman 

... passively or actively, she [Frieda] has been Party to a monstrous crime. She cannot evade 

it was argued that suppressing Germany's economy would lead to uncertainty and discontent, and hinder wider 
European recovery. The economic and political development of Germany on the western model also became 
incre, wingly important as a buttress to growing Soviet Power. See, for instance: Deighton, Anne, Tritain and the 
Cold War, 1945-55: An Overvicv/, in Brivati, and Jones, Fm Recon tr c on to Integration: 11; and Mayring, ro su ti 
j3rifL, ,h policy in occupied GennW, in Brivati, and Jorics, From Reconstruction to Integration: 89. 

17 Prow, Nicholas, 'ro Stamp Out the Wh"' Traditiod . in Pronay, and Wilson, 7he Political Re-education of 
Germany and herAllies: 12. 

is prOW,, To SwV out the Wbole Traditiod, in Pronay, and Wilson, 7he Political Re-educaljon OfGmanyand her 
Allies: 1. 

19 Balfour, 7n Retrospect: Brta"' Policy of P'e"ed"cation'. in Pr'W, and Wilson, Me Political Re-education of 
GermanyandherAllies: 140. 

20 Balfour, in Retrospect Britain! s Policy Of RO-Odiýori" m 1'rý- and Wlsc% Yhe Political Re-education of 
C, ennanyandHerAllies: 

142. 
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responsibility for it she has no right to escape its consequences! 

Nells! views are given substance through plot developments and visual style. Frieda is shown to be 

at least aware of Nazi atrocities, if not actually a one-time sympathiser. In a fit of self-guilt after 

seeing the Belsen newsreel, she confesses she was aware of the horrors: I knew dig there were 

such places, we all knew. ' As if to heighten the sense of Frieda! s murky past, the film switches at 

this point to a dark, film-noir style, replete with tilted camera angles and shadowy lighting. Friedds 

less than honourable past is later alluded to when she angrily confronts Ricky over his ongoing 

Nazi faith. Although Frieda claims I was not a Nazi 
... 

I was just a nurse in a hospitar, Ricky 

accuses her of conveniently forgetting that 'you, were also not anti-Naz?. He then observes that her 

anti-Nazi comments have only arisen in defeat: Did you say this in victory7 he asks, with some 

conviction. Frieda hesitates and cannot reply, and Ricky grins at her in the knowledge that he is 

correct and she knows it Lovell pomts, out how the mise-en-scene also contributes to the 

, necessary hesitation over Frieda% She notes, for example, how the iconography of a pastoral scene 

of Friedaatop, a horse-driven load of hay, singing a German song ... 
is precisely that appropriated 

for the Nazi idealisation of the "good Aryan" - nature, fertility, health, strength and dazzling blonde 

b=ty. o2l 

Nell shares the hardline stance of Vansittart with her opinion that all Germans are predisposed 
towards triffitarism. She argues that youcan't take Germans individually 

... because there's a link, a 

common-denominator in every one of them, something that twice in our time has set the world 
ablaze. Call it the essence of Germanism, the German mind, call it what you like. les common to 

every German, man, woman and child. And we! re blind idiots if we believe otherwise, ies inbom. 

It's in the blood. ' Her views are seen to be justified by Rickys unreformed militarist ambition. 
Ricky is the wartime stereOt)W Of the cold, calculating, nasty Nazi, and evidence of Nell's 

predictions. In an outspoken justification of his Nazism he declares, 'we are one, all Gennans; are 

one ... you must believe it We must all believe it if Our country is to be great again. Divided we are 

nothing. United we are a great peopleý 80 millions, the heart and soul of Europe. ' Ricky goes on to 

express NeIrs, and the audiences, worst fears that Germany will rise to fight again: I want it [war] 

again! and again! and again! and again! What else is there for me but war? What else do I know7 

In the manner of Vhnsitt3rt, then, the film implies all Germans are to some extent responsible. 
Ricky represents the visible, violent, vanguard of Germanys inherent militarism, while Frieda, as 
the Daily Film Renter Put it 'although not an avowed Hitlerite, was, like many others of her kind, 

guilty by acquiescence-42 

The film indicates that Nell's views are shared by most of Denfield. About to fight a local 

21 j. OvclL'Frj,. dd, in Hurd, -National Fictions: 32. 

22 Daily Film Renter, 23 Junc 1947. 
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parliamentary by-electioe she finds her chance of winning is handicapped by her relationship 

with a family that has accepted a German into its household. Party agents make it quite clear to 

Nell that unless she unequivocally declares her anti-German position she must give way to another 

candidate as otherwise the party will lose, such is the local strength of anti-German feeling. Nell 

takes up the challenge and unequivocally condemns Frieda and the German race, much to the 
delight of the people of Denfield who duly elect Nell as their NIP. 

With its establishment of German guilt and fears of Nazi resurgence, the film. may well be judged 

as an anti-German document However, the film also argues that some Germans, like Frieda, who 
despite a shadowy past can in the right conditions learn to respect democratic traditions: in other 

words, they can be re-educated. In answer to Sight and Sounds other question - to what extent can 
the Nazi tradition be wadicated? - the fihn acknowledges that there are irrecoverable Nazi fanatics 

such as Ricky, but crucially, it balances this by arguing the existence of basically decent Germans 

like Frieda. 

The film-makers achieve this by attracting sympathy for Frieda at evexy turn. She is pretty and 

charming, and endears herself to both screen characters and viewers, and the idea that she could be 

inherently evil becomes inconceivable. Moreover, the audience knows that the actress playing 
Frieda is not Germm24 As Today's Onem asserted, 'it is Frieda herself who turns the scale with 
her, wifely, loyalty, her devotion to his farm and people, and finally her proffered sacrifice of life 

itself '23 She is so cffective in attrwting sympathy that the dominant image of her is not so much as 

a possible accomplice to Nazism, but as an innocent victim of Denfields mindless prejudice. The 

dynamic of the romantic plot requires Robert and Frieda to stay together, and for this to happen she 
has to be as decent as he is. The film also appeals for understanding and compassion towards 

Frieda by hinting at the mutual suffering caused by the war. In one exchange, for example, Frieda 

is told that Roberes brother was shot down over Cologne, but this is countered with the news dig 

Friedaos parents, who lived in Cologne, were killed by Allied bombing. 

Frieda! s credentials as a good Gcnnm are reinforced by the fact she helped Robert escape the PoW 

camp. Frieda may well have acquiesced during the nse of 11itler, but she did at least finally take a 

23 As the election occurred %ble ft war was still m it must be a by-election, and not the general election, as Lovell 
CFfiedd, in Hurd, 'National Fictions': 3 1) asscrts. Furtlicnwre, foreign policy was not aj ma or issue in the general 
election, as Angus Calder notes. (Calder. Angus. 7he PeopIO; War, LaxIon: Pirnbco, 1992: 578. First pubfidW 
1969). 

24 Mnar implies that anti-Ccrman feeling fod)ade the casting of a Gem= in the Frieda role. (A Rewfrom the Wings: 
125. ) And in similar vein, 7Aterling - rather waspishly - COMIMents how the fdrn company looked for a suitable actress 
M Sweden ndxr than Ganiany itsel& because VIq were themselves prejudiced agamst having a Gennan actress in 

, part, fw1mg that it was too soon after the war '(Z the . tftm-fing, Maiý All 7hose Tomorrows, LaxIon: Jonathan Cape, 
1985: 67. ) 

25 Today's Cinema, 20 June 1947. 
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stand. But, even if she had arrived in Britain with any residual empathy for German militarism, her 

stay in Britain influenced her away from such malignant beliefs. After Ricky has announced his 

undiminished faith in Nazi ideology, she pleads to him that he could be cured of his fanaticism if 

he stayed in Britam; 'in England! she says 'you will learn peace, you will find a new life. She also 
implores Ricky to recognise and rediscover the 'othee Germany of 'Heine, Goedie, Schiller, 

Beethoven, Brahrns, our true greatness! 

The message of the film then, echoes the aspirations of the re-education policy as a means of 
dealing with the German problem Lovell, who ornits any reference to r"ducation, concludes that 

the film Ifioges the issue of FrieMs political responsibility. 'Me terms of the resolution require 

only that Frieda be good "in herself" - almost irrespective it seems of what she may have done, 26 

but this misses the point If the filrds project was to explore the nature of political responsibility, 

she would be rightý but it was not The film acknowledges Frieda! s complicity, but strives to show 
that she not only redises the evil nature of Nazism, but also comes My to endorse British values 

of democracy and tolerance. In effect, Frieda echoes the thinking behind re-education as a means 

of dealing with Germany; the film displays the underlying fear that all. Germans are extremists, but 

at the same time says they can be successfidly re-educated towards civilised values. 'The parish 

priest typifies this idea when he argues diat there exists the ýpotentjally good German, the man and 

woman who in time can be re-educated. 27 

Frieda makes another case that there is a decent side to German nature is but one aspect of its plea 
for a humanitarian approach to the ex-enemY. FlIeda does not just see the Germ= as a problem 

external to Britain, but also argues that an insidious, vindictive treatment of Germany has domestic 

ramifications, corrupting the treasured values of decency and tolerance that the country had fought 

to protect. Miis theme is definitively expressed through the actions and thoughts of Nell, the 

spokeswoman for anti-Gennan fiindamentalism. Whereas everybody else! s prejudice and hostility 

towards Frieda dissipates by Christinas and they return to their normal English values of 

compassion and friendship to outsiders, Nell alone continues her stand against accepting Frieda. 

Yet she is not a bitter individual bent on revenge and retribution, but a warm-hearted, intelligent 

woman who has rationally concluded that the Germans cannot for the foreseeable future be treated 

as equals. She experiences an emotional conflict between her intellectual rejection of Frieda, and 

the emotional pity she feels for the girl. However, by the end of the film, she loses her humanity 

and becomes a fanatic as a result of her hardline opinions. Chillingly, Nell allows Frieda to leave 

the house with the intention of committing suicide, and for a few deadly minutes, Nell cannot bring 

26 Lovelt'pieda" in Hurd, NationalFictions: 34. 

27 In dx original play, ft priest has just returned fim Germany, btrt in dc film, he is the parish priest. Perbaps the 

reason for this alteration was to strengtim the credibility of his views: a priest who had diosen to serve in Germany 

mi& bave been deemed as 'sofV on GermarW 



138 

herself to call for help to avert Friedds imminent death. Finally her conscience prevails and she 

alerts Robert who, by a whisker, foils the suicide attempt After the event, Nell observes, with 

startling calculation, that logically FrieMs suicide would have offeredthe one sure way out for all 

of us!. Later Nell recognises, that just by contemplating sending Frieda to her death, she herself had 

descended into Nazi-style inhumanity. Because of this she registers a change of heart, and sees the 
flaw in her anti-German stance: 'You cannot', she says, 'treat human beings as though they were less 

than human without becoming less than human yourself' For the author, it was the phrase that 

surnmed up the filmýg 

The government policy of aiding the economic and social recovery of Germany did not sit easily 

alongside a widespread and vehement desire for revenge and retribution- While the reaction against 
Germany was much calmer than the frenzied nationalism that accompanied the Great War, there 

nevertheless existed during the war years a deeply ingrained hostility, 29 and this hostility intensified 

after the discovery of Belsen in April 1945. Robert Murphy, for instance, states how Belsert set off 
,a wave of revulsion against the Germans! as the atrocities they had comiriitted madeit impossible 

to regard them merely as the defeated enemy but something far worse; 30 and Balfour describes 

how the percentage of those surveyed by Mass Observation who supported more 'constructive 

policies fell. to 7% after the exposure of concentration camp atrocitieS. 3' Hardline anti-German 

sentiments were not confined to the public at large, but existed in government circles. Vansittart has 

already been mentionedý but his views were shared by many policy-makers in government and 

public speeches by ministers such as Clement Attlee and Ernest Bevin were also in this 

fj UndarnentaliSt veirL32 Alan Bullock, Bevin! s biographer, recounts how he could never forgive the 

Germans for the war because he felt they had betrayed the efforts which he and other trade 

unionists had made to re-establish relations of trust after 1918. "1 triesard, Brian", he told General 

Robertson, the British Military Governor, "but I 'ates thern", and showed reluctance to visit 

Germany or med C yerman politiCianS. 03 

29 Millar, A Hew from the Wings: 141. In an interview he also added did he had not achially written the phrase but 
wished he 1w thought of ie. Interview con&rtod 4 September 1995. 

29 For example, Balfour records how'00 five Occasions between May 1942 and April 1945, Mass Observation asked a 
aws-seeton of the public what kind of settlement should be imposed on Germany The, cormnonest answer was 
'preventive but revengeful always came close behind and once was in front. 'Balfoux; In Retrospect: Britaids Policy of 
Ro. cdwation, in P=w, mid Wilson, 7he Political Re-education ofGermany andHerAlftes: 140. 

30 Murphy, Robert Realism and 71nsel Cinema andSociety in Brliait4 1939-1948 (Lax1on: Routledge, 1989): 87, 

3T Balfour, In Retrospect: Britain! s Policy of Re-edw-aficd. in Pronay, and Wilson, 7he Political Re-education of 
GermanyandHerAlhes: 140. 

32 See f, , or mample, pronay,, To Stamp Out the Whole Tradition!, In Pronay, and Wil=4 7he Political Re-education of 
Germany and Her Allies: 16, and Thorpe, Kek Without Knowledge of Clear Intmfiom: The policies and Problems 
of the British Occupation of Germany, 1945-49. unpublished M-k dessertation (University of East Anglia, 1991): 7. 

13uflock, Alan, 71e Dfe and 71mes ofErnest Bevin, Volume Yhrve: Foreign Secretary 194.5-51 (Undcm Heincm=4 
1983): 90. 
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Anti-German hostility was fiirdier provoked by the unforeseen cost of victory over Germany 

Britain, far from getting any spoils from her triumph, instead had to 'take responsibility for the 24 

million Germans in her zone '34 TIns responsibility included feeding the ex-enerny as faced with 

the prospect of widespread famine in Germany ansmg from the destruction and dislocations of 

war, Britain was obliged to divert some of its own vital grain supplies to Germwy, a factor which 

contributed to the introduction of bread rationing in July 1946. This caused an outcry and fiiefled 

anti-Germari hostility-, some newspapers, as Harry Hopkins has written, 'reminded their readers of 

Belsen. Why should we deprive ourselves to feed the Germans, whining away again in their well- 

known Teutonic fashion735 'Me hatred was also fuelled by the outrage and notoriety generated by 

the news the British occupation forces were freely'fraternising! with Germans 
. 
36 A policy of 'non- 

fiatemisation! had been introduced in the spring of 1945 and remained a stricture of British 
37 

occupation policy, in theory if not in practice, until June 1948. Although the policy was 

motivated partly by the desire to be seen to uphold moral standards and reassure wives and 

gir, friendS at home, 39 it was also an expression of Varisittart-style fiindamentalism. as the 

implication was that all Germans were guilty. I'lie policy of 'non-fratemisation! also expressed, as 

Constantine Fitzgibbon argues, 'a feeling that the Germans were "morally infectious". 139 

The climate of hostility towards the Germans was at its height during the time of Ftiedds 

production and release (in July 1947), and so the film! s plea for a more humanitarian approach was 

an attempt to influence attitudes. It was a polemic in sympathy with the views of campaigning 
liberals, such as Victor GoHanc7, Nfichad Footý Bertrand Russell, and the Bishop of Chichester, 

who took a public stand against mindless and indiscriminate anti-German feeling, and argued for a 

reasoned approach to the problem. 40 The extent to which Fheda influenced mass audience opinion 

cannot be measured, but so far as reviewers went, they tended to be non-committal, reflaining, 
from declaring their own personal conclusions about Frieda and Germans. They outlined the filnYs 

34 Hopkins, flarry, 7he Arew Look A Social History ofthe Forties and Fiftes in A itain (LaujmL Secker and warburg, 
1964): 57. 

Hopkins, 7heNewLook- 58. 

36 John Costello, for instanceý relates how after the liffing Of censorship in die summer of 1945, British newspapers ran 
sensationalist stories cKprcssmg fivy and ridicule over the failure of the ! non-fimtemisatiod policy, Costello, john, 
L, ow, sex and war. (7, anging Values 1939-45 (Loondom Collins, 1985): 345. 

r, 37 DLily Fpress, 5 June 1948. 

33 Costello, Jmv, Sm and War 345. 

39 Fitzgibbon, Ccristantine, Denazification (London: Michael Joseph, 1969): 84. 

'0 Farquharscn, JO1, N S11,060nal but Influential: Victor Gollancz, Richard Stokes, and the British Zone of CMMMW, 

1945-49', Joumal of Contempormy History, vol. 22, no. 3, January 1987: 502, quoted in Thorpe, vithott 

Knowla* of CIM Intcnfions!: 14. 
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case for and against acceptance, then stood back and, like Ealing! s advertisements for the film, said 
fihngoers must decide for themselves. Today's Cineina, for example, declared that 'patrons Will 
make up their own minds as to whether such arguments are conclusive. For ourselves, we are 
content to record they are presented with intelligence, and enacted with no little degree of 
conviction. " Those few critics who did voice their own opinions only did so in the personal 
context of Frieda herselt and so avoided committing themselves about the wider German questiom 
The Manchester Guanilan, for instance, felt the humanitarian answer in the film was anobvious 
one, at least it is the answer which is obviously dictated by Chrisdanity"42 and the Kinematograph 

Weeky, praised it for 'coming to the estimable conclusion! that is encapsulated in Nell's conversion 
speech (quoted earlier) at the end. 43 

The reluctance of most critics wholeheartedly to support the film's humanitarian message is a 

telling comment on the strength of anti-German feeling at that time. There were also hints of this in 

their evaluations of the opposing arguments in the film. For example, the Daily Herald regretted 

that 'any German bride, for some time to come, has to face the conviction honestly held by so 

many British people, that there is no such thing as a decent German; and that any citizen of the 

fatherland must be held personally responsible, in some degree, for Belsen. 44 The Daily &press's 

critic, echoing the paper's belligemtly anti-German editorial policy, stressed the more questionable 

aspects of FrieMs history, and noted how the films ending, although 'happy', still displayed plenty 

of healthy scepticism about Ihe Germans ever becoming a changed people. '43 Kinerwtograph 

Weekly, which read the idea underpinning Fiieda as one of lettingbygones be bygones, expressed 

the reservation dig some people 'rnay consider it a bit early to talk about shaldng our enemies by 

the hand. 46 

The Nazi fights on 
In contrast to Ffiedis considered approach, there w= at least three films which revelled in 

POPUIiSt anti_GerMan SentiMentS. 47 These flnIS, the cOmedY It's Not Cricket (Alfred Roome, 

41 Todqyý Onema, 20 Jum 1947. 

42 Manchester Guar&an, 5 July 1947. 

43 Yinemarograph Weekly, 26 June 1947. 

" DailyHerald, 3 July 1947. 

45 Daily Fxpress, 4 July 1947. 

46 JUnematograph Reektýý 26 June 1947. 

47 Apart fim the full-length feature fihns dealt with here, t is worth recording that sorne shorts were also made on the 
subjccL EXs 7hat joll (Ridwd NL Grq, 1947) is a crude film about Nazi lc&kr Martin Bamanns escape to Britain 
and his activities with the Nazi uindenvound; and Penny and the Pownall Case (Slim Hand, 1948) is a hvcjy action 
yam about an socrct Nazi orgarusabon which specialises In helping Nazi war-crhnirWs escape A number of 
Hollý, wood fihns with shong anti-Gennan messages were all released In Britain, such as 7he Stranger (Orson 
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1948), and the thrillers Snowbound (David MacDonald, 1948) and Counterblast (paul L Stein, 

1948), feature Germans who are not only Nazis, but Nazis who, like Ricky, remain hell bent on 
their quest for world domination. It's Not CtIcket is a slapstick comedy hung around a tale about a 
dangerous underground NaZI, formerly reported killed, who escapes from Occupied Germany to 
Britain to join other Nazis still battling for victory. A low-budget starring vehicle for comic duo 

Basil Radford and Naunton Wayneý8 it had little impact. 49 It was a fate shared by Snowbound, an 

adaptation of 1-larnmond Innes! 1947 novel The Lonely Skier, various mysterious British, German, 

and Italian guests collect in a ski-lodge in the Dolomites with the common purpose of finding a 

cache of gold bullion hidden by the Nazis. 50 Significantly, the German protagonist is different from 

the other nationalities: whereas the Italians and British villains pursue the gold for (understandable) 

reasons of greedy self-interest, the German is motivated by the fanatical desire to finance a Tourth 

Reich'. As he says, ! make no mistake nr firn y British friends, there win be another Reich, and this e 

it will spread all over the world! Furthermore, unlike the other characters, the German has no 

redeeming qualifies, and neither is another 'good German character present to offset the negative 
Nazi image. 51 

-Ihe most substantial example of a film portraying the ongoing threat of Nazism is Counterblast. 

Made by British National and released in the surnmer of 1948, Counterblast is a well-made 

melodrama. about a Nazi activist in post-war Britain. Dr Bruckner (Mervyn Johns), a Nazi scientist 

held in a PoW camp in the home counties, is freed by the Nazi underground, and then directed by 

his Nazi controllers to continue his research into bacterial warfare. He has to invent a vaccine dki 

will protect Germans from the bacterW weapon they intend to use in their attack on Bntam. He 

resumes his researches by impersonating an Australian bacteriologist who by coincidence is about 

to arrive in Britain to take up a research job. Bruckner kills him, assumes his identity, and sets 

Welles, 1946, US), 'a duming fihn that suggmted that the world had not heard the last from German fascism. ' 
(M=Ua, joe; Epstein, Edward, Z, and Griggs, John, 7he FlInis of World War 71vo, New JeW. Citadel Press, 1973: 
238. ) 

49 C=xdians RWmd and Wa)= fast appeared in 7he Lady Vanishes (AlfiW lEtchcock, 1938) as a pair of 
F , nglishffniý with a passion for crick called Charters and Caldicott. The success of the characters led to more film 

appcarances and a radio shm. (Brcwn, Geoff, Launder and Gilhat, Undon. BFI, 1977-. 90. ) 

49 it did not, for instance. attract the attention Of Billings, Kinematograph Weekly, 16 Docernber 1948. 

50 The therm of hidden Nazi treasure had been topical news. Ae 77mes (29 June 1945), for instance, reported from 
Salzburg that 'gold valued at nxxt than L7 million and weighing over 4.5 tons, which was hidden on Ribbmtrop's 

ordeM has been found... the gDkI was composed of British. American, and Italian coin and bars 
... and was fitted into 

three large metal. lined V; oo" boxes and buried three feet deep. ' 

51 Snowbound%, as not mentioned by BfflinA lUnematograph Weekly, 16 December 1948. Critics were indiffercrit to it: 

, anematograph Weekly, I April 1948, concluded ti - film was little than a routine job'; th for instance K Wt the More e 
Manchester GuanBan, 27 March 1949, reckoned Ihat it was one of those thrillers which appears to mistake chaos for 

excitemerW; and TO-Day's Onema, 30 March 1948, feared that the filds early promise was Ilardly fiff&d m mass 
of half-hearted espionage and dewltay dialogue. 
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himself up in the laboratory allocated to the Australian. Bruckner succeeds in developing the 

vaccine, but before he has time to escape back to Germany, his true identity is discovered and he 

becomes a fugitive. The film closes with a police chase which climaxes with Bruckner climbing 

aboard a ship bound for Holland. The ship becomes his graveyard, it is in the process of being 

furnigated against rats, and he is gassed, which is a fitting gas-chamber death for a Nan rat 
(Kineimiograph Weekfy approvingly noted That poetic justice spectacularly overtakes the villain in 

the end. 52) 

Counterblast 'harks back to a familiar wartime theme concerning spies in our midSe, 53 as 

represented, for example, by Me Next offin (Thorold Dickinson, 1942), which presents a view of 
Britain riddled with Nazi spies, who are often professionals such as doctors and dentists. The 

similarity is all the stronger as the films share Mervyn Johns as an undercover Nazi and Nova 

Pilbcarn as an innocent girl caught up in the intrigue. Although the earlier films are actually set 

when the war was in fWI swing, and Counterblast during the peace, the Nazis are just as belligerent 

in Counterblast. For them, defeat is just a setback, and the war carries on: 'we have made mistakes, ' 

says one undercover NazL 'but while there! S life in us we shaU fight on!. The film. is a fuu-blown 

story of undying Nazi ambition to enslave the world, whicb, so far as the Monthly Film Bulletin 

was concerned, was %iot only topical, but [one] which also seems rather disturbingly plausible! -4 (a 

striking comment in view of the journal's dislike of this kind of sensational, populist fare). The 

Daily Herald found it predictable and superficial, dismissing it simply as ! mad German scientist 

prepares germ weapons for next war. Too long and none too convincing. 155 

Counterblast, unlike anti-Nazi films made in wardme, was made m the knowledge of Nazi 

wartime bestiality, and the film sensationally incorporates references to some of the Nazi brutalities 

that were exposed at the end of the war, for instance, a vicar who is reading a newspaper story 

about Bruckner's escape, says to his neighbOur (who just happens to be Bruckner in disguise), 'You 

must remember the German doctor [Bruckner], the so-caUed scientist, the beast of Ravensbrilck. 

He used human beings as guinea-Pigs in the concentration camp, I doift think I ever read of a more 
horrible case, injecting women and children with plague and other foul diseases, and then to watch 

them die! 

Not only does Counterblast fuel its portrayal of the Nazi as evil by reminding audiences of 

wartime atrocities, but it implies that virtually all Germans are Nazis. This can be seen in a sub- 

plot that portrays nearly every German PoW as an unreformed Nazi; the only anti-Nazi inmate in 

" Kinematograph Weekly, 27 May 1948. 

53 Today's Cinema, 21 May 1949. 

54 Monthlypim Bulletin, voL15, no. 175, July 1948: 91. 

53 Daily Herald, II Junc 1948. 
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the prison (and the only 'good' German in the fihn) is put before a kangaroo court of Nazis, 

sentenced to a beating up, and then murdered by Bruckner (disguised this time as a British doctor). 

Before dying at the hands of Bruckner, he despairs at the ongoing fanaticism of his fellow- 

countrymen saying that 'the truth is ... they lie even to themselves. Ihey make believe dig another 
Hitler will come. I lost all I had, even my wife. I spit I told them Hitler made savages of the 
German people, slaves! To hell with Hitler... to hell with all Hiders! ' 

Counterblast, like It's Not Dicket and Snowbound, was not a notable box-office success. The trade 

press regarded it as a solid box-office eamer: the Kineinatograph Weekly assessed it as a 'good 

popular booldng!; and The Daily Film Renter as a 'fast-moving efficient thriller with plenty of 

surface excitement for the popular theatre! As expressed by Today's Cinenw, the consensus was 
that the film was 'unpretentious thriller entertainment aimed exclusively at popular appreciation. 956 

There was also the hint that audiences were beginning to tire of Nazi stones as the Kinemajograph 

Weekly, for example, wonderedwhether or not the public bw gone a little sWe on Nazi spies. '57 

The fading ghost of Nazism 

By the end of the forties the intensity of the anti-German backlash had begun to dissolve into a 
latent distrust and resentment Attiftides; mellowed with the passage of time, the desperate social 

and economic plight of Gerniany, and the growing threat of communism. Bark and Gress have 

argued that 'in hindsight Allied resentinent at the Germans for having started a war and causing 

untold misay, rum and death, disappeared remarkably swiffly Ile spectacle of millions of 
desperate, starving men, women, and children in Germany, the spectre of a highly literate, 

bureauci-&c, and complex modem society reduced in many cases to less thari subsistence level, 

evoked pity rather than contempt even though their predicament was directly caused by their own 
leaders. '58 

Two fams appeared at the end of the forties which are indicative of those changing attitudes. 
Whereas the Nazi films discussed so far are obsessed with the idea that Nazis rmnain a threA 

Portrait fibm Life (ramce Fisher, 1948) and The Angel with the Trumpet (Anthony Bushell, 

1950) relate Nazism as a spent force, and, in the case of Portrailftom Life, also show the horrors 

of life in post-war Cyemmy, the only British film of the period to do so. 59 

m Todayý anema, 21 May 1948. 

57 jonemajograph Weekly, 27 May 1948. 

's Bark, Demfis, L, wid Gress, David, R. FromShadow to S'b"ance 1945-63 (Oxfcfd'Bwfl Bla&welL 1989): 126. 

59 HoDywood, so often tbe trerWLscaw for British fihns, had ma& at least three films set in Occupied Germany, aU of 
which w= jejeascd irl BritairL Fcr example, A Foreign Affair (Biuy Wfldcr, 1948), Berlin Express (Jacques 
Tounxw, 19481 wid 7he Search (Fred Zhmcmmn, 1948). 
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Portrailfivm Life, released in December 1948, is a well-crafted fihn based on an original story by 
David Evans and adapted for screen by experienced writers Frank Harvey, and Muriel and Sydney 
Box. Director Terence Fisher, now best known for his Hammer Horror films, had been an editor 
for thirteen years before cutting his teeth as a director on three short films made in 1947 and 1948, 
before making Portrailfi-om Life, his first full-length directorial credieO It did not do notably well 
with audiences, but did receive some encouraging notices: Kineniatograph Weekly, for instance, 

thought that Vie acting and direction are much above average and more than compensate for the 
few loose ends, ' concluding that the filin was ! novel, topical and occasionally exciting, its not only 
a credit to Gainsborough, but a potential box-office tum-up!, 61 The News of the World summed it 

up as a Well made fihn, though rather a grim one, 62 and the Daily Express regarded it as a 'tense 
little film. 63 

Major Lawrence of the Control Commission (Guy Rolfe), an archetypal version of the quietly 
charming, understated officer-tyM arrives back in L-ondon on leave from duty with the British 
Occupation force in Germany. He wanders into an exhibition of war paintings. Inside, he is struck 
by a portrait of a young girl, a displaced person (DP), leaning on a gate; it is entitled Tlildegard% 
While he is deliberating on the picture, Professor Menzel, a Jewish refugee from Austria (Arnold 

Marie), also discovers the painting. Astonished, he tells Lawrence that it is his daughter whom he 
has not seen since 1938 when he left for Britain prior to the Germans invading Austria. With time 

on his hands and a growing fixation about the girl in the portrait, Lawrence decides to help the 

professor find his daughter. They start by tracicing down the artist, a drunk who soon dies, and 
establish diat she was living in a DP camp. 

Lawrence premat=ly returns to Germany and uses his remaining leave to search for the girl, and 
the rest of the film (the bulk of it) is set in German DP camps. He starts his search for the girl with 
the British Red Cross, but when it cannot help he goes on a mad ten day search around twenty or 

so camps. Finally he finds a girl who looks likes Hildegard (Mai Zetterling), but confusingly she is 

apparently a German girl living with her parents, the Hendlmanns (Herbert Lom and Sybilla, 

Binder). She seems oddly nervous and Lawrence is suspicious. Through a combination of 
flashbacks and contemporary scenes, it emerges that the Hendlmanns are not her real parents at all, 
but fugitive Nazi war criminals. At the end of the war they assumed the identity of a Sudeten 

German family called Hendlmann who had been liquidated! by the Nazis. The Hendlmanns; 

though, had had a daughter, and so, as Hendlmann puts it, they W to have one as well'. By chance 

60 See, for insta=, Quinlan, Quinlan's Film Directors: 93. 

61 Dnematograph Weekly, 23 December 1948. 

" News ofthe World, 19 D=Mbcf 1948. 

I Daily Expmss, 17 Dcc=bcr 1948. 
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they came across Hildegard, a refugee liberated from a concentration camp, suffering from 

amnesia, and the 'Hendhnams! forcibly adopted her as their daughter, and Hildegard appears to 

accept them as her parents. The Hendhnanns keep the British authorities fooled until the arrival of 
Lawrence. Once 'Hendimann! realises that Lawrence suspects him, he locks Hildegard away in a 

secret Nan bunker, and pretends she has run away The film reaches its climn when Hendirnam 

beats to death an overly mquisitive German who finds the secret hideaway A search party from the 

camp then finds both his dead body and the bunker with Hildegard safe and well inside. 
Hendlmann is denounced, and Hildegard, with the memory-jogging aid of some childhood toys 

sent over by her father, begins to remember who she really is Inevitably there is the flicker of 

romance between Lawrence and Hildegard, and the film ends on the happy note that she can 

accompany him to England (and presumably enjoy a better reception than Frieda had). 

Portraitfi-om Life sketches the tragedy of fife in Germany in the af termath of war, for the News of 
the World it was a'sincere attempt to extrad drama and romance from post-war Germany. '64 Ihe 

biggest source of misery was the shortage of food in the Western Zones, a problem especially acute 
in the first two years of peace. Food intake was pitifid: tens of thousands of deaths were caused by 

starvation or the consequences of emaciation, and most of the population lived in a state of hunger- 

induced exhaustion. 65 Chronic shortages of other essential goods, fuel, and housing, contributed to 

the despair, and Vhole families were crowded in underground bunkers without light or water. 
Clothes and medicines were unprocurable, and money had lost its value. The result was profound 
dernoralisation. " 

unparalleled population movements contributed to the chaos. In the wake of the advance of the 

Red Amly some sm million Germans fled westwards of which about one million died, a migration 

compounded by a second wave of Germans moving from cast to west 'swelling the population of 

all four Allied zones by about 10 millions. v67 On top of this were one million soldiers held in 

captivity by the Allies and another million who were missing, and there were also some ten million 
imported foreign workers who suddenly found themselves at liberty, and who then struggled to 

Make the long trek home. 68 The monumental scale of the population movements, combined with 

the collapse of the administrative machinery of the state, meant millions ofpeople, had little idea of 

" News of the World, 19 Deember 1948. 

65 see, for ocwwic, Bark and Gress, From Shadow to Substance 194,5-63: 130-13 1. 

Grosser, AlfijA Germany in Our 27me: A Political History Of the POSI-war Years (Lorklorc Pall Mall Press, 197 1): 
52. 

67 Malzahn, Manfi-ed, Germany 1945-1949. ý A Soumnebook (LaKkn RoWedge, 199 1): 134. The reconstituted states of 
Poland and Czechoslovakia, whose populations had suffered appalling under the German policy ofLebensraum, were 
'kcm to get rid of the c=mans left in dicir territory. The western Allies had agreed to this policy in principle and had 
to accept dam TU bitter arid brutal CV-uls'On Of d'csC Germans cost an estimated 2 million lives. (Malzahn. 134. ) 
Reed, Bret4 S., European History 1900-1960 (Laidon: John Murray, 1967): 297. 
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the whereabouts of relatives and loved ones, or whether they were dead or alive. Ile Red Cross 
became the central clearing house for enquiries, and the magnitude of its task is illustrated by the 
fact that by October 1946 it had received approximately eight million requests to locate missing 

persons. 69 

The central storyline in Portraitfrom Life - the search for a lost relative - poignantly personalised 
the wretched plight of much of the German population. Most effective are the scenes where 
Lawrence trawls a series of camps in his search for Hildegard. He describes those ten days asimore 
like a nightmare than the real thing!, and the film visually tries to evoke that nightmare image. 

Using both actual footage and realistic reconstructions of the camps, there is a rapid sequence of 
shots of any number of camps, all teerning with hungry, depressed, shadowy, tragic inmates. 

Lawrence meets some of these lost souls, many of whom are driven to tell pathetically obvious lies 

to try and please Lawrence in the hope of securing material reward. Some reviewers considered the 
film's evocation of DP camps to be authentic: Kinenwtograph Weeldy, for example, praised its 

, accurate impressions of life in a displaced person! s camjY; 70 and the Monthly Film Bulletin was 
impressed with its Yealistic glimpses of camp life. 71 

The film hints at the breakdown of moral codes, corruption, and the cheapness of life as people 

were forced, in order to survive, into trading anything on the black market that flourished between 

the occupiers (especially the relatively well-off Americans) and occupied. As Grosser has written, 
'soldiers! rations of cigarettes and coffee could buy anything from Leica canieras to sex. "' Portmil 

fivm Ljfe coyly acknowledges such trade; a few cigarettes can buy information, and a few more 

can buy a girt. For the price of a mere fifty cigarettes the artist (who painted Hildegard) could take 
her to a secluded woodland spot for an afternoon to use as a model, a scenario which has a distinct 

undercurrent of sexual prostitution. Similarly, when Hildegard disappears, her 'fathee insinuates 

that she ran away because Lawrence was Wag advantage of her, which is a situation that some 

assembled British officers obviously recognise. Hendlmann, although faking a fatherly concern for 

Hildegard! s welflire, convincingly argues that the camps are not like civilised countries! and 

consequently lprettyý girls! need protecting. Ibe film unconsciously endorses this as for all his 

respectability, Lawrence (and another British officer who gets involved through a sub-plot) have a 
decidedly voyeuristic interest in the pretty and vulnerable Hildegard. 

Portrait fivm Life's projection of conditions within Germany sets it weff apart from the other 

69 Bark aW CnssFrvm Shadow to Substance 1945-63: 41. 

70 Innematograph weekly, 23 December 1948. 

71 MonthlyFlim Bulletin, vol. 16, no. 181, Januaiy 1949. 

72 Grosmr, Germany in Our 77me: 48,52. 
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German-themed films which have no interest in Germany itself Significantly, Portraitfi-Om Lire is 

also different in its presentation of the Nazi; Hendhnann, the Nazi protagonist unlike the key Nazi 

characters in the other films, does not express any fanatical belief about Nazism or plot to fight 

another day. Certainly he does not like the Allies - he is sullenly resentful in defeat - and he remains 

ruthless enough to murder a man and Iddnap Hildegard, but his actions are motivated by personal 

survival rather than to fiu-ther the Nazi cause. 

Portraitfivni Life is also distinctive in the way it balances out the Nazi character with anti-Nazi 
Germans. The narrative establishes that there were wartime Germans (or at least half-Germans) 

who resisted the Nazis, and were persecuted for their actions. The film tells, for instance, how the 

real Hendlmann, aSudeten, half-German half-CzecW, suffered five years political imprisonment in 

Ravensbrack, and how his wife and daughter were in Auschwitz for two years before they were all 
liquidated% Other Germans who live in the camp are also portrayed as 'good!; they pose no threat 

to the British, and they help run the camp and in so doing are on affable terms with the British 

administrators. Moreover, when the underground Nazi bunker is discovered, these Germans 

display a healthy bitterness towards the Nazi High Command which built it. Hildegard might also 
be seen as an advertisement for thegood! German. Although she is Austrian (Austria being seen at 
the time as a victim of German aggressioe) she might easily pass for German, as indeed she does 

until her true identity is established. In the first place, the brief explanation of her Austrian origins 
is easily missed (most reviewers omitted any reference to her nationality, often just calling her a 
Dp). in the second place, Zetterling! s Hildegard is interchangeable with her Friede and audiences 

must have been aware of this. Hildegard, like Frieda, embodies the iconography of the pretty 
blonde Aryan Fraulein. And also, similarly to Frieda, Hildegard is designed to attract sympathy, 
being pretty, honourable and endearing, as the Daily Express evidences in its description of her as a 
, touchingly lovely Waif. 75 However, Hildegard is different from Frieda in one crucial aspect: 

whereas Frieda has a dubious, shadowy past association with Nazisrn, Hildegard is not tainted by 

such a history. Hildegard is unambiguously a victim of Nazisni, a stance ffirther established by her 

youth, as she would have been too young to assume any responsibility for the rise of Nazis. A 

balanced projection of Germans as good and bad was also the message of Hollywoods Berlin 

Express. A thriller set chiefly amid the post-war ruins of Frankfurt, the story revolves around the 

struggle between the Occupying Powers (with the aid of 'good! Germans) to build a peaceful new 
Germany, and the attempts by villainous Nazis to sabotage this and continue their fight for the Nazi 

73 Churcla and Othcr ofricials ýook up the causc of Austria by including the country among the nations that wm the 
Victims of aggi-cssicd. (Malz" GermmV 1945-1949- 55) 

74 b, her autobiography zzacriing complam how her role in Pontraitfivm Life sigirlified she had become typecast as a 
refugee. She bemoaned did I MLLq have UWgcd, look-mg pathetic, through more bombed chics and rchabilitation 
camps than wW other thbg actress. ' She was to play ariother refagec in the following year in Yhe Lost people, vA&h 
will be discussed shortly. (ZeUcriing, AU 7hose Yesterdais: 83. ) 

73 Daily Fxpmss, 17 Dcc=bcr 1948. 
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Like PortraitfrOm Life, The Angel with the Trumpet presents the Nazi as a spent force. its roots go 
back to the war, as it is based on a 1944 novel by Austrian Ernst Lothar, an anti-Nazi refugee from 

the 1938 Anschluss who settled in America !6 An Austrian film adaptation was made in 1948 (not 

released in Britain), and the same producer went on to produce the British version, directed by 

Antony Bushefl. 77 It was Bushell's directorial debut the film being one of a small series of lactor- 

turned-director' productions did Alexander Korda encouraged at that time. it features 

accomplished British actress Eileen Herlie who Plays the leading part of Henrietta Alt the 
indomitable matriarch at the centre of the narrative. While the film does have a certain 

mesmerising compulsion wising from its floridity and self-conscious solemnity, it is an over long, 

overblown oddity. It meanders along!, as the Daily Erpmss said, like a river which has forgotten 

which ocean it is heading for. 78 Gavin Lambert confined it with three other films, to Treaks 

Comer' and also accused the film-makers of 'fraudulent conversion' for not crediting the Austrian 

technicians involved. 79 In places its production quality is severely limited: as the Monthly Film 

Bulletin rightly pointed out it is 'an astonishing, possibly unique piece ofjobbery ... it is padded 

out with long stretches of the original [Austrian version] ... the resulting impression of glue and 

string is reinforced by some poor dialogue and incompetent direction. " Some commentators 
found merit in the film though: Speed argued that despite being'slow, long and measured! it was 

also 'graceful with a certain distinction!; and Kinenwtograph Weekly found it 'generously endowed 

with feminine appear and therefore hadexcenent general and family appeaull 

ne monumental saga of the lives of the fictional Alt family are woven into the lives of real 
historical figures and events. Briefly, and in the words of The 2-imes, the story begins in Vie days of 
Mayerling and does not stop until after the last bomb has fallen on Vienna in the last war. It is a 
kind of cavalcade of the Austro-Hungarian Empire as seen through the earnest eyes of an English 

studio ... 
it tram the fise, progress, and fall of the House of Alt, respectable middle-class Viennese 

with a tradition for making pianos. g2 The first third or so of the saga is devoted to the years that led 

up the Ch-eat War, and the rest is taken up with the aftermath of that war and the rise of Nazism in 

76 Kunit: 7, Stanley, I (od. ), Twentieth CenturyAuthors (New York: ILW Wilson, 1955): 159. 

Kulk Karol, Alexander Korda: 7he Man "0 COuld Work Miracles (Laxion: Vjrp4 1990: 315). First publLsW 
1975. 

79 Daily Express, 17 February 1950. 

79 Lambert, Gavin, 'As 'Mcy Go, Sequence, Summer, 1950: 16. 

"0 MOnIhIYF'Im Bulletin, vOL 17. DO- 194, FebrWHY/March 1950: 22. 

S, Dnematograph Weekly, 16 February 1950. 

82 Yhe 27mes, 17 February 1950. 
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the thirties. Ihe Second World War is crammed into a few minutes at the end, but it is a highly 

charged few minutes and crucial to the project of the film. 

The film presumes that Austria was a victim of Nazi aggression, although it does acknowledge that 

the Nazis had their supporters. A crucial element to the story is how one of the Alt sons becomes a 
Nazi (despite being part Jewish) and the other remains a flawlessly good son. The film goes to 

some length to signify that the Nazi son, Hermann, is not a typical or normal Austrian: in the Great 

War he displays a disturbingly aggressive nationalism; he is greedy for wealth yet is condescending 

towards those who actually generate it; he gets into debt over shady arms deals and blackmails his 

mother into bailing him out; and for good measure he is also unpleasantly vain. The fihn reaches 
its grimmest point when Hermards fellow Nazis arrive at the Alt home to arrest his mother (whose 

father is Jewish) for not flying the Nazi flag and then accuse her of having Jewish ancestry. Rather 

than succumb to Nazi tyranny, she hurls herself to her death from an upstairs window. 

TheAngel with the Pwmpel leaves the viewer with the impression that it is ambitiously trying to be 

a large canvas about war, death, regeneration, and the vicissitudes of fate, all distinctive aftermath 

preoccupations. The laboured. and self-conscious moral of the film is that despite maifs occasional 

descent into f=ism and war, the forces of good are greater, and civilised values will prevail. An 

angel and trumpet make up the trademark for the "s piano business symbolising the forces for 

good of God and ArL Once the dust from the Second World War has settled, the Alts, intend to 

resume piano production, and this is a symbolic statement of confidence in marýs future. As the 

closing address says, for almost two hundred years [the Alts, have made] pianos in spite of war, 

poverty, hunger, simply because they believed what they were domg was more important, more 

lasting than those other things ... if ever you should lose hope, if ever you feet that the madness of 

the world is too much for YOU, then remember the advice of the mart who began it. When in doubt 

go by your trademark, the trumpet says make music, the angel says serve Go& 

New dangers on the European horizon 

The remaining Europeart-themed aftermath films made at the end of the forties - Children of 

Chance (Luigi Zampa, 1949), The Lost People and The Third Man - background Gemmy and 

instead concern themselves Vath new dangers to European stability, Children of Chance is 

apparently (it has not been possible to view a copy) a'story of "chance" children left behind by the 

Allied Forces and cared for by a humanitarian pria. 83 An Italian-British co-productior4 two 

versions were made with different casts, one in Italian, the other in English. An unusual expeaiment 

at getting around the language banier of foreign fihns, 84 it seems to have been of a poor quality 

83 DailyRIM Renter, 10 oCtobCr 1949. 

94 SpccdFIIMRewew, 1949: 99. 
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and soon forgottem 

A more important film is Gainsboroughs Yhe Lost People. It is loosely adapted from CocIpit, an 

experimental play by Bridget Bolan&5 which she wrote While serving in occupied Germany, just 

after the war. " It was first staged in London in Febnwy 1948 and ran for two months, and while it 

was not a big commercial success it was valued as a document that'can take the mind beyond the 
theatre to the troubled heart of post-war Europe. '87 Boland also did the screen adaptation, with 
additional scenes written (and directed) by Muriel Box. "" 

The story is almost entirely set within a British-run transit camp (an old theatre) in Germany soon 
after the end of the war, and assembled in the camp awaiting repatriation are a cross-section of 
European races (Germans apart), ideologies, and religions. The camp, though, is not a place of 
harmony, but a seething battlefield of racial, national and cultural prejudices and hatreds. The idea 

of the scenario was to allegorise Europe, and portray it as a continent of waning factions. Although 

set in May 1945 it was, as will be shown, a starkly topical cornmentary on the state of Europe at 
the end of 1949, when the film was released. 

'Me story begins with a British officer, Captain Ridley (Dennis Price), arriving in Germany to take 

over the running of the transit camp, and since he is new to Germany he is not prepared for the 

madhouse he inherits. Ridley also inherits the tough and experienced Sergeant Bames (played by 

W, W= Hartnell who was to become typecast in this kind of char-acter), who patiently explains to 
his new superior that running the camp is ! murdee. As he teUs Ridley, 'you need to be a cross 
between a lion-tamer and King Solomon to try and sort this little lot out'Bames proudly shows off 

to the newcomer how he's already sorted out and cordoned oft the squabbling refugees into 

groups such as white Russians!, 'Greek exiles!, Toles!, and 'Eyeties!. 'Me rest of the film is a 

patchwork of sub-plots framed around the prejudices and rivalries of the various factions. An 

assortment of hatreds and contentious issues are identified, such as tha between Jewish and non- 
Jewish Poles. In a cutting dialogue two Polish women dispute ownership of a bag: the non-Jewish 
Pole arraigns; the Jewish Pole 'you ghetto Yid - look at all the baggages she! s got thafs a Jew for 

you! 'Ibe Jewish Pole sarcastically retorts I am a Jewess so I must have stolen it [the bag]', and she 

then accuses the other I say rm Polish [but] ... it is the Poles I hate more than any other people in 

the world. -niat is what the country we live in means to us Jews. ' Two French refugees violently 

Bolandý Bridgd C64PU, in Trewin, J. C. (ed. ), Pla)s ofthe Year (LoadorL Paid Elek, 1949). It was Bolards first play, 
aW=gll she had been writing screenplays fmm 1937, such as Gaslight (Thorold Dickisa4 1939). I= crcxhts 
inclu& war and Peace (King Vidor/Mario Soldat4 1956, US/Italy) aM Anne ofthe Yhousand Dais (Charles Jarrott, 
1969). (SL CWre Byme, Muriel (ed. ), Zhe Lisle Letters: An Abridgement (Perl*m HjMjordswortk 1985): 1. ) 

"' Vafiety, 7 Odobcr 1949. 

17 Trewin, pljjs of the Year 7,26. 

ss Monthly Film Bulletin, voL 16, no. 189,1949: 157. 
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denounce each other for collaborating with the Nazis. Maric (Siobhan McKenna), a communist 
Resistance fighter, accuses a feHow counhyman of aiding the Nazis by growing food for thern, and 
in turn he accuses her of helping the Germans by working in a munitions factory. Similarly, Slavs 

attack each other over alleged pro-German activities in wartime Yugoslavia. I'lic only national 

group that are at peace with themselves and others are the DUtcIL As Barnes says, 'You can put the 
Dutch anywhere% 

"Ibe occasional references to Germans show them. as unrepentant and arrogant in defeat The owner 

of the theatre (the only German character, and he only appears brieflyý9 displays no remorse at all 
for the war and contemptuously calls the foreign DPs 'the scum of the eardf. The audience is also 
told that the surrounding townsfolk are hostile to giving the required levy of food for the camp. 
There are constant reminders of Nazi atrocities, such as the priest whose mangled hands are 
testament to Nazi torture, and refugees who have concentration camp numbers prommently 
tattooed on their bodies. At one point Ridley asks 'if there is any fresh air left in GermanyT But 

while audiences are not allowed to forget Nazi horrors, Germans are not depicted as still 
harbouring Nazi aspirations, but as in Portrajifium Life, suspicious and hostile. 

Underlying the fihn! s image of a fractured and unstable Europe are cold war preoccupations and 

anxieties. Communists are identified as a disruptive force; led by the French commimist Marie, 

they plot to wrest control of the camp from Ridley by seizing control of food supplies, although in 

the event the plan fails. Russia is clearly identified as a looming threat to Europe: a non-communist 
polish professor, for instance, fears persecution at the hands of the Russians. If Poles are 
dispatched eastwards in the same convoy as the Russians,, he declares 'it will be murder, they will 
Ell ue. When Ridley naively tries to impress on him that the Russians are allies, the Pole insists I 

tell you the Russians are my enemies. They took one half of my country, Germany the other half... 

but now the whole country is under their [Russids] heel. They do not need a Tsar to be imperialist. ' 

The sense of the bipolarisation of Europe into east and west is symbolised by the straightforward 

choice of destination Ridley offers the DPs; he simply divides the DPs into two convoys, 'east- 

bound and west-bound! - 

-Me antagonism between the various groups only subsides when a case of Bubonic plague is 

discovered. Faced with a common enemy the quarrelling parties pull together for the common 

good, as they appeared to do in the face of the Nazi threat However, once it is announced that the 

diagnosis is incorrect and they are not threatened by the plague, they are at each other's throats once 

more. This time, though, it accidentally results in the death of an innocent young refugee called 
Lilli (Mai zetterling, in her third typecast role as a European refugee). To draw attention to the 

futility of her dead', Ridley lays out her body before an the assembled DPs, and makes a plea for 

89 Tiv play gives a slightly higher proffle to G=mns, inchxbg the Prcsc= of Gem= corpses, killed by vengefid DPs. 
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peace. He regrets that Lill? s death was a consequence of their pr6udices and fears being greater 
than their common smse, and he concludes 'you can live in peace and harmony if you want it 
badly enough. rve done all I can, I cannot do any more. Now it is up to you, peace or war, madness 

or sanity. Only you can decide, and when the choice comes, I hope you will remember her! 

The Lost People was a dramatic expression of the British perception that post-war Europe was an 
embittered, fiactious continent upon which Britain looked with exasperation from the outside. 
Today's Cinema outlined the filnfs contemporary relevance: 'The Lost People has peculiar 
topicality through the Strasbourg conference [a move towards European federation] for it tells a 
tale of Europeans who cannot sink their bitter differences except at a time of common danger. 'Me 

spirit of hate and distrust that has permeated the world since the war ended is clearly exemplified 
here by reference to problems diat seem no nearer solution thart they did at the time recreated. ' The 

reviewer concluded that the film was 'a gloomy, depressing essay into world politics!, 90 and other 

reviewers agreed. KinematogWh Weeldy, for instance, observed that Io add to its cheerlessness, 
its moral is, "there is nothing like a bubonic plague to bring out the best in I)Ps". Who said there is 

hope for Europe, 791 The pessimism, of the filrr? 2 was seen as a handicap to its box-office career; 
Variety, for example, believed that despite 'its satisýýing dramatic entertainment ... its depressing 

subject will limit its apped. 93 

For these critics then, The Lost People portrayed an image of a waning Europe that was too close 
for comforL This was not surprising as by late summer 1949 when it was released, hopes for a 

post-war finure of peace in Europe were well and truly dashed as the cold war atmosphere gripped 
Europe. By the time of the Berlin blockade in June 1948, 'it was evident that Russia, rather than the 

old threat of Germany, was viewed as the potential enemy, The cold war was well under way. 094 It 

seemed that no sooner was the war against fascism over, than there was depressing talk of another 

world war, a possibility that was discussed in parliament as early as January 1948. In a foreign 

affairs debate, for example, Prime Minister Attlee declared 'there is general apprehension at the 

state of the world two and a half years after the war, I do not think it to be good talking of war. On 

the other hand there is no good shutting our eyes to the possibility. 95 

91 Today's Cinema, 19 August 1949. 

91 jUnematograph Weekly, 25 August 1949. 

92 The play is More &Tressing than the film; the dialogue is harder-hitting and it lacks the fun of the romance betA= 
Ridley and Marie, TIC cliginal allc9clic title, Cbckpit, also suggests the play's grittier nicssageý 

93 Vatiety, 7 Scptcmbcr 1949. Its predictim was cormt as die fihn did not achieve any notable success at the box- 

office. 

% Morgan, ne peopk ý pe=: Bn fish History 1945-1989: 5 8. 

95 Rqxrted in the DailyExpress, 24 January 1948. 
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The mamer of The Lost People's portrayal of Europe echoed some deep-seated British attitudes 
towards Europe. There was a sense that, in view of its long history of conflicts, Europe was 
incapable of living without warring. For Morgan, the Foreign Office's view was that Vie centuries 

of Franco-German hostility dating from the time of Charlemagne, the urge of Germans for 

reunification with their fellow-nationals in the East, the internal divisions of Belgium over 
language and the monarchy, the post-fascist weakness of Italy, the comparative irrelevance of the 
Dutch and Luxembourgeois, would ensure that all grand designs for closer unity would founder. 996 

The British also enjoyed a feeling of moral and political superiority over Europe, and the 

assumption that Britain was, or should be, the leader of Europe, and these were sentiments well 

expressed in The Lost People. A smug implication running through The Lost People is that the 
British are above the petty and parochial squabbles of the Europeans, but like school masters they 

are occasionally obliged to step in and restore order. As Ridley retorts when Marie accuses the 

English of meddling unsuccessfully in European affairs for the last 500 years, 'we! re heartily sick 

of having to come and clear up your muddles. As far as rm concerned you can all stew in your 

own juice. My job! s over when rve sorted out this tangle [the DP camp], and after that you can 
look after yourselves! 

Ridley stands as evidence for Morgan's argument that the war reinforced a sense of national self- 

sufficiency and independence which led, among other things, to a condescending view of Europe. 

Morgaifs description of popular attitudes in the late forties perfectly describes the underlying 

values in The Lost People. The French, he writes, ' were patronisingly regarded as politically 
disorganised, the Low Countries as relatively trivial, and Germany and Italy as defeated enemies 

who needed to be taught a lesson.. The famous football match at Hampden Park, Glasgow, in 

1947, in which Great Britain comprehensively defeated a "rest of Europe" side summed up much 

of the popular psychology. European culture was commonly presented in the newspapers in terms 

of simple historical stereotypes, and only of interest to a few unrepresentative intellectuals such as 

art or film critics. Bevin and the British did not believe there to be a coherent European political 

culture at all. 97 

For Ridley (Britain), the shock was that the DPs (the rest of Europe) rejected the British style of 
democracy that he thought they had all beenfighting for. When the communists try to persuade 
Ridley that the fascis& should not get food, he exclaims that 'democracy is what yotive been 

fighting for. and democracy is what yoiYre going to get! And that includes food for people who 
donvt agree with you., Furthermore, hostility to British political ideals is not restricted to outspoken 

and volatile communists: when Marie declares to the assembled DPs that Europe does not want a 

" Mcrgar4 7liePeopkSPeacc: British History 1945-1989: 89. 

97 Magan, yhe peoples peace: British History 1945-1989: 59,60. 



154 

British-organised peace, the whole camp cheers, and the two Britons are isolated with only their 

guns for protection. 

The Lost People is an intriguing snapshot of the volatile couple of years that followed in the wake 

of the war before Europe consolidated into a more predictable bipolar balance of power. Germany 

is no longer the focus of attention as in earlier films like Frieda and Counterh1ast, but neither is 

Yhe Lost People a 'cold war' film. It does not simplistically divide Europeans into good and bad 

according to whether or not they are communist, but rather addresses, from an insular British 

stance, the wider question of European disarray. The fibn incorporates a number of inter-related 

themes: it opens up the troubling question of the wartime divisions that existed both between and 

within Allied nations; it acknowledges the breakdown of the wartime alliance, as well as relating 
the tension caused by the spread of communism; and it is also a reminder of Britaids sense of 

superiority over its European neighbours. 

Vienna: microcosm of Europe 

The most celebrated film about the aftermath of war in Europe is, and was, The Third Man, 

directed by Carol Reed and written by Graham Greene. A film-noir style thriller set in occupied 
Vienna, this fihn is for many, like Jeffley Richards, a masterpiece. For him 'The Thini Man was 

one of the peaks of post-war film-making, and remains a flawlessly crafted, timelessly perfect work 

of art., " It was the first of four proposed Anglo-American productions between Korda, and the 

Hollywood mogul David 0. Sel2nick, and the agreement was that they would be made in Britain 

or Europe and distributed in the US by Selznick. Korda, was responsible for first bringing together 

Reed and Greene when they made The Fallen Idol (1948), and its success led to their collaboration 

on The ThiniMan. Reed at this time was a highly respected director who had achieved a string of 

popular and critical hits, including The Stars LookDown (1939), The WayAhead (1944), and Odd 

Man Out (1947), as well as The Fallen Idol. Greene had been involved in cinema as a critic of the 

Spectator from 1935-40, and his career as a screenwriter 'began rather unsatisfactorily in 1937'. He 

only became deeply involved in the scripting of films with the two Reed collaborations, and the 

Boýlting brothers! Brighton Rock (John Boulting, 1948). 99 The third major talent involved in The 

ThiniMan was Orson Welles, whose powerful characterisation of Harry Lime dominates the Mai, 

and who contributed some dialogue, such as the famouscuckoo clock! speech, and arguably some 
direction. 100 

91 Richards, Jeffrey, 'Yhe 7hirdMan, inUoyd, Am (e(L), MO%Ies OftheFoHies (LaIdom, Orbis, 1982): 108. 

" AmIcs, Roy, A CrIucalHistory ofBndsh Cinema (Laidon: Seck-cr and Wwburg, 1978): 206. 

100 There is sonic debate as to WelIcs' dirrctorial influcrice on the film, David Shipmati, for example, argues that WcUcs 
hYPnOtiscd RcOd into his Own styk (ShOnan, David, A ýB'OgraPhlcal Dictionary ofthe Onema, London: Seck-er and 
Warburg, 1975: 607. ) OLIM, such as Philip Kc'nP, consider it Reeds film on the grounds that Ms distinctive style 
was abrady cstablWW in OddMan Out. (KmV, Philip, 7-CUDsPective' SYghtandSound, April 1994: 54,55. ) 
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Kuhk writes how since the end of the war Korda, had been 'gathering ideas for a film about the 

aftermath of war in a European city, and after fi*g his ideas out on Reed and Greene 'they agreed 

on the background - occupied Menna. "O' Greene was despatched to Vienna in Februmy 1948 for 
inspiration, famously taking with him the kernel of a story idea written twenty years previously on 
the back of an envelope. From this he wrote a short novel, which he then adapted into a screenplay. 
Filming started on location in Vienna in September 1948. 

Vienna was a choice setting for a film seeking to show the aftermath of war in Europe. For the first 

couple of years it typified many aspects of the post-war social, political and economic milieu. Like 

much of the rest of war-ravaged Europe, Vienna had been, as the narrator in the film says, 'bombed 

about a bif, and the city similarly suffered from acute shortages, a flourishing black-market, and an 
influx of refugees. Ellwood, for instance, writes about thatthe most basic necessities were lacking, 

even nails to hold down coffin lids. With the [1945/46] winter approaching no household coal was 
available ... for clothing the Viennese would have to depend on what could be converted from rags 

... in the British zone ... less thari 900 calories were said to be available in Vienna in May [ 1946], 

with supplies even at that level about to end. " 02 Austria, like Germany, was occupied - until 1955 - 
by the four victorious powers, and also like Germany, the capital city was deep in the heart of 
soviet controlled territory (Urgent topicality was added to the filin as the Berlin Blockade started 
three months before shooting began. ) Viertna, whose sin and importance was quite out of 

proportion to the rest of the country as consequence of its past role as the capital of the dcfimct 

Austro-Hungmian Empire, was divided, like Berlin, into four occupied sectors. Unlike Berlin, 

though, it had an internationally policed centre, the inner sladt, which provided the setting for The 

ThiniMan. 

lie struggle for the political control of Austria encompassed a spectrum of east-west tensions. As 

Elisabeth Barker has written, 'from 1945 onwards [it was] one of the sensitive points in the overall 

strategic and political confrontation between the Soviet Union and the WCSL, 103 It was a situation 

recognised by the Manchester Guaidian, which commented how Vienna ýthe centre of the cold 

war ... the city has become the Lisbon and Stockholm of the old war rolled into one ... more than 

twenty intelligence and security orgatusations am believed to be operating in Vienna. Here is a 

tentative list: quite legitimately the four occupation powers and the Austrian government; then 

there are the four main political Parties, the two Germanies, at least four countries of the Eastern 

lot yadkAje=derKonja. - theMan Who CouldWorkMiracles: 320. 

Ellwood, David, RebuiOng Europe: Western Europe, America and Post-war Reconstruction (London: 
L, ongman, 1992): 31,35. By CMVwiSC'n, the POPulation in the British zone in Germany was getting an avenge of 
1,400 Calories per day vwhich was Iess than half that available m Britain and was considered as barely above 
starvation!. (Bark, and Gress, From Shadow to Substance 1945-63: 13 1. ) 

103 Bada, EUsabcdi, AustHa 1918-1972 (Undam- MacmiUan, 1973Y 155. 
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block and Yugoslavia, the clandestine Nazis, and a "neutral" group made up of SWiSS, jeWS ete.., 104 

Unlike most Anglo-American productions of the time, such as The Mudlark (Jean Negulesco, 

1950), The ThiniMan was not merely a Hollywood film made in Britain, but very much a British 

film Production histories of the film enjoy re-teffing how Reed and Greene artfully resisted 

changes demanded by Selznick, who wanted to give the film a more patriotically American slant 
At one poiK for instance, Selznick complained of the high profile of the British in the film: Vie 

scripe, he moaned, 'is written as though England were the sole occupying power of Vienne' 0' On 

another occasion he suspiciously declared that Greene and Reed were trying 'to foist a piece of 
British propaganda upon the entire worl(L"06 

The film is also an unusual example of a British film with a high degree of intemationalism, a 

quality largely attributable to Reed. 107 Apart from the British, The Thitd Man gives four other 

national groups more than token representation. There is a Czech (Anna Schmidt), a Romanian 

(popescu), a Russian (Brodski), two Americans 0-larry Lime and Holly Martins) and several 
Austrians (the porter, 'Baron! Kurtz, and Dr Winkel). Germans though, as in The Lost People, are 

absent The use of foreign dialogue is also unusual in British films of the period, a quality again 

attributable to Reed. 108 The cast is multi-national, with French, British, American, German, and 
Austrian actors, and the film had an unusual internationalism. As the Manchester Guaidian wrote, 
'few, if any, other British or American films have seemed so much at home in a thoroughly foreign 

setting; it is, in part at least a matter of a particularly judicious and subtle use of German speech 

and credibly broken English. "09 

The Thini Man was a legendary critical and commercial suocess, and it consolidated Reed's 

position as a pre-eminent British director, ensuring that he 'occupied a pinnacle that no English 

director other than Hitchcock had attained. " 10 The film was a world-wide hit and made Selznick 

, financially healthy agaire. 111 In Britain it was the absolute box-office winner of'I 949, and was a 

104 Manchester Guar&an, II Mar& 1950. 

105 Adamson, Judith, Graham Gmene and Oneina (Oklahmna: Pilgrim Books, 1984): 62. 

106 Tbomsocý David, Showman: 7he life ofDaWdO. Sel2nick (London: Andre Deutsch, 1993): 537. 

10'y Robert Moss, faf ClumVIC, writes how I among the manY Other ftl&bnarks that Reed had cultivated by 1949 was an 
mtom mt=afionalism, (Moss, RobeM 7he FlInn qfCarolReed, London. Macmillan, 1987: 192. ) 

108 see, for example, Sams, ArArcw, Carol Reed in the Context Ofhis TuWFIIm Culture, vol 3,1957: 13. 

109 Manchester Guat&an, 2 September 1949. 

IN Moss, yhe Films OfC4arolReedl 193. 

"I Mxmscn, Showman: 539. 
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rare example of a film which achieved the endorsement of both the mass audience and the 

cmeastes. Ihe Daily Mail, for instance, lauded Reed's achievement by rhetorically asking ýwhat is 

the secret of this man who has the approval of the highbrows, the professional adulation of his 

rivaN and still gives the ninepennies a storming entertainment? 112 It won a host of awards taldng 
'both the Grand Prix and the Prize for Best Director at Cannes in 1949, the US Directors Guild 
Quarterly Award in 1949, the Academy Award [Robert Krasker] for best black and white 

cinematography in 1950, and Second Prize at Copenhagen in 1950., 113 Reed also won the British 

Film of the Year Award for the third time running, and Anton Karas! Tlarry Lime Theme! became a 

global phenomenal and made Karas an international StU. 114 

On a nan-ative level The Thhd Man is about a young American writer of cheap Western novels, 
Holly Martins (Joseph Cotten), who arrives in western occupied Vienna to take up ajob offered by 

his childhood friend Harry Lime (Orson Welles), also an American. As far as Martins knows, his 

friend runs a hospital charity in Vienna, and he is to be employed writing publicity material for it. 

However, no sooner has Martins arrived than he learris did Lime has been killed in a car accident 

and is about to be buried. Martins also hears from Major Calloway (Trevor Howard), a British 

military policeman, that Lime, far from being a philanthropistý was in fact a notorious black- 

marketeer. Martins cannot accept this allegation, and seeks to clear his friends name. He meets 

some of Limes shifty friends - Popescu, Baron Kurtz and Doctor Winkel - who were all at the 

scene of the accident but minor discrepancies in their accounts raise Martins! suspicions about the 

nature of the laccidenf. Their slant on events also finidamentay conflicts with another witness, the 

porter at the flats where Lime lived. He claim there were three men at the roadside where Lime 

was killed, whereas Popescu, Kurtz and Winkel allege there were only two. Martins becomes 

fixated by the mystenousffiird maif, and gradually becomes involved in a shadowy and dangerous 

criminal underworld which he does not understand. He resists believing that his friend Lime is a 

murdering and evil racketeer (he trades in stolen, and then lethally diluted, penicillin) until 
Calloway shows him indisputable forensic evidence. 

Towards the end of the film, Lime makes a startling appearance, and it transpires that he fiked his 

death and has since been hiding out in the Russian zone. Martins then has a tussle with his 

conscience as to where his loyalties lie: should he be socially responsible and help Calloway track 

Lime down, or remain loyal to his childhood fiiend? The issue is further complicated because of 
the spark of love between him and Anna Schrnidt. Anna, a lonely and ffightened Czech refugee 

112 DailyMail, 2 September 1949. 

113 AdamssM Graham Greene and OnemT 46. 

114 AdanjsM Graham Gwene and Onema: 67. 
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living dangerously on false identification papers, 115 was Lime! s girlfriend, and despite the 
knowledge of Lime! s evil-doing, she remains faithfid to his memory. Consequently, she cannot 

accept that Martins could even consider siding with the police against Lime. Martins is finally 

persuaded to act as a decoy for the police after being shown the harrowing sight of the child 

victims of Limes poisonous trade. In the ensuing police chase, Lime is pursued into the famous 

Viennese sewers and shot dead by Martins. After Lime's funeral, Martins waits for Anna, at the end 

of a tree-lined avenue leading from the cemetery, but she walks straight past him as she cannot 
forgive Martins for causing Lime s death. 

Decadence and decay 

The central motif of the filin is that Vienna, and the Europe it symbolised, has slid into a wartime 

aftermath of decadence and decay. This is established at the start by the narrato? " who announces 
that Vienna in 1949 is ! not the old Vienna before the war with its Strauss music, its glamour and 

easy charm. ' Today, he says, Vienna is in'the classic period of the black market. " 17 As the narrator 

speaks the audience sees dismal, war-torn, streets peopled with shadowy figures and undercover 
dealers illicitly selling boots and watches, and there is the corpse of a black marketeer, anamateue 

who could not stay the course like a professionar. Chronic shortages have forced Viennese citizens 
(and middle-class ones at that) to become embroiled in the black-market and racketeering, thus 

blurring the division between respectability and criminality. As Kurtz says to Mardns, 'everybody 

in Vienna is [in some kind of racket]. We all sell cigarettes and that kind of thing ... I've sold things 

that would be undiinkable before the war. ' References to poverty abound: Anna is pleased that 

Martins reflises her offer of whisky as she would prefer to sell the unopened bottle; in the 

Casanova, Club a gaggle of prostitutes eye-up Martins, the American tourist with money to spare. 
Racketeers have introduced an atmosphere of suspicion and danger when the innocent porter 

reluctantly agrees to talk to Martins about Lime's accident, he is promptly murdered-, when Martins 

gets too near the huth, he too becomes a target for assassins. 

It is not just the material deprivation, though, that has driven Vienna into a twilight existence, but 

also the consequences wising from the post-war occupation. At the start of the film, gentle fim is 

poked at the bureaucratic unworkability, and charade, of the joint administration of the inner sladl 
by the four occupiers. The narrator muses 'what a hope they had, all strangers to the place and none 

of them could speak the same language, except a sort of smattering of German, but fellahs on the 

whole did their best you know. ' As the narrator speaks, the audience sees the absurd spectacle of 
Arnerican, French, Russiart, and British soldiers driving around together in military jeeps 

115 aft , original Wipt Aim was Estonian, but i4ras topicaUy dwged after Russia! s takeover of Czechoslovakia in 
March 194S. It Inight aw have been a r=3hkr of Munich in 1938. 

116 nle vcý-= of R=d in ft Brdsh venim aW of Coam in tk Ammim vmiorL 

117 Crim BW the bivk-nlark-a was also a pmomupation in other fihns, as will be shown in Chapter Six. 
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pretending to be an international police force. To audiences steeped in the growing cold war 

atmosphereý the sight of Soviet troops cooperating with the west must have been ironic. However, 

although the implication is did Vienna is as much a victim of intmiational politics as it is of the 

material and moral deprivation caused by the war, the film clearly apportions guilt to the Soviets 

rather than the British. By deliberately raising the narrativc profile of the Soviets, rather than the 

French or Americans, this theme is stressed. The Soviets arc shown to be more concerned with 

pursuing political interests than establishing law and order, whereas the British are concerned with 

stamping out the gangsters in a quest to restore normality. The Russians are more interested in 

catching Anna, the Czech refugee, than criminals like Lime. Indeed the Soviets are prepared to 

offer Lime sanctuary from the British in exchange for information about political opponents, 
including Anna. By conti-A the British are sympathetic, even if they are obliged to be seen 
helping the Russians track her down. When Anna is arrested in a totalitarian-style night-time raid at 

the instigation of the Soviets by the international posse of police, a British soldier (Geoffrey Keen) 

cynically observes to Anna that the British have to go along with it because 'its orders ... we caift 

go against protocol, and I don! t know what protocol is. ' Even the hardened Calloway is prepared to 

help Anna evade Soviet capture. Virtually all the references to the Soviets are contained within the 

Anna sub-plot and the impression projected of the Russians is one of duplicity and callousness. 

Vienna is certainly suffering as a consequence of international polificking, but the root cause of this 

derives from the nmlign behaviour of the Russians. 

The Third Man's handling of cold war themes is relatively constrained, 118 especially when 

compared to the excesses of the contemporary cycle of Hollywood 'cold waefilms, such as 7he 

iron curtain (William Wellman, 1948), IMar? Ied a Communist (Robert Stevenson, 1949), or 7he 

Red Menace (R. G Springsteen, 1949). One scholar has gone as far as to conclude that The Third 

Man goes against contemporary cold war orthodoxies because Vie Soviets are not portrayed as the 

cause of evil, Lime is not part of the Soviet Union! s schemes', ' 19 and fiulhermorc, the evil Lime is 

an American. The film also lacks the moral certamty of cold war films with their unambiguous 

identification of friends and enemies, and unlike cold war fihns, The ThirdMan is irranersed in the 

rarmfleations, and fall-out from the Second World War To some extent the fihn also puts the 

Soviets in a relatively Positive light; they are at least seen cooperating with the other allied powers 

and respectmg international protocol; and they could have kidnapped Anna rather than going 

through the lengthy process of trying to arrest her legally' according to intemational protocol. The 

118 Tiz fiWs patWal of the Soviets was in fact 'softene from Gr=ld's OrigirW story. For cumpic, the Russian 
beavies' in the original story Vere lightened in the W and lhere was to have a becrt a sccne dming the Russians 
Iddnapping AM& (Adamson, Graham Greene and Cinema: 64,65. ) According to Q=r, such loa" i=Ses 

avoided as dyy Vmwnod to turn the film into a propagandist picum, New york- 71mes, 19 March 1950. 

119 item, Pa, IrAvi" and SocieW Fxcmmtas with Darlmess uM the Shadow in Yhe 77drdAfan'. m Aycock, WmdclL 

aM Sch=, =ke, hfichael (eds), Film Literature: A COMParattw APproach to Adaptation (Tem: Tan Tech 
University Press, 1988): 159. 
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ThiniMan's lack of intrusive cold war mores is finther evidenced by the fact that reviewers did not 

make any comments about the fil&s cold war content 120 It is wrong, therefore, to diink of The 

Thi? dMan primarily as a cold war fihn, as some writers have (lone. 121 

In any case, the heart of the film lies not in the specifics of the plot as in its brooding, tense, and 
uncertain atmosphere, an atmosphere that derives as much from the ravages of the war against 
Nazism as from the cold war. Reed, and Oscar-winning cinematographer Krasker, create and 
maintain an image of Menna as a shadowy, oppressive city of darkened streets, hidden danger, and 
threatening desolation. They achieved this using what was then fashionable film-noir style, 
enlisting such techniques as disorientating low-angle camemwork, night-time shooting, and 
disturbing chiaroscuro lighting. The filin-makers. sought to emphasise the city's devastation by 

contra, stmg its present ruined state with its grand imperial pasL This is largely achieved through 

mise en scene; in many scenes, amid the ruins of bombed-out buildings are glorious architectural 
references to its imperial past - broken statues, Greek columns, huge stately rooms, grand facades 

and stairways. Anton Karas! jangling zither music (he was discovered by Reed playing in Vienna) 

adds richly to the haunting texture. Reed enlists numerous other signifiers to suggest tha 
'decadence!, as Moss writes, 'is all-pervasive [and that] the war has shattered the codes that the 
Viennese once lived by, and has replaced it with a modia vivendi that is stripped of ethics or 
Moraiity: 122 

Lime symbolises that condition; he is unremittingly depraved, an evil trader in death who is loyal 

to no one. To curry favour with the Russians he sacrifices Anna, and would have murdered his old 
friend Holly if it had been advantageous. For Lime, human lives are just distant 'dots! which can be 

murdered or exchanged for profit at will. He can be seen as the embodiment of the pre- and post- 

war totalitarian regimes that dominated the era, as Sarris has argued: 'Lime has renounced God, and 
identifies himself with all the cynical political leaders who exploit the masses. "23 When Lime 

justifies his activities to Martins in the famous Prater Wheel speech he says thatgovernments talk 

of the people and the proletariat and I talk about the suckers and the mugs. They have their five 

year plans and I have mine! Sarris sees Lime as a'self-conscious symptom of the time and place in 

which he livee, and dig time and place is anawry post-war world of shabby cynicism and political 
brutaiity., 124 while Lime is established as a grotesque figure of evil, the filnes approach to him is 

120 There was one predictable exceptkn, the conununist Drdly Worlxr. it cornpLlined thatno cffc)rt is spared to make the 
SOvk gLAhclifics as sinister and wwjwadxfic as possible. 'Daily Worker, 3 Septeniber 1949. 

121 M=ia Luldy, for v=Vlc, introduces the film as'ow of the most wcH kmown of dx cold war filn&. Landy, M=ia, 
BrilishGenres: OnemaandSodety, 1930-1960(Priinim Primeton University press, 1991): 182. 

122 Moss, 7he FlInu ofCmIReef 87. 

123 Sarris, Varol Reed in the CanteNi of his TmW: 12. 

124 Sarris, Vxd Reed in the Cated of his Time: 11,12. 
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morally ambiguous. It is difficult for the audience, as it is for Anna and Martins, to condemn such 

a charismatic figure. Dressed extravagantly and immaculately in black, Welles, with his impish grin 

and smart talk, makes Lime a larger dm life character, and all the more so when set against the 

drab background. Anna, despite the knowledge of Lime! s evil-doing, cannot renounce her love for 

Lime, and Martins wavers over whether to help Calloway, Furthermore, Martuis is not rewarded 
for having aided Calloway catch Lime as he neither gets the girl, or, as Sarris observes, the 

endorsement of Calloway who remains contemptuous. 125 most Contemporary reviewers 

condemned Lime, but there were notable exceptions such as The 71mes, which prevaricated that 

'Harry may have been a particularly loadisome racketeer or he may nof. 126 

There is a moral spine to the film, despite the moral ambiguity that hangs over the Mm, and this is 

encapsulated by Major Calloway. He is not a flawless character by any means: he too has grown 

cynical in the post-war hell of Vienna; he is party to the farcical situations thrown up by the facade 

of international law enforcement and he indulges in intrigue himself (getting Anna out of Vienna 

as the price of Martins! cooperation). But, and it is a, crucial but, he is socially and morally 

responsible, he is incorruptible and honest and represents those decent qualities for the western 

occupation. "7 He also displays compassion, not having, for example, any desire to see Anna 

handed over to the Soviets. So far as the occupying forces go, the film shows it is the Russians who 

are the villains of the peace. The assumption is fiindamentally the same as in The Lost People, 

which is that the British occupiers are there in the mould of a firm but fair colonial administration. 

'But I assure you Vienna was reaDy like thae 
As a documentary account of the Vienna in 194849 The Thini Man is unrealistically bleak. 

Immediately after the war, the situation, as elsewhere in Europe, was desperate, but by 1948, the 

city was finictioning relatively well, as Greene found when he returned to vierina with Reed in July 

1948. As Adamson has written, he found the city 'Completely changed. Ile black-market 

restaurants ... were now senring legal if fiugal meals. 'I'lie ruins had been cleared away from in 

front of the Cafe MozarL Over and over again he found himself saying to Carol Reed, "But I 

i2s Smyis, 'Carol Recd in the contcd of his Tm&: 12. 

126 The I-Inws, I September 1949. 

117 Them is a certain ircarf here as the reputation of the occupiers (in Gennany if not Viema) deteriorated in the late 
forties because of CaTUPtW and finnicrality. (Sm for eXan1PIC, Grosser, Germany in Our 77me: 4749). Interestingly, 

the fibn is relatively sanitised on this question conTarcd to GrecrWs novel, which proffers a more revealing profile of 
the o=piem Nicholas WaPshA for aLmVIc, notes how in the novel tlx= is an 'American soldier runrang a racket 
in qT& , and an American Colonel who is a black-marimt= (Wapshott, Nicholas, Ae Man Between: A Biography 

of C , aml Reed Lm&n: Chaw and Windus, 1990: 213. ) It is also worth recording how Greene later heard about two 

cx. mcnýbcrs of the RAF %%fhO had Wcgall)1 dealt in Penicillin in Vic'= at the end of the war. New York 71mes, 19 
March 1950. 
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assure you Vienna was reaUy Eke that three months ago". v128 

Austria (in particular the western controlled areas) fared better than Germany and other areas of 
Europe for a number of reasons. From the spring of 1948, it received generous amounts of 
Marshall Aid, 129 and far from being reduced to rubble, the city emerged from the war largely 

y, little damaged intact. it had am-acted minimal Allied bombing, and 'was captured by the Red Anrr 

in less than a weeIL'13() Further evidence of Vienna! s recovery is that it had a tourist trade of 

sufficient importance for the Tourist Commission to worry about the damaging effects The Thini 

Man might have on that business. 131 Moreover, the Austrian situation was crucially different from 

the German one, because from the outset Austria had a provisional government of its own which 

was recognised by all four powers. Although its powers were limited, it was nevertheless 'a stable 

and relatively efficient democratic government [which] remained in control throughout the ten 

years of occupatied. 132 Far from being the utterly demoralised and frightened nation shown in the 

fam, the Austrians displayed remarkable solidarity and prowess in balancing the demands of the 

Soviet and western powers, and managed to avoid the division of the country. A more accurate 

reflecfion of this sturdy, robust quality is to be found in The Angel with the Trumpet. 

Amid the superb atmosphere of a city in ruins, The Thin-IMan contains clues that this evocation is 

exaggerated. For example, a working Prater Wheel was surely not a luxury to be sustained in a 
broken city. (As if to counter this, Reed signifies the fairgrouniTs paralysis by including a shot of a 

small child struggling to make a carousel come to life by pushing it! ) And the immaculately 

poliarded trees lining, the roadway to the cemetery are hardly signs of a city in utter rum. More 

substantially there is the squad of well equipped and well disciplined Austrian policemen (who 

pursue Lime through the sewer system) whose existence rather contradicts the atmosphere of 
lawlessness and loss of direction. As the fihn leaves the viewer with a resounding and lingering 

image of Vienna as a landscape of bombsitcs, it is surprising to realise that most of the action 

actually takes place in a cityscape of quite undamaged streets and squares. If it were not for the 

film-maker's skill at creating disturbing illusions, these streets and squares would look perfectly 

pretty and elegant indeed, a number of films, such as Ealing! s Passporl to Pimlico (Henry 

comelius, 1949) and Hue and Cry (Charles Crichton, 1947), do the reverse and make blitzed 

landscaM and bom"tes seem cosy and friendly. 

121 Adamson, Graham Greene and Onema-. 55. The quote is from Grcene, Gralmi, Waga of Escape (Toronto: LxsW 
and Orpcn D=rys, 1980): 106. 

129 Bazi=, Austda 1918-1972* 18 1. 

130 7, he War 17justrated, 11 May 1945: 9. 

131 Manchester Giardanv II Ntarch 195 0. 

132 Bmixr, AusMa 1918-1972' 163. 
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Significantly, The Thhd Mwis version of Vienna as a city gripped in a post-bellum despair and 

desol, ation squared with popular conceptions. The Manchester Guanfian, for example, described it 

as a thriller about 'black-marketeering, intrigue, and murder ... 
it gives a convincing impression of 

life among the half-ruins, under quadripartite control. '133 Variety wrote that the locale is post-war 

Vienna, which is controlled by the combined military force of the four occupying powers and 

revolves around the black-market and all its unsavoury rarnifications. "34 And the Daily Telegraph 

applauded the Viennese setting: Vie fascinating background is the ruined splendour of Vienna 

under Four-Power occupation. With the population divided into racketeers and police, the streets 

into rude rubble and delicate baroque, it is a fantastic little world of decadence and decay; here we 
, 133 feel anything might happen, and it does. 

Ile fiWs utterly convincing projection of Vienna is both a credit to the film-makers, and a 

magnificent example of a legend in the making. 136 The Third Man is as mythologising about its 

setting as Casablanca Mchael. Curti7,1942, US) is of wartime Casablanca. It is significant dig 

the accuracy of its image of Menna. was, and still is, accepted without danur. In practice, the 

ireality, was to some lwge extent a creation of Greene's and Reeds fertile imaginations. Naturally, 

the fihn was not intended to be a documentary account of Vienna, but the disparity between the 

real Situation in Vienna circa 1948-1949 and the fiWs excessively bleak projection of Vienna, 

together with the ready endorsement of that view by audiences, is further indication of Britains 

pessimism over the state of Europe. 

Conclusion 

it has been shown that aftermaffi films with a European ingredient display a shift in their attitudes 

and subject matter from 1947 to 1950. The underlying trend is that the earlier films are narrowly 

obsessed with Germans and/or Nazis, but this obsession recedes and virtually disappears, and then 

is replaced by an interest in the wider European picture. 'Me shift of emphasis is best illustrated by 

the two high profile, keynote films; of the period, Fileda and The ThitdMan. Ihe former film was 

topically focused on the problem of what to do with the ex-enerny, and the latter film, released 

over two years later, is a complex essay on the condition of post-war Europe. The evolving 

concerns of these European-themed aftamath films mirrored shifting attitudes towards Europe as 

133 Manchester Guar&an, 2 Sept=brr 1949. 

"I Variety, 7 Scpteniber 1949. 

135 Daily Telegraph, 5 Scptcmber 1949. 

136 be aKhm= of ft kgcnd is evideneed by a Viennese tourist odes w"y =nment in 1993 dmt 0 English- 

spmk-ing vLsitclrs bave to see the sewers W=e WcUcs was cornered, I diink a lot of British and American tourists = 
qwte MuViscd mj= dxy reahse that Mema isn't in black and whitd. BiU PowelL Guardian Weekend, 28 August 
1993: 33. 
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the Soviet Union replaced Gmnany as the ftiture threat to European stability. 

Mrithin. this chronological contoctý individual films served up their own particular ideas, values and 

assumptions. Frieda is a touching liberal polemic for a constructive and humanitarian approach to 

Germarry, which by implication of its ideological project to persuade also stands as witness to the 

intense hatred felt towards Germany in the immediate wake of the war, It evidences two of the 

most contentious issues surrounding the Germans: apportioning blame, and the lingering fear that 

the Nazi spirit lived on. While the film articulates the ongoing fear that Germans are warmongers, 

it also suggests that Germans, fitnatical Nazis apart; are potentially good and can be re-educated to 

the ways of democracy. It was a message in the same spirit as the policy of re-education that was 
being pursued. by the government Other films, such as It's Not C? Icket, Snowbound, and 
Counterblast, had no such constructive or liberal points to deliver, and were instead part and parcel 

of the popular anti-Germart. hostility, sensationally portraying German characters as 

unreconstructed Nazis plotting to continue the war. 

In a different vein is Portrait ftom Life which offers an indication of how attitudes towards 
Germany were softening by the end of 1948. Compared to the other Nazi films, Portraitfivin Life 

is a much calmer, more dispassionate, expression of the Gaman problem. Rather than showing 
Nazis conspiring to build a Fourth Reich, it has a tired Nazi who struggles only for survival. 
Moreover, the film is also populated with good Germans, and contextualises its story within the 
desperate situation of Germany itself The Angel with the Trumpet similarly suggests that the Nazis 

are a spent force. 

The two films with horizons beyond Cmmany, 7he Lost People and The Thini Man, were both 

about the problems facing Europe in the aftermath of the war. The Lost People projects post-war 
Europe (from the perspective of the exasperated, rather superior, British onlooker) as a volatile, 
hopelessly fi-agmented collection of warnng factions unable to agree about anything. The ThInj 

Man has a similarly pessimistic outlook with its imaging of post-war Europe in sinister and 

ambiguous political and moral terms. In both films the legacy of the Second World War is 

inextricably tied up with the emergence of the bipolarisation of Europe, and the dashed hopes of 

European harmony Between thern, the fihns serve up a weaned, disillusioned tat on Europe, 

which was a fitting expression at a time when Britain lived in both the desolate shadow of the 

Second World War and the tmcertain prospect of another. 
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Chapter Six 
The Aftermath of War at Home: change, disillusion and discontent 

Introduction 

With the end of the European war in May 1945 the long awaited transition back to peacetime 
conditions began, a process that accelerated after Japaifs defeat in August 1945. A major part of 
this operation was the dernobilisation of over four and a half million people from the militzy 
services, but despite the eager anticipation to get back to normal, it was a prospect that generated 
uncertainty and anxiety. 'Ibis was partly because of memories of the unemployment and disillusion 

which followed in the wake of the Great War, and partly because six years of living under wartime 
conditions had established a pattern of life with its own certainties, vested interests, and 
firmiliarities which would be unbalanced by the wholesale dismantling of the war machine. After 

years of living an insfitutionalised existence which provided all the physical necessities of life, a 
sense of purpose, and its own framework of discipline and values, demobbed servicemen faced the 

prospect of re-leaming how to live with the freedoms and responsibilities of civilian life. They had 

to re-enter the jobs market find housing, come to terms with the drabness and grinding frustration 

of shortages, learn to deal with the black-mmketý reconstruct family relationships, and cope with 
any physical and psychological wounds! 

The predominant fears marring the eager anticipation of freedom were, as Paul Addison has 

suggested, related to housing and jobS. 2 By 1945 there was a chronic housing shortage; enemy 
bombing had destroyed 700,000 homes and damaged a third of the remaining stock Such was the 

scarcity of accommodation that it became the issue whichconcerned voters most during the 1945 

electiont. 3 with jobs, the underlying fear was the spectre of an economic slurnp and mass 

unemployment resulting from the winding down of the munitions industry. As a Home Intelligence 

report indicated: 'widespread apprehension is reported, people dread and expect mass 

unemployment, of which present unemployment and rumours of impending discharges are 

regarded as a foretaste. Particular anxiety is expressed by, or on behalf oý people in war industries 

(Twelve Regions) who see theirjobs coming to an end, dernobilisod men (Seven Regions); miners, 
Bevin Boys, Civil Defence workers, land girls, seamen. A 

The massive task of dernobilising millions fi-orn conscripted war work was 'a delicate and 

I See, for ýnsta=, Addison, Paul, Now the War Is Over. - A Social History ofBritain 194S-SI (London: 
BBC/Jonathan Cape. 1985): Ch3PtCr One; or Costello, John, Love, Sex and War. Changing Values 1939-45 
(London: Collins, 1985): Chapter 17. 

2 Addison, PaA ne Road to 194S: British Politics and the Second World War (Londow. Quutet, 1977): 248. 

3 EatelL Roger, 7he 194S-I 9SI Labour Govemments (London: Batsford, 1979): 64-65. 

4 Home Intelligence %, Cckly rqx)rt no. 210,3- 10 October 1944, quoted in Addison, 7he Road to 1945: 248. 
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potentially explosive affid. Addison goes on to argue how after the Great War unacceptably long 

delays in demobilisation had led to mutinies and social unrest; and it was with this in mind that 

Ernest Bevin, wartime Minister of Labour, 'set in motion a great variety of schemes to ease the 
transition from war to peace-'5 Priority of release was determined by age and length of service 

rather than on the basis of occupational sIdlI and last in, first out, which had led to so much 
resentinent at the end of the Great War .6 'Me government went to great lengths to smooth the 

passage of demobilisation and the journey back to Civvy Street Ex-servicemen received a 
generous lump surn payment to tide them over until they found employment, and they were Icitted 

out with a set of civilian clothes. Help and advice were on hand through regional Resettlement 
Offices, and a variety of government and Services-sponsored training schemes were available, as 
were grants for those wishing to start their own business or take a university degree. Wartime 
legislation gave conscripted soldiers the right to take up their old jobs, and in the opinion of 
Addison, Bevin had 'done his level best to ensure that it was almost impossible for a demobbed 

person in search of ajob not to get one. 7 

For all Beviifs good intentions and meticulous planning though, just how successfiil was the 
demobilisation programme? Bearing in mind the vast scale of the operation and the straitened 

economic circumstances, Bevin mastmninded the operation reasonably smoothly and avoided the 

catastrophes of 1918. As Alm Bullock has written, 'several million men and women moved from 

the forces and war industry to Peacc-time occupations without any repetition of the breakdown 

which followed the 19 18 war. Bevin! s double achievement the mobilisation and dernobilisation of 

an entire nation, was complete. 's But while there was no repeat of the post-Great War disasters, on 

a personal level it was fi-equently a depressing and bewildering time. Harry Hopkins neatly quips 
that for many dcmobbcrs it often seemed that 'the great lottery of war had merely been succeeded 
by the great lottery of peace. 9 The social costs of that lottery is a dimension that historians have 

tended to overlook, particularly when compared to the massive volume of material on the politics, 

politicians and economics of the day. It is a point made by Barry Turner and Tony Rennell in their 

recently published "en Daddy Came Home, the only history so far devoted to Us theme. 10 

5 Addison, Now the War is Over 19. 

6 Turner, Barry, and Rennell, Tony, Ken Daddy Came Home: How Family ffeChangedFor 
Pimlico, 1996): 2. 

Li ever in 1945 (London, 

7 Addison, Now the War is Over 24. 

1 Bullock, Alan, ne Life and 2"Imes ofErnest Bevin, VOIume Two: Minister ofLabour 1940-1945 (London: 
Hcixicn=m, 1967): 336, quoted in Turner, and RcnnelL Ken Daddy Came Home: 222. 

cc C, 9 Hopkins, Harry, 7he New Look: A Social History ofthe Forties and Fifties in Britain (S kT 
London, 1964): 45. 

and Warburs: 

10 Turner and Rennell, Ken Daddy Came Home: 12-13. 
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Inspired by the recollections of those who lived through the war's aftermath, the authors 

unexpectedly found that it was a chaotic period of widespread disillusion, acrimony, and stress, so 

much so that fifty years on it remains for many of the surviving participants, and children of 

participants, a contentious and sensitive issue. 

This chapter sets out to explore how afterniath films dealt with the momentous transition from 

conditions of war to peace. Easily the most commercially successfid film on the topic was one 
from Hollywood, The Best Years ofOur Lives (William Wyler, 1946, US). A lengthy and finely 

crafted film about the return of three ex-servicemen back to their mid-western hometown, it wasa, 
phenomenal moncy-spinnee and the biggest box-office draw of 1948.11 Although the setting and 
the story was American, there was a sense that it had a relevance and meaning to any nation that 

was similaýly recovering fiDm the war Va? Iely, for instance, cornmented. that the film 'has a 
fundamental story which will sell around the Worldr. 12 

There is no single British (or other Hollywood 13) film that so successfidly and evocatively 

encapsulated the oqmience of the homecoming of ex-servicemen as The Best Years qfOur Lives, 

but there are fourteen British films which touched on the subject one way or another. There are 
films which took the dernobilised serviceman (and they are all male) and his homecoming as the 

main thrust of the filni, building a storyline around the pains and pleasures encountered back in 

civvy Street once the war is over. 14 Films in this narrative mould include two comedies, h's Hard 

to Be Good (Jeffrey Dell, 1948) and George in OM Street (Marcel Vamel, 1946), a musical- 
drama, I'll Turn to You (Geoffrey Faitiffid, 1946) and the drama Elizabeth ofLadymead (Herbert 

Wilcox, 1948). More films feature the ex-servicernan in a key role but in narratives not specifically 

about dernobilisation and resettlement as a topic. Revealingly, these filins all belong stylistically to 

the cycle of violent morbid, and pessimistic gangster and ýpsychologicar films (they might very 
loosely be termed British Vin-noirs) that were so characteristic a product of the late forties, 13 for 

11 Kinemalograph Weeldy, 16 Dcc=ber 1948. Its box-office success in 1948, rather than 1947 (it was released in the 
spring of 1947) is explained by the fact that its original release was limited to London only, and it was not released 
nationwide until April 1949. 

12 Variety, 27 November 1946. 

13 Numerous films were made by Hollywood on the topic of the homecoming of ex-serviccmen, but none were as 
successful as 7he Best Years ofOur Lives. Examples include: Crossfire (George Marshall, 1946, US); Till the End 
of7ime (Edward DnDtryk. 1946); Homecoming (Mervyn LzRoy, 1948, US). 

14 The Years Between (Compton Bennett. 1946) could also be included as it deals with the problems of a husband and 
wife rcadjustmg to each other after years of absence. However, as the fihn is predominantly set in the actual war 
years and its naffahve concern is not so much about the ramifications of those changes as establishing that they had 
happened, it is oonsidered in the chapter on home-front films. 

is See, for example. pcticy. Julian, The Lost Continene. in Barr, Charles (ed. ), All Our Yesterdays: 90 Years ofBrItish 
Cinema (Laidon: BFI, 1986): 110-111; and Murphy, RobcM Realism and Tinsel. Cinema and Society in Britain 
1939-1948 (London: ROutlcdgO, 1989): Chapters 7 and 8. 
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example The Third Man (Carol Reed, 1949), as discussed in the previous chapter. Many of these 
films, it will be argued, characterise the ex-serviceman as troubled personalities drawn to crime and 
lawlessness. The main film discussed in this category is Alberto Cavalcantis They Made Me a 
Fugitive (1947). 

George Formby returns to Civvy Street 

The urgent issue of dcrnobilisation was an eminently suitable subject for George Formby. I-Jis 

idiosyncratic films had, after A been more often than not rooted in contemporary events. Keep Fit 
16 (Anthony Kimmins, 19381 for instance, ýpoked fun at the thirties "Health and Beauty" craze, and 

no sooner had the war broken out than Formby was fighting the Nazis in Let George Do It (Niarcel 

Vamel, 1940). Demobilisation was also art appropriate theme for Formby as he had had close 

wartime associations with the army through his countless touring performances (a contribution to 

the war effort which won him an OBE in 1946 17 ), and so it was fitting that Formby should base a 

comedy around the troops! eagerly awaited release. " Designed to catch the moment George in 

Civvy Street went into production shortly after mass demobilisation got under way in June 1945, 

and was released in July 1946, by which time over three and half million service personnel bad 

been dcnobbed, a figure that was to rise to nearly four and a half million by the end of the year. 
The filles conception, production and release period, then, overlapped the time when 
dernobilisation was at its height 

Formby, who made his first film in 1934, was at the summit of his phenomenal screen career 
between 1938 and 1944.19 He plummeted rapidly thereafter, and George in Civvy Street, his 

twentieth film, was a flop of such magnitude that it ended his screen appearances forever. Richards 

argues that Formby's star crashed because, like Churchill, he was too closely identified with the 

, dark days of 194o, and like Churchill, he was rejected as the public looked to a new world once 

the war cnded. 120 'Me rejection was also part of a general trend away from the music hall tradition, 

which was perceived as old-fashioned and integral to the cultural fabric of the discredited thirties. 

Another reason for the filnYs miserable performance was that in qualitative terms it was, and still 
is, by common consent Formby's worst film Randall and Seaton's hagiography of Formby, for 

Ocample, regrets that George in Ctvvy Streetmust rank as the poorest of Formby's filmsý a sad 

16 Richards, Jcffrcy, The Age ofthe Dream Palace (London: Routledge, 1984): 201. 

11 Richards, 774 Age ofthe Dream Palace: 203. 

18 By contrast, Oicre was no eqiivalent Gracic Fields vehicle in the law, forties as, Unlike Formby. she had had a bad press in 
Ole %vr years as a Consequence Of her dcPartUm to Canada in 1940. Aldgatc, Anthony, and Richards, Jcffrey, Britain 
Can Take It ne British Cinema in the Second World War (oxford: Basil Blackwell, 1986): 82. 

19 Murphy, Realism and 77nsel: 193. 

20 Richards, The Age ofthe Dream Palace: 206. 
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climax to an illustrious film career. s2I The fiWs shortcomings lay not with Formby's own 

perfornimce, which is consistent with his other films, but with a poor script and supporting cast 22 

Weaknesses aside, George in OM Street nevertheless has the basic ingredients of a typical 
Formby picture, as Today's Cinema duly noted at the time: Vie production in general has much in 

common with previous George Formby comedies providing similar scope for the staes 

characteristic singing, strumming and fbohnga3 Formby's character George is identical with his 

preceding film characters which had made him so famous. In George in CtM Street he confronts 
the puzzling problems and tight situations thrown up by the aflrrmath of war, and is as usual 

irrepressibly cheerful and cheeky, hopelessly shy with girls, an innocent at large who despite the 

odds stacked against him comes out on top by the end. 

The film opens with George and his fellow servicemen jam-packed on an ocean liner making the 

sea journey home. George leads them in a breezy sing-song (which must have carried echoes of 
Formby's Entertainments National Service Association work) sentimentalising, how long they have 

been away. Velr, sums up George, 'ifs been a grand war, but rm not sorry ifs over. 'Once on land, 

they are chamelled through a demobbing depot and kitted out with 'civvy clothes (the plentiful 

range of styles and sizes on offer bearing little relation to the sad lack of choice in real life). One or 

two men grumble about their new stuts and fiam prospects but George only sees the bright side, 

and with a song and a joke tries to raise everyone's spirits. Dressed in new clothes and loaded up 

with souvenirs of war, George and his demobbed pal Fingers (Ronald Shiner) set off to George! s 
home village somewhere in nwal England. 

Back home in the village he finds that his familys pub, the Unicorn, is now rundown, having lost 

its trade to the Lion pub on the other side of the river. The remaining hour or so of the film fi-ames 

George's familiar antics within a tale about the ensuing rivalry between the two pubs as George 

tries to regain his old customers. George wins in the end, although it is an unfair battle as the Lion! s 

unscrupulous manager Jeb (Frank Drew) is prepared to use crooked tactics to try and put George 

out of business. Another twist to the battle is George and Jeb's competition for village girl Mary 

Colton (Rosalyn Boulter). There is an effective allusive fantasy sequence drawn directly from 

Lewis Carroirs Through the Looking Glassý4 with sets and costumes modelled on john Tenniers 

Victorian jllusftýafions. George dreams himself into the sequence as the March Hare and witnesses 

the lion and the uriicom locked in combatfighfing for the Crown. ' 

21 RandalL Alan, and Swon, Ray, George Formby (London: W. H. Allen, 1974): 136. 

22 According to some historians Formby's films had been declining ever since he left Ealing Studios for Columbia in 
194 1. Murphy, for MaMple, argues that Columbiaproved less adept at getting the formula righf. Murphy, Realism 

and 77nsel: 195. 

23 Today's Cinema, 12 April 1946. 

24 Carroll, Lewis, nrough the Looking Glass (1, ondon: The Bodley Head, 1983). First published 1872. 
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Through the filds stylised cultural filter of slapstick hurnour, fantasy and comy songs, the film 

engaged with some of the trials facing the demobbed serviceman. For the first part of the fihn the 

settings and situations - the sea voyage back to Blighty; the sense of anticipation at throwing off the 

shackles of army life; the process of being demobilised; the amusement at no longer having to 

salute officers - are recognisably founded in the reality of experience. Once George arrives home 

the element of fantasy is stepped up: the picturesque rural setting with its cosy village pubs, happy 

eccentrics, and plentiful supply of food and drink, was a million miles from the urban, drab, and 

rationed Britain that most ex-scrvicemen encountered. But below this pleasant countenance was a 

sharp message for ex-servicemen. 

Imr) cit to the story is the fact that society had, from the ex-servicemeds point of view, 

-unexpectedly altered for the worse during the war years. Instead of returning to the comfort of the 
fmniliar landscape he left behind, George finds it disturbingly h-ansformed. He discovers his home 

is sadly neglected and inhabited by sawgers, the family business on which he depends is on the 

verge of bankruptcy, and he can no longer be certain of his old sweetheart Mary's affections. The 

old landlord of the Lion has died and been replaced by an opportunistic and greedy outsider, and 

consequently the age-old harmony between the Lion and the Unicorn has turned sour. 'Me village 
is no longer the friendly cominunity he left, having become infiltrated by predatory crooks and 

spivs (a scenario, incidentally, that prefigured later Ealing films in which traditional communities 

are threatened by outsiders, such as The Dyield Thunderbolt, Charles Crichton, 1952). 

Georges bewilderment at the changes echoed a common source of frustration for ex-servicemen, 

namely the disparity between their expectations of finding home life much as they had left it and 

the new conditions that awaited them. As a BBC broadcast warned, a large part of the ex- 

servicernen! s Irouble! was 'expecting life to be as it was!, and how 'the difference between reality 

and their dreams ... 
is so hard to reconcile. 25 'Ihe changes that George has to contend with offered 

points of identification to dernobbers: George's difficulties in re-establishing the love of his old 

flarnc after the alluiing presence of a competitor touched on fears about infidelity; George! s near 
loss of his home and livelihood echoed uncertainties over employment and housing. More such 
detailed parallels could be laboured, but a far more substantial and strildng theme is the films 

projection of a society riven by criminality and self-interestý and the suspicion and resentment felt 

in some quarters towards the demobbed soldier. It was not a theme commonly found in earlier 

wartime films, although a notable exception is Waterloo Road (Sidney Gilliat 1945). It will also 
be recalled from Chapter Four that The Years Between (Compton Bennett, 1946) offered little 

sympathy to the returning soldier. 

23 'Civvy Sure, Stone, E. LAurie, Calling the West Indie-v. Produced by Edmett, E. R-, BBC, 16 March 1946, quoted in 
Turner and Remelt 70. 
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George in OM Street, then, picks up on the largely forgotten fact that ex-servicernen were not 

universally greeted as returning war heroes in the immediate aftennath of the war, and that there 

Was Widespread antagonism between demobberS and the Civilian POPUlatOIL26 The tension Was 

enough for The Listener to call for a greater tolerance and understanding between the two groups: 
, any suggestion of a continuing 'two-nations! society - civilians and ex-servicernen - would be a 
disaster. United in war, we must strive to maintain at least something of that unity in the days 

ahead. 0 The reluctance of the civilian population wholeheartedly to flag-wave the achievements 

and sacrifices of those who had fought was founded in the fact that civilians too had suffered in the 
front-line. In previous wars there had been a clearer delineation between soldiers and the general 

population: soldiers went off to war and experienced the dangers and tratinias of the front-fine 

while civilians stayed at home in relative safily and comfort. In the war against Ilitler, the civilian 

population had also suffered, many having literally been in the fizing line, and all having had to 

endure years of hardship and sacrifice. Why, it was widely believed, should ex-servicemen expectý 

or be given, especially sympathetic treatment? As Turner and Rennell put it 'civilians were not 

easily persuaded that soldiers who had come through without visible injuries deserved any special 

privileges, or special treatment After the euphoria of the welcome home there was little sympathy 
for ex-servicemen who did not immediately knuckle down to the practicalitieS of life. 28 For 

demobbers, the negative attitudes of many civilians towards them was a source of disillusion and 

anger. From their point of view they often felt they had sacrificed more than civilians as they had 

had to give up their fi=dom, been forced to live in foreign lands, and been subjected to army 
discipline, training and combat 

-Mere are numerous accounts by ex-servicemen of a sense of let down and resentment that civilim 
Wed to understand what they had been through. Addison, for instance, quotes one demobber's 

recollection of disillusion on his return to Salford. ! nothing had changed, same old pubs on the 

comer, same old comer shops, same old terraced streets ... Everything was just the same, dismal, 

grun, people w= fed up, tired out, and when you went in the pub you got the same atmosphere: 
'014 here they are, here! S the lads with the demob money, and they seemed to feel a Idnd of 

resentment to the ser-icemen that was returning. 09 

For some ex-servicernen there was also tile uneaw feeling that during their absence civilian society, 

as George found, had become greedy and self-interested. with a flourishing black market and 

26 See, for exampIc, Turner and RennelL glen Daddy Came Home, Chaptcr 3. 

" 7he Listener, 22 Mxth 1945, quoW in Tw= mbd RamelL nen Daddy Came Home: 17 1. 

2s Tumcr and Rmwu, jf7ien Daddy Came Home: 57. 

29 Rochford, james, qwW in Addison. Now the War is Over. 24. 
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escalating crime (a topic that will be explored shortly). One ex-serviceman for instance, recalled 
Y,, 30 how in his seaside town business seemed to be run onchicaneq and spiven and to another it 

seemed to me that it was the age of the spiv and the get-rich-quick type of person who was ready to 
do anybody else down if they had the opportunity. 31 Another demobbcr, disillusioned by the 

restrained welcome he received, recalled that 'we disembarked, not expecting any particular 

acclamation, but at least we hoped to find the work of the fighting forces overseas had been 

redised and appreciated by our women folk What did we find? That any expectations we had of 
picking up the threads of our domestic life were lost in a wild fandango of pleasure-mad, 

sensation-seeking, civilians. And somewhere in this chaos were our womenfolk. 02 The ex- 
servicemares perception of civilian society as going to pieces was all the more disappointing, and 
difficult to cope with, because it so contrasted with the values of community, team spirit and 
interdependence, that hallmarked service life. As Turner and Rennell remark: 'a returned 

serviceman, generally tired, used to depending on his ! niates! and with a reasonable sense of values, 

could find the going [in Civvy Street] tough. J3 

A strong theme in George in Civvy Street is this sense of a clash between the decent values of 
community as embodied by ex-servicemen like George, and the greedy self-interest of many 
civilians as personified by Jeb. The opposing values are reinforced by peripheral characters and 
sub-plots: whereas George's handfid of supporters are lovable eccentrics with no interest in wealth, 
jebb! s supporters are criminals and thugs motivated by profit When George faces defeat in the 

wake of jeVs foul tactics, it is no coincidence that George is saved by his old army pals who 
selflessly and loyally turn up to help their old comrade. 

The Eon and unicom motifs were also, of course, highly symbolic. Not only is the fabled greed of 
ythology the two creatures are at loggerheads, as the Lion suitably associated with Jeb, but in nr 

they are in the Lewis Carroll version used in the fantasy scene. Furthermore, the lion and the 

unicom stood as a proud symbol of Britaie (Or at least England and Scotland, the two creatures 

representing the union of the previously waning countries), thus inviting the speculation that the 

battle between Jeb and George served as a metaphor for wider, nationwide conflicts and tensions, 

or to put it another way, that George and Jeb and the values they represented were'fighting for the 

30 Henley, 'nxxm, PaignM (not d3t0d), quoted in Turner and Rennell, "en Daddy Came Home: 46. 

31 Egcrton-Savory, Arthur, quoted in Addison, Now the War is Over: 24-25. 

32 Vhcn Peace Broke C&, Sunday Graphic September 1945, quoted in Turner and Rennell, nen Daddy Came 
Home: 127. 

Turncr and RCI=11, If7jen Daddy Came Home: 46. 

34 George CjWeE4 for exgunple, used it as the tide for his best-selling wartime polemic on the nature of Englishncss. 
pm, CIL GcorM 7he Lion and the Unicorn: Sbdalism and the English Genius, London: Penguin, 1982. First 
published 194 1. ) 
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crown! of Britain. As George is naturally the recipient of audience sympathy, when he wins so do 

the values of community and fair shares over those of sectional interest and selfishness. 
(Appropriately the film-makers altered Carrolrs ending to fit in with this. In the book the outcome 

of the fight is inconclusive whereas the film. presents the unicorn as the clear winner. ) 

The suggestion in George in Ony Street of the existence of substantial tensions within British 

society, foreshadowed to some witent similar themes in two later films, It's Hard to be Good 

(1948), and Passport to Pimlico (Henry Cornelius, 1948). According to Marcia Landy, It's Hard 

to be Good 'pinpoints a number of issues even as it abandons them - the relationship between war 

and profiteering ... the interrelationship between the public and private spheres. '35 Ealing! s 

accomplished comedy, Passport to Pimlico, captures the contemporary conflict between the desire 

for an unfettered fice market and the scrapping of controlsý and the continuation of collective and 

community effort with the fair-sharm and common purpose that it implied. By creating an 

imaginary sovereign state (Burgundy) outside of the economic control of Britain, the comedy 

skilfiffly works through the advantages and disadvantages of dumping controls in favour of free 

enterprise. In the end the film comes down on the side of wartime-style collectivistri. When trade 

restrictions are saWped, Burgundy becomes overrun by unwelcome spivs and crooks; and when 

the British mAorifies besiege Burgundy, its inhabitants rediscover the community spirit when they 

stand united against the blockade. The message of the filin is clearly, as Richards and Aldgate have 

argued, that Yationing and restriction are better than the unrestrained growth of free enterprise. 36 

While the film comes down on the side of wartime collectivism, it also raises the whole issue of 

the social tensions dig went with the ending of the war and the return to normal conditions. As 

Charles Barr, who has examined the film in some detail, has observed, 'in a modem consurner 

society, peoples interests and priorities conflict too much for unity to be more than a sham 

Passport to Pimlico catches this issue at exactly the critical time when these conflicts are starting to 
37 

make themselves feie. 

Implicit in Bares comment is that the wartime consensus lasted into the late forties, before it began 

to break down, but George m Ony Street strongly hints that profiteering and self-interest were 

already entrenched by the end of the war, despite the propaganda rhetoric that universal self- 

sacrifice and collective effort was the order of the day. The film adds evidence to Addison! s 

argument that 'to judge by the recollections of some of those returning home, Britain in 1945 or 
1946 was far fi-om the land of oWted popular idealism sometimes hinted at in the political 

35 Landy, Marcia, British Genres: Onema andSodery. 1930-1960 (Princeton: Princeton University Press, 199 1): 
320. 

36 Richardl, jeffi-ey, and Anthony. Aldgate. Best ofBritish: Cinema and Society 1930-1970 (Oxford: Basil Blackwell, 
1983): 104. 

37 Barr, Charks. Ealing Stuth0l (I-Ondm' Studio Vista, 1993. First published 1977): 103. 
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histories. '3g 

Demobilisation and marital relations 
Released a couple of weeks after George in Civvy Street was I'll Turn to You, the third in a series 
of low-budget lde9 musical-dramas produced by Butchers, the formula being to wed a sentimental 
story to 'generous musical treatment in the popular manner. '40 The popular ballad TH Turn to You! 

was used as the hook for a topical story about the homecoming of a demobilised soldier and the 

problems he and his family encountered in picking up the threads of their lives. As the Monthly 
Film Bulletin noted, Ibis timely film deals with a rehabilitation problem, and will have a special 

appeal for people demobbed from the services. 41 

It has not been possible to view a copy, but judging by reviews and the filnfs own publicity it 

stridently took on board some of the most troublesome problems associated with the return to 

normality. The chronic housing shortage, for example, is central to the plot When the wife, Aileen 
Crerry Randall), hears that her husband, Roger (Don Stannard), is returning from duty in the Far 
Fmt she embarks on the almost hopeless quest to find a them and their baby a home. All she can 
find are some blitz-damaýed and cramped rooms, the depressing conditions soon leading to 
friction between therr02 It was a particularly timely commentary on the lack of accommodation as 
in the summer of 1946, when the film was being exhibited, there was a spontaneous and much 

publicised. wave of squatting in empty buildings, including disused, military camps. As Addison 
has written, despite these camps frequently not having running water or electricity, they offered 

squatters an attractive'escape from cramped quarters shared with relations, or from tiny furnished 

roomg. 43 

Readjusting back into civilian employment was often an ordeal for ex-scrvicemen: those trying to 

re-enter their old workplaces could find that their old jobs had simply disappeared, or dig their old 

employer was reluctant to m-hire them. Those demobbers who were able to take up their old 

employment often found the work fiustratingly dull or undemanding as somebody who had 

enjoyed a demanding position of authority in the services was not likely to find it easy to resettle 
into lowly work it was an issue centre-staged in I'll Turn to You. The young ex-RAF pilot is 

31 Addison, Now the War is Over: 24. 

39 Kinematograph Weekly, 18 April 1946. The first two fi 
For You Alone (Geofficy Faithful, 1945). 

ým were 171 Walk'Beside You (Maclean Rogers, 1943) and 

40 Today's Cinema, 16 April 1946. 

41 Monthly FlIm Bulletin, vol. 13, no. 148, April 1946. 

42 Film Publicity: 13FI InicrOj3ck-CL 

43 Addison, Now the War Is Over. 67. 
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reinstated in his oldjob but rapidly becomes severely flustrated, by its menial status and low wages, 

and is forced to leave. As the fil&s publicity puts it at work he 'finds himself back where he had 

been, six years before, a learner with eleven months! experience, and gradually his impatience gets 
him down! until finally his employers advise him to get out of the business. 44 It was a key theme in 

The Best Years of Our Lives: after an acclaimed career as a bomber pilot Dana Andrews cannot 

easily slip back into his pre-war job as a menial soda-jerk, and his war oqaience accounts for 

nothing in the eyes of employers. 

I'll Turn to You also 'tackles the topical problem of peace-time troubles of wartime marriages. 45 

Evidently the marital relationship of the protagonists deteriorates, the cause being attributed to the 

war. According to Sue Aspinall the film suggests that marital cordlict is due to the difficulty of 

adjusting to the humdrum nature of married life after the excitement of the war, during which the 
husband was a pilot and the wife had a rich boy-friend. 946 Marital troubles were a staple of the 

post-war hangover as years of separation and living under different wartime conditions could make 

the ro-establishment of personal relationships a fimght and lengthy affair. War was a formative 

experience changing many an individual's habits and personality, and the process of re- 

acclimatising to each other could take some time. Re-establishing relationships could also be 

complicated by a partner's extra-marital activities, as hinted at in I'll Turn to You, as well as in 

several Hollywood films, such as Yhe Best Years of Our Lives and Homecoming. 71be vast 

majority of marriages survived, although not necessarily happily, but many did not, the number of 
divorce petitions rising in the immediate post-war years to 'a peak of 47,041 in 1947.947 

Another timely theme in I'll Turn to You is the ex-pilofs profound sense of let-down. Unable to 

cope with the squeeze of pressures - inadequate accommodation, unsatisfactory employment 

marital tension - he feels resentH and becomes 'bitterly disillusioned with himself" His 

desperation is such that he walks out on his marriage and responsibilities, although the family is 

reunited at the end. The films portrayal of the ex-pilofs rather bitter homecoming suggests, like 

George in Civvy Street, that demobilisation and readjustment could be a turbulent experience. 
Rather dim enjoying the anticipated material and emotional fiuits of victory, demobbers faced 

unpredicted hardships and difficulties. 

44 Film publicity. BFI micmjackcL 

"' Speed, F. Maurice, Film Review (London: MacDonald, 1946): 125. 

46 AspinalL Sue Women, Realism and Reality in British Fihns, 1943-531, in Curran, Jarnes, and Porter, Vincent (eds), 
BlItish Cinema HistorY (London: Weidcnfeld and Nicolson, 1983): 292. 

47 Addison, Now the War is Over 17. 

48 Film publicity BFI rnicrOOck-CL 
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The remaining fihn to consider which treats demobilisation and readjustment as a narrative topic is 

Herbert Wilowes Elizabeth of Ladymead. As referred to in previous chapters, Wilcox was 

renowned at the time for his uncanny ability to produce commercial hits, those hits invariably 
having more in common with the Idnd of 'escapist entertainment values of Hollywood thart the 

'real& qualities so revered by critics. Elizabeth oftadymead was released in February 1949 after 

the fourth highly successfid Undon! film Spring in Park Lane (1948), and before the last one 
Maytime in Mayfair (1949). Elizabeth of Ladymead, though, did not enjoy anything like the 

success of the Undon! films, and was a rare example of Wilcox getting it wrong (which is perhaps 

why he does not mention it his famously boasfful autobiography). 49 

Reviewers were also wrong-footed, as they predicted it would be a money-spinning proposition for 

exhibitors, if only because of the reputations of Wilcox and the huge star value of Anna, Neagle. 5' 

its relatively poor performance can be accounted for by virtue of its lacking the easy charm and 

sparkle of Wilcox! s other films: the storyline, becomes monotonous; there is no Michael Wilding 

who had proved himself so popular as the romantic partner for Neagle in earlier films; and one of 

Neagles multiple roles is an irresponsible trollop, a characterisation universally disliked by critics. 

As far as they were concerned, Neagle's star persona in the late fortid' disqualified her from 

playing anything but warm-hearted, endearing women. The Daily Film Renter revealed to its 

readers that 'the great surprise of the film is to see Anna Neagle in an unsympathetic role. This is 

the draInafic 1920 sequence, in which she plays a callous, Cowardesque bright young thing, whose 

inf, delity results in her soldier-husbands suicide. Family audiences may be shaken by this 

particular episode. 52 

whereas Wilcox generally steered clear of direct social comment (exceptions including the plea for 

the sympathetic tr, =ent of illegitimate wartime babies in Piccadilly incident, 1946), Eliwbelh of 

Ladymead self-consciously set itself the task of showing the unpact of war on the status and 

expectations of women, and the effect this had on marriage. It does so by repeating, in four self- 

contained episodes, the return in the war's aftermath of the same soldier-husband to his wife in the 

wake of four successive wars, the Crimean War, the Boer War, and the two world wars. Neagle 

plays the wife, Elizabeth of Ladymead, in each episode, while the husband and peripheral 

characters are played by different actors. The film starts in the post-Second World War episode 

Wilcox, Herbert, Twenty Rve 7housand Sunsets (London: The Bodicy Head, 1967). Neagle does give the film a 
brief mention in her autobiOgmPhY, recording what a'fascinating exercise it was to make, but that the public found 
it disappointing', perhaps because Michael Wilding was not featured. (Ncagle, Anna, Anna Neagle Says "ere's 
Alwao Tomorrow" London: W. H. Allen, 1974: 156-157. ) 
For instance, Kinematograph Weekly, 23 Decernbcr 1948; and the DaflY Film Renter, 22 December 1948. 

51 Early on in her career she had played disreputable characters, such as Nell Gwyn in Mell Gwyn (Herbert Wilcox, 

1934). 

3' Daily Film Renter, 22 Dc=bcr 1948. 
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with Elizabeth then dreaming herself into the earlier settings, only to re-awaken back in the post- 
1945 present An original screenplay by Frank Harvey, the idea of the film. is to show how 

homecoming soldier-husbands expect their wives to be same as when they left them, but find they 

have confusingly changed, the extent and nature of that change depending on the social and 

political climate surrounding each war. Common to all four wars is the assumption that war was an 

emancipating experience for women, as reviewers all duly acknowledged: the Daily Film Renter, 

for one, described how the film 'illustrates feminist challenge to masculine dominance following 

, 53 [war]. What is instructive is the comparative way the fihn projects the shift in womeds 

perceptions after each war, and the implication of this for contemporary audiences in 1949. 

in the aftermath of the Crimean War, the woman is unmistakably designed to at&da audience 

sympathy at the expense of the homecoming soldier. In his absence, Elizabeth has developed a 

yearning to play a more constructive role in her marriage on the return of her husband. Her 

aspirations are modeA and her husband! s view that women without men are helpless and that 

women should always acquiesce in the wishes of their husbands would have seemed laughably 

backward and unreasonable to contemporary audiences. During the Boer War, Elizabeth assumes 

greater power and responsibility-, she efficiently runs die estate while her husband is away, and gets 
increasingly involved with radical politics. On his return, the husband is perturbed at Elizabeth's 

unexpected proficiency in estate management but can just about come to terms with it. What is 

totally unacceptable to him though, is her involvement in politics, and he forbids her from 

attending any more political meetings. She defies him, even though this defiance threatens to wreck 
the marriage. 'Me implication of this episode is that Elizabeth, by threatening the marriage, has 

gone too far in her pursuit of an independent life, a theme developed to a paranoid degree in the 

next post-Great War, instalment In this instalment her husband returns to find Elizabeth has 

completely gone to the dogs having become the 'Cowardesque' decadent unfaithfiA, and drunken 

wife that drives her husband to suicide. Women, the film says, got completely out of control 
during and after die Great War 

In the two fiming sequences set in the aftetmath of the Second World War the husband comes 
home to find that Elizabeth has become transformed into a self-assured, competent woman who 
forcefully argues that she is no longer 'going to be pushed around like a piece of fiimiture. ' 
However, after dreaming herself into the three past wars, she realises the harm that aggressively 
independent women can wreak on marriage, and responsibly tones down her aspirations, just 

mildly arguing for a ýight to a say in the future! As a result husband and wife reach a compromise 
and look to a future together as a team. (Ibe idea of husband and wife working together as a team 

articulated the kind of relationship Neagle and Wilcox enjoyed in real life. ) In effectý compromise 
is the order of the day as the MITI acknowledges that women are entitled to a new level of 

53 Daily Film Renter, 22 Dcc=ber 1948. 
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independence so long as it is modestý and carries the health warning that in the past women went 
too far, with dire results. It was the Idnd of pragmatic, common sense message that suited the 
times, although Neagle Later recalled that the film wasperhaps ... a little ahead of its time. It had a 
touch of Women! s Lib. about it in places! '54 

Tle ex-serviceman as gangster, deserter, and psychotic 
Films which do not tn: at demobilisation as a topic, but feature the ex-serviceman as a major 
character are in a quite different vein from those so far discussed, as their ex-servicemen characters 
are invariably drawn into crime and lawlessness, whether by choice, fate, or mental breakdown. 

ne most common qW of filin in which the ex-serviceman plays a key role is the gangster film A 
distinctive pnxIuct of the late forties, this tranche of broodiM bleak and often brutal films which 
take the criminal underworld as their subject has been designated by Murphy as the 'Spiv Cycle% 
According to Murphy, the cycle began in 1945 with Waterloo Road and ended in 1950 with Night 

and the City (Jules Dassin, 1950), 55 with production peaking in 1947-1948. Previously regarded as 
the preserve of Hollywood, by the end of the forties the gangster film was as much associated with 
the domestic as the American film industry as the Daily Film Renter noted: 'black-market crooks 

are getting as familiar a sight on the British screen as Chicago gangsters used to be. '56 While the 
filins had British settings many imitated the codes and conventions of Hollywood gangster 

pictures. Some Hollywood gangsters are ex-servicemen: in the 1930s First World War veterans 
became crinimals in filins like The Roaring Twenties (Raoul Walsh, 1939, US), and after 1945, 

World War Two veterans get tangled up in violence and law-breaking in films such as Crossfire 

and Blue Dahlia (George Marshall, 1946, US). 

The British cycle of gangster films cashed in on the contemporary fascination with crime, with its 

barrage of sensationalist news stories about the activities of spivs; and racketeers. -Mey portrayed 

gangsterism. and sex to a hitherto unprecedented degree, and were allowed to do so by the easing 

of censorship standards by the British Board of Film. Censors (BBFC). As discussed in Chapter 

One (pages 20 - 23), it was not that the BBFC was leading a progressive policy of liberalisation, 

but rather that it accepted that films would echo the troubled circumstances of the post-war world, 

even if it was uncomfortable with the level of violence sanctioned. This position was illustrated in a 
letter from the president of the BBFC, Sir Sidney Harris, to the British Fihn Producers Association 

waming ag6nst the 

' Neagle: 157. 

55 Murphy, Realism and Tinsel, Chaptcr 8. 

56 Daily Rim )Zenter, 26 June 1947, in a Tcview of Dancing %ith CpIme (John Paddy Carstairs, 1947). 
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growing prevalence in films of bniW and sadistic incidents and the choice of themes which 

necessitate such undesirable features. This development no doubt to a certain extent reflects the 

aftermath of a war, when violence became the familiar accompaniment of daily fife, and, on the most 

charitable view, may represent an attempt to portray on the screen some of the more unpleasant 
features and characters of the post-war period. On the general ground that an art should, with 
certain limits, be allowed to express the salient mood of a period, stories and incidents have been 

permitted which might not have been acceptable in another period. 57 

'Me post-war cycle of gangster films are a text book example of how films absorb and relay the 

contemporary concerns of the society that made them, their obsession with lawlessness and social 
transgression chronologically and thematically paralleling society's fixation with such issues. As 
historians have documentedý in the last half of the forties there was a near moral panic because of 
the suspicion that crime was endemic and that society was losing its grasp of moral values. 5g As the 

panic receded by the early fiffies, so the gangster fihn lost its currency, and according to Murphy 

ended in 1950 with the box-office failure of Night and the Citý9 and the concomitant success of 
The Blue Lamp (Basil Dearden, 1949) which celebrated the role of the police rather than the 

gangster. The replacement of the gangster hero by the policeman hero suggested, as Murphy 

argues, that by 1950 'people were getting as sick of racketeering and the black market as they were 

of rationing and austerity, the climate was right for a favourable reassessment of the forces of law 

and order. " 

ne fixation with declining morals and lawlessness was more a reaction to perceptions thari 

realities though, as Britain was far from being the anarchic and God-forsaken land evoked by many 

alarmist commentators. Crime was certainly more widespread than in the pre-war decade, but the 

rise had occurred during the war years and actually declined slightly between 1945 and 1950, 

before rising again in 195 1.61 Moreover, the majority of offences were associated with property - 
larceny, breaking and entering, receiving - rather than with crunes, of violence and assault. 6' For all 

17 Letter dated 19 May 1948 (Public Record Office, H045/23091/802297/67). Quoted in Robertson, James, C., Yhe 
British Board'ofFilm Censors: Film Censorship in Britain, 1896-19so (London: Croom. HelW, 1985): 175-176. 

See, for ocample, Hughes, David, Ihe Spivs, in Sissons, Michael, and French, philip (eds), ne Age ofAusterity 
(London: Hodder and Stoughton, 1963): 83-100; or Hennessy, Peter, NeverAgain: Britain 1945-1951 (London: 
Pimlico, 1992): 444-447. 

Murphy, Realism and Tinsel: 164. 

60 Murphy. Realism and 2-insel: 165. 

Hennessy, for instance, writes how a 691/9 increase in indictable offences had occurred between 193 845, and how in 
the years fim 1945-50 there was 3 dc=se "both in terms of indictable offences (-3.6/o) and per head of population 
(4. g%), though 1951 tuniod out to be the peak year in early postwar crime. 'Hennessy, Never Again: 445. 

62 Hennessy notes diat the wartime increase in crime'occurred in property crimes such as larceny (+ 62'Yo), breaýing 
and entering (+ 12(rls) and receiving (+ 195*/o)'. Hennessy, NeverAgain: 445. 
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the anxiety and alan-n then, 'ffie streets of British cities in 1945 were almost certainly safer places 
than they had been in 1845 and were scarcely more dangerous than in 1935.43 If the country was 
relatively law abiding, the question arises as to why there was such an emotive ovcr-reaction to the 

crane dig did occur One explanation was that the sensationalist and lurid press coverage (not to 

mention its spin off in films) exaggerated the extent of the crime problem out of all proportion to 

the real situation. As criminologist Terence Morris argues 'it was because crime readily featured as 
a newspaper staple that references were made to a 'crime wave! when the matter was debated in 

Parliament, or when judges pronounced on what they perceived to be an astonishing increase in the 
incidence of a particular type of offence. 64 

Another reason for the obsession with crime and morality was that it was a symptom oý or 
metaphor for, other post-war anxieties. It is a line of argument used by Peter Hennessy, who asserts 
that the level of interest in crime served 'as a popuLv barometer of national well-being!, and in the 
Lite forties the crane barometer registered 'a sensation that standards and civil culture generally 

were declining in ways which spoke volumes about the national fibre. s63 rMe feeling was that the 

upheavals of war had caused immeasurable, perhaps irreparable, social and moral damage, and 

syniptornatic of that was post-war lawlessness. Juvenile delinquency seemed to suggest that a 

generation of youngsters was out of control thanks to the wartime dislocation of family life. (The 

very phrase Juvenile delinqucncywas itself coined at the time, a fact indicative of how it was seen 

as a new phenomenon. ) 7housands of deserters appeared to be roaming the cities posing, or so it 

was believed, a threat to law and order becauw, devoid of identity cards and ration books, they 

were compelled to steal to survive. 66 It was a problem that rumbled on throughout the aftermA 

years, and one which newspapers eagerly exploited. in December 1945, for hustance, the Daily 

Express ran a front page story about 'large nurnbers of deserters living by preying on the publiC. 67 

Deserters were also blamed for the apparent increase in violent and armed robbery. In 1947, for 

instance, a Daily Herald leader alleged that 'all the criminals carrying arms today are Service 

deserters!, 68 and in 1948 the paper carried the sensational news that a deserter had murdered a 

poficemML61 

63 Morris, Terence, C? Ime and Criminal Justice Since 1945 (Oxford: BI C 19 9). 89 
445. 

ackw U, 8. . 90, quoted in Hennessy: 

Morris, Ctime and CriminalJustice Since 1945: 89-90, quoted in Hennessy, Never Again: 445. 

65 Hennessy, Never Again: 445. 

66 Angus Calder, for example, has written howit was estimated after thcWar that some twenty thousand unpardoned 
deserters were at large- Without a ration book-, there was not much alternative to crime. - (Calder, Angus, 7he 
people 's War. Britain 1939-4S, London: Pimlico, 1992: 337. First published 1969. ) 

67 Daily Express, 15 December 1945. 

6' Daily Herald, I January 1947. 

69 Daily Herald 16 February 1948. 
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Racketeering and gangsterism were also perceived to be an indulgence of those still restless from 

the excitement of war, who found it difficult to readjust to the conditions of peace. As David 
Hughes has argued, Viere should have been arl intermediate state -a promise, an exuberance - 
which sustained the excitement of war without carrying the risks. There wasdt and Us produced 
tensions which some people released in a volley of blanks over the weekend territorial landscapes, 

some poured into the spate of war-books arid barbaric films, and others got rid o& rather more 
satisfactorily, in crime. Crime indeed reproduced the conditions of war at minimum risk and with 

substantial promise of benefit. *70 Furthermore, chronic shortages and mtioning, were seen to have 

sparked oIT, as the Daily Express ft=peted, 'a new crime wave! with thieves stcalinggoods which 
are hard to get whether they be eggs and poultry or cars and jewels. 171 Not only did the shortages 
provide untold opportunities for the professional criminal, but also made law-breakers out of the 

most law-abiding of citizens, as Hughes writes: 'it was possible to feel, as never before, that all 

were spivs!. ' Crime, in other words, was no longerjust the preserve of a minority of outlaws but 

involved the public as a whole, and led some commentators to fear there was a national crisis in 

moral standards. Gangster films were similarly perceived in some quarters as evidence of the 
degenerating standards of civil culture; while the popular audience had a thim for such front-page, 

raw action entertainment, middle-class critics often saw them as undesirable on the grounds of their 
bmtality, debased morals, and glorification of the criminal. Leonard Mosley of the Daily Express 

was one, regretting that British producers had chosen to make this 'sordid type of picture! with the 
ýnorai standards of a barnyard!. 73 These films were especially disappointing for such critics at a 

time when there was a strong crusading spirit among middle-class improvers to ! raise the moral and 

cultural standards of the general publie-74 

A critic particularly disWW by gangster fams was Sight and Sounds Arthur Vcsselo. Ifis review 

of They Made Me a Fugitive, Cavalcanti's picture about an ex-serviceman who joins a gang of 

racketeer-s, is worth quoting at length because it evidences a nurnber of the points made above. It 

illustrates the perceived atmosphere of a debilitating social malaise, and how this was seen as a 

disturbing consequence of the war, even drawing a parallel between They Made Me a Fugitive and 

the melancholic films produced by Germany in the wake of the Great War that so expressed its 

dysfinictional state. As will also be seen, Vesselo recognised the notion of crime as a metaphor for 

wider social disorder. He began his review by first describing the fih&s unrelieved 'sordidness, 

70 Hughes: 99. 

71 Daily F . xpress' 25 May 1946. 

72 Hughes, 7he Spive, in Sissons and French, 7he Age ofAusterity. 96. 

73 Daily Express, 27 June 1947, in a preamble to a review of 7heyMade Me a Fugitive. 

74 Addison, Now the War is Over. 134. See also page 26 of this thesis. 
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corruption and violence and continued to write that 

it is the mood that is wrong, a mood bearing all the emblems of post-war depression and spiritual 

confitsion. The RAF officer, out of place in civilian life and straying into racketeering for an 

adventurous livelihood, is an unconscious personification of decent humanity clemoralised by war 

and unfitted for peace; and his wild but helpless twistings and turnings in the dark trap in which he 

finds himself are sinister reflections of our own state today.. [The film] might have come straight 

out of a German studio of the 'twenties. Half-a-dozen other recent British films, superficially perhaps 

not quite so obviously in this class, have nevertheless an unpleasant undertone, a parade of frustrated 

violence, an inversion and disordering of moral values, a groping into the grimier recesses of the 

mind, which are unhealthy symptoms of the same kind ofillness. 75 

As Vesselo's critique also intimates, seemingly any gangster and spiv film could be interpreted as a 
pessimistic metaphor for, or symptom ot the aftermath of war. 76 However, as this thesis is 

restricted to films, with a narrative bearing on the war, only those crime films which have a 

storyline connecting war and cnme are considered here Six such films have been identified, which 
in order of release: They Made Me a Fugitive; Dancing with Crime (John Paddy Carstairs, 1947); 

Night Beat (Harold Huth, 1948); Man on the Run (Lawrence Huntington, 1949); A Stranger at My 

Door (Brendan J. Stafford, 1950); and Cage ofGold (Basil Dearden, 1950). 77 

Man on the Run dramatised the headline issue of desertion, as Variety noted: 'it spotlights the 
deserter problem, which is currently of intense topical interesf. 78 During the period that Man on the 

Run was made and released there was an increasingly heated public debate on how to deal with the 

problem of unpardoned deserters, %his miserable hangover of war' as one NT Put it. 79 The 

Contentious issue was whether they should be caught and punished or forgiven and offered an 

75 Sight andSound, Autumn 1947: 120. (Also quoted in murphy: 156. ) 

76 Examples include: OddMan Out (Carol Reed, 1946), a bleak tale about a fugitive Irish terrorist, which was 
described as a study in gloom, in defeat! by 7he 27mes, 31 January 1947; and It Always Rains on Sundays (Robert 
Hamer, 1947), a slice of life melodrama about a convict on the run in East London, about which Variety wrote: 
'gloom, and more gloom, creeps into every foot of this film For those to whom misery and art are synonymous, this 
maybe critertainment. ' 3 December 1947. 

it should also be noted that there are any nurnbcr of other films, both crime and non-crime, containing references to 
the war as a cause of criminality. In Me Blue Lamp, for instance, a voiceover explains that a juvenile delinquent was 
, qrical of many a girl, showing the effects of a childhood home broken and dcmoralisod by war'; and Good Time 
Girl (David macDonald, 1948) features two GI dcscnm-tumcd-gangsters, Another film with a gangster theme is 
7he 7hirdMan (Carol Reed, 1949). It will be remembered from the last chapter that is a tale of lawlessness in the 
ashes of post. war Europe featuring that most charismatic of all the cinematic racketeers, Harry Lime. As it is 
European in scope, and, has already been evaluated, it is ignored here. 

7s Va? iety, I June 1949. 

79 Daily Express, 30 March 1950. 
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amnesty. "O The film's poster advertisements sought to sell the film on the back of the controversy 
by posing the question: 'What should be done with the thousands of men living underground nearly 
four years after the end of the war? Should an amnesty be granted? 81 

The filds story revolves around a deserter (Derek Farr) who, despite his illegal status, has a 

managed to cam an honest living, but gets falsely accused of an armed hold-up in which a 

policeman is killed (die gangsters also being deserters). By the end of the film he succeeds in 

proving that he is innocent of that crime, but still guilty of desertion, and he is sentenced to finish 

his outstanding service obligation in Germany. The film. appears to have had serious pretensions, 

calling for a more lenient attitude towards deserters. Today's Oneina, for instance, noted that the 

filin ! rnalýes a sympathetic comment" on deserters in general, though irisisting on surrender and 
fresh start as their only solutioe, 82 and the Monthly Film Bulletin recorded the filnfs lengthy 

moralising on the highly controversial subject of clemency for deserters. " 

Night Beal, Dancing With Cfime, and They Made Me a Fugitive all deal with demobbed 

servicemen gemg caught up with gangsters, whereas Man on the Run deals with deserters 

involved in crime. Such was the apparent rush of these films that a reviewer of Night Beat noted 
how ex-commandos who turn to racketeering seem to be qualifying for first place in the latest 

crime melodramas. '" Night Beat started out as a filin with quality aspirations but ended up as a 

particularly crude effort deserving of the universal stating it received. 85 It is a tale about the 

adventures of two demobbed commandos, both friends (one played by Ronald Howard, son and 
biographer of Leslie HOwar4 who join the police force, but whose different personalities lead 

them in different directions. One is level headed and gets promoted, the other is temperamental 

and, after some ill deeds, is forced to resign. Iýodi get involved in an underworld of murderous 
mtrigue, seedy nightclubs, and unsavoury romances. 

The film engaged with a number of contemporary preoccupations; both ex-squaddies, for instance, 

become rapidly disillusioned after failing to find the Idnd of responsible and well paid job they 

expect (theyjoin the police as a last resort). Another issue Night Beat touched on, as did George in 

Civvy Stmet, was the existence of spivs who not only avoided war work but also prospered in the 

war. As a comment on the obsession with crime, the most revealing aspea of Night Beat is did it 

See, for example, the Daily Express, 30 March 1950,31 March 1950. 

Film publicity: BFI microjack-CL 

12 Today's Onema, 22 April 1949. 

83 Monthly film Bulletin, vol. 16, no. 185, May 1949. 

94 Daily Film Renter, 19 January 1948. 

" See, for example, Kinematograph Weekly, 22 January 1948; Daily Herold, 16 January 1948. 
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was originally intended to be 'a filin about West End night life viewed from the point of view of 
the police (a sort of premature The Blue Lamp), but somewhere along the line it wastransformed 
into another of those gangster melodramas. 86 The implication is that in 1947 the aefivities of 
lawbreakers were thought better box-office than the activities of law enforcers: the law enforcer as 
hero had to wait until the beginning of 1950 with the release of The Blue Lamp. 

Dancing Wilh Cifte was regarded as a'slick popular Production! 87 of its type. A solidly made and 
modestly successfid filrn, it is another story in the format of two old friends demobbing at the 

same time, but who go off in different directions. One, played by Richard Attenborough, seeks to 

earn an honest crust and takes up taxi driving, the other is attracted to easy money and cmne. 'Me 
dishonest one gets murdered early on, and the honest one spends the rest of the fihn trying to 

expose the gangster culprits, a crusade which takes him into the brutal and disordered underworld 

of nightclubs and gangsters. Suffice to observe of this film that it is another example of a film that 

sensationalised, crime and drew on the theme of the ex-serviceman as restless and unable to resettle 

easily back into a quiet life. As The Times, for example, stated, Dancing With Cfime wasanother 
fihn which illustrates the present preoccupation of British studios with the black market and the 

more sinister and dubious way of living indulged in both by ex-servicemen and those who never 

wore a uniform. 88 

'Me most accomplished of the ex-serviceman-tumed-gangster films is They Made Me a Fugitive. 

Adapted from Jackson Budds pulp novel A Convict Has Escaped, publidled, in 1941,89 it is at core 

a formulaic tale about a man fi=ed for a crime he did not commitý and who subsequently escapes 
from prison and as a fugitive seeks to exact revenge on those who set him up. The fugitive, Clem 

Morgan (Trevor Howard), is an ex-RAF pilot with a'fine war record, who has grown hardened 

and cynical on the experience. Back home, he cannot relate to civilian life and craves excitement 
fnding solace in alcohol and black-market crime. He joins a gang of racketeers led by Narcy 

(Griffith Jones) but things rapidly start to go wrong when Narcy, a particularly unpleasant and 

vicious spiv, starts to covet Clerds girl and resents his refiLsal - on moral grounds - to deal in 

cocaine. Narcy decides he wants Clem out of the way, and gets him accused of the manslaughter of 

a policeman during a warehouse raid, resulting in a fifteert year sentence of hard labour in 

Dartmoor pnson. Clem later escapes from prison, and the bulk of the film revolves around his 

attempt to track down NarW and his henchmen. 

$6 Daily Express, 16 Janualy 1948. 

" Daily Rim Renter, 26 June 1947. 

7"he Times, II August 1947. 

Budd, Jackson, A Convict Has Escaped (London: Michael Joseph, 194 1). 
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Cavalcanti frequently imbues They Made Me a Fugitive with a cinematic artistry dig raises it well 

above the average gangster film. Cavalcantý an original and unusual film talent, was something of 

a fugitive himselý spending his life on the move around the world searching for sympathetic film. 

making conditions, a pursuit that prompted David Thomson to ask 'is Cavalcanti a nomad or an 
idealist for ever being edged out of compromising establishments'100 He began his filni-making 

career in the avant-garde atmosphere of Paris in the twenties, and in 1934 crossed the channel and 
joined the documentary movement, and was then recruited by Ealing Studios at the start of the war, 

remaining there until 1946 when he left to make They Made Me a Fugitive. 91 Once in Britain he 

soon established a reputation as a pioneering film-maker in the realist mould, and by the late forties 

had 'established for himself a permanent place among top-flight British directors. 02 

The impact that They Made Me a Fugitive had on his reputation was mixed, attracting both praise 

and outrage. 93 Of those hostile to the film, Vesselds already quoted connnents were typical; they 

registered the craftsmanship of the film, but were profoundly upset by its violence, sadism, and 
dubious morality, and were appalled that someone of Cavalcanes reputation should have made it 

Of the positive reviews the Manchester Guardian thought dig Cavalcanti had made 'a welcome 

return to forne with a ýIausible and serious thrillee, although the reviewer had some reservations 

about stylistic weaknesses, such as thepure knockabout ending!. 94 Other good reviews included the 

New Statesnwn which summed tip the film as being 'both enjoyable and exciting; 95 and popular 

writer Maurice speed snappily reckoned it 'an excellent little thrillee. 96 From a commercial angle, 

the trade press liked the filin and predicted it would go down well with audiences: for instance, 

paplely noted that it cashes in on topical headlines and should play to hefty grossee; 97 and 

Kine, natograph Weeldy declared that Vie masses should revel in its macabre thrills and verbal 

slapsfick-,. 98 Audiences did revel in the film as it was a notable box-office success. 99 

" Thomson, David, A BiograPhical DictiOnarY ofthe Cinema (London: Martin Seckcr and Warburg, 1975): 8 1. 

91 Barr, Ealing StudiOs: 14. 

92 LeaderMagazine, 8 January 1949. 

93 Murphy overstates the hostility to the film, selectively omitting reviewers that liked it. Murphy, Realism and Tinsel: 
153-155. 

94 Manchester Guardian, 28 June 1947. 

" New Statesman, 28 June 1947. 

96 Specd4 F., Maurice, Film Review, 1947: 73. 

97 Variety, 2 July 1947. 

" Kinematograph Weekly, 26 June 1947. 

" Josh Billings, for instance, lists it as a Notable Box-office Attraction. Kinematograph Weekly, 18 December 1947. 
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The distinctive quality that Cavalcanti brought to They Made Me a Fugitive was its visual style. 
With what the Manchester Guardian described as Us fine eye for the details and the poetry of 
urban realism!, 100 Cavalcanti drew on his Paris and documentary expenence and created dark, 

gloomy images of a low-life landscape in a powerfidly realistic manner. London is portrayed as a 
city of desolate and rainswept cobbled streets and quaysides, peopled by gangsters, with the 

occasional prostitute and policeman lurking in the shadows. 17here, is a sequence set in Darimoor 

prison, in which Cavalcanti utilises montage and the voiceovers of inmates to create a 
claustrophobically threatening and sinister environment When Clem escapes, Cavalcanti 

photographs some fine long shots of him being pursued by police and dogs in silhouette as dawn 
breaks over the moors. Also, despite his reputation as a realist Cavalcanti indulges in a number of 
(effective) expressionistic shots, such as the sequence of Narcy's rooftop fall to his death, seen 
from his point of view. 

The film is notable for the violence and brutality of tile extraneous twists and turns of the plot that 

pad out the film One of the women gets barbarically beaten up by Narcy, another is threatened 

with torture if she does not co-operate, the torture being a thr-dshing with a studded belt wielded by 

a heavily built henchrnan who relishes the prospect. When Clem is on the run he seeks refuge and 
food from an ordinary looking house on the edge of the moors, but instead of suxpnsmg a normal 
household he encounters a psychotic middle-class housewife who offers to feed and clothe him in 

exchange for his killing her alcoholic husband. Clem refuses and leaves, and the audience is then 
treated to the sight of the woman murdering her husband at close range as he wobbles inebriated 

down the stairs in his pyjamas, a murder she then attributes to Clem. The filnfs ending is gloomy; 
in his death-throes Narcy maliciously refuses to confess to the police that Clem is innocent and so' 
Clem faces the prospect of finishing his term of hard labour for a crime he did not commiL It is not 

only a tragedy for him and his girl, who have both earned the audience's sympathy, but unplies the 
failure of the police and the judiciary to remedy a miscarriage ofjustice. While the death of Narcy 

and the penalty paid by Clem (albeit for the wrong crime) ostensibly proffers a respectable 'crime 

does not pay' moral, it is hardly convincing. Indeed, the moral ambiguity of the film upset some 

critics, such as Mosley who argued that 'thoughjustice triumphs in the end and the sordid villains 

get their deserts, you feel they would have got away with it if the censor ha&t been looking. "01 

Unusually for an adaptation, the film version is actually more gruesome dim the original novel. In 
the novel, for instance, once Clem refuses to murder the alcoholic husband he leaves and dig is the 

end of the matter the housewife does not become a cold-blooded murderer, as in the fihiL Another 

example of the novers less pessimistic outlook is the portrayal of the police as immediately 

loo Manchester Guar&am, 28 June 1947. 

101 Daily Express, 27 June 1947. 
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responsive to Clenfs claims of fimning, and they then efficiently prove his innocence. This not 
only puts the police in a better light but also allows the story a brighter, hopefid ending. 

The novel was not only reworked to heighten the disordered atmosphere, but the plot protagonist 

and chronology were also altered to accommodate contemporary preoccupations about the nature 

of post-war gangsterism. In the book the fugitive is a law-abiding South African serviceman who 

unwillingly gets involved with racketeers, but the film updates the character to a British ex- 
serviceman who - this is the most telling alteration - deliberately seeks a life of crime. The 

alterations were designed to make the film highly topical, as its advertising indicated: one poster 
boasted how the film was the'sensation of the hour, straight off the front page on to the SCrMf. 102 

Although the film sensationally exploits the immediacy of the subject it does not attempt to 

explore the question why an honourable ex-serviceman like Clem should drift into crime. For 

Vafiety, this was a shortcoming, which suggested dig a line or two at the beginning indicating why 

a decent ex-serviceman like Clem falls for a gangster's life, could have lifted the story to a higher 

Sociological plane. J03 In a way though, no explanation was necessary as crime was simply 
ffishionable, and the flawed, restless war hero who drifted into racketeering had become a 

newspaper, literary and cinematic cliche. Turner and Rennell, for instance, remark that Vic 

disillusioned hero, unable to find a place in a society that seemed to him to be cruelly indifferent to 
his fommes, became a stock figure in post-war literary output"04 

Clem's profile in They Made Me a Fugitive as a disillusioned war hero is established in the 

opening scenes. In the first scene, Narcy tells his gang about Clem, a possible new recruit, 
describing him as an cx-serviceman who finds life a bit tame since he was demobbed. In the next 

scene Narcy and Clem meet (in a slmdy nightclub, typically) to set up their potential partnership, 

and Clem is stercotypically portrayed in the mould of the troubled ex-serviceman- He is ctrutik, 

unshaven, cynical, hard-boiled and hopelessly 'Bored! Boreff (He needs 'another war, someone 
jokes. ) The only explanation of ClcrWs motives is his throwaway cornment that be only reason rm 

a fat headed damn fool and not a hero is because I went on doing what the country put me in 

uniform to do, after they'd taken the uniform baclr-' Whether or not Clem teams up with Narcy and 

enters a career of racketeering is left to chance, with a tossed coin deciding his fate. It is a 

symbolically poignant touch, suggesting the kind of fatalistic, live-for-the-present attitude that 

102 Kinematogroph Weekly, 12 June 1947. Thanks to former student Phil Hogg for finding this, and making other 
comments on the film and noveL 

11 Variety, 2 July 1947. 

104 Turner and RcnneU, "en Daddy Came Home: 182. IntcreltinglY OnOugk although Hollywood projected the image 

of the ox-scrviccman turned gangster after the Great War, there was no British equivalent The ex-serviceman as 
restless and prone to criminal behaviour was not part of British POst-Great War culture. See, for instance, Connolly, 
Mark, The Commemoration of the Great War in the City and East London, 1916-1939', unpublished PhD thesis 
(University of London, 1995). 
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prevailed during tile war years, and lingered on after the fighting had stopped. Clem personified the 

restlessness that Costello identified when he wrote that the 'brutalising and dislocative effects of 

war had left many individuals reacting to the cessation of hostilities as another interruption in the 

transient pattern of existence to which they had become accustorned. Nfillions of demobilised 

servicemen had grown used to an adventurous existence which did not reach beyond tomorrow. it 

took months and even years for many of them to accustom themselves again to a routine civilian 

existence. "Os 

If gangster films were symptomatic of post-war depression and disillusion, so too were the batch 

of disturbing ý)sychologicar thrillers and melodramas that also appeared in the late forties. Like the 

gangster film, the ý)sychologicar film was a new departure for the British industry, both following 

in the wake of Hollywoods film-noirs, and echoing the growing status of psychiatry and 

psychology. Crossfire, for instance, is a tale about an ex-serviceman who is a murderer, a 
'psychopathic villain ... seething with feelings of inferiority, resentment and anti-sernitisru. "06 In a 

review of the fifin, the Daily Film Renter highlighted the connection between the war and mental 
disorder when it observed that the film 'is at pains to illustrate that soldiers in the flat aftermath of 

war, with victory won and nobody left to hate, are inclined to transfer their capacity for hatred 

either to themselves, or to others. "07 Murphy describes British films in this mould as ! morbid 
burrowings!, and argues that while they are too diffuse to be contained in a single genre, they all 

share an interest in 'psychological disturbance, in sex, violence, the exotic. 108 Two films from the 

cA)rpus, Mine own Executioner (Anthony Kimmins, 1947) and Silent Dust (Lance Comfort, 

1948), foreground the ex-serviceman and ! morbidly burrow' into the less palatable aspects of the 

war and its anermatlL Unlike the gangster films, these films delve back into the protagonist's 

wartime experiences (through flashbacks) as a means of psychologically explaining the murderous 

and transgressive post-war behaviour of the veterans. 

Silent Dust has already been examined in some detail in Chapter Three (pages 95-97), the context 
being the film's unusually powerfiA evocation of front-line combat in the flashback sequences of 

the war. Set in 1947, the flashbacks to the war years explain why the central character, army officer 
Simon Rawley, became a deserter and survived on the run for three years by resorting to 

racketeering and gangsterism. The film indicates dig Rawley was a rotten wastrel before the war, 

and thus mitigating the idea of the war as a totally corrupting force, and that desertion and crime 

105 CostcUo, Love, Sex and War 359. 

I" Qualt, Lemud, and Austcr, APacd American Film and Society Since 194-5 (LOndon: MacmiUan, 1984): 29. 

107 DailyPim Renter, 31 Dcc=ba 1947. 

108 Murpby, Realism and 7)nsel: 169. 
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were not typiml of nonnal soldiers. 109 

Mine Own Executioner, which was released in February 1948, was a small budget production for 

Korda! s London Films, the first of six made by Anthony Kinunins. 110 Based on Nigel Balchins 

popular novel of the same name, ' 11 it was adapted by the author himself and remains faithU to the 

original book. The film takes psychology itself as its subject weaving a dramatic story around the 

private and professional life of a psychologist (also freely referred to as psychoanalyst and 

psychiatrist). Balchin was himself a professional psychologist who first worked as a pioneering 

industrial psychologist in the 1930s, and was then recruited by the War Office during wartime. 

Writing in his spare time, Balchin drew on his professional experience for material, and an interest 

in psychologically disturbed individuals, including those damaged by war, is found in many of his 

S IIBakR 112 books, such as The Ma c 00M,, which was made into a film a year after Mine Own 

Executioner 

In general Mine Own Executioner was regarded as an interesting and intelligent film despite some 

production weaknesses. Richard Wimnington, for instance, acknowledged that the film was not 

technically brilliant and lacked an 'over-riding poetry', but praised the film for delivering 'an 

intelligent translation of an intelligent Contemporary nover; 113 Speed thought the psychological 

problem it dealt with was Yeal and the approach intellectual 
... this is one of the best films that 

Britain has produced for quite a Whfle!; l 14 and for the trade, Kinematograph Weekly described it as 

, exciting and thoughtful, but somewhat loosely knit psychiatric thrillee and recommended it for 

better-class audiences. "'s It seems to have done moderately well at the box-office. ' 16 

The plot is centred around lay psychologist Felix Milne (Burgess Meredith). A first class 

practitioner in the eyes of his colleagues and patients, he is prone to self-doubt is a bully to his 

wifý, and is infatuated with his wife! s best fiiend, Barbara (Cluistine Norden). He is, as the tide 

log Silent Dust also incorporates other aftermath concerns: it deals with the death of servicemen and bereav=cnt; the 
issue of how to mernorialise those that died, how the experience of war and separation changed people. 

110 Kulik, Karol, Alexander Korda: De Man No Could WorkMiracles (London: Virgin, 1990): 294. First published 
1975. 

"I Balchin, Nigel, Mine Own Executioner (London: Collins, 1945; London: Reprint Society, 1947). 

112 See pages 72-77. 

113 Ivews Chronicle, 22 November 1947, in Winnington, Richard Film Criticism and Caricatures 1943-53 (London: 
Fjck Books, 1975): 68. 

114 Speed, Film Review, 1948: 15. 

1" Kinematograph Weekly, 20 Novembcr 1947. 

Billings does not mention it in his annual survey, but Murphy notes it as more popular than The Small BackRoom 
(Realism and nnsel: 174), which was a financial failure. 
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implies, his own worst enemy. Woven into the story of his personal angst are the problems of a 
new patient Adam Lucian (Kieron Moore), a heroic ex-fighter pilot whose war service has left him 

with an unbalanced mind and a game leg. To find the sub-conscious root of the problem, Milne 
drugs, him and it transpires via a vivid flashback tha he was shot down over Burma, captured by 

the Japanese and subjected to diabolical cruelty, including the wanton smashing of his leg, 117 but 

against the odds he escaped back to Britain. Back home he is fine for the first few months but then 
becomes violent and tries to murder his ever-loving wife. Diagnosing him as a potentially 
dangerous schizophrenic, Milne does his best for Lucian butý distracted by Barbara, cannot avert a 
tragedy: back homeý Lucian hallucinates and kills his wife, believing her to be a Japanese camp 
guard. He then finds his way on to the ledge of a high building, and Milne climbs up a firemarfs 
ladder to persuade him to come down. Ihe attempt fails as Lucian shoots himself in the head and 
crashes down to the crowds below. At the inquest afterwards, Milne is more or less exonerated, but 
is so disillusioned that he decides to give up his work until re-inspired by his wife! s confidence in 

him and the sight of a child patient who needs his help. 

There are parallels in the story with The Small Back Room: each fihn has a flawed character, 
Sarruny Rice and Milneý who by the end of the story achieve a Idnd of redemption. Both characters 
are troubled by a lack of self-confidence and take out their anxieties on the women they love; they 
both have the confidence and admiration of colleagues yet remain unsure of their competence; they 

reluctantly get caught up in unseemly political intrigue (Milne gets caught up in the politics of the 
institutes fimding). Their abilities to cope are severely tested by professional demands (with Rice 

to deffise the bomb, with Milne to deal with the schizophrenic flier), and both emerge at the end 
with restored faith in themselves and their work. In The Small Back Room, Rice could topically be 
interpreted as a psychological and physical victim of the war, his foot blown off in action. It might 
be speculated that Milne! s own aggressive behaviour also derives from war service, as although 
there is no mention in the film of his military pasL the original novel does mention that he was an 
ex-gunner. 

Luciads mental disturbance is Primarily portrayed as a consequence of his wartime C)Tcriences, 
but stops short of completely attributing it to the war. The horrors he endured at the hands of the 
Japanese certainly precipitated the mental breakdown, but the ultimate cause Is vaguely, in both 

film and novel, attributed to some imprecise childhood experience that led to a distnist of women. 
It is a stance not dissimilar to Silent Dust, with its avoidance of the possibility dig the terror of 
front-line combat could alone push a serviceman into cowardly and lawless behaviour. Whether or 

not these were just gestures towards Freudian theories about childhood, or an inability to confront 
fully the psychological damage irifficted by the war (it could also be argued that the psychological 

consequences of the war were avoided by not overtly developing the characters of Rice and Nfilne 

as war victim) is debatable. 

117 Scepagcs6O-61. 
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Mine Own Executioner, in its melodramatic way, related some truths about ex-combatants. 
According to Costello there were ! 277,077 British servic; cmen who returned home mentally and 

physically maimed by the war. "' 8 The psychological scars, c; ontinues Costello, 'often took longer 

to heal than physical wounds!, with many mendisturbed by bouts of impotence or sadistic over- 
aggressiveness! 9 

119 traits exhibited in Varying d eS by Miln 120 and Rice. The ma ority of the egre ed 

mentally scarred coped well enough in the sense they did not deteriorate into chronic psychological 
disorder, but some, like Lucian, did. In fact the particular experiences dig contributed to Luciarfs 

mental collapse were firmly rooted in reality, which is not surprising given Balchilfs professional 
background as a psychologist. Paul Fussell, for instance, relates how 'starvation and thirst among 
prisoners of the Japanese ... drove many insane!, 121 and at least one Burma veteran 'had nightmares 
and would suddenly wake up during the night and run towards the wardrobe thinkirýg Japanese 

snipers were firing at him. "22 Psychiatrist T. F. Main, one-time advisor to the Director of Military 

training, recorded in the Journal of Mental Science the case history of an ex-PoW who after 

repatriation developed 'violent feelings of destructiveness and murderous wishes!, and was soon 

classified as SChiZophreniC. 123 

Cases of mental disorder, especially if they led to unlawful behaviour, often hit the headlines. 

Turner and Rennell, for example, cite cases of sexual violence and the occasional murder 

committed by deranged Yeturning heroes! and observe how such cases generated eager news 

coverage, and was Vic stuff of drama!, 124 as Silent Dust and Mine Own Executioner indicate. 

Conclusion 

Afteer seeing The Way Ahead (Carol Reed, 1944), the respected film about the training of civilians 
into an efficient fighting force (wMeh was emotively shown to the press on D-Day), the critic C. A. 

"' CostcUoLowSexandWar359. 

119 Costello, Low, Sex and War 360. Curiously, in Balchinýs book (but not the film) there is a brief mention that Milne 
himself is an ex-gunncr but the intriguing theme of how his war exPcrience might have affected his behaviour is not 
developed. if it was, it might be speculated that his aggressiveness towards his wife was a consequence of his war 
experience! 

120 The VL%W rjmbolisin of the fire L-Ader and high buflding in Mine Own Execunoner cmdd be intcrpleted as suggestive of 
MiWs unpotencc. After a difficult stnýe to 9d up to the peak of the ladder/budding, Milne cannot achieve 
climWsafisfacticn because his objective, to rescue lAxian, is thwarted when he shoots hirnsclE Tharlk-s to Tony Aldgate for 
this line of thirik-in& 

121 FusseU, PauL Wartime-* Understld"g andBehaviour in the Second World War (Oxford: OUP, 1989): 273. 

122 GWCU, j., Iivcrpool (not dated), quoted in Tumer and Remell, When Daddy Came Home: 83. 

123 Main, T. F., Journal ofMental Science. (not dated) quoted in Turner and Rennell, nen Daddy Came Home: 5 1. 

124 Tumer and RMMIL When Daddy Came Home: 47-52,150-15 1. 
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Dýetrne asked in her review whether British film-makers were planning a film 'about the way 

ahead beyond the way immediately ahead, as some day the war would be over and there would be 

the 'gravest reorientation in history! She hoped that film-makers would 'apply to the adjustment of 

a nation at peace the same specialised, attention they have applied to the encouragement of a nation 

at war. I hope that somewhere, in some office, at this moment some man of good sense is 

planning a filin to show how a good soldier can be turned back into a good citizen. ' Three years 
later, in 1947, she was 'still hoping!. 125 She was to be disappointed, as no such seminal filin was 

made by a British studio: the nearest films got to what realist critics, such as Lejeune, wanted was 
Hollywoods The Best Years of Our Dves. British film-makers, however, did not ignore the 

massive question of mass demobilisation and social readjustment Four films were made which 
focused on the topic, and in at least another six films ex-servicemen play a crucial role. 

Films which foregrounded, the process of demobilisation and readjustment included Elizabeth of 
Ladymeact which suggested how the war had unpacted on women, and the reactions to this of the 

returning husband. in terms of its ideological project, it modestly advocated to audiences some 
degree of greater independence for women, but not too much, as in the past this had led to disaster. 

J, 11 Tum to You was regarded as a film that pluckily dramatised the most difficult and intransigent 

problems associated with the hard slog back to normality. It tackled the topical issues of 

appallingly, inadequate housing, the rebuilding of marital relations, the frustrations of finding 

satisfying employment and rapid onset of disillusion experienced by so many ex-servicemen. 
George Formby's skit on demobilisation, George in Civvy Street, is a more substantial critique of 

the situation than at first meets the eye. Beneath the fil&s sunny facade lurked a downbeat message 
for the ex-savicemarL On his return home, George encounters unexpected and unwelcome 

changes, not least of which is the disorientating presence of profiteers and spivs who resent his 

return and try to rip him ofE The film engaged with many an ex-serviceman! s reaction on 
homecoming that civilian society had become self-seeking and greedy, and resentfi-d of returning 

soldiem Essentially, the idea that ex-soldiers faced a tough ride back in Civvy Street is the 

justification for Georges relentless optimism and unbreakable cheerfiilness. in the same way dig 

Formby had raised audience! s spirits in the depressed thirties and the dark days of the war, he 

sought to do the same in 1946. The film also alludes to fissures in society between those, like 

George, who value the wartime ideals of community and co-operation, and those like Jeb who put 

personal profit above all &e. It is a telling comment, as it challenges the idea that Britain emerged 
from six years ofwar with a high degree of social unity and common purpose. 

George! s close shave with fimdsters is also indicative of the late forties obsession with clime that 

generated so many gangster fihns, many of which prominently feature ex-servicemen in key roles. 

As has been shown, these films associate ex-combatants (both demobbers; and deserters) with 

125 Observer review, June 1944- in Lcjcune, C. A-, Chestnuts in her Lap (London: phoenix House, 1948): 124. 
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lawlessness. Some of thern, like Clem in TheyMade Me a Fugitive, choose crime of their own free 

will; in others, like Dancing With 01me, they unwillingly get drawn into it Whatever the precise 
details of the plot though, the key point is that the films imply the depressing inevitability of the 

cx-servicemares affinity with danger and gangsterisru. In doing so, these gangster films dramatised 

the widespread feeling that cx-soldiers found it difficult to readjust from the excitement of war to a 
peaceful civilian existence. It was the stuff of headlines, and newspapers revelled in sensationalist 
stories about the lawbrealdng activities of demobbers and deserters, and likewise for novelists and 
playwrights the disillusioned ex-combatant become a common. character stereotype. The gangster 
films discussed here were the cinematic expression of this topical aftermath theme. 

in a similar mould are Silent Dust and Mine Own Executioner, which, like gangster films were 
inspired by contemporary preoccupations (as well as by Hollywood), share violent and disturbing 

undercurrents, and feature ex-servicemen as brutal and murderous. But whereas gangster films 
fabricate a tale based around the criminal underworld, these films site the ex-serviceman within the 
family and respectable society, and Tisychologicallyl explain the causes of the ex-servicemares 
transgressive behaviour They do this by recreating their wartime experiences and showing how 

these experiences precipitated their descent into violence. Even though the logic of the narrative 

mitigates the war from being the sole cause of their anti-social behaviour, these films nevertheless 

acknowledge that front-line combat could spark off a mental breakdown (Mine Own Executioner), 

or be conducive to propelling a serviceman into racketeering (Silent Dust). 

Apart from tile comparatively upbeat Efimbeth oftadymead (although by Wilco)es standards, this 
film too is lacking m fairyýtale charm and romarice), film-makers painted a somewhat gloomy, 
desolate image of post-war demobilisation and readjustment nere is a glazing lack of films 

porft-, jying demobilisation or any other aspect of post-war readjustment in an optiznistic light, 

looking forward to a bright post-aftermath fidure. What is also noticeable is the lack of any heroic, 

triumphal rhetoric about the war itselt or valiantjusfifications for the present hardships in terms of 
it being a small price to pay for the defeat of evil. Rather, the contrary happens: the films tend 

introspectively to rake over the worst aspects of the war's hangover, a trend most noticeable in 

those film not specifically about demobilisation but featuring ex-serviccmen in major roles. Of all 
the films m which cx-scrvicemen could have made an appearance, they only turn up m films with 
bleak and brutal undcrcun*ents, films which were recOgrased at the time as notonously 

symptomatic of a post-war depression and social malaise. 
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Summary and conclusion 

By surveying and mapping out the entire body of films that dealt with the Second World War and 
its afterniath, and examining in depth a representative selection, this thesis has demonstrated that 

the war and its consequences were ever-present topics on British cinema screens during the five 

years from the beginning of 1946 until the end of 1950. In those fast few years after victory, 
British film-makers made a substantial number of films (34 in total, or nearly one in every nine 
films made) which directly or indirectly addressed the war. Aside from these films which 
chronologically and thematically revisited the conflict, there was a cycle of films (23 in total) that 
dealt with the war's aftermath, whether as a topic or as a backdrop. Cinemas also re-screened a host 

of wartime war fifins, and showed many imported Hollywood war and aftermath films. These 
findings put paid to the conventional notion that in the immediate aftermath of war the British film 

industry ignored the subject of war. A reason for the widespread assumption that the subject of war 
disappeared from cinema screens in the immediate post-war years, was that critics tended to only 

recognise films about the war if they were realist-style combat films. As this type of war film was 
less common in those years (as film-makers dealt with other aspects of the war), it was not 

surprising they have been overlooked. 

This thesis has also laid to rest the concomitant claim that the audience en masse wanted to avoid 
films about the war in the years after victory. It has been shown that cinernagocrs! taste was 
fiagmentod and unpredictable, and that for every piece of evidence suggesting audience resistance 
to war films, there was plenty of evidence suggesting the opposite, that there was a buoyant 

demand for war-related films. T'his is most obviously witnessed by the fact that nearly half of the 

war films released in those years were notable box-office successes, including two that were smash 
hits, The Courrne5w of Curzon Street and Piccadilly Incident. Hollywood war and aftemiath films 

also did well at the box-office, especially The Best Years ofOur Lives. The popular interest in war 

topics has also been indicated by drawing attention to the plethora of plays, books and newsreels 
that were written and produced about the war in those years (findings which further challenge the 

argument that popular culture in general avoided the war in its aftermath). Firmly anchored in the 

concerns and preoccupations of the day, the creation of so much popular cultural commentary on 

the war self-evidently testified to the overwhelming presence of the war in the national 

consciousness. it was an age, as Peter Hennessy has written, 'dominated by the shadow of war, its 

accomplishments and shortcomings constantly measured against the hopes and expectations of 
1945 when, this time, Britain really was going to be a land fit for returning war heroes to live, work 

and raise a family in! ' 

The war offered a vast source of narrative possibilities which fihn-makers eagerly exploited, and 

Hemcssy, pcW, NeverAgain: Britain 1945-1951 (Undon. Jaiagm CaM 1992): 2. 
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the war surfaced in a range of fihn styles and genres. Not only could they make films about well 
known wartime episodes, but with the war over they could tap into a gamut of newnow it can told' 

stones about previously secret or unknown wartune activities, and pay tribute to those involve& 
Fresh story opportunities were also opened iV by the turbulent and uncertam circumstances of the 

post-war world as the country returned to normal, and Europe seemed to be sliding into further 

conflia Film-makers could approach these topics with relative freedom as they were no longer 

constrained by the demands - stylistic, ideological and thematic - of wartime propaganda, and they 

enjoyed an unprecedented degree of freedom from interference by the censor. if they dared, film- 

makers could raise awkward questions and controversial issues about the war and its aftermatlL It 

was also, at least until the end of the decade, an exceptional 'golden age' of film-making creativity 
and energy. The British film. production industry had enjoyed a good war and entered the post-war 
period with new found respect and financial success. British film-makers had proved they were 
among the best in the world, audiences attendances were at an all time high, and the cinema was 
regarded as a cultural and econornic institution of national importance. And even after the financial 

crash in 1948, the industry remained an important volume producer of films, even if the quality 

and artistic dynamism began to fade. 

By examining the films within the contemporary social, political, and economic context of their 

production and consumption, this thesis has explored how, and why, films interpreted and 

reworked the war and its aftermath for post-war audiences. An eclectic and rapidly evolving body 

of fIlms, they engaged with the flucttiating and fluid reactions and responses of a society coming to 

terms with the e"ience of the war, living with its hangover, and in the process of making the 

massive readjustment back to peacetime conditions. 

For contemporary cincmagocrs, the films projected a wide range of wartime and aftermath topics 

and themes, and did so from a variety of dramatic and coniic approaches. There were films about 
the wartime role of scientists and secret agents (Schoolfor Secrets, The Sniall Back Room, Odette), 

and about the experience of serving in the army (Private Angelo, They Were Not Divided). Other 

films revisited the experience of the wartime home-front (The Weaker Sex, Piccadilly Incident, No 

Room at the Inn), and there was a tranchc of films which dealt with the consequences and impact 

of the conflict, both at home and abroad (George in Civvy Street, They Made Me a Fugitive, 

Rrieda, The Lost people, The 7hirdMan). 

In tone and mood there are cross cur=ts of bitter-sweet emotions and attitudes towards the 

experience. Many films (The Weaker Sex, The CounneYs of Curzon Street, Piccaddly, incident), 

express a quiet, satisfied sense of relief that the fighting was over, and a restrained patriotic 
pleasure and pride in the defeat of Nazism. Comic Portrayals (I See a Dark Stranger, This Man u 
Mjne, Private Angelo) are in a similar vein but with a sharper edge as they were prepared to 
identify and satirise some of the absurdities, contradictions, and chaos thrown up by the war. In a 
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spirit, of progressive social corpment, a couple of films deliberately explored how the war had 

affected the status and expectations of women (The Years Between, Elizabeth ofLadymead), and 
another put the case for greater tolerance of Germans (Fileda). There are films which moodily rake 

over the ashes of the Icss-honourable aspects of the war effort (The Small Back Room, No Room at 
the Inn, Silent Dust). Ilis kind of cheerless outlook is also found in most of the films which 
focused on the aftermath of the war with their tendency to foreground negative themes (They Made 
Me a Fugitive, The ThinlMan, The Lost People). 

Across the broad range of topics covered by the films, an underlying shift in the topical interests of 
films; occurs. In the kite forties there is a decline in the volume of films about the war, and a 
corresponding increase in the number of films about the war's impact and consequences. one 

reason why war films remained relevant and popular with audiences was because their nari-&ve 

interests a4*ed with the changuig requirements of cinemagoers. Films about the war years were, 

at the time, less relevant to audiences than films that dealt with the problems and issues associated 

with its aftcrmadi. By 1950, when the country had overcome the worst of the economic and social 
havoc wrought by the war, aftamath films faded away, a short-lived cycle of films that only had 

significance to audiences living through the immediate post-war years. As aftermath films became 

outdated4 so a new generation of films about the military battle appeared on screens in 1950 

(Hollywood combat films appearing a year earlier in 1949), which satisfied a growing demand for 

films which relived the fighting. 

Despite the darkcr forces present in some films, there are no anti-war films, or films which suggest 

the futility of the conflia No films were made whose purpose was to project the reality of the 
horrors, brutality and violence of warfare, whether under fire at home or on battlefields abroad. But 

that is not to say the reality of the war was not represented in the films. Taken as a whole the films 

expressed the muld-dimensional reality of a population whose own experiences were as varied as 

were the people involvedL Indeed, for many People the war generated a powerfid mixture of 

reactions producing some of the happiesT, and some of the worst days of their lives. On the one 
hand was the sense of excitement of adventure, and the pleasurable sense of everyone pulling 
together, and on the other hand were the upheavals and dislocations, the frustration, the boredom, 

the tragedy. For audiences, another reality of those films was that they offered an essentially 
English interpretation of the war as an alternative to Hollywood. '11" was important as even 

though British studios turned out a plethora of war films, cinema screens were still dominated by 

Hollywood films and an American version of the war. (Exactly how Hollywood films compared 

and contrasted to British ones, and how they engaged with domestic audiences, is a subject for 

fiirdicr researcIL) 

In terms of the undeflying ideological values and assumPtiOns of the fihns, there is a discernable 

rightward sWft in the stance of the films between 1946 and 1950, a shift which intuitively echoed a 
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retreat from the progressive spirit of the war. In effectý the aftermath years were a transitory period 
in the cultural rewriting of the war. Iley bridged the gap between the leftist approach of wartime 

propaganda films and the increasingly conservative interpretation of the war that took hold in 

1950. The war films of 1946 (The Captive Heart, School For Secrets) are imbued with the 
idealistic rhetoric of the PeopWs War with all its emphasis on collective effbM and by 1950 this 
has largely been written out, and the process begun of re-writuig the war as a victory for the 

middle-classes and the heroism of individuals (The Wooden Horse, OdeUe, They Were Not 

Divided). Similarly, whereas the earlier films had a willingness to acknowledge some of the 

challenging issues associated with the war effort, the 1950 films were disinclined to complicate or 
tamish the portrayal by dwelling on any troubling, problematic issues. 'Mese films signposted the 

way the war would be fought on cinerna, screens throughout the fiffies. Made in the safe knowledge 

that Britain had survived the consequences of the war and went on to prosper, they could recount 
how Britain won the war with gusto and confidence, and redefine the meaning of the war as a 

victory for traditional patriotic values. 

Wartime and fiffies films, although separated in terms of their assumptions and preoccupations, 
have a commonality: both cycles are idealised, mythic, versions of the war that portray Britain as 

universally patriotic, purposeK and self-sacrificing, and both versions were dominant forces in 

shaping the meaning of the war to their respective audiences. A striking characteristic of the 

imaging of the war in the late forties, is the relative absence of such idealised views. Filling the 

vacuum between the two cycles of myth-based accounts, are the group of pessimistic and darker 

film which offered cinemagoers a brief glimpse of the less salubrious, sinister, and complex 

undertones of the war. it was a projection of the war peculiar to those years, and it was as if the 

myth-makers were briefly caught off guard and an alternative history of the war was allowed on to 

cinema screens, and for a short time to dominate the medium. 
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Appendix One: British war and aftermath films released in Britain, 1946-1950 
* denotes films wHch did notably well at the box-office: source Billings 
+ denotes fihns reissued (all in 1949) 

War rdms Aftermath fflms War rdms as fisted by Pronay 
(WMT, 1988, vol. 8, no. 1,52. ) 

1946 1946 1946 
4 ne Captive Hean* George m CMy Street 2he Captive Heart 
Dsbon &oiy 171 Turn to You Picca&lly Incident 
Meet the Nav)A Yhe Years Between 
NightBoattoDubhn 
Ae Overlanders* 
RccadfllyJnddent* 
SchoolFor Secrets 
+lSeeaDarkStranger 
Yheirs is the Glot, -e 
MsMonlsMine 
+7he Years Between* 

1947 1947 1947 
Courtne)s of Curzon Stneet* Danang w7th Crime Ejes that Kill 
GreenforDanger* F)Ieda* Castle Sinister 
A Matter oftife and Death* YheyMade Me a Fugithe* 
Schoolfor Danger 
Teheran 
91de the Sun Shines 
Woman to Woman 

1948 1948 1948 
Against the Wind Counterblast Against the Wind 
No Room at the Lnn* Yhe Kamingo Affair Bless En; All 
7he Weaker Sex* It's Hard to be Good But Not in Vain 

Afine OKw Erecutioner It's Hard to Be Good 
NightBeat "isAy Galorel 
Portraitfivin Life 
S, wwbound 

1949 1949 1949 
Bless 'em All Children ofouince Angel With the Trumpet 
Landfall Dizabeth ofLadymead Children ofChance 
Private Angelo ftýrNotCricket Conspirator 
7heSmallBackRoom Yhe Lost People YheLostPecple 
Hat a Car? y Ohl Man on the Run Private Angelo 
"jsAy Galore Passport to Pimlico 

SfIentDust* 
7he 7hirdMan* 

1950 1950 1950 
But Not In fbin Angel Mth the Trumpet DIUMarlene 
Zhe Curefor Love* Cage of Gold Odette 
Yhe Hasty Heart* A Stranger at my Door 7hey Were Not Divided 
Morning Departure* (7he Woman With No Name 
OkIte* was released in 195 1, so it is 
7hey Were Not DMded* discowtod in total here. ) 
77je Wooden Horse* Ihe Wookn Hone 

Total 34 films Total 23 films Total 19 



199 

Appendix Two: British and Hollywood wartime war films reissued in Britain, 1946- 
1950 

denotes fihns reissued more Om once 

British reissues 
1946 
Yhe Befls Go Down (Basil DcardcN 1943) 
CandeLfght in AIge?! a (George King 1943) 
Crooks'Tbur (John Baxter, 1940) 
Yhe Goose &eps Out (Will Hay, 1942) 
+ Ae Lamp SaU Bums (Maurice Elvey, 1943) 
+MyAin Folk (Germam BuW, 1944) 
Nine Men (Harry WA 1943) 
Ships with Wings (Scrgd Nolbanday, 194 1) 
Sonwwhem on Leave (John E Blak-elcy, 1942) 
Totwnvw We Live (Goorge King, 1942) 
Yhe YoungMr Pitt (Carol Recd4 194 1) 
1947 
77ze Big Blockade (Charles Frcndý 194 1) 
Demobbed (Jolm E Btakeley, 1944) 
Yhe First ofthe Few (Leslie flowrard, 1942) 
Me Ghost ofSk. Michael's (Marcel VxwJ, 194 1) 
Ihe Ghost Rain (Walter Ford-, 194 1) 
+171 Walk Beside You (Madcan Rom 1943) 
+Jn IMch We Serve (Noel Co%w-d, 1942) 
AMatterofLife andDeath (Powell andPressburga, 1946) 
Millions Like Us (Launder and GilliA 1943) 
SecretMission (Harold French, 1942) 
Ame&kntMen (Daniel Birt, 1940) 
2M Women (Frank- Launder, 1944) 
Under YourHat (Maurice Elvey, 1940) 
Witerloo Road (Skhxy Gilliat, 1944) 
1948 

Holýywood reissues 
1946 
None 

1947 
Caught in the Draft (David Budcr, 194 1) 
Eagle Squadron (Arthur Lubin, 1942) 
Escape (Mervyn LeRoy, 1940) 
So Fnds Our Night (John CrotnweEý 194 1) 

1948 
A Unterbury Tale (PoN%d and Pressburger, 1944) Escape to Glory (Jolm Brahm, 1940) 
Cottage to Let (Andmy Asquith, 194 1) Foreign Correspondent (Alfi-ed Hitdrock, 1940) 
Yhe Day Will Dawn (Harold French, 1942) Mrs Mintver (William AWler, 1942) 
Yhe Deml-Para&se (Andmy Asquith, 1943) Northwest Passage (King vidor, 1940) 
Yhe Gentle Sex (Lcsfie Homwd, 1943) 
+171 Walk Beside You (Macim Rogers, 1943) Third reissue- 
+In "ich We Serve (Noel Coward, 1942) Second reissue. 
7he Life andDeath of Colonel Blimp (Powell and Pressburga, 1943) 
Night Train toMunich (Carol Reed, 1940) 
San Demetrio, London (Charles Frend4 1943) 
Somewhere in England (Jolm E Blak-cley, 1940) 
TrwnyJIpit(B=nardMilcs, 1944) 
YheyMet in the Dark (Kard Lamac, 1943) 
7he WayAhead(Carol Reed, 1944) 
We Dive at Dawn (Andiony Asquith, 1943) 
Went the Day Well? (C"carftiý 1942) 
1949 1949 
Coastal Command (Jack Holmes, 1942) 7he Long Voyage Home (john Fordý 1940) 
Journey Together (Jolm Boulting, 1945) North Star (UMs Westone, 1943) 
*Ain Folk (Gennain Bursa, 1944) 
One ofOur Aincraft Is Missing (Kchad PovmA 1942) 
AmpetneMnith (Leshe Howard, 1941) 
77je Siherfleet (Vcnxe Scwdl, 1943) 
Somewhere in Cvp (Jolm E Blak-eky, 1942) 
Undenvver (Scrs6 NolbarAov, 1943) 
J&jetyMike (Mwj= Rogers, 1943) 
1950 None 1950 None 
Total 50 fdm Total 10 fihns 
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Appendix Three: Hollywood post-war war and aftermath films released in Britain, 
1946-1950 
* denotes fihns Mich did notably well at the box-office: source Billings 

Warfillm 
1946 
Yhe House on 92nd Street (Hemy Hathaway, 1945) 
The Last Gjance (Leopold Undtberp, 1945) 
O. SS (hying Pichcl, 1946)* 
Out ofthe Depths (D. Ross Ledarnan, 1946) 
Mson Ship (AM= Dreifuss, 1945) 
Rendezvous 24 (Jwies Tinlin& 1946) 
Tars and Spars (Alfird E Green, 1945) 
To Each his Own (NfitcbcU Leisen, 1946) 

What lVext, Corporal Hargrave? (Richard Thorpe, 1945) 

1947 
Ae Beginning or the FjWP (Norrnan Thurog, 1947) 
Cloak and Dagger (Fritz Lang, 1946) 
High Barbarve (Jack CaTway, 1947) 

13 RueMadekine (Hauy Hathaway, 1946) 

1948 
Now 

1949 
Command Decision (Sarn Wood, 1949) 
Fighter Squadron (Rwd WaLgh, 1948)* 
Home ofthe Brave OAA Rob=4 1949) 
JunglePatral (Joe Newman, 1948) 
Task Force (Dekner Dam, 1949) 

1950 
Battleground (Williain WcUnian, 1949) 
7he Boy With Coven Hair (Joseph Loscy, 1948) 
East ofthe Rising SunlMalaya (Richard Thorpe, 1949) 
&mdr of1wofima (Allan Dwan, 1950)* 
Yhrve Came Home Ocan Negulesco, 1950)* 
lkvhv O'Clock High (Henry King, 1949) 
nen Willie Comes Marching Home (John Ford, 1949) 

Aftermath films 
1946 
77ie Blue Dahlia (George MaxshaA 1946)* 
Cornered (Edward Dmytryk, 1945) 
Forever in Love (Dchner Daves, 1945) 
From Yhis Day Forward (John Berry, 1946) 
Love Letters (William Dicterle, 1945) 
Yhe Man W; o WalkedAlone (C. Cabannc, 1945) 
Somewhere In the Night (J. L. MarAdewicz, 1946) 
Strange Triangle (Ray McCarey 1946) 
7he Srnmger (Orson WcUes, 1946) 
7111 the EndofTime (Edward Dmytryk, 1946) 
Tomonviv is Forever (Irving Pichel, 1945) 
Too Young to Know (Fred Do Cordova, 1945) 
Welcome Home (Jack Moss, 1945) 
WithoutReservation (Mavyn LeRoy, 1946) 
Yhe Young Widow (Edwin L Marin, 1946) 
1947 
7he Best Years ofOur Lives (W. NVyler, 1946)* 
G. 1 BHdes (George Blair, 1946) 
Guilt ofJanetAmes (Hairy Levin, 1947) 
It ý Great to be Young (Del La-d, 1946) 
Living In a Big Way (Gregory La Cava, 1947) 
Rookies Come Home (Charles T. Barton, 1947) 
Seven Were Saved (William Pine, 1947) 
Step by Step (Phil Rosen, 1946) 
Swell Guy (Frank Tuttle, 1946) 
1948 
A Foreign Affair (Billy Wilder, 1948)* 
Berlin Erpress (Jacques Toumcur, 1948) 
Be 

. wnd Glory (John Farrow, 194 8) 
Crossfire (Edward Dmytryk, 1947) 
Desire Me (not credited, 1947) 
High Wall (Curtis Bemhardt, 1947) 
Homecoming (Mervyn LeRoy, 1948) 
Saigon (Leshe Fenton, 1947)* 
Sealed Perdet (Lewis Allen, 1948) 
7he Unfaithful (Vincert Sherman, 1947)* 
1949 
1 Was a Mate War Bride (Howard Hawlas, 194 9) 
Intrigue (Edwin L Marin, 1947) 
John Ioves Mary (David Butler, 1948) 
* Own True Love (Compton Bonett, 1948) 
Rogues'Regiment (Robert Florcy, 1948) 
7he Street WI th No Name (Will Kcighlcy, 194 8) 
1950 
AfierMidnight (Mitchell Icisen, 195o) 
7he Big Hangover (Norman Krasna, 195o) 
7he Men (Fred Zinnanann, 1950) 
7he Miniver Story (R C. potter, 1950)* 
7he Search (Fred Zkaicmann, 194 8) 
TOk 

.w 
Joe (Stuart Heisler, 1949) 

Total 25 film Total 46 rilms 
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Appendix Four: Survey of war and aftermath books published in Britain, 1946-1950 

This is not an exhaustive survey but a list of titles that surfaced during the research. It is only intended to 
give an impression of the potential volume of war-related literature published in the years under review. 

1946 
Baum, MckL Berlin Hotel (rhe Book Club). 
Butcher, H. C., Three Years with Eisenhower (Wifliarn Heinemann). 
David, D. L., This Man is a Spy (Rich and Cowan). 
Douglas, Keith, Alamein to Zem Zem (Edition Poetry). 
Gibbs, Philip, Through the Storm (The Book Club). 
Gibson, Guy, Enemy Coast Ahead (Michael Joseph). 
Goflancz, Victor, In Darkest Germany (Gollancz). 
Goodwin, George, Marconi: A War Record 1939-45 (Chatto and Windus). 
Hackforth-Jones, Gilbert, Through the Storm (The Book Club). 
Umklater, Eric, Private Angelo (Jonathan Cape. Second edition, 1948, Reprint Society). 
Mathews, WR-, St. Paul's Cathedral in Wartime (Hutchinson). 
Maugharn, R-C. F., Jersey Under the Jackboot (W. H. Allen. Further editions 1947,1948,1949,1950). 
du Maurier, Daphne, The Years Between (Doubleday). 
Millar, George, Horned Pidgeon (Heinemann. Reprinted same year). 
Moorhead, Alan, Montgomery: A Biography (Hamish Hamilton. Reprinted 1947). 
Montgomery, Field Marshall, El Alamein to the River Sangro (Hutchinson). 
Roberts, Andrew, Schemefor One (The Book Club). 

1947 
Charles, Theresa, Happy Now I Go (Longmans, Green). 
Harris, Arthur, Bomber Offensive (Collins). 
Innes, Hammond, Yhe Lonely Skier (Macmillan). 
Mackenzie, Compton, nisky Galore! (Chatto and Windus). 
Montgomery, Field Marshall, Normandy to the Baltic (Hutchinson). 
Muggeridge, Michael (ed. ), Ciano's Diary, 1939-43 (Heineman). 
Reynolds, Quentin, Seventy 7housand to One (Cassel). 
Shulman, Milton, Defeat in the West (Secker and Warburg). 
Shute, Nevij, Most Secret (First published 1945. Reprinted 1947,1949.1950). 
Trevor-Roper, Hugh, 7he Last Days offfiller (Macmillan, 1947). 

1949 
Baron, Alexander, From the City, from the Plough (Jonathan Cape). 
Brooke, Jocelyn, 7he Military Orchid (Bodley Head). 
Churchill, Winston, 7he Second World Wan, Volume One, Ae Gathering Storm (Cassell). 
Household, Geoffrey, Arabesque (Chatto and Windus). 
Keith, Agnes, Newton, Yhree Came Home (Michael Joseph. Ten impressions 1948-1950). 
Lochner, L. P. (ed. ), Yhe Goebbels Diaries (Hamish Hamilton). 
Morgan, Guy, Red Roses Every Night (Quality Press). 
SchimanskL Stefan (ed. ), Leaves in the Storm: A Book ofDiaries (Lindsay Drummond) 

1949 
Bowen, Elizabeth, Yhe Heat Of the DaY (Jonathan Cape, five editions. Reprint Society, 1950). 
Chapman, Spencer, E, Yhe Jungle is Neutral (Chatto and WMdus. Reprint Society, 1950). 
Churchill, Winston, 7he Second World War, Volume Two, 7heir Finest Hour (Cassell). 
Guest, John, Broken Images (LOngmans, Green and Co. ). 
Maclean, Fitzroy, Eastern Approaches (Jonathan Cape). 
Mailer, Norman, 7he Nakedand the Dead (Allan Wingate, eight impressions by 1950). 
Sherwood, Robert, E., 2he "ite House Papers ofHa, 7y L Hopkins. 
St George Saunders, Hilary, The Green Beret: 77'e Story of the Commandos 1940-1945 (Michael Joseph). 
Strensall, T-, Me Story Of the Battalion Of the Kings Own Yorkshire Light Infantry 1939-1946 (Strensall). 
rickell, Jerrard, Odette: 77je Story ofa British Agent (Chapman and Hall, four impressions). 
Williams, Eric, 7he Wooden Horse (Collins, seventeen impressions by 195 1). 
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1950 
Churchill, Winston, 7he Second World Mr, Volume 7hree, 7be GrandAlliance (Cassell). 
Leahy, William D. I Was 7here (Victor Gollancz). 
Moss, W. Stanley, I'll Met by Moonlight (Haff ap). 
Peniakoflý Vladirnir; Popski's Private Army (Jonathan Cape). 
Richardson, Anthony, Wingless Uctory (Oldhams). 
Shute, Nevil, A Town Like Alice (Heinemann). 
Tickell, Jeffard, Odette: 7he Book of the Film (Chapman and Hall). 
Wheatley, Dennis, Vfor Vengeance (Hutchinson). 
Weeks, R-, Organisation and Equipmentfor World War Two. 
Young, Desmond, Rommel (Collins). 

Total 56 tides 
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Filmography 

British War and Aftermath Films, 1946-1950 
All film are dated by year of release (dates in brackets indicate copyright/completion date if 
different from release year). Films have been viewed unless otherwise stated. The total number of 
films is 57. 

Details adapted from: Quinlan, David, British Sound Film 1928-1959 (London: Batsford, 1984); 
Speed, Maurice, Flilm Review (London, MacDonald, 1946-195 1); and the Monthly Film Bulletin. 

Key 
PC Production company 
P Producer 
d Director 
se Script/scrcenplay 
a Adaptod from a novel/play (28 in total) 
ph Photography 
IP Lcading players 

Films %hich did notably well at the box-office. 

Against the 147nt Marc-h 1948. PC Eating. P Sidney Cole. d Charles Crichton. sc TER Clarke. 
Based on an idea by I Elder Will& ph Lionel Banes. IP Jack Warner, Gordon Jackson. British 
saboteurs in occupied Belgium in 1943 encounter treachery in their own ranks. 

The Angel with the Trumpet, March 1950 (1949). pc London Films. p Karl Haffl. d Anthony 
Bushell. sc Hartl, Franz Tassie, Clemence, Dane. a Novel by Ernst Lothar published in 1944. ph 
Robert Krask-er. Ip Basil Sydney, Eileen Herlie. Viennese family cavalcade from I 9th century until 
the present which serves as an aftermath commentary on Europe. 

Bless 'em, 411, April 1949 (1948). pe Advance. p1d Robert Jordan Hill. sc C. Boganny, Hal Monty. 
ph S. D. Onions. Ip Hal Monty, Max Bygraves. Not viewed. First Of two slapstick comedy 'Skimpy' 
fdrns. 

But Not in Vain, February 1950 (1948). pc Anglo-Dutch. p Guus Ostwalt, Geoffrey Goodhewt d 
Edmond T Greville. sc Ben Van Eeslyn. a Play by Eeslyn. ph wffliam Mcjeod. Ip Raymond 
Lovell, Carol Van Dcrman, Martin Benson. Not viewed. About Dutch underground in 1943. 

Cage ofGold, October 1950. pc Ealing. p Michael Relph. d Basil Dearden. sc Jack Whittingham. 
Ip James Donald, Jean Simmons. ph Douglas Slocombe. Not viewecL Woman becomes infatuated 
with ex-pilot racketeer. 

The Captive Hear4 April 1946. pc Ealing. P Mchael Relph. d Basil Dearden. sc Angus Macphait 
Guy Mor&m Ip MidwI Redgrave, Jack Warner, Basil Radforcl, ph Douglas Slocombe. First PoW 
dmma. * 

Children ofChance, October 1949. pc Ortus. p Ludovico Toeplit7, john Sutro. d LWgi Zamp a. sc 
Piero Tellinit Michael Mcdwin- Ph Carlo MOntuOri. IP Manning Whiley, Patricia Medina, Yvonne 
Mitchell. Not viewed. Story about illegitimate children of Allied soldiers in Italy. 

Counterblas4 June 1948. pc British National. P Louis H. Jackson. d Paul L Stein. sc Jack 
Whittinghan'L a Story by Guy Morgan. ph James Wilson. lp Mervyn Johns, Sybilla, Binder, Nova 
Hbean-L Mad Nazi scientist escapes from British POW camp after the war and continues the war 
using bacteriological weapons. 
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Courtne)w of Curzon Street, September 1947. pc Imperadio. p1d Herbert Wilcox sc Nicholas 
Phipps. ph Max Greene. 1p Michael Wilding, Anna Neagle. An intcr-gcnerational saga about an 
army family, it is a war film by historical parallel. * 

The Curefor Love, February 1950 (1949). pc Island Productions-London Films. p1d Robert Donat 
sc Walter Greenwood, Donat, Alexander Shaw, Albert Fennell. a Greenwoods 1945 play. ph Jack 
Cox. 1p Robert Donat, Renee Asherson. Not viewedL Romantic problems of soldier on wartime 
home leave. * 

Dancing with Crime, October 1947. pc Coronet/Alliance. p James Carter. d John Paddy Carstairs 
sc Brock Williams. ph Reginald Wyer. 1p Richard Attenborough, Bill Owen. Two fiiends return 
from war service and get caught up in murder and racketeering. 

Eliwbeth of Ladymead, February 1949 (1948). pc Imperadio. p1d Herbert Wlcox. sc Frank 
Harvey. a Play by Harvey. ph Max Greene. 1p Hugh Williams, Anna Neagle, Bernard Lee. Focuses 
on social change caused by war and the impact on homecoming soldiers. 

The Fool and the 1Wncess, January 1949 (1948). pc Merton Park p Frank Hoare. d William 
Hammond. sc Hammond. a Novel by Stephen Spender. ph A. T. Dinsdale. 1p Bruce Lester, Lesley 
Brook. Not viewed. Ex-soldier finds it difficult to setde down after war service. 

Frieda, July 1947. pc Ealing. p Michael Relph. d Basil Dearden. sc Angus Macphail, Ronald 
Millar. a Play by Millar. ph Gordon Dines. 1p Mai Zetterling, David Farrar:, Flora Robson. 
Explores the problem of how to treat the defeated enemy. * 

George in 0M Street, July 1946. pc British Columbia. p Marcel Vamel, Ben Henry. d Vamel. sc 
Peter Fraser, Ted Kavanagh, Max Kester, Gale Pedrick. ph Phil Grindrod. 1p George Formby, 
Rosalyn Boulter, Ronald Shiner. George Formby as an ex-serviceman returning to the problems of 
Civvy StreeL 

Green for Danger, January 1947 (1946). pc IndividualAndependent Producers. p Sidney Gilliat 
Frank Launder. d Gilliat. sc Gilhat, Claude Guemey. aA novel by Christianna Brand. ph Wilkie 
Cooper. lp Alastair Sim, Rosamund John, Sally Gray, Trevor Howard. Comedy-thriller set in a 
wartime emergency hospital. * 

The Hasty Heart, October 1950 (1949). pc Associated British-Pathe. p1d Vincent Sherman. sc 
Ranald Macdougall. a Play by John Patrick. ph Wilkie Cooper. 1p Richard Todd, Ronald Reagan, 
Patricia Ned. Comedy-weepie set in a Burmese hospital in 1945. * 

I'll Turn to You, June 1946. pc Butchers. p F. W. Baker. d Geoffrey FaidM. sc David Evans, 
Kathleen Buder. ph Arthur Grant 1p Don Stannard, Terry Randall. Not viewed. Tackles topical 
problems of post-war shortages and resettlement. 

I See a Dark Stranger, August 1946. pc Individual. p Frank Launder, Sidney Gilliat. d Launder. sc 
Launder, Gilliat ph Wilkie Cooper. 1p Trevor Howard, Deborah Kerr. Wartime comedy-drama 
based around misguided Irish girl who wants to help the Germans. 

it's Hard to be Good, December 1948. pc Two Cities. p John Gossage. d Jeffrey Dell. sc Dell. ph 
Laurie Friedman. IP Jimmy HanleY, Anne Crawford, Raymond Huntley. Not viewed. Dernobber 
tries to spread peace and goodwill. 

It's Not Cfickt, May 1949 (1948). pc Gainsborough. p Betty Box. d Alfred Roome, Roy Rich. SC 
Bernard MaCNab- Ph Gordon Lang- 1p Basil Radford, Naunton Wayne, Susan Shaw. Slapstick 
comedy about escaped Nazi from occupied Germany who travels to England. 
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Landfall, November 1949. pc Associated British-Pathe. p Victor Skutezty, d Ken Annakin. sc 
Talbot Jennings, Gilbert Gunn, Anne Burnaby a Nevil Shute novel published in 1940. ph Wilkie 
Cooper. lp Michael Denison, Patricia PlunkM Kathleen Harrison. Story about a Coastal 
Command flier in 1940. 

Lisbon Story, May 1946. pc British National. p Louis H Jackson. d Paul Stein. sc Jack 
Whittingham. a Wartime musical play by Harold Purcell. ph Ernest Palmer. Ip Patricia Burke, 
David Farrar, Walter Rilla. Musical spy-drama set in wartime Paris and Lisbon. 

The Lost People, September 1949. pc Gainsborough. p Gordon Wellesley. d Bernard Knowles. sc 
Bridget Boland. a Play by Bridget Boland. ph Jack Asher. lp Dennis Price, Mai Zetterling, Richard 
Attenborough. Set in German displacement camp, it depicts post-war antagonisms between 
European ram and creeds. 

Man on the Run, June 1949 (1948). pc Associated British Pathe. p1dIsc Lawrence Huntington. ph 
Wilkie Cooper. lp Derek Farr, Joan Hopkins, Edward Clapman. Not viewed. Story about a 
deserter on the run. 

A Matter ofLife and Death, January 1947 (1946). pc The Archers. Pldlsc Powell and Pressburger. 
ph Jack Cardiff. lp David Niven, Kim Hunter, Roger Livesey Multi-layered story about an RAF 
pilot who seems to survive a plane crash against the odds. * 

Meet the Navy, September 1946. PC British National. p Louis H. Jackson. d Alfred Travers. sc 
Lester Cooper, James Seymour. sc Based on successful forces stage show. ph Ernest Palmer. 1p 
Lionel Murton, Margaret Hurst John Pram Not viewed, musical set in wartime. 

Mine Own Executioner, February 1948 (1947). pc London Films. p Anthony Kimmins. d 
Kimmins, Jack Kitchin. sc Nigel Balchin. a Novel by Balchin. ph Wlkie Cooper. lp Burgess 
Meredith, Kieron Moore, Dulcie Gray. Story about a troubled psychologist and his ex-RAF patient 
whose mental problems were triggered by his experience as a PoW. 

moming Departure, April 1950 (1949). pc/p Jay Lewis. d Roy Baker. sc William Fairchild. a 
From a play by Kenneth Woollard. ph Desmond Dickinson. lp John Mills, Richard Attenborough, 
Helen Cherry. Story about a navy submarine sunk during exercises. Set after the war, but to all 
intents and purposes this qualifies as a war fihn. * 

Night Beat, April 1948 (1947). pc British Lion p1d Harold Huth. sc T. J. Morrison, Roland 
Pertwee. ph Vaclav Vich. 1p Ronald Howard, Christine Norden, Maxwell Reed. Two dernobbers 
join the police and get involved in racketeering. 

Night Boat to Dublin, April 1946 (1945). pc Associated British. p Hamilton G. Inglis. d Lawrence 
Huntington. sc Hmtingto'4 Robert Hall. ph Otto Heller. lp Robert Newton, Raymond Lovell, 
Muriel Pavlow. Thriller about Nazi infiltrators, Swedish scientists and the atom bomb. 

No Room at the Inn, November 1948. PC British National. p Ivan Foxwell. d Dan BirL sc Foxwell, 
Dylan Thomas. a Play by Joan Temple. ph James Wilson. lp Freda Jackson, Ann Stephens, 
Hennione Baddeley. About the ill-treatment of child evacuees and the dubious activities of 
townsfolk in wartime Britain-* 

Odette, october 1950. pc Imperadio. p1d Herbert Wilcox. sc Warren Chetharn Strode. a Novel bY 
Jerrard Tickell. Ph Max Greene- IP Trevor Howard, Anna, Neagle. Story of real fife resistance 
heroine, Odette. * 



217 

The Overlanders, October 1946. pc Ealing. p Ralph Smart. dIsc Harry Watt. ph Osmond 
Borradaile. Ip Chips Rafferty, John Nugent Hayward. Dramatisation of cattle drive across Australia 
in 1942 in the wake of threatened Japanese invasion. * 

Passport to Pimlico, June 1949 (1948). pc Ealing. p EXH. EmmetL d Henry Cornelius. sc I E. 
B. Clarke, Cornelius. ph Lionel Banes. Ip Stanley Holloway, Barbara Murray, Margaret 
Rutherford. Comedy about post-war shortages and the political and social fall-out from the war. * 

Piccadilly Incident, October 1946. pc Associated British- pd Herbert Wlcox. sc Nicholas Phipps. 
ph Max Greene. lp Anna Neagle, Nfichael Wilding. Romance set in London blitz. * 

Portrajtfivm Life, December 1948. pc Gainsborough. p Anthony Damborough. d Terence Fisher. 
sc Muriel and Sydney Box, Frank Harvey. ph Jack Asher. Ip Mai Zetterling, Guy Rolfe. Drama 
about a displaced pawn forcibly adopted by Nazi war criminal. 

Private Angelo, August 1949. pc Pilgrim. p Peter Ustinov. dIsc Ustinov, Nfichael Anderson. a 
Novel by Eric Linklater. ph Erwin Hillier. Ip Peter Ustinov, Godfrey Tearle, Mafia Denis. Satire on 
wartime arnry service. 

School for Danger, March 1947 (1946). p RAF Film Unit d Wmg Commander E. Baird. 
Kinernalograph Weekly (13 February 1947). About secret operations in wartime France. Strictly 
spealcing it is a documentary, but as it was treated as a feature fihn it has been included here. 

School for Secmls, November 1946. pc Two Cities. p Peter Ustinov, George H. Brown. d1sc 
Ustinov. ph Jack HildYard- IP RalPh Richardson, Raymond Huntley, Richard Attenborough. 
Comedy-drama, about wartime boffins and the discovery of radar. 

Silent Dust, March 1949 (1948). pc Independent Sovereign. p Nat Bronsten. d Lance Comfort. sc 
Michael Pertwee. a Play by Pertwee, Roland and Michael. ph Willde Cooper. lp Stephen Murray, 
Nigel Patrick, Sally Gray. Melodramatic story of a soldier who returns from the dead, but as a 
murderous deserter rather than a hero. * 

The SnwII Back Roon4 February 1949 (1948). pc The Archers/London Films. p1d Powell and 
Pressburger. sc Powell and Pressburger. a Novel by Balchin. ph Christopher Challis. Ip David 
Fa=, Kathleen Byron. Wartime drama revolving around a self-doubting boffin, booby-trapped 
bombs and political machinations at the highest level. 

Snowbound, May 1948. pc Gainsborough. p Aubrey Baring. d David MacDonald. sc David 
Evans, Keith Campbell. a Novel by Hammond Innes. lp Robert Newton, Dennis Price, Herbert 
Lorn. Thriller with various mysterious Characters searching for gold hidden by Nazis in Italian 
Dolomites. 

A Stranger at my Door, July 1950. pe Leinstcr Films. p Paul King. d Brendan J. Stafford, 
Desmond Leslie. sc Leslie. ph Stafford. Ip Michael Moore, Valentine Dyall. Not viewed. Ex- 
serv, cemm gets caught up m blackmail and crime. 

Teheran, March 1947. pe Pendennis (Anglo-Italian production). p Steven Pallos, John Stafford. d 
Wdliam Fresbman. sc Akos ToInay, Freslunan. ph U. Arata. Ip Derek Farr, Marta Labarr 
Convoluted story about attempt to kill Roosevelt in 1943 in Teheran. 

Theirs is the Glory, October 1946. pc General Film Distributors p Castleton Knight d Brian 
Desmond HursL Historical reconstruction of the battle Amhern a year after the event in the rums of 
Arnhem itself The film was treated as a feature film and is therefore included here. * 
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They Made Me a Fugitive, August 1947. pc Gloria/Alliance. P Nat Bronston, James Carter. d 
Cavalcanti. sc Noel Langley. a Novel by Jackson Budd. ph Otto Heller. Ip Sally Gray, Trevor 
Howard, Griffith Jones. Brooding melodrama about ex-RAF pilot who gets into the racketeering. * 

They Were Not Divided, April 1950. pc Two Cities. p Herbert Smith. d1sc Terence Young. ph 
Harry Waxman. Ip Edward Underdown, Ralph Clanton, Michael Brennan. Regarded at the time as 
first British post-war war film, it traces the fortunes of the Welsh Guards from 1940. * 

The Thitd Man, October 1949. pc London Films. p Carol Reed, David 0. Selznick, Alexander 
Korda. d Reed. sc Graham Greene. ph Robert Krasker. Ip Trevor Howard, Joseph Cotten, Orson 
Welles. Thriller set in post-war Vienna evoking a depressing, shadowy, and anarchic post-war 
atmosphere. * 

This man is Mine, October 1946. pc Columbia British. p1d Marcel Vamel. sc Doreen 
Montgomery, Nicholas Phipps, Reginald Beckwith, David Evans, Mabel Constanduros, Val 
Valentine. a Play by Beckwith. ph Phil Grindrod. Ip Tom Walls, Glynis Johns, Jeanne de Casalis. 
Comedy4arce about home-front life in 1942. 

The Weakr Sex, October 1948. pc Two Cities. p Paul Soskin. d Roy Baker. sc Esther McCracken, 
Soskin. a Play by McCracken. ph Erwin Hillier. Ip Ursula Jeans, Joan Hopkins, Lana Morris. 
Gentle portrait of the life of a housewife from D-Day to the present* 

"at a Carty On II September 1949. pc Films Studios Manchester. p1d John E Blakeley. sc. 
Anthony Toner. ph Ernest Palmer. Ip Jimmy Jewell, Ben Warriss. Not viewed. Slapstick army 
comedy. 

"ile the Sun Shines, March 1947 (1946). pc Associated British. p Anatole de Grunwald. d 

Anthony Asquith. sc Terence Rattigan, de Grunwald. aA play by Rattigan. ph Jack Hildyard. IP 

Ronald Squire, Brenda Bruce, Bonar Colleano, Ronald Howard. Pre-war style drawing room farce 

updated to a wartime setting. 

"isky Galomý July 1949 (1948). pc Ealing. p Monja Danischewsky, d Alexander Mackendrick. 

sc Compton Mackenzie, Angus Macphail. a From novel by Mackenzie. Ip Basil Radford, Joan 
Greenwood, James Robertson Justice. Set in 1943, a comedy about whisky looting that Parodies 
many wartime values. 

Woman to Woman, March 1947 (1946). pc British National. P Louis H. Jackson. d Maclean 
Rogers. sc James Seymour, Maijorie Deans. a Play by Michael Morton. ph James Wilson- IP 
Adele Dixon, Douglass Montgomery, Joyce Howard. Not viewed. Wartime romantic triangle. 
Third film version of a play originally set in the Great War. 

The Wooden Horse, October 1950. Pc Wessex. p Ian Dalrymple. d Jack Lee. sc Eric Williams. a 
Novel by Williams. ph C. M. Pennington-Richards. Ip Leo Genn, Anthony Steel, David Tomlinson. 
PoW escape story which set the tone for later PoW films and television series. * 

The Years Between, July 1946. pc1p Sydney Box. d Compton BennetL sc Muriel and Sydney Box. 
a Play by Daphne du Maurier. ph Reginald H. Nvyer. Ip Michael Redgrave, Valerie Hobson, Flora 
Robson. Drama about the raised expectations of a wartime wife and the return of her ex-PoW 
husband. * 
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