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TAPE NUMBER: I, SIDE ONE 

DECEMBER 21, 1990 

CEPLAIR: Why don't you start by just telling me your 

biography, where you were born, etc. 

DAVENPORT: Okay. I was born Mary Louise Davenport in a 

small town called Cucamonga, in California. My father 

[Milton Davenport] was a rancher. My mother [Nelle Hunt 

Davenport] was from the South, from Tennessee. I was born 

in 1918, and I had a brother, a younger brother [William 

Davenport]. We lived on the orange grove that was my 

dad's. I went to school in-- Then we moved to Ontario, 

California. I went to school there, high school and 

[Chaffey] Junior College. My mother and father were 

separated and divorced in the middle of the Depression, 

1935. 

My father maintained the orange grove, but he had to 

take another job, and it was a very trying time for farmers 

during the Depression. The Davenports had come to 

Claremont, California, to settle there and help make a 

college which would be like Yale University on the East 

Coast. And these were Congregationalists, which means 

Puritan. [laughter] So this is the kind of background, 

from that family. They had come from the East. In New 

York, Davenports were an old family from England--from New 

York, across the lakes and to Wisconsin, and then probably 
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by the first train from Wisconsin to California. So they 

were early settlers there and were well known. 

My mother was also from a farming family in west 

Tennessee. So that's my background. Very Protestant. 

CEPLAIR: Were you raised very religiously? 

DAVENPORT: No, although my parents had been raised 

religiously. Very. But it didn't hold over. We went to 

Sunday school, but it was not a very terribly religious 

family. I realize that there were certain cultural things 

that were very typical of that kind of family, a kind of 

puritanical background. 

CEPLAIR: Were they Republicans? Were they conservative? 

DAVENPORT: My father was, as most farmers-- I've never met 

a farmer or a rancher who wasn't very conservative. My 

mother was in a very southern sense. However, as the years 

went by, she became-- She was a completely self-educated 

woman and became very, very liberal. She eventually lived 

with Waldo [Salt] and me and understood our political 

activity, was supportive of it up to a point. When it came 

to our loyalty to and alliance to the Communist Party and 

its doctrine and philosophy, she separated from that. But 

she was a self-made liberal, a very intellectual woman from 

absolutely no formal background education at all. 

CEPLAIR: Was there much effort in your neighborhood to 

organize farmworkers? I mean, was there any of that kind 
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of activity going on? 

DAVENPORT: No. I do remember, by the time [Franklin D.] 

Roosevelt was elected and there was that kind of activity 

in the-- I was living with my father. I kept house for my 

father, and my younger brother stayed with my mother. Mr. 

[Sigmund] Freud would not have approved of this. It was 

not a successful arrangement. And I remember hearing about 

it, because it was a very agricultural town, but it was 

completely foreign to me. I didn't know anything about 

social issues until I left home in '37 to go to the 

University of Washington. 

CEPLAIR: In Seattle. 

DAVENPORT: I had become very enamored of the theater. I 

wanted to be an actress as a senior in high school. My 

father insisted that I go to college and not be allowed to 

go into Los Angeles and study there, where I wanted to 

go. I was supposed to study as a dancer or an actress. So 

I picked the university that had the best drama and theater 

department on the West Coast, and that was the University 

of Washington. 

CEPLAIR: At Seattle. 

DAVENPORT: At Seattle. Well, after I got there, then I 

was utterly and completely radicalized. That was the end 

of the war in Spain [Spanish Civil War]. It was the height 

of-- You know, there had been an enormously strong and 
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interesting trade union movement in Seattle. In the 

thirties, they came to the campus, talked to the students, 

and so on. And, by that time, I then learned, after I left 

home, that there were all kinds of things going on in 

California among migrant workers. I never heard of farmers 

organizing, and I don't think they did in California. I 

think the migrant workers did, and-- Well, I shouldn't say 

that. It just did not occur in my town. 

CEPLAIR: Yeah, I meant the farmworkers, not the farmers. 

DAVENPORT: Oh, sure. I knew a lot about it only after I 

left. I would never have learned it from my friends who 

were students. 

CEPLAIR: What kind of activities were you involved in at 

Washington? 

DAVENPORT: Well, I went right to the drama department, 

which is why I went there. And no sooner had I arrived and 

instantly became involved rehearsing every afternoon after 

school, working at night in the two university theaters, 

than I discovered that the most important directors, 

theater directors and teachers, whom I adored, were 

communists. If they weren't communists, they were 

extremely interested in the movement. It was their life. 

It was through them that I learned about the Moscow Art 

Theatre. I really became interested in how the artists 

were treated in the Soviet Union. 
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It was the beginning, or the end, or the middle or 

something, of the federal arts program [Federal Theatre 

Project], and, actually, I applied for it. I was turned 

down because as long as my father owned twenty acres of 

oranges I wasn't-- I didn't--

It happened-- We were caught up in an absolutely-- It 

was a very emotional thing for-- I was eighteen or 

nineteen, and we were brought into the [Communist] Party 

[of the United States of America] by a professor. Then it 

turned out that the two professors that we really loved 

were being kicked out of the university, removed by the 

head of our department [Glen Hughes] for radical 

activities. And we went on strike. The theater department 

went on strike, closed down the theaters in protest against 

their removal, and, as a result, three of us were kicked 

out of school. Actually, that's not accurate. We were not 

allowed in the theater department. We could have stayed in 

the university in some other department, but I chose not 

to. Those are the facts. 

Underneath all that, I have always felt that it was a 

very shoddy thing to do, to go on strike, close the 

theaters down. It was not our idea. We were asked to do 

it by other people whom we admired, party members from the 

community who thought this was a marvelous idea. And, in 

fact, it wasn't. It didn't prevent-- The two people in 
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question left, anyway. They were dying to leave, because 

they went right to Hollywood and got good jobs. Nothing 

was accomplished, but it was a big hoopla. It was a big 

do. And had I been older and more experienced, I'm sure I 

would have thought it through, maybe. 

CEPLAIR: And maybe objected? 

DAVENPORT: My entire life in the party, even if I had 

doubts about things, it was an adoration or a-- It was like 

being in a family and really not-- Some kids rebel against 

their families and some don't. This was my family, and it 

remained that way until they behaved like my real, natural 

family had. [laughter] 

CEPLAIR: Were you in a student Marxist study group? Or 

were you actually--? 

DAVENPORT: No. There were plenty of those on campus. It 

was a very, very politically active campus. I imagine most 

university campuses in the thirties were. It was a very 

tumultuous time, very exciting. Very. For a girl who came 

out of a small agricultural town, it was thrilling. This 

was a world that I had never dreamed of and with 

interesting people. 

We in the drama department were in a small group that 

was connected with the adults, so called, as well as the 

students. We were not connected with the student movement 

that was a part of the rest of the university. As a matter 
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of fact, I was always very snobbish about them. I thought 

we, as artists, were much more sophisticated. [laughter] 

CEPLAIR: So you were in a formal branch of the party, 

then, on campus? In the theater department on campus? 

DAVENPORT: Yeah, as I remember it. Actually, I don't 

think we were. After I came to Hollywood I experienced 

that kind of thing. But I only remember meeting with these 

thrilling and wonderful and exciting people a few times. 

First, we went to big mass rallies, which were very 

emotional and which had all of Seattle in them. Then, the 

smaller group meetings of the teachers and students whom I 

was working with on campus in the theater department, I 

only remember meeting with them two or three times. The 

truth is I was there only there for a year. There was no 

time. We carried a full load in school. I was active the 

minute I got there and was, I think, until I left the 

school. I was in rehearsal every afternoon and worked 

every night. I became ill, actually, from the load. And I 

also think I became ill from the torment of the strike. 

I've never gotten over it. I've never forgotten, I should 

say, because it wasn't something that we students sat down 

and decided we needed to do. We were told by somebody else 

that it would be a great idea. We might get our teachers 

back. 

CEPLAIR: Looking back, what was the appeal of the 
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Communist Party to you? What did it offer? 

DAVENPORT: It was a future. And I think if I were 

eighteen today-- No, not today. It seemed to me the most--

It was a completely Utopian and wonderful concept to the 

future. It was some answer to whatever had happened to our 

country in the Depression. There seemed to be an economic 

answer, a social answer. It was like a religion, really. 

And emotionally, personally, it was like the family that I 

lost. And this was a much more brilliant and meaningful 

family, because it was a set of values that seemed so 

generous and so-- We were working for the future. It was a 

very idealistic concept. And there wasn't anything else. 

There weren't any other concepts that came into my life, 

anyway. 

CEPLAIR: Were you aware of the left theater movement in 

New York? 

DAVENPORT: Oh, yes. And these wonderful teachers of mine 

who were very anxious for me to-- They thought I was very 

talented, and, instead of going back to my home and then to 

Hollywood, they thought I should get to New York and try to 

get into the Group Theatre. I don't know at what point I 

learned about all the other activities that preceded the 

Group Theatre, but I didn't do that, and I followed them to 

Hollywood. And the interesting thing is that there were a 

number of us who came from the university and entered a 
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theater school, which our teachers-- Sophie and Wilbur were 

their names. We were put on scholarship, and we became 

instantly involved in this theater school. We remained 

politically active and gung ho, whereas the teacher 

directors whom we had followed cut it out, quit. They were 

interested in building their careers. 

CEPLAIR: What was the name of this school? Do you 

remember? 

DAVENPORT: It was called the Henry Duffy School of the 

Theatre. Henry Duffy was an old stock company actor, and 

his wife-- They founded this theater, and they hired these 

two marvellously talented and interesting people from 

Seattle. 

CEPLAIR: Can you tell me their last names? 

DAVENPORT: Her name was Sophie. I actually don't think I 

want to give her name. 

CEPLAIR: Okay. 

DAVENPORT: Wilbur's dead. They're both dead. She became 

a talent scout for Warner Brothers [Pictures] and then RKO 

[Radio Pictures]. He went into the war in the forties and 

was wounded and then subsequently died. But she was an 

enormously interesting and energetic and wonderful teacher 

and director and built her career. And she was very 

humiliated by her students. [laughter] 

CEPLAIR: Who ended up more radical than she was? 
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DAVENPORT: Yeah. 

CEPLAIR: So you were performing in this small theater 

then--

DAVENPORT: Yes. And from that I lived-- We patterned 

ourselves after the New York actors. We lived in what we 

called theater collectives. My best friend Marjorie and I 

were in a rooming house, and the guys were in another 

rooming house--there were three or four of them--and we 

were sort of a collective. We thought we were-- We were 

patterning ourselves after, I think, what we had heard of 

what was happening in New York, the left-wing theater. We 

were poor. We didn't have any money. 

The theater school subsequently went out of 

business. Sophie went into the studios. I don't know 

where Wilbur was. And we, or at least I, was a part of a 

lot of small theater organizations around. It seems to me 

I was performing a lot until the Actors Lab was formed. 

And that came out of a lot of the people whom I met in 

Hollywood, including those of us who came from Seattle. 

And the Actors Lab was there, one of the most interesting 

theaters of the whole period. It was there for the Group 

Theatre. When the Group Theatre folded in New York, a lot 

of the actors by this time had come out to Hollywood and 

were making a living in film. And by the time it folded, 

everybody came west. And there we were, waiting for 
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them. I was a little younger than they. I was always just 

kind of on the outskirts of all these big-- I was actually 

a student of some of those wonderful actors: J. Edward 

Bromberg and Morris Carnovsky and Roman Bohnen. And then 

the Actors Lab included Lee [J.] Cobb, Julie Garfield--John 

Garfield--Ruth Nelson. Actually, it included Hume Cronyn 

and Jessica Tandy for a brief period of time. It was a 

very, very exciting and wonderful ten years, and very 

unusual. Nothing ever happened in Los Angeles like that 

again. Whereas the Group Theatre, of course, was a 

milestone in New York, but New York is a theater city. Los 

Angeles briefly had a theater movement because of our 

movement. 

CEPLAIR: Did you make any effort to get into the movies? 

Or did that not interest you? 

DAVENPORT: Yes, I did, and, as a matter of fact, I was 

beginning-- I just made an inroad. When I was twenty, I 

married, for just a brief period of time, a young-- He had 

been a high-school sweetheart. He was a track star, USC 

[University of Southern California]. And in those days, 

the great athletes, the good athletes, were taken care of 

by many of the motion picture people when they graduated. 

They saw to it that they were taken care of. So Vic [Earl 

Vickery] was working as an extra, and I was working, doing 

my first small roles in film. That lasted about two 
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minutes, because I was insufferably political, and he was a 

sweet, very sweet boy, young man, but he was not what I 

considered an intellectual. And, anyway, we didn't have 

any money. We had different goals. I was going to change 

the world and theater with it. After he and I divorced, 

which would have been, in these days, like a couple of kids 

living together--you know, we were together a couple of 

years--I moved into a theater collective called the Mobile 

Theatre, which was a very-- It sort of preceded and then 

was consecutive with the Actors Lab. 

CEPLAIR: Was this--what?--the early forties we're talking 

about now? 

DAVENPORT: Before the war [World War II]. I was there at 

the Mobile Theatre when I heard the news of Pearl Harbor. 

CEPLAIR: Who had formed the theater? 

DAVENPORT: A couple of actors and a couple of other people 

who had possibly been in the Group Theatre as apprentices 

or on the outskirts. And we did shows for trade union 

meetings. We did shows on the back of a truck for 

strikes. We studied and worked together. It was called 

the Sycamore House, and everybody got into the Sycamore 

House at least for fun--you know, hung out, as they say 

now--in one way or another, whether they were in that 

theater. It was just a very great place to hang around. 

And it was there that I met Waldo. He had been at MGM 
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[Metro-Goldwyn-Mayer] as a junior writer. He was an 

established screenwriter when I met him, and I was a 

struggling actress. I had done a few films and also was 

doing some radio. I worked for Orson Welles, who was there 

for a brief time. But it was at the Mobile Theatre that I 

met Waldo at a New Year's Eve party. But I had heard of 

him. His reputation goes like this: When I first moved 

into that theater--and I had to share a room with a couple 

of other girls--he was in jail for drunk driving. And I 

remember a couple of the girls thought this was terribly 

funny, and they got up a campaign, telegram, "Free Waldo 

Salt." You know, this was a joke. And the great Waldo did 

get out of jail. [laughter] And I met him, and we went 

together-- He had been in the army and out of the army by 

this time. He came out as a 4-F, but I've always thought 

that he was not really a 4-F. They had some kind of 

political dossier on him. I don't know how that worked, 

but that's what I think. 

CEPLAIR: So, knowing him, you must have known all those 

other young screenwriters with whom he was friends. Did 

that bring you into that sort of-- Ring Lardner [Jr.] and 

all those others? 

DAVENPORT: Yeah. That's how I met all the-- They're still 

my friends, still my best friends. So, when we were 

married, I had just really begun a career outside the 
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Actors Lab, but then I started having children. 

CEPLAIR: So you were married May 12, 1942. 

DAVENPORT: Right. 

CEPLAIR: Okay. And then Jennifer [Salt] was born on 

September 4, 1944. Did that really sort of mark the end of 

your career at the Actors Lab? 

DAVENPORT: No, on the contrary. After Jenny was born were 

actually the most active, the most productive years. By 

that time, the theater had developed into a really 

extraordinarily lively, pretty well organized theater. It 

moved into its own building, its own quarters. The Group 

Theatre people were there. There was a school, and there 

was a production company, and there was a membership. It 

was a big deal. After Jennifer was born, I did--with Lloyd 

Bridges and Roman Bohnen and a little boy whose name is 

Beau Bridges--the West Coast production of All My Sons, 

Arthur Miller's All My Sons. I did an evening of Tennessee 

Williams one-acts, which was a brilliant evening and has 

gone down in theater history because of one of the one-acts 

starring Jessica Tandy. It was directed by Hume Cronyn. 

It was called Portrait of a Madonna, and Tennessee Williams 

saw it and developed that play into [A] Streetcar [Named 

Desire] for Jessica. And I was on that bill in the opening 

one-act called Mooney's Kid Don't Cry. What else did I do 

after Jennifer was born? A number of evenings at the Lab 
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which were called the History of the Theater, in which we 

did segments from classics on down to modern theater, fully 

produced. A beautiful series. Beautiful. 

CEPLAIR: So all of your acting was done with the Actors 

Lab. You didn't--? 

DAVENPORT: No, I worked with the Circle Theatre, which was 

a very, very good and reputable small theater. It had been 

organized by Charlie Chaplin's sons [Charles S. Chaplin and 

Sydney Chaplin] and a man who became Chaplin's assistant or 

director, administrator, or something. There were some 

other kids who became famous. Edward G. Robinson's son 

[Edward G. Robinson, Jr.]. I don't know. It was a very 

reputable theater. I did a couple of very nice things with 

them. One was [William] Saroyan's thing in a bar [The Time 

of Your Life]. That was a long time ago. 

CEPLAIR: Did you consider yourself, then, a flourishing 

professional actress? 

DAVENPORT: Yes, yes. But it was right in the middle of 

that flourishing actress period that the House [Committee 

on] Un-American Activities [HUAC] came into town. They 

didn't come into town, but they appeared on the scene. 

And, actually, Waldo--I'm sure it's all in your files--he 

was one of the [Hollywood] Nineteen, the first Hollywood 

people to be subpoenaed. I must say that it is my personal 

opinion--and it is not shared by many of my dearest 
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friends-- I have the feeling that we w e r e  ״

There was an enormous amount of interest in the 

[Communist] Party in Hollywood. First of all, it was an 

exciting and a very, very thrilling time in which to grow 

up. It was a golden period in the industry itself. It was 

not just the industry, but there were intellectuals from 

Europe who had been exiled and were in Hollywood. So it 

was a very exciting time. But there was a lot of-- It was 

useful to the party to have members in Hollywood because we 

were just like people in Hollywood still are; they're very 

good publicity, and they're interesting and volatile and 

talk a lot and make a lot of money. And when it's 

something you love and you've got some money, you give 

it. Well, in the same way, I think there was an enormous 

concentration on Hollywood by the House Un-American 

Activities Committee because it made headlines, whereas 

there were people wiped out all over the country in every 

profession we had, but they didn't make headlines. Nobody 

cared about them. So we were like the vanguard in terms of 

publicity and the media. 

CEPLAIR: What sorts of activities were you and your 

husband involved in, politically? 

DAVENPORT: Well, I have to admit-- I'm sure most of the 

people you've interviewed were very politically active in 

many, many different things. I really wasn't. My 
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political activity was all around the Lab. To me, it was a 

symbol of everything I believed in, politically, socially, 

artistically, personally. I remember trying to get 

signatures on peace petitions, and I was a failure at 

that. I was sent out to one of the veterans communities. 

And I remember going to a house and a man, a very angry 

man, meeting me at the door with a gun. I was terrified, 

and I never went out with a petition on anything again. 

Waldo, on the other hand, was very active. Well, listen, I 

shouldn't say that. There was something called the 

Hollywood [Theater] Alliance. He was involved with that, 

but I wasn't. But there was-- Everybody was involved in 

something called HICCASP: Hollywood Independent--

CEPLAIR: Citizens Committee of the Arts, Sciences, and 

Professions. 

DAVENPORT: Yes, yes. 

CEPLAIR: He was active in that? 

DAVENPORT: I was, too. I did whatever I did. I don't 

even remember. 

CEPLAIR: Did you do any work on behalf of the various 

liberal candidates? 

DAVENPORT: Yeah. Yeah, I worked for [Ellis E.] Patterson 

[candidate for United States Senate, 1946]. I can't 

remember what he was doing and what he was running for, but 

I worked for him. 
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CEPLAIR: What about the big strike, the Conference of 

Studio Unions strike? 

DAVENPORT: That, you see, preceded the House Un-American 

Activities. When Jennifer was a baby, when she was six 

months old-- From the time we were married, Waldo had been 

employed or worked for various war efforts. He was always 

in New York making army films and so on, and I can't 

remember the name of every-- But finally, after Jenny was 

born, he was hired by the OWI, Office of War Information, 

and-- Where did we live? We lived so many places that we 

never had any permanence at all in our lives. We came to 

New York. He worked for the OWI until the end of the 

war. Then he stayed on in New York, and I took Jenny, who 

was then a year old or more, back to Hollywood and back to 

a rented house that belonged to Sidney Harmon out in the 

[San Fernando] Valley. It was just a nightmare being alone 

with her and Waldo not being there. It was just awful. 

During that period of time, the CSU [Conference of Studio 

Unions] strike began, and I remember going out to the 

Warner Brothers studio one morning to be what was called an 

observer. I wasn't in-- This was a strike of-- Well, all 

the unions were involved. I don't remember the Screen 

Actors Guild picketing, but maybe they did. No, I think--

I don't know. 

CEPLAIR: Was it mostly the writers? 

DAVENPORT: No. No, no. These were the technicians. 
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These were the backlot people, the backbone of the--

Conference of Studio Unions. Yeah. And, of course, the 

writers and actors supported them, but, in my recollection, 

it was not their strike originally. It was the backlot 

people. They needed to be more powerful. And it really 

sort of broke the-- The industry was never the same after 

that. 

But I remember going as an observer or supporter early 

one morning on the line at Warner Brothers and fainting. 

And I always-- My friends used to call me "La 

Pasionaria." What a great revolutionary. You know--

[laughter] Well, it turned out, of course, it wasn't just 

the strike; it was my life. I wasn't well. I was not 

eating properly or living properly, and I-- So, shortly 

after that, Waldo came back. 

CEPLAIR: Was the subpoena very unsettling for you? 

DAVENPORT: Well, the first time-- There were three of 

them. The first subpoena was the [Jack B.] Tenney 

committee [Joint Fact-Finding Committee on Un-American 

Activities]. I don't remember that because I was pregnant 

with Debbie [Deborah Salt], our second child, then. In 

'49, she was born. That can't be true, because the guys 

went to jail in '47, didn't they? 

CEPLAIR: Well, they went in 1950, but the first hearing 

was in '47, the Hollywood Nineteen. 
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DAVENPORT: All right. Let's just stick to that, because I 

don't remember where the Tenney committee came in. That 

was the state committee. 

CEPLAIR: Right. Well, the '47 subpoena, was that 

unsettling for you? 

DAVENPORT: You see, I'm very confused about the details of 

it, because, when I began doing some writing a few years 

ago, I wrote a number of stories on it, and I have, by this 

time, forgotten what is the truth and what is the way I 

fictionalized it. 

But I do remember, by the time the subpoena came, 

1947, it was the end of the war. We had finally bought a 

house, and we had a home. My mother came to live with 

us. It was at 1221 North King's Road. Everyone at that 

time was expecting subpoenas, and it was a question of 

when, how. My daughter Jennifer says that she has had a 

recurring dream all of her life of sitting out in the 

backyard of that house with me and with little Debbie, and, 

as we sat there, a very dark black cloud began floating 

over us, and it came very, very slowly until finally it 

completely enveloped the whole yard in black. Her dream 

was really the way we lived. 
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TAPE NUMBER: I, SIDE TWO 

DECEMBER 21, 1990 

CEPLAIR: When the Hollywood Nineteen were announced with 

Waldo Salt being one of them, did that begin to cause 

problems personally and professionally? 

DAVENPORT: No, not yet. Not yet. I was, by this time, 

not going out on interviews for film, because, by this 

time, I was completely involved in my little Jennifer and 

my work at the Lab and political meetings. We were always 

out speaking about the House Un-American Activities 

Committee. But Waldo continued to work, and one did until 

the subpoena, after the guys went to prison. Any subpoena 

after that was-- Five seconds later, you were blacklisted; 

you were not hired. But the first subpoenas, which were 

the first ones after HUAC went after Hollywood, when they 

were the Nineteen, they hired their lawyers, and they 

worked out a strategy, and they went to Washington and 

testified, and everybody-- You know that as well as I do. 

CEPLAIR: I've heard rumors that Waldo Salt was going to be 

the next witness called if they hadn't postponed the 

hearing. 

DAVENPORT: That's not a rumor. That's the truth. 

CEPLAIR: Oh, that's the truth. He was the next one. 

DAVENPORT: He was-- Let me explain. He was number 

twelve. But number eleven was Bertolt Brecht, and he 
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testified and instantly flew off to Germany. Waldo was to 

have been the next one, and they postponed the hearings 

because there was no point in going on. It was clear that 

they were all unfriendly witnesses. 

CEPLAIR: Would he have made the same kind of statement 

that the others had made? 

DAVENPORT: Yes, and did, finally, when he went in '51. 

No. He would have, but their legal strategy the first time 

was the Fifth Amendment, which got them right into 

prison. So, naturally, by the time he went, they knew that 

this was not what they could do. 

CEPLAIR: Now, when he came back from Washington, he was 

fired from RKO, was he not? By Dore Schary? 

DAVENPORT: *[When he returned from Washington the first 

time (1947) he had not testified because the hearings had 

been postponed after ten unfriendly witnesses. Therefore, 

Waldo was not fired. 

I don't recall what he was working on at the time. I 

have no recollection of his working for Dore Schary at that 

time. 

He was fired from The Crimson Pirate upon returning 

from Washington the second time (1951). He had testified 

* Ms. Davenport added the following bracketed section during 
her review of the transcript. 
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and was an unfriendly witness.] I don't remember. Studios 

didn't say why. No. Everybody knew why by underground 

conversations. But, as far as I know, no one was ever 

called in and said, "Look, we're firing you because you 

were an unfriendly witness." That was totally, in the 

first place, against the law. In the second place, it was 

an agreement that the producer-studios made finally under 

great duress. They originally planned not to make that 

agreement, but they did. 

CEPLAIR: But he was still able to work as a screenwriter 

between '47 and '51? 

DAVENPORT: Yes. And it was a time of great guilt and 

great-- It's like being on the battlefield and you're 

spared and the other guys are killed. 

CEPLAIR: So there wasn't a certain amount of relief that 

he wasn't going to jail? 

DAVENPORT: Not Waldo. 

CEPLAIR: Really? You must have felt some relief at 

that. But he thought he should have gone off and--? 

DAVENPORT: Who knows. You don't know what all the things 

people do-- In my memory of it, they were terrible years, 

waiting for it to happen again, because Waldo was such a 

zealot that our house became a-- It was just an 

organizational headquarters. It was no longer a home. I 

don't think we really ever had a home in a family sense 

after that. Never. And there was absolutely nothing that 
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he could do. There was no-- He was just devoted to working 

on this: raising money, having meetings, and speaking. He 

was also very active in the party at that time, which-- I 

realize now, I think we neglected our family a lot. 

CEPLAIR: Wasn't the Actors Lab coming under a lot of 

pressure at this time, also? 

DAVENPORT: It came into a lot of pressure. It was put on 

the attorney general's list. So it was on its way out by 

the time? It had, you see, very respectable, remarkable 

years, because it was part of the GI [Bill] training. It 

was something where GIs came in their uniforms during the 

war and applied, and the government paid for training 

there. And some of the most wonderful actors and 

directors and writers in Hollywood came out of the Lab, 

were trained there. Just as in New York, the Theatre Wing 

trained people on the GI [Bill]. But that respectability 

and well-earned respect was gone when it was put on the 

attorney general's list. So I think, as I remember, the 

Lab folded in '49. It was just a complete and utter 

political and economic mess, and it just fell under the 

weight of it. 

CEPLAIR: So, in a sense, you were almost deprived of two 

families at the same time. 

DAVENPORT: Uh-huh [affirmative]. 

CEPLAIR: And your career, as well. 
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DAVENPORT: You see, I'm not like many famous and well-

known actors who lost their careers, who were working and--

People on Broadway, people could still work on Broadway, 

but we were not New York people. My career was interrupted 

first by marriage and children, then it blossomed, and it 

was just sort of like a budding career. So it never really 

became anything more than that. 

CEPLAIR: So your second child was born in the midst of all 

of this, in 1949. 

DAVENPORT: 'Forty-nine. My reasons for having her were 

very personal. It was politically the most terrible time 

in the world to bring a child-- Waldo was not around as a--

Actually, I had Debbie because I was thirty years old, and 

at that time, medically speaking--

Jennifer had been a cesarean section, and in those 

days you really were not supposed to have more than two 

cesarean sections. My doctors said that that was the way 

it was. That was because the first baby didn't live. The 

first baby didn't live because of an instrument-- I'm 

saying this because everything is kind of connected to the 

way we lived and the times we lived in. The first baby was 

born when most doctors were overseas. Many of the doctors 

who were left behind were really idiots, didn't belong in 

the field. And that first baby was an instrument baby, 

and, therefore, damaged and did not live. 
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So, as a woman, I wanted another child, and I didn't 

want to wait. Thirty seemed very old in those days. As a 

result, I think Deb had the hardest time in growing up in a 

household, in a family, like ours, because there was no 

stability and no-- She has no idea. She's a middle-aged 

woman. She has no idea what it would be like to be in a 

family where there was a mother and a father and two kids 

and a dog, and daddy goes to work and mother either goes to 

work-- You know, I mean, that blah, blah, blah. 

CEPLAIR: The Donna Reed syndrome, yeah. 

Once the Lab folded, what were your activities? What 

sorts of things were you doing? 

DAVENPORT: I went into a complete depression is what I was 

doing. It was like losing a family again. The next two 

years, from '49 to '51, when Waldo was subpoenaed and 

blacklisted and we left for New York, those two years I 

devoted myself pretty much to the kids, and I was on a 

speaking committee. I did a lot of speaking engagements. 

I don't know why anybody wanted me to speak, because I was 

such a nervous wreck. [laughter] And I took a lot of 

pills. There were a number of doctors in Hollywood in 

those days who prescribed pills that have since become 

famous for hurting people. Amphetamines. I remember being 

on Dexamil until I was down to about ninety-five pounds. 

But that was his contribution to our family, keeping us 
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going. Those pills were used a lot in the industry for 

writers who had to meet deadlines, too, and I'm sure you've 

heard a lot about them. Have you? 

CEPLAIR: No, I haven't. Only Judy Garland. 

DAVENPORT: No. The writers. The writers. But they were 

prescribed, and it was the way you stayed up. Waldo was--

I think one of his traits that is best known was that he 

was always late for his deadlines. But, actually, when he 

wasn't drinking--and there were long, long periods when he 

wasn't drinking--he kept going by the amphetamines that 

kept him awake, and he would work all night long, day after 

day after day, and then just sort of collapse. 

CEPLAIR: Wasn't there a kind of a coming together of the 

people who were either subpoenaed or who might be 

subpoenaed as a kind of replacement community, say, for the 

loss of the theater, the Actors Lab? People who were 

working together for the Hollywood Ten? That wasn't sort 

of--? 

DAVENPORT: You mean in Hollywood? 

CEPLAIR: In Hollywood, yeah. 

DAVENPORT: No. If there had been, I think we would have 

stayed. I think it was a terrible mistake that we left. 

But everybody went somewhere. I mean, they went to 

Europe. Some of those, they claimed they had a wonderful 

time, and there were families that went to Mexico, and they 
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claim that they had a wonderful time. I don't think 

anybody who stayed in Hollywood had a wonderful time. We 

came to New York. And for many people, going back to New 

York was like going home, but it was not for Waldo and 

me. We were both Californians and both grew up in the 

industry. He grew up in the industry. He was twenty years 

old, for God's sake. 

CEPLAIR: Why did you go to New York? What was the 

attraction? 

DAVENPORT: The main reason was because Waldo was working 

with Earl Robinson. Having been blacklisted, he was 

working with Earl Robinson on a musical, which they 

considered a folk opera, called Sandhog. And, as they got 

more and more into it, it became evident that that kind of 

a production would be best done in New York, and why not go 

to New York and finish it and get interest in it? And I 

was all for it, because I thought two things: I thought it 

would get us out of the political bureaucracy in which we 

were, which I thought was absolutely killing us. I wanted 

to get away from the party apparatus. I didn't say I 

wanted to leave the party; I wanted to get away from the 

apparatus. And I thought that both Waldo and I could start 

again. I could maybe look for work in the theater in New 

York, and I knew that he and Earl would probably find New 

York a better place to work on the musical. 
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Hollywood was like a ghost town. Hollywood was just 

absolutely-- Nobody other than our own dearest friends and 

comrades would have anything to do with us. Nobody would 

speak to us. Nobody would have dinner with us. I couldn't 

even buy meat from the local butcher. I had to change 

where I bought-- I would go to different supermarkets or 

butchers. I couldn't be seen there. My neighbors didn't 

want anything to do with me. The children were young, and 

I don't know that Jenny-- Debbie was only two when we 

left. I don't think Jennifer had any terrible things 

happen to her at school. There was one family that lived 

across the street from us who were so dear. They were so 

wonderful. They used to take care of the kids when Waldo 

and I were busy and off. He was a studio musician, 

composer. But there wasn't anybody else on the block we 

could talk to or see. One was really isolated. And so 

many of our friends had left. 

So it just seemed-- As I say, it was probably the 

wrong thing. Waldo and I belonged here and in California. 

CEPLAIR: So he testified in April 1951. That was not 

unexpected, that subpoena, right? 

DAVENPORT: The next thing that I did for two years was 

that I prepared-- Waldo would never have anything to do 

with the finances or money or day-to-day problems of life 

like paying bills and things like that, opening mail, going 
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to the bank. So, for the two years, I helped us get a 

different business manager, go on a different budget, 

knowing that this was going to come up again, so that by 

the time that it did we had about $16,000 or $17,000 in the 

bank in savings, which we never would have had if we hadn't 

just boned up on that. 

CEPLAIR: So you were sort of hunkering down for the next 

storm. 

DAVENPORT: Uh-huh [affirmative]. My mother remained 

living with us, and I let my housekeeper-- We lived a very 

nice life when he was-- Full-time housekeeper and so on. 

So we had $16,000, and we owned a house, which we sold, and 

two cars. 

CEPLAIR: That was nice for those days. Did you ever 

expect to be subpoenaed yourself? 

DAVENPORT: I don't know whether I did or not. I don't 

think I did, because I was one of the few people in my 

whole group of friends who was not named. Nobody named me 

in public. There were private sessions. I know nothing of 

those. Larry Parks, who was part of our Mobile Theatre and 

an early boyfriend of mine, sent word back to the Mobile 

Theatre gang. I remember someone calling us all together 

and saying, "I saw Larry, and he sent you all a message 

through me to say that he did not name any of you." So I 

guess he didn't. I don't know. Poor guy. 
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CEPLAIR: So when did you go to New York? 

DAVENPORT: Nineteen fifty-one. It went like this: He 

[Waldo] was blacklisted instantly. I thought it was 

March. You say it was April. I doesn't matter. By 

summer, June or July, he left for New York to get an 

apartment for us, leaving me and kids with our dear, dear 

friends, the Browns, Phil and Ginny Brown. And he was 

supposed to just get an apartment, and we would follow soon 

after. But the months went on, and Waldo got involved 

politically in New York, and I, God only knows what. So he 

didn't get an apartment until the end of the summer. So we 

finally, the kids and I, got there. What he got was 

terrific. It was all wrong for us, and I was in no 

condition to take care of such a big place, but it was a 

beautiful, old townhouse in Brooklyn Heights that had been 

owned by Arthur Miller, and I think it's the house he owned 

when he wrote Death of a Salesman. And then, at some 

point, I guess when he was getting a divorce and taking 

Marilyn Monroe on or whatever, they sold the house to the 

famous black scholar W. E. B. Du Bois and his wife Shirley 

Graham, and they rented. Of course, Waldo-- Among the left 

people, everybody knew them. They were great, wonderful 

people, extraordinary people. And Waldo rented the 

upstairs. It was in two apartments. There was the 

downstairs garden apartment and then the upstairs. We 
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rented that, and it was beautiful, but it should have been 

occupied by a family with a couple of servants. There was 

so many stairs to go up, and the kids were little. And 

there was an attic, and the attic was, at one point, 

Waldo's study, and then-- He never could settle where he 

was going to work, so-- Sometimes the attic was rented 

out. Oh, yes, we rented it out to save money. We stayed 

there a couple of years, but I couldn't bear it, because it 

was four flights every time you wanted to make a bed or 

something. And I was very lonely, and I hated Brooklyn. 

It was awful. So we moved. 

CEPLAIR: Did you join back up with a Communist Party 

branch in New York? 

DAVENPORT: Yeah. Yeah, I hated every minute of it. I 

did. 

CEPLAIR: Did you try and get any acting jobs? 

DAVENPORT: I didn't have the strength. I had every 

intention of going right out into the market, but I was not 

in very good shape when I arrived, and it just seem to me I 

was so tired, I couldn't do anything. 

But I did find a way of being very active in the 

community. There was a church [Grace Church]. The 

Mellishes [Howard Mellish] ran it. They were in trouble 

during those years, too. He was a minister who supported 

the Soviet Union. That's a whole story, that church. But 
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they opened their arms and their doors and their facilities 

to those of us who were so-called exiles from Hollywood, 

and they wanted to set up a theater group, and I was part 

of that. I helped them set up a theater group. And I 

started doing a children's theater during those years. I 

had creative dramatics for children groups all over. And, 

in the church, I taught and directed. It was sort of a 

substitute for-- But I enjoyed it. You know, I didn't for 

a minute think-- It wasn't a career. 

CEPLAIR: Was your husband bringing in money at this time? 

DAVENPORT: Under the table. 

CEPLAIR: Black-market scripts? 

DAVENPORT: Very little. Very few screenplays in this 

period. He was working day and night with Earl on 

Sandhog. He had several jobs offered him that he did, but 

they were more like documentaries. I mean, he did a film 

for the Polish embassy. He did a film for-- I don't 

remember all of them. They were very badly paying. A 

little later, he got involved-- Once we got into Manhattan 

and became a part of the life of the people we knew-- We 

were all living at 444 Central Park West, which some people 

called the Smolny Institute. [laughter] And it was during 

that time that he became a part of the world again. 

I just felt that we were really lost out there in 

Brooklyn, even though Brooklyn Heights is a very beautiful, 
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gentrified, lovely place to live now, and it was then, but 

not for the position we were in. I was not well. I can't 

tell you why. I think it was all those pills, to tell you 

the truth, and trauma. And Waldo, he was a binge 

drinker. He would go forever with not drinking, and then 

he'd just disappears or he'd fall down or something. It 

was during one of those periods that he had an accident. 

There were several versions of what that accident was. 

But, anyway, his knee was in a cast. He was in a cast. He 

couldn't move around a lot. He couldn't even go up and 

down those four flights of stairs. So he was trying to 

write, and he didn't get out, and any business trips or 

anything like that into the city I had to do. Oh, I picked 

up little odd jobs during those years, too. What I'm 

trying to say is that we were really isolated from our own 

friends and own people, the kind of people we could hang 

out with and talk to whom we needed desperately. So two 

years later we moved into 444, and this solved some of the 

problems and created others. 

CEPLAIR: Was Sandhog ever produced? 

DAVENPORT: Oh, yes. 

CEPLAIR: Was it successful? 

DAVENPORT: No, no. It took several years to write, 

probably, mainly I suppose because Waldo and Earl were 

trying to make a living under the table with fronts and 
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everything while doing it. It was produced by-- Anyway, it 

took so many years. The story I always tell about it is 

that when Debbie was a little girl, she was in nursery 

school--she was really a little girl--and somebody asked 

her what her daddy did, and she said, "My daddy writes an 

opera." And he did. It just seems like it went on and on 

and on. It was finally produced by the Phoenix Theatre in 

a great big barn of a theater they had down on Twelfth 

Street which had originally been one of the early Yiddish 

theaters. And it had a very political aura about it. If 

it had been left alone-- In many respects, it's a 

beautiful, beautiful show. But the producer was-- Well, 

they were the producers. Howard Bey built a set that 

looked like that black cloud that came over us in the 

back. It was the darkest, gloomiest thing you ever saw in 

your life. And who the hell directed it? Howard Da Silva, 

I guess. I don't know. But the money was raised by five 

dollars here and $100 there, and it was very political, and 

everybody got in the act. This was what we used to call 

people's theater, working-class theater. It was much too 

good for that. [laughter] It really wasn't one thing or 

another. It wasn't commercial enough to be the brilliant 

musical it really is. And it wasn't really agitprop. It 

just wasn't fish nor foul. And it's too bad that it 

couldn't have been redone. Waldo started to work on it 
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again just before he died. He was too sick to finish it. 

It was beautiful. 

CEPLAIR: So that must have been another sort of 

disappointment, to put all that time and energy and not 

have it--

DAVENPORT: By the last year in which they were working on 

it, we were so broke that there just wasn't money to eat or 

pay rent at 444, and I had no skills outside of the 

theater. And I had developed this wonderful skill of 

working with kids, which I really must admit I did develop 

into a real art many years later, but it didn't make any 

money. I went to work. A very nice man who was a friend 

of all of ours at Simon and Schuster, who was the head of 

Pocket Books, hired me as-- I think I was called an 

overseas order clerk. I am very bad with numbers. But, 

anyway, I worked there for a good part of a year, the last 

year. And I was there when Sandhog opened, because I 

remember the people in my office reading the reviews, and I 

was so anxious. 

CEPLAIR: What year would that have been? 

DAVENPORT: Just a minute. We moved into 444 in '53. It 

was sometime between '54, '55, '56. I would say it would 

be '54 or '55. 

CEPLAIR: And you were supporting the family with your job 

at this point, more or less? 
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DAVENPORT: I can't believe that, because I didn't make 

enough to support the family, but I kept us-- What we did 

was-- And it was Waldo's brilliant idea. I'd always gotten 

the whole family out of the city. I was a director of a 

theater program in a children's camp in Mohegan Colony 

[Peekskill, New York], and I made enough that we could have 

a house and the kids-- We did that for four or five 

years. But this-- I never will forget. Waldo's plan was 

the following: If he quit now, Sandhog would never get on, 

if he had to quit and go out and hustle out a script or 

something. They just had to stay with it. So I had to get 

a job. He and the kids would get dinner at night. And he 

got one of those--

CEPLAIR: Rotisseries? 

DAVENPORT: A rotisserie, and they learned how to do 

that. And the way we bought our food was we had a charge 

account at Gimble's. We bought a freezer, and with the 

freezer came seventy-nine thousand tons of beef in every 

kind of cut, which would last us through the opening of 

Sandhog. We charged that. And I'm sure it took more than 

a year to pay off, but it kept us in food for a year, and 

that was the scheme. 

I don't remember what I made at Pocket Books. I was 

terrible at the job, but-- By the time I quit, Sandhog was 

on and off, and Waldo was able to look around for fronts 

and under-the-table stuff, and I had unemployment 
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insurance. They were also very kind about that. They said 

they fired me, and I got the insurance. 

CEPLAIR: So the years, say, '53 to '57 were pretty tough. 

DAVENPORT: And it was in '56 that I would say we were at 

our lowest ebb financially and emotionally and every way, 

when the famous [Nikita] Khrushchev letters were 

published. And then we had to confront our own demons. 

CEPLAIR: Tell me more about what that was like. 

DAVENPORT: Yeah. Some of it I told when I was interviewed 

for the film [Waldo Salt: Journey of a Screenwriter]. But, 

here again, I'm just speaking very, very personally for me 

and for Waldo. The kind of disillusionment we felt was, 

again, family. And many of our friends take great issue 

with me on this. They don't agree with this and they don't 

share this feeling at all. It was just absolutely a 

devastating revelation. In one sentence, I would say it 

was to have been punished so severely for work that we 

could no longer feel wholeheartedly in. It was a movement 

that had great hope and great future, we thought, and great 

prospects, and it turned out to be such a-- If you took 

into consideration only the role of Stalin in the Soviet 

Union, the fact that the years of the Stalin rule were so 

clearly ones of murder and tyranny and dictatorship, the 

whole thing-- And there were many scholarly people, many 

intellectuals throughout the world, who I think must have 
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known this or thought it. But we didn't. I didn't, let me 

say. I didn't believe that. I didn't. We certainly were 

not the only ones who were disillusioned and who felt 

badly, but it was like this was the foundation on which our 

lives had been-- We were kids when this began, and we were 

pretty young when we were married, and our marriage was 

sort of based on this. 

Waldo, whose relationship with his parents was as ugly 

and as tragic as-- It was very similar to [Eugene] 

O'Neill's family, very similar to Long Day's Journey [into 

Night]. There's a reason for my telling you this. He was 

completely estranged from his mother [Winifred Salt]. I 

never met her. When she died, I had never laid eyes on 

her. I had spoken to her once on the phone, and Waldo 

would never even allow me to talk to her. He didn't have 

anything to do with her. He also hated his father [Will 

Salt]. He had a complete estrangement from his father. 

And when this happened, and there was obviously no longer a 

Communist Party of the United States of America nor a 

movement like the one we had joined when we were young, he 

went into a real emotional decline. And I think I did, 

too, but, I don't know, somehow it wasn't quite as--

Anyway, he wrote a letter to his mother. And I remember he 

showed it to me. It was the first time I ever saw him 

cry. He asked for her forgiveness, that he had neglected 
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her, that he had refused to see her or even talk to her. 

So I don't really know that anything-- That was a momentary 

regression. He became a little boy. I mean, it was a 

complete blow. Nothing ever completely changed Waldo. 

People don't really change. So he didn't really ever 

establish this wonderful relationship with his mother, 

[laughter] But that was a momentary reaction. 

We were both very disillusioned. I think we were also 

curious. I remember reading everything I could get my 

hands on. I remember when I read [Boris] Pasternak. We 

devoured anything we could get our hands on to understand, 

to confront it, to absorb it. In the meantime, the only 

wonderful thing I can tell you is that we didn't have to go 

to all those meetings anymore. [laughter] We were free of 

the membership. It ceased to exist. 

CEPLAIR: That must have been a very large gap in your life 

all of a sudden. 

DAVENPORT: But there we were in 444 with all these other 

people. And people tell me to this day-- The other day I 

had lunch with a young woman who was just-- We all raised 

our children together. She was one of these kids. And she 

mentioned a lot of names and a lot of people. I don't 

remember any of them. I don't remember anything about the 

ten years I was in that building except the immediate 

families of the blacklisted people. The [Sol] Kaplans and 
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the [Arnold] Manoffs and the--

CEPLAIR: The [Ian] Hunters were there then? 

DAVENPORT: No. The Hunters had gone to Mexico. They all 

think that period was simply terrific. It wasn't. They 

had some terrible times, but they speak of it very 

differently. I really cannot sit here and tell you it was 

all wonderful and what wonderful bonds we made with our 

friends. I just can't say that. It just wasn't. We did 

help each other out and we did help with the children. I 

think because our marriage came to an end, my children did 

not remain close to those kids. In the instance of the 

other families, they still remain as close as-- I mean, 

Timmy Hunter, in an article, said, "The [Ring] Lardner 

[Jr.]s were like my other parents." I mean, some children 

had more than one family. My kids didn't. They didn't 

even have us. Well, they had us, but not--

*[About bonding, support given each other: During the 

fifties there was a women's exercise group led by our 

friend Kate Mostel, whose husband Zero Mostel had been 

blacklisted. We were actors, writers (Kate had been a 

dancer), and wives of blacklisted artists. We were working 

not at our professions but as saleswomen and various 

* Ms. Davenport added the following bracketed section during 
her review of the transcript. 
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jobs. We met once a week in a midtown dance studio, 

exercised very hard under Kate's leadership, had lunch in a 

nearby deli (Jell-O and coffee, separate checks) where we 

discussed our children, schools, summer camps, inexpensive 

menus, our husbands' worries, our lives in general. We 

literally held each other up through those years. They 

were the closest friends I have ever had in my life.] 
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TAPE NUMBER: II, SIDE ONE 

DECEMBER 21, 1990 

CEPLAIR: Okay. I think we were at about '57. 

DAVENPORT: Oh, the thing I was going to tell you as an 

example of something we experienced is when Waldo [Salt] 

was writing under another name, a chosen name. [It was] 

"M. L. Davenport," which is my name, Mary Louise 

Davenport. And it was for a very practical reason, because 

the checks and bank accounts could be in my name, because 

Waldo wouldn't go near a bank or have anything to do with a 

check. [laughter] So it was easier for me to handle 

things that were in my name. It also was a good name, and 

M. L. Davenport then became Mel Davenport. There was a 

time when some of the scripts were under Waldo, but it 

mostly was M. L. and then Mel, which was my name. 

And there was a very interesting thing that 

happened. I don't remember what this project was, but he 

was sent out to California. It was on a project, and he 

was M. L. Davenport, and he sat next to someone who had 

something to do with the film--a producer, an executive or 

somebody. And he said, "Davenport. You know, I knew a 

very important family in the agricultural part just east of 

Los Angeles in the community which is San Bernardino 

County. It was a very important family. They set out the 

first trees and everything." They were talking about my 
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grandfather [DeWitt Davenport]. He said, "Did you know 

them? Or do you know anything about them?" And I don't 

know how Waldo got through this conversation, but it was 

interesting because they were talking about my grandfather. 

Anyway, the fact that Waldo used my name I think had a 

really rotten effect on me. And I've worked it out. After 

all, it paid the rent and took care of us. But I had a bad 

time with it. And for a number of years after he got his 

own name back, I never used that name again. I always 

thought it didn't belong to me anymore. So it's taken me a 

while to get it back. At the time he got his name back, we 

were no longer a family, so it always had an emotional 

thing about it with me. 

CEPLAIR: Did you earn money in, say, '57, when he was 

back? Did M. L. Davenport make a lot of money? 

DAVENPORT: M. L. Davenport did some "Robin Hood"s along 

with Ian [Hunter] and Ring [Lardner, Jr.]. M. L. Davenport 

did a whole bunch of stuff for Screen Gems. That was a 

disaster. Waldo hated working for television. I can't 

remember the other projects. There were some "Twilight 

Zone" episodes. And then he was able to get his name put 

on a script. It must have been '59. By that time, he must 

have been earning more money, because we kept getting 

bigger apartments in 444 [Central Park West]. We started 

out at $123.50 a month, and then we moved twice after 

44 



that. The last apartment was the best apartment in the 

building, one of the best, and I don't remember what we 

paid. I think it was about $250. 

But we were not doing very well by that time. He 

hated the assignments he got under Davenport, and he was 

drinking, and he was compulsively-- He couldn't not write 

when he didn't have an assignment. I remember, the last 

apartment, we turned the living room into his study. And 

it was very hard to keep the kids out of his way, out of 

earshot. This was always Waldo's problem. He could not 

stand being anywhere near the family when he was writing. 

It interrupted his train of thought. Then he felt 

guilty. Then he was rotten. I mean, it was something he 

never ever resolved. No matter where he was, he wanted to 

be someplace else. And he usually was. [laughter] But he 

finally was able to shed that name, and he got his own 

name, and then he wrote what he says was the worst 

screenplay ever written, the worse thing he ever wrote, 

Flight from Ashiya, then Taras Bulba, and then something 

about a drunken poodle. I don't remember. [Wild and 

Wonderful] 

CEPLAIR: Did you ever work with him on his scripts? Or 

did he give them to you to read? 

DAVENPORT: He always gave them to me to read. I never 

worked with him, and I regret to say that in all those 
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years--I don't think he ever wrote anything that he didn't 

show me and talk to me about, and I would discuss it--I 

didn't know anything about the craft. I just don't know 

why. I know a lot about the craft now. I mean, I can read 

a screenplay and know something about structure. I have 

some knowledge. I had absolutely no knowledge in those 

years. It always seems to me that I was so tired I 

couldn't concentrate. And I discussed this with Jennifer 

[Salt] and Deb [Deborah Salt]. He always gave them stuff 

to read, too. I don't know about his other wives. I think 

he may or may not have. But I'm sure he did. 

But he needed an approval. He needed a "yes," and he 

did not want criticism. And it never occurred to me. 

[laughter] And I heard somebody say the other day, not two 

weeks ago, a woman who's married to a marvelous writer, a 

playwright, she said, "I was reading so-and-so's play. We 

were in bed. And I looked up, and he was looking at me, 

and the look on his face absolutely made me cry." And she 

said, "I tell you every artist in this world should be 

surrounded by a group of people who pat them and say, 'Yes, 

it's good, it's just fine, and keep going.' They need 

it." And it's a very mature thing for that woman to figure 

that out, married to a writer, because it never occurred to 

me. I know it now, but-- The need is so great. Well, it's 

true of actors, too. And it's true of wives, too. 
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CEPLAIR: It's true of human beings. 

DAVENPORT: It sure is. But there's something about being 

an artist. It's a different kind of ego thing. I don't 

know. It's just so big. There's no filling it up. 

CEPLAIR: What was your next job after Simon and 

Schuster? Were you not working? 

DAVENPORT: Well, then I went back to teaching children's 

theater, creative dramatics, and I had a studio, a voice 

and acting studio for teenagers, with a friend of mine. I 

didn't have any jobs. I didn't go back to work until after 

Waldo and I split. And then there was no money. He went 

to California. And, as we talked about earlier, there were 

two or three years when I really didn't know whether he had 

left, whether we were separated, or whether he was just 

having a fling, or whether he was on a two-year drunk, or 

whether he was trying to write and couldn't write around 

the family. I think all of that was true. 

CEPLAIR: But he was gone, in any case? 

DAVENPORT: He was gone. He never took his clothes out of 

the closet, and he never took his papers and his 

manuscripts out of his office, and he never took the books 

off the shelf. So whatever is in UCLA is whatever I was 

able to put together one day a few years later, put in 

boxes, and send off to him, like throwing them into the 

ocean. And I never knew whether he got them. I sent them 
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collect, and I don't think he had a dime. I don't know who 

paid for them. 

CEPLAIR: So, if he didn't have a dime, you must have--

DAVENPORT: I didn't have anything. When he made money, 

whatever agent he had or business manager was kind enough 

to see that I got some. First of all, it was a wonderful, 

sweet man by the name of George Willner who was his 

agent. And I used to call up George and scream at him, and 

he would say it wasn't his fault. He got some. But every 

once in a while, when he got some money, I'd get some. But 

we moved a couple of times after that, the girls and I. We 

were not divorced until '68, I think. Then I worked for 

Bonwit Teller; then I worked for Mount Sinai; then I worked 

for the Phoenix Pan-American Shop, which was a Mexican 

import store, four and a half years; then I worked for Bill 

and Cora Baird Marionettes; then I worked for another 

theater group, children's theater, Paper Bag Players. 

CEPLAIR: I noticed in the papers there are some copies of 

poems you'd written. Did you try to be a writer in these 

years? 

DAVENPORT: Yes, I did. But I didn't-- You have some of my 

poems in his--? 

CEPLAIR: Uh-huh [affirmative]. Quite a few. Nine or ten, 

maybe. 

DAVENPORT: Really? Well, is the one about "Have You Now or 
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Have You Ever Been at Home?" ["The Un-American House"]--? 

CEPLAIR: Yeah. That's the first one on the stack. 

They're very good, I think. Very immediate, very--

DAVENPORT: Well, yes. But when I was married to Waldo, I 

had not been an actress for twenty-five years or something 

like that, and I started writing, and it was really 

wonderful. I wish I'd stayed with it. But, unfortunately, 

I had some movie jobs with Brian De Palma, and that got me 

off the track, and it was too late to really make a career 

by that time. I had worked on off-Broadway since Waldo 

died, but I think it was all too much too late or 

something. [laughter] I tried to go back to writing. 

CEPLAIR: So you didn't publish? 

DAVENPORT: Some of those poems were published. The ones 

about California--which I missed terribly--one of them was 

published in something called the California [State Poetry] 

Quarterly. And then a play I wrote [California 

Intersection] was done in a small theater out in New Jersey 

[Barn Theater]. The other poems were not published. I 

think the best one was "Are You Now or Have You Ever Been 

at Home?" 

CEPLAIR: Yes, I thought that was quite good. Did you and 

Mr. Salt stay friendly after the divorce? 

DAVENPORT: No, and then yes. God, it's so complicated. 

Waldo would not come back and be a part of the family. 
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But, on the other hand, he wouldn't leave. That's it in a 

nutshell. And I kept saying, "No, I'm not going to do 

this" and "No, I'm not going to do that, because Waldo 

might come back." But the truth of the matter is I was 

terrified when a few years later he called up one day and 

he said, "Murray Abowitz says I'm an alcoholic." And I 

said, "Oh, really?" Then I went out and learned about 

alcoholism. We were retarded in this respect, absolutely 

brilliant retardants. We knew everything to say in the 

world, and we had absolutely no idea what was wrong with 

us. [laughter] And it was at that point, I had moved with 

the girls to West End Avenue, and I was working at one 

horrible job after another, always saying, "Waldo's going 

to come back." Of course, he didn't quit drinking, but 

that was when he started trying. And then, sometime very 

shortly after that, he called up one day, and he said, "I'm 

coming home." God knows how many years he had been away. 

And I nearly-- It was the next thing to fainting, like on 

the [Conference of Studio Unions] picket line. I thought I 

would die. And I guess I must have known that that was a 

terrible idea. I mean, where had he been? Who was--? What 

had he been doing? 

So what he did was he came back to New York and went 

through a terrible period of trying to go on the wagon, of 

being sick. He had pneumonia, and he lived in the Paris 
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Hotel, and he started writing. But he came to see the kids 

a lot. The Paris Hotel was really right across the street 

from where we lived, and he was in and out, and it was very 

precarious. I was alternately always glad to see him and 

always furious; I wanted to kill him. And he couldn't stay 

away, but he couldn't come back. So, in the process of 

trying to rehabilitate himself, Gladys [Schwartz], who had 

been my old buddy and our neighbor and best friend at 444, 

she kind of took care of him. I remember thinking, "I 

really should go over there with a basket of food." 

Somebody said he had pneumonia, but the kids said he was 

drunk. And I don't know which it was, but it was a little 

of both. But he was in terrible shape and broke. And I 

guess, really, the rotten part of me didn't want him to 

come back, because I didn't want to support him. I could 

hardly make it because I never had a really good-paying 

job. It was just awful jobs. And I didn't think one more 

mouth to feed-- I didn't think I could handle it. So, 

ultimately, Glady sort of nursed him back to health, and he 

sobered up and wrote that wonderful screenplay, Don 

Quixote. 

And then, while I was working for Bill Baird, I 

remember he called me one day at work and said, "Listen, 

I've got to tell you something. Gladys and I are getting 

married." And he said, "You know, it isn't anything. This 
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is not a marriage like when you and I were married." He 

said, "I owe her. She's been good to me." And she was. 

She was good to him. 

CEPLAIR: Having won two Academy Awards, did he feel 

redeemed? 

DAVENPORT: From then on, that's when we weren't 

friendly. I had a terrible time with that. I didn't 

handle it. 

CEPLAIR: With his fame or his renown or whatever? 

DAVENPORT: And with his marrying Glady and Glady being his 

wife during those good years. 

CEPLAIR: You felt bitter? 

DAVENPORT: I really didn't handle it. It's sort of 

something I look at now, and I understand how I felt--I 

mean, I understand why I felt that way--and I've kind of 

forgiven myself for it. But I don't know what he felt. I 

really don't know whether he felt redeemed. How do you 

mean that? 

CEPLAIR: Well, he came back. Very few people came back 

from the blacklist to make a new career for themselves. I 

mean, Ring Lardner did to some degree, but very few others 

had what you would call a career. 

DAVENPORT: I don't know anybody else. 

CEPLAIR: A real career after--

DAVENPORT: That's right. 
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CEPLAIR: And he was one of the few. 

DAVENPORT: That's right. 

CEPLAIR: I wonder if he felt good about that or not. It's 

always not hard to ask people what-- You know, never having 

been on a blacklist or never having gone through those 

things, I don't know. How do people feel when they're no 

longer on it and sort of being successful? 

DAVENPORT: I was not a part of his life then. But I've 

talked endlessly, hours, years on end, with my daughters on 

this score, and I think Waldo never thought one thing. I 

think he was ambivalent about it. I think, yes, in a way 

he was redeemed, and I think he knew the price he paid, 

though. 

CEPLAIR: One thing I find interesting is he is one of the 

few of the writers who identified completely with the film 

industry. Most of the others sort of did it to do 

something else. But that seemed to be his life as a 

writer. 

DAVENPORT: He was a screenwriter, and he thought from the 

beginning, from the first day I met him to the last thing 

he says on that film [Waldo Salt: Journey of a 

Screenwriter], he considers it an art form, and he was 

always proud to be a screenwriter, always. 

CEPLAIR: Again, he must have been ambivalent, from what 

you were saying, about his own qualities as an artist, 
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right? I mean, he must have gone back and forth on that? 

DAVENPORT: Yes, but he was not ambivalent about it until 

he wrote those three terrible movies after he was given his 

name back. And then he thought-- That was another identity 

crisis after several others. Really and truly, the only 

thing in the world that ever meant anything to Waldo was 

his writing. That isn't true. He loved his kids, but he 

sacrificed them, anyone, me, anybody he was married to, 

anything. He'd sacrifice anybody to get the script 

finished. And I don't-- I suppose that's probably true of 

most artists and most writers. I don't know. 

CEPLAIR: It's probably hard to generalize. 

DAVENPORT: It's not a great trait. [laughter] So he knew 

that. He knew that was the price he paid. 

CEPLAIR: The blacklist put a lot of pressure on your 

family and maybe was one of the first factors, but there 

were already problems without it. 

DAVENPORT: I think I said there were. I think the fact 

that I started this interview by telling you my background, 

a Puritan father and a Southern belle mother in a small 

town, so then I had enormous problems and was enormously--

I had a very great curiosity, but I really didn't know much 

when I went to Hollywood. And Waldo's drinking-- He was an 

early alcoholic. He told me that he had his first case of 

DTs when he was in college at Stanford [University]. Plus, 
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if you want to know his family, you just read [Eugene] 

O'Neill. His father [Will Salt] wasn't an actor, but his 

was a pain in the neck something or other. And his mother 

[Winifred Salt] was not a drug addict, but she was crazy. 

His brother [Bill Salt] was a drunk. You know, it's all 

the same story. 

CEPLAIR: The blacklist didn't have any effect, per se, on 

the kids, right? Whatever effects were on them had nothing 

to do, really, with the blacklist, except maybe for the 

financial problems. 

DAVENPORT: Oh, sure it did. 

CEPLAIR: Oh, it did? 

DAVENPORT: Yeah. I think it created a need to belong, a 

feeling that they didn't belong. See, a lot of kids didn't 

feel that way. A lot of kids feel that theirs was the most 

privileged kind of thing in the world to grow up with this 

wonderful family that had these beautiful ideals and the 

heroic father and the heroic mother and all that. My kids 

don't feel that way. I think when Jenny was very little 

she wanted to join the Catholic church. There was 

something so beautiful about the family across the street 

who believed in something and nobody was kicking them 

around. It was gorgeous. They still, both of them, have 

an enormous need to believe in something, to worship 

something, and they both fooled around with Eastern 
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religions, a kind of spiritual path, journey, which I don't 

knock. I really don't. 

CEPLAIR: Were they ever political? 

DAVENPORT: They have very strong liberal beliefs, but they 

were never activists. Never. Jenny went to the High 

School of Performing Arts, which was a very mediocre high 

school, because that's what we could afford, and she had a 

great talent. Then she went to Sarah Lawrence [College], 

and, of course, nobody could pay for it, so she had two 

scholarships and we got a state loan. But while she was at 

Sarah Lawrence--she was in the class of '65 or '66, I can't 

remember--she had to drop out, go to work for one 

semester. And Waldo was all over the place trying to pay 

for it. But she was never the activist during the sixties. 

And Deb was not politically active. She was a hippie 

and a flower child and a child of the sixties, full of 

pot. I didn't know if she would ever graduate from high 

school. She went to [the High School of] Music and Art and 

did not go on to college. By the time she graduated from 

high school, which was an absolute miracle-- Not that she's 

not bright; she's a very fine artist, like Waldo--

CEPLAIR: Painter-type artist? 

DAVENPORT: And that was their relationship, painting, 

mostly. She didn't get much fathering from him. Very 

little. He didn't even come to the hospital when she was 
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born. So it didn't start out very good. 

But they're not politically active. I can't say that 

it was the same period that we lived in, but--

CEPLAIR: How did you feel last year when the communist 

regimes began to topple? 

DAVENPORT: Well, you know, Gene [Eugene] Corr and Bob 

[Robert] Hellerman asked me that. I didn't feel-- You see, 

by this time, I had accepted for many, many years what an 

iffy thing that was. It was exciting, it was 

heartbreaking, it was a lot of things, but it did not 

affect me. It did not hit me in the gut, which it had in 

'56. I mean, I had a few years to figure that out, didn't 

I? [laughter] I cannot say that I expected them to 

topple. I didn't. What did I feel? Well, I felt like 

"Weren't we foolish." Boy, that was some experiment that 

didn't work. I mean, it wasn't just one country. That was 

most of the continent. But I felt it was exciting. I 

don't think it's exciting now because there's such 

confusion and chaos and poverty. God, what's happening in 

the Soviet Union? But I remember exactly this time last 

year, at the annual New Year's Eve party of all this gang 

of people in New York, saying to somebody, "Oh, my God, the 

[Berlin] Wall came down," and "Isn't this exciting?" And 

this man said, "No, it's not exciting. I didn't spend 

fifty years working for socialism to find that this is 
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exciting. I think it's a very serious situation. And, 

furthermore, I think all the anti-Semites in Europe are 

going to come out of the--" Which, of course, is exactly 

what has happened. And he really scolded me, because I 

tend to react like a-- I think I tend to react in a 

childish way, in an emotional way, instead of-- I'm not a 

scholar. I have more feelings than brains. [laughter] I 

don't know what Waldo would have said. He would have had 

a lot to say, though, I'll tell you that. 

CEPLAIR: If you were asked to put the blacklist in 

perspective, what could be your final conclusions about 

it? 

DAVENPORT: Well, that it was one example of an enormously 

important social upheaval of the time, and it had 

something to do with the post-[World]-War-[II] chaos, the 

reliance on anti-communism as being the primary philosophy 

of the establishment. But I think Dalton Trumbo said 

it. What is that quote exactly? "We are not--" 

CEPLAIR: "We are all only victims"? 

DAVENPORT: "All only victims." See, the blacklist was a 

part of the whole social thing that brought about 

McCarthyism. Now, this came before [Joseph] McCarthy 

became a political figure in Washington, but obviously 

there was a climate for it. When the war ended, our ally 

had been the Soviet Union. By the time [Franklin D.] 
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Roosevelt died and the war came to an end, Waldo had been 

working at the OWI [Office of War Information], and the 

OWI came to an end-- He was taken off the OWI because 

there was a communist dossier on him. The Cold War had 

already begun! It was the politics of the time. 

CEPLAIR: Are you angry about it, in retrospect? 

DAVENPORT: Yeah. For years, I chastised myself because I 

knew that I was more angry at the Communist Party [of the 

United States of America] than I was at the House Un-

American Activities Committee. My rage at having given so 

much of my life to this party was-- I've kind of worked 

that out, too. 

CEPLAIR: You felt used in some way? 

DAVENPORT: Yeah, which is a very stupid kind of thing, and 

I realize that, because I was there. I could have said, 

"Oh, I don't want to do that." I didn't. But I did 

protest many of the things they asked of us. And I did. 

Many people did protest and just said no and stayed in the 

party. You didn't do that if you were Waldo Salt's wife. 

If they said, "We want your entire life savings because 

we've got to get the leadership out of jail," he handed it 

to them in cash. He went to the bank and got it out and 

gave it to them. And they paid it back, but they paid it 

back in cash, and it sat around, thousands of dollars, in a 

chest of drawers. It was despicable to come to us, and it 

59 



was terrible. I must have been just mad at Waldo, too. I 

was mad at them for asking us for things they shouldn't 

have. They later apologized. Somebody later said that was 

terrible. "We shouldn't have done that to you." 

CEPLAIR: But he was a true believer. 

DAVENPORT: He was. Gladys used to say that Waldo wore his 

collar turned around the other way. No matter what he was 

involved in, it was so total that everything else was out 

of the way. His work wasn't really very good in those 

days. He was a wonderful screenwriter, but he didn't 

become a really, truly fine artist until he was rid of the 

rules he had to follow. In the Albert Maltz controversy, 

which you may have read about, what position do you thing 

Waldo took on that? 

CEPLAIR: Support of the party? 

DAVENPORT: That's right. Not the support of the artist-

writer. 

CEPLAIR: What are your daughters' feelings about the 

blacklist? Is is slightly removed from them? Or do they 

feel that they were the product of it? 

DAVENPORT: They feel that they were a product of it. 

They're still working it out. Debbie says that she doesn't 

remember as much as Jennifer. Jennifer-- They're very 

ambivalent about it. 

CEPLAIR: Would they be proud or--? 
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DAVENPORT: No, they're proud of their dad. They're proud 

of him. They certainly are. Debbie worships him. She 

worships him the way-- You know, if there are two kids, and 

one doesn't get all the love of a parent, that's the one 

that-- But they're very honest about-- But, you see, you 

asked me a question about how do they feel about the 

blacklist, and I'm telling you how they feel about their 

father, and that's not what you asked me. 

CEPLAIR: I think it's probably one and the same, 

[laughter] In fact, very difficult to separate the two. 

DAVENPORT: Yeah. A year or two ago, there was an article 

on the children of the blacklist that came out in the Los 

Angeles Times. I thought it was a terrible article. But 

the important thing is Jennifer called me one day in 

tears. Now, this is a woman in her forties; this is not a 

child. She told me about the magazine article, and she 

said she had not been interviewed, and she felt terrible. 

She said, "It's my story just as much as all those other 

people, and why did they leave me out? Is somebody mad at 

Waldo?" She was absolutely so hurt. So, you see, she did 

want to tell her story. And she wouldn't have wanted to 

tell her story-- She wouldn't have said, "My dad was a 

rotten martinet and an alcoholic and a terrible father and 

wife-beating--" I mean, she wouldn't have said what a 

couple of those kids said. She wanted to-- So they feel 
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they've been very much part of history. I think they feel 

that they were deprived of something which is called 

normalcy, that we were never a normal family, and we 

weren't. And by the time we might have become one, we were 

no longer a family. 

CEPLAIR: Well, I don't have any more questions. Is there 

anything else you'd like to add to what we've said? 

DAVENPORT: No, I don't think so. I was concerned about 

this interview because I've had certain regrets about the 

life we led. But I think I have told you how it really is. 

CEPLAIR: Yeah. And I think this is a very good look at 

what families went through during very difficult times in 

this country's history. 

DAVENPORT: There's only one other story, and that is we 

were later told that the neighbors directly across the 

street from us--not the family who were our friends--were 

enormously helpful to the FBI [Federal Bureau of 

Investigation], and a great deal of information was given 

to the committee and so on. So they grew up, and we knew 

that we were being spied on- the telephone tapping and all 

that. And I think the dislocation-- I think it was 

terrible that we had to move. But it was a kind of war, 

and wars are not particularly good. And in this case, the 

issues that brought it about were not black and white. I 

guess we all had to grow up and find out that everything 

62 



isn't just good and bad. 

CEPLAIR: But there was never any question, of course, of 

cooperating in any way. 

DAVENPORT: Never, never, never. Waldo had to sign 

something once before he could get his name back, and I'm 

not too clear what it was. It certainly didn't include any 

names. It probably said something like, "I don't believe 

that anymore" or something like that. 

CEPLAIR: You said that he admitted that he was a member of 

the Communist Party but, yes, no names. 

DAVENPORT: Have you seen that? 

CEPLAIR: It's in the papers. 

DAVENPORT: It is? 

CEPLAIR: Yeah. It was an affidavit. I think he wrote it 

in 1963. It was a deposition. It says, "I am not a member 

of the Communist Party, have not been a member since the 

late forties, early fifties. I am not a communist in fact 

or in ideological sympathy. I joined the organization in 

the late thirties and drifted away in the late forties and 

early fifties. I did not ever officially terminate 

membership but simply drifted away as my disillusionment 

with that organization grew." And then he mentioned the 

various groups he was in. You know, HICCASP [Hollywood 

Independent Citizens Committee of the Arts, Sciences, and 

Professions], the Hollywood Democratic Committee, the 
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Writers School, the Actors Lab, but no names. 

DAVENPORT: He was devastated when he had to-- Now, that 

may sound like an innocuous thing, but he was absolutely 

devastated. When he came home from having signed it, he 

was white. 

CEPLAIR: I'll bet, yeah. I can imagine. But you have 

given up your career, in effect, for refusing to answer 

that question, and then in some way having to answer it--

DAVENPORT: And then, after signing that, he felt that it 

was a complete betrayal of everything he believed in. And 

then he wrote those horrible pictures in which he thought 

his screenplays were terrible. The productions were 

terrible. 
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APPENDIX 

THE UN-AMERICAN HOUSE 

ARE YOU NOW OR HAVE YOU EVER BEEN AT HOME 

Home, I said 

take me home 

from the back seat of the car they were driving 

I told them to take me home 

down long remembered streets we drove 

a turn and then a hill 

well, this is it, they said 

not a house a tree a lawn 

that I could see 

was mine or ever had been mine 

DO YOU NOW OR DID YOU EVER LIVE HERE ON THIS STREET 

The number's here all right 

on something pink 

and lit by green flood lights 

the number's here but not the house 

the house is gone all gone 

the yard I said 

back there's a yard 

a swing a slide some sprinklers and a hose 

a sandbox with a rusty pail 

and one camelia bush against a redwood fence 

65 



CAN YOU NOW OR COULD YOU EVER IDENTIFY THIS PLACE 

I'll look I said 

I'll just keep looking 

the sky is just the same 

there used to be some zinnias 

and a mound of fresh cut grass 

an old rag doll the dog had chewed 

DO YOU NOW OR DID YOU EVER THINK YOU COULD COME BACK 

I'll stay I said 

just leave me here 

as if I had some other place to go 

some other side of earth 

from which to spin 

it's home I said 

whatever that may be 

ARE YOU NOW OR HAVE YOU EVER BEEN AT HOME 

I refuse to answer on these grounds 

you took away my home 

WERE YOU THEN OR HAVE YOU EVER BEEN A WITNESS TO THAT SCENE 

Yes I was 

unfriendly though 

unfriendly witness to that scene 
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