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Abstract 
Through images and text, this paper discusses three Hollywood book musicals: On Moonlight Bay from 1952, 
Cover Girl from 1944 and State Fair from 1945. Through ekphrasis, analyses, and a range of sources, I discuss 
how each of these films deals with some formulation and relationship to the heterosexual family unit and the 
process of forming romantic partnerships. The way in which the different films relate to these structures for 
social organization can be understood in terms of a tension between instincts encouraging isolation and 
solidarity with a wider community.  These instincts are shown in these films through mechanisms specific to 
both the technology of film as well as the specific qualities of the musical genre.  
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16 17 Many Hollywood musicals of the 
1940s and 50s, have acquired a 
thick, if not insurmountable, layer of 
dust. In corners of the internet, they 
sit with straining pixels, and images 
which for a new generation of view-
ers, might prompt similar feelings to 
a grandmother’s doilies: lovely and 
ornate, yet old and pointless. This is 
a potential understanding of the three 
central films I discuss in this essay: 
On Moonlight Bay (1952), Cover Girl 
(1944), and State Fair (1945), three 
musicals about various stages of 
romantic partnerships in an idealized 
version of “everyday” life in America. 
These objects, which for many bring 
associations with acute feelings of 
pleasure, strike for others today of 
deceitful fantasy and violent inequali-
ty. Romantic love is the subject of the 
musical film and their images have 
become an illustration of an archetyp-
al (often misogynistic) romantic ideal, 
either cloaking or contained within the 
celebratory feeling which they hope 
to embody.1

 Beyond the potential for so-

Introduction



18 19 communal rejoicing is inherent to the 
musical’s specific version of reality, 
as embodied by the ensemble num-
ber in which open acknowledgement 
of inner feelings, projected outward 
in song. These moments in musicals 
have a sense of intensified present-
ness, with the spirit of the moment 
being projected into the air through 
the voices of a community.  Yet the 
music and joyous outpouring the 
characters engage in towards loved 
ones cannot complete their under-
standing of love. The lyrics of inter-
jections of music into the plot locate 
romantic love in imaginary pasts 
and elsewhere spaces. The songs 
describe love through evocations of 
the indescribable.  In other instanc-
es, the specifics of these films’ plots 
plainly present an encouragement 
of isolating behaviours as neces-
sary to repeating an idealized status 
quo. Music becomes a reminder of a 
larger cultural memory which weighs 
on the individual and pushes them 
away from a broader and more so-
cial image of love. The destiny of 

cio- political opposition to this form of 
entertainment, many interested in film 
might brush aside these films simply 
for their predictability and ease.  Con-
tradictions and tension are most often 
the best places to start in the process 
of analyses, however the denial and 
smoothing over of contradictions of 
everyday life is at the heart of how 
these films operate.2 The films I de-
scribe in this essay all have color 
produced by Technicolor and span 
the era of this color process’s dom-
inance in major hollywood produc-
tions.  Each film employs the lavish 
and bold coloration that is associated 
with technicolor films. The saturated 
and decadent yet distinctive visual 
quality of each filmic world, produced 
through their costuming, sets, and 
cohesion, is as sweet and seductive 
as a three layer wedding cake. 
The tension which does exist then 
within these three films is between 
the potential they present to illustrate 
an extravagant collectivity and their 
contradictory turns towards encour-
aging social isolation. A sense of 



20 21 plot points that address the feelings 
they express tend to deny the feel-
ings attested to. All emotion is fuel for 
coupleness.

 If these three musicals can be 
read as one cohesive story, it is the 
story of courtship, loss and a con-
tinual process amongst the differing 
plots, of two people becoming one. In 
each central romance, the idea of the 
love they hold for the other person is 
further and further abstracted.  In On 
Moonlight Bay we witness courtship 
and the spark of physical desire. Also 
illustrated is the idea of separation in-
tensifying desire through the abstrac-
tion of the object of desire. The force 
that brings the couple together for the 
finale is the epiphany of memory, in 
this case, a father’s memory of his 
youth. When Cover Girl begins, the 
process of bonding which builds into 
a serious relationship has already 
taken place hidden from view.  Here 
we see longing shape into a perma-
nent partnership understood through 

each of the film’s main characters is 
to become a couple.  Each instance 
of rejoicing as a group is filtered and 
predicated by being a part of a ro-
mantic pair.
 The false communion the social 
worlds of these films provide is attest-
ed to by the various points in which 
emotion is denied. The musical form 
holds a convincing claim to its ability 
to convey an outpouring of emotion.  
The relationship between music and 
plot has been used in order to show 
individual lives in relation to larger 
historical and societal forces in post-
modern musicals like Jaques Demy’s 
The Umbrellas of Cherbourg (1964)3. 
This is a potential which is foreshad-
owed by an intertwining of music with 
currents of history and memory in 
films like On Moonlight Bay (1951). 
Yet, it is a potential unrealized in a 
historically truthful or complete way. 
Characters in my examples of the 
hollywood musical may be able to 
relay a release of tension towards 
their romantic interest in song, but 
it is merely a formal release and the 



22 23 erotypical family, we see captivating 
displays of communal solidarity. The 
ending however, repeats the ending 
of all three films: in the last minute 
of each plot, the couples have been 
separated from each other and come 
back together for a final kiss which 
takes place in the final sixty seconds 
of each.
 Today these films, among many 
others, are still being circulated and 
discussed.  Each can be seen for 
free online, either on Youtube or the 
russian equivalent  Odnoklassniki 
(Ok.ru).  Many of the currents which 
I will discuss as being a part of these 
films (through plot or subtextually) are 
repeated and in the act of accessing 
them now through digital platforms. 
One example being the way in which 
new technology in, On Moonlight Bay, 
becomes a mechanism for a return 
to the past. On top of this,the inter-
net generally, and its understanding 
of itself as a community, mirrors the 
musical form.  Both present a prom-
ise of collectivity and empathy with a 
broader segment of the world outside 

the language of destiny. The plot 
is shaped by two epiphanies, both 
which relate to the past.  The first 
epiphanie, that of the love the two 
stars share, is understood through a 
song which abstracts love as physi-
cally and temporally separate, “Long 
Ago and Far Away.”  The second 
repeats the ending of On Moonlight 
Bay, and is the moment in which 
the correct end is secured through a 
sudden intervention of history. The 
past is understood by those two films 
as an intervening and malleable force 
which thwarts the present.  In State 
Fair we find our longing star already 
envisioning her partner in an imag-
ined space just beyond reach. At the 
state fair this space becomes mani-
fest. The film completes the cycle of 
longing and manifestation of an ab-
stract other occuring in all three films. 
In many ways State Fair avoids get-
ting trapped by the past as happens 
in each of the other two films. With 
its setting’s separation from the small 
town which represents a core location 
of the normalized vision of the het-



24 25 satisfying effects.4 A main reason for 
this understanding is the element of 
empathy.  The other style of musical 
film in which the unrelated perfor-
mances of various stars from the 
stage are linked together through a 
loose and simplistic plot does less 
to hold the viewer as a subject in its 
filmic world. This understanding could 
be backed up by the fact that most 
musicals recognizable to a wide audi-
ence from this period today are “book 
musicals” in which the songs are part 
of the plot. The plots and settings are 
emphasized in these films. State Fair, 
Cover Girl and On Moonlight Bay 
are all a part of this now dominant 
style. However something is lost in 
the transition away from the variety 
show mode which descended from 
stage tradition.  The variety show was 
a way of bringing together a diverse 
array of personalities from a range of 
backgrounds.  
 In Sean Griffin’s essay, “The 
Gang’s All Here,” he discusses the 
way the vaudeville style musical as 
a form was a way of getting around 

the individual, but contain sentiments 
in formal aspects (rather obvious 
ones on the internet) which stunt 
collectivity and represent a turn in-
ward. In the comments of “State Fair 
(1945) full movie,” many look back at 
the time the film represents with nos-
talgia, some however, take a position 
of opposition to the conditions of this 
time. These discussions do not build 
but begin and end the moment they 
are posted to Youtube, just as the 
passions stirred and competing forc-
es represented in these three film’s 
are each neutralized by the final kiss 
which puts an end to the tensions of 
these character’s lives.

Musically Integrated,  Racially 
Segregated
 Mainstream thinking about the 
musical film, maintains that the move-
ment made away from variety show 
style reviews of the early sound films, 
towards integrated book musicals is 
a wholesale advance toward more 



26 27 main points regarding how the spe-
cific films I discuss present attitudes 
towards community building. Howev-
er, the physical space in which a film 
is experienced in is a large part of 
how I understand the effect of these 
attitudes. Theaters showing earlier 
forms of vaudeville productions and 
later on movie theaters, illustrate the 
way an artwork directly forms a new 
community and therefore prompts a 
communal experience.
 The introduction of mass en-
tertainment in film came only a few 
decades after the opening of new 
physical spaces for theater in urban 
centers which exposed the stage to a 
working class which had not been a 
part of theater audiences for gener-
ations.5 This democratization of the-
ater gave birth to vaudeville and the 
kinds of shows which foreshadowed 
the early film musicals. The variations 
in the genre, from its inception, must 
be understood from its initial intent to 
entertain a newly broad theater au-
dience. From this point on, the form 
carries a perception of itself as demo-

racial segregation, and exposed audi-
ences to fantiastic non-white perform-
ers, like the Nicolas Brothers.4  The 
book musicals which I write about 
have ways of making the story more 
engaging largely as a way to validate 
an unrealistic, closed off world.  In 
this way the musicals I describe in 
this essay must be understood in 
opposition to the racially integrated 
variety show musicals. Book musicals 
are governed by representations of 
the past and by emphasized implica-
tions of the nuclear family and take 
place within falsely homogeneous 
and closed off communities.  
 The differences in these two 
subgenres of the movie musical are 
another aspect of the ways in which 
the tensions between collectivity and 
anti-solidarity are starkly represented 
by these films. The historical signifi-
cance and uniqueness of the genre 
I write about provides an important 
context for how they interpret the 
themes I discuss. Information about 
where book musicals lie within a wid-
er genre is partially tangential to my 



28 29cratic, because of this origin.
 The racial segregation that is a 
defining feature of these films, does 
not make race a main axis of my 
analysis of three specific films which 
follows.  However the homogenous 
racial makeup of the characters in 
these films is an important remind-
er of the fictions of their portrayals 
of American life. The comradery the 
musical form hopes to embody and in 
many instances, convincingly does, is 
undercut at many levels of its creation 
beginning with its casting of what a 
group of joyous Americans can be 
imagined as. At screenings, upon the 
release of the three film musical films 
which follow, the lights would dark-
en and you would find yourself sur-
rounded by a crowd of strangers and 
friends, a mass of some portion of the 
actual world around you, confront-
ing an exuberant fiction. Today, what 
might appear as a reflection of a past, 
one might suppose to have some kin-
ship with, can shine on an audience 
of one.

Notes:
1. Dyer, Richard. “Straight Acting” 
from The Matter of Images: Essays 
on Representations. London: Rout-
ledge, 2002.
2. Dyer, Richard. “Entertainment and 
Utopia” from Only Entertainment. 
London u.a.: Routledge, 1992
3. Herzog, Amy. Dreams Of Differ-
ence, Songs Of The Same: The Mu-
sical Moment In Film. Minneapolis : 
University Of Minnesota Press, 2010. 
Print.
4. Griffin, Sean. “The Gangs All Here: 
Generic versus Racial Integration in 
the 1940s Musical.” Cinema Journal 
42, no. 1 (2002): 21–45. https://doi.
org/10.1353/cj.2002.0021.
5.  Eva Fischer-Hausdorf, “The Artist, 
as Manager, Producer, and Scene 
Shifter,” in Max Beckmann: The 
World as a Stage, ed. Kunsthalle Bre-
men. New York, NY: Prestel, 2017. 
15-16.
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54 55On Moon-
light Bay 
(1951)
https://
ok.ru/vid-
eo/27217
8481827

In the opening six seconds of the 
1951 film On Moonlight Bay, a family 
of three, in a darkened room watch 
color slides from a projector.6 The 
man stands, operating the machine, 
while the woman and child sit on the 
couch. This is the family’s only ap-
pearance in the film. After the first 
cut, the slides, which show pictur-
esque scenes of American life in a 
small town in the nineteen-teens, fill 
the frame and the slideshow serves 
as the backdrop for the opening cred-
its. When the credits end, the final 
slide, an idyllic baby blue mansion 
with a white fence, begins to move.  
The rest of the film commences from 
within this slide. We are now in the 
image, the projected photograph, our 
new setting. The idyllic scenes being 
remembered by this present day fam-
ily are the backdrop for the implicitly 
remembered events of the film.  The 
narrative which unfolds deals with 
courtship and coming of age during 
the first world war. On Moonlight Bay 
the film, however, is set in 1951.  
 This unnamed family, presum-



56 57ably the descendants carrying on the 
legacy of the family within the film, 
provide a context for the theater audi-
ences of 1951.  “Watch this film as if 
you are gazing at the photo album of 
your own family.” they seem to im-
ply.  There are three versions of this 
film available for free on the website 
Ok.ru., nearly identical despite that 
in one of those three versions the 
film begins with the opening credits. 
These first six seconds are cut.  In 
this version, the projector screen in 
the darkened room the family sits in 
is replaced by the computer screen 
of the new audience this film finds on 
the internet.  The seclusion and dark-
ness in the present day of On Moon-
light Bay’s 1951 is reiterated by the 
one to one relationship of the inter-
net user’s private access to the film 
in 2020. This individual is now able 
to experience the film outside of the 
communal movie theater experience 
the film was intended for.
 Just as films like Grease and 
American Graffiti would fantasize in 
the 1980s about the 1950s as a time 

of innocence and purity before the 
social uprisings of the 1960s7, On 
Moonlight Bay finds its simpler time 
in the 1910s. The film is overzealous 
in its depiction of ‘the simple life’ in 
small town America.  The geographic 
location of the setting is almost never 
mentioned and the film seems deter-
mined to show that this could be any 
American family.  The subtext being 
that this is what family life was like 
for all Americans before the econom-
ic downfall of the great depression 
or the changing role of women and 
general social disruption caused by 
the second world war. The conditions 
of inequality that were present during 
the time in which the film is set, are 
skirted by keeping the plot within the 
boundaries of its family of upper mid-
dle class educated white Americans.
 The title of the film is taken from 
the song, sung by Doris Day and Gor-
don Macrae as the opening credits 
roll.  The song is a popular american 
song published in 1912. On the film’s 
title card the name appears in glossy 
pink and green letters with quotation 



58 59marks, signaling the film title’s ref-
erence to something outside of the 
film. In many ways the film could be 
seen as an adaptation of the song 
itself which also describes a process 
of courtship and nostalgic romance.  
The chorus of the song reads 

We were sailing along, On Moon-
light Bay.  We could hear the voic-
es ringing;/They seemed to say,/ 
‘You have stolen my heart’ / ‘Now 
don’t go ‘way!’/As we sang ‘Love’s 
Old Sweet Song,’/On Moonlight 
Bay  

These lyrics tell the story of a man 
who fails to commit himself to a wom-
an who has fallen in love set to the 
music of the past.  “Love’s old sweet 
song” also takes us further back as 
this is the title of a Victorian parlor 
song from 1884. The many versions 
of this song could make it consid-
ered a part of the “Great American 
Songbook.”  Many of the songs in this 
hypothetical volume originated from 
within the Hollywood Musical produc-
tion process of which On Moonlight 
Bay is a part.  The perception that 

these songs are defined by the sub-
conscious familiarity through which 
many Americans relate to them, sup-
ports the notion that the film which 
unfolds before the eyes of this family, 
is projected by their collective sub-
conscious.
 Music in this film is almost al-
ways positioned in relation to cultural 
memory.  All the instances of singing, 
present songs from the era being re-
membered.  The way the characters 
relate to the music shows the way 
that they relate to the culture at large.  
The characters show their own belief 
systems through the way  that they 
feel about the songs in the film, espe-
cially the title song. This dynamic is 
the foundation on which the love story 
at the films center unfolds.  The song, 
in this way, expresses their emotion 
in relation to each other in the pres-
ent at the same time as they remem-
ber a previous time and understand 
their current situations in the terms of 
a love somewhere else.



60 61At the Fair
On a canoe, in an artificial pond 
(identified by an illuminated sign as 
“Moonlight Bay,”) at the county fair, 
the song wafts over the water.  The 
music is arranged for a barber shop 
quartet, but the sound is coming from 
an unpictured source. William (Gor-
don Macrae) paddles and Marjory’s 
(Doris Day’s) hands are in her lap. 
Going to college has made William 
skeptical of baseball and women, 
distractions “at a time like this, when 
civilization is crumbling beneath our 
feet.”8 He mimics the lyrics as the 
quartet sings, scoffing them out free 
of melody.  When Marjory expresses 
admiration for the song, William is 
forced to prove her wrong by singing 
along with the quartet in full voice: 
The iconic baritone of Gordon Mac-
rae, cloaked unconvincingly in a 
prideful yet patriotic disdain.  
 When Marjory protests his ‘in-
sults’ sighing,“I think it’s beautiful,” 
William’s pretentiousness melts in the 
face of sexual desire.  “Maybe we’d 
better dance, huh?”9 and he turns 

the boat around. The concession he 
makes here, giving up his unconven-
tional feelings towards social and 
political norms in the face of desire, is 
also his overall trajectory throughout 
the film. Bill’s distrust of banks and 
the institution of marriage at the start 
of the film, disqualify him for Marjo-
rie’s hand in the eyes of her banker 
father. In one conversation express-
ing to her father his ideological dislike 
for marriage and the meaningless-
ness of currency, Bill tears a five dol-
lar note given to him by the banker.
 The organization of time and 
space within a fair or carnival, along 
with that of the variety show, fore-
shadow the musical film. Here Mar-
jory and Bill cut from event to event. 
From the canoe, comes a mention 
of the dance, and the dance ap-
pears, the distance between plea-
sures erased. Before we have left 
the dance we are strolling past Son-
ny Jim’s (“Everybody wins at Sonny 
Jim’s”) who holds three balls in one 
hand and is selling an “honest game.” 
With the three balls, a winner knocks 



62 63down each pyramid of milk jugs off 
the three platforms. With a Kewpie 
doll for Marjory at stake, Bill takes 
issue with his defeat in the face of 
Sonny Jim’s well practiced means 
of denying him victory. “He’s a fake, 
just like everything else in this world.”  
The irony of this pronouncement does 
not seem to dawn on any performer. 
Rather than lifting the mask off the 
technicolor soundstage he finds him-
self on, Bill’s anger comes from the 
fact that so far, the date is not going 
well.  What he finds to be fake is the 
romance they had each hoped to find, 
and after going through the motions 
of getting to know one another, the 
scripts they attempted to follow were 
failing him. Although it seems a well 
understood trope, the unfairness of 
the carnival game, no one in these 
films walks away from a stand without 
a prize in hand. The description of the 
game’s contrast with it’s result, mir-
rors that of love’s proclaimed impossi-
bility and plotted inevitability in these 
musicals.
 The devilish Edward G. Rob-

inson looking game salesman, as a 
means of spiting Bill further, offers 
three free throws to Marjory. At first 
she hesitates, so far tonight, she has 
been focussed on being ladylike, her 
demeanor in front of her wooer has 
been guided by a rehearsed repres-
sion.  From the introduction of Mar-
jorie’s character, clad in dirt stained 
baseball clothes, her tomboyishness 
has been a problem taken up by the 
entire family, “I’d like my daughter to 
become a wife, not a second base-
man”10 her father tells his wife. It is 
also implied that the family’s new 
house that opens the film was pur-
chased partially in hopes that a new 
neighborhood might bring about new 
men for Marjory to potentially wed. At 
the fair, when Marjory begins to pitch, 
her face lights up with more excite-
ment than it has at anypoint in her 
night with Bill.  Of course, she knocks 
down the three towers with excited 
ease.  Again the salesman refuses 
them, claiming that they can’t win a 
doll on a free throw.  
 Just as Marjory’s passions are 



64 65excited only by baseball, Bill’s pas-
sions are lit by injustice and he will 
not let the carnival game’s unfairness 
stand. “We let men like you get away 
with little things, before we know 
it you’ve taken away our lives, our 
liberty, and our property.” Bill yells in 
the man’s face as a crowd forms, and 
in a violent turn, he continues, “Men 
like you should be strung up to the 
nearest lamppost by the free men of 
the world before it’s too late!”11  Bill’s 
shocking outburst is shown to be an 
extension of his newly found ideol-
ogy which comes from his college 
studies and his identification with the 
moral questions posed by the great 
war.  His invocation of “Life, liberty, 
and property” (rather than the pursuit 
of happiness) in the face of a seedy 
figure imposing unfair arbitrary rules 
seems to have more to do with 1951 
than the great war. That very same 
year was when the House Un-Amer-
ican Activities Committee (HUAC) 
held televised hearings, reopening in-
vestigations into communist activity in 
Hollywood.  During the hearings 324 

people called to be questioned by 
Joseph Mcarthy were blacklisted and 
prevented from working in Hollywood 
again. The production of On Moon-
light Bay also took place during the 
years in which Ronald Reagan was 
the president of the Screen Actors 
Guild and the union began to require 
all of its members to take an oath of 
loyalty to the United States.12 The 
following year, Doris Day and Reagan 
would star together in the The Win-
ning Team (1952), a film about how 
a baseball star’s career hinged on 
the support of his wife set, tellingly, in 
1908.
 The historical setting which pro-
duced this film is extremely significant 
when discussing the currents within 
the film of notions of community, soli-
darity, and individualism. Red baiting 
became a specific strategy used by 
corporate forces to discourage the 
organization of labour.  It is significant 
to understanding the specific ways in 
which the communal joy expressed in 
the musical films I discuss is filtered 
through the lens of the nuclear family. 



66 67The emphasis on this form of social 
organization, rather than those forms 
like the union which cross wider axes 
of community, is explained by his-
torical conditions surrounding their 
production. Ronald Regan haunts 
the production of On Moonlight Bay 
as the leader of a group organized 
around labour while promoting an-
ti-socialisation and would go on to 
become a president who directly 
opposed unionization and dismissed 
thousands of striking air traffic con-
trollers in 1981.13

 It is also important to note that 
the seedy and red-coded carnival 
barker is the only character who is 
portrayed as truly mean spirited. 
Marjory’s father may be stubborn and 
her brother is a troublemaker, but at 
heart these characters are extensions 
of their overwhelmingly good natured 
small town setting. This outsider, 
however, receives no empathy. The 
carnival, which is a source of plea-
sure for the members of this small 
town, is likened more to a city with 
it’s crowds and the sense of corrup-

tion embodied by the salesman. The 
salesman who, under the literal threat 
of hanging by Bill and an army of 
“Free men,” gives them the Kewpie 
doll. 
 Later in the film, when Bill has 
left for college, Marjory sings to the 
nude and smiling Kewpie doll, asking 
it, “Tell me why nights are lonesome? 
Why are the days blue?” The image 
of the prize won at a carnival on a 
first date is a recurring one through-
out 20th century fiction and the ro-
mance genre in particular. In the 2011 
short story “Going For a Beer” , me-
ta-fictionalist author Robert Coover, 
who often reinterprets hollywood plots 
to offer a destabilized sense of time 
and reality in stories like “Treatments” 
and “The Phantom of the Movie Pal-
ace,” tells the story of one man’s life 
in one long and frantic paragraph.14  
He uses the image of the Kewpie doll 
as a recurring prop in the story of a 
man’s life that is hurtling past him 
towards death too quickly for him to 
understand.  In the first sentence, he 
is at a bar, where he meets a woman 



68 69whose apartment is “full of Kewpie 
dolls, the sort won at carnivals, and 
they made a date, as he recalls, to go 
to one. Where she wins another—she 
has a knack for it.”15 In the story, no 
event is fully described and each is 
over before it has begun.

Maybe he should take her back to 
the carnival, he thinks, where she 
wins another Kewpie doll (this is 
at least their second date, maybe 
their fourth), and this time they 
go for a romantic nightcap at the 
bar where they first met. Where a 
brawny dude starts hassling her. 
He intervenes and she turns up at 
his hospital bed, bringing him one 
of her Kewpie dolls to keep him 
company. 16

In the doll’s next mention they are 
getting married, “During the ceremo-
ny, they both carry Kewpie dolls that 
probably have some barely hidden 
significance, and indeed do.”17  Final-
ly, at the end of the man’s short life 
he cheats on his wife and when he 
returns home, “he finds all the Kewpie 
dolls, which were put on a shelf when 

the babies started coming, now scat-
tered about the apartment, beheaded 
and with their limbs amputated.”10 
 In Coover’s story, time itself is 
the main character. It bounds forward 
and threatens to leave the objects of 
the physical world behind and finally, 
it does. Though it is intensified by the 
narrator’s rapid pace, “Going For a 
Beer” mimics, in form, On Moonlight 
Bay and other love story centered 
films which show episodes involving a 
central pair over time such as Scenes 
From a Marriage (1973) or When 
Harry Met Sally (1989).  In On Moon-
light Bay, opposed to these other ex-
amples, the strategy of dropping in on 
a set of characters over the course of 
a number of years is not a means of 
seeing the interactions of the central 
lovers, enduring in multiple periods of 
their lives. The love of Bill and Marjo-
ry is predestined and the audience’s 
presumed wish for the two to ulti-
mately be together is fueled as much 
by their time apart as their interac-
tions. For Marjory the Kewpie doll 
becomes a stand in for Bill, forever 



70 71idealized and smiley with a shiny blue 
bow tied over his round stomach. The 
symbol remains static and pushes the 
narrative towards the ultimate satis-
faction of Marjory and Bill once again 
joining together.  Coover’s Kewpie 
doll is also sentimental (or perhaps 
falsely sentimental) and an extension 
of a previous time in someone’s life 
with another person, but the connec-
tion that it illustrates is tortured by the 
passage of time rather than intensi-
fied by it.  The fleeting nature of the 
moments two lovers share together 
is often romanticized as a force that 
drives longing and specialness, yet 
here it is the precursor to each indi-
vidual’s ultimate fate, death.
 The courtship which Coover 
describes is easy to understand al-
though it is hardly described, because 
it follows a pattern seen as typical 
for how two people might get togeth-
er (at least for an audience familiar 
with romantic fictions of pop culture).  
Winning a prize at the carnival on 
the path towards partnership occurs 
in the story and in On Moonlight Bay 

as well as in State Fair, which could 
be seen as an origin to this particular 
trope.  In this way “Going For a Beer” 
could be seen as a commentary on 
the process of how heterosexual 
courtship is framed by narrative em-
phasizing loneliness. 
 

Finally
 The end of the film resolves in 
grand epiphany.  Bill is home from 
military service only until the next 
train departs.  As Marjorie walks Wil-
liam to the fence, hopeless that her 
parents will ever approve, her mother 
and father sit down on the stairs so 
her mother can remind her father that 
in fact,  he too distrusted the institu-
tion of marriage during their courtship 
so many years ago.  Moments later 
a rock shatters the glass of the front 
door.  Marjorie’s little brother wields a 
slingshot, however upon his imminent 
reprimands his father soon learns 
that it is not his son’s weapon but his 
own, confiscated from him as a boy 



72 73by a neighbor whose chicken was 
murdered by the now disciplinarian 
as a child.  This revelation, set to the 
film’s theme, reminds the patriarch of 
the restorative power of time, memo-
ry, and the generational exchange of 
familial relations.  But on top of this, 
the presence of the music (the theme 
and the title song scoring the scene) 
makes a connection and finalizes an 
association between a familial and 
personal remembering with that of a 
distinctly cultural memory.
 All these forces however, seem 
to be driving toward the same result. 
In remembering his youthful replica-
tion of Bill’s rebelliousness, Marjory’s 
father realizes the neutralizing effect 
of the heterosexual romantic institu-
tions to any threat against the status 
quo. He knows still, Bill is a border-
line anarchist in his proclamations 
of the emptiness of paper money. 
However, this father’s past reminds 
him that the conventions of familial 
organization directly oppose the kinds 
of social interactions that would lead 
to action against his beloved institu-

tions. 
 As Marjory comes down the 
stairs, her father calls Bill’s family 
across the street to give his blessing 
and the two lovers emerge from their 
houses and run towards each other 
and catch each other in the middle 
of the street in order to complete the 
film. “The End”  appears over the two 
mansions and the dwarfed pair, in-
distinguishable in embrace, between 
their homes. This final embrace is 
a predetermined outcome and has 
been self-evident since the film’s 
premise was established. This em-
brace ends all threads of the film as 
nothing remains beyond this point. 
In “Going For a Beer”, death is the 
ending which life skips forward, hur-
tling towards. In On Moonlight Bay 
this final embrace occupies the same 
position, a kind of death, marked by 
the physical and bodily signals of a 
happy ending. Time, which animates 
the events of the film, is not given 
meaning by a sense of mortality but 
instead is made understood only 
through heterosexuality and its inevi-



74 75table triumph. Notes
6. On Moonlight Bay. Ok.ru. Classic 
Movies Kristine Rose, 2017. https://
ok.ru/video/272178481827.
7. Dika, Vera. Recycled Culture in 
Contemporary Art and Film: the Uses 
of Nostalgia. Cambridge: Cambridge 
University Press, 2005.
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Movies Kristine Rose, 2017. https://
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9. Ibid
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14. Coover, Robert: “GOING FOR A 
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100 101Cover Girl 
(1944)
https://
ok.ru/vid-
eo/68346
2167280

The social dynamics in the film On 
Moonlight Bay are an illustration of 
the bourgeois family structure. This 
is a structure which would be crys-
talized and promoted not in the era 
the film is set, but when the film was 
made. Cover Girl (1944) was pro-
duced in relationship to a condition 
of a very different historical moment 
just seven years previous. Its period 
provokes significant differences in the 
film’s way of grappling with politics, 
while also helping to crystalize the 
consistencies between the two films 
when it comes to how they depict the 
function of familial memory and ro-
mantic love.
 Cover Girl was produced during 
the height of World War II and takes 
place in its own time. It was a pe-
riod in which the challenges posed 
by facism abroad brought about a 
sense of solidarity amongst many 
Americans. A diminished labour force 
due to the war effort during this pe-
riod, also led to the promotion of the 
dignity of work. Gene Kelly plays 
Danny, and the fellow performers at 



102 103his struggling Brooklyn night club, 
“Danny’s” are the main characters 
of the film.18 The premise of the film 
concerns a competition to be “Vani-
ty’s Golden Wedding Girl” posed on 
the cover of the fashion magazine as 
a bride to be. The competition has 
the dancers at Danny’s buzzing, all 
of whom are working class and des-
perate to make it big.  Danny hopes 
a star of his show and close friend, 
Dusty played by Rita Hayworth, will 
not audition for the competition, pre-
dominantly because he is in love with 
her.  She explains to him “I get so 
tired Danny, this way it takes so long 
before you get anywhere. If you can 
get there quicker why shouldn’t you?” 
Danny responds, “ You gotta work 
for what you get, You’re gonna be a 
great star, but you gotta get there on 
your feet not your face.”19 The histor-
ical importance of these attitudes is 
made plain in a song the third mem-
ber in the films main trio of friends, 
the comic relief provider Genius, 
performs for the night club in the next 
scene. Addressing the food rationing 

and shortages caused by the war, he 
sings, “Who cares if carrots are few?/ 
I’ll feed myself on artichokes/until that 
Nazi Party chokes/ So long as they 
don’t ration/ my passion for you!”20

 Along with respecting the value 
of work Cover Girl also significantly 
creates a kind of alternative family 
which operates outside of the nuclear 
family. The three friends are aligned 
along the lines of their field, but also 
by their mutual economic struggle. As 
a group they engage in various tradi-
tions unlinked from the heterotypical 
family. They go to a small diner ev-
ery night after shows to eat oysters 
together, hoping to one day find a 
pearl. This pearl comes to represent 
a striving for wealth, but one that is 
seperate from the lottery win type 
event that would be brought about 
by the competition Dusty enters, 
which would change drastically the 
conditions of their lives completely. 
Once we have witnessed their pearl 
ritual take place (once again they are 
pearl-less), the three friends break 
into a song which also represents 



104 105their outlook on life and the continual 
striving to improve it.  
 They leave the diner and dance 
through the streets singing “Make 
Way For Tomorrow.” Music here is 
not an embodiment of a distant past 
and a tool for the repetition of a famil-
ial practices inspired by the actions 
of previous generations, as with the 
songs in On Moonlight Bay. However 
this practice of the trio is similarly a 
repeating one. Their celebration in 
song (along with their oyster opening) 
is rather, a personal ritual which is 
centered around changing their cur-
rent situation rather than maintaining 
an abstract past. Though make way 
for tomorrow is not a large ensemble 
number and is sung only by the three 
leads, It employs a similar sense of 
empowerment. In dancing through 
the streets and using the mailboxes 
and and stoops of the sidewalk for 
the scene of their eccentric move-
ments they embue the ordinary props 
of the masses with a sense of imagi-
native action.
 The poetic clarity of the mas-

terful lyrics of Jerome Kern make the 
differences between how characters 
interact within separate relationships 
transparent. The title of the song the 
three friends sing together encapsu-
lates the sense of futurity they con-
duct themselves with. As a group they 
look to “tomorrow”.  This song draws 
stark contrast with the dynamic be-
tween Danny and Dusty in their duet, 
sung to each other when they are 
alone.  The moment when the epiph-
any of the love they share rushes to 
the surface through song gives rise to 
the theme: “Long Ago and Far Away.” 
This phrase places the desire for love 
in the past and in a fantasy space, 
much like the musical form itself. 
After which the lyrics continue, “Long 
ago and far away/ I dreamed a dream 
one day/ the dream I dreamed is here 
beside me...Just one look and then 
I knew/ that all I longed for long ago 
was you.”21  Again, the idea of love 
is present but rooted in a space of 
memory.  The moment that feels most 
like love is the moment in which the 
past feelings of two people culminate 



106 107in the present, and personal histories 
come together in present revelation. 
As the film proceeds, challenges will 
separate the two lovers, however this 
song renders the relationship with a 
sense of destiny. There can never be 
any actual question as to their mutual 
fate for the half of the film after they 
sing these words to each other.
 Despite many instances of 
progressive thinking and solidarity 
between characters expressed in 
Cover Girl the driving force of the film 
which makes its elements click into 
place and provides explanation for it’s 
least believable plot points is roman-
tic love. The core of this ideal, as 
described by the song “Long Ago And 
Far Away” is a notion that is predomi-
nantly mysterious, indescribable, and 
out of reach. Love, in the moments of 
looking to the future like in the song 
“Make Way for Tomorrow,” is not what 
her ambition is striving for. But the 
finality of the end of tension between 
Dusty and Danny gives credibility to 
this end. Love is not, but in fact re-
places, what Dusty and Danny are 

striving to achieve. It is not embodied 
by their time together, but by their 
longing for an unknowable fate. Once 
that end is achieved, the film is al-
ready over.

A Generational Doubling
Dusty, of course, wins the competition 
to be the cover girl. She wins due to 
the fact that the wealthy owner of the 
magazine finds that she looks exactly 
like his first love, a stage performer 
he was engaged to as a youth who 
turns out to be Dusty’s grandma (also 
played by Rita Hayworth in flash-
back scenes.)  That engagement was 
broken off when Dusty’s grandma 
left him for a poor piano player she 
worked with.  This is Dusty’s current 
situation exactly.  She is in love with 
Gene Kelly (her piano player) and 
being courted by a wealthy young 
theater owner.  
 In Cover Girl, as a way to add 
a complicating element to the plot, 
there are essentially two identical 
stories which are taking place simul-



108 109taneously across generations. The 
wealthy magazine owner first sees 
Dusty at the aforementioned perfor-
mance.  To him there is no difference 
between her and her grandmother, 
who he thinks he sees.  This is his 
perception yet it is also physically true 
as in the film there is no difference 
in the two characters.  One element 
close to a difference is that when the 
film opens, Dusty has no acclaim. 
Dusty’s Grandmother however was 
apparently a star, her wealthy admir-
er saved a color reproduction of her 
image from when she was a star of 
the stage.  When he meets Dusty, 
her granddaughter, it is because of 
his understanding of her as the same 
woman, that he makes the choice to 
put her on the cover of his magazine. 
Through this action, she becomes a 
star of the stage just as her grand-
mother was.  In essence, the mag-
azine owner’s false identification of 
her begins the process of making her 
into her grandmother more complete-
ly, in both appearance as well as life 
trajectory. It is also through her new 

wealthy associations she begins to be 
courted by a young but also wealthy 
man and is tempted by a life of ease.
 In the first half of the film be-
fore these events have taken place, 
the flashback scenes about Dusty’s 
Grandmother are all simply musical 
numbers taking place on a stage. The 
placement of these scenes is rather 
abrupt, and seem to primarily func-
tion as a way to double Hayworth’s 
screen time. While referencing songs 
from an older generation’s youth, as 
we saw in On Moonlight Bay, the nos-
talgic sensibility is altered by contex-
tualizing these songs in comparison 
with the music in the film’s present 
day. 
 The only mention of a death 
of any pictured characters in all the 
central films discussed here is that of 
Dusty’s grandmother.  Dusty reveals, 
when she is brought into the mag-
azine owner’s office, that she is not 
her grandmother and that her grand-
mother passed away a few years 
back. He briefly reflects on the lost 
time of his life as his first guess was 



110 111that Dusty was her daughter.  The 
wealthy man’s momentary sadness is 
immediately relieved by the vision of 
the exact person he mourns standing 
before him. 
 In this and in other cases in the 
three films described in this essay, 
the magical distance from reality is 
not due to any differences in setting 
from the relations of our lives but in  
romantic usage of memory and time. 
For the magazine owner, it is this bi-
zarre twist of his memory of a person 
which denies him an ability to mourn. 
Part of the ease of life that the utopia 
of a musical space presents amounts 
to a denial of certain emotions and 
ability to process before tensions are 
resolved. 

 In the finale, Dusty walks down 
the aisle towards the man (a wealthy 
theater owner) now offering her a life 
of ease. A pearl is placed in her hand. 
She begins to cry and the scene cuts 
to a flashback of her grandmother 
walking down the aisle in the same 
situation. The idea of her grand-

mother gets to Dusty, she is deter-
mined to have the same happy life 
her grandmother did after leaving her 
groom to be at the altar. “It wouldn’t 
even be nice if I got married to you 
with this pearl in your hand!”22  In the 
last moment, with this pearl, it is ma-
terial evidence of a life of dreaming to 
be somewhere else that keeps Dusty 
in that same situation. As in Moonlight 
Bay’s finale, the moment of resolution 
of the film, is when memory and the 
past sweeps in at the last moment to 
guide the characters down the correct 
path which is also the path of their 
familial forebears. Her last words be-
fore leaving her husband to be at the 
altar are “My grandmother had such a 
happy life.”23  She is determined to re-
peat the same ending that her grand-
mother had and the story of the film 
comes around fully to being a replica-
tion of the film’s previous generation.  
 The rejection of a wealthy suitor 
providing access to bourgeois soci-
ety could be seen as a mild critique 
of capitalism.  Films with these plot 
elements from the same time period 



112 113like Holiday (1938) have even been 
called leftist films by some.24 In the 
case of Cover Girl, these currents are 
obscured by the address of each ma-
terial concerned being filtered through 
magical understandings of romantic 
love.
 Dusty runs to the bar and when 
she opens the door the wind is blow-
ing her wedding dress and orange 
hair towards Gene Kelly.  They walk 
towards each other with ballerina 
steps and fold into each other’s arms.

Notes:
18.  Cover Girl. Ok.ru. Classic Mov-
ie Vault, 2018. https://ok.ru/vid-
eo/683462167280.
19. Ibid
20. Ibid
21. Ibid
22. Ibid
23. Ibid
24. “LEFTIST FILMS – Movie List.” 
MUBI, November 2009. https://mubi.
com/lists/leftist-films.
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138 139State Fair 
(1945)
https://
www.you-
tube.com/
watch?v=c-
Mtuq3xX-
6eY

State Fair is the 1945 musical adap-
tation of an earlier 1933 film, State 
Fair.  The adaptation is the only mu-
sical that the famous partners Rog-
ers and Hammerstien wrote for the 
screen explicitly. Rogers and Ham-
merstien were a writing team known 
for stage plays like Oklahoma!, which 
was significant for the fact that each 
song was an integral part of the plot 
in a way that maintained the story’s 
dramatic effect. With State Fair, what 
had been a rather straightfoward 
black and white drama with a rural 
setting in 1933 became a brightly 
colored musical extravaganza in this 
1945 adaptation.
 State Fair is set in the present 
day and follows a family that goes to 
the state fair.13 It is a chance for each 
member of the family to engage with 
a wider social group and break up the 
monotony of their lives as farmers in 
small town America. Both of the two 
children are already involved in rela-
tionships when they go to the fair and 
both end up finding new love.When 
the film begins the family is in the 



140 141heat of preparations for the fair, and 
as they work, they boast in unison, 
“Its dollars to donuts that our state 
fair is the greatest state fair in our 
state.”25 Upstairs, Margy is supposed 
to be packing, yet all she has been 
doing lately is sitting around, mop-
ing.  A signed picture of a four eyed 
gentleman named Harry lets us in on 
a possible reason.  As she sits in the 
frame of her bedroom window gazing 
into the air, the ruffles on her white 
blouse match her wavy hair and the 
decorative window sash surrounding 
her.  Margy sings, making it clear to 
the audience what she fails to see 
awaits her at the film’s titular location, 

“I keep wishing I was somewhere 
else, walking down a strange new 
street, hearing words I have nev-
er heard, from a man I have yet to 
meet.” 26

In the next scene when the man who 
hopes to marry Margy is introduced 
we grow in concern for her, as he has 
already planned out their lives togeth-
er and the farm which they will run 
once they are wed.  She becomes 

so distraught she is forced to reprise 
her melancholic melody with sarcasm 
and spite, “in our ultra-modern sci-
entific farm.  We’ll live in a stream-
lined heaven, and waste no time on 
charm.”27  Although Margy mouths 
off at Harry in musical form, when he 
asks what’s wrong, Margy seems re-
signed to the idea that she will marry 
him. 
 In Margy’s song “It Might as 
Well be Spring” and it’s reprise she 
expresses her melancholy and dis-
satisfaction with the state of her situ-
ation.  In one instance she longs for a 
complete change in place and in the 
relations in her current life. In the next 
instant she grows angry and rejects 
the idea of positive progress and the 
future implied by new technologies 
that Harry presents to her.  Margy’s 
progression throughout the film is 
helped only by her longing. Her long-
ing in the windowsill manifests itself 
in the reporter Pat who she will later 
meet. The longing taken up by Margy 
as well as On Moonlight Bay’s Mar-
jory, against the unfair positions they 



142 143are put in, is the only agency they 
have against larger systemic injus-
tices they face. It is clear that Harry 
sees Margy as another object in his 
prefabricated future that he imagines 
for them along with futuristic linoleum 
flooring and electric cow milking.  It is 
also clear that this is how Margy sees 
it as well and yet she is powerless 
and does not even raise the issue.
 The attitude towards love and 
romance in this story, once the family 
has arrived at the fair, can be charac-
terized by the film’s central song “Isn’t 
it Kinda Fun” in which Margy’s brother 
Wayne muses,  “maybe you’re not a 
girl to have and to hold, maybe I’m 
not a boy who would stay, but isn’t 
it kind of fun carousing around the 
town, dancing the night away?,” a 
declaration with a surprising sense 
of presentness and frivolity. The cen-
tral problem raised in the song “On 
Moonlight Bay” (that being “You have 
stolen her heart/Now don’t go away”- 
a premise which attaches the tradition 
of romance to monogamous respon-
sibility) has already been addressed 

and discarded as a non issue by 
State Fair.  Through a coincidental 
seat swapping on the car of a roller-
coaster, Margy meets her love inter-
est Pat.  He is attending the fair as a 
reporter, an occupation characterized 
by attentiveness to the present and 
preserving a record of the past.  He 
stands in opposition to Harry, the 
imaginative, future thinking, good guy.
This idea is embodied again by an-
other musical number which engag-
es the entire cast.  During the song 
“It’s a Grand Night for Singing” small 
town boy Wayne gets his chance to 
dance with the stage performer he 
is falling for.  They sway together in 
the center of the frame and as they 
move through the crowd, dozens of 
couples swaying in the exact same 
position move through the middle 
ground just behind them.  The vocal-
ist with the band begins the opening 
verse of the song as the crowd of 
pairs looking up at him line the bot-
tom of the frame.  He motions for the 
crowd to join and they all sing as a 
dolly moves through the crowd. The 



144 145crowd is entirely in pairs, each person 
singing whole-heartedly. “The earth is 
a glow, and to add to the show, I think 
I am falling in love.” Wayne sponta-
neously takes the next verse, singing 
to his partner from the dancefloor. 
When the chorus returns, rather than 
pan through the crowd once again the 
camera flies away from the dance-
floor. A couple sings to each other 
while spinning on a carousel holding 
hands and swinging their arms to 
the music. Another couple rock their 
heads in tandem as they glide on a 
gondola ride. In a third shot, Margy 
flys through the air in a spinning air-
plane ride, the arm of her new love 
around her. This scene engages in 
collectivity in a way that the musical 
form has such an immense potential 
for. Once again, music is a way of 
connecting an individual situation with 
a larger social network. As the song 
lyrics say however, the impetus for 
this moment is spontaneous and the 
reasoning is just that it is “kinda fun.”  
This scene demonstrates how the 
technology of film was changing the 

production of entertainment specta-
cles, and how Rodgers and Hammer-
stein were utilizing montage.  The 
effect of this group number is distinct 
to film’s possibilities as opposed to 
those of the stage. First “It’s a Grand 
Night For Singing” leaves the dance 
floor and the stage on which it was 
being performed in a crane shot 
which shows the audience of couples 
becoming one mass crowd of sway-
ing figures.  The film cuts directly to 
different couples on rides geograph-
ically spread out throughout the fair, 
each pair joining in on the same 
song. This impossible sense of space 
is able to convincingly unite an en-
tire community with one group feel-
ing embodied in music.  In a stage 
production, in such a number, the 
audience would necessarily be able 
to see every performer taking part in 
the music all at once. The audience 
therefore would witness how these 
different pairs swept up by group 
emotion are physically interacting in 
relationship to the other members of 
the group. In the film version we see 



146 147how the music is interpreted through 
the performance of each isolated 
couple, but still experience the same 
energy of an ensemble which helps 
to convince us of the force with which 
one idea is carried through a popula-
tion. This change makes the scene all 
the more invigorating though also, im-
bues the action with an unreal sense 
of space. Today this bit of technolog-
ical abstraction inherent to film has 
extended beyond a magical under-
standing of space in musicals like this 
one. When the film form is compared 
with predecessors in theater, its tech-
nological elements can be used either 
to bring people together across physi-
cal spaces within a fiction or to seper-
ate people into individual frames, 
waging the stakes of their freedom on 
individuality. The view of this scene 
from a laptop and the decline of com-
munal viewership of film, bolsters the 
changing role of community with each 
advent of new technology.
 When Wayne and his partner, 
played by Vivian Blaine, are singing 
to each other on the dancefloor in the 

same scene, their framing as a pair is 
also unique to a quality of film. They 
stand holding each other and dance 
through the crowd of couples on the 
densely packed dance floor. These 
other couples become the moving 
background for the interactions be-
tween the two stars. What, from a 
distance, might look like a mess of 
disconnected movement, becomes 
a sort of endless repeating pattern, 
a nebula of units of two which can 
all be understood through the most 
visible two in the center of the frame. 
They are all backgrounds but singing 
in unison with the subjects and there-
fore equated to the stars’ experience.
 In the finale, the fair is over, and 
the characters must resolve the ten-
sions of the film in the house where 
the story began. Margy is separated 
from Pat until the final moment when 
she hears his voice on the phone and 
goes running outside to meet him 
at the road where they share a final 
kiss.  Yet in the final song which is a 
similar group number of the fair itself, 
her brother is kissing and holding 



148 149his former girlfriend who was hardly 
shown at the beginning of the film.  
The love of his life he met at the fair 
who occupied half of the fair scenes 
is now assumed to be totally forgot-
ten. Love, when compared to that 
of the other examples, is allowed a 
fuller freedom beyond simply musical 
freedom, but is only extended to the 
brother’s plotline and not his sister’s.  
The idyllic space of this government 
issued carnivalesque love fest offers 
a vision of love more in touch with the 
present. Yet the warmth and solidarity 
of the attendees of the state fair can 
only be accessed through conformity 
and the pairs they strive to become. 
It is not an ideal that is worked on, 
but worked towards as a false end to 
forces that are ever-changing.

Politics of the Everyday
 On the internet platforms I have 
briefly discussed, these feature films 
exist amongst thousands of others 
and endless content beyond them 
reaching in every direction.  Tracking 
the ideas and greater ideologies they 
point to even as their days as popular 
culture may be long over becomes 
even more important with their new 
found availability under new condi-
tions. Each of the ideological posi-
tions expressed formally or directly 
by the characters within On Moonlight 
Bay, Cover Girl, and State Fair are 
ultimately filtered through the ten-
sions of a striving for romantic love. 
Even the pearl which, in Cover Girl, 
became a symbol for the joy of life 
coupled with an anxiety over econom-
ic instability, by the finally became a 
symbol of a fatalistic attraction to the 
completeness promised falsely by a 
vague and lovely notion. 
 Of course, it is unsurprising 
the sense of falseness and nostalgia 



150 151applied to love in these films.  This 
is likely what one would expect from 
these objects. However these alienat-
ing effects are also contained with a 
form that points to an intense poten-
tial for the building of social solidarity 
and communal joy as a guiding force 
in life. This is a potential which can 
even come across in their internet 
iterations, despite the fact that what 
was created to be experienced in 
a group setting is now largely con-
sumed in private. Many of the forms 
of entertainment which have originat-
ed since the American understanding 
of art creation which privilege the 
individual experience and psyche 
above all else, have been organized 
likewise. The internet has given us 
the opportunity to expand our under-
standing of community and its rela-
tionship to creative expression. De-
spite this, to a large degree, we have 
not broken through the fear of ano-
nymity which dominated modernist 
art criticism28 and has only intensified 
with the rise of social media. Even 
mainstream institutions today are 

willing to acknowledge the failure of 
ideas like the nuclear family. We must 
find forms of creative expression with 
which to convey new understandings 
of our social worlds that have the 
potential to show these changes as a 
way of accessing greater and wider 
solidarity rather than individualism.
 In these films characters look 
to the past and ignite surreal epiph-
anies. The present and past are cut 
together and exist side by side. I 
have discussed the ways this gesture 
is often in service of replicating an 
abstract and isolating vision of het-
erosexual romance. Today the past 
and the present forms of temporal 
entertainment exist literally side by 
side as they would in a museum. In 
the case of the films sampled in this 
essay, their new existence need not 
reduce them to images of less wel-
coming social worlds of the past. 
Instead the formal aspects of works 
produced in material conditions of the 
past still hold their formal potential. In 
this case that potential is to build sol-
idarity along whimsical lines that can 



152 153continue to expand beyond a final 
embrace and “The End” title card.

Notes
25. State Fair (1945) Full Movie. You-
Tube. Vivian Blain, 2014. https://www.
youtube.com/watch?v=cMtuq3xX-
6eY&t=2593s.
26. Ibid
27. Ibid
28. Serge Guilbaut, “The New Adven-
tures of the Avant Garde in America,” 
in Parachute: The Anthology [Vol. 
I], ed. Chantal Pontbriand (Quebec: 
JRP, 2012), 54-55.
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