





[image: Cover: Broken Arrow by Angela Aleiss]








REEL WEST


ANDREW PATRICK NELSON, SERIES EDITOR


Reel West is a unique series of short, neatly packaged volumes exploring individual Western films across the whole history of the canon, from early and classic Westerns to revisionist and neo-Westerns. The series considers the many themes and variations that have accrued over more than a century of this most American of film styles. Intended for general readers as well as for classroom use, these brief books offer smart, incisive examinations of the aesthetic, cultural, experiential, and personal meaning and legacy of the films they discuss and provide strong arguments for their importance—all filtered through the consciousness of writers of distinction from within the disciplines of film history, journalism, and literature.


Also available in the Reel West Series:


The Man Who Shot Liberty Valance by Chris Yogerst


Ride the High Country by Robert Nott


Thelma & Louise by Susan Kollin


Ride Lonesome by Kirk Ellis


Blood on the Moon by Alan K. Rode









BROKEN ARROW


ANGELA ALEISS


University of New Mexico Press|Albuquerque









© 2025 by Angela Aleiss


All rights reserved. Published 2025


Printed in the United States of America


ISBN 978-0-8263-6832-4 (paper)


ISBN 978-0-8263-6833-1 (ePub)


Library of Congress Control Number: 2025006425


Founded in 1889, the University of New Mexico sits on the traditional homelands of the Pueblo of Sandia. The original peoples of New Mexico—Pueblo, Navajo, and Apache—since time immemorial have deep connections to the land and have made significant contributions to the broader community statewide. We honor the land itself and those who remain stewards of this land throughout the generations and also acknowledge our committed relationship to Indigenous peoples. We gratefully recognize our history.


Cover illustration: still from Broken Arrow


Designed by Felicia Cedillos


Composed in Adobe Jenson Pro









Dedicated to Delmer, Mary Lou, and Michael Daves













ACKNOWLEDGMENTS





I would like to acknowledge the following individuals and institutions for their help with this manuscript: Howard Prouty and Tony Guzman, Margaret Herrick Library, Academy of Motion Picture Arts and Sciences; Martin Gostanian, the Paley Center for Media; the late Ned Comstock, University of Southern California, Cinematic Arts Library; Sally Newland, Amerind Museum; Doug Hocking, author of Tom Jeffords: Friend of Cochise; Marc Wanamaker, Bison Archives; and Roger Leatherwood, UCLA Instructional Media Library.


I would also like to thank Kathy Klump, Chiricahua Regional Museum and Research Center; Major Darren Johnson, Military Academy at West Point; David Gonzales, Stanford Alumni Association; Robert N. Watt, University of Birmingham, UK; David A. Olson, Columbia Rare Book & Manuscript Library; the staff at the American Heritage Center, University of Wyoming; Erin Fehr, Sequoyah National Research Center, University of Arkansas at Little Rock; John Belton, Rutgers University; Maggie Dwenger, Special Collections, University of Arizona Libraries; and Thomas Doherty, Brandeis University. I am especially grateful to Luana Ross (Confederated Salish and Kootenai Tribes), University of Washington.


I extend a special thanks to Andrew Patrick Nelson, editor of the Reel West series, and Stephen Hull at the University of New Mexico Press.


Finally, I am especially grateful to Fred Clark, former director of the Office of Tribal Relations, US Forest Service, as well as the following tribal communities who assisted me with preparation of this manuscript: the San Carlos Apache and White Mountain Apache Tribe of Arizona, the Mescalero Apache Tribe of New Mexico, and the Modoc Nation and the Fort Sill Apache Tribe of Oklahoma.













Introduction





Stories of the Apache chief Cochise have fascinated filmmakers and other artists for over one hundred years. One of them was Delmer Daves, who chose the remarkable friendship between Cochise and the US mail rider Thomas Jeffords as the subject for his first Western, Broken Arrow (1950).


My fascination with Broken Arrow began decades ago when I met Daves at a seminar in San Diego. He was close to seventy years old at the time, with a kindly demeanor and a booming voice that easily commanded attention. As a feature of the seminar, Daves screened his later Western Cowboy (1958), a film about a rugged cattle drive starring Glenn Ford and Jack Lemmon. But Daves’s discussion of Broken Arrow and its Apaches captivated me. As a native of the Valentine State—so named because it joined the Union on February 14, 1912—I became fascinated with Arizona history. The actual Broken Arrow story took place deep within the rugged Dragoon Mountains in southeastern Arizona, which I visited several times as a volunteer for the US Forest Service Tribal Relations.


Daves, however, chose to set the Cochise/Jeffords’s story against the stunning backdrop of Sedona, Arizona. The region lies three hundred miles north of the Dragoons and has nothing to do with Chiricahua history. Still, Sedona’s picturesque red-rock buttes and steep canyon walls provided an ideal setting for the director’s vision of Arizona’s Anglo-Apache history, with its interracial romance and a “permanent” peace between whites and Apaches.1 Alas, neither event is historically true.


Years later, I had several discussions with Daves’s son Michael, who invited me to his late father’s home in Los Angeles. Delmer’s house was a trove of literature and artwork from his extensive travels around the world. Michael, who had inherited his father’s wanderlust, became an assistant director, and he too shuttled between his home in Los Angeles and various far-flung locations. “It’s hard to keep a marriage together when you’re always on the road,” he told me. “But I love my work. There’s nothing else I would rather do.” Michael’s recollections of his father were essential for my article, published in 1987, on Broken Arrow, and over subsequent years, he continued to supply various anecdotes behind the scenes.2 His two daughters filled in the gaps of their grandfather’s busy career with numerous photos and journals. At a black-tie event in New York City, Delmer’s widow, former actress Mary Lou Lender, spoke about how she managed to juggle her family life with service in civic affairs while her busy husband wrote, directed, and produced movies all over the world.


One of Delmer’s movies took a major step in the breakdown of conventional stereotypes. Broken Arrow demonstrates the postwar ideal that Natives and whites can coexist peacefully, each benefiting from the other. The story’s Cochise/Jeffords relationship attempted to serve as a model for tolerance between both races while emphasizing that whites must reexamine their prejudices and learn something about Native American culture. Both whites and Apaches do indeed accomplish noble deeds and commit crimes, but in end, the Apache—and not the white—emerges as a hero.


Daves’s first Western certainly has its flaws. The Native American people speak English rather than Apache, whites are cast in leading Apache roles, and Apache culture is highly romanticized.3 Moreover, the film’s portrayal of the girl’s Puberty Rite or Coming-Of-Age Ceremony is based on Western Apache rather than Chiricahua traditions. Additionally, many scholars agree that the movie lacks the polish of the director’s later Western 3:10 to Yuma (1957), with its evocative cinematography and psychological undertones. But Broken Arrow also belongs among his distinctions, for it not only probed the frontier’s Indian/white attitudes but established a bond between Native and white people.


Despite its many artistic liberties, Broken Arrow contains powerful political and social statements about Hollywood and its attitudes toward Indian/white relations. The film was released after World War II at a time when the industry devoted more serious attention to the race question, particularly in films dealing with Black Americans like Pinky, Home of the Brave, and Lost Boundaries (all 1949). Similarly, Westerns explored racial and ethnic tensions and suggested that American society stand alongside its Native peoples. Daves himself had said that Broken Arrow and other pro-Indian Westerns “offered a safe vehicle for unacceptably liberal ideals on racial and political coexistence.”4 (African American newspapers agreed and praised the movie for exposing the Black/white race issue vis-à-vis American Indians.) Many of the film’s successors, namely The Battle at Apache Pass (1952), Sitting Bull (1954), Taza, Son of Cochise (1954), and Walk the Proud Land (1956), advocated mutual coexistence as a long-term solution for racial relations. Television reiterated the same theme with ABC’s spinoff Broken Arrow (1956–1958) along with Brave Eagle (1955–1957), Law of the Plainsmen (1959–1960), and other series.


Broken Arrow was hardly the first film to treat Indians sympathetically. Hollywood had been producing feature films with “friendly” Native images since the 1920s, most notably with Braveheart (1925), The Vanishing American (1925), Eskimo (1933), and Massacre (1934). A story similar to Broken Arrow’s appeared in the 1932 Western End of the Trail, a Columbia movie that shows Captain Tim Travers (Tim McCoy) fighting to protect his Arapaho friends from an unscrupulous Army officer. Like the historical character Thomas Jeffords, Travers persuades the Army to draw up a peace agreement preserving Native lands and becomes an Indian agent. End of the Trail was a low-budget B Western, and as only a companion to the main attraction, it eventually faded into obscurity. A later Western, Fort Apache (1948), portrays Cochise as a sympathetic character who is “an impressive and dignified man” willing to negotiate.5 This John Ford movie parallels the US Army’s defeat in the Battle of the Little Bighorn with the Apache conflict: Cochise and his warriors lead the cavalry into a trap and emerge as victorious. Unlike Broken Arrow, however, Fort Apache offers no formal Indian/white peace agreement.


Almost seventy-five years after Broken Arrow’s release, its frontier setting and Native American portrayals continue to invite multiple interpretations. Recent scholarship, in fact, has recognized Broken Arrow as the first major civil rights–oriented American Indian film produced by Hollywood.6 Other studies show how prevailing attitudes and expectations toward Hollywood and its Native portrayals have changed over time. Several scholars, for example, have read Broken Arrow as a parable of Hollywood communism. At its annual awards dinner in 1992, the Writers Guild of America posthumously awarded the movie’s blacklisted screenwriter, Albert Maltz, and restored proper screenwriting credit to him.7


Maltz, along with the other Hollywood Ten, had been sent to prison for refusing to cooperate with the House Un-American Activities Committee (HUAC) in its investigation of communist influence in Hollywood.8 The film had initially credited Michael Blankfort, who had served as a front for Maltz.


Several scholars thus proposed that Maltz injected much of his own paranoia over communist accusations and crafted Broken Arrow as a resistance to McCarthyism.9 For them, the film’s narrative meaning reaches beyond the literal level of Native/white relations and includes parallels between the Cold War and communism.


Author Glenn Frankel offered a similar reading of High Noon (1952). Frankel revealed that screenwriter Carl Foreman, who was summoned to appear before HUAC in 1951, much later admitted to crafting the movie as an allegory to the Hollywood blacklist. Foreman readily identified with Marshal Will Kane (Gary Cooper), who stood up against the story’s gunmen (members of HUAC) and the town’s cowardly citizens (who remained passive or betrayed him like the Hollywood community.) As Foreman explained, “I became that guy. I became the Gary Cooper character.”10 But Maltz never discussed his political beliefs in relation to Broken Arrow, nor did he acknowledge any association with the story’s main character, Thomas Jeffords.


Still other critics have explored Broken Arrow’s theme by treating its Indian characters not allegorically but historically. While I agree that films—especially recent ones—bear some responsibility to respect historical events, movies as an art form reflect the attitudes and themes of an era only by recreating those events and not by documenting the events exactly as they happened.11 For me, then, Broken Arrow emerges as an example of how its creators reshaped history to respond to America’s evolving attitudes toward Native Americans.


Additionally, a few scholars proposed that Broken Arrow reveals a part of Daves’s common theme of a partnership between two heroes. Thus, the film’s heroes, in this case an Apache and a white, become a central dynamic between two protagonists of seemingly incompatible backgrounds and points of views.12 Similar relationships appeared in Daves’s Demetrius and the Gladiators with its former African king and (white) Christian slave; in 3:10 to Yuma with a ruthless outlaw and a local rancher; and with Cowboy’s idealistic tenderfoot and gruff trail boss. In that sense, Broken Arrow isn’t revealing contemporary social trends as much as it is Daves’s own perspective of human relationships.


[image: A photograph depicts a mountain side with a shallow ridge between two peaks. Both peaks are rocky and trees grow along the sides of the mountains.]

Figure 0.1. Eastern view of Dragoon Mountains in southeastern Arizona. Author’s collection.






Broken Arrow was indeed Daves’s idealized version of Indian/white relations as personified by its two leading characters. My book will trace how this relationship began with Elliott Arnold’s novel Blood Brother (1947) then developed into Maltz’s screenplay to eventually become a harbinger of postwar liberal Westerns. I will discuss the movie’s director and its production at Twentieth Century-Fox along with how Broken Arrow’s message of Indian/white tolerance coincided with the government’s effort to control Native peoples by “assimilating” (or colonizing) them into American society. Daves indeed had advocated the postwar concept of an Indian/white “brotherhood,” but for better or worse, his efforts to transform his Native characters into model white citizens would shape Hollywood Westerns for many years.













1 | The Screenwriter and His Front





Albert Maltz’s acclaimed stories of human struggles and his stand against racism were especially timely in a postwar society. But his ongoing membership in the Communist Party drew much suspicion, and before long, he was one of many artists blacklisted by Hollywood. In spite of his political beliefs, the Brooklyn-born screenwriter penned several patriotic World War II–themed movies, and his script for the award-winning short film The House I Live In (1945) featured Frank Sinatra preaching tolerance and understanding to a gang of boys who persecute a neighborhood kid for his Jewish heritage. When producer Julian Blaustein asked Maltz to read Elliott Arnold’s best-selling novel Blood Brother (1947), Maltz valued the opportunity to write a screenplay about his longest-standing human concern—his opposition to racism.1 Both he and Arnold shared the belief that individuals were able to overcome bigotry within their community. Given the possible political fallout of hiring a blacklisted writer, Maltz needed someone to front for his adaptation of Arnold’s novel.


Broken Arrow’s journey to the screen thus involved stealth and secrecy. Maltz was determined to get his message through, that despite inherent differences, Indians and whites can coexist peacefully. Thus, the movie’s portrayal of the friendship between two men of completely different backgrounds—an Apache chief and a former mail scout—would set the story’s tone. The movie’s postwar theme of a universal brotherhood sprang from Arnold’s novel and showed that “men need to seek to understand each other,” an irony not lost on Maltz and his blacklisted colleagues.2 Regardless, everyone agreed that the friendship between Thomas Jeffords and Cochise would remain the story’s central focus.


[image: A photograph of Maltz wearing a suit and holding papers in his left hand. He does not look at the camera.]

Figure 1.1. Albert Maltz, blacklisted screenwriter of Broken Arrow, 1950s. Courtesy of Marc Wanamaker / Bison Archives.






The first challenge was that Blood Brother’s more than five hundred pages had to be condensed to ninety-three minutes of screen time. According to Arnold, the movie had to omit about 90 percent of the novel.3 Jeffords himself did not emerge until about one third into the story, long after Arnold’s lengthy descriptions of Anglo-Apache relations, Mexican/American conflicts, military battles, and Apache ceremonies.4 Arnold traces the growth of Tucson from a small settlement to a prosperous mining town and emphasizes the complex history and harsh life in the Arizona Territory. The author also elaborates on Apache traditions like the trickster tales of coyote and the Puberty Rite or Coming-of-Age Ceremony that celebrate a young girl’s transition to adulthood.


Blood Brother covers nineteen years of Southwest history, from 1855, shortly after whites acquired the land south of the Gila River in what is now Arizona, to 1874, the year Cochise died.5 Initially, the Chiricahua Apache chief Cochise and his band of the Chokonen chose peace between whites and Apaches and broke with Mangas Coloradas, chief of the Mimbreño Apaches, who attempted to drive Mexicans and Americans from ancestral lands. Cochise was able to maintain his agreement honorably until the Army unjustly executed his relatives for a crime they did not commit.6 The novel is divided into five parts or books: “Cochise,” “Jeffords,” “Tucson,” “Blood Brothers,” and “The Final Time.”7 Arnold includes a prelude to the story; the book’s main events, he states, are entirely true.8 The author notes, however, that Jeffords’s Apache wife, Sonseeahray, and the character of Terry Weaver (the American girl who later cares for him) are both invented.9


The novel’s second book picks up with the story of Thomas Jeffords, whose life was animated by wanderlust, drifting from place to place and job to job. Jeffords was born in 1832 in western New York and tried his various skills as a ship’s captain (on the Great Lakes), gold miner, prospector, surveyor, and mail courier. In the late 1860s, he was a superintendent of mails between Tucson and Socorro, New Mexico Territory, and paid his riders well. But the increasing conflicts between whites and Apaches prompted him to approach Cochise on friendly terms to offer a peace agreement.10 Jeffords was a genial fellow who kept to himself and enjoyed an occasional drink or two. He was tall and lanky with a bushy red beard and blue eyes and about thirty-five years old, nearly twenty years younger than the Apache chief. Cochise, on the other hand, was close to six feet tall and well proportioned, with large dark eyes and “a sharp nose that was curved and proud as the beak of an eagle.”11 His long, straight, black hair contained a few silver threads, and his face was painted with red and black streaks. His native language was Chiricahua Apache, but he spoke and understood Spanish as well.12


Despite years of hostility between the Chiricahua and white settlers, Jeffords became Cochise’s friend and won the trust of his tribe. The crux of Arnold’s story occurs when the two men from seemingly incompatible backgrounds symbolically reconcile their differences through a special (and fictitious) “blood brother” ceremony. Jeffords then leads the Civil War hero General Oliver Otis Howard to Cochise’s camp to persuade the Chiricahua to settle on a reservation. Howard, who had lost his arm combating Confederate forces during the Civil War, was known as the “Christian general” because his diplomacy was deeply rooted in his evangelical faith. He was commissioner of the Freedman’s Bureau from 1865 to 1874 and was both founder and president of Howard University, the historically Black college named after him. Howard was a strong advocate of President Grant’s Peace Policy and believed it would encourage Indians to become members of American society. The novel continues with the death of Cochise in 1874.


Arnold was fascinated with Jeffords. “I know of no greater display of courage in the history of the world than this man riding alone into the camp of Cochise,” he said.13 Arnold’s roots were far from Apache country. He was born in 1912 in Brooklyn, New York, coincidentally the same year Arizona became a state. At the young age of fifteen, he plunged into the newspaper business and later attended New York University. His career as a feature writer took off at the New York World-Telegram, but by then, he had already written his first of twenty-five novels and other books. Arnold joined the Army Air Corps in 1942 and fought in the Mediterranean and Pacific, where he rose to captain and received a Bronze Star.14 His military experience would serve as an inspiration for his later novels, including the 1967 best-seller about the Danish Underground, A Night of Watching, which shared with Blood Brother a similar theme of heroes fighting a widespread social prejudice.15


[image: A photograph of Arnold wearing a suit and holding the book, Blood Brother, in both of his loosely clasped hands. He leans against a horizontal wooden beam outside and leans toward the camera.]

Figure 1.2. Elliott Arnold, author of Blood Brother. Courtesy of the University of Arizona Libraries Special Collections.





Arnold credited his Arizonan wife for the idea behind Blood Brother. Unlike her husband, who had an Eastern background, Helen Emmons had roots in the Far West. In 1876, her mother’s parents settled as pioneers in Cochise County, where most of the story of Blood Brother occurs and where she was born in 1919. Arnold met Emmons when he was stationed at Tucson’s Davis-Monthan Army Air Field, and the couple married in 1943.16 When she told her husband about a Cochise/Jeffords story she had read in an Arizona Highways magazine, Arnold was hooked.17 He believed that the peace agreement between two completely different men struck a universal note and became a parable of “how sworn enemies, with understanding, can find a common ground for peace” within a troubled postwar world.18 The author would soon venture into the mountains of southeastern Arizona and convince his wife to leave their Maine home and settle in Tucson, nearly three thousand miles away.19


Blood Brother’s publication was timely. Two years after the book appeared, Twentieth Century-Fox purchased the novel’s worldwide motion picture rights. The idea for Broken Arrow originated when Julian Blaustein left his position as editorial supervisor for David O. Selznick and became an independent producer. Blaustein believed that Blood Brother was “a Western with a point of view” and that its pitch for “the treatment of minorities, in this case some Indians” was long overdue.20 He initially hoped to produce the film independently but ultimately turned to Fox, where studio head Darryl F. Zanuck, vice president of production, liked the script and purchased it.21


Zanuck took a hands-on approach and oversaw every detail of movie making for his studio, including changes to plot and characterization. As Fox screenwriter and producer Nunnally Johnson explained, “There was none of this the-director-takes-charge while Zanuck was making a picture. The director never took charge. Zanuck was in charge.”22 Still, Zanuck’s films were noteworthy for confronting issues of race and prejudice in American society. He had exposed anti-Semitism as early as 1934 in The House of Rothschild and later with Gentleman’s Agreement (1947). Susannah of the Mounties (1939) preached racial harmony vis-à-vis a young Canadian Blackfoot boy and a preadolescent Shirley Temple, and Pinky (1949) explored Southern bigotry though a mixed-race woman (passing for white) and her love for a white doctor. No Way Out (1950) featured Sidney Poitier in a debut performance as a Black doctor who confronts racism when a young white criminal is shot by police and dies under his care. The man’s brother, a raging sociopath (Richard Widmark), accuses the physician of murder and initiates a campaign of vengeance. Despite the movie’s explosive subject matter, Zanuck was determined to tell the story from a Black perspective. “We are going to show the kind of hate the Negro runs up against in his daily life, how he is afraid to walk on certain streets,” he said.23 Broken Arrow would likewise challenge white attitudes toward America’s Native peoples.


[image: A professional portrait photograph of Zanuck. He wears a suit.]

Figure 1.3. Darryl F. Zanuck, vice president of production at Twentieth Century-Fox, 1949. Courtesy of Marc Wanamaker / Bison Archives.





Blaustein and Arnold quickly hit it off. Both apparently saw eye to eye on how to transfer the novel to the screen and agreed completely about the spirit of the picture.24 The producer’s choice to adapt the novel was the blacklisted screenwriter Albert Maltz, whose previous stories of human struggles and his stand against racism coincided with Arnold’s ideals. “I felt that I had attached myself to a movement that was going to bring about human brotherhood and an end to all discrimination in the world,” Maltz said of his beliefs that apparently dovetailed with the author’s theme.25 The screenwriter had already added several patriotic World War II–themed movies to his credits including Fritz Lang’s Cloak and Dagger (1946) along with Delmer Daves’s Destination Tokyo (1943) and Pride of the Marines (1945).


But Blood Brother’s journey to the screen included political accusations and sworn secrecy. Maltz valued the opportunity to write a screenplay on his opposition to racism, but his ongoing membership in the Communist Party remained problematic. In October 1947, HUAC launched its investigation into allegations of communist influence in the motion picture industry, and Maltz emerged as one of the prominent screenwriters and directors known as the Hollywood Ten. When the Ten appeared before the committee, they stonewalled and refused to answer any questions. Maltz reminded the committee of his patriotic movies and his novel The Cross and the Arrow (1944), a story about moral resistance within Nazi Germany that was distributed in a special armed services edition to military members abroad.26 His testimony was to no avail. The refusal of Maltz and other members of the Hollywood Ten to cooperate with the committee prompted Congress to cite them for contempt. In 1950, after a long series of trials and appeals, Maltz was sentenced to a year in prison and a fine of $1,000.27


Regardless of Maltz’s political troubles, Blaustein believed he had good reason to hire the screenwriter. Maltz was distinguished for his modern screenplays, including the gritty melodrama This Gun for Hire (1942) and The Naked City (1948), but his stories were also known for their “high spiritual and humanistic qualities,” their concern for people, and an idealism seldom seen on the screen.28 Those qualities easily coincided with Arnold’s ability to flesh out his characters’ sensibilities. But Maltz’s problems only grew worse when Fox abruptly canceled its plans to film his short novel The Journey of Simon McKeever, a tale of a “spunky septuagenarian” and his hitchhiking search for an arthritis cure.29 The studio gave no apparent reason for its about-face, although anti-communist church groups reportedly had threatened Fox with boycotts and picketing.30 Meanwhile, Maltz had joined the other nine blacklisted artists fighting the committee’s conviction, which the Supreme Court eventually refused to consider.31


With the dark cloud of HUAC hovering over him, Maltz realized he needed a writer to front for his adaptation of Arnold’s novel. Michael Blankfort, a former prison psychologist and Broadway writer, director, and producer, agreed to lend his name and provide revisions.32 Blankfort had drawn on his clinical skills for his screenplay of Blind Alley (1939) and its 1948 remake The Dark Past, both Columbia low-budget thrillers of a kind of cat-and-mouse game between a ruthless killer and his psychologist hostage. He had known Maltz from his days at the Theatre Union, a group in New York City whose dramas about social problems attracted large working-class audiences. Blankfort, aware that his friend had a wife and family to support, secretly signed a contract and engaged Maltz to do the major portion of the work, offering him 90 percent of the $15,000 writer’s fee. Blaustein, meanwhile, was privy to the arrangement and secretly ran Blankfort’s changes by Maltz. Not even Maltz’s agent or anyone in the studio—save for Blaustein—knew of the clandestine arrangement.33 “If this [arrangement] had gotten out,” said author and HUAC historian Larry Ceplair, “it would have killed the careers of both Blankfort and Blaustein.”34


Amid all this behind-the-scenes subterfuge, everyone—from Arnold, Blankfort, and Blaustein to Maltz and Zanuck—agreed that peace and racial tolerance would be central to the picture’s theme. Various theories have proposed that Maltz adapted Blood Brother as a resistance to accusations of communism in Hollywood. But unlike Carl Foreman’s recollections of the postwar communist influence on High Noon, Maltz never discussed Broken Arrow as a parable of Cold War tension nor as an allegory to the Hollywood blacklist. In fact, years earlier, Maltz had criticized his fellow communists for placing politics above art in an article for the Marxist magazine The New Masses. “I have come to believe that the accepted understanding of art as a weapon is not a useful guide, but a straitjacket,” he wrote in 1945, although party members forced him to recant two months later.35


[image: A professional portrait of Blankfort. He wears a suit and glasses and has a mustache.]

Figure 1.4. Michael Blankfort, “front” for Albert Maltz. Courtesy of Marc Wanamaker / Bison Archives.






Maltz had no intention to frame his Blood Brother screenplay as a message film beyond what he and Blaustein agreed to. “I never considered that I was going to try and use films to express my political attitudes,” Maltz attempted to explain years later. “Certainly they reflected attitudes that I had and these were manifested in the way that my characters spoke and what they thought about and so forth.”36 In the foreword to his script, Maltz described Blood Brother only as a historical narrative that should “convey the quality of authenticity present in a documentary.” To that end, his few notes advised that the movie be photographed in the location where the events actually occurred and that Apaches be used in the cast.37


Maltz chose to focus on the Cochise/Jeffords’s relationship and omit the novel’s lengthy background of Chiricahua history and culture. The novel Blood Brother opens with an omniscient narrator’s point of view and provides background into Cochise and his legacy, describing an Apache victory celebration following the successful raid of a Mexican village. Arnold elaborates on details such as the warriors’ regalia and face paint, the music of the women, and the slaughter of animals for the feast. He concludes with a meeting of the Chiricahua in which Cochise proposes to make peace with the Americans. Those warriors who disagree leave the Chiricahua, electing Geronimo as their leader, a version of which appears in the film toward the end.


Maltz’s screenplay reduces the novel’s lengthy time span to two years.38 He shifts the focus from Cochise and instead opens with a flashback told from Jeffords’s point of view. His script highlights the friendship between Jeffords (James Stewart) and Cochise (Jeff Chandler), with historical information secondary to the two men’s relationship. The writer’s 1948 initial draft (also titled Blood Brother) is similar to the final film, which begins with Jeffords’s narration of the events describing how he aided Machogee, a wounded Apache boy. The Chiricahua capture Jeffords but eventually turn him loose with a warning to stay out of Apache country. The Apache continue to kill government mail riders, and Jeffords resolves to make peace with their chief. He enlists Juan, an Apache aide, to teach him their language and lead him to Cochise. But hatred against the Apache runs deep, and Tucson’s citizens, including Jeffords’s young female friend Terry, are dubious of his efforts.39


The lynching scene in the movie was absent from Maltz’s script.40 Studio head Zanuck had already grappled with mob violence and a lynching in the disturbing 1943 Western The Ox-Bow Incident, which featured a Black preacher who sympathized with the white victims. During a conference, Zanuck himself suggested adding a lynching scene to Broken Arrow in which the angry townsfolk would attempt to hang Jeffords until General Howard intervenes.41 The scene prompted a few scholars to interpret the Jeffords character as a metaphor for the screen’s blacklisted writer facing the community’s rejection and to argue that the townspeople emerge as barely disguised communist witch-hunters who target Jeffords as a traitor for befriending the Apache.42 Arguably, Zanuck’s addition served to heighten the story’s tension by creating a sharp divide between the town’s racist citizens and Jeffords’s pro-Indian sympathies.


Angry townsfolk notwithstanding, Broken Arrow minimizes most of the tensions leading to the present conflicts. The immediate concern is for the government mail riders who must travel through Apache country yet seldom return alive. The novel instead traces the growth of anti-Indian attitudes in the Southwest over many years by revealing how white immigration resulted in further encroachment on Apache territory and more atrocities on both sides. Arnold recounts in detail the tragic meeting in 1861 between Cochise and the youthful (and inexperienced) Lieutenant George Bascom, a West Point graduate whose misdirected zeal ignites a decade-long war between the Chiricahua and whites. For years, Cochise had been at peace with Americans and thought that Bascom’s invitation was another attempt at conciliation. But Bascom lures the Apache chief into a trap and falsely accuses him of kidnapping a twelve-year-old boy.43 The Army unjustly hangs Cochise’s relatives and inadvertently launches a war in which no settler—or his livestock—was safe. Jeffords only alludes to these events at a dinner scene in Broken Arrow, thereby reducing nearly a decade of events to minimal dialogue.44


Broken Arrow minimizes the roles of several other characters as it shifts the focus to the Cochise/Jeffords relationship. In Blood Brother, Cochise has two wives (and later a third), but in the movie, only one, Nalikadeya, appears, and members of his family—his brothers (Coyuntura and Juan), two sons (Taza and Naiche), and two daughters (Dash-den-zhoos, and Naithlotonz)—are not seen. The film’s elimination of Cochise’s family thus reduces the tribal nature of Apache culture and spotlights the Cochise/Jeffords relationship as primary.


Significant non–Native American characters are also absent in the film. General Howard’s trusty aide-de-camp, Lieutenant Joseph A. Sladen, who accompanied him on his visit to Cochise, disappears in the movie version.45 Jeffords’s female friend Terry is hardly noticeable; she briefly shows up in a scene at the dinner table swatting flies, but he barely acknowledges her presence. Terry is a recurring character in the novel and pressures Jeffords for years to begin a romantic relationship. Her presence (and constant nagging) detracts from the overall story and Jeffords’s relations with the Apache. Zanuck had suggested adding a scene that would reveal a romantic relationship between Jeffords and Terry, but the film eliminates Terry as a rival to Sonseeahray to instead focus on Apache/white relations.46


The character of General Howard (Basil Ruysdael) remains key to the story’s peace agreement. His Christian ideals support the movie’s message that a harmonious relationship between Apaches and whites—rather than bloody wars—will bring peace to the region. The tall, white-bearded religious crusader has a soft and gentle manner. Nevertheless, Jeffords is at first skeptical of Howard’s missionary zeal until the general explains that his Bible “preaches brotherhood for all of God’s children.” Jeffords, still dubious, questions whether God’s children have to be white. “My Bible says nothing about the pigmentation of the skin,” Howard replies, the movie’s reminder that America’s postwar society embraces all races.47


Additionally, the movie more closely follows Geronimo’s transformation from a loyal warrior to a renegade. Geronimo (Jay Silverheels), a warrior and medicine man from the Bedonkohe band of Chiricahua, breaks from Cochise in Blood Brother’s first book and returns shortly after to face a severe tongue-lashing by his chief. He then fades into the background.48 But Maltz gives Geronimo a more substantial role and moves his departure to much later in the story. In Broken Arrow, Geronimo first appears in the opening sequence when he and the Chiricahua capture and kill several white miners. He is one of two warriors flanking Cochise when Jeffords enters the Apache camp, and he sits beside Jeffords during the Crown Dance. The loyal Apache warrior fights alongside Cochise during a military ambush and boasts of destroying wagons and seizing supplies. But he ultimately defies the peace agreement between General Howard and Cochise by announcing, “I walk away.”49 Only then does Cochise banish him from the tribe. Geronimo’s brusque departure in Broken Arrow would establish an essential theme in 1950s Westerns that “good” Indians accept white peace terms but “bad” (i.e., renegade) Indians do not (see chapter 4).


Blood Brother was a part of the trend toward greater realism in the American Western that resulted in Apaches becoming more recognizable as human beings. The novel’s portrayal of Cochise thus exposes his strengths as well as deep flaws. Once known as a fierce enemy of whites, he emerges as a complex character rather than a noble or fiendish stereotype.50 Arnold’s description of the Apache leader testifies to a certain poise and dignity with a kind of aura; he was “a very tall man and on his horse, larger than any other, his stature was almost heroic.”51 Cochise was both a formidable warrior and an astute negotiator of peace; he held remarkable power over his tribe and could outmaneuver the military’s most skillful leaders. Both Apaches and whites respected his word and knew that he honored “two things more than anything else in men: truth and bravery.”52 So determined was the Apache chief to never break his word that when the US government delayed essential supplies to the reservation and the Chiricahua nearly starved during the cold winter months, Cochise still upheld his side of the agreement.


But the author also depicts a leader who suffers from his own human weaknesses. Cochise, enraged at the betrayal of the US Army for the Bascom affair, vowed to avenge his family’s murder and surrendered himself to violence for more than ten years. Arnold himself describes Cochise as falling into despair and turning into “a living legend of death and horror.”53 The Apache chief summoned his father-in-law, Mangas Coloradas, and the Mimbreño to a war of extermination against all Americans and swore to kill ten white-eyes for every Indian slain.54 His deep-rooted animosity toward Mexicans (they had murdered his father and supplied their government with Apache scalps) drove him to capture his enemies and resort to some of the most gruesome tortures known to his ancestors. Cochise attempted to drown his anger with tiswin (an alcoholic beverage brewed from corn) and physically lashed out at his wives. He had a quick temper and maintained a zero-tolerance policy toward his own warriors by summarily executing those who transgressed.55


Yet behind the warrior’s tough armor existed a hint of vulnerability. The fierce Apache chief, noted for his brutality, liked to carry around his favorite red blanket. Arnold explains how a prominent Arizona cattle rancher had gifted the fine woolen item to the Chiricahua chief and wove his name into it. Cochise would proudly wrap himself in the blanket and was even buried in it.56


The movie Broken Arrow strips Cochise of his flaws (and his red blanket) and replaces them with an aura of honor and valor. Maltz describes him as “greater than other men” who “is bigger in stature than most of the other Apaches.”57 In contrast to the novel’s Apache chief, the movie portrays Cochise as a “victimized saint” who arguably represents more of white culture’s imagination than a complex human being.58
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