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Bill Judson: This is November 14, 1978 and this evening, we have Kenneth Anger 
presenting two films by Rex Ingram, The Four Horsemen of the Apocalypse 
and The Magician. 

Kenneth Anger: …which resembles the set of The Magician as you’ll see later on in the 
program. I have to explain my interest in Rex Ingram by explaining a little bit 
about my grandmother. My grandmother was a costume mistress in silent 
films in Hollywood. A costume mistress was not the designer of the costumes, 
but often she was required in a few minutes before the cameras turned to 
improvise something that was a costume in the days of the silent films. 

 My grandmother worked on several films of Rex Ingram, including The Four 
Horsemen of the Apocalypse, and she told me when I was a child stories 
which were my equivalent of fairy tales of the days of the silent films, which 
was, since my childhood was in the early ‘30s, the big bad wolf time. I became 
fascinated by this other period when nobody talked on the screen and when 
there were these magical, mythical images, and this influenced me in my own 
work because none of my films have as yet uttered a word of dialogue. They 
may one day but they haven’t yet. I haven’t caught up with Al Jolson. 

 Rex Ingram was an anomaly for Hollywood because he was a gentleman and 
he was an Artist with a capital “A” and those were rather [00:02:00] … not the 
usual Hollywood film director. He was born in Dublin, an Irishman, in 1893 
and he was the son of a clergyman. He had a classical education but when he 
was a teenager, he saw he had no future in Ireland as an artist because there 
was just nothing to do as an artist, and he’s not the only Irishman who’s 
immigrated for that reason. 

 In 1911, he had enough money to take the boat fare to New York and sailed 
for New York when he was still quite young -- he was born in 1893. Like many 
other Horatio Alger stories, here was this young man and he happened to 
wander in and see an early film of A Tale of Two Cities, a Dickens film, and 
suddenly, it caught his imagination. He said, “Well, hey, film can be art. We 
can do something with that.” 

 He ended up in New York City working for the Edison Studios. At the 
beginning, he was known by his real name, which was Reginald Hitchcock, 
and at some point – this was long before the days of Alfred Hitchcock – if he 
hadn’t decided to change his name to Rex Ingram, which was taking his 
mother’s name, film history would be a bit confused by two Hitchcocks and I 
think one is quite enough. So Reginald Hitchcock became Rex Ingram. 

 He wrote for Vitagraph and he wrote little five-reel melodramas and then the 
thing came on him: he [00:04:00] decided he wanted to be a director. He met 
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D.W. Griffith and he had this dream, he wanted to be the man with the 
megaphone. Now, the megaphone was a symbol of the silent film director. A 
megaphone is a kind of cardboard tube or cone which can be six inches long 
or three feet long or whatever, depending on how big a crowd you have to 
direct. It was the equivalent of the baton used by a majordomo in a parade or 
sergeant masters. It was a symbol of authority as well as being an actual thing 
so you could project your voice. This is before the days of electrical mics or 
loud hailers or bullhorns and so it was a practical thing, but it also was very 
much the symbol of the director to have the megaphone. Nobody else could 
have it. The director had it and he usually had his name printed on it. 

 D. W. Griffith had his name printed on his megaphone and it said “Hands off!” 
which … let Freud analyze that. I think it really meant he wanted to be the only 
film director, and he certainly didn’t want anyone else interfering with his 
direction. 

 Rex Ingram became … It was easy in those days, easy relatively. The idea of 
breaking into the movies later, like when I was in high school and when I 
graduated around 1950, it was already impossible because it was tied up in 
nepotism and you had to be the relative of somebody if you wanted to get into 
the industry. The idea of just walking into a studio and saying, “Hi, I’m 
talented. Sign me up,” was out of the question, literally. You had to have the 
notoriety of an Orson Welles or something to do it. 

 When [00:06:00] film shifted to the west coast, Rex Ingram took the train out 
and began writing little scenarios for the west coast studio of Vitagraph and 
then began directing little films. Along came the chance with … Metro became 
Metro Goldwyn and then it hadn’t yet become Metro Goldwyn Mayer … and 
there was this chance for him to direct Four Horsemen of the Apocalypse. It 
was one of the first times that a popular novel had been bought by a studio to 
be adapted immediately. Before that, there’d been such things as Ben-Hur in 
the first version, but that was Victorian classic.  But this was a hot novel, it 
had just been off the presses. 

 He had the chance through Marcus Loew, who was the financial head of 
Metro Goldwyn in New York, to direct this big feature, what you call in those 
days a million dollar feature, which is the equivalent of a 30 million dollar film 
today. Rex Ingram suddenly, from nowhere, was a first-class Hollywood 
director and the first film we’re going to see is this Four Horsemen of the 
Apocalypse. 

 When this appeared in 1921, it was less than two years after the end of the … 
I mean, when it was shot, it was less than two years after the end of the First 
World War, so it isn’t like making something about Vietnam 10 or 15 years 
after the event. The wounds and the pain and the madness of the First World 
War were still everybody’s bread and butter in 1920 and 1921 when the film 
came out. So it was [00:08:00] a controversial, hot subject, particularly that it 
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was an anti-war film. It was in no means a film showing that war was an 
excellent enterprise. 

 Something happened with that film which wasn’t entirely Rex Ingram’s doing, 
but his scenario writer was a middle-aged woman who looked a little bit like 
Louise Dresser named June Mathis. She’d spotted this young Italian extra 
who’d done a few little bit parts called Rodolfo Valentino and she thought that 
he would be the excellent part for this French-Argentine boy, Julio Desnoyers, 
in the film. 

 Everyone was against it, but June sort of insisted, and the fact that she had 
taken Rudolph to bed may have had something to do with her enthusiasm for 
him. But Rex agreed to it and Rex got out of the fledgling actor Rudolph 
Valentino in his first big feature an excellent performance, in my opinion, and 
it also launched him on his brilliant, mercuric, and very brief career, because 
he was dead in 1926. 

 The first film we’re going to see is this Four Horsemen of the Apocalypse. A lot 
of people were influenced by this film;  for instance – it’s very odd – I talked to 
Bette Davis about this film and she told me that she had seen the film when 
she was a very young teenager 15 times just for one brief shot and for some 
reason, it got to her [00:10:00]. Maybe you could say this is more like a 
psychoanalysis of Bette Davis, but the shot that impressed her was the way 
Valentino removed the heroine’s shoes in one scene, the grace with which he 
took off her wet shoes. She’d been out in a rainstorm – and you’ll see this on 
the film – but she went back 15 times. 

 Tonight, we’re very fortunate having someone who really understands playing 
for silent movies, Mr. Roger Jacoby, because silent movies were never shown 
silent. They were always shown in the big cities, in deluxe theatres, they were 
shown with a full orchestra. Then medium-sized cities would have either a 
small orchestra or an organ and a small village would have a pianist. So we 
can consider ourselves tonight a small village who has a very talented pianist 
and we’re going to see as it should be seen, Four Horsemen by Rex Ingram. 
Thank you. 

 …Valentino a star. Another singular thing happened for the bachelor, loner 
Rex Ingram is that he married his leading lady. Actually, it was a second 
marriage. He’d had a very brief marriage to an actress that lasted as long as 
Rudolph Valentino’s first marriage, married about a week to another actress 
where they all decided it was a mistake. But Alice Terry, who played 
Marguerite in the film you’d just seen, was his sort of Faustian heroine and it’s 
interesting to note that in the second movie you’re going to see tonight, the 
heroine is also named Marguerite, Margaret  [00:12:00]. 

 It is, I think, whether a coincidence or whatever, it is a kind of Faustian 
situation that’s going on between the two. Alice Terry, who was born in 
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Indiana, but of Welch descent – her real name was Alice Taaffe; nearly 
everybody changes their names in Hollywood, Ingram started off as Hitchcock 
and Terry started off as Taaffe – she was a very beautiful girl, very sensitive. 
She’d been an extra in Hollywood and Rex spotted her in a small scene and 
made a star out of herimmediately, just on whim. 

 That is the sort of thing that directors used to be able to do in the early days of 
the silent period up to 1924, because something very significant happened. A 
sea change happened in the making of pictures in Hollywood from, let’s say, 
the earliest days, the teens, until 1924. A group of people who were basically 
businessmen saw that this was indeed big business. They could make millions 
from this new invention, this popular entertainment.  

 They also saw that directors like D. W. Griffith could waste a fortune on a 
picture like Intolerance which, however great it may be from an artistic 
standpoint, did not do any business. It was a box office failure. They said, 
“These guys, they need to be kept on a firm chain and you can’t let them run 
wild. Let them have some freedom but … this [00:14:00] is a business. If the 
picture is going to be finished in three months, it has to be in the can in three 
months. We’re not going to spend ten days waiting for a dog to sneeze as Von 
Stroheim had just done recently in one of the films.” 

 Those days were over by 1924 and the man who really changed it all was a 
junk dealer from New Jersey by the name of Louis B. Mayer who did very well 
making profit out of scrap iron and various odds and ends, and then he went 
to Nickelodeons and went to Hollywood and he said, “Enough of all this 
nonsense of the director being the star, the one who decides all this. The 
head of the studio is going to decide.”  

 When Rex Ingram made The Four Horsemen of the Apocalypse, the studio 
was called Metro Goldwyn. After he’d finished it, it was already called Metro 
Goldwyn Mayer because Mr. Mayer had come in as head of the studio, a 
position he held from the mid-20s until the mid-50s when he was booted out 
in a very kind of abrupt way. But during a few decades there, he was the boss 
of the studio and he became more and more the boss. 

 He and Rex Ingram did not hit it off at all. Rex Ingram was a cultured man, an 
educated man, a poet, an artist. He studied art; he was an accomplished oil 
painter, an accomplished sculptor. Louis B. Mayer’s [00:16:00] education had 
been in scrap metal and junk and he’d made a fortune from it, and in a sense 
that qualified him much better than Rex Ingram for running the American film 
industry. Indeed, he turned out the most successful factory in Hollywood. 
MGM was the most successful movie factory in Hollywood.   

 These two men did not hit it off, but Rex Ingram had an ally in New York. 
Among the moneymen was Marcus Loew, who was the absolute head of the 
studio, the banker, and he said, “Rex has made a beautiful film. It’s our first 
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big moneymaking hit. It has saved our studio from bankruptcy, so let him do 
what he wants.” On Marcus Loew’s go-ahead, he made such films as Prisoner 
of Zenda, which introduced stars that Rex Ingram found.  

He was called The Star Maker. He found Lewis Stone, who had just been a 
minor stage actor before, and turned him into an MGM fixture. Lewis Stone 
went on to become Judge Hardy of the Hardy Family Series and was just in 
film after film after film, continuously employed for 30 years at MGM. He 
discovered Ramon Novarro and of course before that, he discovered Rudolph 
Valentino.  

Also, he quarreled with Rudolph Valentino, because the film he made with 
Rudolph Valentino after Four Horsemen of the Apocalypse was their parting 
shot because Rudolph Valentino said, “I want more than $500 a week.” Rex 
Ingram said, “You’re only an actor. Actors should only get $500 a week. What 
are you going to do with it? It’s going to go to your head. You’re going to buy 
an expensive car and crash it,” but as [00:18:00] a matter of fact, the 
shopgirls and the audience, the crowds were going to see the film not 
because of Rex Ingram, but because Rudolph Valentino was in the film. He’d 
become kind of a fad. 

 Rudy was right in the sense he should have gotten more than 500 a week, but 
directors don’t like actors to get too uppity and so Rex Ingram swore after the 
next film, which is based on a French novel, The Conquering Power, which was 
based on Eugénie Grandet, in which Valentino actually only had sort of the 
romantic lead, the whole film wasn’t built around him. He said, “I’ll never work 
with Valentino again.” Valentino said, “I don’t need you. I don’t need MGM.” 
He went over to Paramount where he made The Sheik and became the 
superstar.  

 All of these kind of human conflicts and everything is what makes the history 
of Hollywood. I mean, if it hadn’t been for people sort of insulting other people 
and upstaging other people and denying other people their rightful salary and 
everything, the history of movies wouldn’t be what it was. This is the 
picturesque side of the free enterprise system of movie making. 

 At this point, MGM was taken over by Louis B. Mayer and he said, “I don’t 
want any more prima donna directors who say ‘This star won’t do, I want my 
own … I want my wife,’” because by this time, he’d married Alice Terry, this 
lovely girl from Indiana and who was  star of Four Horsemen. They were just 
getting acquainted when they made this film, but they married shortly 
thereafter. [00:20:00] Louis B. Mayer said, “I’m the one who will decide. If I 
want my mistress, my girlfriend to be in the movie, I am the one who’s going to 
put her in. That’s the last word.” 

 By 1924, there was a new system in Hollywood which was called the “system 
of supervisors.” Every director had a supervisor. The supervisor said, “No, you 
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can’t shoot the scene for three days because we’re only budgeted for one day. 
You finish the scene in one day even though it’s raining. We’ll put in a subtitle 
that explains away the rainstorm or the fact there’s no sun showing.” 

 They did crank out … That’s the system, the supervisor system, which allowed 
Hollywood to turn out hundreds and hundreds and hundreds of films a year. If 
they had let people like Griffith and Ingram, who were great artists, have their 
way, Ingram would have turned out one or two films a year and so would have 
Griffith, one or two films a year. Well, you can’t base an industry on that.  

 Ingram saw the handwriting on the wall. He hated the whole idea of 
supervision. He said, “I want to stand or fall on my own merits. I won’t have 
any interference,” and I think he, at one point, literally kicked one of Louis B. 
Mayer’s supervisors in the ass off his stage. If it hadn’t be for Louis B. Mayer, 
he would have been sacked immediately … no, Louis B. Mayer wanted to sack 
him, but Marcus Loew in New York said, “No. He’s a great director.” 

 The way they got out of this conflict was Rex Ingram took his new discovery, 
Ramon Novarro, who was sort of an imitation, if you will, Valentino. He said he 
could make anyone a star, so he found this Spanish-Mexican boy and he said, 
“I’ll make you a star.” He [00:22:00] took him to North Africa to make, on 
location – there were very few long-distance location films in those days – to 
make sort of an imitation Sheik which was called The Arab with Ramon 
Novarro. 

 It was a much more beautiful film than The Sheik because, rather than being 
shot on the beach at Redondo in Southern California, it was shot in the real 
North African desert in Tunisia. It was physically a much more beautiful 
picture and much more convincing. That began Rex Ingram’s career as a 
European-American expatriate director. 

 He found a little studio near Nice, a ramshackle thing that had been there 
since the days, practically, of Lumière and Méliès, and rebuilt it and called it 
the Studio Rex Ingram, and in the years from 1924 to 1930, he was the 
master of his own studio. Now, there’s very few directors who have had their 
own studio, who have had that luxury which means … a studio is like what a 
painter would have with the north light, but a studio requires much more than 
just the north light. It requires elaborate electrical equipment. It requires labs 
to develop the film. It requires a special effects department. It requires a 
costume department, a script department and so forth.  

 Well, Rex Ingram had all that. He had his own little studio near Nice and with 
his star who was his wife, Alice Terry, after they made The Arab and it was a 
success, they settled down in this studio and made the film that you’re just 
going to see which is The Magician, based on one of Somerset Maugham’s 
earliest novels. [00:24:00] Rex Ingram was a student of all forms of religion. 
He wasn’t … Louis B. Mayer thought he was a convert to the Muslim faith 



Carnegie Museum of Art                   fv001_002_088_A Page 8 of 9 

 

because Louis B. Mayer, being Jewish, had to find some excuse why Rex 
Ingram hated him so, but it wasn’t true. He studied the Muslim faith when he 
was in North Africa and he studied Buddhism and he studied all these 
religions and also every form of occultism. 

 He was very drawn to this book, The Magician, also because he had met the 
subject of the book who is a man named Aleister Crowley, who was a very 
eccentric Englishman who was often seen on the Riviera at that time with 
some of his various scarlet women, his mistress, whoever it might have been 
at the time. People like Aleister Crowley, George Bernard Shaw, Scott 
Fitzgerald would be stopping by the studio to visit Rex Ingram. He was some 
place where celebrities would stop by. 

 After he had met this character, Aleister Crowley, who was called the 
wickedest man in the world and a black magician and everything, he’d read 
Somerset Maugham’s novel based on Crowley in which Crowley is called Oliver 
Haddo in the film. He said, “Oh I’m going to make that film.” 

 Marcus Loew put up the money and it was released as an MGM film and it is 
technically the first of the mad doctor films. It’s about black magic and the 
whole trend which blossomed in the early ‘30s with Frankenstein, Dracula and 
the whole family from then on, started not in Hollywood itself, but in Rex 
Ingram’s studio with The Magician. 

 James Whale himself, the director of Frankenstein, told me that as homage to 
Rex Ingram, he made Frankenstein’s lab in the first Frankenstein [00:26:00] a 
ruined mill on the hill because at the end of The Magician, you will see the 
ruined tower, which was the inspiration for Whale to use a tower as the lab in 
Frankenstein. That was four years later.   

Rex Ingram’s career ran only really until the coming of sound. He made in 
1933 one talkie, which was called Baroud, in which he himself played the 
part, but he decided he didn’t like talkies. There was too many technical 
restrictions and he liked to talk to his actors while you were shooting through 
his megaphone. You simply couldn’t do that while you were making a sound 
movie; in those days, they haven’t conceived the idea of dubbing and 
everything. 

 In those days before taxes, he had managed to save up enough money so that 
he and Alice spent the rest of their years very happily touring the world, 
visiting places like Egypt and India and finally, they settled down in North 
Hollywood where I met them when I was in high school and I sort of took my 
autograph book out to them and Rex Ingram signed for me very graciously and 
we had some lemonade out in the orange groves and he talked about his 
career. I was about 15 and he was about 50 and he died at 56 a few years 
later. I’m very honored and grateful that I was able to meet him, as a few 
years earlier I’d met Griffith. 
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 Who knows, I think history will never repeat the kind of thing that he did 
because obviously today, you have these directors, but how free are they? I 
mean today, big commercial films are like a committee work. You have 
everybody, and particularly all the financial side of the film business, saying 
what you can and cannot do [00:28:00] and frankly, my hat is off to the 
various people who can make a film that’s halfway decent today because it’s 
like a booby trap race to try to get through all these obstacles to get what you 
want on the screen. 

 Anyway, we’ll go ahead now with The Magician and I’ll just say that one very 
sad thing happened to both of the films that you’ve seen, that you’re going to 
see tonight, this year. Film is a very fragile medium. Literature can survive in 
any number of copies, you always have a book, but movies depend on the 
original negative, on the print and so forth, and because of the very nature of 
what film is, they’re very vulnerable and in May of this year, the original 
negative of the two films you’re seeing tonight were destroyed in a fire in 
Rochester, New York, so these prints may be actually the best prints that 
survived. I don’t really know 

 The original 35mm negative of both Four Horsemen of the Apocalypse and 
The Magician burned in May of this year in Rochester in the fire at George 
Eastman House, which is something they don’t like to talk about, but 300 
other MGM silents burned at that time. We’ll see what survives. Thank you.  

I want to thank Roger for his interpretation on the piano and thank you for 
your attention. Good night. 
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