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DAVID PALETZ AND MICHAEL NOONAN

The Exhibitors

Epnitor’s Note: To most readers of this journal,
the film is primarily of concern as an art—prac-
ticed, fitfully and against dire odds, by a dedicated
band of directors, writers, actors, It is important to
be reminded, therefore, that the center of eco-
nomic gravity of the film industry really lies, not in
the spectacular studios, but in real estate. It is in
the thousands of theaters where films and public
finally meet that the costs of the entire production
and distribution mechanism must be raised. The
most crucial pressure-point in the complex process
by which film-makers propose, while distributors
and exhibitors and public dispose, is the box-office.

Some affect to despise the box-office as the blind
agent of mass pressures; some regard it as the
oracle by which every decision should be made; to
the lucky director it can sometimes be his vindica-
tion against the arbitrary opinions of producers.
But not much is known outside the trade about
who actually presides over the box-office. Below, to
follow up the documentation given to current
Hollywood production methods in our Spring 1965
issue, we present interviews with three exhibitors.
Their operations characterize three important
trends in the ways movies are now being presented
to the American public: the drive-in, the art
theater, and the nudie-cutie house. We also at-
tempted to secure an interview with an executive
of the powerful Fox West Coast theater chain, but
repeated efforts finally met with a flat refusal.
Luckily, however, many factors are common these
days to drive-in and “walk-in" theaters.

The interviews have been condensed for publi-
cation, and questions raised by the interviewers
have often been indicated by general headings.

THE DRIVE-IN

BarT PirOsSH is an executive of Pacific Drive-Ins, a
growing chain which also operates walk-in theaters
in the Los Angeles area.

Buckground

I got into the business because I was out of a
job in 1929 and I wrote a letter to 100 large cor-
porations, just a general application, and Metro-

Goldwyn-Mayer was one of the two answers 1
got. {The other was from a shoe store.) They
hired me as a student booker; I was 21 years old
at the time. This was in New York City. Then
they sent me to Albany and Cleveland for train-
ing and to Milwaukee as a feature booker. After
3 years 1 went to work for Fox Mid-West
Theatres, which is an offspring of the company
which is National General Corporation today.
Worked there for 3 years as a booker and I quit
my job and came to the coast and went to work
for Fox West Coast Theatres as a booker. I was
with them for 21 years with some time out for
the Army during the war. Then I quit my job
there and came to Pacific. At Fox West Coast
I was a booker and then I was assistant head of
the Booking Department and eventually 1 be-
came the head of the Buying Department. I had
some disagreements with basic company policy
and I finally quit and came here.

The business is an interesting business, it’s a
changing business. However, 1 would say my
primary reason has been financial, I work for
money and if I were offered a job which I
thought was much more interesting and in-
trigning but it involved an appreciable reduc-
tion in financial recompense, I wouldn't take it.
My first obligation, I think, is to my family and
to myself and to my future. I have seen the
pendulum swing back and forth two or three
times from when business was good and on the
upgrade and then it declined, and then it’s hey-
hey, everybody’s going to build a million
theaters, and then they go into bankruptey.
Now the building is on and inevitably the pen-
dulum will swing back and people will find
something to attract them for a while. A number
of theaters are going to be hurt very badly and
actually a number are being hurt now. But . . .
I like the work, I enjoy the work to a degree.
It gets to be a chore at times; I'm not particu-
larly fond of motion pictures as a means of
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EXHIBITORS

entertainment, but this is the stuff I work with.
Same as a man who makes radios doesn’t have
to enjoy listening to radios. But it keeps you
busy and it pays well.

A booker is a man who decides, either uni-
laterally or in consultation with other people,
what picture he will play in a specific theater
on a specific date. For example, we agree with
Columbia on terms for Cat Ballou—we will play
it in a drive-in theater in a certain area and then
the booker selects, in consultation with Colum-
bia, the theater in which it will play and for how
long and so on. He has to fill out the program
with a second picture, with short subjects, and
he has to know, in order to do this, the tastes
of the public; the kind of pictures he thinks will
appeal to the people in those theaters. There
used to be a very strong distinction between
film buying and booking. Today it is pretty
much of a piece and on most pictures there is
no expanded discussion, at least in our theaters,
of the terms, because things fall into a pattern
after a while and the gross of the picture in the
individual theaters pretty much determines the
terms it will receive, at least in our operation.
I a picture grosses $4,000 in a theater, it may
receive 25% of the gross; if it'’s $7,000, it may get
40%; if it does $14-15,000, they may get 50%.

We play a lot of pictures which are first-run
Los Angeles on a multiple run. For instance,
this past week, Help was first run. Sons of Katie
Elder was first run. We get some of the so-called
important pictures first run. We get all of the
jurtk offered as first run because of the type of
service that we have. Sometimes what you
would call junk will do a lot more business for
us than the top picture; than some of the
alleged quality pictures. For example, The
Qutrage. A picture like that is mediocre in our
theaters. Actually, Qutrage wasn't a big picture
anyway. No, pictures like Taboos of the World,
which are garbage; Mondo Cane or stuff Lke
that. Fanny Hill, which is coming up, will do a
lot more business than a number of pictures that
we would do well with, Casanova 70, for ex-
ample, which is a classic picture. Pink Panther
was just so-so in the drive-ins.

PHOTO: LAURIE MILLER

The drive-in audience is comparatively an un-
sophisticated audience and vour sophisticated
comedies, your musicals, your so-called class
pictures do much less business in drive-ins than
they will in the walk-in theaters in most areas.
OCur audiences are primarily a family audience.
We have a double, a twin audience. We get the
teen-agers and the young 20’s and the daters,
We live on the family andience—the family with
the young children to whom several things are
important, all of which have been spoken of to
death, but it’s true: no baby sitters, you don’t
have to dress up, no parking charges, you have
complete privacy, the cost is less over-all he-
cause children under 12 years are free. We have
a 50¢ admission for juniors up from 12 through
15 and the families fudge on the ages and we
don’t try to make an issue of it and when we
play a picture with family appeal, a big western
like Cheyenne Autumn, or Help, we will aver-
age, perhaps if we have 5,000 cars in the
theaters in the course of a week, we will per-
haps have 5,000 children. In Honolulu we
sometimes have considerably more than one
child per car. Our audience basically is the
lower-middle class.

Business

Business in many areas is very good. Business
is very good for the distributors today. We are
in a seller’s market, in most areas, especially the
urban areas. There are more theaters wanting a
picture or wanting a good picture, than there
are good pictures available. Up until 1950, per-
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haps even past that, you were in a buyer’s
market where, because of the rles under which
pictures were being sold, the national circuits
could pretty much dictate the terms on which
theyv played the pictures. Not completely, but
they bought the pictures on very reasonable
terms. But the studios up until the late forties
were prosperous and evervbody was making
enough and they owned circuits of theaters and
they were happy. Now after the divorce [the
antitrust decree “divorcing” production and ex-
hibition interests], with the start of independent
productions, you run inte a situation where the
man who makes one picture doesn’t care what
happens to the theaters at all and doesn’t care
what happens to the producing company. He
just knows that he made a picture and he will
get more money for this picture if it’s released
the first of July than any other time and this is
the date he wants. And if Columbia says, well,
we'd like to handle vour picture but we can’t
guarantee the first of July, he goes to somebody
who will, frequently. And when he makes the
deal, he reserves to himself the right to desig-
nate the release date, to approve advertising
figures. This is if he’s an important producer or
a hot one, somebody thinks he’s important at
the time. Now this has created a terrible
scarcity of pictures on the so-called off-seasons,
starting from August until Thanksgiving. Dur-
ing this period {actually until Christmas) there
are very few of the so-called important pictures,
pictures on which they hope to gross $7 to $10
million, released. The man who has an import-
ant picture during this period has, in most
towns, several people fighting over the right to
play their picture first-run. For example, when
Mary Poppins was released last year, or Great
Race this year. They are able to command very
high terms from the theaters that will bite. And
they impose very severe conditions on the
theaters that want to play it. If you wanted to
buy Mary Poppins last October, you had to
guarantee a minimum of 12 weeks playing time,
which tock it throngh New Year’s, into the
middle of January. You had to guarantee mini-
mum terms of 60% for the first four weeks, 50%
for the next four weeks, Again the 90-10 deal,

which means 90% over an agreed-upon figure.
You had to agree to charge certain admissions.
Now it’s illegal for the distributors to tell a
theater what admission price to charge, but the
theaters that played it all had pretty healthy
minimum admissions, especially children’s ad-
missions. And coincidence hardly covers what
happened at these times.

You take a picture like My Fair Lady. War-
ners, when they first released it, laid out a
minimum that up to a certain time, and I don’t
krniow what the time was, they would not accept
less than $50,000 advance guarantee, to be paid
before the picture opened, and that the mini-
mum terms accepted would be 70% for a certain
period of time and so on. So when things like
this happen and when you have such a scarcity
of pictures, I'd say 30 weeks a year at least, for
theaters like ours, you're in a seller’s market and
film terms increase hit by bit.—Partly because
of the very sharp higher terms on certain pic-
tures, but a general creeping-up of terms be-
cause of the fact that in most instances a distrib-
utor with a good picture has a thing that
people are competing for. But people say that
... well, Pacific, they can name their own terms,
because they have most of the good drive-ins in
this area.

We actually have in the Los Angeles metro-
politan area, including Orange County and
Long Beach, going out as far as San Bernardino,
we have approximately 40 drive-ins. But we
will have three or four in one competitive area.
In the San Fernando Valley we have nine drive-
ins, I think. So this means that we need three
or four pictures each week. Well, there aren’t
156 pictures made in a vear, 50 obviously some
of the pictures have to play two or three weeks
in either an individual theater or in the area,
moving from one to the other. When we played
Goldfinger, before we completed our showings
of it, it played in every first-run theater we
operate. S0 we are under the same stress of
looking for pictures that the man is who has
two competitors in his little town. With the
exception of the sumimertime and Thanksgiving
week and Christmas week, possibly Eastertime,
we're in a scramble for pictures. Everyhody has
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a picture to release at Christmas or two and
there you may be in a buyer’s market for a week
or two, but if you try to take advantage of your
strength that week, youre punished very
severely later on. Laok, this is like any other
business, like politics, you run into power plays
and you have to be realistic and you have to
analyze your strength as opposed to the strength
of the other man, This is also true in ilm buying
and booking. You're in a tug of war for one
thing. All the money comes in the box-office.
Now the fight is on: how much of it does the
theater keep, how much does the distributor
keep, and then the fight is between the distrib-
utor and the producer. Before that you have
had the tug-of-war between the personalities,
the director, the writer, the star. And you have
people now who get 10% of every dollar that
comes throngh or 10% of . . . when they say the
gross, they mean the film rental. Now this is al
money and there’s no romance. This is 2 money
business.

The Films

I won't book, and we don't play the so-called
nudies in our theaters, and for various obvious
reasons. We are primarily a family operation
and we will not play a lot of the art pictures, or
so-called art pictures. For instance, The Lovers
we wouldn’t touch with a ten-foot pole because
we would get more hell from our patrons who
object strenuously at times to pictures like Shot
in the Dark. We got objections when we played
Tom Jones. In fact, we try to be more careful
than most theaters. We will play Casanova 70;
we will do only fair. A lot of people say we
shouldn’t be playing it. It will be dubbed. You
see, you can't read sub-titles in a drive-in back
of the first few rows. We tried on La Dolce Vita
to develop, the producer tried to develop, a
larger sub-title that could be read in the drive-
ins. He couldn’t do it, so we couldn’t play it.
He wanted to play drive-ins and he wouldn™,
or couldn’t, dub it. What the problem was, I
don’t know. They may have thought it would
not have been worthwhile. You see, that kind
of picture I dont think we would have done
well with,

The drive-ins do proportionately better with
the big westerns and big outdoor pictures.
These are usually the best grosses. And real
good family pictures. Our top gross since I've
been here have been pictures like The Vikings,
The Parent Trap, Carpetbaggers, the Beatles’
pictures do well, The Alamo, Ben-Hur. Major
Dundee was a bomb, knocked dead. They
didn’t like it, they didn’t want it. See, the ad-
vertising is very, very important and I say again,
we have an unsophisticated audience and crude
ads don’t reach them and arty ads don’t reach
them and sometimes we just don’t know how to
reach them if we have a picture that we think
that they will enjoy. But the title or the adver-
tising or something doesn’t appeal to them.
People always know, because we can open a
picture in Fresno, Los Angeles, and Phoenix
on the same day and it will be big in all three
or it will be dead in all. Now there may be local
differences. Pictures with a Mexican back-
ground do better in Phoenix than most places,
or in Los Angeles. For several years we made
consistently high grosses on horror combina-
tions and science-fiction combinations and the
gimmick combinations, but these things sooner
or later run their course. The latest fad, in our
theaters at least, was the beach-party films, the
young kids at the beach with the surfboards,
and we did tremendously on the first two or
three, but it’s pretty difficult to do more than a
few things on a surfboard and it’s pretty diffi-
cult to get any different-looking young fellows
and young girls, bikinis can’t get much skimpier,
the boys can’t get much more rugged-looking,
and the kids get tired of it and the old people
do. And ever since I've been in this business
we've had the cycle thing. This goes back years.

The James Bond things will run their course.
Abbott and Costello were the hottest names in
the picture business for a year or two and then
they trailed off. The first Bond picture, which
I think was the best one so far, Dr. No, did a
fair business, the next one did better, repeat
runs were good on the picture, and on Gold-
finger the roof blew off. Everybody decided that
now was the day that they wanted to see James
Bond. Thunderball is coming out this Christinas
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and it's a guessing game. I am inclined to think
it will do less than Goldfinger and I would say
that the Bond picture released in 1968 and
1969 will not be in the same league with Gold-
finger. But you just don’t know.

I think what has killed or severely hurt the
horror pictures is the overdose of this kind of
stuff on television. Every night the little kids are
looking at the monsters to the point where
they’re not afraid of the monsters anymore. Now
we're running through a cycle where there are
some very big grosses as the pictures get a little
more nudity and a little more risque situations.
But this again, they will get up to their ears with
it and it will tail off.

We run just about every picture of any merit
that is released except pictures that we think
are completely unacceptable to our people, like
the very sexy foreign pictures, and the nudist
pictures. We didn’t play Mary Poppins (this is
the one important picture in the last year or s0);
we haven't played it because of several reasons,
one of which was the way they released the pic-
ture, another was their insistence that we charge
for children and we just have made up our
minds that we're not going to run any picture
where we have to charge for children. We get
our patrons in on all our junk . ..so why stick
them on semething good?

We played The Collector in Fresno and we
thought we were going to drop dead with it and
we did very good business. And based on that
we're booking it here. Now in Fresno we played
it with The Great Escape. We're playing that
here. We had a combination that did business:
we don’t know if it’s a combination or The Col-
lector alone, and we don’t want to take any
chances. This way we know we're right, we have
a program that is playing right. You try to elimi-
nate as much as possible, in any business, as
much risk as you can. This is why before some-
body will launch a new cigarette nationwide
they will try it in one or two areas. We try as
much as possible before we commit ourselves to
the unknown quantities; a Collector, a monster
program, a horror program, a teenage program
without names. We try in advance to play it in
a town like Phoenix, or in Fresno, or in Portland,

because if it drops dead there, we've only
dropped dead in one drive-in. Drive-ins in this
metropolitan area are bigger and more expen-
sive to build and to operate and have far greater
grossing possibilities, so then we feel much
safer.

We don’t dignify this with any term like mar-
ket research. Sure, once in a while a picture will
do well in one of these towns and here will do
comparatively poorly. We try to control it ag
much as possible. We will not permit the dis-
tributor or the producer to go into these towns
and dynamite the campaign by intensive addi-
tional gimmicks in the advertising campaign or
by pouring double the normal amount of adver-
tising money in.

Programming

In the drive-ins we insist on running two feature
films even if it’s a four-hour feature like Ben-
Hur. We start our shows in the off-daylight-
savings-time at 6:30. This is our policy. The
people know they can come to the theater at
6:30 and it's open and the show starts. It starts
with a cartoon and then the feature. In the
wintertime we play the second feature first,
which puts our main feature on normally De-
tween 8 and 8:30. By that time we feel the
majority of the people who want to come to the
show are in the theater and they don’t have to
come in at the middle of a picture. And we think
that this is very important, more so than ever
today because the people are accustomed by
television to seeing everything from the start.
In the old days when movies were a family
thing, you came in the middle of the picture and
it didn’t make much difference. But pictures
today have more content than they had; they're
not as stereotyped; stories are deeper today than
they used to be, so we think this is very impor-
tant. We do the same thing in our walk-ins. We
have the Pantages here now. We have Cine-
rama—the dome, on Sunset Boulevard, is ours.
We have the Picwood Theater, the Paradise, the
Encino out in the Valley, Reseda, Rolling Hills,
we have some theaters in Long Beach. We have
theaters in Honolulu. As for foreign films, we
didn’t show 8% because of its content. We play

This content downloaded from 152.3.102.254 on Sun, 02 Nov 2025 18:55:21 UTC
All use subject to https://about.jstor.org/terms



19

EXHIBITORS

very few foreign pictures. That Man from Rio
did miserably; a miserable picture. We have
plaved a number of the Italian dubbed pictures.
When Herctldes was released, I think it was the
biggest picture we played that summer, at the
box office. Today, these things are a drag on
the market. With very few exceptions, we wont't
even play them as a second. Steve Reeves now
is a second-picture star.

The Avdience

It’s a very funny thing about the James Bonds.
The first James Bond picture did its best busi-
ness in the class neighborhoods, where people
read books. Now I doubt very much whether
the majority of our people read a book in a year.
I just don’t believe it . . . of any kind. These are
people who possibly went through high school
and who were not literate, no literary bent,
probably went through on C’s and D’s. They are
working in factories and in jobs that do not
require high intelligence. Thevre good, the
American middle class, the good substantial
backbone of the country—the overwhelming ma-
jority of the people . . . the people that Lincoln,
vou know the thing, “God must have loved the
common man because he made so many of
them.” These are not the people who live in
Belair, or Westwood or Menlo Park or Palo Alto.
These are not the people who attend the east-
side theaters in New York. These people drive
30, 40 miles to work so that they can live in a
nice little house in the San Fernando Valley and
give their children the kind of place they didn’t
have when they were growing up. They're up
to their ears in mortgage debt, they buy the
houses for nothing down and $400 down and
$500 down and they pay their bills religiously
but are 14 days late on the mortgage because of
necessity. These aren’t the foreign-car purchas-
ers, these are the people who buy Ford and
Chevrolet and Plymouth and to them they are
the only cars that are made. The great majority
of these people . .. a great many of them, this
is the high spot of their week, attending a
theater. These are people who make . . . look,
don’t forget your average factory salary today is
maybe $103, $105 per week, something in that

neighborhood. Now when you take off the with-
holding tax, you take off the living expenses,
there is damn little left for entertainment, And
they've bought a television, theyre either pay-
ing on it or they have paid for it. .. now tele-
vision has all novelties worn off. A year, year
and a half after they have the TV it’s “I like it,
but Tuesday nights there’s nothing on, Friday
nights there’s nothing on.” And if you look at
television, Friday and Saturday nights are their
miserable program nights. And these are the
nights that these people can go out and they
have two and three and four kids and the hus-
band comes home Friday and she says we're
going to get out of this damn house tonight or
I'm going to jump out the window. She has the
kids around all week, especially in the summer,
Now Saturday is the day and Sunday is the day
when the husband does not have to get up at 7 or
7:15 to go to his job and here is a place where, if
they have two or three kids, for $2.50 or for
$2.00 or for even less in some areas they can go
and they can be entertained for four or five
hours and if it's summertime they can go there
at 7 or 7:30 and the kids play. We have play-
grounds in all the theaters, we have swings and
slides and things for them. We close the play-
ground when the show starts, but for half an
hour or an hour adults can sit in a car or sit on
a bench near where the kids are and the kids are
having a ball and they sit there and some of
them bring box lunches with them, or buy in
our snack bars—you know we have big elaborate
snack bars in these theaters. Some of them, I'm
sure, bring in a six-pack of beer, and it's a big
evening. And it’s inexpensive and they see the
same picture that they could have spent $2.50
or $3.50 or $5.00 to see. So these are the people
that are the backbone of our business, and
they’re not interested in art forms. They don't
know from nothing about art forms and they
care less.

However, their taste is getting more sophisti-
cated. Ten years ago Tom Jones could not have
been released in the United States. No major
company would have released it; 1 don’t think
anybody would have. And if theaters had been
playing it, in a number of areas, their licenses
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would have been revoked and they would have
been raided. Now this is true in books too. How
long age was it that Lady Chatterley’'s Lover
was given an okay to be sold in this country.
There is a general broadening of what is accept-
able today.

I haven't seen The Loved One yet. 1 don't
think it's going to get a nickel any place. Pos-
sibly in some northern areas. On a picture like
The Loved One we will have had ample per-
formances before it’s ever offered here. Because
the picture obviously will be sold through one
theater in Los Angeles and a number of spots
and it will go to San Francisco, and when a pic-
ture opens in San Francisco it’s made available
to Fresno, so we will get a performance without
trying. You asked me would I insist on a per-
formance. Now you're back in the power depart-
ment. The Loved One will be released by Metro;
Metro is one of our very important suppliers
and I may get my arm twisted. Here again it’s
against the law for a distributor to condition the
sale of one film upon another. Well, that’s the
law and it’s theoretically correct but God help
me if I trv to work on that basis because I just
won't get some of their other pictures that are
really good. I'm not arguing for or against it,
it’s just one of the facts of life.

Advertising

The way advertising works in Los Angeles is
that the distributor decides he will spend say
$15,000 on advertising a picture in Los Angeles.
Of which $6,000 will go to newspapers, $6,000
on television, $2,000 on radio, and so on, And
each theater in the Los Angeles metropolitan
area, that you see in the ads of the theaters, he
contributes X dollars to the campaign. We have
taken a position, because sometimes some of
these people go completely crazy on the
amounts they want to spend, we have set a
maximum per theater and if the distributor
wants to spend $25 or $35,000 and up to
$50,000, we will not go over that maximum
which we'll contribute when they spend $13,000
or $14,000. The way film deals work, the dis-
tributor gets the major part of the extra money
that comes in on a picture.

EXHIBITORS

I think an outstanding example of what you
can do with advertising is the picture Poor
White Trash a couple of years ago. Now this
was a picture that was made seven or eight years
ago called Bayou. It was a second feature. UA
released it and got no returns. The man who had
made the picture got it back, the releasing deal
was over. He recut it a little bit, put in a couple
of sensational scenes and made a new adver-
tising campaign and used a couple of trick
words, spent a barrel of money, and it was one
of the biggest pictures we played in our theaters
that year. And this was solely because of a well-
conceived and well-executed campaign with a
gimmick: “Positively no one under 16 permitted
in the theater, policemen on duty who will turn
cars away with children.” The parents would
say we “Want to bring our...” “I'm sorry, you
can't do it.” The picture was horrible, but they
said, by God, we tried to go in that theater last
night with our kids and they wouldn’t let us in
and it really must be something. They were
burned, the picture was terrible. We don’t do
this very often. But we played this the first week
in December when normally we would be empty
and we were full. So, people do a lot of things
for money that they shouldn’t do. It’s like the
Madison Avenue advertising man who is work-
ing on a campaign on cigarettes and he knows
that as a result of his work he may be causing
100 or 1,000 people 15 years from now to get
lung cancer. It’s like Oppenheimer working on
the atom bomb. When he is torn in every direc-
tion and he . . . finally something impels him to
do it and it’s generally money. Not always, but
generally.

Reviews

If reviews meant anything we wouldn’t play a
number of the pictures we play, because these
are the ones that are ridiculed and ripped up
and down. Our public pays no attention what-
soever. And the pictures that come in heralded
by great reviews frequently go flat on their butt.
I don’t think reviews mean anything in our
theaters and, actually, with the exception of art
pictures in New York City, I don't think they
mean much any place. We feel that there are
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four prime advertising media that mean any-
thing to us. One is the trailers of coming attrac-
tions which we run in our theaters. Obviously
everyone who sees it is a prospective patron be-
cause we know they come to our theaters;
they're there now. We have to be, we feel, in
the newspapers because this is something that
is there for reference. We feel that if people
decide to go to a show tonight they frequently
Jock in the newspaper to see what’s playing.
We think that television is very important be-
cause of its tremendous impact, the immediacy
that it has. And radio—becanse of the amount
of driving that people do especially here in
Southern California; anyone who comes to a
drive-in obviously is going to have an auto-
mobile, and probably has a radio in it. Now we
have taken some polls, we've had research or-
ganizations from colleges for a course, and also,
of course, we have our marquee advertising and
most of our theaters are on well-traveled streets
and highways and put on there the stars and
the time the show starts. But we feel that tele-
vision and trailers are our most important sell-
ing means.

Word of mouth determines how long a pic-
ture runs. This is essentially the most important
because you can open two pictures the same
day and get approximately the same gross, then
by Sunday night one may be doing 25%, 35%
better. Sec it is obvious people do talk about
movies. In a great many areas people read about
movies.

It’s not an exact science. We're not in the kind
of business where we’re dealing in tangibles to
a great extent. It's not like making shoes, where
you know if you make a thousand pair of shoes
and its costs you so much in the way of over-
head and if you can sell them at this price, this
is going to be your profit. When we open on
Wednesday, we don't have any idea what we're
going to do.

Concesslons

We have, as yon have observed if you have
ever been in a drive-in, we have ample conces-
sions stands. All theaters have them today. It’s
quite obvions that this is a commercial enter-

prise and they’re important in that they turn in
a good revenue. This is different than the pic-
ture business. We know who we’re payving for
it, we know if we sell so many, we make so
many dollars. Here again we try ... we don’t
charge as much in our drive-in theaters as in the
walk-ins. For the people paying $2.50 admis-
sion the extra few pennies don’t mean anything,.
We are dealing with generally a lower-income
bracket and we try not to charge all the traffic
will bear, We could raise the prices on some of
our items. Now we've had big discussions on it,
but we think that for essentially selfish purposes
that in the long run we're better off trying to
let the people get stuff at a price they can afford
to pay. Now this is a business decision, the same
as we could get higher admission in 2 number
of our theaters than we are getting.

Drive-In Costs

Well, it’s less expensive than running a theater,
a Chinese Theater or the Pantages Theater be-
cause if youre on Hollywood Boulevard, the
value of land is such that your rent or the price
you have to pay for the theaters is expensive.
Withont the land, youre talking about $500-
or $600,000. And the land, when you need 15,
20 acres in good areas, is very expensive. Where
we were able to buy land at decent prices, the
company bought the land. We have leased land,
we have ground leases, we have theaters that
we lease entirely, both walk-ins and drive-ins.
This is no different than a company like Fox
National General or ABC Paramount. But the
drive-in can gross more than any theaters with
the exception of the large, first-run theaters in
the biggest cities. A drive-in in Anaheira can
gross as much as a drive-in can in Los Angeles
or New York. There is no such thing as an aver-
age gross. It depends on the theater and the
town. We have drive-ins that have grossed over
$25,000 in a week. Not very often. We have
theaters where the highest gross we've ever had
is $1,600. The minimum can be nothing, or $5
or $50. When we have fog, we have no income.
If we have torrential rain, our gross is cut to
practically nothing. If we have a thick fog, the
picture doesn’t reach the screen from the pro-
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jection room. Then we have to either refund the
money or give the people fog-checks. If we
have rain and only one car shows up, we run the
entire show because we want people to say that
Pacific is open all the time. We have had a $2.00
£ross in an evening in one theater.

Pressure Groups

Pressures from groups are getting less and
less. If you would try to book a Charlie Chaplin
picture today, yon would still get intense pres-
sure from the American Legion and all the right
wingers. There has been, from time to time,
some pressure from the far left. I don’t think it
has any material effect. Again, we try to be care-
ful of what we run. We would certainly not
want to run any picture that we felt was out-
and-out Communist propaganda or out-and-out
propaganda for a John Birch Society or Ku
Klux Klan. Our patrons are the moderates, the
middle class.

Improvements

The business could be improved, in the obvious
sense, by better pictures, and more of them,
pictures with more box-office appeal, not qual-
ity, see. When I talk about a good picture or a
bad one, I'm talking about money. As for old
films, I have taken a position that I will not play
anything in our theaters that has been shown on
television. First, because the very few times this
has happened by accident in an area where we
didn’t know it had been shown, we got a num-
ber of complaints, and I think rightfully so.
I don’t know how it would affect the box office
and I don’t propose to try because here again
you're into a money area. We are competing
with television for pictures. We play a number
of reissues and reruns and after the distributor
or the owner of the picture has gotten as much
money as he can gouge out of television for it,
I don’t see why we should dump our money on
top of it to make that a more attractive route

for him. We want to persuade him to sell pic-
tures to the theater. I think that the impact of
television is gradually waning. But I will tell you
something. You have no idea the number of
people who apparently look at television all the
time. The biggest box-office weekend in the
motion-picture business that I can recall was the
weekend after the Kennedy assassination, when
the people came just in droves. Because they
couldn’t see regular television programs they got
out of their houses, This was true all over the
United States. There may have been two rea-
sons. Maybe one was just “Let’s get the hell out,
this is driving us crazy.” But I think the big
thing was that they couldn’t see their normal
garbage. But this is true. Television is here and
you can't eliminate it. It's like saying, would the
smog go away if the automobiles weren't here.
Well, the automobiles are here and we have to
live with them and you have to leamn to live
with . . . whether you like it or not, whether you
agree or disagree, you have a situation in Viet
Nam, and you have a this and a that, and vou
have to accommodate your life to reality, and
television is here.

In any event, the big reason for the surge
today in theater attendance and theater build-
ing and everything is the boom, the war-baby
boom. Young people. You see, people over 50
or over 40 generally are not motion-picture fans.
And I can tell you why, because I got there and
I'm over 50: you've seen almost everything in
these two or three or four years and it’s rub-
bage. . . . If you mature as a person should, a lot
of things that were very, very important even in
your forties get less important. You begin to
agree with F. Scott Fitzgerald about the bitch
goddess of success . . . I mean this stuff, because
you say the power and the glory and you see
the people who've attained it and you see what's
happened to them, and this is what drives, I
guess, a lot of people to religion becanse they
despair and they say there doesn’t seem to be
any reason for it.
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