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i lm direclor Fred Zinnemonn The lock of l i teroture on Zinnemonn is not due
(1907-1997)wosoconsummoteouieur. to o Kubrickesque reludonce to give interviews.
His twenty-two feolure fi lms spon on im- On the controry, in o number of orticles, ond mosl
pressive ronge of genres ond include such vividly in his 1992 outobiogrophy, he provides us

clossicsosHigh Noon (1952),FronHeretoEter-  wi th condid insights into his work2. Nor did his
ni fy (1953),  Oklohomo! (1955),  A Mon for Al l  to lenr go unrecognised by his peers.  Zinnemonn
Seosons (1 966),The Doy of the Jockol (1973) and received four Acodemy Awords, two Directors
Julio (1977). His fi lms presenl some of the finest Guild of Americo owords for Best Director, the first
performonces delivered by octors Gory Cooper, John Huston Aword forArtisls Rights, ond numer-
Audrey Hepburn, Morlon Brondo. Orson Wellesr oUS olheroccolodes3.
Groce Kel ly,  Jone Fondo, Burt  Loncoster,  Zinnemonn's f i lms do nof beor the v isuol  wq-
Montgomery Clift ond mony olhers. termork of o John Ford or on Alfred Hifchcock

Roised in Vienno ond educoted in low, Zinne- piclure. However, one con discern o cleor ond uni-
monn wos on inlellectuolwho monoged lo chorion fying norrotive lheme within the outeurist spine o{
independenf course through the vogories of Holly- Zinnemonn's work. In his own words, his slories ore
wood. His pictures were mosily mode for lhe moior 'obout the humon spirit refusing to be broken'a.

siudios, though in subjecl motter ond iechnique When I f irst reod thot simple self-observotion, I
they often ron conlrory io prevoil ing norms. immediotely thought of Gory Cooper's beleo-
Whether it wos shooting on-locotion in o neo-reol- guered ond yel resil ient sheriff in High Noon, Fronk

ist style with non-octors (fhe Seorch, 1948), select- 5inotro's trogic figure in From Here to Eternity, ond
ing o non-commerciol topic such os disobil ity (fhe lhe morol integrity of Poul Scofield's Thomos More

Men,1950),  or  choosing to moke on ont i -heroic inAMon forAl /  Seosons'

western (High Noon, 1952), Zinnemonn guickly The cinemotic coherence of this underlying

estoblished o reputotion {or doing things differ- theme is opporent, in spite of the {oct thot Zinne-

ently. Yet, ihe studio bosses respected him qnd the monn usuolly chose to work with differeni octors,

finished fi lms o{ien reflect his ,direcior,s cul,. wrilers, producers, comeromen, editors, compos_
l1E Ur rreo zln nemon n is orso o f ilmmoker obout 

ers ond olher colloborolors on eoch of his pro jects'

whom curiously t i t t te hos been wrinen. At o r im; l l : : : " :" l i t l : i t_"th"moderwoorrhreef i lmswith
when the notion of lhe outeur is st i l l  very much 

the some col leogue' bul on only two proiects did

ol ive,  os evidenced by the exponent io l  output in
orlicles ond books on Alfred Hitchcock, Fred Zin-
nemonn remoins o neglecied f igure.  The f i rst
scholor ly book on the director publ ished in Engl ish,
The Films of Fred Zinnemonn: crit icolperspecllves,
oppeored in 1999, ond feotures on excel lent  col-
lect ion of  essoys edi ted by Arthur Nol let t i  Jrr .
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he work with the some director of photogrophys.
This foctor moy be o chief coniributing reoson for
lhe greoter diversity of visuol style in his piclures.

Another overlooked pofiern is the l ineoge of
powerful performonces inherent in Zinnemonn's
fi lms, whether by novices or experienced octors.
His reoufoiion os on 'octor's director'wos l inked to
the importonce he ofioched to the process of cost-
ing. 'The key to the success of o fi lm, is the costing
- the oclors', he observed. 'By success I meon
whether it comes off or doesn'l come off, forgetting
whether it mokes money or not'6. His opprooch to
directing oclors, ond in porticulor his interest in
semi-documentory techniques, were omong the
subiects I wished to discuss with him. Eorly on in his
coreer, Zinnemonn wos strongly influenced by
Robert Floherty, ihe legendory 'fother of the docu-
mentory'. He spent o period of t ime working os on
ossistont io Floherty in Ber l in in 193 I  .

'Professionolly, he wos my godfother' , Zinne-
monn exploined when discussing Robert Floherty
with me. After studying Floherty's f i lms, I hod trov-
elled oround the world visit ing lhe communities
where he mode lhem, ond hod wrif len obout the
legocy of Floherty's Nonook of the Norfh (1922Y .
I wos thus inlrigued to leorn obout the impoct Flo-
herty hod on Zinnemonn's opprooch lo moking
movies.

I hod the opportunity to do so when I wos
invi ted to to lk wi th Fred Zinnemonn in June 

. l996,

in lhe yeor before his deoth. The interview wos held
in his comfortoble office suite, locoted in lhe some
Moyfoir  oportment bui ld ing in London where he
lived with his wife, Ren6e. He greeted me oi the
door io his office ond, wolking wiih o cone, offered
me o choir  in the l iv ing room. We lhen spent sev-
erol hours tolking obout o ronge o{ subiecis. The
following is o portion of the interview. I begon by
osking him obout Robert Floherty:

FZ: Well, I met Floherty in my formolive yeors

ond I  wos lucky enough to hove spent s ix months
with him. I  leorned from him port iculor ly thot  one
should st ick lo one's guns, ond try io fo l low one's
insl incts in moking o f i lm. Which ot  t imes, o{
course, is nol  eosy.

AM: Mony t imes, I  would hove thought.
FZ: In his whole l i fe he only mode six pic lures,

becouse o{ thot .  I  t r ied to l ive up to thoi  wi lh o
certoin omount of  success. He certoinly inf luenced

my sty le of  moking f i lm in the sense thot I  l iked using
the documentory opprooch to moking o fi lm when
il 's oppropriote. lt must olwoys be on oppropriote
thing for the subject, but when there is o chonce os
in The Men, or The Doy of the Jockol, or High
Noon, I wos olwoys glod to use thot. I wonted to
orgonise High Noon in the woy o documentory
would hove been mode ot thot t ime when the oc-
tion hoppened. Except thot in the I 880s there wos
no such ihing os motion pictures. So thot in using
the style, ihe comeromon Floyd Crosby ond I stud-
ied very core{ully coniemporory sii l l  photogrophy,
porticulorly the photogrophs of Mr Lincoln's com-
eromon (Motthew Brody) who photogrophed ports
of the Civil Wor in Americo. Thot meont thot we
used o groiny kind o{ print, deliberolely groiny ond
flot, with o very white sky, insleod of o dork sky with
pretty clouds on it. So, it reosonobly looks o bit l ike
photogrophy of thot period ond gives it o feeling o{
being outhentic, which wos nol the usuol method
ot oll ot the time when this fi lm wos mode.

AM: Whot strikes me obout both High Noon
ond fhe Doy of the Jockol in the woy thot they
effectively ochieve o sense of suspense, is in the
construction, the editing. Of course, the editor on
High Noon, Elmo Will ioms, received on Oscor for
lhe work. I iust wonder if you could give me o sense
of your opprooch to the editing of both fi lms, the
tight construclion, ond how closely you worked
with the editors.

FZ:Ihere wos o difference in the two fi lms in
thot the finol cut on fhe Dov of the Jockol I hod the
right to do, ond the finol cut on High Noon wos lo
o certoin extenl the producer Stonley Kromer's
work. Except thot I hod pre-cut the fi lm in the com-
ero, pre-edited it in such o woy ihoi i i  could be put
together only one woy. There were clocks in oll the
imporlont sequences indicoting the time, so you
could not chonge the structure very well. Kromer
did o very f ine iob of  f ine-cutt ing,  but the edi t ing,
the bosic edi t ing,  wos done in the comero.

AM: I think port oi the greot success of both
High Noon ond fhe Doy of the Jockol is in the poce,
the rhythm. From the very firsi shot it corries oll the
woy through the f i lm.

FZ: \Nel l ,  thoi  mechonicol  woy in High Noon
wos on elemeni ihot  I  emphosised which wos my
contribution to the script itself, thot I ireoted the
elemeni of  t ime os on enemv. In oiher words,  lhe

o
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Fig. l. High Noon production shot wirh Floyd Crosby (left), Fred Zinnemonn (centre) ond Gory
Cooper, 1952. [Photo: Courfesy of Museum of Modern ArtlFilm Slills Archive.]

foct thot the time wos running oui become o threot
in itsel{. The whole thing become in o sense o roce
between iime ond the hoppening itself. In the cose
ol The Jockol, lhe reoson why I wonled to moke it
wos io see i f  you could mointoin tension in o f i lm
where the oudience knew f  he ending. I  th ink every-
body ot thot t ime knew thot de Goulle hod not died
in lhol  monner.  Thot in i tsel f  wos o chol lenge ihot  I
found very inleresting. But, in foct, thot hod olso
been true with the book.

AM: How did you work wilh the edilor on bolh
fi lms? Did you work very closely with ihe ediior, or
did you woit unli l lhey put something togelher, o
rough cui ,  ond then io lked wi ih them obout i t?

FZ: Normol ly the woy I  l ike to work is to let  the
edi tor  moke his own rough cut wi thoul  my ever
looking ol  i t .  So, he does thot os I  shoot the i i lm.
When o product ion is f in ished, I  o lwoys used to go
owoy for two weeks ond let  the mon f  in ish the work,
then I  looked ot  i t .  Thot woy I  come io i t  f resh, wi th
o sense of  whether i t  wos long, or too short ,
whether i i  come of f  or  d idn' l  come of f .  And from

then on I stoyed with the editor lhroughout the
editing period,

AM: Whot is foscinoting obout the two fi lms is
the woy they ochieve ond mointoin o very high level
of suspense. In High Noon it is very tightly com-
pocted into thot ninely minutes of clossic construc-
tion thot you ochieve. Whereos, in The Doy of the
Jockol, you ore hoving to sustoin thot high level of
suspense over o longer period of t ime.

FZ: Yes, in the cose of Doy of the Jockol the
inlerest is portly on i is chonge of scenery ond bock-
ground ond the vor ious elements thot  go into the
whole enferprise. lt olso hos to do with the woy the
moin chorocter is treoted. in thoi he's totolly un-
emoi ionol  ond gives nothing owoy. So thot lhe
oudience is puzzled ond does not know how i l  is
going to come out -  |  don' t  g ive them ony hints.

AM: Thot is whot is so str ik ing.  Up unt i l the losi
moment you iust  don' t  know. As the viewer,  you

olso f ind yoursel f  in the pecul ior  s i tuoi ion of  wont-
ing him to be successful .  And you ore disoppointed
thol  he doesn' t  k i l l  de Goul le.

os
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FZ: Yes, yes. In focl, lhere were mony tries to
ki l l  de Goul le ond nobody succeeded. l t  wos o
morvellous securily service. Although, I must soy
thot the double lhot we hod wos the obsolute im-
oge of de Goulle, ond nobody could tell the differ-
ence. When we shot the exleriors in Poris, de
Goulle hod been deod for two yeors ond when
civ i l ions went wolk ing by ond sow de Goul le they
couldn't underslond it. They were obsolulely con-
fused. ond the French don't l ike to be confused.

Loughter
AM: Both fi lms deol with oolit icol themes. fhe

Doy of the Jocko/ is more overl - the opposiiion of
the generols ogoinst de Goulle. But in High Noon,
much of course hos been wrilten obout the woy
Corl Foremon wos commenting on the McCorthy
ero. In your outobiogrophy, however, you menlion
thot ot the time you were perhops less owore, or
less interesled in wholever polit icol metophors
there might be in High Noon.

FZ: I wos totolly disinteresled, neverihought of
it. lt never occurred to me. This for me wos not o
polit icol f i lm. This wos reod into it becouse o lot of
people shored Corl Foremon's concept wiihouf re-
ol ly th inking beyond i t .  I  don' t  th ink thot  the f i lm
survived becouse of its polit icol volue. lt survived
simply becouse I lr ied to deol wilh bosic queslions
of humon conduct.  Cur iously enough, or ig inol ly I
feltthot the best description when I wos osked 'whot
is the fi lm obout?', wos to quole Stevenson's re-
mork: 'o mon's chorocler is his destiny'. As you
probobly know, ihe picture wos lreoted os jusl on-
other 'B'Weslern,  ond groduol ly grew beyond thot
becouse lhese questions ore much lorger thon
polit ics. I fhen come to ihink of it os o queslion of
conscience.

AM: Yes.
FZ: And now I reolise thot it reolly hos io do

qui le s imply wi lh sel f - respect.  l {  you osk me todoy
whoi do I  th ink,  I  would soy i t  is  obout sel f - respect.
Three yeors ogo I  would hove soid i f 's  obout con-
science. Ten yeors ogo I  would hove soid the chor-
ociers' destiny. Portly, one gets thol {rom ihe
oudience. Ei lher direct ly or indirect ly,  they te l l  you
whot they see in i t  wi thout knowing thot they ore
tei l ing you. Which is very good becouse the ent i re
ort  of  { i lm used to be, ond this wos very,  very impor-
tonl ,  i t  used to be subl iminol .  l l  used io be subcon-
scious, jusl  l ike music.  In moking o movie you did

not think primorily obout how to opprooch it wilh o
rolionol point of view. You opprooched it becouse
of the emolionol weight ond imporionce thot i l
hod.

AM: Your words on seff-respect ore germone
to thot whole period in the I 950s when people hod
their repulotions, their morol volues, under threor
by ihe communist witch hunts. For exomple, in your
own involvemenl with the DGA (Direciors Guild of
Americo) when thot vote wos loken, which you
stood up ogoinsl. I om olso o member of the DGA,
so I om delighted to meet one o{ the founding
members of  the gui ld.

Fl: I om pleosed to know ihot you ore o col-
leogue. Well, the DGA wos one of the solitory
good things lhot come out of the whole period
becouse it showed thot there wos o percentoge of
people who hod the guts to stond up for whot they
believed in, even though lhere wos o very direcl
economic threot, which wos nol formolised. lt wos
the blocklist. lt meont thot if you exposed yourself
in your polit icol thinking you wouldn't get o iob
ogoin. Very simply. And you probobly know thor
when lhe generol meeling ossembly hoppened thot
fourteen people voied NO, while over five-hun-
dred voted YES, ond there were obout fifty people
who didn't vote, which wos olso token os being in
opposition. I wos one omong the {ifty. h wos one
thing to be o director with o trock record of excel-
lence ond box office success who wos needed by
ihe industry. Directors of the cqlibre of soy John
Houston or John Ford ond so on, hod less o{ o
problem olong thot l ine thon direciors who were
unknown. I wos one of those lesser known ones or
thot t ime. One didn't know whot wos going to hop-
pen, other thon lo declore yourself. Thot wos very
good thot people were oble io declore lhemselves.
But in the end, I  th ink i t  contr ibuted in o very minor
woy to the generol reieclion of Mr. McCorthy.

AM: Gory Cooper wos known to hove rother
conservotive polit icol views. Did the writer, Corl
Foremon, or olhers perceive his chorocter in this
f i lm os stonding up for esseni io l ly  the l iberols -
stonding up for their  sense of  sel f - respect,  or  os yo-
soy iheir  conscience? lsn' l  there o somewhol odd
dichotomy between the octor ond his v iews, ond
those of  the wr i ler?

FZ: I  don' t  know how much Foremon told
Coop obout the pol i t icol  port  of  i i ,  but  Coop wos

all|to
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on innocenl person in thot respecf. He wos o trodi-
tionol Americon boy ond I om sure he must hove
been omozed when he wos suddenly chorged with
being dis loyol .  Of course, the whole th ing wos o
joke os for os he wos concerned. Even with the
piece of f i lm on him ot the heoring in Woshington,
when he wos formolly osked, 'whoi is your occupo-
t ion' ,  ond he soid ' l  om on octor ' .  The whole ploce
storted to lough. So thot wos o bii of insonity, but
ogoin I hove respect for whot Foremon thought ond
if he thought thot it wos on ollegory, so be it. I did
not th ink i t  wos in my wi lded dreoms. First  of  o l l ,  I
never heord obout thol from Foremon or onybody
else.

AM: So, i l  wosn't os if he wos plotting ihis
theme?

FZ: Not ot oll. They sent me o script which wos
nineiy per cent morvellous. I odded len per cenl. h
wos o very good wesiern, ond whol I thoughl wos
fobulous wos thoi there were oll ihese people fino-
ing very good reosons why they wouldn't stond up,
or why they couldn't orwouldn't protest. This is why
I thought there wos something unusuol obout this
weslern formufo. The polit ics, I soy ogoin) for me
were non-existent, ond I would believe thot they
were non -exisrent for Coop. I think there hove been
loo mony interpreters of this whole thing, ond too
mony cooks. Too mony people who repeoi lheo-
r ies by heorsoy. And the bosic th ing is qui te s imple.
The bosic thing is the kind of hysterio thot existed
becouse of McCorthy, ond the kind of hysterio
bosed on the ideo thoi the communists were going
to toke over. So thot when John Woyne soid thot
lhe picture wos subversive, it wos considered sub-
versive becouse the tin stor is o symbol of federol
oulhority. To kick the stor on the ground, to ihrow
it down, wos on oct o{ subversion. 5o, therefore the
picture wos subversive. This is possibly the reoson
why we didn't do better ol the Acodemy Awords.

AM: But you got four Oscors?
FZ: tNell the Oscors were for Cooper, which

wos r ighi .  They were for Tiomkin,  which wos r ight .
There were two for Tiomkin, for the song ond for
lhe music.  And there wos one more for the edi tor .
who hod very l itt le to do with i l

AM: Reol ly?
FZ: These cloims ihot  the picture wos soved in

the cutt ing room border on insoni ty.
Lo ug hter

AM: I wos curious obout the woy you op-
prooch your work ocross o wide ronge of genres.
Wos it on occidenl, or were you mefhodicol obout
n?

FZ: I hove to tell you thot {irsi of oll in my work
I om not on intellectuol, becouse I simply reocr to
something, some evenl or someihing l 've reod. h
mokes me wont to moke o comment, but it is o
comment thot comes from emotion ond nol from
reoson. In otherwords, i f  lheoro chi ld,  o disploced
wor orphon, o ien-yeor-old k id.  soying, ' l 'm no-
body's nothing', thot mokes me wont to moke o
picture obout it - which hod io do with Ihe Seorch.
The stimulus io me is never intellecluol.

AM: Reol ly?
FZ: Never, never. I don't wont to send out

messoges, becouse I om not smort enough. Whot-
ever I moy think, I don't lhink it is o{ ony interesr.
Whoi | {eel, I seem to be oble lo communicole. I
never go into i l soying ' l wont to moke this piclure
becouse Joe Blow is going to ploy the leod, ond Joe
Blow is o big stor'. lwontto moke o picture becouse
l'm moved by whot it is obout. Thot's o big differ-
ence. Thol's probobly why I hove mode very few
pictures. Becouse it is increosingly diff icult io f ino
something you wont io moke pictures obout. In the
ero of my youth ond eorly middle oge we were full
of optimism, very ideolistic, sti l l  corrying the heri-
toge of Roosevelt, Mrs. Roosevelt ond Adlor
Stevenson.

AM: But ogoin,  d id you think ' l  hoven' t  done
o musicol ,  why don' t  I  i ry o musicol? '

FZ: No. I  thought th is wos o morvelous new
system (the Todd-AO widescreen formot used for
Oklahomo!) ond it hos not been tried ond hos greot
possibi l i t ies.  And, i t  would be greot fun to do o f i lm
irying to see whot lhis new medium is copoble of,
or  whot I  om copoble of  doing with the medium,
rother. And this is lovely music, it 's o sort of pos-
t iche of  o western,  but  i t 's  chorming. I  remember
the effect the sloge production of Ok/ohomo/ hod
on the people in ihe,Second World Wor when
things were nol going very well for us, ond every-
ih ing wos gloomy. Then suddenly th is musicol
come ouf, ond it hod o tremendous electrifying
upbeot l i ft to it. So, for thot reoson I hod respecl for
i l. I thoughl it wos o good piece of work. And ot thot
f ime, os lsoid,  we were very ideol ist ic ond ful l  of
whot Roosevel t  hod soid,  'Americons hove nothino
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Fig. 2. Fred Zinnemonn, n.d. [Photo: Courtesy of Museum of Modern ArtlFilm Stills Archive.l

to feor, bul feor itself ' . All thot kind of thing. 'Who
wos ofroid of the big bod wolf?'And thot's now
under greot, greoi pressure. How it wil l come bock
I don't know. Becouse the new generolion doesn'l
know much obout it. How could they, poor things?
And I  meon poor th ings. They come into o wor ld
where there ore hordly ony more birds left. Anywoy
thol's o whole differenl story, we'l l not tolk obout
thot.

AM: You soid thot you hod mode relotively few
films, but you hove mode o number o{ whot people
coll clossics, l ike High Noon ond Oklahomo!,
From Here to Eternily. When people tolk obout
your work, obout your {i lms os being clossics, whot
does lhot  meon to you?

?Auhor:  FZ: Wel l  i t  hos to do wi ih survivol .  l f  o pic lure,

Sense ? not iust  o pic lure.  Lel 's  be preient ious ond soy i i 's
on or i .

AM: You meon reol ist ic,  noi  pretent ious.
FZ: l f  o piece of  or t  is  o greot big hi t  ond i t 's

forgotten in s ix months,  then there's someihing

wrong with it. l f i i  losts ten yeors then lhere is some-
ihing obout i i  lhot presents o losting volue for o
certoin length oi t ime. lf i t losts o hundred yeors
then it is cerfoinlv voluoble. lf i l  survives six ihou-
sond yeors lhen it 's reolly o greoi thing. To me 'o
clossic' is something thot is determined by the
lengih of t ime it hos hod some meoning for people.

AM: Do you think of yourself foremosl os o
crofismon or on ortist?

FZ: I hove ihe psychology of on ortist, ond the
tolent of o croflsmon. Insteod of psychology there I
would soy sensitivify.

AM: When you look bock ocross the ronge of
your work, do you see your ideos os o kind of
composi le? Something worked extremely wel l
here, something worked very well fhere. Or ore
lhere one or iwo fi lms lhot you {eel most embody
your opprooch to ort?

FZ: To tel l  you the l ru ih I  con' t  stond looking
ot mosi of my pictures ony more, except for occo-
sionol  g l impses of  one or two sequences lhot  ore

oe
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very good. By ond lorge l f ind i t  bor ing.  I  hove seen
them too often. I don't think of mvself in those terms
ot ol l .

AM: ln your outobiogrophy you mention thoi
'High Noon is the one picture I directed more thon
ony of her which wos o leom effort'.

FZ:Yes,fhol 's  whot I  meont obout Kromer ond
Foremon * thot this script wos ninety per cent okoy
when I f irst reod it. I con't soy thot the editor mode
o contribulion, bui o greot contribufion wos mode
by ihe comeromon, Floyd Crosby. Al one point he
wos being occused of doing o lousy iob. But, he
hod the couroge to go oheod, even though there
wos o threot thot he might be fired.

AM: Whol slrikes me obout High Noon is thot
it is o fi lm wiih strong women ond weok men. With
the exception, o{ course, of Will Kone, it is the
opposite io mony westerns.

FZ:Wel l , let  me see. I  neverthoughtoboutthot
belore. I wos trying to think of Groce Keily os o
slrong womon, which she wosn'i. She wos o bewil-
dered Quoker girl who found hersel{ in o milieu
thot she didn't know onyihing obout. She wos in fhe
wild west. You know, she come from o different
world oltogether ond didn't know onything. She
wos quite blonk os o humon being. Like o piece of
poper thoi hod not been written on os yet. The one
who wos slrong wos this morvellous Mexicon girl,
Koty Jurodo. She wos sirong olrighl.

AM: For exomple when she soid to Horvey, the
deputy sheriff, ' l  don't l ike onybody to put their
honds on me unless lwontthem to . . .  ond ldon' t
wonl you lo'. A very strong figure.

FZ: Tremendous vitolity, greot dignity obove
everylhing else.

AM: Whereos the men tend to be weok ond to
hide. Like when Morgon hides behind the skir ts of
his wife when Kqne comes coll ing.

FZ: He wos the oldermon. Totol  loss of  d igni ty.
The only ones who where on Cooper 's s ide hod no
sense of  reol i iv .  One wos o drunk ond the otherwos
o kid.

AM: And in the church i t  is  the women who
stond up ond soy, we musl  do this,  we musl  do thot,

but then lhey ore shouled down. Suppressed by
men. But os i l  turns oui ,  weok men, noi  wi l l ing to
moke o stond.

F7: Men ore speculot ing too much ond the
women fol low their  emot ions.

AM: Thot's right. So lhere ore o number of
slrong women chorocters. Even in lhe end, Groce
Kelly does come to her husbond's oid.

FZ: She con' t  help hersel{ ,  poorthing. She wos
o lucky piece o{ costing.

AM: Extroordinory wosn'i i i?
F7: Yes, becouse she gove the i l lusion of  th is

totol ly pure imoge of  the v i rg inol  feminine ideol  of
those doys. Awomon wos ei thero sointoro whore,
lhere wos nothing in-between.

AM: Wos it Louis Moyer who soid thot?
FZ: Yes, thot wos very true, ond not iust be-

couse of Moyer. Thot wos o lrodition for o long
time. One of the greot l ines in oll of f i lm hislory is
in o piclure by Buiuel where lhere is o dworf ond o
prostitute, ond ol one point he soys io her, 'You're
o whore but I respect you', which I thought wos
very, very touching in lhe conlexl.

AM: And olso the woy thot you controsted lhe
costuming of these two women - the virginol
womon oll in white, but closeted. Her chest is
bound, her sexuolity suppressed, contoined. As
opposed lo Romirez, who wos voluptuous, sexy
ond dressed holf the time in o negligee.

FZ: Mother Eorth, she wos Mother Eorih. She
wos very much like Ethel Woters in thoi sense. Did
you ever see thot picture, becouse thot is my {o-
vourite one of oll - A Member of the Wedding?
Thot died o deoth ot the box office, but it 's the besr
picture thot I hove ever mode.

AM: Why do you soy thoi it wos the best pic-
lvre?

FZ: Wel l ,  becouse I  l ike i t  best .
His response surprised me. When I got home

lwotchedAMemberof theWedding (1 952) ogoin,
seorching i t  for  c lues.  Why should he single out th is
por l iculor f i lm? Whot wos i i  in th is dromo thot en-
copsuloted Zinnemonn's opprooch to fi lmmok-
ing? hs produclion, sondwiched between two of his
most fomous fi lms, High Noon ond From Here to
Eternity, suggests l itt le of their brove spirits.

I t  even seems to be on onomoly in Zinne-
monn's oeuvre. Adopled from the Broodwoy stoge
ploy by Corson McCul lers,  the f i lm remoins rooted
in o s lo l ic  one set environmenl.

Zinnemonn reoff i rms thoi  i t  is  h is fovour i te pic-
ture 'perhops becouse i t  ls  not  ent i re ly my own -  or
perhops becouse of  the quol i ty of  pure love thot
seems io rodiote f rom i t  so s l ronoly 'e.  His stoiement
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underscores the colloborotive noture o{ f i lmmok-
ing, which bedevils ottempts to consislently stomp
o direcior's work with on originol signolure. lt
could be {or this reoson then thot Zinnemonn hos
eluded the fi lm cri l ic's outeurist spotl ight, ond the
greoter recognition ond investigotion thot his work
os o whole merits.$
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