
   
 
 
 

 
 

Writing an Australian film noir 
Simon Weaving  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
January 2014 



 

Table of Contents 
 

 
 

 Abstract i 
 Certificate of Authorship iii 
 Thanks v 
   

Part 1 EXEGISIS – Writing an Australian Film noir 1-78 
   

Part 2 BURNT – a screenplay 1-119 
   

Appendix A survey of the Australian film industry 1938-1958 1-289 
 



Writing an Australian film noir  i
   

Abstract 
 
 
This creative research project involved a detailed analysis of all the feature 
films made in Australia from 1938-1958 (the period frequently held out as 
being the original film noir cycle), focusing on the structural arrangements that 
underpinned the production of cinema in the country at that time. In addition, 
the research explored the nature and function of genre in order to understand 
some of the problems film theorists have identified with genre theory. Using 
Mikhail Bakhtin’s work on language and discourse, the research then 
developed an approach to genre that reconciles theoretical positions with what 
happens in the practical field of filmmaking. The research also examined the 
strategies for the application of film noir conventions in two recent films: Brian 
de Palma’s The Back Dahlia (2006) written by Josh Friedman, and Fernando 
Meirelles The Constant Gardener (2005), adapted from the John Le Carré 
novel by Jeffrey Caine. 
 
The insights gained from the research supported the writing of a feature film in 
a noir style, set in 1940s Australia. Entitled Burnt, it tells the story of an 
Australian soldier who returns from the war psychologically damaged, and 
who is involved in the investigation of a murder on his family’s cane farm on 
the slopes of Mt. Warning in Northern New South Wales. 
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INTRODUCTION 
 

There is neither a first nor a last word and there are no limits to the dialogic context (it extends into 

the boundless past and the boundless future). Even past meanings, that is those born in the dialogue of 

past centuries, can never be stable (finalised, ended once and for all) – they will always change (be 

renewed) in the process of subsequent development of the dialogue. 

Mikhail Bakhtini 

 

Writing about cinema in 1946, Australian filmmaker Rupert Kathner claimed “that never in 

the history of mankind has there been such a powerful medium for spreading propaganda, for 

creating character, for selling a product, for educating young and old, for good or for evil.”ii 

A few years earlier, in 1939, Russian filmmaker and theorist Sergei Eisenstein – in ebullient 

form about this relatively new art form – hinted at the chief dialogic task of cinema: “the 

reflection of reality and the master of that reality – man.”iii Both directors were marveling at 

cinema’s ability to connect, to join filmmakers and audiences to each other and to the past, 

present and future in an endless dialogue involving moving imagery and sound.  

 

Kathner and Eisenstein were writing at a time when American cinema was in the midst of a 

cycle of films that was to become known as film noir – a narrative and stylistic response to 

the realities of social and film production conditions that arose at the time of the Second 

World War. Since then, noir films have been made and responded to all over the world: the 

dialogue rises and falls in irregular cycles, making repetitions and taking on innovations, 

from America to Japan, from France to South Africa. Yet this cinematic form has never been 

strongly represented in the Australian film industry – either during the time of the original 

cycle or in subsequent years.  

 

As a filmmaker I have always been drawn to the film noir form for two core reasons, the first 

being its aesthetic mode. No other film genre so clearly foregrounds visual style; and the 

low-key lighting, fragmented mise-en-scène and unusual camera angles (to name a few 

components) create a dramatic and striking story world that is a source of pleasure in its own 

right. Secondly, noir narratives always seem to me more grounded than other fictional 

genres. A precursor to cinéma vérité, noir stands in opposition to the glossy romanticism of 

the big budget studio musicals so popular during the 1940s and 1950s. Gone are the goodies 
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and the baddies, the happily-ever-after endings and the straightforward behaviours. Noir 

inhabits a grey space of dubious morality and confused motivations, a world where 

structuring structures with their determining power are alluded to or briefly exposed like 

ragged rocks in a storm moments before the shipwreck. There is a dark complexity in noir 

storytelling that seems to better reflect the opaque nature of human desire in action in the 

world. 

 

It has long been a personal desire to apply noir sensibilities to an Australian story – to create 

an Australian film noir – particularly one set in the postwar period. Yet, as I started 

developing my early thoughts, alarm bells began to ring in the distance. Were there good 

reasons why Australian writers and directors had not tackled the genre in the postwar period 

itself? Perhaps there was something about the style – rooted as it is in the rain-drenched 

urban landscape of North America – that didn’t fit with the site of Australian stories or 

resonate with Australian audiences? I was also greatly concerned that the genre had become 

overused and its key markers reduced to a collection of tired clichés. Who wants to see 

another private eye skulking in the shadows smoking a cigarette while a voice-over speaks of 

the dangerous woman he met last week? Not I. The screenplay I wanted to write wasn’t 

parody or comedy, but a realistically serious and redemptive narrative using characters and 

settings clearly identifiable as Australian.  

 

It became apparent that to be successful in this endeavour, I would have to understand the 

origins of the film noir genre in more depth and determine why it has never been popular 

with Australian filmmakers before me. I would also need to explore the nature and function 

of genre generally in order to understand how best to adapt and use a genre’s powers in an 

Australian context. Script development advisors, film producers and film funding agencies 

always advise writers developing genre films to be more aware of their genre than anyone in 

the audience. 

 

This document is the result of my subsequent research into genre, film noir, and the 

Australian film industry between 1938 and 1958, and it forms the exegetical component of 

this doctoral degree by research. It should be read along with the screenplay entitled Burnt, 

the major and creative component of that undertaking, with which this paper has a strong 

symbiotic relationship.  
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Chapter One of this exegesis explores the nature and function of genre and takes as its 

starting point some of the problems film theorists have identified with genre theory. 

Using Mikhail Bakhtin’s work on language and discourse, the chapter then explores an 

approach to genre that reconciles theoretical positions with what happens in the 

practical field of filmmaking. Chapter Two examines the specific nature of film noir 

and its historical emergence as a genre in order to help understand its limited appeal for 

Australian filmmakers, while Chapter Three explores the extent to which 

characteristics of film noir are evident in Australian film in the postwar period. Chapter 

Four investigates approaches for adapting the genre for a contemporary Australian 

audience using two recent films as examples, and draws together the key insights 

revealed from the theoretical research. The final chapter describes the impact of the 

research on the development of the screenplay for Burnt. A detailed appendix provides 

a commentary on all the feature films made in Australia between 1938 and 1958 (the 

period frequently held out as the original noir cycle), focusing on the structural 

arrangements that underpinned the production of cinema at that time. 

 

The insights generated from this research have helped enormously in the development of the 

screenplay for Burnt, both in the form of a general confidence in (to paraphrase Bakhtin’s 

words) “renewing the noir dialogue” in an Australian context, and in developing specific 

strategies and making specific decisions on the page. Screenwriters – above all else – are 

tasked with creating a coherent story world that can be imagined on screen when read. As an 

Australian film written with the film noir tradition in mind, Burnt could not have been 

possible without the following exploration of genre.  
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GENRE 
 

As a picture-maker, and I think most of us are this way, I am not aware of patterns. We are not 

aware that “This picture will be in this genre.” It comes naturally, just the way you do your 

handwriting. That’s the way that I look at it, that’s the way I conceive it. Just like I do not 

imagine Monet painting the landscapes and telling himself, “Now wait a minute, I’m an 

Impressionist. Therefore I must do it this way”. He didn’t think. He painted. 

Billy Wilder (1975)iv 

 

Filmmakers, audiences and critics have used ideas of categorisation since movies were first 

made. In 1905 the Kleine Optical Company (an organisation that distributed foreign films in 

America between 1898 and 1928v) listed its films as “comic, mysterious, scenic, 

personalities, and three types of story: historical, dramatic and narrative”.vi Poet and film 

critic Vachel Lindsay, writing in 1915, divided the photoplay (motion picture) into three 

primary types: the photoplay of action, the intimate photoplay, and the photoplay of 

splendour (which in turn was sub divided into fairy splendour, crowd splendour, patriotic 

splendour and religious splendour).vii A survey of film posters reveals that while the names of 

stars, directors and production companies were 

the dominant text used to help promote a film in 

the silent era, categorisation aimed at 

positioning the film’s thematic content with 

audiences occurred as early as 1918, when D.W. 

Griffith’s Hearts of the World was billed “a love 

story”. By the 1930s posters more frequently 

provided potential spectators with clues about 

the kind of movie the filmmaker had made: The 

Marx Brothers The Cocoanuts (1929) is billed as 

“Paramount’s All Talking Musicomedy Hit”, and Frankenstein (1931) as “The Original 

Horror Show.”  

 

1 

Figure 1: Promotional posters for D.W Griffith’s Hearts of the World (1918)  
and The Marx Brothers’ Cocoanuts (1929) 

■ 
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In Australia, newspaper reports of film screenings used the categories musical comedyviii, 

drama,ix and melodramax from as early as 1901, and by the 1930s a wide range of categories 

were in common use, including romantic drama and mystery drama,xi Western thrillerxii and 

war film.xiii In 1934 Australia’s Chief Film Censor Creswick O’Reilly raised concerns for 

children about “the ‘thriller’ type of film”xiv and two years later about “horror films”.  

 

A deeper understanding of the origin and nature of film categories was revealed in an 

uncredited news story published in the Adelaide Mail in January 1930, outlining the way in 

which film studios released films in “cycles”. Under the headline “Hollywood Seeks to Stop 

Repetition of Motion Picture Plots”, the article describes how cycles of films such as 

“gangster and backstage stories, revues and war extravaganzas, wild west shows and college 

talkies ... all have their starting points” with a specific film that is successful with audiences. 

More films of a similar type then follow “in their hundreds” until interest wanes and a new 

cycle starts. The article contained comments from Jesse L. Lasky, one of the founders of 

Paramount Pictures, who was hoping to stop the reliance on cycles and find “a new type of 

story.” The writer of the article suggested that this was unlikely, and that films in categories 

such as “society dramas, musical reviews, underworld dramas, circus comedies ... detective 

thrillers and courtroom dramas” would continue to come and go in repetitive cycles.  

 

The label cycle – given to categories of films with similar characteristics – has more recently 

been described as predating film genres, “the cycle’s more established, better-understood 

relative”.xv The concept of cycles was clearly well known by the new breed of Australian 

film journalists writing about movies at the end of the 1930s. In March 1939 Nelson Burns, a 

film critic for Melbourne’s The Argus newspaper, writing under the pen name of Te Pana, 

dedicated his “Screen Notes” to a discussion of film cycles. These, he wrote, are initiated by 

a film that “picture-goers take a liking to” and are quickly followed by “direct descendants, 

flashing from the screen.” Burns believed cycles to have the negative effect of blurring 

audiences’ appreciation of the “good films which inspired them” and noted, too, the difficulty 

Hollywood producers faced in starting new cycles with a one-way filmmaker-audience 

discourse: “every few years there comes a period of rest and revaluation, when picture-goers 

can hardly express their wants, and producers founder in an attempt to pick winners.” Burns 

mentions a number of cycles: 



Writing an Australian film noir  Page 7 

... the ‘crazy’ cycle [initiated by the crime film The Thin Man (1934)], the G-Man saga, the 

backstage epic, the musical and the cross-country spectacle ... newspaper stories ... prison 

films ...…Westerns, aviation pictures, outdoor romances and historical dramas.xvi  

 

Movie cycles are production-driven, relatively short-term phenomena that exist to satisfy the 

audience appetite that has been developed with a successful film whose identifiable elements 

are easily reproduced. With customer satisfaction and revenue stability in mind, studios 

consciously set out to make films in specific categories, and the relatively transparent labels 

of these cycles were known within the industry and used by film commentators from the 

1930s onwards.  

 

The word genre was also used as a categorising label for films from this time, with a 1933 

Perth double bill of The Ringer (1931) and Deadlock (1931) described as examples of the 

“crime genre”,xvii Huddle (1932) labelled as being from “the collegiate genre”,xviii and King 

of the Royal Mounted (1936) termed rather enigmatically as a “routine example of a routine 

genre”xix – one of many Western-style films about the Royal Canadian Mounted Police 

known as “Mountie films”. On 15 July 1933 the Perth Daily News published an article titled 

“Are Horror Films Too Horrifying” about the impact of horror films on the mind. The article 

noted – with reference to films such as Frankenstein (1931), The Mummy (1932), Dracula 

(1931) and The Old Dark House (1932) that: 

Films of the horrific genre have been greatly criticized of late because of the 

grand guignol elements they are introducing into a medium of entertainment 

intended for the public of all ages ... [but] ... the faith of the film companies in 

public appreciation of these films is amply demonstrated by the announcement 

that there will no decrease in their output in the future. 

 

Whether critics in the 1930s and 1940s used the terms genre, type, series or – more typically 

– cycle, the categories of films these referred to appeared to be relatively narrowly defined, 

built from a single, identifiable box office success, closely linked to audience demand, 

understood by producers, critics and audiences, short-term in nature, and fuelled by publicity 

designed to capitalise on the interest being shown in the type of film.  
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It was also clearly possible to describe the attributes of any category and, in January 1940, 

Earle H. Cox, another film critic for The Argus (writing under the pen name of The Chiel) 

presented a potted history of the first 40 years of cinema. He identified the dominant cycles 

of the period and their key characteristics:  

... the raw violence of highway robbery and murder, and the vulgarity of custard pie comic 

cops ... galloping, shooting Westerns in which the broken-nosed cowboy always rescued the 

suffering damsel and who made so many redskins bite the dust ... melodrama, portraying the 

manners and customs of society ... the great spectacle ... the glorification of gangsters and 

crime ... college pictures.  

Hinting at the link between categorisation and industrialisation, Cox suggested that “anything 

that can be seen or heard is meat for the great Hollywood sight and sound processing works. 

Shakespeare, raw legs, Bernard Shaw, child wonders, glamour girls, distorted history, 

earthquakes, Shirley Temple, battle and other calamities are delivered to our doors.”xx 

 

In August 1945 The Sydney Morning Herald was more overtly cynical in its critique of two 

cycles then dominating the screen – musicals and murder mysteries: “they proved so 

profitable at the box office that every studio has begun to take an interest in melody and 

murder. It needs only one success to start a cycle, but whether quality is maintained is 

another matter, for Hollywood has the execrable habit of working all good things to death.” 

The paper noted that the films responsible for the two cycles were the musical biopic of 

Chopin A Song To Remember (1945) and the crime thriller Laura (1944).  

 

As “the talkies” spread in popularity, and global control over production and distribution 

centralised in Hollywood in the two decades after the introduction of sound, observers began 

to question whether all categories of film fitted established ideas of the cycle. Musicals and 

Westerns were categories that seemed to defy the short-term nature of cycles, regularly 

reappearing and containing observable sets of more enduring characteristics. Exploring the 

nature of the Western in January 1949, Adelaide film critic Bruce Russell suggested in 

People Still Go To See Westerns (1949): 

When film critics talk of popularity cycles in Western films they are referring to 

the more pretentious productions. The “quickies”, which are often never shown 

in the big cities, have never experienced a serious slump, or undergone any big 

changes. Roy Rogers and Tim Holt are riding the same trails today as Tom Mix 
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and William S. Hart rode in the silent era, and their popularity, if anything, is 

increasing.”xxi  

 

Russell was questioning the applicability of a short-term categorising label (the cycle) to a 

category that clearly included types of films that had been popular over an extended period of 

time, and to audiences all over the world. The American industry he noted “has been 

producing Westerns for the fans almost since the beginning of the cinema ... the cowboy is as 

popular a figure in England and Australia as he is in his native land.” Without using the word 

genre, Russell suggested that the consistently produced “small-Westerns” were different 

from the cyclical or “Super-Westerns” because of their longevity, production cost structure, 

and their stricter adherence to conventions, which Russell identified. The generic-style small-

Westerns (such as Days of Old Cheyenne (1943) made by Republic and Cowboy Cavalier 

(1948) made by Monogram) were made quickly and cheaply, reusing scenery shots and 

special trick scenes to reduce costs, and avoided all-star casts.  

 

In addition, when it came to using conventions, “whereas the directors of the smaller Western 

would never dare risk an experiment, the producers of the bigger productions are often forced 

to, in order to justify their expenditure”. The example cited by Russell was John Ford’s 

creative use of the Arizona scenery in Stagecoach (1939), a large-scale production whose 

landscape was then copied in Westerns that followed. However, despite this tendency for 

innovation, Russell felt that the Super-Westerns and small-Westerns were essentially the 

same, united by a “fundamental theme” of conquest and the fight between good and evil.  

 

Keith Manzie, writing in The Argus in September 1946, came to similar conclusions about 

the durability of the musical. Under the headline “Screen Musicals Withstand All 

Competition” he stated that “the musical in all its forms (from backstage and campus to 

comic opera) has been with us fairly consistently since the first talkies ... Psychologicals, 

Raw-meat, and other types of films come and go, but the show with music still has its 

public.”xxii Manzie further suggested that the reasons for the longevity of the musical form 

were a warm and positive tone that “disarmed” criticism, and its universal audience appeal.  

 

It was the attribute of timelessness that came to distinguish film genres from film cycles, and 

the developing interest in more scholarly analyses of films began to focus, from the late 
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1940s onwards, on categories that endured. Critics and early film theorists analysed specific 

groups of films in detail and published their more learned investigations in new magazines 

like Commentary and Cahiers du Cinéma. These essays differed deeply from the popular 

film journalism of Australian critics like Manzie and Cox, and signaled the start of a new 

way of conceiving film categories.  

 

Robert Warshow’s analysis of the gangster film in 1948 and André Bazin’s discussion of the 

Western in 1953 are among the earliest. While Warshow does not use the word genre, he 

does describe a number of categories:  

... the gangster film is simply one example of the movies’ constant tendency to create fixed 

dramatic patterns that can be repeated indefinitely with reasonable expectation of profit. One 

gangster film follows another as one musical or one Western follows another. xxiii 

 

He also explains how these categories (what he calls types) are mediating ideas: “[F]or such a 

type to be successful means that its conventions have imposed themselves upon the general 

consciousness and become the accepted vehicles of a particular set of attitudes and a 

particular aesthetic effect.” 

 

Bazin, usually credited with first using the word genre in a film context, comes to the 

conclusion, after listing a number of the Western’s “ingredients”, that: 

 ... it would be hopeless to try and reduce the essence of the western to one or other of these 

manifest components. The same ingredients are to be found elsewhere but not the same 

benefits that appear to go with them. Therefore the Western must be something other than its 

form. Galloping horses, fights, strong and brave men in a wildly austere landscape could not 

add up to a definition of the genre nor encompass its charms. xxiv 

Both these theorists are pointing early on in the film genre discourse to the complex 

perceptual content/function of genre. Warshow notes the existence of the “aesthetic effect” of 

the genre film, while Bazin talks of its “essence”.  

 

Despite these early signals about the nature of genre as a complex mediating device, many 

subsequent theorists remained content to explore the detailed characteristics of specific 

genres rather than their essence, and concentrated on noting the occurrences of genre markers 

in specific films that comprise the genre. The idea of conventions and customs becomes an 
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easy focus for genre criticism, often accompanied by a limited and selective sampling of 

films. It also gives rise to one of the fundamental problems of genre theory – that of 

circularity. Andrew Tudor’s concise statement of the problem is often invoked:  

To take a genre such as the ‘western’, analyse it, and list its principal characteristics, is to beg 

the question that we must first isolate the body of films which are ‘westerns’. But they can 

only be isolated on the basis of the ‘principal characteristics’, which can only be discovered 

from the films themselves after they have been isolated.”xxv  

Contemporary texts dealing with film genre often start with warnings and apologies,xxvi not 

only for this problem, but also the general inability to define the term genre and establish a 

set of categories that account for all films. 

 

Given the problems with exercises in classification and categorisation, genre theory shifted 

its focus to an analysis of how genre was actually used. Tom Ryall, writing in 1975, noted 

that “genres may be defined as patterns/forms/styles/structures which transcend individual 

films, and which supervise both their construction by the filmmaker and their reading by the 

audience”.xxvii For Ryall, the most appropriate model of genre is “a triangle composed of 

artist/film/audience.” An expanded version of this model (see Figure 2) can be used to see 

how some theorists focus on the filmmaker (production) vertex, investigating the power of 

Hollywood,xxviii the industrial aspects of genre, the relationship of genre to ideology, and the 

regulation of desire. Others focus on the audience (spectator), bringing into theory notions of 

audience expectations, hypothesis-making, the pleasure associated with repetition and 

difference,xxix and the use of schemataxxx (mental templates) in meaning-making.  
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Figure 2: Aspects of film genre theory 

 
 

At the vertex of the film is the site where audience and filmmaker interact and where Julia 

Kristeva’s notion of intertextualityxxxi lies, the place where the spectator brings into play 

other films (texts) with shared codes. Genres are intertextual in that any film genre exists 

only because it contains a number of specific films linked in some way; and it is the 

relationship between these films that an individual “uses” to the extent that they have been 

experienced (either seen in full or part, read or heard about, or made aware through publicity, 

advertising or other discourse). Individuals never experience “the Western”, “the musical” or 

any genre directly, but rather understand genre through the interrelationships of specific films 

and the intertextual relay of discourse that accompanies them. The body of films that make 

up a genre is a contested site where ideas of resemblance and iconography exist, along with 

broader theories of categorisation systems and the way they change over time. 

 

While most commentators now accept that the significance of genre can only be understood 

by including the complexities of audience perception in the analysis, they still gravitate 

towards a model that locates genre in the film, placed there by the filmmaker as an object to 

be interpreted by the audience. Some theorists, like Neale and Altman, acknowledge 

difficulties with this, Neale concluding that genres are “ubiquitous, multi-faceted 

phenomena”xxxii that lie “somewhere in the overall circulation of meaning”.xxxiiiAltman sees 

genre as “only slightly short of magical in its versatility.”xxxiv There is much grasping here for 

explanation; a return to the fundamentals of language and meaning as outlined by Mikhail 
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Bakhtin and Valentin Voloshinov1 provides some useful insights, particularly for the 

Australian screenwriter who wants to put the magical powers of genre to use in the 

development of a story idea traditionally associated with the dark, wet streets of urban 

America.  

 
 
 

Bakhtin, in his critique of structural linguistics, suggests that there are two approaches to 

understanding language. The first – which he calls individualistic subjectivism – places the 

focus of language creation in the speech of the individual. Language is an essentially creative 

act that emerges from each individual’s psychological and physical peculiarities. With this 

approach, writes Bakhtin: 

... the source of language is the individual psyche. The laws of language creativity – and 

language is, it assumes, a continuous process, an unceasing creativity – are the laws of 

individual psychology, and these laws are just what the linguist and philosopher of language 

is supposed to study.xxxv  

 

The second approach, which is diametrically opposed to the first, is named abstract 

objectivism and places the focus of study on the system of language itself. While each 

individual is free to make whatever utterance they choose, each can only create meaning to 

the extent that he/she complies with the “normative identity” of the system of language. 

“Representatives of abstract objectivism constantly stress – and it is one of their basic 

principles – that the system of language is an objective fact external to and independent of 

any individual consciousness.”xxxvi  

 

In the ensuing critique of these two approaches, Bakhtin argues (in a manner not unlike 

Pierre Bourdieu’s critique of linguisticsxxxvii) that neither of these subjective or objective 

positions adequately explains what happens in practice. Language speakers are neither free 

agents in an unstructured linguistic world, nor are they concerned with applying a form of 

utterance identical to a normative standard. Rather, speakers construct utterances that 

maximise the conditions for meaning creation in a specific set of localised social conditions. 

                                                
1 There is a scholarly dispute as to the extent to which Bahktin’s hand is evident in texts authored by V.N. Voloshinov, and 
the use of the name Bakhtin in this paper may indicate Voloshinov’s writing. 
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Likewise the listener does not create understanding by abstract reference to a “dictionary” of 

word meaning, but by understanding the “novelty” of the utterance in a specific concrete 

context.  

 

Applying the principles of these insights (and Bakhtin’s more general thoughts on linguistics) 

to the area of film genre, it is possible to make the following observations: 

 

1. The emergence of genre theory in film was an attempt to develop an abstract 

objectivist approach to understanding how films are read, and was derived as a 

reaction to the individualistic subjectivism of auteur theory. 

 

Theories of film genre developed partly as a reaction to auteur theory that saw the film 

(utterance) as the creative product of one person, the director. Auteur theory places the 

individual director and his/her creative peculiarities as the focus for understanding the 

films that are “created” by that director, in much the same way that individualistic 

subjectivism operates in linguistics. The focus of attention for study becomes the 

speaker/director and the markers in “his/her” films that correspond to a 

psychological/historical understanding of that person. 

 

Genre theory, in opposition to auteurist subjectivism, seeks primarily to establish a 

synchronic, objective, external system of rules and laws (for example specific 

iconography, visual conventions, dominant themes) that exist separate from the 

process of film creation or reception, and which can be defined and described in much 

the same way that language can be codified in a dictionary. This approach – like 

abstract objectivism in linguistics – shifts the focus of analysis from speaker to 

utterance, from director to film, and most accounts of film genre are attempts to distill 

the “language” of a given genre from a body or canon of films. While solving some of 

the problems related to auteur theory (particularly its application in the Hollywood 

studio system where the director’s influence was/is clearly subordinated to the 

production process as a whole), genre theory has been unable to fully account for 

practice when applied to the actual social conditions and specific context of any given 

film’s production and reception. Interviews with directors often contain very different 

views from theorists as to the extent to which any codified system informs their 
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filmmaking practice, and the quotation from Billy Wilder at the beginning of this 

chapter is a typical example. In addition, there is an absence in film genre studies of 

surveys of audiences examining how they experience any specific film in order to 

create meaning from its genre markers. It is clear, however, from audience-based 

artifacts of genre (such as categories used by consumers in video stores) that the 

discrepancy between theory and practice exists for audiences just as it does for 

filmmakers. 

 

2. Film genres are always changing, and do not mimic rational, evolutionary 

models when viewed historically. 

 

One of the most significant problems encountered with a synchronic, objective view of 

linguistic phenomena is how to interpret the historical unfolding of language. Bakhtin 

notes that rationalists like Saussure “regard history as an irrational force, distorting the 

logical purity of the language system”. In Bakhtin’s view, language is a “ceaseless 

flow of becoming” in which there is no actual moment in time when the system was 

created. Film genre theorists have similar difficulties with time, and attempt to 

overcome the idea of an endless flow of genre change with models of rational 

development (such as genre “evolution”) that often feature a “classical” phase of the 

genre. Such models applied to the Western, for example, have regularly and 

erroneously resulted in announcements of the death of this genre.xxxviii  Yet new 

directors continue to find ways to communicate to new audiences with new films that 

contain sufficient similarities to past films to be labelled “Westerns.”  

 

The response from film theorists to such films as Clint Eastwood’s Unforgiven (1992) 

and Jim Jarmusch’s Dead Man (1995) is to then categorise these texts as “revisionist” 

in order to protect the status of prior “classics”, and with them the objective codified 

system of the genre. In keeping with this view of history, the focus of analysis of 

“revisionist” films is often to note where the director has departed from the 

“traditional” iconography or theme of the genre. However, if we free a genre from an 

objective standard, frozen at some arbitrarily determined point in time, we can view 

any historical development that occurs as a series of decisions necessary or desired at 
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the specific time of production of an individual film to help facilitate meaning creation 

with the anticipated audience. 

 

3. A Bakhtian model of discourse can be applied to reveal the dynamics of meaning 

creation in the film context. 

 

We might construct a model of discourse along Bakhtian lines as follows: 
a. A speaker, with reference to the utterances that have gone before (with a “backward look”) frames 

an utterance. An utterance comprises a number of “distinguishable significative elements” that 

might be words or phrases and which are the basic communicative units of the utterance.  

b. The utterance (when viewed as a whole) contains “theme” – the point or idea that the speaker is 

making. All utterances are seen as a response to something that has gone before, “but [are] one link 

in a continuous chain of speech performances.” 

c. Theme – or the unity of an utterance – is not the sum of the meanings of the individual words or 

sentences, but is formed with their help. Theme always transcends language. It is the whole 

utterance and its forms, which cannot be reduced to any linguistic forms, which control the theme. 

The theme of the work is the theme of the whole utterance as a definite sociohistorical act. 

d. The individual elements that comprise the utterance are always chosen (unlike words in a 

dictionary) with reference to both the theme of the utterance as a whole and to the anticipated 

response of the addressee. Words are calculated by the speaker for active perception by a real or 

assumed person. “Orientation of the word towards the addressee has an extremely high 

significance. In point of fact, word is a two-sided act. It is determined equally by whose word it is 

and for whom it is meant.”2 Elements of the utterance are also “accented” or “given intonation” by 

the speaker to create their value, something that is absent in abstract systems of language. This 

evaluative component of speech is critical to meaning; in fact “it is precisely evaluation that plays 

the creative role” by placing the word in its specific and living social context and – in doing so – 

subtly or completely changing its meaning. “Every utterance is above all an evaluative orientation.” 

(As an example, think of the form of accenting required to produce sarcasm). 

e. The addressee uses “inner-speech” as a basis of recognition, understanding and evaluation of 

elements of an utterance. All human experience is encoded as “inner-speech” and when words from 

the outside come into contact with those on the inside, the incoming words (including their tone) 

are decoded/translated as a “factual commentary” within their specific context, and a response is 

framed. This development of a response then signifies the existence of dialogue. For Bakhtin, 

existence and meaning are the consequence of this dialogic discourse that has occurred at a specific 

time and space.  

 
                                                
2 In fact Bakhtin takes this idea one step further, suggesting that it is our “addressivity” (adressivnost) that makes us human. 
Only by being addressed and responding to the other who addresses does life contain meaning. 



Writing an Australian film noir  Page 17 

In a film context, when a filmmaker (meaning here not just the writer and/or director, 

but the entire set of people and processes that results in a film) creates a film, it 

contains a number of “distinguishable significative elements,” which form the basic 

communicative units from which meaning will be derived by an audience. These may 

be a single shot of a character and his/her behaviour, a line of dialogue, a scene of 

action, text appearing on screen, a sound, or combinations of these elements. In 

selecting the exact nature of any one element, the filmmaker focuses on both how it 

fits into the overall film (and its core theme) and, at the same time, on anticipating the 

response of the audience. Does this scene advance the story? What camera position 

best creates the effect I want? How should the actor say these lines? Does this shot fit 

with the overall production design? These are the typical and primary concerns of 

filmmakers at work when creating the distinguishable significative elements that go 

into a film.  

 

Furthermore, when at work during the three primary creative processes of writing, 

directing and editing (which produce the final distinguishable significative elements), 

filmmakers often talk about “what works best”, and implicit in this notion is both the 

response of the audience and the entire spectrum of past experience – their own and 

that of other filmmakers whom they frequently refer to, learn from, and deliberately 

copy.  

 

The evaluative accenting of moments in film is a complex characteristic of style. 

Camera angles, lighting, composition, performance choices by actors under directorial 

influence, editing techniques and music can all be used to create subtle or complete 

transformations of the meaning of the narrative material. Sometimes these techniques 

may be foregrounded (for example jump-cuts, the use of extra-diegetic soundtracks, 

and extreme camera angles), calling attention to the moment and emphasising the 

value the filmmaker wishes to attach to the narrative material. It is interesting to note 

that it is the “accenting” of films and their distinguishable significative elements 

(particularly with music and performance style) that most dates them. This is in 

keeping with Bakhtin’s observation that there are strong links between evaluative 

intonation and social context. 
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Once a film has been completed, it can be seen as a complete utterance made up of a 

number of distinguishable significative elements. A person experiencing the film will 

actively respond to both the individual elements (for example a scene or a set piece of 

action) and the film as a whole, creating meaning by reference to both his/her inner 

world of experience and the existing social context in which the film is seen. We 

should note here that the inner world of experience (Bakhtin refers here to an 

individual’s “apperceptive background”) will include learned pattern recognition 

systems and schema that facilitate recognition and understanding. 

 

4. Genre in film refers to abstract objects (for example the idea of the Western, the 

film noir) which have differing levels of reach and homogeneity in the minds of 

audiences, and which are brought into play dynamically – like schema – during 

the viewing process.  

 

At its core, genre is a set of similarities that links a group of films, or causes them to 

be considered in the same category. It is this verisimilitude that begets the group. Any 

attribute of a film could be used as a categorising aid (early pioneers used a film’s 

length). A film such as Dead Man (1995) could be categorised variously as a Western, 

an art house film, a black and white film, a Johnny Depp movie or a Jim Jarmusch 

film. To audiences, if not academics, all these are valid categories that help set 

expectations for viewing and contribute to meaning creation of both specific moments 

in the film as well as its overall effect.  

 

Using the model of discourse described above, we can categorise either using theme 

(that is at the level of the film as a whole) or by reference to the distinguishable 

significative elements that occur in the film. We need also to distinguish between 

genre’s place in our “apperceptive background” (our previous experience of the genre 

that has become more stabilised in consciousness and memory) and its place in the 

dynamically active process of making sense of a new film as we view it. Genre in 

these two places takes on different forms – one more abstract, the other more practical. 

 

At an abstract level, we can define a set of similarities among films (whether they 

occur at the level of theme or element) and codify them. By doing so we create genre 
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objects – the Western, the horror film, the Road Movie and so on. These genre objects 

are created and maintained in individual memory as a perception, and are flexible to 

the extent that the individual allows. For example, we each have an idea of what the 

Western is, based on the films we have seen, the books we have read, the previous 

discourses we have had, and who or what (from the field of film production and 

consumption) has influenced our ideas about what constitutes the idea of a Western. At 

some point in our experience, our ideas about the category called “the Western” (an 

abstract concept) may become relatively fixed.  

 

Any individual genre object will have both reach (how many people are aware of it) 

and homogeneity (the degree to which those people have a shared view of the 

component parts of the genre). Where film production and distribution is more 

centrally controlled and globally orientated (as was the case in the “golden years” of 

Hollywood) breadth and homogeneity will be greater. As film production and 

distribution fragments, so does the homogeneity and reach of genre categories.  

 

At a practical level, when in the act of making a film or watching it, however, the role 

of these genre objects is subordinated to the process of creating the meaning of the 

moment. While the relatively flexible notion of genre objects in perceptual memory is 

brought into play, it is only as one of many tools. Others include schemata about 

narrative structure, hypothesis framing and the building of cause-and-effect 

relationships among events.xxxixIt is applied dynamically rather than as a “dictionary”, 

becoming altered in the pleasurable process of finding new meanings from the specific 

discourse. Above all else, it must be remembered that filmmakers do not make the 

Western but a specific film, and it is always this unique film and its specific elements 

that audiences experience. In the dialogic process of watching the specific individual 

film, what is in play for the individual viewer is the active Western-ness, horror-ness, 

noir-ness of the theme and of specific distinguishable significative elements rather 

than any abstract definition of the genre. In addition, a film and its moments will 

contain a specific otherness, or lack of genre (that is the innovation, the accenting of 

moments in the film) that is apparent to an audience. Both the genre-ness and the 

otherness of the moment combine with the specificity of current context to create the 

actual felt experience.  
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In the dynamic, never to be repeated experience of a viewer experiencing a specific 

film, the filmmaker brings into play specific decisions made about the addressivity of 

the film to its assumed audience; and both filmmaker and audience will use and 

change their ideas about genre objects as only one of a number of tactics to create 

meaning.  

 

For the screenwriter creating a film with a specific genre orientation, understanding the 

dynamics of meaning creation in this way provides significant freedoms and benefits. What 

becomes important in making a connection to an audience is not simply developing an 

understanding of any one genre object – for example film noir – in order to apply typical 

genre markers to film moments, but to creatively weave an interplay of the genre-ness of the 

story with other contextualising elements. A screenwriter who focuses merely on creating 

elements that correspond to broadly established genre objects risks creating an outdated or 

clichéd feel to their film. There is neither novelty here nor demonstration that the writer has 

engaged in fundamentally human “two-sided act.”  
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FILM NOIR 
 

Of late there has been a trend in Hollywood towards the wholesale production of lusty, hard-boiled, 

gut and gore crime stories, all fashioned on a theme with a combination of plausibly motivated murder 

and studded with high-powered Freudian implication. 

Lloyd Shearer, 5 August 1945xl 

 

At the end of World War II, it was not only New York Times critic Lloyd Shearer who noted 

an unexpected regularity emanating from American film studios. In France, where German 

occupation had temporarily prevented the screening of films from Hollywood, audiences and 

critics had the advantage, after the liberation of the country, of watching in rapid succession 

the backlog of American crime films such as The Maltese Falcon (1941), Murder My Sweet 

(1944), Double Indemnity (1944), and Laura (1944). It was critic Nino Frank, writing in 

L’Écran Français in August 1946, who coined the term film noir that would be given to this 

series of films. It would take more than twenty years before it was widely used as a category. 

 

Like Shearer, Frank noted the key attributes of this new cycle of films, and then offered 

suggestions for a category label. “They belong to a class that we used to call the crime film, 

but that would best be described from this point on by a term such as criminal adventures, or 

better yet, as criminal psychology.”xli  

  

 

 

 

 

 

 

 

 

Neither of these names had the appeal of a phrase Frank used a few paragraphs further on in 

his article. In an almost throwaway moment, Frank notes that: “These films noir no longer 

have any common ground with run-of-the-mill police drama.” Frank was linking the 

American films he had just seen with a popular French literary tradition – the Séries Noire – 

2 

Figure 3. Movie advertisements, The West Australian, November 1945 
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a collection of dark, hard-boiled detective stories translated and published by Marcel 

Duhamel. “These were grimly naturalistic stories about adultery, greed, murder and 

paranoia.”xlii  

 

Like Shearer and Frank, film critics in Australia had also noticed shifts in the nature of crime 

films. A new emphasis on the psychological, the increasingly ruthless behaviour of ordinary 

people, a casual realism, and the toughness of female characters were all aspects of the 

change observed, strong enough differences to indicate the existence of a new category 

emanating from Hollywood. Various names were applied to these films including “raw meat 

drama”,xliii “cynical tough-guy films”,xliv “the hardboiled suspense cycle”xlv and “grim 

thrillers.”xlvi  

 

Australian critics clearly perceived the new phenomena, joining in the vigorous discourse to 

provide a category label. As early as April 1935 The Argus reported that The Firebird (1934) 

was “one of the neatest murder films ever made. In its concern with the psychological rather 

than the mechanics of murder it has an affinity with Crime Without Passion.”xlvii The film 

was directed by German émigré William Dieterle, an experienced proponent of 

expressionism, who went to on make film noirs like The Accused (1949) and Dark City 

(1950). The cinematographer was Ernest Haller, noted by The Argus for his “unconventional 

use of the camera” in The Firebird. Haller became well known for his expressionistic work in 

the film noirs Mildred Pierce (1945) and Deception (1946).  

 

In July 1935 The Sydney Morning Herald had difficulty categorising Hitchcock’s crime 

thriller The Man Who Knew Too Much (1935), starring German émigré Peter Lorre, who 

went on to star in a number of film noirs including Stranger on the Third Floor (1940), The 

Maltese Falcon (1941), Black Angel (1946), and The Verdict (1946).  

[It] is a ruthless melodrama. Yet it is not melodramatic in the sense that the characters 

are distorted or inflated into superhuman shapes or sizes. Both the evildoers and their 

victims are credible people of a matter of fact kind, not usually encountered in tales 

of murder and ominous threats. And the plot has been developed with a pitiless logic 

and directness which makes its grimness all the more oppressive.xlviii 
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By the late 1930s dedicated Australian film critics like Keith Manzie, Nelson Burns 

and Earle Cox were writing under their own bylines (although Burns and Cox used 

pseudonyms, Te Pana and The Chiel respectively). They had spent much of their 

careers as entertainment journalists watching the extensive number of American and 

British films released each week in Australia. While they never ventured into the 

more academic critiques of cinema that began to emerge in Europe in the 1940s, they 

had been highly active observers and commentators of the film industry since the end 

of the silent era, and were quick to notice shifts in screen content.  

 

By 1945 the category of psychological films was so well established that The West 

Australian reported it had begun to “shift to the more eerie and complex, and almost 

every film company has ready for release one or more pictures which deal with the 

mental twists of the leading characters”.xlix Films mentioned included Dark Waters 

(1944) – sometimes categorised as a film noir – and Tomorrow the World (1944), a 

drama about the perils of Nazism.  

 

Predicting the end of “psychologicals” in 1946, Keith Manzie noted in The Argus that 

the cycle would be “killed off” by either Bedlam (1946) – “the picture about mental 

irregularities to end all pictures about mental irregularities” – or the Bob Hope parody 

Where There’s Life (1946), in which “Hope satirises the psychologicals as a dumb 

detective who becomes involved in a murder mystery.”l Manzie had sufficient 

experience in the nature of film cycles to suggest that they evolved to the point of 

either excess or parody, an evolutionary view ascribed to film genres by more recent 

theorists.li 

 

The increasingly unpleasant nature and behaviour of characters in crime films was discussed 

in detail in The Argus in October 1946 in a page 17 article titled “Strong Emphasis on 

Homicide”. Referencing films (nearly all now regarded as film noirs) such as The Postman 

Only Rings Twice (1946), Scarlet Street (1945), The Wicked Lady (1945), The Strange Affair 

of Uncle Harry (1945), In This Our Life (1942), Fallen Angel (1945), Gilda (1946), Of 

Human Bondage (1946), and The Dark Corner (1946), the “Screen Critique” suggested:  
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Crimes of violence are good screen “copy” these days. Especially when they’re 

set in a sordid, low-key atmosphere and involve not only one unpleasant person 

but a whole film of them. Hardly one avenue of unpleasantness has been left 

unexplored in the efforts to shock its public. Almost every form of homicide has 

been perpetrated in the same sweet cause. In fact, the raw-meat school of drama 

is proving the complete guide in how to bump off every member of a family and 

anyone else who worries you ... The world as represented by these violent 

pictures is a depressing one. The women are shown as a shady lot, living by their 

wits, and interested only in just how easy life can be made for them while giving 

as little as possible in return. In all these films they are the motive power for evil. 

When not actually committing the crimes themselves, they drive their shiftless 

gentlemen friends into doing the jobs for them. And life itself seems to be a 

series of back rooms in third-rate hotels, lower class cafes and saloons, and 

hamburger joints. 

 

This sharply observed list of the characteristics of what we now call film noir indicates 

that there was a coherence of stylistic and narrative elements clearly evident from a 

viewing of the films in the 1940s. It was this sense of coherence that prompted critics 

(and later film theorists) to offer up suggestions for genre labels – in this case “raw-

meat drama”. 

 

In 1949 Argus film critic Keith Manzie noted a “down-to-earth realism” in the “sadistic 

raw-meat drama” that pervaded the screens for several years after the war, stories in 

which “violence has ousted tenderness, suspicion has replaced trust, deception has 

tossed out honesty and the great double-cross has taken the place of loyalty”lii. He had 

also noted the popularity of the documentary and its influence on fictional cinema. 

Citing films such as The Iron Curtain (1948), Open City (1945), Boomerang (1947), 

The House on 92nd Street (1945), Call Northside 777 (1948), Criss Cross (1949), The 

Street With No Name (1948) and Naked City (1948) – many now considered film noirs 

– Manzie stated that “the factual type of film is increasingly capturing the imagination 

of motion-picture producers in Hollywood, England and on The Continent”.liii A year 

later – in October 1949 – Hobart’s The Mercury reported that “a number of crime films 

produced with a documentary technique or relating to a true story have been shown in 

Hobart recently ... well out of the rut of the many ‘cops and robbers’ features.”liv A year 
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later, The Sydney Morning Herald noted that the British film industry had followed 

Hollywood’s lead with a film called The Blue Lamp (1950), “Britain’s first major 

challenge to the realistic crime films America has been turning out since Boomerang 

and Naked City.”  

 

When it came to the changing depiction of female characters Lon Jones, writing in The 

Sydney Morning Herald in 1939, noted that leading actresses were “deserting their 

typed roles of blameless streamlined heroines to follow the villainous trail blazed by 

Bette Davis.”lv The Perth Sunday Times made similar comments a few years later, 

citing Barbara Stanwyck’s role as “a hard-boiled burlesque queen” in Ball of Fire 

(1941), Kaaren Verne’s character in All Through The Night (1941), and Ida Lupino 

who “wallows in an orgy of murders in Ladies in Retirement” (1941).lvi Four years later 

Keith Manzie reviewed Gilda (1946): 

... the latest of the raw-meat films to come to Melbourne ... The film industry now 

considers it necessary for the success of an action thriller to play up a femme fatale such 

as Joan Bennett, Lana Turner or Ava Gardner. So in Gilda it has the glamorous Rita 

Hayworth being thoroughly fatale and very obviously femme at every possible 

moment.lvii 

While American and Australian film critics clearly identified the changes happening in 

crime movies, and continued to use a variety of categorising terms for the “unusual 

thrillers”lviii that had emerged since Stranger on the Third Floor (1940), it was the 

French critics who – picking up Nino Frank’s phrase – created the category we now 

know as film noir. By 1955 their extensive analysis of the crime films coming from 

Hollywood in the postwar era – including the style of these films – was sufficiently 

detailed to warrant the publication of the first text on the subject: Panorama du Film 

Noir Américain by Raymonde Borde and Etienne Chaumeton. But like their American 

and Australian counterparts, Borde and Chaumeton saw the collection of films as a series 

or cycle – a “group of films sharing certain common features (style, atmosphere, 

subject), features sufficiently strong to mark them unequivocally”lix – which were 

produced over a discrete period of time while there was sufficient demand by audiences.  

 



Page 26 Writing an Australian film noir 

The book opens with a definition of film noir (“we’d be oversimplifying in calling film 

noir oneiric, strange, erotic, ambivalent and cruel”lx) and then discusses the sources and 

influences of the dark themes that occupy film noir narratives and style. Much has been 

made of film noir’s darkness and yet David Thomson, in his history of Hollywood, 

points out that this pervaded other areas of the industry: “many genres are implicated: the 

women’s picture, the romance, the drama, the comedy even.”lxi He suggests that 

Lawrence Olivier’s Hamlet (1948) is presented in “the same drugged, low-key black and 

white we know from noir.” From 1945 to 1949, the winners of Best Picture at the 

Academy of Motion Picture Arts and Sciences Awards were all films with a darker side, 

all clearly commenting on the state of society.3  

 

Postwar social trends and influences 

 

Following Borde and Chaumeton, others began to examine the social, cultural and film 

specific trends that brought about this more pessimistic worldview – including Spicer, 

Schrader and Luhr. A social readjustment was underway in American society as returned 

servicemen, many traumatised by their military experiences, returned to a civilian life 

that seemed dull and disillusioning after the intensity of their service years. The changes 

also meant upheaval for many women who had found a new social and economic 

independence in the wartime labour force. These psychological concerns became 

foregrounded in the noir characterisations of the paranoid male and the strongly 

independent woman. 

 

At the same time, both Existentialism and Freudian thought had moved into popular 

consciousness. Robert Porfirio argues that the noir hero is Albert Camus’ “man without 

memory”,lxii dislodged from his social space, wandering in a confused world beyond 

morality, free of sentiment and fear of death. Porfirio traces the existential influence from 

European literature to film noir through the hard-boiled detective fiction of writers such as 

James M. Cain and Horace McCoy. Freudian obsessions and motifs are also frequently noted 
                                                
3 The Lost Weekend (1945) is about an alcoholic writer who plunges into a personal nightmare of crime and depression; The 
Best Years of Our Lives (1946) is about three returned servicemen dealing with the readjustment of their lives after fighting 
for their country; Gentlemen’s Agreement (1947) is about a journalist who pretends to be Jewish in order to discover the 
extent of bigotry in the USA; Olivier’s Hamlet (1948) is a dark and much shortened version of Shakespeare’s play, filmed in 
the deep focus style so popular with film noir cinematographers; and All The Kings Men (1949) is about a new and naive 
politician who becomes corrupted by the system he has to work within. 
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as features of film noir. David Thomson states that “from the forties onward, Los Angeles 

was much beset by psychoanalysis, and the growing intellectual interest in guilt, depression 

and nightmare.”lxiii  

 

America in general, and Hollywood in particular, was also made more paranoid by the 

postwar obsession with communism. In the November 1946 elections the Republican Party 

took control of both the House of Representatives and the Senate for the first time since the 

Depression. Although the now infamous House Un-American Activities Committee (HUAC) 

had been formed in 1944, it was provided with a new Chairman – J. Parnell Thomas – 

following the Republican victory, and he and newly appointed Senator Joseph McCarthy 

invigorated HUAC’s role. Parnell Thomas, a fierce anti-communist and anti-labour 

conservative, immediately announced “that HUAC would be looking into Communist 

infiltration of the Hollywood movie colony, and into the content of the movies 

themselves.”lxiv Within twelve months HUAC had identified “friendly” and “unfriendly” 

filmmakers, and imprisoned “The Hollywood Ten” for contempt of Congress. (The eleventh 

person charged, Bertolt Brecht, fled back to Europe before he could be arrested). In 1951 the 

studios were also forced to implement a blacklist of 200 undesirable individuals who were 

prevented from working in the industry; this blacklist remained in force until 1960. 

 

But this was not the only problem that the American film industry had to deal with. After a 

wartime boom that had seen box office attendance skyrocket and profits rise dramatically, 

Hollywood “was besieged by labour strife and runaway costs, by rebellious exhibitors and 

restricted foreign markets, by censorship battles and anti-communist purges, and most 

significantly by declining domestic revenues and an inglorious end to its decade-long 

antitrust battles.”lxv The darkness and pessimism of the period seemed to have been more 

intense among filmmakers than the rest of the population. 

 

Industry specific trends and influences 

A number of more specific influences and industry-related factors also contributed to the 

development of the film noir cycle. These included the following: 

 

1. The popularity of the “hard-boiled” detective story. Hollywood had long plundered 

literature for stories that had sold well in print form. The “dime” novel had been around 
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since before the turn of the century, and in 1915 Detective Magazine launched the private 

eye to compete with Western heroes in this world of pulp fiction. But it was not until the 

mid 1930s that the best known of these crime magazines came to prominence. Launched 

to underwrite a much more upmarket (and loss-making) magazine Smart Set, the pulp 

magazine Black Mask came under the control of editor Joseph Shaw, who set about 

pruning all but detective stories from its pages. With a growing public distrust of the 

police, Shaw encouraged his writers to focus on the private eye, and by 1933 circulation 

reached over 100,000. Black Mask’s two most celebrated writers were Dashiell Hammett 

(who had been a detective himself and ensured readers a gritty realism) and Raymond 

Chandler.lxvi These two gave film noir its most famous detectives: Sam Spade and Philip 

Marlowe. Krutniklxvii has noted that more than twenty per cent of noir films from 1941 to 

1948 were adaptations of crime novels or short stories, including Hammett’s The Maltese 

Falcon and Chandler’s The Big Sleep. 

 

2. Émigrés’ application of modified Expressionistic technique. From the 1930s onwards a 

number of émigrés arrived from the German film industry, including directors Fritz Lang, 

Otto Preminger, and Robert Siodmak, writer/director Billy Wilder, cinematographers 

Karl Freund and Rudolph Mate, as well as actors, composers and designers. They brought 

with them an intimate knowledge of Expressionistic technique, which – although it had 

already become part of the Hollywood repertoire – meant that “a modified Expressionism 

could be superimposed over existing generic conventions through a more self-conscious 

deployment of mise-en-scène, chiaroscuro lighting, minimalist sets, mobile camerawork 

and the use of fractured narratives.”lxviii 

 

3. A trend towards realism in the cinema. With many filmmakers co-opted into 

documentary production during the war using lighter, more mobile cameras that didn’t 

require expensive lighting set-ups, there was a growing confidence in taking filmmaking 

out of the studio and into the streets. Movements such as Italian Neo-realism (1942–

1953) with its savage honesty in mise-en-scène, and French Poetic Realism (1936–1939) 

that dealt with crime narratives from the world of the lower classes in an almost banal 

way, provided a stylistic model that informed and influenced American filmmakers. 
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4. Subtle shifts in the nature of other categories of films. 

a. The gangster/crime film. The case study of Warner Bros. and the development of 

their gangster films at the end of the 1930s goes some way to explaining the key 

forces of opportunity and necessity that drive a genre’s so-called “evolution” in 

practice, and demonstrates how often it is the impact of key creative people that 

causes a new category to emerge. Warner Bros. had been successful in the early 

1930s with gangster films such as Little Caesar (1930), The Public Enemy (1931) 

and Scarface (1932), but pressure from the Production Code Administration (PCA) 

– the censorship body that protected audiences from depictions of sexual and 

criminal deviance on screen – forced filmmakers interested in crime to push their 

creativity into prison films, police dramas and T-men or G-men movies, where the 

heroes (as Treasury or Government agents) were now working on the side of the law 

against organised crime. But by the end of the 1930s the PCA had relaxed its views 

and was supporting “pictures which dramatised present-day social conditions.”lxix 

Warners capitalised on this relaxation of restrictions by producing a huge number of 

gangster films including A-feature hits Angels With Dirty Faces (1938), The 

Roaring Twenties (1939), and Brother Orchid (1940), featuring top stars James 

Cagney and Edward G. Robinson, and fast rising supporting actor Humphrey 

Bogart. When Robinson and Cagney demanded to play roles other than gangsters, 

Warner Bros. elevated Bogart into leading roles, simultaneously promoting the 

successful Roaring Twenties writing/directing duo of Mark Hellinger and Raoul 

Walsh to producer/director, and giving them five-year contracts. Hellinger and 

Walsh made three gangster/crime films together in the following two years, 

including They Drive By Night (1940) with Bogart playing supporting actor to 

George Raft, and High Sierra (1941) that placed Bogart in his first A-picture leading 

role. Added to the mix were insightful writer John Houston and director of 

photography Arthur Edeson, known for his love of pushing the boundaries of 

cinematography. All these personality-orientated forces of change were occurring at 

the start of what later became the noir cycle. Houston went on to direct several film 

noirs (The Maltese Falcon (1941), Key Largo (1948), and The Asphalt Jungle 

(1950), and Edeson worked as director of photography on The Maltese Falcon 

(1941) and Casablanca (1942).  
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It is interesting to note that, retrospectively, The Roaring Twenties is clearly placed 

by commentators as a gangster film, while High Sierra is usually included on most 

film noir lists. The intervening film – They Drive By Night – presents a 

categorisation problem for historians: it contains many elements of noir yet its 

overall tone is an unclear genre match.  

 

b. The women’s film, or “weepie”. This category became energised with a new 

assertiveness as stars like Bette Davis and Joan Fontaine became popular with their 

portrayal of wilful female leads. This change of emphasis in films aimed at the 

female audience gave rise to what became known as the Female Gothic cycle, 

falling somewhere between film noir and horror. The cycle included films such as 

Rebecca (1940), I Walked with a Zombie (1943), When Strangers Marry (1944) and 

Dark Waters (1944). 

 

c. The horror film. Since the early 1930s Universal Studios had come to dominate the 

horror genre with movies such as Dracula (1931), Frankenstein (1931) and The 

Mummy (1932), all strongly influenced by German Expressionism and a number of 

German filmmakers working at Universal. The success of this horror cycle prompted 

RKO to establish its own horror unit under producer Val Lewton, who was given 

free reign to make a series of B- pictures with budgets less than US$150,000. The 

resulting eleven films included Cat People (1942), The Seventh Victim (1943) and 

Isle of the Dead (1945), all demonstrating how sound, shadow and lighting can 

create a nightmarish sense of reality. Cinematographer Nicholas Musuraca worked 

on five of these films and then went onto become one of the most influential film 

noir directors of photography, filming Robert Siodmak’s The Spiral Staircase 

(1946), Jacques Tourneur’s Out of the Past (1947) and Fritz Lang’s Blue Gardenia 

(1953). Once again, the movement of people who influence the key “accenting” 

decisions (whereby films are often categorised) becomes important in understanding 

how a new category emerges.  

 

5. The impact of Citizen Kane (1940). Although it was not a commercial success, Orson 

Welles’ debut film had a profound influence on subsequent filmmakers who recognised 
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the special contribution of his expressionistic design and the deep focus cinematography 

of Greg Toland. Deep-focus lenses enable objects both near to and far from the camera to 

remain in focus, and have the effect of bringing the viewer into the scene. It became a 

common feature of film noir, allowing dialogue scenes to take place with little movement 

or editing. After seeing the film, Australian film critic Earle H. Cox wrote: “Orson Welles 

must have remarkable drive, personality, what it takes to sell Hollywood the idea that he 

could break up all the cinematic tricks learnt through long years of experience”. He then 

went on to explain why he did not like either Welles’ propensity to have actors speak 

lines over each other, or the deep focus cinematography which “in gaining his effective 

depth, has lost a fair bit of quality ... you strain your eyes trying to make out what is 

going on in the murky gloom.”lxx 

 

6. Budget constraints, and the B-film product range. Interviews with many postwar 

Hollywood directors working on B-films reveal that, because these films were less 

prestigious and had much lower budgets, directors had both an unusual freedom of 

expression and a need to be inventive, helping drive a force for change. André de Toth, 

director of Dark Waters (1944), Pitfall (1948) and Crime Wave (1954) commented, 

“Why would I want to do a million dollar picture? I didn’t want a million headaches. 

With lower budgets, most of the time, I was left completely alone.”lxxi 

 

Slow birth of the genre 

These various forces – stimulating audience needs, shaping the stories and themes that 

producers believed would sell, focusing the stylistic choices of directors and 

cinematographers – and the constant struggle to fit new films into existing but changing 

categories, resulted in what became known as the cycle of film noir, a twenty-year period of 

more than 200 American films4, and a further 100 British and European films. Most 

commentators mark the cycle’s start with Stranger on the Third Floor (1940) and its closure 

with Orson Welles’ Touch of Evil (1958). Films occurring in subsequent revivals of the cycle 

in the 1970s and 1990s are often referred to as neo-noir or post-modern noir. 

                                                
4 The number of noir films included in any survey depends upon the author’s definition of the genre, and ranges from 205 in 
Andrew Spicer’s survey to 308 in Alain Silver and Elizabeth Ward’s Film Noir: Encyclopaedic Reference to the American 
Style to 413 in the International Movie Database (IMDB). 
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Yet this neat and overly rational account of the genre is all a retrospective sleight of hand, 

illustrating Mikhail Bakhtin’s contention that even past meaning cannot be stable and will be 

changed by subsequent dialogue. For it was not until 1968 that the term film noir was used in 

an English context. In that year Charles Higham and Joel Greenberg published a book 

entitled Hollywood in the Forties, the first chapter of which was called “Black Cinema” (a 

direct translation of the French term film noir, the category name that they acknowledged).  

 

 
Figure 4. Number of film noir films released, 1940–2002 

Sources: International Movie Database (IMDB), and Andrew Spicer, Film Noir, Longman, 2002 

 

But the name ‘Black Cinema’, like many other names that might have been given to the 

category, did not stick, and when British film theorist Raymond Durgnat published his “Paint 

it Black: the Family Tree of Film Noir” in the magazine Cinema in 1970, he simply used the 

French term.5  

 

This was confirmed as the name for the genre when Paul Schrader published his influential 

“Notes on Film Noir” in Film Comment in the USA in 1972. It had taken thirty years for film 

critics and academics from France, Britain and America to convince audiences and 

filmmakers that a new genre had been born.  

                                                
5 Bakhtin’s words about the impact of the future on past meaning find their ultimate expression in the reproduction of 
Higham and Greenberg’s 1968 text “Black Cinema” in a 1996 Film Noir Reader. In that publication the title of the article 
has been changed to “Noir Cinema” with an endnote explaining the “error” of the past. 
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For the screenwriter attempting to bring noir conventions into play in a discourse with an 

audience, there had developed – over the years from the late 1930s – extensive categorisation 

of the narrative, stylistic and thematic concerns that typified the genre. Andrew Spicer sums 

them up neatly:  

Their iconography consists of images of the dark night-time city, its streets damp with rain 

which reflects the flashing neon signs. Its sleazy milieu of claustrophobic alleyways and 

deserted docklands alternates with gaudy nightclubs and swank apartments ... Noir’s highly 

complex narrative patterning is created by the use of first person voice-overs, multiple 

narrators, flashbacks and ellipses which often create ambiguous or inconclusive endings ... . 

The noir universe is dark, malign and unstable where individuals are trapped through fear and 

paranoia, or overwhelmed by the power of sexual desire. Noir’s principal protagonists consist 

of the alienated, often psychologically disturbed, male anti-hero and the hard, deceitful femme 

fatale he encounters.”lxxii  
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AUSTRALIA AND NOIR 
 

 If one image can be said to dominate the Australian screen through sheer repetitive excess it 

would have to be sheep. There are more sheep per cinema frame than virtually any other living 

thing. 

Deb Verhoevenlxxiii 

 

Nowhere in any survey of the iconography of film noir genre will you find mention of sheep. 

Film noir does not favour wide-open country, bright sunlight, nature or the dusty outdoor 

lives of drovers, gold-diggers, convicts and bushrangers – the dominant subjects of 

Australian film until the 1970s.  

 

In the twenty-year period from 1938 to 1958 (which covers the historical cycle of the original 

series of film noir), Australia produced 50 full-length narrative feature films. While this is an 

average of four films each year, production was patchy, with more than eleven of those years 

seeing two or fewer films released, including two years (1943 and 1948) with no production 

at all. 

 

 
Figure 5. Number of Australian films released, 1938–1958 
Source: Andrew Pike and Ross Cooper, Australian Film 1900–1977, Oxford University Press, 1980 

 

These were not good times for Australian filmmakers, with film producer and cultural 

commentator Phillip Adams referring to the era as “the great silence that pervaded Australian 

cinema.”lxxiv Of the fifty films, twelve were produced by overseas companies, including The 
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Overlanders (1946), Eureka Stockade (1949), Bitter Springs (1950) and The Shiralee (1957) 

made by Ealing Studios from the UK, Kangaroo (1952) a B-Western made by Twentieth 

Century Fox, and Ken Hall’s Smithy (1946) made by Columbia as a way of using funds 

frozen in Australia during the war. Of the remaining thirty-eight films, half came from just 

four directors – Ken G. Hall, Charles Chauvel, Rupert Kathner and Lee Robinson. While 

Hall and Chauvel were regarded as accomplished directors of drama, Robinson had a 

background in documentary filmmaking and relied upon exotic locations in Tahiti, Papua 

New Guinea and central Australia to compensate for his “methodical and unromantic” 

directorial style.lxxvKathner’s films were among the lowest quality ever made in the country, 

with Wings of Destiny (1940) and The Glenrowan Affair (1951) receiving poor reviews and 

limited screenings, and Below The Surface (1938) withdrawn from screening entirely by its 

primary investor.  

 

 
 

 

The highly productive period of filmmaking in the silent era was followed by a forty-year 

“great silence” in Australian cinema. It was largely the structural arrangements that had 

developed in the industry over the previous twenty-five years that had resulted in this poor 

state of affairs. By World War II, the cinema chains in Australia were almost entirely owned 

by American and British interests and there was no enforceable quota system in place to 

encourage or protect Australian content. While the coming of sound, and then colour, had 

transformed the American film industry and forced producers and directors to develop 

Figure 6. “The great silence” of Australian cinema 
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sophisticated approaches to visual storytelling, the Australian industry lacked the capital 

necessary to establish the integrated studio processes that had emerged in Hollywood. More 

significantly there were few skilled producers – the people who could deal with “the whole 

equation”lxxvi of commercial filmmaking: understanding audience demands, raising finance, 

managing creative teams including the director, establishing distribution and marketing 

networks, and bringing productions in on budget.  

 

Furthermore, the war had created shortages of film stock in Australia and diverted technical 

capability into the production of newsreel and propaganda films such as 100,000 Cobbers 

(1942). Harry Watt, a visiting British director making The Overlanders for Ealing in 1945, 

commented at the time that “studio facilities and equipment were so poor that indoor films 

were useless to attempt in Australia.”lxxvii He also noted that Australia had only two 

established directors: Charles Chauvel who was at that time making Rats of Tobruk, and Ken 

Hall who had been diverted to making propaganda films to help the government recruit 

soldiers. Watt also lamented that “Chauvel had the only experienced technicians available,” 

and he, Watt, was forced to recruit “enthusiastic amateurs or semi-amateurs.” Watt’s final 

film crew for The Overlanders consisted of “artists, scientists, young documentary workers, 

an ex-impresario, circus hands, writers, cattlemen and a waiter.” Only six of his crew of 

thirty-five had ever worked on a feature film before, and two of those (the cameraman and 

production manager) had come with Watt from England. More significantly, Watt decided 

after three months touring Australia for ideas, that the most obvious subject for a film was 

Australia’s “huge, exciting, hard country.”  

 

If the outback seemed the natural choice for the visiting Watt, it had always been popular for 

Australian audiences. In 1910 the British vice-consul in Sydney wrote: “Australian audiences 

are very fond of scenes illustrating incidents in American cowboy & Indian life, and they like 

pictures which remind them of their own ‘bush’ life.”lxxviii The most popular subject for local 

films at that time was bushrangers, and in 1911 no fewer than eight bushranger films were 

made in Australia (out of a total production of 51 films in that year), including Captain 

Starlight, Captain Midnight the Bush King, and Ben Hall and his Gang.  

 

Bushranging might have gone on to form the basis of a truly Australian film genre, but these 

films were banned by the New South Wales Police Department in NSW in 1912. This 
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legislation, combined with the consolidation of distribution and exhibition interests under a 

combined Australasian Films/Union Theatres organisation that shut out many smaller film 

production companies, precipitated the steady decline of Australian-made features. By the 

mid 1930s the Australian market was dominated by films from the now highly sophisticated 

and pre-eminent studios based in Hollywood.  

 

In contrast to the film production sector, the distribution and exhibition sectors of the 

industry were booming, and in 1944 audiences hit a record peak of 151 million admissions 

for the year. It was also the year that the head of Hoyts Theatres – then owed by Fox Studios 

– made the infamous statement that the industry should erect a statue to Hitler because of the 

great work he’d done helping their business.lxxix 

 
 
 

In terms of genre, the fifty Australian-made films released between 1938 and 1958 were 

dominated by the general categories of drama and comedy (50% of all films made during the 

period). A further 10% were action-adventure, with the remainder spread evenly across a 

number of genres including the musical Show Business (1938), the war film The Rats of 

Tobruk (1944), and the Western The Kangaroo Kid (1950).  

 Figure 7. Australian films by genre, 1938–1958 
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Although there are no films clearly identifiable as film noir, there are three films – The 

Phantom Stockman (1950), King of The Coral Sea (1954) and Dust in the Sun (1958) – that 

fall into the mystery/crime genre, where traces of noir are more likely to have lodged. All 

three of these films were directed by Lee Robinson. 

 

Evidence of film noir techniques 

In reviewing these fifty films, there is no evidence of either film noir themes or style, 

although two films – Into The Straight (1949) and Dust in the Sun (1958) – are worth noting 

for minor traces of certain aspects of the noir genre. In addition, the last of the Ealing films 

made in Australia, The Siege of Pinchgut (1959), employs a number of the stylistic 

techniques associated with the film noir genre. (It is included in this discussion despite being 

outside the research timeframe).  

 

Into The Straight (1949) directed by Tom McCreadie, contains a parody of a femme fatale. 

The film is a romance set on an Australian stud farm, where English horse trainer Hugh 

Duncan (James Workman) and his son Paul (Alan White) come to train horses owned by 

“W.J.” Curzon (George Randall). Both father and son are attracted to Curzon’s daughter June 

(Nonnie Peifer). She favours Paul until she is crippled in a riding accident and he loses 

interest in her. Paul then befriends Curzon’s lounge-lizard son Hugh (Charles Tingwell) and 

the two young men visit a nightclub where the sexy Zara Marlowe (Margo Lee) is singing. 

Zara then visits the farm for a few days and plays comic seductress among the conservative 

family. 

 

A rambling drama about horse breeding and sexual politics rather than a genre film of any 

kind (it also contains a piano concerto and singing cowboys), the comic character of Zara 

Marlowe appears to be an attempt to create a femme fatale – her name referencing Phillip 

Marlowe, the noir detective from Raymond Chandler’s crime novels. The film also contains a 

scene clearly inspired by the famous “anklet” scene from Double Indemnity (1944), when 

insurance salesman Walter Neff (Fred MacMurray) and housewife Phyllis Dietrichson 

(Barbara Stanwyck) exchange sexually loaded hard-boiled lines about driving too fast. In 

Roberts’ much less polished interplay, the sexual subtext is thinly hidden in a game of chess 

and a discussion about horses. 
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Figure 8. Chess scene from Into the Straight  
 

Figure 8 features the hard-boiled dialogue scene between W.J. Curzon (George Randall) and 

Zara Marlowe (Margot Lee) who play more than chess in Into the Straight (1948). Figure 9 

shows the famous anklet scene from Double Indemnity (1944) when salesman Walter Neff 

(Fred MacMurray) and housewife Phyllis Dietrichson (Barbara Stanwyck) discuss the 

speeding limit. 

 
Figure 9. Anklet scene from Double Indemnity  

 

Actor Bud Tingwell (who wrote the detailed shooting script) revealed in an interview that the 

name given to Margot Lee’s character was made up simply because “it sounded glamorous” 

rather than because it had any direct connection to the Chandler novels. As for the chess-
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playing scene referencing Double Indemnity, Tingwell commented: “The McCreadies were 

saturated in all those movies because they ran the Vogue Theatre at Double Bay. So they 

knew movies. But we weren’t clever enough [to emulate specific scenes in other films], we 

were just making a story.”lxxx 

 

Lee Robinson’s Dust in the Sun (1958) is a murder mystery set in a Northern Territory cattle 

station and is based on the 1951 novel Justin Bayard by Jon Cleary. Bayard is a policeman 

escorting an aboriginal man accused of murder to Alice Springs. After being attacked by a 

tribe seeking revenge, Bayard and his prisoner are forced to rest at a remote cattle station. It 

is here that Bayard becomes involved in an uncomfortable domestic situation and then a 

murder case, when Julie the bored wife of the station owner is found dead. While the story 

itself is not treated in the noir manner, Robinson does demonstrate some directorial choices 

that have traces of noir’s visual style. In the scenes leading up to the discovery of the dead 

woman’s body, Robinson creatively shoots through Venetian blinds into a mirror, and then – 

from an exterior shot – pans his camera slowly left to right across the screened windows as 

we hear screams. While it is possible to link these minor choices to the noir visual tradition, 

the accompanying music and lighting bear no resemblance to noir conventions. The 

remainder of the film sees Robinson’s dominant neutral style of directing at work – allowing, 

as he does in most of his films, the action of the story to take precedence over any particular 

stylistics. 

 

In The Siege of Pinchgut, English director Harry Watt demonstrates his knowledge of the 

stylistic techniques that are now associated with film noir. Commissioned to create a black 

and white crime thriller with an atmosphere of realism, Watt uses unedited takes with wide 

angle lenses to cover a scene economically, frames multiple characters in shot at the same 

time, most facing camera, and/or with action happening in depth; he uses mirrors and 

shadows to reveal/conceal characters’ faces and angles shots from below to reveal ceilings. 

The film, however, lacks the tone and themes associated with film noir. 
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Figure 10. Deep focus cinematography, The Siege of Pinchgut  
 
Figure 10 above shows Watts’ use of deep focus cinematography. Ambulance man Johnny 

(Neil McCallum) in the foreground waits for his brother while police start asking questions 

(background) in The Siege of Pinchgut (1959). In Figure 11 a low-angled shadowy shot in the 

same film shows Ann (Heather Sears) tending to the injured Johnny (just off-screen left) 

when her mother (Barbara Mullen) arrives. 

 
Figure 11. Low-angled shadowy shot, The Siege of Pinchgut  

 
Clearly, neither the forces that had influenced American film producers and directors to 

create the dark films that were later categorised as noir, nor the film conventions that 

resulted, made any impact on Australia producers, writers and directors. The two dominant 

directors of the day, Charles Chauvel and Ken G. Hall, clearly had interests other than stories 

built around doomed protagonists or the solving of crimes in morally ambiguous 

surroundings. Chauvel, who was at the end of his long and often difficult career (he died in 

1959) was known for his romantic sensibility and a desire to portray Australians in an epic 

and heroic light. His films of this period – Forty Thousand Horsemen (1940), The Rats of 

Tobruk (1944) and Jedda (1955) are all tributes to courage and character, and the dark 
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cynicism that characterises the noir world is entirely absent. Hall was better known for his 

light commercial touch and preference for farce; of his six features in the period five were 

comedies, including two “Dad and Dave” films.  

 

But it is more than just the preferences of filmmakers that account for the lack of a noir shade 

in Australian cinema in the postwar era. The use of genre emerged as a vital energy and 

intricate component of the complex industrialised screen storytelling processes of Hollywood 

over a period of fifty years. Through their superior production techniques, bias for visual 

intensity, immense capital investment across the entire supply chain, the star system, their 

ruthless control of exhibition practices, and a sharp focus on the market, Hollywood had 

created a machinery that left it supremely competitive. Australia – like every other nation on 

earth – had become an extension of this system, a place where American films were 

distributed. That there were a handful of Australian filmmakers who managed to maintain a 

presence in these commercial circumstances is testament to their passion and endurance. This 

was the golden age of Hollywood – indeed 1939 is often referred to as the “miracle year” for 

the studios, such was their supremacy and the popularity of their products. 

 

Genre – as a dialogic discourse between producers and consumers – was at the very heart of 

Hollywood’s integrated system of international production, distribution and consumption of 

cultural product. It was the glue that bound together the audience on the one hand and the 

stars and the stories on the other, and all the creative, technical and marketing processes in 

between. The eight major studios of Hollywood, that in 1940 controlled 65% of the world’s 

film product, made genre films because they had in place a finely tuned system that created – 

with a backward glance on what had gone before – films that engaged in a “two-sided act” 

with their audiences. Genre ensured that a delicate balance of innovation and repetition 

would facilitate the exchange of emotionally charged meaning for dollars and cents. In this 

complex process, Australia’s place could only be at one end: where that exchange took place, 

at the box office, where millions of Australians lined up to see Humphrey Bogart and Lauren 

Bacall. With no comparative process in place in Australia, genre was an unimagined 

irrelevancy to Australian producers and directors. The tiny spattering traces of noir that can 

be found in two films of the period are almost an unconscious acknowledgement of the 

powerful reach of the world’s most influential system of cultural production.  
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While the analysis of the postwar industry both in America and Australia in these terms 

reveals the role of genre in Hollywood’s cultural hegemony, it also helps to quell concerns 

that there were, and still are, good reasons for an Australian screenwriter to avoid working 

within the film noir genre. Genre’s “magic” is as available to be sprinkled on Australian 

stories as it is on stories from anywhere else in the world.
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ADAPTING THE GENRE 

 
It’s like you have this dialogue with your audience because they know the conventions and you 

know that they know the conventions ... with a genre like film noir, everyone has these 

assumptions and expectations. And once all of those things are in place, that's when you can 

really start to twist it about and mess around with it. 

Larry Wachowski (1996)lxxxi 

 

Freed from the niggling concern that there may be barriers to writing a film noir in an 

Australia context, and armed with an understanding of how genre works in the active dialogic 

reception of a film, the contemporary Australian screenwriter can start – as Larry Wachowski 

says – messing around with the form. Writers must clearly develop strategies when using a 

genre. An examination of two recent films reveals widely different strategies and provides 

some insights that help adapt the noir form successfully. 

 

 The Black Dahlia (2006) and The Constant Gardener (2005) are both film adaptations from 

novels, and were released in cinemas less than a year apart. Both were eagerly awaited, The 

Black Dahlia as Brian De Palma’s latest film after a four-year break, and The Constant 

Gardener as Fernando Meirelles’ follow-up to his critically acclaimed City of God (2002). 

De Palma’s film – clearly a film noir – was a disappointment both critically and at the box 

office. It was unable to recoup its US$50 million production budget from worldwide takings, 

lasting only 42 days in cinematic release. The Constant Gardener on the other hand ended a 

93-day box office run with more than US$82 million in worldwide revenue, triple its 

production budget of US$25 million.lxxxii It also received much praise from critics and won 

more than 18 awards at various internationally recognised film competitions around the 

world.lxxxiii The genre strategies employed by the writers and directors involved in these two 

films could not have been more different; and it is not difficult to suggest that there is a link 

between these strategies and the resulting commercial and artistic outcomes. 

 

The Black Dahlia (2006)  

The Black Dahlia was adapted by Josh Friedman from a novel of the same name by James 

Ellroy. The story is set in post-war Los Angeles and deals with the real-life murder of a 

young woman named Elizabeth Short, an aspiring Hollywood starlet whose body was found 

4 ■ 
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gruesomely disembowelled and cut in half in 1947. At the time of the film’s production, 

Friedman had only one previous feature screenplay credit – that of the adaptation of War of 

The Worlds (2005), a science-fiction film directed by Steven Spielberg. Director Brian de 

Palma had worked with a number of films in the noir, gangster and crime genres in his 

career, including Scarface (1983), The Untouchables (1987), and Femme Fatale (2002). 

 

From its first shot, screenwriter and director declare this to be a noir world and a noir film, 

adopting a swag of instantly recognisable genre elements. Opening with a wide shot 

dominated by the slow wail of a saxophone remarkably similar to the music in Roman 

Polanski’s celebrated film noir Chinatown (1975), we move in on a young man – a boxer – 

sitting on a table. The boxer’s hand is being taped by an older man – his trainer – who sits on 

a bench below him with his back to us. We are in an unevenly lit locker room in sepia 

browns, fragmented by lines from the room’s ceiling beams, the glowing windows that run 

along the right hand wall, the upright lockers with their steely grills at the rear, and the water 

pipes and low benches that run below the windows. The slightly low, wide-angled shot 

reveals the ceiling of the room from which two rows of lamps are suspended, throwing white 

pools of light downwards. This is mise-en-scène , cinematography and score carefully 

constructed for immediate identification as film noir. As Langford (2005) suggests, “noir is 

arguably as instantly recognised and influential in contemporary media culture as was the 

Western for the post-Second World War generation, liberally quoted, pastiched and parodied 

from television advertising to graphic novels.”lxxxiv  

 

 
Figure 12. Opening shot, The Black Dahlia  
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Working with this knowledge, the strategy employed by screenwriter and director in The 

Black Dahlia is clearly to foreground – “the formal moves and stylistic motifs”lxxxvof the 

genre. As the opening scene continues, more of these become evident. The shot moves closer 

in on the young man, and smoke from the trainer’s cigarette rises in curls into the light – the 

first sign of the film’s obsessive emphasis on cigarettes and the business associated with 

them – characters lighting them, inserting them between lips, taking almost painful sucking 

drags, and discarding them – sometimes with the camera following to catch a character’s 

shoe rubbing the butt into the ground. None of this is done with a sense of the casual ease of 

an everyday habit – as was managed in George Clooney’s Good Night and Good Luck (2005) 

– but is in every case a highly self-conscious act. We are meant to notice the interaction of 

character with cigarette and smoke as if De Palma has decided that this activity is to be the 

marker by which we will be kept constantly reminded that we are in a noir story world.  

 

After the first curls of cigarette smoke in the opening shot, De Palma opts for another of the 

most recognisable elements of noir – voice-over narration. As the shot has now dollied in to a 

close-up of the young boxer’s face, we assume it is his voice and, within a few sentences, his 

words – in another well-observed trait of film noir –take us back to the past with a dissolve to 

a flashback.  

 

The scene is one of street violence, where dozens of servicemen and “zoot-suiters” 

(Mexican-Americans) fight it out in a Latino suburb of Los Angeles while the police watch 

on or join in as they please. A radio newsreader provides both expositionary information and 

ironic commentary in another voice-over, although no one is actually shown listening to the 

broadcast. “The Los Angeles Police Department assures the public it has the situation 

completely under control,” says the male newsreader’s voice as a sailor throws a “greaser” 

through a shopfront window and a nearby policeman takes a bet on who will win the punch-

up taking place on the bonnet of a car in front of him. We become aware, because of the 

clothes and cars, that this is postwar America: somewhere in the 1940s, and that the moral 

order is in disarray. The armed forces, returned from duty overseas but still in uniform, are 

now fighting their own citizens with the local police as gambling spectators. De Palma is 

echoing Paul Schrader’s views about film noir’s key influence of postwar disillusionment: 

“The war continues, but now the antagonism turns with a new viciousness towards American 

society itself.”lxxxvi  
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As the fighting proceeds, we are introduced to our young boxer, Dwight “Bucky” Bleichert 

(Josh Hartnett) now in police uniform, as well as the man who is to become his opponent in 

the ring, his buddy in the force Lee Blanchard (Aaron Eckhart). After witnessing these two 

policemen fighting beefy servicemen better than anyone else on the street, we cut to an 

interior where Bucky and Lee have decided to wait out the night while the street fighting 

continues. Once again De Palma presents us with pure noir pastiche: a wide shot lit from the 

side through Venetian blinds with our two characters hidden in the resulting slatted shadows. 

Although a table lamp is available centre shot to be lit, the characters prefer to talk and drink 

in the darkness. Bucky lights up a cigarette, takes a deep drag and blows smoke into the 

room, grimacing. At the back of the deep focus shot we can see – through the window of the 

room – blue and white neon signs. All these elements are straight from a checklist of noir 

iconography and have been packed onto the screen before the opening credits have finished. 

 

 
Figure 13. An early scene from The Black Dahlia  

 

Figure 13 shows an early scene from The Black Dahlia in which Bucky (Josh Hartnett, right) 

and Lee (Aaron Eckhart) wait it out in the darkness with a sleeping man, far left. The rest of 

the film continues this adherence to genre traditions with two key exceptions. Firstly, the 

central protagonist is neither a morally weak victim “helpless in the throes of desire and 

attempting to escape the frustrations of his existing life”lxxxvii nor an innocent or damaged 

man. Bucky is a more contemporary Hollywood hero – from a humble background but 

socially comfortable and confident (he never shies away from expressing what he believes to 

be right); thoughtful (his voice-over reveals his frequent concerns for those he cares for, be 

they friends or innocent victims of violence); and morally upright (he is always on the side of 
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good/truth/order/law). Bucky embodies the kind of new-age-man sentiments of the day that 

match the baby-face of Josh Hartnett, cast in the lead role. His only flaw seems to be a 

certain cool detachment, a bi-product of his thoughtfulness, (he is known in the boxing ring 

as Mr Ice). However, this personality trait never prevents him from engaging in battle – be it 

verbal, physical or with the gun – except at one significant moment when he might have 

possibly (but highly improbably) saved his partner Lee from death.  

 

The second key departure – and perhaps the most significant reframing of the genre to suit a 

contemporary audience – is the film’s romantic ending. Having solved the mystery of 

Elizabeth Short’s brutal murder, and discovered the truth about his dead partner’s corrupt 

past, Bucky shoots and kills the black-robed femme fatale (who we now know to be a part-

time lesbian, prostitute, willing party to murder, and member of an impossibly corrupt, 

decadent and dysfunctional wealthy family) and returns to win the heart of the innocent 

female heroine. In the final scene of the film she is dressed in white, waiting for Bucky in the 

warm glow of her stylish Californian bungalow. 

 

 
Figure 14. A self-conscious film noir moment, The Black Dahlia  

 

In one of The Black Dahlia’s many self-conscious film noir moments (see Figure 14), deep 

focus composition is used to frame Lee (Aaron Eckhart) front left, with Bucky (Josh 

Hartnett), back left, talking to Detective Millard (Mike Starr) on top of the stairs. 

 

In their use of genre to facilitate the telling of The Black Dahlia story, De Palma and 

Friedman opt for minimum transformation of commonly known generic conventions. The 

time and place chosen to set the story – California in 1946/7 – corresponds to the height of 
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noir’s historical concern with “the problems of crime on the streets, political corruption, and 

police routine.”lxxxviii  The film is self-consciously concerned with getting noir’s visual 

conventions “right” and because of this frequently lapses into pastiche, becoming a reified 

noir removed from its original historical and cultural context. It is, as Grant suggests, reduced 

to “a set of formal moves and stylistic motifs largely divorced of meaningful content.” This 

contrasts significantly with the highly regarded neo-noir Chinatown (1974) in which writer 

Robert Towne and director Roman Polanski “deliberately invoke the basic characteristics of 

a traditional genre in order to bring its audience to see that genre as the embodiment of an 

inadequate and destructive myth.”lxxxix Friedman and De Palma play a surface game, fiddling 

only with the central character and dressing his now safe and uninteresting personality in the 

visual fineries of the genre.  

 

Critics and audiences alike failed to engage in the film’s discourse, and among the almost 

unanimous poor reviews were comments such as: “the director deliberately calls attention to 

the story's noir trappings”xc, and “The Black Dahlia never rises past the poseur stage to 

become noir of its own”.xci The New Yorker went further, suggesting that “imitation and 

pastiche come easily to a photographic medium, and films set in Los Angeles are often 

garlanded with stylistic flourishes from earlier L.A. movies. Brian De Palma’s period re-

creation, The Black Dahlia, suffers from this rampant allusiveness.”xcii Todd McCarthy, 

writing in Variety summed up the film as “overripe melodrama.”xciii 

 

For the scriptwriter tackling the genre, the primary lesson to be learned from The Black 

Dahlia is that you cannot rely upon mere visual conventions to carry audience interest. The 

Black Dahlia applies genre as object – trying to create the film noir and constantly 

referencing the noir “dictionary” of meaning creation, resulting in pastiche. De Palma and his 

screenwriter fail to create any novelty for their filmic utterances, and disable creative 

accenting of their work for the very reason that it is all accenting turned object. Furthermore, 

their foregrounding or reification of genre elements has put a sound story at risk. By 

comparison, James Ellroy’s previous novel L.A. Confidential was much more successfully 

adapted for the screen by Brian Helgeland. Ultimately, the failure of The Black Dahlia 

demonstrates that the visual conventions of noir have become so well known and so well 

used that they require a more creative or more extreme transformation to engage an audience 

(for example Frank Miller’s Sin City (2005), or the Japanese collection Rampo Noir (2005)). 
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The noir conventions – themselves accents of a previous discourse – must be further accented 

or creatively orientated in order to help carry meaning in the present social context. 

 

The Constant Gardener (2005) 

The Constant Gardener, directed by Fernando Meirelles, comes from a screenplay by Jeffrey 

Caine adapted from a John Le Carré novel. The original source material does not read as a 

typical roman noir. There are no detectives here, no hard-boiled language, and the story is set 

predominantly in present-day Africa. The central protagonist is a low-level British diplomat, 

and the work would more comfortably fit into the “spy” genre of literature. Yet Caine’s film 

adaptation and Meirelles’ visual treatment of the story pay subtle yet powerful homage to the 

noir genre – using both its narrative conventions (for example flashbacks and non-linear 

plotting) and its stylistics (such as unusual camera angles and frequent shots of characters 

“lost” in a fragmented mise-en-scène) – although these are carefully updated by Meirelles. 

 

The story opens mysteriously, in darkness. As the opening titles come and go we hear the 

rattling throaty sound of a car come to a halt and then doors open and close, followed by 

footsteps. A man speaks, firstly to take a bag from someone called Arnold and then to 

admonish someone – we discover it is his wife – for going away. The first shot – an unsteady 

handheld two-shot – emerges from this darkness, revealing the silhouettes of two faces in the 

foreground, and a small plane in the blown-out whiteness of the background. The scene 

echoes the closing of Casablanca (1943). The couple are Justin (Ralph Fiennes) and Tessa 

Quayle (Rachel Weisz). She kisses him but their conversation is perfunctory and unromantic. 

She doesn’t want him to wait, and walks away toward the plane with Arnold. Justin waves 

and says: “See you in a couple of days” as the shot dissolves slowly into an overexposed 

whiteness steadily filling with the sound of an overhead aircraft moving away from us. First 

the plane and then Arnold and Tessa vanish in the colourless wash. Before the same happens 

to Justin, foregrounded left with his back to us, we cut to a thirteen-shot scene where 

Meirelles confirms the visual style for the film, and we realise that Tessa has been killed.  

 

This second scene of the film is constructed of a series of dramatically tilted, quickly edited 

shots of a group of African soldiers discovering an overturned jeep on the shores of a lake, all 

in the same de-saturated palette of the opening scene, this time emphasising blues and 

oranges. The first shot shows the jeep being tipped over and the second – from underneath 
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the jeep, now on its side – shows a wheel spinning slowly as a flock of birds take off in the 

distance. They have been disturbed by the sounds of the creaking vehicle and a man’s voice 

shouting in an African dialect, although no one is seen. The third shot – tracking the birds 

squawking and crying as they rise from the lake’s desolate shore – acts to indicate time 

passing. The film then cuts – with both image and sound – to a wide shot of the road that runs 

along the lake. A covered army vehicle comes into view and the camera follows as it moves 

screen right and pulls up alongside the overturned jeep. With the entrance of the truck come 

the first sad chords of the film’s moody score. The next eight shots of the scene cut 

dramatically between high-angled wide views looking down on the action, medium shots 

taken from inside the second vehicle (see Figure 15), a single close-up of a black hand 

picking up a bottle, and wide low-angled shots of the action.  

 
Figure 15. Meirelles frames the view using a truck interior, The Constant Gardener 

 
Figure 16. Meirelles tilts the camera severely in second scene, The Constant Gardener 
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When seen, the horizon is at an extreme incline as a result of the camera’s tilt (see Figure 16) 

and is particularly dramatic when combined with a low-angle shot. Meirelles also uses the 

army vehicle’s shape to frame what we see for the shots taken from inside the vehicle. The 

last shot of the scene is taken from high above the lake – a slow aerial tracking pan – that 

follows a wheeling flock of white birds as they fly in formation against the blue of the water. 

 

We are only two minutes into the film and there has been nothing so far – either in narrative 

or style – to indicate that this is in any way a film noir. The next scenes however, reveal how 

screenwriter and director creatively put the essence of the genre to use in aiding their 

storytelling. The first is shot through the vertical blinds of the British High Commission 

when Justin’s boss Sandy Woodrow (Danny Huston) informs him of Tessa’s death (see 

Figure 17), and the next a flashback – so de-saturated to be almost in black and white – 

showing us the first time Justin and Tessa meet. She is contemporary femme fatale par 

excellence, embarrassing him with her confrontational questions at a lecture he is giving and 

then leading him to her bed. She is highly intelligent, dangerously outspoken, mysteriously 

secretive and sexy. He is hesitant, polite and unambitious, but also clearly beyond resisting 

her alluring charm. It is her actions that will lead both of them to their deaths. 

 

 
Figure 17. Sandy Woodrow (Danny Huston) waits for Justin, The Constant Gardener 

 

Although notionally a spy story, both novel and screen adaptation reveal Tessa’s murder up 

front, allowing the rest of the film to become an investigation by Justin of cause and 

perpetrator. Yet this is not a linear exploration. The screenplay’s narrative moves back and 

forth in time, tracking both the couple’s early relationship, marriage and move to Africa, as 
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well as Justin’s unravelling of the corporate and diplomatic forces behind the murder. 

Although the story’s time and place share no commonality with typical film noir, its core 

themes, structure and characters have all been written, if not with clear knowledge of the 

genre, with a serendipitous verisimilitude. Justin becomes the disillusioned private eye, 

increasingly aware that he has become enmeshed in the sordid and morally bankrupt world of 

a multinational drug company operating in a corrupt African nation. A sense of doom slowly 

descends as the forces against Justin become too great and, although the narrative sees the 

fall of Sir Bernard Pellegrin (Bill Nighy), the senior British diplomat behind the corruption, 

the film ends with Quayle’s death – at the same place where his beautiful femme fatale met 

her own fate.  

 

Meirelles’ stylistic treatment of the story complements the narrative’s noir sensibility. 

Handheld camera work underpins each scene with the same uneasy uncertainty that low-key 

lighting and fragmented lines did for noir’s early cycle. The framing and shot selection 

favours the harsh landscape rather than the more fragile characters (in an interview Merielles 

stated that Kenya was a key characterxciv) and the camera angles are sometimes severely 

distorted to match the mood of the narrative. The colour palette contrasts the warm orange of 

the love story with the dull green-greys of Justin’s investigation of the murder, culminating in 

a nightmarish scene when he returns to London and finally breaks down with grief, recalling 

happier days in bed with Tessa. Once again, Meirelles chooses disturbing framing and 

camera angles, combining these with blurred focus photography – the creative accenting of 

an emotional sequence that confirms Justin as a powerless small-time player, almost 

pathetically unaware of the forces that have brought him to this low point. 
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Figure 18. Justin (Ralph Fiennes) breaks down in a tilted grey-green nightmare scene, The Constant Gardener 

 

 
Figure 19. Justin remembering Tessa (Rachel Weisz) in a warm orange glow, The Constant Gardener 

 

As a strategy for genre application, The Constant Gardener blends subtle manifestations of 

noir’s traditional visual conventions within highly contemporary cinematic accenting to 

create for the viewer a wholly integrated and absorbing sensibility. Meirelles’ style is never 

present as self-conscious effect, and certainly never as the mere application of a noir style. It 

is rather accenting that has been designed solely to create the unique filmic experience that is 

The Constant Gardener. Meirelles – unlike De Palma – did not set out to make a film noir, 

but a story about pharmaceutical companies in Kenya. In this regard, the approach of 

screenwriter Caine and director Meirelles mimics the original intention of filmmakers in the 

1940s and 1950s – directors like Billy Wilder – who didn’t “know” that they were making 

noir films, but who found the best way to create a relevant visual story by making specific 

and calculated creative decisions as filmmakers to reach their audience. Meirelles’ preferred 

use of light, handheld cameras with a small crew filming on location in Africa also 

contributes to the documentary realist feel to the film, similar to the “enhanced realism”xcv of 
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cinematography in the postwar years of the film noir cycle, when location shooting using 

lighter cameras became increasingly popular. 

 

In many regards it is Meirelles’ purpose and process that shares similarities with 1940s’ 

filmmakers rather than any conscious desire to recreate the look and feel of film noir. 

Ultimately, what Caine as screenwriter and Meirelles as director have done is construct a 

series of film utterances that are loaded with contemporary novelty – what the film’s 

producer Simon Channing-Williams referred to as “not fluffy traditional Hollywood fare 

that’s either blockbuster or marshmallow, but something which has a real resonance with the 

public.”xcvi 
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WRITING BURNT 
 

It is social evaluation which inseparably weaves the artistic work into the general canvas of the 

social life of a given historical epoch and a given social group. 

Mikhail Bakhtin xcvii 

 

It was nearly seven years developing Burnt from first concept to its final form, with twelve 

drafts of the screenplay produced. These were written over the same timeframe that the 

theoretical research into genre and the Australian film industry was being carried out, a 

period that also involved screenplay-specific research into matters such as post-traumatic 

stress disorder, cane farming, 1940s divorce law, displaced persons, Australian aboriginal 

attitudes to death, and the postwar reconstruction policies of the Australian government. In 

addition, a 10-minute film of the story of Burnt (narrated by one of the characters) was 

created halfway through the writing process to test the story with selected audiences.  

 

Two of the twelve drafts of the screenplay were major re-writes, one after feedback from a 

number of readers, and the other incorporating significant insights from the theoretical 

research and comments from those who watched the short film. (A copy of the film is 

included with the screenplay, even though it represents an earlier version of the story). The 

final screenplay owes much of its tone to the rich understanding gained from the research 

into genre, the postwar Australian film industry and the genre adaptation strategies of Brian 

De Palma and Fernando Mereilles.  

 

A synopsis of Burnt 

Burnt tells the story of Thomas Whitman, an Australian soldier in his late twenties. The film 

opens on the night-time battlefield with Thomas revealed in the darkness by a shattering 

explosion that sends shards of light and burning objects into the darkened sky. Thomas is 

injured physically by the fiery debris and scarred emotionally by the horror he witnesses 

around him as a result of the massive blast. Two years later, in 1947, Thomas lives alone in 

his sparsely furnished terrace house in Sydney and carries the symptoms of post-traumatic 

stress disorder (then referred to as “exhaustion” or “shell shock”). He is visited only by an 

army psychiatrist. Then one day he receives a letter, which he believes is from his brother 

5 

■ 
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Samuel, asking for help with the family’s small cane farm in Uki, northern New South 

Wales. Thomas reluctantly decides to make the journey to the farm, travelling initially by 

train and then on foot to the small community nestled on the slopes of Mount Warning – a 

dormant volcano that dominates the landscape. On his journey Thomas meets a group of 

Maltese D.P.s (the abbreviation given to Displaced Persons who emigrated to Australia after 

the devastation caused by the Second World War in Europe). They are three brothers – 

Salvatore, Joseph and Ernesto – on a mission to cut down a huge Blackbutt tree in a nearby 

forest, but who are looking for more permanent work. Thomas suggests that they come to 

Uki when they have finished their tree felling. Thomas also meets an Aboriginal man named 

Marbuck, and the two men share a campfire and stories before the final walk into Uki. When 

they arrive at Thomas’ family farm, Marbuck refuses to cross the farm threshold, 

acknowledging the land to be “sorry country”. Thomas and Marbuck depart as friends and 

with an agreement that they will shortly climb Mount Warning together.  

 

Once at the farm, Thomas discovers that his brother Samuel has been injured in a farming 

accident and is drinking heavily. Samuel is also looking after a new baby, with his wife Mary 

nowhere to be seen. Thomas inspects the run-down farm, detects his brother’s hostility and 

decides he will leave after visiting his parents’ grave. Mary returns one afternoon in a car 

driven by local police sergeant Harry Ellis, accompanied by her eight-year old daughter 

Amy. Full of life and frustrated with small-town existence, Mary drags Thomas to the local 

pub to celebrate his arrival, and it becomes clear to Thomas – who no longer drinks alcohol–

that she wrote the letter to him and is hoping he will get her out of the town. From their 

behaviour, it becomes increasingly evident that Thomas and Mary have a history, 

romanticised by her and being carefully avoided by him. Thomas also discovers that 

someone is buying up the small cane farms in the district, using unsavoury tactics to scare 

families into selling. One night Mary takes Thomas for a walk through the cane, once again 

hinting at their past relationship. Her playful seduction is interrupted when they find the dead 

body of cane farmer in the moonlight. Thomas decides to stay, partly to help with the farm 

and partly to find out who is behind the farm acquisitions and the death of the farmer. 

 

Thomas starts to work hard on the farm, clearing and cleaning, and talks to other farmers 

about who has offered to buy their properties. He discovers that two local lawyers – James 

and Clem Agnew – are doing the buying, but they seem to be a front for an unknown 
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corporate client. With a renewed purpose in life and his war stress symptoms receding, 

Thomas climbs Mount Warning with Marbuck who tells him he has seen the man who is 

buying the farms. After spying on the Agnews, Thomas confirms the identity of the buyer as 

George Traill, a well-connected businessman in his sixties.  

 

The Maltese brothers arrive in town and Thomas employs them to work on the farm, also 

enlisting Salvatore to help with his investigations into Traill’s actions and motives for buying 

sugar cane farms at a time when the industry is struggling with manpower shortages and low 

sugar prices. One night Thomas breaks into Traill’s house and steals documents that help 

confirm he is behind the acquisitions, and Thomas and Salvatore start organising the 

community to stand together against Traill. Mary and Thomas argue over the strategy, Mary 

still wanting to sell up and leave town, but Thomas increasingly committed to stay and 

support Samuel in an attempt to make the farm viable.  

 

One night Thomas follows and confronts Traill, and the powerful and confident older 

businessman presents his view of a new Australia – a country where corporations represent 

the future. Traill lets slip that the government may be negotiating a new Commonwealth 

Sugar Agreement, and Thomas and Salvatore find out that this would mean a tripling of the 

price of sugar. With help from one of the locals – an extraverted character named Red Billy 

who is good at impersonations and accents – Thomas organises a phone call to the Minister 

for Agriculture in Canberra, with Red Billy pretending to be Viscount Addison, the British 

Secretary of State for Dominion Affairs. The ruse confirms that a new Sugar Agreement is 

about to be ratified.  

 

Thomas’ investigative successes are countered when he is arrested for breaking and entering 

into Traill’s house. With Harris Ellis appearing to be under Traill’s control, Thomas is given 

an ultimatum to sell the family farm or face prosecution, a demand that comes with an 

additional threat of violence against Thomas and his family. Thomas decides to ignore the 

coercion and continues with his plans to harvest the last of the farm’s cane after it is burnt. 

After an uneasy stand-off with a dangerous group of Traill’s men, Thomas, Samuel and the 

Maltese brothers finish cutting the cane and head for the local pub where most of the farmers 

are celebrating the end of the cutting season. A fight breaks out, provoked by Traill’s men, 

and Thomas is trapped behind the bar with Mary. The violence brings on Thomas’ symptoms 
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and he struggles to control a severe panic attack, until Mary encourages him to have a drink 

to calm down. They escape the pub and wander into the nearby burning cane fields where 

Thomas and Mary make love. Surrounded by burning cane and under the influence of 

whisky, Thomas starts to recall the horrors of war, and Mary becomes deeply frightened by 

his behaviour. She tries to take Thomas home but he collapses at the entrance to the farm and 

knocks himself unconscious. Marbuck appears and helps Mary carry Thomas to the house. 

 

When Thomas wakes the next morning, he finds he is covered in blood. As he struggles to 

remember what happened the previous night, a car pulls up and Harry Ellis arrives with Mary 

who claims that she stayed elsewhere the previous night because she was frightened. Mary 

then finds the dead body of Samuel who has been shot in his bedroom. Ellis charges Thomas 

with the murder of his brother, a claim that Thomas vigorously denies, and the two men fight 

until Thomas is restrained.  

 

A more senior policeman, Detective De Frise (the character who narrates the short film), 

arrives in town to investigate Samuel’s murder, and Thomas – now locked in a police cell–

realises that Marbuck may be the only person who witnessed what happened that night. The 

search for Marbuck proves fruitless until Thomas gives away the location of his secret camp 

at the base of Mount Warning. But when Marbuck is brought in for questioning, Thomas 

starts to realise that the Aboriginal man is going to be used as the scapegoat for the murder, 

despite the fact that Marbuck saw someone else arrive at the farm on the night of the murder. 

Marbuck, now believing Thomas betrayed him, becomes increasingly fatalistic, and Thomas 

realises that the only way to save Marbuck is to admit to the murder himself. Thomas writes 

a confession, knowing he will hang for the offence. He has a final conversation with Traill – 

who still wants to buy the farm – and works out, thanks to Marbuck – who killed Samuel. He 

then completes his will, leaving the cane farm to the Maltese brothers, and his Sydney house 

to Mary and Amy, who is revealed as his daughter from the relationship that he had with 

Mary shortly before he joined the army and went to war. The film ends with Thomas’s 

execution, and he disappears into the light that emerges when the trapdoor beneath him 

opens.  
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Evolution of the screenplay 

My initial desire with Burnt was to write a screenplay that was clearly recognisable as a film 

noir, but equally identifiable as an Australian story. I wanted to place the story in the postwar 

era of 1940s Australia, with a central protagonist who was a returned soldier, and decided 

early in my creative process to use the cane-growing district around Mount Warning as the 

location for the majority of the film’s events. This was partially motivated by the fact that I 

spent two years working in the sugar industry (albeit in Fiji) and came to both understand the 

core processes of cane farming, and appreciate the cinematic beauty associated with cane 

fields – especially when they are ablaze at the end of the season. My father-in-law, Salvatore 

Bezzina, also provided first-hand accounts of life in the cane fields in the postwar era as a 

D.P. from Malta. In addition, it seemed appropriate to set a film noir – a genre which is often 

pervaded by a fatalistic sense of dread – in a town nestled on the slopes of a dormant 

volcano.  

 

I had also initially planned – as a way of disguising or twisting the genre – to infuse the 

narrative with a subtle spiritual mysticism, based on the Christian Gnostic tradition. While 

the obvious symbolism associated with this intention was steadily removed as new drafts of 

the screenplay emerged, traces still remain: the central character of Thomas (named after the 

gnostic Gospel of Thomas) is on a journey of enlightenment, born into the story in a fiery 

explosion and disappearing into the light at the end of the film. Thomas meets a mystical 

Greek Orthodox priest on his train journey to Uki, seems oblivious to the demands of the 

material world, and is seeking some form of personal freedom from his suffering as a soldier. 

The decision to de-emphasise the overtly spiritual dimensions of the narrative emerged as the 

research into genre and the postwar Australian film industry was carried out. It seemed 

unnecessary to complicate an already complex narrative with a symbolic dimension, the 

insights from the comparison of The Black Dahlia and The Constant Gardener confirming 

that a more successful genre strategy would involve the subtle accenting of noir conventions 

rather than further embellishment.  

 

In addition to these initial intentions, it was always assumed that the following noir elements 

would be used in the narrative, with the exact details to be determined as drafting occurred: 

• An opaque story world, beyond the control or understanding of most characters. This 

gave rise to the antagonist as a businessman with privileged information and greater 
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agency and power than other characters (in the same way that the character of Noah 

Cross operates in Roman Polanski’s 1974 film noir Chinatown). It also motivated the 

need to reveal some of the more general activities of “reconstruction” that were 

underway after the war, social changes that affected people’s lives considerably in the 

1950s. The character of Traill and his actions as antagonist were considerably 

enhanced in later re-writes of the screenplay, feedback from earlier drafts suggesting 

readers were unclear who was behind the aggressive farm acquisition strategy. 

• A doomed protagonist. While starting the story with Thomas’ death and structuring 

events as a flashback was considered and rejected as a strategy, there remains an 

underlying inevitability about Thomas’ journey through the narrative. A mad priest 

foreshadows his death as he leaves Sydney in act one, and the ending of the film 

brings a retrospectively orientated sense of redemption for a character so damaged by 

the war that he finds it difficult to live easily with others. Yet the more typical noir 

protagonist would have less agency in his own demise than Thomas, who refuses to 

capitalise on the emerging status quo by either choosing to become romantically 

involved with Mary, accepting money for the farm, or allowing Marbuck to take the 

blame for Samuel’s death. In this sense, Thomas is both doomed noir character and 

like many archetypal heroes who, once their narrative function/quest is complete, 

leave the newly established status quo of the story world for others to benefit from.  

• Unclear moral boundaries. This is most evident in the questionable behaviour of 

police sergeant Harry Ellis, who is exposed as corrupt, and the actions of George 

Traill, who represents both the dominant force of corporate progress and the dark side 

of power. In addition, the narrative was orientated to expose a moral and legal 

ambiguity towards Marbuck, who is only saved from taking the blame for Samuel’s 

murder because Thomas is prepared to sacrifice himself. 

• A femme fatale who would lead the main character to his death. It is the seductive 

Mary, Thomas’ ex-lover and now sister-in-law, who insists Thomas return to the farm 

at the start of the film and who causes him to be blamed for the death of his brother, 

although she does not intentionally want Thomas to die.  

 

All these elements survived the re-writing and restructuring processes but were, as a result of 

the research, constantly evaluated to ensure that their accenting effect on the screenplay as a 

whole didn’t result in genre stereotyping, as was the case with The Black Dahlia. This was a 
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particular concern with the character of Mary, who could easily have been exaggerated as a 

two-dimensional, seductive femme fatale rather than a more rounded, troubled character 

driven by a genuine desire to get out of a bad marriage and a small country town by falling 

back on the man she truly loved.  

 

Research informs practice 

There were two major sets of changes that occurred towards the end of the scriptwriting 

process, with draft 10 of the screenplay a significant structural re-write. The first set of 

changes concerned the tone of the film’s ending. Early drafts were much bleaker, with both 

Thomas and Marbuck dying in the final act, and few characters ending the film in a more 

positive social position than they started. On reflection, this bleakness – particularly the death 

of Marbuck – was seen as unnecessarily alienating, and the re-write injected a much stronger 

sense of redemption into the third act. In the final draft, Thomas’ death is accompanied not 

only by a sense that this was the best outcome for him as a troubled soul, but also by the 

clarity that his actions helped all the other characters’ lives significantly.  

 

The second set of changes came from a detailed review of structure and pacing, driven by a 

process to ensure that a progressive series of dramatic questions were being posed and 

resolved for each sequence of the narrative. The sequence questions developed were: 
 

Act One • Will Thomas go to the farm once he gets the letter? 

 • Will Thomas stay at the farm and engage with his family? 

Act Two • Does Thomas have the personal strength to take on the investigation? 

 • Can Thomas get support for his actions from others? 

 • Can Thomas stand up to Traill? 

 • Will Thomas stay sane as the pressure mounts? 

Act Three • Will Marbuck be found so Thomas can be saved? 

 • Will Thomas put things right? 

 

The main result of this process was a dramatic tightening of the first act, achieved by 

shortening Thomas’s journey to the farm. New scenes were also added, involving the finding 

of the dead body of a cane farmer by Thomas and Mary. This is the incident that crystallises 

Thomas’ decision to stay in Uki, and helps signal the threat posed by the unknown force of 

George Traill. The structural review also resulted in bringing forward Thomas’ climbing of 
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Mount Warning, originally planned as the symbolic mid-point of the story. In the final draft 

the mid-point is now more dramatically defined, a moment where Thomas has all the 

information he needs about Traill’s motivation and must shift from investigating to taking 

action.  

 

The core motivation for these changes was to make the screenplay more immediate and 

engaging for the audience. One of the most significant insights that emerged from examining 

the strategies of filmmakers writing and directing in Australia between 1938 and 1958 was 

the importance of writing with a deep sense of how an audience will perceive each moment 

of the story and its total effect. So many filmmakers of that era, operating as writer-director-

producer and outside a process that linked them dynamically to the paying customer, were 

driven by idiosyncratic visions of what might work on screen, rather than any realistic sense 

of what was appropriate for the market. Charles Chauvel was determined to create epic 

tributes to the romanticised Australian character of the honourable soldier (Forty Thousand 

Horsemen), the hard-working farmer (Sons of Matthew), and the noble savage (Jedda), 

struggling for years to raise the finance for each successive film, and eventually quitting 

feature film production in favour of a paid job in television. Lee Robinson banked on exotic 

locations as a general panacea for the lack of a truly two-sided act of discourse with his 

audience: King of The Coral Sea was set in the Torres Strait, Walk into Paradise in the 

highlands of Papua New Guinea, and The Stowaway in Tahiti. The returns from each of his 

films became more and more marginal until he too moved into television. Dick Harwood 

made the same film twice (Show Business in 1938 and Night Club in 1952) such was his 

personal affection for variety acts, but neither version was successful at the box office. 

Rupert Kathner’s erratic brand of adventurous storytelling typically resulted in films that 

were too poor to be screened, and both Phantom Gold and Below The Surface failed NSW 

quota quality guidelines.  

 

In an interview just before he died, Charles “Bud” Tingwell (who appeared in eleven of the 

fifty films covered by the research) confided to me that the Australian 

writer/director/producers of the period “were flying by the seat of their pants” and had little 

knowledge of genre.xcviii What I learned from the process of studying the Australian 

filmmakers of that era and watching all their work is that choosing to ignore, or being 
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unaware of, the subtle powers of genre’s pervasive role in meaning-making and pleasure 

creation for an audience will almost certainly make a filmmaker’s task more challenging. 

   

The research into genre and Bahktian discourse also made it clear to me, as I rewrote and 

refined the screenplay, that the narrative – despite being set in the 1940s – must have a 

contemporary contextualisation in order to facilitate meaning creation. For this reason, I 

attempted to ground the story with current social concerns: the experience of migrants and 

aboriginals in a predominantly white, anglicised society; the increasing dominance of 

corporations in the shaping of human society; the desire to get out of restrictive family 

systems; and the problems of post-traumatic stress disorder for returning soldiers. 

 

However, it was the genre strategy revealed from applying Bakhtin’s model of discourse to 

The Constant Gardener that was the most significant influence in the development of Burnt. 

There has been no attempt to force elements of film noir upon the screenplay: there is no 

hard-boiled dialogue (even Australia-style), no easily identified noir template characters, and 

the screenplay was not written to maximise night-time interior scenes where noir lighting 

effects might be applied. Rather the story is Australian first, grounded in the tradition of 

placing the landscape (in this case an extinct volcano surrounded by burning cane) as a key 

player, with clearly recognisable Australian men and women as characters doing their best to 

get ahead in this landscape. Yet the screenplay for Burnt was developed with a deep 

knowledge of the film noir’s core themes, structure and characters. The cinematic dialogue 

that results has been accented creatively to connect to its intended audience in the same way 

that the films we now call noir did sixty years ago. 
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FILMOGRAPHY 
Showing film name, year of release, director, country of origin and production company 
 
 
A Son is Born, 1946, Eric Porter, Australia, Eric Porter Studios 
A Song to Remember, 1945, Charles Vidor, USA, Columbia Pictures Corporation 
A Yank in Australia, 1942, Alf Goulding, Australia, Austral-American Productions 
All the Kings Men, 1949, Robert Rossen, USA, Columbia Pictures Corporation 
All Through the Night, 1941, Vincent Sherman, USA, Warner Bros 
Always Another Dawn, 1947, T.O. McCreadie, Australia, Embassy Pictures 
Angels With Dirty Faces, 1938, Michael Curtiz, USA, Warner Bros 
 
Ball of Fire, 1941, Howard Hawks, USA, Samuel Goldwyn Company 
Below the Surface, 1938, Rupert Kathner, Australia, Australian Cinema Entertainments 
Ben Hall and His Gang, 1911, John Gavin, Australia, Crick and Finlay 
Bitter Springs, 1950, Ralph Smart, Australia, Ealing Studios 
Black Angel, 1946, Roy William Neill, USA, Universal Pictures 
Blazing Saddles, 1974, Mel Brooks, USA, Warner Bros 
Blue Gardenia, 1953, Fritz Lang, USA, Blue Gardenia Productions 
Boomerang, 1947, Elia Kazan, USA, Twentieth Century Fox Film Corporation 
Brother Orchid, 1940, Lloyd Bacon, USA, Warner Bros 
Bush Christmas, 1947, Ralph Smart, Australia, Children’s Entertainment Films 
 
Call Northside 777, 1948, Henry Hathaway, USA, Twentieth Century Fox Film Corporation 
Captain Midnight, The Bush King, 1911, Alfred Rolfe, Australia, Spencer's Pictures 
Captain Starlight, 1911, Alfred Rolfe, Australia, Spencer's Pictures 
Captain Thunderbolt, 1953, Cecil Holmes, Australia, Associated TV 
Casablanca, 1943, Michael Curtiz, USA, Warner Bros 
Cat People, 1942, Jacques Tourneur, USA, RKO Radio Pictures 
Chinatown, 1975, Roman Polanski, USA, Paramount Pictures 
Citizen Kane, 1940, Orson Welles, USA, RKO Radio Pictures 
Come Up Smiling, 1939, William Freshman, Australia, Cinesound Productions 
Cowboy Cavalier, 1948, Derwin Abrahams, USA, Monogram Pictures 
Crime Wave, 1954, André De Toth, USA, Warner Bros 
Crime Without Passion, 1934, Ben Hecht, Charles Macarthur, USA, Hecht-Macarthur Productions 
Criss Cross, 1949, Robert Siodmak, USA, Universal International Pictures 
 
Dad and Dave Come to Town, 1938, Ken G. Hall, Australia, Cinesound Pictures 
Dad Rudd, M.P., 1940, Ken G. Hall, Australia, Cinesound Pictures 
Dark City, 1950, William Dieterle, USA, Paramount Pictures 
Dark Waters, 1944, André De Toth, USA, Benedict Bogeaus Production 
Days of Old Cheyenne, 1943, Elmer Clifton, USA, Republic Pictures 
Dead Man, 1995, Jim Jarmusch, USA, Pandora FilmprodUKtion 
Deadlock, 1931, George King, UK, George King Productions 
Deception, 1946, Irving Rapper, USA, Warner Bros 
Django, 1966, Sergio Corbucci, Italy/Spain, B.R.C. Produzione S.R.L. 
Double Indemnity, 1944, Billy Wilder, USA, Paramount Pictures 
Dracula, 1931, Todd Browning, USA, Universal Pictures 
Dust in the Sun, 1958, Lee Robinson, Australia, Southern International 
 
Eureka Stockade, 1949, Harry Watt, Australia, Ealing Studios 
 
Fallen Angel, 1945, Otto Preminger, USA, Twentieth Century Fox Film Corporation 
Femme Fatale, 2002, Brian De Palma, USA, Warner Bros 
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Fistful of Dollars, 1964, Sergio Leone, Italy/Spain, Constantin Film ProdUKtion 
Forty Thousand Horsemen, 1940, Charles Chauvel, Australia, Famous Feature Films 
Frankenstein, 1931, James Whale, USA, Universal Pictures 
 
Gaslight, 1944, George Cukor, USA, Metro-Goldwyn-Mayer 
Gentleman’s Agreement, 1947, Elia Kazan, USA, Twentieth Century Fox Film Corporation 
Gilda, 1946, Charles Vidor, USA, Columbia Pictures Corporation 
Gone To The Dogs, 1939, Ken G. Hall, Australia, Cinesound Productions 
Good Night and Good Luck, 2005, George Clooney, USA/France, Warner Independent Pictures 
 
Hamlet, 1948, Laurence Olivier, UK, Two Cities Films 
Harvest Gold, 1945, Mervyn Murphy, Australia, Supreme Sound Systems 
Hearts of the World, 1918, D.W. Griffiths, USA, D.W. Griffith Productions 
High Noon, 1952, Fred Zinnemann, USA, Stanley Kramer Productions 
High Sierra, 1941, Raoul Walsh, USA, Warner Bros 
Huddle, 1932, Sam Wood, USA, Metro-Goldwyn-Mayer Studios 
 
I Walked with a Zombie, 1943, Jacques Tourneur, USA, RKO Radio Pictures 
In This Our Life, 1942, John Huston, USA, Warner Bros 
Into the Straight, 1949, T.O. McCreadie, Australia, Embassy Pictures 
Isle of the Dead, 1945, Mark Robson, USA, RKO Radio Pictures 
 
Jedda, 1955, Charles Chauvel, Australia, Charles Chauvel Productions 
 
Kangaroo, 1952, Lewis Milestone, Australia, Twentieth Century Fox Film Corporation 
Key Largo, 1948, John Huston, USA, Warner Bros 
King of the Coral Sea, 1954, Lee Robinson, Australia, Southern International 
King of the Royal Mounted, 1936, Howard Bretherton, USA, Sol Lesser Productions 
 
Ladies in Retirement, 1941, Charles Vidor, USA, Columbia Pictures Corporation 
Laura, 1944, Otto Preminger, USA, Twentieth Century Fox Film Corporation 
Let George Do It, 1938, Ken G. Hall, Australia, Cinesound Productions 
Little Caesar, 1930, Mervyn Leroy, USA, First National Pictures 
Long John Silver, 1954, Byron Haskin, Australia, Treasure Island Pictures 
 
Macbeth, 1948, Orson Welles, USA, Republic Pictures 
Mike and Stefani, 1952, R. Maslyn Williams, Australia, Department Of Immigration 
Mildred Pierce, 1945, Michael Curtiz, USA, Warner Bros 
Mr Chedworth Steps Out, 1939, Ken G. Hall, Australia, Cinesound Productions 
Murder, My Sweet, 1944, Edward Dmytryk, USA, RKO Radio Pictures 
 
Naked City, 1948, Jules Dassin, USA, Hellinger Productions 
Night Club, 1952, A.R. Harwood, Australia, Cambridge Films 
 
Of Human Bondage, 1946, Edmund Goulding, USA, Warner Bros 
Open City, 1945, Roberto Rossellini, Italy, Excelsa Film 
Out of the Past, 1947, Jacques Tourneur, USA, RKO Radio Pictures 
 
Pitfall, 1948, André De Toth, USA, Regal Films 
 
Racing Luck, 1941, Rupert Kathner, Australia, Fanfare Films 
Rampo Noir, 2005, Akio Jissoji and Atsushi Kaneko, Japan, Albatross Film 
Rebecca, 1940, Alfred Hitchcock, USA, Selznick International Pictures 
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Red Sky at Morning, 1944, Hartney Arthur, Australia, Austral-American Productions 
Rio Grande, 1950, John Ford, USA, Republic Pictures 
Robbery Under Arms, 1957, Jack Lee, Australia, Rank Organisation 
 
Scarface, 1983, Brian De Palma, USA, Universal Pictures 
Scarlet Street, 1945, Fritz Lang, USA, Fritz Lang Productions 
Seven Little Australians, 1939, Arthur Collins, Australia, O.B. Pictures 
Show Business, 1938, A.R. Harwood, Australia, New Era Film Productions 
Sin City, 2005, Frank Miller, Robert Rodriguez, USA, Dimension Films 
Smiley, 1956, Anthony Kimmins, Australia, London Films 
Smiley Gets A Gun, 1958, Anthony Kimmins, Australia, Canberra Films 
Smithy, 1946, Ken G. Hall, Australia, Columbia Pictures 
Sons of Matthew, 1949, Charles Chauvel, Australia, Greater Union Theatres 
Stagecoach, 1939, John Ford, USA, Walter Wanger Productions 
Stranger on the Third Floor, 1940, Boris Ingster, USA, RKO Radio Pictures 
Strong is the Seed, 1949, Arthur Collins, Australia, Collins Productions 
 
That Certain Something, 1941, Clarence Badger, Australia, Argosy Films 
The Accused, 1949, William Dieterle, USA, Paramount Pictures 
The Asphalt Jungle, 1950, John Huston, USA, Metro-Goldwyn-Mayer 
The Back of Beyond, 1954, John Heyer, Australia, Shell Film Unit 
The Best Years of Our Lives, 1946, William Wyler, USA, Samuel Goldwyn Company 
The Black Dahlia, 2006, Brian De Palma, Germany/USA, Universal Pictures 
The Blue Lamp, 1950, Basil Dearden, UK, Ealing Studios 
The Broken Melody, 1938, Ken G. Hall, Australia, Cinesound Features 
The Cocoanuts, 1929, Robert Florey, Joseph Santley, USA, Paramount Pictures 
The Constant Gardener, 2005, Fernando Meirelles, UK Germany, Focus Features 
The Dark Corner, 1946, Henry Hathaway, USA, Twentieth Century Fox Film Corporation 
The Firebird, 1934, William Dieterle, USA, Warner Bros 
The Glenrowan Affair, 1951, Rupert Kathner, Australia, Australian Action Pictures 
The House on 92nd Street, 1945, Henry Hathaway, USA, Twentieth Century Fox Film Corporation 
The Iron Curtain, 1948, William A. Wellman, USA, Twentieth Century Fox Film Corporation 
The Kangaroo Kid, 1950, Lesley Selander, Australia, Embassy Pictures 
The Lost Weekend, 1945, Billy Wilder, USA, Paramount Pictures 
The Maltese Falcon, 1941, John Huston, USA, Warner Bros 
The Man Who Knew Too Much, 1935, Alfred Hitchcock, UK, Gaumont British Picture Corporation 
The Miracle Rider, 1935, B. Reeves Eason, Armand Schaefer, USA, Mascot Pictures 
The Mummy, 1932, Karl Freund, USA, Universal Pictures 
The Old Dark House, 1932, James Whale, USA, Universal Pictures 
The Outlaw Josey Wales, 1976, Clint Eastwood, USA, Warner Bros 
The Overlanders, 1946, Harry Watt, Australia, Ealing Studios 
The Phantom Stockman, 1953, Lee Robinson, Australia, Platypus Productions 
The Postman Only Rings Twice, 1946, Tay Garnett, USA, Metro-Goldwyn-Mayer 
The Power and The Glory, 1941, Noel Monkman, Australia, Argosy Films 
The Public Enemy, 1931, William A. Wellman, USA, Warner Bros 
The Rats of Tobruk, 1944, Charles Chauvel, Australia, Chamun Productions 
The Ringer, 1931, Arthur Maude, UK, British Lion Film Corporation 
The Roaring Twenties, 1939, Raoul Walsh, USA, Warner Bros 
The Seventh Victim, 1943, Mark Robson, USA, RKO Radio Pictures 
The Shiralee, 1957, Leslie Norman, Australia, Ealing Films 
The Siege of Pinchgut, 1959, Harry Watt, Australia, Ealing Films 
The Spiral Staircase, 1946, Robert Siodmak, , RKO Radio Pictures 
The Stowaway, 1958, Lee Robinson, Ralph Habib, Australia, Discifilm & Silverfilm 
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The Strange Affair of Uncle Harry, 1945, Robert Siodmak, USA, Universal Pictures 
The Street With No Name, 1948, William Keighley, USA, Twentieth Century Fox Film 
The Thin Man, 1934, W.S. Van Dyke, USA, Metro-Goldwyn-Mayer Studios 
The Untouchables, 1987, Brian De Palma, USA, Paramount Pictures 
The Verdict, 1946, Don Siegel, USA, Warner Bros 
The Wicked Lady, 1945, Leslie Arliss, UK, Gainsborough Pictures 
They Drive by Night, 1940, Raoul Walsh, USA, Warner Bros 
Three in One, 1957, Cecil Holmes, Australia, Australian Traditional Films 
Tomorrow the World, 1944, Leslie Fenton, USA, Lester Cowan Productions 
Touch of Evil, 1958, Orson Welles, USA, Universal International Pictures 
Typhoon Treasure, 1938, Noel Monkman, Australia, Commonwealth Film Laboratories 
 
Unforgiven, 1992, Clint Eastwood, USA, Warner Bros 
 
Walk into Paradise, 1956, Lee Robinson, Marcel Pagliero, Australia, Southern International 
War of the Worlds, 2005, Steven Spielberg, USA, Paramount Pictures 
When Strangers Marry, 1944, William Castle, USA, King Brothers Productions 
Wherever She Goes, 1951, Michael Gordon, Australia, Faun Film Productions 
Wings of Destiny, 1940, Rupert Kathner, Australia, Enterprise Film Company 
 



Writing an Australian film noir  Page 71 

BIBLIOGRAPHY 
 
Altman, Rick. Film/genre. London: BFI Publishing, 2004. 
Axelrod, Mark. Aspects of the screenplay: techniques of screenwriting. Portsmouth, NH: Heinemann, 

2001. 
Bakhtin, M. M., Michael Holquist, and Vadim Liapunov. Toward a Philosophy of the Act. Austin: 

University of Texas Press, 1993. 
Bakhtin, M. M., Pam Morris, V. N. Voloshinov, and P. N. Medvedev. The Bakhtin Reader: selected 

writings of Bakhtin, Medvedev, and Voloshinov. London: E. Arnold, 1994. 
Balio, Tino. Grand design: Hollywood as a modern business enterprise, 1930-1939. Berkeley: 

University of California Press, 1995. 
Barr, Charles. Ealing Studios. 2nd ed. London: Studio Vista, 1993. 
Bazin, Andre. What is cinema?. [New ed. Berkeley [etc.: University of California Press, 2005. 
Borde, Raymond and Etienne Chaumeton. A Panorama of American film noir, 1941-1953. San 

Francisco: City Lights Books, 2002. 
Bordwell, David. Narration in the fiction film. Madison, Wis.: University of Wisconsin Press, 1985. 
Bordwell, David, and Kristin Thompson. Film art: an introduction. 2nd ed. New York: Alfred A. 

Knopf :, 1986. 
Bordwell, David. Poetics of cinema. New York: Routledge, 2008. 
Bourdieu, Pierre, and John B. Thompson. Language and symbolic power. Repr. ed. Cambridge: Polity 

Press, 2005. 
Bowen, James, and Margarita Bowen. The Great Barrier Reef: History, Science, Heritage. 

Cambridge, UK: Cambridge University Press, 2002. 
Buckland, Warren. The film spectator: from sign to mind. Amsterdam: Amsterdam University Press, 

1995. 
Carlsson, Susanne Chauvel. Charles & Elsa Chauvel, movie pioneers. St. Lucia, Qld.: University of 

Queensland Press, 1989. 
Cary, Diana Serra. Hollywood's children: an inside account of the child star era. Boston: Houghton 

Mifflin, 1997. 
Chauvel, Elsa. My life with Charles Chauvel by Elsa Chauvel. Sydney: Shakespeare Head Press, 

1973. 
Comito, Terry. Touch of evil: Orson Welles, director. New Brunswick, N.J.: Rutgers University 

Press, 1985. 
Conard, Mark T., and Robert Porfirio. The philosophy of film noir. Lexington: University Press of 

Kentucky, 20072006. 
Copjec, Joan. Shades of noir: a reader. London: Verso, 1993. 
Cullen, Frank, Florence Hackman, and Donald McNeilly. Vaudeville, old & new: an encyclopedia of 

variety performers in America. New York: Routledge, 2007. 
Cusack, Dymphna, Florence James, Miles Franklin, and Marilla North. Yarn spinners: a story in 

letters. St. Lucia, Qld.: University of Queensland Press; 2001. 
Deleuze, Gilles. Cinema 1: the movement-image. London: Continuum, 2005. 
Deleuze, Gilles. Cinema 2: the time image. London: Athlone, 1989. 
Dixon, Wheeler W.. Film genre 2000 new critical essays. Albany, N.Y.: State University of New 

York Press, 2000. 
Drazin, Charles. Korda Britain's Movie Mogul. London: I.B. Tauris, 2011. 
Eisenstein, Sergei, and Jay Leyda. Film form: essays in film theory. 1st ed. New York: Harcourt, 

Brace, 1949. 
Engel, Joel. Oscar-winning screenwriters on screenwriting: the award-winning best in the business 

discuss their craft. New York: Hyperion, 2002. 
Flom, Eric L.. Silent film stars on the stages of Seattle: a history of performances by Hollywood 

notables. Jefferson, N.C.: McFarland & Company, 2009. 
Genette, Gerard. Narrative discourse. Oxford: Blackwell, 1980. 



Page 72 Writing an Australian film noir 

Gomery, Douglas, and Clara Overduin. Movie history a survey. 2nd ed. Abingdon, Oxon, England: 
Routledge, 2011. 

Goodnow, Katherine J.. Kristeva in focus: from theory to film analysis. New York: Berghahn Books, 
2010. 

Grant, Barry Keith. "Genre." In Film genre reader. Austin: University of Texas Press, 1986. 3-11. 
Grant, Barry Keith. Film genre reader. Austin: University of Texas Press, 1986. 
Grant, Barry Keith. Film genre reader II. 1st ed. Austin: University of Texas Press, 1995. 
Grant, Barry Keith. Film genre reader III. Austin, Tex.: University of Texas Press, 2003. 
Grant, Barry Keith. Film genre: from Iconography to Ideology. London: Wallflower Press, 2007. 
Grant, Barry Keith. Film genre reader IV. Austin, Tex.: University of Texas Press, 2012. 
Grossman, Julie. Rethinking the femme fatale in film noir: ready for her close-up. Basingstoke, UK: 

Palgrave Macmillan, 2009. 
Hall, Ken G.. Directed by Ken G. Hall: autobiography of an Australian film maker. Melbourne: 

Lansdowne Press, 1977. 
Hare, William. Pulp fiction to film noir: the Great Depression and the development of a genre. 

Jefferson, N.C.: McFarland, 2012. 
Hayward, Susan. Cinema studies: the key concepts. 2nd ed. London: Routledge, 2001. 
Hollows, Joanne. The film studies reader. London: Arnold, 2000. 
Jarvie, I. C.. Hollywood's overseas campaign: the North Atlantic movie trade, 1920-1950. Cambridge, 

England: Cambridge University Press, 1992. 
Kathner, Rupert. Let’s Make A Movie. Sydney: Currawong Publishing Company, 1945. 
Kawin, Bruce F.. How movies work. Berkeley: University of California Press, 1992. 
Klein, Amanda Ann. American film cycles reframing genres, screening social problems, & defining 

subcultures. Austin: University of Texas Press, 2011. 
Kuhn, Annette, and Susannah Radstone. The women's companion to international film. Berkeley: 

University of California Press, 1994. 
Lacey, Nick. Introduction to film. Houndmills, Basingstoke, Hampshire: Palgrave Macmillan, 2005. 
Landman, Jane. The tread of a white man's foot: Australian Pacific colonialism and the cinema, 

1925-62. Canberra, A.C.T., Australia: Pandanus Books, Research School of Pacific and Asian 
Studies, the Australian National University, 2006. 

Langford, Barry. Film genre: Hollywood and beyond. Edinburgh: Edinburgh University Press, 2005. 
Larkins, Bob. Chips, the life and films of Chips Rafferty. South Melbourne: Macmillan, 1986. 
Lev, Peter. Transforming the screen, 1950-1959. Berkeley: University of California press, 2003. 
Lindsay, Vachel. The Art of the Moving Picture. New York: Liveright, 1970. 
MacKillop, Ian. British Cinema in the 1950s An Art in Peacetime. Manchester :: Manchester 

University Press, 2003. 
Macnab, Geoffrey. J. Arthur Rank and the British film industry. London: Routledge, 1994. 
Manchel, Frank. Film Study: an analytical bibliography. Rutherford: Fairleigh Dickinson University 

Press, 1990. 
Mayer, Geoff. The cinema of Australia and New Zealand. London: Wallflower Press, 2007. 
McCaffrey, Donald W., and Christopher P. Jacobs. Guide to the silent years of American cinema. 

Westport, Conn.: Greenwood Press, 1999. 
Moine, Raphaelle, and Alistair Fox. Cinema genre. Malden: Blackwell Publishing, 2008. 
Monkman, Noel. Quest of the curly-tailed horses; an autobiography. Sydney: Angus and Robertson, 

1962. 
Moran, Albert, and Tom Regan. An Australian film reader. Sydney: Currency Press, 1985. 
Moran, Albert. Projecting Australia: government film since 1945. Sydney: Currency Press, 1991. 
Moran, Albert, and Errol Vieth. Historical dictionary of Australian and New Zealand cinema. 

Lanham, Md.: Scarecrow, 2005. 
Moran, Albert, and Errol Vieth. Film in Australia: an introduction. Cambridge, England: Cambridge 

University Press, 2006. 
Moran, Albert, and Errol Vieth. The A to Z of Australian and New Zealand Cinema. Lanham, Md.: 

Scarecrow Press, 2009. 



Writing an Australian film noir  Page 73 

Morgan, Alec. Reel crimes: the films of Australian maverick Rupert Kathner. Saarbrucken: VDM 
Verlag Dr. Muller, 2009. 

Morson, Gary Saul. Narrative and freedom: the shadows of time. New Haven: Yale University Press, 
1994. 

Murray, Scott. Australian cinema. St. Leonards, NSW, Australia: Allen & Unwin in association with 
Australian Film Commission, 1994. 

Neale, Stephen. Genre and Hollywood. London: Routledge, 2000. 
Osteen, Mark. Nightmare alley: film noir and the American dream / Mark Osteen.. Baltimore: The 

John Hopkins University Press, 2013. 
Palmer, R. Barton. Hollywood's dark cinema: the American film noir. New York: Twayne Publishers, 

1994. 
Pike, Andrew, and Ross Cooper. Australian film, 1900-1977: a guide to feature film production. 

Melbourne: Oxford University Press in association with the Australian Film Institute, 1980. 
Porfirio, Robert. Film noir reader 3: interviews with filmmakers of the classic noir period. New York: 

Limelight Editions, 2002. 
Regan, Tom. Australian national cinema. London: Routledge, 1996. 
Reid, John Howard. These movies won no Hollywood awards: a film-lover's guide to the best of the 

rest. Morrisville, NC: John Howard Reid, 2006. 
Reid, John Howard. These movies won no Hollywood awards: a film-lover's guide to the best of the 

rest. Morrisville, NC: John Howard Reid, 2006. 
Richards, Jeffrey. The unknown 1930s: an alternative history of the British cinema, 1929-39. London: 

I.B. Tauris, 1998. 
Robson, Eddie. Film noir. London: Virgin Books, 2005. 
Rosen, Philip. Narrative, apparatus, ideology: a film theory reader. New York: Columbia University 

Press, 1986. 
Rubin, Samuel K.. Moving pictures and classic images: memories of forty years in the vintage film 

hobby. Jefferson, N.C.: McFarland & Co., 2004. 
Sabine, James. A century of Australian cinema. Port Melbourne, Vic.: Mandarin Australia, 1995. 
Sanders, John. The film genre book. Leighton Buzzard, England: Auteur, 2009. 
Schatz, Thomas, and Charles Harpole. History of the American cinema. New York: Charles Scribner 

Sons, 1997. 
Schatz, Thomas. Boom and bust: American cinema in the 1940s. Berkeley: University of California 

Press, 1999. 
Schatz, Thomas. The genius of the system: Hollywood filmmaking in the studio era. Minneapolis: 

University of Minnesota Press, 1996. 
Sedgwick, John. An economic history of film. London: Routledge, 2005. 
Segrave, Kerry. American films abroad: Hollywood's domination of the world's movie screens from 

the 1890s to the present. Jefferson, N.C.: McFarland, 1997. 
Selby, Spencer. The worldwide film noir tradition. Ames, IA: Sink Press, 2013. 
Shirley, Graham, and Brian Adams. Australian cinema, the first eighty years. Rev. ed. Paddington, 

N.S.W.: Currency Press, 1989 
Silver, Alain, and Elizabeth Ward. Film noir, revised & expanded edition: an encyclopedic reference 

to the American style. 3rd. ed. Woodstock, N.Y.: Overlook Press, 1992. 
Silver, Alain. Film noir reader. New York: Limelight, 1996. 
Silver, Alain. Film noir reader 2. 2nd Limelight ed. New York: Limelight Editions, 20031999. 
Silver, Alain, James Ursini, and Paul Duncan. Film noir. Koln: Taschen, 2004. 
Silver, Alain, and James Ursini. Film noir reader 4. Pompton Plains, N.J.: Limelight Editions, 2004. 
Simpson, Philip. Film theory: critical concepts in media and cultural studies. London: Routledge, 

2004. 
Spicer, Andrew. Film noir. Harlow, England: Longman, 2002. 
Thomson, David. The whole equation: a history of Hollywood. London: Abacus, 2006. 
Todorov, Tzvetan, and Richard Howard. Introduction to poetics. Minneapolis: University of 

Minnesota Press, 1981. 



Page 74 Writing an Australian film noir 

Tulloch, John. Conflict and control in the cinema: a reader in film and society. Melbourne: 
Macmillan, 1977. 

Ward, Richard Lewis. A history of the Hal Roach Studios. Carbondale: Southern Illinois University 
Press, 2005. 

Wartenberg, Thomas E.. The philosophy of film: introductory text and readings. Oxford: Blackwell 
Publishing, 2005. 

 
 
 



Writing an Australian film noir  Page 75 

REFERENCES 
                                                
i  Mikhail Bakhtin, “The Dialogic Imagination”, from The Bakhtin Reader, edited by Pam 

Morris, Edward Arnold Publishing, 1994.  
ii  Rupert Kathner, Let’s Make A Movie, Currawong Publishing Company 1945, page 5 
iii  Sergei Eisenstein, Film Form: Essays in Film Theory edited and translated by Jay Leyda, 

Harcourt Inc, 1949, page 183  
iv  Billy Wilder interviewed by Robert Porforio, Film Noir Reader 3, edited by Robert 

Porforio, Alain Silver and James Ursini, Limelight Editions, 2002 
v  http://edison.rutgers.edu/mopix/ncklodn.htm, “Guide to Motion Picture Catalogs, The 

Early Nickelodeon Era” from the Thomas A. Edison Papers, Rutgers University, accessed 
29 October 2006 

vi  Richard Maltby, Hollywood Cinema, Blackwell Publishers, 1995 
vii  Vachel Lindsay, The Art of the Moving Picture, Modern Library Edition, 2000 
viii  Brisbane Courier, 3 September 1901 page 5 
ix  The Argus, Monday 16 May 1904 page 7 
x  The Sydney Morning Herald, Wednesday 26 December 1906, page 6 
 
 
xi  The Mercury, Friday 7 March 1930, page 7 
xii  Perth Sunday Times, Sunday 5 january 1930, page 14 
xiii  The Canberra Times, Friday 24 January 1930, page 7 
xiv  The Argus, Monday 16 April 1934, page 8 
xv  Amanda Ann Klein, American Film Cycles: reframing genres, screening social problems 

and defining subcultures, University of Texas Press, 2011, page 4 
xvi  The Argus, Saturday 18 March 1939, page 2 
xvii  The Daily News, Saturday 14 January 1933, page 6 
xviii  The Daily News, Saturday 28 January 1933, page 7 
xix  The Sydney Morning Herald, Monday 7 December 1936, page 6 
xx  The Argus, Saturday 13 January 1940, page 2 

 
 
xxi  The Adelaide Chronicle, Thursday 13 January 1949, page 20  
xxii  F. Keith Manzie, Screen Musicals Withstand All Competition, (1946), The Argus Saturday 

21 September 1946 page 4 
xxiii  Robert Warshow, “The Gangster as Tragic Hero”, from Film Theory, Critical Concepts in 

Media and Cultural Studies, Volume II, Edited by Philip Simpson, Andrew Utterson and 
K.J. Shepherdson, Routledge, 2004 

xxiv  Andre Bazin, ‘The Western: or the American Film par excellence’ from What is Cinema? 
Vol II by Andre Bazin, University of California Press, 2005 

 xxv  Andrew Tudor, “Genre” in Film Genre Reader edited by Barry Keith Grant, University of 
Texas Press, 1986 

xxvi  The preface to Barry Langford’s Film Genre, Hollywood and Beyond, (Edinburgh 
University Press, 2005) is a good example: “…genre remains a perplexingly evasive and, 
philosophically speaking, idealistic entity.” 

xxvii  Tom Ryall, Teaching Through Genre, Screen Education 17, 1975 
xxviii  Steve Neale, Genre and Hollywood, Routledge, 2000, page 231 
xxix  Steve Neale, Extract from ‘Genre’, in The Film Studies Reader, edited by Joanne Hollows, 

Peter Hutchings and Mark Jancovich, Oxford University Press, 2000 page 99 
 

 
 
 



Page 76 Writing an Australian film noir 

                                                                                                                                                  
xxx  David Bordwell, Narration in the Fiction Film, University of Wisconsin Press, 1985 page 

13 
xxxi  Katherine J. Goodnow, Kristeva in Focus: From Theory to Film Analysis, Berghahn 

Books, 2010 page 13 
xxxii  Steve Neale, “Definitions of Genre” from Film Theory Vol. II, edited by Philip Simpson, 

Andrew Utterson and K.J Shepherdson, Routledge 2004. 
xxxiii  Rick Altman, Film/Genre, BFI Publishing, 2004 
xxxiv  Ibid. 
xxxv  V.N. Volosinov/M.M. Bakhtin, ‘Marxism and Philosophy of Language, 1929 from The 

Bakhtin Reader edited by Pam Morris, Edward Arnold Publishing, 1994.  
xxxvi  Ibid. 
xxxvii  Pierre Bourdieu, Language and Symbolic Power, Polity Press, 2002  
xxxviii Chuck Berg, ‘Fade-Out in the West: The Western’s Last Stand?’ in Film Genre 2000 

edited by Wheeler Winston Dixon, State University of New York, 2000. 
xxxix  David Bordwell, Narration in the Fiction Film, University of Wisconsin Press, 1985 

 
 
xl  Lloyd Shearer, ‘Crime Certainly Pays on Screen’ from Film Noir Reader 2 edited by Alain 

Silver and James Ursini, Limelight Editions, 2003 
xli  Nino Frank, ‘A New Kind of Police Drama: the Criminal Adventure; in Film Noir Reader 

2, edited by Alain Silver and James Ursini, Limelight, 2003, page 15 
xlii  R.Barton Palmer, Hollywood’s Dark Cinema, Twayne Publishers, 1994 
xliii  The Argus, Saturday 24 January 1948, page 6 
xliv  The Courier Mail, Saturday 30 November 1946, page 2 
xlv  The Argus, Saturday 24 January 1948, page 6 
xlvi  The Argus, Saturday 2 November 1946, page 4 
xlvii  The Argus, Monday 29 April 1935 page 4 
xlviii  The Sydney Morning Herald, Monday 1 July 1935, page 7 
xlix  The West Australian, Friday 3 August 1945, page 11 

 
 
l  The Argus, Saturday 13 July 1946, page 12 
li  Thomas Schatz, Hollywood Genres: Formulas, Filmmaking, and The Studio System, 

McGraw Hill, 1981 page 264 
lii  The Argus, Saturday 2 April 1949, page 6 
liii  The Argus, Saturday 25 September 1948, page 6 
liv  The Hobart Mercury, Saturday 22 October 1949, page 14 
lv  The Sydney Morning Herald, Monday 27 November 1939, page 8 
lvi  Perth Sunday Times, Sunday 1 February 1942, page 4 
lvii  The Argus, Saturday 28 September 1946, page 4 
lviii  The Argus, Monday 28 April 1941, page 6  
lix  Raymond Borde and Etienne Chaumeton, A Panorama of American Film Noir (1941-

1955), translated by Paul Hammond, City Lights Books, 2002, page 2 
 

 
lx  Ibid 
lxi  David Thomson The Whole Equation: A History of Hollywood, Little Brown, 2004 
lxii  Robert G. Porfirio, ‘No Way Out: Existential Motifs in Film Noir’ from Film Noir Reader, 

edited by Alain Silver and James Ursini, Limelight, 1996 
lxiii  David Thomson The Whole Equation: A History of Hollywood, Little Brown, 2004 
lxiv  Thomas Schatz, History of American Cinema Vol. 6, Simon & Schuster, 1997 
lxv  Ibid. 



Writing an Australian film noir  Page 77 

                                                                                                                                                  
lxvi  http://www.blackmaskmagazine.com, History of Black Mask, Accessed 20 October 2006 
lxvii  F. Krutnick, ‘Something More than Night: Tales of the Noir City’ in Film Noir by Andrew 

Spicer, Longman, 2002 
lxviii  Andrew Spicer, Film Noir, Longman, 2002 
lxix  Richard Maltby, ‘The Production Code and The Hays Office’ in History of American 

Cinema Volume 5, edited by Tino Balio, Simon & Schuster, 1993 
lxx  The Argus, Saturday 7 February 1942, page 6 

 
 
lxxi  Andre de Toth in an interview with Alain Silver, published in Film Noir Reader 3, edited 

by Robert Porfirio, Alain Silver and James Ursini, Limelight Editions, 2002. 
lxxii  Andrew Spicer, Film Noir, Longman, 2002 
lxxiii  Deb Verhoeven, ‘The film I would like to make: in search of a cinema (1927-1970)’ from 

A Century of Australian Cinema, edited by James Sabine, Reed Books, 1995 
lxxiv  Phillip Adams, A Century of Australian Cinema, edited by James Sabine, Mandarin 

Australia, 1995.    
lxxv  Andrew Pike and Ross Cooper, Australian Film 1900-1977, Oxford University Press, 

1980. 
lxxvi  David Thomson The Whole Equation: A History of Hollywood, Little Brown, 2004 
lxxvii  Harry Watt, ‘You Start From Scratch In Australia’ in An Australian Film Reader, edited by 

Albert Moran and Tom O’Regan, Currency press, 1985 
lxxviii Diane Collins, Hollywood Down Under, Angus & Robertsons Publishers, 1987. 
lxxix  Andrew Pike and Ross Cooper, Australian Film 1900-1977, Oxford University Press, 

1980. 
 

 
lxxx  Interview with Charles Tingwell by Simon Weaving, 5 April 2007 
lxxxi  Wachowski, L (1996). The Lost Wachowski Brothers Interview, Fred Entertainment, 

interview by Josh Horowitz, viewed 18 January 2013, 
http://www.asitecalledfred.com/interviews/27.html  

lxxxii  Box Office Mojo n.d. viewed 23 November 2007, http://www.boxofficemojo.com  
lxxxiii Internet Movie Database (IMDB) n.d. viewed 23 November 2007 http://www.imdb.com/  
lxxxiv Langford, B. 2005 Film Genre: Hollywood and Beyond, Edinburgh University Press. 
lxxxv  Ibid 
lxxxvi Paul Schrader, ‘Notes on Film Noir, in Film Genre Reader edited by Barry Keith Grant, 

University of Texas Press, 1986 
lxxxvii Andrew Spicer, Film Noir, Longman, 2002 
lxxxviii Paul Schrader, ‘Notes on Film Noir, in Film Genre Reader edited by Barry Keith Grant, 

University of Texas Press, 1986 
lxxxix John G. Cawelti, ‘Chinatown and Generic Transformation in Recent American Films’, in 

Film Genre Reader edited by Barry Keith Grant, University of Texas Press, 1986 
 

 
xc  Ethan Alter, Premiere Magazine, 14 September 2006, accessed online on 18th December 

2007 at http://www.premiere.com/moviereviews/3094/the-black-dahlia.html 
xci  Michael Booth, Denver Post, 14 September 2006, accessed online on 18th December 2007 

at http://www.denverpost.com/movies/ci_4332951 
xcii  David Denby, New Yorker, 18 September 2006, accessed online on 18th December 2007 at 

http://www.newyorker.com/archive/2006/09/18/060918crci_cinema?currentPage=1 
xciii  Todd McCarthy, Variety, Aug. 30, 2006, accessed online on 18th December 2007 at 

http://www.variety.com/awardcentral_review/VE1117931413.html  



Page 78 Writing an Australian film noir 

                                                                                                                                                  
xciv  http://www.emanuellevy.com/interview/meirelles-on-constant-gardener-3/, accessed 20 

December 2007 
xcv  Andrew Spicer, Film Noir, Longman, 2002 
xcvi  Simon Channing-Williams, 3 July 2006 in a recorded interview with Henry Kelly on BBC 

Radio Berkshire, accessed online on 20 December 2006 at 
http://www.bbc.co.uk/berkshire/content/articles/2006/03/07/simon_channing_williams_fea
ture.shtml 

xcvii  M.M. Bakhtin and P.N. Medvedev, “The Formal Method in Literary Scholarship”, in The 
Bakhtin Reader, edited by Pam Morris, Edward Arnold Publishing, 1994. 

xcviii  Interview with Charles Tingwell by Simon Weaving, 5 April 2007 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



BURNT

by
Simon Weaving

VERSION 12 - Jan 2013

(c) Simon Weaving
Swiz@bigpond.com
0401 832 440





EXT. TARAKAN BATTLEFIELD. NIGHT 1 1

Darkness and only the sound of breathing, slow, anxious and 
laboured.

Fuzzy sounds can barely be made out in the distance: the 
steady popping of a large caliber gun, whispers from men in 
battle, the rustle of bodies moving through dense jungle.

The smallest amount of light outlines the rim of a steel 
helmet and parts of a map.

Slowly and steadily, emerging from far away is the sound of 
mortar as it comes in. The sound grows and, as the shell 
lands close, there is a massive thundering and a huge 
explosion completely blasts the dark earth apart.

The ground moves upward in super slow motion, rising, 
rising, always rising as the earth breaks apart from itself 
and separates in the air. After its long slow rise, there 
is an aching moment of stillness before the mass starts its 
tumbling fall back to earth in a strange slow silence.

Light slowly enters the screen as shards of burning debris 
fall from the blast. The darkness is steadily transformed 
to a shower of light, falling slowly like snow.

On the ground a helmet slowly tilts upwards revealing the 
eyes and face of THOMAS WHITMAN (28, lean, innocent but 
battle hardened). He focuses and then peers over the rim of 
the crater caused by the blast.

Thomas is surrounded by the dancing fall of light – and one 
bright burning object falls on his arm. He doesn’t react: 
all he can see is a dreadful horror in front of him.

He slowly looks at different points of the scene, barely 
able to take it in, and then he looks straight out at the 
world, at nothing, but this time with the hundred-yard 
stare.

As the burning objects fall out of view, the darkness 
descends again, and the credits roll.

EXT. STREET. DAY2 2

SYDNEY 1947. On a rundown backstreet terrace of inner 
Sydney, rickety stairs rise to the back doors of shabby 
houses.

Broken fences give glimpses of the sad end of life: washing 
lines with scraps of clothing; an old dog panting.

In an alleyway, a puddle reflects this world upside down.

Running footsteps clatter up the alley, and two boys splash 
across the puddle and disappear around the corner.

2.



They burst into a street and run along the front entrances 
of a row of old terrace houses. The boys are playing with a 
home made kite, animated, trying to get it up into the air.

Gusts of wind keep unsettling the small shape, heaving it 
randomly one way and another.

A postman walks past, stuffing letters in letterboxes.

From the insides of these small terrace houses, the letters 
tumble into small corridors, allowing a momentary shaft of 
light to enter through the slit of the letterbox into small 
dark spaces. The metallic sound of the letterboxes opening 
and closing echoes through the scene.

As the postman passes the boys, they finally get the kite 
up into the air, with much tugging from one boy and yelling 
from the other.

It soars past the mostly open windows looking down onto the 
street from the second storey of the terrace.

One window - barely open - hides darkness behind Venetian 
blinds, and we slowly move in on it.

INT. THOMAS’ TERRACE HOUSE. DAY 3 3

All is quiet inside a dingy flat that is almost devoid of 
furniture and possessions - as if it has only just been 
purchased.

Thomas sits in the dark, smoking. He is hidden from the 
light and the noise, watching the boys through the tiny 
gaps in the Venetian blinds. He closes the window to keep 
the noise from the street out.

He drags on the cigarette and it glows fiercely.

Thomas pulls down a slat of the Venetian to get a better 
view of the street and sees the postman walking past his 
door.

In the corridor of his flat downstairs the letterbox 
remains unused, the corridor dark.

Thomas leans back and sees a scrap of the wall paper 
peeling away from the wall behind him. He looks at the 
wall, the room, and then starts picking at the wallpaper, 
pulling it away. 

Some strips come quickly, large chunks falling to the 
floor. Other pieces are resistant. 

Thomas works his way along the wall, moving rapidly, 
revealing the brickwork. 
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INT. THOMAS’ TERRACE HOUSE. DAY4 4

Thomas stands in the living room of his terrace. The room 
is empty but for a crate that acts as low table in front of 
him. Opposite him is MAJOR SINCLAIR (army psychiatrist) in 
military uniform. Thomas is buttoning up his shirt. 
Sinclair watches him carefully. Thomas finishes buttoning 
and finally looks up.

SINCLAIR
Everything else is fine?

THOMAS
Yes.

SINCLAIR
No trouble sleeping?

THOMAS
I’m fine.

SINCLAIR
Some of the others from 
Goulburn...

THOMAS
Are you going to keep coming?

Sinclair takes a silver card case out of his pocket and 
extracts a card. He drops it on the crate. 

SINCLAIR
Why don’t we say that you’ll 
contact me if you need to? I’m 
finally being de-mobbed, but I’ll 
still be in practice. 

Sinclair heads for the door. Thomas stays where he is, 
stroking his left arm through his shirtsleeve. Sinclair 
stops for a moment, a cheap chandelier just above his head.

SINCLAIR (CONT’D)
Don’t dwell on things Whitman. 
Get out a bit. If you can.  

He pauses, but Thomas says nothing. Sinclair looks around.

SINCLAIR (CONT’D)
You buy this place?

THOMAS
Eight years of army pay. 

SINCLAIR
You’ve done well. It’s a start.  
Know it’s not always easy on your 
own, but there’s definitely light 
at the end of the tunnel.   

4.



Thomas nods and watches as Sinclair exits the room, his 
footsteps clattering in the corridor. The front door opens 
and then closes with a bang, making the chandelier move a 
little. The lights sway and Thomas closes his eyes as the 
sounds of battle invade the scene.

EXT. STREET. DAY 5 5

Steam and noise escape from a small grubby factory.

Shadows in the street.

Smoke escaping from a chimney.

In the puddle on the street that now reflects the sky, an 
insect is floating – occasionally twitching.

INT. THOMAS’ TERRACE HOUSE. DAY 6 6

Thomas is asleep on a makeshift bed in the upstairs room, 
eyes twitching softly. Battle sounds still press in on him.

In the hallway, his letterbox opens briefly with a clatter 
and a letter flies in.

Thomas wakes up with a start, reaching for something and 
the noises are gone. He gets up suddenly, before he 
realises where he is.

He listens and hears the footsteps of the postman walking 
past.

In his corridor the letter that has just been delivered 
waits on the floor.

Thomas creeps towards the stairs and descends. 

Thomas walks towards the letter.

INT. THOMAS’ TERRACE HOUSE. NIGHT.7 7

Thomas examines the letter, carefully turning it over and 
over as he sits eating at a small table in the kitchen.

Finally he opens it, slitting the top deftly with a knife. 
His lips move lightly as he reads the contents.

INSERT LETTER

Dear Thomas,

Without a strong pair of hands the family will be in severe 
strife. Come back. We need your help – we all need your 
help.

5.



Your loving brother - Samuel

Thomas runs the tip of the knife over the signature, 
retracing the letters.

INT. THOMAS’ TERRACE HOUSE. DAY8 8

Thomas sleeps as the light streams in through the window.

The letter lies on the small table in the kitchen. Dirty 
plates are strewn around the table.

EXT. SYDNEY STREET. EARLY MORNING9 9

Thomas stands outside a small shop, looking anxiously 
inside through the window.

Shapes move inside and a moment later a man comes out 
carrying a small parcel.

Thomas stays where he is, looking inside again. He sees 
something and walks away briskly.

An instant later a woman appears.

BETTY THE SHOPKEEPER
Mr Whitman, Can I get you 
something? Mr Whitman!

But Thomas is walking away, head down, ignoring her.

BETTY THE SHOPKEEPER (CONT’D)
I’ll leave a bag by your door if 
you like.

She looks around the street, now empty.

INT. THOMAS’ TERRACE HOUSE. EARLY MORNING10 10

Thomas fills a glass with water and sits at the table.

The light coming through the window strikes the glass, 
fracturing rays of colour across the table.

Thomas moves his hand into the beam and interrupts the play 
of light.

Then he notices a line of ants crawling over the letter 
that is lying on the table. He picks it up.

Disturbed, the ants dash erratically over the page, and it 
is as if the words themselves have come to life.

Thomas looks into the room and sees that the sun’s rays are 
illuminating the dust and smoke in the air.
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Thomas stares at the ants, some now running over his hand. 
He drops his hand gently to the table and lets the ants 
escape.

Then he leans his head on the window, staring out at the 
sun’s light.

EXT. RAILWAY STATION. DAY11 11

Carrying only a small army kit bag, Thomas moves through 
the crowd at Central railway station. A group of Italian 
immigrants are making a noise, attracting a lot of 
attention. People stare at them as Thomas moves past.

A train arrives, people disembark, and he makes his way to 
a carriage and gets on.

Inside, Thomas finds that the passage is blocked with two 
policemen who are having difficulty with a Greek Orthodox 
priest. The priest is wild, yelling in Greek.

THOMAS
(in poor Greek)

Hello. Father. Everything 
alright?

PRIEST
(in Greek)

You speak. Beautiful, beautiful.

THOMAS
(in poor Greek)

Only a little. Got stuck there in 
the war.

POLICEMAN
You one of them? You know him? 
He’s barmy. Drunk. Disturbing the 
passengers. And no ticket. You 
tell him we have to take him.

PRIEST
(in Greek)

Tell these two goats to let me 
go.

THOMAS
(to Policemen)

He says he’s sorry. He’ll behave. 
He just forgot where he was.

POLICEMAN
Bloody Italians.

They loosen their grip on the priest a little and he 
relaxes, acknowledging Thomas.
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THOMAS
(to Policemen)

He’ll be right now. You can let 
him go.

POLICEMAN
We have to take him in. This’ll 
only get worse I can tell you.

The policeman gestures at the group of Italians, now 
visible through the carriage windows.

THOMAS
(in poor Greek)

Sorry father. You have to go with 
them. Just for a while. You have 
to be quiet in this country.

As policemen bundle the priest past Thomas he grabs 
Thomas’s coat. Thomas is dragged along with them to the 
carriage door. The priest speaks close to Thomas, almost 
mouth to ear, a wild passionate look in his eyes.

PRIEST
(in Greek)

Come with me. Come! 

THOMAS
(in poor Greek)

Sorry Father. I have a ticket.

PRIEST
(in Greek, smiling)

It wont do you any good. I can 
see. It’s your soul! What’s your 
name?

THOMAS
Thomas.

PRIEST
(whispering in Greek)

Beautiful! Thomas. Such a name. 
But it wont do you any good here. 
Surrounded by goats! Always the 
goats! Come!

Thomas smiles, shrugs, and is released. The policemen drag 
the priest out onto the platform.

Thomas finds his way to an empty compartment and throws his 
kit bag onto the luggage rack. He sits down and looks at 
the crowd through the window. Other people enter and take 
up seats around, but not next to, Thomas.
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INT. TRAIN. DAY/NIGHT - MONTAGE12 12

People come and go as Thomas sleeps & wakes, but as the 
journey goes on, there are fewer and fewer people.

As Thomas sleeps in semi-darkness, the sound of the train 
merges with the sound of his battle memories, soothing the 
harsh noise of guns and mortar, pushing them into the 
background.

The city gives way to country, and the people change 
accordingly, suits and hats giving way to farm workers and 
itinerant travellers.

EXT. STOKER’S SIDING RAILWAY STATION. DAY13 13

The train pulls in at a small railway station. Thomas opens 
a door and gets out, lugging his kit bag. The platform is 
deserted except for an old dog.

Thomas closes the door and the train’s whistle blasts, 
making Thomas jump. He stares at the dog. It gives him a 
lazy throaty bark without moving.

Thomas watches the train disappear and walks past the dog 
and out through an archway that forms the gates of the 
station.

A dirt road runs parallel to the tracks in either direction 
and Thomas turns left. He seems to know where he’s going.

From a balcony of an old house opposite the railway, an old 
man watches Thomas. He is sitting in a chair singing 
incoherently. Thomas nods at him. The old man watches 
Thomas carefully as he heads down the road towards the 
green mountains beyond.

EXT. SMITH’S CREEK ROAD. DAY 14 14

Thomas walks along the dirt road. The green is closing in 
and the road heading upwards.  From behind him he hears the 
noise of a truck and it passes him, kicking up dust.

In the back of the open section are three men. When they 
see Thomas they bang on the roof of the driver’s cab. The 
truck grinds to a halt and the men in the back start waving 
and shouting at Thomas. Thomas catches up.

Sitting on old bits of logging equipment (saws, axes, 
stakes, ropes etc) are SALVATORE, JOSEPH, and ERNESTO - all 
in their 20s, fit, dark, and good looking. They are 
animated, excited, and speak with heavy Maltese accents.  
They reach out to pull Thomas into the truck for a ride. He 
is reluctant.
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SALVATORE
Where you going mate? Have a 
ride.

THOMAS
It’s OK.

SALVATORE
C’mon. We give you a ride.

THOMAS
Where are you heading?

The Maltese boys start arguing about where they’re going. 

The driver, Jack, sticks his head out. He’s an Aussie.

JACK
Come on mate. Haven’t got all 
day. We heading for Rowlands 
Creek. The boss reckons there’s a 
big Blackbutt there.

Thomas gets in with help from the Maltese boys who just 
about drag him in on top of them. They laugh as Thomas 
finds a spot to sit. The truck drives off.

Salvatore sticks a hand out to Thomas. He shakes it. The 
others do likewise.

SALVATORE
Want to help cut the tree?

JOSEPH
A big one they say. Real big.

THOMAS
Yeah I know it.

The boys look amazed. Then impressed.

SALVATORE
You can show us? The boss don’t 
know where it is. And we only get 
paid if we cut.

THOMAS
It’ll take you a while to get 
this one. 

SALVATORE
So you help cut tree?

THOMAS
Sorry. I’m heading the other way. 
Uki. Cane farm.

10.



JOSEPH
We just came from cane cutting. 
But further north. No work there 
now. 

THOMAS
It’s the busy time. Should be 
plenty of work.

SALVATORE
Big company is buying all the 
farms. Has their own men. Sent us 
away. So we try cutting trees.

ERNESTO
The food was terrible anyway. 
Bloody pineapple sandwiches.

JOSEPH
He’s always complaining about his 
stomach.

SALVATORE
So we try cutting trees.

Ernesto and Joseph pretend to saw a big tree, working each 
end of an imaginary saw.

THOMAS
Well, when you want to cut a nice 
soft, juicy piece of cane 
instead, come to Uki. Ask for 
Whitman. Apparently they need 
some help. Could use you all. 
Plenty of small farms there.

JOSEPH
No problem, mate. When we finish 
your big tree. Cane is so small! 
No challenge. 

The boys make hand gestures comparing the size of cane to 
large trees, grinning and joking.

EXT. ROAD. LATE AFTERNOON15 15

Thomas walks at the end of the day. The sun is beginning to 
drop. He looks at the creek running alongside the road and 
heads down towards it.

At the creek, he drops his kit bag and scoops up some water 
and throws it over his face and head, enjoying the cool.

He wanders up stream leaving footprints in the muddy side 
of the river. After a while he sees footprints in the mud. 
He follows them and they suddenly disappear.
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He looks around but there is nothing but the sound of the 
water, cicadas and frogs.

The sun is dropping fast, streaking through the trees above 
the creek.

EXT. CREEK. NIGHT 16 16

Thomas sleeps by a small glowing fire near the river. He is 
fully dressed lying on his kit bag. All is still, and the 
creek ripples past, reflecting the moon that is now high 
above.

There are night sounds – frogs, insects and the gentle run 
of the creek - and then suddenly a distinct crack. Thomas 
opens his eyes but doesn’t move.

Slowly and very quietly he pulls a pistol out from under 
his makeshift pillow. He waits a while and then sits up, 
looking around carefully, in control. But there is nothing 
but darkness.

After a while he puts the pistol back and blows on the 
embers of the fire to get it going again. He puts a 
cigarette in his mouth and selects a small branch from the 
fire that is burning well.

He lights his cigarette from the flame at the end of the 
branch and then holds the branch out until the flame dies, 
leaving only a red glowing stump at the end.

EXT. ROAD. DAY 17 17

Thomas is on the road walking fast, pushing up higher 
towards a pass. His steps are rhythmic and strong, and he 
looks down at the road, watching it move away from him. 

He crosses the pass and starts heading down the other side 
of a valley.

Thomas walks. In the distance away to his right, and off 
into the bush, he can see a thread of smoke. He slows and 
then makes his way towards it, carefully, slowly, as if 
hunting something.

EXT. BUSH. DAY18 18

Thomas creeps through the bush, cautiously making his way 
from tree to tree as he heads towards the line of smoke. He 
pushes through a patch of bush and steps into a small 
clearing.

In the centre is the nearly dead fire from which the smoke 
is gently rising.
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Thomas looks around, but there is no one there. He makes 
his way to the fire. He drops his kit bag and looks around 
again, nervous. There seems to be nothing.

After a moment Thomas sits and takes a bottle out of his 
bag, drinking deeply.

EXT. BUSH. LATE AFTERNOON19 19

Thomas has stripped off and is poking the fire that is 
almost out. A huge ugly scar runs along his left arm - a 
burn that has left his skin twisted and melted. He lifts a 
blackened stick and starts to blow on it.

A small ember of red fires up, but wont catch alight.

Thomas stares the end of the stick, holding it close to his 
face. Then, with a paralyzing moment of fear, Thomas 
realizes that there is an aboriginal man watching him from 
the edge of the small clearing.

Thomas very carefully lowers the stick.

MARBUCK TUDAWALI (powerful, mid 30s, playful) reveals 
himself as if from nowhere.

Without taking his eyes off Marbuck, Thomas reaches slowly 
for his bag.

MARBUCK
Once it’s burnt there’s nothing 
left mate. Put something fresh on 
it. Then you’ll get that flame 
dancing again.

Marbuck steps forward, grinning.

Thomas stands to meet him, still suspicious.

MARBUCK (CONT’D)
You hungry? I’m bloody starving.

EXT. BUSH. NIGHT20 20

The fire burns strongly, cooking something 
indistinguishable strung out on a stick over the flames.

Marbuck and Thomas eat, chewing blackened meat from small 
bones and throwing the remains into the fire. The gnawed 
bones sizzle and crack.

When Thomas finishes his piece, Marbuck picks another from 
above the fire and offers it to him. Thomas shakes his 
head. Marbuck starts at it himself.
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Thomas picks at his teeth and watches Marbuck, who grins 
back at him.

MARBUCK
You a soldier, right?

THOMAS
Was.

MARBUCK
All over is it?

Thomas looks at him.

MARBUCK (CONT’D)
Course it is. Ever meet a 
blackfella called Inky? Inky 
Ferguson? Went to Murwillumbah to 
sign up. Had to pretend he was a 
bloody Indian to get in.

THOMAS
What regiment?

Marbuck looks at him for a moment, chewing at the meat.

MARBUCK
Bloody Australian Regiment

Thomas laughs and pokes the fire.

THOMAS
What did you do?

MARBUCK
In the war? Survived.
That’s the main thing, eh?

Marbuck throws a bone into the fire, sending sparks flying. 
The two men watch as the tiny points of light rise into the 
darkness and vanish. Thomas stands and looks away, 
stretching.

MARBUCK (CONT’D)
I’ll show you a short cut into 
Uki tomorrow. Bit steep but 
you’re a fit bastard.

THOMAS
You mean over Mt. Nullum?

MARBUCK
Bloody clever bastard too? You 
are from round here, then. 
Thought you were bullshitting.

THOMAS
Born down there. On a cane farm.
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MARBUCK
So you’re going back to your Mum 
and Dad.

THOMAS
Both passed away now. Just a 
brother. And his family.

MARBUCK
Well, home isn’t people is it. 
It’s a reason, eh?

Thomas stares at the aboriginal man, lost in thought. 
Marbuck’s black face glistens in the firelight.

MARBUCK (CONT’D)
Should be there tomorrow.

Marbuck stirs the fire with his stick, sending sparks up 
into the dark sky.

EXT. BUSH. DAY 21 21

Marbuck and Thomas are climbing a very steep and narrow 
track heading up into cliffs. Marbuck leads. Thomas, 
stripped down again with his kit bag strapped around him, 
follows right behind, not letting the aboriginal man get 
ahead.

Marbuck turns and sees Thomas right upon him. He pushes on, 
and after a moment of scrambling the two of them stand at 
the top of a rocky outcrop.

Below them is a spectacular view of the cane lands that 
line the Tweed River and circle the massive volcanic plug 
of Wollumbin (Mount Warning).

Thomas points down at a small town in the distance.

THOMAS
Uki.

MARBUCK
Sorry country.

THOMAS
What?

MARBUCK
My people say it’s sorry country. 
Land sorry when the people come. 
Then the people more sorry. 
Everything bloody sorry.

THOMAS
That what you think?
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Marbuck looks at the valley again.

MARBUCK
Looks pretty safe from a 
distance, eh? 

Thomas just takes in the view, feeling a breeze rushing up 
the cliff face.

MARBUCK (CONT’D)
(Pointing at the 
volcanic plug)

Ever been up the top?

THOMAS
Long time ago.

MARBUCK
I’ll take you up. Do you good. 

THOMAS
Will it. 

Thomas studies the old volcano. He turns to find Marbuck is 
already on the steep climb down. Thomas scrambles after him 
quickly, sending scree flying down the rock face.

EXT. ROAD. DAY22 22

Thomas and Marbuck walk side by side on the road. It’s flat 
and on either side sugar cane grows, green, high and ripe. 
The wind blows steadily, and beyond the lines of green cane 
that move like a sea is the ominous grey volcanic plug of 
Wollumbin, dominating the landscape.

A red truck passes them, moving fast and nearly clipping 
Thomas. It kicks up dust and Thomas shields his face.

Inside the truck are the driver KIT HELLER, (30s, clean 
shaven and hard) and two men in suits and hats. CLEM AGNEW, 
(late 30s, serious, keen to please) is looking mildly 
concerned and is trying to avoid touching the man to his 
left. He is GEORGE TRAILL (60s, powerful, portly with white 
hair). Traill takes in the land without expression.

EXT. ROAD. DAY23 23

Thomas and Marbuck arrive at the entrance to a small farm, 
marked by a cattle-grid. A faded sign nailed on the fence 
says ‘Whitman’. A driveway dividing two cane paddocks 
extends up to a small weatherboard house with a verandah.

Thomas stops and indicates, dropping his kit bag. 

THOMAS
Come and have some food.

16.



Marbuck looks at the cattle grid. He shakes his head.

THOMAS (CONT’D)
C’mon. Some water at least. 

Marbuck looks up and down the road, concerned. Thomas 
follows his gaze, not seeing anything, not understanding.

Thomas steps onto the cattle grid and Marbuck watches his 
feet carefully. The cane rustles in the wind.

Marbuck still doesn’t move.

THOMAS (CONT’D)
Well?

MARBUCK
Nah. But we’ll climb that 
mountain. How long you staying? 

Thomas looks around, hesitating.  

THOMAS
We’ll see. A few days. Not long. 

MARBUCK
Well, we’ll do it soon then. 

He holds out a hand and Thomas shakes it. Then Marbuck 
turns and leaves.

THOMAS
We will. 

Marbuck doesn’t turn back, but mutters under his breath. 
Something aboriginal, undetectable that is lost in the 
breeze.

Thomas heaves his kit bag onto his shoulder and steps 
across the cattle grid.

EXT. WHITMAN PROPERTY. DAY24 24

Thomas approaches the house, lost in thought.

As he walks up the driveway he runs a hand along the cane, 
listening carefully to the gentle rushing smack that his 
hand makes as it clips from strand to strand.

He looks up and realizes that watching him from the 
verandah of the house is SAMUEL WHITMAN (33, tired, worn by 
the sun) his foot in plaster, old cuts and mouldy bruises 
on his face.

As Thomas steps up onto the verandah, Samuel doesn’t move. 
He’s been drinking heavily.
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SAMUEL
Well, well. Wondered if you’d 
show up one day. 

THOMAS
Samuel. 

Thomas sees Samuel’s plaster cast. 

THOMAS (CONT’D)
Doesn’t look good. 

Thomas drops his kit bag on the verandah.

SAMUEL
Keep the noise down. Baby’s 
asleep.

THOMAS
Baby?

SAMUEL
Things happen.

Thomas heads for the door. He opens it and, as he is about 
to disappear into the darkness, Samuel turns awkwardly in 
his chair.

SAMUEL (CONT’D)
She’s not here.

Thomas pauses for the briefest of moments and then moves 
into the house. The door snaps back on its spring and 
closes with a clatter.

Samuel turns back and stares out into the distance, at Mt. 
Warning rising from the sea of green.

A baby starts howling.

EXT. HOUSE. NIGHT25 25

Thomas lies on a bed in a small room. Cicadas are 
screeching a chorus outside and a ceiling fan moves slowly 
in the still heat.

Thomas is distracted when he hears shuffling from another 
room: the sound of Samuel dragging his plaster-trapped foot 
across the floorboards; a door opening, more awkward 
footsteps and a door closing.

Thomas waits but it stays quiet.

He sits up, and then rises to his door. He opens it slowly 
and peers out into a corridor. He can only see closed 
doors.
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He heads out and makes his way quietly to the verandah.

Once there he lights up a cigarette, looking out at the 
moonlight on the cane.

Strange dark shapes move in the rustling cane, the moonlit 
leaves flickering with specks of light. 

His breathing starts to labour and the sound of battle 
comes in on him again.

EXT. HOUSE. MORNING26 26

Thomas and Samuel sit on the verandah at a small table. The 
remains of breakfast lie between them. Samuel pushes a 
rickety pram back and forward. It squeaks and creaks 
rhythmically. Thomas gets up and looks at the cane. 

THOMAS
What do you reckon? Another 
month?

SAMUEL
About that.

THOMAS
And who’s cutting?

SAMUEL
It’s under control.

THOMAS
How many have you got?

SAMUEL
It’s under control.

THOMAS
So what do you want me to do?

SAMUEL
Whatever you want.

Thomas looks back out again.

THOMAS
I thought you needed help. The 
letter said it was urgent.

Samuel stops pushing the pram and looks hard at Thomas. 
There is silence as Samuel registers what Thomas has said.

SAMUEL
Look, last I heard you were in 
the nut house. 

Thomas starts to move away. 
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THOMAS
Maybe this wasn’t such a good 
idea.

SAMUEL
It’s been eight years, Thomas. A 
lot of things have changed. 
Mother. Mary. Children. 

Thomas steps off the verandah heading towards a large shed 
not far from the house.

SAMUEL (CONT’D)
(yelling after him)

You weren’t here. You were too 
busy remember. Wonder boy goes 
off to be the great war hero! 

INT. SHED. DAY27 27

Shafts of light stream through huge gaps in the walls and 
roof of the shed. Old equipment lies in pieces and fencing 
material is strung from hooks and nails.

Thomas wanders through the mess heading towards a wooden 
mezzanine structure that once held bales of hay.

The whole mezzanine level - roughly constructed of timber - 
has collapsed, floorboards smashed. Large nails and bolts 
protrude dangerously.

He studies the mess, running his hand over the protruding 
spikes.

He walks on and finds a pile of cane knives stacked by a 
huge pedal grinder. He picks one up and runs a finger 
carefully along the blade. Then he slowly swings the knife 
in a practiced slashing move.

He sits at the grinding stone, and places his feet on the 
pedals and starts the wheel turning. When it’s whirring 
freely he drops the blade carefully onto the stone and a 
few sparks fly.

He lifts the knife, pedals faster and leans into the stone, 
applying pressure to the blade.

In the cavernous gloom of the shed, shot through with 
shafts of sunlight, the sparks from the grinding stone 
stand out like fireworks.

INT. HOUSE. DAY28 28

Thomas walks slowly through the house, looking at objects, 
touching things from the past. The house shows signs of 
decay and is very untidy.
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Paint peels from the window frames, and a dark stain marks 
the ceiling in places.

As he wanders, Thomas straightens a few old books on a 
small bureau where writing paper and pen lie, along with 
legal documents.

He runs his hands over the keys of an old upright piano.

He picks up clothes that have fallen behind a heavy lounge 
in the living room.

He opens a bedroom door and sees a single bed as well as a 
cot. Lying on the floor are children’s toys, and from a 
clothes stand, girl’s clothes hang, moving gently in the 
breeze that has entered the room with Thomas.

He opens the door to another bedroom and sees a double bed. 
The thin curtains billow out at him, catching the light.

He walks to a simple dresser with a tri-fold mirror 
attached. He leans down and, with his reflection framed in 
each of the panes of the mirror, slowly opens a drawer.

Thomas sees a woman’s clothes and intimate personal items: 
lingerie, a small purse, a brush fused with blonde hair. He 
slides the drawer closed.

The curtains billow at him again.

EXT. HOUSE. LATE AFTERNOON29 29

Thomas and Samuel sit on the verandah. Samuel drinks, 
Thomas smokes. The sun is dropping, tingeing the sky with 
orange.

THOMAS
So where’s Mum?

SAMUEL
Next to Dad. Where she wanted.

THOMAS
Was is alright? At the end.

SAMUEL
You really want to know?

THOMAS
Look, I’ll go visit them and then 
I’ll get out of your hair. I met 
some DPs on the road looking for 
work. Told them to come help. 
There’s plenty to do. Knives are 
all blunt for a start.
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SAMUEL
Yeah, well...

THOMAS
The barn’s a bloody mess.

SAMUEL
Just gave way.

THOMAS
Hard to imagine how. Must have 
hurt.

Samuel takes a swig from his bottle

THOMAS (CONT’D)
Remember when we were kids. Used 
to jump off that platform and try 
and land on the cow.

SAMUEL
It was a horse.

THOMAS
Was it? Thought it was a cow.

SAMUEL
Horse. But it ran like a bloody 
cow. 

They pause for a moment.

THOMAS
Baby asleep?

SAMUEL
At bloody last. Who’d be a 
mother?

Another pause.

SAMUEL (CONT’D)
She left the farm to both of us, 
you know.

THOMAS
What?

SAMUEL
Maybe no-one told you. In her 
will. Mum.

THOMAS
It’s yours.

Samuel looks at him.
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THOMAS (CONT’D)
You deserve it.

SAMUEL
No Thomas.

THOMAS
Is Bailey still in town? I’ll 
stop by and fix the legal work. 
Put it in your name. You’ve done 
the hard yakka.

SAMUEL
It’s not Bailey anymore. It’s 
some other mob. Don’t go near 
them. Just leave it. 

THOMAS
It isn’t viable Sam. Not for two. 
Mum always said that. Keep it 
whole. In any case, I don’t want 
it. This isn’t for me anymore. 

SAMUEL
Dad always proved her wrong.

THOMAS
Once in a blue moon when prices 
went crazy. Nothing to do with 
the farm.

SAMUEL
I‘ve worked it out. There’s at 
least 20 per cent more yield 
possible. Stay there. I’ll show 
you.

Samuel gets up and hobbles into the house. Thomas looks out 
at the property and after a moment spots a line of dust 
rising in the distance.

He strains to hear a sound, but Samuel comes back with a 
file containing a bundle of papers. He opens it up and 
takes out a map that he spreads out on the table. He’s 
fired up now.

SAMUEL (CONT’D)
Look here, down by the back 
creek. I’ve checked the soil 
there and..

He breaks off, as there is the distinct sound of a car. The 
two men look up. The dust trail is now closer, a car moving 
fast, occasionally visible between the cane.

SAMUEL (CONT’D)
Fuck
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He starts clearing away the papers, pushing them back into 
the file quickly. He heads back into the house as the car 
swings into the drive.

SAMUEL (CONT’D)
Just don’t go near those lawyers. 

Samuel disappears inside.

The car pulls up.

The driver’s door opens and out gets HARRY ELLIS, (late 
20s, tall, clean-shaven, good-looking) in a suit. He looks 
at Thomas.

THOMAS
Harry Ellis. In a bloody suit!

HARRY
Is that Thomas?

The other door opens and out steps a beautiful blonde 
woman, MARY (late 20s, alive with a bright and dangerous 
energy), provocatively dressed.

MARY
Definitely Thomas! Shiny and new.

As Harry ducks back into the car, she runs up to Thomas and 
flings herself at him. He stands there not sure what to do.

MARY (CONT’D)
God! Welcome home. What you must 
have been through. Welcome home. 
Welcome home. Are you a sight for 
sore eyes or what? Have you met 
Amy?

THOMAS
The baby?

MARY
No silly. That’s little Jane.

Harry is now standing next to them, holding in his arms a 
young girl AMY (about 8 years old, blonde and pretty like 
her mother). She is sleepy and shy.

Mary turns and grabs the girl from Harry, hugging her and 
covering her with kisses.

MARY (CONT’D)
This is Amy.

Amy squeezes out of her mother’s arms and runs inside, the 
door slamming behind her.
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MARY (CONT’D)
This calls for a celebration. 
C’mon! Harry? What do you think? 
We’ll just have to go back!

Harry smiles hopelessly, hops into the car and starts the 
engine. Mary drags Thomas by the hand and pulls him towards 
the car. He gestures at the house.

THOMAS
Like this! No hat! And Samuel...

MARY
Forget your hat. You’re with me 
now.

She pulls him into the car, which drives off in a rush of 
dust.

The sun has now set and the sky is a red and grey haze.

The cicadas start their chorus.

INT. UKI HOTEL. NIGHT30 30

The pub is small, smoky and devoid of charm; a square room 
served by a long counter at which several working men are 
drinking.

A crude sign hangs by the bar, offering a variety of plain 
meals from the kitchen. Behind the bar are EARLE (50, large 
and good natured) and his daughter FLORENCE (20s, homely, 
round and helpful).

DIGGER (60s tall, angular and thin) and RED BILLY (60s, a 
warm theatrical larrikin) sit at a small table in one 
corner of the room. 

Mary and Thomas enter the pub arm in arm with Harry behind, 
but Thomas pulls away from Mary. Almost immediately the low 
din comes to a halt as the locals recognise Thomas. 
Whispers whip around the room. 

EARLE
Well well. If it isn’t Thomas 
Whitman, returned home finally. 
Drink my boy. On the house. 

DIGGER
On me, mate. Bloody well done. 
Bloody well done the second forty-
eighth!

MARY
No. I’m buying. Three beers 
Earle.
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THOMAS
(quietly)

Just water for me.

There’s a moment’s silence.

EARLE
Fair enough.

HARRY
(loudly)

Never heard of a soldier who 
didn’t drink.

RED BILLY
Ah! Dionysus the liberator.

MARY
C’mon Tom. Surely one wont kill 
you will it?

RED BILLY
Give you a decent head start 
though, comrade.

INT. UKI HOTEL. NIGHT - LATER31 31

Mary chats animatedly with Florence and Harry at the bar, 
getting another round of drinks.

Thomas is at a table with Red Billy and Digger. JONNIE 
(late 40s, tough farmer) is drinking quietly at the table 
next to them, half listening.

DIGGER
It’s only rumours. You know this 
place...busybodies. Get a new 
lawyer in town and everyone’s 
tongue is in a flap. Well, 
there’s no law against buying and 
selling...

RED BILLY
They’re just the shop front, you 
old dunce. Smiling faces and 
tempting juicy steaks. It’s 
what’s in the back that matters. 
Where the meat’s chopped and 
packaged.

DIGGER
Accidents and rumours. 

RED BILLY
Farms burning down? Then there’s 
your brother’s shed. 
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And Frank Chambers? Where’s he? 
Man like that doesn’t just 
disappear. 

THOMAS
There’s been other accidents?

Jonnie leans into the conversation, sculling his beer.

JONNIE
Wouldnt go asking, mate. You been 
away. Just take the first offer. 
Quietly. You dont wanna be a 
fucking cane farmer these days. 
Take the offer when it comes. 
Nothing wrong with that. 

He slaps Red Billy on the back and looks hard at Thomas

JONNIE (CONT’D)
And Frank Chambers wasnt never 
the same even though he came 
back. There’s different kinds of 
one way ticket, Billy. Need all 
your marbles and plenty of guts 
to stick this game out. 

Jonnie leaves.

RED BILLY
(with a posh English 
accent)

I rest my case, your honour

THOMAS
What happened to Frank Chambers?

RED BILLY
Those laywers made him a couple 
of offers. Wasn’t interested. You 
know him. It got a bit heated 
apparently. Told them to get 
fucked...

DIGGER
Dont worry about it, Thomas. 
He’ll show up. You know how it is 
sometimes. He was in Burma. 

(To Billy)
Anyway, Thomas is here to start 
over Billy. He’s gonna do the 
right thing by his old man. By 
his family. Don’t go putting the 
fear in him.

Mary and Harry approach with drinks.
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THOMAS
Thanks, but I’m not staying 
Digger. No disrespect to the old 
man. 

RED BILLY
What did I tell you Digger. The 
future’s elsewhere, mate. 
Departments of re-construction. 
Land classification boards. 
Infrastructure committees. As for 
the working man, the fighting man 
from the country – his days are 
done. New bloody government and 
it’s a free for all.

HARRY
Don’t blame you mate. Nothing 
much here for you.

MARY
Harry! He’s just arrived. 

THOMAS
I’m just gonna sort a few things 
out.

RED BILLY
Famous last words, comrade. 
Famous last words.

INT. HOUSE. NIGHT32 32

Thomas lays on his bed, eyes open, blowing cigarette smoke 
deliberately into the air. A small lamp creates strange 
shadows on the wall, including the elongated shadows of the 
fan blades, which stir the hot air slowly. The cicadas 
outside are deafening.

From another room comes the muffled sound of raised voices. 
Thomas opens his eyes, straining to hear. The sound of Mary 
and Samuel arguing gets louder, but the words are 
indistinct.

There’s a loud thud, like someone hitting a wall, and the 
voices stop. Thomas sits up, not sure what to do.

His cigarette burns away in between his nicotine stained 
fingers.

The fan keeps spinning slowly.

After a moment Thomas lies back down, wide-awake.
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EXT. HOUSE. MORNING 33 33

The sun rises, flooding the valley with light.

The top of a row of cane glows as the light hits.

Further down, on the congested green floor of the field, a 
scruffy wild goat is munching through the stalks.

The sound of banging – metal on metal – echoes across the 
scene.

INT. HOUSE. MORNING 34 34

Thomas wanders from the kitchen with a slab of bread. Bare 
chested, he carries his shirt in the other hand, and as he 
heads for the front door and verandah, he passes a door, 
slightly open, through which he sees Mary writing at the 
bureau.

Thomas continues to the front door and sits outside at the 
small table on the verandah, surveying the newly risen sun. 
From the shed the sound of hammering continues.

Outside the shed, Amy plays with Jane in the dust, the old 
pram nearby.

The front door opens and out steps Mary with a pot of tea 
and two mugs. Thomas quickly pulls on his shirt, covering 
his left arm. She pours tea and pushes one mug over towards 
Thomas. They both look out at the two girls playing.

MARY
We are glad you came.

THOMAS
We?

MARY
Don’t mind him. He’s just pissed 
off about the accident. 

THOMAS
What happened exactly?

MARY
The hay platform just gave way. 
Worst timing. He walked two miles 
to Fran’s place. Foot as big as a 
pumpkin when he arrived. Poor 
thing.

THOMAS
You weren’t there.

MARY
No.
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THOMAS
Out with Harry?

MARY
No. He’s a friend. He has a car. 
It’s useful sometimes.

THOMAS
Like when you have a broken leg.

Mary doesn’t answer, but looks out as Samuel hobbles out of 
the shed. He picks up Jane and puts her in the pram, and 
then he and Amy start pushing it towards the cane fields. 
They disappear from sight, lost behind the green.

MARY
Can we start again? This isn’t 
how it was meant to go.

THOMAS
How was it meant to go? 

MARY
We need you Thomas. Look at the 
place. 

THOMAS
You need labour. 

MARY
The farm needs labour. We need 
you. 

THOMAS
You wrote the letter. 

She doesn’t answer.

THOMAS (CONT’D)
Just tell me. 

MARY
For God’s sake, Thomas I can’t 
stand it.  

THOMAS
Sam reckons it can work. It just 
needs some effort. From everyone.

MARY
He’s got rocks in his head. You 
know that. It killed your Dad. It 
killed your Mother. For god’s 
sake it isn’t going to kill me.

THOMAS
So what do you want?
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MARY
I want you...to stay a while. 

EXT. HOUSE. NIGHT35 35

Mary, Thomas and Samuel sit on the verandah watching the 
moonlight cast shadows in the cane. A bottle of rum is on 
the table. Samuel has a near empty glass in his hand, and 
there are two other glasses are on the table, one half full 
near Mary, and the third empty and clean by the bottle. 
Thomas smokes.

Samuel finishes his drink and drops the glass onto the 
table. Mary leans over and re-fills it. Then she makes as 
if to pour Thomas one, looking at him. He shakes his head. 
She smiles at him while the bottle is hovering over the 
clean glass.

MARY
Just a drop?

A small drop falls onto the edge of the glass, oozing slow 
and golden down the side.

Thomas ignores her.

SAMUEL
Thought they told soldiers to 
drink after it was over.

THOMAS
Lest we remember?

MARY
Might make you sleep a bit 
easier.

SAMUEL
I thought they’d fixed you up.

MARY
Don’t talk like that Sam. He’s 
here to help.

SAMUEL
We’re doing alright, Mary. We’re 
moving forward.

MARY
Like the fence-line and the shed?

Samuel doesn’t respond. The three of them sit in an awkward 
silence, Thomas looking at the glass in front of him.
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SAMUEL
(finishing his drink)

I’ll have his if he’s too screwed 
in the head to drink.

MARY
You’ve got your own glass. Here.

Mary leans over and re-fills Samuel’s glass. Then she 
hovers the bottle over Thomas’ glass and adds a small 
amount. She pushes it over to Thomas.

MARY (CONT’D)
He can drink his own. When he’s 
ready. Right Tom?

EXT. HOUSE. LATER36 36

Samuel is slumped on the table. 

Mary sips from her glass. 

The glass in front of Thomas is full to the brim, about to 
burst over the sides.

MARY
We might have to burn before the 
month’s out, you know.

She looks at Samuel and then pokes him. He doesn’t respond. 

MARY (CONT’D)
Sam?

He doesn’t move.

MARY (CONT’D)
(to Thomas)

I’ll show you. Come and look.

Mary stands and then pulls Thomas by the hand. He rises 
slowly, watching the full glass, careful not to knock it.

She guides Thomas down the verandah steps towards the cane. 
Thomas looks back. Samuel doesn’t move.

Mary and Thomas slide into a row of tall cane strands.

Mary walks on and then stops, turning back to face him. She 
grabs a piece of cane and snaps it off, stripping away the 
leaves.

MARY (CONT’D)
Try it.
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She hands it out to him, but he doesn’t move. She bites 
into it herself, the juice running through her fingers and 
down her chin. She wipes her wet mouth on her arm, handing 
the cane to Thomas.

MARY (CONT’D)
It’s so sweet. It’s ready. It’s 
all ready.

Thomas takes the cane.

THOMAS
Nothing’s ready, Mary. The place 
is up the shit and you know it.

MARY
You’re here.

THOMAS
It isn’t going to happen Mary.
Not the way it was.

MARY
It was just the war. You’ve come 
back.

Thomas looks away. She grabs the cane back from him and 
twists it. Juice falls out and she tries to catch it with 
her hand. 

She throws some at him and runs off into the cane.

MARY (CONT’D)
Come on! 

Thomas stays where he is, watching her as she disappears 
into the lush green. 

Suddenly she screams. Thomas runs to her and she is frozen, 
looking down. He comes up behind her and sees what she 
sees: a dead body. 

Thomas bends down and turns the body over. The very dead 
face of Frank Chambers looms up at them. In his stiff hand 
Frank clutches a bottle awkwardly. Mary looks away.

Thomas stands and she pulls him to her. 

They hold each other in the cane as it rustles softly in 
the night breeze.

EXT. HOUSE. DAY 37 37

Harry (in police uniform) is on the verandah with Samuel, 
Mary and Thomas. Harry holds a note pad and pencil. Below 
them, two men load Frank’s dead body into a van. Harry 
pockets the note pad and slots the pencil away. 
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HARRY
I wont mention you moved the body 
Thomas. Leave that between us. 

MARY
No harm done then Harry?

HARRY
Shouldnt think so. Looks pretty 
clear. 

THOMAS
Does it?

SAMUEL
When Harry’s decides, it does.

HARRY
You the expert now Sam? You, who 
hasnt even seen the man.

SAMUEL
What the hell was Frank Chambers 
doing here? His farm is eight 
miles north.

HARRY
Must have strayed.

The van doors shut with a bang. 

Harry turns and get’s into the van. Mary goes inside. 
Thomas leans on the railing and watches the van drive away. 

THOMAS
Did you get an offer for the 
farm?

SAMUEL
Who did you talk to? You go near 
those lawyers!

THOMAS
Sam, calm down. I’m on your side. 
I’ll do whatever you want, I told 
you that. I’m just asking to know 
what’s going on.

SAMUEL
Look, it’s happened to a bunch of 
people. Get a reasonable enough 
offer first up, when you don’t 
want to sell. Then every time 
they come back, the price goes 
down. The heat goes up.

THOMAS
Who’s they. Who’s buying? 
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SAMUEL
Don’t know. Agnew and Agnew come 
first. They’re the new lawyers. 
But they’re just form-fillers. 
There’s something behind them. 
Big business moving in, like 
everywhere. The war’s cleaned us 
all out, and they’re picking up 
the pieces. And the Government’s 
paying them to do it. It’s all 
wrong. All snouts in the trough.

THOMAS
How much?

SAMUEL
What?

THOMAS
What was the first offer?

SAMUEL
Doesn’t matter. I’m not selling.

THOMAS
But just think for a moment, Sam. 
Look at this place, half fallen 
down. Think what you could do 
with the money. Where you could 
go? 

SAMUEL
I don’t want to go anywhere. It’s 
been in the family for near a 
hundred years.

THOMAS
And look at that family Sam. At 
Mary. The kids? Do you think 
about them?

Samuel gives an ironic snort.

Thomas looks up.

SAMUEL
If I’d taken the offer, she’d 
already be gone - with her share. 
But it’s not her farm. None of 
it. 

Thomas stares at him like he’s mad. 

THOMAS
What do you mean?

Samuel pauses.
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SAMUEL
Why don’t you take her.  

THOMAS
What!

SAMUEL
Isn’t that’s what you came for?

Thomas is stunned. He comes up close to Samuel. 

THOMAS
I came to help. And if I cant 
help you, I can at least help a 
few others. We shouldn’t have 
farmers turning up dead in their 
own cane fields. Houses catching 
fire. Barns collapsing for no 
reason. Someone has to fight 
this. 

Thomas walks away towards the shed. 

SAMUEL
You’re not strong enough, soldier 
boy! Look what happened in the 
last war. 

EXT/INT. FARM. MONTAGE38 38

Thomas clears the shed, looking over the fallen timbers, 
assessing what actually happened.

Thomas grinds cane knives.

Thomas talks to other cane farmers at farm gates.

Thomas at the entrance to an office in the village. A 
plaque says Agnew & Agnew, Attorneys at Law. 

The shed looks organised.

Thomas in the pub - at the counter talking to Earle, Red 
Billy and Digger. 

EXT. UKI MAIN STREET. NIGHT 39 39

Thomas leaves the pub, smoking.

He walks up the road, away from the noise of the pub.

After a few moments he hears something behind him, and 
stops and turns. There is nothing visible in the gloom.

Along the roadside, the cane rustles in the night breeze 
catching his attention, but there is nothing there.
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Thomas looks back into the gloom again, and just as he is 
about to walk away, Marbuck looms out of the dark. Thomas 
pulls back instinctively.

MARBUCK
Woah brother. It’s me.

THOMAS
You’re asking for it, Marbuck, 
creeping up like that.

MARBUCK
Maybe I should wear a light. And 
sing.

THOMAS
Anyone tell you you’re mad!

MARBUCK
Only them doctors in white coats.

EXT. UKI ROAD. NIGHT 40 40

Thomas and Marbuck walk together along the dirt road at the 
outskirts of the town.

They walk past the small local church with a graveyard 
tucked to one side. As they pass, Thomas takes in the 
headstones, many old and neglected, some new. He pauses.

THOMAS
Hold on a minute.

He walks quickly into the church grounds and half jogs 
through the graveyard until he finds a spot he clearly 
knows. He runs his hand across the top of an older 
headstone and then – almost reluctantly - turns to the 
other, more recent grave. He stoops to read the inscription 
in the darkness.

Marbuck watches from a distance, scuffing the ground with 
his feet, kicking dust into the night air.

Thomas stands and looks at the two graves for a moment.

Suddenly Marbuck is with him. 

MARBUCK
When a man dies, his spirit has 
to go back to its proper resting 
place. The place it came from 
before he was born. The spirit 
doesn’t belong with him anymore, 
with his body, with his land, 
with his relatives.
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The tracks of the dead man have 
to be all be swept away. His camp 
has to be cleared, and no one 
must speak his name or visit his 
favourite places or else the 
spirit will be tempted back to 
where it doesn’t belong.

The spirit is fragile you see – 
like a little bat’s wing - and it 
has a powerful longing for 
familiar places. But it must go 
back to where it came from long 
ago. If the spirit doesn’t find 
its proper place, it becomes a 
troublemaker, frightening the 
dead man’s family and the people 
of his camp.

That’s what my people say. That’s 
what they been saying for a long 
time.

The church and its graveyard look small in the landscape. 

Mt. Warning is silhouetted by the rising moon.

EXT. UKI ROAD – WHITMAN FARM ENTRANCE. NIGHT41 41

Thomas and Marbuck reach the entrance to the farm and the 
cattle grid is visible a few metres up the road.

MARBUCK
Tomorrow Sunday eh?

THOMAS
Yes

MARBUCK
Well, seeing you’re still here, 
you’d better climb that mountain. 
It’s time.

THOMAS
That why you came?

MARBUCK
‘Course. Good day for it 
tomorrow. Need an early start.

Marbuck turns and disappears into the night.
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EXT. UKI AREA. SUNRISE42 42

The sun comes up, illuminating the edges of the vast 
valley, catching hilltops, treetops and the green tips of 
the cane as the light slides cross the valley.

INT. WHITMAN HOUSE. SUNRISE43 43

Thomas sits on his bed, pulls on his boots, and laces them 
tightly.

EXT. SLOPES OF MOUNT WARNING. DAY - MONTAGE 44 44

Marbuck and Thomas make their way through semi-tropical 
rainforest, stepping around huge trees covered with thick 
creepers and ferns. The sun is still low, but steals 
through the canopy in oblique shafts.

They come to a creek that has widened with an eddying pool 
of water. The sun shimmers off the surface. Marbuck puts 
his fingers to his lips and listens. Then he wades in 
slowly, Thomas following.

Marbuck and Thomas climb a steep track, water trickling 
under their feet.

Marbuck and Thomas rest on an outcrop, out of the trees for 
a moment, and look back over the dense valley. Above them 
the mountain is still huge and cloud streams from one side 
of the peak.

They push on into the trees again. The sun is higher, 
bursting through the canopy in shafts, illuminating the 
beauty of the green world.

INT. CHURCH. DAY45 45

A huge stained-glass window refracts coloured light into 
the small church, half full with a congregation singing a 
traditional Anglo-Christian hymn.

Amongst the group are Earle and Florence, Digger and men 
from the Hotel.

A small chorus of choir-boys, dressed in blue gowns and 
white frocks sing their hearts out.

Harry Ellis stands in a back row with his elderly mother, 
He is mouthing the hymn without singing, looking around at 
who is present, who is not.

INT. WHITMAN HOUSE. DAY46 46

Mary is fast asleep, face down in bed.
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Amy is at the piano, playing a tune.

Samuel is sitting at the bureau, doing some calculations, 
his maps and plans spread out beside him.

EXT. ROADSIDE. DAY47 47

The red truck is parked near the top of a small rise in the 
land. Kit Heller leans against the truck, smoking.

Up the rise a little and standing amongst the scrub is Clem 
Agnew and George Traill.

Traill is looking at the land through binoculars. Agnew has 
a map.

Traill lowers the binoculars for a moment and turns his 
attention to Mt. Warning. He raise the binoculars to take 
in the old volcano.

EXT. MOUNTAIN. DAY48 48

Thomas and Marbuck walk amongst huge trees.

A lizard runs up the huge base of one tree and scoots out 
of sight.

They enter a small clearing. Marbuck stops, holding out an 
arm. Thomas pulls up next to him.

THOMAS
What’s up?

MARBUCK
Sacred place here. We have to go 
around.

Thomas looks around him. It’s much like any other part of 
the walk.

THOMAS
Does it matter?

MARBUCK
You a soldier right?

Thomas nods

MARBUCK (CONT’D)
Sometimes, there’s one way for 
the living and one way for the 
dead.

He looks at Thomas as if there’s nothing more to 
understand. 
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Thomas looks around again, as the faint sounds of battle 
invade his imagination. They step back and the sounds 
retreat. They find another way to walk.

THOMAS
Where you from Marbuck? Where’s 
your family?

MARBUCK
From ‘round here. Down there. 
You’d be surprised. But we 
invisible now.

He kicks at the ground and a cloud of dust rises into the 
air, catching a beam of sunlight that comes down from the 
canopy. The dust particles flicker and swirl in the beam.

EXT. MOUNTAIN. LATER49 49

Thomas and Marbuck climb a very steep section of blackened 
and wet track, overgrown with tree roots. They are hot and 
tired. The vegetation is stumpy and sparse. A white mist 
envelops them. The visibility drops dramatically.

MARBUCK
(Calling back through 
the mist)

Wollumbin!

THOMAS
What?

MARBUCK
Wollumbin. Name of the Mountain. 
Cloud-maker.

MARBUCK (CONT’D)
Thought it was called Mt. 
Warning?

MARBUCK (CONT’D)
White-fella’s name.
Mount Warning! Bloody 
superstitious you people.

They push on, disappearing into the mist.

EXT. MOUNTAIN. LATER50 50

The two men walk along a ridge, the mist below them.

Marbuck signals Thomas to take the lead. Thomas quickens 
the pace and within moments finds himself at the summit, 
looking out over the land below.
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Marbuck joins him and Thomas sticks out his hand. They 
shake, admiring the spectacular view.

They wait for a long moment, taking in the green land 
stretched out below them, and the river winding through the 
flat base of the valley.

They sit on the edge of the ridge, legs dangling down.

THOMAS
Hey Marbuck. You heard the 
stories of someone buying up the 
small farms? Big corporation or 
something. Bullying farmers.

MARBUCK
Corporation my arse. Just some 
greedy bugger. I seen him. 

THOMAS
What!

MARBUCK
Fat man. Old. Been looking 
around, drawing lines on maps, 
like white fellas do when they 
want stuff. 

THOMAS
But...when? How..?

MARBUCK
If you stand back and look a bit, 
you get to seeing things. When 
you’re stuck in the cane, you 
can’t see your own bloody dick 
when you pull down your possum 
pants.

Thomas laughs.

Marbuck stands.

MARBUCK (CONT’D)
C’mon soldier boy. See how quick 
you are. To the creek. I’ll show 
you something.

Marbuck takes off, running. Thomas stands and chases after 
him.

EXT. MOUNTAIN. LATER - MONTAGE51 51

Marbuck and Thomas run through the mist

Marbuck nimbly steps over wet stumps. Thomas slips but 
catches himself.
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Figures race through the forest, legs whir, lungs suck in 
breath.

The two men hurtle back down the path they came up: first 
Marbuck and then Thomas.

Thomas is a blur as he races through the forest. Marbuck is 
no longer in sight, and Thomas is now constantly looking 
around and then over his shoulder.

Thomas comes to the creek and stops, panting hard. The pool 
is now bathed in sunlight, rocks crowding the far bank.

Thomas catches his breath and looks around. For a moment he 
thinks he has beaten Marbuck, but then he notices something 
in the water.

Marbuck is already there – hidden in the water -  his head 
like a dark rock. He grins when Thomas notices him.

THOMAS
How do’you do that?

MARBUCK
It’s my place. Secret. I have to 
get here first. To welcome you 
in. 

THOMAS
You live here?

MARBUCK
Not bad eh? 

Thomas starts to undo his shoelaces.

THOMAS
Not bad. You ever tried a bed? 
Four walls, a roof to keep the 
rain off? Little door to open and 
close?

MARBUCK
Couldn’t stand it. Here, I got 
fifty walls and a hundred roofs. 
Doors everywhere. Look!

Thomas looks around. He sees a small covered humpy where 
Marbuck sleeps. It is a truly beautiful place. Thomas 
starts to take off his socks and shoes.

MARBUCK (CONT’D)
Now it’s your secret too.

Thomas dives in the dark water and disappears.
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INT. WHITMAN HOUSE. NIGHT52 52

Beside Thomas’ bed are his shoes and socks.

Thomas is asleep on his bed, still in his clothes.

The room is tidy, clean and warm. All is quiet and safe.

EXT. UKI. DAY53 53

The small town is quiet, but in the distance smoke is 
rising from a fire somewhere.

Outside the hotel, Digger sits on a bench, looking at the 
world.

A truck rolls up the main street and pulls up outside the 
pub. It’s the Maltese boys, and they jump out, throwing 
their bags and dusting themselves off.

Salvatore puts on his hat and approaches the driver’s 
window. Jack rolls it down and leans out. They shake hands 
and the truck heads off.

Joseph notices Digger watching them, and nods at Salvatore. 
Salvatore turns to see Digger and walks over to him. He 
puts out a hand.

SALVATORE
Good morning, Mate. We looking 
for Whitman. Thomas Whitman.

DIGGER
Well blow me, he’d said there’d 
be some help arriving. 

EXT/INT. WHITMAN FARM. DAY - MONTAGE 54 54

The Maltese boys walk up the drive with Thomas, looking at 
the farm. 

The Maltese boys unpack their bags inside small cutters 
quarters. 

In the shed Thomas gives them each a cane knife. Joseph 
pokes Ernesto in the bum with his, but Ernesto thinks it’s 
Salvatore. Arguments and mock sword fights start, and 
Thomas and Mary watch with a smile.

Thomas and Salvatore walk through the fields.

SALVATORE
We never found that big tree of 
yours.
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THOMAS
It’s there all right.

SALVATORE
I bet it is.

THOMAS
I told you - it’s much easier 
cutting cane.

The Maltese boys and Thomas stand in a line cutting into 
the base of the cane. Once they are knee deep in cut 
strands, they pick up the cane and stack it behind them on 
a trailer. 

From high up they are small figures lost in a sea of cane, 
now parted by the deep gash where they have been working.

INT. UKI HOTEL. NIGHT 55 55

The pub is packed, sweaty looking men everywhere. It’s 
Saturday night and the whole town has been cutting: the 
talk is loud, all about the week’s incidents and accidents, 
how much has been done, what field is still left, who 
worked with who, who was a champ and who was a slacker.

Plates of food are being handed out by Florence. They are 
passed over many heads to people waiting at the tables.

Earle is pouring beer after beer, hardly able to keep up.

Ernesto and Joseph are at the bar with some food. Ernesto 
keeps his eyes on Florence carefully, watching her when she 
disappears to the kitchen to collect more food. He and 
Joseph make uncomplimentary gestures to each other about 
what lies on their plates. Something covered in thick 
gravy.

Mary is chatting with FRAN (30, dark haired, generous) at 
the bar, but throwing glances at Thomas.

Thomas is squeezed in a corner table with Salvatore, who 
looks out of place in a suit. 

SALVATORE
A good week.

THOMAS
Not bad. There’s not much time. 
We need to get organised.

SALVATORE
We are organised! You got it 
working Thomas. We Wake up, we 
cut. We eat we cut. Lunch. Cut. 
Drink. Cut. In my sleep all I do 
is cut cut cut. 
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How more organised do you want? 
Look at my hand!

He shows Thomas his right hand, covered in blisters and 
cuts.

THOMAS
Different kind of organised. We 
need to find out what’s really 
going on around here. 

SALVATORE
Ah! Bit of left hand, eh. 

THOMAS
Now you got it. 

EXT. UKI STREET. NIGHT56 56

The street is quiet and dark.

In a lane the figures of Thomas and Salvatore move quickly 
and quietly, keeping to the shadows.

They round a corner and climb a few steps to the back door 
of a building.

Thomas tries to open it but it is locked. He shakes his 
head at Salvatore who shrugs.

They move back down the steps and head around the other 
corner.

Thomas spots a window above them, just out of reach. He 
indicates to Salvatore and they both retreat to the back of 
the building, looking for something to stand on.

They hear a car and freeze against the wall, watching as 
the lights arc into the lane. The car pulls up at the 
building.

Thomas grabs Salvatore and they duck behind a rusty water 
tank.

They watch as the car lights go off, the doors slam and 
three men - Clem Agnew, JAMES AGNEW (60s tall and stiff)  
and George Traill - start coming down the lane.

Back in the car, the driver - Kit Heller - lights a 
cigarette and the match flares for a brief moment, 
illuminating his features. He winds the window down a 
fraction and blows smoke out of the gap.

The three men in the lane walk round the corner, into the 
back yard, only feet from where Thomas and Salvatore are 
hiding, and then they head up the stairs. Clem Agnew 
produces a set of keys and unlocks the door. They go in.
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Thomas grabs Salvatore and pulls him back towards the 
window. He indicates that he wants a lift up.

Awkwardly, Thomas climbs on Salvatore’s shoulders and 
carefully peers into the window.

He can make out two men arguing, and when a lamp is turned 
on, he sees that the room is an office and that one of the 
men is James Agnew. The other man who he cant see is Traill 
– his back to Thomas - who clearly reprimanding Agnew, very 
annoyed. The younger Agnew is sitting in a chair. 

James starts to walk towards the window and Thomas ducks 
suddenly, causing Salvatore to stumble. Thomas grabs the 
windowsill as Salvatore falls over, clattering into 
something in the lane.

Heller looks up from the car and then opens the car door 
and steps out.

Thomas sees the two men in the room stop talking and start 
to head towards the window. He lets go and drops to the 
path, grabbing Salvatore and running back around the 
building just as Heller rounds the corner of the lane.

Once in the street Thomas slows down.

THOMAS
Easy. Just walk like you’ve been 
to the hotel.

SALVATORE
Who was it up there?

THOMAS
Those two lawyers.  And another 
man I dont know.

SALVATORE
Brothers?

THOMAS
What?

SALVATORE
Agnew and Agnew. Sign on the 
front door.

THOMAS

Not brothers. More like father 
and son.

SALVATORE
So who’s the holy ghost?

THOMAS
Time to find out.
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Thomas grabs Salvatore and walks quickly down the main 
street, looking for something. He spots Harry’s car parked 
outside the Hotel and looks in the window to see the keys 
in the ignition. 

THOMAS (CONT’D)
You know Harry Ellis, right? 
Policeman? Tall. Movie star good 
looking.

SALVATORE
You want me to date him?

Thomas pulls a wad of money out of his pocket and gives it 
to Salvatore.

THOMAS
Keep him drinking. He’s a very 
good friend if you offer him a 
Four Roses Bourbon. I’ll be back 
to get you.  

Thomas gets into Harry’s car. He starts the engine and 
pulls away without turning on the lights. 

Thomas checks the mirror to see Salvatore heading for the 
hotel entrance. The car heads down the street, rounds a 
corner and pulls up slowly within sight of Traill’s car, 
Heller now standing watch. 

Thomas turns the engine off and waits. 

Moments later Trail emerges from the house and Heller opens 
one of the back doors of the car for him, then gets in and 
drives off. Thomas follows at a distance, driving without 
lights.

The cars head out through the village and into the 
countryside, the roads getting narrower. 

After a while Traill’s car slows, stops and Heller gets out 
to open a gate. Thomas stops a distance behind and then 
follows on foot. 

When he reaches the gate he sees the car pulling up at a 
large two-story house. Traill enters the house and Heller 
puts the car into a garage.  

Thomas jumps the fence and creeps up the driveway to the 
house, now in darkness except for a light in a second 
storey window.

Thomas listens carefully at the front door and then opens 
it. 

Immediately, dogs start barking from the rooms above. 
Surprised, Thomas looks around and sees some letters and 
papers on a table in the hallway. 
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Two large dogs start thundering down the stairs. 

Thomas carefully takes the letters and eases himself out of 
the door, closing it with a gentle click as the dogs 
arrive. 

He runs, the dogs barking and scratching at the door. 

Traill opens the front door, restraining the dogs by their 
collars, and peers out. Heller appears holding a gun. They 
see nothing. Thomas is hiding halfway down the drive behind 
a low bush. The dogs are desperate to be let off their 
leash, and Traill sniffs the air, thinking about it. He 
looks at Heller who shrugs. Thomas lies still. Finally 
Traill drags the dogs from the gap in the door and closes 
it. Heller watches for a while and then leaves. Thomas gets 
up and trots down the driveway, the dogs still barking 
inside.

INT. THOMAS’ ROOM. NIGHT57 57

Thomas sits on his bed, smoking and looking through the 
papers and letters he took from Traill’s house. Amongst 
them is a map.

Thomas opens a letter and reads it carefully.

Thomas studies the map. It is the Uki area, with hand drawn 
lines and writing scrawled everywhere. 

Thomas sits back and smokes.

EXT/INT. WHITMAN HOUSE. NIGHT58 58

Thomas creeps through the house and makes his way up the 
corridor towards the master bedroom.

He eases the door open carefully a little and looks in.

Mary and Samuel are both asleep, Samuel face down, Mary 
face up.

He opens the door and creeps in, heading around the bed to 
Mary’s side.

He stops and listens. Samuel is breathing heavily.

He steps next to Mary and leans over her. She is fast 
asleep. He moves one hand to her mouth and covers it.

She jumps awake in panic, struggling for a moment, and then 
sees it is Thomas. He indicates that they should leave.

Suddenly Samuel stirs, groaning an incoherent word. Thomas 
ducks below the bed and Mary freezes. Samuel rolls over and 
goes back to sleep.
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Thomas rises and moves out, Mary following in her nightie.

As they slip past Thomas’s room, Mary starts to enter, 
assuming that’s where they’re headed.

A glance passes between them. The bed is visible through 
the open door.

Mary straightens up, pushing her hair back.

Thomas pulls her towards the kitchen.

Inside Mary leans against the kitchen table.

MARY
Midnight feast?

THOMAS
Something like that.

Mary moves towards him, putting an arm around him, pulling 
him to her. Thomas pulls her arm away and she’s confused.

THOMAS (CONT’D)
Mary, I just need some answers.

MARY
You woke me up to play twenty 
questions?

THOMAS
Who’s Agnew to you?

MARY
Agnew or Agnew?

THOMAS
Smart.

MARY
You know who they are. 

THOMAS
Tell me. 

MARY
They want to buy the farm.

Mary makes another advance on Thomas. He holds up a hand.

MARY (CONT’D)
That’s all. Nothing sinister.

THOMAS
(pulling out a packet of 
cigarettes)

Why did you write to them?
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MARY
Did I?

(beat)
I just wanted to know my 
position. There’s nothing wrong 
with that is there?

THOMAS
Your position?

MARY
As the wife, Tom. As his goddamn 
wife. Eight years. Remember.

She sees Thomas soften and moves on him again, taking the 
cigarettes, pulling two out and playing with them.

MARY (CONT’D)
They told me the farm was in two 
names. But not husband and wife. 
Not me. Just the sons. You 
brothers. 

THOMAS
And that’s when you wrote to me. 
Try to work me around. 

She looks away. 

THOMAS (CONT’D)
Why don’t you just leave?

MARY
With what? And the girls? He wont 
give me anything. If we sell at 
least the law says I get a 
periodical payment. Maybe some of 
the cash. 

THOMAS
So you think it’s right, what’s 
going on.

MARY
So what if someone wants to buy a 
few farms. Good luck to them. I 
never wanted to be here anyway. 
Remember we talked about being in 
Sydney, Tom. Getting out...we can 
still...

THOMAS
I went to their office. Agnew and 
Agnew. I saw the man behind it. 
Name’s George Traill. It’s not 
just a few farms. He wants the 
whole valley. And he suddenly 
wants it quick. 
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MARY
Good. Let’s take it and go.

THOMAS
No Mary, you don’t get it! 

MARY
Of course I get it. Everything’s 
been smashed to pieces, Tom. Now, 
it’s all new laws and schemes to 
tidy up the mess. Put it back 
together quick as possible. But 
it’ll be years of squabbling. 
Nasty boy’s games. I just want 
somewhere safe and quiet.

(beat)
I can’t stand it Tom. You have to 
help me. There’s no one else. 
There hasn’t been. For such a 
long time.

She looks up at him, teary, ready to be kissed.

THOMAS
That was before the war.

She looks at him as if to say ‘so what’

THOMAS (CONT’D)
He’s my brother. I can’t.

He lets her go. She eases herself backwards onto the table, 
sitting, legs swinging slightly.

MARY
He’s my husband. And he can’t.

Thomas looks at her, barely able to restrain himself. Mary 
throws herself at Thomas, wrapping both arms around him.

MARY (CONT’D)
I don’t care anymore. I just want 
to get away. How it was meant to 
be. Everyone knew it was meant to 
be. Kiss me. For God’s sake, kiss 
me.

Thomas pulls away from her and stands.

MARY (CONT’D)
Thomas...

Thomas walks away, leaving Mary fragile and seductive on 
the kitchen table.
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INT. UKI HOTEL. DAY59 59

In a private room at the Hotel, a group of people - all 
cane farmers - including Samuel and Mary - are gathered. 
Also amongst the crowd is JED (50s, scruffy, tough old 
farmer). Florence hands out some sandwiches and drinks. 
Salvatore is guarding the door, letting people in 
carefully. Harry tries to push his way in but Salvatore 
indicates he isn’t welcome, showing Harry a list of names 
headed “Landowners”. Harry looks at it, runs his finger 
down the list and backs off.  

Thomas stands up.

THOMAS
Thanks for coming. And thanks to 
Earle and Flo for the food.

People raise their sandwiches and murmur their thanks. 

THOMAS (CONT’D)
You know the Whitman’s have been 
in this valley for near a hundred 
years. And most of you are the 
same. Small farms worked by the 
people who were born here. Jed - 
you been here longer. And Billy 
Wilder there. First family in the 
district. Farms handed down from 
father to son.

(beat)
And I know some of you have been 
visited by the Agnews. Some 
people have been given offers to 
sell, and told not to speak to 
anyone. Well, we need to speak to 
each other. We need to talk about 
what’s going on. They’re after 
the whole valley...

People in the room burst into talk - denying or accusing 
others of having offers. Some are shocked at the news, 
others defensive.

THOMAS (CONT’D)
..please, please...it’s true.. 
And we have to work together. 
Decide the best way to do this. 
That’s why I asked you here. And 
we have to know what we’re 
dealing with. Who the enemy is. 

(beat)
 And I know. I have proof. I can 
tell you.

There’s a hush in the room. The door opens and FRED MURRAY 
(40s soft, redhead farmer) enters. Salvatore looks at 
Thomas who nods. Fred takes a seat.
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THOMAS (CONT’D)
It’s a man named Trail. George 
Trail. Well connected. Made his 
money in the twenties building 
roads for the government. Now 
he’s making a dollar out of the 
reconstruction effort. And he’s 
set up headquarters in the Welles 
House. You know Old Joe Welles 
died last year, right? Looks like 
he bought the place.

People murmur again, exchange comments.

JED
I’ll tell you plain I had an 
offer. And it was pretty good, 
when you look at sugar prices, 
labour shortages, and the bloody 
petrol rationing. 

THOMAS
Maybe, but where are you going to 
go, Jed? Where you going to live? 
Look, if we stick together, if we 
talk, and if we plan and 
coordinate, we can keep Mr Traill 
and his bully-boys away. He’ll 
loose interest when the return 
doesn’t look so good. He’ll find 
some other venture to spend his 
money on. I want you to be 
polite, get them to put 
everything  in writing, and we’ll 
meet here. Tuesday nights to 
check what’s happened. Or let me 
know if you need help. Florence 
will take messages.

The room bursts into discussion. Fred Murray plays with his 
hat. Person after person comes to thank Thomas. Mary 
watches coolly from the back. 

Salvatore approaches Thomas, and Mary turns and takes 
Samuel’s arm, playing the dutiful wife.

SALVATORE
Nice work General. What’s next?

THOMAS
Full frontal assault under cover 
of darkness, I reckon. Catch ‘em 
by surprise. 
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EXT/INT. AGNEW OFFICE. NIGHT60 60

Thomas bangs on the front door of Agnew & Agnew. Next to  
him is Salvatore. They wait but there’s no answer. They can 
see lights on above.

Thomas indicates for Salvatore to wait and ducks around the 
back, along the lane he and Salvatore used some nights 
before. He finds the back door is open and pushes inside 
the building.

He creeps along a corridor and comes to a staircase. He can 
hear voices above.

He starts to climb the stairs and they creak dramatically. 
He pauses but the voices continue so he makes his way 
upwards.

At the top of the stairs he can see and door open slightly 
onto a lit room. The voices are now clear.

CLEM AGNEW (OS)
Sixty percent includes the 
Nightcap.

JAMES AGNEW (OS)
I don’t think we can do more.

CLEM AGNEW (OS)
Maybe if we wait. Until the...

TRAILL (OS)
We don’t have time to wait. Show 
me the map.

As Thomas makes his way to the open door, the three men 
move around a table in the office and lean over. James 
Agnew is facing in Thomas’ direction.

Thomas makes no effort to hide. James Agnew looks up and 
sees Thomas through the gap in the door. The other two men 
see Agnew’s stunned look, and then they turn to face 
Thomas.

Thomas walks towards them.

EXT. AGNEW OFFICE. NIGHT61 61

Salvatore looks around worried. He pulls out a cigarette 
and lights it.

INT. AGNEW OFFICE. NIGHT 62 62

Thomas is standing opposite James Agnew, a desk in between 
them. Clem Agnew is hovering. Seated in an armchair is 
George Traill.
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JAMES AGNEW
We’ve been assured by your 
brother that the property is not 
for sale. We have no interest in 
it.

THOMAS
But you are interested in the 
whole valley.

JAMES AGNEW
These days whole valleys are 
rarely available, Mr. Whitman.

THOMAS
Look, are you still interested or 
not?

JAMES AGNEW
Are you here on behalf of your 
brother?

THOMAS
Maybe.

JAMES AGNEW.
Maybe isn’t a very legally useful 
word.

THOMAS
Don’t people talk before they 
have to get legal?

Agnew isn’t sure what to say.

TRAILL
Maybe.

Thomas turns to look at Traill.

THOMAS
You’re the buyer?

TRAILL
George Traill is the name. It’s 
nice to meet you Mr. Whitman.

THOMAS
And you are the buyer?

TRAILL
A good question. For all intents 
and purposes, practically, yes. 
Yet, as these gentlemen will no 
doubt tell you, legally - no. But 
that’s the beauty of it isn’t it.
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THOMAS
Either you are or you aren’t.

Traill laughs.

THOMAS (CONT’D)
You may have been able to scare 
my brother, but you don’t 
frighten me. We’re not selling. 
No-one is selling. Leave us 
alone. All of us. 

JAMES AGNEW
I’m not sure that I like what 
you’re suggesting....

TRAILL
James, Clem. If you’ll excuse me, 
I might take Mr. Whitman here for 
a stroll.

Traill stands up, gathering some papers and indicating the 
door.

EXT. AGNEW OFFICE. NIGHT63 63

Salvatore is leaning against the wall opposite the Agnew 
office, smoking. When he hears the front door open, he 
quickly stubs out his cigarette and takes cover. 

Thomas and Traill exit together and slowly walk down the 
street. Salvatore follows. Traill takes thomas into a side 
lane.

EXT. UKI STREET. NIGHT 64 64

Thomas and Traill are in the side lane, dark and shadowy, 
the noise from the pub in the distance.

TRAILL
You’re not a farmer Whitman. Not 
anymore. Anyone can see that. The 
army, the war, it changes 
everything, doesn’t it? And the 
farm’s too small as it is. Two 
brothers, fighting over a scrap 
of land. Peasants and paupers 
carve things up, Whitman. It’s a 
time to consolidate. Kings and 
Emperors bring the land together. 
Consolidation, investment and 
efficiently are the new order of 
things.

They come to Traill’s parked car. Traill stops.
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TRAILL (CONT) (CONT’D)
I can direct Agnew to make the 
transfer deed now. My expense. 
There’s enough for your brother 
and his children. And you can get 
back to the city. Take the woman 
with you if you want. Samuel 
would appreciate that I’m sure. I 
know she would. What do you say? 
It’s the obvious solution. 

Thomas studies Trail carefully, shocked at his intimate 
knowledge of the situation.

THOMAS
And if I say no? I end up with a 
broken leg, or in a ditch with a 
bottle in my hand?

TRAILL
The secret to personal success, 
Mr. Whitman, is not to think 
about the things that you don’t 
want to happen. Think of what you 
want, then work out how to get 
it...

THOMAS
I know what I want. And I’m not 
going anywhere. I came here to 
tell you to leave this valley 
alone. I’m sure you’ll find 
another investment. Better return 
than cane.

Thomas starts to move away.

TRAILL
I heard you were a fine soldier. 
You appreciate that others higher 
up the chain of command have 
spent months, sometimes years, 
thinking about the lie of the 
land, the objective ahead.

Thomas stops and turns.

THOMAS
We’ve been here for a hundred 
years.

Traill laughs - the genuine laugh of a man in total 
control.

TRAILL
So you’ve got it all worked out 
have you? 
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Agricultural management 
techniques, yield factors, mill 
recovery ratios? 

THOMAS
I don’t have to answer to anyone. 
Especially not you. You’re no-one 
to me, to anyone in this valley.

TRAILL
You’ve been here a hundred years 
and you have no idea, Whitman. 
None. The new Commonwealth Sugar 
Agreement and the development of 
industrial export facilities up 
and down the coast are what you 
have to answer to.

Thomas looks blank.

TRAILL (CONT’D)
And have you got the woman worked 
out Whitman? How does she fit 
into your farming plans? Believe 
me, it’s dangerous to leave a 
woman like that waiting for too 
long. Especially a man in your 
condition. 

Thomas and Traill stare at each other.

TRAILL (CONT’D)
I was in the first war, Whitman. 
Every time a man felt invincible, 
he was blown to smithereens.

Traill opens the car door and gets in, closing the door 
firmly. 

The engine starts and the car drives off up the street, 
leaving Thomas standing in the dark of the street, watching 
the taillights. Salvatore comes up and joins him. 

SALVATORE
Everything alright, General? 

Thomas looks uncertain.

THOMAS
Ever heard of the Commonwealth 
Sugar Agreement?

SALVATORE
Never heard of the Commonwealth 
Sugar Agreement. 
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THOMAS
How would you like a day off? 
Take a trip?

SALVATORE
No rats? No snakes? No swinging 
knifes? 

THOMAS
You never know your luck, Sal.

SALVATORE
So where we going? Paris, Rome, 
New York? 

THOMAS
Murwillumbah Sal. The big smoke.

EXT. MURWILLUMBAH. DAY - MONTAGE  65 65

A steam train charges through the countryside, pumping 
steam and smoke into the air. Cane fields line each side of 
the track.

The train crosses a bridge on the Tweed River, children 
waving as the engine blows smoke and the whistle shrieks. 

Further up stream lies the bustling country town of 
Murwillumbah, low houses either side of the river, cafes 
and hotels on the main street, which is lined with parked 
cars.

Cars, bicycles and the occasional horse-drawn carriage make 
their way down the street.

Thomas and Salvatore walk down the main street - taking 
note of cafes - The Austral and the California Milk Bar, 
all doing a roaring trade. 

EXT. MURWILLUMBAH. DAY66 66

Thomas and Samuel enter a large municipal style building 
and head for an office marked Cane Growers Association. 

They walk in and find see a receptionist SHIRLEY (20s, shy, 
plain). Salvatore beams at her and tips his hat. 

SHIRLEY
May I help you gentlemen?

THOMAS
I was hoping to talk to Don 
Causley. President. Is he in?
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SHIRLEY
Mr. Causley? Oh sorry, but he’s 
not the President anymore. Maybe 
Mr. Powell can help you. Do you 
have an appointment?

THOMAS
Mr. Powell? 

SHIRLEY
President of the Association. 
Appointed at the last Annual 
Meeting. Are you a member, 
mister...

THOMAS
Whitman. Yes. I am a member. From 
Uki.

SHIRLEY
And do you have an appointment?

A door opens and a man exits talking to TREVOR POWELL (50s, 
portly and self important, glasses). The two men shake 
hands and the farmer walks out. Powell turns back into his 
office and starts to close the door when Thomas rushes in.

THOMAS
Mr. Powell!

POWELL
Sorry? Who are you?

THOMAS
Whitman. Samuel Whitman. Grower 
from the Uki district.

POWELL
You need an appointment Mr 
Whitman. Shirley, does he have an 
appointment for today?

RECEPTIONIST
No Mr. Powell. He just arrived.  
With his friend.

Powell starts to close the door, but Thomas follows him in, 
pulling Salvatore with him. Shirley rises to object.

THOMAS
Five minutes of your time. That’s 
not too much to ask is it. 

POWELL
Do I have five minutes Shirley?

Salvatore winks at her. She blushes and looks down at her 
desk.
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RECEPTIONIST
Yes. You probably have ten Mr 
Powell. I’ll put Mr Whitman’s 
name in now.

Salvatore smiles at Shirley in thanks. He and Thomas enter 
Powell’s office and close the door. 

INT. POWELL’S OFFICE. DAY - LATER67 67

THOMAS
So there is no Agreement?

POWELL
As I said, there was one 
negotiated before the War but it 
was never implemented. 

THOMAS
I heard there was a new one. 

POWELL
From who?

THOMAS
Just around.

POWELL
There’s always gossip amongst 
farmers Mr Whitman. Keep clear of 
it. We’re a long way from the 
decision-makers here in this 
district, and it’s dangerous to 
try and anticipate what may or 
may not eventuate.

THOMAS
So there are discussions about a 
new Agreement.

POWELL
I dont know who you think I am, 
Mr Whitman. All I can tell you is 
that the Association will always 
keep its members informed of any 
significant developments. 

SALVATORE
What was the Commonwealth Sugar 
Agreement? Before the war. Excuse 
me, I’m from Malta. I am ignorant 
on this.

POWELL
Basically a quota system. Britain 
has no sugar. But it’s grown 
throughout the Commonwealth. 
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So Britain agreed to buy 
specified amounts from those 
countries that were party to the 
agreement.

SALVATORE
At special price?

POWELL
Oh my word yes! Access to quota 
is at three times the world 
market price. 

INT. AUSTRAL CAFE - MURWILLUMBAH. DAY 68 68

Salvatore and Thomas sit, drinking milk shakes in an art-
deco tea house, waitresses wearing bright yellow uniforms 
and carrying trays.

THOMAS
So, what d’you think Sal? 

SALVATORE
Too pompous. He didnt know 
Thomas. He wouldnt know. Wrong 
man. You talk to the wrong man.

THOMAS
So who should we talk to? Who the 
hell would know?

SALVATORE
If it was me, I’d phone the 
Minister in Canberra.

THOMAS
The minister? What Minister?

SALVATORE
I don’t know. Minister for Bloody 
Sugar Agreements.

Thomas looks at him and smiles. 

INT. MURWILLUMBAH LIBRARY. DAY69 69

Thomas is in a narrow deserted aisle in the library leafing 
through large Annuals of The British Government, whilst 
Salvatore stands nearby, looking idly at an Illustrated 
Guide to Primates. He grimaces as he turns the pages. A 
female librarian watches occasionally from behind the 
central counter, craning her neck so she can just see 
Salvatore. 

Thomas pulls out another Annual and flips through it. 
Suddenly he finds what he wants. 
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He looks around and rips out a page. Salvatore coughs 
loudly to cover the noise, catching the eye of the 
librarian. He smiles at her. She stands as Thomas puts the 
ripped page into his jacket pocket. 

Thomas stands and collects Salvatore as the librarian 
approaches. Salvatore hands her the book, open on a page of 
gorillas mating. They walk on and out of the doors.

INT. HOTEL. MORNING70 70

Thomas, Salvatore, Red Billy, Earle and Florence are 
gathered around Earl’s phone. 

EARLE
This is going to cost me a 
fortune. 

THOMAS
It’s going to cost me a fortune, 
Earle. Dont fret.

(to Billy)
Florence - you ready?

She nods nervously.

THOMAS (CONT’D)
Billy?

Red Billy pulls himself upright and speaks with an 
outrageously posh English Accent.

RED BILLY
I jolly well think I am, old 
fruit.

They all laugh, letting the tension out.

THOMAS
Ok. Be serious. Don’t over do it. 

Billy turns, holding the ripped extract from the library.

RED BILLY
For God’s sake Thomas, he’s 
bloody Viscount Baron Christopher 
Addison - Knight of the Garter, 
PC FRCS - Secretary of State for 
Dominion Affairs and Leader of 
the House of Lords.

THOMAS
Just don’t over do it.

(He turns to Florence)
Let’s go. Got the number?

Florence picks up the receiver and waits.
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EARLE
You cant be a Viscount and a 
Baron. One or the other.

Red Billy checks his paper.

FLORENCE
Yes. I’d like to make a call to 
Canberra 276. 

(pause)
Hello yes. Yes I have an 
international trunk call from the 
British Secretary of State for 
Mister Pollard.

(pause)
Yes. Is that the Minister’s 
Office? Yes, I’ll hold.

(to the others)
He’s coming!

(pause)
Yes, I’ll put you on to the 
Secretary now, please hold.

Florence beams nervously at them and hands Billy the phone.

RED BILLY 
Good morning, or is it good 
afternoon down there Minister?

INT. MINISTER’S OFFICE - CANBERRA. DAY71 71

REGINALD POLLARD (50s, imposing labour minister and ex war 
veteran) sits at his large desk while his secretary hovers 
opposite him, holding an extension ear piece, note pad and 
pen. She writes as the conversation proceeds.

POLLARD
Ah Christopher. Lovely to hear 
from you. And what a surprise. I 
do hope that everything is well. 
It’s morning here. What’s the 
reason for the call? Is 
everything alright? Family well? 

INT. HOTEL. MORNING72 72

Red Billy is alarmed and holds the phone away.

RED BILLY
He knows me!

THOMAS
What? 
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RED BILLY
He bloody knows me. We must have 
met somewhere...

THOMAS
Just...just go with it. And get 
to the point. The Agreement. 

RED BILLY
(to Pollard)

Splendid, splendid, old chap. 
Lovely to speak with you. I do 
miss our conversations. Look, I 
know it’s not usual protocol and 
all that, but the Prime Minister 
did ask me to get an urgent 
update. The latest on the Sugar 
Agreement. How’s it going your 
end, I mean. 

Red Billy listens intently as Pollard speaks. Thomas and 
the others crowd in, trying to hear. Billy nods anxiously 
at them, and then suddenly beams. He’s heard what they 
wanted to know. He holds the phone away, covering the 
mouthpiece.

RED BILLY (CONT’D)
Bloody hell! You were right! 
There’s some Committee...

Abruptly he returns to the phone call.

RED BILLY (CONT’D)
Yes, sorry Reggie, old chap. 
Line’s playing up. 

(pause)
Yes, I know. Of course I would 
usually ask him, but in this case 
the PM did want to know pronto. 
And given our special 
relationship, well, you know 
Reggie. 

Thomas looks uncomfortable as Billie plays up. 

RED BILLY (CONT’D)
Well, I should probably toodle 
off now old fruit.

INT. MINISTER’S OFFICE - CANBERRA. DAY73 73

POLLARD
Well, I’ll see you at the Prime 
Minister’s Commonwealth 
Conference in a month. And do 
give Dorothy my best wishes.  

66.



INT. UKI HOTEL. MORNING74 74

Red Billy looks at Thomas.

RED BILLY
Who the hell is Dorothy?

THOMAS
(Looking at the paper)

Your wife.

RED BILLY
And who’s his wife?

They all look blank.

FLORENCE
Elsie. Mrs Elsie Pollard.

RED BILLY
(into the phone)

Thanks Reggie old boy. And give 
Elsie a damn good rogering for me 
tonight, wont you dear chap. 
She’s a slow starter but by gad 
does she come home like an 
Italian whippet. 

He slams the phone down.

INT. MINISTER’S OFFICE - CANBERRA. DAY75 75

Pollard looks at his secretary who has stopped taking 
notes. Both remain frozen, unsure what to do.

INT. HOTEL. MORNING76 76

Earle, Florence and Salvatore are all in hoots of nervous 
laughter. Thomas shakes his head at Billy and then relaxes, 
laughing too. Red Billy grabs a drink. 

RED BILLY
Here’s to the British Bloody 
Commonwealth of Nations. 

(beat)
And the Commonwealth Sugar 
Agreement which, the Right 
Honorable Reginald Pollard, 
Minister for Agriculture, has 
informed me, is due to be 
ratified by the end of next 
month.

They all cheer.
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Suddenly the door opens and Harry Ellis enters in police 
uniform.

FLORENCE
Sergeant Ellis.

RED BILLY
Sorry Sergeant, we started the 
party without you.    

HARRY
You need to come with me Thomas.

THOMAS
Why Harry, what’s up?

HARRY
Best I tell you down at the 
station.

THOMAS
Don’t be all official Harry. 
We’re with friends.

HARRY
I need you to give me a 
statement. About what you were 
doing on the night of the 21st. 

THOMAS
What?

HARRY
There was a break and enter at 
the Welles house. Property 
missing. And the owner believes 
it was you. Pretty keen to press 
charges.

THOMAS
I bet he is. And let me guess. 
The owner is one, George Traill?

HARRY
No, no. Man called Heller. He’s 
down at the station. He wants a 
word.

INT. POLICE STATION. NIGHT 77 77

Kit Heller stands against a wall in the police station when 
Thomas and Harry enter. Heller stiffens at the sight of 
Thomas. Harry leads Thomas past Heller into a small 
interview room. A small table and two chairs are in the 
middle of the room, which has no windows. Harry stays 
standing.
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HARRY
He just wants a word

THOMAS
Is this correct procedure. What 
am I supposed to have done? 

HARRY
He’s made a preliminary statement 
that looks pretty solid, Thomas. 
I cant ignore it. Says you 
followed him and his house guest.  
There’s a broken door, missing 
items. Witnesses. He wants to 
talk to you before he decides 
what to do. 

THOMAS
It’s bullshit Harry and you know 
it. Break and enter! He has dogs!

HARRY
So you have been there?

Thomas looks away.

THOMAS
Heller’s not the owner. He’s 
Traill’s bloody driver! Who knows 
what else he does for him.

HARRY
Just talk to him.

THOMAS
I want someone else in here.

HARRY
I’ll be right outside. With a 
constable. 

Harry leaves. Thomas walks around the small room. The door 
opens and Heller enters. He closes the door deliberately, 
and takes a long look at Thomas.

HELLER
You should be proud, Whitman. Mr 
Traill is a very patient man, 
rarely gets annoyed. But when I 
have to get involved, well you 
know you’ve really got his goat.

THOMAS
If you own the Welles House, how 
come you sleep in the servant’s 
quarters, out the back? 
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HELLER
Time to make things clear, 
Whitman. 

THOMAS
They’ve been clear for a while.

HELLER
We’ve got you on break and enter. 
Witnesses. Decent people who say 
they saw you that night. We’ve 
got damages to the front door. 
Stolen property, footprints down 
the driveway. Tyre-marks of a car 
parked down the road. 

THOMAS
You’ve got a good imagination. 

HELLER
Mister Traill suggests that this 
is a final warning. He suggests 
that you and your brother accept 
the original offer made for your 
property. He suggests that you 
accept this offer by tomorrow 
morning before ten. Mr Agnew will 
be waiting.

THOMAS
You can tell Mr. Traill that if 
he wants to talk to me, he should 
come himself. Not send his nancy 
boy.

Thomas starts to leave, but Heller moves in and - with 
sudden violent force - pins Thomas to the wall by the 
throat so he cant speak.

HELLER
You’re fucked Whitman. Get out. 
In fact, get out tonight. We know 
you were there. And the stolen 
property - it’s a long and 
expensive list - will almost 
certainly turn up somewhere in 
your house. So don’t play fucking 
dumb. There’s enough to lock you 
away for five years. And with 
your history of mental problems, 
the threats you’ve already made 
against Mr Traill and his 
solicitors, the agitation you’ve 
been stirring up with other 
farmers, we’ve got a psychiatrist 
lined up ready to put you back in 
the fucking nut house for the 
rest of your life. 
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You’re dangerous, Whitman. A 
danger to the whole community and 
a danger to yourself. Who knows 
what you might do to your family 
out there on that farm. So best 
if you just fuck off. 

Heller releases Thomas who slumps to the table holding his 
throat. 

HELLER (CONT’D)
Ten in the morning. Tomorrow.

EXT. WHITMAN HOUSE. NIGHT 78 78

Samuel sits at the table with a bottle of rum in his left 
hand, his leg up on the railing. From below the table he 
swings a cane knife rhythmically up and down.

Inside the house Mary puts the baby to sleep.

Thomas sits on his bed, staring out at nothing. He looks up 
at the light above him.  

The faint sounds of war start to return and he stands and 
shakes himself, keeping them away. He realises Amy is 
watching him from the door.

THOMAS
What’s up?

AMY
You look funny.

Thomas picks her up and puts her on the bed so they are the 
same height. 

THOMAS
Well. That’s probably true, Amy 
Whitman. You ever had a bad day? 
Felt a bit poorly in the stomach?

AMY
Yes.

THOMAS
And what happened the next day. 
After you had a good sleep.

AMY
It was gone.

THOMAS
Exactly.
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AMY
But I didn’t have to think in my 
head that it was gone. I just 
wasn’t there.  

He looks at her.

THOMAS
And one day, it’ll be the same 
for me. So don’t you worry. 

She smiles at him and jumps off the bed. He walks outside 
to join Samuel.

THOMAS (CONT’D)
I’ll go. It’s me he’s after.

SAMUEL
He’ll just come after me next.

Thomas thinks. He grabs the bottle of rum as if to drink it 
but then puts it back down on the table.

SAMUEL (CONT’D)
He has to be bluffing. 

THOMAS
They’ve obviously got Harry.

SAMUEL
He’s had Harry since the 
beginning. Fancy clothes. Car.

THOMAS
So we call their bluff?

They look at each other

SAMUEL
We’ll be very busy tomorrow, I 
should think. Time to burn some 
cane. Finish this harvest in the 
next two days. 

THOMAS
Better cancel that ten o’clock 
appointment then.

SAMUEL
Get the boys round. Let’s tell 
them what’s happening. Let’s 
drink to the burn.
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EXT. WHITMAN HOUSE. NIGHT - MONTAGE 79 79

Joseph and Ernesto sing a Maltese song - a lively waltz 
with distinctly Arabic influences. Thomas is dancing with 
Amy as Mary watches. Samuel thumps the table like a drum.

The boys drag the piano outside.

Ernesto plays the piano, with everyone singing. Amy is 
trying to encourage Mary to dance.  

Salvatore uses a knife and fork to play drums on Samuel’s 
plaster cast.

Amy sleeps on a blanket on the verandah.

Joseph and Salvatore dance while Ernesto plays the piano. 
Thomas watches, smiling at the scene. Salvatore pours 
drinks into small shot glasses. Everyone takes them - 
including Thomas. Thomas steals a glance at Samuel and the 
two brothers toast each other. Samuel drinks but Thomas 
just puts the glass down. The dancing continues.

From the doorway, half hidden, Mary watches. 

EXT. CANE FIELD. EARLY MORNING80 80

Smoke rises from farms all around as the burn gets 
underway.

Thomas, the Maltese boys and now Mary are working, cutting 
and stacking cane. 

They work rhythmically, cutting in unison, as if the music 
from the evening is with them. 

INT. SHED. DAY 81 81

Samuel sharpens cane knives awkwardly using the peddle-
grindstone, pushing on regardless of the inconvenience and 
pain in his foot.

Thomas wanders into the shed

THOMAS
Let me

SAMUEL
I’m fine

THOMAS
No come on. I’ll do it.

He offers a hand to Samuel to help him off the seat. Samuel 
is hesitant.

73.



THOMAS (CONT’D)
C’mon.

Samuel takes his hand and he gets off. Thomas takes over, 
getting the stone moving. Samuel passes him a knife.

THOMAS (CONT’D)
We’re doing ok. 

SAMUEL
Yeah, I know.

THOMAS
It’s eleven o’clock

SAMUEL
Yeah, I know.

Thomas lowers a knife towards the stone.

SAMUEL (CONT’D)
Tom. I’m glad you brought the 
boys.

Thomas nods at him. He dips the blade onto the moving 
stone, sparks flying.

EXT. CANE FIELD. DAY 82 82

Thomas and the boys are loading cane onto a trailer when 
they hear the sound of a vehicle. Thomas looks up alarmed. 
Everyone stops working. Slowly a red truck comes into view.

It makes its way to them and stops. A group of big burly 
men jump out of the back of the truck - a tough looking 
cane gang, knifes in hand.

From the house, Mary sees what is going on.

Out of the driver’s seat gets Fred Murray.

Thomas watches carefully and the Maltese boys gather around 
him slowly. 

FRED
Thomas. Heard you were finishing 
up today.

THOMAS
Did you?

FRED
Just thought you might need a bit 
of help.

Thomas looks at the beefy gang of men.
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THOMAS
We’ve got all the men we need.

BEEFY MAN
Not those skinny wogs!

Salvatore keeps his brothers in check with a small hand 
gesture.

THOMAS
Thanks for the offer. The gate’s 
that way.

FRED
Maybe we’ll check back later on. 
Help with the fires.

THOMAS
I’m sure there’s plenty of other 
farms that need a hand. We’ve got 
all the men we need. 

EXT. CANE FIELD. EVENING83 83

Thomas, Mary and the Maltese boys stand in a new cane 
field, dense and ripe.

Samuel is with them. Amy runs around excitedly.

Thomas holds a bundle of flaming torches, with others lying 
unlit on the ground in front of him.

They men cluster around, awaiting Thomas’ instructions.

THOMAS
Check the wind. One more time.

AMY
I’ll do it. I’ll do it.

She picks up a piece of straw from the ground and throws it 
in the air. It flutters gently down.

MARY
No change.

AMY
No change. Can we do it? Can we?

THOMAS
OK. Take one each. Spread out. 
Across the whole line.

One at a time the men come up and take a flaming torch from 
Thomas. When he has only one left he picks up the unlit 
ones from the ground and lights them, handing them out.
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AMY
Me too. Can I?

SAMUEL
Back!

MARY
Come and hold mine.

Amy runs to her mother and they hold it together.

They all spread out across the field and advance slowly on 
the cane, the torches burning fiercely in the sky as the 
sun sets.

THOMAS
Stop!

They halt, a metre from the cane.

THOMAS (CONT’D)
When I say “Go”, run it along the 
base, where the trash is. And 
move to the right.

He points along the line. They all look to their right.

THOMAS (CONT’D)
Do it quick and then move back.
Ready?

They all nod, looking at each other, excited. Mary lets go 
of the torch she’s sharing with Amy, letting her take it.

THOMAS (CONT’D)
Ready Amy?

AMY
Go! Go!

Thomas takes one more look along the line

THOMAS
GO!

The torches are lowered in unison and thrust into the cane 
trash. It catches instantly, sparking and crackling.

There are excited yells and screams from everyone.

They all drag their torches to the right, spreading the 
fire across the cane. It starts to catch with a thundering 
crackle, flames licking up into the tops of the cane.

Heat rises from the green, shimmering into the air, 
distorting the faces of the people and the land behind 
them.
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One by one they pull away, leaving their torches in the 
cane as the heat drives them from the fire.

Thomas is last, filling any gaps left. As he pulls back 
Salvatore hurls his torch high into the cane field and it 
arcs over the wall of fire into the dark green beyond.

Thomas sees it in slow motion, falling into the green. He 
is transported back to the war, the steady popping of a 
large caliber gun, whispers from men in battle, the rustle 
of bodies moving through dense jungle. 

Thomas staggers for a moment, nearly stumbling into the 
burning cane. Salvatore and Joseph rush to him and drag him 
back. He looks at Amy.

THOMAS (CONT’D)
I’m fine. I’m fine. Just that 
heat.

They let go of him and, as the fire spreads into the cane, 
they all flop onto the ground and watch - all except Amy 
and Joseph, who play chase. Sitting apart from the others, 
Thomas is trying to swallow the bitter taste of adrenalin 
from his mouth.

He looks up and catches a glimpse of Mary, looking at him.

EXT. CANE FIELD. EARLY MORNING84 84

The burnt cane field is smoking lightly, blackened and 
thinned out by the fire.

An eagle-hawk hovers overhead.

Amongst the burnt out cane in the field is an old shoe, 
blackened and barely recognizable.

EXT. CANE FIELDS. - MONTAGE85 85

They are all back at the cane, cutting the burnt stalks.

They load the cane onto trailers, getting black on their 
hands and faces.

They light more fields, torches burning in the night.

The farm is mostly cleared, with only small patches of 
uncut cane along the roadside paddock.

The men are all weary and tired, exhausted by the work, and 
take a drink from a jug that Mary has brought down to them, 
passing it from one to the other.

Thomas drives them on, looking around for unwelcome 
visitors.
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Thomas, Salvatore and Joseph cut the last strands of burnt 
cane in a field and stand and look back at their work.

They are black, sweaty, and exhausted. 

Thomas and Samuel wave goodbye to the driver of a small 
steam train pulling trucks loaded with cane. The train 
winds its way across the now decimated cane fields.

They all stand together on the verandah, looking out over 
the farm - every field now burnt and shredded. Looks pass 
from Salvatore to his brothers, from Samuel to Thomas, and 
even Mary cant help but feel the pleasure in finishing.

EXT. UKI HOTEL. NIGHT86 86

Thomas, Mary and the Maltese boys walk towards the hotel, 
al cleaned up, shiny shoes tapping on the road.

A buzz of voices can be heard as they approach. People are 
crowding the entrance to the pub.

Salvatore opens the door to let them in.

Mary goes first followed by the others.

INT. UKI HOTEL. NIGHT87 87

The pub is throbbing with people, tired, stretched, 
drinking hard.

Earle is pouring a beer with one hand, holding off two of 
the beefy men at the bar with the other.

The Maltese boys spread out as they enter the room, 
Salvatore grabs Mary by the arm and heads for the bar. She 
pulls Thomas with her. Thomas resists, wary of the crowd. 
Ernesto slips under the counter and makes his way to the 
kitchen. Joseph holds up a pack of cards.

Digger and Billy are sitting at a table. Billy sneers at 
the Maltese boys extravagant behaviour.

DIGGER
Can’t control themselves. Look at 
em.

RED BILLY
Ah to be young and good looking. 
And virile. Eh Digger. Those were 
the days.

DIGGER
Go fuck yerself
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INT. UKI HOTEL - TOILET. NIGHT88 88

Salvatore stands at the urinal having a piss. There is a 
row of men doing the same. Salvatore is the only one 
wearing a suit.

As he steps down he bumps into one of the beefy men who 
came to the farm with Fred Murray.

SALVATORE
Excuse me.

BEEFY MAN
Fuck off.

Salvatore ignores the comment and moves to the basin where 
he rinses his hand.

BEEFY MAN (CONT’D)
What are you all shined up for? A 
funeral? This is Australia mate.

Everyone watches. Salvatore shakes his hands dry and stares 
at the man and his dirty work clothes.

SALVATORE
Listen you kangaroo, in this 
country of Australia, there are 
two men who wear suits. Your 
Prime Minister and me. And, you 
know, I look much better than 
your Prime Minister.

Salvatore leaves the bathroom, with all the other men 
trying to conceal their laughter.

INT. UKI HOTEL. NIGHT89 89

Joseph is playing cards with Digger, Red Billy and Mary. 
Quite a crowd is watching, enjoying the game which has 
reached a tense moment.

Thomas is at a table with Salvatore and Ernesto.

ERNESTO
Crazy town you have here Thomas. 
People don’t know nothing.

SALVATORE
Have some respect!

ERNESTO
I have respect. For him, for you. 
But these people. Telling you 
everything. 
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I never met them and they want me 
to know who sleeps with that 
woman, who hates that man. Who 
plays with his animals..

SALVATORE
And now you want to tell us!

ERNESTO
And they say you a madman, 
Thomas. I tell them you a good 
man, work hard. Strong. Soldier.

THOMAS
What did they say?

ERNESTO
You gone crazy in the war. Kill 
people.

SALVATORE
He’s a soldier. Of course he 
killed people. The enemy, stupid.

Salvatore and Ernesto look at Thomas

THOMAS
Who said this?

SALVATORE
No-one says..

ERNESTO
You don’t believe in my ears?

Joseph looks around, craning to spot someone. Salvatore 
pulls him back.

SALVATORE
Ernesto. It’s Australia. It’s a 
hotel. It’s Saturday night. 
Nothing is true. 

ERNESTO
Yeah, that’s what I say.

Thomas gets up and walks towards the bathroom, anxiously 
forcing his way between people in the crowded room. 

INT. UKI HOTEL. NIGHT 90 90

Mary and Salvatore are at the bar sipping drinks talking to 
Florence. Mary is leaning with her back to the bar, looking 
out.

MARY
Where’s Thomas, Sal.
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SALVATORE
He went to the bathroom.

MARY
I didn’t see him. Is he alright?

SALVATORE
Don’t worry. 

FLORENCE
Doesn’t seem to like crowds these 
days.

MARY
He’s the same as ever Flo.

FLORENCE
Seen Danny Winstone? Happy as a 
parrot ‘til he came back from New 
Guinea with exhaustion. Hardly 
says a word now, poor thing.

MARY
Thomas is fine, Flo. Right as 
rain. Isn’t he Sal?

Salvatore nods and takes a sip from his drink.

INT. UKI HOTEL TOILET. NIGHT91 91

Thomas is standing by a basin, taking water, trying to get 
rid of the taste in his mouth. 

Around him other men go about their business, and he eyes 
them with suspicion. 

In Thomas’ imagination, the lights in the room start to 
flicker and fade.

The sound of mortar fire starts to flood the scene, and 
darkness descends, followed by the thump, thump, thump of a 
huge caliber gun.

Thomas stares at the water in the basin.

EXT/INT. WHITMAN HOME. NIGHT 92 92

Samuel is on the verandah drinking hard.

The baby cries. He turns his head and listens.

The baby keeps crying, stirring in her cot.

In Thomas’ room Amy is nosing around.
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SAMUEL
Amy!

Amy drops to the ground and squeezes under Thomas’ bed. The 
baby keeps crying.

SAMUEL (OS) (CONT’D)
Get that bub will you!

AMY
OK!

She is about to drag herself out when she sees something 
directly above her, hidden between the mattress and the 
wire spring of the bed. It is Thomas’ gun.

She looks at it, raising a finger tentatively towards it.

The baby cries more loudly.

SAMUEL (OS)
Amy!

Amy jumps and pushes herself back out from under the bed.

INT. UKI HOTEL. NIGHT 93 93

At the bar Salvatore is talking to Mary and Earle. 
Salvatore sees Thomas come in from the hallway.

SALVATORE
Mary. There he is.

Mary looks around and sees Thomas, looking distinctly 
unwell. She threads her way through the crowd towards him. 
Thomas squeezes through the crowd in the other direction.

When they meet, Mary grabs him, giving him a passionate 
embrace.

THOMAS
Hey! Come on.

He pulls her off gently, but she takes his hand and drags 
him to a corner of the bar. They pass Joseph and one of the 
beefy men having an argument.

MARY
Tonight we celebrate.

THOMAS
Do we?

She pulls a face

THOMAS (CONT’D)
We do. Fine.
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MARY
It’s cos of you Tom. Didnt think 
you’d make it but, here we are - 
all done. Now time to celebrate. 
Properly.

She grabs his hands.

THOMAS
Mary. There are people...

MARY
Oh shush! Tom.

She looks at his hands, turning them over and then at his 
face.

MARY (CONT’D)
Look at you. Look at you. 

(beat)
Are you all right?

THOMAS
Mary.

She ignores him. Thomas is chewing his mouth, tasting the 
bitter adreniline again.

THOMAS (CONT’D)
Mary, listen...

Suddenly the argument between the beefy man and Joseph, 
which has been building in the background, erupts into a 
fight. People push back away from them, glasses crashing, 
chairs tumbling and several people falling.

Thomas moves forward to see what’s happening, knocking into 
a large man.

MARY
Leave them. Tom, not now!

LARGE MAN
Sticking up for your wog mates 
Whitman?

OTHER MAN
Yeah, come on soldier boy. 

MARY
Shut up!

Thomas looks mortified. The fight is getting worse. He 
looks for a way out. The crowd presses in on Thomas. He 
starts to head for the door, but the path is blocked by the 
fight that now involves a scrum of men including Ernesto, 
Joseph and Salvatore. People are shouting, making racist 
comments about the Maltese.
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Earle pushes his way through the crowd towards the fight, 
but trips over and cuts his hand on broken glass.

Blood starts to appear on faces, white shirts, bruised 
fists.

Thomas is stuck in the crowd - watching quiet and still. 
The yelling and fighting starts to take on the sounds of 
battle. He swallows, fighting the bitter taste. He tries to 
squeeze out through the crowd towards the main door, Mary 
trying to get to him to help.

EXT. UKI HOTEL. NIGHT94 94

People are rushing into the pub to see what is going on, 
and there is a scrum at the entrance, blocking anyone 
getting out. The noise of smashing glass and the yells of 
drunken people inside the pub are clear from the street.

A car screams to a halt outside the pub. Doors fly open and 
out gets Harry Ellis in police uniform, with a constable.

He flies into the pub door, knocking people violently out 
of the way, smashing someone’s head against the door frame.

EXT. WHITMAN HOUSE. NIGHT 95 95

Samuel sits on the verandah.

A slight wind is blowing, and the door clatters with a 
constant gentle banging.

He leans down and scratches at his plaster, fingernails 
scraping small white fragments onto the timber boards. He 
can’t get at the itch, and in frustration he starts tapping 
the plaster, first gently then with increasing violence.

He stops and looks around. Then picks up a cane knife lying 
on the floor nearby.

The baby starts to cry again.

INT. UKI HOTEL. NIGHT96 96

Inside the pub Thomas is stuck in the fight. He shows signs 
of a panic attack. He can’t breathe properly. Sounds of the 
battlefield descend on him. Mary grabs him and pulls him 
back to the bar.

MARY
Thomas. Sit down. It’s ok. It’s 
ok. I’m here.
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She grabs a bottle from behind the bar. They slide to the 
floor and she pushes the bottle at his lips. He’s barely 
aware of what he’s doing.

MARY (CONT’D)
Come on. It’ll help. 

Thomas doesn’t move. Mary reaches over to him and pulls him 
to her close, lips at his mouth, then his ear.

MARY (CONT’D)
It’s all right. I’m here.

She pushes the bottle again and his hand reaches up 
enclosing hers. He drinks.

Back at the fight Harry Ellis is ferocious. Joseph is 
rolling on the floor grappling with a beefy man. Ellis 
kicks repeatedly into Joseph’s head.

HARRY
Break it up you mongrel!

People start to stand back from the fight. Something has 
shifted. Joseph lets go of his opponent and covers his 
head. Ellis kicks him violently, then leans down and grabs 
him by the collar, dragging him towards the door.

HARRY (CONT’D)
Bloody trouble makers!

He pulls Joseph up violently.

HARRY (CONT’D)
You’re coming with me.

Salvatore tries to follow, helping his brother. Ellis 
pushes Salvatore away with one hand.

HARRY (CONT’D)
And I’ll be back for anyone else 
who fancies himself.

People clear a path to the door. Earle opens it, nursing 
his cut hand.

Behind the bar, Mary makes Thomas take another big swig. 
She sees that Earle is busy at the door and hides the 
bottle, pulling Thomas away from the bar.

MARY
C’mon. The coast is clear.

Thomas lets himself be led from the bar, past Salvatore and 
Ernesto who are checking each other for cuts and bruises. 
Salvatore sees Thomas disappearing out of the door with 
Mary.
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EXT. ROAD. NIGHT97 97

Mary and Thomas walk slowly along the road. Mary has a 
bottle in her hand. Ahead of them the cane burns in the 
darkness, huge yellow flames licking into the night sky.

Mary shifts the bottle so she can takes Thomas’ hand in 
hers, winding her fingers through his. He stares out at the 
flames.

MARY
Animals. The lot of them.

She leans her head on him as they walk slowly on, getting 
closer to the fire.

The cane crackles and spits as the flames race through the 
dry leaves.

MARY (CONT’D)
Best time, the fires at night. 
Always was.

The moon is rising over the mountain, it’s shape distorted 
by the heat of the cane fire.

EXT. ROAD. NIGHT98 98

Mary and Thomas walk in the middle of the road, the fire 
burning in a field running alongside them.

Mary slows down, lets go of Thomas and walks slowly towards 
the fire, feeling its warmth.

MARY
Thomas. Come and smell. It’ so 
sweet.

Thomas hesitates, groggy from the booze.

Mary runs back to him and pulls him.

MARY (CONT’D)
C’mon. Remember this? Before you 
went away? Smell it. It’s smells 
like rum.

She takes a swig from the bottle and passes it to him. He 
drinks as she watches. She eases her coat off her shoulders 
and lays it on the grass by the fire.

She takes the bottle from his hand and looks at him. She 
takes another swig.

MARY (CONT’D)
Taste it. Taste it on me.
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She steps close to him, both hands behind her back holding 
the bottle. Then she slowly sways in on his mouth with 
hers, lips wet from the drink.

They kiss, Thomas reluctantly at first, but then letting 
himself go with her energy – taking control more 
aggressively.

She pulls him down to her coat as he starts kissing her 
more passionately. She hitches up her dress, easing it off 
her shoulders. She is naked underneath.

MARY (CONT’D)
Some things a war can’t spoil.

The fire burns on around them as Thomas takes aggressive 
control of their lovemaking.

INT. POLICE STATION. NIGHT99 99

The police lock-up is small and cramped, two cells side by 
side with small barred windows on the back wall and a beam 
running high across the ceiling of both. A dark curtain is 
drawn between the two cells.

Joseph sits on a low bench inside one cell smoking. Ellis 
is at the cell door, unlocking it.

HARRY
Now you’ve cooled down, you can 
fuck off. Don’t need you clogging 
up my paperwork. Got more serious 
things to deal with.

Joseph stares at him through the bars and then gets up. 
Ellis leads him through another door to the small front 
office of the police station where Ernesto is waiting.

Ellis opens the door and the two brothers walk out onto the 
street. The door locks behind them.

Once they are a few paces clear of the police station, 
Ernesto puts his arm around his brother.

The moon is still rising.

EXT. ROAD. NIGHT100 100

Thomas stands over Mary swaying slightly, holding the 
bottle. Mary is still lying on her coat, buttoning up her 
dress, straightening her stockings.

Thomas drinks again, staring at the flames, the sounds of 
war coming in from the distance as the cumulative effects 
of the booze hit him.
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MARY
Tom? 

She stands and moves in on him but he ignores her. She 
fiddles with his ear lobe, kissing him all around his face.

He pulls away and looks at her, groggy.

THOMAS
What are we doing?

MARY
We’re doing what we should have 
done. 

Thomas takes a huge draught from the bottle, shifting again 
slowly.

THOMAS
It’s all madness.

Mary tries to calm him. He pushes her away violently. She 
comes back.

MARY
It’s alright Thomas, It’s 
alright. We’ll be fine...

THOMAS
There is no us.

MARY
Don’t say that. You were the best 
thing in this shitty little town. 

(beat)
And you should know Thomas. Amy. 
She’s yours. Ours.

Thomas takes another big swig.

The fire has jumped the road and is now burning on both 
sides of them. Mary comes in and takes one of Thomas’ arms, 
trying to connect.

Thomas can see a shape in the fire, a dead goat burning, 
its legs, horns and paws twisted and black.

Thomas stares at her hard, swaying, wild and strange. The 
sounds of war now come in on him hard, different this time 
– voices of soldiers yelling in panic, not sure what to do, 
arguing.

He looks back at the shape of the goat in the cane fire.

She starts to relax her hold on him, moving away, but he 
holds her.
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MARY (CONT’D)
Stop it Tom!

THOMAS
You never saw it, Mary.

He takes another drink, draining the bottle. Then he comes 
close to her, speaking in a mad drunken whisper.

THOMAS (CONT’D)
It’s a sight.

He looks at the now empty bottle and then throws it high 
into the burning cane. It spins slowly. and crashes into 
the flames. The animal carcass burns on.

Thomas pulls Mary again.

THOMAS (CONT’D)
Where are they Mary? There? 
There! Look there! They burn. 
They all burn in the end. 

He is pointing wildly at the fire all around them. He has 
gone far somewhere inside himself. Mary looks at him close, 
seeing his mad eyes.

MARY
No Thomas!

Thomas pulls her around to him by her hair. He looks at her 
and then throws her away from him and runs to the burning 
cane.

THOMAS
There’s a fire in the world, 
Mary. A fire burning it all 
up...come back...come back...not 
that way...

He stares back and then turns and disappears up the road, 
yelling.

THOMAS (CONT’D)
Where are they? Where are they 
all...? Why did they go that 
way...

Mary follows him for a moment and then stops, watching his 
crazy swaying silhouette against the fire. She slumps on 
the road. 

EXT. ROAD. NIGHT101 101

Through a tiny space between burning strands of cane Thomas 
comes staggering. He falls and gets back up again lurching 
on towards the entrance of the Whitman farm.
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Waiting in the darkness is the figure of Marbuck. As Thomas 
approaches, Marbuck shuffles forwards. Thomas hears the 
sound and stops. He tries to make out the shape.

Then he hears Mary running up from behind. Marbuck shifts 
back into the darkness.

MARY
Thomas? Thomas. Let’s just get 
out of here. Now. I don’t care 
about anything else. The money. 
Really. You and me - that’s all 
that matters.

She comes up to him. He points into the darkness where 
Marbuck is hiding and then keels over, hitting his head 
hard on the gate. He lies there unconscious. Mary kneels 
and tries to revive him.

MARY (CONT’D)
Thomas? Thomas?

She puts his head in her lap, his blood running through her 
fingers. She starts to howl.

MARY (CONT’D)
Thomas! Thomas! No! Not like 
this! Not now. Please God not 
now!

Marbuck moves towards her, appearing suddenly out of the 
dark.

MARBUCK
He gonna be alright Miss.

MARY
Help me. Help me. Please! God! 
Help me!

INT. HOTEL. NIGHT102 102

The pub is mostly empty, and Earle cleans up with a bandage 
around his hand. Salvatore and Joseph help, picking up 
debris, tidying chairs.

Ernesto sits at a table with Florence. They are laughing 
gently, telling the others the story, re-enacting the 
fight. Everyone is tired and melancholy.

Digger sleeps at another table. Salvatore points at him.

SALVATORE
That’s where we should be. 
Asleep, like the old men.
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EARLE
Well you can lock up. I’m packing 
in. G’night gentlemen. Thanks for 
your help.

SALVATORE
We must thank you. You a good 
man, Earle. I hope your hand is 
OK.

EARLE
Don’t worry about that, it’s 
nothing. And,if you want to stay, 
there’s empty rooms upstairs. 
Take Digger up with you. Too late 
to go home now.

EXT. WHITMAN FARM GATE. NIGHT 103 103

Mary is standing over Marbuck who has two fingers to 
Thomas’ throat, feeling for a pulse.

MARBUCK
Light’s gone out, but the gas is 
still working. He’ll have a bad 
head in the morning, that’s for 
sure.

MARY
We have to get him to the house.

Mary leans down next to Thomas

MARY (CONT’D)
Help me lift him.

Marbuck stands and looks at the driveway. He says nothing.

Mary starts to lift and pull Thomas under his arms, 
dragging him over the grate.

Marbuck watches as the heel of Thomas’ feet hit each bar of 
the grate with a thud. One of his shoes comes off, but Mary 
continues slowly until Thomas’s body is on the other side.

She pauses for a moment and is about to continue dragging 
when Marbuck walks over the grate, bending to pick up the 
shoe on the way. He takes Thomas from Mary and hauls him 
onto his back, passing Mary the shoe.

The two of them disappear up the drive into the darkness.

The moon is now high in the sky, obscured by smoke that 
blows across the sky.
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EXT. CANE FIELDS. MORNING104 104

Mt Warning is shrouded in mist, only the top visible 
through the white.

A flock of galahs screech through the sky as the sun rises.

Smoke hangs in pockets of low lying land, floating over 
water.

The cane is black.

The empty rum bottle lies blackened in the smoldering cane 
field. A little further along is the carcass of the goat.

INT. THOMAS’ ROOM. MORNING 105 105

The fan turns lazily in the air.

The strong early morning sun streams through the thin 
curtains.

Thomas’ shoes have been placed neatly under his bed.

One of Thomas’ hands dangles below the bed. He lies fully 
clothed. There is blood on his neck and chest.

From outside comes the sound of a car.

EXT. WHITMAN HOUSE. MORNING 106 106

A car pulls up and the back door opens. Amy runs out of the 
car, heading for the door of the house.

The front door of the car opens and out steps Harry Ellis. 
Then Mary.

From inside the house, Amy lets out an ear-splitting 
scream.

Mary looks up and runs.

INT. THOMAS’ ROOM. MORNING 107 107

Thomas wakes with a start, hearing the scream.

He hears footsteps, people running.

He pulls himself off the bed, discovering the blood on 
himself.

He bursts out of his room and sees Ellis at the door to the 
main bedroom, holding Amy who is still crying and 
screaming.
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Thomas moves towards the room, past Ellis and looks in.

Mary stands by the foot of the bed.

On the bed is Samuel, shot in the head, blood splattered 
all over the white sheets and pillows.

Mary turns away and grabs Amy.

HARRY
Looks like you’re fucked Whitman.

Thomas charges at Ellis, knocking him onto the bed. The two 
men grapple, bouncing on the mattress – along with Samuel’s 
bloodied body.

Mary slides down the wall, pulling Amy to her.

Finally Ellis manages to control Thomas, who ends up eye to 
eye with his dead brother.

HARRY (CONT’D)
You can tell us all about him 
down at the station.

INT. POLICE STATION. DAY 108 108

Mary waits with Thomas in the interview room.

THOMAS
You know I didn’t. You were 
there.

Mary looks at him.

THOMAS (CONT’D)
You said you carried me back. 
With Marbuck.

MARY
The Aborigine. Yes.

THOMAS
So Sam was already asleep?

MARY
Yes. Outside. Drunk and asleep.

THOMAS
You woke him up?

MARY
We carried him as well. To bed.

THOMAS
Well then! Just tell them.
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MARY
(raising her voice)

Tell them what?

Thomas looks at her, and then over his shoulder at Ellis 
who is sitting outside the cell.

THOMAS
Mary. Tell them I was out cold. I 
didn’t kill Samuel. You know 
that, right? You were there.

He pauses. She looks down.

THOMAS (CONT’D)
Mary! Where were you?

Mary hides her face from him, turning into the corner.

THOMAS (CONT’D)
My God! My God!

MARY
No Thomas. It’s not what you 
think. It’s not that.

Thomas sholds his hands to his head. Mary reaches to him.

MARY (CONT’D)
A car came Thomas. Harry. I was 
scared, Tom. You should have seen 
yourself. It was horrible.

Thomas looks at her.

THOMAS
You went with him?

Mary lowers her head.

THOMAS (CONT’D)
With the girls.

MARY
I had to.

THOMAS
So it was just me and Sam.

She nods.

MARY
You were scaring me Tom. On the 
road...

She can’t finish her sentence. He looks at her and backs 
away a little. Thomas thinks.
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THOMAS
We need to find out one thing.

MARY
What?

THOMAS
Where was Marbuck?

Ellis enters.

HARRY
Time to lock you up. There’s a 
detective on his way. 

EXT. WHITMAN PROPERTY. DAY 109 109

A car is parked outside the house. DETECTIVE DE FRISE is 
wandering around the verandah with two other policemen, 
Constables LENNARD and WALLACE, clearly looking for 
something. The Maltese boys watch from the grass.

WALLACE
Nothing.

LENNARD
Could be anywhere.

DE FRISE
Look thoroughly.

He wanders around the house and stops at a window. He puts 
his hands on the glass and peers in. It’s Thomas’s bedroom.

DE FRISE (CONT’D)
Follow me.

He gestures at the two constables who move towards the 
house after De Frise. Salvatore and Ernesto follow.

INT. POLICE CELL. DAY 110 110

Thomas stands at the cell bars. On the other side of him, 
face close, is Billy.

RED BILLY
It’s not right, comrade.

THOMAS
It’ll come right.

RED BILLY
Your faith in authorities is 
greater than mine. 
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Never a good thing to be on the 
wrong side of these. Like a spear 
in the side. Easy to go in. Hard 
to get out.

THOMAS
Can you check a few things out 
for me Billy?

RED BILLY
Anything, comrade.

THOMAS
I need to know if Sam shot 
himself? Was there a note or a 
gun? I didn’t have time to see. 
Bloody Ellis was on me.

RED BILLY
They’re saying you did it Tom. 
Wasn’t suicide.

THOMAS
They found a gun?

RED BILLY
Dunno. Didn’t hear that. Why, you 
got one?

INT. THOMAS’ ROOM. DAY 111 111

Lennard and Wallace are looking around, turning over the 
bed, opening drawers. They are slow and careful. De Frise 
stands by the window.

Wallace turns to De Frise and shrugs

WALLACE
What a man has.

De Frise spots Thomas’ kit bag.

DE FRISE
That bag there. On the bed

Wallace picks up Thomas’ kit bag and puts it carefully on 
the bed. He reaches a hand tentatively inside. He pulls out 
a shirt.

DE FRISE (CONT’D)
Keep going.

Wallace reaches in further and pulls out two more articles 
of clothing. Then he reaches in deep and feels around. He 
stops, looking up at everyone watching, and then pulls out 
an empty hand.
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DE FRISE (CONT’D)
What is it?

De Frise steps to the bed and tips the remaining contents 
of the bag out. Thomas’ gun falls heavily on the bed, along 
with a box of bullets, both wrapped in a bloodstained 
shirt.

LENNARD
Bingo

INT. POLICE INTERVIEW ROOM. NIGHT 112 112

De Fries sits at the small table with Thomas opposite him. 
An empty statement sheet is in front of him. Ellis stands 
next to the table.

DE FRISE
You talk and I’ll write. The 
sergeant is witness.

THOMAS
I was asleep. That’s it.

De Frise stands up.

DE FRISE
Want some friendly advice?

Thomas ignores him, running his fingers on the underside of 
the table.

DE FRISE (CONT’D)
Tell the truth. All sorry and the 
like. Moment of madness between 
brothers. No-one else at home but 
you and him and your gun and an 
argument over...well over 
something, someone. Too much to 
drink, really sorry, Your Honour. 
Get your lawyer to mention your 
war service. Hero from the 9th. 
Ten years tops. No rope required.

Thomas is very still.

THOMAS
You talked to Mary?

DE FRISE
She gave a full statement.

THOMAS
What about him?

Thomas indicates Ellis. Ellis doesn’t move. De Frise 
doesn’t get it.
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DE FRISE
What about him?

Thomas is on his feet.

THOMAS
Have you talked to him? Has he 
made a statement? Where was he?

De Frise looks at Ellis who says nothing.

DE FRISE
Sargeant?

HARRY
I’m not sure what he means, sir?

DE FRISE
(looking at Thomas)

What do you mean?

THOMAS
What I mean is that he shouldn’t 
be here. He’s involved.

HARRY
It’s a small town. Everyone’s 
involved.

DE FRISE
That’s enough gentlemen.

(to Thomas)
I’m aware that the Sargeant was 
at the property. And I’m also 
aware that several people can 
vouch for his movements. If there 
has been any irregularity I can 
assure you it will be dealt with 
in the proper manner. Police 
procedure is there for a reason. 
I happen to believe in it.

THOMAS
And there’s no-one else you’re 
going to talk to?

DE FRISE
Like who?

THOMAS
Anyone else who was around. The 
D.P.s? They live there too.

DE FRISE
We already spoke with them. They 
were in the hotel licking their 
wounds. Seems they stayed the 
night.
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THOMAS
I want to talk to Mary.

DE FRISE
I need you to give me a statement 
first.

THOMAS
I have to speak to Mary.

HARRY
Get fucked Whitman. Talk.

DE FRISE
Sargeant!

HARRY
Everyone knows you’re a nutcase, 
Whitman. Go off like a rocket. 
And coming back here. For your 
brother’s wife.

Thomas charges at Ellis, knocking the table over, hurling 
Ellis to the floor. He grabs him by the neck, pushing down. 
De Frise tries to pull them apart.

THOMAS
I came back to help. I never 
touched Sam. Or her.

HARRY
You’re in deep shit Whitman.

THOMAS
You’re in deeper, Ellis. There 
was someone else there!

Ellis looks stunned and stops struggling.

De Frise pulls Thomas off him.

DE FRISE
Who was there?

Thomas is silent.

THOMAS
I need to speak with Mary.

HARRY
He’s lying.

THOMAS
Detective. I need to speak with 
Mary. Please.

DE FRISE
And then you’ll cooperate?
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Thomas nods.

INT. POLICE CELL. DAY 113 113

Thomas sleeps on the small bed. Mary enters the room 
outside the cell with Constable Wallace and he leads her to 
the cell door. She’s dressed smartly with her hair tight 
and severe.  Wallace hits the bars with the keys, waking 
Thomas with a start.

WALLACE
Visitor. Ten minutes. That’s what 
the Detective-Sergeant says.

He opens the door to the second cell, leaving it open. Mary 
enters the cell and walks up to the bars in between the two 
cells. Thomas stands slowly and watches as Wallace retreats 
to the nearby chair.

Mary lights a cigarette. Thomas walks over to her.

THOMAS
One for me?

Mary takes out another cigarette case and offers it to him 
through the bars. He lights it from hers and blows smoke 
into the air. He leads her over into the far side of the 
cells, away from Wallace.

THOMAS (CONT’D)
Dressed up.

MARY
I’m not in the mood Thomas.

THOMAS
Ten minutes. His idea or yours?

She doesn’t answer.

THOMAS (CONT’D)
You’ve spoken to them?

MARY
What do you mean?

THOMAS
Formally. A statement.

MARY
I had to Thomas. He’s my husband. 
Was my husband.

THOMAS
What did you say?
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MARY
What I had to. The truth.

THOMAS
The whole truth?

Thomas looks at her, saying nothing. She fiddles with her 
cigarette. Thomas walks away from her. He comes slowly 
back.

THOMAS (CONT’D)
Mary, look at me. Do you think I 
did this? Killed Sam?

Mary can’t look at him.

THOMAS (CONT’D)
You do.

MARY
What else is there? What else can 
I believe? I saw you Tom. I saw 
what you’ve become...You were 
never like that before. Never so 
...so... mad.

THOMAS
Mad! What’s he got on you?

MARY
Who?

THOMAS
You know!

MARY
Harry? Nothing, you fool. He’s 
nothing. Don’t you understand 
that? He was never part of the 
plan.

THOMAS
But there was a plan.

MARY
Don’t we all have plans? Ideas 
where it might all end up if 
things fall into place. If they 
run easy. If there weren’t wars 
and accidents and moments you 
regret. Believe me, this wasn’t 
what I was thinking. None of 
this.

THOMAS
Where was Samuel in your plan?
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MARY
He wasn’t dead!

(beat)
He might have been gone perhaps, 
but not dead. Not like that. 

She starts to cry, the tightness in her broken, and she 
drops slowly down the bars to the floor and sits.

Thomas steps away for a moment and then comes back, 
lowering himself to her level.

THOMAS
You didn’t mention Marbuck to 
Harry.

MARY
What’s the point?

THOMAS
He was there, Mary.

MARY
He left. After we put Sam in bed, 
he went.

THOMAS
Where?

MARY
I don’t know. He vanished. Where 
do they go? No-one would believe 
anything he said anyway.

THOMAS
When did Harry come in the car?

Mary stops crying and pulls herself together.

THOMAS (CONT’D)
Soon after, or much later?

MARY
It was soon. I didn’t want to go 
to bed. I was scared. And Sal and 
the boys weren’t there either. 
Harry was a sight for sore eyes, 
Thomas.

THOMAS
So Marbuck might have been there?

MARY
Where?

THOMAS
You have to find him, Mary. He 
might have seen something.
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Mary pauses and looks at Thomas

MARY
You didn’t do it then.

THOMAS
He’s my brother. I swear. I was 
out cold.

MARY
They said you can do crazy things 
and not know it.

He looks at her closely. He holds his gaze for a moment and 
then looks away.

MARY (CONT’D)
Don’t look at me like that again.

THOMAS
Swear to me it wasn’t you.

MARY
What!

THOMAS
Just once and I’ll never ask 
again. I need to know Mary. Tell 
me the truth

MARY
It wasn’t me! I couldn’t shoot 
someone.

He looks at her carefully and then holds her hands.

THOMAS
Say it then. Look at me and swear 
to me you didn’t kill Samuel.

MARY
I didn’t kill him. I swear.

He stands up.

THOMAS
We have to trust each other, 
Mary.

Mary gets up.

THOMAS (CONT’D)
You have to find Marbuck. He’s 
our only hope. Get the boys to 
help. And do it quick.
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EXT. VARIOUS. DAY/NIGHT - MONTAGE 114 114

Mary talks to Salvatore and his brothers, all crowded into 
one of the cutters rooms.

Salvatore and Mary walk along a road.

Salvatore talks to a shopkeeper.

Joseph and Ernesto walk along a riverbank, looking around.

The clouds close in on Mt Warning. It starts to rain in the 
rainforest, water dripping from leaves and oozing down vine 
covered trees.

Salvatore, Mary and Joseph run to get out of the rain, 
sheltering under a tree.

Ernesto and Joseph are in the pub, wet, having a drink. 
Mary and Salvatore arrive and join them, shaking themselves 
dry. Florence arrives with a towel.

All of them sit in the pub – they’ve had no luck.

INT. PRISON. DAY 115 115

De Frise is standing by the bars with two cups of tea. He 
passes one to Thomas. Thomas takes it and nods a thanks, 
then goes back to his bed and sits.

DE FRISE
Did you and your brother talk 
about the farm and what would 
happen if one of you died?

THOMAS
I told him it was his. I didn’t 
want it.

DE FRISE
And what did he say.

Thomas pauses.

DE FRISE (CONT’D)
Did he have any thoughts on the 
matter?

THOMAS
He wanted me to keep my half. 
That’s the way it was in my 
mother’s will.

DE FRISE
And do you know what was in your 
brother’s will?
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Thomas stands up.

THOMAS
He made a will? He despised 
laywers.

DE FRISE
Seems like that wasn’t the only 
thing he despised. We were 
contacted by a lawyer from 
Murwillumbah. He left everything 
to you.

De Frise watches Thomas very carefully. Thomas stares at 
his tea and the steam coming off the cup.

INT. WHITMAN HOUSE. NIGHT  116 116

Mary is screaming like crazy, storming around her room, and 
smashing things.

Samuel’s will lies on the dresser

The mirror splinters into fragments as a shoe hits it. 
Another hits the wall. Objects fly off the dresser.

She screams again and again, smashing her fists on the 
wall, completely berserk.

She collapses on the bed.

INT. POLICE CELL. NIGHT 117 117

De Frise smokes and watches Thomas through the bars.  
Thomas lays on the bed, eyes closed.

De Frise shifts his weight from one foot to the other with 
a small click. Thomas opens his eyes but doesn’t move. He 
sees De Frise.

THOMAS
Still there.

DE FRISE
We need to talk. About the other 
person.

THOMAS
You’ll have to be patient.

DE FRISE
Out of time buster. Day after 
tomorrow, on Monday, I have to 
take you down to Sydney. Time’s 
up.
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Thomas ignores him.

DE FRISE (CONT’D)
You waiting for news aren’t you?
About Marbuck Tudawali? 
Aboriginal man.

Thomas sits up.

THOMAS
You know?

DE FRISE
Please don’t think I’m as thick 
as the Sargeant.

THOMAS
So where is he?

DE FRISE
Wish I knew. We’ve all been 
looking for him. Your friends and 
mine. Vanished! No use to us it 
seems. Unless you have any ideas 
where he might be?

Thomas looks away.

DE FRISE (CONT’D)
If you did, you would tell me 
wouldn’t you?

Thomas stands and wanders over to the cell window. Outside 
the stars are visible.

DE FRISE (CONT’D)
You know where he is.

Thomas walks back to the bed and sits. De Frise pulls a 
folded map from out of his pocket.

DE FRISE (CONT’D)
Don’t be stupid Whitman. If he 
did see something, we should all 
know. Your friends aren’t looking 
anymore. They’ve given up. And 
I’m not talking sides. I’m just 
doing my job. Collecting the 
truth. Bit by bit.

Thomas looks at De Frise though the bars. He starts to walk 
closer with the map, unfolding it. Thomas is staring at the 
map.

106.



DE FRISE (CONT’D)
Just tell me. Look, if you didn’t 
do it – and I’m beginning to 
think you didn’t - you sure as 
hell want to know who did, don’t 
you? And if we don’t find this 
Marbuck tomorrow, it’s too late. 
I can’t hold off the pressure 
from above after that.

Thomas hits the bars with his fist. De Frise offers him the 
map.

THOMAS
It’s not on any map. I’ll take 
you. That’s the only way.

EXT. MOUNTAIN. DAY 118 118

The rising sun hits the tops of the mountain.

An eagle hawk soars high above the green valley.

Birds shriek and cry in the thick jungle.

EXT. CHURCH. DAY 119 119

Two figures walk through the graveyard.

People are filing into the small church.

Music is playing from inside.

EXT. CREEK. DAY  120 120

A small fire is burning by the side of Marbuck’s waterhole.

The smoke rises into the canopy

INT. CHURCH. DAY 121 121

The congregation is singing loudly.

In one row is Fran with Salvatore, Ernesto and Florence, 
Earle and the other Maltese boys. Mary is with them, 
wearing black.

Behind them Digger sings with an old woman.

At the back is Harry Ellis with his elderly mother, singing 
hard.
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EXT. RAINFOREST. DAY 122 122

Thomas leads De Frise and Constables Wallace and Lennard 
through the trees, signaling at them quietly.

They start to jog, flying past huge trucks, jumping over 
rocks and branches in the undergrowth.

EXT. CREEK. DAY  123 123

Marbuck is tending his fire when he hears the sound of the 
men coming through the forest. He looks at the direction of 
the noise. 

He looks up at the mountain and carefully walks through the 
creek, heading upwards.

Moments later Thomas and the three policemen come across 
the fireplace. They stop for a moment. De Frise looks at 
Thomas who reluctantly signals the other side of the creek. 
They start to move on. 

INT. CHURCH. DAY 124 124

The vicar is standing at a small lectern. Below him the 
congregation is seated, listening, fidgeting, playing with 
their hymn books.

EXT. MOUNTAIN. DAY - MONTAGE 125 125

Marbuck is running up the mountain, past the same points 
that he and Thomas walked.

Thomas, De Fries, Wallace & Lennard follow Marbuck. De 
Fries signals to the constables to spread out, as if to 
surround Marbuck.

Thomas and De Frise run, Thomas shouting for Marbuck. 

Marbuck runs around huge trees and suddenly comes to the 
small clearing where he stopped and talked with Thomas. He 
stops and looks. He can hear Thomas and De Frise behind him 
crunching through the bush. He runs on, straight into the 
path of Wallace and Lennard who come from either side, 
tackling him to the ground. 

INT. CHURCH. DAY 126 126

The vicar is at the lectern, reading from a small set of 
notes.

VICAR
And we thank the Lord Almighty 
for his wisdom and mercy. 
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For Jesus says “Have you found 
the beginning, then, that you are 
looking for the end? You see, the 
end will be where the beginning 
is. And he who stands at the 
beginning, that one will know the 
end and will not taste death.
Amen. And now we shall sing hymn 
number 327.

The music starts.

EXT. MOUNT WARNING. DAY 127 127

Marbuck fights the two constables and begins to get the 
upper hand. De Frise runs through the clearing to help. 
Thomas stands where he is, watching. 

Marbuck kicks and bellows at the three of them, and they 
wrestle him slowly to submission.

From high above the canopy, they look like a strange beast 
groaning in the rain forest.

INT. CHURCH. DAY 128 128

The congregation sings.

The piano player belts out the tune, eyes closed, 123. 123.
lost in the music. 

EXT. MOUNT WARNING. DAY  129 129

The policemen drags Marbuck down the mountain, pulling him 
through the trees.

Marbuck looks wildly around, trying to get a glimpse 
upwards. Thomas tries to calm him.

Through the canopy of the trees he can just make out the 
sky, flashing in short bursts.

The men drag him through the dense rain forest and within 
moments there is only the gentle sound of the forest 
dripping and rustling with other kinds of life.

INT. POLICE CELL. NIGHT 130 130

The lights are out and only a small glow of light enters 
the cells from outside.

Marbuck and Thomas are in the two police cells, sitting on 
the floor, separated by the bars between the two cells. 
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THOMAS
You know what’s going on?

MARBUCK
Said you in trouble. Killed your 
brother that night.

THOMAS
It’s not true Marbuck.
Were you there? Did I see you?

MARBUCK
You was in a bad way with the 
grog. Carried you to bed.

THOMAS
What did you see?

MARBUCK
Too much.

THOMAS
Tell me.

MARBUCK
We put your brother in his bed 
just like you. I just wanted to 
get off the place quick as 
possible, but I saw a car coming 
up the drive. I ducked down. 
Don’t reckon they saw me.

THOMAS
What then?

MARBUCK
The car went up and stopped. 
Strange, cos it was that Sargeant 
who got out. Went inside the 
house.

THOMAS
Did you see what he did?

MARBUCK
Nah. I went down the drive. But 
then I got the shock of my life.

THOMAS
What!

Marbuck shifts on the floor, uncomfortable. 

MARBUCK
There was another car waiting 
down at the road. Lights off. 
This man gets out and waits by 
the gate.
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THOMAS
Who?

MARBUCK
Couldn’t see anything. Too dark. 
Too far away. But a big fit 
bugger he was. Ran faster than 
you or me. Then the Sargeant’s 
car comes back down the drive. 
Heads into town. And the man from 
the car come up the drive. Ran 
right past me.

THOMAS
You see him then?

MARBUCK
Had my nose in the dirt.

(beat)
Once he passed me I got up and 
bolted the other way, fast as I 
could. Had to get off that 
country. No good there.

Thomas reaches a hand through the bars and takes Marbuck’s 
hand.

THOMAS
And you didn’t see his face. The 
car? Number plate?

MARBUCK
Sorry brother.

THOMAS
It’ll be alright, Marbuck. `

MARBUCK
It’ll be alright for you. But not 
for me now.

THOMAS
What do you mean?

MARBUCK
Don’t like this place. All 
straight edges. Not the kind of 
place where a man like me should 
be.

THOMAS
You’re here to help me Marbuck. 
Just tell them what you saw. Then 
we can all go home.

MARBUCK
Don’t reckon you get it matey.
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THOMAS
Get what?

MARBUCK
Now they got me in here, they’ll 
let you go. That’s how it works 
isn’t it. White man’s justice.

There is a moment of horror as Thomas realizes what Marbuck 
is saying.

THOMAS
No Marbuck!

MARBUCK
That’s why you told them isn’t 
it? Why you bring them to my 
place - even though it was 
secret. Cos I was there - at the 
place where your brother got 
murdered. Last person there. And 
you got a witness. 

(beat)
I know what I’m here for. So you 
can all go free. Been that way 
for generations. 

Marbuck starts to crawl back to his bed muttering and 
cursing.

THOMAS
No! No Marbuck, it’s not that at 
all...Marbuck! They can help us 
both...you just need to say what 
you saw...Marbuck! Marbuck!

Marbuck climbs on top his bed and looks up at the ceiling.

Thomas starts banging on the cell bars, yelling and making 
a racket. Marbuck ignores him.

Finally Thomas looses all control - all the anger, hurt, 
death, sadness and pain of the past eight years taking over 
his being in a wave of feeling. 

He screams out at the world from inside his cell, tears 
flowing, utterly distraught.

EXT. MT. WARNING. DAYBREAK 131 131

The sun rises, its rays striking the volcanic plug, turning 
its dark rock to orange.

At Marbuck’s secret camp, his fire is dead, burnt twigs and 
sticks lying where they fell in the fire.

A lizard suns itself on rock by the water.
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Parrots squawk and cry through the trees.

The creek flows, carrying with it fallen leaves and the 
debris from the forest.

INT. POLICE INTERVIEW ROOM. DAY 132 132

Thomas sits at a desk opposite De Frise. A statement sheet 
lies between them. De Frise writes something at the bottom.

DE FRISE
That’s it?

THOMAS
Yes.

DE FRISE
And you’ll sign.

THOMAS
Give me the pen.

De Frise turns the paper around and offers a pen and ink to 
Thomas.

They look at each other.

DE FRISE
Why is it I don’t believe you.

THOMAS
Sometimes it’s not the truth 
that’s important.

DE FRISE
They said you fought at Tarakan. 

Thomas dips the pen into the ink. Some drops spill on the 
paper.

DE FRISE (CONT’D)
I followed it in the paper. Quite 
a battle. Lost a lot of men.

THOMAS
(signing his name)

Lot of men killed as well. 

INT. WHITMAN HOUSE. DAY 133 133

De Frise comes out of the front door of the house and gets 
in his car.

Mary is in the kitchen, looking out of the window. She 
watches as the car disappears down the driveway.
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Her eyes start to fill with tears.

In the distance she can see Salvatore on a tractor 
ploughing the burnt out field, turning over the black 
stumps of the cane trash, mixing it with the soil.

She blinks and a tear drops into the sink.

In the background Amy plays the piano.

The baby sleeps.

INT. POLICE CELL. DAY  134 134

Thomas lays on his bed when the door to his cell opens and 
in comes Constable Wallace. He lets Traill into the room.

Traill walks slowly towards Thomas, and Thomas sits up 
surprised but calm. 

TRAILL
Mister Whitman.

THOMAS
Mister Traill. Last person I 
expected. But then maybe not.

TRAILL
Just paying my respects. Don’t 
like to see a good man in 
trouble.  Are they treating you 
alright?

THOMAS
Like a god.

Traill laughs.

TRAILL
Last time we met I said that 
Messrs Agnew and Agnew might be 
able to help with some legal 
work. Transfers and the such. 
Seems to me that the offer might 
still be relevant. Help get 
things in order.

Thomas smiles, a wise knowing smile.

THOMAS
What does it all achieve in the 
end, Mr. Traill.

TRAILL
You need to think of the 
future...
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THOMAS
I’m talking about you. Your 
company. Your hired hands. 
Organisations taking what people 
once had. Doing what people 
should do. Peasants and paupers 
you called them. Why do we want 
to roll all the beautiful small 
things into a big ball and kick 
it along.

Traill comes in close to Thomas. He looks around, checking 
no-one is there.

TRAILL
We all want to live forever, Mr. 
Whitman. You do. I do. It’s a 
terrible curse. But we’re only 
passengers. You have to get on 
the right vehicle, you see, and 
the corporation is it now. Forget 
the church. Forget the 
government. They’ve been proved 
incompetent - all promises. It’s 
corporations, Whitman. They’re 
the future of this country. They 
do things. They survive drought 
and war. That don’t sleep, or dry 
up, or scar. Never get burnt. 
With corporations we can grow 
infinitely, live forever. Free of 
the sad little nagging worries of 
humanity.

(beat)
Oh I’m being dramatic, yes. But 
it’s what we all want, you have 
to admit that Whitman. We’ve 
created a powerful thing that can 
have what we want most. 
Immortality

THOMAS
Goodbye. Mr Traill.

Traill stands and walks to the locked cell door. He banngs 
on it, then turns to Thomas.

TRAILL
Long after I’ve gone Mr. Whitman, 
they’ll be a corporation that 
owns this valley and the valley 
next to it and the one beyond 
that. And it’ll work the land 
better than any farmer has done 
anywhere in the history of 
humanity. That’s what it achieves 
in the end, Whitman. 
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Your farm will be part of that. 
Believe you me, it will.

Thomas smiles knowingly.

INT. POLICE CELL. DAY  135 135

Thomas stands close to the bars, talking to Billy who is 
standing on the other side.

THOMAS
Can you do me a couple of 
favours, Billy?

RED BILLY
Whatever you need comrade.

THOMAS
I want you to write me something

RED BILLY
Write?

THOMAS
You’ve got a way with the words, 
Billy. Make them be more than 
they are. Make them sing a 
little. The way it should be.

Billy looks at him and smiles.

RED BILLY
Glad to help a madman like 
meself, comrade.

EXT. POLICE STATION. DAY  136 136

De Frise opens the door of the station and Thomas is 
escorted out by Constables Lennard and Wallace.

The three of them get into the back of De Frise’s car.

De Frise gets into the front.

As they drive off, Thomas turns and looks out of the back 
window. He watches as they disappear down the main street 
and push on into the country, passing cane land for miles 
around.

INT/EXT. VARIOUS. THE MONTAGE OF FRIENDS 137 137

Joseph plays cards with three of the Aussies in the pub, 
including Fred.
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Salvatore, dressed in his suit walks proudly down the main 
street of Uki.

Ernesto curls up in bed with Florence.

Mary lies in her bed asleep with Amy. 

THOMAS (V.O.)
Who are we to remember the 
friends of this life? Their 
breath upon us. Their touch, 
their hope. How is it they can 
move us with a simple glance or a 
whisper in the darkness.
And how much less would it have 
been without them, this life, 
this short time away in the 
world.

Thomas is escorted under the arch of Stokers Siding Railway 
Station by Lennard and Wallace. The same old dog is there.

EXT. CHURCH/MARBUCK’S CAMP. THE MONTAGE OF DEATH 138 138

A small crowd stands in the graveyard, by a freshly dug 
grave. Earle and Florence are there, and all the Maltese 
boys. All are wearing black.

Mary holds Amy’s hand on one side. Salvatore holds Amy’s 
other hand.

From a distance Harry Ellis watches, grim faced.

THOMAS (V.O.)
Who are we to remember the fallen 
of this life? Those who never go 
easy, never deserved. Why do they 
leave us this way, so riven with 
sorrow, so separated? What’s the 
thin line that shifts in them, 
that changes them from one 
essence to another?

In a dark backstreet, Traill hands a small envelope to a 
Kit Heller.

INT/EXT. VARIOUS. THE MONTAGE OF LIFE 139 139

Thomas sits in the train, De Frise and Wallace either side 
of him. Two small boys are in the corridor, peering at him 
through the glass of the carriage. He smiles back at them.

An enormous Blackbutt tree stands tall in the forest.

New growth is sprouting through the furrows of a ploughed 
cane field.
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THOMAS (V.O.)
And who are we to remember the 
essence of this life? Why it 
shines and blisters, echoes and 
rattles, full of love and light, 
aches and grieving. Why should it 
move us?

Amy plays the piano.

THOMAS (V.O.) (CONT’D)
To Mary Elizabeth Whitman and Amy 
Catherine Whitman, I leave my 
house in Sydney. 

Mary and Amy paint the walls of a room in the terrace 
house. It feels light and open. 

To Salvatore Bezzina, Joseph 
Bezzina and Ernesto Bezzina I 
leave the farm in Uki. I ask them 
to destroy all the possessions of 
the Whitman family and make the 
house their own to be passed onto 
their sons and daughters for a 
hundred years more.

Near the verandah, Salvatore, Joseph and Ernesto build a 
huge bonfire from all the furniture, clothes and 
possessions from the Whitman farm house.

It burns into the night, sparks flying into the sky, the 
brothers watching and smiling.

THOMAS (CONT’D)
I came into this world not 
knowing and now I return. I cease 
to live but I live in truth.

In his clearing in the forest, Marbuck kicks at the 
fireplace and his small humpy, stamping them to dust, 
throwing the sticks into the river, scattering the ashes.

Marbuck stands at the river’s edge waving his arms at the 
air, shouting - keeping Thomas’ spirit away from the beauty 
of the forest.

INT. PRISON. NIGHT  140 140

In almost complete darkness a heavy rope is tied around a 
thick beam. 

Far below, a thin line of light starts to emerge from a 
small trap door that is opening in super-slow motion. As 
the door opens the light fills a small, bright and glowing 
square.
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Thomas falls slowly, achingly into the light away from us. 
He looks up at the rope above him and then slowly closes 
his eyes in a strange bliss as he travels down through the 
door into the square of light.

As he disappears, the light fills the whole screen.

FADE OUT
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A SNAPSHOT OF THE AUSTRALIAN FILM INDUSTRY IN 1938. 

 

Early development of structural relations 
The first decade of the 20th century saw a rapid globalisation of movie making and movie 
projection technology with Australian filmmakers, “showmen” and entrepreneurs embracing 
the new medium of cinema with gusto. Until World War I, Australia was regarded as one of 
the most prolific producers of moving pictures,1 and film producers found that there was both 
an audience and a relatively open distribution network for Australian films—mainly short 
dramas, comedies and newsreels. However, as more formal structures developed and 
consolidated throughout the emerging chain of activities that linked production, distribution 
and exhibition, it was the local production sector that was to come under the most intense 
pressure. In 1913 and 1914 a complex series of mergers between key industry players 
consolidated control of the industry in the monopolistic partnership of Australasian Films 
Ltd (which dominated the distribution sector) and Union Theatres Ltd (which dominated 
exhibition). Known as “The Combine” these two related companies preferred an integrated 
and more cooperative business model—built around a reliable supply of films imported from 
overseas rather than investment in local productions. In April 1913 at the Annual General 
Meeting of one of the largest industry organizations—Í Greater J.D. Williams Amusement 
Company Ltd—(just prior to joining The Combine), the directors of that company stated that 
the disappointing previous year’s results had been mainly due to “the keen competition in 
films” and that the strategy of amalgamating their cinema interests into Australasian Films 
and Union Theatres “will effect economies that will materially improve the profits of all 
branches of the business.”2 At the same meeting in a discussion about “the vexed question of 
films”, it was suggested that the company’s stock of films, valued at their cost of £39,158, 
was worth less than £5000, indicating the substantial financial risk that had developed in 
producing and owning films as assets. Hiring films, and allowing others to take the risk 
associated with production, came to be the preferred strategy for the distribution/exhibition 
sector in Australia.  
 
This early industry consolidation coincided with a period when American filmmaking style 
was rapidly moving away from its theatrical origins, whilst Australian films “developed a 
monotony that palled beside the increasingly accomplished imports.”3 Many Australian films 
of the period lacked the use of the newly emerging approach to coverage and editing, the 
now familiar cinematic “grammar,”which American films were developing. The Australian 
production sector also suffered when the NSW Theatres and Halls Act was amended in 
November 1912 to prevent the exhibition of films depicting “successful crime, such as 
bushranging, robberies and other acts of lawlessness which might reasonably be considered 
as having an injurious influence on youthful minds.”4 These new regulations—overseen by 
the police—ended the production of popular bushranging films. In the previous year, 
1911,more than 20% of total Australian production had been films of this genre.  
 
One of the most significant changes in economic practice that resulted from the new 
structural arrangements in the industry was that those involved in local production could no 
longer rely upon the exhibition sector for financing of their filmmaking activity, but had to 
find private financial backing for their endeavours. The impact was immediate: from a peak 
of 51 films in 1911, Australian production dropped to an average of 12 films a year for the 
next decade. The fates of film entrepreneur Charles Cozens Spencer and director Raymond 
Longford serve as an illustration of the shift in structural relations. From 1905 to 1912 
Spencer had built the largest integrated film organisation in Australia. He both produced 
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films from a studio in Rushcutters Bay and purchased films from overseas through an 
extensive buying network, exhibiting the company’s product in a number of cinemas across 
Australia. Longford—who became Australia’s most recognised silent film director—started 
working for Spencer in 1908 and directed a number of highly successful films prior to 1913, 
the profits from which Spencer invested back into his business. But despite being the founder 
of his company, Spencer’s Pictures Ltd, Spencer didn’t have sufficient control of the 
business to prevent shareholders agreeing to an amalgamation with The Combine. 
Reluctantly, Spencer became one of the directors of Australasian Films Ltd but resigned in 
February 19145 after the new company—now with an “assured supply of imported film”6 —
ceased production from the Rushcutters Bay studio. Spencer tried in vain to restart his 
exhibition interests but was prevented from taking a lease on the Lyceum Theatre (known as 
Spencer’s Lyceum) when Australasian Films Ltd successfully sought an injunction to 
prevent him trading under his own name.7 Longford’s career after 1913, now as a director in 
the production sector without the support of distribution/exhibition interests, was 
characterised, like many directors to follow, by “a professional insecurity that sometimes 
verged on the paranoid.”  
 
With World War I decimating the film production capability of most European nations, the 
Hollywood-based studios emerged as the dominant players in a now global film industry, 
producing more than 85% of the world’s feature films by 1920.8 In Australia the penetration 
of American films into the market was so rapid that it prompted a Royal Commission in 
1927, partly to examine trade practices but also to determine the extent to which American 
films might be seen as “propaganda” that undermined Australian culture.  In the debate that 
preceded the setting up of the Royal Commission, Federal Senator George Pearce reported 
that in the previous year (1926) America had supplied 649 of 697 feature films—or 93% of 
market requirements.9  Whilst the final report of the 1927 Royal Commission noted that most 
of the “Australian” distributors were no more than branch offices of major companies in 
America, the bulk of the recommendations of the Commission were unable to be 
implemented because of conflicts between State and Federal government jurisdictions, 
allowing the structural relations that had been established in the industry to remain 
essentially unchanged.  
 
During the decade that followed World War I, the Hollywood studios embarked on a careful 
strategy to protect the powerful position they found themselves in at the end of the war, 
forming the Motion Picture Producers and Distributors Association of America (MPPDA) to 
help protect the trade of American films internationally. Using purposefully acquired 
economic intelligence, Hollywood—with US Government support—rapidly moved into 
export territories like Australia establishing branch offices, buying into local distribution 
networks, and promoting American film with advertising budgets that far exceeded anything 
local producers could match.10 In addition, the studios used a number of less savoury tactics, 
notably the “block and blind booking” system that locked exhibitors into a studio’s (often 
undeclared) output of films for many months in advance. However, as the Hollywood studio 
system grew from strength to strength both creatively and financially (the “Golden Age” of 
Hollywood is said to have peaked in 1939), it backed its controlling structural stranglehold 
with product genres and stars that audiences around the world clearly enjoyed. “As a 
constituency was built up for comedies, westerns, stars and spectacles, part of the reliability 
the exhibitor sought from the distributor was that the films promised for the future would 
fulfil expectations. A comedy star would not turn up in Hamlet; a gunslinger would not 
venture into comedy; a spectacular would have more or at least equal spectacle and thrills to 
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ones shown previously. This was an aspect of the organisation of supply at which the 
American industry excelled.”11  
 
The impact of Hollywood’s sophisticated strategies on local production was compelling: in 
1929, with sound technology creating another barrier to entry for filmmakers and an 
economic depression drying up capital investment, no Australian feature films were released.  
  
More formal control of the exhibition end of the industry by American interests followed 
when, in 1930, Fox Film Corporation acquired a controlling interest in Hoyts Theatres Ltd, 
an exhibition based organisation that had grown through acquisitions and mergers during the 
1920s, and which provided some competition to The Combine’s Union Theatres outlets.  
One of those who sold shares to Fox was Frank W. Thring (who was also Managing Director 
of Hoyts at the time). Believing there was a market for Australian-made films both in 
Australia and Britain, Thring formed a production company (Efftee Film Productions Ltd), 
created a studio in Melbourne, purchased new sound equipment from America, and sent 
technicians to Hollywood in order to support his ambitious production plan. However, when  
Hoyts and Greater Union Theatres Ltd (a company created to acquire the assets of Union 
Theatres in 1931) agreed to combine their operations into a single exhibition business 
(General Theatres Ltd), established with the declared object of “eliminating the competition 
which had previously interfered with efficiency and economy,”12 Thring found distribution 
of his product in Australia almost impossible.  He became one of the most vocal campaigners 
for a quota system to support local production and, when the 1934 NSW Government Film 
Inquiry established quota provisions in NSW, Thring moved to Sydney to take advantage of 
the more encouraging environment.  However, the Government was unable to enforce the 
provisions of the legislation in the following years because of the lack of investment in, and 
capability of, the production sector—which was unable to meet the quality requirements of 
the legislation. The hopes for the production sector suffered further when Thring died 
suddenly in 1936, bringing about the closure of Efftee’s production operations.   
 
Another venture formed with the intention of taking advantage of the new quota system in 
NSW—National Studios Ltd and related company National Productions Ltd—proved an 
expensive failure. Despite building a new studio at Pagewood in Sydney and involving 
British and American cast and crew, the National group’s first film The Flying Doctor 
(1936) failed to make a return for its investors and the company ceased operations (although 
the Pagewood studio continued to be used sporadically).  
 
The only other organisation with any notable filmmaking capability at the time was the 
production operation of Greater Union, established by Stuart Doyle, the company’s 
Managing Director and a pioneer of the industry. (Doyle came to Greater Union through the 
major shareholder J.D. Williams Amusement Co. Ltd where he had worked since 1909). 13 
Using the company’s Bondi studio and laboratories, Doyle commissioned “the first all-
Australian talkie”14 On Our Selection (1932), based on the highly successful stage play that 
had toured the country with actor/producer Bert Bailey for more than 18 years. The success 
of the film enabled Doyle to justify the formation of a permanent production company, 
Cinesound Productions Ltd, a subsidiary of Greater Union Theatres Ltd. Doyle appointed his 
assistant Ken G. Hall to run Cinesound, and over the next few years Hall built a small 
movie-making business modelled on the integrated production-distribution-exhibition system 
used so effectively by Hollywood. With access to sufficient financial capital from Greater 
Union and able to rely upon the group for exhibition support, Cinesound survived longer 
than any other film production company of the era. However, in June 1937, Doyle—who 
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styled himself as a flamboyant movie mogul—fell victim to a power struggle within 
J.D. Williams and Greater Union Theatres and was replaced by Norman Rydge, reflecting 
the parent company’s increasing focus on delivering financially sustainable returns to its now 
distributed shareholders.15  In an interview with The Adelaide Mail the month after he 
resigned from 25 companies within the complex network of Greater Union-related cinema 
organisations, Doyle stated: “production is impossible in the present circumstances. 
Something must be done to prevent the infant industry from crashing entirely.”16 Doyle also 
pointed out that for an Australian production to be viable it must be sold to international 
markets: “at least 40 per cent of the profits must come from overseas, in our case, from 
England.”  He was referring to trading terms that had arisen in 1927 when, in order to protect 
its own cinema industry against Hollywood, Britain had put in place quota legislation (the 
Cinematograph Films Act), which extended to “the Dominions” including Australia. Access 
to this market had been of critical significance to Australian film producers over the previous 
ten years, but on 1 April 1938, the British Government withdrew the Act, leaving Australian 
films without protected access to the UK, a structural change that Norman Rydge called “a 
very serious blow to Australian production.”17 Cinesound—now under Rydge’s control—
only continued production beyond 1938 because the NSW Government began guaranteeing 
overdraft facilities for approved productions.  
 
 
The industry in 1938 
By 1938 the industry in Australia was characterised by a strong and vibrant exhibition sector, 
with many of the newly built city and suburban cinemas attracting record numbers of 
cinemagoers as the woes of the Depression faded. Two companies, Hoyts (owned by Fox) 
and Greater Union (owned by J.D. Williams, Spencer’s Pictures, Wests Ltd and 
Amalgamated Pictures Ltd) controlled the majority of these cinemas and had ended their 
monopolistic business arrangement with the restructuring of Greater Union. The 
“Amusements” page of the Sydney Morning Herald on Saturday 8 January 1938 lists the 
session times for 16 city theatres, 105 suburban picture theatres and 2 “country” picture 
theatres (Liverpool and Windsor). Amongst the vast array of mainly American films on offer 
in the city were: 100 Men and a Girl, a Universal Pictures musical starring Deanna Durbin; 
Maytime, an MGM musical with Jeannette MacDonald and Nelson Eddy; Wee Willie Winkie, 
a Twentieth Century Fox family film starring Shirley Temple; Souls At Sea, a Paramount 
Pictures drama starring Gary Cooper and George Raft; Night Must Fall, a psychological 
thriller produced by MGM; and The Perfect Specimen, a Warner Bros. comedy starring 
Australian Errol Flynn. The suburban cinemas were also screening mostly American movies, 
from Raoul Walsh’s comedy musical Artists and Models featuring Ida Lupino, to the Marx 
Brothers Day at the Races, and from Dangerously Yours—a crime thriller starring Cesar 
Romero—to North of the Rio Grande, a western starring William Boyd as Hopalong 
Cassidy. The only Australian film to appear anywhere in the listing was Cinesound’s Tall 
Timbers, which was supporting Day At the Races at the North Sydney Orpheum and 
screening with Universal Pictures crime thriller Armoured Car at the Mosman Rex.      
 
The amusements listing in Melbourne’s The Argus for Saturday 8 January 1938 shows that 
the 14 city cinemas and 30 suburban cinemas in Melbourne were showing a similar selection 
of films as their Sydney counterparts—nearly all American films, and predominantly 
musicals and romances (like Angel starring Marlene Dietrich and Love Under Fire, a 
romance set in the Spanish Civil war). No Australian films were screening in Melbourne.   
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Film distribution in 1938 was dominated by the activities of branch offices of American 
companies who operated together under the auspices of the Motion Picture Distributors 
Association of Australia (MPDA). The members comprised Fox Film Corporation 
(Australasia), Ltd, Metro-Goldwyn-Mayer, Ltd, Columbia Pictures, Pty Ltd, Paramount 
Pictures, Ltd, R.K.O. Radio Pictures (Australasia) Ltd, Universal Film Manufacturing Co. 
(Australasia) Ltd, United Artists (Australasia) Ltd, and Warner Bros First National Pictures. 
Ltd—the “big eight” of Hollywood, and they had convinced Sir Victor Wilson, a former 
Federal Cabinet Minister who had been responsible for Australia’s overseas trade, to become 
their President. Described by Prime Minister Bruce as “a typical Australian,”18 Wilson was 
the acceptable cultural face of an organisation that “existed in the space between a cultural 
Americanisation, which was politically contentious and was to be disavowed at all times, and 
an industrial Americanisation, seen as common sense within business.”19  
 
The local branch offices of the distribution companies provided exhibitors with bundled 
collections of Hollywood product, supporting the release of each film with substantial 
promotional budgets and media campaigns built around Hollywood stars.20 “Open an 
Australian newspaper of magazine in the 1930s or 1940s and there were beauty hints, short 
stories, fashion photos and studio news, all supplied gratis by companies like MGM.”21 The 
Australian Women’s Weekly issue of Saturday 8 January 1938 carried a special six-page 
supplement entitled The Movie World, with most of the copy devoted to stories about 
American films, actors and directors.  The most prominent image in the supplement was a 
large colour photograph of Cary Grant who had lead roles in three movies screening in 
Australia at the time (Topper, The Toast of New York and The Awful Truth, all made in 
1937). “Pressbooks and other promotional material were sent to Australia from the U.S. with 
instructions on how to exploit each movie”22 and, in the post-depression era, newspapers and 
magazines were the main target for getting this information to the general public. “Much of it 
was passed as news or unbiased observations.”23  
 
During the hearings of the 1934 NSW Inquiry into the Film Industry, Mr C. E. Munro, 
Managing Director of Hoyts Theatres Ltd, revealed the detailed extent to which distributors 
controlled publicity material: “The exhibitor was compelled to buy posters and other 
advertising matter from the distributor from whom he obtained the film. In certain cases the 
prices the exhibitor had to pay were from 100 to 700 per cent more than the prices he would 
pay if he obtained the advertising matter from local printers.”24 This was only one of many 
uncompetitive practices that had emerged since the 1920’s with the dominance of the 
Hollywood studio system, practices which had extended from the American domestic arena 
into Hollywood’s global markets. However, the power of the studios had not gone unnoticed 
and, in 1938 a serious anti-trust campaign emerged from within US Government agencies. 
When a law-suit was finally initiated (US v Paramount) the studios were charged with 
violating a huge range of trade practices: “principally block-booking, blind bidding, arbitrary 
designation of play dates, forcing shorts and newsreels (along with features) on exhibitors, 
discriminatory film rental rates, prohibition of double features (of A-class product), 
admission price fixing, pooling of filmmaking talent and assorted lesser charges.”25 Practices 
such as these formed part of the complex structural dynamics that had been established by 
the American studios over a twenty-year period. This integrated global business model 
operated in Australia in 1938 to ensure that American films dominated Australian screens 
and entertained millions of Australians.   
 
Hollywood’s power also operated to suppress local production, partly because a Hollywood 
film could recover its costs in the American market before being sold overseas. 
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“Hollywood’s economic miracle was that it spent much more on the movies it made than 
domestic producers could, but sold them cheaper, so that even in their domestic market, 
European, Australian, or Latin American film producers did not compete on equal terms with 
Hollywood.”26  Yet it was more than just this one aspect of the structural relations within the 
industry that worked against Australian producers. Charles Chauvel, giving evidence at the 
1934 inquiry felt that “a huge combine of exhibiting interests, dominated, or partly 
dominated, by American capital, which every month was developing its grip upon the whole 
industry, supplied the greatest menace to the development of Australian film production.”27 
Whilst some Australian producers in the 1930’s had found success with individual films, 
none had been able to build a sustainable business model producing local content, ultimately 
because of the lack of capital investment. This mirrors the characteristics of the British film 
production landscape of the same era, with research suggesting that, whilst Hollywood had 
access to international markets for the full range of their product, British producers (like their 
Australian counterparts) were only able to get access to the large American market for high 
end “hit” films, greatly increasing the risks of production.28 The integrated and globalised 
production-distribution-exhibition model that Hollywood developed so successfully only 
operated in one direction, and the Hollywood studios actively discouraged national cinema 
production all over the world.  
 
In February and March 1937, Vice President and Foreign Sales Manager of RKO, Phil 
Reisman visited Australia in order to help apply pressure to the NSW Government and 
ensure quota regulations were not enforced. He argued that unsustainable losses would result 
from American studios being forced into investing in local production, and threatened to 
withdraw American films from Australia altogether. “We have world interests to consider. 
Australia is only part of our field. We have already withdrawn from Italy and 
Czechoslovakia and Mexico, because of exorbitant demands. Those countries found they 
could not do without us and called us back again. We do not address the Government in a 
minatory spirit. We assure the Australian people that we are willing in any practicable way to 
help the establishment of a local industry. We will train Australian technicians in our 
Hollywood studios. We will submit to a tax on our earnings as a subsidy to Australian 
studios. But produce in this country we will not and cannot.”29  
 
The message the businessmen from American studios sent to the Australian capital market—
that investment in local film production was too risky—is a key characteristic of the industry 
of this era, and with the death of Frank Thring in 1936, Cinesound was the only permanent 
production operation in the country. The only other filmmakers operating in Australia in the 
late 1930’s—individuals like Charles Chauvel and Rupert Kathner—worked as one man 
bands, forming film companies for each project and spending much of their time and energy 
finding backers and raising the minimum amounts of finance necessary to move into 
production. “All the film industry needs to go ahead here is the full confidence the investing 
public,” said Chauvel in 1936.30 Rupert Kathner lamented the lack of infrastructure for 
aspiring filmmakers in a letter to the Editor of the Herald. “At the present time the Australian 
directors must not only have the right perspective of dramatic and artistic values, but must be 
business men, company organisers, financiers, and publicity men all combined.”31 
 
By 1938, with war looming in Europe, the NSW quota system abandoned, and without 
preferential access to the British market, the only producers with any business confidence 
were Norman Rydge and Ken Hall who had established continuous production at Cinesound. 
At a Melbourne Press lunch in 1938, Rydge stated that ninety-five per cent of the films 
shown in Melbourne were of American origin, and the minds of young Australians “were 
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being developed to American ideals.” He then announced that Cinesound Productions Ltd 
would invest £200,000 in new productions in the coming year with the ultimate aim of 
making 40 pictures a year. Hall joined in the rather outrageous optimism, stating: “the 
Australian moving picture industry was appealing for public support, not on the grounds of 
patriotism, but of merit. Henceforth Australian films would stand comparison with 
Hollywood’s best.”32 What happened over the next twenty years would show that both 
Rydge’s aim and Hall’s appeal were wildly overambitious. It took sixteen years for the next 
forty Australian feature films to be made, and between 1938 and 1958 (the period of this 
survey), only fifty films were produced. Although there are some accomplished exceptions, 
very few of those compare favourably with the best of Hollywood from the same era.  
 
 
The Survey 
As discussed in more detail in Chapter 3 of this work, the period of Australian cinema 
surveyed (1938 to 1958) corresponds to the twenty years in which film noir emerged as a 
genre. Of the fifty-one films under review, thirteen were produced by overseas companies, 
including The Overlanders (1946) and Bitter Springs (1950), made by Ealing Studios from 
the UK, Kangaroo (1952) a B-Western made by Twentieth Century Fox, and Ken Hall’s 
Smithy (1946), made by Columbia as a way of using funds frozen in Australia during the 
war. Of the remaining thirty-eight films, nearly half came from just four Australian directors; 
Ken G. Hall, Charles Chauvel, Rupert Kathner and Lee Robinson.  
 
The survey also includes one film from 1959, The Siege of Pinchgut, directed by Harry Watt 
and produced by Britain’s Ealing Studios. It has been included partly because it was the last 
film of Ealing’s Australian output (and Ealing’s final film), the last feature film of Harry 
Watt who was a key figure in the period under review, and the last film of the 1950s. 
However, it is also included because it employs a number of the stylistic techniques 
associated with the film noir genre, the subject of this exegisis. The other films of 1959—
effectively skipped by the inclusion of The Siege of Pinchgut—are two large budget overseas 
productions directed by foreign directors and with predominantly foreign lead actors 
(Stanley Kramer’s On The Beach and Leslie Norman’s Summer of The Seventeenth Doll) and 
Lee Robinson’s final feature film (as Producer) The Restless and The Damned, directed by 
Frenchman Yves Allegret, shot in Tahiti using mainly French actors, and never released in 
Australia.  
 
The survey that follows puts each of these fifty films in its production context, gives an 
overview of the film’s story, provides a brief commentary and detailed plot outline, and lists 
the production credits.  
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FILM THE BROKEN MELODY 

YEAR OF RELEASE 1938 
PRODUCTION COMPANY CINESOUND FEATURES 

DURATION 82 MINUTES 
 

SCREENPLAY FRANK HARVEY 
DIRECTOR KEN G. HALL 

PRODUCER KEN G. HALL 
 
 
Context 
Established in 1931 as part of the reorganisation of the Greater Union Theatre group of 
companies, Cinesound Productions tapped into the undernourished market for local content 
with their first feature film in 1932, an adaptation of the highly successful stage play, On Our 
Selection, starring comic stage actors Bert Bailey and Fred MacDonald as Dad Rudd and his 
son Dave. With Ken Hall at the helm of Cinesound, the company quickly established itself as 
Australia’s best effort to reproduce the American industrial model of film production and 
distribution, and Hall—who had been sent to Hollywood in 1925 when working for First 
National Pictures—had a keen interest in making films with a wide audience appeal.  
 
The Broken Melody was made after a string of successes and at a busy time for Cinesound, 
with Hall aware that continuous production was the only way to spread the large overhead of 
running his studio and permanent production team. Despite Hall’s success with Cinesound, 
the Greater Union group as a whole was struggling under huge debts that entrepreneurial 
Managing Director Stuart Doyle had incurred with the building of a number of prestige 
theatres (including the State Theatre in Sydney) just before the Great Depression. As a result 
of pressure from the banks, Doyle left the group as The Broken Melody was being made, and 
Hall then had to contend with Norman Rydge, an accountant without the flair of Doyle and a 
man far less comfortable with the risks of film production. It was the last serious film that 
Hall made until Smithy (1946), the market orientated filmmaker believing that the impending 
war in Europe and the change of management called for humour. “When times are tough, 
make comedy,” he wrote in his autobiography.  “I was wedded to the policy, now 
particularly, when it was obvious people wanted to laugh, to be cheered up in a grim 
world.”33 
 
Based on a novel by F.J.Thwaites, Hall adapted The Broken Melody story for the screen 
himself, building it around “a spectacular operetta climax” that required recording an 
orchestra and choir in the primitive Cinesound studio in Bondi (a converted ice-rink).34 Hall 
cast old friend Lloyd Hughes in the lead role, keeping him on from Cinesound’s previous 
movie Lovers and Luggers (1936). 
 
Story Overview 
A romantic drama of errors with a theatrically comic tone and an operatic finale, The Broken 
Melody follows the fall and rise of John Ainsworth (played by American Lloyd Hughes), a 
talented musician and well educated young man who is heir to a struggling sheep station. 
After a brawl over nightclub singer Ann Brady (Diana du Cane), John is expelled from 
University and disowned by his father. Unable to find a job John befriends homeless petty 
criminal Joe Larkin (Alec Kellaway), and starts busking with his violin. Joined in his 
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destitute situation by Ann—who has also been thrown out of her job—life for the homeless 
lovers seems to have hit bottom until John’s musical talents are recognised by a passing café 
owner, who brings him to the attention of opera producer Monsignor Jules de Latanac (Frank 
Harvey).  
 
Taken to England and separated from Ann, John composes and conducts for the renowned 
but petulant opera singer Madame Henriette Le Lange (Rosalind Kennerdale) and regains 
fame and fortune under the pseudonym John Hilton, with the faithful Joe assisting as valet. 
With Ann in his thoughts, he writes an opera about their life together on the streets entitled 
The Broken Melody. A tour to Australia gives John the chance to reconcile with his father, 
save the family farm and reunite with Ann, she singing and he conducting the final love song 
of his opera The Broken Melody.  
 
Commentary 
The film is entirely shot on a series of unimaginative studio sets lacking in sense of depth, 
with the exception of several montages that give glimpses of a less theatrical world beyond. 
Operating with a very small budget ($20,000 compared to an average Hollywood studio 
production budget of $500,000 in 1938/39) Hall stages the action economically, with an 
emphasis on vocal performance, which is frequently stilted and melodramatic.35  There is no 
camera movement, no dramatic use of lighting, and shot selection follows a simplified 
version of the classical Hollywood progression: establishing shots (rarely wide) cut to 
medium and medium close ups as the drama of each scene unfolds. Only the montages (of 
the University boat race at the film’s opening and of John walking the streets) show a hint of 
cinematic flair, the bulk of the film having a decidedly theatrical feel. The film’s music is its 
greatest strength, John’s haunting violin theme punctuating his difficult journey, and the final 
opera scenes (with original music by Australian composer Alfred Hill) more than strong 
enough to carry the romantic conclusion to the film.  
 
Detailed Plot  
In the Sydney versus Melbourne University rowing race, Sydney just wins and John 
Ainsworth (the crew’s stroke) is heralded as a hero. Before the team retreat for a drink, they 
throw the cox in the river. 
 
Later that day at the Embassy Club, John watches a singer named Ann, who he clearly 
fancies and thinks has a great voice. By way of honouring the rowing race win, John is called 
up to play violin with the band on stage—which he does with ease—and it’s clear that he has 
musical talent of his own. After his performance, and clearly somewhat under the influence 
of alcohol, John approaches Ann and kisses her. However, she is being watched carefully by 
“management,” who intervene to bring her away from John. A fight breaks out amongst the 
boat crew and other patrons and there is uproar in the club. 
 
Back at John’s family property, John’s sister Nibbs shares a newspaper report of the riot, and 
John’s subsequent expulsion from University with their neighbour Esther. When John 
arrives, Nibbs expresses concern about their father finding out John’s disgraced situation, 
and John agrees to tell his father after dinner that night. 
 
In the family living room after dinner, John plays violin before talking with his father, 
Michael, who wants John to take over the property and marry Esther. John tells his father 
that he’s been expelled from University and Michael then insists John stay on the farm. To 
reinforce the importance to John of the need for hard work, Michael tells his son the story of 
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his own father who went to England for culture—rather than work on the farm—and lost all 
his money, putting significant strain on the family finances. It is clear from Michael’s story 
that the property is still in debt, and the increasingly heated argument between father and son 
about sheep/labour versus culture/drink ends with John being kicked out of the house.  
  
Without a home or a job, John treads the streets as the effects of the Depression hit. Low on 
money, he bumps into two old friends who ask him to join them for a drink. In the pub John 
gets touchy about his situation before the three men are accosted by a grubby 
salesman/beggar (Joe Larkin) who steals a watch from one of John’s friends and plants it on 
John. Afterwards in the street, Joe suggests John join him in his exploits as a pickpocket and 
tells John where he can be found. John thinks about the offer.  
 
Sometime later John is looking for Joe at night when he comes across a group of other 
homeless men. Sick, John staggers into a “cave” near The Rocks in Sydney where Joe lives, 
and reflects on the fact that his privileged education hasn’t given him a job in the past six 
months. He agrees to take Joe’s shoelaces and start selling them on the street.  
 
Time passes in a montage of the lights at Circular Quay, and John is thrown out of a pub 
drunk, where he talks to a dog. As he walks home he notices a woman on the water’s edge 
about to commit suicide. He stops her from jumping and discovers it is Ann, also now on the 
street after being thrown out of the club and prevented from working elsewhere. She joins 
him at Joe’s “castle” and they joke about a better life. By the end of the evening John has a 
plan to become a violin busker.  
 
John plays, and after some time he comes home with a small amount of money to find Joe 
has gone to try and get himself arrested, in order to redeem himself. John decides to give 
Ann the name of “Raggedy Ann,” and they talk of a future together. Meanwhile Joe fails in 
his attempts to go to jail, and returns to find John and Ann embracing. John decides to play 
violin and a car pulls up nearby with a wealthy restauranteur Sam Harris, and his girlfriend 
Bella. They overhear John’s playing and invite him to come and play at The Red Hat the 
next day. John turns up and gets the job. 
 
After becoming a success at The Red Hat, John is made an offer to come to London by 
Monsignor Jules de Latanac, a producer who is impressed with John’s composing skills. 
When John asks if Ann can join them, de Latanac insists that Ann—as “a crooner”—will 
have to stay. John says he won’t leave without her and explains their story to de Latanac. In 
the meantime Bella has told Ann that she is the only thing holding back John from this new 
opportunity, and she reluctantly agrees to stay behind. When Bella returns to John and de 
Latanac she discovers that there has been a change of heart and de Latanac has agreed that 
Ann can come to London as well. When John goes to tell Ann the good news, she has left. 
John writes a letter to his sister Nibbs, telling her of his plans to leave for England.  
 
Nibbs comes to see John off and discovers that Joe is now John’s valet. Unknown by John, 
Ann is watching.  
 
Once in London, de Latanac introduces John to the “primadonna” queen of the opera world, 
Henriette Le Lange. She is demanding and spoilt but likes John and his compositions and 
agrees to take him on.  
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As time passes, John—who changes his surname to Hilton—conducts and writes for 
Henriette and becomes famous as the writer of the opera Lost Paradise. He tours Europe, 
gaining fame and fortune.  
 
One evening at dinner with John and Henriette, de Latanac announces that they have been 
offered a tour of Australia and New Zealand. Jules leaves and Henriette declares her love for 
John but he isn’t interested. He tells her of his new work The Broken Melody, clearly a story 
inspired by his love for Ann and their life on the streets. When Henriette proclaims that she’d 
like to sing it, John refuses saying he is only thinking of Ann. They argue until John receives 
a telegram with news that his father is gravely ill. He agrees to the trip to Australia and for 
Henriette to sing the lead in The Broken Melody.  
 
Once in Australia, John meets up with Nibbs who tells him that their father isn’t aware of 
John’s new name or fame. In ill health, Michael has a heart attack after a meeting with the 
bank who inform him that the property must be sold. Ann and Joe happen to both be in the 
crowd of people who see Michael collapse and, after he is taken to hospital, they have dinner 
and catch up with all the news, Ann learns that John changed his name to Hilton, and Joe 
learns that Ann is now at the Conservatorium, training to be an opera singer. Joe tells Ann 
about The Broken Melody, and that it was written for her, and he develops a plan.  
 
Meanwhile, in the hospital where Michael is unconscious, John tells Nibbs that he has 
secretly bought the farm. 
 
Back at the opera, Joe negotiates with de Latanac to replace Henriette in The Broken Melody 
with Ann. De Latanac resists but agrees to allow Ann to become an understudy after Ann 
sings for him. With John absent from the opera Henriette becomes increasingly agitated, and 
when John hears that his father has regained consciousness, he declares he will not conduct 
the opera that night. Although annoyed, Henriette sings the first half of the show, and we see 
an operatic version of Joe’s Cave with Henriette and a tenor playing the two lovers, John and 
Raggedy Ann. At the end of the first Act, Henriette throws another tantrum. 
 
At the hospital, John decides to enter his father’s hospital room playing violin in order not to 
frighten him. Father and son are reconciled.  
 
At the opera, Joe has put his plan into place and ties up Henriette so that Ann can play the 
lead role in the second half of the show. John returns to conduct and discovers it is Ann 
singing “their” song. She is a triumph and whilst de Latanac rescues Henriette and proposes 
to her, Ann and John are re-united as the curtain closes. 
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Production Credits 
Produced and directed by Ken G. Hall 
Based on the novel by F.J. Thwaites 
Screenplay—Frank Harvey 
Photography—George Heath 
Sound—Clive Cross 
Film Editor—William Shepherd 
Art Direction—Eric Thompson 
Special Effects—J. Alan Kenyon 
Assistant Direction—Ronald Whelan 
Production Management—John Souter and Harry Strachan 
Dialogue—Frank Harvey 
Casting—George Cross 
Costume—Mavis Ripper 
Original Operatic Score and Violin Theme written and composed by Alfred Hill 
Incidental Music—Horace Keates 
Conductor—Hamilton Webber 
 
John Ainsworth—Lloyd Hughes 
Ann Brady—Diana du Cane 
Monsignor Jules de Latanac—Frank Harvey 
Madame Henriette Le Lange—Rosalind Kennerdale 
Joe Larkin—Alec Kellaway 
Sam Harris—Harry Abdy 
Bella—Rita Paunceford 
Michael Ainsworth—Harold Meade 
Nibs Ainsworth—June Munro 
Bullman—Ronald Wheelan 
The Tenor—Lionello Decil 
London Maid—Letty Craydon 
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FILM LET GEORGE DO IT 
YEAR OF RELEASE 1938 

PRODUCTION COMPANY CINESOUND PRODUCTIONS 
DURATION 70 MINUTES 

 
SCREENPLAY GEORGE WALLACE & FRANK HARVEY 

DIRECTOR KEN G. HALL 
PRODUCER KEN G. HALL 

 
 
Context 
George Wallace was a well known and much loved stage comedian who made three films for 
Melbourne-based Efftee Film Productions in the early 1930s after the Depression finally 
killed off the vaudeville comedy circuit. When Efftee founder and director Frank W. Thring 
died suddenly in 1936, Ken Hall was quick to offer Wallace work at Cinesound, knowing 
that the popularity of the “physically gifted” Wallace and his clowning everyman persona 
would help the commercial viability of the studio at a time when comedy was what Hall was 
determined to produce.36 Hall described Wallace’s Efftee films as “more or less filmed stage 
revues” and suggested that Wallace use his physicality in action-comedy with farcical 
storylines.37  Hall’s instincts were proved correct and the two films that Wallace made with 
Hall (Let George Do It and Gone to the Dogs) were both box-office hits.  
 
Story Overview 
In this highly contrived, episodic and often manic film created by Ken G. Hall as a vehicle 
for George Wallace’s physical form of comic acting, Wallace plays Joe, a hapless stage hand 
who decides to kill himself when he cannot have the woman of his dreams. After a failed 
poisoning attempt, Joe takes out a contract on his own life with a local a gangster who 
accepts Joe’s will as payment. But when Joe discovers he has received a large inheritance, he 
must escape the gang, claim his fortune, and return to his dearest friends at his boarding 
house.  
 
Commentary 
Despite being punctuated by staged set pieces that allow for Wallace’s charismatic stand-up 
comedy routines (including one very long on-stage routine with a magician) the film retains 
a naïve charm thanks to the performances of Wallace and Joe Valli. Hall keeps the pace 
snappy with the gags coming thick and fast from start to finish, and selects his shots to best 
frame Wallace’s actions, either wide to capture his rubber-legged antics and dancing or in 
closer to show facial expressions. There is little attempt to hide the flatness of the studio sets 
in use, although the use of rear-projection techniques in the final boat sequence adds a more 
cinematic flavour. 
 
Detailed Plot 
After a montage of clocks, a strangely constructed Heath-Robinson style alarm clock wakes 
a man (Joe) in a boarding house. After accidentally sitting on his cat, Joe is visited by his 
friend Happy Morgan, and the two men practice a vaudeville act they hope will one day get 
on the stage. Hearing the noise below is housemaid Clara and landlady Mrs Burke. Stylish 
and sophisticated Molly enters and it becomes clear that whilst Clara has eyes for Joe, Joe’s 
interest is in Molly.  
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At work as a stagehand in a vaudeville show, Joe is a bumbling idiot, causing mayhem as he 
tries to help. When the show starts, Joe accidently gets involved on stage in a long sketch 
with magician Mysto The Great, and then is promptly fired by the Stage Manager, despite 
being a hit with the audience. Two other members of the show then trick Joe into getting a 
waiters job at a café called Martinis. Once there, Joe finds Molly and gets fired again after 
causing a disturbance.  
 
Joe, who is waiting on news of an inheritance, is then tricked into believing the money is his. 
He decides to propose to Molly but finds her kissing John. Realising both that he has been 
tricked and that Molly is to be engaged to another man, Joe decides to get drunk with Happy. 
They sing and dance in a bar and then Joe decides to commit suicide.  
 
Joe’s first choice is poison, and the two friends visit a cross-eyed chemist who gives Joe a 
potion that makes him breathe fire. Joe then decides to ask a well-known gangster (Zilch) to 
get himself bumped off. As Joe has no money to pay Zilch for his services, Joe agrees to 
make a will, leaving Zilch all his possessions. After signing the deal, Zilch’s men mess up 
the shooting and Joe remains alive.  
 
We then discover via a scene at Joe’s solicitor’s office that Joe has indeed been left a lot of 
money as an inheritance, and it will be his provided he signs a specific document in two days 
time. However, Joe has gone into hiding, and a day goes past before he discovers the news 
after hearing about it on the radio. Meanwhile Zilch also hears about the money and wants to 
capture Joe in order to make it his own. Joe then agrees with his solicitor to sign the 
document at 4pm the next day but is captured by Zilch’s men and taken to a hideout at Shark 
Cove. Happy, who witnesses Joe’s kidnapping gets Clara and Mrs Burke to help rescue Joe.  
 
At Shark Cove, Zilch tries to cut a deal with Joe, suggesting they split the money 50/50 but 
Joe won’t agree. Joe sings, dances and fights with his captors before escaping with Happy 
and Clara, firstly on horseback and then on a boat that zigzags across the harbour causing 
chaos. Joe evades Zilch, signs the document in the nick of time, and ends up in a swimming 
pool with Clara. 
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Production Credits 
Produced and Directed by Ken G. Hall 
Screenplay George Wallace and Frank Harvey 
Adapted from an original story by Hal H. Carlton 
Photography—George Heath 
Sound Recording—Clive Cross 
Art Direction—Eric Thompson 
Special Effects—J. Alan Kenyon 
Film Editor—William Shepherd 
Assistant Director—Ronald Whelan 
Production Management—John Souter and Harry Strachan 
Casting—George Cross 
Musical Direction—Hamilton Webber and Maurie Gilman 
Water Ballet—Jan Kowsky 
 
Joe Clarke—George Wallace 
Clara—Letty Craydon 
Happy Morgan—Joe Valli 
Mysto The great—Alec Kellaway 
Molly—Gwen Munro 
Unk—George Lloyd 
Elmer Zilch—Harry Abby 
John Randall—Neil Carlton 
Mrs Burp—Leal Douglas 
Stage manager—Jack Settle 
Mame Montez—Mille Boris 
Poultry Farmer—Sid Booby 
Martini—Lou Vernon 
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Context 
Alexander Roy Harwood was working for an insurance company in Tahiti in 1925 when he 
witnessed the making of Maurice Tourneur’s Never The Twain Shall Meet (1925)38—a South 
Seas drama made for MGM and now lost. On his return to Australia Harwood began a long 
involvement in the movie business, producing, directing and exhibiting films from the end of 
the silent era into the 1950s, and he is credited with producing and directing the first 
Australian “talkies” (Spur of The Moment and Isle of Intrigue, both released in 1931) which 
made it to the screens just two weeks before F.W Thring’s Diggers (1931).39  
 
Harwood’s work prior to Show Business also included The Man Who Forgot (1928), Secret 
of the Skies (1934), and The Avenger (1937), mainly melodramas involving crime and 
double-crossing. Few received anything other than scant praise and more than half of his 
films no longer exist. Harwood made his films through various production companies and—
like many of the filmmakers of the day—found it difficult to raise capital and create a 
permanent infrastructure to support his ambition. At the 1934 inquiry into the Film Industry 
in NSW hearings in Sydney, Harwood (then representing Centenary Films Ltd, the 
production company for Secret of the Skies) said that “Australia was in a position to become 
one of the greatest film-producing countries in the world, but owing to the ramifications of a 
certain combine, progress in establishing this industry in Australia was considerably retarded 
… with the only worthwhile avenue of release dominated, the independent Australian 
producer was in a very precarious position.”40  
 
Although a quota system was introduced in 1935, by 1938 it had all but disappeared, a 
consequence of the subsequent legislation that watered down protection, the failure of 
Australian filmmakers to produce sufficient films of high enough quality, and the collapse of 
the British film industry and the distribution access provided by this market to Australian 
producers. Harwood’s film The Avenger was the last Australian film to receive quota 
admission to the United Kingdom before the legal changes came into effect in the UK, a deal 
that was worth 45% of the production cost of the film. In a statement made at the time, 
Harwood pointed to the behaviour of USA-backed distribution/exhibition companies in 
Australia who had never been in favour of the quota system: “There is a definite revolt by 
representatives of the American exchanges against the New South Wales Quota Law. 
However, my company has faith in the premier, Mr Stevens, who stated recently that it was 
the intention of the Government to enforce the amended Act passed last December. If that 
Act is enforced, my company will make another film in Sydney.”41 
 

FILM SHOW BUSINESS 
YEAR OF RELEASE 1938 

PRODUCTION COMPANY NEW ERA FILM PRODUCTIONS 
DURATION 90 MINUTES 

 
SCREENPLAY FRANK CHAPPLE 

DIRECTOR A.R. HARWOOD 
PRODUCER A.R. HARWOOD 

 

LOST  

FILM 
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Show Business (lost with the exception of a few rushes) told the tale of a scheming nightclub 
performer named Nina who convinces the wealthy father of two brothers to finance her stage 
show. Although the film was passed for quota purposes in Victoria and New South Wales, it 
failed to find a release in any of the major cities in Australia.42 The fragments of the film that 
remain reveal wooden performances and a static approach to staging. Once completed, 
Harwood abandoned attempts to make another movie for 14 years, believing that without 
access to the UK market it would be impossible for producers to remain viable. In 1952 
Harwood made his last film, a remake of Show Business called Night Club (see page 187).  
 
 
Production Credits 
Produced and directed by A.R. Harwood 
Screenplay by Frank Chapple 
Original Music by Frank Chapple 
Cinematography by Arthur Higgins 
Production Manager—Neville Bletcher 
Assitant Director—Chick Arnold 
Sound—Mervyn Murphy 
 
Bert Matthews—Cogs 
Joyce Hunt—Nina Bellamy 
Fred Tupper—Fred Hamilton 
Chick Arnold—Red 
Bonnie Dunn—Tap Dancer 
Barbara James—Singer 
Betty Matear—Jean 
Jimmy McMahon—Wally Winter 
John Barrington—Bill Winter 
Guy Hastings—Sir James Winter 
Douglas Stuart—Benson 
Fay Astor—Elsie 
Charmaine Ross—Joan 
Paul Leon—Jackson 
Jimmy Coates and his Band, The Pathe Duncan Ballet 
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FILM TYPHOON TREASURE 

YEAR OF RELEASE 1938 

PRODUCTION COMPANY 
COMMONWEALTH FILM 
LABORATORIES 

DURATION 85 MINUTES 
 

SCREENPLAY JOHN P. MCLEOD 
DIRECTOR NOEL MONKMAN 

PRODUCER R.L. WILKINSON 
 
 
Context 
Born in 1896 in New Zealand, Noel Monkman immigrated to Australia after the First World 
War where he studied music and worked as a musician in the “silent” film days. With a love 
of marine biology developed as a child wandering the coastline of New Zealand, Monkman 
became a pioneer of both micro-cinematography and underwater diving, and made two 
experimental scientific films on the life cycles of the mosquito and the hydra. He and his 
wife and filmmaking partner Kitty Gelhor established a private marine station on Green 
Island on the Great Barrier Reef in 1929 and made several underwater films of life on the 
reef that were distributed all over the world.43  
 
In 1931 Monkman and theatre/cinema entrepreneur Frank W. Thring formed Australian 
Educational Films, producing eleven short documentaries, the first five of which were filmed 
on the Great Barrier Reef as The Great Barrier Reef Series44 and the remaining six shot in 
Far North Queensland, and known as the Monkman Marvelogues.45 Monkman then 
embarked on an expensive and personally frustrating campaign in support of an Australian 
film quota in New South Wales, an experience that left him in debt, deeply cynical but well 
connected. He initiated the formation of the NSW Talking Picture Producers’ Association so 
that producers could speak with one voice at the hearings examining the quota issue (The 
Association included Raymond Longford, Frank Thring’s Efftee Productions, Chauvel’s 
Expeditionary Films but notably not Cinesound’s Ken Hall).46 In a letter to the editor of the 
Sydney Morning Herald in June 1935, Monkman suggested that the biggest obstacle to 
encouraging Australian film production was not a lack of capital but “the insidious 
propaganda over many years which has been circulated to interested parties who were not 
desirous of seeing a film production industry in this country. This propaganda was designed 
to show that Australian films could not be made of a high enough standard to be worthy of 
exhibition and therefore would not give an adequate return to the investor.”47  In his 1962 
autobiography he writes that this undermining of the legislation by “foreign film interests” 
was made easy by the general public’s “reluctance to admit that their fellow Australians can 
excel except in the field of sport.”48 To pay his debts, Monkman continued to make and sell 
work “ghost filming” allowing other people to take credit for his documentary work.  
 
By 1936 Monkman felt confident enough to extend his skills to narrative film, and Typhoon 
Treasure was the first of two features he directed between 1938 and 1941, and was produced 
by Commonwealth Film Laboratories, a private processing lab and studio based in Sydney 
that had been established in 1925.49 By the mid 1930’s Commonwealth Film Laboratories’ 
core business had become the creation of prints of American feature films for distribution in 
Australia, although the company also provided technicians for film productions. Throughout 
the 1930’s and 1940s the company also invested in a number of documentary and feature 
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film productions (including Eaglets—a 1934 documentary, Mystery Island—a 1937 feature 
film,50 and Charles Chauvel’s Rats of Tobruk (1944) (see page 91). Although Typhoon 
Treasure was originally intended as a co-production with Efftee Films, Commonwealth Film 
Laboratories became the sole production company following Thring’s death.51 Cinesound 
had also tried to acquire the screenplay written by Monkman, but he was determined to direct 
the film himself.52 The underwater sequences were filmed on Green Island where Monkman 
lived and had established an underwater photography and filming operation as part of his 
marine station. The film was sold to American distributor Ace Picture Productions in 1939.53  
 
Story Overview 
A full-blooded tale of adventure involving pearls, wild natives, crocodiles, sharks and drug 
smugglers, Typhoon Treasure opens with the shipwreck of a pearling lugger that leaves only 
one man—Alan Richards (Campbell Copelin)—barely alive. Rescued by fishermen and 
taken to ashore, he is tended by Jean (Gwen Munro) and joined by Scotty MacLeod (Joe 
Valli) in a race to recover the pearls lost when his boat went down. Competing with him are 
drug smugglers Buck Thompson (Douglas Herald) and Alfred Webb (Ken Brampton) who 
take the only boat to the site, forcing Richards and Scotty to trek overland with their guide 
Utan (as himself). On their journey they must scale cliffs, fight crocodiles and hostile natives 
and negotiate a wild river. Although Utan is killed, Richards and Scotty find their way to the 
reef where Thompson and Webb are moored and manage to out manoeuvre them before 
retrieving the pearls using underwater diving techniques. The film ends with Webb eaten by 
sharks and Jean and Richards agreeing to marry.  
 
Commentary 
The film’s adventurous spirit and driving narrative help overshadow a number of directorial 
problems, in particular the theatrical performances of studio-based scenes and Monkman’s 
difficulties in switching from the documentary form to covering close dramatic action. 
Outdoors and underwater, where the dialogue is sparse and the human drama more spread 
out in the natural world, Monkman is much more comfortable and the film has some fine 
cinematic moments. Highly unusual for its time, Monkman employs the use of zoom 
techniques, frowned upon in Hollywood until the 1970s, and features an extended and 
dramatic sequence of underwater cinematography years before it was popularised by Dr 
Hans Hass in the 1940’s and Jaques-Yves Cousteau in the 1950’s. The film’s 
characterisations are thin, partly due to the expositional script, credited jointly to Monkman 
and John P. McLeod (who was a writer with Frank W. Thring’s Efftee Productions when 
they held the rights to the story).  
 
Detailed Plot 
With scrolling opening credits and a shrieking wind, boats are tossed in a stormy sea. The 
next day four men on a small fishing vessel see a man floating in the water and drag him 
onto their boat. They arrive at the Mandana Trading store where we are introduced to Scotty 
MacLeod—and where the man is taken ashore.  
 
The shipwrecked man, named Alan Richards, is taken care of by Jean Roberts who gives him 
brandy, bathes him and finds a pearl around his neck. Scotty meets Richards, gets him 
clothes and warns him about Buck Thomson who is going to marry Jean.  
 
Recovered, Richards shaves and explains the loss of his boat and a load of pearls. 
He wants to salvage the boat and discovers that Thomson can help, as he has diving gear.  
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Meanwhile, on another boat, a customs inspector is watching torch flashes being exchanged, 
and arrests a man called Sam who he’s been watching all the way from Shanghai.  
 
The next day an older man named Alfred Webb arrives on Thomson’s boat. Webb meets 
Richards and suggests he work together with Thompson to recover the pearls, and when 
Thompson arrives a deal is struck, giving Thompson 40% of the salvage return. After 
studying a map, they realise it will be a day’s journey through the jungle to get to the coast 
where the boat is.  
 
While Jean runs along the beach with Richards, Thompson brings a suspicious consignment 
to Webb. Richards explains to Jean that he’ll be gone in a couple of days and recalls a 
notorious man named Thompson from Shanghai, along with a Captain Webb. When he 
insults the two men Jean gets upset and returns home, but Thompson—now drunk—grabs 
her inappropriately. Scotty intervenes and is knocked out, but Richards hears Jean scream 
and comes to the rescue, knocking out Thompson. Jean leaves, refusing to confirm to 
Richards if Webb is really her uncle.  
 
The next day Richards and Scotty share brandy and a joke, while Jean discovers that 
Thompson has gone for two weeks. She rows out to Webb’s boat and accuses him of 
stealing. Richards and Scotty see Webb leaving and —having witnessed Jean talking to 
him—thinks that she is in on their secret operation. Richards prepares to leave—taking a 
gun—and decides to walk the distance to the coast. Scotty helps Jean and tells her that 
Richards thinks she’s in on it, urging her to do something to change his mind.  
 
Whilst Richards is sleeping in the jungle, Scotty catches up with him and tells him that Jean 
isn’t in on the deal. Richards says he won’t return anyway and Scotty decides to join him 
with a native man guide named Utan. That night they hear drums in the distance and start to 
worry about the natives.  
 
The next morning, the three men walk through the jungle and come to a cliff. Richards 
believes they can make it down rather than walk around, and Utan ties vines to one end of a 
tree so they can climb down. Scotty slips but is saved. 
 
Back at Jean’s house, a Patrol Officer named Barker arrives to see Webb and tells Jean that 
Webb and Thompson are distributing dope. He searches the house, finds a package of drugs 
and decides to go to Pakema Reef where Webb, Thompson and Richards are all headed. Jean 
begs to go with him, and he agrees.  
 
In the jungle where Richards, Scotty and Utan continue their journey, drums are beating and 
natives from a river village start a war dance before charging into the jungle. They throw a 
spear at Scotty and the three men fire back but start to run out of bullets. To save the day, 
Richards throws a cartridge belt on a fire, causing panic with the natives and allowing the 
trio to escape. They steal a canoe and paddle away, only to come to a waterfall. Unable to 
come ashore because of hostile natives, Utan is killed and Richards and Scotty escape into 
the jungle. After a while they realise that they must get back to the river but are chased by 
natives and crocodiles. As the water gets saltier, and they realise they are nearly at the sea, 
and Richards fights crocs with a stick while Scotty loses a boot in the mud. They finally 
arrive at the coast, with Pakema reef around the next headland.  
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Meanwhile on the boat, Thompson gets out of his diving gear to announce that he has found 
Richard’s wrecked lugger but didn’t get the pearls, which are too deep. They agree that 
they’ll get them the next day.  
 
Richards and Scotty see the boat and creep closer. They watch as three men come ashore in a 
dingy, with three others left on the boat. They steal the dingy and row to the boat whilst the 
men ashore find barrels stashed. They then see that their dingy is gone and yell for help.  
 
On board Scotty and Richards manage to overcome Webb and Thompson and tie them up. 
The next morning Richards puts on the diving gear and Scotty forces Thompson to help with 
diving operations. However, Webb unties his bindings, cuts Richard’s air hose just as he 
finds the pearls, and makes his way to the deck. Thompson knocks out Scotty but Webb falls 
into the water and is eaten by a shark. With Richard’s air running out a speedboat arrives 
with Jean and Barker—the Patrol Officer—but they are shot at.  
 
Scotty regains consciousness as Thompson kills the speedboat driver, and Barker jumps 
aboard the boat and saves the day. Jean comes on board and finds Scotty who tells them that 
they must pump air urgently for Richards. They get to the pumps quickly and Richards—
who has collapsed—revives. They lower another rope to bring him up with the pearls. 
 
Later, on another boat, Richards and Jean agree to get married as Scotty blows the whistle.  
 
Production Credits 
Photography—George Malcolm and Harry Malcolm 
Submarine photography—A.B. Cummings 
Sound—Beresford Hallett and James E. Place 
Scenic Artist—Harry Whiting 
Scenario (screenplay)—John P. McLeod 
Continuity—Kitty Gelhor 
Production Manager—R.L. Wilkinson 
Directed by Noel Monkman 
 
Campbell Copelin—Alan Richards 
Gwen Munro—Jean Roberts 
Joe Valli—Scotty MacLeod 
Douglas Herald—Buck Thompson 
Kenneth Brampton—Alfred Webb 
Norman French—Patrol Officer 
Utan—Utan 
Marshall Crosby 
Moncrieff MacCallum 
Osmund Wenban 
Douglas Channell 
Benjamin Brown  
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FILM DAD AND DAVE COME TO TOWN 

YEAR OF RELEASE 1938 
PRODUCTION COMPANY CINESOUND PICTURES 

DURATION 97 MINUTES 
 

SCREENPLAY FRANK HARVEY & BERT BAILEY 
DIRECTOR KEN G HALL 

PRODUCER KEN G HALL 
 
 
Context 
The third of four films in the Dad and Dave franchise, producer Ken Hall moved the action 
of the clowning country family to the city where there was a fertile ground for some new 
comedy. Also known as The Farmer Goes To Town, the story was developed by Hall 
himself, and Cinesound regular Frank Harvey completed the script with actor Bert Bailey 
who had played Dad Rudd on stage and screen since 1912. Hall’s autobiography suggests 
that Bert Bailey was initially very reluctant to make another film on account of his age, and 
was only persuaded when Hall mentioned the recent successes of George Wallace and Alec 
Kellaway. The film also includes the first feature film appearance of actor Peter Finch, who 
Hall gave “two days work … at a time when he was, he said later, flat broke.”54 
 
Story Overview 
When Dad Rudd (Bert Bailey) inherits a house and a fashion boutique in the city, he leaves 
country life behind with Dave (Fred MacDonald) and eldest daughter Jill (Shirley Ann 
Richards). Whilst city life and all its modern conveniences is daunting for the Dad and Dave, 
Jill shows her acumen at the boutique, uncovering a plot by the manager Rawlings (Cecil 
Perry) to undermine the new owners and go into business with opposition retailer Pierre 
(Sidney Wheeler). Using a combination of Dad’s practical approach to life, Jill’s fashion 
sense and the marketing skills of Publicity Agent Jim Bradley (Billy Rayes) the shop is given 
a new lease of life and a grand opening, complete with fashion show. Pierre attempts a last 
ditch effort to take over the business, but is foiled by Dave (who distracts the bailiffs sent in 
to claim the property) and Dad’s old neighbour Ryan who gives Dad the money needed to 
save the venture from Pierre’s clutches.   
 
Commentary 
After a slapstick and sketch-driven start to the film, with a significant amount of the action 
shot outdoors in Camden (NSW), the city-based narrative kicks in with Hall and his team 
adopting their familiar studio-based style. As always, Hall keeps proceedings light and 
breezy, avoiding any serious comment on country-city differences and never putting the 
charm of his well-loved characters at risk by turning them into buffoons. Despite the core 
story being a more serious tale about Jill and the threats to the family’s newly acquired 
business, Hall keeps his eye on the comedy, continually inserting Dad and Dave’s antics into 
the story—sometimes with the thinnest of plot motivation. The character of Jill—a Rudd 
daughter who had not existed in the two previous Dad and Dave films—was created for 
Shirley Ann Richards, who appeared at the age of 20 in two previous Cinesound films (It 
Isn’t Done and Tall Timbers, both made in 1937). Poised, and with a girl-next-door beauty, 
Richards was offered a contract by MGM in 1942 and moved permanently to the USA, 
appearing under the name Ann Richards. Despite early promise in supporting roles, Richards 
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was unable to compete with the talent in MGM’s star-loaded studio, which boasted actresses 
of a similar age such as Hedy Lamarr, June Allyson, Donna Reed, Jean Rogers and Diana 
Lewis, and established names like Greer Garson and Katharine Hepburn. Richards appeared 
in only ten feature films in Hollywood (including the 1948 film noir Sorry, Wrong Number 
starring Burt Lancaster and Barbara Stanwyck) and retired from the screen in 1952. In Dad 
and Dave Come to Town, Richards plays her lead character straight—almost to the point of 
being dull—allowing the comic characters and character actors around her to indulge the 
audience with the humour of the story. Also appearing in Dad and Dave Come to Town is 
silent film director Raymond Longford, who makes a brief appearance as a policeman.  
 
Hall makes plenty of use of rear-projection techniques in the film, especially in the long 
choreographed fashion parade and ballet that dominate the last third of the narrative and 
which push out the film’s running time to 97 minutes. However Hall is clearly aware that 
this sequence lacks the freewheeling wit that comes with his bumbling country characters, 
and cleverly edits a parallel sequence of slapstick action to maintain the comic mood.  
 
Detailed Plot 
On the Rudd’s farm, Dave and Joe are setting a trap for a fox. A car pulls up and Jill Rudd 
arrives, and is greeted by Bill. Jill moves inside the farmhouse and meets Mother and Sarah 
Rudd.  

 
Back outside, Joe and Dave hear Dad screaming and discover he has been caught in their fox 
trap and is being licked by a dog. They release him and he gives them a piece of his mind, 
saying that it’s about time they sold the dog. 
  
Inside, Jill is showing gifts to mother—including items of clothing that she has made. 
Joe has sore tooth and Dave has an idea about trying to take it out. He ties a piece of string to 
a shell and puts it in a shotgun, and ties the other end to Joe’s tooth. Before Joe is ready the 
gun goes off—through the ceiling—and showers Dad (upstairs) with plaster. Joe declares 
that the idea worked, but that he tied the string to the wrong tooth—which the dog has now 
collected.  
 
Meanwhile, Bill and Sarah are chatting about their marriage plans. Bill declares that, as he 
now has whiskers and is therefore a man, he will ask Dad for her hand. He moves to the 
verandah where Dad has been planning to sell the dog, and they have a classic 
misunderstanding—Dad thinking Bill is talking about the dog while he’s really talking about 
Sarah. They end up arguing and Bill leaves.  
 
An old man named Bob arrives, telling Dad that he wants an heir to inherit his property. The 
two men go around the back to see Dave who is testing out a new auto-opening gate 
invention using a sulky. After getting trapped in the gate, Dave gets into an old car and 
smashes the gate before chasing Dad around farm. He then rides into a haystack and it drives 
off before catching fire. Dave escapes but Dad tells him to stop trying for patents. 
 
Dad then argues with his neighbour Ryan (Bill’s father) about Ryan’s cattle that are in his 
paddock, Ryan suggesting he should buy the land from Dad. Dad then receives the mail, and 
finds a letter telling him that his Uncle Alfred is dead, and that he must go a reading of the 
will in the city—where Dad hasn’t been for 20 years. Dave decides to go with him.  
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They travel by train and are deeply shocked by the traffic. They find their way to the solicitor 
and discover that they have inherited a house and a dress shop called Cecile’s, which Jill 
wants to stay and run. They make their way to the house where a bossy woman named Miss 
Quince is the housekeeper.  
 
The next morning Dad gets up at 4.30am to milk the cows, but with no work to be done, he 
wakes everyone and causes trouble. After Miss Quince reminds Dad and Dave that they have 
a bathroom rather than a dam, the two men try out the new convenience. Dave eats the bath 
salts and Dad causes bathroom mayhem with all the taps running.  
 
Later at Cecile’s dress shop, they meet Rawlings the manager, and Sonya an American 
assistant. With the new owners seeming to know little about the world of fashion retail, 
Rawlings visits Pierre, the opposition shop across the road, and the two men plot to cheat the 
Rudds.  
 
Back at Cecile’s, Dad and Dave find naked manikins and meet the gay floor manager, 
Entwhistle, as well as Myrtle. Jill looks over the stock in the shop and suggests that 
everything is out of date. She starts making changes. 
 
Meanwhile Dad wants to see the books of the business and talks to the suspicious Rawlings, 
while Dave gets fresh with Myrtle. Entwhistle decides to take Dad to a tailor and a barber for 
a makeover and on the way out of the building there is some confusion with the lifts and twin 
lift operators.  
 
Jill starts to show her acumen with fashion, and begins creating new designs for the shop. 
Jim (who is a Publicity Agent handling Pierre’s account) arrives and tells her that Cecile’s is 
behind in its marketing approach.  
 
Dad and Dave spend some time with Mum in town, meeting a tramp who thinks Dad is Santa 
Claus and causing some mischief with a drinking fountain.  
 
Back in the shop a week later, business is going well when the new dresses that Jill has 
ordered end up at Pierre’s. Dad arrives in a new suit and he and Myrtle end up outside 
Pierre’s entertaining the crowd.  Pierre comes out but the crowd don’t like him. Meanwhile, 
Dave rehearses a speech to a mannequin, asking Myrtle to marry him, and Entwhistle comes 
in with bad news: Sonya is trying to oversell items. Jill sacks Sonya, but when she starts to 
cry, Jill changes her mind, her kindness prompting Sonya to tell her about Rawlings’s 
corruption. 
 
Jim comes in and Jill asks him to help the business, but he remains loyal to Pierre. In another 
classic sketch of misunderstanding, Dad helps a customer with her “foundations” (corsets).  
Meanwhile Jill fires Rawlins, but when he has a go at Jill, Dad throws him out. Entwhistle is 
made manager. 
 
Jim and Jill go to the movies together where they meet Rawlings who fights with Jim. When 
Jill tells Jim about the collusion going on between Rawlings and Pierre, Jim resigns his job at 
Pierrre’s and starts working with Jill.  
 
Dad decides they will organise a promotional show around the concept of him being “The 
Farmer Dressmaker,” and decides they should aim their products at the mass market. Dad 
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asks Jill and Jim to rejuvenate the store and get the publicity wheels turning to help build the 
new image for the store. Jim organises Dad and Dave to appear on radio but they make a 
mess of it as Jill and Jim are listening.  
 
After sending a birthday present to old Bob back in the country, the opening of the new 
Cecile’s is all ready, Jim very happy about the publicity. However, Pierre arrives with a 
promissory note from Alf (the previous owner and dead relative of Dad’s) for $1000. Dad 
refuses to pay and goes home to Mum to make a cup of tea. Worried that he has spent too 
much money on the refurbishment, which means he is unable to pay Pierre, Dad decides he’s 
beat. But after a speech about getting the plough straight, he sacks Miss Quince and decides 
to fight on.  
 
The next day, people arrive for the opening of the shop (including Ryan—Dad’s neighbour 
in the country), and the show starts as bailiffs arrive to take Dad’s possessions away for 
failure to repay the money to Pierre. As Jill talks of modernising, the new designs are 
presented as a series of tableaux featuring models riding, skating, fishing, and surfing. 
Meanwhile Myrtle attracts the bailiffs into a room where Dave knocks them out. Ryan is also 
accidentally knocked out, but when the head bailiff arrives and sees that something is wrong 
he calls the police.  
 
The show continues with eveningwear while Dad is shown all the unconscious bailiffs. 
When the show concludes, there is thunderous applause. The police arrive with Pierre and all 
seems lost when Ryan—now conscious—steps in and gives Dad a cheque so he can pay his 
debt. Pierre leaves and Dad promises to give Ryan the land he wants for his cattle as long as 
they have to argue about it first. Everyone starts dancing—including Jim and Jill—and 
Cecile’s takes $600 dollars’ worth of trade sales.  
 
The following Christmas everyone is back home in the country when the lights go out. Dad 
gets his torch and discovers couples kissing everywhere. Not to be outdone, Mum sits on his 
lap.  
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Production Credits 
Story—Ken Hall 
Screenplay—Frank Harvey and Bert Bailey 
Photography—George Heath 
Sound—George Cross 
Art Direction—Eric Thompson 
Editor—William Shepherd 
Montage Effects—John Kingsford Smith 
Special Effects—J. Alan Kenyon 
Musical Direction—Hamilton Webber and Maurice Gilman 
Production Managers—Jack Souter and Harry Strachan 
Assistant Director—Ronald Whelan 
Produced and Directed by Ken G Hall 
 
Bert Bailey—Dad Rudd 
Connie Martin—Mum Rudd 
Shirley Ann Richards—Jill Rudd 
Fred McDonald –Dave 
Billy Rayes—Jim Bradley 
Alex Kellaway—Entwistle 
Sidney Wheeler—Pierre 
Ossie Wenban—Joe 
Valerie Scanlan—Sarah 
Muriel Ford—Myrtle 
Lelia Steppe—Sonia 
Marshall Crosby—Ryan 
Peter Finch—Bill Ryan 
Cecil Perry—Rawlings 
Billy Stewart—Bob Thompson 
Marie D’Alton—Miss Quince 
Leslie Victor—Brown 
George Lloyd—Bailiff 
Jack Settle—Bailiff 
Sid Doody—Bailiff 
Cyril Northcote—Bailiff 
Raymond Longford—Policeman 
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FILM BELOW THE SURFACE 

YEAR OF RELEASE 1938 

PRODUCTION COMPANY 
AUSTRALIAN CINEMA 
ENTERTAINMENTS 

 
SCREENPLAY RUPERT KATHNER 

DIRECTOR RUPERT KATHNER 
PRODUCER RUPERT KATHNER 

 
Context 
Born in 1904, Rupert Kathner was only a few years younger than both Ken Hall (born 1901 
and Charles Chauvel (born 1897) and was one of the most passionate and outspoken 
filmmakers of the era. Born in Adelaide and trained as an artist, Kathner worked as a 
courtroom sketch artist during the depression before taking a job for Cinesound Review as a 
credit sequence and inter-title artist in 1932.55 He then worked as a manager of an 
independent cinema in Croydon Park (Sydney) and in 1935 worked as a designer on Harry 
Southwell’s film The Burgomeister where he met actor Stan Tolhurst.56 The two men became 
collaborators for many years, Tolhurst co-producing and appearing in Kathner’s first film 
Phantom Gold (1937), which was withdrawn from distribution for breach of copyright.57  
Kathner had a long history of difficulties with the law: he was arrested as a 20-year-old for 
riding a motorbike in Adelaide without numberplates58, and would go onto to find himself in 
bankruptcy courts,59sued by investors60 and charged with fraud61 during the 1940s. Kathner 
also had a frustrated and obsessive relationship with the film industry his entire career: 
insightful and passionate about promoting what Australia and Australians had to offer, whilst 
also highly critical of those who may have been able to help him the most.  In 1935, Kathner 
and Tolhurst created a trailer for a feature film Falling For Fame, a satirical look at the 
“phonies who came from overseas and wasted the [film] industry’s money,”62 but were 
unable raise the finance necessary to take the idea into production. The same year, Kathner 
wrote a highly sarcastic letter to the Editor of the Sydney Morning Herald criticising the 
industry for their preference for overseas directors and actors, concluding that “either the 
Australian intelligence is not of the standard to understand the finer points of the film 
industry or that picture making is a closely guarded secret understandable only to the 
privileged few.”63 
 
A month earlier, on 17 September 1935, the New South Wales parliament had passed the 
Cinematograph Films (Australian Quota) Bill, one of the major outcomes of an inquiry into 
the film industry that had been commissioned at the end of 1933, following continued 
pressure from local film producers and distributors. The evidence provided at the hearings of 
the inquiry highlighted the structural differences that had emerged between the Australian 
“industry” (which Frank Thring described at the time as “a small number of producers 
working in spasmodic fashion with small capital”)64 and the highly integrated, globalised 
industrial model that Hollywood studios had built from the end of World War I. To assist 
their dominance, America’s 1933 National Industrial Recovery Act gave U.S.A. Government 
sanction to some of the uncompetitive tactics of the “Big Eight” studios (Paramount, MGM, 
Warners, Fox, RKO, Universal, Columbia and United Artists),65 and these practices—
notably blind and block booking (exhibitors being forced to commit to screening a selection 
of films well in advance and in some cases before they were even made)—were extended to 
Australia, making the distribution of locally made films extremely difficult.  
 

 

LOST  
FILM 
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The 1935 Quota Act provided—in the first year of its intended five-year operation—for a 4% 
quota for exhibitors and a 5% quota for distributors, and its impact was immediate, with 
eleven new production companies formed within months of proclamation.66 To ensure 
quality over the films that were supposed to result from the legislation, a Film Advisory 
Board was established and many of the first films to apply for quota registration were 
rejected, including Kathner’s Phantom Gold (1937) and Beneath The Surface (1938). Both 
these films had troubled histories—with Phantom Gold described by the Sydney Morning 
Herald as “an innocuous little Western”67 and Below The Surface never receiving a screening 
despite the fact that Kathner appears to have finished principal photography on the film in 
February 1938.68 
 
If the film was finished, no known copy remains, but the screenplay reveals the story of two 
miners vying for a coal contract using dirty tactics. Fragments of the film that survive show 
exterior shots of children on a boat, clouds, city streets and a funeral procession.  
 
In 1939 Kathner temporarily gave up his ambition to make feature films and formed a 
newsreel company called Australia Today, with the intention of taking on the duopoly of 
Fox-Movietone and Cinesound Review, by telling “the other side of the news.”69 The result 
was a more investigative and sensationalistic style of documentary reporting, often of 
contentious social issues (illegal gaming, drugs, deprived children) with the most well known 
work being the Pyjama Girl Murder Case (1939).
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FILM MR CHEDWORTH STEPS OUT 
YEAR OF RELEASE 1939 

PRODUCTION COMPANY CINESOUND PRODUCTIONS 
DURATION 78 MINUTES 

 
SCREENPLAY FRANK HARVEY 

DIRECTOR KEN G. HALL 
PRODUCER KEN G. HALL 

 
 
Context 
Often cited as Hall’s best work, Mr Chedworth Steps Out was chosen as a vehicle for the 
talent of Cecil Kellaway, who was twice nominated for an Academy Award for Best 
Supporting Actor in his long and distinguished career. Born in South Africa, Kellaway came 
to Australia in 1921, working for J.C. Williamson as a comic character actor on stage. In 
1935, while working in a musical comedy in Sydney, Kellaway approached Ken Hall with an 
idea for a film, which eventually became It Isn’t Done (1937), a risky departure for Hall as it 
was entirely set in England with mainly English characters. However, Kellaway’s 
performance as Hubert Blaydon (an Australian squatter who inherits a title, a castle and a 
butler in England) guaranteed the film’s success and brought him to the attention of 
Hollywood. He was offered a contract with RKO but managed to find time to return to 
Australia in 1939 to make Mr Chedworth Steps Out for Cinesound. After he returned to 
America, Kellaway appeared in two noir films—Billy Wilder’s The Letter (1940) and Tay 
Garnett’s The Postman Always Rings Twice (1946).  
 
Hall also provided a much more substantial role in Mr Chedworth Steps Out for the twenty 
year old Peter Finch, and reviews were glowing—Brisbane’s Courier Mail acknowledging 
that the film “can stand on its own merits … the stilted, stagey style of acting that has marred 
many previous Australian films has almost disappeared, the backgrounds are softer, and the 
plot does not wheeze.”70 
  
Story Overview 
George Chedworth (Cecil Kellaway) is a mild-mannered and sensitive man, bullied by his 
wife (Rita Pauncefort), and taken advantage of by his eldest son Arthur (Peter Finch) who 
has racked up debts betting on horses. His daughter, who has a beautiful singing voice, also 
makes demands on George, needing money to enter a singing competition. When George is 
then sacked by his employers after 24 years service because a bit of cost cutting is required, 
George is forced to take a temporary position as a caretaker in a disused warehouse, where 
he finds a bag of money, unaware that it is forged. Through a series of fortunate investments 
and despite being kidnapped by the forgers who want their money back, George manages to 
provide the comforts his wife wants, help his son and daughter, and finally find his own self-
confidence.   
 
Commentary 
The film—more than any other of his work—reveals Hall’s approach to keeping his films 
aimed at the widest possible audience: strongly empathetic central characters with the sense 
of drama always tempered by a light touch. Hall’s belief that audiences would be drawn to 
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the average man is clear, with the comedy of the film mostly aimed at satirising snobbery 
and the social climbing values of Mrs Chedworth. The film also features musical 
performance—another inheritance that Hall brings to his films from the days of sketch 
driven musical-hall entertainment.  
 
Although the film is a comic social drama, cinematographer George Heath shoots one scene 
with a distinctly film noir feel, when Arthur (Peter Finch) is held captive after being found 
with forged money. 

 

 
 
The film also makes use of back projection techniques to create a more cinematic feel, and 
studio set-ups appear to have more depth than Hall’s previous films.  
 
Detailed Plot 
After exterior shots of new suburb we enter The Pines, the house of the Chedworth family. 
Mrs Chedworth is worried and a bit of a nag and Mr (George) Chedworth is resigned and 
reserved, concerned about how he will be able to financially support his family. His eldest 
son Arthur comes to him and admits he has been betting on horses and owes £18 to bookies. 
George agrees to help but says they must keep the matter from Mother. The other children of 
the family are Gwen, Susan and Fred.  
 
The next day, George goes to the bookies (Sol Barnes) to pay off Arthur’s debt, and is 
tempted to make a bet with very long odds himself.  He continues to the offices of Mason 
and Welsh where he works as a clerk. In the manager’s room, Messrs Mason and Welsh talk 
about cleaning out the dead wood to cut costs, and George is summoned and given a month’s 
notice. However, the owners take pity on George and agree to give him a job looking after an 
old warehouse as a caretaker, on significantly reduced pay. 
 
Back at home, at dinner that night Mrs Chedworth continues to nag, and Arthur returns with 
a friend complaining about the races. There is a discussion about wealth, ambition and 
success, with George stating that he dare not take a chance. He leaves and sits in the garage 
and his daughter Susan comes in. They talk about the game of marriage where the cheats 
seem to always win. Susan then tells her father that she has entered a singing competition on 
the radio, but there’s an entrance fee of a guinea. He tells her that he has been sacked and she 
cries and says she won’t enter the competition. He tells her not to worry.  
 
Later, George is at the warehouse, where it’s dirty and windy. He hears a cat and rescues it, 
finding an entrance door hidden by planks in the process. Inside the secret room is a printing 
shop where George finds a bag of money. He takes it (but leaves his umbrella behind) and 
goes to phone the police, but the phone is disconnected. He then sees a black cat. 
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Newspaper headlines proclaim that an outsider has won the race (that George bet on). 
George is outside the police station with the bag of money but changes his mind and hides it 
in his own shed, despite hearing voices in his head. Susan comes in and he asks her about 
what should be done in a “hypothetical” situation where someone found a lot of money. She 
says it’s stealing and turns the radio on, where George discovers that he has won his long 
odds bet.  
 
Happy, he goes and collects his winnings from Sol and tells his employers that he has come 
into an inheritance, and that he wants to pretend to be a commercial traveller working for 
them rather than be a caretaker at the warehouse. They agree with his plan.  
 
George then explains to his wife that he has double the salary but will be away from home 
often, but she doesn’t mind—she remains ambitious and nagging. George swaps some of his 
own fivers for a twenty from the found money and then realises he has lost his umbrella.  
 
At the office of Fencotts Stockbroking, where Arthur works, the owner Leon Fenncott  
realises that he has lost his bag of money but found an umbrella. They ask young Chedworth 
to investigate, giving him the umbrella to work with.  
 
Sometime later, at a swish hotel Fencott checks in with his wife and meets George who tells 
them that he has been lucky with an investment. Later Chedworth—now tipsy—is convinced 
to buy some highly overpriced gold stocks on Fencott’s recommendation. As he leaves the 
hotel George tips the receptionist a fake bank note.  
 
In a rainy street a man follows George and suggests they have a cup of tea. The man, named 
Brian Carford, sees George’s money and tells him it is forged.  
 
The two men become friends and check the value of George’s shares only to find they have 
gone through the roof—increasing five times in value. Apart from his wife’s ambitious 
behaviour George is happier than he has ever been.  
 
At home, Susan is practising her singing in the garage and George discovers that someone 
has been taking his hidden money. Meanwhile, his wife is at their new (bigger) house, 
planning what to do with all the money George is making.  
 
Later George is staining the floorboards when a cat walks across the area he has just finished 
and he realises he has painted himself into a corner. In the end it doesn’t matter as his wife 
changes her mind and wants carpet.  
 
Later, the family have dinner with Brian. At the end of the evening, when only George and 
Brian are left talking, George complains about his wife’s behaviour (and about his oldest 
daughter Gwen’s boyfriend, a spivvy character named Perse Faulkener). Brian has a plan to 
help, and he talks to Gwen. 
 
Later, Brian and George talk to an old actor about playing a Bailiff. Meanwhile, the 
newspaper headlines run a story about forged bank notes, which makes Fencott worried. 
When Arthur is called in to cash a check, he is found with the forged money and 
interrogated. Held at gunpoint, he confesses what he knows about the money but doesn’t 
know where it is now hidden in new house. 
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At a party at their new house, Mrs Chedworth starts bragging about her new purchases when 
the bailiff/actor arrives and announces that the family have debts, Mrs Chedworth is horribly 
embarrassed and everyone leaves. Gwen then pays the actor with forged bank notes. 
 
Back at Fencott’s Arthur manages to escape. 
 
At the Chedworth’s house, Brian arrives, asks Gwen to dinner and finds the fake money 
Arthur arrives and argues with Brian, finally telling him the truth. Brian then reveals himself 
as a Federal Agent, declaring that he is going to arrest George. Arthur leaves and goes to the 
police.  
 
Susan is waiting to be collected by George to go to the radio singing contest when Fencott 
arrives and take him away at gun point to the basement of Fencott’s house. They insist that 
George give them back their forged money but he refuses to give it to them. A radio is turned 
on and George hears Susan singing, and George continues to refuse to give up the money 
because he doesn’t want to be a coward anymore.  
 
Back home Brian tells Gwen that he wants to marry her, and they hear Susan the news on the 
radio that Susan has won the competition. She sends a message to the police that her father is 
at Fencott’s house and everyone heads there.  
 
Meanwhile George has been beaten up, remaining silent. But when Fencott says he’ll go and 
pick up Susan, George gives up and tells them where the money is. They knock him out and 
are about to leave when the police arrive, saving George.  
 
Later at the Chedworth’s home, the whole family and Brian gather round listening to George 
telling his version of the story. Perse phones Gwen to say that he wants to postpone their 
wedding, but she tells him not to worry as she is marrying Brian. They kiss, Susie sings and 
George smokes a cigar in his dressing gown.  
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Production Credits 
Screenplay—Frank Harvey 
Photography—George Heath 
Sound—Clive Cross 
Art Direction—Eric Thompson 
Special Effects—J. Alan Kenyon 
Film Editor—William Shepherd 
Assistant Director—Ronald Whelan 
Production Management—Jack Souter and Harry Strachan 
Casting—George Cross 
Editor—William Shepherd 
Musical Direction—Hamilton Webber 
Produced and Directed by Ken G Hall 
 
George Chedworth—Cecil Kellaway 
Brian Carford—James Raglan  
Gwen Chedworth—Joan Deering 
Julia Chedworth—Rita Pauncefort 
Susie Chedworth—Jean Hatton 
Arthur Chedworth—Peter Finch 
Fred Chedworth—Rodney Jacobs 
Leon Fencott—Sydney Wheeler 
Benny—Ronald Whelan 
Leslie—Leslie Victor 
MacGuire—Cecil Perry 
Ada Fencott—Charmaine Ross 
Mason—Harvey Adams 
Welch—Ben Lewin 
Perse Faulkiner—Barrett Lennard 
The Bailiff—Field Fisher 
Mrs Blundell—Letty Craydon 
Sol Barnes—Les Warton 
Estate Agent—Phil Smith 
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Context 
At a press lunch at the Menzies Hotel on 8 August 1938, Norman Rydge, the new Chairman 
of Cinesound, told the media that the company was about to spend £200,000 on Australian 
films in the coming year—including Gone To The Dogs—in a bid to achieve a goal of 
making 40 feature films a year. “Some Australian industries have been assisted by tariffs and 
bounties, but that kind of assistance is not available for the film industry. Cinesound 
Productions has to fight its own battles and win through by only one means—the sheer 
quality of its pictures.”71 At the same lunch, Ken Hall made his commercial focus very clear: 
“Let me say frankly that we are not going artistic, for the simple reason that we can’t afford 
it. Most of the artistic pictures which come to this country have been colossal failures. That 
is the reason why we make pictures like Dad and Dave Come to Town. On Our Selection, 
which was one of the crudest and worst pictures I ever made, is the greatest film success this 
country has ever had.” 
 
Gone To The Dogs fits Hall’s commitment to commercially orientated comedy, was the 
second film that Cinesound used as a showcase for the talents of George Wallace, and was 
the last film directed by Hall before the outbreak of war. Made for £20,000, the film was, 
like the earlier Wallace film Let George Do It “a substantial hit”72 and marked the end of a 
very busy two years for Hall, who described himself as “bone weary and mentally tired”73 by 
the close of 1938.  
 
Story Overview 
George Wallace plays himself as a zookeeper who accidently discovers a way to make things 
go faster. Being a keen follower of the dogs, George decides that he can use the invention to 
help a prize greyhound, but has his plans put in disarray when a group of crooks switch the 
dog for one of their own. George follows the crooks to their hideout in a haunted house and 
manages to foil their plans with some help from his hapless friend Henry and their loyal dog 
Aloysius.  
 
Commentary 
The film is a clearly a more advanced piece of cinema than Hall’s earlier Let George Do It, 
but still retains all the standard structural elements that Hall relied upon to help ensure 
commercial success. Wallace is once again cast as the battler—the little man put in difficult 
circumstances who manages to overcome the odds with charm and a lot of good fortune. The 
farcically structured narrative also includes song and dance routines, some sketch-like 
slapstick opportunities for Wallace’s physical antics, and some basic special effects.  As 
promised by Hall the film is far from “artistic” with the Brisbane Courier Mail saying “the 

FILM GONE TO THE DOGS 
YEAR OF RELEASE 1938 

PRODUCTION COMPANY CINESOUND PRODUCTIONS 
DURATION 83 MINUTES 

 

SCREENPLAY 
GEORGE WALLACE, FRANK 
HARVEY & FRANK COFFEY  

DIRECTOR KEN G. HALL 
PRODUCER KEN G. HALL 
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film makes no pretentions to sophistication or depth. It is clowning plus clowning plus 
clowning, but it is good clowning.”74 
  
Detailed Plot 
At the breakfast table of his rental accommodation—and kennels—George eats with his 
friend Henry before the manager Willard arrives and an argument breaks out.  When Ted and 
Irene Inchscape arrive along with Jimmy Alderson (a vet) to assist with a dog that has 
distemper, George is smitten with Irene and discovers that she is about to visit the zoo with 
her father. This gives George an opportunity to see her again as he works at the zoo as an 
attendant. 
 
Later, George is cleaning an elephant when he is needed on the phone and he goes to the 
office where his boss complains that he is always hanging around the dog track. George is 
given one last chance to perform. 
 
Meanwhile two crooks talk about a haunted house, which will become their hideout. 
 
Back at the zoo, Henry is dressed in a gorilla suit so that George can impress Irene, but a real 
gorilla arrives and escapes, chasing Henry and George and causing panic at the zoo. Finally 
George manages to capture Henry, and they escape through the lion den and end up in the 
seal pond.  
 
As a result of their bad behaviour George and Henry are made cleaners. They meet two 
women and George decides to make a special tonic. Henry massages a snake causing one of 
the women to scream and run away but George’s experiment produces a strange plant. He 
feeds it to Henry who runs around madly at high speed. 
 
Now sacked, George and Henry are at the pub and decide to use their new tonic on dogs. 
They try it out on an old mutt, with George doing some dog ventriloquy, and they take the 
dog home, naming him Aloysius. Later, in the park with the Jimmy and the Inchscapes, 
George tries the tonic out again and it works. Jimmy wants to know what the ingredients are 
and it is agreed that it will be tried out on a greyhound called Black Beauty. 
 
Meanwhile, in the haunted house hideout, the bad guys decide to switch a dog called Satan 
for Black Beauty in an upcoming race. 
 
Back in the park the dog isn’t running so well and there is no more tonic left. However, 
Jimmy agrees to find the formula. George then starts a musical number that turns into a 
spectacular song and dance routine with Jimmy singing a love song and dancers and dogs 
galore. The scene ends in chaos when hundreds of dogs invade.  
 
Later in his room George is trying to remix the potion and witnesses Willard and a crook 
named Mad Jack switching the two dogs. They knock George out and Henry arrives. They 
follow the crooks along with Aloysius to the haunted house where Black Beauty has been 
hidden. George and Henry break in and encounter the strange and spooky behaviour of the 
haunted house. They end up being separated, slide down the stairs into a cellar and are 
reunited with Aloysuis who they set free. They wake up on the ceiling of an upside down 
room with someone watching them. They realise that it is the day of the race and they must 
get to the track. 
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Meanwhile Jimmy still hasn’t found the formula but when Jean (the lead dancer from the 
musical number) comes in and kisses him they knock a substance into the mix and discover 
the formula.  
 
Back at the haunted house, George and Henry manage to overcome their captors and escape 
with the use of dog ventriloquy. They run to a plane and fly towards the track, with George 
having to rescue Aloysius who gets onto the wing of the plane. When they are over the 
racetrack, George, Henry and Aloysius parachute down, are attacked by a crazy wasp, and 
alert everyone that the dogs have been switched. George makes a bet and fights off the 
crooks who have now arrived on the scene. The race is run and Aloysius joins in, with Black 
Beauty winning and Aloysius getting the rabbit. 
 
On the way home the happy band sing and George and Irene agree to get married. The film 
ends with George falling off the back of the car.  
 
Production Credits 
Directed and Produced by Ken G. Hall  
Writers—Frank Harvey, George Wallace and Frank Coffey 
Cinematographer—George Heath  
Editor—William Shepherd  
Art Direction—Eric Thompson 
Special effects—J. Alan Kenyon 
Original Music—Henry Krips  
Production Management—Henry Souter and Harry Strachan 
Assistant Director—Ronald Whelan 
Sound—Clive Cross 
 
George Wallace—George 
Lois Green —Jean MacAllister 
John Dobbie—Henry Applegate 
John Fleeting—Jimmy Alderson 
Ronald Whelan—Willard 
Alec Kellaway—Mad Jack 
Letty Craydon—Mrs MacAllister 
Cathleen Esler—Irene Inchcape 
Howard Craven—Ted Inchcape 
Harold Meade—Mr Inchcape 
Lou Vernon—Doctor Sundermann 
George Lloyd—Quin 
Harry Abdy—Hogg 
Reginald Collins—Benson 
Jack Settle—Head Keeper 
Stephen Doo—Sing Lo 
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Context 
In order to extend production capability at Cinesound, Ken Hall realised that he would have 
to bring other writers and directors into the organisation. His aim of “two production units, 
one preparing, one shooting, using the same crew, keeping the place going continuously and 
thus reducing the overhead on each feature film” was inspired from the Hollywood studio 
system approach that he had witnessed on a second trip to America in 1935, and in early 
1939 he organised for the husband and wife team of William Freshman and Lydia Hayward 
to join Cinesound from England.75  
 
Freshman was born in Australia and moved to England as a teenager, working as an actor in 
silent films including The Fifth Form at St. Dominic’s (1921) and The Luck of The Navy 
(1929). In 1934 Freshman appeared in Harold Young’s The Scarlet Pimpernel starring Leslie 
Howard and Merle Oberon, and then joined British International Pictures in 1936 as a 
screenwriter. Lydia Hayward—after starring in the silent film version of Henrik Ibsen’s 
Pillars Of Society (1920)—also became a screenwriter (then called a “scenarist” or scenario 
writer) and her extensive credits include Those Who Love (1929) in which Freshman starred 
as an actor.  
 
Freshman and Hayward arrived in Sydney from England by flying boat in April 1939 and 
began working on Hall’s story idea for Come Up Smiling (although Hayward is 
uncredited).76 Hall’s intention was to create another comedy using American vaudeville star 
Will Mahoney and his wife Evie Hayes, a singer and dancer, both of whom were touring 
Australia on the Tivoli Circuit. The storyline used Mahoney in a “circus-carnival-vaudeville 
atmosphere” where his natural talent lay, much like Cinesound’s two George Wallace farces. 
Hall made sure that his comedy writing team assisted Freshman who he felt “seemed to lack 
the vital comedy sense we needed, but was a good constructor in a general way.”77 The film 
was shot within months of Freshman’s arrival and was in the final stages of editing as the 
war broke out in Europe. Freshman and Hayward decided to return to England as soon as 
possible, signalling the end of Cinesound’s ambitions to become a studio modelled on the 
Hollywood system.  
 
Story Overview 
Barney O’Hara (Will Mahoney) and his partner Worthington Howard (Sidney Wheeler) run 
a sideshow act at the circus with Howard’s daughter Pat (Jean Hatton), a would be singer. 
When Pat’s needs an expensive operation on her throat to continue her career, O’Hara agrees 
to go five rounds with a deadly boxer named Killer (Alec Kellaway), as the prize money will 
more than cover the cost of the operation. Killer is backed by Colonel Cameron (Guy 
Hastings) and his daughter Eve who befriend the three performers and supports O’Hara in 
his preparation. O’Hara trains with health and beauty expert Kitty Katkin (Evie Hayes) but 

FILM COME UP SMILING 
YEAR OF RELEASE 1939 

PRODUCTION COMPANY CINESOUND PRODUCTIONS 
DURATION 83 MINUTES 

 
SCREENPLAY WILLIAM FRESHMAN 

DIRECTOR WILLIAM FRESHMAN 
PRODUCER KEN G. HALL 
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seems unlikely to beat the Killer who has knocked out all other challengers. However when 
the fight gets underway, O’Hara triumphs thanks to some help from Pat who mesmerises 
Killer with music and spurs O’Hara to victory with the sound of bagpipes. The win provides 
Pat sufficient funds to fly off on her new career.  
 
Commentary 
Much like the George Wallace films made for Cinesound, Come Up Smiling retains a 
distinctly slapstick and often theatrical feel, the farcical story structured around routines 
designed to showcase the talents of the stage entertainers rather than provide any narrative 
coherence or cinematic style. There is little of note to distinguish Freshman’s hand from that 
of Hall, perhaps indicating how Cinesound’s approach to filmmaking had developed as a 
process. Hall himself described his way of filmmaking as “the American style … I try to get 
them as slick and fast as I could” and Come Up Smiling is certainly continuously riotous—in 
particular with its final boxing scene that borrows heavily from Charles Chaplin’s City 
Lights (1931).78  However, the film received lukewarm reviews, the Adelaide Advertiser 
stating that “in the harsh criticism of a world market it would hardly make the grade … the 
most indulgent picturegoer would be aware of the glaring faults of production and 
photography, the age of the jokes and situations.”79 After its initial release was not as 
promising as he had hoped, Hall changed the name of the film to Ants In His Pants and 
added another song, which helped increase box-office. The Sydney Morning Herald film 
reviewer picked Hall’s approach to audience accurately: “Ken G. Hall has a short way of 
dealing with highbrows. He eliminates them altogether from his calculations and 
concentrates fairly and squarely on the plebs. There is nothing in Ants In His Pants that a boy 
of twelve could fail to appreciate.”80  
 
Detailed plot 
At a circus sideshow Barney O’Hara and his partner Worthington Howard (supported by 
Howard’s daughter Pat) are down on their luck. No one is interested in either their show or 
the £5 that is available for anyone who can last three rounds in the ring with a heavyweight 
boxer named “Killer”. Pat, who can sing, suggests that people want something more 
entertaining and Killer suggests he play the bagpipes. Barney says they drive him wild. 
 
Finally someone takes up the offer to fight and the Killer wins, with Colonel Cameron and 
his daughter Eve watching and taking an interest in becoming the Killer’s backer. The 
Colonel suggests that they offer a much bigger prize to attract more people.  
 
With the fight over, O’Hara sings a song or two to the crowd, accompanied by Pat on piano. 
During the rendition of “I’ve Got Ants in my Pants” a young boy watching releases some 
real ants on stage which attack O’Hara while he sings, causing to him to wriggle and 
squawk. 
 
With the song over, Killer starts playing bagpipes and is attacked by O’Hara. The two men 
fight in the circus tent and it collapses on top of them, knocking Killer out. In the process 
O’Hara injures the Colonel who says he will thrash him if he is ever seen again. 
 
The next day Pat, O’Hara and Howard go to see the Great Rudolpho, an impresario they 
hope will take Pat on as one of his singers. He isn’t there and they leave. In their vehicle, and 
with little money to their name, they are stopped by sheep blocking the road. Whilst rescuing 
a lamb from under the car O’Hara gets a black face and then sings a minstrel style song 
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about “Lamby” (a parody of “Mammy”) followed by a tap dance routine on top of the 
moving wagon. 
 
The next day they meet Eve and are invited to her party where they will have the chance to 
meet the Great Rudolpho who has also been invited. Dressed up in their finest clothes, 
O’Hara bumps into Killer who fortunately doesn’t recognise him. O’Hara pretends to be a 
big game hunter and The Colonel shows them his collection of increasingly large game 
trophies that he has killed. Finally The Colonel recognises O’Hara but forgives him the 
earlier injury. 
 
Meanwhile Pat has met the Great Rudolpho and Eve suggests she sings. She impresses all 
with a difficult operatic piece, until her voice falters on the last high note and she runs away 
in despair. 
 
At the clinic of a doctor Sir James Hall, Pat is told not to talk and advised that she needs an 
operation that will costs 300 guineas. O’Hara and Howard agree but have no idea where they 
will get money. They then see a sign offering £500 for a five round fight with the Killer. 
O’Hara sees that this is his chance.  
 
They watch as boxer after boxer gets knocked out by the Killer, and O’Hara decides he will 
pull out. However The Colonel and Pat urge him to continue with the plan, and he decides to 
go ahead with the fight.  
 
Meanwhile the fight promoters have a problem because—as word gets out that it is 
impossible to beat Killer—no one is prepared to try. They decide to promote the idea that, as 
O’Hara has already knocked out the Killer (in their circus fight), the bout between Killer and 
O’Hara will be a thriller. To help with the promotion, they contact the “Heath through 
Beauty” exercise parlour. The owner Kitty sings a song “That’s The Way To Handle Your 
Man”, complete with tap dancing from the young women at her agency, and the next day the 
newspapers announce that Barney O’Hara will be training with at “Heath through Beauty” 
parlour.   
 
At a training session, O’Hara boxes with Kitty until the Colonel, Pat and Eve come in. 
O’Hara then demonstrates how good he is on his feet by tap dancing with the punch-ball, 
deceiving them into thinking he has great timing with his gloves. Realising his limitations, 
O’Hara decides that he will have to be disqualified to get out of the fight and decides to lose 
weight. At a weighing machine, he strips off his clothes to get below ten stone but is arrested 
for stripping.  
 
O’Hara then dresses up as a boy scout to spy on Killer and manages to knock him out with 
the help of a ladder. Kitty tells the fight promoters that O’Hara has great timing and they 
decide that—as they might lose their money—they had better get the fight cancelled. In order 
to help them with their plans, Kitty tells them that O’Hara will be at a military parade the 
next day.  
 
They find O’Hara and—poking a gun in his back—take him away to a secret location and 
tell him that they don’t want him to fight. He is happy with the idea and plays cards with his 
captors. But that night, the Colonel and some soldiers find the location and rescue O’Hara 
against his will.  
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On the day of the fight, O’Hara arrives just in time and prepares reluctantly. On the way to 
the ring, he dips his fists in a bucket of wet cement to make them hard. On the way to the 
ring he also meets all the injured boxers who have been knocked out by Killer. He tries to 
escape but is forced to get inside the ring. When the bell rings O’Hara dances and clowns his 
way around The Killer and manages to knock down the referee. He then gets pepper on his 
gloves and the Killer sneezes his head onto O’Hara fists. In round 2 O’Hara’s cement gloves 
start to disintegrate and the Killer gets the upper hand. Pat decides on a plan to help him. She 
leaves the ring, finds a brass band that was in the military parade and returns singing a song 
that entrances Killer. Then a bagpipe band enters and—with the added power of having ants 
in his pants (put there by the same boy who was at the circus) O’Hara goes mad and knocks 
Killer out.  
 
Pat gets her money and is ready to fly off to a new career. They all dance and sing at the 
airport and the credits come up.  
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Production Credits 
Screenplay—William Freshman from a story by Addison Chandler (Ken G. Hall) 
Director—William Freshman  
Producer—Ken G. Hall 
Cinematographer—George Heath  
Editor—William Sheppard 
Art Director—Eric Thompson  
Sound Recordist—Clive Cross 
Assistant Director—Ronald Wheelan 
Special Effects—J. Alan Kenyon 
Musical Direction—Henry Krips 
Production Management—Jack Souter and Harry Strachan 
 
Will Mahoney—Barney O'Hara 
Shirley Ann Richards—Eve Cameron 
Jean Hatton—Pat 
Evie Hayes—Kitty Katkin 
Alec Kellaway—'Killer' 
John Fleeting—John Wynyard 
Sidney Wheeler—Worthington Howard 
Ron Whelan—Max 
Guy Hastings—Colonel Cameron 
Harry Abdy—Sharkey 
Lou Vernon—Signor Rudolpho 
Harold Meade—Sir James Hall 
Bob Geraghty—Pressman 
Jack Dunleavy—Referee 
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FILM SEVEN LITTLE AUSTRALIANS 

YEAR OF RELEASE 1939 
PRODUCTION COMPANY O.B. PICTURES 

DURATION 63 MINUTES 
 

SCREENPLAY PATRICK V. RYAN 
DIRECTOR ARTHUR COLLINS 

PRODUCER ARTHUR COLLINS  
 
 
Context 
Arthur Collins was on holiday in Australia when he read Ethel Turner’s classic tale of seven 
cheeky children growing up with their strict military father and his new wife.81 Born in 
England in 1896, Collins worked in theatre in the UK before moving to America where he 
directed for both stage and screen. Many of his earliest credits are as a “dialogue director” 
for Warner Bros. Pictures (a role required to help actors deal with the transition from silent 
to talking films), and he worked in this capacity on several feature films directed by Michael 
Curtiz (best known for directing Casablanca (1939)). Collins made the transition to directing 
in 1935 with Personal Maid’s Secret and The Widow From Monte Carlo for Warner Bros. 
before moving onto Universal, Twentieth Century Fox and finally Monogram Pictures. 
Monogram was one of the “Poverty Row” studios that specialised in low budget features, 
where Collins made the South Seas romance Paradise Isle (1937). The film reveals plenty of 
long takes of scenes with minimal coverage, and working at Monogram (with budgets one-
tenth the size of the major studios and with stories shot simply and rapidly) would have been 
an ideal background for Collins coming to make a low-budget production in Australia. 
 
By August Collins had managed to secure backers and formed O.B. Pictures Pty Ltd with 
businessmen Edward O’Brien, Francis G. Grant and Herbert L. McDonald, and the company 
had initial capital of £100,000 and the aim “to acquire the cinematographic rights in certain 
literary works, adopt a certain agreement, and to carry on the business of cinematographic 
and sound-film producers.”82 The film was shot within a month of incorporation in both 
Camden (New South Wales) and at the studios of Commonwealth Film Laboratories in 
Sydney, and was ready for a pre-Christmas release.  
 
Story Overview 
A domestic morality tale based on the 1894 novel by Ethel Turner, director Arthur Collins 
moves this version the tale from the 1880’s to more contemporary times. The story deals 
with the attempts of the seven children of the Woolcot family to please their rather stern 
military father, Captain Woolcot, who has remarried following the death of his wife. New 
wife Esther is natural mother to the youngest of the group and highly sympathetic to the 
older children who try desperately to please their father, but frequently end up in his bad 
books. When the biggest troublemaker, Judy, is sent to boarding school, she runs away and 
returns home in secret, hiding out in the barn. When discovered by Captain Woolcot he 
threatens to send her straight back to school until persuaded that she is too ill to do anything 
other than rest. The entire family then retreat to their Grandparents farm in the country so 
that Judy can recover, but she is killed by a huge tree branch that falls on her whilst on a 
picnic. Her death triggers a complete change in the way that Captain Woolcot deals with his 
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other children, Esther commenting at the film’s conclusion that Judy was the sacrifice 
needed for him to become a better father.  
 
Commentary 
The film is shot with a dull and uninspiring eye, with little use of close-ups, poor pacing and 
an inability to create any sense of screen drama with camerawork or editing. Long wide shots 
are used with exterior action (such as the parade ground and ice-skating ballet sequences) 
resulting in a distancing effect, and whilst Collins manages to avoid any overt melodrama, 
both the poor script and Charles McCallum’s lacklustre performance result in Captain 
Woolcot’s character becoming woefully two-dimensional. Sandra Jaques (as the romantic 
Meg) shows moments of subtlety, but only Harold Meade (as Colonel Bryant) is able to 
create a character with any depth.  The film received poor reviews, The Sydney Morning 
Herald describing it as “an ill-judged piece of drama” with far too much conversation.83 
 
Detailed Plot 
The film opens with a long scrolling text introduction by Ethel Turner: “In England, 
America, Africa and Asia the little folks may be paragons of virtue. I know little about them. 
But in Australia a model child is—I say it not without thankfulness—an unknown quantity. It 
may be that the miasmas of naughtiness develop best in the sunny brilliance of our 
atmosphere. It may be that the land and the people are young hearted together, and the 
children’s spirits not crushed and saddened by the shadow of long year’s sorrowful history. 
There is a lurking sparkle of joyousness and rebellion and mischief in nature here and 
therefore in children. Often the light grows dull and the bright colouring fades to neutral 
tints in the dust and the heat of the day.  But when it survives play days and school days, 
circumstances alone determine whether the electric sparkle shall go to play will-o-the wisp 
with the larrikin type, or warm the spirited, single-hearted loyal ones who alone can 
“advance Australia”. Now we will go to the house of Misrule and meet our Seven Little 
Australians.” 
 
At dinner and being served by a maid are Captain Woolcot and wife Esther, Colonel George 
Bryant and his wife, and the local Member of Parliament. They are interrupted by noisy 
banging from above and it is explained that Esther is mother to seven children—only one her 
own. Colonel Bryant shows his hand as a man with a sense of humour, likening the bringing 
up of such a brood to being in the army. As the local MP is about to speak, three of the 
children enter the dining room holding plates. They complain they are hungry and want some 
turkey, and Colonel Bryant sympathises with them. Once they leave, the MP is about to 
speak again when the youngest child—“Little General” appears at the door wearing the 
Colonel’s bowler hat. 
 
Upstairs all the children are together, two of them fighting, when Ester enters to return Little 
General. She refers to them as living in “the House of Misrule.” 
 
The next day Esther talks to the children about their behaviour the previous night and 
announces that their father has banned them from “the pictures” for a week. They complain 
that he treats them like soldiers and plan a way to get him to be different by all doing good 
deeds, an idea hatched by Judy (also known as Helen). They all march off in single file to 
start the plan. 
 
On the verandah Martha, the family cook, banters with Jim (she calls him “Speedy” because 
he is a bit slow to do anything) who looks after the Captain’s horses. Jim is in a bad mood 
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because the Captain’s horse is playing up and the Captain is annoyed. They see Nell playing 
with a dog and a cat before Jim gives Martha a compliment and suggests that if she wants to 
marry, she should think of him. 
 
The Captain arrives and gives Jim his horse, complaining that it needs more work. The 
Captain then spots Nell giving the cat and the dog a bath. He is annoyed and yells at her for 
making a mess. He storms off, only to find Helen cutting the grass with a scythe. He 
complains it is dangerous and tells her to use the lawn mower.  
 
Continuing inside he comes across Margaret and Nell in the drawing room. Margaret is 
sorting his sheet music whilst Nell is studying geometry. Impressed, but suspicious, the 
Captain leaves for his own room, to find Bunty has ruined his military tunic in an attempt to 
clean it. At his wit’s end with his children, he explodes and Esther comes to the rescue. He 
explains that he needs his tunic that very evening for an important parade, and Esther says 
she will fix it. As he goes to leave, Nell comes in and offers him a glass of milk. The last 
straw, he yells at her that he hates milk and just needs fresh air. 
  
At the regimental parade, soldiers are marching and Pip and Judy enter the barracks with the 
Little General. They meet the Colonel who gives them some money and tells them to go and 
enjoy themselves. Judy suggests they go to an ice-skating show, but the Little General is 
tired, so they look for a place where they can let him have a sleep while they watch the 
skating. The soldiers march on. 
 
At the skating rink, Judy and Pip watch female skaters dressed as soldiers performing a 
similar “parade” on the ice. 
 
Back at the barracks, the officers — including Captain Woolcot and his Commanding 
Officer enter the Officers Mess talking about how the “men” are coming on. The Colonel 
enters and joins them for a drink, but as he goes to sit down he discovers The Little General 
on a chair. Captain Woolcott is very embarrassed and his Commanding Officer first gives 
him a ticking off and then toasts The Little General. Captain Woolcot takes the boy outside 
only to find Judy and Pip returned from the skating. He tells Judy that she will have to go to 
boarding school.  
 
Back at home, Judy unhappily packs to leave, receiving gifts from her siblings. Esther says 
she will work on her father and see if she can get him to change his mind. With a rare close-
up, Esther sheds a quiet tear as she leaves. 
 
At boarding school Judy is introduced to Marion and Doris and shown her bed. It reminds 
her of army quarters. 
 
Back at home, Meg is getting ready for a dance, commenting that she has had no news from 
Judy. Meg is told that there is a young man named Piers who is interested in her. Bunty 
comes in and says Meg looks funny all dressed up. Meg looks at a picture of Judy.  
 
At school, Judy and her friends are having a midnight feast when Judy declares that she has a 
secret — she is going to run home.  
 
At the dance, Meg is with a young man on the dance floor when another, pushier boy asks 
her for a dance. She tells him he’ll have to wait. When he does have a dance with her, she 
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says she has a headache and they leave and sit outside. He suggests she should have a 
cigarette as its good for a headache, and then tries to touch her. A friend interrupts them and 
Meg says she’d like to go home. Megs friend suggests Meg needs to get a bit more “modern” 
with the boys, and she replies that maybe one day she’ll find a “stone-aged man” with the 
same values as herself. 
 
The next day at the Woolcot residence, Bunty is hiding with a sling when Captain Woolcot 
arrives on his horse. He shoots and the horse shies. Bunty runs to hide in the barn where he 
finds Judy in the hay. She has escaped from boarding school and returned home, hungry and 
with a terrible cough. Bunty tells Pip and they agree to make her comfortable and get some 
food.  
 
Bunty makes a trip to the kitchen and returns with biscuits when he is discovered by Captain 
Woolcot. Under questioning, Bunty admits that someone is in the barn, and the Captain 
follows him there where he finds Judy. Furious, he insists Judy will be returned to school 
immediately, but Margaret stands up to her father and insists Judy needs a doctor. 
 
Later, the Captain is informed by the Doctor that Judy has bad lungs, cannot go back to 
school, and should have a rest in the country. Esther enters and agrees to take all the children 
to her parents’ house.  
 
At a country train station, Esther’s parents are waiting when a train pulls in and Esther and 
the children arrive with their luggage. 
 
While Judy remains at the house, the others go off on horseback rounding up cattle with Mr 
Gillette, a young man helping at the farm. When Bunty declares that he wants to be like Mr 
Gillette when he grows up, Gillette suggests he isn’t a good role model and tells Meg that 
whisky has become a good friend. On the ride home Meg drops one of her ribbons and 
Gillette picks it up, declaring that — as it is blue which stands for temperance — he will give 
it a try. Meg is happy with the idea.  
 
Back at home, the doctor tells the Captain that there’s nothing wrong with being relaxed, that 
your mind shouldn’t stand to attention all the time. He also tells him that Judy is doing well 
and that he should appreciate the fact that he has a family. 
  
Back in the country, Judy and Meg talk about Mr Gillette, who has already given back the 
ribbon. Judy suggests that Meg must give it back and be firm with him but Meg is unsure 
what to do. She decides to slip it in his pocket the next day at a picnic.  
 
The next day Judy and the Little General are with the others at the picnic, playing hide and 
seek when a tree branch falls on Judy. She is taken to a nearby shack where she lies down 
while Gillette goes for a doctor. With all the others gathered around, Judy declares that she 
feels numb all over. She doesn’t want to die because she’ll miss the other children but knows 
that if she does she can see her mother again. She dies and we cut to shots of the sky and 
bells ringing.  
 
People exit a church wearing black, and the Captain exits with Esther, now thinking that he 
has been too strict. Esther then tells him that he’s not really thinking of his children — but is 
being selfish and behaving the way he has treated as a child. She suggests that he try and 
make friends with his children and forget that he is on parade. 
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Time passes as rain falls and the spring blossoms arrive. The Captain has a slingshot and hits 
bottle, he tells stories of being bad. Esther and the children talk about how wonderful their 
father now is and wish Judy were here. Esther says that Judy is fine and was the sacrifice 
needed to make their father change. The Captain rides off with other children chasing.   
 
 
Production Credits 
Directed by Arthur Greville Collins  
Screenplay by Patrick V. Ryan from a novel by Ethel Turner 
Art Director—Harry J. Weston 
Sound Recording—Beresford Hallett 
Musical Score—Nellie Weatherill  
Musical Director—Gabriel Joffe 
Film Editor—George D. Malcolm 
Assistant Director — Harry Lauder 2nd 
Interior Decoration –Mamie marks 
Production Manager—R.L. Wilkinson 
Property Manager—Rollo Lowe 
 
Charles McCallum—Captain Woolcot 
Pat McDonald—Esther 
Sandra Jaques—Meg 
Robert Gray—Pip 
Mary McGowan—Judy 
Ron Rousel—Bunty 
Janet Gleeson—Nell 
Nancy Gleeson—Baby 
Don Tall—The General 
Letty Craydon—Martha 
John Fernside—Doctor 
Connie Martyn—Mary Hassel 
Nesta Tait—Bridget 
Nan Taylor—Mrs Bryant 
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FILM DAD RUDD M.P. 

YEAR OF RELEASE 1940 
PRODUCTION COMPANY CINESOUND PICTURES 

DURATION 77 MINUTES 
 

SCREENPLAY FRANK HARVEY & BERT BAILEY 
DIRECTOR KEN G HALL 

PRODUCER KEN G HALL 
 
 
Context 
Ken Hall and the Cinesound team were already committed to making Dad Rudd M.P. when 
war broke out in Europe, and the film became the last Cinesound feature film ever made. 
(Smithy, directed by Ken Hall in 1946, was financed by Columbia Pictures). Dad Rudd M.P. 
was another comedy—Cinesound’s sixth in a row over the previous two years—and Hall 
called it the “smoothest, best made of the Bert Bailey films.”84 With war already underway as 
the film was being finished, Hall re-wrote the final scene—a speech given by Dad Rudd in 
parliament—giving it a distinctly patriotic edge. It was also the last feature film of 72-year-
old Bert Bailey who officially retired in 1940 (although he appeared in Ken Hall’s 
propaganda short South West Pacific (1943) along with Chips Rafferty).  
 
The film made much use of miniature models and back projection techniques, now used 
much more sophisticatedly by Hall’s crew. The film was shot both in the Cinesound Studio 
and the closed down Pagewood studios, and features the second screen performance of Chips 
Rafferty as a bumbling fireman (Rafferty first appeared uncredited in Come Up Smiling as an 
extra in a crowd scene). 
 
The significance of the Rudd family franchise for Cinesound cannot be underestimated and, 
with On Our Selection (1932) being the company’s first feature and Dad Rudd M.P. the last, 
these tales of the “imitable Rudd family” bookended a seventeen-film, eight-year attempt to 
create a permanent film production infrastructure in an industry environment characterised 
by inadequate capital, inexperienced people and obstructive practices. Over that period the 
Rudd family were “aggressively modernised” by Hall and his writers, changing from 
working-class country folk to the urban middle-class, where they would be most familiar to 
audiences of the day.85  This constant ability to stay in touch with the paying audience was 
far more important to Cinesound’s success than Hall’s neutral filmmaking style. 
 
Story Overview 
Following the death of the local MP, a bi-election is due to be held in the Rudd family’s 
electorate. The biggest political issue of the moment is the water level in a nearby damn 
under construction, which will have a severe impact on farming land. The Rudd’s neighbour, 
the wealthy and upper class gentleman farmer Henry Webster (Frank Harvey) insists the 
level remain at 150 feet, but Dad (Bert Bailey) who represents the honest, working-class and 
small land-holding farmer, believes the height should be 200 feet so that the water will reach 
more farmers. To complicate the tense relationship between the two men, Dad’s daughter 
Ann is in love with Webster’s son Jim (), who is working as a junior engineer on the damn. 
When Webster insults Dad at a party just before announcing he is to stand unopposed as the 
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next candidate for the electorate, Dad decides to take Webster on and announces he will also 
stand for Parliament.  
 
With Webster in control of the local media and running a dirty campaign to shut Dad out of 
the electorate, Dad finds it hard to get a chance to speak to the people, and Jim and Anne’s 
relationship also becomes a casualty of the conflict. With one day left before voting, Dad’s 
campaign manager Entwhistle (Alec Kellaway) devises a plan to divert Webster’s audience 
to Dad’s final campaign speech, and as Dad delivers his speech, the skies open and it starts 
to rain, threatening the damn.  
 
Although the damn holds, the deluge washes away a bridge, stranding Dad’s voters on the 
wrong side of the river and unable to vote. Jim comes to the rescue and helps get everyone 
across just in time to give Dad the majority he needs. Jim and Anne reconcile their 
differences and Dad gives a rousing speech in Parliament about ordinary people, peace and 
the great nation of Australia. 
 
Commentary 
The last of the “Dad ‘n’ Dave” films, Dad Rudd MP carries all the hallmarks of Ken G. 
Hall’s approach to filmmaking—a clear narrative framework with the Rudd family pitted 
against a privileged and far too earnest opposition, a simple romance, and plenty of room for 
excursions into the slapstick. Add the familiar cast with Bert Bailey in particularly fine form 
and you get another Cinesound success story. Compared to the crudely made On Our 
Selection, the film demonstrates how far Cinesound’s filmmaking evolved over the previous 
eight years: more fluent camerawork, sophisticated coverage and special effects (in particular 
the dramatic flood scenes) and less theatrical performances. However, Hall’s “entertainment” 
philosophy also pervades the film—ensuring that the drama and any universal themes 
developing are watered down by more lightweight elements such as the farcical antics of 
Dad’s country fire brigade in a sequence borrowed from Mack Sennett’s Keystone Kops. The 
film’s editing is also brisk, building the story to its climax as the dam is about to break.  
 
Reviews for the film were mostly positive, with the Hobart Mercury concluding that the film 
“is wholesome comedy, impregnated with a vigorous and healthy Australian sentiment, and 
proves there is a definite place for Dad on our screens.”86 The Sydney Morning Herald was 
less flattering though, noting the film’s government support and pointing to Hall’s popularist 
approach: “Because Dad Rudd M.P. is the first film which the State Government has 
guaranteed financially under the recently formed scheme, it would have been a pleasure to 
report that Ken G. Hall and his helpers at Cinesound have had an unqualified success. That 
cannot be. For in spite of its geniality, the production somehow misses fire. Still the 
boisterous, artless humours which the two authors Frank Harvey and Bert Bailey have 
injected into it will give it a certain currency among the benevolent and the simple-
hearted.”87 
 
Detailed Plot 
With the film’s music signalling comedy, we are drawn straight into the manic world of the 
Rudd family in the beautiful Australian countryside. Everyone is excited about Dad arriving 
with a new car. Joe and Mum are in the kitchen where Dave is making a new gas oven. The 
effeminate Mr Entwhistle (manager of the fashion shop in Dad n Dave Come to Town), is 
staying with the Rudd’s and is scared by a cow. Anne is off to visit Jim Webster, a young 
and handsome neighbour. 
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When Dad arrives with the new “car” the family find out it is a horse drawn fire truck which 
he bought cheap from the local fire brigade. Sally then discovers—just as Dave is about to 
fire up the gas oven—that he’s been wrongly sent laughing gas.  The oven blows up 
releasing gas in the kitchen and everyone starts laughing—even Dad, who’s trying to be 
serious and tell Dave off for destroying the house.  
 
Meanwhile, near the local damn construction where he is a junior engineer, Jim is talking to 
American visitor Sybil Vane who is staying with his family. Sybil is aware of Anne’s interest 
in Jim and quizzes him about her. Anne arrives on horseback and is put down by Sybil.  
Anne and Jim argue about the effect that the damn might have on nearby properties. When 
Sybil continues to be rude, she leaves. 
 
Meanwhile a group of locals have been recruited to the Rudd fire brigade. They parade in 
their uniforms as a band plays a tune and Dad Rudd gives them a speech. Mum interrupts to 
tell them that a group of important men are waiting for him in the house. Dad meets them 
and discovers they want him to stand as local MP as the current member has died. The main 
issue appears to be the height of the damn. 
 
Dad heads for the damn and argues with the Webster about the height of the damn. Dad 
wants it to be 200 feet so that more land will have water, but Webster (a wealthy landowner) 
says it will remain at 150 feet. Dad tells Webster that he’s off to see the Minister. 
 
Meanwhile Mr Entwhistle starts a bonfire to attract the fire brigade. The newly recruited fire 
brigade get into action, but the fire spreads to a nearby shed. In a keystone cops sequence, 
the fire truck falls apart and the firemen are knocked off. They chase after it and attach one 
end of the hose to a small damn, which is drained quickly—most of the water going over 
anything except the burning shed. Dad arrives, gives a speech, and decides to use a truck full 
of milk to put the fire out. When he finds out that the milk is his, he changes his mind and in 
the ensuing chaos, the fire engine rolls into the fire, starts to burn, and then proceeds to a 
neighbouring building on Webster’s property, which burns to the ground. 
 
At the Webster’s house, invitations are being sent out for a party in town. Jim asks Anne 
Rudd to be invited. Jim’s Mother decides that, if Jim is possibly in love with her, that she 
shouldn’t send it, but Sybil decides that a better idea is to invite the whole Rudd family, so 
that embarrassment will ensue.  
 
At a hotel in town, Dad and Dave have been put in a room together, with Mum and Anne in 
another. Once the lights go out, Dave gets a phone call from his girl, Minnie, which he takes 
under the sheets. Dad hears the conversation and thinks that the two of them are in bed 
together. He gets Mum and they pull back the sheets to reveal Dave with a phone. 
 
The next day Mum meets Dad in the park after Dad has been to see the Minister. The 
Minister was non-committal about the damn and says he will wait until the bi-election before 
choosing sides. Mum reminds Dad about the party that night, but he doesn’t want to go. 
However, Mum cleverly talks him into it. 
 
At the party, Dad is dressed in his best suit and tells a story about snakes to a large adoring 
crowd. Mum has a crowd of women around her, and Anne is dancing beautifully with Jim. 
Sylvia is unhappy with how her plans for disaster are going.  
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Anne and Jim go out onto the balcony where they kiss. Jim’s father comes out and tells them 
to go inside. They tell him that Dad Rudd is here and he is furious, demanding that Dad—
who he thinks has gatecrashed the party—leave. Webster then announces to all his guests 
that he will stand for parliament and that he will be unopposed. Dad, now wound up over 
being treated badly, joins Webster in front of the assembled guests and reads out his 
invitation to the party. He then declares he will also stand for Parliament. 
 
The next day, Webster has a team working out his election strategy. Jim is with them but 
declares that he will not be involved unless they play dirty in which case he will join the 
Rudd camp. Webster’s campaign manager decides on a plan to discredit Rudd and shut him 
out of the main speaking places. 
 
At the Rudd home, Entwhistle and Dave are stuck for ideas. They get a phone call from the 
newspaper—owned by Webster—that it won’t accept his advertisements. 
 
Jim and Anne argue and she says she cannot see him anymore. 
 
Dad is roped into being a JP at the local court and he has to put up with a complaint by a 
woman about her neighbour. When Dad finds against her, she calls him names. The next 
case is a charge against Entwhistle for starting a fire—brought by Webster. Dad insists that 
Webster take the stand and has the case dismissed on the grounds of common sense. Webster 
leaves declaring he will keep fighting. 
 
Back on the farm, Entwhistle tells Dad that Joe is in the barn with Suzy. Dad comes on them 
holding each other. When they declare they want to get married, Dad tells them it’s a bad 
idea, because Jo has a stutter and Suzy has a lisp. Dad talks to Mum and they agree that Jo 
must be told the facts of life. Jo comes in and sits down and Dad has a go at explaining the 
facts of life. He starts with bees and them flowers but doesn’t make any sense. All the time 
Dave is watching and laughing. Dad moves onto birds and rabbits but gives up. In the end he 
tells Jo he’ll have to find out for himself.  
 
The campaign gets under way with a montage of Dad speaking and kissing babies whilst 
Webster’s men paint over his posters and attack Dad’s helpers. Finally a brick comes 
through the Rudd’s window. There are three days to go and Entwhistle has an idea, and 
phones the shop in town. 
 
Anne also helps by typing a speech for Dad, but accidently leaves Jim’s love letter in the 
papers. Dad reads it and they get sentimental. Mum then finds their own love letters and they 
have a nostalgic reminiscence. Dad then starts practicing his big speech for the next day.  
 
At the speech, no one has turned up and they find that Webster’s men have plastered 
“cancelled” over his notices. Entwhistle tells them his plan will help. A bus pulls up full of 
beautiful young well-dressed women from the city and Entwhistle instructs them what to do. 
They all head for the hall where Webster is speaking and enter, causing a stir. When Webster 
resumes speaking the young women want to know where his whiskers are gone. When told 
that Webster has no whiskers, they feign shock and surprise because they came to listen to 
Rudd. When they ask where Mr Rudd is speaking, all the men in the room agree to escort 
them to Rudd’s location. Webster ends up speaking only to the caretaker.  
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When the crowd arrives, Dad Rudd gives his speech about water, flooding and rain just as a 
thunderstorm strikes. Everyone leaves.  
 
Back home, Mum treats Dad for a cold, and he suggests he give up. Mum convinces him that 
he should continue. The rain keeps falling, and Dad has an idea to speak to the cattle market 
the next day. 
 
The next day, surrounded by his beautiful young women, Dad gives his speech. Jim 
interrupts the meeting to ask all men to come quickly to help the damn from breaking, 
because of all the rain. 
 
As men help with sandbags, the river floods, the bridge is threatened and the damn spills 
over. The men have to keep working which means they cannot vote. Although the rain stops, 
the water level keeps rising and the damn starts to break up. After arguing with Jim on the 
phone, Anne drives to see him and approaches the bridge just as it is about to be destroyed. 
She makes it over and argues with him about why the men helping can’t vote. Luckily the 
river starts to subside, but—without the bridge—no one on the other side of the river (Rudd 
supporters) can get back to town. Jim constructs a flying fox and everyone starts to cross so 
they can vote for Dad. Anne and Jim are the last ones across, and Dave leaves them stuck in 
the middle of the river. Jim explains that they will have to stay there all night. They kiss and 
agree to marry. Jim then starts pulling them across the water by hand. 
 
Meanwhile all the missing voters arrive at the polling booth in cars, trucks and horses. Jo 
Dave and Entwhistle are in a car that will not go up a hill and they have to get out and push. 
At the top of the hill, they rest and the car runs down again and into the path of Jim and 
Anne. They get in the car and drive off, passing the original occupants.  
 
In town, Dad is worried that no one has come when the mob arrives from the damn, just in 
time to vote.  
 
At ten past ten that night the returning officer announces that the preliminary results are 
Webster 4239 votes and Rudd 6582. Webster concedes defeat but tells Dad he still has to 
convince Parliament. He gives a great speech about heritage, faith and the “plain people”, 
impressing the members of the house with his passion and oratory. He concludes with a 
stirring call to justice, peace, equality and the rights of man in our great nation.  
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Production Credits 
Founded on the works of Steele Rudd 
Screenplay by Frank Hardy and Bert Bailey 
Photography—George Heath 
Sound—Clive Cross 
Special Effects—J. Alan Kenyon 
Art Direction—Eric Thompson 
Film Editor—William Shepherd 
Musical Direction—Henry Cripps 
Assistant Direction—Ronald Whelan 
Casting—Geo. W. Cross 
Unit Management—John Souter and Harry Strachan 
Wardrobe—Rorothy Richards 
Millinery—Valerie West 
Produced and Directed by Ken G. Hall 
 
Dad—Bert Bailey 
Mum—Connie Martyn 
Ann Rudd—Yvonne East 
Dave—Fred McDonald 
Joe—Ossie Wenban 
Sally—Valarie Scanlan 
Entwhistle—Alec Kellaway 
Henry Webster—Frank Harvey 
Jim Webster—Grant Taylor 
Mrs Webster—Jean Robertson 
Sybil Vane—Barbara Weekes 
Lewis—Ronald Whelan 
Mrs McGrury—Letty Crayden 
Ryan—Marshall Crosby 
MacTavish—Joe Valli 
Jenkins—Field Fisher 
Bloggs—Billy Stewart 
Susie—Natalie Raine 
Minnie—Lorna Westbrooke 
Rordham—Leo Gordon 
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FILM WINGS OF DESTINY 

YEAR OF RELEASE 1940 
PRODUCTION COMPANY ENTERPRISE FILM COMPANY 

DURATION 68 MINUTES 
 

SCREENPLAY RUPERT KATHNER & ALMA BROOKS 
DIRECTOR RUPERT KATHNER  

PRODUCER RUPERT KATHNER  
 
Context 
After failing to get his previous two films—Phantom Gold (1937) and Below The Surface 
(1938)—registered under the quality guidelines of New South Wales quota regulations, 
Rupert Kathner spent two years focusing on producing newsreels while trying to raise the 
finance for another feature film. By 1940 he had managed to lift his filmmaking skills 
sufficiently so that this low budget “quickie” was passed. The film was distributed by 
National Films and re-edited after an initial press screening resulted in several scenes being 
heavily criticised.  
 
The film features a cameo performance from actor/director Raymond Longford, who ended 
his distinguished career (mainly in the silent era) with small roles in this and Kathner’s 
subsequent film Racing Luck (1941).  
 
The Sydney Morning Herald “amusements” advertising page for 16 January 1941 shows the 
film screening at Hoyts Bondi Junction, competing with the main Hollywood films of the 
time Gone With The Wind, The Mark of Zorro and Chaplin’s The Great Dictator, as well as 
Charles Chauvel’s Forty Thousand Horsemen.  
 
Overview 
Mark Heinrich is a German spy attempting to secure a supply of wolfram from outback 
Australia, blackmailing the owner of the deposit Francis Jamieson into his scheme, and 
securing the services of a young pilot Jerry Marsden to help fly samples. When Marsden’s 
plane is sabotaged and he is forced to land in the desert, he and his co-pilot are attacked by 
aboriginals before being rescued. However, despite having spare parts brought to them, 
Marsden dies when he crashes after take-off. Heinrich—who kills Jamieson and kidnaps his 
daughter Marion—is foiled by secret service agent Tommy Ryan, who has been posing as 
Marsden’s replacement. Heinrich is sentenced to 15 years jail for espionage.  
 
Commentary 
Like much of Kathner’s work, the film suffers not only from its obvious lack of budget, but 
also from a lack of understanding of the basic grammar of filmmaking and poor 
performances.  Although the story (supposedly based on a true event) has sufficient action 
and drama for the short running time, the production standards are amateurish. Kathner 
frequently “crosses the line” (shoots a scene from two or more angles that do not match 
when edited together) and the editing suggests that there is insufficient coverage of many 
scenes to create a coherent story from the resulting footage. The cinematography uses poor 
framing and the sound quality is marginal in many places. The Sydney Morning Herald 
stated that “judged by the standard of some other locally-produced films, Wings of Destiny is 
indeed a very inferior picture.”88 
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Detailed plot 
The film opens with a long explanation in scrolling text of the value of the mineral wolfram 
to Nazi Germany in arms manufacturing. With large deposits in central Australia, the story 
will tell of German “fifth columnist” attempts to get control of the resources during the war.  
 
A man with a German accent named Heinrich rents a house that has been empty for seven 
years. He meets a man called Arthur Rogers and they talk of conflicting and suspicious 
plans, Heinrich declaring that a man named Tommy Ryan has being sent “to take Marsden’s 
place”. They agree to talk later that night.  
 
Marion Jamieson talks to her father Francis about Heinrich. She is worried that she hasn’t 
heard anything from Marsden—her “young man”, who has been away dealing with Heinrich 
and a wolfram deposit, owned by Jamieson.  
 
Heinrich and Rogers meet Jamieson about his wolfram field, and table a contract to buy the 
minerals. Heinrich mentions Ryan and Jamieson recalls that he was mixed up in some shady 
business a couple of years ago. 
 
Jamieson gets a phone call from Marsden in Alice Springs saying he is about to fly back with 
samples of wolfram. 
 
Heinrich returns to his newly rented house to be told that Marsden has landed. Heinrich talks 
to Ryan, an ex-pilot who he is blackmailing to be involved in his plan to get the wolfram.  
 
The next day at the airfield, Heinrich tells Ryan to fly to Alice Springs and gives him 
instructions and money. The plane takes off. 
 
In a deserted stretch of outback, Marsden is waiting with his co-pilot Monty and their plane, 
which has been forced to land in the middle of nowhere. They discover that the plane was 
sabotaged, believing Jameson to be the only man who knew of their trip. A man named 
Flannigan arrives with an old horse, having spotted their plane, and warns them about the 
local aboriginals. One throws a spear at them and disappears. The three men settle in for the 
night. 
 
A group of aboriginal men sit around a fire and one puts feathers on his feet.  
 
Marsden and Monty wake during the night and find Flannigan snooping around the camp. 
They pretend to be asleep and Flannigan says he will keep watch. 
 
At the German’s house, Jamieson comes to tell Heinrich that Marsden has been forced down 
and that sabotaged is suspected. Heinrich tells him that, as Germany will soon be at war, he 
needs the Wolfram. 
 
Back in the outback an old prospector finds minerals of interest, reads a note that the find is 
on sacred land and is then speared. He staggers towards Marsden’s camp and collapses, 
dead. Flannigan tells Marsden and Monty the story of Harry Lassiter (who had the bone 
pointed at him) and then buries the dead prospector. Marsden sees a plane overhead and they 
wave. Inside is Ryan, who notices them and returns to report their location to local 
businessman Peters.  
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Peters drives out to meet Marsden with parts for the plane, and they restart it. Marsden 
makes an attempt to take off but crashes dying in the process. He is buried alongside the 
prospector and Monty and Peters drive off and make it to the old prospectors hut. Ryan turns 
up and is attacked by Monty who believes he is part of a rotten scheme. Ryan tells them that 
the plane was brought down deliberately, and he knows who did it. 
 
Ryan takes off for Alice Springs to warn Jamison, while Peters and Monty get in the truck.  
 
A telegram is sent to Marion telling her of Marsden’s death and she runs to Heinrich’s house 
to tell her father. After revealing that he is also being blackmailed, Jamison attacks Heinrich, 
but is shot dead. Marion is locked away.  
 
Heinrich arrives at Rogers’ office at a harbour, agrees the plan, and leaves followed by Ryan. 
Marion escapes and makes her way to the office, where Rogers threatens to kill her. Ryan 
bursts in and fights Rogers, saving Marion. Heinrich arrives and is captured when he 
discovers that Ryan is working for the Secret Service. 
 
On an outback road, Monty is wandering along and finds a small pub. He doesn’t have 
enough money for a drink and manages to get free beer by tricking another man into buying 
a round. 
 
In a courtroom, a judge finds Heinrich not guilty of the murder of Marsden, but guilty of 
espionage. He is sentenced to 15 years jail. 
 
Production Credits 
Produced and Directed by Rupert Kathner 
Photography—Arthur Higgins, Joseph Stafford, Tasman Higgins 
Film Editor—Syd Woods 
Continuity—Alma Brooks 
Recording Engineer—Mervyn Murphy 
 
Francis Jamieson—Marshall Crosby 
Mark Heinrich—John Fernside 
Monty Martin—George Lloyd 
Arthur Rogers—Cecil Perry 
Tommy Ryan—Johnny Williams 
Jerry Marsden—James McMahon 
Mulga Flannigan—Reg King 
Marion Jamieson—Patricia McDonald 
Peters—Ray Longford 
The Prospector—Stan Robinson 
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FILM FORTY THOUSAND HORSEMEN 

YEAR OF RELEASE 1940 
PRODUCTION COMPANY FAMOUS FEATURE FILMS 

DURATION 101 MINUTES 
 

SCREENPLAY CHARLES & ELSA CHAUVEL 
DIRECTOR CHARLES CHAUVEL  

PRODUCER CHARLES CHAUVEL  
 
 
Context 
Whilst Ken Hall had managed to build a small studio operation in the 1930’s, producing 
seventeen features in eight years, Charles Chauvel had pursued a more independent, project-
based, and more difficult production model, spending years between each film establishing 
film distribution contacts in Australia and America and raising finance. Born in 1897 in rural 
Southern Queensland, Chauvel was raised “between sword and plough”—growing up on a 
dairy farm in a family linked to the British military.89  Chauvel rejected his family’s call to 
stay on the land and went to art school in Sydney, becoming a production assistant and actor 
in silent films such as Robbery Under Arms (1920) and the Zorro-inspired The Shadow of 
Lightening Ridge (1920) starring all-round athlete and Australian matinee idol Snowy 
Baker—who inspired Chauvel to go to Hollywood in 1922.  
 
On his return 18 months later, Chauvel made two silent films in the western tradition—The 
Moth Of Moonbi (1926) and Greenhide (1926) and began to experience the problems 
associated with getting locally made films distributed in Australia. At the 1927 Royal 
Commission into the future of the Australian film industry, Chauvel made it clear that he felt 
distributors did not support Australian films with sufficient advertising budgets, and that 
raising finance for films was extremely hard: “the great fear is of the American domination, 
and it makes investors shy … we are suffering from a serious overstocking of American 
films.”90 Yet Chauvel was aware of the limits of local capability and went on to suggest that 
a 3% quota for Australian films (amounting to 21 films) would be too hard to sustain. 
Suspicious of creating a system that would result in “small stuff”, he told the Chairman of 
the Commission Walter Marks that it would be preferable to provide direct subsidies to 
production companies and aim for 12 “first-class pictures” a year.  
 
Chauvel’s practical suggestion was overlooked, and the few recommendations the 
Commission made that might have assisted Australian producers failed because of disputes 
between Commonwealth and State jurisdictions. While Raymond Longford moved to 
England in the wake of the disappointing outcome of the Royal Commission, Chauvel 
formed Expeditionary Films (1933) Ltd, enticing some powerful investors (including the 
Premier of NSW) to support his emerging filmmaking. Through the company he made his 
first sound feature In The Wake of the Bounty in 1933, the historical Heritage (1935)—which 
also received financial assistance by winning the Commonwealth Government’s film 
competition—and, when the NSW quota system was introduced in 1935, he produced and 
directed Uncivilised, hoping that its international orientation would enable it to secure a 
wider release. Although he travelled to Hollywood in 1936 and found a distributor for the 
film, the returns to Expeditionary Films were inconsequential, and he resigned from the 
company.91 
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Chauvel spent most of the next four years finding backers and distribution support for Forty 
Thousand Horsemen, a project that he had wanted to make for many years. His uncle was 
General Sir Henry Chauvel who had commanded the Light Horse that made the famous 
cavalry charge at Beersheba and, when 500 men and their horses converged on Sydney for 
the celebrations of the 150th anniversary of NSW in 1938, Chauvel borrowed £5000 from 
Herc MacIntyre (Managing Director of Universal Studios in Australia) to shoot scenes of the 
charge on the sand dunes at Cronulla. In an interview years later, Chauvel’s wife and 
filmmaking partner Elsa Chauvel confirmed the importance of shooting these scenes as a 
way of attracting more investors. “He took the risk and he got the most stupendous scenes 
and started to get the capital.”92 
 
Often overlooked in its contribution to the most sophisticated of Chauvel’s films to date was 
the production team at Cinesound who had wrapped on Dad Rudd M.P. making them 
available to start work immediately on Forty Thousand Horseman, with interiors filmed at 
Cinesound’s Bondi studio. George Heath shot the bulk of the film (although Frank Hurley 
and Tasman Higgins had photographed the earlier cavalry charge scenes), and Clive Smith 
worked on sound. Other Cinesound crew included Art Director Eric Thompson, Special 
Effects Director J. Alan Kenyon, and Assistant Director Ron Whelan. The accumulated 
knowledge and working practices that this team had developed over the previous eight years 
represented an industry asset that Chauvel’s individualistic and project-based approach to 
production would never be able to replicate.  
 
Just prior to the film’s release on Boxing Day 1940, the Commonwealth Film Censor 
Creswell O’Reilly ordered some cuts to be made (scenes showing horses falling were 
deemed “gruesome” and the romantic sequence was “too daring”).93 A very public debate 
ensued, with the Premier of NSW and other Cabinet ministers expressing their preference to 
leave the film uncut.  As the Commonwealth Censor (who was also by arrangement the 
Censor for Victoria) did not have jurisdiction in NSW, the main threat to the film’s 
distribution was the market in the USA, but in the final outcome the Film Appeals Censor 
reversed the decision and the film was allowed export without censorship.  
 
Overview 
Red, Larry and Jim are three soldiers with the Australian Light Horse stationed in the Middle 
East, where Germany and her allies are repressing the locals under the leadership of Captain 
Von Schiller. After establishing their larrikin-style camaraderie in markets and nightclubs, 
the three Australian friends are sent off to battle, riding long distances on their trusty horses 
in the desert. Red meets a French girl named Juliet who has disguised herself as an Arab boy 
in order to spy on the Germans after witnessing her father hanged. Larry and Jim are killed 
and Red captured and taken to Beersheba, but he manages to escape after discovering that 
Von Schiller has mined the town. When the Light Horse charge the town and gain the upper 
hand, Red prevents Von Schiller from blowing everyone up and is reunited with Juliet. 
 
Commentary 
The film confirms Chauvel’s orientation towards the heroic, and he uses key production and 
narrative elements (in particular music, dialogue and character) to enhance the myth of the 
Anzac and rally audiences around the war effort. The film is characterised by both Chauvel’s 
epic and romanticised treatment of the narrative and his meticulous attention to detail. It also 
demonstrates a grander cinematic feel than any of Ken Hall’s work, with Chauvel clearly 
favouring exteriors wherever possible and creating as much depth as possible with his 
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interior scenes. The story builds with energy and the camerawork and editing of the climactic 
Beersheba cavalry charge sequence have lost none of their potency seventy years later. 
Despite the fact that the three leading men had little experience in roles of this size, their 
acting is relaxed and assured, and the film launched Chips Rafferty’s substantial career as the 
knockabout Australian hero.  
 
The film drew huge crowds and was praised highly, the Sydney Morning Herald declaring 
that it “has every right to be regarded as the first truly great Australian picture.”  In a 
comment almost certainly aimed in Ken Hall’s work, the Adelaide Advertiser declared that 
“Forty Thousand Horsemen so far exceeds anything else ever produced in Australia that it is 
surprising that the cinema here almost exclusively contented itself for so long with the 
homely but unambitious caricatures of outback people and other bread-and-butter lines of 
Australian entertainment, which, however good, were always elementary cinema pieces.”  
 
In January 1941 it was announced that “the directors of Famous Feature Films Ltd have 
bought out for £15,000 the New South Wales Government’s interest in the Light Horse film 
Forty Thousand Horseman, to permit them full freedom in negotiating foreign contracts, 
notably in the United States.”94 Subsequently released all over the world, it was widely 
praised by audiences and critics alike. The New York Times referred to it is “an episodic 
account loosely strung on a foolish little story of a man and a girl, but it has the sweat and 
sound of battle in it …Yippee! for a brawling, boisterous entertainment.”95 
 
Detailed plot 
Scrolling text acts as a prologue, telling us of the valour of the Australian Light Horse during 
the 1914-1918 war.  
 
In Jerusalem 1916, images of tough Prussian and Turkish soldiers oppressing the locals are 
followed by a poster announcing that any locals who withhold assisting the German army 
will meet with severe punishment. In an army office, Captain Von Shiller crosses off the 
name of Paul Rouget from a list and a group of soldiers march to Rouget’s shop where he is 
hanged in front of his daughter Juliette. 
 
Prussian General Von Hausen inspects armaments and is shown the uniform of the 
Australian Light Horse. He laughs at the feathers in their hat despite warnings that 
Australians fight well. 
 
In the backstreets of a middle-east town, three Australian soldiers— Jim, Red and Larry—are 
playing two-up with the locals, winning all their clothes which are then put on the backsides 
of the donkeys they are riding. They arrive at the Café Chantant, and are embraced by belly 
dancers. The soldiers complain that they came here to fight but have been doing nothing but 
chasing shadows. 
 
Meanwhile in Romani, the Turks attack Australian outposts and a series of phone calls alert 
the Light Horse that hostilities have started. An MP arrives at the Café Chantant and tells all 
the Light Horse soldiers to leave immediately.  
 
A long montage of the Light Horse riding into the desert is accompanied by a text panel 
explaining the difficulties of the ride to the oasis at Ogratina. One rider falls from his horse 
but is saved by a comrade. The soldiers take a ten-minute break and Red is reprimanded for 
giving his horse some water. Red, Jim and Larry talk about the book of history and the 
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famous people who have marched through this land, mythologising why they are here—for 
free speech and freedom of opportunity. 
 
Meanwhile the Turks arrive in El Arish, where Juliette is now in hiding at the house of Sheik 
Abu—a friend of her father—and is pretending to be his son, Hassan. Abu is taking money 
for providing information to the Germans, and Captain Von Shiller arrives to get news about 
the Australians. Abu tells Von Schiller that Othoman—his servant—will accompany the 
Germans on their trip into the desert and provide him the necessary information. On seeing 
Hassan (Juliette) Von Schiller demands that the “boy” also join the trip. When Von Schiller 
leaves, Juliette refuses to go but Abu then confides in her that he works for England and 
France and is double-crossing the Germans. She agrees to make the journey with Othoman. 
 
In the desert Othoman finds out about an imminent attack by the Turks and leaves to tell the 
Australians. Juliette is ordered outside by Von Schiller and joins other “slaves” pulling large 
guns into place for the Turks. They come across the dead body of Othoman and the Battle of 
Romani begins. The Australians hold out for three days and Jim, Red and Larry meet a 
Glasweigan named Scotty when his cart is blown up. After a firefight, the Australians fix 
bayonets and charge the Turks who are pushed back. The horsemen then return to the oasis 
and wait for another day, whilst—at German HQ—Von Hausen tells his officers that the 
Oasis must be held.  
 
Jim and Larry share a cup of tea after the battle and worry about Red who is missing. Red’s 
horse escapes and runs into the desert.  
 
After assessing the damage done by the Australians, Von Hausen decides to retreat, telling 
his officers—overheard by Juliet—that they should pack up and leave. Juliet then finds Red 
injured nearby, and helps him by providing water, food and a blanket. The Turks retreat 
burning everything at the oasis, and Juliet goes with them. 
 
Red’s horse finds him in the desert and takes him back to his friends. They all join the 
column as the Turks stagger back to El Arish. Juliet returns to Abu and he hears her talking 
in her sleep about the Australian soldier she rescued. She sits and waits for the Australians 
and hears them arrive singing Waltzing Matilda. The Light Horse settles into the town and 
Juliet sees Red, Jim and Larry getting dressed.  
 
It’s Christmas Eve and Larry, Red and Jim get ready for a night out as Juliet returns to 
wearing women’s clothes. The three boys come across Juliet at the market and Red takes her 
for a walk as Jim and Larry play two-up.  
 
Suddenly a German plane starts bombing the town but an allied plane shoots it down. Red 
realises that Juliet is the “boy” who saved him in the desert and they kiss as the bugle calls 
him to return to camp. 
 
At Gaza the retreating Germans and Turks agree that their weakness is at Beersheba and then 
spot an Australian Light Horse scouting party. The Australians attack but the machine guns 
prove too much. Larry and Jim both get hit badly and Red is captured. As the Australians 
retreat in tatters, Juliet looks for Red who is in now a Turkish prison. He tries to escape but is 
captured again and forced to do hard labour digging mines underneath the town of 
Beersheba. 
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One day, while digging, Red is rescued and taken to a cave where Juliet is hiding. As the 
rains come they shelter in an abandoned house and Red hears that the Australians are 
marching on Beersheba—which they don’t realise has been mined. While word is sent to 
warn the Australians, Red and Juliet share a night together, talking about the future and 
declaring their love for each other.  
 
Meanwhile at German HQ, Von Schiller is concerned about the rain, which will allow the 
Australian horses to drink in the desert.  
 
The next morning Red leaves Juliet asleep to join the Light Horse, promising to find her 
when the battle is over.  
 
The Light Horse march on for Beersheba, heading for the German trap when Red arrives. He 
finds out that Jim and Larry have both been killed and he tells his Captain that Beersheba is a 
trap. His warning comes too late as the Australians have already been given the order to 
charge.  
 
The Allies fire their guns to create a dust screen and the Light Horse charge on Beersheba, 
jumping the Turkish trenches and fighting hand to hand as bombs and bullets fly.  
 
With the Australians now in the streets, and defeat imminent, Von Schiller decides he must 
blow up the town, killing his Turkish comrade in order to get to the detonator. He is about to 
blow up the town when Red bursts into the room and knocks him out. 
 
A text panel reveals that the Australians won, and that the Allies arrived in Jerusalem shortly 
after the battle of Beersheba, clearing the Germans from the Holy Land. 
 
Red looks for Juliet and finds her father’s shop where an old woman tells him that she is on 
the road. He runs to find her and they embrace. 
 
The film ends with a reprise of Waltzing Matilda and a final shot of the Light Horse riding 
into the distance.  
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Production Credits 
Produced and Directed by Charles Chauvel 
Story by Charles Chauvel in collaboration with E.V. Timms 
Continuity by Elsa Chauvel 
Photography George Heath 
Sound Arthur Smith and Clive Cross 
Art Director—Eric Thompson 
Exterior Art Director and Special effects—J. Alan Kenyon 
Musical Score—Lindley Evans in collaboration with Willy Redstone and Alfred Hill 
Additional exterior photography—Capt. Frank Hurley and Tasman Higgins 
Military Advisors Major G.H. Furguson and Sgt Roy Mannix 
Assistant Director Ron Whelan 
Location Assistant—George Hughes 
Optical Effects—Garnett Lowry 
Make-up—Alec Ezard 
Production Manager—John Soutar 
Dance Routines—Gertrud Bodenweiser 
Stunt Shooting—Lionel Bibby 
Turkish Armaments supplied by E.J Millett 
 
Red Gallagher—Grant Taylor 
Juliet Rouget—Betty Bryant 
Jim—Chips Rafferty 
Larry—Pat Twohill 
Von Hausen—Harvey Adams 
Von Schiller—Eric Reiman 
Scotty—Joe Valli 
Sheik Abu—Albert C Winn 
German Officer—Kenneth Brampton 
Captain Gordon—John Fleeting 
Paul Rouget—Harry Abdy 
Ismet—Norman Maxwell 
Captina Seidi Pat Penny 
Café Proprietor—Charles Zoli 
Othoman Claude Turtin 
Abdul—Theo Lianos 
Light Horse Sergeant—Sgt Roy Mannix 
Dancing Girls—Vera Emmett, Vera Kandy, Iris Kennedy and Joy Hart 
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Context 
Born in 1880 in San Francisco, Clarence Badger was a relative latecomer to the movie 
industry, moving to Los Angeles in 1906 after the San Francisco earthquake destroyed his art 
and photoengraving business. In 1913 he started submitting scripts to the many film 
companies that were being established in the area as Hollywood become the centre of film 
production in the USA. Initially working with the Western Lubin and Vitagraph 
Companies,96 he was hired by Universal in 1915 (aged 35) as a full-time writer, specialising 
in comedies.97 A year later he moved to Mack Sennett’s Keystone Film Company and began 
directing shorts before switching to Goldwyn Pictures in 1918 to direct light comedy feature 
films, the first being The Floor Below (1918) starring legendary actress and director Mabel 
Normand. Over the course of the next ten years—until the coming of sound—Badger 
directed more than 50 films including It (1927) starring Clara Bow.  
 
In 1936, aged 56 and with a patchy career in talking movies, Badger moved to Australia 
when Columbia Pictures (with whom Badger made his last American film in 1933) decided 
to take advantage of the new production quota regulations. In partnership with newly formed 
National Studios and giving the key roles to overseas talent, Columbia produced the western 
Rangle River (1936) based on a story by American author Zane Grey, with Badger directing 
and rising American star Victor Jory in the lead role. The film was a moderate success but 
failed to make a sufficient return for National Studios, which never made another feature.98 
Although Badger decided to retire and remain in Sydney (where he died in 1964), he was 
tempted to direct one last film when the principals behind National Studios (and its sister 
company National Productions) formed Argosy Films Limited in 1937 and received NSW 
Government guarantees totalling 25,000 to produce That Certain Something and The Power 
and The Glory. At the announcement of the guarantee, Argosy Director Frederick Daniels 
stated boldly that "the decision of the Government to assist the industry will mean more 
employment for Australians and more incentive to aspiring film players. Not only that, but 
the development of a virile film industry will mean that Australia will receive greater 
advertisement abroad."99 Less than six months later Cinesound announced that it would lay 
off 75 highly trained technicians and cease production of feature films “resulting from the 
loss of overseas markets and the local financial position.”100  
 
That Certain Something was filmed at the National Studios Pagewood site, which had been 
closed for three years, and mixes elements from Badgers hit film It (1927) with his 
frustrating experiences directing Rangle River. (The film uses an autobiographical storyline 
of a famous American director coming to Australia to make a film).  

FILM THAT CERTAIN SOMETHING 
YEAR OF RELEASE 1941 

PRODUCTION COMPANY ARGOSY FILMS 
DURATION 90 MINUTES 

 
SCREENPLAY CLARENCE BADGER  

DIRECTOR CLARENCE BADGER  
PRODUCER CLARENCE BADGER  
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Story Overview 
An American film director Robert Gimble comes to Australia to make a historical film called 
Daughters of Australia and starts a talent search for the leading lady. Two rival girls—Patsy 
(known for her stocking advertisements) and socialite Miss Hemmingway via for the role but 
Patsy only gets a minor part, despite the best efforts of her boyfriend Jimmy. However, 
Hemmingway starts to cause problems for the director who gets no support from his 
incompetent Board. Finally he hears Patsy reading Hemmingway’s lines for another actor 
and replaces Hemmingway with Patsy.  
 
Commentary 
The film’s focused opening marks it instantly as different from many of its counterpart 
Australian films, with a simple cause-and-effect narrative and little excess dialogue. As with 
many of Badger’s films, the tone is light and he makes sure that performances never veer too 
far into slapstick. However, the narrative focus wanes quickly and it disintegrates into a run-
of-the-mill story of actresses competing for both starring roles and men, and it is shot 
without any particular flair. The Sydney Morning Herald was harsh, suggesting that “the 
narrative of the film is as Australian in spirit, in characteristics, and in environment as 
Mickey Mouse is Nazi in temperament” and that the film’s “few acceptable spots were not 
sufficient to compensate for the general tedium and lack of virility.”101 The Australian 
Woman’s Weekly was kinder, suggesting that although “there is nothing particularly 
Australian about it except the players … it is an amusing, generally entertaining film judged 
by any standard.”102 The comments indicate the critical framework with which “Australian” 
films were judged at the time—they had to be somehow Australian in nature but made with 
the production values that audiences and critics were used to from Hollywood films.  
 
Detailed Plot 
On discovering in the newspaper that a Mr Gimble—famous film director from 
Hollywood—is coming to town, Blanche decides she wants to be a movie actress. Gimble is 
making a film in Australia and is looking for a girl with “that certain something”. Blanche’s 
tubby fiancée Bill doubts she would make it and recommends she stick with her job as a 
stenographer.  
 
Meanwhile in a small studio, Jimmy Jones is putting the finishing touches to a poster of a 
girl (Patsy) in an advertisement for stockings. Two older men (his clients) come in, and on 
seeing the poster, comment that Patsy has that certain something. However Jimmy reveals 
that the poster is unfinished and that Patsy can no longer leave her job on the factory floor. 
The clients immediately search the factory and find Patsy who continues posing for Jimmy. 
It is clear that Jimmy and Patsy are interested in each other romantically.  
 
In the middle of this work, Jimmy gets a phone call from Miss Hemmingway. Although she 
is with her boyfriend Allan Burke, she is much more interested in Jimmy and wants to know 
if he thinks she has that certain something. Allan tells Hemmingway that—as far as Jimmy 
goes—she has a rival.  
 
Later, Jimmy arrives at Patsy’s house and tells her that she has the certain something, and 
that she should try for the film. Patsy’s father is against the idea and Patsy reveals that she 
isn’t that keen herself. Blanche and Bill arrive, arguing, and Blanche declares that she really 
wants to try out for the film. They all discuss the issue and agree that it should be Patsy—
already well known in the stocking advertisements—who should go for the part. 
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The next day, a very long line of girls is waiting for Mr Gimble to arrive. Jimmy—surprised 
at the competition that Patsy is going to face, slips a picture of Patsy into Gimble’s hat-band 
while it is lying on a table. Gimble puts the hat on without noticing the picture and is 
embarrassed when someone points out what he is wearing. After reading the name on the 
picture—Patsy O’Connell—he rips the picture up.  
 
Gimble then briefs his investors. The film is to be called Daughters of Australia, an 
historical drama. He opens his briefcase to get the script and discovers another picture of 
Patsy (that Bill—who works as a porter) has put in his bag. He is even more annoyed with 
Patsy. 
 
He gets the script and starts to read it when Bill enters with a dog and many of the women 
who want to audition. In the ensuing chaos, the dog takes the script and rips it up under a 
table. Bill helps clear the room of the potential stars and Gimble asks him to be his 
bodyguard.  
 
On finding the shredded script, he calls for a stenographer, and Blanche arrives to restore the 
script to its original state. Blanche is very helpful and he says that she has that certain 
something. Blanche thinks Gimble is referring to her potential as an actress, but Gimble 
means her organisational skills. She gets hired as the script girl. 
 
Later in the evening during a radio broadcast, Gimble announces that girls wanting to try out 
for Daughters of Australia should come to Triton Studios the next day. 
 
At Triton Studios, girls are rushing around everywhere, with Bill bossing them around.  
Gimble starts doing the interviews—a brief check to see who will get a screen test.  
 
Meanwhile, Alan Bourke and Jimmy meet and wish each other well. It’s clear that there is no 
animosity between them.  
 
Back in the queue of girls at Triton Studios, Miss Hemingway is next to Patsy. Hemmingway 
goes in a gets a screen test. Next is Patsy. She does well and is about to be added to the 
screen-test list when Gimble remembers her photos. She gets rejected (signalled by Bill 
striking a gong). Outside Jimmy is waiting and Patsy tells him that she really wants the part. 
Bill and Blanche have an idea and tell her to go to wardrobe, get some new clothes and try 
again. The idea works and she gets a screen test.  
 
At the screen tests—it’s down to the last two girls for the part—Miss Hemmingway and 
Patsy. Patsy goes first and is very nervous and gets found out by Gimble who now 
recognises her. Hemmingway does the reading well and gets the job. She is immediately 
surrounded by photographers. Jimmy decides to fight for Patsy by telling Gimble how 
popular she is in the stocking advertisements. Gimble tells him to get out, but ends up giving 
Patsy a small role. 
 
In her dressing room, Hemmingway spies Jimmy and Patsy in love. She calls Jimmy in and 
asks for a back rub. Patsy sees them and walks off. Then Alan sees them and—with an 
exchange of looks with Jimmy—they changes places. Hemmingway turns to kiss Alan 
before she realises it is no longer Jimmy rubbing her back. Patsy makes it up with Jimmy 
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once he explains that he is only in love with her. He promises to be more attentive and that 
he wouldn’t be seen with Hemmingway.  
 
As the film progresses, Gimble gets increasingly annoyed with Hemmingway who complains 
of headaches and forgets lines. The crew begin to chatter that Patsy should have got the job. 
On set, Gimble warns Hemmingway that she has one last chance and must memorise her 
lines. She swears that she will go home and work on part, but Alan and Jimmy decide to join 
forces and bring about her downfall.  
 
They organise for an actor to pretend to be a famous “Continental” film director named 
Marcelle Dubois, and tell Hemmingway that Dubois will be attending a party that night. She 
goes to the party and falls for Dubois’ promise to make her a star in Europe, if she leaves 
Gimble and Jimmy.  
 
Back at Patsy’s home Blanche and Patsy are talking when Jimmy phones from the party to 
say he isn’t coming to back that night. Hemmingway grabs the phone and tells Patsy that 
he’s with her. Before Jimmy can explain, Patsy puts phone down. Jimmy and Hemmingway 
argue until Dubois rescues her. At home Patsy is crying, and Blanche says she’ll get revenge.  
 
The next day on set, Hemmingway isn’t there. Gimble waits and waits and then 
Hemmingway arrives late, with Alan and a headache. Gimble says she’s going to have to 
work hard. She argues with Gimble and storms off to her dressing room. Gimble has had 
enough and goes to his Board, who express their concern about the lack of progress on the 
film. They put pressure on him to retain Hemmingway.  
 
Meanwhile, Jimmy gets a note from Patsy that she never wants to see him again. He decides 
that he will fight for Patsy again and tells Gimble that he must get rid of Hemmingway and 
use Patsy. Gimble doesn’t want to do this, until he hears Patsy rehearsing with the other 
cast—reading Hemmingway’s lines for the male lead. Gimble is impressed, grabs her and 
drags her to the Boardroom to redo the scene in front of the Board, so that they will agree to 
let her take over the lead role. As she starts the scene, Patsy gets spooked by a picture of 
Hemmingway, but finally overcomes the problem and gets the part. Gimble thanks Jimmy, 
although Patsy isn’t aware of his intervention and still won’t speak to him.  
 
Gimble’s only remaining problem is how to get out of the contract with Hemmingway, 
solved when Hemmingway enters and tears up her contract to go to the mythical Dubois. 
Patsy is then formally given the part of leading lady and everyone cheers and claps.  
 
Time moves to opening night of the film, with Patsy billed as the star. She talks on a radio 
show at the cinema and is asked if she has found her Prince Charming. She declares she will 
never marry. Jimmy tries talking to her but she stubbornly refuses to speak to him. He starts 
to leave.  
 
As Patsy is entering the cinema, Gimble explains the true story about the party and Jimmy’s 
role in making her the star. It is the first time she realises the truth. She turns to find Jimmy 
sitting next to her and they are reunited with a kiss.  
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Production Credits 
Story by Clarence G. Badger 
Assistant Director—Allan Mill 
Production Manager—L.W. Watt 
Cinematography—Arthur Higgins 
Assistant Cameraman—John V. Howes 
Sound Supervision—Murray Stevenson 
Sound Recordists—Z. Bryl and Tom Innes 
Art Director—William Baker 
Editing—Frank Coffey 
Cutting—Charles January and Harry Malcolm 
Continuity—Peggy Graham 
Directed by Clarence G. Badger 
 
Patsy O’Connell—Megan Edwards 
Miss Hemmingway—Thelma Grigg 
Blanche Wright—Georgie Sterling 
Robert Gimble—Lou Vernon 
Allan Burke—Charles Kilburn- 
Bill Lake—Joe Lawman 
Howard Craven—Jimmy Jones 
Supporting players: Ronald Morse, Leslie Victor, Marshall Crosby, Connie Martyn, 
Raymond Longford, Ross Vernon, William Redsford, Arundel Nixon 
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Context 
After releasing his first feature Typhoon Treasure in 1938 (see page 21) Noel Monkman and 
his wife and partner Kitty returned to Green Island in late September that year “to take 
underwater, micro-cinema and colour films at the Barrier Reef … for an indefinite period” 
They took seven tonnes of equipment with them and rented a small shack on the island 
where they established a laboratory.103 Four months later—earlier than he had expected—
Monkman returned to Sydney with plans to direct two feature films (one a pioneer story 
based on the best-selling novel Valley of the Sky by Tarleton Rayment, and the other based in 
New Guinea).104 Neither of these films came to fruition but, with the quota system still in 
place and war film Forty Thousand Horsemen a huge hit, he was able find support for The 
Power and The Glory, a wartime spy story with nationalistic and strong anti-Nazi themes. 
The film was produced through Argosy Films Ltd, a company that Monkman had established 
with Frederick Daniel (who had been the General Manager of National Productions) in early 
1937.105 
 
Monkman’s connections also extended to actors and in his autobiography he states that he 
wrote The Power and The Glory specifically for “a young actor who would, I thought, if 
given a chance, make the finest film actor in the Australia, Peter Finch. We used to get 
together in the Metropole Hotel bar in Sydney and bemoan the lack of an Australian film 
production industry. I told Peter that I was writing a film story and scenario that would give 
him his chance in films if ever I had an opportunity to produce and direct the picture.”106 
 
The film started production in June 1940 just as Cinesound closed its doors, and opened in 
Sydney in April 1941 after a battle with the NSW Censor, who initialled deemed the film 
unfit for children.  
 
Story Overview 
Professor Marnelle is a Czech scientist who escapes to Australia from Nazi Germany with 
his daughter Elsa after revealing that he has produced a deadly poison gas as a side effect of 
his work on fuel efficiency. Continuing his work, he is pursued by the Gestapo who have a 
spy named Frank Miller working undercover at a nearby RAAF base. Whilst fellow pilot 
Ted Jackson falls in love with Elsa, Frank tries to sabotage a squadron of planes and leads 
the Nazis to the secret house where the Professor is working. However, the Professor and 
Elsa escape once again and Ted shoots Frank’s plane down in a dog-fight. The remaining 
Nazis are killed when their U-boat—waiting off shore to take the Professor back to 
Germany—is sunk by the RAAF.  
 
 

FILM THE POWER AND THE GLORY 
YEAR OF RELEASE 1941 

PRODUCTION COMPANY ARGOSY FILMS 
DURATION 93 MINUTES 

 
SCREENPLAY NOEL MONKMAN & HARRY LAUDER 

DIRECTOR NOEL MONKMAN  
PRODUCER NOEL MONKMAN  
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Commentary 
Whilst never as epic as Chauvel’s Forty Thousand Horsemen, the film has a focused and 
ambitious story with a surprising twist, revealing the mild mannered Frank Miller (Peter 
Finch) as a German spy. The dialogue is frequently melodramatic with several jingoistic 
speeches extolling the virtues of freedom and the evils of Nazi Germany, but the 
cinematography is strong and the film well edited. Monkman blends some sections of real 
footage into the film and received much praise for the dogfight scenes that were shot using 
the RAAF in Camden, NSW. Whilst Finch clearly stands out as an actor, some of the smaller 
roles were not managed well, with melodramatic performances and terrible German 
accents—perhaps demonstrating the Monkman was still learning how to work with actors. 
There is no faulting his use of outdoor locations however, indicating his preference to get 
away from the studio wherever possible. (In his letter to the editor of the Sydney Morning 
Herald in 1935 he stated: “Australian film production will be most successful when full 
advantage is taken of her natural attributes—the great outdoors—most fitting settings in 
which to express the spirit of her people.”107 
 
The film received positive reviews (despite being constantly compared to Forty Thousand 
Horsemen), the Sydney Morning Herald describing it as “excellent in parts and, on the 
whole, good and exciting entertainment….that must give an impetus to the Australian film-
producing industry.”  The Argus admired Monkman’s direction but criticised his 
screenwriting, suggesting that had he “engaged a writer to take care of the script, it might 
have been more successful. But in writing the story himself Mr Monkman, one fears, has 
sought material from old spy thrillers, with the result that laughs arise where gripping drama 
was intended.”108 
 
Having made contacts with the RAAF during the production of The Power and The Glory, 
Monkman spent time during the remainder of the war “doing special film work for the 
RAAF in Association with Allied Air Command,” later wishing that this work had been 
available for the public to see.109 When the war ended, and with little prospect of continuing 
a career as a producer-director of feature films, Monkman returned to Green Island and spent 
the remainder of his working life specialising in underwater cinematography. Some of his 
work was chosen to be included in the documentary The Sea Around Us which won an 
Academy Award for Best Documentary feature in 1952, and the following year he shot the 
underwater scenes for Lee Robinson’s King of The Coral Sea (1953)—see page 205.  
 
Detailed Plot 
With the image of a ticking clock comes the film’s introduction: scrolling text warning of the 
“beast” of primitive man that lurks within us. Cutting to dark cellars and an image of Christ, 
we meet the story’s antagonists—German officers, including SS Officer Von Schweig, 
discussing how their nation is ready to surprise the world. A military scientist enters with 
results from laboratory tests and it is declared that a deadly gas will be used in an air attack.  
 
In a laboratory nearby Professor Marnelle is reflected in a flask that is part of his complex 
work researching a more efficient motor fuel. When he discovers that one of the dangerous 
samples from the lab has disappeared, he asks his assistant Frieda but she doesn’t seem to 
know anything. When the phone rings, Frieda takes a call from the Commandant with 
instructions that the Professor must be at the War Office at 8pm that night. 
 
Just before his arrival, Von Schweig and another officer discuss the probable success of their 
strategy with the new gas. The Professor arrives and is told that his gas has been secured for 
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military purposes. Concerned, the Professor explains that the gas is a side effect of his fuel 
process and causes agonising death to anyone exposed. Von Schweig tells the Professor that 
he should put aside his concerns and support his nation. In response he gives a short speech 
condemning the idea of using the gas in this way, and the film’s title is given meaning with 
his words that “it is not for man to claim the power and the glory that remains only with 
God.” He is threatened with being sent to a concentration camp unless he delivers the gas to 
the War Office. He has no option but to agree. 
 
Back in the lab, guards arrive and announce that a Nazi chemist is coming. They reveal that 
Frieda has been the spy who gave away the professor’s secrets. The Professor then tells his 
daughter Elsa what is going on and sends her out of the lab. Suddenly he smashes his 
equipment, leaking the deadly gas, and escapes with Elsa. A guard reports the situation to the 
War Office and soldiers chase the professor’s car on motorbikes. Reaching a dead end, the 
Professor and Elsa escape on foot but are finally trapped and captured.  
 
In a German cafe with various people talking about the impending war, two undercover 
agents Ted Jackson (a pilot) and John Burton (a filmmaker) discuss a secret plan involving a 
man named Grubler (who is also in the café). In the background a radio announces that 
Britain has declared war on Germany and the men agree that they have to get out of the 
country. Soldiers arrive and arrest Grubler, and Ted and John leave through the back door 
and run into in alleyway where soldiers are seen on the street. They hide and, after one 
soldier stops to light a cigarette, escape.  
 
Ted and John stop a car and knock out the soldiers inside, only to find that the vehicle 
happens to contain the Professor and Elsa. The two men put on the Germans’ uniforms and 
drive off. 
 
Back at German War Office, news is received that the Professor is coming to Berlin, but the 
car is driven to an airport where the group manage to escape in a plane, chased by soldiers 
and shot at by anti-aircraft fire. They head to Paris.  
 
In Paris, the Professor and Elsa are told that they will be taken to Australia for safety, with 
Elsa and Ted flirting. John arrives with his arm in a sling and they all celebrate with 
champagne.  
 
Meanwhile Von Schweig has received information that the Professor and Elsa are in 
Australia and indicates he will travel there as a neutral person and meet other German agents 
in Australia. He travels by boat. 
 
In Australia, Elsa and Ted are feeding wallabies and holding hands in the countryside. They 
see a plane being unloaded by a Scotsman named Mac and a Chinaman named Wong. With 
some comic staggering, the two manage to bring a large trunk into a house that is now the 
remote Australian laboratory of the Professor, who declares that he has succeeded in 
eliminating the poisonous gas in making his new fuel. He gives a long speech about the evils 
of Nazi Germany.  
 
Later, Ted is testing a new plane built in Australia when another pilot named Frank Miller 
saves him from some apparent sabotage.  
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Meanwhile, the boat bringing Von Schweig to Australia arrives. Travelling under the name 
Hans, he is met by Dr Vass—another German agent. They meet a group of Nazi 
sympathisers, reveal their plans to destroy the new planes being made in Australia and toast a 
portrait of Adolf Hitler.  
 
Back in the air, one of the planes is being tested when it gets into trouble. The pilot ejects 
and the plane crashes. Ted inspects the damaged plane and sees that there is a problem with 
the bolts that support the wings. With the rest of the squadron in the air about to perform a 
power dive that would put too much stress on the wings, Ted runs to the control tower and 
insists the squadron cut their engines, pull out of the dive and land slowly. They follow his 
orders and are saved. Once landed an inspection reveals that that all the bolts have been 
drilled through and replaced with soft metal.  
 
Meanwhile Von Schweig witnesses a march past of Australian armed forces and comments 
on the impressive spirit of the Aussies saying “we have not expected such enthusiasm from 
the Dominions.” He is then told that the sabotage plot has failed. He demands to see the man 
responsible.  
 
Meanwhile Ted arrives in Frank’s rooms and they talk about the sabotage and Elsa. Frank is 
invited to join Ted for dinner at the Professor’s laboratory and meet Elsa.  
 
Whilst Elsa is swimming, the two men arrive, Frank with a parcel for the Professor. Frank 
sees the laboratory for the first time whilst Ted finds Elsa dancing in the moonlight in her 
bathing suit. They kiss while the Australian wildlife watches.  
 
Back at Von Schweig’s house, the Germans wait for the man responsible for the sabotage 
effort. The clock strikes 8pm and the door opens to reveal Frank as a Nazi agent.  
After being slapped by Von Schweig, Frank reveals he has found the Professor and he tells 
them where the laboratory is.  
 
Meanwhile at the laboratory it is dinnertime and all are happy until the Nazis arrive. Wong 
and Mac manage to escape but the Nazis find the laboratory. They realise that they will be 
unable to make the gas without the Professor but he refuses to explain and is knocked down. 
The Nazis then realise that Elsa will know and they pour nitric acid on the Professor, 
torturing him until Elsa says she will show them. She reveals her father’s secret cupboard 
and then helps her father. Meanwhile Mac is spotted and shot at. He falls but is not injured 
and overhears the Germans explain that a U-boat will be waiting for them all off the coast.  
 
Early the next day, Mac convinces a passing man named Willy to make a call to the airbase. 
Both Frank and Ted are told of the “German invasion” and they agree to go straight over to 
the laboratory in their planes.  
 
Meanwhile in the lab, the Germans are working away and a dejected Elsa has finished the 
drawings necessary for the Nazis to make the gas. But father and daughter exchange a smile 
as she leaves with Wong for the airfield. Once gone, the Professor causes an explosion in the 
laboratory. Ted sees the burning laboratory from the air and lands and he and Frank run out 
to the building. Ted finds the Professor tied to his chair with flames all around and the deadly 
gas about to explode. Ted saves him just in time, the explosion marked with reaction shots of 
the local kangaroos hopping wildly.  
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Meanwhile Frank, Von Schweig and the Germans are heading for the airfield chased by the 
squadron. A shootout ensues with the only chance for Frank and Von Schweig to escape 
being Ted’s plane at end of runway. When Frank gets there to find Ted, he pretends to have 
arrested Von Schweig, knocks out Frank and takes off.  
 
Frank runs for another plane, meets Elsa and kisses her before flying off to chase Frank, who 
he now realises is a German spy.  
 
Frank heads for the U-boat as Ted closes in and fires. A dogfight ensues and Frank spots the 
U-boat, which also joins in the firefight. Other planes start to bomb the U-boat and it is hit, 
water flooding the interior of the submarine.  
 
Ted’s plane is hit and he is injured, blood oozing from his head as he goes into a fatal dive. 
At the last moment he recovers consciousness and turns the plane up again, firing on Frank. 
He hits his plane, which crashes into the sea.  
 
As Ted flies off into the distance, a voiceover from the Professor reiterates the importance of 
the idea of freedom and the film ends with stirring music and a fly-by by the air force.  
 
Production Credits 
Directed by Noel Monkman  
Writers—Noel Monkman and Harry Lauder 
Cinematographer—Arthur Higgins  
Arial Photography—George Malcolm and Bert Nicolas 
Editor—Frank Coffey 
Assistant director—Harry Lauder  
Art Direction—Laurence Johnson and William Baker 
Special effects—W. Goodridge 
Musical Director—Hentry Krips 
Production Manager—L.W. Watt 
Sound—Z. Bryl and L. Nadel 
Sound re-recording—Alan Mill 
 
Katrin Rosselle—Elsa Marnelle 
Eric Bush—Ted Jackson 
Lou Vernon—Professor Marnelle 
Eric Reiman—Von Schweig 
Peter Finch—Frank Miller 
Sidney Wheeler—His Excellency 
Charles Kilburn—John Burton 
Joe Valli—Mack 
John Fernside—Dr Vass 
Max Osbiston—Flight Leader 
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Context 
Despite the fact that feature film production had almost ceased during the war (only five 
feature films were made), Rupert Kathner—who was still producing his Australia Today 
newsreels—managed to follow up his 1940 feature film Wings of Destiny with Racing 
Luck—another “quickie” that secured registration with the NSW Quota Act. Kathner worked 
with cinematographer Tasman Higgins (who hadn’t worked on a feature since Kathner’s 
failed Below The Surface) as well as actors Joe Valli and George Lloyd (who had also 
appeared in Wings of Destiny). The film also starred well known Australian jockey David 
“Darby” Munro, and marked the final screen appearance of writer-director-actor Raymond 
Longford.  
 
Story Overview 
Darkie and Bluey are mates and diggers who fought together at the Battle of The Somme in 
WWI. Twenty-five years after the war—with WWII on the horizon—they are still down on 
their luck trying to find a way to make a living by training and racing horses. When they hear 
about a famous colt named Outback that is about to be destroyed by its wealthy owner Sir 
Reginald Franklin, they convince him to give them the horse so that they can restore its 
health. Initially reluctant, Sir Franklin agrees when he realises that these are the men who 
saved his life during the war.  
 
Whilst Darkie and Bluey bring the horse back to help with the aid of their landlady 
Mrs Perry, her daughter Sylvia falls in love with Sir Franklin’s son Robert and convinces 
him that he should go to war rather than become a doctor. Darkie falls from Outback during 
a training exercise but manages to listen to its winning race on the radio before he dies in 
hospital. Robert wins the Military Cross for gallant services.  
 
Commentary 
Although (like Kathner’s earlier film Wings of Destiny) the film is characterised by low 
production standards, continuity errors and poor direction (most notable crossing the line and 
poor eye-line matching in close ups), the performances of Joe Valli and George Lloyd are 
sufficiently buoyant to make the film watchable.  The comic business in early scenes is slow 
and the dialogue poor, but the pace of the film picks up once the narrative and the two main 
characters have been established.  Sound recording and special effects are crude (in one 
scene the director’s call for “action” has been included).  
 
Kathner’s direct reference to Chauvel’s Forty Thousand Horsemen is an unusually self-
reflexive touch for films of the era, and the film contains—along with its comedy—clear and 

FILM RACING LUCK 
YEAR OF RELEASE 1941 

PRODUCTION COMPANY FANFARE FILMS 
DURATION 68 MINUTES 

 
SCREENPLAY RUPERT KATHNER 

DIRECTOR RUPERT KATHNER  
PRODUCER RUPERT KATHNER 
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serious nationalistic references to the spirit of the Anzacs and the sacrificial nature of duties 
required by young men during times of war.  
 
The Sydney Morning Herald was generous with its criticism of the film, noting that: “despite 
the crudity of some of the dialogue and some weak comedy interludes, Racing Luck will 
have a certain popular appeal.” However, it was also noted “the producer-director Rupert 
Kathner has profited little by his experience. This has not given Tasman Higgins much 
opportunity to emphasise his gift for film photography.”   
 
Detailed Plot 
Opening with a voice-over about two old diggers full of regret, the film flashes back to the 
First World War and the battle of the Somme where Bluey and Darkie talk about the 
Melbourne Cup. They reveal they have been in the army for two years and Bluey was a horse 
trainer before the war. He explains to Darkie how he trained his horses and mentions that he 
knows famous jockey Jimmy Pike. 
 
Later it is revealed that Bluey owes Darkie some money. He repays him in part, promising to 
give him the rest at a later date. 
 
Time passes and the film moves forwards past 1921 to 1931 to the current day (1939/40) 
where a horse float travels through the landscape. When the vehicle stops, Darkie & Bluey 
open up the back and pull out a goat named Dynamite The Decoy. A newspaper reveals that 
a wealthy man—Sir Reginald Franklin—is going to destroy a well-known colt named 
Outback.  
 
The two men visit Sir Reginald who tells them about how he needs to destroy Outback, and 
later that night they argue about Scottish accents. They decide that rather than destroy the 
horse they will patch him up, but Sir Reginald doesn’t want to be involved. After a few 
drinks, Darkie gets worked up and tries to show Sir Reginald his war scars—arguing that 
they wouldn’t put him down. This doesn’t impress Sir Reginald. Darkie then gets even more 
worked up and tells Sir Reginald a story of how he saved one of his mates in the war. Sir 
Reginald wants more details and asks if the man saved was a stretcher-bearer. More 
sympathetic when it is revealed that the man was indeed a stretcher bearer, he allows Darkie 
and Bluey to have Outback for one month and he writes a letter to acknowledge the deal.  
 
Back in their boarding house, Bluey is late for dinner and the landlady Mrs Perry is off to see 
Forty Thousand Horseman. As she leaves she tells Darkie to remember to turn the gas off. 
Bluey arrives and asks about Outback’s health. They two men recall that the camels in the 
war had the same problem.  
 
Later, Darkie is with Mrs Perry who has a prescription that requires kerosene. She reveals 
that she used to live on a farm and her husband had a cure for colds. One day a sick camel 
came to the house and her husband cured the camel although she never saw the recipe for the 
cure, but she knew he used kerosene. She agrees to get all the ingredients for Darkie so that 
they can use it on Outback.   
 
Bluey is mixing the ingredients when Mrs Perry’s daughter Sylvia arrives with more 
ingredients. There is an explosion and Bluey turns black.  
 
Time passes and a newspaper announces that Outback has recovered.  
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At his house, Sir Reginald’s son Robert arrives and chats to his father. Sir Reginald explains 
that he gave Outback to the two men because he knew them as diggers 25 years earlier. 
 
At the Perry household, Mrs Perry and Sylvia talk, and Mrs Perry declares she doesn’t like 
men who are into racehorses. Bluey and Darkie arrive and get the horse out of their truck and 
hide it from Mrs Perry. When they enter the house, they break a porcelain jug and Mrs Perry 
yells and says they should fix it using some tools from the wash-house (where the horse is in 
hiding). They try to distract her from having to go to the washhouse.  
 
At his house, Sir Reginald and Robert continue talking and he says he always wondered what 
happened to the men who rescued him. He talks about the old digger spirit, and about 
defending Australia by going overseas to fight. Back in the Perry house, Mrs Perry screams, 
claiming she saw a dark ghost (which was really the horse). Darkie and Bluey try to cover up 
but she insists on going to washhouse.  
 
A newspaper clip reveals the two lucky owners of Outback. 
 
Bluey talks to a stable owner about renting a stable. 
 
Bluey and Darkie are with their horse at the racetrack waiting for a jockey, but discover they 
are at the wrong place. Darky agrees to ride the horse and Bluey times him, but Darky falls 
and is taken to hospital.  
 
At the hospital Bluey shows Darky a newspaper article about how good the horse is and 
Darkie reminds Bluey about the 20-year-old loan that still hasn’t been paid. Bluey has a 
radio and plugs it in and finds a racing station. The radio commentator is talking about 
Outback and Bluey gives Darky a cigarette.  
 
Sylvia is talking to Robert Franklin explaining what the horse means to Darky and Bluey and 
talking about the war. Robert says that his father would be thrilled if he joined the army, but 
explains he’s studying to be a doctor. They talk of the greater and far more glorious side to 
war—about an understanding of humanity and comradeship, and Robert becomes a believer 
in the ideal of war. They kiss.  
 
At the stables Darky declares to Bluey and Sylvia that they cannot really afford the cost of 
keeping the horse there. Bluey says he’s entered the horse in the Sydney Cup. Mr Franklin 
arrives and thanks Syl for helping his son see sense about enlisting and he asks about the 
horse. Bluey says that they need a jockey and Sir Franklin suggests Jimmy Pike—the master 
jockey. Darky collapses.  
 
At the Flying Welter handicap at Rose Park is running in Race 3 and wins.  
Back at the hospital, Sylvia and Robert are there—but Darky died listening to the race. Sir 
Franklin and Bluey arrive and Robert tells Bluey that Darky is dead. Bluey tries to talk to 
Darky, explaining that he’s gone to meet the old mob.  
 
Sir Franklin and Sylvia talk, and he hears that Robert has joined up and won the Military 
Cross for services rendered after bringing back a digger who was wounded. There is another 
speech about the honour of military service and Sir Franklin recalls Bluey and Darkie and 
the glorious tradition of the Anzacs.  
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Production Credits 
Written, directed and produced by Rupert Kathner 
Original music by Rex Shaw 
Cinematography by Tasman Higgins 
 
Joe Valli—Darkie 
George Lloyd—Bluey 
Marshall Crosby—Sir Reginald Franklin 
Olga Moore—Sylvia Perry 
Keith Wood—Robert Franklin 
Connie Martyn—Mrs. Perry 
Darby Munro—himself 
Raymond Longford 
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Context 
Alf Goulding was born in Richmond, Melbourne in 1885 and was a child performer, touring 
the outback with his family’s company, before joining the famous Melbourne-based 
vaudeville group, Pollards Lilliputian Opera Company, which featured children from the 
ages of six to sixteen performing comic musicals and operetta.110 With the backing of 
entrepreneur J.C. Williamson, the company expanded and toured various troupes overseas, 
appearing in Singapore, England and North America. In April 1897 The Singapore Free 
Press credits Goulding, who was then only 12, as being “again excellent” in his role in Les 
Cloches de Corneville111, and in 1905 The Oregon News mentions Goulding in a report on a 
production called The Run Away Girl. ‘The genius of the whole thing was Alfred Goulding, 
who directs all the productions. He is only 21 years old … since he was 7 he has been with 
the company and has learned every detail of the business. He plans the settings, designs the 
costumes, trains the dancers and conducts rehearsals.”112 In the following year, Goulding was 
credited with writing the songs for a new production113 and in 1911 he appears in Seattle in 
the stage musical production of The Rich Mr Hoggenheimer with Lon Chaney, where his 
first marriage to Gladys Watson was announced (they divorced in 1919).114 When the Pollard 
Lilliputians disbanded in Canada just before World War I, Goulding and fellow actor Harry 
‘Snub’ Pollard made their way to Hollywood, where Goulding worked as an actor at Fox 
Studios in 1917. Both he and Pollard also appear on the payroll at Hal Roach’s Rolin Films 
studio, and it was here that Goulding quickly made the transition from actor and writer to 
director, churning out short comedies starring Harold Lloyd and his old friend Snub 
Pollard.115 In 1925 Goulding moved to the Century Film (run by the Stern Brothers who 
would later started Universal Studios), and in the same year made his first feature film at 
Metro-Goldwyn Pictures, the 60-minute comedy Excuse Me, starring Norma Shearer. 
 
Throughout the 1920s and 1930s Goulding continued to make mostly comic shorts and, after 
experiencing visa difficulties in the USA, returned to England in 1939. Credited with 
introducing Stan Laurel to Hal Roach, Goulding and Laurel remained friends for life, with 
Goulding directing the final Laurel & Hardy film A Chump at Oxford, in 1940.116  
 
In the same year, Australian actor and entrepreneur Hartney Arthur established Austral-
American Films, inviting Goulding to direct the first of two Austral-American movies made 
during the war. The other—directed by Arthur himself—is Red Sky at Morning, now lost. 
 
Story Overview 
On the eve of Japan entering WWII, two male journalists (Haggerty and Clarence) are sent to 
the Far East for new stories and on the ship meet two female journalists (Clara and Dolly) 
from a competing newspaper who have also been dispatched overseas. When the ship is sunk 

FILM A YANK IN AUSTRALIA 
YEAR OF RELEASE 1941 

PRODUCTION COMPANY AUSTRAL-AMERICAN PRODUCTIONS 
DURATION 65 MINUTES 

 
SCREENPLAY ALFRED J. GOULDING 

DIRECTOR ALFRED J. GOULDING 
PRODUCER ALFRED J. GOULDING 
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by Japanese torpedoes, the four wash up on the far north coast of Australia and rescued by 
Mitzy who entertains them at her bush camp where she lives with her father and young 
nephew. Their celebrations are interrupted by the arrival of an aboriginal man named Balou 
who has been blamed for a Japanese attack on his tribe and who dies after having “the 
jiggery bone” pointed at him. The journalists then uncover the true identity of a Japanese 
spy—who was working at the same newspaper. The film ends with the defeat of Japan, 
caused by the jiggery bone principle of fear.  
 
Commentary 
The film is a bizarre mixture of variety show, comedy, and war footage, clearly a relic from 
silent movie and music hall days. There are moments of exuberance and wit but the narrative 
lacks any focus and the film is filmed mostly using static wide shots in uninspiring studio 
settings, revealing both the extremely limited resources available to Goulding and his origins 
in the world of silent shorts. Te Pana, writing for the Courier Mail said the film was “easily 
the weakest local film to date. Incoherence incredibility, and inconsistency are spread like 
treacle over the whole thing. These are the strongest words I have ever used in condemnation 
of a picture since I began reviewing films more than 20 years ago.”117 Keith Manzie, film 
critic for The Argus published a letter from three Australians who saw the film in England 
two years later and who were “amazed at its topographical inaccuracies,” and described it as 
“terrible. Photography, acting, and direction are lower than amateur status, the plot 
puerile."118 
 
Goulding returned to England and made three more features over the next ten years before 
moving to the USA where he died in 1972. His final film, Laffing Time, made in 1959 was 
called a “quickly withdrawn turkey.”119 
 
Detailed Plot 
After introducing the cast with their childhood images, the movie starts in the editor’s office 
of a city newspaper—The Daily Spotlight. The editor is frustrated that circulation is low and 
demands new writers. Headline Haggerty and Clarence are called into the office to account 
for themselves.  
 
Meanwhile at The Daily Challenger the editor is complaining about his women writers—
Clara Mathews who does the cookery column, and Dolly Dimple who looks after cosmetics.  
 
All four journalists (from both papers) are then sent by their editors to the Far East. As 
Haggerty and Clarence leave, another journalist, a Japanese man named Mataki, comes to 
say goodbye, as he must go to Kobe to see his sick father.  
  
On board a ship to the Far East, we see the Diary of Headline Haggerty and the continuing 
battle with seasickness. Day 13 finds Haggerty chatting with the two female reporters when 
Clarence arrives looking sick. The boat is heading for Samoa, but because the wireless is 
down they don’t know what is going on in the war. After a lifeboat drill, Clarence thinks he 
spots a submarine but it’s only a seagull. The wireless starts working again and they all hear 
about Pearl Harbour. 
 
After some documentary style war images signalling Japan’s dramatic entry into the war, the 
boat is hit by a torpedo and sinks. Clinging to flotsam and jetsam, the shipwrecked crew find 
themselves on a deserted stretch of coastline around a fire.  
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They are rescued by Mitzy who lives nearby with her father. The four journalists reveal their 
true identities to each other and discover that the nearest cable office is 500 miles away. 
They set off for Mitzy’s shack—only 10 miles away—carrying Dolly in a seat slung over a 
pole. With them is Henry, an officer from the ship. When they arrive at the shack they meet 
Mitzy’s little nephew Horace, dressed as an American cowboy.  
 
Mitzy explains that her father is hunting for gold, and they all decide to dress for dinner 
using clothes left in a trunk by Mitzy’s cousin Charlie and her Aunty Mary. As the others get 
dressed, Horace plays a trick with the food, swapping the dumplings for golf balls. After 
dinner the group decide to give a variety show, with an impersonation, a song from Horace 
(with yodelling), and a lasso trick from Haggerty.  
 
Haggerty tries to find out why Mitzy and her father are really in the area, but she won’t 
reveal the truth. A storm breaks out and—as the roof leaks—they continue sitting at the table 
with umbrellas. When the lights go out they are joined by a mysterious aboriginal man 
named Balou, who is carrying pictures of a Japanese journalist who has recently left 
Australia. Clarence guards Balou that night but wakes to find him gone.  
 
The four journalists split up and search for Balou, (giving an opportunity to profile some 
koalas). Finally they find Balou and a group of Aboriginals who have walked a long way for 
help after being attacked by Japanese fisherman who burned their huts and made off with 
their daughters. We witness some kangaroo hunting and Clarence sits on a crocodile before 
Haggerty kisses Mitzy.  
 
When the group arrive back at the shack they find Sergeant Jarvis, who explains that Balou 
was the victim of the “Jiggery Bone”, and—as he explains some facts about the 
Aborigines—we witness the making of hats, a snake dance, the way arguments are resolved 
with the throwing of spears and the initiation of young men by knocking out their teeth. 
Jarvis also explains that Balou was appointed chief guard over the woman but went 
prospecting, allowing the Japanese to take the women away. As punishment he was 
pronounced dead—by pointing the jiggery bone. After the dance of fate is performed, 
Balou—unable to get the sound of drums from his head, stops eating and dies.  
 
Haggerty is told that the jiggery bone works through fear and decides that they must go after 
the Japanese journalist Mataki. With a montage of war footage—including Parliament House 
in Canberra, the Japanese fleet being beaten, and newsreel footage of the war in Papua New 
Guinea, we discover that the jiggery bone has been pointed at Japan. Finally Haggerty talks 
to his editor by phone revealing his marriage, and a voice over announces that “here lie we 
dead because we didn’t chose to shame the land from which we sprung.” 
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Production Credits 
Written and directed by Alfred J. Goulding   
Cinematography by George Malcolm    
 Jack Bruce—sound 
   
Al Thomas—Headlines Haggerty 
Hartney J. Arthur—Clarence Worthington 
Kitty Bluett—Clara Matthews 
Jane Conolly—Dolly 
Graham Wicker—Horace 
Alfred J. Goulding—Japanese Spy 
Joy Nichols   
Frank Bradley   
Marie La Varre 
 
 
 
 
 
 
 



A Survey of Australian Cinema 1938-1958  Page 91 

 

 
 

Context 
Despite the success of Forty Thousand Horsemen, Charles Chauvel—like other Australian 
filmmakers—found it almost impossible to continue feature film production during the 
World War II. In addition to the loss of trained production crew and actors to the military, 
the Government strictly controlled the supply of film stock, forming the Department of 
Information and the National Films Council, to “coordinate government and commercial film 
activity.”120 In 1942 and 1943 Chauvel (like Ken G. Hall) worked with Department of 
Information support and made four short documentaries helping the Government’s need to 
inspire and mobilise the nation behind the war effort. These were Soldiers Without Uniform 
(1943), The Power To Win (1943), Shipbuilders (1943), and While There Is Still Time 
(1943). In 1942 Chauvel was also commissioned by Columbia Pictures to make a 
propaganda short (Russia Aflame), from footage sent from the Soviet Union depicting the 
spirit of the Russian people in dealing with German aggression.121 
 
On the back of the success of Forty Thousand Horsemen, Chauvel managed to pull together 
sufficient capital from Hoyts Theatres, RKO-Radio Pictures and the Commonwealth Film 
Laboratories to make another feature celebrating the fighting spirit of Australian soldiers, 
and in 1943 began production on The Rats of Tobruk. In her 1973 autobiography My Life 
with Charles Chauvel, Elsa Chauvel described the difficulties of making the film as “almost 
insurmountable. “Our studios were wartime casualties, with worn out cameras, minimal 
sound equipment and shortage of film.”122 However the Chauvels managed to convince 
General Blamey to provide sufficient tanks, war equipment and manpower to make the battle 
scenes appear authentic. The film was the only feature film made during the war about 
Australian soldiers fighting in the war, and dealt with the famous siege of Tobruk that lasted 
from April to November 1941. The film was released in the USA in 1951 with the name The 
Fighting Rats of Tobruk.  
 
Story Overview 
Three mates—Bluey (Grant Taylor), Milo (Chips Rafferty) and Peter (Peter Finch), join the 
army at the start of the war, and serve together in North Africa, taking part in the famous 
Siege of Tobruk—where Peter is killed. Swapping the dust of North Africa for the mud of 
Papua New Guinea, Milo and Bluey continue their soldiering until Milo is killed by Japanese 
soldiers. Bluey returns home to his sweetheart Kate and they agree to get married.  
 
Commentary 
Once again Chauvel reveals his preference for the epic, invoking nationalistic symbolism 
and the mythology of the heroic Australian soldier battling against the odds. With frequent 
use of the Waltzing Matilda theme music and references to God and the past deeds of great 

FILM THE RATS OF TOBRUK 
YEAR OF RELEASE 1944 

PRODUCTION COMPANY CHAMUN PRODUCTIONS 
DURATION 95 MINUTES 

 
SCREENPLAY CHARLES & ELSA CHAUVEL 

DIRECTOR CHARLES CHAUVEL 
PRODUCER CHARLES CHAUVEL 
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men who have gone before, the film is frequently laboured—particularly over the deaths of 
the two central characters. The battle scenes too are protracted, although Chauvel’s drive for 
realism is evident—with actual footage adding to the power of the storytelling.  
 
With two of the three main characters dying during the often tragic and fundamentally 
serious narrative, Chauvel added several comic routines, using comedians George Wallace 
and Joe Valli as devices to lighten the mood. However, these scenes sit uneasily in the film, 
the film critic for the Australian Women’s Weekly commenting: “unfortunately, the story, 
which should have been packed with action and drama, is a bitter disappointment. The war 
sequences are vividly realistic and splendidly photographed, but the romantic interludes and 
most of the interior scenes do not come up to the same high standard.”123 
 
Peter Finch once again demonstrated his on screen talent, with the Adelaide Advertiser 
commenting: “Finch actually steals the show, although it is Grant Taylor, as the sergeant 
who is cast in the hero role.” 
 
Detailed Plot 
With voice over and scrolling text a prologue of the film explains how the Rats of Tobruk 
got their name—from an insult given to them by Rommel’s German soldiers. 
 
In rural Australian we meet Peter Linton, an Englishman herding cattle, along with Bluey 
and Milo. Peter is collecting Australian words and stories in his diary and one night finds out 
that they find they will have to go past Carmody’s property where Kate Carmody lives. 
Bluey and Kate seem to have a history and Kate tells him that her father died recently. That 
night there is a terrible storm and Peter is injured and the three men come to Kate’s house. 
They hear that war has broken out and Peter says he must go back to England. Bluey and 
Kate argue about their past and reveal that, two years ago, he got involved with other 
women. She thinks him unstable and not the marrying kind, while he sees her as Victorian. 
Despite their differences he is still in love with her but she knows it wouldn’t work. Bluey 
and Milo leave while Kate looks after Peter for a few weeks. 
 
The three men join the war and—with a montage of war footage and newspaper headlines 
following the progress of the Allies—we find the men victorious in a town in North Africa. 
To troops marching to the tune of The Wizard of Oz, Peter and Bluey find a real bed in a 
deserted house. They go and find Milo who is having a bath in destroyed boudoir, and they 
talk about women, Peter quoting Shakespeare. After they are all cleaned up they are kicked 
out by another soldier—Private George Wallace—who performs a one man comedy routine 
as he tries to clean up the place. That night the three soldiers sleep together in the double bed 
they found earlier.  
 
Some time later they are travelling on armoured cars in the desert when Italian soldiers 
attack them. Both Peter and Bluey are wounded, and Bluey is rescued by Milo who is also 
injured.  
 
Peter wakes in hospital dreaming of the face of a girl—the nurse named Mary who is caring 
for him.  
 
Peter, Bluey and George find Milo in hospital and George tells them he’s off to Greece but is 
then hauled back to his “boudoir” by authorities. Peter’s interest in Nurse Mary continues.  
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News comes that a new offensive under General Rommel is underway and defence 
fortifications are made. The hospital fills up with wounded and at HQ they learn that 
Rommel is about to attack Tobruk in great numbers. They decide to let the tanks come 
through and fight the German infantry at the outlying concrete gun-posts. They must hold 
Tobruk for two months.  
 
Mary is evacuated in advance of the attack and she says farewell to Peter.  
 
On Easter Sunday the troops worship God in a service in a ruined church. As clouds gather, 
the German air force attack and the troops hide in bomb shelters. The attack plays out mixing 
real war footage and dramatic recreations. As night falls the German tanks advance and the 
land battle starts. Peter, Bluey and Milo wait in their foxhole and let the tanks pass before 
attacking. The German infantry advances and blows the barbed wire so that they can get 
through the lines. Hand to hand combat breaks out and despite overwhelming numbers the 
Australians hold out.  
 
After the battle Peter looks for Bluey and Milo as the Allied generals talk about how their 
strategy has worked. They all listen to German propaganda radio and hear that themselves 
called “rats.” Peter turns off the radio and gives the moving “band of brothers” speech from 
Shakespeare’s Henry V—before they rest and prepare for the next attack. 
 
One day Scotty—the company runner—arrives and speaks so fast with his Glaswegian 
accent that no one except Peter can follow what he’s saying. As Scotty tells them about the 
imaginary robin he has on his shoulder, the Germans attack again.  
 
One day the three friends go into the town where they get a copy of the “Tobruk Truth” a 
newspaper written by troops. When planes bomb the town, the three men and Scotty arrive at 
George’s barbershop where Scotty gets a shave, causing havoc with his imaginary robin. An 
officer arrives and falls asleep in the chair and George makes all the others leave. They move 
to the Australian mess and pick up their mail. Peter has a letter from Kate with a photo and 
shows Bluey, suggesting that he would make her a good husband. The whole mess look at 
the photo of Kate and start singing a song about her. The piano player then changes the song 
to one about Mary—with Peter joining in.  
 
After weeks in the town they move back to the front, taking such a continuing pounding 
from the Germans that it sends some men mad. Peter keeps writing letters to both Mary and 
Kate—including affectionate thoughts from Bluey to Kate, and one night they get 
instructions to go out on a mission to destroy an enemy post.  
 
They attack in the dark and over run the Italian gun post before Peter is hit. Bluey calls for 
artillery cover and they take Peter back to be treated. They stop and wait for a truck to collect 
him, and Peter gives Bluey his diary. He quotes Brooke and dies. 
 
A voice over explains that—after 281 days—the Rats of Tobruk were evacuated and returned 
home as conquering heroes. They then had to exchange the desert for the mud of New 
Guinea as they fought the Japanese—where Bluey is injured and rescued by Milo in the 
swampy jungle.  
 
The two men struggle back towards their line together and arrive at a beautiful waterfall 
before Milo is shot and killed. Bluey crawls back into the swamp and fights the Japanese 
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soldier who killed Milo, emerging victorious. He is found by New Guinea natives and 
carried back to base semi-delirious but thinking about Kate.  
 
Back in Australia, Kate and Bluey meet and hold each other and he offers himself in 
marriage. This time she agrees.  
 
The film ends with a shot of the desert sands and the quote “At the going down of the sun 
and in the morning we will remember them—the Rats of Tobruk”  
 
 
Production Credits 
Produced and Directed by Charles Chauvel 
Screenplay by Charles and Elsa Chauvel 
Photography—George Heath 
Sound—Jack Bruce and LJ Stuart 
Editing—Gus Lowry 
Musical Direction—Lindley Evans 
Associates—Willie Redstone and Charles MacKerras 
Settings—Edmund Barrie 
Special Designs—Eric Thompson 
Assistants to the director—Harry Freeman & Roy Sebastian 
Unit management—George Barnes  
Commentary written by Maxwell Dunn 
Extra Photography—Army Film Unit 
Army liaison—Major GK Austin 
Asst Army Liaison—Lt AE Dunbar MM, Lt G Woods 
Miss Garrick’s Costumes—Curzon 
Home Furnishings by Bebarfalds 
 
Grant Taylor—Bluey Donkin 
Peter Finch—Peter Linton 
Chips Rafferty—Milo Trent 
Pauline Garrick—Kate Carmody 
Mary Gay—Sister Mary Wallace 
George Wallace—Barber of Tobruk 
Joe Valli—A fusilier 
John Sherwood 
Walter Pym 
Norman Blackler  
Gilbert Ellis 
Robert Carlyle 
Joe Anderson 
Toni Villa 
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FILM RED SKY AT MORNING 
YEAR OF RELEASE 1944 

PRODUCTION COMPANY AUSTRAL-AMERICAN PRODUCTIONS 
DURATION 55 MINUTES 

 
SCREENPLAY HARTNEY ARTHUR 

DIRECTOR HARTNEY ARTHUR 
PRODUCER HARTNEY ARTHUR 

 
 
Context 
Born in Tasmania in 1917, Arthur was a child actor appearing in both silent films (For The 
Term of His Natural Life (1927)) and vaudeville shows. By the age of 20 he was in Sydney 
working as a stage actor with the Austral Players124 and two years later appeared in a play 
that he had written for the C40 Company.125 Cast as one of the leads in Alf Goulding’s A 
Yank In Australia (1942), Arthur clearly had ambitions to be more than an actor, and steadily 
moved into a producing role—publishing playwright’s work under the imprint Mulga 
Pressand producing work both on stage and, in 1944, on screen.126  
 
With a background in theatre and few resources, Arthur adapted a play by Sydney writer 
Dymphna Cusack and shot the film in Rupert Kathner’s studio in North Sydney, with 
Kathner himself as cinematographer. Arthur’s cast—which included Peter Finch and Jean 
McAllister—demonstrated his strong links to the acting community, but the film failed to 
meet the quality guidelines for NSW Quota Act and only secured a few screenings in rural 
theatres.127 The film was subsequently re-edited and re-released in the UK under the name 
Escape at Dawn, but no copies survive. 
 
A review of the film in the British Kinematograph Weekly described the film as “heavy and 
vague in plot, badly acted, crudely dialogued, it fails utterly to justify its lengthy journey 
from Down Under.” 
 
In 1949 Arthur left Australia and ended up in New York, working for the Australian News & 
Information Bureau—which promoted Australian events overseas—before joining Garnett 
H. Carroll’s theatrical business as the New York representative. Arthur never lost his love of 
cinema and, in 1945 wrote a book about his earliest experience with movies (Flicka Daze), 
and later in life taught film history at Fairfield University in Connecticut128 where he also 
established an 8mm movie distribution business called Milestone Movies.129 He died in 
Connecticut in May 2004. 
 
Story Overview 
Set in 1812 in the colony of New South Wales, an Irish convict named Michael (Peter Finch) 
joins forces with Alicia Farley (Jean McAllister) who has run away from her brutal 
husband—a Captain in the Colonial Military Corps. Captain Farley attempts to bring Alicia 
back home but she escapes with Michael on a ship headed back to England.  
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Context 
Mervyn Murphy was one of Australia’s leading sound technicians who established the 
Supreme Sound System Company in 1935 and who would go on to support many of 
Australia’s feature and documentary films of the 1940s-1960s with sound and then full post-
production services.  
 
Harvest Gold was Murphy’s only outing as a director, taking on a corporate-sponsored story 
about the benefits of mechanisation and lubrication. Financed and presented by Caltex 
Limited—who secure a few lubricant product placements throughout the film—Harvest 
Gold was produced with the cooperation of the States and Commonwealth Directorates of 
Agriculture and the Australian Women’s Land Army, and shot in rural NSW, the film was 
then completed at Supreme Sound’s studio in North Sydney.  
 
Story Synopsis 
The story is built around a sceptical farmer Mac (Joe Valli) who prefers horse-drawn 
equipment and old farming methods. Drawing on Valli’s clowning reputation, the “old” 
farmer is presented as a likeable, self-centered buffoon who is saved by a combination of 
modernism, cooperation and decency.  
 
Commentary 
The purpose of the film is to showcase the wonderful benefits of agricultural mechanisation, 
and the 55 minute dramatic narrative includes a nine minute “screening” of an informational 
film with details about machines such as the stump-jump plough and the automated bean 
picking machine, along with information about how to use Caltex lubricant products to 
ensure the longevity of your farming equipment.  
 
The film is made in an economical and straightforward style, with few close-ups or moving 
shots. Murphy’s limitations as a director are evident with several scenes containing poor 
matching eye-lines and coverage that crosses the line. The script is compromised by the 
blunt expositional nature of its informational core, a laboured “comic” scene of Valli 
struggling with his collar studs, and an out of place dance routine. 
 
The Brisbane Courier Mail described the film as “entertaining and educational … the 
introduction of advertising is done with a very subtle touch.”130 
 
Detailed Plot  
Opening with the customary wide shots of the Australian countryside, a male voice-over 
reflects—with a distinctly nostalgic piece of dialogue— on the old days, which were 

FILM HARVEST GOLD 
YEAR OF RELEASE 1945 

PRODUCTION COMPANY SUPREME SOUND SYSTEMS 
DURATION 55 MINUTES 

 
SCREENPLAY UNCREDITED 

DIRECTOR MERVYN MURPHY 
PRODUCER HAROLD GREY 
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sometimes tough and tragic, when the mailman met the mail train. With a clear theme of the 
need for progress, the film jumps from its documentary-style start into the storyworld set 
back to the war days. Mat (Tal Odell) the mailman comes to collect the local mail for his 
district and greets a young soldier Harry Johnson (Bruce Beeby), who has a few days leave. 
 
They drive to the post office and general store, where Harry dumps the mail inside and  
rolls a cigarette while Mat takes a phone call. It’s an order for sugar, flour and baby napkins 
from Mrs Jones. The conversation prompts Harry to ask what has been happening in the area 
and Mat fills him in with the details of births and deaths. Mat also gives Harry a letter for his 
mother and explains that his father isn’t happy with the President of the Shire Council “Mac”  
McDougal (Joe Valli) who has problems of his own with his daughter Betty (Grace Labbin) 
joining the Women’s Land Army.  
 
The two men drive to Harry’s farm and Harry greets his mother and father inside the kitchen, 
giving them the mail. Mr Johnson (Harry Abdy) is informed that a Mr Harrison from the 
War Agricultural Department will be here on Friday and there is talk about the problem of 
“Mac” the President. Harry concludes the scene with a comment that Mac just needs 
handling properly.  
 
The next morning we meet Mac, tinkering with his old horse-drawn farm equipment. Called 
inside to breakfast by his wife (Leal Douglas), he joins his two children Nancy (Shirley 
McMahon) and Peter (Peter Dunstan). Mac’s hostility for Johnson becomes clear when he 
refuses to eat tomatoes given to the family by Mrs Johnson, and then an argument ensues 
about Betty—Mac complaining that he shouldn’t be told what to do by his daughter. The 
phone rings and Mac is reluctantly called to an urgent Shire meeting at 7pm that night. 
 
At the meeting, Mac—as President—calls meeting to order, and there is an instant argument 
about mechanisation, Mac making it clear that he prefers horses. After some expositional 
discussion about the benefits of sharing machinery rather than having to buy it outright, the 
meeting agrees that Mac must greet Harrison at the station when he arrives with a speech 
prepared by the Shire Clerk (Clifton Penny).  
 
On the agreed day, Mac is at the station with the Clerk when Harrison (Maurice Flannery) 
arrives and welcomes him with a touch of comic acting. Also on the train is Betty, who is 
greeted by Harry.  Later that day, Mac is getting dressed to go out and gives a laborious 
comic routine putting on his old-fashioned starched collar for the evening’s screening by 
Harrison. Struggling with his studs, his wife comes to the rescue and conforms that everyone 
will be wearing their “hard” collars.  
 
When Mac arrives at the Town Hall for the screening, he finds everyone else wearing “soft” 
collars. Harrison greets Mac and briefs him about the film he will be showing and its content. 
Harrison then addresses the crowd explaining that the film they are about to see shows “how 
machines will increase production and reduce costs.” We then see the nine minute 
informational film “Mechanization of Farming”, occasionally interrupted by Mac’s quips 
about people’s collars and his love of horses. The short film shows examples of the latest in 
machine power along, featuring the stump-jump plough, the rotary hoe, and a variety of 
mechanised bean cutters, tomato planters, slashers and potato diggers. It also covers how to 
protect your machines against rust and wear (by using the Caltex lubricants Marbec and 
Crater). At the end of the film, the hall is quickly cleared for some dancing, and a young 
couple show off their talents with some energetic modern steps. Mac is shocked at the 
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performance and the evening ends when the dancing girl flies from her partners grip and 
lands with her legs wrapped around Mac’s neck. Later that night (accompanied by some 
romantic music) Harry drives Betty home and she explains that Mac isn’t well, asking if 
Harry would keep an eye on him. He agrees. 
 
The next day Mac is harvesting using horses when he pulls up with a sore back. Harry 
arrives on horseback and escorts him home, where his wife instructs him to have a couple of 
days in bed. While Harry is talking to Mac, the phone rings and Mrs McDougall is informed 
by Mat that there’s a cyclone heading their way. She tells Harry, but not Mac. 
 
The next day Johnson and Harrison discuss how they can help Mac before the storm hits (he 
has 120 acres to harvest) and they get on the phone to other farmers. Machinery is geared up 
(Caltex oil featured) and the harvesters go out to Mac’s farm, Zoe (from the Women’s Land 
Army) driving one of them. With increasingly dramatic music and editing, the harvesters get 
to work as the cyclone approaches, Mac wondering—from his sick bed—what all the phone 
calls are about. Finally Mrs McDougall tells Mac that the community all got together and 
helped, and that Johnson is a real friend. As night falls the harvesters work on using lights 
and Mac listens to the driving wind from his bed.  
 
Finally the workers all arrive in Mac’s kitchen at dinner-time. When they go up to see Mac 
he asks how much of the crop was lost, and is staggered to learn that they cut everything. 
Betty gives Mac a hug and confirms that he’ll have to be friends with Johnson now. It is 
agreed that with cooperation, mechanisation and the Women’s Land Army, everything has 
been successful.  
 
The film ends with a shot of a happy Mac riding a tractor down the high street.  
 
Production Credits 
Photography—Arthur E Higgins 
Film editing—W. James Pearson 
Settings created by Film Art Direction 
Art Director—Harry Whiting 
Make Up Artist—Vashti Wallace 
Music by Sydney John Kay 
Produced by Harold Gray 
 
McDougal—Joe Valli 
Johnson—Harry Abdy 
Mat—Tal Ordell 
Mrs McDougal—Leal Douglas  
Mrs Johnson—Ethel Lang 
Mr Harrison—Maurice Flannery 
Shire Clerk—Clifton Penny 
Harry Johnson—Bruce Beeby 
Betty McDougal—Grace Lappin 
Zoe—Zoe Holland 
(By Courtesy of the Womens Land Army) 
Peter McDougal—Peter Dunstan 
Nancy McDougal—Shirley McMahon 
Directed by Mervyn R. Murphy 
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FILM SMITHY 

YEAR OF RELEASE 1946 
PRODUCTION COMPANY COLUMBIA PICTURES 

DURATION 119 MINUTES 
 

SCREENPLAY ALEC COPPEL, KEN G HALL 
DIRECTOR KEN G HALL 

PRODUCER KEN G HALL 
 
 
 
Context 
Like Charles Chauvel, Ken Hall worked with the support of the Department of Information 
for much of the war period, making propaganda films like 100,000 Cobbers (1942), along 
with government advertising shorts such as Give Us This Day (1943). Cinesound Studios 
remained open (and continued to produce Cinesound Review newsreels), but was “invaded” 
by the film division of the American Army Signals Corps. Working with American technical 
crews, Hall found that they were deeply specialised but lacked flexibility—revealing one of 
the fundamental differences between Hollywood industrialisation and the Australian project-
based approach to filmmaking. “Australian technicians had always been all-rounders, usually 
of necessity. They had to know many aspects of the technique of filmmaking, to be, within 
reason, interchangeable.”131  
 
As the war came to a close, Hall was approached by Nick Perry, the head of Columbia 
Pictures in Australia who had been unable to send the accumulated earnings of Columbia’s 
film hire revenue back to the USA because of government restrictions. Perry realised that if 
the company used the money to make a feature film aimed at an international audience, they 
would be able to repatriate the cash in another way. In his autobiography, Hall claims that he 
was surprised that Charles Chauvel wasn’t approached by Columbia—given the success of 
Forty Thousand Horsemen (Chauvel was already planning to make Sons Of Matthew at the 
time)—but he quickly took advantage of the budget offered by Perry (more than double that 
of any of Hall’s previous features) and started to develop a film about an internationally 
famous Australian. After rejecting Don Bradman and Nellie Melba as subjects for the biopic, 
Hall and Perry agreed to make the film about aviator Charles Kingsford-Smith who was well 
known in America, and Hall gathered many of his Cinesound crew for his last feature film.  
 
Story Overview 
A biopic of Charles Kingsford Smith, the film opens in 1917 with an injured Kingsford 
Smith lying in hospital after being involved in a dogfight on the Western Front.  It then 
follows his challenges establishing a commercial airline in Australia whilst continually 
striving to create records for flying long-distances. In 1928 he becomes an international 
success story—after being the first man to fly from Australia to the United States but his 
business troubles continue. The film ends with Smithy remembering all the important people 
in his life as he is on his last flight in the Lady Southern Cross (which disappeared over the 
Andaman Sea in 1935). 
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Commentary 
Well-made, sentimental (particularly with its overly nostalgic ending), but gripping in places, 
the film suffers from its epic narrative scope—covering events quickly and without being 
able to establish any serious dramatic tension. As with most of Hall’s films there is a 
professional safety to the cinematic storytelling and an emotional conservativeness to 
performances that frequently results in sequences of bland, plot-driven cinema.  Rear 
projection techniques were used for the flying sequences and studio sets were filmed with 
little ability to create depth. Ron Randall (cast ahead of Peter Finch for the lead role—as 
Finch was deemed too lean) gives a strong and consistent performance as the heroic Smithy, 
and accepted a contract to work for Columbia in Hollywood in 1946, remaining in the USA 
for the rest of his career. The Sydney Morning Herald called the film “unadventurous” 
although noted “this is the best full-length feature film yet made in Australia.”132 The 
Adelaide Advertiser came to a similar conclusion, stating: “the film, while not achieving any 
great dramatic or spectacular heights, succeeds because of its simple straightforward 
treatment”133  
 
Sensing some of these problems would hurt the film’s American release, Columbia cut the 
film by 20 minutes and renamed it Pacific Adventures. Hall was very unimpressed with the 
result, as was The New York Times that stated: “It is unfortunate that the people who made 
this picture—it was produced in Australia and is being distributed by Columbia—did not 
draw a more exciting and exacting drama out of the colorful career of the noted airman.”134 
 
Once the film was complete, Hall continued to produce the Cinesound Review newsreels 
until 1956, watching and waiting for Greater Union Theatres to resume investment in 
Australian film production. The company was controlled by J. Arthur Rank from 1945 when 
the newly created Rank Organisation purchased a 50% stake in Greater Union and its 
subsidiaries. Hall travelled to England after Smithy was finished to meet senior Rank 
executives and discuss further production in Australia. Despite some early enthusiasm for 
making more feature films, the British industry went into turmoil in 1947-48 as British 
government film import duty legislation—aimed at stemming currency flows out of the 
country—backfired and the Motion Picture Export Association of America (MPEA) banned 
its films from the UK Market. Although domestic production rose to partially fill the gap left 
by the absence of American product (which made up 80% of exhibition), audiences stayed 
away, only returning when the backlog of American films flooded the market after the 
MPEA forced the government to abolish the duty legislation. The financial damage to the 
British industry was immense, with Harold Wilson (President of the Board of Trade that had 
been negotiating with the MPEA) stating that ‘pretty well the whole of the rest of the 
industry [apart from Rank] is now facing a stoppage, unless financial provision is made 
available’. The government then announced the formation of the National Film Finance 
Corporation to provide investment funding to the industry as a stimulus for production.135  
 
As with Hollywood’s direct intervention in film industry policy in Australia (with the failed 
NSW Film Quota Act that came into force in January 1936), the British discovered how 
difficult it was to challenge the structural relations that had emerged in what was clearly a 
globalised business with American interests dominant. Australia was an even smaller player 
in the international field, subordinated to foreign interests by Rank’s control of Greater 
Union and Fox Corporation’s control of Hoyts. These structural forces, along with the 
powerful influence of colonial imaginings, would dramatically affect both the supply of—
and demand for—national films in the next twenty years. 
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When it finally became clear that Cinesound was not going to resume film production, Ken 
Hall moved into the new world of television, working for Frank Packer’s Channel Nine until 
1964. When asked in an interview in February 1972 about what precipitated the end of film 
production at Cinesound, Hall reflected that “it wasn’t because of lack of success—the films 
were doing fine at the box-office, it wasn’t that people weren’t available to do it—there were 
people … we sensed there was obstruction at the top in the business end [of the Rank 
Organisation], and that they thought film production was a highly risky business, which it is. 
John Davis—the boss at Rank—came out [to Australia] and at Cinesound he said to Norman 
Rydge and I  “I can never understand why we need to make films in Australia. We have in 
England three great studios and we employ 3000 people, and you have the theatres. There’s 
one principle—we’ll make them and you show them.” And that was the death knell of 
production in Australia. It really was. I knew I was gone, and I knew it was finished. So I 
spent the next ten years in the wilderness.”136 
 
Detailed Plot 
South West Pacific 1943—Three planes fly across the coastline. At an airfield, the control 
tower confirms that 12 Liberators arrive. 
 
In the mess a group of airmen are drinking and one of them starts telling two Americans 
(who have not heard of “Smithy”) about the time he first met him back in World War I. 
 
Smithy is involved in a dogfight when shot down. In hospital he tells his story to a nurse. She 
doesn’t believe his wild tale until he shows her a letter inviting him to Buckingham Palace. 
 
At the palace, Kingsford Smith gets his medal, which he sends to his parents in Australia. As 
Dad pins the medal on Mum news arrives of peace. 
 
Smithy and friend and co-pilot Maddox read about a prize of $10 000 for the first person to 
fly from England to Australia. He talks to wealthy industrialist Blackburn who backs him, 
and visits Billy Hughes for an interview. Hughes rejects his application on the basis of 
insufficient experience. He decides to visit his brother Harold in America and fly across the 
Pacific instead. 
 
On a train in America Smithy meets Kaye Sutton and tells her why he wants to fly the 
Pacific. They agree to meet every year at a hotel in San Francisco on Jan 1 at 8pm. 
 
Smithy tells his brother’s family of his plans to fly the Pacific, and contacts aircraft 
manufacturers who all think he is mad. His brother tells him to go back to Australia. 
 
Six years pass—Sydney 1927. At a meeting of Interstate Airlines, Smithy gets news from 
their accountant that the business is not going well. Charles Ulm arrives and asks to be their 
Business Manager and help with their plans to cross the Pacific. Ulm says they must get 
government support and need to do something spectacular. They decide to break the record 
flying around Australia, and Smith and Ulm do it in 10 days. They get the support they need 
for the Pacific Crossing 
 
In America, Smithy is looking for planes. He finds one he likes and calls it The Southern 
Cross. He and Ulm talks to explorer Sir Hubert Wilkins about how to get the finance, and is 
reminded about the difficulties of being an explorer: “your rendezvous with fame will be a 
gravestone.” 
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He meets Kaye at the hotel as arranged and finds she has given up plans to be an actress. She 
tells him that if he manages to cross the Pacific, he will become immortal, not like the stars 
of the movie world who are forgotten quickly. Ulm arrives and tells Smithy that 7 flyers 
have lost their lives on a race from the American mainland to Honolulu—only one third the 
length of their intended flight.  
 
Smithy gets a cable from the NSW Government saying that support is withdrawn. They have 
some support from Sydney Myer but need another $15000. They realise that they can get $10 
000 if they beat the flying endurance record of 52 hours. 
 
In a café Kaye waits for Smithy who has done 48 hours but running low on fuel. They have 
to abandon the attempt but Kaye calls a wealthy friend—Mr Chaffey—in Los Angeles for 
help. 
 
Kaye organises a meeting and they meet a Captain Hancock who is keen to get across the 
Pacific. He says he will help them get the money they need. 
 
They form a four man team—two Australian and two Americans—and set off on the attempt.  
 
With people listening via radio, the four men travel across the Pacific to Honolulu. They then 
set off for Fiji—the longest leg of the journey, encountering bad weather and minor engine 
problems. They arrive in Suva, and take off for Australia—now being followed by radio 
broadcasts across the world.  
 
They run into a terrible cyclonic storm and newspaper editors prepare headlines announcing 
their deaths. But the clouds part and they make it to the coast of Australia. They land tin 
Brisbane to huge crowds and then head for Sydney where the four men are feted from the 
plane. 
 
At an official dinner, Smithy says that the flight is only a beginning, and that they must work 
to make the route commercial, always vigilant of the military dangers.  
 
At the airfield, some boys ask Smithy for a ride in The Southern Cross and he sees behind 
them (in his imagination) the dead pilots he has known. He lets the boys into the plane and 
one of the boys—Truscott—has a go at steering.  
 
Back at home with his Nan, Smithy tells his nephews a story—about a man who was made a 
knight but felt tired and wanted to settle down.  Then he saw some boys from the never-
never land who reminded him that he should keep on being a knight. When Nan asks Smithy 
how the story ends, he says he doesn’t know. 
 
Two men in a pub read the news that Smithy has flown the Southern Cross to England.  
 
Smithy’s parents hear on the radio that he has put the Southern Cross in for repairs and is 
coming home on a ship. He is mobbed by reporters and girls wanting his autograph. In the 
throng he accidently gives an autograph to a young woman who was just standing nearby. 
 
Smithy spends time with the woman on board ship, and they kiss at a masked ball. He asks 
her if she will marry him and she responds that she will think about it for two or three years. 
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He declares his love but she is more hesitant. Her father arrives and asks Smithy want his 
plans are. He says he wants to fly the Atlantic.  
 
At a ticker-tape parade, Smithy is feted for making the crossing successfully. 
Smithy and Mary get married. 
 
At the offices of their aircraft company, Mary interrupts a business meeting to take Smithy 
for tea. At the café Smithy gets a phone call about a plane being overdue, full of passengers. 
Smithy returns to the office but there is no news of the plane.  
 
A search continues for the plane but 14 days later there’s no news. The company has 
significant compensation claims to pay and with the Depression it seems like they will go 
broke. They are hopeful that they will get the contract to run the mail between England and 
Australia. But they then read in the papers that they didn’t get the contract.  
 
Smithy is reduced to giving joy rides in the Southern Cross. While working on the plane and 
covered in grease, Smithy gets the news that he will be knighted. 
 
At Government house he is knighted and then returns home to Mary where Mary is holding 
their son. 
 
Smithy enters the Centenary Air Race in a fast new plane. At the airfield where the plane is 
being serviced Smithy finds out the plane is not airworthy and he has to pull out of the race. 
 
Smithy gets a white feather for chickening out of the race and decides to enter after all. Mary 
implores him not to fly but he does. 
 
At an airfield in the USA, Smithy lands having flown East West across the ocean in a single 
engine plane. He finds out that Kaye is married. 
 
Back in their office Smithy agrees to fly the aging Southern Cross on the Jubilee Tasman Air 
Service flight to prove that their company should get a contract to transfer mail regularly 
across the Tasman. 
 
One route the plane loses an engine and radio reports announce they have had to ditch the 
mail. Oil pressure continues to fall and the plane gets lower and lower. Bill Taylor tries to 
get some oil into the engine by climbing onto the wing as they fly. 
 
Radio reports continue to come in and finally announce that the Southern Cross makes it 
back to Mascot. The plane ends up being given to the National Museum with Smithy giving 
her an emotional farewell.  
 
One rainy night at home Smithy gets a phone call about someone setting a new record for the 
England to Australia flight. Worried that he is going to attempt the beat the record, Mary 
tells him she can’t stand it when he flies. Smithy admits that he’s had enough and worries 
about getting killed, but tells Mary he’s public property and has to keep going.  
 
Smithy travels to England to help secure flying contracts but gets ill. He is told not to fly for 
six weeks and learns that their company has missed out on contracts again. Despite his 
illness he decides to fly back to Australia and try and beat the new record. His partners can’t 
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talk him out of it but wonder if Mary might be able to. Her cable imploring him not to fly 
doesn’t get to England in time—Smithy takes off to try and beat the record.  
 
In India, they are 4 hours behind the record. 
 
As Smithy flies, the images of people he knows and loves come to him. 
 
The plane flies into the dawn and disappears as many other planes follow. A voice over 
declares “fly on Smithy—you have not flown in vain.” 
 
Production Credits 
Produced by N.P. Pery 
Directed by Ken G Hall 
Screenplay by John Chandler and Alec Coppel 
Based on an adaptation by Ken G Hall and Max Afford 
Director of Photography—George Heath 
Second cameraman—H.L.Nicholas 
Art director—J. Alan Kenyon 
Asst Art Director—George Hurst 
Asst. Director William Shepherd 
Film Editor—Terry Banks 
Sound Engineers—Clive Cross & Arthur Smith 
Special Effects—Jack Gardiner 
Interior Decoration—Joyce Brown 
Music & Musical direction by Henry Krips 
Pacific Score by Alfred Hill 
Recorded by The Sydney Symphony Orchestra 
Research—Norman Ellison 
Gowns designed by Mavis Ripper 
Gowns made by David Jones Ltd 
Uniforms by Wardrobe Melbourne 
RAAF Liaison Officers Wing Commander John Kingsford Smith and Squadron Leader 
GR Chaseling 
 
Ron Randell—Smithy 
Mary Powell—Muriel Steinbeck  
Charles Ulm—John Tate 
Kay Sutton—Joy Nicols 
Nan Kingsford Smith—Nan Taylor 
Harold Kingsford Smith—John Dunne 
Capt. Allan Hancock—Alec Kellaway 
Sir Hubert Wilkins—John Dease 
Arthur Powell—Marshall Crosby 
Beau Sheil—Edward Smith 
Tommy Pethybridge—Alan Herbert 
Keith Anderson—John Fleeting 
Stringer—Joe Valli 
Warner—GJ Montgomery Jackson 
Lyon—Gundy Hill 
In person: The Rt. Hon. William Morris Hughes, Capt. PG Taylor & John Stannage 
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FILM A SON IS BORN 

YEAR OF RELEASE 1946 
PRODUCTION COMPANY ERIC PORTER STUDIOS 

DURATION 85 MINUTES 
 

SCREENPLAY GLORIA BOURNER 
DIRECTOR ERIC PORTER 

PRODUCER ERIC PORTER 
 
Context 
Eric Porter was born in Sydney in 1911 and at the age of sixteen saw Walt Disney’s first 
Mickey Mouse cartoon at the cinema. “It flipped my lid and I knew that would be my 
career,” said Porter in an interview in July 1976.137 Teaching himself, Porter made a short 
animated film and took it to Ken Hall at Cinesound who saw its potential. Hall provided 
Porter with photography equipment and enough money to get to and from work, later 
introducing him to Frank Packer, who financed a short animation using the popular Ginger 
Meggs character created by Jim Bancks. The film was never released, Porter calling it “a 
fiasco” because he was still learning animation techniques and the film didn’t meet the 
standards that had been set by Disney. Without a backer, Porter continued with his ambition 
to make narrative animations but found distribution extremely difficult and was forced to 
mortgage his house to finance his efforts. Finally, he turned his skills to making commercials 
and established a business (Eric Porter Studios) that was still running successfully at the time 
of his death in 1983. One of his earliest cartoon characters was Willie The Wombat, which 
Porter hoped “would become equal favourites with Mickey Mouse.”138 Released in March 
1939 Willie the Wombat’s debut in Waste Not Want Not (a promotional short for the 
Commonwealth Bank) was the first animated colour cartoon created in Australia139.  
 
During WWII, commercial work dried up and Porter demonstrated his entrepreneurial ability 
by making a feature film. “I was a bit frustrated with not being able to get very far with the 
animated creative side. But it was possible to make a feature film, which I couldn’t do in 
animation. I gave it a go, through the war, at a period when no commercials were being 
made.” 
 
In an interview for the Townsville Bulletin in 1946, just prior to the film’s opening, Porter 
described the conditions under which he made the film, and these give a clear idea of the 
kind of filmmaking processes that were adopted by filmmakers in Australia at the time, 
mainly driven individuals working without organisational support or sufficient capital. “I 
was forced to be economical. I had no big company behind me. I sank every penny I had into 
making the first half of my film, and by showing this to prospective backers, I got the money 
to make the second half. My staff and cast worked under the greatest difficulties. Our North 
Sydney studio had been converted from an old church—the first built on the north side or the 
Harbour.  We couldn't hire stage sets and I used double glassed doors, dining room and 
lounge-room suites, curtains, and even the baby's cot from my own.  I did practically 
everything except rip up the wall to-wall carpets when gutting my own home for studio use. 
The homes of my friends suffered too, when I needed furnishings and props. We made some 
of the furniture from sticks and three-ply, including even a grand piano. Because my stars 
were radio actors we had to arrange shootings between radio jobs—sometimes we began 
work at midnight and finished about breakfast.”140 
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Story Overview 
Born to Laurette and Paul Graham, David is spoilt and led astray by his drunken, gambling 
father, who turns the boy against his mother. When she leaves in frustration, she hears 
nothing from the boy she is devoted to until years later when she is married to the wealthy 
textile entrepreneur John Seldon. It’s then that a phone call brings her to a hospital where 
Paul dies as a result of a car accident—but not before getting Laura and John to promise to 
look after David. Despite their best efforts, David is totally antagonistic towards his mother 
and stepfather but seems to find some joy in John’s daughter Kaye who he charms and 
marries. But it’s only a plan to get back at John & Laura, and David leaves Kaye on her 
wedding night and joins the army. Injured heroically fighting in Papua New Guinea, he is 
reunited with Kaye—who is a nurse—and they agree that they can start again.  
 
Commentary 
This sweeping melodrama covers twenty years, the war in Papua New Guinea, and the drama 
associated with the births, deaths and marriages of a family dealing with an irrational son. 
With moments of strong and focused visual storytelling, mixed with melodramatic scenes of 
couples falling in and out of love, Porter shows he is more adept with moving action than 
intimacy, but the film is an accomplished first feature made with the added constraint that 
government investment regulations limited the budget to £10,000. Editing some of Damian 
Parer’s dramatic war footage into the Papua New Guinea scenes, the film has a dramatic 
energy missing in many Australian films of the era—but ultimately suffers from too many 
improbable personality twists.  
 
Although most of the film is shot in the classical style, Porter and cinematographer Arthur 
Higgs employ two highly self-conscious tilted shots in a key dramatic scene of the film. 
After John has given David a new car as a Christmas present—despite David’s appalling 
behaviour—David insults his mother, claiming she only married John for his money. 
Incensed, John slaps David and Laurette reels in horror.  
 

         
 
The two dramatically tilted shots emphasise the impact the blow has on David, and signal his 
psychological drive for revenge, propelling the drama into the next sequence of the film. 
 
The film received generally poor reviews, The Argus noting Porter’s inexperience. 
“Comparison of this film with the two recent Australian successes [Smithy and The 
Overlanders] shows how experienced directors from overseas have improved the locally 
made film.”141 The Adelaide Advertiser felt the film had “too much of the radio play 
technique throughout, and the long sequences are laboriously linked together.”142 
Despite the reviews, the film was a financial success, returning Porter four times the budget 
in what he called “the only commercially successful creativity in my career.”143 But rather 
than continue making feature films, Porter returned to animation—even if it meant giving up 
“creative” work. After the war Porter continued to expand his studio, moved into television 
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and live action commercial work with the occasional foray into non-commercial work (none 
of which was financially successful). “Commercials are the only place I’ve made any 
money,” he declared, “the rest was an ambitious attempt to put Australian animation on the 
map. We are useless unless we have overseas distribution.” 
 
 
Detailed Plot 
1920: A priest marries Paul and Laurette. Witnesses in the church reveal that the couple’s 
parents are not present and there’s no honeymoon planned.  
 
Paul drives Laurette to their new house—a flat on the second floor of a terrace. He carries 
her across the threshold and they kiss. They are clearly in love. Peter tells Laurette that he 
has to keep doing his country run as a salesman. She is worried she’ll be lonely. 
 
Time passes—and Paul (back after three months away) has to go to a meeting. Laurette isn’t 
happy. She watches at the window with her friend Vera, who says she’s lucky to have a 
husband at all. The phone rings and Laurette answers. It’s a girl called Hazel, who waiting 
for Paul.  
 
Later that night Paul returns drunk. He is angry. Laurie tells her about Hazel’s phone call. He 
dismisses her rudely and wants to fall asleep. She tells him that she is pregnant. He isn’t 
happy and leaves.  
 
Time passes—Paul amuses the baby David in its cot.  
 
1934—David’s 13th birthday: David argues with his mother about his clothes. David reveals 
that his father has told him to stick up for himself when his mother says stupid things. Paul 
arrives loaded with presents and Paul and David are both rude to Laurette who starts to cry. 
 
Paul takes David to the club. He buys David a small beer.  
Later David sleeps on the floor while Paul plays cards. 
The get home at 2.30a, and there’s an argument with Laurette, who thinks David is spoilt and 
is learning to hate her. She says she’ll leave and take David.  
 
Laurette talks to David over breakfast about leaving, as she has a job. David doesn’t want her 
to go. Paul enters and tells her she can do what she likes, but he’ll keep David. When 
Laurette asks David what he wants he says he’ll stay with his dad. 
 
Laurette leaves with young David totally indifferent to her needs.  
 
The years pass and Laurette sends presents each year.  
War starts as David turns 18. 
Wartime production starts (montage of machinery, smokestacks) 
 
At the offices of Seldon Textiles—where she’s been working for 5 years—the Managing 
Director John Seldon, dictates a letter to Laurette. He asks about her boy and husband, and 
suggests she should do something about seeing her son. He offers to pay for a divorce and 
declares he loves her. He also declares that his daughter Kay also wants her as her mother.  
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1941: A car crashes dramatically, and at the Seldon residence a phone call is received 
advising John that Paul and David have been injured. At the hospital, Laura and John see 
Paul in bed with David alongside. Paul asks Laurette and Seldon to look after David. He 
dies.  
 
They take David to their huge home (with servants). Laura is worried she can’t get close to 
David.  
 
Christmas: The servants—Phyllis and the Cook—gossip that John and Laura spoil David 
who treats them like dirt. John arrives with a new car for David. David emerges and is shown 
the car. He isn’t enthusiastic at all. John says he’ll keep trying. Later Laura is decorating the 
tree and looking forward to dinner with John Paul and Kay (John’s daughter)—the first time 
they’ll all be together. David enters and says he’s going out. He is very rude to Laurette—
claiming she only married John for money. John slaps David and David leaves.  
 
Kaye arrives and is charming to both her father and Laura who she calls mother. 
 
The next morning Kaye finds David in the pool. He is rude and she challenges him to stop 
fighting the world. Then he apologises and talks to her. She declares she has 21 days leave. 
He offers to spend time with her. 
 
Montage of yachts, horse riding—David & Kaye hold hands. 
 
Laurette is worried that Kay will like David too much. 
 
David & Kaye play golf and walk on the beach. They kiss and he asks her to get married. 
She agrees. He doesn’t want them to tell John & Laurette—he has organised a secret 
wedding. 
 
That night David gives Phyllis a message to give John the next morning. He and Kaye leave 
quietly, but Phyllis sees them and tells John & Laurette that night, giving John the letter. The 
letter tells Seldon that he has taken his daughter and is deserting him.  
 
David & Kaye arrive at the house of a Priest who has agreed to marry them. John & Laurette 
rush to try and catch them. They arrive just as they are pronounced man & wife. When John 
says he wished he’d been able to prevent the marriage, David makes it clear that he is in 
control now. He says he doesn’t love Kaye—it’s all been about revenge. He leaves them all 
to return to his father’s friends.  
 
Back at the club where he went as a boy with his father, David joins a card table. He has a 
stack of money as he has just sold the car John gave him. He loses everything. A sergeant 
approaches and tells David that he’s been ripped off by the men at the card table. He advises 
David to join the army. David agrees. 
 
In the nurse’s home, a doctor named Roger approaches Kaye and reminds her he’s always 
loved her—despite being married.  
 
Papua New Guinea 
Planes drop parachutes into the highlands—mail and rations. They are picked up by soldiers. 
Everyone gets mail except David. He admits to Tazzy, a friend, that he still loves Kaye but 
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deserted her and his mother. He feels guilty. Tazzy says he should tell them how he feels. 
David is full of remorse and says he will write.  
 
The soldiers head off on a dangerous mission. David has written a letter for Kaye and his 
mother, which he keeps with him. In the jungle Tazzy is shot by a Japanese sniper. They go 
on without him and engage in a gunfight with more Japanese. David outflanks them and kills 
the Japanese, but is wounded. He is carried out stretcher by the “fuzzy-wuzzy angels” 
clutching his letter.  
 
When he gets to base camp, an army doctor finds the letter and realises that Kaye is in the 
camp too. She reads the letter—a deep apology—as an air raid takes place. Several huts are 
blown up as Kaye searches for David. She finds him and decides they must start all over 
again. From a nearby bed, Tazzy—now recovered watches.  
 
The film ends with the text —“unto us a son is born.” 
  
Production Credits 
Produced & Directed by Eric Porter 
Director of Photography—Arthur Higgins 
Additional Battle Scenes—The Late Damien Parer 
Recording Director—Melvyn R Murphy 
Recorded on Supreme Sound Systems 
Music Direction & Arrangements—Sydney John Kay 
Film Editor—James Pearson 
Assistant Producer—Dudley Porter 
Story by Gloria Bourner 
Make-up—Vashti Wallace 
Gowns by Nora Muller 
Hair styles—Muriel Marden 
Sets by Adele Shearer 
 
Laurette Graham—Muriel Steinbeck 
David Graham—Ron Randell 
Paul Graham—Peter Finch 
John Seldon—John McCallum 
Kay Seldon—Jane Holland 
Phyllis (Maid)—Kitty Bluett 
David Graham (boy)—Peter Dunstan 
Tazzy—Cecil Perry 
Mr Humpries—Clifton Penney 
Mrs Humpries—Eva Moore 
Minister—Mayne Lynton 
Dr Roger Grant—Peter Tate 
Vera—Betty Sutton 
Cook—Adele Kay 
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FILM THE OVERLANDERS 

YEAR OF RELEASE 1946 
PRODUCTION COMPANY EALING STUDIOS 

DURATION 91 MINUTES 
 

SCREENPLAY HARRY WATT 
DIRECTOR HARRY WATT 

PRODUCER MICHAEL BALCON 
 
 
Context 
Ealing Studios was founded in 1902 (and to this day is the longest continuously running 
movie studio in the world) and came under the control of producer Michael Balcon in 1938. 
Balcon, who had given Alfred Hitchcock his first opportunity to direct, built a core group of 
directors who made more than 60% of Ealing’s films from 1938-1958.144 One of these was 
Harry Watt—who had come to Ealing in 1941 after making documentaries for the GPO Film 
Unit.145 Ealing was acquired by J. Arthur Rank in 1944 and, with Rank’s personal interest in 
making films in Australia146 and the fact that Rank had also acquired 50% of Greater Union 
Theatres in 1945, Watt was sent to Australia “to see if it was possible to make films there 
and if so—make one.”147 
 
Watt spent five months surveying the country and interviewing people to ascertain the 
strength of Australia’s post-war film industry and the kind of stories best suited to come 
from the Antipodean colony. He famously declared “that studio facilities and equipment 
were so poor that indoor films were useless to attempt in Australia,” and ended up bringing 
most of his crew with him from England. He settled on “an almost 100 per cent exterior 
subject” for his film after being inspired during a meeting with the Ministry of Food, where 
cattle droving was mentioned. Watt then developed a story about a cattle drive across the 
vast northeastern area of Australia, and cast Australia’s most dashing and rugged actor—
Chips Rafferty—in the lead.  
 
Story Overview 
The story kicks off in 1942 with the backdrop of a possible Japanese invasion on Australia’s 
northern coastline. Not willing to kill cattle as part of a scorched earth policy, Australian 
Meat Exports worker Dan McAlpine (Chips Rafferty) offers to drive a huge herd from 
Wyndam on the Northern Territory coastline, 1 600 miles south-east to safety on the 
Queensland coast. Taking with him a rough and ready band of helpers including a Scottish 
sailor, two aboriginal trackers and the Parsons family with two daughters, the story is a series 
of adventures and mishaps as the group battle the difficult terrain, the weather and the 
dangers of the outback.  
 
Commentary 
Watt and his crew, helped by the higher budget provided by Ealing—produced a high quality 
film shot almost entirely on location. Whilst some of the performances are studied and 
theatrical, the compelling storyline, Rafferty’s laidback charm, and the permanent presence 
of the cinematic Australian outback result in an easy to watch film. 
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Audiences and critics, both in Australia and abroad—praised the film, which was listed by 
the National Board of Review of Motion Pictures in America as one of the ten best films of 
the year in 1947, and which screened at the 1947 Venice Film Festival. The Sydney Morning 
Herald called it “as fine a piece of work as the present day cinema has produced and the 
finest that has come from Australia,” going on to acknowledge every aspect of the 
production, including “an outstanding performance by Chips Rafferty” and in particular the 
use of Australia’s outback “the film demonstrates the great possibilities for outdoor film 
production provided by the scenery, light and climate of Australia.”148 A week later the 
Herald reported on reviews of the film from the British media, which were universally 
positive—although not averse to taking a back-handed swipe at Chauvel’s more sentimental 
approach to national storytelling: “The Daily Mail says … with a touch of genius its director, 
Harry Watt, has not allowed Waltzing Matilda to get into the score.”149 
 
Detailed Plot 
With a cartoon-like image of a Japanese soldier greedily reaching out to grab a map of 
Australia, a voice-over explains that in 1942—after the fall of Singapore—the Japanese 
threatened Australia’s north. With a million head of cattle, natural resources and only 5 000 
whites, it became necessary to destroy the infrastructure and drive the cattle south to safety.  
 
A farming family (Mr & Mrs Parsons and their two daughters Mary and Helen) destroy and 
burn their property before taking a few possessions on a wagon and heading away from 
Wyndham. A signpost reveals how remote the place is—over 2 000 miles from Perth and 1 
100 from Darwin. 
 
At the nearby port, Australian Meat Exports employee Dan McAlpine is told to come to the 
office where all the other men are waiting. The Manager Bert tells the men that they have 
orders to evacuate. He hands out cigars and asks Dan to shoot the cattle—nearly 1 000 of 
them—that cannot be saved. Dan decides he’d rather “overland them” but is warned against 
it. It is 1 500 miles to Queensland and the wrong time of year for droving. Dan explains than 
when he went to enlist (but was rejected) he was told “bullocks are more important than 
bullets.”  Bert sees that Dan is determined and says he will arrange a contract for Dan, but 
warns that it’s like travelling from London to Moscow at the wrong time of year. 
 
Outside a game of two-up is underway, run by “Corky” Corkingdale (John Fernside). Dan 
stops the game and asks for help with his expedition to Queensland. No one wants to be 
involved, and most of the men declare that they are going to join the Armed Forces. Dan 
asks an Aboriginal worker named Jacky (Clyde Combo) who says he will come, and a 
Scottish sailor (Peter Pagan) from the anchored boat asks if he can join. When Dan discovers 
that the sailor can’t ride he decides the journey is impossible. Just as Dan is about to go and 
follow Bert’s orders and shoot the cattle, Corky agrees to help, along with two other men 
(Les and Charlie) who have been listening. They agree to join the trip because they have 
horses they don’t want to leave behind.  
 
At a river camp where Dan is getting ready, the Parsons ride past Dan, and Bill Parsons 
declares he and the family will help Dan on the trip, as they know more about cattle than 
anyone else. After some reluctance, Dan agrees. Sailor (whose real name is Hunter) takes an 
interest in the Parsons eldest daughter Mary, and the youngest daughter Helen christens him 
“Sinbad.” Mrs Parsons makes Mary put on an engagement ring (even though she isn’t 
engaged) and makes it clear to Sailor that Mary has a fiancé fighting in the Middle East.  
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Dan gets his contract from Bert—with a possible bonus at the end—and everyone but Dan’s 
party pile onto the last ship which is about to leave. The departing crew give Sailor a hard 
time about his change of job and the boat leaves as Dan’s voice-over narration declares these 
will be the last white people they will see for four months.  
 
With sweeping shots of the countryside, Dan explains that they have 968 cattle and 53 
horses, needing 6 horses per man for the trip (20 belong to Les and Charlie). He also 
explains that each morning they must wake the cattle gently to avoid a stampede, and find 
the natural cattle leaders to get the herd moving. On a typical droving day , they would travel 
8-10 miles, but Dan pushes them hard at first (15 miles a day) because they are late in the 
season.  
 
It takes the group a month to cross the flat coastal plains, and then they hit 200 miles of 
scrubby bushland, harder to get through but with sufficient water. As Dan’s voice-over 
finishes, the group are found playing at a water-hole.  
 
Pushing onwards past “wild blacks” who watch from the ridges, Dan and the group come 
across the newly built road to Darwin. They are about to take the cattle across where they see 
a convoy coming. The trucks carry Australian troops heading north and Mary gallops 
alongside the convoy, getting the men excited. Then Dan rides alongside asking about the 
war and is told “they nipped ‘em at Milne Bay and canned ‘em at Kokoda.” 
 
A week later the herd has to cross a deep river where crocs have been sighted. Bill asks 
Sailor to make the wagon into a boat so it can cross, and Dan goes across first as crocs enter 
the water. Bill then brings the horses across, followed by Sailor and the floating wagon—
which Corky nicknames “The Saucy Sue.” Helen is on board pulling a horse who becomes 
distressed when a crocodile starts heading its way. Sailor shoots the croc just before it 
attacks, and the wagon makes it safely to the other side. Finally the cattle are driven across 
the water, along with Mary on her horse and then Sailor and Corky, who falls in the mud at 
the other side.  
 
After they leave the river, the lack of feed slows down progress to 5 miles a day until a 
tragedy strikes. Nipper comes running into camp to tell Dan that the spare horses have eaten 
poisonous weed during the night. They hurry off and find that the horses are dead. Dan 
decides to rest for a couple of weeks and an argument breaks out with Les and Charlie who 
decide they are going to quit and take their horses. A fight breaks out, stopped by Mrs 
Parsons who tells Les and Charlie to go. Sailor arrives and says he’s spotted some wild 
horses—brumbies—and Dan agrees they should try catch them. 
 
The remaining team spend a few days making fences near a waterhole so they can trap and 
capture the brumbies. With Helen in charge of closing the gate behind the wild herd, the 
others chase the horses into the corral.  They let the worst horses go and then start breaking 
in the remainder, which includes a foal they call Wild Goose that Helen looks after.  
 
With Sailor clearly making advances on Mary, Corky manipulates the group to take a detour 
to a nearby Lagoon station where there is a pub and a chance to catch up on news from the 
outside world. After some reluctance, Dan agrees.  
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The group arrive and head straight for the mail house, where Mary gets a letter from her 
boyfriend—much to Sailor’s annoyance. Dan, Sailor, Corky and Bill all head for the pub and 
get drunk before Mrs Parsons reminds them they have to start again early the next morning.  
 
On the road again, the weather is hot and dry and tempers start to flare. Dan explains, in the 
continuing voice-over, the dangers of bog holes, which can be very difficult for cattle to 
escape.  
 
One day they see a plane coming towards them and wonder if it is Australian or Japanese. 
With some fine aerial shots of the group, we learn it’s an Australian plane, and it lands 
nearby. A Mr Cosport emerges from the plane with a message of thanks from the 
Government. Dan’s reply is interrupted by the loud braying of a bull inside the plane. It is a 
“bleeder” that will be used to inoculate the herd before it proceeds further. Dan agrees to 
drive the cattle to some nearby cattle yards where the inoculation can take place.  
 
That night Corky around the camp fore, Corky shows Dan a prospectus for a new company 
he intends to start—aimed at “exploiting” the natural resources of the Northern Territory. 
When Dan reads it he throws it on the fire and gives Corky a lecture about the perils of 
“exploitation” and what it has done to the South. He urges Corky (and any other 
entrepreneurs) to leave the place alone, saying it’s too big and should be a “national job.” 
A little further away, Sinbad and Mary watch the cockatoos and listen to Jackie singing an 
aboriginal song. When Sailor asks Mary what Jackie is singing about she says it’s probably 
about the old days “when they were happy”. They kiss  and he asks her if she is still in love 
with Geoff. She says she probably is, but they kiss again.  
 
Suddenly a couple of dingoes enter the camp and spook the cattle. A stampede starts and  
Mary and Sailor ride hard to try and stop the herd before it’s too late. Dan, Corky and Bill 
hear the stampede and join in trying to stop the cattle. Whilst riding hard under trees, Sailor 
falls off his horse and is then trampled by cows. The others manage to stop the herd with 
whips (they only lose 3 or 4 cows) before noticing that Sinbad’s horse is riderless. Jackie 
tracks them to where Sailor is lying and they find he has broken a leg and an arm and is in a 
bad way. Mary blames herself, and then remembers that the plane is about to take off. She 
rides hard to stop it so that Sailor can go back to hospital with them, but as she charges 
alongside the taxiing plane, the pilot thinks she is waving goodbye. It takes off leaving the 
injured Sailor miles from assistance.  
 
With no option but to separate, they strap Sinbad to the wagon, and Mrs Parson takes him 
towards a nearby station with Helen nursing him. Mary kisses Sailor goodbye before joining 
Dan and the others on the leats stretch of the journey. 
 
With little water around, Dan decides to head for a Government bore, sending Nipper ahead 
to make sure the water is drinkable. When he arrives, Nipper turns the bore taps on and an 
instant flow of water only lasts a short time before stopping. He climbs the bank of the dam 
to find there is no water left for drinking. He hurries back to tell Dan.  
 
After some discussion, they decide that they will have to take the cattle over the dangerous 
top of the ridge to water on the other side. Dan explains it’s a huge gamble but they have no 
choice.  
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As Sinbad is suffering terribly with a high fever on a bumpy road, Dan and the others start 
driving the cattle up into the hills. It’s a difficult a dangerous job, made impassable by a 
fallen tree on the track. Mary and her horse start to pull the huge tree out of the way, but it is 
too heavy and they are nearly pulled over the edge. On the narrow track, they lose some 
cows that stumble and fall to their death.  
 
Back on the wagon, Mrs Parsons makes it to the station where the flying doctor is called into 
action. Sinbad is saved in the nick of time.  
 
After reaching the top of the ridge, the trip for the herd is relatively easy down the other side, 
and they find a plentiful billabong. Dan thinks that their luck has changed but then discovers 
that there is a terrible bog around the water hole. They must prevent the thirst y herd from 
charging into the bog, but if the wind picks up and the cattle get a smell of the water it will 
be impossible. Dan’s plan is to settle the cows quietly nearby and take them in small groups 
to get water.  
 
They get the cattle settled and everyone is tired when the wind comes up and the start 
heading for the bog in a stampede. With not enough riders to head them off, Dan decides the 
only thing to do is get off their horses and stop the charge on foot by standing their ground. 
Joined by Bill and Corky, Dan stands still as the whole herd heads his way. At the last 
minute the cattle stop, staring down the three men. Finally, with the herd still and quiet, only 
yards away from the bog, Dan charges and they manage to turn the cows away from disaster, 
driving them with whips.  
 
With this last adventure, Dan’s voice-over resumes, explaining that they made it all the way 
to the coast, the journey taking 8 months across 1 600 miles to resting paddocks by the sea in 
Queensland, with only 53 head of cattle lost on the way.  
 
After a quick visit to Brisbane to meet Sailor, Dan and his crew are congratulated by the 
Minister who thanks them for being the initiators of the largest mass migration of cattle in 
history. Dan decides he’s going to continue the droving life and he and the Parsons climb 
aboard a plane that takes them back north. Sailor kisses Mary goodbye and the plane takes 
off, travelling high over groups of other drovers making the same journey that Dan and his 
gang have just completed.  
 
 
 
Production Credits 
Production Supervisor—Jack Rix 
Photography by Osmond Borrodaile 
Technical Supervisor—Eric Williams 
Supervising Editor—Leslie A. Norman 
Editor—E.M. Inman Hunter 
Unit Manager—Arch Spiers 
Camera Operator—Carl Keyser 
Recordist—Beresford Hallett 
Research—John Birtles 
Music Composed by John Ireland 
Played by The Philharmonia Orchestra Conducted by Ernest Irving 
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Filmed in Australia with the full cooperation of the Commonwealth Government and of the 
Federal and State Departments. 
Produced by Michael Balcon 
Australian Associate Ralph Smart 
Written & directed by Harry Watt 
 
Dan McAlpine—Chips Rafferty 
Bill Parsons—John Nugent Hayward 
Mary Parsons—Daphne Campbell 
Mrs Parsons—Jean Blue 
Helen Parsons—Helen Grieve 
Corky—John Fernside 
Hunter the Sailor (“Sinbad”)—Peter Pagan 
Charlie Frank Hansome 
Manager—Stan Tolhurst 
Minister—Marshall Crosby 
Police Sergeant—John Fegan 
Aborigine Jacky—Clyde Combo 
Aborigine Nipper—Henry Murdoch  
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Context 
In Britain in April 1943, the ever-expanding Rank Organisation launched an initiative to 
bring thousands of children into its cinemas with the first ever Rank Odeon Children’s 
Cinema Club meeting—part of its plan to push back the influence of American cinema and 
at the same time inculcate children with good Christian values (J. Arthur Rank was a fervent 
Methodist). Held simultaneously in 150 cinemas on Saturday mornings, the Children’s 
Cinema Club attracted 150,000 children weekly and offered its child members not just 
entertaining films, but lessons in hygiene, first aid, needlework or amateur dramatics.150 To 
support the initiative Rank created a Children’s Film Department later the same year and 
appointed producer and director Mary Field to lead the organisation.151 Originally intended 
as a serial, Bush Christmas was the first film of the new production company, and was 
directed by Ralph Smart who had who had been attached to The Overlanders as Associate 
Producer.  
 
Smart worked in the British film industry in the 1920s152 mainly as a writer, and came to 
Australia in 1940, directing a number of short documentaries for the Department of 
Information153, as well as making commercials through his production company Ralph Smart 
Productions. In keeping with Harry Watt’s philosophy about how best to make films in 
Australia, Bush Christmas was shot entirely on location in the Blue Mountains (west of 
Sydney), with post-production carried out in Sydney. Many of the cast came with Smart 
from The Overlanders—including Helen Grieve, who plays the oldest girl in the group of 
children.  
 
Story Synopsis 
A group of children carelessly talk about their family’s valuable mare, which is then stolen 
by horse thieves who take the horse into remote bushland. Scared of being punished by their 
parents, the children follow the thieves with the help of an Aboriginal friend, recover the 
horse in an abandoned ghost town, and return home just in time for Christmas.  
 
Commentary 
Director Ralph Smart keeps his young audience in mind at all times, producing a gently 
thrilling and always amusing film with the three bad characters (Chips Rafferty, John 
Fernside and Stan Tolhurst) played as comic clowns. The introduction of an Aboriginal 
character—who knows much more than the other children—helps create an unusual depth in 
the storytelling—allowing for some gentle exploration of racial difference without 
stereotyping.   
 

FILM BUSH CHRISTMAS 
YEAR OF RELEASE 1947 

PRODUCTION COMPANY CHILDREN’S ENT. FILMS 
DURATION 76 MINUTES 

 
SCREENPLAY RALPH SMART 

DIRECTOR RALPH SMART 
PRODUCER RALPH SMART 
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The film was highly successful in both Britain and Australia, although there was some 
criticism in the Australian media that the film was shown overseas before made available to 
audiences in Australia.  The Adelaide Advertiser called it “a perfect gem”154 while the 
Australian Women’s Weekly stated “only the most cynical picture-goers will fail to be 
keenly appreciative of what producer-director Ralph Smart and his Australian cast have 
done, to say nothing of the beautiful outdoor camera work of George Heath.”155 
 
Although Smart had announced in January 1947 that Gaumont British Films had plans to 
make 14 films in Australia for the children’s market, no others moved past concept phase, 
due to the crisis in the industry back in Britain.156 With little prospect of continuous work as 
a director in Australia, Smart returned to England where he made A Boy, A Girl and A Bike 
(1949) for Gainsborough Pictures (also part of the Rank Organisation), but came back to 
Australia with Ealing Studios to make Bitter Springs (see page 153) 
 
Detailed Plot 
A voice over explains how in Mara Mara, a valley with a sleepy town, they had too much 
excitement last Christmas (which being Australia is in the middle of summer). 
 
Five children—Helen, her brothers John and Snow along with Neezer, the son of a stockman 
and Michael (who was evacuated during the war)—decide to go up on the ridge rather than 
go straight home one day. Neezer doesn’t want to join them. 
 
On the hill are two men with a stolen horse. Jim is painting out the white spot on the horse’s 
face. The children think they recognise the horse but Bill and Jim insist the horse is different. 
Snow mentions they have a better horse at home with a foal worth £200. 
 
Bill gives thee children some money and tells the children not to tell anyone they saw them. 
On the way home, Helen decides they should return the money and they ride back, but find 
the men are gone. 
 
Back home at the farm, their father Henry wonders why they are late and they make excuses. 
Bill watches hidden from above.  
 
That night as the children sleep, Bill and Jim feed Snow’s bog to keep him quiet and then 
steal the horse and foal.  
 
The next morning Jack the stockman tells Henry that the horses have been stolen, but he has 
seen tracks. The children tell their father about seeing the two men and explain their story. 
Their father is angry and cancels their Christmas trip to the city. Being the eldest, Helen feels 
guilty. 
 
In the bush Bill and Jim ride away across a creek with the stole horses. They are followed by 
the police, with Henry, Jack and young John, who has a theory that the thieves will be hiding 
where Captain Thunderbolt hid his horses 100 years ago. The adults laugh at his idea. 
 
The children all decide to go looking for the stolen horses, with enough rations for three 
days. They approach the Warragal Ranges and a crossing where Jim and Bill must have to 
pass, but they don’t find any sign of their tracks. That night Jim and Bill cross the river while 
the children are asleep. 
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In the morning the children swim and Neezer shows how to throw a spear. They find the 
tracks of the horses and Neezer confirms it is the thieves. They decide to follow the tracks.  
 
After two days storm clouds gather and rain falls, washing away the tracks and making it 
difficult to find their way home. Helen says that they must mark the trees as they go.  
 
After four days, Jack goes to the crossing to find that the children have gone.  
 
The children ride on and find the river where Helen drops her hat. 
 
Jack arrives back at the farm with Helen’s message and Henry and Jack go after them with 
help. 
 
The children run out of food as Christmas arrives. Neezer & Helen cook snakes for 
Christmas dinner, and Neezer also produces some live grubs. Snow starts crying and when 
kookaburra’s start laughing at him he throws a billy at them. It rolls to the edge of the 
escarpment and Snow sees smoke from a campfire. Helen looks through a telescope and they 
see the horse thieves’ camp. They decide to climb down that night. 
 
At the same time, “Blue” Kennedy (a horse dealer going to buy the stolen horses) finds the 
children’s tracks. He meets the party looking for the children and tells them he saw their 
tracks ten miles back. 
 
That night, the children black their faces for their “raid” Helen and John laughing when 
Neezer blacks his face too. They agree on a special hooting signal for Snow who will stay 
behind and watch out in case anyone comes. One hoot is agreed for each person he sees. The 
others descend. 
 
When Kennedy comes, Snow starts to hoot, but a real owl adds extra hoots and the children 
get worried about how many people are following them. Michael loses his glasses. 
 
The children approach Jim and Bill’s camp just as Kennedy arrives. He tells the thieves that 
there’s a search party coming and they need to leave at dawn.  
 
Hearing noises, the thieves shoot into the night. The children stand their ground and make a 
plan to get the horses that night when the men are asleep. Neezer shows them how to tie soft 
leaves to their feet to avoid making noises and leaving tracks.  
 
The children creep up on the mare and foal, remove their hobbles and take them away. Helen 
and Neezer then take some food from the men’s camp, while John and Snow rescue the other 
stolen horse and free several others. They also take the men’s boots and climb back up the 
escarpment. 
 
The next morning, the men wake to discover the soft footprints. Suspecting “blacks” 
working with the police, they also discover their horses are gone. They head upwards. 
 
At the top of the ridge the children prepare boulders to roll down the hill towards the thieves 
to stop them coming up. (The first papier-mache boulder sheds sheets as it goes!!). They 
dodge three boulders before deciding to attack under cover of rifle fire. Michael has his hat 
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shot off, and the thieves make it to the top, still thinking that it’s blacks who have taken their 
horses. They realise they have a 40 mile walk to Kennedy’s camp.  
 
The children leave a note for their Dad and follow the thieves, staying just out of contact.  
 
They decide to trick the thieves, leaving a horse on the track. When the men go after the 
horse, the children steal their blankets and swags. As the men approach the horse, Helen lets 
their dog loose and the horse bolts. The only thing the thieves have left is a water bag and 
their guns.  
 
The thieves struggle on, cold at night and feet very sore. When they stop to rest, hanging the 
water bag on a tree, Neezer launches a spear and pierces the bag, the water spilling on Jim. 
Bill decides they will ambush the blacks at a spot two miles further on where there is a ghost 
town.  
 
Thinking there are other people in the town the children rush in. Bill and Jim are waiting in 
ambush but when they see it’s children hold their fire. The children knock on doors for help 
but find no one. They realise it’s a ghost town and Snow sees the thieves. The children are 
captured and locked in an old ice-house.  
 
The thieves are just about to leave with the horses when the police arrive. They deny any 
knowledge of the children when Helen bursts out of the ice room.  
 
The next day, the family are having Christmas dinner when the foal charges into view, Helen 
declaring “That’s our Christmas present.” 
 
Production Credits 
J Arthur Rank presents A Children’s Entertainment film 
G.B Instructional Productions made for Cinema Clubs for Boys and Girls 
Sound Supervision—Eric Williams 
Original Music—Sydney John Kay 
Conducted by John Reynders 
Director of Photography—George Heath 
Written, produced and directed by Ralph Smart 
 
Long Bill—Chips Rafferty 
Jim—John Fernside 
Blue—Stan Tolshurt 
Father—Pat Penny 
Mother—Thelma Grigg 
Morton—John McCallum 
Helen—Helen Grieve 
Snow—Nicky Yardley 
John—Morris Unicomb 
Michael—Michael Yardley 
Neza—Neza Saunders 
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Context 
Whilst the closure of Cinesound and the imposition of severe import duty on Australian films 
entering Britain heralded a major setback for many in the Australian film industry, for 
brothers Thomas and Alec McCreadie, it seemed like an opportunity. The McCreadie 
brothers had operated Double Bay’s Vogue Theatre for a number of years before the war and 
had dabbled in film production with the dubbing of the Russian comedy Memory’s Harvest 
(originally called Muzykalnaya Istoria (A Musical Story), produced by Lenfilm Studios in 
1940), using Peter Finch, April Ledis and Ben Lewin for the voice-over work.157 Forming 
Embassy Pictures in January 1947, the McCreadies immediately embarked on a business 
plan that excluded the world market. “We are producing films for the Australian market and 
we can and do get an adequate return,” said A.K. McCreadie.158   
 
The first of Embassy’s films was Always Another Dawn, based on a true story about HMAS 
Yarra that was sunk by a Japanese fleet in 1942. Written by T.O. McCreadie and New 
Zealand screenwriter Zelma Roberts (whose husband had been killed during the war), the 
film was made with the cooperation of the Royal Australian Navy and provided Charles 
“Bud” Tingwell with his first leading role. He and the rest of the cast spent time at Flinders 
Naval Depot (now the naval base HMAS Cerebus) and on board HMAS Bataan. “We did a 
hell of a lot of stuff at sea and it all added up to a lot of authenticity,” said Tingwell in an 
interview in 2007.159  
 
Story Synopsis 
Terry, the son of a naval commander who died at sea, follows in his father’s footsteps when 
he goes to war, and Terry’s own death is used to remind his colleagues and surviving family 
that the purpose of sacrifice is so that others may live in peace and happiness.  
 
Commentary 
McCreadie’s nostalgic homage to the men of the Royal Australian Navy places Terry (Bud 
Tingwell) at the centre of a tale about tradition and sacrifice. Although the story lacks a 
strong central through line and the poor characterisations prevent more than a surface 
emotional attachment to proceedings, the film gives a fascinating documentary-style account 
of life in the navy, with the footage from real naval battles significantly enhancing the 
drama.  
 
The Sydney Morning Herald described the film as being full of noble platitudes, and one for 
the McCreadies to learn from. “The dialogue stilted and unreal, character development is 
inadequate and stodgy, and the tale is not crystallised in terms of fluent camera action.”160 

FILM ALWAYS ANOTHER DAWN 
YEAR OF RELEASE 1947 

PRODUCTION COMPANY EMBASSY PICTURES 
DURATION 108 MINUTES 

 
SCREENPLAY T.O. MCREADIE 

DIRECTOR T.O. MCREADIE 
PRODUCER A.K. MCREADIE 
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The Argus described the film as “an authentic impression of RAN activities … the handling 
of its rather tragic story and its efforts to introduce comedy not quite so impressive.”161 
 
Detailed Plot 
A scrolling text panel tells us that the history of the men of the Royal Navy will—for the 
most part—never be known despite the fact that these men should be honoured for their self-
sacrifice and devotion to duty. Looking back, the text suggests, we have the opportunity to 
acknowledge them for the peace we now have.  
 
Old country postman Bob cycles to the door of a rural farm where Terry is cleaning a flashy 
looking car. Bob delivers a letter marked “On His Majesty’s Service” and departs muttering 
about the difficulties of war. Terry goes inside and tells with his mother that he has been 
called up for the Navy and is leaving tomorrow. They both recall Terry’s father—a naval 
officer, now dead.  
 
Early the next morning, at dawn, Terry dresses and takes his car for a drive. As he watches 
the dawn, his father’s voice reminds him that there is “always another dawn” and that he is 
taking his father’s place. “This is your dawn,” the voice says.  
 
At Flinders Naval Training Depot, Terry is marching with some other new recruits. They 
meet the Sergeant and put up hammocks, Terry sleeps next to Warren (Bunny) Melville. 
They ponder the war, life and their future. 
 
The next morning they are woken early and Terry watches the band matching and the flag go 
up to the tune of “God Save The King.” A montage follows, showing the recruits getting 
trained and becoming fit for duties.  
 
As the recruits are getting dressed, Terry starts a fight with Bill Carson. When discovered 
they are forced to agree to settle it in a boxing match. Terry finds out that Carson has boxed 
professionally. 
 
The fight starts and Carson comes out heavy hitting, knocking Terry to the ground.  In the 
second round Carson knocks Terry down again but is saved by the bell. Round three starts 
with Terry coming out firing. He knocks Carson down and the starts to make a match of it.  
As the fight progresses, it’s clear that it’s very close. Both boxers are tired and the referee 
stops the fight, calling it a draw.  
 
That night the sailors sing around the piano, everyone the best of friends. 
 
After a church service, Terry tells Bunny that his father was in the navy—a Commander on 
HMAS Australia. Terry says he feels that his father is with him, backing him up and helping 
him deal with his fears. Whilst they are talking Terry gets called to the office where he is 
told he can stay on for an extra three months and get a commission. He declines saying he 
wants to go to war as soon as possible.  
 
Draft notices get issued and Terry is assigned to HMAS Dauntless. 
 
At the passing out parade, the men are addressed by the Commodore who reminds them of 
the value of teamwork and the importance of carrying out orders. The sailors march in 
unison to the band, leaving the training depot. 
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Terry (along with Scotty McGraph, Kanga Campbell and Bunny) join HMAS Dauntless. 
They are told they are on a long journey. They depart through The Heads and into the high 
seas. The four comrades suffer seasickness. 
 
1941. Two years have passed and the boat is on its way home. Terry is promoted. As they 
head for home Terry asks Bunny of he wants to visit his farm, but Bunny wants to “get 
around” a bit.  
 
When Terry arrives he is picked up by his young neighbour Patricia (whose photo he reveals 
he has been carrying with him). Terry again comments how much he likes being at home, 
and they drive to Greenacres where Terry hugs his mother. Over a cup of tea, Terry 
discovers that Patricia is working the farm next door. Mother sings a song while Terry and 
Patricia make eyes at each other.  
 
At a party, Terry gets a dance with Patricia and a singer embarrasses him by singing a song 
about him (“Terry, you’re my Lucky Break”). Terry and Patricia escape the party in his car. 
He is leaving the next day and tells her that as long as she is waiting for him, he can make it. 
They kiss. 
 
Back on ship, the officers discover they are escorting petrol tankers up north.  
 
En route they sight aircraft and the alarm sounds. It’s a Japanese dive-bomber. They open 
fire, the plane drops a bomb and misses, then flies off. Worried that it may mean that there 
are Japanese ships nearby, the Captain advises the nearby fleet. 
 
Below deck, the four mates are bored when the Captain speaks to them about tradition, 
Invoking Nelson, he says that “no British ship has ever struck its flame.” Terry isn’t happy 
about the reference to a “British” ship. 
 
The alarm is sounded as they spot Japanese ships ahead. They decided to engage. A sea 
battle ensues (using inserts of real war footage). Torpedoes sink one of the Japanese ships, 
but HMAS Dauntless is hit and the crew have to abandon ship. Terry passes out below deck, 
and dies.  
 
Later that night, the surviving crew wait in life rafts, and at morning the Australian fleet 
arrives.  
 
The King speaks on the radio, announcing that Japan has surrendered and the war has ended. 
Listening, Terry’s mother picks up a photo of Terry.  
 
Bunny arrives at Greenacres and speaks to Terry’s mother. He goes inside and plays the 
piano for her—a dramatic and emotional piece. Over a cup of coffee Bunny tells her it was 
he who should have died, not Terry. He gives her Terry’s watch, and stays in Terry’s room.  
 
At dawn the next day, he takes Terry’s car for a drive, and goes to watch the sunrise. Terry’s 
spirit appears and reminds Bunny that he must live on and not be unhappy. Terry’s father 
appears and Terry tells Bunny that there’s always another dawn.  
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Production Credits 
Produced and Directed by T.O. McCreadie 
Cinematographer—Harry L. Malcolm 
Asst, Cinematographer—Brendon L. Brown 
Sound Recording—Beresford Hallett & John Heath 
Film Editor—Alexander A. Ezard 
Art Direction—Edmund Barrie 
Make up—Claude Turton 
Special Effects—Arthur Hansen 
Furnishings—Anthony Hordern & Sons Ltd 
Frocks—Murdoch’s, Sydney 
Technical Advisors—Commander F.R. James, RAN & Lieut. Commander R.T. Power, RAN 
Technical Services—Commonwealth Film Laboratories Pty Ltd 
Screen Scenario by Zelma Roberts & T.O. McCreadie 
Musical Direction—Iris Mason & Hal Saunders 
Executive Producer—A.K. McCreadie 
Special Music: Men of the RAN by T.O. McCreadie 
You’ll be Sorry, What’s it Matter, You’re my Lucky Break by Iris Mason and Hal Saunders 
Dawn Concerto by Wilbur Kentwell 
Specialty numbers—Anne Lorraine & Snowy Towers 
Special Sequences by ABC National Military Band conducted by Stephen Yorke. 
 
Terry Regan—Charles (Bud) Tingwell 
Warren Melville—Guy Doleman 
Molly Regan—Queenie Ashton 
Patricia—Betty Macdowell 
The Commodore—Douglas Herald 
Scotty McGrath—Charles Zoli 
Dixie Dean—Russel Jarrett 
Bill Carson—Max Gibb 
Kanga Campbell—Brian Farmer 
James T. Henderson—William J. Mason 
Tanker Captain—Norton Howarth 
Tanker Mate—David Lowe 
1st Merchant Seaman—Glenn Clark 
2nd Merchant Seaman—Michael Brand 
The Postman—Kevin Gunn 
Commander Regan—Frank Waters 
Small Boy—Terence Coy 
Lassie (the dog)—Herself 
And the Officers and Men of the Royal Australian Navy 
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FILM EUREKA STOCKADE 

YEAR OF RELEASE 1949 
PRODUCTION COMPANY EALING STUDIOS 

DURATION 103 MINUTES 
 

SCREENPLAY HARRY WATT 
DIRECTOR HARRY WATT 

PRODUCER LESLIE NORMAN 
 
 
Context 
Following Harry Watt’s success with The Overlanders, he convinced Michael Balcon—the 
head of Ealing Studios—to continue production in Australia and turn to history for the 
subject of his next film. “We documentary people had never tackled history, and there was 
an important historical moment that fell so perfectly into film shape that there was no need to 
distort events or create false situations. It could be treated completely realistically. So, as The 
Overlanders seemed to be popular, it was decided to have a crack at Eureka.”162  
 
Watt decided to bring in many of the key crew from England—initially to ensure production 
standards—but subsequently to enable the film to qualify as a British film made on location 
so as to avoid the newly imposed 75% import duties. The film was shot mainly on location 
and completed at the newly reopened Pagewood Studios. As with The Overlanders, Watt 
cast Chips Rafferty, now on contract with Ealing, in the lead role. Playing very much against 
type, Rafferty starred as Peter Lalor, an Irish activist who came to Australia at the age of 25. 
 
Story Synopsis 
With the 1850 gold rush, many people leave their homes and jobs and head for Ballarat, 
joined by gold diggers from overseas. The government increase license fees for mining and 
enforce the regulations harshly, causing the miners to arm themselves and take action against 
the authorities. Reluctantly Peter Lalor becomes a spokesman for the rebels who are attacked 
in a roughly made stockade by the army. Lalor is injured but escapes capture, finally 
becoming a Member of Parliament when public opinion turns in favour of the rebels. 
 
Commentary 
With delays caused by bad weather, a black ban by Actors Equity, and the imposition of the 
British film tax, the production ran severely over budget—costing more than £200,000163—
the amount Ealing had intended to spend on six films. The setbacks didn’t deter Ealing from 
investing further in Australia, and in October 1948 they purchased the Pagewood Studios 
from Cinesound Productions and set about making it their headquarters in Australia. 
Announcements were made to produce a comedy with Tommy Trinder and Chips Rafferty as 
well as Rolfe Boldrewood’s Robbery Under Arms.164  Eric Williams, General Manager of 
Ealing in Australia was upbeat about the future claiming, “Sir Michael Balcon is satisfied 
with our work and will give us everything to produce big-scale films continuously. Films 
made in Australia need not be confirmed to Australian stories.” Williams then revealed the 
real reason for the sudden interest in investment—the Hollywood boycott, which had left 
cinemas in Britain with insufficient product: “The increasing demand for British films makes 
it necessary for Australia to step up production and possible produce some of the overflow 
from Ealing in London.”165 
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The film had mixed reviews—most commentators noting the poor decision to cast Rafferty 
in a lead role that he was clearly uncomfortable with (there were on-set rumours that Watt 
had considered replacing him with Peter Finch during the shoot). The Argus praised the 
standards of cinematography, editing and technical direction but noted “weaknesses in 
acting, failure to sustain tempo and interest in the middle section of the film, and some lack 
of purpose in dialogue and incident caused a disappointing deterioration.”166 The Adelaide 
Advertiser reported that the film had been poorly received in England and was unanimously 
considered “not in the same class as The Overlanders.”167  
 
More recent commentators suggest that some of the problems with the film come from 
Watt’s background as a documentary filmmaker and his “weakness in sustaining narrative 
tension”168 in more complex human dramas. When Ealing failed to follow through with its 
plans to make two films immediately after Eureka Stockade, Watt travelled to Africa to 
direct Where No Vultures Fly (1951) and West of Zanzibar (1954). After a short stint as a 
wildlife producer for Granada Television back in England, Watt returned to Australia in 
1958 to make Ealing’s final Australian film The Siege Of Pinchgut (see page 269). 
 
Detailed Plot 
Opening with a dramatic voice-over, the film places the story of The Eureka Stockade 
alongside the defining moments of other nations in the search for freedom: England’s Magna 
Carta, The French Revolution and The American Declaration of Independence. 
 
The voice-over continues, explaining that Australia in 1850 was a continent of empty 
silence, a land of both wealth and poverty, when gold was found across the nation. People 
left their jobs, deserted their posts and joined the search for riches.  
 
Dealing with both the loss of manpower and the strain on resources, Governor La Trobe 
sends Chief Commissioner Rede to the Ballarat goldfields to collect license taxes that are to 
be imposed on miners.  
 
1854 Ballarat. Men are queuing up to buy their licenses, including Engineer Peter Lalor and 
an Italian named Rafaello Carboni. Peter lends Rafaello the money for his license and they 
make their way to camp and come across Tom Kennedy, a Scottish sailor who is in trouble 
with the police because he has no license. They help him out and he joins their group.  
 
Two weeks later another Scotsman named James Scobie finds gold and a cry goes up around 
the camp. Tom is excited but Rafaello is cynical. A German named Frederick Vern joins 
them and they call themselves the four gravediggers.  
 
As time passes, the goldfield of Ballarat develops and various people set up shops and 
infrastructure: a newspaper, a church and a pub called The Eureka Hotel. Vern (“the Baron”) 
finds a little nugget on the group’s dig, and Rafeallo decides they should name their mine 
“The Little Nugget.” 
 
The goldfields are raided by police, and men without licenses dragged are away to the courts.  
 
The mailman arrives and hands out mail to people including a small boy calling out for 
letters for Miss Dunne. The boy has a piece of gold he says he found at school and the Baron 
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takes the other three miners arrive to claim the outdoor school area. They meet Miss Dunne 
who disappoints the Baron with news that the rock the boy found is only mica.  
 
Peter argues with her about the problems of the goldrush. She is tired of hearing of lucky 
strikes, and of the decent side of society being abandoned. Illustrated with a montage of the 
towns rotting and deserted, cries go up from people saying, “do something.” Governor 
La Trobe resigns and is replaced by Sir Charles Hotham.  
 
Hotham visits the Ballarat goldfields and is heckled until he gives a speech saying he will 
support the “fearless spirit of the pioneer”. People cheer, and the Baron gives the Governor’s 
wife their small nugget, much to Raffaello’s annoyance. However, in the privacy of his 
carriage (with a long tracking shot of the scene), the Governor decides that gold fever must 
be subdued and people encouraged to get back to work in the city. He decides to increase 
license fees to get the colony out of danger.  
 
Back at the camp, Peter, Miss Dunne, Tom and some of the school children are off into the 
country for a picnic. Peter talks of how young the country is, that they are the first white 
people to see the beautiful creek in front of them. Miss Dunne realises the children are quiet 
and they find that they are watching Tom catch a koala. They name it Charlie, after the new 
Governor.  
 
A newsman announces that licence fees have increased to 40 shillings, and the news spreads 
fast across the goldfields. The police arrive on horses and start more harassment of the 
miners. A police spy posing as a miner gives the police information about someone without a 
licence, and fighting breaks out.  
 
With the situation getting tense, a few men take off by stagecoach as a deputation to the 
Governor. In the pub Peter and Rafaello chat to others and it becomes clear that the publican 
Bentley—who allows the police to drink at the pub—is not liked by many of the miners. 
Tom arrives with his drunken friend and they are thrown out. 
 
Back at the school, Peter talks to Miss Dunne, becoming increasingly animated about 
establishing a farm. As she mends his shirt, they argue again about the wisdom of mining 
and the effects of the goldrush.  
 
That night, Tom and Jimmy walk to the pub, but find it closed. Seeing people inside, Jimmy 
yells to get in and then smashes a window. A group of men run out and chase Tom and 
Jimmy who run away. Tom falls but the angry men from the pub find Jimmy who is struck 
hard by a shovel. When Tom wakes, he finds Jimmy dead, and cries “murder” as he runs 
through the camp, waking many people up. Tom accuses Bentley as the murderer.  
 
The next day a court case is in progress, with Tom in the witness box. Under questioning he 
admits he didn’t see who struck Jimmy, and with no evidence that Bentley struck the blow 
(and 5 witnesses who say Bentley was in pub at the time) the case is dismissed.  
 
The mob listening aren’t happy with the outcome and demand Bentley be strung up.  
Peter and Rafaello see that the situation is getting dangerous, and Peter goes to see Rede and 
suggests that he gives Bentley protection. Rede isn’t interested in the idea and tells Peter that 
if there is violence from the mob, it will be met with violence by the authorities.  
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As night falls, men march on the pub with torches to get Bentley, Tom joining despite 
warnings by Miss Dunne. In the pub Bentley waits with his supporters. Police try to stop the 
crowd marching on the pub meet the crowd, to no avail. Peter tries to talk peace to the 
crowd, reminding them about the deputation currently negotiating with the Governor to get 
rid of licence fees. When they are unmoved Peter uses more direct tactics, asking who will 
put the rope around Bentley’s neck. Finally Peter argues that they need justice not mob rule, 
and the crowd starts to disperse when Bentley shows his face at the window and a boy 
throws a rock at him. A fire starts and the mob turns back and joins the fray. Peter fights with 
Tom while the crowd destroy the pub. Bentley manages to escape on horse while Peter 
rescues a woman trapped in the fire. He then saves Tom who is trapped by falling timbers. 
Finally, police arrive and disperse the crowd.  
 
The next morning, a rider takes a message from Rede to the Governor with news of the riot. 
Hotham is with the deputation from Ballarat when he gets the message and the news causes 
him to take harsher action. He will not relax the licence fees and will send more force—this 
time the Army. 
 
The next day troops arrive at the goldfields, marching past the “rebels.” Some men want to 
retaliate immediately but John says they should go and talk to Peter. He tells them he won’t 
be a leader because they haven’t listened to their spokesmen in the past. John urges Peter to 
think it over.  
 
Meanwhile Tom is being bandaged by Miss Dunne. Peter arrives and argues with Tom about 
the mob’s mentality. Miss Dunne agrees that the crowd need leading with men like Peter 
 
News comes through that Rede wants the leaders of the rebels. Peter goes to see Rede and 
tells him there are no leaders. Rede declares that he has to get tough with the rebels and 
urges Peter to become their spokesman. 
 
Later around a campfire John tells the group that they are going to start a diggers reform 
league. Raffaelo suggests they need a flag for their cause. Looking up at the sky, Peter sees 
the Southern Cross constellation and suggests that should be their flag. Peter is now back in 
the group and suggests a meeting to start the League and elect leaders.  
 
The police spy informs the police that a new flag is being made by Peter at the schoolhouse.  
 
Tom visits Peter who tells him that trouble is brewing and they all need to stick together. 
That night—whilst Peter and his friends are at the schoolhouse—the Baron stirs up the 
diggers and they burn their licenses as the police watch—just the kind of mob action that 
Peter is trying to avoid.  
 
Back at school Miss Dunne has made the flag, and Rede arrives to warn her of associating 
with rebels, saying he can’t just stand by and watch as they create new emblems rather than 
honour the existing ones. While Peter, Tom and Rafaello listen, he warns there’ll be blood on 
the flag. Peter tells Rede that he now speaks for the men, but when Rede tells them about the 
burning of the licences they realise that they don’t have control of the situation.  
 
The next day the army are getting ready while the police go out to ask for licenses. Rede 
makes it clear that he doesn’t want any force used. If there is trouble he will declare Martial 
Law. Despite Rede’s wishes, brutal fighting breaks out with the police. The soldiers march 
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towards the fighting and fire over the diggers heads. The diggers don’t stop and Rede realises 
the danger and orders the retreat.  
 
With the soldiers gone, the diggers collect their dead. Raffello says they must fight and Peter 
says they must have a meeting. John stands aside as a Chairman because he doesn’t support 
the violence that is being encouraged. Rafaello suggests Peter be their “Commander.” Peter 
makes a speech about freedom and justice and announces that they will take an oath of 
support for the flag.  After the oath, the rebels march up the hill and start making a stockade. 
Some want to attack but Raffaello says they haven’t any training. Peter reminds them not to 
be rash, and wait for others to join them in a few days. It starts to rain. 
 
Back at Police Headquarters, Rede looks at the rain and says they will wait, especially as 
they are outnumbered 4-1.  
 
Peter walks around in the rain, hearing men complaining, Tom and others make pipes as 
weapons.  
 
In the morning, Peter realises that men have deserted. The spy tells Rede that the rebels are 
in poor shape and the army should attack right away, but Rede isn’t convinced. He is told 
that digger reinforcements will be there on Monday, and agrees to attack the next day, 
Sunday. 
 
On Sunday morning a service takes place in the stockade. Soldiers and police approach, and 
the rebels hear a bugle and realise a charge is coming. Men take to the barricades and the 
army fire as the flag goes up. The diggers fire back and the battle begins, men on both sides 
dying. The soldiers reach the barricade and hand-to-hand combat ensues. The police on 
horses charge and jump the gate of the stockade. Peter is shot and Tom helps him. The rebels 
start to run and as the police and army take control, Tom hides Peter in a hole and runs away. 
The Southern Cross flag is cut down.  
 
Tom escapes to the school and Miss Dunne lets him in. When she hears of Peter’s wound she 
wants to go and find him but they are interrupted by Rede and police looking for rebels. 
Tom hides in chimney and avoids capture. Rede tells Miss Dunne that the rebels and those 
who help will be not have mercy. 
 
When night falls Tom and Miss Dunne go to the stockade and find Rafaello and get Peter out 
of his hiding place. They take him to the church whilst Rafaello goes for a doctor. Dodging 
police he finds Dr Moore who will only come if he’s paid well.  
 
At the church the doctor helps Peter with a crude operation and the others are forced to sing 
to cover Peter’s screaming. They decide they must move Peter. 
 
After five days on the run the Governor offers a reward of £500 for Peter’s capture. 
 
A wagon with Peter, Tom and Miss Dunne make their way across country when they see 
police. Rafaello creates a diversion and the wagon goes on.  
 
In Melbourne the Mayor speaks against the Government in shooting at the diggers and 
popular opinion seems to be falling the way of the “rebels”.  
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At Government House, a lawyer name Nathan briefs Sir Charles Hotham on the trial that is 
happening the next day. Hotham also realises that public opinion is against them. 
 
Nathan speaks at the start of the trial and mentions that treason is the worst of all crimes, and 
comes with the penalty of death. 
 
With Peter on his deathbed and absent from the trial, the jury find the accused diggers not 
guilty. Tom brings the news that they have won.  
 
The miners win their rights and a crown land sale poster covers the poster offering a reward 
for Peter’s capture. At the auction Peter and Miss Dunne buy some land. Rede is in the 
crowd and on hearing Peter’s name mentioned approaches. Rather than arrest Peter, he greets 
Peter in peace, declaring that is a servant of the people who have made their decision on the 
rebels. Miss Dunne tells Rede that Peter too will be a servant of the people—he is to stand as 
the new member for Ballarat.  
 
The film closes with the Southern Cross flying in the breeze—pulling back to reveal that it is 
the Australian flag.  
 
Production Credits 
J. Arthur Rank presents 
An Ealing Studios production 
Screenplay by Harry Watt & Walter Greenwood 
Additional Scenes by Ralph Smart 
Research by Rex Rienits 
Production Executive—Eric Williams 
Photography by George Heath 
Art Director—Charles Woolveridge 
Second unit director—Julian Spiro 
Second unit photography—Harry Gillam 
Unit manager—Ron Whelan 
Sound Supervisor—Stephan Dalby 
Assistant Directors Alex Cann and Peter Cuff 
Make Up Tom Shenton 
Costumes by Dahl Collings 
Sound Editor—Mary Habberfield 
Wardrobe—Mae Nash 
Hairdresser—Betty Catling 
Music composed by John Greenwood 
Played by The Philharmonia Orchestra 
Conducted by Ernest Irving   
A Michael Balcon Production 
Associate Producer—Leslie Norman 
Directed by Harry Watt 
 
Peter Lalor—Chips Rafferty 
Alicia Dunne—Jane Barrett 
Commisioner Rede—Jack Lambert 
Raffaello—Peter Illing 
Tom Kennedy—Gordon Jackson 
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Governor Hotham—Ralph Truman 
Vern—Sydney Loder 
Sly Grog Seller—John Fernside 
Sergeant Major Milne—Grant Taylor 
Humffray—Peter Finch 
Black—Kevin Brennan 
Hayes—John Fegan 
Scobie—Al Thomas 
Bentley—Ron Whelan 
Mrs Bentley—Perk Allison 
Dr Moore—Reg Wykeham 
Mary O’Rourke—Betty Ross 
Father Smythe—John Wiltshire 
Captain Wise—Nigel Lovell 
Governor La Trobe— Charles Tasman 
Lady Hotham—Mary Ward 
Seekamp—John Gazabon 
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FILM STRONG IS THE SEED 

YEAR OF RELEASE 1949 
PRODUCTION COMPANY COLLINS PRODUCTIONS 

DURATION 80 MINUTES 
 

SCREENPLAY RU PULLEN 
DIRECTOR ARTHUR GREVILLE COLLINS 

PRODUCER ARTHUR GREVILLE COLLINS 
 
 
Context 
After his poorly written and directed Seven Little Australians (1939), Arthur Collins waited 
ten years before embarking on what was to be his last feature film—a biopic of agricultural 
scientist William Farrer—originally to be called Our Daily Bread. Using his own production 
company—Collins Productions Pty Limited—Collins shot the film in 51 days in Bathurst 
and Minto in NSW in March 1948.169 In November 1947 Collins issued a prospectus to raise 
money for the Farrer project, along with capital to produce “three films annually”, using a 
different legal vehicle—Arthur Collins Film Corporation Limited. The prospectus for the 
company declares: “although a number of individual films have been produced in Australia, 
no serious attempt has yet been made to establish the industry on a permanent basis. It is the 
intention of this Company to organise to this end, adopting similar methods to those 
employed in America and England.” The prospectus lists the company’s aims as “to make 
three features annually,” and declares: “the company has made satisfactory arrangements 
with the Commonwealth Film Laboratories Limited of Sydney, for the use of its modern 
studio, equipment and technicians.”170 Collins intentions to make more than one film were 
also confirmed by the announcement that he had a five-year contract in place for the film’s 
leading actor Guy Doleman, who Collins had seen in rushes of Always Another Dawn.171  
 
Story Synopsis 
Government Surveyor William Farrer visits the wheat belt as it is plagued by wheat rust and 
is inspired to help develop a strain of wheat resistant to the terrible disease. Sneered at by 
local farmers, he is joined by Nina de Salis—who has returned from overseas—in his search 
for a stronger strain of wheat. The couple marry and Farrer struggles on—finding it hard to 
grow a stronger wheat variety in sufficient volume to use commercially. Suffering from heart 
disease, Farrer dies with the knowledge that his research has helped save “the daily bread.” 
 
Commentary 
As with Collins’ Seven Little Australians, the work is stilted and suffers from a poorly 
written script and wooden performances. Screenings of the film in 1948 revealed significant 
problems and Collins failed to find a distributor. He re-edited the film and finally secured a 
limited release in 1952.172 
 
In 1949 the film’s production manager (William McGowan) and editor (William Shepherd) 
took legal action against Collins Productions Pty Ltd in the District Court of NSW to recover 
money owing. Collins—who appears to have traded on his reputation as a Hollywood 
director—was clearly able to occasionally raise sufficient capital to finance independent 
productions, but without distribution support and unable to make films of great quality—
would never be able to sustain his ambition. In his 1949 article on the state of the Australian 
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Film Industry, Harry Watt concluded with a remark that may well have applied to Collins: 
“Local feature film production is on the increase. Most of this, unhappily, is of very poor 
quality and does more harm than good.”173  Neither of Collins’ companies was involved in 
any further film production in Australia, and Collins last film credit is for a short 
documentary called Centennial Sports that he made for Warner Bros. Pictures Sports Parade 
Series in 1952.  
 
Detailed Plot 
In government circles, there are concerns about wheat rust and scientist from the Department 
of Agriculture, Doctor Cobb, is instructed to visit the wheat-growing farmers.  
 
Travelling by coach and accompanied by Dr Guthrie (a cereal chemist) their first stop is the 
Farmers Arms, a pub. In the coach is a Mr Farrer, a Government surveyor, returning home. 
He also stops for a drink and hears from the publican that most of the farmers have gone bust 
because of the wheat disease. He gets talking to Cobb and Guthrie, and Cobb explains how 
wheat rust develops. 
 
Farrer visits the Bolton’s farm to find his friend Ted has died. He talks to his widow who 
describes the red dust that killed the farm and caused Ted to commit suicide. Farrer promises 
to find a cure for the disease. 
 
Farrer studies wheat from different farms taking samples. As time passes, he writes up his 
results and tells Guthrie that what they need is string hard wheat. 
 
One day a young woman on horseback comes through the wheat where Farrer is working. 
She demands to know what he is doing in her father’s farm and he explains about the rust, 
She is Henrietta “Nina” de Salis and explains she has returned from overseas to stay in 
Australia.  
 
In the drawing room, Nina reads about Farrer’s work from “The Bulletin”. Her parents are 
bemused that she is interested in wheat and annoyed with Farrer—who they consider a 
theorist. They also argue about one of their tenant farmers, Fredericks, who is leaving. Nina 
storms out and goes for a ride. 
 
Nina arrives at Frederick’s farm as he are packing to leave. Farrer is there and explains to 
Nina that the farmers are meeting in town. Nina goes to tell her father, Farrer riding with her. 
 
At the farmers’ meeting, the farmers want the Government to do something. They laugh at 
the fact that a doctor has been sent. Farrer stands up and tries to defend Cobb but the farmers 
taunt him as well. Nina and her father support Farrer and he starts to explain his ideas about 
cross breeding to produce a stronger strain of strand. He invites Nina to his workshop and 
demonstrates his techniques, Nina lending Farrer a hairpin that he uses to cross-pollinate the 
seed. Father wonders why they have to muck around with nature.  
 
Time passes and Nina and Farrer meet and he explains progress with his experiments as they 
walk. Farrer shares his background and explains how Australia helped with his health. He 
declares his love for her. 
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Six years pass and the married couple are still experimenting with breeds of wheat. Nina’s 
father arrives and Nina explains why it takes so long to make the seeds stronger. They agree 
that William is a visionary. 
 
At a Government meeting, the Minister for Agriculture reads a letter from Farrer about his 
research. He is mocked and described as a crackpot, but Dr Guthrie defends Farrer’s work. It 
is clear that there is a worldwide crisis with grain and Farrer’s new strain of wheat will 
require new milling equipment because it is too hard to grind with existing machinery.  
 
Back at the Farrer farm, years pass and Nina and William steadily improve their crop, but 
producing enough seeds for distribution is a problem. Farrer works long and hard writing up 
his reports. One day Farrer gets a letter from his uncle stating if he wants to inherit the 
family’s estate in England he must return. He ignores the letter and his uncle despairs, 
insisting to the family lawyer that Farrer be struck from his will.  
 
Back in Tharwa, a voice-over explains that whilst Farrer worked harder and harder he 
received no recognition. Having fought scorn, Farrer is now fighting time, growing old and 
still using the hairpin that Nina gave him for cross-pollination.  
 
As the Farrers age they receive mail from around the world congratulating them on their 
Federation seed. Farrer dies “with the happy knowledge that the world was assured of its 
daily bread.” 
 
Production Credits 
Directed and Produced by Arthur Greville Collins    
Written by Ru Pullan   
Cinematography by Ross Wood    
 Film Editing by William Shepherd  
Art Direction—J. Alan Kenyon 
Production Manager—William McGowan 
Sound—Beresford Hallett 
Music Director—Henry Krips 
  
Guy Doleman—William Farrer 
Marie Marsden—Nina de Salis 
Lloyd Lamble—Dr Guthrie 
Queenie Ashton 
George Randall 
Frank Bradley 
Nellie Lamport 
Enid Lorrimer 
George Willoughby 
Ossie Wenban 
Eric Wright 
Charles Cusperson 
Harvey Adams 
Rod Gainsford 
Ben Lewin 
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FILM INTO THE STRAIGHT 
YEAR OF RELEASE 1949 

PRODUCTION COMPANY EMBASSY PICTURES 
DURATION 82 MINUTES 

 
SCREENPLAY ZELMA ROBERTS 

DIRECTOR T.O. MCCREADIE 
PRODUCER T.O. MCCREADIE 

 
 
Context 
The second of the McCreadie brothers’ films was being developed as their first, Always 
Another Dawn, was still in post-production. Choosing a story that involved the popular sport 
of horse racing, the McCreadies once again used Zelma Roberts to write the dialogue for 
their story but involved actor Bud Tingwell—who they had “on contract” for a two-picture 
deal—to write the detailed shooting script. The film was shot on location in Scone in July 
1948 and in the studios of the Commonwealth Film Laboratory in Sydney. In October 1948 
the McCreadies organised the Victorian Racing Club to stage a mock Melbourne Cup race 
for the film’s final sequence.  
 
Story Synopsis 
After a series of poor performances from the horses in his stable, racehorse owner/breeder 
W.J. Curzon goes to England to buy a new thoroughbred. He returns with both a horse and 
its owners—Hugh and Paul Duncan—who he employs as trainers. Older, dignified Hugh 
takes an interst in Curzon’s daughter June, but his playboy son Paul sweeps her off her feet, 
until a riding accident leaves her crippled. Meanwhile Curzon’s son Sam steals money to pay 
a gambling debt, and invites seductive nightclub singer Zara Marlowe to the family estate 
where she flirts with both Paul and Curzon. As time passes, two new colts from the family’s 
stable emerge as the front-runners for the Melbourne Cup—one backed secretly by Paul and 
Sam, and the other by Curzon. Hugh encourages June to fulfil her ambition to write a piano 
concerto and organises her to see a specialist, and the new treatment enables her to walk 
again. With everyone assembled at the Melbourne Cup, Curzon is once again disappointed 
when his new colt comes second, but all are delighted when Paul and Sam reveal that the 
family also owns the winning horse.  
 
Commentary 
The film was distributed throughout Australian by Universal, and had its world premiere in 
Perth in July 1949 where it broke box-office records. However releases in Sydney and 
Melbourne were deferred until January and July 1950.174 The McCreadies also sold the film 
in Britain under quota arrangements, where it was released in September 1949 by Eros 
Films, billed as a “happy, snappy picture with romance”.  
 
Despite an uneven tone, a laboured screenplay—full of diversions from the main narrative—
and a relatively inexperienced cast and crew, the film has genuine warmth. Tingwell (as Sam 
Curzon) and Margot Lee (as Zara Marlow) inject charisma despite the poor dialogue writing, 
and 29 year-old Muriel Steinbeck (playing W.J.Curzon’s wife Laura) is assured despite 
being miscast as a woman with a 20 year-old daughter.  
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The Sunday Herald pointed out that the film “does not pretend to be in any way epoch 
making; in entertainment and technical value it compares not unfavourably with many of the 
B-grade quickies successfully produced as supporting films.”175 The Brisbane Courier Mail 
described the film as “a shining example of a film overcrowded with non-essentials in 
characters, and incidents based on a weak scenario.”176 In his 1949 Annual Report to 
Parliament, The Commonwealth Censor, J.O. Alexander described the film (along with Sons 
of Matthew) as “reflecting marked progress in standards of feature length production in 
Australia.”177 
 
A rambling drama about horse breeding and sexual politics (along with a piano concerto, 
singing cowboys and romantic melodrama) rather than a genre film of any kind, the comic 
character of Zara Marlowe—a sexy nightclub singer—appears to be an attempt to create a 
femme fatale, perhaps referencing Phillip Marlowe, the noir detective from Raymond 
Chandler’s crime novels. The film also contains a scene clearly inspired by the famous 
“anklet” scene from Double Indemnity (1944), when insurance salesman Walter Neff (Fred 
McMurray) and housewife Phyllis Dietrichson (Barbara Stanwyck) exchange sexually 
loaded hard-boiled lines about driving too fast. In Roberts’ much less polished interplay, the 
sexual subtext is thinly hidden in a game of chess and a discussion about horses.  
 
 

  

 
However, actor Bud Tingwell (who wrote the detailed shooting script) revealed in an 
interview that the name given to Margot Lee’s character was made up simply because “it 
sounded glamourous” rather than any direct connection to the Chandler novels. As for the 
chess-playing scene referencing Double Indemnity, Tingwell commented: “the McCreadies 
were saturated in all those movies because they ran the Vogue Theatre at Double Bay. So 
they knew movies. But we weren’t clever enough [to emulate specific scenes in other films], 
we were just making a story.”178 
 
Prior to the film’s opening, Tom McCreadie revealed in an interview that the Australian 
industry’s “relative poverty” meant that finding suitable stories was the biggest obstacle as a 
producer. He felt that Australian films “should depend on a strong basic plot, keep their 

LEFT: W.J. Curzon (George Randall) and Zara Marlowe (Margot Lee) play more than chess in Into The 
Straight (1948), and RIGHT: the famous anklet scene from Double Indemnity (1944) when salesman 
Walter Neff (Fred MacMurray) and housewife Phyllis Dietrichson (Barbara Stanwyck) discuss the 
speeding limit.  
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variety of scenes to a minimum, portray vivid character types, and let their characters say as 
little as possible.”179  
 
Bouyed by the initial positive reaction to the film, the McCreadies made a number of 
announcements about future projects. In Adelaide in February 1949 they announced plans to 
make two more films in 1949 and four in 1950.180 In Perth in July they announced they 
would make two films in Western Australia, “one with a setting in the Kimberleys and the 
other based on the development of our rural industries.”181 In November, declaring their 
plans to make “regular productions on a modest budget” Alec McCreadie stated that “our 
immediate programme of five pictures to cost not more than £50,000 each, and to be made in 
not longer than four months, includes one on the Flying Doctor service in the north of 
Western Australia under the title When The Blood Burns” based on the 1945 novel by Alan 
Chester.182 
 
The only note of caution the McCreadie’s declared about their plans came in a comment 
made while in Perth for the premiere of Into The Straight in July: “one of the chief obstacles 
in the way of advancement of the industry in Australia is the attitude of the Australian 
himself. He is inclined to believe that because it is Australian it is no good. He has to be 
taught that if it is Australian it is good. The industry, now in its infancy, relies for its 
existence on the sympathetic encouragment of the people.”183 
 
Detailed Plot 
Crowds of people mingle at the racetrack and jockies prepare for a race. 
 
A radio broadcaster calls the race as the Curzon family watch. Their horse doesn’t win, and 
W.J. Curzon tells his wife and two daughters that he’s disapointed that his horses keep 
loosing, so he will go to England to buy some new blood. 
 
With a montage, Curzon buys a horse named Karata from an English owner—Mr Hugh 
Duncan—and his son Paul. At the pub they discuss Curzon’s daughters and Hugh Duncan 
mentions that Paul is a bit of a Casanova. When Hugh reveals he is broke and has also sold 
his stud business, Curzon invites the two of them to come to Australia and help rejuvenate 
his horse-breeding business. They accept. 
 
With a shot of a kangaroo bounding through the countryside, we return to Australia, where 
the Duncan’s arrive with Karata and Curzon, greeted by Curzon’s wife Laura and daughters 
June and Bunty. Hugh Duncan asks about Curzon’s son and is informed that Sam is studying 
to be a doctor. 
 
Later that night Paul declares to his father that he likes June. A maid named Emily comes 
into his room to clean, and Paul flirts with her. She tells him there’s a party at the house that 
night. 
 
At the party Curzon and Laura discuss the Duncans, reserved Hugh and more flirtateous 
Paul, who is chatting with June. June then plays the piano and Hugh watches adoringly. 
When she finishes playing Hugh is about to say something to her when Paul rushes to her 
side, declares he likes her, and offers to buy her a drink. She politely declines his advances, 
but he suggests they go for a walk outside. 
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Sam then arrives, greets his parents and then retreats to the study where he talks with Hugh 
Duncan.  
 
Outside, Paul walks with June and they agree to go for a ride in the morning. 
Lovestruck, June waits for Paul the next morning but is warned by Sam about Paul’s 
intentions. 
 
Hugh and Curzon take a look at a few horses, discussing their merits. 
 
Meanwhile, June and Paul are riding hard. They dismount and talk about Australian customs. 
Paul reveals to her that Emily is a “pretty little thing.” When they return their horses, Paul 
asks the stablehand Perry if there is any illegal betting around. Perry advises him to talk to 
the housekeeper who takes his bets. She then rings Perry and it becomes clear that the two of 
them are ripping him off.  
 
Time passes and foals are born from the new stock. 
 
Bunty and Perry discuss love and men, Perry giving her some of his convoluted advice.  
Curzon and Hugh watch as Karata’s foal Conquest races another new colt named Revolt. 
Curzon thinks Revolt is too fiery and says he is giving him to June for her birthday. 
 
At the birthday celebration, June gets excited about her new present and wants to go for a 
ride immediately. She goes with Paul and they see a group of singing cowboys, who are 
riding off to the rodeo. 
 
A montage of the rodeo reveals men riding horses and bulls, riders chasing cattle and being 
thrown, while Paul and June watch. At the end of the day they ride home when a snake 
spooks Revolt and June is thrown from Revolt, and is knocked unconscious. A car arrives 
and takes June home. A doctor tells Curzon that June has injured her spine and may never 
walk again. Curzon and Laura agree not to tell June. Hugh arrives to hear that Curzon wants 
to sell Revolt. He advises Curzon against it. 
 
Curzon, Hugh and Paul watch as Revolt runs faster than other horses. But he then throws his 
rider and Curzon decides he will definitely sell the horse. 
 
Time passes as June lies in bed, recovering. Bunty tells her that Revolt is to be sold. June 
asks her mother about Paul and it’s clear that he has lost interest in her.  
 
Emily scolds Paul for not being loyal to June, and he then goes to visit her. He says he will 
marry her but she seems reluctant, and when he leaves she bursts into tears. 
 
Hugh and Paul discuss June, Paul revealing that she turned down his offer of marriage. Hugh 
speaks to June and reminds her that he saw her play the piano and that, even though she may 
never walk she can still play. She says she wants to compose. 
 
Sam is playing cards with a group of men and looses £400. He doesn’t have the money and 
is given seven days to settle. Later at Christies night club, Sam is drinking with Zara 
Marlowe and she suggests she would like to meet his father. She gets up to sing and then 
returns to Sam, telling him that she will come to stay at his place for three weeks. 
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Bunty reads a book, eating chocolate, when Sam and Zara arrive. Bunty insults Zara while 
Sam makes a drink. They toast “to sin.” Paul introduces himself to Zara, and Sam then 
introduces her to his parents.  
 
The family are at dinner and have started without Zara, who arrives late. Bunty continues to 
insult Zara, and Emily deliberately spills salad dressing on Zara. She leaves to change and 
Curzon decides he will go and check on her. The men at the table all argue about Zara. Sam 
gets worried about how long Zara and his father have been away, and laughter is heard from 
the next room. Zara and Curzon arrive back at the dining table and she reveals thaht Curzon 
has agreed to buy her a new dress.  
 
After dinner Zara plays the piano and sings. Paul dances with her as Sam looks on annoyed. 
Laura and Hugh discuss Curzon’s mistake in offering to buy Zara a new dress. Sam asks his 
father for a loan, but he refuses to help.  
 
Outside Zara and Paul kiss. 
 
Curzon waits for his wife in the bedroom and he reveals that Sam is in debt but he wont help. 
She wants him to help and plants a seed so that he can change his mind. 
 
Paul tells Hugh that he is leaving. 
 
The next day, Curzon opens his safe to find that money is missing. He calls the household 
together and announces that he wont call the police if the money is returned. June arrives in a 
wheelchair before anyone owns up, and they hide the reason for the gathering from her. 
Curzon tells Hugh that he doesn’t suspect Paul even though it looks suspicious that Paul has 
left the same day as the money was stolen.  
 
June is playing the piano when Hugh comes and takes her for a visiting trip. He drives and 
shows her the horse Conquest. 
 
Back at the house, Zara—who has clearly never ridden—mounts a horse and it takes off. 
Sam follows.  
 
Back at home June and Hugh agree to spend more time together. She is working on a 
concerto. 
 
Zara and Sam return to the house on foot, with Zara nursing a sore leg. She goes to play 
chess with Curzon. 
 
Rather than play chess, Curzon rubs Zara’s sore leg. She takes off her stockings to make it 
easier. She wants to talk about something with him. 
 
Sam talks with his mother about how he can get rid of Zara. She suggests he goes back to 
University early. 
 
Zara tells Curzon that the family is too nice and she needs to get back to the nightclub before 
she develops a conscience.  
 
At the races, Conquest wins race after race. Time passes. 
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Sam talks with Paul, admitting that he took the money from his father’s safe and that 
everyone still thinks it was Paul who is the thief. Sam says he is going to go home and put 
things right. Paul reveals that he bought Revolt and changed his name to Grand Victory to 
run in the Cup. 
 
Back at the house, June talks to Hugh about finishing the concerto. Hugh wants her to 
consult a specialist about walking again, and she agrees to go to Sydney for six-months 
treatment. Sam arrives and the family gathers. Sam tells them that he took the money and he 
pays back his father.  
 
In the Sydney hospital, June writes in her diary that today she will find out if she will walk 
again. The specialist arrives and the family watch as she struggles out of bed. June doesn’t 
think she can do it, but then sees Hugh at the door and walks to him. They embrace. The 
specialist gives her the all clear. 
 
Back home, June tells Hugh how much she owes him. She plays him the concerto. He 
declares his love for her and she says she loves him too. They agree to go to the Melbourne 
Cup together and they then kiss. 
 
Early one morning, Paul and Sam watch Grand Victory and reveal to Hugh their plan to beat 
Revolt in the Cup. 
 
It’s Melbourne Cup Day, and the crowds, jockeys and horses prepare for the race.  
The race caller notices that Grand Victory is causing trouble, but finally the horse makes his 
way to the barrier and the race starts. The whole Curzon family watch, Conquest coming up 
fast towards the end of the race. At the end of the race, Conquest comes home fast, fighting it 
out with Grand Victory. They cross the line side by side and it’s called as a photo finish.  
 
After a moment, Grand Victory is announced the winner, with Conquest second. Curzon is 
disappointed, and then Sam and Paul come and tell them that the horse that won, is actually 
Revolt and is still owned by June. Bunty tells Paul that Hugh and June are to be married, and 
Bunty walks off with her new bespectacled date. Sam and Paul run into Zara, who now has 
an older husband and a young baby.   
 
Production Credits 
Directed & Produced by T.O. McCreadie 
Cinematographer—Harry L. Malcolm 
Assistant cinematographer—Brendan L. Brown 
Associate Film Editors—Alexander Ezard and Jack Gardiner 
Sound recording—Beresford Hallett and John Heath 
Screen Scenario & Dialogue Direction—Zelma Roberts 
Executive Producer—A. K. McCreadie 
Associate Producer—John Grey 
Musical Score—Wilbur Sampson 
Art Direction—Edmund Barrie 
Makeup—Dorren Castle 
Special Effects—Arthur Hansen 
Continuity—Pauline Phillips 
Technical Advisor—Alex Brown 
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Gowns by Patches (Sydney) 
Furnishings—Anthony Hordern & Sons 
 
Charles Tingwell—Sam Curzon 
Muriel Steinbeck—Laura Curzon 
George Randall—W.J. Curzon 
Noni Peifer—June Curzon 
James Workman—Hugh Duncan 
Shirley Hall—Bunty Curzon 
Alan White—Paul Duncan 
Margo Lee—Zara Marlowe 
Charles Zoli—Paddy 
Nan Gunn 
Noreen Flannery 
Edward Smith 
John Alden 
Tim NcNamara 
Snowy Towers 
Jack Purtell 
George Moore 
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FILM SONS OF MATTHEW 

YEAR OF RELEASE 1949 
PRODUCTION COMPANY GREATER UNION THEATRES 

DURATION 107 MINUTES 
 

SCREENPLAY CHARLES & ELSA CHAUVEL 
DIRECTOR CHARLES CHAUVEL 

PRODUCER CHARLES CHAUVEL 
 
 
Context 
Despite the challenges of getting both Forty Thousand Horsemen and Rats of Tobruck onto 
the screen, Chauvel’s approach to filmmaking remained unchanged. He used his networks to 
find individuals and organisations that would invest in his next project, one that would once 
again be written, produced and directed by Chauvel and his wife and filmmaking partner 
Elsa. As with Forty Thousand Horsemen the Chauvels turned to Herc McIntyre of Universal 
Pictures who agreed to help finance Chauvel’s plan for a epic family saga set in Queensland, 
and McIntyre managed to convince Norman Rydge at Greater Union to be involved, despite 
that fact that Rydge had recently closed Cinesound (and in 1948 would decline a co-
production deal with Ealing). Ken Hall—who was about to go overseas when Greater Union 
decided to back Chauvel—was clearly disappointed that another filmmaker was being 
financed by the company that had just closed his production unit. “Whether Greater Union 
had been influenced to come in by pressure from McIntyre, who had always been a dedicated 
supporter of Chauvel, or a genuine desire to help the man who had been so successful with 
Forty Thousand Horsemen—or whether it was prompted by the thought that the one-man 
band which for so long had operated at Cinesound ought to be broken up somewhat—I 
cannot say.”  Rather bitterly Hall added: “According to information I had from Herc 
McIntyre, the decision to back Chauvel was taken between him and Rydge and put to the 
Rank people when they were both in England in 1945 [Hall’s emphasis]. I caught on, late in 
1946.”184 
 
Like all Chauvel’s work, Sons of Mathew was a passion project, arising from the true story of 
the pioneering O’Riordan family that Chauvel was familiar with growing up in Queensland.  
 
Story Synopsis 
Settling in dry country and working tirelessly to establish farming lands and tame wild 
brumbies, Mathew and Jane O’Riordan bring up seven children, as well helping with Cathy 
the daughter of neighbour, Angus McAllister. As the children turn into adults, Mathew 
decides they need more land, and the five brothers along with Angus and Cathy move to 
wooded hillsides of semi-tropical Queensland where land is cheap and rain is plentiful. 
Whilst the land is cleared and converted for pasture, two of the brothers—serious older 
brother Shane and more selfish but charismatic Barney—fight it out for the love of Cathy, 
who has always loved Shane despite being Barney’s sweetheart since childhood. The two 
brothers seem destined to rip the family apart until Barney heeds his mother’s call for 
selfless hard work and family unity. The film ends happily with the next generation of 
O’Riodans well fed and living safely on the family’s vast property.  
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Commentary 
Charles Chauvel continues his project of establishing the grand myths of Australia, with an 
epic and frequently nostalgic multi-generational tale of the hardships that must be overcome 
to claim the Australian landscape.  The film had immense production difficulties, some 
caused by the weather and the difficult terrain but much the fault of the perfectionist 
producer/director who rewrote the script as he went, and shot far more footage than was 
necessary to tell his story. The production team moved back and forth between their 
mountain location and studios in Sydney, finally having to use rear-projection techniques to 
complete scenes originally intended for in Queensland. The shoot finished 18 months after it 
started and the budget blew out to £120,000—much to the disgust of Ken Hall who claimed 
it “could and should have been made for £40,000.” 
 
The film was a box-office hit in Australia, although Elsa Chauvel claimed that—due to the 
high production costs—it only made money because “it sold to Australian television.”185 The 
film was recut for the American market and had distribution difficulties in Britain, with 
distributors “complaining about its lack of selling points”186—primarily the absence of a well 
known star (and the fact that the American version had cut the “slightly provocative” bathing 
sequences that would have provided a publicity angle). 

The Sunday Herald said: “splendid panoramic photography helps to compensate for jerky 
and spasmodic treatment of a story about five brothers who pioneer Queensland's Lamington 
Plateau, while two of them quarrel about a girl.”187 The Argus agreed, calling it “scenically 
pleasing…histrionically not so good.”188 

Perhaps more than anything the film’s production history brings sharply into focus the 
completely different filmmaking strategies employed by Hall and Chauvel. Elsa Chauvel 
acknowledged: “Charles always envisaged beyond his capacity” yet, “he did everything and 
must have been a headache to those boys. It [filmmaking] was so much his baby and he had 
to have a say in every department.” She also commented: “he didn’t like Ken Hall’s type of 
pictures. Charles had the artistry that Ken didn’t have. Ken always went to the indoors.”189 In 
the same interview Chauvel’s daughter Susanne said: “Dad was a loner and an artist, and 
wasn’t looking at it from a business point of view.” The more practical and commercially 
minded Hall believed that the only way to make films in Australia was to set up permanent 
production capability that was self-sustaining—which he managed through Cinesound partly 
because it also had access to a distribution chain. Hall felt that the artistically led, project 
based approach—which (in Sons of Matthew’s case) reported directly into the Board of 
Greater Union—exposed high level decision-makers to uncomfortable levels of risk and 
eliminated an important layer of control—the active, financially aware producer, where 
production difficulties can be dealt with before they cause major financial issues. Hall felt 
bitterly that Sons of Matthew “was the noose which finally strangled Cinesound,”190 noting: 
“Greater Union Theatres did not again financially support Australian feature film production 
for the next twenty-five years.” Whatever the differences between the two men, their 
comments and concerns are best seen as a reflection of the general structural shifts that were 
taking place in the industry in Australia. Long term players like Hall and Chauvel were 
clearly threatened by these changes, which included the loss of control (in both production 
and distribution) that came with Ealing’s purchase of Greater Union, the appeal of the 
Australian outdoors as a subject for cinema storytelling, and the availability of smaller, 
lighter cameras that could facilitate this, the infusion of a more realistic documentary-style of 
filmmaking, and the impending arrival of television.  
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By the start of the new decade, these changes left the deeply challenging field of Australian 
feature film production in the hands of Ealing and a group of new and hopeful players who 
had little option but to adopt the strategies that had proved so difficult for Chauvel.   
 
 
Detailed plot 
Opening with a quote from the Book of Matthew VII/25 about the importance of building 
your house on a rock, Chauvel opens his film with a miniture model of a house nestled in a 
valley followed by the pages of a book that introduce the main characters (and actors), 
supported by a voice over providing the background story of the O’Riodans. 
 
Matthew and Jane came to Australia from Britain—he an Irishman, she from Devon and 
settled dirt poor on the land. Their sons were Shane, strong and grounded and Barney. 
 
Matthew and Jane build their little cottage but wild horses charge through the land, wrecking 
the yards and taking the mares. As Matthew fights to save his horses, his first son is born. He 
is called Shane after Matthew’s father—and the first Australian O’Riodan. 
 
12 years later, Matthew leads the round up of wild brumbies with other Irish settlers, while 
Jane helps care for the sick Cathy McCallister. Young Micheal says his prayers, wishing for 
save return of his father and neighbours.  
 
Matthew and his Scottish neighbour Angus McCallister arrive back home with news that one 
of their party—Jim—broke his leg. McCallister looks out and worries about the lack of rain. 
 
A drought follows and Matthew has to kill his dying cattle. Matthew tells Jane he has to sell 
their pony so he can feed his cattle. They argue about the drought and Matthew refuses to be 
beaten.  It’s nearly Christmas. The children arrive and Matthew tells them he has to sell the 
pony—a journey of three days. 
 
Their uncle Jack Caddington arrives and tells Matthew he’s crazy settling on this land. He 
and Matthew agree to ride together and Matthew puts Shane in charge.  
 
On Christmas Eve, Jane waits for Matthew while the kids have a turtle race, the names Ned 
Kelly and Angus painted on their shells. The young children go to bed, young Micky putting 
his Christmas sock up on the fireplace. Jane explains that it’s not a good year for Father 
Christmas. Jane makes toffee while Barney and Shane make gifts from feathers. 
 
Christmas morning arrives with dogs barking as Matthew arrives with news that there are 
fires everwhere and that Angus’ wife died. He asks Shane to ride to the McCallisters and get 
Angus and young Cathy out of their house before the fires hit. All the children help get 
water, and Jack arrives. 
 
Shane rescues Angus and Kathy as their house burns.  
 
The next day Matthew and Jane survey the burnt out wreckage of their property. Whilst Jack 
says they should all leave, Matthew tells Angus that he can stay with them until he has 
rebuilt his house.  
 
Years pass and rain comes to Deep Creek, Cathy grows up working “like a boy” in the fields.  
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Just before Christmas, Terry is talking with his sisters Jane and Rose. They talk about Shane 
& Barney being away, and Terry says he wants to join the muster next year with Mickey. 
Jane says its long and hard, but Rose explains that Barney doesn’t mind, because of all the 
girls. Jane reminds her that Barney is sweethearts with Cathy McCallister.   
 
They hear Shane, Luke and Barney returning from the muster and Terry goes to greet them.  
 
The older boys tease Mickey about his lack of a beard and they all celebrate the 
homecoming. When Jane asks how long they’ll be home, Barney declares that if he could 
marry Cathy he’d stay. 
 
At dinner, Matthew announces that they need more acreage if all the sons are to stay and 
work on the land. He tells them that Jack has done really well in Queensland and that there’s 
plenty of cheap land in the mountains with plenty of rain—but it’s hard work clearing it. The 
plan is agreed—the boys will go north with Cathy, while Jane and the girls stay. 
 
Cathy arrives fast on horseback, excited about the idea. She and Angus are going to join the 
party. Shane is against Cathy coming, declaring its no place for women. 
 
In Queensland, while the boys pack to get ready, a group of three young women watch 
excitedly as new men arrive in town. The party heads off up the mountain, past kangaroos, 
through streams and waterfalls. Whilst making their way upwards they have to rescue Terry 
when gets is stuck on a dangerous climb.  They find their way to the mountain top jungle, 
part of the 3000 acres they have acquired.  
 
They camp at night with the sound of dingoes. Shane explains how they will start clearing 
and bringing in supplies.  
 
The next day they swim in the waterhole. Shane continues to stir Barney about women. 
 
They start clearing the huge timber forests by hand, bringing supplies up the mountain.  
 
At the camp one night, Shane & Terry arrive with supplies, Terry exhausted. Shane and 
Cathy talk, Shane explaining he knows little about women. He asks Cathy to pick a woman 
for him one day. 
 
They continue cutting and clearing, building huts and dragging supplies up the mountain. 
 
One night Shane, Micky and Barney return with supplies. Barney has a gift of a dress for 
Cathy but its revealed that one of the local girls helped him pick it. He talks passionately 
about how good girls look in soft pretty things.  When Cathy arrives and goes to kiss Barney, 
Shane reacts badly to the show of emotion. 
 
One rainy evening Shane and Cathy are alone in the hut, and its clear that the two of them 
are interested in each other. 
 
One Christmas Eve as they are chopping and clearing, Barney gets angry with Cathy, 
demanding that they get married straight away. She avoids answering and a burning tree falls 
near them. 
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Back in the hut an argument starts amongst the brothers about the hard work. Shane decides 
they need a two-day break back down the mountain. Barney admits he has been kissing a girl 
named Salina—but still intends to marry Cathy. 
 
Working hard, they use explosives to clear a track up the mountain. It enables them to start 
bringing cattle up the mountain and into the stockyards they have built next to their huts. 
 
After a swim in the mountain pool, Cathy sleeps on the bank, only to be woken by Shane. 
They finally declare their love for each other, but Shane leaves—not wanting to do anything 
about it because of Barney. She chases him and they agree they cant do anything even if they 
love each other. 
 
One night, Barney tells the others that Cathy has agreed that—if he builds a hut she’ll marry 
him. No one seems to be happy about the arrangement. Barney goes back down the mountain 
to make arrangements. When he doesn’t return as planned, Mickey tells Shane about Sarina.  
 
In the pub down in the valley, Barney has a fight with Ben McGregor, Sarina’s boyfriend. 
Shane breaks them up.  
 
On the mountain with a storm approaching, Barney and Shane talk about Sarina and Cathy, 
and Shane tells Barney that he loves Cathy. Shane warns Barney that he’s going to try and 
take Cathy from him.  
 
The storm hits their property and the cattle escape. Cathy rides after them. Shane follows 
while Angus fixes the fences. A tree falls and Cathy is knocked off her horse. She walks in 
the wild weather with Shane looking for her. She slips and falls into the river and Shane 
dives after her, pulling her into a cave.  
 
Cathy wakes to find that she is naked and dry under a blanket with a fire going. She gets 
dressed and Shane returns with more firewood explaining that they left gear in the cave on a 
previous trip. He declares his love for her again but she is reluctant to reciprocate. He insists 
they must be together and finally they kiss –just as Barney arrives. When Cathy finally 
declares that she loves Shane, the two brothers fight. When Shane has the upper hand he 
stops the fight and tries to shake hands with Barney, but Barney knocks him down and he 
falls badly. Cathy thinks he is dead.  
 
Jane arrives at the property with a doctor who explains that Shane should be able to walk 
again with rest. Jane speaks to Barney with the other brothers listening—giving a speech 
about how Barney must grow up and respect family and not just work for himself—but 
Shane as well. 
 
Barney works hard as the years pass, and the film closes with a huge family gathering of the 
next generation of O’Riodans. Shane has married Cathy, and Barney has married Salina. 
Matthew has died but his portrait hangs on the wall above a huge fireplace in the house in the 
hills. Jane presides over two tables of children and grand-children and the narrator returns to 
remind us of the hard toil that it has take to establish this country.  
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Production Credits 
An original screenplay by Charles & Elsa Chauvel inspired by the books  
Green Mountain and Cullenbenbong by Bernard O’Reilly 
Collaboration by Maxwell Dunn 
Directors of Photography—Bert Nicolas & Carl Kayser 
Film Editor—Terry Banks 
Art Director—George Hurst 
Recording Supervision—George Cross 
Sound Recording—Allyn Barnes 
Associate Producer—Elsa Chauvel 
Music Director & Composer—Henry Krips 
Assistant Director—Julian Savieri 
Narrator—Wilfred Thomas 
Special Effects—William Symonds 
Business manager—William Broun 
Unit Manager—Jim Donohoe 
Second Assistant—Bert Carlon 
Period costumes by Rockmans from designs by Thelma Afford 
Produced & directed by Charles Chauvel 
 
Mathew O’Riodan—John O/Malley 
Jane O’Riodan—Thelma Scott 
Young Shane O’Riodan—Tom Collins 
Shane O’Riodan—Michael Pate  
Young Barney O’Riodan—Max Lemon 
Barney O’Riodan—Ken Wayne 
Young Luke O’Riodan—Rodney Fielder 
Luke O’Riodan—Tommy Burns 
Young Terry O’Riodan—Doug Smith 
Terry O’Riodan—John Unicomb 
Young Mickey O’Riodan –Jimmy White 
Mickey O’Riodan—John Ewart 
Young Rose O’Riodan—Marion Dickson 
Rose O’Riodan—Dorothy Allison 
Young Mary O’Riodan—Baby Lawson 
Mary O’Riodan—Diane Proctor 
Jack Farrington—Jack Fegan 
Angus MacCalister—Robert Nelson 
Young Cathy McAllister 1—Charmian Young 
Young Cathy McAllister 2—Margaret Young 
Young Cathy McAllister 3—Barbara Armstrong 
Cathy McAllister—Wendy Gibb 
Molly Benson—Laurel Young 
Bessy Benson—Nonnie Peiffer 
Salina Benson—Betty Orme 
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FILM BITTER SPRINGS 
YEAR OF RELEASE 1950 

PRODUCTION COMPANY EALING STUDIOS 
DURATION 82 MINUTES 

 

SCREENPLAY 
WILLIAM LIPSCOMB &  
MONJA DANISCHEWSKY 

DIRECTOR RALPH SMART 
PRODUCER MICHAEL BALCON 

 
 
Context 
After the difficulties with the large-scale historical epic Eureka Stockade, Ealing decided that 
its next production would be a significantly smaller endeavour, and Micheal Balcon 
employed Ralph Smart to make what has been frequently called an “Australian Western” 
(which it clearly isn’t). Smart, who had demonstrated great success with a simple story in a 
rural setting in Bush Christmas, developed a story about white settlers fighting it out with 
hostile natives, and the screenplay was developed back at Ealing headquarters by Oscar-
winning writer William Lipscombe (who was in his mid sixties) and Ealing regular Monja 
Danischewsky. To avoid upsetting the South Australian Government—who had helped 
finance the film and who thought it might stimulate tourism in the Flinders Ranges191—
Ealing changed Smart’s ending to the story, replacing a massacre of the aboriginals with a 
happy ending portraying whites and blacks working together. They also insisted that the film 
use comedian Tommy Trinder who was on contract with Ealing but who was finding it 
difficult to secure roles in Britain. Chips Rafferty—also on contract to Ealing—played the 
lead role of Wally King, and the film stars Charles Tingwell and Michael Pate in supporting 
roles.  
 
Story Synopsis 
Wally King and his family travel into remote bushland in 1900 to settle on a new land 
purchase where the traditional owners still live. Whilst the aboriginals want the settlers to 
move on, Wally and his family are determined to stay, and build a house near the only water 
supply—a spring called “Bitter Springs.” Tension escalates between the two groups, with the 
aboriginals joining with a nearby tribe to take back their land. All out conflict is about to 
start when the authorities arrive and order the aboriginals to move away. Wally insists that 
this wont be the best solution and the films ends showing the aboriginals working for Wally 
as shearers and stockman on his successful property. 
 
Commentary 
Smart once again shows his flair for a simple naturalism and the strongest parts of the film 
emerge with the difficulties characters have with the harsh landscape, stunningly shot by 
George Heath. Smart has more difficulty with intimate drama, and the comic relief provided 
by Tommy Trinder seems woefully out of place. Ealing’s happy ending—a nod to the 
prevailing ethos of assimilation—wraps up the film with a mood that is entirely at odds with 
the rest of the film.  
 
The Sunday Herald called the film “a pleasant and refreshing trifle…not an important or 
even exciting picture, but the story is related fluently and the acting, like the direction, is 
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thoroughly sensible, natural and unforced.”192 The Adelaide Mail was of a similar opinion, 
declaring “It is no spectacular saga of the very early pionerrs, no Australian equivalent of 
The Covered Wagon [1923], but a simple account of a group going north and settling sheep 
near a waterhole…it is more than a documentary.”193 
 
In an interview after opening night in Adelaide, Ealing actor Tommy Trinder made some 
interesting personal observations about the Australian film industry: “I most certainly 
consider that Australia has great potentials for being an important film-producing country. 
But it needs someone to give it the lead . . . overseas producers and directors and overseas 
stars. Australia is not yet ready for the more sophisticated modern drama, although there is 
great scope for featuring the outdoors. And there is plenty of talent here to ensure a good 
standard of acting. But it will be a long time before you can manage without importing 
leading international stars for the main roles. The topnotchers that are here have to go 
overseas to get into big time, for Australia hasn't the population to keep world-ranking artists 
fully employed. The Australian accent is another barrier to making modern dramas 
here…until a more pleasing accent is acquired, Australia must leave the sophisticated stuff 
alone."194 
 
Over the next ten years, Trindler’s observations proved correct, with talent like Peter Finch, 
Charles Tingwell and Ron Randell leaving the country for opportunities overseas, and many 
of the more sophisticated films of the decade made by visiting directors like Lewis 
Milestone, Anthony Kimmins and Harry Watt. 
 
Detailed Plot 
With a voice over we learn that it’s the year 1900, and sheep country is getting scarce around 
the coast. So Wally King, his son John, wife and daughter Emma, are moving their herd to 
new land.  
 
They stop at a small town to find some stockman. While Wally is trying to find hands, a man 
bound in chains and a sack tries a trick to raise money. He is a Londoner, Tommy. When the 
crowd dispurses without paying anything Tommy, his son Charlie and friend Mac approach 
Wally and take the job as stockmen—for standard pay and three meals a day.  
 
The new hands join Wally and his family—along with a man named Blackjack—for a meal, 
and Wally makes it clear that there’s a lot of work to do.   They spot Emma working in 
trousers and saddle up their horses. They reveal they don’t know much about riding.  
 
The party set off, pushing their sheep, wagons and horses across difficult territory. They are 
forced to stop when there is a large hole in the track, and they have to fill it with rocks. The 
wagon gets across with difficulty, but later that day gets bogged in mud.  
 
They arrive at a deserted house—Casey’s Place—a man who Wally reveals “got speared.”  
Both Wally and John give Mac a hard time, but Emma is more sympathetic. 
 
The next day, Tommy has a shave and tells Mac that he’s interested in Emma. Mac is 
disappointed because he is also interested in her. 
 
The party moves on in the heat, passing the last of the surface water. From here on, it’s wells 
and springs that they will need to support them. 
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They search for water but everything is dry and it seems they have to turn back. Then 
Blackjack tells Wally he can hear something. They see “blacks” with spears and get their 
guns ready. Then Trooper Ransom arrives and tells them about a spring nearby. He stays 
with them that night.  
 
Wally shows Ransom a map that indicates the land he has bought—with a spring. Ransom 
explains that the land is tribal land that the blacks have lived on for 1000 years. Wally 
doesn’t care. Ransom warns him that there will be trouble over the waterhole—which is 
named “Bitter Springs.” 
 
The next day the family move on and find the valley with the spring.  
 
They see an aboriginal fire on the hilltops and take guns for the final part of the ride, 
 
They ride to the waterhole, watched by aboriginals. As Tommy goes to drink, the 
Aboriginals appear with spears. Wally sits down to talk with the leader. The aboriginals 
insist that the white men stay only six days and then move on. Rather than confront them, 
Wally decides to play along for a while.  
 
They start building a house, chopping trees while watched by the blacks. Charlie chases a 
baby kangaroo, which finally hides in its mother’s pouch. 
 
As construction progresses, Mac (who is a carpenter) helps advise the others on how to build 
the house. Emma watches Mac with interest.  
 
Charlie meets a young aboriginal boy with a boomerang and tries a throw.  
Tommy surprises the aboriginals by showing them how a match works.  
The locals laugh at themselves in a mirror. 
The house progresses, and Tommy asks Emma if she’s thought about getting married. She 
indicates her interest in Mac and later that day she changes her trousers for a dress and gets a 
kiss from Mac.  
 
While the thatch is going on the roof of the house, Blackjack comes to tell Wally that the 
blacks want them to leave. Wally tells Blackjack to mind his own business and not spend so 
much time with the locals.  
 
Later that day the aboriginals are hunting a kangaroo the traditional way when it is shot dead 
by Wally for food. The locals are angry and approach some sheep.  
 
Ransom returns and Charlie tells Wally that he saw the aboriginals kill two sheep. Wally gets 
his gun and tries to grab his sheep back. He is attacked and John shoots one of the blacks. 
Blackjack picks up the dead body and leaves. Ransom tells Wally he should leave—the dead 
man’s relatives aren’t too happy. Mac doesn’t agree with what Wally and John have done 
and a fight breaks out. Finally Mac agrees to stay.  
 
One day they spot the locals dancing. It’s the funeral of the dead man. 
 
One night, Wally and his group are dressed up and set to enjoy the first meal inside the 
finished home. Outside, Aboriginals watch them. 
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One day, John rides in and gets Wally and Mac to help scare off some dingoes. An 
aboriginal watching them signals, and a crowd of blacks approach the house. Charlie is 
inside and is captured. A fire starts and the house burns. Wally sees the smoke and rushes 
back. They try and put out the fire but it’s too far gone, and most of the house is destroyed.  
 
As they sift through the ruins, Tommy wonders where Charlie is. Wally and John find 
evidence that the blacks set fire to the house. Wally sets off to tell them that they have to 
leave or be shot. An argument starts and shots are fired to disperse the blacks. Tommy 
returns to say he cant find Charlie. 
 
As night falls Tommy sees Charlie being held by the blacks. Carefully he gets the boy and 
tries to run away but is captured. Taking Charlie and Tommy, the blacks go to the next 
waterhole—which is the property of another tribe. The two tribes sit down and it is   
explainined how Wally and his group have forced them from their traditional land. They 
agree to work together to get the waterhole back.  
 
Tommy, Charlie and Blackjack escape their captors and go to warn Trooper Ransom about 
the blacks.  
 
Wally, John and Mac find the tribe back at the waterhole and approach, unaware that there is 
a trap set. Spears are thrown and they retreat to the house. Night falls and Wally realises that 
the blacks are just guarding the waterhole. He decides they need to dig in the dry riverbed for 
their own water, but they only hit bedrock.  
 
Tommy, Charlie and Blackjack get to the Troopers camp, only to find they have gone.  
 
With no water to drink, and Mum ill from thirst, John decides to make a trip to the 
waterhole. When his dog barks, the aboriginals guarding the spring wake and throw spears at 
him. One hits him and John kills the man in return.  
 
The next morning the tribe attacks Wally, Mac & Emma, but the Trooper arrives with men 
on horseback allowing Tommy, Charlie and Blackjack to save the day. Ransom explains that 
Wally has won—the government has insisted that the blacks leave. But Wally doesn’t want it 
to be that way—he’d rather get them to help raise sheep.  
 
The film ends with Wally’s shearing sheep with the help of two of the aboriginals.  
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Production Credits 
An Ealing Sudios Production 
A Michael Balcom Production 
Associate Producer Leslie Norman 
Directed by Ralph Smart 
Screenplay by W.P. Lipscomb & M. Danischewsky 
From an original story by Ralph Smart 
Production Executive—Eric Williams 
Editor—Bernard Gribble 
Director of Photography—George Heath 
Unit producton Manager—Jack Rix 
Art Director—Charles Woolveridge 
Assistant Directors—Michael Furlong & David Moore 
Camera Opeartor—Ross Wood 
Sound Supervisor—Stephen Dalby 
Recordist—H.E.R. Wetzel 
Sound Editor—Mary Habberfield 
Continuity—Meg Smart 
Make-up—Tom Shenton 
Wardrobe—Jane Crichton 
Music by Vaughan Willimas, supplemented, arranged and directed by Ernest Irving 
Played by the Philharmonia Orchestra 
 
Tommy Trinder—Tommy 
Chips Rafferty —Wally King 
Gordon Jackson—Mac 
Jean Blue—Ma King 
Michael Pate—Trooper 
Charles 'Bud' Tingwell—John King 
Nonnie Piper—Emma King 
Nicky Yardley—Charlie 
Henry Murdoch—Blackjack  
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FILM THE KANGAROOD KID 
YEAR OF RELEASE 1950 

PRODUCTION COMPANY EMBASSY PICTURES 
DURATION 72 MINUTES 

 
SCREENPLAY SHERMAN LOWE 

DIRECTOR LESLEY SELANDER 
PRODUCER T.O.MCCREADIE 

 
 
Context 
After making two films themselves (Always Another Dawn and Into The Straight), the 
McCreadie brothers decided to internationalise their filmmaking operation with the aim of 
making a series of “quickies” for an international (primarily American) audience. Their 
strategy195 was to team up with Howard C. Brown, who had been a producer in Hollywood 
with Tiffany Pictures in the 1920s, and distributor Eagle-Lion Pictures, a company owned by 
Rank and which specialised in distributing B-grade British films into America.  
 
The Kangaroo Kid was to be the first of a number of low budget features produced by the 
McCreadies, and in January 1950 they announced that the budget for the film would be 
US$200,000 (roughly £90,000), and that multi-award winning cinematographer W. Howard 
Greene would shoot the film. Leading actors “were to be chosen from Vincent Price, Rod 
Cameron, Douglass Dumbrille, Glen Langan, Hillary Brook and Cay Forrester.”196 When the 
shoot commenced—seven weeks later—the only actor from this group to be involved was 
Dumbrille (a character actor known for playing bad guys), the lead male role in the film 
going to Jock Mahoney (who had mainly worked as a stunt double in Westerns). The lead 
female role was given to Veda Ann Borg (who had little work in Hollywood since a severe 
car accident in 1939 resulted in major facial reconstruction), and the cinematographer was 
Russell Harlan (who had shot many low budget westerns in the 1940s for Harry Sherman 
Productions). The director was Lesley Selander—a B-movie specialist who had worked with 
Harlan before, and who had directed 87 films since the start of 1937—at the rate of a little 
over six a year. This shows the extraordinary difference in opportunity that existed between 
the American and Australian film industries: in the same period, the entire Australian output 
was 26 films—less than a third of Selander’s personal tally. 
 
With a script by Hollywood western specialist Sherman L. Lowe, from a story by Sydney 
writer Anthony Scott Veitch, Brown promised “to make a film that would appeal to the 
regular western audience—which meant not going too far from the set traditions of 
American-grown horse-operas, and at the same time keep Australian authenticity.”197  
 
Story Synopsis 
Detective Tex Kinnane is sent from San Francisco to Australia to help track down a 
dangerous murderer and gold thief called John Spengler. Travelling to a small country town 
called Gold Star, Tex adopts a baby kangaroo and pretends to work as a coach driver in order 
to get information about Spengler. Befriending a barmaid named Stella, and with some help 
from local drunk Baldy Muldoon and local police Sargeant Jim Penrose, Tex manages to 
uncover the identity of the wanted man and foil his plans to leave the country with stolen 
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gold by chasing his stage coach and fighting him to submission. Tex takes his man back to 
America but vows to return for Stella.   
 
Commentary 
Shot sparingly in five weeks—with director Selander in and out of the country in ten, The 
Kangaroo Kid is exactly what producer Brown promised: a western quickie, made in the 
tradition of a “horse-opera” with lashings of Australian fauna and flora added for a touch of 
exotic authenticity. With a running time of just over a hour, plenty of action and the 
contrived appearance of Australian wildlife, the film is never dull. However, the 
McCreadie’s 50% interest in the venture never provided them with sufficient returns to 
continue with their strategy of making B-grade films for the overseas market. It was to be 
their last film and they disappeared from the industry completely because of “personal and 
financial difficulties.”198  
 
The film was released in America in October 1950 and in Australia in March 1951. The 
Adelaide Advertiser felt the film “reaches at the very least the average of ‘horse opera’” but 
noted: “the Australians seem to be unduly represented amoung the baddies.”199 The Sydney 
Sunday Herald was less enthusiastic, stating the film “is cut to the orthodox ‘western’ 
pattern, with the usual stilted dialogue and acting.”200 
 
 
 
Detailed Plot 
After Western style opening credits, Tex Kinnane arrives back in 1880s San Francisco 
wanting to spend some of his overdue vacation with Dolores, but he is shipped off to 
Australia to track down a gold thief. 
 
In Australia Tex is warned by his Australian boss—Mr Fanning—that he can’t arrest the 
wanted man without the help of the NSW Police. Fanning gives him the background to the 
case—that there have been a number of robberies of gold from mining operations.  He also 
tells Tex that his cover is as a coach driver.  
 
On horseback with his contact Baldy Muldoon, Tex makes his way past kangaroos and 
koalas into the bush. Tex tries to catch a kangaroo. Although the large roos are too fast, he 
finds a joey as a mascot.  
 
In town police Sargent Jim Preston tells his American girlfriend Mary Corbett that he is 
investigating a new gold robbery. Baldy and Tex arrive and Tex checks into the hotel with 
his joey. The hotel clerk gives him the nickname “the kangaroo kid” and whilst they talk 
someone sneaks past the hotel window.  
 
At the pub, Baldy is talking to Stella behind the bar when his wife arrives and reminds Stella 
that she owns the pub and no-one is meant to serve Baldy drinks. As Baldy leaves, two shady 
men, Phil Romero and Robey, arrive and talk with a third—Steve Corbett. They report Tex’s 
arrival and their suspicions that he is a spy-detective. Corbett goes to see lawyer Moller and 
tells him that Tex is in town looking for a man named Spengler. Moller has a plan to shake 
off Tex.  
 
Back at the pub, Baldy introduces Tex to his wife and Stella, whilst Romero and Robey 
watch. Tex and Stella flirt. Romero and Robey threaten Tex and show how good a shot they 
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are by shooting a picture hanging in the bar. Tex does one better and a fight breaks out. Tex 
knocks both men down. The police arrive and Sargeant Jim Penrose demands an explanation. 
After Baldy and his wife stand up for Tex, Jim lets Tex off with a warning.  
 
The next day, Jim goes to see Mary. He asks if she is ready for marriage but she says her 
father is worried about the mine and is thinking about returning to America.  
 
Corbett finds out that Tex will be driving the next coach, which contains his gold.  
 
After getting a kiss from Stella, Tex meets Deathadder Joe, an Aboriginal police tracker, 
who shows him how to throw a boomerang. Tex continues to the mine, while Moller plots 
with Corbett, Romero & Robey to rob the coach.  
 
The coach sets off with Tex and a man named Pete riding shotgun. They cross a creek and 
are hijacked by the gang. Moller kills Pete and they knock out Tex and dump him in the 
bush, taking the coach to their hideout.  
 
Tex wakes to the sound of kookaburras laughing at him.  
 
Back at the office, Jim advises that the coach has been stolen. Jim thinks Tex could be a fake 
and that he might have taken the gold himself.  
 
Back in the bush, Tex sees a platypus and more koalas, while Tracker Joe finds the tracks of 
the robbers. Tex walks on, and is spotted and followed by some Aboriginals. He shoots at 
them, and Jim and Joe hear the shot. They find Tex and arrest him for highway robbery and 
murder.  
 
At the pub Moller says he will help Tex fight the case against him. He goes to visit Tex in 
jail. He advises him to escape as soon as he can, because the evidence is stacked against him.  
 
That night the keys to his cell are thrown through his window and Tex escapes.  
 
Jim arrives at Mary’s house, and Mary tells him that his father has decided to leave. She is 
worried that her father is mixed up in the crime, but Jim doesn’t think so.  
 
Tex arrives at the pub late one night and finds Stella. He tells her that he thinks Moller and 
Strengler are the same man. He decides to search Moller’s room. While searching, Moller 
arrives and Tex knocks him out.  
 
Mary and her father talk about leaving. She says she wants to stay because she loves Jim. He 
says he’s going anyway, and it’s her decision if she stays or leaves.  
 
Back in the bar, Moller meets Romero and Robey and tells them that Tex stole some 
evidence.  
 
Tex arrives at Mary’s house and talks to her father. Tex revealing he knows about his 
background. When Corbett is about to tell Tex everything he is shot by Romero and Robey. 
Mary bursts in believing Tex has killed her father. Jim arrives and gives Tex 24 hours to 
solve the murders and explain everything, or else he will be blamed.  
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Back in the pub, Romero and Robey arrive for a drink. Moller joins them and they discuss 
another robbery plan. 
 
With Baldy driving, Moller and Mary board the coach the next day for Port Jackson—with a 
large gold shipment. Tex tells Stella he is after them and that Moller is Spengler.  
 
In the coach, Moller asks if Mary will marry him. She rejects him out of hand.  
 
Stella tells Jim what’s going on and Jim rides out with some police. 
 
The gang ambush the coach, shooting the shotgun rider and Baldy. When Mary is worried, 
Moller tells her that she shouldn’t worry—it’s all part of the plan. She tries to escape but is 
restrained. They gang take the coach away after dumping Baldy.  
 
Tex arrives and finds the dead man and Baldy. Jim and the police arrive, and Baldy tells Jim 
that it wasn’t Tex who shot him, and Tex tells them his real job and mission. Baldy also tells 
them that Mary’s in the coach. The police ride after the coach, and there’s a running shoot-
out.  
 
Tex jumps on the coach and fights the driver whilst Mary grapples with Moller below. Tex 
finally stops the coach and when Moller makes a run for it, Tex jumps on him. They fight 
and Tex knocks him down. Jim saves Mary and arrests Moller. 
 
At the church Jim and Mary get married and Tex & Stella kiss. Tex promises her he’s 
coming back. Tex jumps on a coach and drives Jim and Mary away.  
 



A Survey of Australian Cinema 1938-1958  Page 163 

Production Credits 
Embassy Pictures & The McCreadie Brothers 
Screenplay by Sherman Lowe 
From an original story by Anthony Scott Veitch 
Photography by Russell Harlan and Harry Malcolm 
Artistic Producer—Howard C. Brown 
Production Manager –A.K. McCreadie 
Assistant Director—Peter Dimond 
Second Cameraman—Brendan L. Brown 
Film Editor—Alexander Ezard 
Sound Recording—Beresford Hallett & John Heath 
Make-up by Doreen Castle 
Hair Stylist—Julian Simonet 
Musical Director—Wilbut Sampson 
Technical Services –Commonwealth Studios, Turella, NSW  
Produced by T.O. McCreadie 
Directed by Lesley Selander 
 
Jock O’Mahoney—Tex Kinnane 
Veda Ann Borg—Stella Grey 
Guy Doleman—Sargeant Jim Penrose 
Martha Hyer—Mary Colbert 
Douglas Dumbrille—Vincent Moller 
Alec Kellaway—Baldy Muldoon 
Alan Gifford—Steve Corbett 
Grant Taylor—Phil Romero 
Hayde Seldon—Ma Muldoon 
Frank Randsome—Robey  
Sheila McGuire—Girl in carriage 
Raymond Bailey—Quinn 
Charles McCallum—A. Cummings 
Ben Lewin—Fanning 
Clarrie Woodlands—Black Tracker 
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FILM WHEREVER SHE GOES 
YEAR OF RELEASE 1951 

PRODUCTION COMPANY FAUN FILM PRODUCTIONS 
DURATION 81 MINUTES 

 
SCREENPLAY MICHAEL S GORDON 

DIRECTOR MICHAEL S GORDON 
PRODUCER MICHAEL S GORDON 

 
 
Context 
With Australian productions few and far between, Ealing decided to invite a series of 
independent British production companies to use its Pagewood Studios. The first of these 
was Faun Film Productions, a company established for British director/producer Michael 
Gordon to make a biopic of Australian pianist Eileen Joyce. Gordon had been an editor since 
the early 1930’s and had no feature film directing credit to his name, but had directed a 
documentary short (Farm Work) in 1945. According to British Empire Films publicity, he 
had been inspired to make the film after his children had enjoyed reading Prelude—the book 
by Clare Abrahall on which the film is based (and which was the original title of the film).201 
Watching Gordon’s progress carefully was friend and fellow filmmaker Ian Dalrymple (who 
had worked with Gordon at Wessex Films, after leaving the Rank Organisation). Dalrymple 
was assessing the option of making films in Australia for Alexander Korda’s London Films 
company, and saw Australia as a good option two main reasons: “he was in a position to hire 
Pagewood Studios, and [because of] the increasing difficulty of obtaining lira and francs for 
film production in Italy and France.”202 (There had been a loophole for some years in the 
British Quota Act allowing British filmmakers to use these countries as destinations and still 
qualify for quota registration, but this was shut down in 1949. Australian-located films, 
however, still qualified for quota). 
 
Gordon came to Australia in 1949 and spent time completing his research for the script, 
casting and finding suitable locations. As with many before him, he “planned to make 
regular programmes of Australian films for three or four years” but Wherever She Goes 
became the only narrative feature film he made as director. Gordon returned to Britain 
shortly after the film’s release and continued his career as an editor.203  
 
Story Synopsis 
With the framing device of the adult Eileen Joyce playing the piano, the story follows a 
young Eileen as she moves from Tasmania to Kalgoolie when her father becomes a gold 
prospector. With her parents unable to afford more than the basic necessities, Eillen has to 
find ways to finance her own piano lessons and is finally given a piano by a kind hearted 
publican and the miners who drink in the pub. When Eileen wins a nearby Eisteddfod, the 
town all chip in to pay for her to go to a special school where she can focus on piano.  
 
Commentary 
Simple and elegant, the film lacks any real dramatic core, and although it was mostly shot at 
Pagewood Studios, the outdoor scenes in the Kalgoorlie mines add a welcome and more 
cinematic feel. The performance of Suzanne Parrett—as the young Joyce—is natural and 
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endearing, in contrast with George Wallace’s somewhat sad final film appearance as a comic 
stage manager.  
 
The Argus belived the film had both promise and faults: “the promise is concentrated mainly 
on 11 year old Suzanne Parrett…she is natural and unconcerned with camera angles...the 
weaknesses are principally weaknesses of script, of photography, of sound repreoduction and 
of individual acting.”204 Overseas the film did little better with critics, The New York Times 
seeing the film as “a plodding attempt to dramatise the undramatic tender years of a lady 
who playes the piano like nobody’s business,” and believed Michael Gordon “erred” in 
thinking that her story deserved feature-length treatment.205   
 
Detailed Plot 
The opening titles come up over footage of Eileen Joyce playing the piano with an orchestra. 
 
Tasmania—In beautiful bushland, the young Eileen whistles at the birds and races her pet 
kangaroo Twink home. Her mother tells her that her brother John is sick, and she confesses 
that he ate two many green apples. As mother gives the boy medicine, she chases back after 
Twink who has run away. She comes across a man playing the harmonica. He has set up a 
camp and is painting the landscape. She is intrigued by his harmonica and he gives it to her. 
She tells the man that her father has gone to look for gold in Western Australia. As she 
leaves he tells her that he is called Daniel.  
 
Back at home mother tells Eileen that John has measles and that she’ll will have to help 
around the house.  
 
Unable to visit Daniel as planned, Eileen practices her harmonica at home as John gets 
better. Mother comes home and tells the children that they are packing up and going to visit 
their father in Western Australia. Eileen goes to find Daniel—only to discover that he has 
gone. She starts crying but finds he hasn’t left—only packed up. When Eileen plays her 
harmonica, Daniel realises she has a good ear. Daniel tells Eileen that he is also going to 
Perth.  
 
The family leave their home by car.  
 
In Hobart, Daniel helps Eileen and John cross the road and into a piano shop. When the 
salesman wont play the piano for Eileen a man enters and plays some tunes for her. She 
watches intently. 
 
On board the ship for Perth a gramophone is playing and Daniel starts to explain what 
instruments are involved when John accidently breaks the record.  
 
At Perth Daniel leaves, with Eileen playing a tune for him on the harmonica. 
 
After a train trip the family are reunited with their father Will. 
 
As they travel by truck to the mine, father admits that he hasn’t found as much gold as he 
first thought. They cross the salt plains and arrive at the mine—only tents in sight—and are 
introduced to Bob, Will’s partner. 
 
Bob shows the children the mine, explaining how gold is recovered.  
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The next day the two children go to school. Eileen meets Miss Blenheim the school-teacher 
and tells her she wants to learn the piano. 
 
Will tells Mum that they owe the company store £30, and Eileen and John fight when he 
calls her raggedy. Mum makes a new dress for Eileen from her best dress.  
 
Upset at the state of affairs he has left his family in, Will decides they should go to Calgoolie 
where he’ll find a job rather than work for himself. 
 
They find a house to live in and Eileen starts school with the nuns. One day in maths she 
hears a piano playing. Leaving the class, she spies on the girl playing and asks the Sister with 
her if she can learn. 
 
Eileen returns to ask if she can get lessons and is told she will need sixpence for lessons. She 
returns home to find that her father isn’t enjoying his new job and there is no money for 
piano lessons.  
 
The neighbours—Mr & Mrs Hallohan—drop in and give them some furniture as a welcome 
present.  Eileen escapes to play the harmonica and hears a man singing at the pub. She 
follows the sound and accompanies him on the harmonica. The men at the pub give her some 
money for her efforts, and she realises she has enough for piano lessons. She visits Sister 
Augustine and the lessons start. At the end Eileen is told that she must bring sixpence every 
week and practice. 
 
Eileen plays the harmonica at the mine to raise money for her lessons. 
One day her father arrives and she rushes to hide in the parlour room of the pub, only to find 
an old piano there. The publican Mr. James says she can practice anytime as long as the bar 
isn’t too busy.  
 
Eileen keeps practicing at the pub when one day Will finds her and discovers she has been 
“begging” for pennies. Will tells her to go home and argues with the pub owner.  
 
Will also meets up with Bob who has found a new claim. Will decides to leave his job to join 
Bob.  
 
At Christmas time, Eileen comes to the pub to practice but finds the piano has been taken 
away.  On Christmas morning Eileen and John wake up and open their stockings and then 
their presents under the tree. Eileen is amazed to find that she has got the piano—now tuned.  
 
Time passes and Eileen plays more and more complex pieces. 
 
Eileen finds out that there is an Eisteddfod coming up which might enable her to get to a 
special school in Perth where she can learn music properly. However it takes money and 
Will & Bob still haven’t struck it rich.  
 
In the music shop, Eileen tries out some music—the owner suspicious that she is only using 
him as an excuse to practice. When he realises she hasn’t got any money, he kicks her out. 
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Eileen returns to the mine and finds men playing two-up. She has one shilling on her and 
joins the game, only to win enough to buy the sheet music she wanted.  When she gets home 
her father is angry and sends her to bed without any dinner.  
 
Later that night John wakes her because their parents have gone out. Eileen starts practicing 
while John eats jam. Her playing keeps the neighbours awake and when her parents come 
home, Will is first angry with Halloram but then proudly defends her playing.  
 
Eileen arrives at the Eisteddfod and forces her way into the Under 16 section despite the best 
efforts of the stage manager Mr McPhee. She plays beautifully, captivating the audience and 
judge.  
 
She runs home the winner, only to be teased at school.  
 
One day Eileen goes to see Mr James and asks permission to sell the piano so she can go to 
the school at Perth. James asks the men in the pub if anyone wants to buy the piano and Mr 
Hallan starts a collection for Eileen. The idea catches on collections start all over the mine.  
 
Eileen says goodbye to her family and gets the train to Perth.   
 
The film cuts back to the real Eilleen Joyce playing at a concert in front of an audience. After 
some flashbacks of her days in the minefields, we see music programmes with her name on 
from around the world.  
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Production Credits 
Freely adapted from the novel “Prelude” by Clare H Abrahall 
Faun Film Productions 
Production Executive—Eric Williams 
Director of Photography—George heath 
Editor—Brereton Porter 
Additional Dialogue—Barbara Woodward 
Art Director Charles Woolveridge 
Australian Associate—Dudley Barr 
Assistant Director—David Moore 
Sound Recordist—H.E.R. Wetzel 
Music Recording—Stephen Dalby 
Sound Editor—Mary Haberfield 
Make-up—Tom Shenton 
Wardrobe Supervisor—Jane Crichton 
The incidental music based on the pianoforte concerto by Grieg  
Played by Eileen Joyce with the Philharmonia Orchestra under the direction of Ernest Irving 
Brown Study for the pianoforte composed and played by Seftom Daly 
Daniel’s Air for the harmonica composed by Clive Douglas 
Written, produced and directed by Michael S. Gordon 
Made in Australia at Ealing Studios Sydney 
 
Suzanne Parrett—Eileen Joyce as a young girl 
Muriel Steinbeck—Mrs. Joyce 
Nigel Lovell—Will Joyce 
John Wiltshire—Daniel 
George Wallace—Strage Manager 
Tim Drysdale—John Joyce 
Syd Chambers—Mr. Hallohan 
Rex Dawe—Mr. James 
Sefton Daly—Pianoi Player 
Jacqueline Cat—Sister Augustus 
Eileen Joyce—Herself 
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FILM THE GLENROWAN AFFAIR 
YEAR OF RELEASE 1951 

PRODUCTION COMPANY AUSTRALIAN ACTION PICTURES 
DURATION 81 MINUTES 

 
SCREENPLAY RUPERT KATHNER 

DIRECTOR RUPERT KATHNER 
PRODUCER RUPERT KATHNER 

 
 
Context 
It had been ten years since Rupert Kathner had made Racing Luck (1941), and in the 
intervening years he had continued with his newreel series (Australia Today), producing nine 
short news films through the Enterprise Film Company—the last being the eight minute 
Australia’s Fifth Column, made during the war in 1941.206 His most celebrated newsreel, The 
Pajama Girl Murder Case (1939) was still being shown in theatres as late as 1944, when it 
was banned at the order of the Coroner investigating the murder. Kathner also wrote and 
published a book entitled Let’s Make A Movie in 1945, which contained his “outpourings of 
an enthusiastic technician whose one ambition is the establishment of a Sound Film 
Producing Industry in Australia.” 
 
The book contains both insight and bitterness, with Kathner clearly understanding the 
potential for cinema to influence hearts and minds (“never in the history of mankind has 
there been such a powerful medium”), but frequently harking back to the difficulties that he 
had personally experienced as an independant producer: 
 

I plan to cover the whole sad story of picture making in Australia. And what a sad story it 
really is. What a graveyard of smashed ambitions, dreams of fabulous fortunes. And all there 
is to show is elaborate share scripts, glowing typewritten contracts, depleted bank accounts, 
hundreds of investors who now wouldn’t touch pictures with a pitchfork; and the ultimate 
return for all this is shelves full of celluloid whereupon the local and imported stars have 
“emoted” their ambitious emotions, dreaming, always dreaming that here would be the happy 
beginning of a stardom that would make their names in every city, town and hamlet and 
every hall wherein could be gathered enough people to pay for film hire. But Alas! How 
futile can dreams be, especially when they include Australian Films. 
 
Rupert Kathner, Let’s Make A Movie, Currawong Publishing Company 1945, page 5 

 
If Kathner makes a defining point in his rambling and fascinating text, it is probably that the 
industry was suffering from a punishing circularity: a lack of readily available capital which 
meant that Australian films were frequently of poor quality, which in turn made raising 
money more difficult. He lamented (no doubt from his own difficulties in raising finance for 
production) that the only “way to get support was to have influential names on the share 
register or Board of Directors,” and noted that “the reputation of Australian films “stinks”—
investors, producers and audiences are wary of ‘Made In Australia.’”  
 
Kathner was highly critical of the emerging trend of welcoming visiting directors and stars, 
who he felt raised money on their name, didn’t really know what they were doing, and made 
only modest pictures. The exception for Kathner was Harry Watt, who “didn’t grovel and pat 
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everyone on the back…he said making pictures was a real job and now Australia didn’t have 
much to crow about.”207 He also criticised Cinesound (“these films contributed absolutely 
nothing towards the establishment of a worth while industry”) and made an impassioned 
suggestion for a different approach to filmmaking in Australia: 
 

We must formulate a style or type of production that will make Australian films distinctive. 
This useless idea of apeing the American picture can at most only be an imitation. The 
Russians have their own distinctive style of work. Likewise the British, French, German; 
rarely do they attempt to imitate the Hollywood technique, and if they sometimes foolishly 
do it, the result is usually fatal. Only we in Australian repeatedly do it, believing it is the only 
way. Im certain that when Australian producers realise this, we’ll start to progress.” 
 
Rupert Kathner, Let’s Make A Movie, Currawong Publishing Company 1945, page 26 

 
On a practical level, Kathner thought that the way to achieve this was to: get government 
support for script development; reduce the amount of dialogue (he was impressed with the 
opening sequence to Citizen Kane); stop using radio actors; concentrate on realism; prevent 
talent from leaving; and “pull all talent together.” His was a wildly ambitious utopian vision, 
unlike any other because it was creatively driven, but one that was bourne out of a frustration 
at the deeply embedded structural forces that made film production in Australia so 
problematic. As Harry Watt himself said in 1949: “I wish it wasn’t such sickeningly hard 
work!”208 
 
After publishing the book, Kathner toured the outback with his wife and business partner 
Alma, painting the landscape and its native Australian flowers (he had originally trained as 
an artist). His first exhibition resulted in a commission from “a wealthy American patron”209 
named Cedric Griffiths, and his second exhibition—which toured Sydney and Adelaide in 
1947—received positive reviews and was extended by popular demand.210 
 
In the same year, Kathner was in Benalla when he met old filmmaking colleague Harry 
Southwell, who had given Kathner his first on-set experience in The Burgomeister (1935). 
Southwell—who had already made three films about the Kelly Gang (in 1919, 1922 and 
1934)—was planning a fourth called A Message To Kelly, and enticed Kathner to join the 
project as Unit Manager and Assistant Producer. With a script written by Argus film critic 
Keith Manzie and money raised from locals in Benalla,211 the production quickly ran into 
difficulties—with Southwell and Kathner falling out and the film abandoned.212  
 
In June 1948, Kathner registered Australia Action Pictures Limited, with capital of £25,000, 
and set out making his own Kelly film to be called The Glenrowan Affair.213  The production 
had some of the same cast at Southwell’s project, including well-known Australian Rules 
footballer Bob Chitty in the lead role as Ned Kelly. Kathner’s wife Alma was cast as Kate 
Kelly using the pseudonym Alma King. As with Kathner’s previous three films, she was also 
credited as Associate Producer using her maiden name Alma Brooks. The film was finished 
in the brand new Commonwealth Film Laboratories studios that had been built at Turella in 
Sydney’s west. 
 
Story Synopsis 
The story opens in the present day with shots of an old man who is well known for telling the 
Kelly story as if he was there himself. The story then goes back to 1887 with the Kelly gang 
already known by police and a substantial reward posted for their capture. Commissioner 
Nicholson sends Superintendant Hare to capture the gang—with the help of Aaron Sherritt, a 
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former friend of the gang, but the Kellys kill two policemen and steal horses. With the 
reward continually increasing, Kelly becomes aware that Sherritt is helping police and he is 
killed by one of the gang. After robbing a bank—and with the law heading their way by 
train, the gang sabotage the rail tracks and hide in The Glenrowan Hotel. Warned by a local 
schoolteacher, the train stops before derailing, and the troopers surround the hotel. A shoot 
out begins and, when the hotel catches fire, Ned dons his homemade armour and takes on the 
police in the open. He is shot in the legs and captured. The fire destroys the hotel and Dan is 
missing, presumed dead—his body supposedly destroyed in the blaze. The film ends by 
revealing that the old man who was introduced at the beginning of the film is Dan Kelly. 
 
 
 
Commentary 
A raw and amateurishly made film, the power of the Kelly story manages to survive the bad 
acting, poor cinematography and clear signs of Kathner’s unsophisticated directing. With 
minimal resources Kathner is forced to shoot scenes wide with little editing, exposing the 
dreadful performances (including his own as Aaron Sherritt). The Sunday Herald was clear 
in its condemnation: “this near-unendurable stretch of laboured, amateurish film-making is 
something that the developing Australian film industry will wish to forget—swiftly and 
finally…it would be a misplaced kindness to try and ferret out a redeeming feature.”214 
 
The Glenrowan Affair was Kathner’s last foray into filmmaking of any kind, and he fell ill, 
moving to Cairns to recover his health in 1953. However he died there the following year. 
An obituary in the Cairns Post claimed: “he was a man of many interests apart from that of 
picture making, and achieved success in the art and literary worlds.”215 
 
Detailed Plot 
Opening with a map of Kelly country and wide shots of the land as it is today, the voice over 
of an artist sketching the landscape explains his relationship with an old man named Vinny—
who also goes by the name of Dan. The artist explains how old Vinny tells tales of the Kelly 
gang that are so real, it is like he is reliving the experience. 
 
Flashback to 1887. The Glenrowan Hotel. Two policemen enter to arrest Regan for helping 
the Kelly’s. Ned and Joe enter and shoot one of the policemen in the hand and buy him a 
brandy. They then force the police to leave. 
 
In Melbourne, Aaron Sherritt meets Commisioner Nicholson and agrees to help the police 
catch the Kelly Gang, as he knows their hideout. He is paid £30 and reveals that Kate Kelly 
is the way to catch the gang. 
 
Back in the bush, Kate brings food and news to the gang. 
 
In the hotel Ned Kelly talks to Sherritt and gets suspicious about him—knowing that the 
reward for the Kelly gang has recently increased. Ned warns Sherritt that he has to work for 
them or be very careful. 
 
At Nicholson’s office, Senior Police Superintendant Hare and a Mr. Standish complain that 
the reward for the four bushrangers—Ned Kelly, Joe Brynes, Steve Hart, Dan Kelly—has 
increased to £2000. They describe each of the men, mentioning that Dan Kelly has a V-
shaped scar on his hand. They have been unable to capture them and now plan to establish a 
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new headquarters at Benalla. Hare and Standish are to go to Kelly country themselves, 
meeting up with Sargeant Steel. 
 
Sargeant Steel instructs a group of Troopers to go to a location in the bush and wait. 
 
As the troopers ride, the Kelly gang rests in the bush—using mirrors to flash warnings 
whenever there is sign of danger.  
 
The troopers establish a camp at Hells Hole and two of the troopers go off looking for food. 
When they fire a shot, the Kelly Gang hear and approach the camp. They shoot the two 
police at the camp, and then one of the others when he returns from hunting. 
 
A montage of newspaper reports reveals the deaths of the police and subsequent shooting of 
a private detective. 
 
A man in a covered wagon is stopped by police with the Kelly Gang hiding in the back. The 
gang escape into tough country. 
 
At a blacksmith’s hut, the police put up a new notice—the reward for the gang has increased 
to £4000. The voice-over explains how important horses are in the area and how the 
appearance of new horses—perhaps stolen —are of keen interest to the police. 
 
Father Gibney—an expert on horses—chats to one of the gang about his horse. 
 
Back at Nicholson’s office, he reads reports that the Kelly Gang are on the way to Albury but 
a valuable horse has been stolen in another part of the country.  
 
Two troopers watch as two of the Kelly gang race across a paddock on fast horses. They 
meet up with the rest of the gang and the four charge across the country pursued by police.   
 
At the Kelly’s house, Ned says that they need money and that they will rob a small bank 
across the boarder in NSW. 
 
At the bank in Jerilderie, two clerks squabble about how boring life is. The younger man is 
romanticising the Kelly gang when Joe and Ned enter dressed as troopers. They explain they 
have locked up the police in their own cells. They find the bank manager asleep in the bath 
and steel £8000.  
 
At the Glenrowan Hotel, the story of the robbery is recounted. 
 
At police headquarters Nicholson and his superintendants aren’t sure what to do. 
 
In the bush, the police arrest Mrs Kelly and trap Ned. Steve Hart and Dan Kelly hold up two 
other troopers and steal their uniforms. Dressed as police, they rescue Ned and Mrs Kelly, 
with Sargeant Steel admitting that Kelly is smarter than he looks. 
 
The police decide to bring in all Kelly’s associates, including the Blacksmith. Luckily for the 
gang, when the police arrive to search the blacksmith’s house—which now contains their 
special armour—they are talked out of it by Tom who says the blacksmith is not well. The 
troopers head for Sherritt’s house and it’s clear he is helping the police. 
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A young girl brings a message to Sargeant Steel from the Kellys, warning that he had better 
get Sherritt out of the district. Instead the police give Sherritt protection. 
 
The police arrive at Sherritt’s property to find Joe Byrne has just left. 
 
In the bush Joe tells a story about how he helped a young dingo that turned on him. He says 
he thinks the same of Sherritt and will kill him despite police protection. Ned argues with 
him but they agree to leave the next day for Sheritt’s house. 
 
Ned & Joe ride through the country and get to Sherritt’s house. Joe shoots him and they ride 
off. 
 
At Nicholson’s office they discover that Sherritt has been murdered and Nicholson says he 
will send a special train to the area equipped with a cannon. The instructions for the police 
are to meet a schoolteacher named Curnow. 
 
Ned & Joe talks to Kate at the Hotel and they find out that there’s a train on the way. The 
gang rides to the railway tracks and separate the line so the train can’t get through. They 
celebrate at the pub, and Joe and Ned argue about whether Curnow —who they let go home 
from the pub—is trustworthy.  
 
The train approaches Glenrowan and is stopped by Curnow before it reaches the damaged 
track. The police head for the hotel and most people leave through the back. Dan and Steve 
get the special armour and a shoot out commences. Police surround the hotel and a fire starts. 
Wearing armour Ned goes out to face the police. His armour prevents him being shot until 
the police aim at his legs. He falls and is captured.  In the hotel, everyone else is proclaimed 
dead in the fire. Father Gibney confirms that he saw Joe and Steve Hart dead but not Dan 
Kelly.  
 
Returning to the present day, the old man Vinny is revealed having the V-shaped scar on his 
hand—confirming he is Dan Kelly.  
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Production Credits 
Australian Action Pictures Pty Ltd of Melbourne 
Produced at the Commonwealth Film Laboritories Sydney 
Photographed by—Interiors Harry Malcolm, Exteriors—Rupe Kathner 
Assistant Camera—Ben Brown 
Sound recording—Berry Hallett 
Film Editor—Alex Ezard 
Assistant Producer—Bill Crowe 
Wardrobe—Chas Christy 
Optical Effects—Arthur Hansen 
Written, Directed and Produced by Rupert Kathner 
Associate Producer—Alma Brooks 
 
Ned Kelly—Bob Chitty 
Joe Byrne—Albie Henderson 
Dan Kelly—Ben Crowe 
Steve Hart—Bill Wright 
Father Gibney—John Fernside 
Commissioner Nicholson—Chas Tasman 
Supt. Hare—Charles Webb 
Supt. Standish—Edward Smith 
Sargeant Steel—Frank Ransom 
The Blacksmith—Stab Tolhurst 
Kate Kelly—Beatrice Kay 
Mrs Skillion—Wendy Roberts 
Aaron Sherritt—Hunt Angels 
Mrs Jones—Dora Norris 
The Bank Manager—Joe Brennen 
The Old Man—Arthur Hemsley 
Commentator—Bud Tingwell 
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FILM MIKE & STEFANI 

YEAR OF RELEASE 1952 
PRODUCTION COMPANY DEPARTMENT OF IMMIGRATION 

DURATION 64 MINUTES 
 

SCREENPLAY R. MASLYN WILLIAMS 
DIRECTOR R. MASLYN WILLIAMS 

PRODUCER R. MASLYN WILLIAMS 
 
 
Context 
Australia’s population at the end of World War II was less than seven million, and the 
government took seriously the concern that without a dramatic increase in numbers “we 
cannot hold Australia.”216 The Labour Party, which formed a government under Ben Chifley 
in July 1945, had opposed immigration as the solution to the “populate or perish” principle, 
but with a change of policy announced by Immigration Minister Arthur Calwell, the stage 
was set for a dramatic influx of people into Australia. By 1948, Calwell and the newly 
established Department of Immigration had established processes for selecting and bringing 
immigrants into the country—primarily from amongst ‘displaced persons’ in Europe —and 
in June 1949 a two-man crew was sent to Europe to make a film that could be used both to 
help Australians deal with the new arrivals and to to counter the belief that immigration 
procedures “were inadequate and that ‘undesirables’ were slipping through the net.”217    
 
R. Maslyn Williams was a Senior Producer at the National Film Board and spent a year with 
cameraman R.G Pearse visiting more than 500 camps in Europe for the film’s raw 
material.218 The two men interviewed thousands of people, documenting their stories, living 
conditions and their progress through the migration system. Williams was born in the UK in 
1911 but educated in Sydney where he found work as a journalist. He worked at National 
Studios from 1935-38 where he picked up an editing credit for The Flying Doctor (1936), 
and then moved to the Australia Commonwealth Film Unit. Serving overseas with Damien 
Parer and Frank Hurley, Williams became a producer after the war, making a number of 
short documentaries before Mike & Stefani.  
 
The film is part documentary, part re-enactment, with Williams recreating a couple’s life just 
prior to and during the war and then documenting their actual progress through the final 
stages of their immigration application. When the film was made, the couple were unsure 
whether they would be accepted into Australia or not.   
 
Story Synopsis 
Young Ukranian couple Stefani and Mycola are separated when the war breaks out and their 
country is invaded. Stefani is taken to a German labour camp and Mycola captured and 
imprisoned. At the end of the war, Stefani finds herself in a refugee camp with her baby, 
waiting for years to know if their homeland will be reconstructed. Reunited when Mycola 
(now Mike) arrives in Bavaria (where the camp is located) the couple decide to emigrate to 
Australia and prepare for the difficult task of passing all the requirements. The final step is 
an intense interview with the Australian Consul, after which they are finally allowed to 
become Australians.  
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Commentary 
The film is one of the most distinctive of the era, and frequently labelled as “neo-realist”, 
some of the characteristics of which include its extremely low budget, use of amateur 
“actors”, use of natural light, lack of direct cause-and-effect narrative strategies, inclusion of 
documentary footage, and the depiction of key characters as “ordinary” people. The film’s 
final “interview” scene—the outcome of which was not planned or known by any of the 
filmmakers, is an emotional and dramatic climax to the story, and Williams balances strong 
storytelling with a desire for authenticity throughout.  
 
With its unusual style, darker subject matter and atypical length, the film found distribution 
difficult, and only a few private screenings were arranged until it appeared in the first film 
festival to take place in Australia in 1952 in Olinda, near Melbourne. The Sydney Morning 
Herald called the film “the most grown-up and craftsmanlike feature length film ever made 
by Australians…well ahead of the pretentious immaturity of most Australian feature 
films”219 and The Argus called it “a courageous piece of filmcraft which presents a grim 
picture of the aftermath of war and conditions in Europe.”220 
 
Mike & Stefani was Williams only feature film and he remained as a producer with the 
Commonwealth Film Unit until 1964.  
 
  
Detailed Plot 
After scrolling introductory text explaining that the story could belong to any number of 
thousands of people displaced by the violence of the war, we are taken to the mountains 
where Stefani & Mycola live happily. 
 
It is Christmas 1938 and Mycola joins Stefani’s family in celebrations. 
 
Moving to summer 1939, the papers are full of news of war and Mycola warns Stefani of the 
dark furture. A radio broadcast confrms the bad news and the couple travel from their 
village—Mycola to the army and Stefani to “who knows where.” 
 
A more formal voice-over accompanies a montage of the war, and news that Russia and 
Germany are fighting. Mycola—now Mike—is captured. Stefani then gets news that she 
must go to Germany. Accompanied by a friend and her baby, she travels in trains with 
hundreds of others to a labour camp in Austria. 
 
One morning Stefani decides to run away with her baby. She walks for many months into the 
mountains. One day she is picked up by a car and arrives in Germany. She sells her coat to 
buy food. 
 
The formal voice-over brings the news that peace comes to Europe, and with it a “new race” 
of “DPs” (displaced persons)—8 million people from across Northern Europe looking for 
security, among them Stefani and her baby.  
 
In a refugee camp doctors realise the baby is sick and Stefani has to wait while the baby is 
sent to a hospital.  
 
The next day Stefani registers and wanders around the camp. She hears a man calling 
‘Stefani’but he is talking to someone else. In a voice-over Stefani comments that there are so 
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many lost people. Another voice-over –from an Australian woman—explains that there is a 
huge black market operating in the camp, and that the most industrious are already working 
hard to rebuld their lives as best they can.  
 
The formal voice-over explains that with winter and Stefani is still waiting for news of her 
loved ones. Stefani hears that her brother is in Germany looking for Mike. She gets used to 
life in the camp and the baby gets stronger. 
 
One day Mike appears (he has been sick in Hamburg) with his younger brother and the 
family are reunited. Text explains that over the next two and a half years, seven million 
people returned to their homes, but half a million more—like Stefani & Mike—remained in 
the camps.  
 
The female Australian voice-over explains that a school has been started for the children, 
many of who know no other way of life. She is Miss Paling—a teacher from Melbourne. She 
deals with the problems of those stuck in the camps. 
 
Mike gets a job working in the camp as an Assistant Engineer and Ladu (his brother) learns 
carpentry. Stefani learns English.  
 
Three years pass—and it’s Christmas 1949. Stefani explains that they get by on very little 
and try not to forget their traditions.  One morning it is announced from Geneva that the 
camps will close down—the people still there have to decide to emigrate or be thrown out. 
Some people have offers from relatives in Canada but there are problems because the 
application is too vague. Another family can emigrate but will be forced to leave a blind 
relative behind, so decide to stay in Germany.  
 
Mike & Stefani have been delaying a decision in the hope that their own country might be 
re-established. Stefani wants to go to America but Mike is more interested in Australia. Miss 
Paling helps them and says goodbye as they travel to a resettlement centre where they wait 
for a medical and the process of finding a new country. In a voice-over Mike explains the 
number of “gates” they must go through. Finally, after five years of being DPs they have got 
to the final test—an interview with the Australian consul. Mike & Stefani are asked 
questions about their education and training. They provide certificates to prove their birth 
and marriage dates, and Mike shows a good conduct certificate from the police. They explain 
how they came to Germany and Mike gets frustrated with all the questions. When asked why 
he doesn’t want to return to his country Mike explains his country is a police state and he 
wants freedom and hope for his family.  
 
The consul explains that Mike & Stefani may be separated when they arrive in Australia 
because of the housing situation. Finally Mike is asked to read the undertaking of emigration. 
 
A ship sails from Europe with people from many countries. Mike starts to relax and Ladu 
makes friends.  
 
The film ends with Stefani’s voice-over “Oh God, let our children be free” 
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Production Credits 
Directed by R. Maslyn Williams 
With Valerie Paling and The IRO staff and Displaced Persons of Leipheim, Germany 
 
Photographed by RG Pearse 
Edited by Inman Hunter & Brereton Porter 
Recorded by Alan F Anderson & Kevin Young 
Dialogue by Roland Loewe 
Music by Robert Hughes 
Performed by the Sydney Singers & Orchestra under Clive Douglas 
RCA Sound Sytems 
 
Featuring Mike & Stephanie with Ginga & Ladre 
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FILM KANGAROO 

YEAR OF RELEASE 1952 
PRODUCTION COMPANY TWENTIETH CENTURY FOX 

DURATION 85 MINUTES 
 

SCREENPLAY HARRY KLEINER 
DIRECTOR LEWIS MILESTONE 

PRODUCER ROBERT BASSLER 
 
Context 
In November 1948, Darryl Zannuck, head of 20th Century Fox, announced that the company 
would use the funds that were “frozen” in Australia to produce “a story on the development 
of the overland telegraph line,” despite the fact that American Unions were critical of the 
move to take feature production off-shore.221 Whilst the story never went any further, the 
plan to make a feature in Australia did not, and in March 1949 it was rumoured that Gary 
Grant would be involved in a film “titled The Australian Story, that deals with a highwayman 
of Australia’s pioneer days.”222 Seven months later Fox announced that Gregory Peck would 
star in The Sundowner, a tale of “bushrangers in our early pioneering days” to be directed by 
Robert Bassier.223 Finally in August 1950, Fox sent producer Robert Snody to Australia 
“with an advance party of the production unit” for Kangaroo, to be directed by Lewis 
Milestone.224 
 
The decision to make the film in Australia in technicolour—with a budget of £900,000—was 
made easier by the Chifley Government decision in September 1949 to devalue the 
Australian pound by 30% against the US dollar, following a similar move in the United 
Kingdom. Although Fox announced that “places would be found for about 300 Australians in 
various roles” an entire technical crew was brought from Hollywood and the film was 
processed and edited in America, with Australians relegated to playing supporting 
characters, extras and minor crew positions.225 The leading roles in the film went to British 
actor Peter Lawford and Hollywood star Maureen O’Hara.  
 
Story Synopsis 
With no money, nowhere to live, and on the run after shooting a gambling house owner, 
Richard Connor meets drunk Irishman Michael McGuire at a boarding house in Sydney. 
Connor discovers that McGuire is searching for his son Dennis who was abandoned as a 
child, and Connor hatches a plan to pretend to be the man’s son so he can inherit a large rural 
property. Along with his partner in crime William Gamble, Connor accompanies McGuire to 
the property, which is suffering in a terrible drought. Connor falls in love with McGuire’s 
daughter Dell, but realises that their relationship will be impossible if must pass himself off 
as her brother. Dell’s former beau—Trooper Leonard—is also suspicious of Connor and 
starts to investigate. Connor argues with Gamble about whether to come clean or not, and the 
two men agree to flee, but are pursued by Leonard. A three-way fight with guns and whips 
leaves Gamble dead and Connor injured after saving Leonard’s life. Connor returns to the 
station and Dell as the rain starts to fall.  
 
Commentary 
The first technicolour film made in Australia, Kangaroo (re-named The Australian Story for 
its release in America), is a sprawling western-style melodrama that fails to live up to the 
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promise of its huge budget and the impressive credentials of the team that made it (Milestone 
had already won two Academy Awards, his cinematographer Charles G. Clarke had received 
four Oscar nominations in the preceeding six years, and his design team (Mark Lee Kirk and 
Lyle R. Wheeler) had picked up 10 Academy Award nominations and 2 Oscar wins in their 
careers just prior to coming to Australia). Highly formulaic, the production appears ill 
disciplined and lacking the tight narrative strategies typically employed by Hollywood 
filmmakers. Critics in both Australia and America were unimpressed, the Sydney Morning 
Herald saying “there is evidence of dispiritedness and a feeling of let’s pack-up-and-get-out-
of-here-quick…some of us grow tired of the fellow-countrymen who demand that every 
Australian film be an epic, a saga of nationhood.”226  
 
Twentieth Century Fox “lost money heavily” on the film and it would be 43 years before 
they made another feature in Australia with Mighty Morphin Power Rangers (1995).227  
 
Detailed Plot 
The opening credits roll as an Aboriginal ceremony takes place, kangaroos hop in the 
countryside and a horse gallops frantically through the outback. 
 
A ship docks at Sydney port, while in a nearby pub (named The Sailors Dry Dock) Irish 
drunkard Mr McGuire pays for his lodging. Richard Connor also arrives to find McGuire 
drunk and singing in the bunkroom. McGuire suddenly gets maudlin, announcing that he’s 
looking for his long lost son called Dennis and that he owns a sheep station. A fight breaks 
out and Connor intervenes with a knife to break it up. Connor puts McGuire to bed and 
leaves.  
 
Connor leaves a bag at the counter and heads outside into the night. He sees a man (named 
John Gamble) leaving an illegal gambling joint and tries to rob him. They fight and then 
agree to work together to rob a man called Fenner back inside the gambling house.  
 
They go inside where a two-up game is in progress. They make their way upstairs to where 
the card gamess are played. They eliminate a guard and get to Fenner’s room—where he is 
negotiating with a man who has lost at cards. When the man leaves they enter Fenners’ room 
where he is at his safe. They shoot him and manage to escape with the money, believing that 
Fenner has been killed. Connor gets his bag from the inn and when he leaves is followed by 
McGuire—who now belives he is his son Dennis. They bribe their way onto a boat and head 
for Queensland. 
 
The next day, McGuire wakes, denying he knows anything about the two men—but they 
insist they paid him £500 for 500 head of cattle, and they are looking for a station to put 
them on.   
 
They arrive in the drought-ridden north and get prepared for their trip. 
 
The three men travel to McGuire’s station on horseback, Connor & Gamble planning to 
swindle McGuire out of his property.  
 
They arrive to find Dell McGuire (McGuire’s daughter) who insists they take back the £500. 
Their plan seems to be doomed but Connor chats to McQuire, explaining that his father left 
him. He finally declares his name is Dennis. 
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At the pub, McGuire enlists the help of a group of men for the muster and they come to the 
station. Trooper Leonard arrives with them and Connor gets worried that he and Gamble will 
be found out.  
 
Dell talks to a man named Matt who has killed one of her stock to feed his family, but lets 
him work off the debt by joinging the muster. She then meets Leonard. Conner and Gamble 
introduce themselves to Leonard as Dennis Connor and John W. Gamble.  
 
McGuire briefs the men on the muster and they all ride out, Connor confident that McGuire 
will shortly accept that he is his missing son.  
 
On the ride Matt goes ahead and is joined by Gamble. Gamble’s horse bolts and he falls 
badly and is then bitten by a snake. As Matt helps Gamble, Cooper arrives and they see that 
Gamble has leg-iron marks on his ankle. 
 
The group ride on, seeing animals suffering from the lack of water and find the herd. They 
round them up, but many of the herd are sick.  They move them along slowly collecting the 
newly born calves on a wagon as they go. They stop for a drink, having lost 40 of the herd. 
 
That night a bushfire breaks out and the kangaroos run for sanctuary. The herd suddenly 
wakes and stampedes. Riders chase them, worried the cattle will run themselves to death. 
 
The next day they move on, with many cattle already dead from exhaustion and lack of 
water. 
 
That night Connor and Dell go for a walk while Gamble has a drink with McGuire. Gamble 
points out that Dell and Dennis look like a good couple. McGuire looks concerned.  
 
Dell and Dennis/Connor talk, he saying he’s just trying to make some money before he 
leaves, whilst she says that Australia wont let that happen. As they are about to kiss McGuire 
calls for Dell and starts to tell her about who Dennis might be.  
 
They arrive at the building where the water is but the cattle stop because a group of 
Aborigines are approaching. McGuire rides ahead and talks to the elder. They want a drink 
and promise to make rain in return. McGuire agrees to let them use the water. 
 
The cattle drink and the aborigines perform a rain corroboree. 
 
While Matt is eating dinner, he is about to tell the cook that Gamble has leg-iron marks when 
Leonard arrives. They see rain clouds in the distance and that night the wind comes up 
bringing a dust storm. Matt notices that the windmill has been damaged —and their water 
supply is at risk if the windmill falls over.  
 
Gamble and Connor flip a coin to see who will go to the rescue and Gamble gets the job. He 
climbs up the windmill as it is breaking and gets knocked out by the spinning blades. Dennis 
goes up after him and fixes the problem. Dell gives him a hug.  
 
Later that night Gamble talks to Connor while McGuire tells Dell that Dennis is her brother.  
She screams because she loves him, but Connor enters and tells Dell the truth, and that he is 
wanted for murder. She isn’t impressed and leaves. Connor and Gamble take their horses and 
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try to escape, but are held up by Leonard. Gamble goes to shoot Leonard when Cooper takes 
his gun with a crack of the whip. The two men fight to the death with whips and guns, 
Gamble shooting Connor and Leonard shooting Gamble. 
 
Back at the station, the rain clouds gather and it starts to pour. McGuire and the muster crew 
come in from the rain, followed by an injured Connor who passes out infront of Dell. 
 
Dell tends Connor’s wounds and he admits his guilt to her, explaining that he was genuine 
about his feelings towards her. McGuire arrives and explains that because Connor saved 
Leonard’s life he may get away with his other crime. 
 
The bells ring for signalling that rain is coming. 
 
Production Credits 
Screenplay by Finlay Currie 
Cinematography—Charles G. Clarke 
Art Direction—Mark-Lee Kirk and Lyle R. Wheeler 
Music—Sol Kaplan 
Film editor—Nick DeMaggio 
Produced by Robert Bassler 
Directed by Lewis Milestone 
 
Maureen O'Hara—Dell McGuire 
Peter Lawford—Richard Connor 
Finlay Currie—Michael McGuire 
Richard Boone—John W. Gamble 
Chips Rafferty—Trooper 'Len' Leonard 
Letty Craydon—Kathleen, McGuire's Housekeeper 
Charles 'Bud' Tingwell—Matt 
Eve Abdullah—Woman Servant   
Alan Bardsley—Cook on Cattle Drive   
Billy Bray—Sailor   
Frank Catchlove—Walter the Publican   
Syd Chambers—Sailor   
John Clark—Ferret Face   
Tex Clarke —Slicker   
Kleber Claux—  Sailor   
Reg Collins—Ship's Officer   
Clyde Combo—Aborigine Stockman   
Marshall Crosby —Gambler   
Alexander Cross —Sailor   
Larry Crowhurst —Cockatoo at Door   
Guy Doleman - Pleader   
James Doogue—Sailor   
John Fegan—Burke   
Dennis Glenny—Well-Dressed Cockatoo   
Archie Hull—Sailor   
Henry Murdoch—Black Tracker   
John O'Malley —Piper   
Douglas Ramsey—Kelly-Station Foreman   
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Frank Ransome—Burton, Station Foreman   
George Simpson—Lyttle-Bluey   
Stan Tolhurst—Policeman   
Joe Tomal—Sailor   
Ossie Wenban—Sailor   
Ron Whelan—Fenner the Gambler   
Reg Wykeham—Flop House Clerk 
 



Page 186 A Survey of Australian Cinema 1938-1958 



A Survey of Australian Cinema 1938-1958  Page 187 

 
FILM NIGHT CLUB 

YEAR OF RELEASE 1952 
PRODUCTION COMPANY CAMBRIDGE FILMS 

DURATION 55 MINUTES 
 

SCREENPLAY A.R. HARWOOD 
DIRECTOR A.R. HARWOOD 

PRODUCER DAVID BILCOCK 
 
 
Context 
In December 1949 Ben Chifley’s Labour Government gave way to a Liberal/Country Party 
coalition led by Robert Menzies, which confirmed its grip on power in 1951 when Menzies 
called a double dissolution and won control of both houses of parliament. A staunch anti-
communist, Menzies and his government took seriously the threat of attack from within the 
region—especially after Communist North Korea invaded South Korea in June 1950. As the 
Cold War built in intensity and China’s power in the region strengthened, Menzies 
concluded—in March 1951—that another world war was almost inevitable within three 
years. “No body can guarantee that it may not be two years, or only one.”228 With defence of 
the nation then becoming a critical national priority, Menzies established a Capital Issues 
Board to regulate how corporate capital could be prioritised for strategic purposes. In June 
1951, the Board issued regulations that would have a dramatic effect on the film industry: 
restricting the amount of capital a company could raise for projects that were not defense 
related to $10,000. 229 The regulations scuttled a number of film projects in the early stages 
of development (including Ken Hall’s attempt to make Robbery Under Arms with his new 
production company Kenhall Productions),230 and fundamentally changed the strategies 
adopted by those in the production end of the industry for the next 10 years.  
 
One strategy—to keep costs to a mimum using amateur actors or performers who were 
prepared to work for nothing—was available to Dick Harwood, who decided to return to 
directing after a fourteen-year absence. After making Show Business (1938) (see page 19), 
which struggled to get distribution, he had disappeared from the production end of the film 
industry, and in 1949 was working as Director of Production for the newly renovated Plaza 
Theatre in Northcote, Melbourne—in charge of creating live variety stage shows.231 With the 
capital restrictions in place, Harwood drew on his variety act contacts and the storyline from 
Show Business to make his final film, a low budget affair with “minimal finance of about 
£7000 provided entirely by a Melbourne documentary firm, Cambridge Films.”232 
 
On 2 July 1952, Harwood held auditions for variety acts and performers who wanted to be in 
the film (billed as Melbourne’s first feature film since the war), and more than 400 people 
turned up—including “one self-reputed freak” who could play the piano with his feet.233 The 
shoot itself started a week later,234 indicating how quickly Harwood worked, and the film was 
completed by October, when Harwood announced that he was negotiating an American 
television deal.235  
 
Harwood cast both himself and his daughter Marjorie in the film, with Melbourne blues 
singer Joan Bilceaux playing the lead female role of nightclub singer Anita Flemming. 
Intending the film to be a comedy, Harwood also cast two stage comedians in key roles to 
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provide laughs. “Comedy is the keynote of the show,” he said in an interview with The 
Argus, “revivals of old Pat Hanna and George Wallace slapstick comedies are proving an 
outstanding success. The response demonstrates that the public wants a hearty laugh, and so 
that’s the type of Australian film I’m concentrating on.”236 
 
Story Overview 
Opening with a plot about nightclub singer Anita who is trying to squeeze £10,000 from the 
father of her new boyfriend’s Bill (who is under the illusion the money will partly help his 
ambition to be a musical producer), the story shifts to a small country town where Bill has 
been sent by his father, under the watchful eye of Private Eye Jack Hanson. Free from Anita 
and with the help of local amateur performers, Bill develops a show, falls in love with Joan 
and wins his father’s approval. Anita re-enters the story at its conclusion and is exposed and 
embarrassed by Hanson.  
 
Commentary 
What could have been an engaging story about a duplicitous nightclub singer turns into a 
poorly structured device to show some unimaginatively filmed stage routines featuring 
singers, tap dancers and child acrobats. With dull lead characters, the film is a patchy affair, 
enlivened in places by the comic routine of Joey Porter and Joff Ellen in much the same way 
that George Wallace was used on screen by Ken G. Hall ten years earlier.  
 
Although the film is clearly an homage to the music hall days of variety acts, the narrative is 
framed by a crime mystery, with a femme fatale intent upon exploiting the central character 
(“gold digger” was the label actually given to the character at the time). However, Bilceaux’s 
inexperienced performance and over-elocuted voice results in Anita becoming insipid rather 
than dangerous, and director Harwood is clearly more interested in keeping the tone light and 
the focus on the variety acts, rather than making this a crime thriller.  
 
The film also frequently uses voice-over narration as an expositional tactic, including one—
with accompanying flashbacks. In it Jack Hanson (who is working as a de-facto private 
detective) explains what he’s discovered about Anita. But the narrative doesn’t pursue this 
direction for very long, Hanson leaving aside his job uncovering the seedy truth about the 
singer, to turn into a quasi musical producer, and helping with the variety show behind the 
scenes.  
 

            
 
 
 
 

Like Harwood’s earlier version of the story, the film struggled to get distribution, and “after 
private previews at the end of 1952, the film virtually disappeared.”237  

Jack Hanson (A.R. Harwood) trails 
Anita and Bill in a flashback with 
accompanying voice-over. 

CIB Detective (Reg Glenny) takes a drag 
as he watches Anita at the races.  



A Survey of Australian Cinema 1938-1958  Page 189 

 
Detailed Plot 
The film opens with a series of wide shots of Melbourne, and a taxi pulls up at an inner city 
building. Bill enters Club 20 and salutes a poster of Anita Flemming—who is appearing that 
night with the Geoff Kitchen Quintette. Inside, at a rehearsal she sings a blues number 
supported by a five piece band. When she stops Bill applauds and he and Anita talk about the 
problem they are having getting her father to support him being a producer for the band. 
 
On a huge rural property a man on horseback Alf (Bill’s father) approaches Jock who’s 
playing a banjo. Jock tells Alf that he’s still trying to be an actor. A second car arrives with 
Jack, a detective. 
 
Inside, Jack gives Alf a report about Bill and Anita. Alf is cynical about the girl his son is 
seeing because Bill has asked for £10,000 to back Anita and become her producer. Alf thinks 
that Anita is untrustworthy. Jack tells Alf what he saw as he followed Anita & Bill. 
 
Using a flashback and voice-over by Jack, we find Jack watching Bill and Anita come out of 
Anita’s apartment. Jack follows Bill and Anita as they go to the races. Jack thinks Anita is 
more interested in the horses than Bill. Jack comes to the conclusion that Anita lost a lot of 
money. Jack then meets a detective friend from the CIB and is told that Anita is being 
watched by the police because she has already deceived a man out of money. Furthermore, 
the detective tells Jack that Anita is married.  
 
Back at the property, Jack decides on a plan. Alf should provide some money to Bill who 
must go away for three months and write his show, but use a non-professional cast and not 
tell Anita where he is. Alf agrees.  
 
Bill tells Anita the terms & conditions of his father’s support and she gets angry—insisting 
that Bill’s father back the show properly. Bill decides to call the whole thing off between 
him and Anita, telling her that the next move is up to her. 
 
With a voice-over (now from Bill), we find Bill at a small hotel in a country town. Bill types 
away, trying to create his musical, but he cant get excited. Jack turns up and has a beer with 
Bill, pretending to be on a fishing trip. Behind the bar at the pub is Jock who has followed 
Bill to the town in the hope of getting a part in the show. They then meet Nick Arnold—an 
old time stage comedian—who tells them about when he arrived in the town.  
 
In another flashback (narrated by Bill) Nick reveals how he discovered the local talent. He 
goes to a variety show and ends up wedged between two large women. After a singing 
cowboy, he watches some junior acrobats and then a female singer. Nick decides he wants to 
stay in the town and help develop the talent.  
 
When Nick has finished explaining his story to Bill and Jack, they decide to join him at a 
rehearsal. 
 
Bill and Jack join the rehearsal where two men perform a routine in sailor suits. Nick Arnold 
introduces Joan MacDonald, his private secretary, and another performer does some 
juggling, followed by some dancing girls who dance a boogie-woogie number. 
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Later in the garden at the Pig & Whistle, Bill talks to Joan. He explains he is thinking of 
using the local talent in his show. He invites Joan to a barbeque.  
 
Back at the hotel, Jock gives a free beer to Nick in the hope of getting a job, explaining he is 
a high-diver and can sing with a high voice. Nick tells him to come and do an audition. Jock 
mixes Nick a couple of strange cocktails and he gets drunk.  
 
Back at Alf’s house, Jack tells Alf that things are going well, that Bill is interested in Joan, 
and that the new show is booked into a theatre called the Copabana Club in a couple of 
weeks. Dad is happy that Bill’s future is looking bright. 
 
Jock arrives for his audition but Nick isn’t there. Jock does his routine to the cleaner.  
 
At the Copabana Club, couples are dancing. Dad and Nick arrive and sit at a table. Bill is 
dancing with Joan, and Jock is a waiter.  
 
Meanwhile, bandleader Geoff Kitchen phones Anita and tells her that Bill is opening a show 
at the Copabana that night. She phones for her car.  
 
At the club Joan and Bill talk with Dad and the show starts, opening with Barney March the 
piano player, followed by Tricia Dorran—a tap dancer. 
 
While the group of boogie-woogie dancers continue the show, Anita drives through the night 
in her car. She gets a flat tyre and is delayed. When she arrives at the Copabana Club the 
show is over and she finds only Jock—working as the club’s cleaner.  
 
Later that night, Alf is having a drink with Nick, Bill and Joan. Dad has agreed to finance 
Bill and it’s clear that Bill and Joan are keen to get married.  
 
Anita arrives and explains that she has some “endearing” letters from Bill. She wants £1000 
or she will make the letters public. Jack tells her that he knows she is married. She denies it 
until her husband is revealed as Nick Arnold, who stands to show himself.  With little fuss, 
Anita hands over the letters to Nick and leaves. Alf explains to Bill what’s been going on, 
and Bill indicates his future lies with Joan. Jack gives a knowing wink to camera.  
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Production Credits 
Photography—Len Reitman 
Sound—AFS Laboratories 
Make-up—Harold Taylor 
Film Editor—Barbara Baxter 
Fashions—Foys, Melbourne 
Furnishings—Clauscens 
Ballet—Olive Wallace 
Décor—Bill Slatter 
Location Manager—Rudy Unger 
Administration—Neil Duncan 
Song Just for a Time composed by Geoff Kitchen 
Produced by David Bilcock 
Written & Directed by Dick Harwood 
 
Joey Porter—Nick Adams 
Joff Allen—Joss 
Colin Crane—James Winter 
Alex Roy—Jack Hanson 
Joan Bilceaux—Nita Flemming 
Frank Holbrook—Bill Winters 
Marj Harwood—Joan McDonald 
Reg Glenny 
Ray Jones 
Barnet March 
Tricia Dorron 
Lloyd Nairn 
Billie Leishman 
The Clarence Sisters 
The Spencer Trio 
The Leonard Boys 
The Wallace Girls 
John Goodwin 
Tex Donahue 
The Geoffrey Kitchen Qunitette 
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FILM CAPTAIN THUNDERBOLT 
YEAR OF RELEASE 1953 

PRODUCTION COMPANY ASSOCIATED TV 
DURATION 69 MINUTES 

 
SCREENPLAY CRESWICK JENKINSON 

DIRECTOR CECIL HOLMES 
PRODUCER JOHN WILTSHIRE 

 
 
Context 
In April 1950—whilst Bitter Springs was in post-production and before he started work on 
Kangaroo—actor Chips Rafferty decided “to fulfil his ambition to make his own Australian 
films”238 and announced he would create two companies—one to act as a film finance 
organisation and the other a film production company.239 The plan was to use the first 
company to raise $100,000 through a share issue, which would then be provided to the 
production company to make two high quality feature films, with more to follow—financed 
in a similar manner. Rafferty planned to appear in the first few films made by the companies 
and then take an executive position to oversee production. At the same time he revealed 
these, Rafferty announced he would terminate his association with Rank/Ealing—who were 
struggling to make their Australian operation a success. 
 
Rafferty’s associates in the venture were Colin Scrimgeour, (then Chairman of newly 
established Associated Programmes Pty. Limited—a production company for radio—and 
Associated T.V. Pty Limited) and documentary film director Cecil Holmes, who had both 
recently arrived in Australia from New Zealand, along with radio writer Creswick Jenkinson, 
actor and radio producer John Wiltshire (who had appeared in Wherever She Goes and 
Eureka Stockade), composer Sydney John Kay (who had worked with Rafferty on Bush 
Christmas) and two New Zealand cameramen, Rudall Hayward and Alton Francis.240  
 
“Australian stories made in Australia by Australians, is the group’s plan which has taken 18 
months to prepare” said Rafferty, with the first film “to deal with Australian country life.” 
Part of the plan was that those working on productions would be paid only minimum wages 
but share equally in film profits with investors—after investment capital had been returned 
plus 10%. Rafferty’s clear aim was to bring in skilled people and create structures that would 
enable filmmaking to be undertaken in Australia on a sustainable basis, with returns to 
investors. Part of the plan was to ruthlessly control costs. “Feature productions in Australia 
can be undertaken as a business proposition in which costs are rigidly controlled, and the 
operation as scientifically carried out as in the making of steel,” said Rafferty.241  
 
Whilst Rafferty’s plans to make Australian films in Australia would come to fruition over the 
following years, it was not with Scimgeour and Holmes. Rafferty and the New Zealanders 
parted company during the shooting of Kangaroo in late 1950, Rafferty then attempting to 
form another syndicate. He secured promises for $120,000 from a group of Sydney 
businessmen, half for “13 three-reeler television films, which would have been direct dollar 
earners”242 and half for a feature film called The Green Opal. Unfortuately, Rafferty had 
been too busy with Kangaroo to push the idea to realisation before the Capital Issues Board 
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restrictions came into force, and the investment proposal for the new entity was rejected. 
Outspoken in his condemnation, Rafferty stated that the Board had “cut the throat of the 
Australian film industry.”243  
 
The same Treasury ruling—in January 1952—scuttled Ken Hall’s plans to make the feature 
film Robbery Under Arms in a deal with Ealing, which had been struggling to find projects 
to occupy their Pagewood Studios. With the film unable to proceed, Ealing announced they 
would close their Australian operation. Australian Manager Eric Williams stated that “Ealing 
found it impossible to maintain continuous production at a range of 12000 miles and, as there 
seemed to be no Australian sponsor for films, there was no alternative but to close.”244 
Unlike Rafferty and Hall however, Williams made it clear that the Federal Government 
policy of capital control was not the real issue: “We have been most disappointed that, 
during the five years the studios have been available, no effective move has been made to 
establish a representative Australian film industry.” Hall believed otherwise and, on 1 
February 1952, wrote a lengthy opinion piece in The Argus in which he stated that “because 
of Capital Issues control, there cannot be, as far as I can see, any further feature film 
production in this country…you cannot make films without money.” He went on to make an 
empassioned plea as to why the film industry should be classified as essential—pointing out 
that Australia was one of the only countries in the world that did not support domestic film 
production: “we have a story to tell the rest of the world and the entertainment film is 
assuredly the best way to tell it. The Americans have proved that trade follows the film.”245 
Hall’s pleas fell on deaf ears (a Sunday Herald journalist responding to his concerns about 
the film industry two days later wrote “what film industry?”)246 and for many, the “double 
blow” in January 1952 signalled the descent of the Australian film production sector “into 
the void.”247 
 
However, while Rafferty was making Kangaroo and Hall pulling together the doomed deal 
with Ealing, Colin Scrimgeour moved more quickly, convincing theatre entrepreneur 
Benjamin Fuller to invest $30,000 in Associated T.V. Pty Limited (prior to the Capital Issues 
Board restriction on filmmaking) in order to make Captain Thunderbolt.248  Scrimgeour’s 
plans were to make the film for theatrical distribution in Australia, with a shorter version to 
be distributed on American television.249 Scrimgeour also had plans to move into the newly 
emerging television industry and began actively preparing his company for a bid for a 
television license. 
 
Director Cecil Holmes had been an active left-wing documentary filmmaker in New Zealand 
since 1945, working with New Zealand’s National Film Unit.250 Invited to Australia in 1949 
to make The Food Machine for the Shell Film Unit, Captain Thunderbolt was Holmes’ first 
narrative feature. Some of the other members of the ill-fated Rafferty-Scrimgeour plan were 
also involved in the production: John Wiltshire as Producer, Sydney John Kay as composer 
and Creswick Jenkinson who wrote the screenplay.  
 
Grant Taylor and Bud Tingwell were cast in the two lead roles as Fred Ward and Alan Blake, 
with cinematography by Ross Wood (who also worked on Strong Is The Seed). 
 
Story Overview 
Frederick Ward and his friend Alan Blake grow up as rascals and are then sentenced to seven 
years hard labour on Cockatoo Island for horse theft. Escaping their gaolers and swimming 
to safety, the two men become notorious Robin Hood-style bandits, stealing from the rich 
and gaining a popular reputation with the underpriviledged. Chased for many years by prison 
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warder turned policeman Mannix, Ward and Blake are finally trapped at a dance where a 
gunfight ensues. In the chaos that follows, Mannix chases and kills who he believes is Ward 
only to discover that it is Blake—thus giving birth to the legend of Captain Thunderbolt, the 
man who “never fired a shot to kill”. 
 
 
Commentary 
Although the longer version of the film is lost, the version edited for television clearly 
reveals the politics of both Holmes and Scrimgeour, who had been outspoken Communists 
and campaigners for social justice in New Zealand. As folk hero, Frederick Ward is seen as a 
champion of the working class, with the wealthy portrayed as shallow caricatures, and the 
police as violent oppressors. Ross Wood’s camerawork is highly mobile and inventive, and 
Holmes coverage highly sophisticated for an inexperienced director. At one point (below 
left) Wood shoots from underneath a card table that has become “see-through” revealing the 
cards lying face down and the faces of the wealthy card-players framed above. Moments 
later (below right) the men are robbed by Ward (Grant Taylor) and Blake (Charles 
Tingwell).  
 

  
 
Taylor and Tingwell both give strong performances, although the film as a whole lacks a 
consistent pace.  
 
Holmes uses both flashbacks and voice-over narration to tell his story, and decides to take 
the point-of-view of the policeman chasing Thunderbolt, in order to ensure the bushranger 
character maintained a more illusive and mythical status. 
 
The film was distributed overseas and returned a profit before being shown in a limited 
release in Australia in 1955, The Argus calling it “an interesting, competent little film.”251 
 
Scrimgeour’s plans for film production for television (before television licenses had been 
issued in Australia) continued to be affirmed when Associated T.V. Pty Limited purchased 
the Pagewood Studios from Ealing in 1953.   
 
Detailed Plot 
The film opens to the strains of The Wild Colonial Boy. It is 25 May 1870 and police are 
engaged in a shoot out in the countryside with Captain Thunderbolt.  
 
Introduced with a voice over by a policeman named Mannix, we go back in time where a 
small boy named Frederick Ward, along with four other children, are introduced as trouble 
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makers. Along with Fred Ward are Alan Blake, Maggie—a halfcaste, Joan and young Jack, 
who wants to become a policeman. 
 
Jumping forward in time to a court case, a Judge sums up a horse-stealing case against Ward 
and Blake. Fred and Blake are sentenced to seven years hard labour on Cockatoo Island. 
Mother, Joan and Maggie say goodbye. 
 
With the narrator revealed as a warder on Cockatoo Island, it becomes clear that the two men 
will get no sympathy from the authorities. Whilst breaking rocks in a quarry, Blake 
deliberately smashes his pick, and is beaten by the guards. Ward suggests they escape and in 
between smashing rocks, they break the leg chains that hold them together. They knock over 
a guard and make a run for it. With Mannix giving chase, the two convicts make for the sea 
and start swimming.  
 
While being blamed for their escape, Maddox asks for a transfer to the police force so he can 
bring back the men—alive or dead. It’s clearly a personal matter for Mannix. 
 
Three days later Ward and Blake arrive back home. Mother tells Ward that Joan married 
Jack—even though she was Ward’s girl. The police—led by Jack who is now a Sargeant—
arrive at the homestead with a warrant to search the house. They find nothing and leave.  
 
When the police have gone, the men come out from the chimney and head for a cave to hide 
out.  
 
Four wealthy men are playing cards when Blake and Ward burst in, dressed in suits. 
Proclaiming himself as “Thunderbolt” Ward knocks down one of the party and then they rob 
the men. 
 
With newspapers announcing “daring” robberies, a montage shows Ward and Blake holding 
up stagecoaches, stealing gold, and robbing passengers of their possessions. 
 
Mannix’ voice-over continues, explaining that he had no respect for Jack Dalton, despite the 
fact that he had to work for him. Despite their best efforts, they are always too late to catch 
Thunderbolt.  
 
In parliament the Colonial Secretary complains about the failure of the police to capture 
Thunderbolt.  
 
Ward & Blake hold up a German band and force them to play music. The incident outrages 
politicians. The government increases the reward for Thunderbolt. Mannix does some 
detective work out of uniform, and visits the local pub to get information. He meets Sal—a 
“singer”—who entertains customers and who gets told everything.  He finds the information 
he needs. 
 
The next day, Mannix waits for Mrs Ward to leave the house and talks to Maggie. Pretending 
to be a friend of Ward’s, Maddox tells Maggie that a trap is being laid for Ward and that he 
must warn him. She tells him where the men will be that night—at a dance at the local 
woolshed. When Mrs Ward returns she finds out what has happened and rides to find her 
son.  
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At the dance, the German Band that Thunderbolt held up is playing. Ward dances while 
Blake watches, drinking. The police arrive—led by Jack—and surround the woolshed. When 
the police arrive, the music stops and Blake & Ward seem cornered. Guns are drawn and 
Jack advances on the bushrangers. Blake shoots a policeman and is shot by Jack. Ward 
escapes as fighting breaks out.  
 
Amongst the wool bales, Ward and Jack fight until the wounded Blake comes to the rescue, 
shooting Jack. It seems as if Thunderbolt escapes on his horse, pursued by police. He rides 
into the high country, jumps off his horse and hides in the rocks. A shootout starts, Mannix 
in command.  
 
Mannix decides not to rush an attack but wait it out. More shots are exchanged, until the lone 
bushranger seems to be out of bullets. When he tries to make a run for his horse, Mannix 
shoots him. But when Mannix finds the body, it is not Thunderbolt but Blake.  
 
In a voice-over Mannix explains that, even though the authorities pretended that the body 
was Fred Ward’s, his career as a policeman was destroyed and the legend of Captain 
Thunderbolt was born. 
 
Production Credits 
Art director—Keith Christie 
Wardrobe—Margaret Holmes 
Make up—Doreen Castle 
Continuity—Edith Chilwell 
Assistant Director—Roderic Adamson 
Camera—Ross Wood 
Edito—Margaret Cardin 
Unit Manager—Peter Cuff 
Sound –Robert Allen 
Recorded on Supreme Sound System 
Story and Screenplay—Creswick Jenkinson 
Music by Sydney John Kay 
Produced by John Wiltshire 
Directed by Cecil Holmes 
 
Fred Ward—Grant Taylor 
Alan Blake—Charles Tingwell 
Joan—Rosemary Miller 
Mannix—Harp McGuire 
Maggie—Loretta Boutmy 
Dalton- John Fegan 
Mrs Ward—Jean Blue 
Hogstone—Ron Wheelan 
Colonial Secretary—Charles Tasman 
Member of Parliament—Harvey Adams 
Belle—Patricia Hill 
Judge—John Brinskill 
Colonel—John Fernside 
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Context 
After documenting military history for the army during the war, Lee Robinson had intended 
to join the ABC as a scriptwriter, but was convinced by Canadian Ralph Foster to join the 
newly formed National Film Board (previously the Department of Information Film Unit) 
that Foster now headed. One of his first projects was a 22-minute documentary about Albert 
Namatjira—Namatjira The Painter (1947)—and, having written the script, Robinson was 
asked if he could direct the film (he was given an Associate Director credit). Seeking help 
from Harry Watt—who was back in Australia making Eureka Stockade—Robinson launched 
his directing career, remaining with the Film Board until 1951 (making mostly short 
documentaries in remote areas of Australia), but also finding time to write scripts for radio 
station 2UE and People You Meet magazine.252  
 
It was at his time at the National Film Board that Robinson met editor Inman Hunter who 
had come to Australia with Harry Watt’s crew for The Overlanders in 1945 and who had 
returned to stay in April 1946 (he edited Mike & Stefani).253 In 1949-50 the two men 
developed an idea for a feature film called Saturday to Monday, about two prisoners who 
take control of Fort Denison in Sydney Harbour254 and at the end of 1950 formed One World 
Film Productions with financial support from Sydney businessman William Becker. Their 
aim was to draw on their documentary filmmaking background to “make intelligent 
films…with an accent on realism.”255 Robinson specifically citied Rosellini’s Open City 
(1945) and De Sica’s Bicycle Thieves (1948) as inspiration for the style they were seeking to 
adopt, and they planned to shoot out of the studio using cityscapes and local people as actors. 
The longer-term plan for One World Film Productions was to make four feature films, with 
the first being Saturday to Monday, the second a drama about the Thursday Island pearling 
industry, the third “set in the snow country around Kosiosko and another with a 
Woolloomoolloo background.”256 This bold vision by two younger filmmakers (in 1950 
Robinson was 27 and Hunter 36) marked a clear break from the tradition and approach of 
Australian filmmakers of the previous twenty years. Neither men had experienced the world 
of silent film, both had travelled extensively using location-dependant filmmaking, and their 
approach—even though it never came into fruition—signalled the start of a new modernism 
in Australian film production. Gone forever was Ken Hall’s conservative entertainment (a 
Hollywood-style strategy attempted by other filmmakers like the McCreadie Brothers and 
Rupert Kathner), and also in the past was the bulk of Chauvel’s epic and nostalgic 
nationalism—although he was yet to make his last film Jedda (1955).  
 
Hunter and Robinson sought approval from the Capital Issues Board to raise the necessary 
finance to proceed with their plans but the application was rejected, along with Chips 
Raffery’s application to raise money for The Green Opal. Robinson and Hunter subsequently 
sold the story for Saturday to Monday to Ealing (it was made by Harry Watt as The Seige of 

FILM THE PHANTOM STOCKMAN 
YEAR OF RELEASE 1953 

PRODUCTION COMPANY PLATYPUS PRODUCTIONS 
DURATION 67 MINUTES 

 
SCREENPLAY LEE ROBINSON 

DIRECTOR LEE ROBINSON 
PRODUCER CHIPS RAFFERTY, GEORGE HEATH 

WHEN ltlS MAN SPOKE, 
All MEN TREM8tED 

fUlfD Ir HIS E#flllfS • •• 
LORD Ir HIS flfE#OSI 
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Pinchgut in 1958—see page 269) and Robinson then joined forces with Rafferty, who was 
still determined to make Australian films rather than go and work overseas as an actor. 
Hunter returned to England, but travelled extensively as an editor for a few years before 
settling into a job as an editor with British television company ITC. 
 
Robinson and Rafferty had met at Radio Station 2UE when Rafferty was presenting the 
series Chips—A Story of the Outback, with Robinson one of the writers. Rafferty and 
cameraman George Heath had decided to form a production company to make Australian 
films for less than the $10,000 capital limit so that they could remain in work, and they 
invited Robinson to become the third partner in Platypus Productions.  
 

Chips could see there was no continuation of work with Rank, and George –
considered our leading lighting cameraman—was in much the same situation. 
George could see that if you didn’t organise some system of promoting the 
production of films, there would be no films to make to make. There was nothing, 
absolutely nothing going on when Ealing packed up and left. Ken Hall was sitting 
out there and had been for years, running the newsreels, and it was three or four 
years before he went into television. That’s the thing that’s rather overlooked a 
lot with Ken: as time dims memories, people feel that Ken Hall was in the 
business for 40 years, but Ken was really only in the business for eight to ten 
years maximum—in the production area. Charlie Chauvel might make one film 
every four years. I doubt if Charlie even averaged that. It was always three years 
in the planning stage with Charles Chauvel, two years to shoot it and a year to 
edit it—a film every five years. Chips could see that this wasnt going to give him 
any possibility of earning a livelihood…so George Heath and Chips decided that 
the only basis that they would have any continuity of work was to form a 
company and go into production.” 
 

Lee Robinson, Interview with Graham Shirley, 15 August 1976 
 

With practicalities of employment driving the decision-making, rather than any artistic 
vision, the three men decided that they would make films aimed at an international market, 
using Rafferty’s overseas reputation and his contacts in international distribution. This 
decision also reflected what Robinson felt was an entrenched barrier to success in the home 
market—the public view that “Australians couldn’t make feature films and shouldn’t…it was 
something that Americans did. It [The Phanton Stockman] was very much designed to be 
acceptable outside Australia. We didn’t even know how to get a release in Australia, that’s 
how anti-production and anti-Australian films everybody was.”257  
 
The group developed a storyline set in outback Australia, drawing on both the exotic 
spirituality of Aboriginal culture and classic tropes from the western genre. Chips Rafferty 
raised £10,800 from a group of Sydney Businessmen, with Frank Packer the main investor, 
and the film was shot in 26 days in July 1952 in Alice Springs. Rather than use a leading 
lady with a radio background, Robinson cast model Jeanette Elphick in the film, another 
strategy that helped with the film’s box-office appeal.  
 
Story Synopsis 
After her father dies in mysterious circumstances, ranch owner Kim Marsden summons the 
legendary “Sundowner”—a man named Fred Simpson—who arrives with his aboriginal 
tracker Dancer. Together they discover a gang of cattle thieves who are trying to take control 
of the property for the neighbouring landowner, Stapleton. After being captured by the gang, 
Simpson communicates to Dancer using spiritual Aboriginal telepathy and is rescued. He 
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then fights off the gang, forces Stapelton to confess the murder of Kim’s father and rides off 
into the distance, leaving Kim safe in the embrace of her station hand Frank.  
 
Commentary 
Whilst the film’s narrative lacks pace at times and the production values reflect the low 
budget, the drama of the story, the short running time and the unusual Aboriginal mysticism 
make it an easy-to-watch genre piece. Before the film had been screened in Australia the 
rights had been sold to New York based USA distributor Astor Pictures (as Return of The 
Plainsman) for US$35000, to British distributor Renown Pictures for £7500, and to the 
Indian subcontinent for £1000. This ensured a decent return for investors and the confidence 
for Rafferty and Robinson to continue with a low-budget genre strategy aimed at overseas 
audiences. Heath—who had constant battles with Robinson and Rafferty during the making 
of the film—left the partnership with the aim of forming his own production company to 
make a feature called The Jackaroo258—but the plan never came to fruition and The Phantom 
Stockman was the last narrative feature film he shot.   
 
The Adelaide Advertiser stated that the film was “a sincere all Australian attempt to capture 
the true atmosphere of Central Australia, and the dry, rugged scenery has been well 
photographed.”259 
 
Detailed Plot 
With music in the classic “western” style, a lone horse appears, dragging the dead body of its 
rider, Jim Myers.  
 
Later at the funeral of the dead man at Alice Springs’ cemetery, a young woman named Kim, 
dressed in black, is driven back to her property by neighbour Mr Stapleton and her station-
hand Frank. 
 
That night, while an Aboriginal corroborree sounds in the distance, Kim talks with Frank 
about the dead man—her father. She asks Frank to take over as manager of the property, 
declaring she will not leave until she finds out who murdered her father.  Frank argues that 
he is no cattleman and wants her to sell out. He thinks her father’s death was an accident, and 
they argue about details. She tells him that she has sent for “the Sundowner” a man who 
speaks all languages and knows the ways of the land—a man who Frank says is a myth.  
 
Outside at the corroboree, the Aboriginals communicate across the land using the power of 
the mind and small fires. A message finally arrives at the camp of Fred Simpson who saddles 
up and heads for the property with his sidekick Dancer. At one stopover he plays with a baby 
kangaroo, and at another he finds the painter Albert Namatjira. He comes across a cattle 
herder and hears that the blacks aren’t happy in the region and that “the Sundowner” has 
been summoned.  
 
Back at the station, men are trying to break horses with Kim and Frank watching. Kim 
mentions that Mr Stapleton has offered to buy the property but she’s not selling. 
 
In the bush at a rough camp near the station, a group of men get news from an Aboriginal 
named Skeeter that The Sundowner is arriving. The boss of the group (not revealed) decides 
that there will have to be “another accident.” 
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As Fred and Dancer continue their journey through a narrow gully, the men attempt to crush 
them with a rock fall. Fred escapes harm and realises that it was deliberate. He rides on to the 
property where Frank tells him there’s no work. Kim arrives and suggests they hire Fred. 
Kim and Frank then get news that some cattle have been stolen. 
 
That night Fred finds Skeeter—acting suspiciously—and tells him to be careful. He then 
talks to Kim telling her that he is really “The Sundowner”, come to help her.  She tells him 
the details of her father’s death. 
 
The next day Kim, Fred and Dancer ride out to investigate. They find tracks and a used 
match, as well as remnants of the special “boots” that the thieves used to avoid leaving 
tracks. After a while Dancer finds some horse tracks—especially one belonging to a fancy 
horse. Kim returns while Fred and Dancer follow the tracks. They come across Jack Roxy 
and The Moth (from Stapleton’s property) who claim they are looking for a couple of horses 
with the 7S brand.  
 
They ride on and come across Frank. 
 
Meanwhile Kim arrives back at the property and goes to have a shower.  
Mr Stapleton comes asking for Skeeter and is told he has gone for good. He sees Kim 
dressed only in a robe and tries to kiss her. They struggle until Frank arrives and a fight 
ensues. When Stapleton pulls a gun, Fred arrives and Stapleton leaves. Frank notices that his 
horses hooves match the tracks they saw—but Frank tells him that the horse belongs to 
Roxy. Fred says he’s going into the bush for a few days and Kim tells Frank that Fred is 
“The Sundowner.” 
 
From a hill, Fred and Dancer watch over some cattle when Stapleton and his two cronies 
arrive to steal some of them. As they make their way off with their booty, Fred and Dancer 
follow them into a small gully. Concerned they may be spotted, Fred tells Dancer to return to 
the property while he waits for nightfall.  
 
When it is dark Fred tries to creep into the gully but is caught by The Moth. He is taken to 
see Stapleton who knocks him unconscious and has him tied up. When he wakes he starts to 
use aboriginal magic to communicate. At the station, a special corroboree starts and Dancer 
tells Frank and Kim that Fred is in trouble.  
 
As men come to collect the stolen cattle, Fred is thrown a knife so that he can escape. He 
knocks out The Moth and a shoot out starts. Fred shoots Roxy and the thieves escape on 
horseback, chased by men from the station. Stapleton escapes on foot followed by Fred. Fred 
traps Stapleton and makes him confess to the murder of Kim’s father when Frank arrives. 
Frank leads Stapleton away and Frank and Kim kiss as Dancer and Fred head into the 
country.  
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Production Credits 
Astor Pictures 
Music written by Wiliam Lovelock 
Arranged and played by Don Andrews 
Musical Director—Loch Townsend 
Photography by George Heath 
Editing Gus Lowry 
Recording Hans Wetzel & John Heath 
Produced at Supreme Sound Studios 
Produced by Chips Rafferty & George Heath 
Written & Directed by Lee Robinson 
 
Chips Rafferty—The Sundowner 
Jeanette Elphick—Kim Marsden 
Max Osbiston—Frank McLeod 
Guy Doleman—Mr Stapleton 
Henry Murdoch—Dancer 
Rob Darken—Jack Roxy 
Joe Scully—The Moth 
George Neil—Skeeter 
Hawkeye Tim—Chungidor 
Bill Gregory—Drover’s Cook 
Albert Namatjira—himself 
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FILM KING OF THE CORAL SEA 

YEAR OF RELEASE 1954 
PRODUCTION COMPANY SOUTHERN INTERNATIONAL 

DURATION 85 MINUTES 
 

SCREENPLAY CHIPS RAFFERTY, LEE ROBINSON 
DIRECTOR LEE ROBINSON 

PRODUCER CHIPS RAFFERTY 
 
 
Context 
Bouyed by the success of The Phantom Stockman, Robinson and Rafferty immediately 
formed Southern International Productions—the vehicle they intended to use to make “at 
least one Australian picture a year.”260 These would all be relatively low budget support 
pictures, aimed at the American market and filmed in the outback to avoid competing with 
the studio-based cinema of Hollywood.  
 
In order to get around the £10,000 capital issues restriction (which Robinson considered too 
low to make a decent film), financial advisor Charles Harvey created a debenture scheme 
that would enable Robinson and Rafferty to raise whatever amount they needed. “With the 
debenture scheme we could have gone for a hundred thousand, which of course was unheard 
of. Thirty or forty thousand pounds was pretty reasonable then.”261 With this financing 
mechanism, a clear vision to make adventure-based support pictures for a known 
international market, and Rafferty’s leading man status, the business model seemed assured.  
 
With a budget of £25,000, King of The Coral Sea (originally called The King of Arafura) was 
an idea that Robinson had planned to make with the abortive One World Film Productions 
company after his work on The Pearlers (1949)—a documentary short made for the National 
Film Board. Rafferty and Robinson felt that the exotic location of Thurday Island, along with 
new developments in diving technology would make a perfect backdrop for a relatively 
straightforward mystery.  
 
With complicated logistics, underwater sequences, a six-week shoot on Thursday Island, and 
a bigger cast (including Rod Taylor in his first feature film), the budget for the film was 
more than double that of The Phantom Stockman. Yet Rafferty’s ruthless control of costs, 
and a network of overseas buyers already primed for the film, minimised the business risk.262  
After the Thursday Island location shoot wrapped in October 1953, the production moved to 
Green Island where Noel Monkman shot the underwater scenes for the film. The rest of the 
cinematography was under the control of Ross Wood who had shown his flair in Captain 
Thunderbolt. 
 
Story Synopsis 
After finding a dead body at sea, Thursday Island pearling skipper Ted King gets involved in 
a hunt for Hong Kong people smugglers. Helped by his boss Peter Merriman and deckhand 
Jack Janiero, they start to track the smugglers who have local assistance in the small 
community of Thursday Island. When King’s daughter Rusty is kidnapped, Merriman, King 
and Jack use the new technology of aqualung diving to help rescue her and bring the 
smugglers to justice.  
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Commentary 
Robinson’s strategy for using exotic locations to compensate for weaknesses in other 
production areas—notably his light hand (as an ex-documentary filmmaker) directing 
actors—once again proved sound, and the film was well received and recouped its 
production costs “three weeks after the final print was delivered” and well before its 
Australian distribution.263 “We got £25,000 for the US rights in the first deal, it earned 
£40,000 in England, and it earned £25,000 in Australia.” 
 
The Argus praised the film as having “plenty of true atmosphere and brisk action. Crisply 
edited and well planned this production is by far best locally made movie to date.”264 The 
Australian Women’s Weekly was more sober, calling the film “a neatly handled, 
unpretentious example of domestic film-making”265 although the Adelaide Advertiser felt 
that “tacked onto some very interesting shots of underwater hazards and beautiful scenery 
around Thursday Island and the Arafura Sea, is an unconvincing story about the smuggling 
of prohibited immigrants into Australia.”266 
 
Detailed Plot 
The film opens with dramatic shots of two luggers racing to harbour, Ted King skipper of 
one and Josef the other. A lookout spots a dead body in the water and Ted slows to collect it. 
They don’t recognise the man who is “city dressed.”  They raise a dead man flag to notify 
the other boats in their fleet, and Ted spots that one of his crew has taken the dead man’s 
wallet. He takes it from him and they sail into harbour. 
 
At the dockside on Thursday Island Rosalind (Rusty) King (Ted’s daughter) is carrying 
diving equipment when they spot the dead man’s flag. Thinking they have lost a diver, she 
runs to warn Janeiro. The police also see the flag and head out to the boat. The police don’t 
recognise the dead man and agree to talk to Ted later.  
 
Ted meets his daughter and Janeiro who deliver Ted a message that Merriman (Ted’s boss 
and the “playboy of the South Pacific”) is arriving to run the business. When Ted leaves, he 
forgets that he still has the dead man’s wallet.  
 
About to visit the police, an unknown assailant knocks out Ted and his pockets are searched. 
Nothing is taken. Later Ted realises that it was the wallet the attacker was after, and hands it 
to police. The police admit they are after some smugglers and have a top-secret letter from 
Canberra about men arriving illegally. Ted agrees to come in on the investigation.  
 
Janiero (Jack) finds the town drunk Grandi snooping in Ted’s office and throws him out 
before they go to meet Merriman.  
 
At the harbour Grandi reports back to Yosef that he didn’t find the wallet. Ted tells Jack that 
he’s working with the police on a smuggling operation and Merriman arrives.  Jack tells 
Yosef to bring Merriman’s bags to the house but warns him not to hang around the house 
and talk to Serina (Yosef’s girlfriend).   
 
Jack talks to some boat owners about their last voyage, and starts plotting the trip on chart 
maps, noting Weekend Island where they found the dead body. Ted joins him and reveals 
that the dead man was a Federal Government agent following someone from Hong Kong. 
Ted says that they will head out to Weekend Island to have a look at what’s going on.  
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Ted gives Merriman a quick explanatory tour of the town and office. Merriman declares he 
doesn’t want to take over the business but is just looking for improvements.  
 
That night there is a ceremonial welcome dance for Merriman who meets Rusty for the first 
time. Rusty offers to show him around the island and he says he will take her up on the offer. 
 
The next day Rusty meets Merriman and they spend time together fishing, swimming and 
catching turtles, with Grandi spying. Merriman decides to join the party on their trip to 
Weekend Island. 
 
Ted’s lugger drops anchor at the Weekend Island and he argues with Merriman about 
production costs. Merriman declares that he has experience with aqualung diving techniques, 
which he thinks would be better than the current helmet and pump system.  
 
Ted suits up and dives to the bottom, 30 fathoms down. He collects some shells before his 
air-hose gets snagged. Merriman grabs his aqualung gear and tries to rescue Ted by clearing 
the snagged line. However he cuts his own hand and returns to the surface. With the boat 
drifting away fast and Ted’s airhose likely to snap, Merriman returns with his hand bandaged 
and a spare diving helmet. Ted’s helmet starts to fill with water but Merriman uses his air 
supply to refill it before passing Ted the spare hemlet. They make the swap successfully and 
head back to the boat. Ted has to make a decompression stop and Merriman makes it to the 
boat to the admiration of Rusty and Jack.  
 
Later Ted and Jack decide to go ashore to take a look around, pretending to get fresh water. 
Jack has a gun and covers Ted as he heads for the stream. He spots a tent and develops a 
theory that Josef is somehow behind the mystery.  
 
Back on shore Grundy meets Yosef before Jack arrives to ask what is going on. Jack and 
Yosef fight in the water before Ted steps in and fires Yosef, which was their plan all along.  
 
Rusty comes to see Merriman with a message from Ted but is sent away by Serina who lies 
that Merriman is at the reef. She heads down there to join him and is kidnapped by Josef. 
Ted rings Merriman when he doesn’t show and they realise that something has happened to 
Rusty.  
 
Merriman gets the truth from Sarina while she is praying and Grundy tells Ted that he has 
Rusty. He wants Ted to do nothing for 48 hours or else she will die. Jack follows Grundy 
while Merriman talks to Ted. They know that Rusty will be taken to Weekend Island and 
Merriman hatches a plan to follow them using the aqualung gear.   
 
Yosef and Grundy arrive at the island with guns, followed by Jack, Ted and Merriman who 
have hitched a ride on the bottom of their boat using the scuba gear. Ted and Merriman 
follow them to the camp where Rusty is tied up and a man from Hong Kong is waiting. Jack 
drives away Grundy’s boat, and when the three bad guys follow to see what is happening 
with their boat, Merriman rescues Rusty and Ted shoots a spear at Grundy, wounding him in 
the arm. Yosef pursues Ted in the mangroves and is about to shoot him when Ted gets him 
with a spear gun. The police arrive as the man from Hong Kong shoots himself. Ted captures 
Grundy and hands him over to police.  
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Jack takes Merriman and Rusty to the boat as Ted tries out the scuba gear. As he gets to the 
boat, he pulls the two kissing lovers off the back of the boat and swims away underwater.  
 
 
Production Credits 
Production Associate—Hugh Molesworth 
Assistant Director—Dennis Hill 
Camera Assistant—Bobby Wright 
Second Unit Camera—Keith Loone 
Chief Electrician—Warren Mearns 
Head Grip—George Hughes 
Continuity—Joy Cavill 
Photography—Ross Wood, by arrangement with Supreme Sound Studios 
Recording—Hans Wetzel 
Editing—Alex Ezard 
Western Electric Recording 
Director of Underseas Photography—Noel Monkman 
Assistant Camera—J. Jackson 
Music Score—Wilbur Sampson 
Technical Advsiers—The pearl shell divers of the Torres Straits 
Produced by Chips Rafferty 
Directed by Lee Robinson  
 
Chips Rafferty—Ted King 
Charles Tingwell—Peter Meriman 
Ilma Adey—Rusty King 
Rod Taylor—Jack Janiero 
Lloyd Berrell—Yusep 
Reginald Lye—Grundy 
Frances Chin Soon—Serena 
Charles Peverill 
Salapata Sagigi 
Jack Assam 
Charlie Juda 
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FILM THE BACK OF BEYOND 

YEAR OF RELEASE 1954 
PRODUCTION COMPANY SHELL FILM UNIT 

DURATION 66 MINUTES 
 

SCREENPLAY 
JOHN HEYER, JANET HEYER, 
ROLAND ROBINSON 

DIRECTOR  & PRODUCER JOHN HEYER 
 
 
Context 
Created in Britain in 1934, The Shell Film Unit expanded its activities internationally with 
the aim of subtely influencing and enlightening the general public on a range of documentary 
subjects—not necessarily directly related to Shell products and services. From 1940 onwards 
Shell in Australia was one of the most significant private organisations both sponsoring and 
making its own productions, and founded the Shell Film Unit Australia in 1948. The unit 
trained and provided careers for filmmakers at a time when feature film production was at an 
all time low, and distributed its large collection of work through its own network of small 
cinemas, as well as schools and other non-commercial venues.  
 
John Heyer had worked for both Frank Thring’s Efftee Productions and Cinesound before 
joining the crew of Harry Watt’s The Overlanders in 1944 as Second Unit Director. Inspired 
by Watt’s approach to drawing the landscape into his cinematic storytelling, Heyer joined the 
National Film Board (at the same time as Lee Robinson) and produced a number of short 
documentaries before moving to head up the Shell Film Unit. In 1952, Heyer was instructed 
to make a film “reflecting the essence of the Australian character” and chose the 500 
kilometre postal run of The Birdsville Track as his subject.267 With complete artistic control 
(Heyer co-wrote, directed, edited and produced the film), a lengthy research and 
development process, and a budget of £12,000, Heyer made what became one of the most 
celebrated documentary feature films of the period.  
 
Story Synopsis 
Heyer reconstructs life along the Birdsville Track, following the mail delivery truck of Tom 
Kruse who battles across desert, river and stony bushland to bring post and supplies to 
isolated settlements and individuals living in remote and treacherous locations. The journey 
starts in Marree with an Afghan camel herder, and ends in Birdsville. Along the way are 
recreations of ghostly tales and voice-over recollections from individuals who live in the 
harsh landscape. 
 
Commentary 
Lying totally outside the commercial system of film production, distribution and exhibition 
at the time, the film stands out as an example of what could be achieved by a small, 
relatively independent team when resourced sufficiently through script development and pre-
production (and with no pressure to produce a financial return). Shell distributed the film in 
Australia using its own theatrettes and local town halls across the country, estimating that it 
was seen by more than 750,000 people. The film won also gained huge praise 
internationally, winning the Grand Prix Assoluto at the Venice Film Festival in 1954.268 
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Detailed plot 
The film opens with scrolling text—over a backdrop of desert sand—explaining that “the 
development of inland Australia largely depends upon the men who keep open the supply 
lines and communications—the outback mailmen who operate beyond the reach of road and 
rail.  
 
A voice-over and map introduce central Australia and a lonely track of 330 miles—the 
Birdsville Track. Images of animals live and dead, skeletons, fossils, and the words of Burke 
& Wills give way to the present day and a huge truck driven by Tom Kruse comes into view. 
It carries supplies and mail for lonely cattle stations. A young Aboriginal boy helps Kruse, 
along with an older man named Henry.  
 
In the small settlement of Marree where Tom is fixing his truck, a pair of camels pulls a cart 
with a mix of white men, Afghan and Aboriginals. We meet Bejah “the giant Afghan” as he 
prays with his Koran. A train arrives and Tom stocks up with more supplies and mail. He 
heads off with a couple of extra young boys on the back. He drops them off at the gates to an 
outback station and heads into the desert. 
 
He passes a mob of Queensland drovers with their cattle, and then a steaming artesian well. 
At night he drives on past ghostly dead trees and dingoes, and gets stuck in some soft sand. 
Explaining that the last time they were here it took two weeks to get the truck out, both Tom 
and Henry provide voice-over commentary as they free the truck. 
 
The next day at Etadinna cattle station Ida speaks on the radio to Dora about local news 
when Tom arrives. They unload various items for workers at the station and Tom has a cup 
of tea with Ida whilst Henry takes a wind up record player and plays a record to amuse some 
children. Tom leaves with Ida reporting his departure on the radio. He is accompanied by 
Henry and Malcolm. 
 
At Coopers Creek the voice-over continues, explaining the difficulties of drought and flood. 
Tom is forced to transfer cargo to a small boat as Henry cooks some steak. The plan is is to 
cross the water and load up a second truck that is left there. Tom relaxes and reads his mail, 
and the party listen to the radio, hearing a distress call from Mrs MacDonald who can’t get 
through to the Flying Doctor. Tom acts as intermediary between Mrs Mac and the Doctor 
who agrees to visit her that afternoon.   
 
Malcolm and Tom take their boat across the Cooper but it stalls and Tom falls in the river 
restarting the engine. Henry watches from their small camp. When Tom reaches the other 
side of the creek, they find their other truck.  
 
We meet Jack the Dogger at the deserted ruins of a mission. Jack hunts dingoes for a reward 
and spends the night with Tom and Malcolm—who was raised on the mission (and who has 
a German-Aboriginal accent). Malcolm wanders the ruins of the mission accompanied by a 
voice-over and finds the grave of Herman Vogelsang, who established the mission and 
brought him up. In the ruined church he hears the voices of the choir.  
 
The next day the truck continues arriving at Mulka, halfway to Birdsville where they deliver 
a tiny store some supplies. Then onto a small station called Mungarani—one of the oldest 
settlements on the track before arriving at Clifton Hills, the last station before Birdsville. 
They pass old graves, rusting vehicles and the ruins of other houses.  
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The narrator then tells the story of the mother of two children—Jesse—who died while her 
husband was away. Dissolving into a re-enactment of the story we follow Sally and Roberta, 
the two girls as they leave the home and their dead mother and head towards the track with 
their pet dog and a billy-cart of supplies. They loose their way and abandon their dog in 
order to save water. They pushed on into the desert. Two days later their father followed 
their tracks but they were never found.  
 
Back at Tom’s camp, the wind is up and Tom and Henry pack up and get going for the last 
part of their journey. 
 
In Birdsville, the narrator introduces a collection of the local characters—the local 
policeman, children and Rainmaker Joe—dancing for rain. Tom approaches the settlement 
and picks up a woman and her daughter who need a ride to Birdsville. In town, the post 
office and bar get opened and a nurse reports on the radio that Tom has arrived. The news is 
reported back down the track and Tom and Henry unload their cargo. The residents of the 
town all wander to their homes with mail, stores and new parcels.  
 
Production Credits 
Photography—Ross Wood 
Assistant Director—George Hughes 
Sound Supervision—Mervyn Murphy 
Sound Recordist—John Heath 
Assistant Camera—Keith Loone 
Production Assistant—Max Lemon 
Dialogue & Narration—Douglas Stewart & John Heyer 
Script Collaborators—Janet Heyer & Roland Robinson 
Music—Sydney John Kay 
Supreme Sound System 
Shell Film Unit, Australia 
Written & Directed by John Heyer 
 
Tom Kruse 
William Henry Butler 
Jack the Dogger 
Old Joe the rainmaker 
The Oldfields of Etadinna 
Bejah 
Malcolm Arkaringa 
And the people of the Birdsville Track 
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FILM LONG JOHN SILVER 

YEAR OF RELEASE 1954 
PRODUCTION COMPANY TREASURE ISLAND PICTURES 

DURATION 106 MINUTES 
 

SCREENPLAY MARTIN RACKIN 
DIRECTOR BYRON HASKIN 

PRODUCER JOSEPH KAUFMANN 
 
 
Context 
In February 1953, Prime Minister Menzies announced the formation of a Royal Commission 
on Television with an aim to expanding the previous government’s policy of a nationally 
owned network (the British model) to include a second tier of commercial broadcasters (the 
American model).269 With television licenses up for grabs, Colin Scrimgeour, who was still 
trying to sell Captain Thunderbolt (1953), ramped up his vigourous campaign to establish his 
production company, Associated TV Pty Ltd, as a serious contender. With hopes for 
producing local content, Scrimgeour had already acquired the lease over Ealing’s Pagewood 
studios earlier in the year, referring to it as “television city,”270 and in March 1953, 
announced that the company had started production with films starring actress Mary Parker 
and singer Smokey Dawson and had plans “to produce between 10-12 minutes of television a 
day.”271 However, by December 1953 Scrimgeour had found an alternative use for the 
studios, renting them to Treasure Island Pictures Pty Ltd, a company that had been 
established by American producer Joseph Kaufmann in order to make both a sequel to the 
1950 feature film Treasure Island, and a television series spin-off.272 The sequel Long John 
Silver: Return To Treasure Island was to be shot in both regular format and wide-screen 
Cinemascope at the same time, and the 26 part television series was to be made using 
predominantly the same cast and crew wherever possible.  
 
Kaufman was the majority shareholder in Treasure Island Pictures Pty Ltd, with the film’s 
director Byron Haskin, writer Martin Rackin and actor Robert Newton (who played the lead 
role of Long John Silver) as the other owners. Kaufmann explained that this arrangment (key 
creative people acting as investors rather than employees) saved US$1million in production 
costs, which was half the normal budget at that time. Kaufmann also announced that the 
company would make three other feature films after Long John Silver, (one of them based on 
the Colin Simpson novel Come Away Pearler) with Scrimgeour supporting the long-term 
venture with a £300,000 upgrading of Pagewood.273  
 
Production began in May 1954 with investment support from Twentieth Century Fox, and 
the film was completed in time for Christmas the same year.  
 
Story Synopsis 
After hearing that his old friend Jim Hawkins has been captured by the pirate Mendoza, who 
has also kidnapped the Governor’s daughter, Long John Silver organises to help with ransom 
negotiations in order to find Mendoza, rescue Jim and return to Treasure Island where more 
treasure is buried. When he finally meets Mendoza, Long John Silver convinces him of a 
plan to divert the Governor’s ships and sack the Treasury, but Mendoza tries to kill Long 
John Silver who is saved by his carefully hidden crew. Long John Silver then discovers that 
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Jim has a medallion that reveals the exact location of the treasure on Treasure Island. He 
tries to divert a ship but is left stranded on a small island that turns out to be Mendoza’s 
hideout. After fighting Mendoza, Long John Silver and his men—with Jim—steal 
Mendoza’s ship and make their way to Treasure Island where blind Isreal Hand has been 
waiting for revenge. They find the treasure, defeat Mendoza—who has chased them to the 
island—and return home, Long John Silver managing to avoid getting married to long-
suffering pub owner, Purity.  
 
Commentary 
The film is a rollicking colour adventure with a convoluted plot and continuous moving 
action, Robert Newton providing a caraciture of a performance in the central role as Long 
John Silver. Australia’s Sunday Herald described it as “lusty entertainment…that suffers 
badly from the sentimentalised relationship of the two main characters.”274 British critics 
were harsher, The Times describing it as “confused, dull, repetitive and overlong” and The 
Evening Standard declaring: “let us hope that this unfortunate picture will end sequels for all 
time.”275 
 
With disappointing box-office results Kaufman abandoned his plans for further Australian 
feature film production, although he continued as producer of the television series of Long 
John Silver.  
 
Colin Scrimgeour lost his battle to acquire a television license in Sydney when powerful 
conservative forces discredited him as a radical communist who had been sacked from his 
Government position in New Zealand. The Sydney license was awarded to the Frank Packer 
led consortium—Television Corporation Ltd—a company that included both Hoyts Theatres 
Ltd and Greater Union Theatres Ltd as shareholders.276 Burdened with debt, Scrimgeor 
wound up Associated TV Pty Ltd, but retained the lease of Pagewood Studios until it was 
sold to General Motors Holden for car manufacturing in 1958.  
 
Detailed Plot 
After a laughing drunk breaks glasses in a dingy inn run by a woman named Purity, red-
coated Long John Silver throws a knife at the man and his friend, breaking up the trouble.  
But as the men leave the pub, one of them is stabbed, and with his dying words he tells Long 
John Silver that he and his ship were taken by Mendoza’s men on their last trip, and the crew 
included a cabin boy named Jim Hawkins.  
 
Long John Silver argues with his crew about the best way to return to Treasure Island where 
treasure is still buried, and it is revealed that there is a medallion with writing on that tells the 
location of the treasure. Long John Silver convinces his men that they should go to see the 
Governor as part of his plan, and they overpower the guards at Government House to enter. 
 
Inside, Governor Sir Henry Strong is at a loss about how to deal with Mendoza who has 
kidnapped his daughter and demanded 1000 golden soverigns in return. Long John Silver 
arrives and offers to help save the girl by offering Mendoza a swap of girl for gold on a 
deserted beach. The Governor agrees to Long John Silver’s plan, and says he will have three 
boats at the ready to chase Mendoza at Long John Silver’s signal. 
 
On a deserted beach, a ship lies offshore while Long John Silver’s men wait for signs of 
Mendoza. A small boat lands ashore and three men leap out and find the golden sovereigns 
buried. One of the men then shoots his two accomplises before returning to the boat to row 
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back to ship. Hidden in the boat is Long John Silver who takes the gold from the man and 
accompanies him aboard to meet Mendoza.  
 
Long John Silver reveals the deal he made with the Governor to Mendoza and suggests that 
they can divert the Governor’s ships and sack the treasury while he is away. Long John 
Silver also meets Mendoza’s cabin boy—Jim Hawkins—his old friend from previous 
Treasure Island adventures. 
 
Mendoza and Long John Silver put their plan to divert the Governor’s men into action, and 
as Mendoza’s crew makes their way to the Government store, Long John Silver talks to Jack, 
finding out that he has the medallion with the missing instructions about the whereabouts of 
treasure.  
 
In the Governor’s store Long John Silver and Mendoza find the Governor’s daughter and 
Mendoza is about to kill Long John Silver when all of Long John Silver’s men burst out of 
barrels and fight. Long John Silver’s men win and they send Mendoza back to his ship. Long 
John Silver keeps the ransom gold, the government stores and the girl. Long John Silver 
decides he will exchange the stores for a ship. 
 
Returning his daughter safely along with the gold ransom, Long John Silver tells the 
governor that Mendoza took the stores. Long John Silver asks if he can take Jim Hawkins 
into his care, but is told that Jim will join a ship—The Thistle—returning to England the next 
day. Long John Silver tries to trick Jack into giving away his medallion in an exchange of 
gifts but is foiled.  
 
Long John Silver returns to the inn and gives Purity a gift in order to get some rum. She 
decides it is time they got married and starts preparations. 
 
Long John Silver creeps into Jim’s room and tells him about the value of the medallion 
around his neck, and agrees to take Jim with him the next day so that they can return to 
Treasure Island. When Jim wont give him the medallion they fight and Long John Silver 
falls out of the window.  
 
The next day, a soldier comes into the inn looking for two men (Long John Silver and his 
one-eyed mate) who have sacked a plantation. Purity saves Long John Silver from arrest and 
continues her plan to marry. 
 
Captain McDougall from The Thistle arrives at the inn and explains to Long John Silver that 
he needs men. Long John Silver agrees to find a crew for him.  
 
A coach arrives at the inn and the Governor’s daughter Elizabeth lets Jim out. Jim apologises 
to Long John Silver for their fight, and Long John Silver explains that he is going back to 
England to face trial. If his name is cleared he will then return to Treasure Island with Jim. 
Long John Silver reads the writing on Jim’s medallion and they swear a blood oath that they 
will keep their plan a secret. Purity arrives and meets Jim before he is taken back to 
Government House, and she shows Long John Silver her wedding dress, explaining the 
Reverend will be ready in an hour to marry them.  
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Meanwhile Long John Silver’s crew is freed from jail and they all make for the shore where 
Capt McDougall is waiting for his new crew. As the Governor’s men and Purity give chase, 
the crew row for the Thistle and set sail.  
 
At sea they are confronted by Mendoza’s ship, but a Navy man ‘o war scares Mendoza off. 
Long John Silver makes a plan to steal the Thistle from MacDougall, but is overheard by Jim 
who tells McDougall. McDougall alters course and the next day land is sighted. MacDougall 
foils Long John Silver’s plan and puts all Long John Silver’s crew—and Jim—on the island, 
which happens to be Mendoza’s secret hideout.  
 
Mendoza arrives at the Island and Jim is sent to start a fire in his hideout while Long John 
Silver and his men steal their long boats and take control of their ship. Stuck on the beach, 
Mendoza swears revenge. Long John Silver sets sail for Treasure Island.  
 
Seeing that Jim is upset by his continuing illegal activity, Long John Silver swears to be 
honest from now on and replaces the pirate flag with the Union Jack. Meanwhile Mendoza 
waits for another of his ships, due in from Barbados. 
 
Long John Silver and his crew arrive on Treasure Island and are shot at. They make for the 
stockade trying to work out who is firing at them, and discover it is Israel Hand, a crew 
member from the old days they thought dead, and who Jim blinded. Isreal refuses to join 
Long John Silver and keeps killing crew members. Fearing death, a handful of the crew 
make a run for it, leaving Long John Silver with Jim and only a handful of men.  
 
Mendoza arrives with his crew forcing blind Israel into the stockade. He offers to save Long 
John Silver’s men in return for safe passage to England. They escape and Mendoza burns the 
stockade.  
 
As Isreal leads Long John Silver away into the bush, they find the location of the gold as 
indicated on the medallion—a secret cave. Jim is separated from Long John Silver and 
chased deep into the cave by Isreal, seeking revenge for his blindness. Jim escapes out of the 
cave to the cliff tops and Isreal falls to his death. 
 
Trying to get back to the cave, Jim sees nightmarish ghosts and gets lost. Finally he arrives 
but is captured by one of Mendoza’s men.  
 
Long John Silver finds his way to Mendoza’s camp offering to surrender if Jim is set free. 
Jim is reunited with Long John Silver but doesn’t want to leave. He joins Long John Silver’s 
men only to find they are about to charge Mendoza’s crew. Mendoza’s crew is driven off and 
Long John Silver saved, but Mendoza returns to fight Long John Silver. He looses and is left 
marooned on the Island. 
 
Back in port the Governor is celebrating with Long John Silver who appears reformed. But 
when Purity arrives ready to get married, Long John Silver escapes into the dawn. 
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Production Credits 
Directed by Byron Haskin  
Written by Martin Rackin 
Producer—Joseph Kaufman 
Original Music—David Buttolph  
Cinematographer—Carl Guthrie  
Editor—Manuel del Campo  
Production Designer—William Constable  
Costume Designers- Karl Raymond  
Edward Bower—wigs  
Elsie Dayne—hair stylist  
Nessa Tait—makeup artist  
Dimitry Ustrizoff—makeup artist  
Hans Adlerstein—assistant director  
Maurie Power—assistant director  
Desmonde Downing—assistant set designer  
Keith Gow—property  
Jerome 'Jock' Levy—props  
Charles Woolveridge—set constructor  
Alan Allen—sound recordist  
Hans Wetzel—sound recordist  
Camera and Electrical Department 
Karl Kayser—camera operator  
Warren Mearns—chief electrician  
Ross Wood—camera operator  
Costume and Wardrobe Department 
William Copland—assistant editor  
Mark Evans—production executive  
Valerie Frost—continuity 
 
Robert Newton—Long John Silver 
Connie Gilchrist—Purity Pinker 
Lloyd Berrell—Capt. Mendoza, 'El Toro' 
Grant Taylor—Patch 
Rodney Taylor—Israel Hands 
Harvey Adams—Sir Henry Strong 
Muriel Steinbeck—Lady Strong 
Henry Gilbert—Billy Bowlegs 
John Brunskill—Old Stringley 
Eric Reiman—Lanky pirate 
Harry Hambleton—Big Eric 
Syd Chambers—Ned Shill 
George Simpson-Little—Capt. Asa MacDougall 
Tony Arpino—Mendoza pirate 
Al Thomas—Mendoza pirate 
Vladislaus Leonidis 
Thora Smith—Elizabeth Strong 
Billy Kay—Ironhand 
Hans Stern—Reverend Monaster 
Owen Weingott 
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Don McNiven—Sgt. Cover 
Elwin Daniel—Dodd Perch (dying pirate) 
Charles McCallum—Old naval officer 
John Pooley—Young naval officer 
Frants Folmer—Sentry 
Fred Goddard 
Kevin Healy 
Jeffrey Bradley 
Nicki Martino—Barmaid 
Kenneth Warren 
John Llewellyn 
James Workman 
Kit Taylor—Jim Hawkins
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FILM JEDDA 
YEAR OF RELEASE 1955 

PRODUCTION COMPANY CHARLES CHAUVEL PRODUCTIONS 
DURATION 101 MINUTES 

 
SCREENPLAY CHARLES & ELSA CHAUVEL 

DIRECTOR CHARLES CHAUVEL 
PRODUCER CHARLES CHAUVEL 

 
 
Context 
Despite the difficulties experienced both with the production and distribution of Sons of 
Matthew (1949) (see page 147), Charles and Elsa Chauvel started to develop their next 
project with no restraints on ambition. In 1950 the Chauvels toured the Northern Territory by 
road, conducting colour cinematography tests and developing a storyline.277 In 1951, “after 
Charles approached Prime Minister Menzies with a request for aid” Chauvel incorporated a 
new public company, Charles Chauvel Productions Ltd, with permission to exceed the 
£10,000 capital limit on filmmaking.278 With 240,000 shares of 5 shillings each, the total 
capital raised by the company was £68,500 (although £8,500 of this was the value of a 
transfer of assets from Chauvel’s existing corporate vehicle Charles Chauvel Enterprises 
Ltd., in return for 34,000 shares). Chauvel also announced that “dollar funds had been 
established in America for additional technical costs if necessary”279—presumably the 
processing of colour film, which could not be done in Australia. Like others before him, 
Chauvel’s ambition for the new company was not limited to making one film but to 
establishing permanent production capability: 
 

The company has been established primarily for the purpose of implementing a policy of 
continuous production of first class motion pictures in this country, concentrating upon 
highly specialised productions ie. with the accent on strong world wide sales appeal and 
written in relation to areas previously well "charted" for the work...This opinion is 
supported by the encouraging results obtained by the three outstanding pictures which have 
already been produced by Mr Chauvel. These pictures have found overseas markets and 
have proved very profitable investments to their sponsors. The method of production in 
each of these films has been to feature a subject rather than personalities, consequently 
inflation of costs as a result of high star salaries has been avoided and production costs have 
been kept at a comparatively low level. 

 
Prospectus for Charles Chauvel Productions Ltd.280  

 
In this case the subject of the Chauvels’ film was Australia’s Northern Territory (the script 
was originally called “the Northern Teritory Story”) with the narrative emerging from an 
amalgam of stories that the Chauvels had heard on their trip, including that of an Aboriginal 
girl brought up by a white family who had disappeared and re-joined her tribal people.281 The 
perceived risks associated with the project—its remote location, use of colour film, the 
casting of aboriginal actors in leading roles, and the difficult nature of the tragic story 
itself—meant that Chauvel’s major supporter—Herc McIntyre at Universal—wasn’t 
prepared to invest in the film.  
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The Chauvel’s had intended the film to be shot at the end of 1951, but by 30 June 1952 the 
project was still in pre-production with £25,000 of their capital already spent.282 One of 
Chauvel’s biggest challenges was casting the lead role of Jedda, and in September 1952 it 
was reported that he had turned down an offer to give the role to American actress Linda 
Darnell along with a US$100,000 production investment “by an American film organisation” 
who would also take the USA distribution rights.283 (The organisation was most probably 20th 
Century Fox, where Darnell had been under contract since 1939—although she was released 
to take on freelance work in September 1952, the time of the offer). Finally, in July 1953, 
Chauvel announced that the part had gone to 16-year-old aboriginal girl Ngaria Kunoth, and 
the shoot started in October.  Fires and the extreme heat made working conditions difficult 
for the production team, and Chauvel was also forced to re-shoot the ending of the film when 
a plane carrying the last reel of raw footage to the London laboratory crashed in Jakarta. 
With the film already well over budget, the re-shoot took place in the Blue Mountains west 
of Sydney.  
 
In June 1953, the accounts of Charles Chauvel Productions Ltd revealed that the film (not 
complete at the time) had cost over £90,000.284 It was completed at the end of 1954, with a 
premiere in Darwin in January 1955, prior to its wider release in Australia in May by 
Columbia Pictures.  
 
Story Synopsis 
A white woman living on a cattle station in the Norther Territory looses her baby at the same 
time that an aboriginal woman dies giving birth to a daughter. The baby—named Jedda—
grows up on the station until she is seduced away to her traditional lifestyle by Marbuck, a 
known aboriginal criminal. Pursued by police and half-caste stockman Joe (who had 
intended to marry Jedda), Marbuck takes Jedda into the high country where his own people 
also reject his plans. With nowhere to run, and having been “sung to death” by his tribe, 
Marbuck goes mad and he and Jedda fall over a cliff to their deaths.  
 
Commentary 
Like all Chauvel’s work, Jedda is a grand exploration of Australian themes—in this case his 
view of the nature of aboriginality and white Australia’s difficult relationship with its 
traditional people. These ideas are revealed in a story that is slow moving and frequently 
melodramatically rendered. As Marbuck, Robert Tudewali glistens with a powerful male 
sexuality but Chauvel never satisfactorily finds an emotional anchor for the film in the 
leading character of Jedda.  
 
The Australian Women’s Weekly felt that the “success of the main-role aboriginal actors, 
plus the grandeur and startling scenery gives Jedda a strong novelty interest.”285 Darwin’s 
newspaper The Northern Standard was more positive, claiming the film to be “by far the best 
produced in Australia. It will be long remembered for the acting of the cast but perhaps even 
more so for the magnificent scenery of The Territory.”286 Keith Manzie in the Argus was 
more critical, believing that, because of the sex and violence portrayed, the film had been 
‘”sacrificed on the altar of the box-office…following the current trend of melodramatic box-
office hits being churned out on the Continent and in Hollywood.” Manzie also felt that the 
film “although bristling with atmosphere and authenticity, emerged as nothing more than 
another movie chase (and a somewhat prolonged and tiresome one) across a lot of 
spectacular Australian scenery.”287 
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The film was substantially cut for the British market, Elsa Chauvel stating in an interview 
later that Rank released it as a supporting feature for “a poor American film” which took 
most of the revenue for the double bill.288 In the USA, the film was re-named Jedda The 
Uncivilised. The film screened in competition at the 1955 Cannes Film Festival and was 
criticised for the quality of its colour. “But the obvious barehanded courage with which it 
had been made provoked a furious defense in others, who saw in it a dramatic triuph over 
primitive filming conditions, with two primitives as its stars; things which would floor most 
pampered European directors after a week on location.”289 
 
The 1956 annual report of Charles Chauvel Productions Ltd (now renamed Jedda Ltd so that 
Chauvel could continue unfettered on his next project) revealed a profit for the year of 
£50,454 but the film as a whole still £60,000 in the red, due to disappointing overseas 
revenue.290  
 
Whilst finishing post-production of Jedda in London, the Chauvels were approached by 
BBC Television to make an Australian version of the African wildlife series created by 
Armand and Michaela Denis (which included Filming in Africa (1955), and On Safari (1957-
59). Once released from their contractual obligations with Jedda, Charles and Elsa Chauvel 
filmed 13 half-hour episodes of a journey from Sydney to Darwin and back again during 
1957 and 1958, and the series was aired on the BBC in England in 1959. It was to be the last 
work produced by Chauvel, who died in November the same year—his plans for a company 
engaging in the “continuous production” of Australian films undermined by the pragmatics 
of his idiosyncratic sole trader approach to filmmaking and the more lucrative offer of work 
in television. 
 
Detailed Plot 
A map of Australia and overlayed text is used to introduce and thank the aboriginal people 
who appear in the film. With dramatic music, the remaining titles preceed a series of aerial 
shots of central Australia. 
 
Using voice-over, Joe introduces himself to the viewer as a half Afghan, half aboriginal man, 
born on Mongala Buffalo Station, the home of Sarah MacMann.  
 
Sarah speaks on the radio asking for a certificate to bury her newborn baby who died while 
her husband Doug was away droving cattle.   
 
On a drove, a newborn aboriginal baby girl is born and the mother dies. A drover named 
Felix takes the baby to Sarah to see what she thinks and she agrees to take the baby in for 
one of the aborignal women to look after. They decide to call her Jedda after the wild bird. 
Meanwhile, Doug gets a message that his baby has died and rushes home. He tries to comfort 
his wife by suggesting she has a holiday, but she wants to stay. 
 
Jedda ends up staying in the house with Sarah, who brings her up as her own daughter, with 
young Joe her only friend.  
 
When the men come home from droving, everyone gets ready—the aborignal women 
washing Jedda and then Sarah dressing her. Doug suggests that Sarah shouldn’t bother trying 
to tame Jedda—her ancient culture is too deep and she risks ending up in “no mans land.” 
Satah thinks it’s her duty to try, and that Jedda has “advanced”.  Doug also tells young Joe 
that one day he’ll be head stockman. 
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Sarah sees the women of the station off on their annual walkabout, but Jedda doesnt go.  
 
Sixteen years later, Jedda is still dreaming about going on a walkabout.  Sarah tells her that 
she isn’t like the others and that she is now like a “white girl” and makes her practice the 
piano. 
 
Joe—now in his twenties—speaks to Doug about marrying Jedda, and Doug suggests Joe 
rescue her from her “crazy piano playing.” Joe arrives as Jedda is indeed going mad at the 
piano, as if being called by her traditional culture. Joe and Jedda ride out to meet the 
aboriginals coming back from the walkabout, and they meet a new man named Marbuck who 
is wearing traditional clothes. When Jedda rides away, Marbuck is warned about getting 
involved with Jedda because he is the wrong tribe.  
 
Joe and Jedda ride to a waterhole and he tells he he wants to marry her and build her a little 
house. She is more interested in dancing a corroboree and being free. Meanwhile Marbuck 
and the others have arrived at the station where Marbuck is sent to make a camp by the river. 
All the aboriginal women watch him with great interest. 
 
While herding goats, Jedda and Marbuck meet and he teases her by throwing a spear over 
her head. When Jedda returns to the station she hears stories about how the black man can 
seduce a woman by singing, and she starts to imagine the possibility of being with a man. 
 
In a dramatic sequence of documentary style shots, the ranchers hunt and kill the buffalo that 
are destroying the waterholes. Joe helps Jedda set up in the camp for the night but she sees 
Marbuck walk past and cannot sleep. She gets out of her tent and follows the sound of 
singing, finally finding Marbuck dancing and charming a snake. She is bewitched and starts 
making her own dance, but is trapped in her foreign culture. She stares at the moon before 
collapsing, waking to see Marbuck singing at her. She walks to him and he speaks to her in 
his language and then drags her away. She screams, he sets fire to the horse yard, and he runs 
away with her. The horses are freed and—as Sarah screams for Jedda—Marbuck pushes her 
into the water and takes her away. Joe decides to chase after them. 
 
Jedda and Marbuck fight and then rest on the riverbank. Crocodiles enter the water, and 
Marbuck forces Jedda to eat snake. She sees the crocodile approaching and Marbuck throws 
burning logs from the fire to scare it away. However another crocodile appears and he 
decides to attack it in the water with a knife.  He is bitten, but after much thrashing forces the 
crocodile to leave.  He crawls back on land and Jedda helps him. They hear a gunshot and 
run away, followed by Joe and two trackers.  
 
One of the trackers is attacked by a crocodile. Joe tries to save him but is too late.  Jedda and 
Marbuck enter a sandy river valley and then start climbing a ridge. 
 
Meanwhile, Peter (a policeman) arrives at the station and tells Doug that he is looking for a 
black man who escaped jail on a murder charge. It is Marbuck, and Doug tells Peter what has 
happened with Jedda. Peter says he knows where they will be heading. 
 
Jedda and Marbuck stop in a cave and Marbuck sings and cooks while Jedda watches, unsure 
what to do. Finally she eats what he cooks and he sings as he mends his fishing spears. When 
Jedda goes to sleep, Marbuck makes a move on her. 
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The next day, Joe sees Jedda and Marbuck on the ridge and follows them, calling her name. 
When Marbuck sees the other tracker taking a drink of water he attacks him with spears and 
the two men wrestle, Marbuck finally overpowering his pursuer. Jedda tries to run away 
from Marbuck but he catches up with her, pulling her up the cliff by her hair. 
 
Marbuck makes a raft from trees and bark, and he and Jedda make off on the river towards 
the country of Marbuck’s tribe, with Joe following on the riverbank.  Joe makes a raft for 
himself and gets onto the river after them. 
 
Marbuck is spotted by other aboriginals, who have already heard by smoke signals that 
Marbuck is coming with a girl from the wrong skin tribe. Knowing this to be a crime, they 
wait for Marbuck on the river, angry. They give him a message stick to meet with the old 
men, and tell him that Jedda must be sent away. Marbuck refuses, prompting the elders to 
banish the two of them, sing Marbuck to death, and have Jedda punished by the women. 
 
With Joe still following, Jedda and Marbuck travel away from the tribe into desert country 
and then up into the hills. Marbuck begins to loose his mind and Joe follows his wild 
laughter. The Police now join the hunt and start climbing the ridge as Jedda and Marbuck 
enter a cave. She is hungry and he tells her that he will die soon. He wants her to die “good.” 
He starts to chase her and she runs out of the cave. Joe hears her screams along with 
Marbuck’s evil laughter as they approach a cliff edge. Joe approaches, trying to convince 
Marbuck to free Jedda, but Jedda and marbuck fall to their death. 
 
With an animation of flying geese, Joe’s voice-over ends the film with a comment about how 
it was probably overambitious to expect Jedda to “be of us in one short life time”, but that 
her soul is happy flying with the wild geese in the dreamtime.  
 
 
Production Credits 
Directed by Charles Chauvel    
Screenplay by Charles Chauvel and Elsa Chauvel    
Original Music by Isador Goodman    
Cinematography by Carl Kayser    
Film Editing by Pam Bosworth, Alex Ezard and Jack Gardiner    
Arthur Browne—sound 
Peter Davies—dubbing mixer 
Produced by Charles Chauvel 
 
Ngarla Kunoth—Jedda 
Robert Tudawali—Marbuck 
Betty Suttor—Sarah McMann 
Paul Reynall—Joe 
George Simpson-Lyttle—Douglas McMann 
Tas Fitzer—Peter Wallis 
Wason Byers—Felix Romeo 
Willie Farrar—Little Joe 
Margaret Dingle—Little Jedda  
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FILM SMILEY 

YEAR OF RELEASE 1956 
PRODUCTION COMPANY LONDON FILMS 

DURATION 97 MINUTES 
 

SCREENPLAY MOORE RAYMOND 
DIRECTOR ANTHONY KIMMINS 

PRODUCER ANTHONY KIMMINS 
 
 
Context 
British naval officer, playwright and film director Anthony Kimmins was stationed in 
Sydney during the war as Chief of Royal Naval Information in the Pacific, and was chosen 
by British film producer Sir Alexander Korda to direct the family comedy Smiley for London 
Films.291  It was based on the book by Australian author and film critic Moore Raymond, 
who was working in Britain at the time, and the rights had been acquired by Korda shortly 
after the book’s publication in 1945.292  Discussions were held with Columbia Pictures in 
Australia in 1946 to make the film after they completed Smithy (1946) but these came to 
nothing.293  Writer Moore Raymond was sent to Australia by Korda to prepare for the 
production—in particular to find a boy to play the central character—but he returned to 
Britain five months later after announcing that the film would be delayed “because no 
suitable director is at present available,”294 implying that no Australian director was being 
considered for the role. (British director Herbert Mason had intended to direct the film but 
withdrew because his wife fell ill).295 At a Hoyts sponsored party in Melbourne in January 
1947, Raymond also expressed his views that “the commercial formula which Hollywood 
had adopted was wearing thin, and public interest was turning strongly to the less 
stereotyped practice of the British industry.” With better light and scenery, Raymond felt that 
Australia should be prepared to take “a prominent part in movie production.”   
 
The film trade war between Britain and America delayed any further discussions of Smiley 
being made in Australia until March 1950, when Kimmins himself came to Australia to 
continue the seach for a leading boy. Kimmins had co-directed Korda’s epic failure Bonnie 
Prince Charlie (1948) starring David Niven, and was best known for writing and directing a 
series of George Formby films before the war. Whilst in Australia in 1950, Kimmins had 
discussions with Ealing about using the Pagewood studios for Smiley but the production was 
once again delayed, and Kimmins returned to Britain to direct five films, three of them for 
London Films. At the time, Korda’s representative in Australia was Colonel A.A.Walter and, 
speaking in December 1950 after Kimmins had returned to Britain, Walter suggested that 
although Australia had a number of “natural advantages from a filmmaking point of view,” 
the small market for film distribution and the expense of making films in Australia “was a 
serious difficulty in the way of making films in this country.” Claiming that it cost more to 
make a film in Australia than in England, he felt that Australian films would only be 
successful if they included stars who were well known overseas.296   
 
Kimmins finally returned to Australia in 1955 after Twentieth Century Fox agreed to help 
finance the £250,000 film, and Kimmins interviewed more than 2000 boys before deciding 
on nine-year old Colin Peterson to play Smiley.297  Apart from Ralph Richardson (who plays 
country vicar Reverend Lambeth) the cast—including Chips Rafferty, Charles Tingwell and 
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Reg Lye—were all Australian. The film was shot by Edward Scaife (who had worked with 
Kimmins in 1953 on The Captains Paradise), with Australian Ross Wood as camera 
operator.  
 
Story Synopsis 
Smiley is a mischevious boy living in a small country town and desperate to save enough 
money for a bicycle before his father returns from a droving trip. He tries various ways to 
earn money—including selling yabbies, bell-ringing, busking and betting on dangerous 
activities—but his plans are frequently foiled and his savings taken away. When a 
commercial traveller named Rankin comes to town illegally selling opium to the nearby 
Aboriginal community, Smiley unwittingly gets involved as a courier. This helps with his 
savings, but his father returns and steals Smiley’s money, losing it on a game of two-up. 
Smiley knocks his father out with a cricket bat and runs away believing he has killed him. He 
meets a swagman, is bitten by a snake and rushed to hospital, waking to discover that Rankin 
has been captured and the local vicar has bought him a new bike.   
 
Commentary 
The film is a well crafted, colour adventure with strong performances from the large cast –
who round out the stereotypical characters involved in Smiley’s series of pranks. Episodic 
and light, the film comes to an abrupt end in a neatly contrived conclusion but the charm of 
the film’s characters carry the narrative shortcomings. The film depicts rural life in post-war 
Australia in a warm and honest way, not shy of depicting the poverty, gambling and drinking 
of the white population nor the squalor and effects of drugs in the Aboriginal community. 
(The references to illegal drug caused the film to be banned in America).298 Whilst Kimmins 
had made the British noir Mine Own Executioner (1947), he was a highly versalite director 
and keeps the tone of Smiley warm, bright and breezy, his young audience clearly in mind.  
 
The film was warmly received by critics, The Argus saying “Australian kids will reckon this 
is corker…and adults will enjoy the refreshing bush town atmosphere.”299 It also broke box-
office records in Australia300 and made a healthy profit for London Films,301 but Alexander 
Korda didn’t live long enough to enjoy the benefits—he died in January 1956, six month’s 
before the film’s release.  
 
Detailed Plot 
A man on a horse arrives at a pub where Bill promptly takes the horse and rides to a church 
where a minister is about to baptise a baby. Arguing wiih the child’s mother, Bill demands 
the child be baptised “Smiley” and—after a look at the baby’s face—the Minister agrees. 
 
Years later, Smiley is playing with his friend Joey, pretending to be a bushranger. They spy 
on Sargeant Flaxman who is impressing the young teacher Miss Workman—recently arrived 
from England—with tales of snakes, bush rangers, opium smugglers and willy-willies. 
Smiley takes a ride on the Sargeant’s bike and crashes it. He and Joey return the damaged 
bike and run away, and when the Sargeant tries to ride it, he crashes into the bushes with 
Miss Workman watching. 
 
Smiley’s mother—who does washing for a living—tells Smiley to deliver the washing of a 
more wealthy family (The Stevens), and when Smiley arrives he has an argument with spoilt 
young Fred and Mrs Stevens, before Fred’s father comes to the rescue, allowing Smiley to 
borrow Fred’s catalog. 
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Smiley and Joey go fishing and Smiley decides he will catch crayfish and sell them so he can 
buy a bike by the time his father—who is on a cattle drove—returns home. 
 
Smiley and Joey get a lift with Rev. Lambert, and Smiley tells him of his plan to buy a bike. 
Lambert gives both the boys sixpence. They continue to Mr Rankin’s house and try and sell 
him some crayfish. He refuses until Miss Workman passes by when he gives them sixpence. 
Smiley and Joey head off to Willy’s store to try and sell the rest of their crayfish but Joey 
spends his money on lollies. Smiley resists the temptation to spend anything, determined to 
save for his bike.  
 
Smiley’s mother puts Smiley to bed, but once the lights are out, he cuts out the image of the 
Raleigh bicycle from the catalog and prays to God that he can get the bike before his 
father—still on the muster—returns. 
 
At school, the Head Master Mr Stevens is asking the class about what to do if they get lost in 
the bush. Smiley reveals to the class that he wants a bike and Miss Workman tells him that 
the Sargeant wants to see him at lunchtime.  
 
Smiley visits the Sargeant and tells him a story about how he saw a bushranger stealing the 
bike. The Sargeant laughs and tells Smiley that he will have to work off the cost of repairing 
the bike. When Smiley tells the Sargeant that he wants to save for a bike of his own, the 
Sargeant says he will help him raise money. 
 
At Fred’s house, Fred tells his father that Smiley has bet various boys at school that if he 
puts rosin on his hands it will split the cane when he is punished. The bet is to help further 
his collection for his bicycle.  
 
The next day at school, Smiley deliberately gets into trouble—firstly using his imagination 
when reading aloud and then for using the word “bum”. Sent to the Headmaster’s room 
Smiley rubs rosin on his hands but the Headmaster foils Smiley’s plan and applies the cane 
to his backside. After the caning, Stevens tells Smiley that rosin doesn’t split the cane and 
gives him a shilling for his bicycle.  
 
On the road, Rev. Lambert meets Smiley and Joey and offers Smiley a paid job ringing the 
bells on Sunday.  
 
Smiley’s father continues the muster, and commercial traveller Mr Johnson arrives at the pub 
to deliver goods for Jim Rankin, observing the new teacher studying on the verandah. Rankin 
invites Miss Workman for dinner and Smiley arrives with a note for Miss Workman from the 
Sargeant offering her to see the kangaroos arrive at sunset. She declines the offer, despite 
Smiley’s best efforts to make the date sound appealing. Smiley returns to the Sargeant with 
the bad news.  
 
At the pub, Smiley and Joey are watching as a busker makes money singing at the pub. 
Smiley decides to give it a go and sings Walzing Matilda, and the drinkers all join in and 
give him money. Rankin leaves the front bar for a moment, firstly giving a package that was 
delivered by Johnson to an aboriginal boy at the back window, and then getting Miss 
Workman to watch Smiley’s singing. The Sargeant arrives, breaking up the fun and arguing 
with Miss Workman about whether it is appropriate for kids to be mixing with “boozers.” 
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As the muster continues, Smiley tells God that he has nearly saved up enough money to get 
the bike before his father returns. 
 
At church, the congregation are singing as the plate is handed around and Smiley reluctantly 
adds a coin to the collection. When he leaves the church, Smiley asks Rev. Lambert if he can 
be paid in advance for his bell ringing—and Lambert agrees. 
 
When Smiley starts to ring the bells, a group of boys start throwing mud balls at Smiley and 
a fight breaks out. A window gets broken and Smiley admits to doing the damage. The 
Sergeant arrives and takes away all Smiley’s savings to pay for the window. Miss Workman 
urges Smiley to start working hard to save some more, but he is despondent. 
 
Back at the pub, Rankin is dealing suspiciously with an aboriginal boy at his back window 
when the Sargeant arrives investigating an increase in opium use—especially with the local 
aboriginals. The Sargeant wants to take Rankin into his confidence and tells him that all 
commercial travellers are under suspicion.  
 
Smiley arrives at the pub and Rankin asks him to run a secret message for two shillings. 
Rankin tells Smiley he is agent X49 and makes him swear that he will keep everything 
secret. Rankin then gives him two shillings and makes him take a message to King Billy in 
the aboriginal camp (which is out of bounds to non-Aboriginals).  
 
Smiley makes his way to the camp with a package and delivers it to King Billy. He returns 
home and tells his mother about what he was doing, without realising that the Sargeant is 
there. The Sargeant offers him a job as a rousabout in the holidays and tries to get the secret 
out of him, but Smiley wont tell.  
 
Smiley and Joey work as rousabouts on the sheep station, working hard and sleeping in the 
barn. Smiley decides he’s going to “speculate” with his money, and joins a two-up game 
with the shearers. He wins on the first bet and decides to re-invest his earnings. He looses. 
 
Returning home he finds that his father has returned. He is still £1 short and his father gives 
him the extra pound. Smiley hides the money under his pillow and heads off to get Miss 
Workman to write the letter to buy the bike. She makes him write the letter while Rankin 
prepares another package for Smiley to take to King Billy. Rankin gives Smiley an extra 5 
shillings to get a claxon horn for his bike if he will take the package. 
 
On the way Smiley meets Fred who reports what Smiley is doing to the Sargeant. The 
Sargeant comes to the pub and talks to Rankin and Miss Workman, who reveals that Rankin 
gave Smiley a box of chocolates. Back at home, Smiley discovers that his father has taken all 
his money and lost it on a two-up game and Smiley whacks him with a cricket bat. The 
Sargeant arrives telling Smiley he knows that he’s involved in opium smuggling, but Smiley 
runs away. 
 
Rankin chases Smiley into the bush while the Sargeant searches King Billy’s house. Rankin 
returns to the pub where the Sargeant turns up with the wrapping from the “chocolate” 
package. Miss Workman identifies the wrapping but Rankin denies it. The Sargeant says that 
Smiley will have to be the one who identifies it. 
 



A Survey of Australian Cinema 1938-1958  Page 229 

Meeting the next day at the church, the town send out a search party for Smiley. A boundary 
rider named Bill finds Smiley and they share stories of escape from justice. Smiley believes 
he has murdered his father and been an opium smuggler. Whilst they talk, a snake bites 
Smiley, and Bill rides hard and finds the Sargeant who delivers him to the hospital. 
 
While Rankin empties his safe and packs to leave, the town worries about Smiley’s death. 
Rankin jumps in his car but meets Rev Lambert on the road. Lambert knocks Rankin out and 
he is locked up.  
 
At a celebration with the whole town, Rev Lambert introduces Bill who presents Smiley with 
a brand new bike—fully paid for. 
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Production Credits 
An Anthony Kimmins Production 
Screenplay by Moore Raymond and Anthony Kimmins 
Original Story by Moore Raymond 
Director of Photography—Ted Scaife 
Editor—G. Turney-Smith 
Music Composed by William Alwyn 
Played by the Sinfonia Orchestra, conducted by Muir Mathieson 
The song Smiley sung by Shirley Abicair 
Production Manager—Cecil Ford 
Art Director—Stan Woolveridge 
Camera—Ross Wood 
Sound Recording—Hans Wetzel & Red Law 
Sound Supervisor—John Cox 
Location Manager—Ron Whelan 
Assistant Director—Jim Donohue 
Continuity—Val Frost 
Make-up Dimitry Ustrizoff 
Wardrobe—Joan Pearce 
Dialogue Coach—Verena Kimmins 
Producers Assistant—Charles Canon 
Produced and Directed by Anthony Kimmins 
 
Colin Petersen—Smiley 
Bruce Archer—Joey 
Ralph Richardson—Reverend Lambeth 
John McCallum—Jim Rankin 
Chips Rafferty—Sgt Flaxman 
Jocelyn Hernfield—Miss Workman 
Charles Tingwell—Mr. Stevens 
Margaret Christensen—Mrs Greevins 
Guy Doleman—Bill McVitty 
Reg Lye—Pa Bill Greevins 
Marion Johns—Mrs Stevens 
Gavin Davies—Fred Stevens 
Toni Hansen—Jean Holt 
William Rees—Mr Johnson 
John Fegan—Nobby 
Letty Craydon—Lady at Christening 
Chow Sing—Ah Too 
Bob Sunin—King Billy 
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FILM WALK INTO PARADISE 

YEAR OF RELEASE 1956 
PRODUCTION COMPANY SOUTHERN INTERNATIONAL 

DURATION 93 MINUTES 
 

SCREENPLAY 
LEE ROBINSON &  
CHIPS RAFFERTY 

DIRECTOR LEE ROBINSON 
PRODUCER CHIPS RAFFERTY 

 
 
Context 
After the success of King of The Coral Sea (1954), Chips Rafferty and Lee Robinson 
continued their strategy of making simple stories in exotic locations in order to develop films 
that would appeal to the American market. After finishing King of the Coral Sea, the two 
men made a trip to New Guinea—where both had worked during the war—and came back 
enthusiastic enough to announce that they “had found such good material we have decided to 
set up a permanent unit in New Guinea or Papua and make several films.”302 The first of 
these proposed films was a straightforward adventure story developed by Rafferty and 
Robinson about a patrol officer journeying into the interior of the country, and the script was 
completed by Rex Rienits, who had returned from England in 1955 after writing a number of 
B-grade crime and genre screenplays—including River Beat (1954) and Cross Channel 
(1955).  
 
Planning to make this their first colour film, Rafferty & Robinson were raising money when 
French distributor and producer Paul-Edmond Decharme approached them about a series of 
co-productions—all adventure/crime films set in exotic parts of the world. The proposed deal 
would mean that each scene of every film made would be shot twice—once in French and 
once in English—so that two language versions of the film could be edited without the need 
for subtitles. Demarche’s company Discifilm would contribute capital, French stars and a 
director for the French scenes, taking the distribution rights for for Europe, South America 
and French-speaking Canada in return.303 Southern International would retain the other rights 
and Robinson would continue to direct the English-language version of the film, with 
Rafferty playing the lead role. Rafferty and Robinson jumped at the opportunity and re-
scheduled the film’s shoot to allow for the dual-language complication. Production began in 
June 1955 with two French stars—Francoise Christophe and Pierre Cressoy) joining the cast, 
and French director Marcel Pagliero in the crew.  
 
Story Synopsis 
After an ageing adventurer discovers oil in the highlands of New Guinea, Patrol Officer 
Steve MacAllister leads a small group to establish an airstrip in Paradise Valley before the 
rainy season starts. After hand picking a group of tough native policemen, MacAllister 
discovers that he must also take a female Doctor from Paris with him. The group start their 
journey by boat, transfer to canoes, and then walk higher and higher into the mountainous 
and dangerous interior of the country. On the way they are attacked by local tribes and find a 
malaria-stricken crocodile hunter who also joins the party. When they arrive in Paradise 
Valley, the local villagers threaten them. A tentative peace is established when MacAllister 
offers to cure the Chief’s sons of malaria.  Whilst the local witch doctor tries to sabotage the 
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French Doctor’s efforts to help, the boys are saved, and MacAllister uses all the local 
tribespeople to clear an airstrip just in time before the rain arrives.  
 
Commentary 
The film took three months work in New Guinea with a cast and crew of 27 people living in 
a specially made village made near Goroka (that was named Hollywood). Robinson and his 
French director Pagliero quickly came to a mutual agreement that there could only be one 
director, with Pagliero taking a more limited role coaching the Australian actors to get the 
correct mouth/lip movements for their French lines, the French voice for which was added in 
post-production using French actors. It was a working routine that Rafferty didn’t enjoy, and 
he declined an acting role in the remaining co-productions with Discifilm. 
 
Robinson went to Paris to assist with the final edit of the English version of the film, which 
was submitted as an Australian entry into the Cannes Film Festival in May 1956. The French 
version of the film (called L’Odyssee du Capitaine Steve) was released in July 1956, and the 
English version followed in Sydney in October. Keith Manzie, film critic for The Argus 
commented: “the camera and direction treatment is the strong point of this somewhat 
pedestrian story of oil exploration and clashes with hostile natives.”304 With the film costing 
more than £65,000, Robinson decided to sell the North American rights to Joseph E. Levine 
for £35,000,305 who added shots of lions and tigers and renamed the film Walk Into Hell. 
Robinson claimed that Levine took US$6 million from the film’s exploitative distribution 
strategy, making it “the highest grossing Australian picture ever made.”306 
 
However, the film was not a major box-office success in Australia and, with television seen 
as the biggest threat to filmmaking in the country, Rafferty and Robinson decided to form a 
new company—Australian Television Enterprises Ltd —to “make films ranging from half-
minute ‘commercials’ to full features for television” leaving Southern International as their 
corporate vehicle for contining their co-production filmmaking strategy with Discifilm.307 
 
Detailed Plot 
Thousands of New Guinea highlanders dressed in full costume dance and shriek as the titles 
come up.  
 
Maps of the area accompany a voice-over proclaiming the film to be the true story of the 
Australian patrol officers who work in the difficult land. 
 
A sick a man is carried across the rugged land and then paddled on canoe before he dies and 
is buried by a friend named Kelly. Paddling into a small town, Kelly is met by Fred Card 
from the New Guinea administration, and Kelly explains that his brother died of malaria a 
few weeks earlier. He also reveals he has found oil near the border where no one has ever 
been—a place called Paradise Valley across a range of hills 6000 feet high. 
 
At a farewell, Steve MacAllister receives a gift of a lighter-watch, before heading off to the 
airport on eight months leave. On the way he is stopped and told his leave is cancelled and 
he must go to Madang to head up the patrol going with Kelly. He takes a flight and meets 
Kelly and Fred who is organising supplies. 
 
On the parade ground MacAllister inspects the local patrol troops and selects twelve to join 
him on the trip. He also chooses Sgt. Major Towolaka who fought with him during the war, 
and they agree on their plans to make an airstrip where Kelly has found the oil. 
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Debreifing with Fred, MacAllister finds out he must also take a French doctor for part of the 
trip, and they all head for the port where they meet Doctor Louise Dumarcet—who turns out 
to be a beautiful young woman.  Steve argues that he won’t take a woman up the river but 
she insists she join at least the first part of the trip. 
 
Five days later they arrive in Timbuki to change over into canoes, but find that there are none 
available. MacAllister decides to walk rather than wait three weeks for canoes and tells the 
Doctor that she cant come. She says she will follow anyway and MacAllister has to back 
down. 
 
Wading through rivers and carrying all their gear, the party heads inland, but one of the local 
men falls in the river and hurts himself. The doctor examines him and says it’s just his knees. 
Someone takes his pack and they walk on in the mud and high grass, before camping for the 
night. 
 
The doctor tends to the injured man and then heads for bed, with Kelly and MacAllister 
commenting that she seems to have what it takes. MacAllister checks the map and sees 
that—if they take a day out form their trip—they could find canoes at another village. 
 
At the village they trade axes and money for canoes but the deal isn’t good enough until 
MacAllister throws in his lighter watch.  They head up river, paddled by young women from 
the tribe and make it to their destination, walking the last few hours to Yamu where the 
doctor is meant to stay. But when they get there they find the place deserted. MacAllister 
walks in and is shot at from someone in a hut. While MacAllister gives cover, Kelly sets fire 
to the hut and MacAllister tackles the man inside, Geoff Clayton, a crocodile hunter who 
doesn’t usually start trouble. The doctor says he is delirious and she treats him. Clayton tells 
MacAllister that the natives have all been frightened away by a white bird of paradise that he 
killed. Kelly explains to the doctor that the bird is taboo and the locals believe that when 
killed, bad spirits are released. MacAllister gets on the radio to change their plans with Fred 
and decides that they must take Clayton with them and leave quickly. 
 
Carrying Clayton on a stretcher they walk through dense forest, hearing drums in the 
distance and strange calls nearby. They are just about out of hostile territory when they find a 
warning spear in the ground, signifying that they mustn’t go further. They continue and come 
across razor sharp bamboo hidden on the path, forcing them to walk through the grass. 
Suddenly they are surrounded by native men with bows and arrows. MacAllister demands 
that they talk and shows the natives the sick man, explaining that the evil spirits are in his 
body and must be taken away so that they can live in peace again. The natives agree and go 
back to their village.  
 
They get to another river and Clayton wakes from his delirium as he crosses the river with 
the doctor. Steve sets camp and waits for a supply drop, and the locals help to collect their 
bags as they fall from the plane.  
 
They push on into the hills, with Clayton now able to walk.  
 
At a camp Clayton spots the doctor having a shower and talks to Kelly about finding a wife. 
She joins them, and when Kelly takes his turn in the shower Clayton pays her a compliment. 
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They walk on across rivers and up hills, Clayton helping the doctor, and find their way to 
Paradise Valley. Kelly says they should avoid the local village because the people are wild, 
but MacAllister says it’s his duty to go and see them. They head on in and Kelly—still 
worried about the villagers—explains that this was where his brother—who didn’t get 
malaria—was injured. They head on in and find the village in the middle of a funeral 
ceremony. Men advance on MacAllister with spears and he tries to trade his way out of the 
situation. He finds out that a young man has died and the chief is worried that his own sons 
will die the next day. 
 
MacAllister develops a plan to pretend that Clayton is a doctor whilst letting Dumarcet tell 
him what to do (as the natives wouldn’t let a woman treat them). They examine the Chief’s 
boys and find they have malaria. They tell the Chief that they can cure them. Meanwhile the 
local witch doctor is preparing a poisonous snake for the person held responsible for the 
deaths of the boys.  
 
MacAllister decides there’s not enough time to clear the grass for the airstrip so he gets the 
locals from all around the valley to come for a “sing-sing” which will mean the grass will get 
trampled flat. They come in thousands and sing and dance until sunset.   
 
That night Kelly plays his brother’s harmonica, while Clayton and Dumarcet prepare another 
injection for the sick boys. She decides she has to take blood tests—against MacAllister’s 
recommendation—and is seen drawing blood from the boys’ fingers by a local man spying 
on her. While she gets some rest, the witchdoctor steals her handkerchief and shows it to the 
snake.  
 
The next morning the snake is released in the doctor’s sleeping hut and climbs on her just as 
her alarm goes off. She is bitten on the neck, screams, and Clayton comes to the rescue, 
killing the snake and sucking the poison from the bite. They kiss and then tend to the boys. 
Kelly comes in to say that the whole village is deserted and he discovers the hole in the hut 
where the witch doctor let the snake in. He prepares for trouble and MacAllister arrives to 
find that the village is preparing for warfare because they recognised the harmonica playing 
and know Kelly was with his brother Joe.  
 
The locals all descend on the village with spears, bows and arrows and MacAllister and his 
men fire over their heads. The natives vanish just as the two boys fever breaks, but then the 
natives start to creep back into the village. The witch doctor hits Kelly with an arrow and 
MacAllister orders another round of bullets to be fired. Kelly dies after giving MacAllister 
the paperwork for the oil strike. Clayton comes out of the hospital hut with the two boys, 
now recovered, and MacAllister carries them both to the natives who celebrate.  
 
Clayton and Dumarcet receive flowers from the locals (in what looks like a marriage 
ceremony) and a plane comes into land on the newly flattened airstrip. The plane lands and 
the locals come out to see it, singing and chanting. The plane is unloaded and Clayton and 
the doctor get on board. The strip is cleared of people and the plane takes off just before the 
wet weather arrives, leaving MacAllister and his trusty sidekick Towolaka standing in 
Paradise Valley. 
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Production Credits 
Adaptation—Rex Reinits from an original screen story by Lee Robinson and Chips Rafferty 
Director of Photography—Carl Kayser 
Music—Georges Auric 
Production Manager—George Hughes 
Editing—Alex Exard 
Sound—Arthur Browne & Don Connelly 
Continuity—Joy Cavill 
Properties—Eric Wenban 
Chief Electrician—Tex Foote 
Chief Grip—Lucky Harris 
Technical Advisors—Ian Downes & Ian Skinner 
Produced by Chips Rafferty for Southern International Films and Discifilm 
Dircted by Lee Robinson 
 
Chips Rafferty—Steve MacAllister 
Francoise Christophe—Dr. Loiuse Dumarcet 
Reginald Lye—Shark-Eye Kelly 
Pierre Cressoy—Jeff Clayton 
Regmental Sgt Major Somu—Towalaka 
District Officer Fred Kaad—himself 
Captain Richard Davis—himself 
Officers and Native police of the New Guinea Administration 
Native tribesmen of the Asaro and Wahgi Valleys and the Upper reaches of the Sepik River.  
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FILM THREE IN ONE 

YEAR OF RELEASE 1957 
PRODUCTION COMPANY AUSTRALIAN TRADITIONAL FILMS 

DURATION 89 MINUTES 
 

SCREENPLAY REX RIENITS, RALH PETERSON 
DIRECTOR CECIL HOLMES 

PRODUCER CECIL HOLMES 
 
 
Context 
After making Captain Thunderbolt (see page 193), director Cecil Holmes kept himself busy 
working in a tyre factory and writing plays for radio.308 He also kept his film interests alive 
by making a documentary for the Waterside Workers Federation Film Unit (which had been 
established in 1953) and working with New Dawn Films Pty Ltd, a trading and distribution 
company established in 1952 by fellow communist Bruce Millis. This company imported 
films from Europe, China and the Soviet Union, and had tried to purchase the Embassy 
Theatre in 1954 with financial support from the Soviet Union.309  
 
In 1955, writer—and communist party member—Frank Hardy, approached Holmes with the 
aim of making a short film version of his story The Load of Wood. Hardy and businessman 
Julian Rose financed the film’s £6000 budget, and then convinced Holmes to make two more 
shorts, so that the three films could be distributed as a “portmanteau”—made popular by 
Roberto Rossellini with L’Amore (1948) and We, the Women (1953).  
 
The group formed Australian Traditional Films Pty Ltd, signalling Holmes’ folk-hero 
politics and recruited actor John McCallum to act as a narrator—guiding the viewer through 
the three stories. The films were shot at Pagewood Studios (which was still in the hands of 
Holmes’ colleague Colin Scrimgeour) and the finished product was released in Europe in 
1956.    
 
Story Synopses 
Joe Wilson’s Mates 
A group of mourners follow a hearse but are delayed at a pub when the hearse driver needs 
to replace his weary horse. When it is discovered that the dead man—unknown to 
everyone—was carrying a union card, everyone rallies to give him a decent send-off.  
A Load of Wood 
Set in the depression with a shortage of wood for heating and cooking, two men (Blackie and 
Ernie) decide to steal some timber from mean farmer Patrick Shea. After cutting down a tree 
from his timber paddock, they find their truck wont start, but manage to push the truck—
with its illegal load—until the engine comes to life. They then distribute the wood to those in 
need, Enrie coming to see that Blackie is a more decent man than he appears. 
The City 
Cathy and Ted are a young couple struggling to save for a house so that they can get married. 
They meet in the centre of Sydney after work to celebrate Ted’s birthday but argue about sex 
beforemarriage and separate. Cathy finds herself accosted by Amercian men and witnesses 
religious fanatics singing about sin. Ted strays into Luna Park, before the couple are re-
united on the subway. 
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Commentary 
A charming and confident triplet, these shorts loosely explore some of the core attributes of 
the Australian character. Set in the 1880s, the 1930s and the 1950s, each film evokes its era 
with great skill, and each is stylistically quite different from the other, in particular The City, 
which is clearly inspired by the Italian neo-realist tradition—one of the early influences on 
film noir.  
 

   

The film screened at the Edinburgh and Karlovy Vary Film Festivals in 1956 but failed to get 
a distribution deal in Australia. Australian Traditional Films Pty Ltd was wound up in 1959, 
but Holmes continued to operate as a film distributor with New Dawn Films and returned to 
documentary film work in the 1960s.  
 
Detailed Plot 
Entering a theatre and the dressing room of actor John McCallum, we meet the actor himself 
and he speaks direct to camera, quoting a poem about Australian destiny and introducing the 
theme of the film: “mateship”—which has brought out the best in Australians. He then 
introduces the first story, written by Henry Lawson. 
 
Joe Wilson’s Mates 
A group of mourners follow a coffin pulled a horse-drawn hearse, but the horse has trouble 
getting up a hill. The hearse driver has to stop and return to get another horse, and the group 
of followers agree to wait in a nearby pub.  
 
In the pub, various locals are drinking when the mourners arrive, led by Tom. He informs the 
pub that they found the body of a stranger in a creek with an AWU (Australian Workers 
Union) ticket in his pocket—his name was Joseph Wilson. Everyone in the pub looks 
carefully at the union ticket, but no one seems to know who the man was. 
 
Time passes and stories are being told in the pub. With the atmosphere getting maudlin, a 
few of the group decide to sing a song (On the Road To Gundagai) accompanied by a bush 
band. With the mood distinctly brighter, they follow the song with a rendition of Click Goes 
The Shears, everyone joining in. As the song finishes the hearse driver returns, and Tom 
convinces all the locals from the pub to join the funeral procession. 
 

In the City: Separated after an argument, Cathy (left) gets lost in the darkness of the city, while 
boyfriend Ted (right) takes in the tilted madness of Luna Park. 
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On the way various onlookers join in when they hear that it’s a Union man being buried.  
 
As the heat builds and the mourners make their way, a wheel falls off the hearse. The 
followers struggle to fix the hearse and then decide to carry the coffin the last part of the 
journey.   
 
At the graveyard a priest is waiting and the mourners arrive with the coffin on their 
shoulders.  The priest conducts the service but, before it concludes, one of the old men from 
the pub recites part of a Henry Lawson poem. They all leave and go their separate ways, 
happy that they gave the man a good send-off. 
 
Back in the dressing room, John McCallum recalls the depression and introduces a story by 
Frank Hardy set in the cold winter of 1931. 
 
A Load of Wood 
A voice-over (later revealed to be Ernie) recalls of the difficulties of the depression, when 
there was no wood and men had to scavenge to keep their families warm. One man who had 
lots of wood—but kept it from others—was a farmer named Patrick Shea.  
 
A road gang of unemployed men working for the dole take a break and discuss how to get 
wood. A man named Blackie says that all they need is a truck to get it—illegally—from 
farms. Their supervisor arrives and tells them to get back to work. In the supervisor’s car is 
the local MP, and the fiesty Blackie complains to him to do something about the wood 
situation. When the Supervisor and the MP have gone, Blackie outlines a plan to steal some 
wood that night, with only Ernie taking up the offer to join the plan. Blackie claims he 
doesn’t need the wood for himself as he has a shed full.  
 
At midnight while a policeman prowls around, Blackie and Ernie take the truck to Patrick 
Shea’s timber paddock, which is close to Shea’s house. Blackie starts to chop down a tree 
and the voice-over re-starts, outlining Ernie’s fears of Paddy and his dog. The two men use a 
saw to finish felling the tree and when it falls with a crash, Shea’s dog starts barking. Shea 
wakes but yells at the dog to shut up and goes back to sleep. Blackie and Ernie continue 
chopping up the tree and load the truck with their booty but, when they try to leave, the truck 
wont start. With dawn only a couple of hours away, they decide to push the truck out of the 
paddock and run it down a hill to get it to restart.  
 
After much heaving, the truck heads downwards and restarts. Blackie and Ernie unload the 
wood at various people’s houses, including an old woman who hasn’t had a fire in weeks, 
and one of the men from the road gang who was against the scheme. By the time Blackie 
gets home has only two logs left for himself. He continues to tell Ernie that it doesn’t matter 
as he has a shed full, but when he finally gets to his shed, it is empty. Ernie looks on with a 
newfound respect for his grumpy blustering friend.  
 
The camera then returns to John McCallum, who introduces the third story, a “kind of 
Romeo & Juliet” set in 1956 in the suburbs of Sydney.  
 
The City 
Following a sweeping pan of Sydney Harbour, we are introduced to a tramp on a park bench 
who wakes when the clocks of Sydney chime out the start of a new day.  
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In a suburban home, Cathy wakes to her alarm clock and walks to the train station with other 
commuters. In a voice-over she explains her hopes that today will be different. She observes 
those around her on the train including a blind man and someone reading Marriage and 
Periodic Abstinence, which raises a coy smile. As she checks the high prices for houses in 
the newspaper she hopes she’ll be able to see Ted but, once off the train in the city, she just 
misses him as he catches the bus. She yells him a “happy birthday” and continues on to 
work, Ted replying that her he’ll phone her later. 
 
At work, where she is a sales assistant in a fashion store, Cathy chats with a colleague who 
asks if she and Ted are going to get married. Cathy says they are too worried about money to 
tie the knot at the moment. 
 
In a car factory, where Ted works as a spray painter, he tells a colleague that Cathy is the one 
for him, and that he wants to get married but is worried about money. Leaving his post, Ted 
phones Cathy at work while she gets her friend to cover for her, as she is not supposed to to 
take personal calls. They agree to catch up later in the day to celebrate Ted’s birthday.     
 
At the end of the day Cathy keeps Ted waiting because her last customer takes too long 
deciding on a purchase, but the couple finally get together and walk through Sydney. Cathy 
gives him a lighter for a gift and they decide to go to a “foreign” restaurant where they can 
listen to music.   
 
In a small café, Ted looks unhappy but Cathy cheers him up and gets him to make a wish. 
Later they window shop and walk under the Harbour Bridge (Luna Park lit up in the 
distance). They sit and declare their love for each other, kissing passionately as they fall back 
onto the grass. He wants to “go further” but she stops him asking him about getting married. 
He doesn’t want to until they can afford a nice house—and they argue about sex before 
marriage without mentioning the word. He knows plenty of other people who “do it” but she 
“doesn’t want to” until they are married. Upset, she runs off under the Harbour Bridge and 
bumps into the old tramp. After a moment Ted follows Cathy but ends up in Luna Park. 
Meanwhile, Cathy is accosted by two American men in a car who are looking for a good 
time. She runs away from them and jumps into a cab and is forced to listen to the driver who 
talks non-stop about his problems. He drops her off in the city without charging her.  
 
After a walk through the flashing neon world of Luna Park, Ted leaves and returns to the 
city.  
 
Elsewhere on the streets, Cathy comes across a group of religious fanatics singing about sin 
and the blood of the lamb. Ted bumps into his work mate who convinces him to come and 
have a drink to celebrate the fact that he has just had a son. Cathy walks the streets looking at 
bridal gowns as Ted tells his friend that he and Cathy had a fight. Ted explains that the only 
thing stopping him getting married is getting a house, and his friend says he’ll help by 
organising a collection at work.  
 
Meanwhile Cathy has walked past a sign selling cheap small houses.  
 
Ted gets a cab to Central Station and sees Cathy in the distance. He chases her but finds it’s 
another woman wearing a similar dress. He starts to leave and bumps into Cathy who is also 
at the station.  They kiss and hug happily and the blind man arrives on the platform. Back by 
the harbour, the tramp settles down on his bench for another night in the city.  
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Production Credits 
Joe Wilson’s Mates 
Story by Henry Lawson 
Screenplay by Rex Rienits 
Tom—Edmund Allison 
Swaggie—Reginald Lye 
Firbank—Alex Archdale 
Patrick—Don McNiven 
Wally—Jerold Wells 
Longun—Chris Kempster 
Joe—Brian Anderson 
Andy—Kenneth Warren 
Maggie—Evelyn Docker 
Priest—Ben Gabriel 
Musicians—The Bushwackers Band 
 
A Load of Wood 
Story by Frank Hardy 
Screenplay by Rex Rienits 
Darkie—Jerome Levy 
Ernie—Leonard Teale 
Sniffy—Ossie Wenban 
Chilla—John Armstrong 
Joe—Jim Doone 
Coulson—Ted Smith 
Tye—Edward Lovell 
Shea—Keith Howard 
Mrs Johnson—Eileen Ryan 
 
The City 
Screenplay by Ralph Peterson 
Cathy—Joan Lander 
Ted—Brian Vicary 
Freda—Betty Lucas 
Alex—Gordon Glenwright 
Cab Drivers—Ken Wayne, Stewart Ginn 
Preacher—Allan Trevor 
Vagrant—John Fernside 
 
Three In One 
Introduced by John McCallum 
Camera—Ross Wood 
Music—Raymond Hanson 
Editing—William Copland 
Produced & Directed by Cecil Holmes 
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FILM THE SHIRALEE 

YEAR OF RELEASE 1957 
PRODUCTION COMPANY EALING FILMS 

DURATION 89 MINUTES 
 

SCREENPLAY NEIL PATERSON, LESLIE NORMAN 
DIRECTOR LESLIE NORMAN 

PRODUCER MICHAEL BALCON 
 
Context 
Five years after releasing Bitter Springs (1950) and three years after closing shop in the 
country, Ealing Studios decided to make a return to film production in Australia with the 
announcment—in July 1955—that they had bought the film rights to Darcy Niland’s just 
published and highly successful novel The Shiralee.310 It was not a financially happy time for 
Ealing, which had been forced to sell their studio facilities to the BBC.  In order to continue 
production, Ealing boss Michael Balcon negotiated a partnership arrangement with MGM in 
the UK, which saw him “running Ealing Films from a corner of the MGM lot.”311 The 
Shiralee was one of six films of the short-lived arrangement, and Balcon selected Norman 
Leslie to direct the film, following Leslie’s work as Supervising Editor on The Overlanders 
(1945), and as Associate Producer of The Eureka Stockade (1948) and Bitter Springs (1950). 
Whilst back in England, Norman had also won praise for his first outing as a director, with 
The Night My Number Came Up (1955) shot for Ealing, and then as director of X The 
Unknown (1956) for Hammer Films.   
 
Norman arrived in Australia in April 1956 and announced that “14 of the 20 parts in 
“Shiralee” could be filled by Australian actors,”312 with Peter Finch—now working in 
England—returning for the lead role. The film was shot on location in Scone, New South 
Wales and in MGM’s studios in London. When the casting was complete, only eight of the 
top twenty roles in the film went to Australians, six of whom were based in England (Peter 
Finch, Russell Napier, Bud Tingwell, Bruce Beeby, Ed Devereaux, Bettina Dickson), with 
Reg Lye and Dana Wilson—the young girl who plays the Shiralee or “burden”—the only 
Australian residents. The film was produced by Balcon and Ealing regular Jack Rix, who had 
worked with Norman on both The Overlanders and Bitter Springs.  
 
 
 
Story Synopsis 
Jim Macauley takes his young daughter Buster from his ex-wife Marge, leaves Sydney, and 
searches for work in the countryside. When Buster falls ill, he tries to get help and a job at a 
sheep station where worked years ago, and where he had an affair with Lily, the young 
daughter of the owner. But when Maccauley realises that his wife is searching for Buster he 
moves on, taking refuge in a boarding home run by old friends. However, Buster is found by 
Marge, but insists she stay with her father. When Buster is hit by a car and laid up in hospital 
in a critical condition, Maccauley has to leave her in order to fight a custody hearing in 
Sydney, but manages to convince Marge to drop the case. Maccauley returns to find Buster 
has survived a critical operation and that Lily has been caring for her.  
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Commentary 
The film is an episodic road movie with a sprawling screenplay that was adapted from 
Niland’s novel by Leslie Norman and Scottish screenwriter Neil Paterson. Whilst the central 
relationship between father and daughter is warm and engaging, Finch brings an overly 
civilised and romantic air to the character of the troubled swagman—an itinerant worker 
with a violent and irresponsible past who is in search of some kind of freedom. The idea of a 
shiralee—used as a word for both a swag that is carried and a burden to be bourne—
manifests itself in the film as Macauley’s five-year old daughter, who is simultaneously the 
man’s link to society and the product of his past that prevents him from escaping to a 
mythical life of lightness. Sitting uncomfortably in the film are the scenes with comedian Sid 
James and music hall entertainer Tessie O’Shea that offer a light diversion from 
MacCauley’s woes.  
 
Although there had been early annoucements that the film would be shot in colour, Ealing 
continued their neo-realist tradition of black-and-white cinematography, a decision which 
suits the gritty nature of the tale but which may have undermined audience’s expectations of 
a story filmed in the Australian countryside.  
 
The film had its world premiere in London in July 1957 and opened in Australia in August. 
Although not popular in the USA, the film made MGM/Ealing a small profit. The Australian 
Women’s Weekly wrote “athough it lacks the usual high standard of polish that could be 
expected from the studio, the film of D’Arcy Niland’s novel is still a very human and 
touching experience.”313  
 
Detailed Plot 
With an opening voice-over, a swagman named Jim Macauley walks along a country track. 
After a while, he comes across the Harbour Bridge and the narrator explains that every two 
years or so the city calls him. 
 
Macauley enters a house to find Marge—his ex-wife—living with another man Don. 
Macauley beats up Don and takes his daughter away, and she becomes his burden, or 
Shiralee. 
 
Macauley and his daughter (called Buster) walk along an outback road and she finds a 
caterpillar before a truck picks them up, driven by Jim Muldoon. Later that night Macauley 
and Buster sleep by a campfire, but she wont sleep because she is looking for her caterpillar, 
now lost.  
 
The next day Buster runs to a store looking for her caterpillar, and the storeowner tries to 
give her a teddy, but she takes a kangaroo, which she names Gooby. Macauley finds out 
there is a job going nearby with a man named O’Hara, but is warned he and his mates are a 
difficult bunch. He asks to put his name down for the job. 
 
Jim turns up and has a drink with Macauley and they are introduced to two nasty looking 
men who are also after the job at Ohara’s. A fight breaks out and Buster tries to intervene. 
Macauley wins the fight and is dragged away by Jim. O’Hara arrives and tells Macauley that 
he wont give him the job as he has a child with him. Father and daughter walk off again and 
it starts to rain. 
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They shelter under a bridge until a truck arrives and they get a lift with a bunch of men. The 
truck breaks down and they have to push it in the mud and rain—everyone getting wet. 
 
The next day the truck arrives at small town and the group take showers. Macauley decides 
to stay because Buster has a cold, and he looks for work again. He chats to Stan at the 
general store, who tells him he has some mail waiting for him, and suggests he get a shearing 
job at the Parker’s sheep station, where there’s someone who could look after his daughter. 
 
They arrive at the Parkers and meet up with “Beauty” Kelly, an old friend. Macauley asks 
Beauty if his wife Ruby can look after Buster but finds she has died.  He settles into a 
shearers hut.  
 
Beauty tells Mr Parker that Macauley has arrived and, furious that he has the nerve to return, 
Parker tells Macauley to leave, only to change his mind when he finds Macauley has a sick 
child. Parker explains that his dislike for Macauley came about eight years earlier, when 
Parker’s daughter Lily had Macauley’s child—which was stillborn.  
 
That night, Macauley keeps Buster overheated, trying to break her fever, and in the morning 
she is better. He reads his unopened letter, from his wife in Sydney. They leave the Parker’s 
as Lily returns from the muster, and Parker tells Lily about Macauley and his daughter. Lily 
decides to go after them, partly to help the child but mostly to tell Macauley that he means 
nothing to her.  
 
Lily waits for Macauley at the pub and meets Buster before talking to Macauley. He is 
remorseful about what happened and she proclaims her indifference to him, saying that they 
must take the child back to be looked after properly. When he disagrees, she leaves and 
returns home—clearly with feelings towards Macauley. 
 
Macauley arrives at Sweeney’s boarding house to find old friends Luke and Bella who take 
him in. Lily phones Luke to see if Buster is well and Bella declares that Macauley and Lily 
were meant to be together.  
 
Macauley finds work and settles into life with Bella and Luke until one day Bella comes to 
tell Macauley that Buster has been taken away by a woman. He runs to the local hotel and 
finds his wife there with Buster. They argue and he asks if they should get back together. She 
laughs at him and suggests that they ask Buster who she’d prefer to be with. Buster says she 
wants her Dad and they return to Bella and Luke’s. 
 
Macauley decides he is going to go away to find work and leave Buster with Bella, but as he 
starts walking he hears Buster yelling out behind him.  
 
They walk and camp while Buster helps Macauley with his work. One day another tramp 
joins them—a strange character named Desmond who recites poetry. Buster stays with him 
while Macauley looks for a job.  
 
In town Macauley buys Buster a doll and then spends the evening with a blonde shop 
assistant, before running back to his camp to find Buster has gone. On the road he finds 
Desmond who says that Buster was hit by a car when she went off looking for him. He 
rushes to the hospital and finds that she is in a serious condition. He sends telegrams to his 
wife in Sydney and to Bella & Luke. Desmond arrives and they wait. 
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Bella and Luke get their telegram and ring Lily with the news. She refuses to get involved.  
 
At the hospital, Macauley gets notice that a court in Sydney is hearing a custody case the 
next day, and then he finds out that Buster has survived an emergency operation. He shows 
the doctor the letter who advises him to go and fight for his daughter.  He travels to Sydney 
and finds a solicitor who advises him—given what Macauley has told them about Don—that 
the most likely outcome is that the child will be placed in a home.  
 
He visits his wife and Don and suggests that they drop the custody case or he will smear 
Don’s name. He goes back to his hotel to wait while they decide, but Don sends two thugs to 
beat him up. Don arrives to tell Macauley that they gave dropped the case.  
Macauley returns to the hospital to find that Lily is there. She has been caring for Buster, 
who is now no longer in a critical condition. Father and daughter are reunited with smiles. 
 
Production Credits 
MGM presents a Micheal Balcon Production 
From the novel by D’Arcy Niland 
Screenplay by Neil Paterson & Leslie Norman 
Director of Photography—Paul Beeson 
Art Director—Jim Morahan 
Production Supervisor—Hal Mason 
Editor—Gordon Stone 
Unit production Managers—Norman Priggen & Ralph Hogg 
Sound Supervisor—Stephen Dalby 
Camera Operator—Chic Waterson 
Assistanat Director—Tom Pevsner 
Recordist—Ray Palmer 
Continuity—Jean Graham 
Sound Editor—Alastair McIntyre 
Make up—Harry Frampton & Alec Garfath 
Australian Liaison –Ron Whelan 
Music Composed by John Addison, played by the Sinfonia of London, and conducted by 
Dock Mathieson—with the voice of Tommy Steel 
Associate Producer—Jack Rix 
Directed by Leslie Norman 
 
Peter Finch—Jim Macauley 
Dana Wilson—Buster Macauley 
Elizabeth Sellars—Marge Macauley 
George Rose—Donny 
Rosemary Harris—Lily Parker 
Russell Napier—Mr. W.G. Parker 
Niall MacGinnis—Beauty Kelly 
Tessie O'Shea—Bella Sweeney 
Sid James—Luke Sweeney  
Charles 'Bud' Tingwell—Jim Muldoon  
Reg Lye—Desmond 
Barbara Archer—Shopgirl 
Alec Mango—Papadoulos 
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John Phillips—Doctor 
Bruce Beeby—Macauley's Solicitor 
Lloyd Berrell—Slippery, Truck Driver 
John Cazabon—Charlie the Butcher 
Mark Daly—Sam 
Ed Devereaux—Christy 
Bettina Dickson—Nurse 
Guy Doleman—Son O'Neill 
Gordon Glenwright—Pete 
Nigel Lovell—O'Hara  
Fred Goddard—O'Hara's Assistant 
Clifford Hunter —Stan 
Frank Leighton—Fred, the Barman 
Betty McDowall—Girl at Parkers 
Henry Murdoch—Sam 
Frank Raynor—Store Keeper 
Lou Vernon —Goon 
David Williams—Goon 
Bill Hunter—Extra 
Bill Kerr—Extra 
Ron Whelan—Extra 
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FILM ROBBERY UNDER ARMS 

YEAR OF RELEASE 1957 
PRODUCTION COMPANY RANK ORGANISATION 

DURATION 104 MINUTES 
 

SCREENPLAY ALEXANDER BARON 
DIRECTOR JACK LEE 

PRODUCER JOSEPH JANNI 
 
Context 
In 1952 Ken Hall finally abandoned his long-standing plans to make a sound version of 
Robbery Under Arms with the Rank Organisation, which retained control of the rights. At the 
time Rank was in the middle of a major debt crisis and had employed Earl St. John, an 
American who had run Paramount’s cinema chain in Britain, to head up Pinewood Studios 
production and ensure costs were kept to a minimum.314 In 1956 St. John had been Executive 
Producer of A Town Like Alice directed by Jack Lee and starring Peter Finch, and Lee had 
visited Australia in 1955 to shoot some of the location scenes.  
 
Seeking to differentiate themselves from television, film studios began to look for 
international locations and epic stories that could be rendered on the big screen in colour, 
and—with its finances in better shape by 1956—Earl St. John began production on “a world 
record”315 of eight international productions at once, including Across The Bridge shot in 
Spain with Rod Steiger, Windoms Way—set in Asia and also starring Peter Finch, 
Campbell’s Kingdom shot in Italy and starring Dirk Bogarde and Stanley Baker, as well as 
Robbery under Arms to be filmed in Australia as “a big colour epic.”316  
 
One of the reasons for the long delay in Ken Hall’s proposed version of the film was the lack 
of a quality screenplay,317 and Earl St. John insisted production get underway with a version 
developed by W.P. Lipscomb and Richard Mason (who had written the screenplay for A 
Town Like Alice), despite the fact that neither Jack Lee not Peter Finch were happy with the 
draft.318 Fully financed by Rank, nearly all the cast and sixty crew members involved in the 
film were British,319 and the film was shot on location in the Flinders Ranges and finished at 
Pineweood Studios.  
 
 
 
Story Synopsis 
Brothers Dick and Jim Marston help their father Ben and bush-ranger Captain Starlight steal 
cattle, before heading for Melbourne where they meet the Morrison sisters Kate and Jean. 
When the brothers hear that Starlight has been arrested, they return home, evade capture 
themselves, and are re-united with Starlight for a daring hold-up of a coach carrying gold. 
Dick and Jim then head for the goldfields where they meet up with Kate and Jean. Jim 
marries Jean but Kate is already married to another man. The brothers plan to make enough 
money to travel to America, with Dick promising to take Kate even though she is married. 
But when Captain Starlight arrives at the goldfields with Ben and robs the local bank, killing 
several people, Jim is caught up in the chaos and arrested. When Dick tries to save Jim, Dick 
is killed. Jim hides out with Captain Starlight, but leaves to see Jean—now about to give 
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birth to their first child—before troopers storm the hideout. Starlight and Ben are killed and 
Jim is arrested.  
 
Commentary 
The film demonstrates an high level of sophistication, with top quality production values and 
casting clearly aimed at an international audience. The film has a western sensibility, 
signalled as much by the harmonica-based score and presence of of cowboys as by the dusty 
outback landscape and themes of outlaws and life on the fringes of civilisation (the film’s 
closing shot also echoes John Ford’s ending of The Searchers (1956)). Finch leads a strong 
cast, but the film was criticised for moving away from the authentic Australian feel of Rolf 
Boldrewood’s 1889 novel.320  
 
The film critic of the Australian Women’s Weekly felt “the days of the 1860s in Australia 
are excellently recreated” but that Finch “is not seen enough, perhaps because the story has 
too many incidents to exploit each fully.”321 
 
Despite suggestions that “depending on the success of this film, the Rank Organisation will 
decide to establish a permanent film location plant in Australia,”322 Rank lost interest in the 
country and never fully funded another feature film. The organisation’s last Australian 
production project was as part-financier of Michael Powell’s They’re a Weird Mob (1966), 
although the organisation maintined its 50% share of exhibition chain Greater Union 
Theatres until 1984. 
 
Detailed Plot 
Australia 1865 
 
As a voiceover announces that Australia is vast, empty and lonely, two figures on horseback 
ride in from the distance. At an outback pub they decline another job shearing and head off 
fast “to have some fun”. 
 
Dick & Jim Marston arrive at an outback station and Dick kisses his true love Grace, who he 
has known since she was three years old. Inside they meet their mother and sisters. A man 
rides up with a message from their father (Ben)—who seems to be doing “crook” (illegal) 
work in the backcountry. He needs help and the two boys toss a coin to see who will go and 
help. Jim wins but they both go. 
 
Dick and Jim join their father who is with Captain Starlight, and they steal a huge herd of 
cattle from a grazier named Mr Faulkener. Starlight aims to brand them and take them to 
Adelaide.  
 
At the local police station, Mr Faulkener bursts in and insists to Sargeant Goring that the 
police help find the men behind the theft. He complains when the Sargeant only gets one 
man to help. 
 
Starlight leads the cattle through a waterhole. 
 
The police Sargeant and his black tracker come across three traditional aboriginals who tell 
them that the cattle have passed this way—with one black man and five whitemen.  
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Whilst on the cattle drive, Captain Starlight tells Ben that he will pretend to be Colonel Sir 
Charles Edwards, and—dressed as a gentleman—Starlight sells the cattle at auction. When 
the police arrive, Starlight—cheeky as ever—offers them a drink of champagne.  
 
Dick and Jim get their money from the sale, and head off by ship to Melbourne. On board 
they meet two sisters Jeanie and Kate. Jim and Jeanie are shy and awkward, whilst Dick and 
Kate dance and flirt.  
 
Back at the cattle sales yards, the police inform the manager that the cattle sold were stolen, 
and the boys on ship find out that Starlight has been arrested. They decide to keep on the 
move, despite that fact that Jim wants to marry Jeanie and Kate wants to be with Dick. When 
they leave, Dick promises Kate that he will return. 
 
On horseback again, and heading for home, the boys meet a policeman but he only wants 
them to deliver a message. At home Jim tells his mother about Jeanie and they talk about the 
next generation on the property. Meanwhile Grace argues with Dick, unhappy with his 
illegal work, and telling him that she doesn’t want to be with him. 
 
One night, troopers arrive at the property and Ben and Jim try to hide but are arrested. 
Dick—returning from Grace’s house—helps them escape, knocking out the police. The three 
men flee into the night.  
 
They cross the ranges to Ben’s hideout. 
 
In Melbourne Jeanie is distraught at the discovery that Jim & Dick are cattle thieves, but 
Kate is angry, hoping that they hang.  
 
At the hideout, Starlight arrives with two men (Burke and Warrigal), the group having 
escaped from five years in jail. Starlight says they need a change of tactic—and should hold 
up the coaches carrying gold from a new gold strike. Dick is happy to go along with the idea 
but Jim only agrees relcuctantly. One of the new men—Warrigal—shows them a load of 
guns. 
 
They stop a coach carrying two troopers, and they make everyone get out. Whilst the others 
break open the crates of gold, Starlight robs two women passengers. A trooper is shot when 
he pulls a gun, and the bandits escape with the gold. 
 
Back at the camp, Jim is upset and a fight breaks out between Dick and Burke. Their tracker 
returns to tell them they can’t sell the gold easily but that the Trooper isn’t injured too badly. 
Jim wants to get out and head for the goldfields, but Dick thinks it’s too risky. Ben tells them 
they should do as they please—he is too old to change his ways. 
 
On the goldfields, life is busy and thriving. Jim and Dick—having changed their names to 
Henderson—arrive at the bank to exchange some gold dust for cash. They meet George 
(Grace’s brother) who tells them he will pass a message on to their mother.  
 
The boys head for a saloon with a drunk Irishman named Paddy and discover that Kate is 
running the pub with her husband. She takes Jim to see Jeanie and kisses Dick passionately. 
That night, Grace arrives, declaring her love for Dick. He tells her that he is planning to head 
for California in a few weeks and she agrees to join him.  
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Jim and Jeanie are married and the boys work on in the goldfields.  
 
With Jeanie pregnant the boys cash out their money and plan to leave the next morning. It is 
only Kate who doesn’t know the plan, and Dick goes to tell her.  
 
Starlight, Ben and the gang arrive at the police station at the goldfields and lock up the 
police. They then head for the bank and hold it up. 
 
Meanwhile, Dick tells Kate they’re leaving, but that she should follow later, as she is 
married. She tells him she will kill him if she finds out he is involved with another woman. 
 
Back in the bank, the gang have nearly finished loading up all the money and gold, when a 
little boy tries to open the door. Burke shoots through the door and kills a woman, and they 
then kill the Bank Manager. People (including Dick and Kate) come into the street saying 
that it is Captain Starlight and the Marsden family. Kate sees Dick with Grace and gives him 
away to the crowd. Dick tells Grace to warn Jim while he gets his horse, but a lynch mob 
comes before he can escape. They want to hang him immediately but the Troopers arrive to 
try to arrest him. Hundreds of people turn up demanding he be hanged but the police insist he 
come with them, and they manage to ride off through the crowd, leaving Jeanie distraught. 
 
Meanwhile, Dick meets up with Starlight telling him that they were just about to leave the 
country when Starlight ruined their plans.   
 
On the road, Dick and Starlight shoot Jim’s police escort and rescue him, before one injured 
trooper then kills Dick in the fight. Jim and Starlight go back to the hideout. 
 
Six weeks later Jim argues with his father that he must go and see his wife, who may have 
given birth. Starlight agrees that he should go and get her and try and get a ship. Jim leaves 
knowing that it is a dangerous idea. 
 
Troopers approach the hideout, led by an aboriginal tracker and find fresh tracks, which they 
follow. Starlight rides near them to get noticed and they police give chase, unaware that they 
are being led into a trap. When the troopers dismount and follow Starlight on foot, they are 
shot at but police reinforcements arrive. In the ensuing shoot-out, Ben and the rest of the 
gang—except Starlight—are killed. 
 
Jim makes it back home where Jeanie has given birth to a boy.  
 
Surrounded, Starlight tries to negotiate with police for Jim’s freedom, but they won’t 
bargain. He makes a run for his horse and is killed.  
 
Back at the house, the Troopers come for Jim and he decides to give himself up.  He kisses 
Jeanie and leaves. 
 
Production Credits 
Director of Photograpy—Harry Waxman 
Production Manager—Jack Hanbury 
Film Editor –Manuel del Campo 
Art Director—Alex Vetchinsky 
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Production Controller for Pinewood Studio—Arthur Alcott 
Assistant Director—Bert Batt 
Camera Operator—Jame Bawden 
Continuity—Marjorie Lavelly 
Costume Designer—Olga Lehman 
Make-up—Robert Lawrence 
Hair Stylist—Stella Rivers 
Sound Editor—Harry Miller 
Sound Recordists—Geoffrey Daniels and William Daniels 
Location Manager—Ron Whelan 
Screenplay by Alexander Baron & W.P. Lipscomb 
Additional scenes—Richard Mason 
From the novel by Rolf Boldwood 
Music Composed and Conducted by Matyas Seiber 
Produced by Joseph Janni 
Executive Producer—Earl St John 
Directed by Jack Lee 
 
Starlight—Peter Finch 
Dick—Ronald Lewis 
Jim—David McCallum 
Kate—Maureen Swanson 
Jean—Jill Ireland 
Grace—Ursula Finlay 
Ben—Laurence Naismith 
Ma—Jean Anderson 
Aunt—Edna Morris 
Eillen—Dudy Nimmo 
George—Vincent Ball 
Goring—Max Wagner 
Burke—Laurence Taylor 
Warrigal—John Cadell 
Runnimal—Colin Ballantyne 
Auctioneer—S. Scrutton 
Paffy—Bartlett Mullins 
Mr Green—Russell Napier 
Morab—Laurie Pumpa 
Childs Mother—Philippa Morgan   
Minister—George Cormack 
Mr Mullockson—Robert Readon 
Barker—Pat Hagan 
Mr James—Sgt Homles 
Clark—John Hargreaves 
Falkland—Ivor Bromley 
Lady in coach—Rita Ponsford 
Black Tracker—Billy Pepper 
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FILM DUST IN THE SUN 

YEAR OF RELEASE 1958 
PRODUCTION COMPANY SOUTHERN INTERNATIONAL 

DURATION 86 MINUTES 
 

SCREENPLAY W.P. LIPSCOMBE 
DIRECTOR LEE ROBINSON 

PRODUCER CHIPS RAFFERTY 
 
Context 
In May 1956, after forming Australian Television Enterprises Ltd, Chips Rafferty and Lee 
Robinson acquired Cinesound’s old studio at Bondi323 (which had been used as a bottling 
plant by Canada Dry since 1952).324 They aimed to make it a base for their feature film and 
television production in Australia, whilst their co-production work would continue overseas 
with French company Discifilm. To finance their expanded vision, they offered investors 
debentures in Australian Television Enterprises (ATEL), a scheme they had established 
successfully with King of The Coral Sea to get around capital restrictions. They advertised 
the offer as a foolproof investment with strong security: 
 

ATEL is formed to produce television programmes and provide studio facilities for TV 
production. TV consumes programme material at a terrific rate. Australia has six stations, and 
yet two stations in England keep 70 production studios flat out endeavouring to cope with the 
the demand. Here's your opportunity to invest in the company which will produce Australian 
TV programmes. 

ATEL has already purchased, and is equipping the original Cinesound Studios at Ebley St., 
Bondi Junction, a building already set up for film production, and covering over 30,000 sq. ft. 
This building and equipment alone is your security for a safe investment. 

ATEL 
1. Will produce not only for Australian but for American and English TV networks, half-hour 

TV scries for commercial stations. 
2. Will produce commercial advertising messages for television and cinema. 
3. Will hire studios to independent television producers. 
4. Will hire studios to feature motion-picture producers. 

 
However, the duo had no formal agreements with any of the new television networks, and 
the first revenue making project for the new company was to lease the studio to their own 
production Dust In The Sun, an outback crime thriller based on the novel Justin Bayard by 
Jon Cleary. Breaking from their established business model, Dust In The Sun was budgeted 
at £50,000 (twice the cost of King Of The Coral Sea) and did not star Chips Rafferty, two 
decisions that Rafferty and Robinson came to regret.  
 
 
Story Summary 
Justin Bayard is an outback policeman who arrives at a remote cattle station with an 
aboriginal prisoner, after being attacked by a tribe that is out for revenge for the man’s crime. 
Seeking refuge until a plane can take the prisoner to safety, Bayard finds that the new owners 
of the property—Julie and Tad Kirkbride—are squabbling over the future of the station, 
placing the jobs of those working there at risk. Forced to wait, Bayard helps round up cattle 
and falls in love with the daughter of the Head Stockman. Bored, unhappy and irrational, 
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Julie frees the aboriginal prisoner and is then murdered by one of the station hands. Bayard 
solves the crime and leaves.  
 
Commentary 
Although Cleary’s novel had been well received by critics, Robinson felt that the 
screenplay—which he and Joy Cavill developed with W.P. Lipscombe—was poor.325 It was 
hardly suprising then that the resulting screen story lacked a clear focus, with the dramatic 
opening plotline (of a policeman trying to keep a prisoner safe) evaporating into a domestic 
romantic drama, quickly subsumed by a murder mystery which is conveniently resolved by 
the culprit committing suicide. Actor Bud Tingwell—originally intended for the role of Tad 
Kirkbride—recalled that Robinson wanted to “play around” with the story and emphasise 
more of the romantic aspects, with a nude scene at the waterhole.326 Unhappy with the way 
the screenplay was heading, Tingwell opted out—even after he was subsequently offered the 
lead role—and Robinson had to settle for the relatively unknown Ken Wayne, such had been 
the exodus of talent to American and Britain over the previous three years.  
 
As with Robinson’s earlier work, his light touch directing actors is apparent, with the miscast 
Wayne looking far more like a charmless city cop than a rugged lawman from the bush. The 
central character of Bayard should have dominated the plot with his charisma but Wayne’s 
portrayal is bland and humourless. “I think our mistake there was to make a picture not 
geared for Chips,” said Lee in an interview years later.327  
 
Although the film opens with a detective/investigator character (Bayard) entering a dubious 
and dangerous environment where a femme fatale of sorts (Julie) is looking for a way out, 
the film’s narrative approach and overarching style doesn’t allow it to fall into any 
established definitions of a film noir. (It is Julie who dies, while Bayard rides off into the 
sunset). From a genre perspective, it is an ill-disciplined fusion of elements from the western 
and melodrama categories, with the occasional moment shot in semi-darkness, through 
venetians or using mirrors.  
 
The film premiered at the 1958 Sydney Film Festival but was not released until August 1960. 
The Australian Women’s Weekly critic gave it one star, describing it as “a study in the 
slowest of slow-motion, corny script, and ham acting,” although the stunning 
cinematography and “dignified grace” of Robert Tudawali impressed.328  
 
The film took more than two years to find distribution and, without cashflow, Robinson 
returned to New Guinea to make a segment called Uncontrolled Territory for Lowell 
Thomas’ High Adventure series, screened on American television. He then commenced work 
on the next obligation Southern International had with French company Discifilm—The 
Stowaway. But Chips Rafferty’s heart was not in the venture and he played little part in it. 
Joy Cavill—who had worked with Robinson and Rafferty since King of the Coral Sea—
indicated that Chips knew the pair had strayed from their original vision: “he wanted to make 
little films like Phantom Stockman and King of the Coral Sea, never really wanted to make 
anything bigger than that, and he was quite happy to go along with making those little films 
for ever and ever, and he’d have been a much wealthier man if he had.”329 
 
Detailed Plot 
A policeman on horseback is escorting an aboriginal prisoner through the outback when he is 
attacked by a band of aboriginals and injured. The aboriginal prisoner—who is joined to the 
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policeman by a chain—takes the unconscious policeman to a cattle station, followed 
cautiously by the tribe.  
 
At the cattle station, the policeman—Justin Bayard, the new Constable—wakes and tells 
Chris (daughter of Ned Palady, the Head Stockman) that he was followed by the tribe (the 
Kapundas), who killed his trackers and his other horses. They are after his prisoner—named 
Emufoot—for a revenge killing. Bayard also meets Julie Kirkbride—blonde wife of the 
owner of the station. She declares that he will get a lot of attention as a new face, and tells 
him that she and her husband have only been there for eleven months. She hates the place 
and is strictly a city girl. Ned Palady arrives to tell Bayard to leave as soon as possible or else 
there will be trouble, with Julie showing her clear contempt for her Head Stockman.  
 
Julie joins her husband Tad, telling him that she can’t stand Palady. Tad tells her that Palady 
grew up on the ranch and she should leave him well alone. When Tad tells her that he 
intends to stay another two years, Julie says she couldn’t stand it.  
 
Chris gives Bayard the keys to an outhouse where Emufoot is being held and, once there, 
Bayard shakes his prisoner’s hand in thanks. He then talks on the radio to his boss in Alice 
Springs and is told to wait because of the danger of being attacked again. An aircraft will be 
sent to pick him up in a few days. Chris goes off to shoot some dingoes that are killing their 
calves, yelling to a concerned Bayered that she can look after herself with a gun.  
 
In the house, Julie tells Bayard again that she can’t stand being there, and her husband and a 
station-hand named Spider overhears. Later that night, the outhouse is attacked by the 
Kapundas and Bayard and Spider shoot some of the tribe, with Palady confirming his belief 
that the prisoner would cause trouble.  
 
The next day tensions rise at the station when Julie gets annoyed with Bayard exercising his 
prisoner in front of the house. Chris heads out by jeep to the cattle yards and Bayard goes for 
the ride, the two exchanging longing glances. They deliver some supplies to the crew 
working there and head home but are diverted to a rock pool when the jeep overheats. In the 
water the two kiss passionately.  
 
Whilst everyone is out working, Julie—who wants someone to talk to—visits Emufoot. She 
tells him that they are both prisoners, trapped with no escape. She then realises that she can 
help him and she lets him out. He runs off into the distance. 
 
That night, when Chris and Bayard return, she tells him she will bring him some coffee later 
on. When he arrives at his shed he finds Palady waiting, telling him to leave straight away 
and stay away from his daughter. Their conversation is interrupted when the outhouse is set 
on fire, and Bayard discovers that Emufoot has escaped.  
 
The next day Bayard sets off to look for Emufoot whilst Chris, Palady and Spider round up 
cattle. Bayard returns with no sign of Emufoot, and when he gets inside the house, he finds 
Julie has been drinking. She insults Bayard and her husband, and tells them that it was the 
local aboriginals who set fire to the outhouse. 
 
The next day, Bayard continues his search for Emufoot and sees a vehicle driving 
dangerously. It is Julie and he tells her not to run away. He then rides to tell Tad who heads 
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after his wife. Tad finds the car overturned and no sign of Julie. He follows her tracks and 
finds her lying in the dirt crying.  
 
That night Tad tells Palady and his men that he doesn’t want to go ahead with the annual 
cattle drove after all, and that he’s selling the cattle station. He informs Julie of his decision, 
but she says she is fine now and tells him to let Palady go ahead with the drove. They kiss 
and she tells him she loves him.  
 
Later, Palady and his men watch as the house lights go off. As Bayard returns there is a 
scream from the house. Chris runs in followed by Bayard and they find that Julie has been 
strangled.  
 
After the burial of Julie, Bayard tells Palady that he knows who killed Julie and he will arrest 
him as soon as he has enough evidence. They agree they must move the cattle, and they all 
saddle up for the ride. Chris spots birds circling a group of trees and believes something must 
be dead. They investigate and find the body of Emufoot, speared in the back. Palady 
insinuates that Emufoot murdered Julie but Bayard doesn’t agree, saying that he knows that 
isn’t true. Spider then declares himself the murderer and rides off with Bayard chasing.  
 
Bayard finds Spider’s horse in the bush and creeps up on it—only to be shot at. He advances 
on Spider and tells him to put down his gun and give himself up. Spider is about to shoot 
Bayard when Chris arrives, and Spider throws down his gun and jumps off a cliff to kill 
himself. Bayard and Chris embrace and then return to tell Tad what has happened. Chris tells 
Tad that Spider only killed Julie to help him keep the station.  
 
Bayard leaves, telling Chris that his is a wanderer’s life and she wouldn’t want to leave the 
station. She returns home with Tad.  
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Production Credits 
Screenplay by Joy Cavill and Lee Robinson, from the novel by Jon Cleary  
Cinematography by Carl Kayser 
Camera—Keith Loone 
Sound Donald J Connelly 
Production Manager—George Hughes 
Editing—Stanley Moore 
Make Up—Harold Taylor 
Wardrobe—Joan Pearce 
Chief Electrician—John Williams 
Chief Grip—Alwyn Harris 
Continuity—Rhonda Grogan 
Production Associate—Joy Cavill  
Original Music by Wilbur Sampson  
Produced by Chips Rafferty 
Directed by Lee Robinson 
 
Jill Adams—Julie Kirkbridge 
Ken Wayne—Justin Bayard 
Maureen Lanagan—Chris Palady 
James Forrest—Tad Kirkbridge 
Robert Tudawali—Emu Foot 
Jack Hume—Ned Palady 
Henry Murdoch—Spider 
Reg Lye—Dirks 
Alan Light—Inspector Pritchett 
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FILM THE STOWAWAY 

YEAR OF RELEASE 1958 
PRODUCTION COMPANY DISCIFILM & SILVERFILM 

DURATION 93 MINUTES 
 

SCREENPLAY LEE ROBINSON & JOY CAVILL 
DIRECTOR LEE ROBINSON & RALPH HABIB 

PRODUCER 
LEE ROBINSON &  
PAUL-EDMUND DECHARME 

 
 
Context 
With Dust in The Sun still looking for a distribution deal, no television projects in sight, and 
running short of cash, Rafferty and Robinson looked to their co-production arrangement with 
Discifilm to help keep stay afloat. Their plans to capitalise on the new world of television 
content proved unsound, with local television networks finding it more financially 
advantageous to buy pre-existing programmes in America and Britain rather than invest in 
domestic production. In 1957, Robinson had secured one deal with the Commonwealth Film 
Unit to make the short documentary Bring Out A Briton, to be used by the Department of 
Immigration to increase migrant intake from the UK.330 Whilst Robinson remained 
optimistic, Rafferty “was trying to save his disintegrating production empire, even though his 
heart was not in it.”331 They had overstretched their financial resources with the purchase of 
the Cinesound studio and the subsequent fit out, which included paying for a new 
soundproof roof.  
 
Whilst Walk Into Paradise had been led by Rafferty and Robinson, The Stowaway was to be 
a predominantly French project, with Southern International originally supposed to 
contribute 30% of the finance. However, Rafferty and Robinson had trouble raising their 
share, and a second French company (Silver Films) joined as production partners, with 
Rafferty and Robinson re-investing their takings from Walk Into Paradise and securing a 
loan from Universal’s Australian boss Herc McIntyre.332 Disenchanted, Rafferty decided not 
to be involved in the cast and played no active part in the production, Robinson being 
assisted by Joy Cavill. As with Walk Into Paradise, all dialogue scenes for the film were shot 
twice, with French director Ralph Habib sharing directing credits with Lee Robinson.  
 
 
Story Synopsis 
A lawyer arrives in Tahiti looking for Rene Marechal who has inherited a fortune, but on the 
next leg of his boat trip back is murdered by Mougins, who is trying to fraudulently obtain 
the inheritance. Also on board is the shady Major Owens and the stowaway Colette, 
Marechal’s former lover, both of whom are trying to find a way to get the money. Colette 
teams up with Jean who tries to help her, but she is threatenend by Mougins, who kills the 
Major and plots to return to London posing as Marechal, taking Colette with him. However, 
Jean chases Mougins at sea, Mougins falls overboard during a fight and is eaten by sharks. 
Jean and Colette decide to stay together and let Marechal claim his inheritance.  
 
Commentary 
Slow moving and filled out with scenes of Polynesian dancing, the film has insufficient 
action to compensate for the lack of complex character writing. Missing completely from the 
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film is the unabashed sense of adventure that had fuelled Walk Into Paradise, and Habib’s 
direction—which Robinson was highly critical of—is lifeless, resulting in wooden 
performances.  
 
The English version of the film (that Southern International owned) had trouble finding 
distribution and, although it was chosen by Universal to open a new theatre in Dubbo in 
1958, it wasn’t screened further in Australia until late 1959. Robinson and Rafferty 
continued with their third and final co-production—The Restless and The Damned—that 
same year, but Robinson left the directing to his French counterpart Yves Allegret. Although 
an English version of the film was shot, it was never completed and Rafferty & Robinson’s 
film company—which had strayed far from its original vision—finally collapsed. “The 
company was liquidated, creditors receieved a mere ten cents in the dollar, and feature film 
production in Australia came to a dead halt.”333  
 
Detailed Plot 
A boat docks at Panama and Major Owens and Mr Buddington disembark. 
The Major offers Buddington a lift to his hotel but he declines. The Major then follows 
Buddington to a house.  
 
Buddington enters looking for Mr Rene Marechal and finds a semi-naked “F”. Buddington 
declares that he represents a legal firm and needs to find Marechal because his estranged 
father has left him a great deal of money. F tells him that Marechal doesn’t live there 
anymore, but has gone to the South Seas. Buddington also explains that the will provides 
10% of the fortune to the person who brings Marechal to London. 
 
F plots with her girlfriend Gabrielle to travel to Tahiti and marry Marechal so she can get the 
money, but she has no passport or visa. She decides to stowaway on the boat. 
 
On board, Jean is getting ready to take shore leave and visit F, who he knows as Collette. 
They meet at the club and he brings her a gift and they dance. The Major arrives and speaks 
to Gabrielle, mentioning that he is also looking for Marechal. Gabrielle urges Jean to make a 
move on Collette before its too late, while Collette tells the Major that she doesn’t know 
where Marechal is.  
 
The next day the boat prepares to leave and Mougins boards expecting a cabin on his own. 
After unpacking his gun, he finds he must share with the Major and they disagree about 
having the fan on or off.  
 
That night Jean takes some food to Collette who is hiding in one of the lifeboats. He then 
finds Mougins strolling in an area where passengers are not allowed, and once he makes him 
leave he takes Collette to his cabin. Jean declares his love for Collette but she is clearly not 
as interested.  
 
The Major returns to his room where Mougins is in bed and the two men continue to argue. 
 
The next day Jean takes Collette back to the lifeboat and the boat sails on. 
 
At a card table in the saloon, the Major and Buddington are playing cards with two other 
men but agree to move the game to Buddington’s cabin. Mougins quizzes the Major about 
Buddington, suggesting that they could become partners. The Major pretends ignorance. 
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Buddington and the Major continue playing poker on their own, with Buddington loosing 
more and more money and paying by IOU. 
 
One night Buddington comes to see the Major about his debts, followed by Mougins. 
Buddington admits his cant pay the debt and will do anything to have the debt nullified. 
Overheard by Mougins, the Major says he will forgive the debt if Buddington agrees not to 
find Marechal.  
 
When Buddington goes back to his room, Mougins is waiting and makes him hand over his 
documents about Marechal at gunpoint, before knocking him out. He throws Buddington’s 
body overboard but is seen by Collette.  
 
The next day, as the ship docks in Tahiti, the Major knocks on Buddington’s cabin door but 
finds it empty. Crowds throng the quayside and the Major disembarks along with Mougins. 
The Major takes a trip to a bar and meets an old friend Max, who warns the Major about the 
place and also tells him where Marechal is living—at a school some distance away. He heads 
for Marechal’s house but gets held up in traffic.  
 
Meanwhile other passengers gossip about the disappearnce of Buddington. Mougins asks the 
purser the name of the platinum blonde he saw the previous night, but the purser cant recall 
anyone of that description.  
 
The Major finds a man teaching music. 
 
Meanwhile, in a bar, Mougins watches some Tahitian dancing while trying to find out where 
Marechal is living. Jean and Collette arrive along with the Major. Mougins spots Collette 
before she heads out to the beach with Jean. He follows and the Major follows him.  
 
When the Major approaches Mougins who is watching the two lovers, Mougins tells him that 
he wants to speak to Collette about Marechal. 
 
The next day, The Major talks to Collette, declaring that he knows she was a stowaway. The 
Major declares that there are three of them hunting Marechal and she tells him that Mougins 
killed Buddington. He wants to join forces and tell the police about the killer—therefore 
eliminating him from the hunt, but she doesn’t want to go to the police. 
 
The Major finds someone to take him to an island—eight days travelling away—where he 
thinks Marechal is hiding. He runs into Collette who says she has given up the idea of 
Marechal because she is now truly in love with Jean. With Mougins listening, the two of 
them agree to meet later. 
 
Jean, Collette and the Major meet at a dance ceremony and when she goes to collect some 
drinks, Mougins forces her to find out from the Major where Marechal is and tell him the 
next day. She finds out where the Major is going and tells Mougins. He tries to accost her 
and threatens to kill Jean immediately unless she sleeps with him. She reluctantly complies, 
asking for him to wait another day before harming Jean. 
 
When Jean returns, Collette tells him that she came for another man, she is just a bar girl and 
he needs to leave. He is shocked but goes. She is distraught at what she has to do. 
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Mougins tells Collette his plan—that they will go and get Marechal but kill him on the way 
to London, Mougins pretending to be Marechal and Collette confirming his identity. 
 
The Major finds that Mougins will be on the same boat to the islands, and Collette tells the 
Major Mougins’s plan. The Major asks to see the Governor so that they can tell the 
authorities the truth, but Collette is reluctant. They agree to meet that night, but Collette 
doesn’t show.  
 
On his way to the Governor’s house, Mougins knifes the Major, and later the same night, 
Jean is told that Collette has been forced on a boat with Mougins. He gives chase with the 
police in a motor-boat.  
 
The motor-boat draws alongside the boat and Jean climbs aboard quietly, looking for 
Collette. When Mougins comes on deck they fight and Jean is knocked out and tied up in the 
hold. Seeing what happens, Collette manages to escape from the cabin where she has been 
locked in and rescues Jean, declaring her love for him. Mougins finds her gone and heads for 
the hold but Jean has gone. Jean radios for help and the crew fight Mougins before he falls 
overboard, to be eaten by sharks. 
 
The boat returns to Tahiti and Collette tells the captain to deliver Buddington’s papers to 
Marechal next time they see him. She and Jean disembark in Tahiti to singing and dancing. 
 
Production Credits 
Written by Joy Cavill and Lee Robinson, from the novel by Georges Simenon 
Cinematography by Desmond Dickinson   
Camera operator—Henri Persin  
Sound—René Sarazin 
Production Design—René Moulaert  
Script supervisor—Joyce Caville 
Hair stylist—Sarnelli Trieste   
Makeup artist—Maguy Vernadet  
Film Editing—Monique Kirsanoff    
Assistant editor—Anthony Buckley  
Original Music—Michel Emer 
Directed by Ralph Habib and Lee Robinson    
Assistant director—Claude Pinoteau 
Produced by Paul-Edmond Decharme and Lee Robinson 
 
Martine Carol—Colette 
Karlheinz Böhm—Jean 
Serge Reggiani—Alfred Mougins 
Arletty —Gabrielle 
Roger Livesey —Major Owens 
Reg Lye—Buddington 
Maea Flohr—Maea 
Yvon Chababa—Max 
James Condon—The Purser 
Charles Mauu —Taro 
Vahinerii Tauhiro—Vahinerri    
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FILM SMILEY GETS A GUN 

YEAR OF RELEASE 1958 
PRODUCTION COMPANY CANBERRA FILMS 

DURATION 90 MINUTES 
 

SCREENPLAY 
ANTHONY KIMMINS & REX 
RIENETS 

DIRECTOR ANTHONY KIMMINS 
PRODUCER ANTHONY KIMMINS 

 
 
Context 
During the long casting process in 1947 for the first Smiley film (see page 225), author 
Moore Raymond revealed that he was already working on a sequel to his highly successful 
novel—to be called Smiley Gets a Gun, which was published the same year. With both books 
and the first film commercial successes, it was hardly suprising that producer/director 
Anthony Kimmins returned to Australia to make the sequel.  
 
The original film had been made by Alexander Korda’s production company London Films, 
but Korda’s death in 1956 left Kimmins without a financial backer. In Australia, Kimmins 
formed Canberra Films Pty Ltd as a corporate vehicle for the film’s production and closed a 
deal with Twentieth Century Fox for a £150,000 budget for the film in return for worldwide 
distribution rights.334  
 
With the original Smiley (Colin Petersen) now working in England filming Lewis Gilbert’s 
A Cry From The Streets (1958), Kimmins started another extensive search for the face of the 
young rascal, selecting 10-year-old Keith Calvert from 4000 boys auditioned.335 Chips 
Rafferty returned to the role of Sargeant Flaxman and Kimmins cast Sybil Thorndike in the 
role of the eccentric Granny McKinley. Crew members who worked on both films included 
British cinematographer Edward Scaife and British editor Gerald Turney-Smith. The film 
was shot on location in Camden and Gundy, and in the Pagewood Studios at the end of 1957. 
The film was released in England in May 1958, in Australia in December the same year, and 
in the USA in January 1959.  
 
 
 
Story Synopsis 
After being reprimanded by the local police Sargeant for using a catapult, Smiley decides he 
must have gun and the Sargeant promises to give him a .22 rifle if Smiley can prove he is 
responsible. A series of good deeds give Smiley a chance at the rifle, but his plans are set 
back when he is blamed for releasing a goat into the church service and for starting a 
bushfire. But when Smiley helps find the culprit behind eccentric Grannie McKinley’s stolen 
gold coins, he finally gets the rifle.   
 
Commentary 
Although the film has moments of obvious charm, it suffers from a lack of energy and less 
astute performances then the first Smiley film. Criticised for being a poor copy of the 
original, Smily Gets a Gun also misses the darker undercurrents that gave the first film some 
depth. Cybil Thorndike gives a melodramatic performance as the mad town “witch”, and 
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Keith Calvert’s lack of acting experience makes the new Smiley far less charismatic a 
character than the first portrayal by Colin Petersen.    
 
As a result, the film was far less successful than the original and Kimmins—who died in 
1964 after making only one more feature—cancelled plans to make a third Smily film 
(Smiley Wins The Ashes). However, in 1959 Moore Raymond completed a third novel Smiley 
Roams The Road, published by UK publisher Hulton Press (which had also serialised the 
Smiley stories in comic strip form in Swift—a comic for young boys).  
 
The production strategy employed by Kimmins to get the film made represented the 
dominant mode of film production in Australia in the post-war period: an accredited overseas 
producer/director with an interest in an Australian story, at least one well-known star to 
ensure international distribution, foreign capital, key technical roles for experienced overseas 
crew, and with Australian cast and crew used mostly in supporting roles. It was this model 
that was used for the remaining films made in Australia as the decade came to an end—
Summer of The Seventeenth Doll (1959), On The Beach (1959) and The Seige of Pinchgut 
(1959)—see page 269. 
 
Detailed Plot 
With the same opening credit sequence and images as the first Smiley film, we meet Smiley 
and Joey firing pellets at the Police Sargeant’s chickens. The Sargeant confiscates Smiley’s 
catapault and reels off a list of all the bad things that Smiley has done. When Smiley asks if 
the Sargeant had a catapualt when he was a kid, the Sargeant tells him that he had a gun 
because he was responsible. He shows him the .22 rifle that he was given and Smiley decides 
he also wants a gun. The Sargeant makes a deal with Smiley—prove that he’s responsible 
and he can have the gun and twenty rounds of ammunition. Smiley will collect responsibility 
marks if he does good things and lose them if he is bad. Smiley needs eight marks—which 
will be put as nicks in a tree—in order to get the gun. Smiley’s father and neighbour make a 
bet on Smiley’s success.  
 
In school the class are learning about how an artesian bore works and have to write a letter 
explaining the details. Smiley decides to write to the Queen and includes details of his deal 
with the Sargeant. The teacher tells Smiley he can pump the organ at church on Sunday to 
help get another mark.  
 
Later, the school master Mister Stevens wants someone to deliver some bees to old Grannie 
McKinley—who the other kids think is a witch—and Smiley agrees in order to get another 
nick. When he meets Grannie, she seems as mad as a hatter at first but gives him some 
lollies. When he meets Joey he tells him wild tales of Grannie’s house—including her pirate 
gold.  
 
The Sargeant arrives at Smiley’s house with a writer—Mr Quirk—who wants to get a sense 
of country life. Smiley tells them about his trip to Granny McKinley and the Sargeant gives 
Smiley another two nicks in the tree.  
 
At church Smiley is pumping the organ while the congregation sing. Another boy lets a goat 
into the church and it trips up the Sargeant. Smiley is blamed and looses three nicks.  
 
Smiley visits Grannie again and he tells her the story of the goat. She laughs and explains 
that he looks like her son Dougan. She opens a chest and shows Smiley a picture of Dougan 
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before telling him a secret. She opens another secret chest and shows him a hoard of gold 
coins.  
 
Smiley & Joey visit the camp where men are digging the artesian bore, and one of the men 
gives Joey some gunpowder to have some fun with. They head back into town and Smiley 
takes his father’s gun—an old blunderbuss. The two head off to use the gunpowder and the 
gun, but start a bushfire that gets out of control. It heads towards the drilling camp and the 
whole town is alerted to the danger. Fire trucks and men on horses head out to save the bore, 
and Joey is hit by a falling tree and taken to hospital. The fire is put out and the Sargeant 
decides to find out how it started. He talks to Smiley who claims he started the fire, showing 
him the blunderbuss as proof. The Sargeant calls off the deal to give Smiley his gun. 
 
The Sargeant visits Joey at the hospital and the doctor tells him that Joey admitted that he 
started the fire. The Sargeant returns to tell Smiley the news, happy that Smiley was only 
protecting his friend. He gives Smiley his three nicks back plus another two.  
 
Smiley prepares a recital for the school concert but his father thinks the piece is too serious, 
and suggests he learns another one. At the concert, Smiley goes up to give his recital, which 
is vulgar but well received. The teacher is offended and suggests Smiley lose all his nicks, 
and a fight breaks out between groups of men betting for and against Smiley winning the 
deal. At the peak of the fight it is announced that the bore has struck water—and everyone 
celebrates. 
 
The next day, Smiley visits Joey in hospital and then talks to the writer Mr Quirk who reads 
what he has written about Grannie McKinley—including the myth about the gold.  Joey tells 
him that the gold is real and then goes to see the Sargeant. When the Sargeant is on the 
phone, Smiley loads the rifle. Quirk convinces the Sargeant that Grannie McKinley should 
be the person who officially opens the bore, and offers Smiley extra nicks if he can convince 
Grannie to come out of her house. He goes to convince Grannie who agrees on the provision 
that he hasn’t told anyone about the gold.  
 
At the opening of the bore, Grannie McKinley arrives on a cart with Smiley, and the 
Sargeant agrees to give Smiley his gun later that day. When Mr Quirk is called for he is 
missing, and Smiley decides to investigate. He runs back to Grannie’s room and checks that 
the gold is there, but doesn’t notice Quirk hiding outside. Smiley runs back in time for the 
bore opening, and Grannie McKinley starts the water flow.  
 
After the ceremony, Grannie McKinley and Smiley return to her house and she discovers 
that the gold is gone. She blames Smiley as he was the only one who knew where it was. 
Smiley runs away chased by various people, and a search party is sent into the bush to find 
him. At the bore camp, they find Smiley asleep in one of the trucks and take him back to the 
town. An enquiry is held in the church and the evidence seems stacked against Smiley. 
During a break in proceedings, Joey—who was in the hospital—says that he saw Quirk 
heading towards Grannie McKinley’s house. Smiley’s dad finds the gold in Quirk’s car and 
presents it to the enquiry, saving Smiley. Quirk is arrested and Smiley is presented with his 
gun, but not before it goes off, smashing the window.  
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Production Credits 
Original Music by Wilbur Sampson    
Cinematography by Edward Scaife    
Film Editing by Gerald Turney-Smith    
Art Direction by John Hoesli    
Set Dressing by  Ken Muggleston 
Special Effects by Keith Gow 
Produced by Anthony Kimmins 
Written by Anthony Kimmins and Rex Rienits 
From the novel by Moore Raymond 
Directed by Anthony Kimmins 
 
Sybil Thorndike—Granny McKinley 
Chips Rafferty—Sergeant Flaxman 
Keith Calvert—Smiley Greevins 
Bruce Archer—Joey 
Margaret Christensen—Ma Greevins 
Reg Lye—Pa Greevins 
Grant Taylor—Stiffy 
Verena Kimmins—Miss McCowan 
Leonard Teale—Mr. Stevens 
Jannice Dinnen—Jean Holt 
Brian Farley—Fred Jackson 
Bruce Beeby—Dr. Gaspen 
Ruth Cracknell—Mrs. Gaspen 
Guy Doleman - Quirk 
Gordon Chater—Rev. Galbraith  
Val Cooney—Nurse  
Barbara Eather—Elsie  
John Fegan—Tom Graham  
Richard Pusey—Jimmy Goodwin  
Frank Ransome—Mick Mooney  
William Rees—Mr. Protheroe  
Charles Tasman—Vicar  
John Tate—Dave Rudge 
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FILM THE SIEGE OF PINCHGUT 

YEAR OF RELEASE 1959 
PRODUCTION COMPANY EALING FILMS 

DURATION 104 MINUTES 
 

SCREENPLAY HARRY WATT & JON CLEARY 
DIRECTOR HARRY WATT 

PRODUCER MICHAEL BALCON 
 
 
Context 
In 1955 a struggling Ealing Studios had signed a six-picture deal with MGM to continue film 
production in Britain, having sold its studios to the BBC. When the MGM deal came to an 
end, Ealing made one last film—The Siege of Pinchgut—before selling its assets to the 
Associated British Picture Corporation (which was controlled by Warner Bros. at the time). 
Ealing boss Michael Balcon commissioned Harry Watt to return to Australia after making 
two adventure films in Africa for Ealing—Where No Vultures Fly (1951) and West of 
Zanzibar (1954)—and a documentary for the World Health Organisation—People Like 
Maria (1958). 
 
Ealing had purchased the story for The Siege of Pinchgut (then called Saturday to Monday) 
from Lee Robinson and Inman Hunter, when Robinson’s plans to raise capital for four 
feature films had fallen through in 1950. Watt developed the screenplay with Australian 
author Jon Cleary (who had also worked with Robinson on Dust in the Sun), and set about 
making a crime thriller set on Sydney’s spectacular harbour.  
 
The cast was predominantly international, including leads from America (Aldo Ray), Italy 
(Carlo Guistini), Canada (Neil McCallum) and England (Heather Sears), and the crew nearly 
all Ealing regulars. The film was shot mainly on location in Sydney in November 1958, and 
was completed in MGM’s studio in Hertfordshire. The film premiered in competition at the 
1959 Berlin Film Festival (as a British film) and was released in the UK in August 1959. An 
Australian release followed in March 1960. Renamed Four Desperate Men, the film was 
distributed in the USA in 1960 by Continental Distributors Inc. a company run by Walter 
Reade who owned a small group of cinemas and who sold foreign films to television stations 
in the USA.  
 
Story Synopsis 
Wrongly imprisoned due to the evidence of a corrupt informant, escaped convict Matt Kirk 
and his three accomplices try to escape Sydney by boat, but are trapped on a small fortified 
island in the middle of Sydney Harbour when their vessel breaks down. They take the 
island’s caretaker hostage, along with his wife and daughter Ann, and manage to keep their 
presence unnoticed when a group of tourists come to the island for a tour. However, when a 
policeman delivers milk to the island, Ann alerts him and a stand off with authorities begins.  
 
The four men argue about what to do as police surround the island with marksmen, Kirk 
insisting that they do not harm anyone but demand a re-trial. But when his brother Johnny is 
shot, Kirk threatens to blow up a munition ship moored nearby. Ann looks after Johnny as an 
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evacuation of the harbour begins and tensions rise. Finally the police storm the island, killing 
Kirk. Ann and her parents agree to put in a good word for Johnny when he is arrested.  
 
Commentary 
After a tense opening sequence the film settles into a less confident mood, with the drama 
undermined by the unclear attitude suggested for the plight of the four desperate men. Once 
trapped on the island surrounded by authorities, the film becomes more of a hostage drama 
and Watt fails to sufficiently highlight the psychological tensions between the seven people, 
and is handicapped by a script that looses sight of its central premise—that of the innocence 
of the lead character.  
 
As a black and white crime thriller made by a studio looking to the American market, the 
film employs a number of the stylistic techniques associated with the film noir genre: long 
unedited takes with wide angle lenses to cover a scene economically; the framing of multiple 
characters in a shot the same time, most facing camera, and/or with action happening in 
depth; the use of mirrors and shadows to reveal/conceal characters’ faces; shots angled from 
below to reveal ceilings; —but the film lacks the tone and themes associated with film noir.  
 

  
 
 
 
 

  
 
 
 
 
 

Kirk (background left) threatens Pat Fulton as 
he tries to use the telephone (foreground right) 

Detective Superintendant Hanna (second left) is 
questioned by reporters about the fugitives.  

Pretending to be an ambulance man, Johnny 
(foreground) waits for his brother, whilst the 
police start asking questions (background). 

In a single shot scene lasting 2 minutes, Kirk 
(right) tries to calm down the Fulton family, 
with Luke holding a gun (background), and the 
other two members of the gang just off screen 
left and right. 
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Perhaps a little at odds with the stylised drama, Watt also employs a documentary realist 
approach when dealing with the clearing of the harbourside suburbs and the building of a 
police presence around the tiny island, mostly shot in daytime.  
 
Miriam Fowler in the Australian Women’s Weekly described the film as “interesting…while 
the plot builds tension on the island, on the mainland it becomes a pantomime. But Sydney 
Harbour deserves its excellent, film treatment.”336 Isabel Quigley writing in The Spectator 
described the film as a “slow doomed battle with the law” concluding that the film was “a lot 
less interesting because one doesn’t really care what happens to anyone.”337 
 
Watt (who returned to England to make documentaries for television before retiring in 1962) 
spoke out about the state of Australian film industry during the making of The Siege of 
Pinchgut:  
 

“It’s an awful shame the Australian Government does not do something about fostering a 
native Australian film industry. The people working in it just limp from odd-jobbing on 
one film to the next. As workers they’re fabulously good—immensely more willing and 
practical than anywhere else. The quality of their technical work is first class, and there’s 
a lot of good movie equipment in Australia. With a little bit of backing and the 
marvellous natural filmic resources of climate and stories, Australia could be producing 
her own world-class movies regularly.” 
 
Harry Watt, interviewed for the Australian Women’s Weekly, 4 February 1959, page 58 

 
The Siege of Pinchgut was the last feature film made by Harry Watt, by last produced by 
Ealing Studios, and the last film made in Australia in the 1950’s. In the years ahead there 
was to be no ‘backing’ provided by the Australian Government for filmmaking, and in the 
1960s only seventeen feature films were made in the country. The lowest ebb of the 

Ann tends to the injured Johnny (just off-screen 
left) when her mother arrives 

Kirk and Luke argue about tactics with their 
hostages framed between them in a mirror 

Johnny (foreground) is pinned down by 
marksmen as Ann (background) comes to help. 

Kirk (foreground) negotiates with authorities as 
the gang and his hostages watch from the 
background 
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Australian film industry came in 1963 and 1964, when no films were produced. The lack of 
capital, the structural difficulties associated with distribution and exhibition, the drain of 
talent overseas and into the new technology of television had all taken their toll.  
 
Detailed Plot 
An ambulance carrying a man wrapped in bandages drives fast through the streets of Sydney. 
It arrives at a roadblock and the police look inside, searching for an escaped prisoner. They 
let the ambulance through and it continues, but is stopped by a motorcycle policeman. He 
wants the doctor for an emergency case and another injured man is escorted into the 
ambulance. The policeman then agrees to escort them, travelling across the harbour bridge. 
The men are clearly only pretending to be ambulance workers. 
 
They arrive at the hospital and the policeman continues to help, so that the man in bandages 
and his ambulance friends unable to escape. A nurse starts to unwrap the man’s bandages 
until one of his friends says he needs to go to the bathroom. They escape. 
 
At police headquarters, reporters ask a Mr Hanna whether he will find Kirk. Another reporter 
says that Kirk is innocent and has been framed by police. 
 
Near the docks Johnny and Kirk are waiting for Bert with Luke. Kirk is writing to the 
newspapers to demand a new trial, and when Luke tries to leave Bert arrives with food and 
drink.  
 
That night the four men board a boat and head out past the harbour but the engine fouls on a 
rope and they drift back into the harbour, heading for Pinchgut Island. As they pull 
themselves ashore, Hanna has tracked them to the ambulance. Johnny agrees to go overboard 
and free the engine and the caretaker of the island and his daughter come to see what is going 
on. The caretaker sees Kirk’s face and goes to phone the police when Johnny stops him.  
 
Kirk finds out the daily routine of the caretaker, his wife and daughter, and locks them in a 
small room. Johnny explains that the boat has a broken shaft, and Kirk decides they will sink 
the boat and wait it out for another day (until Sunday) when they can get clear. 
 
While the four escapees sink their boat, the caretaker—a fighting Irishman—wants to do 
something, but his wife and daughter think it is too dangerous.  
 
The next day Johnny follows the daughter (Ann) and explains that his brother was convicted 
on the word of a corrupt informer. Bert sees a navy ship in the distance with a flag indicating 
it is full of explosives, and the caretaker’s wife (Mrs Fulton) tells her husband not to raise the 
flag they put up everyday. Bert notices and gets the flag put up just as mainland authorities 
are about to report it as a problem.  
 
A tourist boat pulls up and a tour starts with Bert watching the caretaker while Johnny, Luke 
and Kirk stay in the kitchen with the caretaker’s wife and Ann. On the tour, Bert finds that 
there is a working naval gun on the island, with shells locked up downstairs in a cellar. 
When the tourists leave, a police boat stops at the island to deliver milk. The caretaker goes 
out alone to get the milk and the policeman goes to leave. His daughter yells for help and the 
policeman draws a gun. Kirk comes out with the girl as hostage and Kirk demands that the 
policeman go away and come back with someone more important. Luke is furious and 
argues that they should escape and not negotiate. Bert agrees with Luke and the four men 



A Survey of Australian Cinema 1938-1958  Page 273 

argue over tactics. Luke decides to make a run for it in the caretakers boat, but a police boat 
arrives with Hanna. 
 
Kirk says he wants to talk to the Attorney General and get a re-trial. Hanna wants him to free 
the woman but he refuses. Hanna leaves and Luke still wants to go. Bert says they can use 
the threat of shelling the explosive-laded ship to get a better bargaining position, but Kirk 
wants to keep everything peaceful. Johnny wants them to give up. 
 
Meanwhile Hanna is issuing guns to the police and preparing to raid the island.  Police 
marksmen get ready to take shots, and Johnny and Kirk watch through binoculars. Johnny 
and Kirk continue to argue and when Johnny goes out to give himself up, he is shot by a 
marksman. 
 
Kirk talks with Hanna on the phone, now saying he will fight because Johnny has been shot, 
and the caretaker’s wife tends to Johnny.  
 
Bert finds a blank shell and Kirk—now agreeing with Bert’s plan to use the gun—sends the 
caretaker out ahead of them to the gun with the shell. The police watch their movements and 
they load the gun. 
 
In a meeting with the Police Commissioner, the Premier and the Navy, authorities agree that 
Kirk is an intelligent man who was convicted on flimsy evidence. The Commissioner decides 
to speak one more time with Kirk who demands a retrial or he will blow up half the city.  
 
While Luke and Kirk work their way into the cellar where the live ammunition is stored, 
Johnny talks to Ann, telling her how his brother used to be such a nice guy. Bert notices that 
the explosives ship is being moved and Kirk phones Hanna. He gets Hanna to watch their 
naval gun and they fire the blank. It frightens the tugs moving the ship and they leave. The 
Commissioner gets ready for a showdown, putting marksmen on cranes and structures all 
around the island with instructions to shoot on sight. 
 
Kirk and Luke get shot at and Johnny goes out to see what the problem is and is also shot at, 
falling and injuring his bad shoulder. Ann goes out to see how he is.  
 
The police debate whether Kirk is serious or not, unsure whether he has live shells, and the 
media start reporting the siege. The authorities decide to evacuate the harbourfront and 
people are taken from their homes in buses. As the police advise residents they break up a 
two-up game. 
 
Luke and Kirk make it through the cellar door only to find that there is another door to get 
through. Kirk tells Johnny that he can’t go back to jail and needs his support to make the 
siege work. Kirk realises that Johnny has taken a liking to Ann. 
 
Bert and Luke argue again about what to do, Luke refusing to help break down the second 
door. He decides to make a run for it and is killed by marksmen. Kirk and Bert bring his 
body inside.  
 
Hanna phones to speak with Kirk but Johnny answers the phone. Hanna offers him a light 
sentence if he releases the caretaker and his family, but Johnny wont cross his brother. Kirk 
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tells Hanna he will go through with the threat to blow up the city unless he guarantees a re-
trial.  
 
On television, people interviewed are more sympathetic with Kirk than authorities, who 
agree to go ahead with a new plan to shift the explosives off the boat quietly by hand.  
 
On the island, Ann decides to phone Hanna and tell him that they have no shells, but Kirk 
arrives and rips the phone connection out, denouncing Johnny, who did nothing to stop her. 
Kirk goes back to opening the door and Johnny takes the women to the tower where it will 
be safer if the explosion happens.  
 
On the explosives boat unloading slows down when the stack of explosives collapses and 
pins one of the men.  
 
As the deadline approaches, the men moving the explosives leave the boat, with some of the 
explosives still on board. Kirk manages to get through the door and and gets a live shell. He 
and Bert make for the gun but Bert is shot and drops the shell, which falls into the water. 
Kirk goes back inside.  
 
The caretaker decides to tackle Kirk and heads outside as Kirk takes a second shell to the 
gun where Johnny is waiting. As frogmen arrive on the island, Kirk loads the gun and 
prepares to fire. Johnny then tells him he has broken the firing pin and they fight. Kirk runs 
off with frogmen chasing. Hanna arrives at the island with police and reporters and Kirk goes 
up the tower trying to escape tear gas. He calls for Johnny and is killed by police, falling 
from the tower where Johnny finds his body. The siege ends with Johnny and Ann 
exchanging smiles and the caretaker saying that they will speak up for Johnny at any trial.  
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Production Credits 
Directed by Harry Watt    
Written by Harry Watt and Jon Cleary 
Additional dialogue—Alexander Baron     
From a story by Inman Hunter and Lee Robinson    
Michael Balcon—producer 
Eric Williams—associate producer 
Original Music—Kenneth V. Jones    
Cinematography—Gordon Dines    
Film Editing—Gordon Stone    
Art Direction—Alan Withy    
Bill Lodge—makeup artist (as William Lodge) 
Hal Mason—production supervisor 
L.C. Rudkin—production manager 
Michael Birkett—assistant director 
Eric Price—assistant director 
Stephen Dalby—sound supervisor 
Cyril Swern—sound recordist 
Lionel Selwyn—sound editor  
Herbert Smith—camera operator 
Chic Waterson—second camera operator 
Ron Beck—wardrobe 
Dock Mathieson—conductor 
Helen Whitson—continuity 
 
Aldo Ray—Matt Kirk 
Heather Sears—Ann Fulton 
Neil McCallum—Johnny Kirk 
Victor Maddern—Bert 
Carlo Giustini—Luke  
Alan Tilvern—Superintendent Hanna 
Barbara Mullen—Mrs Fulton 
Gerry Duggan—Pat Fulton 
Kenneth Warren—Police Commissioner  
Grant Taylor—Constable Macey 
Deryck Barnes—Sergeant Drake  
Richard Vernon—Under Secretary 
Ewan MacDuff—Naval Captain 
Martin Boddey—Brigadier 
Max Robertson—Motorcycle Policeman 
John Pusey—Small Boy 
Fred Abbott—Constable 
Jerome 'Jock' Levy—Policeman 
George Woodbridge—Newspaper Editor 
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THE AUSTRALIAN FILM INDUSTRY AT THE END OF THE 1950s 
 
On 17 August 1960, after a debate in Australian Senate about atomic energy, Liberal Senator 
George Hannan moved that the members of the House “put aside any thought of party 
prejudice” and consider the Australian film industry. Hannan had raised his concerns two 
years earlier during an Appropriation Bill discussion, claiming that the industry was “in 
danger of extinction,”338 and during the Parliamentary recess prior to the 1960 debate, 
Hannan travelled to Sydney and Melbourne and interviewed members of the film industry, 
conducting extensive research into the history and performance of the sector from the start of 
silent era at the turn of the century to the current day. Armed with a long speech and detailed 
facts and figures, Hannan started his discussion by tabling four questions for the Senate to 
consider: 
   

1.  Whether Australian national sentiment and culture are being endangered by the virtual 
monopoly of foreign films and entertainment screened by Australian theatres and 
television stations;  

2.  Whether a sound local film industry, with particular emphasis on documentary and 
television films, would be in the national interest as providing an outlet for Australian 
sentiment and culture and for earning international goodwill by distribution abroad;  

3.  In existing circumstances, is it practicable to place the Australian film industry on a sound 
footing by governmental financial or administrative assistance and, if so, what is the best 
method of providing such financial or administrative aid; and  

4.  What is the Australian potential for pictures or visual entertainment or instruction, filmed 
or recorded by predominantly television techniques such as video-tape? 

 
 
Hannan then spoke for an hour—recapping the history of a once bright industry—one that he 
claimed had produced the world’s first screen drama (Soldiers of the Cross), the world’s first 
feature film (The Story of The Kelly Gang (1906)), the world’s first newsreel (covering the 
1896 Melbourne Cup), the world’s first documentary film (Frank Hurley’s coverage of 
Ernest Shackleton’s Antarctic Expedition in 1914-17), and the world’s first aerial film 
(Camera in the Clouds). He then proceeded to document the steady decline of the industry to 
its lowest ebb—1960.  “Production figures show that the output of the private producers is as 
low as it has ever been. As a matter of fact, no films have been scheduled for this year, and 
none was produced last year. The four studios that are capable of producing feature films are 
unable to go ahead because of lack of finance and the difficulties associated with providing 
an outlet for them.” 
 
But it was not only the production sector that was in crisis by 1960. In the preceding five 
years, one third of Melbourne’s cinemas and more than a quarter of Sydney’s had closed.339 
From a peak of 151 million admissions for the year in 1945 (at a per capita rate of 20.4 
admission in the year), cinema attendances in Australia plummeted to 66 million by 1962 (at 
a per capita rate of 6.1 visits per year).340 By 1960 “television was the hot new medium: 90 
percent of American homes were equipped with sets.”341 In Australia, even though television 
had only been introduced in 1956, adoption had been extraordinarily quick and by 1960 over 
70% of the population had television at home.342 Yet, despite the closure of cinemas, the 
structure of the exhibition sector remained fundamentally unchanged, with ownership 
continuing to be dominated by the two largest—and foreign owned—players. Greater Union 
was still 50% owned by Britain’s Rank Organisation, and Fox Film Corporation remained 
the major shareholder in Hoyts Theatres Limited. During the 1950s, Hoyts and Greater 
Union had worked together to diversify and protect their businesses, becoming shareholders 
in General Television Corporation Ltd (which secured one of the Melbourne television 
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licences in April 1955), and jointly invested in new drive-in cinemas and the upgrade of 
existing cinemas (for stereo sound and wide-screen images)—investments designed to 
differentiate the cinema experience from television. The closure of cinemas—predominantly 
owner-operated businesses in small country towns and suburban areas—represented a 
consolidation phase in the industry, with the larger companies able to deal more effectively 
with, and even take advantage of, the change. They shed unprofitable assets and began 
releasing “big” films simulateously in multiple venues, rather than adopting long runs in the 
prestige inner city cinemas followed by screenings in the suburbs and country areas. 
Consolidating its ownership of city cinemas, “Hoyts and Greater Union managed to show a 
continuing, if declining, profit. Television was in much more direct competition with the 
local flicks than with those special occasions when people went to town to see a big first-
class release film.”343 
 
Distribution in Australia in 1959 was still controlled by Hollywood companies and “all 
major film distributors, with one exception (BEF) were wholly owned from the United 
States.”344 But whilst the effects of the 1948 Paramount decree (requiring the dismantling of 
the integrated ownership of production, distribution and exhibition operations) changed 
structural arrangements and organisational behaviour in the United States, there was no 
legistative reason why industry practices in Australia—which had operated so effectively to 
the advantage of the Hollywood majors—should be altered. There was no change in 
government policy or anti-competitive legislation in Australia. In fact the changes in 
America encouraged the majors to ensure the continued profitability of their foreign 
operations: “Foreign income held up…one reason was the ongoing distribution/exhibition 
control exercised by the majors.”345 
 
The changes made in America that were noticed in Australian cinemas were the films 
themselves and the total package offered to the customer. The key strategies for dealing with 
the impact of television and the forced separation of the production sector from exhibition & 
distribution in the USA, were the reduction of output by the big studios and a focus on 
producing big hits that relied upon the new wide-screen technologies (like Cinemascope 
developed by 20th Century Fox in 1953, and Vistavision developed by Paramount in 1954). 
Spectacles, epics and large-scale historical stories were subjects favoured for big-scope 
filmmaking—films like The Robe (1956), The Ten Commandments (1956), Ben-Hur (1959), 
or extravagant musicals like South Pacific (1958) and The King & I (1956).  
 
This stragegy dramatically and irrevocably changed the product offering at the purchase end 
of the business. Rather than provide customers with a package that contained a newsreel, a 
cartoon, a “B” picture and an “A” picture, the cinema offering in Australia (like the USA) 
had condensed around a more extravagant, longer “A” picture and, in order to comply with 
ongoing quota requirements in some states, an Australian newsreel. With “A” pictures like 
Ben Hur and The Ten Commandments costing more than US$14 million to produce, and the 
disappearence of the “B” film346—which had been the market for the majority of Australian 
productions over the previous twenty years—prospects for Australian film production were 
indeed bleak.  
 
Back in the Australian Senate on 17 August 1960, the debate that followed Senator Hannan’s 
opening speech went long into the evening and was adjourned at 11pm to be continued the 
next day. Seventeen of the sixty Senators spoke to the motion and, besides revealing the poor 
state of the film industry, the discussion outlined a generalised concern with the new medium 
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of television, and an obvious cultural anxiety about the impact of American product on 
prime-time television and in cinemas.  
 
Over the course of the long discussion, the main reasons outlined by Hannan and his fellow 
senators for the dire state of the Australian film production sector in 1960 were: 

(a) the lack of any form of protection against Hollywood competition 
(b) the lack of certainty that Australian films could be distributed in Australia once made, 

because the distribution and exhibition sectors were controlled by foreign interests  
(c) the lack of financing mechanisms that recognised the risk and long return time frame for cost 

recovery of the industry   
(d) the difficulty getting Australian films distributed abroad 
(e) the impact of television consumption on cinema attendances 
(f) the loss of talent overseas and the “great lack of producers, skilled actors and technicians” 
(g) the poor profitability of the industry which severly limited investment 
(h) the inability for exhibitors and television broadcasters to compete on a cost basis with “films 

subsidised by overseas governments” and “dumped here at ridicoulously low prices” after 
they had returned their cost of production in their home market in the USA 

(i) the historical lack of support for the industry by all governments over the previous 30 years 
(j) the increasing costs of making commercially orientated feature films in a difficult market  
(k) the lack of stars in Australia 
(l) the lack of specialised script writers 
(m) the lack of demand for Australian content by Australian viewers 

 
What the senators had effectively done in the course of their discussion was to outline the 
full range of forces that made the film industry structure so difficult for domestic producers 
to compete. As players in a vertically integrated market, the barriers to entry for an 
Australian producer included difficulties acquiring capital, poor economies of scale, lack of 
access to the necessary inputs and processes, low brand identity (both for Australian films in 
general and specific Australian directors/producers), lack of government support, and 
difficulties getting access to distribution. Even the apparent advantage of access to 
Australian settings and talent had been usurped by overseas companies making films in 
Australia and luring the best actors and technicians away from the domestic industry. By 
way of example, in 1960 Australian costume designer Orry-Kelly won an Academy Award 
for his work on Some Like It Hot (1959), and actor Peter Finch won a BAFTA Award for 
Best Actor for the role of Oscar Wilde in The Trials of Oscar Wilde (1960). Both were 
working for leading overseas studios.  
 
If an Australian producer did manage to overcome the problematic barriers to entry, they had 
little bargaining power as a supplier of product to the market compared to the highly 
integrated, internationalised suppliers from Hollywood. This competition worked as a cartel, 
recouped their costs in their home market, had long established, cost effective, permanent 
work practices, and had high levels of influence over distribution and exhibition, leaving 
Australian producers powerless. The Hollywood-backed distribution and exhibition sector 
also had much larger promotional budgets to influence buyer behaviour. And as studios 
made a continual series of products for their markets, they could afford short-term failure, 
recouping the losses from a flop with the profits from a subsequent hit. There was also a 
friendly rivalry between Hollywood products, built around stars and genres, aspects of 
filmmaking that Australian producers in the first instance couldn’t afford and—in the case of 
genres—didn’t understand in the 1950s. The only feature of the market that was hurting 
foreign and Australian suppliers equally was the substitution of cinema screentime for 
television, a decision made easier for consumers by the low switching costs that came with 
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hire-purchase options for television sets. But whereas the Hollywood majors—as large 
corporations—adapted to this threat and began investing in television assets and providing 
product for television, Australian producers—mainly individuals struggling to raise capital 
for discrete projects—were unable to capitalise on any opportunity associated with television 
other selling their labour. The other operational feature of Australian practice that worked to 
increase risk and limit the likelihood of success in the market was the lack of separation 
between director and producer. While Hollywood and British studio practice was to 
distinguish clearly between these two roles as a way of ensuring a product had both artistic 
integrity and made business sense, the Australian model usually saw the same person in both 
roles. This feature of Australian practice was not mentioned as an issue during the Senate 
discussion, although Senator Hannan did table a chart of the key roles required for film 
production—indicating the need for both roles.    
 
By 1960, the key Australian players who had been operating in the production sector over 
the prior twenty years had either died or given up—exhausted by the struggle that had 
become filmmaking in Australia. Charles Chauvel died in November 1959 having 
relinquished his dream of producing another feature film in favour of making television for 
an overseas company. Ken Hall, after leaving film production at Cinesound full of bitterness 
about the lack of support for a properly funded domestic industry, made newsreels for five 
years before joining television station TCN-9 in 1957. Rupert Kathner—who had more 
energy than talent—had also failed to overcome the colossal barriers to entry as a low-cost 
one-man band and died in 1954, aged 50. Lee Robinson and Chips Rafferty gave up feature 
film production after their abortive 1959 co-production The Restless and The Damned. With 
their film production company bankrupt, Robinson moved into television as a producer and 
director, and Rafferty stuck to acting, working in and out of Hollywood over the next decade.  
 
Cecil Holmes and John Mayer, who contributed one film each in this survey, both continued 
to work in documentary filmmaking, Holmes with the Commonwealth Film Unit and Heyer 
with The Shell Film Unit—organisations that received strong support for filmmaking 
activities. Eric Porter—who made one promising feature film in 1946—abandoned the idea 
of making any more and created his own production company in order to make television 
commercials and short animations. Other players left the country (Hartney Arthur moved to 
America), pursued different careers (Noel Monkman as an underwater photographer), or 
disappeared from the industry for unspecified reasons (the McCreadie brothers). By 1960 
there was no one in Australia with the combination of tenacity and skills required to take on 
the gruelling task of making a feature film.  
 
Charles “Bud” Tingwell, an Australian actor who worked on eleven of the fifty films 
covered by this survey—with roles in films from Come Up Smilling (1939) to The Shiralee 
(1957)—felt that Australian producers/directors working in the industry in that period were 
“flying by the seat of their pants…we were muddling through, and looking back, nearly 
every Australian film director made three films. The first was good, the second was worthy, 
and the third was rubbish, and by then all their money went. Tom McCreadie did that: he did 
Always Another Dawn, then Into the Straight which wasn’t bad, and then The Kangaroo Kid. 
He poured a lot of money into that and it was a really silly story. And Chips Rafferty and Lee 
Robinson fell into that trap...and even Charles Chauvel was a bit like that as well. I kept 
thinking why didn’t they keep doing modest movies and do them really well.”347 Without the 
separation of producer and director, and with no permanent structures to provide support, the 
dominant mode of production in Australia in the period was for relatively inexperienced 
filmmakers to exist from project to project, driven more by personal ambition and individual 
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vision than any sense of what was appropriate and achievable for the market. Time after 
time, with perhaps only one film completed, Australian producer/directors announced their 
intention to establish permanent filmmaking capability to deliver Australian films to the 
Australian audience. Time after time they succumbed to the immense improbability of this 
happening, given the structural arrangements that had developed in the industry.  
 
In the August 1960 Senate debate, a number of solutions were proposed to help the industry. 
Prime amongst them were the establishment of film finance fund to provide capital on more 
appropriate terms to producers and the establishment of quota for Australian content in order 
to guarantee distribution. Other suggestions included: the establishment of a government 
funded national film studio; the expansion of the work of the Commonwealth Film Unit; 
reciprocal distribution arrangments with other nations; direct subsidies; the imposition of a 
levy on imported film to create a fund for local production; and the fostering of “a genuine 
appreciation in Australian literature, art and drama” in order to stimulate demand for 
Australian content. None of these ideas were adopted as a result of the motion, and it would 
be another ten years before any Government support was provided to the industry. 
 
Perhaps with their thoughts diverted by the concerns over the erosion of Australian culture, 
various Senators also contributed their ideas as to what kinds of films the Australian film 
industry should make. Senator Keneally thought it should be films “with no more than a 
quarter of a hour’s duration” due to the short attention spans of modern audiences. Senator 
O’Byrne felt “the humble and simple story of pioneers in this country, the great development 
projects that are being undertaken, the great Australian individuality and the rugged digger 
are subjects that could be filmed and shown to the world with pride.” Senator Buttfield felt 
that the government should support the making of children’s films. Senator Armstrong 
believed that “our salvation lies in making films in a small way…the making of television 
films for advertsing purposes,” and Senator McCallum felt that “documentary and 
educational films would be the best suited.” No one suggested that the industry look 
carefully at what kinds of films Australian audiences actually enjoyed watching. Public 
taste—long exploited by the complex communication structures that underpinned the 
creation and delivery of film product in America—was not to be trusted. Senator Justin 
O.Byrne, in an accidental condemnation of the power of genre in general (and perhaps film 
noir in particular) made this clear when he said: “we are still faced with the problem that 
most films being shown in this country appeal to the worst side of human nature. With the 
exception of the better class feature films shown at theatres, most films shown on television 
depict double-crossings, deceit, theft and murder in a wide variety. Apparently that type of 
film has the best box-office attraction.” 
 
It was this form of self-destructive, contradictory ignorance that would mean the Australian 
film industry would continue to be poorly served by policy makers. Theirs was the bizarre 
belief that, on the one hand Hollywood knew exactly what they were doing and had the game 
sewn up but, on the other, that in the strategy to deal with Hollywood, Australian producers 
should—under no circumstances—try to emulate its practices.   
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