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Marilyn Monroe is a character who exerted and cwd@s to exert a strong
fascination. Born in 1926, the climax years in kareer were the post-war years.
Indeed, she began to be recognized as a star frer340s. The mechanisms that
allowed her to reach such a status show that Holbgvis a complicated machine as
well as an industry which gave birth to a largegenf products. Given that stars have
an aura of real mystery in the way they appearhis tdream world, it will be

interesting to define what a star is and how aisthorn.

The purpose of my study is to place Marilyn Monmo@& social, economic and
cultural context and analyze whether Marilyn canrbgarded as a Hollywood-
manufactured product. To understand how Marilyn Menwas created, Chapter 1
will examine the different steps of the procesgfduction. By paying attention to
the Hollywood industry, we will see that the cinemaustry is closely linked to
politics and ideology, as America was involvedhe Cold War conflict at this time.
The world was split into two blocks with differeiteologies: one was led by the
Soviets, anchored in communism, and the other predna capitalist ideology with
the Americans as leaders. Truman was the firsigeesto involve the United States
in this awkward conflict, proposing to Congress harshall Plan in 1947. This was
part of the Containment policy, which was, as #@sne suggests, a way to contain the
propagation of communist ideology. Each block waing to expand. NATO was
thus created in 1949, while in the East duringsidume year, China officially became a
communist republic. Quickly, America was plungetbimnvhat was called the witch
hunt by Joseph McCarthy, an American senator. Té#s of communism spread
widely and many cases of suspicion appeared. I, 18&Carthyism reached its
climax with a lot of investigations in the Americgovernment, as well as in arts
(cinema and literature). Indeed, some films wenesoeed and the artists who were
suspected of being communists were put on a blatkdr example Charlie Chaplin,

but also Marilyn Monroe, as well as one of her lamsls, Arthur Miller.

In addition to the political and ideological dimess, the social aspect must

not be neglected since cinema is geared to anrauelia America, especially women.



That is why a subpart of my study will be dedicatedhe creation of feminine
icons, since it will help us to understand how MariMonroe became part of this
world of dreams and desire. Comparing different iféne actresses of the same
period as Marilyn Monroe, Chapter 1 illustrates filaet that Hollywood is an industry
which is constantly changing and which provides pioblic with a lot of different
models. In this respect, the specificities of Maeappear clearly and we will see that
many of these characteristics illustrate artifityadnd thus, the process of production

in which she was involved.

Chapter 2 aims to provide a cultural and ideoldgioatext which is helpful in
order to explore two important issues of this resdealndeed, from the 1940s to the
1960s, the cinema industry changed technologicggaking and the phenomenon of
stardom was enhanced during this period. This nfael@xpectations of the audience
change and as Marilyn Monroe was created for aaicetategory of people, the
analysis of her reception through the differentrgenn which she performed in her
films will help us to draw a profile of the variogsiblics aimed at in the creation of
Marilyn Monroe as a product. Because my focus igilyta Monroe, the feminine
society in America and even feminist perspectivasinbe regarded in connection
with culture and ideology. The Second World Waowakd women to prove that they
were able to deal with their houses and familiedemparticipating to the war effort.
This same period was important for American wonrethat some steps allowed their
conditions to be improved. Indeed, from a politipaint of view, women began to
organize themselves in protest movements. Theim@n of woman as wife and
housewife was promoted by magazines and the stigare and Marriage, Love and
Marriage, go together like a horse and carriagedr(i&k, 1971:673) of the 1920s was
replaced by the desire of emancipation in the 195k 1960s. Indeed, the fact that
women had to participate to the war effort chantpedway they were considered. But
the real hope for change appeared in the 19504.98@s. This was the period when
the movement developed. It did not reach its fstape, but ideas began to emerge.
Girls did not want to follow their mothers’ life. hHBy were now looking for
“popularity” more than home stability and romardia. This allowed charismatic
voices to become the mouthpieces of feminism in18680s and 1970s. The most
famous one is Betty Friedan who can be considesetha initiator of the feminist

movement thanks to her bodlhe Feminine Mystiqueublished in 1963 and which



was a real success. The American housewife recegnierself in what
Friedan called “The Problem that Has No Name”. T&80s were a period of feminist
awakening: women realized they had some power aodrbe involved in politics.
Women Strike for Peace was one of the movemenigich women were involved in
the early 1960s. The movement was suspected byHtHW&C to be communist-
inspired. The issue of racism also influenced ike of feminist ideology. The two
groups of oppressed people got together in ordetrtgggle against the inequalities
they endured (Gornick, 1971:648-649). That is whgngnfeminists were involved in
the Civil Rights Movement in the 1960s (Gornick,719%65-686). We can thus see
that race and gender are closely related. Some womnere caught in a double
jeopardy: being a woman and belonging to an etimiority at the same time. These
are elements which should not be neglected, edfyewiaen talking about reception

and the phenomenon of identification.

To apprehend the last aspect of the process olptiod in which Hollywood
is involved as creator, Chapter 3 will focus on thiterent phases of the selling of
Marilyn Monroe. Here, the financial and economiendnsion will be privileged,
showing the methods which were favored for thergglbf Monroe as a product. The
cultural aspect is also closely related to the eoon since the issue of mass culture
and the media influence will be approached as facihich facilitated the selling.
Like Kennedy, Monroe knew how to use the media rideo to build an image of
herself. They even used it jointly, since a rumbam affair between them burst in the
1960s. This became even more controversial wherilyWlaMonroe came to sing
“Happy Birthday, Mr. President” in Madison Squarar@en in 1962. She performed
“a la Marilyn Monroe” as she arrived late and wtethese words in a love-making
breath as she used to do. The media played antampgurart in this rumor. This affair
helped both of its protagonists, and they were ttrsidered as popular icons. | will
try to demonstrate how this popular image (in theppr meaning of the word, since a
part will be dedicated to the iconography of Marjlynfluenced the merchandising of
the product, as it was the case for example whenlyiaMlonroe went to Korea to
support the American soldiers. Her image as a @wpabn and sex symbol was used
for support purposes. This also shows the influentethe media on society.
Eventually, the last part of the study will sketcilying on figures, the commercial

value of Monroe as a product, in terms of consuompaéind selling.



Part I: The Hollywood industry of cinema




A. Ideological function of cinema

1) Nationalism and Patriotism

Marilyn Monroe began her career as an actress 47 i® the filmDangerous
Years produced byArthur Pierson. Therefore, it is important firstitave a look at the
industry of Hollywood after the Second World Wadats ideological impact. As the
United States came out from the war as one of theews, defeating the Nazi regime
instituted by Hitler in Germany, the fascist dictahip settled in Italy by Mussolini
and the threat of the Japanese expansion in tietBasmage of America through the
world was completely changed. Indeed, America’scessful dealing with the war
gave the United States a status of model and af Iptestige. The development and
expansion of the American culture thus began inl®®0s and cinema was one of the
ways to convey this new vision of the United Staté#®\merica. Cinema became a
cultural way to express and show this Americanrtesshe world. However, the
representation of the United States was limitedtémeotypes. The typical American
was white, middle-class and happy. Another meansiriderline the pride to be
American was the glorification of the past histofyAmerica on film and this is, in
my opinion, the reason why the genre of the Westesmch combines a lot of
elements promoting Americanness, was so popul#tase days. First the American
landscape is displayed through the screens asaljgvild, deep and full of natural
resources. It is the America of cow-boys and Na#imeericans. It depicts one of the
important periods of the history of America thabpke remembered the most. For
Americans themselves as well, the period is coms@las important. In films of this
genre at the time, Native Americans are shown e®fpressors, as it is the case for
example in the filmlrhe River of No Returfl953) American characters are seen as
rescuers and heroes, liberating the oppressednnalfite important feature of the
saloon in Western film is also typically AmerichrPatriotism has never been so
important than after the War. The Gls were glodfand seen by the whole nation as

heroes and Germans and Japanese people were dggscteends”.

2) Capitalism versus Communism.

! The character of the showgirl is also importantdasider, since it appears in practically all Westerns and
musicals. But | will discuss the feature of thewgol later.



As people endured the Great Depression from 1929982 but also the
rationing during the Second World War, the post paniod became a moment when
Americans allowed themselves everything they cowd afford during those hard
times. If we refer to figures, it is said that mdren 60 million people attended
movie€. This was the birth of consumer society. Cinemaabee a mass cultural
product, as it was available to much more peogde tiefore. The model of American
capitalism is promoted in films issued after Wokr 11. Houses in Hollywood films
are represented as well-furnished, with new eleappliances and each American
owns his car. Consumer society began to touch ilhe ihdustry and the most
illustrative example of this is the creation of diréve-in, where people could eat and
watch a film at the same time without going outirtheir cars. America was wealthy
and the American way of life made — and still makesple dream. The capitalist
model promoted by Hollywood is all the more intéires to pay attention at as it was
opposed to another model after the Second World YWaamely the Soviet model. The
Second World War was replaced by the conflict & @old War, splitting the world
into two opposite blocks led respectively by Amans and Soviets. As the USSR and
the United States offered two completely differglgologies, it is obvious that each
side would use all possible means in order to cpntgeideology and convince the
maximum of people. Propaganda was spread througis foy Hollywood and
America was carefully looking at communists or gl communists that came to
Hollywood in order to spy for the Soviet governmeiihis task was enforced through
the HUAC (House Un-American Activities Committeeprh 1947 to 1952. The
result of such investigation in Hollywood led tonsership and the growth of
independent films. The second consequence condémscontent of the films.
Politically speaking, the messages conveyed wenealigtic and idealized. As
Thomas Schatz points out @d Hollywood/New Hollywood, Ritual, Art and Induyst
(1983), the critic Phillip Kolker’s point of viewbaut the industry of cinema in post

war America is reduced to propaganda:

American film [...] tends to support the dominant attgy when it presents itself as
unmediated reality, entertaining us while reinforciaccepted notions of love, heroism,

domesticity, class structure, sexuality, history.

% These figures are based on a population of 13%mns| The Enduring Visiotf2006), p553.



The third important consequence is blacklistingtisds who were suspected of being
communists or spying for them got their name puttlos Blacklist. Even Marilyn
Monroe was suspected of being a communist in Halbavbecause of one of her
husbands, Arthur Miller. The Hollywood film indugtrof the 1940s and 1950s
reflected the new “Red Scare” that developed thnahg United States at the time.

3) Feminism versus patriarchy

The industry of cinema after the War remained based patriarchal model, since
most of the filmmakers and people working in th@eana industry were men. Women
could only be actresses, embodying wives, widows ather parts that properly fit
into the patriarchal model that prevailed in Amari€hey played parts in melodramas
where women were usually represented in the domeptiere, cooking or dealing
with children. The filmStella Dallas(1937) is a good example of the representation of
women in America at this time. Stella is looking #orich man to marry in order to
belong to the upper class. Then she has a daugiitethe young man she met and
has to fulfill her role of mother and wife. But éftthe Second World War, the status
of women evolved as they were part of the confpetticipating to the war effort. The
famous picture oRosie the Rivetdsecame a real emblem for American women of the
1950s.
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Besides, in the 1940s, as men were at war, wontegsaes like Bette Davis and Joan
Crawford, were more often called in order to replaten. They became dependent on
the studio for which they were working because theye offered long term contracts.
Seeing also that women represented the majoritgeofiudience of that kind of films,
melodramas were qualified as “low culture” entemaent (Lloyd and Johnson,
2003:7-17). But things changed when actresses begegbel against the system of
contract instituted by the studios to which theyeviinked and asked for free agency.
As Emily Susan Carman developed in her essay “iewlgent Stardom: Female Film
Stars and the Studio System in the 1930s”, th¢ ¢mse of independence from the
studio was that of the actress Barbara Stanwyckhénearly 1930s. Her struggle
against the studios paved the way to many othersaend actresses, like Bette Davis.
Most of the time, women were less paid than menthactinema industry remained
for a long time a field in which men were dominafthen, war completely changed
the place of women in society and in the cultunduistry as well. The development of
the women’s emancipation movement and feministsdater in America provoked
changes in the Hollywood industry. There were nard more actresses and the fact
that they were successful during the war period endtem gain a little more

recognition.

4) Race and Hollywood Industry

Black people were represented in a different waynfrwhites in Hollywood
cinema in the 1930s-1940s. First of all, only fevad&® actors were performing in
films. And secondly, they appeared most of the tamestereotypical characters. The
exploitation of the stereotype of Blacks dominatgd/Nhites can be seen in one of the
most famous films of the late 193@one with the Wind1939), which takes place in
the South during the Civil war. I8tella Dallasas well, the servants are black. Bell
hooks explains in her essay, “Selling Hot Pussly¢’ telationship between race and

gender, talking about the display of black womddslies in art. The black female

% www.whenourmotherswenttowar.com; the image of ®tis@ Riveter in relation to Marilyn Monroe’s wile
discussed later in Chapter 3, part | page 64.

“Here, | refer to Lincoln and Allen’s essay on “Beuble Jeopardy in Hollywood: Age and Gender i th
Careers of Film Actors, 1926-1996". The introduntand first part give us clues about the discrephmtween
men and women in the film industry in the 1930s 48d0s.



body is shown as a sexual attribute more than & ltseélf, and this is achieved
through the display of some parts of the body. Bi/ehe talks most about magazines,
literature and music, | think that what she said ba applied to cinema, since the
representation of Blacks is very limited in numlaed in roles as well. The Black
population found few models of black actors or esdes to identify with. This
highlights the difference of representation dugace. Cinema was an industry that
was founded on the model of white patriarchy. Asda filmmaking is concerned,
post-war America was not known for releasing filpreduced by black filmmakers.
The presence of black filmmakers in Hollywood wa# Bmited and even quasi-

inexistent.
B. Classical Hollywood versus New Hollywood.
1) Classical Hollywood

Marilyn Monroe’s career belongs to the period know specialists as the
“Classical Hollywood”. The period and the featuresre developed in France first,
especially by the critic André Bazin. The era cd&lical Hollywood is hard to define.
Thomas Schatz frames it approximately from the $920the early 1940s, whereas
Peter Kramer explains in one of his essalyat Bazin seems to suggest a period going
from the 1920s until the 1930s, considering the09ds the “post-classical” period.
As far as the question of genre is concerned, tlhssical Hollywood period dealt
well with the expectations of the audiericklelodrama was a popular genre of the

period, since women were an important audiencemsider. According to Bordwell,

the classical Hollywood film [...] presents psychatmily defined individuals as its principal
causal agents, struggling to solve a clear-outlprolor to attain specific goals, the story
ending either with a resolution of the problemglaar achievement or non-achievement of the

goals.

The films plots from the classical period are simph order to be accessible to the
audience. Bordwell's definition can be appliedte genre of melodrama. If we look
for example at the filnStella Dallasthat | evoked before, Bordwell’s definition seems
valid. Stella Dallass story is easy to follow since it is chronolodijcand dealing with

themes which are accessible to the audience, ligperdclass, marriage or

® Kramer, “Post-classical Hollywood”.
® |bid. p.296.
" Kaplan, “Classical Hollywood Film and Melodramg@’50.



motherhood. The character of Stella is clearlyrasfipsychologically speaking, she is
materialistic. The problem raised in this film isat of motherhood sacrifice, the
ending of the film being Stella sacrifying her faig life for her daughter, Laurel. The
last scene of the film shows Stella watching Ladsretedding behind railings.
Therefore, the story is more important in the dtadsfilm than in the new
Hollywood?® The question of time and space is also impottagbnsider in Classical
Hollywood, since they are “clearly demarcated” asdvell says irSince 1960The
other characteristic of Classical Hollywood is, lasuggested before, the fact that it
was based on the studio system. As Douglas Gomevglaps in “Hollywood as
Industry”, Hollywood was dominated by five big corptions of studios, namely
Paramount, MGM, Twentieth Century Fox (whose presiname was just Fox Films),
Warner Bros and RKO. These were known as “the i@ .fThe control of American
theaters allowed these corporations to maximizer theofits through the three
processes the industry implied, that is to say pctdn, distribution and exhibition.
Three other companies, smaller than the previotes fivere also on the market and
known as the “Little Three”: Universal, United Asts and Columbia. The 1930s were

thus a period of glory for the studios, as theylleemonopoly in the cinema industy.
2) The turning point: the Second World War or “Hollywebin Transition°

The political and social events of the time triggkrchanges in the cinema
industry. First, the Second World War changed p&ephind, since they faced death,
the dangers of extreme dictatorships and ratiorrgerican people thus wanted to

escape from this and saw movies as an entertainment

A number of post-war films departed from the bashgectives of traditional Hollywood
filmmaking, which were ‘to present some intelligiblstructured image of reality... to tell a

story and to entertait.

In the field of cinema, an important decision ofstipe was made and had

consequences in Hollywood. In 1948, the Paramoase csigned the end of the

® This is also underlined in Bordwell, Staiger arftbipson’s bookHistorical Implications of the Classical
Hollywood Cinemap.374.

° To see the obvious monopoly of these companiest in the annexes on page 105 a chart givingoes
figures about the number of theaters owned by eagtio, the first-run houses and the number otusde for
the 1930s.

19| kept the same title that one of the chapte®ldfHollywood/New Hollywood because | think thisa real
in-between period for Hollywood industry.

' Kramer,American Cinema and Hollywood, Critical Approache£93.



monopoly of the studios | previously quoted. Indddd was seen as an offence to the
Sherman antitrust laws and thus had to choose wiadhof the process — production,
distribution and exhibition — they wanted to foars Most of them decided to sell the
theaters they owned. The direct consequences aldbision can be seen in the two
charts included in the appendixes. These chartdibig the economic investment of
these companies in producing, distributing and l@khg. The second one is all the
more interesting as it clearly shows the progressiecrease of theater ownership for
the five main studios. The worst loss goes to Patarhobviously, which previously
owned the majority of American theaters, wherea©R#st only 20 theaters between
1945 and 1959. The smaller companies took advasitgen this crisis. After the
decree, companies became distribution companies than producing ones. As this
activity was given up, it was difficult for the dpact system to survive as well. The
stars thus had to be on freelance and this leldetdirth of two new jobs in the cinema
industry, the independent producer, specializinghim task of producing films and
only producing films, and the agent, dealing with actor's career. Actors and
actresses now had the right to choose the filmghich they wanted to perform, and
the studios and companies they were working witth thaadapt to them. This was the
complete reverse of the situation that existed reefbe Paramount decree. As far as
independent producers are concerned, they became amal more popular. They
could produce films experimenting with new techmigjutaking just some financial
risk. This success was rewarded several timesarl¥b0s and 1960s as it shown in
Old Hollywood/New Hollywoodf All these events completely changed Hollywood
and gave birth to want critics called later the Néallywood.

3) The New Hollywood

Most of the critics situate the New Hollywood petriafter the Second World War
and still continuing now. We will only be concerneih the beginning of the period,
first because Marilyn Monroe’s last film was reledsn 1961, and secondly to show
how the main characteristics of Classical Hollywdoelped in producing Marilyn
Monroe. The two periods are different first sinbey do not have the same aim. In
“Since 1960: the persistence of a mode of film ficat the economic process created

by Hollywood is highlighted thank to the sentenidellywood makes classical movies

12 3chatz, 1983:177.



to make money.’ The link between art and businggtius really close and the New
Hollywood is more interested in making art, tharmaking money. The style of the
New Hollywood is recognizable, since it mixes diffet styles that previously existed
before: as Jean-Luc Godard points out, “Hollywoodanger exists in the same way,
but it re-exists in another way®. The mix of popular genre in New Hollywood
appeared thus as a typically ‘New Hollywoodian’lstyf we raise the question of the
audience for New Hollywood, both new and old audesnare satisfied. Old audiences
are rewarded in New Hollywood films through the gess of allusiolf for instance,
and new audiences looking for new styles are gtadee a change in genre and
aesthetics. Besides, when talking about genres @ssential to mention the typical
New Hollywood genre, that is to say, the blockbugtes a genre that appeals to the
masses, with big budgets most of the time and wHmds not take many financial
risks, since it uses elements that already workefibre. Many blockbusters are
adapted from cartoons, series, TV shows and bdoksct, the blockbuster genre is
not restrictive because of the fact that it is ddkto many other fields. The
particularity of blockbusters lies in the fact tmabdney invested in this kind of film is
thus reinvested in parallel markets, as Bordweplars!® Offering the film in a
variety of forms — books, DVD, original soundtraCs, cartoons, food, objects for
home — allows more profit. That is the process efaghandising. A good example of a
blockbuster is E.T. (1982).

13 H
Ibid., p.372.
14 Allusionism in cinema consists in a kind of patchkvof other films already known. It is a good coemaial
technique to make people go to the movies and pledferent types of audience.
'3 |bid p.368.
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In that kind of Hollywood production, the filmmakisrthe most important person and
that is one of the main differences with the ClealsHollywood, since the latter is
more concerned with the star system. Even if stardill exists in the New
Hollywood but not in the same way, the figure of fimmaker takes a special place.
Young filmmakers coming out from schools, like Cola Scorsese, Lucas or De
Palma, tried new technologies, new techniques amwdlved themselves in the
narratives. They were inspired by European cinesapecially in aesthetic aspects. It
was the heyday of the art film. All these elemeal®w us to distinguish New
Hollywood from the period we are going to focus mapecifically on, Classical

Hollywood.
. The creation of feminine icons in Classical Hollypao

1) 1920s or the beginning of entertainment for theseas

After the First World War, people became more armarinterested in all forms
of entertainment. And cinema was one of the foringieure that was appreciated by
Americans. The star system in America was borheatbeginning of the Z0century.
As Richard deCordova explains in his essay entittbé Emergence of the Star



System in Americal® the process of creation of a star involves thieements that
interfere one with another, the media, the audiemzkthe star as a person. Actually,
the media are the tools that allow the star imagéd accessible to the audience.
Television and cinema have the power to standattizetar image because it limited
the star to the part she is playing and thus toamukesingle image. Moreover, in order
to be faithful to the audience’s expectancy, stasformances tended to be always
the same (lzod, 1988: 43-45). But the star is inatéd to appear in just television and
films. The magazines, for instance, offer a statiage of the star, immortalizing the
star’'s body and/or face. The phenomenon of the agaidol appeared at the same
period and it gained a more important impact wit@ media conveying stars’ images
through fan magazines, posters and pictures. Asvrshio Hollywood and the Box
Office, 1895-1986stars became real sources of admiration duringydaes of the
Great Depression (Izod, 1988:101). They were “§i in that period of hardship
because of their wealth first, but also becausyg were still able to “provide a covert
channel for the release through fantasy of feaosisd by the deprivation of the
Depression” (Izod, 1988:55). The social and culturgpacts of stars thus came from
their charisma and their power to make the audi@scape from the America of the
Great Depression. We can for example quote BettasDas star of the Classical
Hollywood. Her career even took a political dimemsias she struggled against the
studios and the institutions of the contract. Tdwttributed to give her more influence

on the audience and consolidated her status as.a st

16 Gledhill, Stardom, Industry of Desire.17.
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2) Icons as a reflection of the American woman

Feminine icons of Classical Hollywood reflected twaes of the American
woman. First, these stars embodied women as theg wWeough the way they
behaved. They were actresses, thus they could deamtofessional life without
neglecting the fact they were women. In films, th@gyed the part of typically
American women of that period. They could use thmidies as they wanted for
professional purposes and that went hand in harld tve women’ movement that
began to develop in the 1920s. Fashion also ectimedtyle of American women of
the time and women identified themselves to theopyimg this style. We can also
mention make-up, which can be seen as a chardwerfsthe Classical Hollywood,
with that white face and the huge emphasis on thme g- especially thanks to
eyebrows which are totally plucked and drawn withege pencil. The diversity of
American women is also represented in the cinentla f@minine icons coming from
abroad. For example, Greta Garbo can be seen asnthediment of the Swedish
community, which is really important in the Unit8&thtes as they were one of the first

communities to immigrate there.
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Marlene Dietrich also reinforced this sense of &x@h coming from Europe since

she came from Germany (she became an Americaerciidter in her career.)

But these stars also responded to the audiencpectancy in terms of dream
and escape. Indeed, they represented the Amerreamg because they succeeded in
their professional life and carried on their casearven if times were difficult. In
addition to that, their physical appearances anmgy waportant in the process of
dreaming. They appeared as beautiful, well-dressadly put together and flawless.
Femininity was promoted. That is part of the pheanan of idealization that the
audience created around the stars. Many other feenstars will then appear on the
Hollywood stage, in order to provide the audiencathwlifferent models to identify
with. Marilyn is one of them and it is necessargompare other feminine stars of this

era in order to see how Marilyn Monroe appearstadspecial.



Part Il: Models and counter-examples

A. Comparative study of feminine stars belonging tailvia Monroe’s period

1) Judy Garland or eternal youth

She was often compared with Marilyn Monroe becaniséhe way she died —
taking too much medicine accidentally. DYeconsidered both women as archetypes
of the American cinema, analyzing the former asi¢peelated to the gay community
and the latter through the sexual aspect of hesopetity. If we look at Garland’s
appearances in the cinema, it can be said thgirddominant image of Judy Garland
is that of a young lady, playing light parts. Th@snfamous one was her role as
Dorothy inThe Wizard of O#1939).
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In this respect, we can say that she contrasted Marilyn Monroe. In fact, she
provided the audience with another representatiderininity, rather different from
the one offered by Marilyn. Judy Garland’s verswinfemininity is youthful and
therefore less sensual and sexual. Besides, sommer giictures remind us of some of
Monroe’s pictures when she was young. Her loosevibrbair reminds me of little
girls going to school or of the young lady who fnalut the seductive power conveyed
by hair. If we look at the trailer dfleet Me in Saint Loui€l944), most of the time her
hair is loose. Her voice, on the contrary, addsetbmg more feminine. Besides, most

Heavenly Bodiedrilm Stars and Society1 987.



of her films are musicals. In the trailer of thenfiA Star is Bornit is written on one

of the clips that “she made a hundred songs livé@nlips and sang them all to the
one man who lives in her heart!”. Here again thepleasis is on the voice and the
power it has on men and we will see later how Maid voice appears as different
from other actresses’ voices of her time. Her pevife can be compared with
Marilyn’s too. Her addiction to drugs and medicinand repetitive nervous
breakdowns as well, can be put in parallel with ifar Monroe’s psychological

problems and addiction to medicine and alcohol.rdloee we can say that, from

professional and cultural aspects, the two womene wagher different.

2) Femmes fatales

After the Second World War, new models of feminjirappeared as the status of
women in the society chang&tiMagazines were an important vector that conveyed
this new ideal about women. Therefore, throughdilidollywood offered new models
of femininity, more seductive and attractive tharere These movies stars shaped by

Hollywood became the embodiment of that type ofifenity:

The country needed new womenLauren, Ava, Rita. Their masculine trappings inway
contradicted their feminine charms, as Rita Haylwatemonstrated iiGilda. The blonde
manes of Veronica Lake and Lauren Bacall becamgopalar with working women that the
government had to ask Paramount to do somethingtabto stop further accidents in the
factories. Women on the conveyor belts and in ffiees identified with the realistic and open

ambience that was being projectéd.

Lauren Bacall plays a part with Marilyn Monroe How to Marry a Millionaire
(1953) in which she embodied the very smart anditfe&brunette looking for a rich
man to marry. Her deep voice and her attitude -tipmwasoming from her gaze,
throughout the film gave her a kind of charisma exixvith glamour that distinguishes

her from others actresses.

'8 This point will be developed later in the parkiag about the reception and context of Marilyragsgroduct.
19 Engelmeier, 19974.
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Therefore, she can be seen as a kind of “femméeTata the kind of women that
Ewen calls “vamp™® He develops the idea that Hollywood created thypes of
women, namely the “vamp, the gamine and the vitghacording to him, the "vamp
and the gamine projected images of sexual freedminsacial independence" (1994;
75).Relating Ewen’s point of view to Bacall's peculigrsion of femininity, it can be

said that she conveys a highly sexualized imageoofien.

Another star that came to embody the femme fatads wbviously Rita
Hayworth. This was one of the most famous actresbdse 1940s. The major role in
her career, and the most illustrative of her image “femme fatale” was the one she
played inGilda (1946). On the trailer, the presence of Rita Hayiwas the main
character of this film is shown first by the shotsher but also through the character
she embodies, Gilda, and all the sensuality arifiogp her. Here, the power of the
hair is even stronger than Garland’'s. We can seenfgtance in the trailer that
Hayworth uses her hair to convince Johnny by sltgkinAs it is loose and long, she
has the entire power to control it, and thus tausedhe audience and the other actors
thanks to it. In addition to that, many symbolsoassted to her in the trailer and
connoting sexuality and sensuality, such as gloved cigarettes, emphasize the

explicit seductive power of Hayworth.

Craik,1994:75
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Besides, her private life asserted the power of doaty, especially when she was
married to Orson Welles. Her several marriagesafairs also completed the image
of the femme fatale conveyed through the films ihioh she performed. The

nickname she has been given, the “Goddess of Leees thus justified.
3) Glamour and simplicity: The case of Grace Kelly

Grace Kelly was the perfect representation of tleeAcan dream of the 1950s.
First her career as an actress was successfuéveimeworked with one of the famous
filmmakers of her period, Alfred Hitchcock. Thenrhgrivate life was seen as a
success as well, since she became the princessvitrgbody knows, marrying Prince
Rainier Il of Monaco. The impact of private liferfGrace Kelly was as important as
Marilyn Monroe’s. The press played an importanterdbr the two women in
promoting their images and giving them the statu$popular images,” as Thomas
Harris calls them in his ess&yIndeed, as he develops, Grace Kelly's image of a
smart and beautiful lady was based mainly on thagenconveyed by the media,

especially by magazines.

21 http://rita.hayworth.fr/

2 Harris's essay compares Monroe and Kelly as popetas and the different perceptions of each efittby
the audience.
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Many pictures were taken when she married, whenchéddren were born and in
every moment of her life. Even if she did not lieg her entire life in America, her
popularity was based on the fact that she respe&tadrican values. First of all,
professionally speaking, she was an actress ankiegddrard even if she came from a
wealthy family. Then, as a woman, she fulfilled tream of many American women
of the time; she married a rich and loving man auen became a Princess. And as
every woman would want, she experimented the joynotherhood, giving birth to
three children, two girls and a boy. The image gaee was thus less that of a sex
symbol than Marilyn Monroe’s or the previous actess| mentioned. Clothing related
to Grace Kelly is important to focus on, it is pafthe image she created and that was
shown to the audience or public in general. Hek lisoelegant and her clothing style
is more discretely elegant than the flashy and wsEnslothes worn by Marilyn
Monroe. She is feminine without falling into exca@sd$er films as well as in her daily
life. During the exhibition | saw in Monaco callétdles années Grace Kelly” in
Summer 2007, | had the opportunity to see Kellyardvobe. She had got a big
collection of accessories, such as bags and sfibese little objects do not have the
same effect on Marilyn as on Kelly. It gives Ke#lykind of more sophisticated touch
to her style. Every dress she had had the accesisarygoes with it. Her evening
dresses are rather simple and long. This underlthessimplicity of her style.
Moreover, her marriage conveys the image of a sténnily background. On the
contrary, Marilyn Monroe’s several love affairs amarriages reinforced her image of
sex symbol and man eater. Grace Kelly and MarilyonMe offered thus to the
American audience two models of the American woroérthe 1950s which are
completely different.



4) Blondes

Betty Grable, like Lauren Bacall, played with Mgnl in How to Marry a
Millionaire (1953). The two women had several common pointsst,Fbefore
becoming actresses, both were pin-ups and usedbib@y as a job doing pictures for
magazine$® Then, they were employed by the same studio, naihel Twentieth
Century-Fox. Grable already had a contract withstiuelio when Monroe signed hers
in August 1946 (Charyn, 2007:28). The other pomnbtention is connected with the
role she played in the films in which she perform&s Marilyn Monroe, Grable was

often stuck to her image of a pin-up and limitegbkay the roles of dumb blonds.
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The film How to Marry a Marry a Millionaire which was one of Grable’s last films,
perfectly shows it. Monroe and she played the pfativo blond women, just looking
for a rich and good looking man to marry with. WeliSchatze Pagethe character
played by Bacall in the film, Paula and Loco (Gealahd Monroe) appear as silly
girls. Most of the comic situations from the filnmeatriggered by the two blonds.
Indeed, their misunderstandings create funny stnatand reinforce the image of the
“silly blonds”. In the film for instance, Paula $ obsessed with her glasses that she
does not wear when she is with men. One of theiéshepisodes is when because of
the fact she does not wear her glasses, she takewrong plane to join the one
blinded man Stewart Merrill she planned to meet $ame thing happens with Loco

23| will develop at greater length the figure of gie-up linking it to Marilyn in Chapter 3 partdin page 72.



when she is going to the mountains with the ricimnwao explicitly tells her he was
married. She involves herself in a relationshiphwhim which is sure to fail. Even
when she is there and meets the ranger, therenisunderstanding when he tells her
that he owns a big area of the mountains. Theretheecontrast between Bacall and

them becomes even more evident.

Another blond actress of the 1950s who has to lageceto Marilyn Monroe is
Jayne Mansfield. Seeing that the job of an actieess be constantly in representation
and on spectacfé, | think it is easy to understand the fact that agitude and her
look are created in order to appeal to the gazth@fspectator. In addition to that,
attitude is easier to copy since it is created orpgse with non-natural things like
clothes, make-up or theatrical poses. The modédkwfininity offered by Marilyn
Monroe was imitated by actresses. In the 1940s4,98®& most obvious copy of
Marilyn is Jayne Mansfield. Considered as one efdbx symbols of that period, the

physical similitude is striking
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They are both blonds and were actresses at the ganusl. Dyer says ikleavenly
Bodies, Films Stars and Socig¢hat MM's image is more sexual than Mansfield's. |
would rather say that they were both strong sesyaibols, since they did not hide
their bodies and did not hesitate to make nudeuggst If we google Mansfield’s
name, we will see that the image results correspgni her name are mostly very
provocative or nude pictures. She made severalrsdoe the magazin®layboyand

many pictures in which she put her curves in ewdems far as Marilyn was

* Mulvey's essay on « Visual Pleasure and Narrafiirema » explores the theme of representation.



concerned, she appearedRtayboy Magazineon December 1953. As Jane Farrell-
Beck said, "Jayne Mansfield [and we can add Marlonroe] set[s] the pace for

women who aspired to voluptuous curvés.”

B. Blondes and Brunettes

1) Russell/Monroe and the friendship between BlonakBminette

We cannot talk about Marilyn without talking aboler hair. The theme of
blondness is exploited iGentlemen Prefer Blondewhere Monroe is "opposed” to

Russell because of the color of her hair.
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But behind this, blondness hides venality wheréaslirunette is looking for love.

According to Turim, “Lorelei must be seen as justexaggerated form of the role
assignated all middle-class women in Fifties celtuvhile Dorothy complements this
role by being transformed by romantic love”. Monithels pays attention to money
and also to artifices. Then, she perfectly embotliesattractive woman thanks to her
whitenes& and blondness. Marilyn Monroe can be seen asékgathle woman, but

Russell does not appear as the bad girl who distilnd blonde’s quest of love. On the

contrary, she protects her and she is desirable The two models of femininity

% Jane Farrell-Beck, Colleen Gauplift: The Bra in Americap.116.
% Konkle (University of Kentucky) "Gentlemen Stiltéfer Blondes: The Persistent Presence of Marilyn

Monroe Impersonators” explains the persistence afifde’s myth and takes as a base the characteriltit
made Monroe so peculiar.



provided by Russell and Monroe are not in oppasitthey are rather complementary.
Besides, the opening scene@éntlemen Prefer Blondakustrates this idea. One is
short, the other is tall; the former is blond ahd latter is a brunette. They offer thus,
in their own style and without being in competitibmo versions of the American
woman of the 1950s. The only thing to mention iat tMarilyn’s version is more
displayed. InGentlemen Prefer Blondeshe scene of “Diamonds are a girl's best
friend” shows Marilyn alonf on stage. Throughout the film, there is no sceheras
we can see Russell performing for a song alone asrd& did. Apart from this, the
two actresses have the same characteristics ifiltinein terms of space, presence,
looks and clothinff. As a woman, Russell was more involved politicalhd socially
than Monroe, since Russell claimed her supportRiepublicans and was a militant
against abortion. In life as in films, Russell aMdnroe are therefore two women

offering a complementary model of sensuality andiabty.

2) Audrey Hepburn/ Marilyn Monroe: opposing glamouetaesses of
femininity

The key word to associate with Audrey Hepburn idc.cHhndeed, what
distinguishes her from other actresses is her pteggle. In addition to being a good
actres®’, playing in successful films of the 1960s |iRecakfast at Tiffany® (1961)
or My Fair Lady(1964), she became a real fashion icon. Firstlpo$lae does not look
like other actresses of the 1940s-1960s. She igreetie and rather thin, which totally
contrasts with the obvious curves claimed by ast®dike Mansfield, Monroe or
Russell. Then, thank to the famous top designeefiikly she met during the shooting
of Sabrina(1954), she became the embodiment of chic on scesfeer that, he was
the one to deal with her wardrobe and the Audrepliden’s style became more and
more popular. Who has never seen the famous likllek dress that she is wearing in
Breakfast at Tiffany’s?n an interview, she even said that he createdahdr “[i]f

clothes maketh man, then costumes certainly matoesaand actressék | agree with

%" By alone, it means without Jane Russell.
8 Arbuthnot's and Seneca’s pre-text abGentlemen Prefer Blondésreally interesting to read. It deals with
Monroe and Russell without showing them as differ&€he idea of the couple Monroe/Russell is priydd

%9 She received four Academy Award nominations whenwas under contract with Paramount in the 1950s.
% Truman Capote wanted to give the main rol@mfakfast at Tiffany’so Marilyn, but he finally gave it to
Hepburn. (Charyn, 2007:74).

The Costumes Make the Actors, a personal view” Audiepburn.



that quotation because we can apply iboth Hepburn and Monroe. Hepburn’s ¢
clothing by Hubert de Givenchy gave her some meséind a certain charisma ¢
underlined her femininity without being too shov@n the contrary, Monroe alwa
wore tight clothing with glitter. This contributés reinforce the image of a sexy a
attractive woman. Some will make a link betweenlKelversion of elegance ar
Hepburn’s. But as for me, these two versions afferédnt because Kelly's image

not only built with her clothing style. Other facsolike family background, value
parts in films and representation in the media gdiagn important role in Kelly’
image as a woman. That is the reason why it woddpteferable to talk abo

Hepburn as “chic” and Kelly as “elegant”. Even mdm some pecle, Hepburn paid
more attention to her clothes than to her job aacress. Therefore, she was regal

more as a model than as an act®?
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3) Taylor/Monroe, thestory of the two rivals

Hollywood is also a famous place for rivalry andresses are all the mc
concerned with this problem. Monroe and Taylor difeerent, first from the physice
point of view. Taylor has brown hair and t-violet eyes that everwoman can envy.
The opposition between Monroe and Taylor is propalole to stardom, each of the

being afraid that the other one would steal hecela Hollywood. Scandals can

32 Audrey Hepburn’s words come from an interview givgrher entitlecThe Costumes Make the Actors
personal vievthat | found inFashion in Filn (1997).



seen as a link between the two. Charyn evoked thardd/Taylor opposition and said
that Taylor once screamed she did not want to be tee this “dyke” (Charyn,
2007:32). This happened when rumors about Monroigaxuality burst. He explains
also, a few pages later, scandalous events abtiutnmimen; Taylor’s love affair with
the married Richard Burton during the shooting bk teconomic catastrophe
Cleopatra (1963) was thus minimized when the media learmuaimaked Marilyn
Monroe swimming for her last film that she nevaerished,Something’s Got to Give
(1962).

gy k9.

These two films, produced by the studio of the Tireth Century Fox, were chaotic.
The money invested iGleopatradid not make the expected profits and the expenses
became superior to the benefits. If we have a labkhe private life of Marilyn
Monroe and Elizabeth Taylor, we will be able to Hes the two women have several
common points. They were both models of beautyhefli950s-1960s. They married
several times; besides, Taylor is as famous forelgit marriages as for her career. It
confirms the fact that they were seen as strongosisrof women in America at that
time. Their physical appearance was thus a mofiyeatousy and quarrel between the
two. Marilyn Monroe had even said to Truman Capot&955:

“J'aimerais pouvoir porter des bagues, mais jairbr que les gens remarquent mes mains.
Elles sont trop grasses. Elizabeth Taylor a desisngrasses. Mais, avec de tels yeux, qui

regarde seulement ses maifts ?

#bid., p.92



Taylor is therefore, according to me, the actrebs v¢ the most similar to Marilyn
Monroe professionally speaking, even if they did lilee each othe?* They had a lot

of common points and the image they wanted to cpmave quite similar. But | think

it was interesting to see how people who hated edlolr could have had in fact
something to share.

% Apart from the fact that they had their own stylee can argue that their image as good-looking evowas
one of their major assets in their careers.



Part Ill: Specificities of the product Marilyn Monr oe

A. Of the importance of the name

1) Why choosing “Marilyn Monroe™?

If we have a look at the certificate of birfthywe will see that Marilyn Monroe was
born on June *1 1926 as baby Norma Jeane Mortenson. The nameeofather
registered on this certificate is Edward Mortenaad her mother’s is Gladys Monroe.
Ben Lyon, the man who was in charge of recruitimppe for the studios of the
Twentieth Century Fox, met Norma Jeane for thd firee in July 1946 (Glatzer,
2008:34). After this interview, Norma Jeane sigied contract with the Twentieth
Century Fox. But now that she was becoming an sstishe had to find a pseudonym.
As Lyon could not stand the name Norma Jeane Msotgrhe first wanted to call her
Carol Lind. But they did not keep it for a long &trpreferring Marilyn Monro&® As
a first name, Lyon advised her to choose “Marilymit the reason that justifies his
choice is still blurred now. Some said it was beealyon found that Norma Jeane
looked like the actress Marilyn Mailfér some others said he advised this name
because he just liked this actress (Glatzer, 28)8For the last name, Norma Jeane
wanted to keep the name of her grand-mother, wivech Monroe. Here was born one

of the most famous names of Hollywood.
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2) Onomastics

Marilyn is a name coming from the transformationMdry-Ellen. In a contracted
form, Mary-Ellen becomes Marylin. Marilyn is a difent way to spell Marylin. Mary
has a strong religious connotation, since it isrthme of Jesus’s mother for Catholics.
Ellen reminds us of the princess of Troy. But treme of the product ‘Marilyn

% We can find a copy of the certificate in the aresesn page 106.

% Ben Lyon thought the name Carole Lind soundedtfileemix of the name of an opera singer and a dead
actress as it is written in Summerkkss vies secretes de Marilyn Monrpe43

3" Marilyn Monroe,p.13.



Monroe’ does not have connection with these etygiold elements. On the contrary,
Marilyn does not convey the image of a virgin anthswoman. She rather shaped the
image of a seductive woman, appealing for gaze.ndere was used in a completely
different field, that is to say, geology. Actuallg,Marilyn is a type of mountain in
Britain. It even seems that the name was given usecaf Marilyn Monroe. The
choice of a name is really important in the creatba product. First, the name has to
be easy to memorize. That was the case with Mailigmroe; Americans already
knew this name because of one of their previousigeats called Monroe, and it was
also easy to memorize and to pronounce for EurapeAs far as the first name
Marilyn is concerned, it was quite the same, sitheeactress Marilyn Miller already
expended the name. The initials are also impottambention, they appear as a kind
of brand of fabric. They are easy to remember bez#us just the repetition of letter
M. Lyon said that the initials MM sounded good (Suers, 1985:44) and Marilyn’s

psychiatrist, Ralph Greenson, even found a serssunalrity in these same initials:

Le patient affirmait avoir en permanence sur lesdé une agréable sensation du
bourdonnement. Comme s'il produisait le son « Mm €e.son « Mm » était I'expression du

plaisir dans les activités autoérotiqties

With Brigitte Bardot, also known as BB, Marilyn Mare was the only one who was

nicknamed by her initials.
B. Influence of private life on Marilyn Monroe’s caree
1) Family and uncertainties

Even if the certificate of birth evoked the nameEofward Mortenson as Marilyn
Monroe’s father, it seemed that Gladys was not Mtrtenson for several months at
the moment of Monroe’s birth. Apparently, Marilynodroe may be the daughter of
Charles Stanley Gifford, a womanizer who workedhe same company as Gladys.
(Glatzer, 2008:8). Summers seems to agree withfdbe that Gifford could be
Monroe’s father, adding that they may have hadatskffair when Gladys was still
married with Mortensofi’ The story also says that Monroe identified andilided

her father as being Clark Gable, because once, simerasked her mother to show her

%% Wolfe, 1998: 213.
% From one book to another, Edward’s name varids.dometimes spelled Mortensen but always retetiset
same person, that is to say, the alleged fathktaoilyn Monroe.



a picture of her father, Gladys gave her one orclwiihere was a man with a thin
moustache, like him. At the end of her life, Mamililonroe had the opportunity to
meet Clark Gable, seeing that he was her partiEneMisfits(1961).
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Because her mother was not able to deal with hiéreh — Gladys had already two
children before having Marilyn and their fatherkdbem to Kentucky — Marilyn went
to live in host families and foster homes. Gladysl ather members of her family
were prone to psychological issues. And Marilyr’eagest fear was to become mad.
All these elements from Marilyn’s private life mabler special compared with other
actresses of the time because she used it as afwanfior her image. The enigma
about her life was also created on purpose andeaseen as a desire for Marilyn to
make people more curious. Moreover, these persdeats and idealizations
contributed to reinforce the fragile and childigménsion of the character created by
Hollywood. It humanized the product | would say.eTdbsence of a father can justify
her sometimes excessive, attraction for men, apthexher desire to seduce as well

as her image.

C. Physical and behavioral features

1) Make-up and hairdressing as essential parts giribduct



Monroe offers to peopf@ a particular version of femininity that can be atésed
as sexual. The process of femininity, and consatjueh sensuality, implies a range
of "techniques” (Craik, 1994:44-47). The body alahing are two important tools in
this process. In order to build the image of araative and desirable woman, make-

up and hairdressing allow the creation of the attaraMarilyn Monroe.
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If we look especially at Marilyn's face, we will ladle to see that make-up is one of
Marilyn Monroe's brands. The whiteness of Marilyiogndation makes her face seem
flawless. Moreover, in a symbolic interpretationhitgness stands for innocence,
purity and virginity. Eyes play an important role seduction and sexuality, seeing
that the gaze intervenes in the process. Marilggiss are covered with white eye
shadow and black eyeliner in order to increasesiie of her eyes. This is also

stressed by Marilyn's attitude when she was phafiged or in films when she always
has her eyes half-closed in order to appear marsusé and sexual. Doing this, she
seems to experiment pleasure. Another part of dbe that is very important is the

lips. Marilyn Monroe did not wear a red lipstickthout purpose. A flashy red lipstick

like hers appealed to the gaze and allowed hetatalsout from other actresses since

nobody wore it like her before. Marilyn's beautyosgvas nicknamed a "Monroe".

9| use deliberately the term “people” because weagply it to an audience, to a public or to a eeskip,
seeing that Monroe’s product is not limited to civze



This is another element that makes Marilyn Monrpecdic. This little beauty spot

was not visible, but Monroe exaggerated it in otdemake it peculiar. That made her
face unique. Marilyn’s blond hair is also importémtmention. Actually her blondness
is another characteristic of Marilyn Monroe. Thetféhat her eyebrows are brown
clearly highlights that she is not naturally blortshe dyed her hair in order to
correspond more to the expectations and needseosttidios. In other words, she
wanted to be a product that sells more. Moreovervitdtenes$' and blondness is

something that made her attractive. As in fairedavhere the good girl who is
waiting for her prince is blonde, white, pure aresidable, Marilyn Monroe can be
seen as a desirable product, since every elemantifisial. This artificiality leads us

to deduce that she was created like a product.lyiarecognized the fact her face was

created, and even said that she created it:

Il marrive de m'asseoir devant le miroir des heudrurant cherchant des signes de
vieillissement. Pourtant, j'aime les gens agéspils des qualités remarquables que
des personnes plus jeunes ne possedent pas. Je/igdlixsans avoir recours aux

liftings. lls enlévent au visage la vie et la pensalité. Je veux avoir le courage d'étre

loyale vis-a-vis du visage que jai fabrigtfé.

But given that she created it for the world of ave since she was an actress, is one

and the same thing, as to say that Hollywood cdelage.

2) Marilyn Monroe’s peculiar voice

One of Marilyn Monroe’s unforgettable features /iously her voice. Everyone
remembered when she sang the famous “Happy BirfiMayresident”. The way she
speaks is thus also interesting to pay attentipsifwe it contributes to the character.
Her high-pitched voice makes one thinks of a litjid. This joins the image that
Ewen calls the “gamine”. Within a feminine enveliqe hers, it is hard to believe that
Monroe had such a childish voice. But | think itsn@art of her process to seduce the
audience. Even the way she speaks seems to be dvorkeevery word she utters
seems to be pronounced in lovemaking breath. Heathy voice reinforces the sexual

connotation of her character. In addition to thidwe fact that Marilyn Monroe

“l Konkle, p.103.
“2 Charyn, inside cover.



performed most of the time in musiclss important to consider. IGentlemen
Prefer Blondesthe motive of the voice is visible with the cheiea that Monroe
embodies, namely Lorelei. In German mythology, &l is a siren. Her role was to
put a spell on mariners and to attract them withbleautiful voice. She is nothing else
than a siren trying to appeal to the gaze throughrge range of techniques. Also
related to the voice, Monroe was also known forfémeous lines she uttered all along
her life. These little sentences were thus callddriroeisms”. Often saying them with
a sort of naive attitude, Marilyn liked to commexfiiout other actresses, about men
and about her feelings on her private life. Once sdud that “[U]ne actrice, ce n’est
pas une machine, mais on la traite comme si eli&a@hune. Comme si elle était une
machine & sous' This means that she was aware of the fact thalywobd was
exploiting her. Billy Wilder said an interestinging about Monroe that perfectly

underlines the process of manufacture:

« lls ont essayé de fabriquer d’autres Marilyn Mmnet ils essaieront encore. Mais ¢a ne

fonctionne pas. Elle était un modéle uniqu@. »

3) Posture and gesture

But we cannot talk about makeup and hair as thg spécificities of Marilyn
Monroe's particular version of femininity. Monrokayed a lot on her body in order to
convey a kind a sexual innocence. The poses skesstind her attitude are typical of

her persona.

43 Or if not, films in which she sings.
4 Marilyn Monroe, un hommage photographigpe383.
“|bid., p.281.
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As Amanda Sue Konkle explains in her es€aylonroe's version of sexuality is very
ambiguous. Indeed, Konkle raises the question vendtie sexuality represented by
Monroe is constructed or not. | would say that M@&'s representation of sexuality is
constructed with clothing first, but also with #ile attitude and body language that
characterized her. She was an actress, that mhahsle constantly had to be in
representation and had to follow the trends of timment and the expectations of
audiences but also of the studios. She knew hostrilce a pose in order to underline
her curves and to appear more sensual or more Igeapaealing. The movement of
her lips also suggests the idea of a sexuality lvigchighly studied and constructed
since the way she moves them creates a sort of @iftshe does not want her lips to
lose their appeal even when she speaks. The nofi@mbiguous sexuality is also
evoked by Ewen, when he talks about the three modklwomen developed by
Hollywood, namely the vamp, the gamine and theinirgnd this point of view joins
Konkle's who says that appearing as a "virgin" ‘amldore” at the same time gives to
Marilyn’s body a sort of availability. This point akes her different from other
actresses who did not show their bodies as avail&lbbnroe offered the "ideal" that
Ewen is talking about, by creating a particularsian of femininity and sexuality
thanks to body language.

4) On the use of plastic surgery

Ibid., p.106.



Marilyn Monroe’s face was not as natural as it segnA\part from the makeup
that she used, and abused sometimes, few peopletkiab she resorted to plastic
surgery. When she signed a contract with Columimtufes en 1948, she fell in love
with Fred Karger, the music director of the compahyey had an affair together but
their story did not last for a long time. He was tine who advised Marilyn to arrange
her front teeth because they were a bit too mudhenfront (Glatzer, 2008:43). But
then, as Marilyn Monroe was unable to deal with ésgvenses and as work began to
be rarer and rarer, Johnny Hyde tried to cope téth He covered all her costs and he
paid for the surgery of Monroe’s nose and chinwéf look at the picture of Young
Norma Jeane and another one of Marilyn Monroe, aresee that her nose has been

straightened up and that her chin is more round.
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The use of plastic surgery emphasizes the fatthtaface has been built piece by

piece. | would even say that it can be seen asdidfi mask, as emphasized by Doane

when she writes:

The very fact that we can speak of a woman “ushgy”sex or “using” her body for particular
gains is highly significant — it is not that a meannot use his body in this way but that he
doesn’t have to. The masquerade doubles repreisentitis constituted by a hyperbolization

of the accoutrements of femininity.

“"Doane p.49.



The excess of femininity and the use of plastigsuy in order to please the studio
and convey an image that people wanted to see dtandher desire to be as
Hollywood wanted her to be. Because of Hollywoote gried to be perfeét
Hollywood is responsible for these changes since eVolved in this milieu and
changed to be part of this milieu. Without them,rila would not be Marilyn. That
iIs why we can see her physical transformation gsasticular.

D. Myth and Mystery

John Kennedy said that «le grand ennemi de laté/éte n'est pas tant le
mensonge — inventé, délibéré et malhonnéte — reaimythe — convaincant,
permanent et imaginaire.» (Combesque, 1996:Covenjilyi Monroe’s specificity
was triggered also by the myth built around herlaRd Barthes, in his book about
mythologies, had quite the same point of view asrteely. Indeed, he completely
differentiates the notion of knowledge and mythgl¢Barthes, 1957:63). Therefore,
it can be deduced that ignorance allows the biftth® myth and knowledge kills the
myth. This definition can be applied to Marilyn Moe. As | mentioned previously,
many uncertainties gave people the desire to descoore about her. The mystery
about her family background and the instabilityhefr private life are factors that
emphasized people’s curiosity about her. But thenevhat totally turned Marilyn
Monroe’s life from mere mystery to mythology wasquestionably her death. Many
theories, some credible and others really fancénterged. Some said that she was
assassinated by the Mafia because some rumors dhost a supposed relationship
between Marilyn Monroe and Frank Sinatra; othersebed she was assassinated
under the orders of the Kennedys because she mvayknawn some secrets about the
Cuba crises; some said she just committed sui&den if the authorities officially
declared it as a suicide, many parallel investigetimade by fans, friends of Marilyn,
policemen and other persons are still made and¢im$orces the myth. People want
to know how she died and the desire of knowledgewisat Barthes called
“mythology”. But the myth is not something absdntthe case of Marilyn Monroe,
her body supports the myth. People want to knowt\Wwappened to Marilyn Monroe’s
body and not Monroe as a person. As Barthes explairthe passage entitled « Le
visage de Garbo», Garbo’'s face becomes a “visag# ofBarthes: 1957:65). The

8 The desire of perfection is seen through the Gigpdastic surgery.



case is the same with Monroe. Marilyn is totalhjhadmanized since it is her body
which is mystified and not her personality or weae made in her life as an actress.
And if Monroe is just reduced to her body, we chaost say that she can also be

regarded as an object and even a product created by piece.
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Part |: Cultural and ideological context

A. Culture
1) Stars and stardom from the 1940s to the 1960s

Stardom is a phenomenon which is very particular@mplex to describe and
analyze, seeing that it involves different factdnsleed, being a star is strongly related
first to the notion of charisma. Dyer’'s (Gledhill991:57-59) attempt to define what
charisma is is really convincing. He first explaitmsat both social and ideological
aspects are involved in the process and finallydves Weber's exploration of the

notion, defining charisma as

a certain quality of an individual personality biytwe of which he [sic] is set apart

from ordinary men and treated as endowed with sigteral, superhuman or at least

superficially exceptional qualitié‘s19

In this definition, several points are underlinéttst, the fact that charisma is
not something physical and has thus to be diffeated from the body. It is in fact the
combination of both body and what around it allaksrisma to be. The notion of a
kind of unreal and non material thing is also enged through Weber's use of

“quality,” “personality” and the suffix “super” thde uses three times. The references
to individuality and the opposition between “ordiyiaand “exceptional” people
suggest that charisma emerges within a social grobp link between culture and
society is thus really close. Many persons who d&avilyn Monroe when she was
still alive said that she was surrounded by a kihthura” that gave her the power to
attract the gaze. Dyer evokes the fact that theaesdinary comes from the
association of centrality and intenshyif we focus on the notion of centrality, we can
see here that the emphasis is put again on theidiodi in a society. As far as
intensity is concerned, when applied to Marilyn Mu it may be connected to her
excess of femininity and therefore to the sexualeap it triggered’ Later in his
essay, Dyer takes Monroe as an example, explaithag the social context is

necessary to read and understand her image. Hesqumoparticular the development

49 Dyer's essay entitled “Charisma” when associatethé reading of his “Heavenly Bodies” helps todgeper
into the notion of stardom and how it works.

ibid., 57.
*1 Dyer explores this in his “Heavenly Bodies”, reaglMarilyn Monroe as a sexual image. Besides, itteedf
his book suggests the association evoked beforgeket body and something extraordinary surroundimey t
body, in her case sexuality. The subtitle also lighits the necessity of talking about society whileimking
about stardom.



of psychoanalysis in the America of the 1950s,rtke of feminism, technology and
its impact on society and the birth of masculiresstike Brando, Dean or Prestéy
Quoting the latter, Dyer raises a question: isaa secessarily an actor? The answer is
obviously no, since acting is not the only way &or individual to express himself
among a social group. Barry King approach’s todsiar is complementary with
Dyer’s. Indeed, the key word he uses in his esséstage®®. Therefore, it means that
stardom concerns singers and actors and alsoeafietlls where an individual can be
in representation. The second point suggested by thich is relevant to understand
the phenomenon of stardom is the fact that it it barough a system of signs,
especially the body. The exploration of the human body as a compleeanization

of signs is essential when talking about represemtand thus stardom. This can be
applied to Monroe, because she exploited her palysippearance in order to be in
representation among people. In that respect, shrere are signs and that the body is
used as a cultural way to make money and to bepresentation, it means that the
body of an artiSP can be seen as a cultural object. The body islddothe artist. But

if we say that, that means that we consider they lasdhaving a certain amount of
power. Indeed, that is what Gledhill suggests igrS of Melodrama.” She develops
the idea that a star is baflthanks to his/her body because it is the first ftayeach

their audiences”.
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ibid., 58-59.

ibid., 167-181.

ibid., 172.
% | used « artists » on purpose, because it engatts's, theatrical performers and singers.
% Here again, we get the notion of constructionsTias to be related to the creation of the prothattl try to
construct in this dissertation, especially in theecof Marilyn Monroe.

ibid., 210



In this sense, this joins the point of view premly evoked about the
objectification of the body in the process of stard This is reinforced by the fact that
stars’ bodies are used to carry values and meanliingg is also the reason why stars
are used to promote brands. They become ‘emblenaatct vehicles of values and
meanings among a given society. But one importaatstpn can also be asked. This
concerns the performance of an actor and its ogldt stardom. Does an actor have to
be good to be a star? Seeing that being a stamatter of representation, we can
argue that if he or she has a good use of his bwyr she can be a star without being
a good actor. Marilyn Monroe was not consideredtly other actors as a good
actress. Besides, most of the time, she playedmnahes in films. She just knew how
to be in representation in front of society, as wishe went to Korea to entertain

American soldiers.
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The fact that she exhibits her body gave her theistof a star more than her job as an
actress. Of course, being a good actor or a gowgshelps to be recognized as a star.
Brando was a remarkable actor but like Marilyn Mmnrhis use of his body and his
physical appearance played an important role instsdom. The specificity of
Marilyn Monroe’s version of stardom is that it isamly based on her physical
appearance rather than on her talent as an acifesstar’s image is thus an element
that does not have to be neglected. Another pdmtiwis important to mention when

talking about stardom is the role of private lifess Gledhill notes, “[s]tardom [...]



arises from the off-stage or off-screen life of #etor [and] becomes as important as
the performed role in the production of a semi-aatoous persona or image, a
development which depends on mass circulation ism and photography® Here,
what Gledhill underlines is the importance of tteverage of the media. Through
articles in newspapers and magazines, represematopromote films or interviews,
an actor builds his stardom. This makes the swseclto the audience and to the
public, since he/she has a life outside the sciBle@.stage is not the only place for the
actor, since he also has a real life outside.iftfoeces his image and helps to create it
as the word ‘production’ stresses. But stardom tbabe limited to the image and
identity of the artist. If not, the danger is exx®sIn fact, if an identity is expressed
exaggeratedly, the star will build an image andeasgna full of contradictions.
Gledhill takes for example the case of Clint Easteyadefining the persona he created
as complex and made of several faces. Moreovers gmbody “our repressed
elements®® and in that sense, Dyer’s analysis of Monroe asxaial image is really
interesting. Therefore, we can see through themifit elements that allow an artist to
build stardom that it is a very complex phenomenidre stage is essential but it is not

the only condition to be a star.
2) Television and its impact on cinema industry, alfyfoe?

It is impossible to talk about the cultural contasthout talking about one of
the most important inventions of the century, namilevision. Television has
brought changes in the social and cultural lif\ofericans. But it is important to see
what impact it had on cinema. For many peopleviglen was the most credible
reason to explain the decline of cinema in the éthibtates. Added to the crisis that
the studios had to face up with the Paramount é&crehis seems an acceptable
justification for Hollywood'’s decline. But this tsue only for the 1960s, which is the
last decade we focus on since Marilyn Monroe dreti962. Indeed, if we have a look
at figures®®> we will see that TV became more important in t860s, since in 1949,

only one million TV sets figured in American livimgoms, i.e only 2.3% of American

*%ibid., 213.

9 In her essay, Gledhill defines excess as “thesieste on an identity”. In that regard, Monroe barsaid to be
excessive, since her sex appeal and her exaggeetsdn of femininity can be considered as thestasce that
Gledhill is talking about.

®ibid., 226.

®1 To understand what was this decree and its infle@m the cinema industry, see in Chapter 1, ppede 11.
%2 See in the annexes the table about TV and itsrirmpee in the United States (Schaltz, 1983:178).



households. In the mid 1960s, almost all househelpiecisely 92.6% were furnished
with at least one TV set. But the presence of TYs se households cannot be
considered as an explanation for the decline afrosn because even if the appliances
became more and more popular, TV signals were valable everywhere, especially
at the time of the decline of movie goiffgAnother factor which has to be taken into
account is a financial one. Indeed, cinema was ase&omething expensive compared
with TV which was free and could be seen comfostaditt home (Hill, 2000:23).
Therefore, after the Second World War, since Angeriecame more and more
urbanized and also on account of the baby b&opeople were busier in buying
appliances for their places, building families gmarchasing things they could not
during war rationing, spending money going to thevies was regarded as useless
(Izod, 1988:115). TV can even be seen as an atlyciftema. Indeed, it helped the
cinema industry to diversify itself. With the exgan of TV in households,
companies which were initially specialized in mavieegan to produce films and
shows for TV (Hill, 2000:19). Therefore, the prothgc companies increased their
profits selling products addressed to the TV aumbBefMonaco, 2003:17). If we relate
the issue of stardom to the expansion on TV inUh&ed States, we can also evoke
the existence of TV show stars, the most famousiv star being Lucille Ball, the

heroine of the most famous American sitcom callddve Lucy.”®

It became more accessible a long time after thérgeof the cinema industry began as Gomery explairhis
essay entitled “Hollywood as Industry.”

| am not talking about the phenomenon of the BabgrB in itself, but more about the economic impabeid
on an American family and the costs it involved

The TV show tells the life of Lucy Ricardo who dnesiof being an artist.
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3) Technology and Culture

The cinema industry has evolved since its creatimnks to technological
discoveries along the years. The first technoldgaclvance in the cinema industry
was the coming of sound in the 1930s. Thanks tortaiv feature in films, silent films
gradually disappeared. In addition to that, it \@lad the music industry to become
closer to the cinema industry, since licensingasdiould play music in films at this
period (Izod, 1988:55). The most famous represeetatf silent flmmakers was

obviously Charlie Chaplin.
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The shift from silent film to sound may also expldahe following boom for a
particular genre of film, that is to say the mukiddoney could be made through
movies, but also with the soundtracks of the filwigch could be sold when the film
was released. Therefore, sound can be seen as #&owagter the cinema industry.
Radio was also used to advertise mo¥fetherefore sound became more important
and, as mentioned previously, radio and cinemarbeda/o means of communication

that influenced one on another.

The other great shift in the cinema industry warcoThis new feature
allowed cinema to offer to the audience what TVIdawt offer to them. Color in film

was thus a kind of challenge for TV. The first teicjue which was used to color films

% |pid., 103.



was the hand coloring in factori&sin fact, women had to stencil the pattern and to
paint it with different color§® That was how the first mechanized coloring machine
was born in the 1910s. But then, as it was too esipe to make, two other techniques
were used. The first one was dyeing. Films werenged into colors which were
chosen according to the feeling or atmosphere yanted to create. Green was used
for landscapes, blue for night and red for fire fmstance. Another technique which
was close to the former was that of chemical tonihgonsisted in only coloring the

darkest parts of the films. Sometimes, both tealesgvere used in the same film.

The technique of three-color Technicolor was seescmething revolutionary
since it offered a full range of colors. This tecjue was used by Walt Disney in the
1930s for example. But color films were only rekhsn 1935. As Disney was eager
to test new technologies, the company signed acbigract with Technicolor and
could thus color its cartoons for a great partc8iit was the beginning of the color
era, prices were still low. This allowed them toneete big profit§? By the mid
1950s, the production of films in color reached 5@Btd., 136)and more and more
films were produced in color. If we look at Marilyvionroe’s films, we will see that
some of them are in black and white, for exantpbene Like it Ho{1959), whereas
Gentlemen Prefer Blond4953) was made in color. The latter was even yored in

Technicolor’®

Many color other processes appeared after Teclumichket us mention the
Agfacolor, which was made by the Agfa Company. Tinethod was based on the
system negative/positive of the film. This procegas exploited and adapted in
different countries: in Belgium in 1948 it was eallthe Gévacolor, in the USSR the
Sovcolor or the Fujicolor in Japan. A bit latertire 1950s, the Italian version called
the Ferraniacolor appeared. The United States edaipé Agfacolor too, and this gave
birth to the Kodacolor in 194%.

Apart from color, another feature that was usedh@llenge television was the

screen. As television could not imitate the siz¢hef screen offered by cinema, it was

®7 http://www.cineclubdecaen.com/analyse/techniqué@ehistoire.htm

This job was usually done by women because itthdwmt precise.
% The cartoorThree Little Pigsy Disney was one of these successes. Indeed vghiemay cost $22,000 to
make, it generated about a quarter of a millioprofits, as 1zod quotes in his book.
©To understand how Technicolor was used, see iarthexes the evolution and different steps of thegss.
™ http://www.cineclubdecaen.com/analyse/techniquééehistoire.htm



a good way to attract audience. The first innogasgstem of widescreening in the
United States was seen in a premiere in 1952 in Newk. At the beginning,
Cinerama was a technique used in the army, buia# then adapted to the cinema
industry. It consisted in projecting films throutiiree projectors. Then the image was
seen on “a huge curved screen accompanied bysketieo sound, to give audiences a
sense of depth not previously experienced” (1zd&881139). Unfortunately, even if
the process was successful, it was only used int2&&ters. Indeed, the system was
only suitable to big theaters and required a spéustallation. Moreover, it was too
expensive and that was why this process did nofagoin the cinema industry.
Companies were looking for methods which were e@asydapt in cinemas and

cheaper.

The system of 3-D responded to all the criteria tiaema companies were
looking for. In 1952, it was the first time thatett8-D innovation was screened.
Initially, the method was created by Polaroid buaswnot as convincing. The
Gunzbergs then took the process and modifiedittle. IThat was how 3-D was born.
But as widescreen system, it did not last longingethat companies sacrificed plots
and characters in favor of the image effect. Initemiuto that, the doubling was not as
good as it might be, and the quality of flms wascmkasing. The 3-D format was
reworked and revised in order to give birth to avneeoduct: the CinemaScope. The
new product was as good as the former — and ewsgr bebut without the drawbacks
of the previous process. It could be settled iraties easily and was cheaper. As this
system was used by one of the most important companamely Twentieth Century
Fox, it began to be used by the other companieglisexcept RKO and Paramouft.
All these new technological advancements incretdse@ommon belief that big films
made big profits as mentioned by Izod. But thisgemed to be a mistake and this was
demonstrated by the economic catastrophe of the Gileopatra (1963). But there
were also some big successes, lkawv to Marry a Millionaire (1953) orBen Hur
(1959).

B. ldeology

1) The question of American values

2 Indeed, theses two companies developed VistaVisibith was a different version of CinemaScope.
VistaVision “gave a cleaner image” as written indz1988:141.



In the first half of the 20 century, America society was still anchored in
traditional Victorian values. The family was one tble most important American
values and this can explain the importance of tistitution of marriage. In 1840,
Tocqueville, in his bookDemocracy in America, Part the Second, The Social

Influence of Democracynalyzed the American marriage:

In America the independence of woman is irrecovgrdbst in the bonds of
matrimony [...] it tells her that the amusements bé tgirl cannot become the
recreations of the wife, and that the sourcesrmbaied woman’s happiness are in the
home of her husband. As she clearly discerns biedme the only road which can lead
to domestic happiness, she enters upon it at @rkfollows it to the end without
seeking to turn back [...].[The Americans] hold tkeatry association must have a
head on order to accomplish its object, and that rthtural head of the conjugal
association is man. [...] | never observed that thmmen in America consider
conjugal authority as a fortunate usurpation ofirthights, nor that they thought
themselves degraded by submitting to it. It appbémeme, on the contrary, that they
attach a sort of pride to the voluntary surrendetheir own will, and make it their

boast to bend themselves to the yoke, not to sihaie"

Here, Tocqueville highlights women'’s dependencehair husbands, especially in the
first sentence. He presents marriage as a compuigep in the life of American
women, even saying that they accepted their sulbraigmsition in the couple. This
allowed a girl to turn into a woman. This transfation implies thus a shift in the
environment, woman now having to deal with the “leoaf her husband.” It seems
that the patriarchal pattern is anchored in the Acaa institution of marriage. The
situation has not changed that much since Tocde&viperiod. If we have a look at
the statistic$? we can notice the fluctuation of marriages andréte of marriage. We
can observe that marriage was as important forasahwas women, seeing that there
is approximately the same proportion of men 15 yaafr age and over who are
married as women at the same age. The numbers miages grew until 1942 but
then began to decrease between 1942 and 1944. @ahdmrobably because of the
Second World War and the fact that couples weraraggd, the number of marriages
increased and reached almost 2,300 000 in 194&irgly, the number of divorces or

annulments was the most important in that same. yaad it continued to increase

3 Bernard, “The Paradox of the Happy Marriaget\toman in Sexist Society, Studies in Power and
Powerlessnesd,45-146.

" See the tables in the annexes. In my analysislyltake into account the 1940s until 1962, becitisethe
year of Marilyn Monroe’s death.



until 1962 as 413,000 were counted that year. Maagons can justify this growth.
The unhappiness in the American couple can be asame of the reasons. But this
factor concerns women most of the tii@here was no equality between women and
men, even less in the bedroolnwas found that 30% of the women expressed high
satisfaction with their sexual relatioffslt seems that male pleasure was privileged.
Sexual relationships for older women were moresBatig since there was less risk of
pregnancy and men’s demands were less impdttabt the problem with older
couples is the fact that sometimes, women hadpress their desires in order not to

make their husbands feel bad.

“The Problem That Has No name” evoked by Bettedin inThe Feminine
Mystique can also be part of the explanation. Married woraesm more prone to
psychological issues than single ones or than rsesna of the tables show. Marilyn
Monroe followed the pattern evoked a few lines befoShe first married Jim
Dougherty, who was one of her neighbors and whoennsarried in order to avoid to
being put a foster house. They married in 1942 diubrced in 1946. Then, she
married a second time, this time the baseball pldge DiMaggio, but their marriage
only lasted few months. Her last marriage was thegést one, with the famous
playwright Arthur Miller. Regarding this and thestitution of marriage in Marilyn
Monroe’s days, we can say that the status of woamran object at this period
facilitated the reception of Marilyn Monroe as agct Her successive marriages
and divorces did not create so much controverssn évas an actress it was better for
the studios that she not be married, because ildvmaintain the fantasy and the
availability around her persona. Another factorebhinas been underlined by Rochelle
Gatlin in American Women Since 1946the increasing competition and feeling of
“distrust” between women at this period. She exdahat women saw each other as
potential rivals in the 1940s and 1950s, also ewpkis impact on cinema. Indeed, as
she says, “[c]atching-your-man was the most poptilame of romantic fiction and
movies in the 1950s” (Gatlin, 1987:12). The filthe Seven Year Itdd955) exploits
this topic.

> This is based on “The Paradox of the Happy Maeriagprovide the tables in the annexes.

Inequalities are developped all along the chaplbe“Paradox of the Happy Marriage” from page 14562.
" Gatlin, American Women Since 1948-59. Alix Shulman’s essay entitled “Organs @rdasm” in the same
book gives us a vision of the differenciation ofmaand women according to sexual organs. This mfiniew
can help the reader to understand where unhapgimessual relationships came from.



Enterprising is also one of the values which amper to America. Not to say
that the other countries do not consider, butkéssa different dimension in America.
This state of mind can be seen as an explanatioinéoAmerican capitalist ideology.
In cinema and especially in Hollywood, enterprisingas present. This was
demonstrated by a particular shift in actors’ cesedndeed, at the beginning of this
dissertation, we explained how the actors were ispped by studios with the
institution of contracts. Then, they acquired mbberty, being able to choose the
films they wanted to shoot. But then came the dnannactors became producers. As

Monaco notes in his eighth volumekldistory of the American Cinema

it was already a well-established practice thatlissiworked with stars to finance movies,

while stars increasingly called themselves prodsieaed set up independent companies.

Therefore, this means that it was more a questiomaney and finance than a real
production by the artist. United Arti$ftook advantage of the end of the studio era to
exploit the deal of actors’ money in productionuldy, the company asked a star to
finance a production and the latter received ageeage of the gross. Therefore, the
profits of the film were divided into three partdie film’s actual producer, the
company and the artist who was considered as ed“ffarty participant”, as Monaco
puts it. That was what happened to Gary Cooper wieeiinanced the filnvVera Cruz

in 1953. But some artists who wanted a more imporfaofit created their own
companies of production. John Wayne chose thisonptreating Batjac Production
Company in 1951. This was a success and allowedn@/ay diversify his activities.
Indeed, his company also developed branches in ‘&state, farming operations,
apartment complex management, and publishing” (Mon&003:20-21). Darryl
Zanuck, a famous Hollywood producer, made fun ofyMéss success, criticizing his
versatility/® But a counter example of Wayne’s success is ttemat by Marlon
Brando. Indeed, the actor signed an agreementRathmount to produce, direct and
star in films. Accordingly, Brando could earn dletgross generated by the films, the
studios only getting the money from the distribatfees. This is what happened with
two films, Mutiny on the Bounty(1962) andThe Ugly American(1963). His

experience in producing was seen as a failureedihatiny on the Bountwas a

United Artists was a company founded in 1919 wigiineered in letting actors make films.

" For Alamo(1960), John Wayne was the producer, the direidrthe star at the same time (Monaco,
2003:21).



financial catastrophe an@ihe Ugly Americarwas considered as anti-American in
Hollywood. His failure in producing transformed Bdo’s image by relating him to
the failure of these two films. That was the reastwy his career was in decline at the
beginning of the 1960s. The same happened withl\wtaklonroe. She created with
her friend Milton Greene a company to produce fiBat this was not a convincing
experiencé’ These two important values, when associated toptbduct Marilyn
Monroe, help us to understand how the ideologicaitext had an influence on the

product, especially on its reception by the Ameriaadience.
2) Popular culture

Literally, we can define popular culture as a adtwhich is accessible to the
people. It is opposed to elite culture, which isli@dsed to the upper class. Heffer's
definition of culture in his bookesEtats-Unis de 1945 a nos jouaslds the notion of
mass culture, which is often related to the notwbrpopular culture. He asserts that
mass culture can be considered as “culture marcdeindeeing that it is created in
order to be accessible to the largest possiblegptiop of people and in order to be
sold to them thereafter. As it has to please everyaulture is thus globalised in a
certain way and can be adapted in order to resgonthe customers and their
demands. He even compares culture with an induatrg, it is really interesting to
raise a parallel with Hollywood. Often nicknamedé€t dream industry” or “the
industry of desire,” we can see that Heffer's débn and point of view can be
applied to Hollywood. In fact, Hollywood is an ingtty producing culture. By saying
culture, several things come to our mind. Filmstaeemost obvious cultural products
made by the Hollywood industry. But stars can hesatered the same way, since they
allow the creation of products, namely films. Moren they have to adapt to the
audience that can be regarded as a market iteorto sell the products in which
they play and then make money. That is how bagieallindustry functions, and these
are the characteristics of Hollywood. And somesstae thus elevated to the status of
popular images. Thomas Harris offers in one ofdssays two good illustrations of
this phenomenon. He analyzes the popular image aflyd Monroe, opposing it to

8 Marilyn Monroe Productions will be discussed latethe third chapter concerning the merchandisinigne
product Marilyn Monroe.



Grace Kelly's®* In some way, Harris also underlines the commegsakct of culture
in his essay. The fact that he regularly uses thedWpublicity” or “advertising®
suggests that the point is the product, and tHatreuis considered as such in Harris’s
point of view. In addition to that, the expansidncalture is part of the influence of

the media as mentioned above:

the screen star [is] known to his or her potergiadience not only through film roles but also
through fan magazines, national magazines, radieyision and the newspapers. The totality

of this publicity build-up is calculated to makesthersonality better known to a public which

will respond by attending the screen hero’s stgrfilms.

The enumeration of different media in this quotenfr“The Building of Popular
Images, Grace Kelly and Marilyn Monroe” shows thredia are a means and not an
end. In fact, magazines were not the only way farssto build their “popular image”
but they helped them to be considered as suchndhen of creation — and thus the
notion of artifice that goes with it — is visible the words “build-up”, “calculated” and
“make”. Culture is thus created by man and for narg the specificity of popular

culture is to be universal and because of thibetecommercial as well.

8 The topic was briefly evoked in the second patheffirst chapter; for details about the oppositietween
the two stars, refer to this chapter.
8 Harris, 1991 : 40-44.



Part II: Reception by genre

A. Comedy

Marilyn Monroe is known more as a comedian thaa dsamatic actress. The
number of comedies in which she played confirmmiterm of reception, the genre of
comedy is interesting to analyze since it is adldgo everyone, women and men
alike. In order to understand the reception of ¢learacters in that genre, Marilyn
Monroe has to be read as an image, bearing the lowlte which turned her into an
object. This implies a sexual aspect of the gameesmale gaze ‘projects its fantasy
onto the female figure’ (Mulvey, 1990: 33). One e@nders if this theory of the male
as bearer of the look can be applied to the gehemmedy. Mulvey asserts in her

essay that:

What counts is what the heroine provokes, or ratiteat she represents. She is the
one, or rather the love of fear she inspires inhtb®, or else the concern he feels for
her, who makes him act the way he does. In hetlselivoman has not the slightest

importance

In comedy, Monroe is thus used with a view to mhke of women and of some of
their features. IHow to Marry a Millionaire the fact that she cannot see without her
glasses adds a touch of comic to the story. Momedavmakes fun of women who are
capable of some stupid things in order to seduoean and to marry him. In that
respect, Monroe is thus confronted to the gaze ofm&n, who do not find any
similitude between themselves and the characterodietd by Marilyn Monroe.
Indeed, the exaggerated feature of her charactieifilm does not allow the process
of identificatior?* to operate. Mulvey’s point of view about the hembecomes true,
given that what the heroine provokes is laughtesrédver, the male characters of the
film act the way they do because of the comic aspé&the character embodied by
Marilyn Monroe. The excess of femininity also leadsthe comic of situation. As
regards the filnThe Seven Year Itéh mind, we can see that this is totally the cése.
this film, Marilyn Monroe embodies the neighborafnarried man. Her exaggerated
femininity turns her into a real sexual object, dhd sexual impact of her character
gives ribaldry to the story. Therefore, the excafstemininity can be the source of a

Mulvey, 1990: 33
8 For a more complete definition of ‘identificatiomhore connected to psychoanalysis, refer to thiegteut
melodrama just below.



comic situation, since in many of her films, ManlyMonroe is considered as the
‘stupid blond’. In addition to that, the sexual esp of Marilyn Monroe when
performing must not be neglected, since all thendilin which she played were
directed by men. As Mulvey underlines in her essdlye woman displayed has
functioned on two levels: as erotic object for theracters within the screen story,
and as an erotic object for the spectator withim daditorium”(Mulvey, 1990: 33).
Given that the film is built through a male perdpax; and therefore through a male
gaze, this sexualizes the image of the charactéodmd by Marilyn Monroe. She
became a fetish, and this can be seen in filmsugiranany elements. Inlow to
Marry a Millionaire, clothing is all the more important as women haddéduce men
in order to marry them. The most famous dress Matroe wears in this film is a
tight red dress that she puts on to have dinndr thii one-eyed man. In this scene, the
mirrors highlight her sexual attractiveness andshettic symbolism. Moreover, the
red of her dress echoes the red of her lips. Shetighized through all these sexual
connotations. But if we come back to the male awzmie comedy does not only come
from the excess of femininity)YVoman is only the embodiment of man’s fear, thermai
fear being that of being castrated if we thinkemt of psychoanalysis. Woman, and
thus here Marilyn Monroe as comedian, is just tlitopal representation of male’s
fears and doubfS. As a consequence, these fears and doubts areogisdv'by the
substitution of a fetish object or turning the eg@nted figure itself into a fetish so
that it becomes reassuring rather than dangerddslvéy: 1990:35). The reassuring
feature added to the excess of femininity thusdeadcomedy and laughter. That is
what happened with the characters that Monroe eraddd comedies. As she was
embodying frustration and the fear of castratione svas turned into a fetish.
Therefore her dangerous and castrating sexual bigpesplaced by the comic aspect
of the character she embodied and thus appearsddégyerous. This gave to her
character a reassuring, and even a ridiculous aspatetimes and that is precisely
what allowed the male audience to accept her asngedian. As far as women are
concerned, it is also true given that, becausbefdct that she was seen as reassuring
and ridiculous, the process of identification coulok take place and there was no
feeling of competition or jealousy between MarilMionroe and the American woman
of the 1950s and 1960s.

8 Doane, 1990: 42.



B. Musical

Marilyn Monroe is also known for the numerous malcshe performed in. In
that genre, the character of the showgirl is remirand this was the part that Marilyn
Monroe played the most in all the films she playedeed she was a showgirlRiver
of No ReturnGentlemen Prefer Blongket's Make LovgLadies of the Choryg here
is No Business Like Show Businesxsl obviouslyThe Prince and the Showgirl
Mulvey perceives this device as a way to “[allomettwo looks to be unified
technically without any apparent break in the d&geA woman performs within the
narrative, the gaze of the spectator and that efntfale characters in the film are
neatly combined without breaking narrative very$ionle” (Mulvey, 1990:33). By
looks, she means indeed two levels of gaze, the gege of the spectator but also the
male gaze of the other characters performing viiéhactress in the film. The job of a
showgirl is to display her body, to show it. Theiao of gaze is thus very important
to consider. If we refer to Doane’s essay, theamtf woman as spectacle must not
be neglected. Woman is seen as a spectacle beslaeise the recipient of the gaze.
Indeed, the showgirl is performing on a stage tesé&en and thus, there is a kind of
mise-en-abime since there is a spectacle in thetape. Actors of the film are
looking at her on stage, but the spectator is lglat her as well on screen. As
woman is here displayed to be looked at, she is tjectified by the male gaze. The
process of looking and objectification as seendiyndBerger is quite explicit:

Men look at women. Women watch themselves beingddat. This determines not
only most relations between men and women, but #isorelation of women to
themselves. The surveyor of woman in herself isemidle surveyed female. Thus she

turns herself into an object — and most particular object of vision: a sight.

Moreover, the character of the showgirl is highdxsalized and eroticized as well.
This raises the question of voyeuri&iThere is something to see and the spectator
experiments pleasure when looking because of theasedifference. If we pay
attention to the device of the showgirl, we wilegbat garment is one of the elements
that eroticized Marilyn Monroe and turns her into @ject. Let us have a look for
example at the opening sceneGxntlemen Prefer Blondé&s Mulvey says, “the film

opens with [women] as object of the combined gazepectator and all the male

% The notion of voyeurism is also called scopophiljaFreud. He isolates voyeurism as “one of themament
instincts of sexuality” (quoted in Mulvey, 1990:30)



protagonists [...] [they are] isolated, glamorous, display, sexualized® Then,

because she fell in love with a character of tloeystshe will lose the sexual appeal
which is a feature of the showgirl. As a consegaeemten the spectator will identify
with the male character possessing the showginyiidhave the feeling of possessing

her too®®

8-&& & '

In Gentlemen Prefer Blondsthe image of the desirable woman as the
embodiment of male fantasy is visibks in fairy tales where the good girl who is
waiting for her prince is blonde, white, pure amsidable, Marilyn Monroe appears on
the stage singingWith her red dress, Marilyn reminds the spectatoLitle Red
Riding Hood. The red color of her dress acts ahé wanted to attract the spectator's
desire and gaze. Blondness becomes the objeceahéte gaze, inspiring desire and
eroticism as well and thus becomes the real reptasen of male fantasy. Jewellery
also plays the same role, since it also servestishize Marilyn and eroticizes her a
little more. In the famous song “Diamonds are #gbest friend,” it became obvious.
Jewels are a symbol of femininity. Bracelets, nackt and earrings abound in
Gentlemen Prefer Blonddft we consider the parts of the body they covee, an
notice that they can be used on sexual purpastsis consider the neck first. It is a
very sensual part of the body which is not necdgsdisplayed. But adorned by a
necklace, it immediately catches the eyes andctdtrine attention. That is what

happened when Monroe sings the diamonds' songsshkearing a massive diamond

8" This quote applies to two other films, namélgly Angels Have WingsdTo Have or to Have noBut |
think it can be applied tGentlemen Prefer Blonds well.
8 See Mulvey’s point of view about showgirls andusaity in relation to psychoanalysis (Mulvey, 1994:35)



necklace. Bracelets also appeaiGantlemen Prefer Blond®irectly on the arms or
on gloves, they are most of the time made with diaals. Hands are also important
and can be interpreted in a sensual and sexual’uay.of all, the symbol of marriage
is linked with the hands. As one of the major theragthe film, since Dorothy and
Lorelei are both looking for a husband, hands niestseen in a symbolic point of
view. As the wedding ring is worn on hand, this li@p a connection with marriage
but also the loss of virginity after marriage. Bles, in some cultures, as hands and
arms are considered as "erotic,"” there are hidoerelation to earrings, the point to
mention is that it reinforces femininity since meiwl not used to wear them. Also
appealing to the eyes, we can observe that thepeaaound or hanging in the film. If
they are hanging they can be seen as a fetistsgtitbol. If there are round, it
underlines femininity, the round figure suggestimgmanly curvesln this respect, the
fact that Marilyn wears earrings has a sensual a@aion. Moreover, earrings can be
related to the sense of hearing and the motif efvibice. Since it is a musical, it is
important to consider. Her breathy voice reinfortkes sexual connotation of her
character. As far as color is concerned, it is obsithat it came to highlight the

sensual and sexual aspect of the character thaltyNambodied.
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The pink dress of the picture is one of the famoastumes worn by Marilyn. It is a

tight pink dress that definitely turns Monroe i@ object. Here, the objectification is
made through the male gaze in so far as he careg®wddonroe through his gaze.
Besides, she is singing in the middle of a groumeh. Pink is traditionally the color

representing girls and femininity in western cutuWWhen she sings "When Love
Goes Wrong" (figure 26), she is wearing a dark Butthere, sexuality is conveyed by
the fact that her breast is on display contrafpaoothy's.
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The camera eroticizes her showing her breast tcspleetator. This emphasizes the
focus of the camera that Dyer analyzes in "Monnog Sexuality.” During the scene
when she is going to have dinner with Dorothy aticeomen on the boat, Marilyn is
wearing an orange dress. Really close to her skencan see her arms and her breast
and as the pink one, this dress has the powerotcige her. Orange is colorful and
attracts attention. Born from a mix between yelland red, orange also carries a

symbolic of desire.
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Another strong element of clothing that we can findsentlemen Prefer Blondsnd
which is highly sexually connoted is the glove. 8l long, gloves are respectively
hiding hands or both hands and arms. As the haag&nsual part of the body, hiding
with gloves suggests its eroticizing power. We eae it as a voyeuristic symbol,
given that what we are expecting when looking &t they disappear so that we see
hands and arms. Highlighting the woman's handsaant, it is also a very strong
erotic symbol. It fetishizes women and in our cddayilyn, since it "builds up the
physical beauty of the object, turning it into seimeg satisfying in itself" (Mulvey,



1990:35). Watching Marilyn Monroe in a musical ihxes the audience being
absorbed in a voyeuristic situation. As a consegeieand because there is the notion
of pleasure behind, we can say that this aspet¢hefproduct has helped it to be

accepted and welcomed by the audience.
C. Melodrama

This popular genre was famous in the 1940s andsl986lodrama can be defined
as emotional, in so far as feelings are externglinghis type of film. Melodrama is
also known as one of the three genres of excessy bepresentative of emotional
exces$? It is also the reason why melodramas are consideséwoman’s films.” But
this genre reproduced the patriarchal system ithvAimerica was still anchored after
the Second World War. Moreover, Doanes explairteeinessay called “The Woman'’s

Film” that melodrama is a genre which is normalligleessed to women:

The “woman’s film” is not a “pure” genre — a fachish may partially determine the male
critic’'s derogatory dismissal of such films. Itésossed and informed by a number of other
genres or types [...] and finds its point of unificat ultimately in the fact of its address.
Because the woman’s film of the 1940s was directedlards a female audience, a
psychoanalytically informed analysis of the ternfist® address is crucial in ascertaining the

place of woman is assigned as spectator withirigrahies®

She justifies this point of view by talking abobetmarkets. Indeed, according to her,
“Hollywood’s analysis of its own market” allowedehndustry to “[stipulate] that the
films are in some sense the ‘possession’ of wonmehtlaat their terms of address are
dictated by the anticipated presence of the ferspéetator” ipid., 68). The trace of
the patriarchal model in melodrama can be seetye&sist of all, woman is most of
the time represented in the domestic sphere, motifin a closed space which conveys
a claustrophobic feeling. The genre of melodrames tteinforces the ideology of a

patriarchal society. Byars even talks about andliogical failure,®

expressing the
view that it anchors the tradition of patriarchythvaiut interrogating it and that it
supports the contradictions and negative featurdekeomodel. Considering all these
elements, we can thus consider Marilyn Monroeks &§ a melodrama. Indeed, her life

is full of excesses from different aspects: an essy family background, complicated

% The two other genres of excess are pornographyiandr, the former displaying the excess of sexk the
latter the excess of horror and violence. Literatielodrama stands for the excess of drama.

Doane, 1982 : 68
%1 Byars, 1994 : 93-94



relationships with others, several marriages, s¢\atempts of motherhood in vain,
alcohol and drugs... The claustrophobic atmospheimakezl/ before can be seen
through the media coveragé her life: indeed, her life can be considerecgdsm in
which she was the main actress. As we know, nevespagnd TV have played — and
still do — an important part first of all in herrear but also in the creation and
reception of her character. Moreover, the fact tharilyn Monroe’s version of
femininity is excessive and rather artificial reirdes the melodramatic aspect of her
life. And she knew that since she played on it,isglénd making up elements of her

life in order to stress this particular facet of peoduct.
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If we follow Lacan’s theory about the mirror phases will say that it can be applied
to Monroe’s melodrama. In fact, the psychoanalyasints that saying ‘I’ involves a
group to exist in. ‘I' cannot exist without somethito be opposed to and compared
with, therefore it is essential in order to constran identity to have ‘others’. And that
is what happened with Monroe. In order to exisg bBad to be compared with other
actresses and to build her identity thanks to ofmnen first, but also thanks to men.
The latter allowed her to express her femininitg &m define her sexual identity. In
reality, we thus move from a world of needs, buaisymbolic way we move to a
world of desire. Here appears the theme of theafantwhich is necessary to evoke
when talking about men’s reception on Monroe. Inldeshe became the object of
desire through the male gaze or, as Kaplan sdys,dbject of men’s lasvicious gaze”



(Kaplan, 1983: 26}> But in melodrama, the male gaze is de-eroticizecabse the
spectator is supposed to be a woman. The melodaasgiect of Monroe’s persona
made her lose her sexual appeal in order to addrdssnale audience. It allowed
women to be involved in the phenomenon of ideratfam. We need to talk about
women gaze here again. Monroe being the protagatistis the only one to be active.
But in American culture, activity is associatedhwmasculinity whereas passivity is a
feminine featur@® Spectatorship is assumed to be passive. Thergfassjvity can be
related to fantasy and to the object of desire esiok few lines before. Indeed, the
female gaze finds identification and in being tligeot of the gaze, namely, Marilyn
Monroe. As Stacey says in her “Feminine Fascinatiothe 1940s and 1950s offered
a new definition of femininity “in Hollywood and isociety generally”. She also
underlines the “significance of Hollywood starswoemen’s lives and imaginations”.
Thus, it suggests that spectatorship built an idealversion of femininity thanks to
stars — and here, the focus is on the version mmfaeity offered by Marilyn Monroe
— “within [a] patriarchal culture”, namely Americasulture (Stacey: 1991:142). As
Monroe is object of the gaze, she is thus logicalbjectified’. Therefore we are close
to the notion of product and Mulvey even uses wosd when talking about the gaze
and female stars as objects:

The beauty of the woman as object and the scremresmalesce; she is no longer the

bearer of guilt but a perfect product, whose badylized and fragmented by close-

ups, is the content of the film and the directpemit of the spectator’s look

Therefore, the body, the screen and thus the ntedidMarilyn Monroe into a product
and an object of the gaze. Moreover, Stacey previge with a very interesting
definition of the phenomenon of identificatiddhe defines it as a “key mechanism for
the production of identities”, highlighting objdatation and the place of sexuality in

this process:

First, identification is the original form of emotial tie with an object; secondly in a
regressive way it become a substitute for a lil@bobject-tie [...]; and thirdly it may
arise new perception of a common quality sharett sitme other person who is not

an object of sexual instinct. The more importarn$ tommon quality is, the more

%2 Here, Kaplan is talking about women fantasy. Sheked the fact that women fantasy is based on altenn
dominance-submission, the woman being submittetifther, she also notes that male fantasy isbasehe
same pattern.

% Mulvey, 1981 :29-38.



successful may this partial identification becoraed it may thus represent the

beginning of a new ti&'

She even goes further when talking about “idergtificy fantasies”, involving
different phases, “devotion and worship”, “the desio become” or “escapism”
(Stacey, 1991:149-153).

D. Drama

If we look at the films she starred in, we can g&# she played in dramas as
well. The Misfits(1961° is interesting to evoke, in the sense that it waten by her
husband, Arthur Miller, and that it has many cailecices with their private life. This
film is the drama in which she had the most impdriale. She also played iAll
About Evg1950) and irClash By Nigh{1952), but even if she was on the poster and
in the credits, her parts in these films were mgnificant. But American women could
easily recognize themselves in the parts Monrogeplaespecially in the part she
played inThe Misfits.She embodies a divorcée and, as said previoussyctimcerned
an important part of American society in the 19&80d 1960s. Marilyn Monroe can be
regarded as a model, since many American womertifigemith her. In addition to
that, it was easier to identify with Monroe whenesperformed in drama. As
melodrama is more excessive than drama, the pigears as more realistic than the
former. As a consequence, it is likely that womennid more similarities in the
characters embodied in drama than in melodrama.aBather issue can be raised
when talking about identification, that is to s tproblem of gender. Indeed, the
model offered to identification can be seen as adlgressed to white women. Women
from other ethnic origins could hardly identify senthey did not share the same
culture. But at the same time, if we think in teof‘identificatory fantasie¥”, “the
desire to become” and “escapism” can be phaseshwdaa concern women from
other ethnic origins.

% Stacey, 1991:146.

% It was the last film that Marilyn Monroe made. Stiso starred iSomething’s Got to Giyéut the film was
never finished because she died in 1962.

% The theme of fantasy is exploitedTiheSeven Year ltctin which Marilyn Monroe embodied the fantasy of
her neighbor Tom Ewell while his wife was on vacativith their children.






Part I: American media or the power to advertise tle product Marilyn
Monroe

A. The ‘top-model’ years of Marilyn Monroe

Before being an actress, Marilyn Monroe — at tlraetstill called Norma Jean
Baker — was a model. In 1944, as she was workirggfactory participating to the war
effort”’, photographers from the army, the First Motiontiite Unit, visited factories
in order to find a model of woman who could embdriysie the Riveter (Charyn,
2007:24).
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One of these photographers was called David Corawerchose Norma Jean. In the
picture, we can see that Monroe's version of Rabie Rivetet® is not very
convincing. Even if both of them are wearing bludlars, the original version seems
tougher and presents more ‘masculine features’ thanembodiment offered by
Marilyn Monroe. Indeed, Rosie covered her hair vaitbcarf whereas Marilyn displays
it, thus appealing to the gaze since it is loas@addition to that, Rosie gives the image
of a woman who is able to work, despite of the faat she is a woman. This can be
seen in the picture since she shows her arms,ngukter manicured hand on the
muscle of her arm. Here, the male physical abiktycombined with the delicate
beauty and the typically feminine attention to pbgsappearance. This provides us

with an image of stronger, self-confident and realipable woman. On the contrary,

" The factory’s name was Radio Plane (Glatzer, 2208:

% This picture was on the cover of the magaxiaekfor the issue of August,"1945
(http://www.skylighters.org/yankmagazine/yankgintsal)

% To compare the picture with the real Rosie theeRivrepresentation, see Chapter |, part 1 on age



Monroe is a most feminized version of Rosie theeRiv. She seems fragile, with her
small white hands. The fact that she is photogrdphkile she is working on the
assembly of a small machine underlines that steasble of light work and small
tasks. There are no masculine features or abikineanating from this picture. On the
contrary, the feeling which emerges is just thataoflvoman who is working in a
factory, but a woman who does not deny her femipifiihanks to that experience, in
1945 she was introduced to Emmeline Snively who atake head of the Blue Book
Modeling Agency (Glatzer, 2008:28). Snively offeredMarilyn the opportunity of
being trained during three months, but this co€i0$JAs Marilyn did not own that
amount, Snively found a solution: Marilyn couldléal the training but she would
have to give the money back to the agency wherwstud be paid later in her career
as a model. Emmeline Snively was the first charactévarilyn Monroe’s career to
see her as a potential source of money-making. &mperience opened the doors of
magazines to Marilyn Monroe and even if she wasleyag by studios as an actress,
she kept on doing covers for many magazifi®svhat is also striking is the fact that
most of the time, when Marilyn Monroe appeared agazine, it was not to talk or to
promote one of her films. She was photographed taedarticles focused on her
private life — like her weddings for example — er Ipersona. She was often compared
to John Fitzgerald Kennedy, since they both usedrédia to enhance and to promote
their image. If we have a look at the covers, we sae that the sexual feature of
Marilyn Monroe’s persona is underlined in almodtthe pictures. The red lipstick
emphasizes Marilyn Monroe’s mouth. Even on theupeg where Marilyn Monroe
was a brunettd’, the emphasis on her mouth, a part of the bodyisheery important

in the process of the gaze — especially where thle gaze is concerned — is obvious
and turns her into a sexual object. The posesMiaalyn Monroe stroke also have an
influence on the image she wanted to give to hesga. In that regard, the cover of
the magazindempois interestingd®® Her pose is highly sexualized. Several parts of
her body are on display, such as her legs, her andsher chest. The bathing suit is
really tight and thus highlights her curves. Marilylonroe appears as very attractive
and open to gaze. If we look closer, we can readtitles on the cover page of the
magazine. It reads “How the army bungled the trgpte murder,” “the ultra private

1% see some of these covers in the annexes.
191 'm referring to the two covers éfersonal Romanceés the annexes.
102 See the cover dfempomagazine in the annexes on page 112.



life of Victor Borge” and “Paris discovers ‘Le §iri” There is no mention of Marilyn
Monroe or cinema. She is just used in order totkellmagazine and to appeal to the
gaze. With the birth of consumer society, mediaygdaan important role in the
cultural and social aspects of American life. Witle emergence of new ideas, like
feminism or the sexual revolution later, the metigplayed to society the new models
of femininity and the new representation and hatfitwomen. The 1920s-1950s were
marked by the explosion of women’s magazines. Téwmybined two purposes, the
first being advertising of course, but the secoral/jing women with new models of
femininity. The public composed of women was thossidered as ‘consumer’ and
seen as a source of money-making and in this respéarilyn Monroe can be
considered as a product. As far as what can bedcathasculine’” magazines and
presd® are concerned, like the magaziviankthat was evoked previously, Marilyn
allowed selling thanks to her sexual appeal andrhage. Indeed, men were looking
for a version of femininity that was opposed to tfagitional woman at home. They
wanted a sensual and sexual version of feminiMiynroe’s display in the American
media helped her to confirm her status as a stagdvines played an important part
for the product ‘Marilyn Monroe’. First, it allowetier to create features of her
persona and to materialize the character she dréaterder to make it more realistic
in the eyes of the public. Indeed, the fact thatimage is ‘stuck’ in the picture turns
her into an object of gaze. The objectificatiorhef persona thus confirmed her being
seen as a product. Secondly, magazines were usedag to promote her image and
overall, to sell it, since the photos and magazmp@serated money. It represented a
really important step in the money-making procesMarilyn Monroe and added a

financial value to the product.

B. On the use of provocation
As suggested previously, World War Il brought impat changes to
American society. Women’s participation to the \eéfort allowed the rise of a new
wave of feminism in the 1960s. Quoted by Mac N#ie documentaryhe Life and
Times of Rosie the Rivet&nows this participation but even goes furtheturhed into
a useful tool of propaganda for the debate abauiriem, since it evoked the theme

of femininity, the place of women in society, antloourse denounced the sexual

193 This remark about ‘masculine’ press does inclixecase oPlayboy MagazineThe connection between
Marilyn Monroe and this kind of magazine will béked about later in this chapter.



conservatism of the post-war period. The ‘cultuférimmphant hedonism’ triggered
by the victory of the Second World War permitteé #mergence of icons charged
with sexual meaning. Mac Nair lists Marlon Bran#tyis Presley, James Dean and of
course, Marilyn Monroe. As far as the media areceamed, a new type of media
emerged, displaying this new trend of sensuality sexuality.Playboywas one of the
‘male’ magazines which sold a more sexualized typeulture (Mc Nair, 2002:22).
Because it went against the dominant ideology wliakeconservatisnmRlayboycould

be seen as a tool of provocation, since it provithed readership with eroticist’
Marilyn Monroe was a model for the magazine in 18958 this event created a real

controversy.
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In her book,Les trésors de Marilyn Monro&latzer writes that, contrary to what the
studios which employed Marilyn at the time thougtme controversy of the nude
pictures was anticipated, and even prepared bylyiaMonroe. The aim of this event
was thus obvious: first, since the episode occuustbefore the release Gfash By
Night, it can be seen as a way to promote the film ancha&e people know about
Marilyn, who was starring in this film. Moreovehe financial aspect of this event
must not be neglected. As Mac Nair develops inStigptease Culturesex — and by
extension eroticism here — sells. The magaAts/boywas sold 50c in the United
States, and the calendar in which the nude pictfré&arilyn Monroe were published

1% pornography democratized later, when eroticismwelsanchored in the society. A rumor of a seetajith
Marilyn Monroe burst, but nothing proved she wadlmvideo. Moreover, as the ‘trend’ of sex tapgeecent
and pornography was not as democratized in thest2960s as now, this rumor does not seem credible.



also generated money. Marilyn Monroe did not eugntd deny she was not the
person on the pictures. On the contrary, she &sk#rtivas she, and justified it saying
she needed money because she did not have anlgarshé had to eat (Glatzer, 2008:
68-80). Eventually, this was successful: the fitash By Nightwas welcomed by
good critics and the public was not shocked byrihee pictures. Later in her career,
she would make other nude pictures, but this vatl ereate the controversy it created
the first time it happeneti® The audience and the public in general saw tlsislaly of

Marilyn Monroe’s body as a way to assert her femtgi and sexuality (Glatzer,
2008:79).

Apart from pictures, and especially nude ones,rimge/s were also a useful
tool for Marilyn to convey this kind of sexual auseound her. Indeed, provocation
was conveyed by Marilyn through magazines, in wisich underlined her sex appeal,
playing on her kind of naive and suggestive atétudarilyn was at ease with nudity.
This was visible with the nude pictures she madeshe also talked frankly about

nudity, as she did for thdollywood Reportesaying to the journalist:

Je m’habille des pieds a la téte [...]. Je commeana&etnue, puis j'enfile mes bas et
mes chaussures. J'adore les chaussures couleur phate qu'elles me donnent
l'impression de marcher nu-pieds. Je ne porte jamdaivernis a ongles parce que je
me sens plus nue quand je n'en ai pas... Je dorentteedeux draps trés fins. Et sous

un édredon de satin, couleur chair — jamais de erbune 106

One of the most famous ‘Monroeisms’ happened whé¢ouenalist asked what she
wore at night and the answer she gave was “Chamabar 5.” Her reply obviously
highlighted the fact she used to sleep naked, rbatddition to that, the provocation
can be seen in the fact that she quoted a famarsdbof perfume as a response.
Another time, when the affair of the calendar hungten journalists asked her if she
really stroke the pose naked, she said that it iwses there was nothing... but the
radio!®” She managed to turn that into something sensuglpamticularly funny
thanks to her answer. Therefore, all these exaniy@es demonstrated that the media,
and in this case, magazines and newspapers, hadpantant impact on the product

Marilyn Monroe. They first helped her to be knovamd then the roles were reversed

19 5ee in the annexes some other pictures of Marilyn.
1% Glatzer, 2008 : 76.
197 |bid., 79.



when Marilyn Monroe used them to reinforce her imag a sex symbol. The use of
provocation strengthened the sexual aspect of @eopa, but it was also a way to

promote and sell the product.

. Marilyn Monroe as a product of mass culture

Marilyn Monroe can be considered as a product adsvaulture, seeing that she
corresponded to the criteria that define a prodfichass culture. The first point that
allows us to assert that is the fact that Marilyarivbe played parts in popular genres.
She played in comedies likdome Like it Ho{1959), in romantic comedies as well
like How to Marry a Millionaire(1953). The most famous of her films is the musica
Gentlemen Prefer Blond4953) but we can also think abdthere is No Business like
Show BusinessAs far as westerns are concerned, let us gRoter of No Return
(1954). These films were addressed to a broad aceliesince they were the most
popular genres of the period. The fact that MarMjonroe performed with other stars
that were already popular and products of populaltue, like for instance
Montgomery Cliff, Clark Gable, Bette Davis, Bettydble or Yves Montand, turned
her into a product for the masses as well. HerapeiMife reinforced it, since her
husbands also ‘belonged’ to the realms of sport @ritlire: Joe Di Maggio was a
famous baseball player, whereas Arthur Miller waplaywright and an author.
Marilyn Monroe was thus often associated to othdtucal products of the 1940s-
1960s.

F"&1& & (1&



The second criterion that turned her into a prodidiahass culture is the money-
making feature. In the introduction to his bobike Popular Culture Reade6Geist is
talking about the “commercial nature” of culturaymg that “products of popular
culture are just that — products. Popular almosags revolves around the making of
money” (Geist, 1983:3). If we look at Marilyn Mor@@s a product, it is true that she
generated money. First the money came from thesfimwhich she played. Then the
magazines and newspapers were another way of gyettimey, with the interviews.
Given that the magazines were cheap, around 56xe there easily sellable. The fact
these types of magazines were addressed to theesnasglains their cheap price. In
addition to that, Marilyn Monroe made a lot of piets during her career, at the
beginning when she was a model, but she carriebdeargy photographed as a model
even when she was an actress. Pictures were tlutisearsource of money making.
Another way of making money was sex. Indeed, as N&c develops in his book, sex
is powerful since it can be a business and can makeey. According to him, ‘sex

sells’ as was the case with the product Marilyn kéen this is true:

The pleasurable, recreational dimensions of seyulaéive long made it the lucrative
object of capitalist entrepreneurship, based ontithesformation of desire and the
promise of sexual pleasure into various types ohroodity ([...], and all the sex-
saturated products of art and popular culture. $#s indirectly, too, routinely used
in advertising [...] as a powerful promotional tool $ell other commodities in the

marketplace)l.08

Sex is thus lucrative, as underlined by Mac Nalre Tsexual pleasure’ and the desire
felt by the public when looking at Marilyn Monrt8 result in a product which is
highly sexual. Here, Marilyn Monroe’s sex appedpbkd to sell the films in which she

performed, her pictures and the product Marilyn kébenitself.

The third criterion evoked by Geist is the copgr him, ‘[if] a given product
becomes a major money-maker, then it is quicklyangyed and adapted to create
similar products’ (Geist, 1983: 2). One of the ep#&s is Jayne Mansfield who was in
several points similar to Marilyn Monroe, espegialbecause of their physical
appearances, their sex appeal and their suddeh. dester, other actresses will be

considered as similar like Anna Nicole Smith. Theduct embodied by the latter was

1% Mac Nair, 2002 : 5-6
199 cf the part on the reception by genre from pageo3®.



adapted to the period of the'@nd 2f' centuries and was money-making as Marilyn
Monroe was, but with some specificities. We caw &isd in Audrey Hepburn another
version of the product. The adaptation was a diffeversion of femininity which is
provided through the famous actressBreakfast at Tiffany'sEven if there is no
physical similitude, Audrey Hepburn was a money-mgkoroduct as well, not only
thanks to her films, but also thanks to her clothesigned by Hubert de Givenchy.

Geist says that the ‘popular arts reflect theueslof the multitude*® This
means that the products coming from culture areessded to the masses and thus
become products of mass culture. Like Grossbergrtéea and Whitney! he
highlights the power of the audience in the consionpof a product in the field of

culture:

Popular culture products are so much with us, someh art of the day to day lives of
all Americans, that the values and beliefs on tindase and hidden beneath these
products inevitably have an important impact onoélus. On one hand, the products
influence our thinking. [...]. In fact, our convictiothat we evemeedto use such
product is conditioned, at least in part, by adseny and culturally determined
beliefs. [...] On the other hand, we as consumerp twldetermine what is popular
culture and what is not. [...] It is because masssuaiption has such a powerful
effect on popular products of all kinds that thpseducts come to reflect the wishes,

needs and desires of the buyers.

Therefore, the public turns into consumers and ehesnsumers are looking for
products which at the same time, make them dreanalba look like them and are
accessible to them. The availability can be foumdhdvertising and in the case of
Marilyn Monroe, we have seen that her films, héemwiews and her pictures served as
tools of promotion for the product. Marilyn Monrb@d to provide an image which
was highly sensual and sexual to provoke a needhén public. The lack of
accessibility leads to a lack of need if this is tase, the product cannot be sold. And
because consumers are numerous — if we considaeduership of magazines and
newspapers, the audience of her films and the @ubligeneral — the product of

popular culture Marilyn Monroe became a produainaess culture.

119Geist, 1983 :3
11n their book calledledia Making: Mass Media in a Popular Cultutiey define the media, explain its
meaning, its power and its influence on public.life



Part II: The importance of the image

A. Representation of Marilyn Monroe on posters

1) General remarks about posters

Marilyn Monroe is present in the great majoritytioé¢ posters of the films in which
she performed. In a poster promoting the fiangerous Year$1947), she is not
mentioned as actress and there is no picture aftiaeacter she embodied in the film.
In general, the image of Marilyn Monroe on the po$ sensual and appealing to the
gaze. She wears clothes that underline her femicuinees, like dresses or skirts but
she never wears trousers. In the case of posteesewdnly her face is visible, the
emphasis is made on her mouth, and especially orligge which are, as usual,
covered with red lip stick. That is the case far pgoster ofVe’re Not Married(1952)
for example, on which she is hugging a man and sderbe laughing. As far as the
importance on the picture is concerned, we can tbey Marilyn Monroe is
represented in the same way on the posters. Orpdbter of Gentlemen Prefer
Blondes(1953), Jane Russell and she are equally vigiléssed in the same way, and
they both appeal to the eye. The same occurs veititdn Bacall and Betty Grable for
the poster oHow to Marry a Millionaire(1953). The different versions of femininity
are thus offered to the male or female viewer dmal ‘products’ are represented
equally, in order for him or her to make a decisamto which version he or she
prefers. Even when represented with an actor, ittarp is shared equally by the two
characters, as is the case on the posteBusd Stop(1956). We can also see the
evolution of Marilyn Monroe’s career through theag# of her name on the posters. At
the beginning, on posters of films liket's Make it Lega(1951),Love Nes{1951) or
Monkey Businesfl952), her name is the last one to appear. Butituation shifts
then, and for the next films, most of the time 8lim which her sex appeal is used as a
promotional tool, her name is the first, even if hae is not the most important. Let
us quote for instance, theet's Make Lovg1960) poster, on which she is right in the
middle of the poster, with three other smaller ynies of her on the sides as well. On
the Bus Stopposter, the contrast is all the more striking siher name is just next to
her picture, but it is written in the same fontlas title of the film. In addition to that,
the size of the letters and their colors turn MariMonroe’'s name into a real eye-
catching item of the poster. The posters of hendilre thus a really interesting way

of seeing the evolution of Monroe’s popularity aslivas of the image she offered to



the public, with a sensual feature always predaritmore or less emphasized in each
poster.

2) Case study of a postéfiagara'?

The film Niagarawas released in 1953 and was the eighteenth fih Ntarilyn
Monroe starred in. Directed by Henry Hathaway, filme relates the story of a couple
going to Niagara Falls, where tensions burst outiibackground of betrayal and
adultery and end up in murder. The theme of thesralts is reproduced thanks to the
dominant blue color occupying the major part of fhester. Marilyn Monroe is
integrated to the natural element of water anglirgglon the top part of the poster. Her
position reminds the viewer of that of a siren. EEYer dress seems to be part of the
water, imitating the movement of the waterfalls.isTposter contrasts with other
posters on which Marilyn Monroe appears since mbste time, bright colors, often
red colors, are associated to Marilyn’s represemtain posters. Her siren ‘aspect’ on
this poster is underlined by her tight dress, whhihlights her breast and her hips. In
that sense, her femininity is displayed and seevadadle, as a siren who wants to
appeal to the lost mariners. Her power and hertigeme even stronger than natural
elements like water, as the foam of a wave beherddemonstrates. The foam might
be interpreted as a symbol of sexual attractivenElss image provided is thus an
image of an attractive woman. The second picturBlafilyn Monroe reinforces the
importance of her image for the promotion of tHefiln contrast with Joseph Cotten,
the actor who is grasping her on the smaller pa;tsihe is smiling and gives a positive
image of the character she embodies. But we cdritfere is something strange with
the couple, seeing that the attitude of the manoimpletely different. The slogan
which appears right in the middle of the posteals® very interesting in relation to the
image of Marilyn Monroe. Placed just below the pietof Marilyn Monroe lying like
a siren, the slogan gives the impression that #seaation between the actress and
the film, ‘Marilyn Monroe andNiagard, is inevitable, as if Marilyn wabliagara The
resistance of Marilyn Monroe to natural elemenesvjously evoked is underlined by
the slogan as well, with the words ‘a raging totrehemotion that even nature can't
control”’. Therefore, Marilyn Monroe is clearly ubeas a promotional tool for

Niagara, since the viewer is overwhelmed by Marilyn’sganece on this poster: two

112 A copy of the poster is available in the annexes.



pictures of her, a slogan referring to her agait la@r name being the first quoted in
the credits at the bottom of the poster. The sexbsy image of Marilyn Monroe is

used in order to sell the film as this case stlldgtrates the point.

. Marilyn Monroe and the device of the pin-up

1) Elvgren’s pin-ups

Gil Elvgren was an American artist born in 1914 avas one of the most famous
pin-up artists. His drawing were used by magaziBgeywn & Bigelow and several
others companies that used his pin-up in their dideenent. Elvgren’s pin-ups were
also famous for the advertising campaigns for GOo Company. What is
interesting to see in the figure of the pin-uphis particular representation of women
it conveys, comparing it to the version offeredMgrilyn Monroe. Elvgren pin-ups
are peculiar. The women he painted are most ofitne depicted in the same space:
either they are represented in the domestic spireire a natural environment. Let us
talk about the domestic sphere first since it isish@nt in Elvgren’s illustrations. Even
if the woman is at home, she can be a housewifebarskxy at the same time as this

illustration below shows.



This kind of representation shows the expectatiohsnen as to what women
should look like at this period. The way she issdegl reminds the viewer of a
housekeeper with her feather duster and her farag dress. But it takes a sexual and
eye-catching dimension first because of the posestifkes. This is a very suggestive
pose, since as her skirt is really short, her Bgs her behind are available to receive
the gaze. Her femininity is also demonstrated l&ywlay she pulls the carpet and by
the heels she is wearing. But the feature thagallyr eye-catching for the viewer, and
especially the male gaze, is the stockings. Theyaarecurrent motive in Elvgren’s
illustration and give a sexual dimension to hisnpags. Showing her underwear
stands for a display of intimacy, which is reinfedc by the sense of intimacy
conveyed by the domestic space in which she i Miarilyn Monroe in most of her

pictures, the woman displayed is here as an objdbie gaze and available for it.
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If we look at both pictures, it is obvious that éeMarilyn Monroe can be regarded as
a pin-up. Even if they do not wear stockings agyeda’s pin-ups used to wear, their
dressing code is very sensual and suggestive. fibessthey both wear are really
similar and only differ from each other in termscotor. Then, Marilyn, as the woman
painted by Elvgren, wears a nightdress that disptayme parts of her body: we can
guess Marilyn’s breast and it is the same on Elgrpainting. The shoulders are also
put on display and give a kind fragile sense of ifenity, a femininity which is
already suggested by the domestic space in wheehath women are represented. The

legs of both the woman and Marilyn appeal to theegaf the viewer as they seem to



be central in the picture because they are nakedddition to that, the arms are not
much visible and are hidden behind the delicateidatf the nightdress. The whole
picture’s aim is to appeal to the male gaze, beraify the vision of an available
sensual woman. If we now move to the natural enwirent, we will also see that

some of Elvgren’s illustrations are very similarsome Marilyn Monroe’s pictures.
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In the case of these two pictures, the first commpomt is the natural environment;
both women are sitting on the grass in nature. Sk they both wear is a clear sign
of their femininity and gives to their legs the fo@rlar power to appeal to the gaze.
Indeed, the gaze goes where the body is not coveratlin the case of these two
illustrations, the only parts which are on disp&ag the legs, the arms and the chest.
On Marilyn Monroe’s picture, the strap of her tagl fand this adds to the sensual
dimension. This can be interpreted as an invitdiorihe viewer to put the strap at the
right place. Moreover, the strap down shows thaulsless and creates the impression
that Marilyn is taking off her clothes and we thmame back to the idea of a sensual
invitation. With the top and the skirt, the femiainurves are displayed in some parts
of the body shown, like the chest for instance, smggested and hidden behind the
fabric as it is the case for their waist and thahind. The position of both women is
also very feminine and allows an almost completgpldy of their legs. Pin-ups
embodied the femininity and the sexuality men laclduring war time as it is
explained by Engelmeier iashion in Film:



Gls stuck pin-ups on their walls to pass the timél uhe next leave. Betty Grable, Dorothy
Lamour, Hedy Lamarr, and Lana Turner were the fée®in the photographic striptease. They
had Sex Appeal: sweaters filled with every evidemininity, teasing hula skirts. Vargas girls
were scantily clad in the American flag, bolsterittge moral of the front-line troops
everywhere with come-hither looks.

We can therefore conclude that the painted reptasen of femininity conveyed by
Elvgren’s pin-ups was really close to the embodimanthe particular version of

femininity offered by Marilyn Monroe.
2) The fictive pin-ups and Marilyn Monroe .

Apart from the field of art and illustrations, sorfietive pin-ups existed in the
American entertainment industry and thus conveyedpaesentation of femininity.
The first case that comes into my mind is Betty [gobhe comparison between her
and Marilyn Monroe is interesting since it seems Httress has borrowed some
features from Betty Boop. Max Fleischer created animated the black and white
cartoon in the 19305 In the documentaretty Boop's Rise To Famee can see
through the different cartoons in which she app#aesfeatures of her character that
made her so peculiar.
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The documentary opens on a very stirring music @amdhe image of curtains from
which Betty Boop is going to appear from. Her namevritten at the bottom of the

screen; we have then the image of her charactagingi “Poo pi doo pi doo pi doo,

Engelmeier, 1997:14
14 http://lwww.archive.org/details/bb_rise_to_fame



poo poo pi doo!”. This is an element that chanaoés Betty Boop, but it is also one
of the most famous features of Marilyn Monroe’sge#ra, since it is similar to the
scene she performed in the filBome Like Hotwhen she sings the well-known “I
Wanna Be Loved By You”, which is punctuated by “gmmo pi doo” all along. After
the introduction of Betty Boop in the documentastye is seen on a sheet of paper and
asked by her creator to show what she usually tiotee journalist. The feature of the
voice is important to mention since Betty has aveosation with her creator. If we
relate it to Marilyn Monroe’s voice, the pitch obth women’s voice is really close:
they both speak with a high-pitched voice whiclesdes their femininity and which
gives at the same time a kind of pseudo-childistodence and naiveté which is the
trademark of Marilyn Monroe’s character. The moife¢he voice has to be connected
to the device of the showgift® In the documentary, Betty Boop is a real spectaste
always in representation: she is on the stage enfig several imitations iStopping
the Showor dances in the episode of tBamboo Islefor instance. This reminds the
viewer of several performances given by Marilyn Mamin her films, like the singing
performance she gave River of No Returror the shows she performed on stage in
Gentlemen Prefer BlondeBoth characters turn into objects of the gazeesthey are
on display and in representation on stage.

Focusing now on the physical appearance of BetiypBm comparison with
Marilyn Monroe’s, there are some features thatibeer can find in both.

Betty Boop’s clothes are very feminine and senstlase two characteristics are
emphasized by the tight dress she is wearing. Hetes are underlined and she thus
appears as very attractive. In addition to thispmaslvgren’s version of the pin-up,

Betty Boop has her legs on display, and the feat tite cartoon is in black and white

115 See in Chapter 2, part 2 in the reception of nalsic



reinforces the contrast between what is hidden whdt is shown and therefore
available to receive the gaze. In the documentdrg,imitates an actor called Maurice
Chevalier and in order to do so, she wears a mamts But even when wearing
masculine clothing, Betty Boop is feminine and berves are still underlined by the
suit as this was a garment made for her. The jeargsalso a symbol of femininity
and, as we saw its importance in Marilyn Monrodis {Gentlemen Prefer Blondes

is part of Betty Boop’s features of the versiorferhininity she represents. Therefore,
the character embodied by Betty Boop is in someatpovery similar to Marilyn
Monroe. Indeed, the version of femininity they offe the viewer is very sensual and
appealing to the gaZé®

Another example of fictive pin-ups which is intstieg to focus on and to
relate to Marilyn Monroe’s iconographic importansethe cartoorRed Hot Riding
Hood This is the name of a cartoon and of one the rolaaracters of the same short
cartoon. It was directed by the cartoonist Tex Avand was released in May 1943.
As its name suggests, it was a particular versfahetaleLittle Red Riding Hood"’

As they are fed up of playing the same story agaghagain, the characters of the tale
ask for a new version: Little Red Riding Hot thuscame Red Hot Riding Hood,
which is a more sensual and sexy approach of theacter and of the story at the
same time. The new story is thus that of the sawig who is going to see Red Hot
Riding Hood'’s performance in a night club. Thisige of the most famous scenes in
cartoon animation. As Red Hot Riding Hood beginsitg, the wolf enters in a noisy
and really expressive phase of demonstration ofpleasure when looking at the
young babe singing. Red Hot Riding Hood is, liketti3eBoop, a performer and
embodies the character of a showgirl. This is ameht that is characteristic of
Marilyn Monroe as well. Her performance recalls Mwis performance of “My
HeartBelongs to Daddy” inLet’'s Make LoveBesides, in some moments of the song,
Red Hot Riding Hood’s voice is very similar to Mgn Monroe’s. The other
characteristic of Red Hot Riding Hood that can beip parallel with Marilyn Monroe

is the make-up. Indeed, we saw the importance dferu@ in the creation of the
character Marilyn Monroe, as it gives her a spe@afpearance, which allowed her to

stand out from the other representations of fentynwiffered in her time. In the case

118 The question was raised about the targeted awgligBetty Boop cartoon. For some people, BettyBoo
representation of femininity was too sensual tedresidered as a cartoon character addressed tvehil
7 http://www.imdb.com/title/tt0036295/



of Red Hot Riding Hood, make-up is important in semse that it allows the character
to be different from the original character of latRed Riding Hood.

&

This is a brand of femininity that is completelyposed to the childlike character of
the former tale. To highlight her femininity, heyes have been emphasized by
mascara and a blue eye-shadow. The gaze is athdhe important since she is on the
stage and on display for the gaze. In additiorhi®, she seems to wear black eyeliner
that contrasts with the blue of her eyes. We caa abtice she has a bit of powder on
her cheeks. Eventually, her mouth is magnified attiéhctive thanks to the red lipstick
she wears, a feature that obviously reminds theefef Marilyn Monroe’s lips. The
version of femininity embodied by both Monroe an@&dRHot Riding Hood is
characterized by an excess of feminine featurepecgally as far as physical
appearance, as clothing and make-up are concefraking about clothing, it is
interesting to notice that both women wear verlttdyesses in order to reinforce their
curves. Moreover, the color is really important deld Hot Riding Hood’s dressing
code is very sensual and sexy. Obviously, she iaring a red dress when she
embodies Little Red Riding Hood, and this colofuils of sexual connotations. As it is
a very short dress, her legs and breast are otagiapd the viewer easily guesses the
feminine curves of the character. The shouldegsatso visible seeing that the dress

does not have any strap. The invitation for gazbus clear.



We find the same character in the cartoons célittleé Rural Riding Hoodand
Swift Shift Cinderelld’® Cinderella has the same look as Red Hot Riding Hood
except that she wears a white dress and white gfftvehen she is performing on

stage.

9&

When embodying Cinderella on stage, her poses titadas are very suggestive and
even provocative: during her show she moves heintdah front of the wolf’s face.
The consequence is a terrible excitement for thi fwmo who can hardly contain his
desire. The screams and the noise made by thergifbrce the sexual aspect of the
scene and of the show performed by CinderellahAtlteginning of the cartoon, she
wears a kind of Indian brown tight dress and whwis turned into Cinderella by her
mother, she wears a long red dress and a whitedodléae white dress echoes the
white dress worn by Marilyn Monroe ithe Seven Year Itcbven if that of Cinderella
is sexier. The character of Red Hot Riding Hoodtherefore full of sexual
connotations, as is Marilyn Monroe’s character.rBatte very similar in their physical
appearance, but also in all the attitudes and ptsssprovide the viewer with a
special version of femininity, which is excessivalluring, especially when sex

appeal is concerned.

Little Rural Riding Hoods the same story as Red Hot Riding Hood, the diffgrence lying in the fact that
there are two Riding Hoods, an urban and a rural 8wift Shift Cinderelléas a new sexier version of the fairy
taleCinderella
119The symbol of the glove evoked previously is hjgttnnoted sexually.



Part Ill: Commercial value of the product

A. Marilyn as an argument for selling

1) Selling Marilyn Monroe’s image

The product Marilyn Monroe is mostly composed @& timage of her persona. The
beginning of her career as a model clearly empbasilze iconic dimension of the
character she embodied. Then, her career as assasr nothing more than showing
an image as spectacle to an audience, which expegedifferent kinds of feeling
according to what they see on the screen. Oneeddititudes that were expected from
Marilyn Monroe was a hot way of behaving, in ordi@r the audience to experience
pleasure in gazing at her and therefore to makelpagant to see the movie. Marilyn
was thus a tool in order to make money. The sediménsion of her persona was
most of the time exploited in films. Indeed, sha& t& considered as the “powerful
promotional tool to sell other commodities in thearketplace” that Mac Nair
mentions in his boolStriptease Culturé®® Besides, if we look at Marilyn Monroe’s
films, we can notice that she is wearing tightlzllot) and really bare garment. The last
film she shot — but which was never finished —eshfomething’s Got to Givis the
climax of Marilyn Monroe’s body display, given thette was shot naked in one of the
scenes in a swimming pool. In addition to thisptadf sexually connoted features in
the films in which she performed reinforced theusdxappeal of the product. Let us
mention for example the feature of the stairs dmel dttic, as evoked by Doalfd,
which are really strong symbolically speaking. I& whink of The Seven Year ltch
(1955) for instance, the first encounter betweenttto main characters occurred on
the stairs. Throughout the film, the motive of gpup and down the stairs can stand
for the growing desire of the character embodiedlbygn Ewell and the alternative
phases of awareness as to his married-man situaioreover, the houses of the two
protagonists communicate through the attic. In [@&amterpretation of this feature,
the attic is normally a place which is not accdsstb woman in films. But ifThe
Seven Year ItchMarilyn Monroe is accessible to Ewell thanks histattic. As a
consequence, Monroe’s character can be seen asndlerialized temptation of
adultery that Ewell is trying to fight against. Mgn Monroe was aware of the power

of her image and was even overwhelmed by the implattte product she embodied.

120 McNair, 2002 : 5-6
121 Doane, 1982:71-73.



That is the reason why, in winter 1954, she leftlyswood for a while and went to
New York under a new identity. She made herselt&#leed “Zelda Zonk” and also
disguised herséff? in order not to be recognized and to break with itollywood
sphere. Marilyn Monroe’s image was thus so powsdtfat is became a sellable item,

giving a commercial dimension to the product.
2) Marilyn Monroe as a product, a good deal?

When she left Hollywood for New-York just after tekooting ofThe Seven Year
Itch (1955), Marilyn Monroe was at the heart of thegoipations of the studios that
employed her, namely the Twentieth Century-Foxe&d] as Norman Mailer wrote,

they wondered about the financial consequencesasilyt Monroe’s departure,

Cette année 1955 qu’elle passé a New York est §teaitla plus heureuse de sa vie.
Sept ans de réflexiora obtenir des commentaires délirants et drairsrfdules dans
les cinémas, prouvant ainsi a la Twentieth Cenkoy-qu’elle subira une perte
énorme si elle ne la récupere pas. [...] Elle sevieadans la position privilégiée de

savourer la victoire sur un ennemi puissant.

Marilyn Monroe was in fact a really good investmdot the studios and for
Hollywood in general. In most of the films in whishe played, she was not the main
character and the appearance of the characteremshedied was most of the time
insignificant. Of the 28 film$* she made, just a few can be seen as relevantrin he
career as an actress because she had one of thegants or embodied an important
secondary character. If we watch the trailerdon’t Bother to Knockwe will see that
Marilyn Monroe is clearly used as a promotional foo the film. Of the 2.36 minutes
of the trailer, Marilyn Monroe appears during 1rinhutes, which is more than half of
the whole trailef?® The slogans which are used to define her sourdalilvertisement
for a product — which is at the same time the filmvhich she performed but also the
product Marilyn Monroe that she embodied — and liggits, once again, her physical
and sexual appeal for the audience. She is defasedAmerica’s most exciting
personality” at the beginning of the trailer, arsdtlae girl “who didn’t care” that a man
knocks at her door. This provided a certain avditglto her character, giving the

impression to the audience that they can have g dfimuthorized voyeurism and that

122 Charyn mentions a brunette wig and black glasséssibook on page 68.

**1bid., 69

124 See the filmography in the annexes.

125 For the details of all timings and slogans assedi& Monroe in the trailer, see the annexes.



they can possess her as the actor does. In sonieedilms she made, she was
performing with other famous actresses of the periike Bette Davis inAll About
Eve (1950), Claudette Colbert ibet's Make itLegal (1951), Barbara Stanwyck in
Clash By Night(1952), Ginger Rogers ilVe’re Not Married(1952) andMonkey
Businesg1952), Jane Russell @entlemen Prefer Blond4953), and Lauren Bacall
and Betty Grable irHow to Marry a Millionaire (1953). The notion of competition
has to be mentioned, seeing that we are not onlg oultural context, but in the
economic field as well. There is competition whaeré are several versions of the
same product. Here, the fact that all these a@sesBered different models of acting
and of femininity allows us to talk about a proce$scompetition, seeing that the
potential consumers had the choice between alllifferent products offered to them.
But by creating a new product which could be déférated from others which were
already on the market, the existing products lokttla bit of their initial value and
thus made some stars disappear. The new featedfby Marilyn Monroe product
on the market was her peculiar version of femigimaibhd of sexuality. When Marilyn
Monroe was created, nobody was able to offer symoa@uct at this period, and in that
sense, this gave to Marilyn Monroe a big econonailtie, and it allowed the studios
which ‘owned’ her to have the monopoly. As she \gagn more important roles in
her career, her economic value increased as wedl.rost important films she shot
were the last she made. The product Marilyn Monvas efficient, and she was even
recognized as being one of the top 10 of money-ngakiars in three years, in 1953,
1954 and 1958% In addition to this, where figures are concerrieds obvious that
the product Marilyn Monroe was a good deal for shalios, seeing that she was not
paid at the right value. At the beginning of herees, from 1947 to 1948/ she was
paid between $75 and $18®per week, given that she was just in a trial gefar the
Fox studios (Summers, 1985:43). Then, she signednfract with the Twentieth
Century-Fox in order to be ifihe Asphalt Junglé1950) and she was paid $500 per
week for this film {bid., 73 and 82). In 1952, she was considered aslataa she
received more than 5000 letters of fans in the istuhind was given Marlene
Dietrich’s dressing roof?® (ibid., 122). After that, between 1954 and 1955, she was

126 5ee in the annexes on page 123.

27 During this period, she shot two filnBangerous Year§1947) and.adies of the Chorugl948).

128 See a copy of a contract signed by Marilyn Morirothe annexes.

129 This asserts the differentiation and the deatbtioér Hollywood products when the product Marilymmdoe
became popular as evoked previously.



paid $1500 per week and that were the yearsTfmre is No Business Like Show
Businesand The Seven ltcfibid., 184) But the most striking wage she earned in her
career was that fadBentlemen Prefer Blond$ndeed, she was paid only $18,000 for
the whole film, unlike Jane Russell's salary foe ttame thing was estimated at
$100,000ig@.). It is weird seeing that in the films, they aually present, none of the
characters is privileged compared with the other, the salaries paid were very
different. This film was nonetheless one of the imfa@nous films in Marilyn
Monroe’s career, and one of the cult scenes ofiline when she sings “Diamonds are
a girl's best friend”, is performed by Marilyn Maye alone on stage. Therefore, it is
obvious that Marilyn Monroe was considered as @l source of money-making
which was a very good deal for the studios. Theeagps the studios paid for her was
minimum compared with the gross she could bringhto industry. The profits they
could make thanks to her was interesting, given i@ was less paid than other
actresses for the same job, and that she was afpbyweomotional tool for the films

in which she played.

B. Selling and consuming the product Marilyn Monroe

1) Hollywood selling dream

If we bear in mind Geist’s words about the powethaf audience in the process of
consumption when he says that “[it] is because mmassumption has such a powerful
effect on popular products of all kinds that thpseducts come to reflect the wishes,
needs and desires of the buyerS,”we understand that the advertising and
commercial dimensions of Hollywood are two aspéiecéd are complementary. Geist
considers culture as a trade in which cultural potsl can be consumed and the
public, thanks to the availability given by the rmeeds the targeted market to buy and
consume the products from the cultural industrye fbtion of expectation seems to
be suggested by Geist. In Hollywood, which is atsoknamed “the industry of
dreams,” this is all the more obvious with the biof movie icons of which Marilyn
Monroe was one. The historical context influencad ahanged the expectations of
the consumers. Given that, in Marilyn Monroe’s wgdt Americans had to face up
with two conflicts, Hollywood was looked at as aoyider of entertainment and

dreams. The icons and celebrities produced andectdxy Hollywood had to embody

0 Geist, 1983:3
131 \We will frame this period from the 1940s to thes@8, seeing it was the most productive period otheeer.



these expectations. Sexual conservatism began tsebeaside from this period.
Moreover, the femininity of Marilyn Monroe was owé the selling features of the
product she represented. Indeed, people were lgd&insomething pleasant to watch
and entertaining at the same time. As an actregsvith an undeniable physical — and
even sexual — appeal, the product Marilyn Monraeesponded to the expectations of
the consumers. Her availability to the media gawe audience, and especially the
male audience, the desire to consume the prodiuttr Ahe Second World War,
comfort and leisure became two of the prioritiesha American way of life. It has
been estimated that “one-seventh of the GNP in "1@&8 spent in entertainmeht
The birth of the consumer society boosted the esgenn leisure, and Hollywood
provided Americans with a pleasant and happy visiotife. The anxiety of war and
the political issues were set aside and replaceerigrtainment. The beauty, the
happiness and the glitter conveyed by the cinembasitny and movies, whose aim was
to offer a way to escape from reality, was achievEde automobile industry
developed in the 1950s as well, as ‘Americans @setl 58 million new cars’ during
this period™*® These data could justify the existence and higbufawity of the drive-
ins'**in the United States from the 1940s to the 1960s.

$ L&

Another dimension which must not be neglected nwikadking about the
consumption of the product Marilyn is the mythipest of it. In that respect, Geist’s

132 Boyer, 2006 :596

1331t is also known that the number of cars in thététhStates increased by 133% between 1945 and 1960
Ibid., 593.

134 See the evolution of the number of drive-ins inékima in the 1940s and 1950s in the annexes on J2fe



“House of Popular Culture” is really helpful. Indkehanks to the drawing of a house,
he defines popular culture, showing the interactdrdifferent factors involved in
culture™® If we have a look at the foundations of this house will find the term
“myth” and this has to be linked with the producafilyn Monroe. Bearing in mind
Barthes’ conception of mytholody® one can argue that the mythological aspect of
Marilyn Monroe favored and contributed to the canption of the product. All the
uncertainties about her personal life, about heeeraand the controversies she was
involved triggered a feeling of curiosity from thedience — which can also be called
“consumer” in this context — and this curiosity kedthe need suggested by Geist, and
thus to consumption. In addition to that, Hollywamath be said to be the promoter and
the origin of this mythology, and by extension ® dbnsidered as the creator of the
product Marilyn Monroe. In Geist's words, “[the]undation of our house, like the
foundations of most houses, is slightly undergrodreleryone knows it's here but it
can’t be seen™®’ Hollywood was and still is a huge and complex niaetproducing
dreams, and in order for this goal to be achieaddt of persons and a lot of methods
were and are used. It is thus impossible to vigaain its whole the Hollywood
industry and in that sense, Geist’s ideas aboubitie of a popular culture product
has to be applied to Marilyn Monroe, consideringlyAdeood as “the invisible hand”

that created her.
2) Stardom and fandom

In this study, the theme of stardom has been appeshalready but for a better
understanding, it has to be completed with theomotif fandom. Indeed, fans are
involved in the process of consumption, given thal are part of the targeted market
who can potentially buy the product. Grossbergraefifandom as a phenomenon
using “particular media products or celebritiesd&gine their own identity”. He also

highlights the existence of several degrees indamd

For some, it just means buying every [...] album@ansit comes on the market,

reading articles about these celebrities, and sdhe taste publicly. For others,

135 Cf a copy of the ‘House of Popular Culture’ isthe annexes.
1% According to him, mythology comes from ignoranceGhapter 1 Part 3).
¥ Geist, 1983 5



fandom can become a matter of style, as they ienitia¢ celebrity. For others,

fandom defines a major part of their identity anuaor activity of their life"*®

The mention of several different versions of théduwsal product, like the album, the
articles of magazines and the purchase of itemallieg the star, enhances the
multiple forms that consumption can take. Moreowar,these versions are money-
making and fans are thus regarded as potentiaégpelcted buyers and consumers of
these goods. The influence of media was importanit avas seen previously, and
amongst all the different types of media, magazipksyed a key role in the
phenomenon of fandom: “During the 1940s and 19%figyies magazines were
popular vehicles for indulging fans’ interest irarst (ibid., 267). In this genre of
magazine, articles were dedicated to stars, teliibgut their personal life which
allowed the audience, and therefore, the fansdbdioser to their idols. This explains
the shift in the consideration of the stars andsiad the period evoked by Grossberg.
Idols shifted from idols of productiorto idols of consumptidn(id.), which is a really
important change in the perception of the idoltHa former case, the idol is regarded
in a context of production of culture — whatevemiay be movie, book or album —
whereas in the latter case, the idol is considased way to make people consume and
thus as money-making product. Therefore, the nstiohculture and business are
closely involved in the phenomenon of ‘idols of samption’ generated by fandom.
The targeted market for the consumption of idols waung people. Because of the
baby boom after the Second World War, the poputatibthe post war United States
was rather youn§®® As the young people were building families andisgtup homes
in the 1940s, the youngest were more interestel@isure and entertainment. The
boom of the drive-ins is one of the results of thésv interest, like the movie-going
attendance. In order to please that new consumierace, Hollywood produced
movies addressed to teenagers. Looking at statistibas been found by the Opinion
Research Corporation Survey that 52% of the audiemcl957 was under 20, and
72% was under 2¥° As the teenage is the period of construction ehiiy, the
process of identification offered by the phenomewbrfandom was welcomed by

American teenagers, who consumed magazines deptbtnlife of their idols.

138 Grossberg, 1998:267
139 gutch, 1975:1.
140120d, 1988: 146.



C. Marilyn Monroe: an actress but also a producer
1) Marilyn Monroe Productions

As she realized that the studios took great adgentd her performances and of
her money, Marilyn Monroe decided to leave from lidsbod to go to New York
where she lived for a while as Zelda Zonk. Theree dived with a famous
photographer from New York called Milton Greene.eSnet him in 1954, as he
wanted to take pictures of her for the magazioek They became friends after that
and Monroe explained to him the difficulties she@mtered with the Fox studios at
that time. After consulting his lawyers, they digemed that her contract was full of
irregularities and this allowed her to build a npwject, that is to say, to create her
own production company. The first advantage of dtl@sision for her was the fact that
she could produce the films she wanted, choosgdhis she wanted to play and of
course, earn more money than if she was under wacorwith a studio (Glatzer,
2008:116-117). But beyond this, there was also @& s&rategy, because the Fox
studios would have to replace Marilyn Monroe if $lmeke the contract she had with
them and she was a big source of profits for th€hat means also that they were
about to lose money if she kept on going with ham oproduction company.
Therefore, the company was created by Greene amdddmn the 20 of December
1954 and called ‘Marilyn Monroe Productions’ (Char007:70). In January 1955,
Milton Greene gathered the press in New-York ineortb announce the official
creation of the company. Marilyn Monroe was thesjgtent with 51% of the capital
and Greene owned the remaining 49%, and was rexadjr@is vice-president of the
company. Marilyn Monroe also said that she did waht to be under contract with
the Twentieth Century-Fox (Summers, 1983:191-198¢ first — and the only — film
that was produced by the Marilyn Monroe Productiovess The Prince and the
Showgirl (1957). As was the case with Marlon Brando’s attsmgs a producéf!
Marilyn Monroe did not have the charisma of a petu Her collaboration with
Laurence Olivier was a real fiasco, he could nabdtthe fact she was always late and
wanted to direct and produce the film as he watite@ihe film received good reviews

from theLos Angeles Timesut did not reach Marilyn Monroe’s expectanciisd(,

41| refer here to Chapter 2, part 1 when talkinguiltbe enterprising spirit, on page 49.
12 This favor was accepted by Monroe and Greene 28132008 : 138).



138). A bad management of the society led to iteckr The major part of the
investment was made by Greene and the money ¢fatiety was used for expenses
which were most of the time unrelated to the préidacof a film. According to

Glatzet*®

, one of the beneficiaries of this investment weesthird husband of Marilyn
Monroe, Arthur Miller. If we refer to Glatzer, iteemed that Monroe paid a
maintenance allowance to Miller’'s previous wife.dadition to that, his own car was
paid for by Marilyn Monroe Productions and he adg@nt her money in luxurious
hotels and champagne. Moreover, Marilyn Monroe keeping on living like a star,
but without thinking about the economic consequenkker apartment in New York,
her clothing, her cosmetics were all paid by Miltereene, and the bill reached about
$500 per week in 1955. He also dealt with the nofebe psychiatric hospital where
Gladys, Marilyn Monroe’s mother, was placed (Sunsnet983:193). Another
beneficiary of the funds from Marilyn Monroe Protloos was the Strasberg family.
The wife, called Paula, worked for Marilyn Monrog personal coach! as Marilyn
had a lot of difficulties in dealing with anxietyné stage fright. Paula Strasberg’'s
salary reached $2000 per week as Summers mentionsisi book (Summers,
1983:233). The continuous expenses of the compadytlae absence of incoming
money can justify the failure of Marilyn Monroe MErations. There were a lot of
people involved in this company, and this made ifficdlt to manage. As a
consequence, Greene decided in 1956 to let go ©ffdunder's share (Glatzer,
2008:141) which was then shared by Miller's brotimlaw and one of Miller's
friends. Greene’s share was bought for $100,000.tB initial strategy of Greene
was efficient, seeing that the Fox Studio, mayhbai@dfof the potential success of the
company, offered a new contract to Marilyn Monrfie: each film shot with the Fox
Studios, Marilyn Monroe Productions would receiv&0&,000 per film plus a
percentage on the gross of the film (Summers, P283: In addition to this, she had a
right to choose the director and pictures and tdsmake films independently or with
another company. This offer was unexpected andimasdible in terms of money.
Marilyn Monroe’s new contract was thus signed orcéeber 31, 1955. Therefore,
the company in itself was a financial failure, lantleast, it increased the commercial
value of the product Marilyn Monroe, as she wastbéered the most important

contract of her career with the Fox studios.

3 Glatzer, 2008: 141.
144 She began to work during the shootinddol Stopreplacing the previous coach of Marilyn, Natakhess.



2) The paradox of the Hollywood industry

It is interesting to see the creation of Marilyn Moe Production company in
connection with her character as a product of thltyiwood manufacture. Indeed, the
ideological — and of course the economic contextvab — led Marilyn Monroe to
create her society. The enterprising mind, whichs vpaeviously evoked in this
research, is fundamental in the relationship betwte product, which is Marilyn
Monroe, and the product of the product, that isdg, the production company that

she built. For Jeremy Tunstall,

The American media appeal to the great middle ntaokethe United States by
emphasizing personalities, personal celebrity, theividual achievement of

success®

The excess of femininity can stand for what Tuhst@les as an emphasis on

distinguish herself from the multitude of otherrasses who were already on the
cinema ‘market’. The creation of this company wasstmotivated by economic and
cultural factors, but beyond this, the Americaroidgy played a key role. Besides, the
enterprising spirit, according to Tunstall, refécs his “individual achievement of
success” and indirectly, this led Monroe to be lagd actively in the process of
production established by HollywooRllarilyn Monroe’s celebrity is indisputable and
this was the condition that allowed her to built tbompany. If she was unknown at
the time, she never could have accomplished hgegirdHollywood was at the same
time the origin of her individual desire of succdsg also the cause of its failure.
Comparing the attempts of both Marilyn Monroe anarldn Brando as producers, we
will see that the result was the same, that isay failure. Marlon Brandon was
regarded as the masculine version of Marilyn Morveeause of his sex appeal and
the particular version of masculinity he providée taudience with. If we consider
Hollywood as the manufacturer of these two productsnely Brando and Monroe,
the paradox lies in the fact that as products dad by criticizing the Hollywood
manufacture, the two stars got involved in a preadsproduction and of creation of
which the aim was the same, that is to say to nmaé&eey. Hollywood can produce
‘manufactured products’ but the reverse is not.titles demonstrates the supremacy

of Hollywood in the process of creation and mantufee; and shows that Hollywood

15| azere, 1987 :116.



and all the persons and the methods it involvedlaeorigin of the production. This
can justify the failure of the two stars projectfie state of mind of the ‘American
dream’ of the 1950s favored the desire for indiaidsuccess. Tunstall even describes
the United States “as the land where the unreahimipcome real™® Here the
opposition between real and unreal is enhancedhéyifferent powers they convey:
the unreal, which can be seen as the dream anfankesy provided by Hollywood,
can sometimes be true and materialized throughugtedIn that sense, we can say
that Marilyn Monroé*’ is a materialization of the dream. But the reaijisoof the
formula does not seem to be true, and the realithigpt become unreal, that is to say
that the materialization of dreams cannot be acgoof production of dreams. The
process of production is thus possible but canaatlersed: since dreams are created
by Hollywood and for Hollywood, a Hollywood produciannot give birth to a
product.

“1bid., 116.
47 And by extension, Brando as well.



The aim of my study was to see whether Marilyn Mencould be considered
as a Hollywood-manufactured product or not. Thelyamma of the different led us to
affirm that she is a product. Indeed, Hollywoodlbher piece by piece, as a product
which can be made in a factory: she was given aenaasy to remember for the
audience, a particular style that distinguishedfhmn the other existing products or
actresses that were already on the market. Theiengimension of her persona
played a key role in the creation of the produdbces it was then used as a
promotional tool. Even after her death, the MariMonroe myth is still alive, and a
lot of people today, even if they did not see ahiarilyn Monroe’s films, keep the

myth alive.

The ideological context influenced the product: iatare of feminist wave and
of cold war conflict gave a particular flavor tcetiproduct, turning Marilyn Monroe
into an atypical character which was in oppositioth the traditions and the status of
woman of the period in which she was living. Bustban also be seen as a selling
strategy, given that provocation was one of themmtoon characteristics of the
product in order to make people talk and to redehheart of the media sphere. In
addition to this, the cultural shift of this pericdme to emphasize the specificity of
the product that Marilyn Monroe embodied. The réicepwas thus favorable and
Marilyn Monroe’s reputation increased little bytlet increasing her value on the
market. Marilyn Monroe’s private life must not beghected, seeing that due to
important amount of biographic elements, the mesdauld transform her into a
popular culture product, available to and expettgg@opular America. The popularity
of her persona enlarged the potential consumerscstlel reach as a product. The
phenomenon of fandom thus came naturally to compldbnroe’s reputation and
reinforce its sellable power. But when the Hollywloproduct wanted to create
another Hollywood product, failure ensued whichsthproved the supremacy of
Hollywood as creator and manufacturer.

The product Marilyn Monroe is still sellable toddiyough a large range of

cultural products: DVD, CD, posters, items with Mo pictures on it. Even the artist



Andy Warhol exploited the Marilyn Monroe sellableower in his pop art
representations of her face. Marilyn Monroe’s powgrthus an exploitable and
exploited product, still money-making in an eterngtle and above all maintaining
the myth she embodied and keeping her image alive.
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Pictures duringgomething's Got to Give

An Evening with Marilyn by Douglas Kirkland




The Last Sitting, by Bern Stern
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Marilyn Monroe’s filmography

The Shocking Miss Pilgrirfl947)

20" Century Fox
Director: George Seaton

Starring: Betty Grable, Dick Haymes
Marilyn’s part: Just an extra

Dangerous Year§l947)
20" Century Fox
Director: Arthur PIERSON

Starring: Billie Halop, Ann E. Todd
Marilyn’s part: Evie

Scudda Hoo! Scudda Ha{1948)
20" Century Fox
Director: F. Hugh HERBERT

Starring: June Haver, Lon McCallister
Marilyn’s part: a girl in a canoe

Green Grass of Wyomirn(@948)
20" Century Fox
Director: Louis KING

Starring: Peggy Cummins, Charles Coburn
Marilyn’s part: Extra in a dancing

Ladies of the Chorugl948)
Columbia Pictures
Director: Phil KARLSON
Marilyn’s part: Peggy Martin

Love Happy1949)
United Artists
Director: David MILLER
Starring: Harpo, Chico and Groucho Marx
Marilyn’s part: A customer at Grunion’s

A Ticket to Tomahaw{d950)

20" Century Fox
Director: Richard SALE

Starring: Dan Dailey, Anne Baxter
Marilyn’s part: Clara



The Asphalt Jungl€l950)
Metro-Goldwyn-Mayer
Director: John HUSTON
Starring: Sterling Hayden, Louis Calhern
Marilyn’s part: Angela Phinlay

The Fireball(1950)
Bert E. Friedlob Productions
Director: Tay GARNETT
Starring: Mickey Rooney, Pat O’Brien
Marilyn’s part: Polly

All About Eve(1950)

20" Century Fox
Director: Joseph L. MANKIEWICZ

Starring: Bette Davis, George Sanders
Marilyn’s part: Miss Casswell

Right Crosg1950)
Metro-Goldwyn-Mayer
Director: John STURGES
Starring: June Allyson, Dick Powell, Ricardo Mdbtn
Marilyn’s part: Dusky Ledoux

Home Town Stor§1951)
Metro-Goldwyn-Mayer
Director: Arthur PIERSON
Starring: Jeffrey Lynn, Donald Crisp
Marilyn’s part: Iris Martin

As Young as You Fe@l950)

20" Century Fox
Director: Harmon JONES

Starring: Thelma Ritter, Constance Bennett
Marilyn’s part: Harriet

Love Nes{1951)

20" Century Fox
Director: Joseph M. NEWMAN

Starring: June Haver, William Lundigan
Marilyn’s part: Roberta ‘Bobbie’ Stevens



Let's Make it Lega(1951)

20" Century Fox
Director: Richard SALE

Starring: Claudette Colbert, MacDonald Carey
Marilyn’s part: Joyce Mannering

Clash By Nigh(1952)
RKO Radio Pictures
Director: Fritz LANG
Starring: Barbara Stanwick, Paul Douglas
Marilyn’s part: Peggy

We’re Not Married(1952)

20" Century Fox
Director: Edmund GOULDING

Starring: Ginger Rogers, Fred Allen
Marilyn’s part: Annabel Jones Norris

Don’t Bother to KnocK1952)
20" Century Fox
Director: Roy Ward BAKER

Starring: Richard Widmark
Marilyn’s part: Nell Forbes

Monkey Busined4.952)

20" Century Fox
Director: Howard HAWKS

Starring: Cary Grant, Gingers Rogers, Charles Gobur
Marilyn’s part: Miss Lois Laurel

O. Henry’s Full Hous€1952)

20" Century Fox
Director: Henry HATHAWAY, Howard HAWKS, Henry KINGHenry KOSTER,

Jean NEGULESCO
Starring: Charles Laughton, David Wayne
Marilyn’s part: A passer-by

Niagara(1953)
20" Century Fox
Director: Henry HATHAWAY
Starring: Joseph Cotton, Jean Peters
Marilyn’s part: Rose Loonis



Gentlemen Prefer Blond€$953)

20" Century Fox
Director: Howard HAWKS

Starring: Jane Russell
Marilyn’s part: Lorelei Lee

How to Marry a Millionaire(1953)

20" Century Fox
Director: Jean NEGULESCO

Starring: Lauren Bacall, Betty Grable
Marilyn’s part: Pola Debevoise

River of No Returi(1954)

20" Century Fox
Director: Otto PREMINGER

Starring:Robert MitchumRory Calhoun
Marilyn’s part: Kay Weston

There is No Business Like Show Busiri£954)

20" Century Fox
Director: Walter LANG

Starring: Ethel Merman, Donald O’Connor,
Marilyn’s part: Vicky Hoffman/ Vicky Parker

The Seven Year Itdh955)

20" Century Fox
Director: Billy WILDER

Starring: Tom Ewell
Marilyn’s part: The Girl

Bus Sto1956)

20" Century Fox
Director: Joshua LOGAN

Starring: Don Murray
Marilyn’s part: Cherie

The Prince and the Showg(1957)

Warner Bros
Director: Laurence OLIVIER

Starring: Laurence Olivier
Marilyn’s part: Elsie Marina



Some Like it Ho{1959)
United Artists
Director: Billy WILDER

Starring: Tony Curtis and Jack Lemmon
Marilyn’s part: Sugar Kane Kowalczyk

Let's Make Lové1960)

20" Century Fox
Director: George CUKOR

Starring: Yves Montand
Marilyn’s part: Amanda Dell

The Misfits(1961)

Seven Arts Productions
Director: John HUSTON

Starring: Clark Gable, Montgomery Clift
Marilyn’s part: Roslyn Taber

Something’s Got to Gid962)

20" Century Fox
Director: Georges CUKOR

Starring: Dean Martin, Cyd Charisse
Marilyn’s part: Ellen Wagstaff Arden



Analysis of Don’'t Bother to Knocktrailer

Period Beginning End Total of time Messages on the

(in time) (in time) on screen screen

1 0,12 0,34 0,22 No

2 0,43 1,11 1,08 “Every inch a

woman ...
“Every inch an
actress!

3 1,16 1,25 0,09

4 1,47 1,54 0,07

5 2,07 2,13 0,06

6 2,20 2,25 0,05

The trailer that | used in order to do this talsleéhie one which is in the DVD of the
film Don’t Bother to KnocK1952), from the pack “Marilyn Monroe, The Colliect”.
Every number corresponds to a certain period o timhen Marilyn Monroe appears
on screen during the trailer. The trailer lasts62j8inutes and Marilyn’s first
appearance is made on the 12th second of thertrisibrilyn Monroe is thus visible

1,57 minutes on screen during the whole 2,36-mitraiker.



Top Ten Money Making Stars

Year 1953
1 0 9-
2 1&! &C 2
3 &> &
4 $"&2
5 3&9
6 I "&1&
7 ( :
8 3 -
9 D&
10 & "- %
Year 1954
1 &> &
2 1&! &C 2
3 0 9-
4 ( :
5 I "&1&
6 $"&2
7 >"™ (" &
8 3&9
9 & >(&
10 1 "&3 &
Year 1956
1 >"™ (" &
2 &> &
3 ( :
4 3 2&%
5 0" &&
6 1&! &C 2
7 0 9-
8 I "&1&
9 6(=,;
10 & : &

Data from: http://www.quigleypublishing.com/MPalnzexTop10/Top10_lists.html




Entertainment : The drive-in in the United States

Number of drive-in in the 1940s

http://www.driveintheater.com/history/1940.htm

Number of drive-in in the 1950s

http://www.driveintheater.com/history/1950.htm



