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Red Star/Black Star

The Early  Career of Film Editor Hortense  
“Tee” Beveridge, 1948–1968

W A LT E R  F O R S B E R G

This story begins with trims: short strips of film, most less than a few feet 
long. Often destined for the trash heap,  these dormant celluloid scrolls are 
among cinema’s most marginal of artifactual ephemera: unused orphan 
pieces that fail to make the final cut. This story’s trims arrived at the Smith-
sonian Institution’s National Museum of African American History and Cul-
ture (nmaahc) in 2012 in a film can labeled “Unidentified Hortense Bev-
eridge.” In the initial stages of archival pro cessing, that rusty can, its label, 
and the trims it contained stood out as mysterious and indeterminate— the 
type of materials that excite nmaahc film conservators. While their donor, 
the film scholar, historian, and cinéaste Pearl Bowser, had amassed a pro-
digiously expansive collection containing hundreds of early race films and 
newsreels, audiotape oral histories with progenitors of African American 
cinema, documentary tele vi sion newsclips from the 1960s, and diasporic 
African cinema of the 1980s and ’90s, alongside a wealth of paper docu-
mentation, the “Unidentified Hortense Beveridge” trims would prove to be 
among the museum’s most unique and radical moving image collections. 
They contained footage of some of the most controversial progressive and 
communist African American figures of the mid- twentieth  century, conven-
ing at the height of the McCarthy- era red scare to articulate a radical po liti-
cal platform in direct opposition to the superexploitation of black working- 
class  women, triply oppressed by virtue of their race, sex, and class. Yet  these 
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trims  were merely the first among a body of other works, pieces of an “Un-
identified Hortense Beveridge” puzzle.

This chapter unspools the story of  these nonfiction films’ creator and 
collector, Hortense “Tee” Beveridge (née Sie, 1923–93), examining the early 
phases of her remarkable  career as a pioneering African American film edi-
tor and committed community activist filmmaker. Beveridge’s biography 
and early filmmaking demonstrate how African American progressive and 
community- based nontheatrical activist films could be made despite segre-
gation in the filmmaking industry and the anticommunist paranoia of the 
midcentury United States. Beveridge’s oeuvre of edited and produced films 
provides a link between 1930s and ’40s  labor documentary and subsequent 
traditions of African American nonfiction filmmaking in the early civil 
rights era, and this chapter situates her work in the context of the under-
examined realm of leftist, postwar, pre- vérité documentary film. As a black 
 woman filmmaker, Beveridge’s  career trajectory gives practical evidence of 
how the segregation of the film industry in New York was initially broken 
along lines of gender and race.

Methodologically Constellating Hortense Beveridge

Who was Hortense Beveridge and how might we decipher her connection to 
 these films, beyond her name’s appearance on a film can label? Beveridge is 
largely absent from film scholarship, and her known filmography consists of 
a paltry conglomeration of credits on the Internet Movie Database (https:// 
www . imdb . com). Some biographical information is available about Bev-
eridge in Domestic Diversity and Other Subversive Activities, a 2009 memoir 
by her husband, Lowell “Pete” Beveridge.1 This enchanting book chronicles 
the strug gle of the  couple’s midcentury interracial marriage and is an in-
dispensable resource despite its focus on  matters of marriage, life, and love 
rather than filmmaking. Tee Beveridge died in 1993 and cannot fill in gaps, 
elucidate incongruities, detail production histories, or articulate her experi-
ences as a female African American progressive filmmaker. That many of 
the films in Pearl Bowser Collection cans labeled “H. Beveridge” are outtake 
fragments, often unfinished raw footage without credits, and of a po liti cal 
orientation then subject to government surveillance, means that they do 
not appear in educational film cata logs (often a fruitful resource in tracing 
histories of nontheatrical film). For  these reasons, it is a challenge to splice 
together the details of her life and work.

https://www.imdb.com
https://www.imdb.com
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Monica Dall’Asta and Jane M. Gaines’s prologue to the 2015 anthology 
 Doing  Women’s Film History positions historical objects— specifically, mo-
tion picture film prints—as momentously impor tant “material remnants 
of the past,” displaced in time, which they advocate be employed to evoke 
necessarily incomplete “constellations” to sketch a “historical montage,” 
an “image of the past.”2 Facing “an immea sur able void that is all that went 
unrecorded, an oblivion from which we painstakingly draw  every piece of 
evidence,” the authors’ historiographic constellation approach to unwritten 
histories of  women filmmakers uses filmic artifacts to evoke a phantasmic 
image of a figure whose complete picture cannot be fully reconstructed.3

Following Dall’Asta and Gaines’s recuperation of early Italian cinema 
director Elvira Giallanella, I constellate Beveridge and the surviving 
prints and fragments of films she made, coproduced, and collected around 
the contemporaneous production and cultural atmospheres she operated 
in. This approach is necessarily incomplete— even phantasmic— yet it  will 
hopefully spur further research into her  career and the  careers of other yet- 
unrecognized African American nonfiction filmmakers of the same era. 
Thanks to previous oral histories with Pete Beveridge conducted by Pearl 
Bowser in 1995 and by the Brooklyn Public Library in 2012, along with ad-
ditional conversations between Pete Beveridge and myself in 2015, we know 
about some of the coworkers and community acquaintances with whom Tee 
Beveridge collaborated. The archives of the New York editing  union Local 
771 help situate Beveridge’s  career in the professional New York televisual 
film industry of the 1950s.  These sources elucidate her importance within 
leftist nontheatrical filmmakers and productions of the 1950s and ’60s and, 
more broadly, enable the location of Beveridge and her work as part of the 
ongoing effort to build and exhibit a national film collection of the African 
American experience at the Smithsonian’s new museum on the National 
Mall, amid an expansive constellation of other  women workers in black film 
culture.

Tee (1923–1993)

Hortense “Tee” Sie was born on October 3, 1923, in New York City’s Harlem 
neighborhood and grew up across several boroughs in  house holds where 
her  mother, Rachel, was employed as a domestic worker.4 Rachel Sie was 
part of the first  Great Migration, moving to New York from  Virginia and her 
native Mary land in the early 1920s.5 In 1924, Rachel Sie (née Hall) married 
Liberian- born Thorgues Sie, twenty- two years her se nior, who had come 
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to Baltimore in his thirties to study at what is now Morgan State Univer-
sity. Together, they had two  children— Beveridge and her younger  brother, 
Thorgues Jr., born in 1942— but their relationship dissipated when Thorgues 
returned to Liberia in 1947. Beveridge attended Erasmus Hall High School 
in Brooklyn’s Flatbush neighborhood, and  later George Washington Irving 
High School in Manhattan— both among the best public schools in the city.6 
Beveridge was then admitted to Hunter College around 1947 and majored 
in social work. While Beveridge’s relationship with her often- absent  father 
was “ambivalent,” Thorgues Sie seems to have planted some seed of po liti cal 
activism in Beveridge through his instillation of appreciation for the  family’s 
African heritage.7 Pete Beveridge recalls that thanks to Thorgues, as one of 
a small number of Liberians living in New York in the 1920s and ’30s, the 
Sie  house hold occasionally served as a meeting place for Liberian expatri-
ates and other students from Africa studying in the U.S.— among them the 
 future founder of the Ghanaian state, Kwame Nkrumah.

At Hunter College, Beveridge became involved in leftist po liti cal and 
student social justice organ izations, including the Communist Party and 
the National Association for the Advancement of Colored  People (naacp). 
Her involvements  were significant enough to earn her mention in the City 
College of New York student newspaper as a progressive leader, and she 

figure 5.1. Hortense Sie (holding headset to ear) at the 1949 International Union 
of Students Congress. Courtesy of Lowell P. Beveridge.
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attended the congress of the International Union of Students (ius) in Sofia, 
Bulgaria, in September  1949 as the executive secretary for the Committee 
for International Student Cooperation— a student- based distributor for ius 
information, believed by the House Un- American Activities Committee to 
be a communist front.8 Beveridge spent the fall of 1949 in Eu rope, visiting 
Hungary, Bulgaria, and the Soviet Union, before returning to school and her 
job at the communist Worker’s Book Store, located at 35 East Twelfth Street 
in Manhattan’s bookseller’s row district.9 Beveridge’s job at the bookstore 
brought her into contact with a wide spectrum of progressive- minded 
customers— a group, Pete Beveridge explains, that appealed to her: “At college 
Tee was attracted to the Communist Party, the only po liti cal organ ization at 
that time which recognized and campaigned against the  triple exploitation 
of black working class  women. In the college cafeteria each special interest 
group had its own  table and the cp  table was the only one where black and 
white students sat together. Tee liked that. She joined the party and be-
came active in the  Labor Youth League and other radical student po liti cal 
organ izations.”10

Cinematic Agitation, Training, and the Committee  
for the Negro in the Arts

Some undocumented experience during Beveridge’s 1949 Eu ro pean trip ap-
pears to have inspired her to explore filmmaking as a way of channeling 
her po liti cal activism. According to Pete Beveridge, “When she came back to 
New York, that’s when she started developing her interest in film, and became 
involved with the cna. They made it pos si ble for her to get into school, and 
to get her first job in the business.”11 Founded in 1947, the Committee for the 
Negro in the Arts (cna) aimed “for full participation of the Negro  people 
in the cultural life of the United States.”12 Painter and former cna chair-
man Ernest Crichlow recalls the organ ization endeavoring “to do something 
about our image and get Negroes jobs in the vari ous fields,” and the cna was 
one of several professional associations or ga nized by African American tal-
ent and liberal whites to create professional opportunities for aspiring Afri-
can Americans looking to work in the moving image and performing arts.13 
Prominent cna sponsors like Harry Belafonte, Aaron Copeland, Jacob 
Lawrence, Canada Lee, Dorothy Parker, Sidney Poitier, and Paul Robeson 
abetted mentorship for participants through their personal and professional 
connections.14 Two critical outcomes of Beveridge’s involvement as a mentee 
through the cna  were her formalized film education and her acquaintance 



Red Star/Black Star [117]

with fellow female film editors like Peggy Lawson (with whom she would go 
on to collaborate over the course of many years) and other leftist documen-
tarians of the pre– World War II era.15

Beveridge’s film training sponsorship by cna members Lawson and her 
partner Leo Hurwitz provides critical evidence of a link between 1930s and 
’40s  labor documentary traditions and subsequent practices of African 
American nonfiction filmmaking in the early civil rights era. Beginning in 
1946, Hurwitz taught filmmaking at the New Institute for Film and Tele vi-
sion (nift) in Brooklyn along with other  labor documentarians like Sid-
ney Meyers, Irving Lerner, and Paul Strand.16 The Brooklyn Ea gle described 
nift as a “new cinematic arts school at 29 Flatbush Ave.”17 Promoted as 
a gi- bill- qualifying educational program, by 1949 nift had 160 students 
and was about to expand its nighttime curriculum offerings to the daytime 
hours.18 Photos from the Brooklyn Ea gle show that nift was a racially inte-
grated organ ization, and African American filmmaker William Greaves took 
courses at nift in 1950 before moving to Montreal to work in documentary 
production at the National Film Board of Canada.19 Heavi ly redacted fbi 
reports indicate that nift and its president Donald Winclair  were surveilled 
due to the po liti cal ties of several nift faculty members.20

With cna support, according to Pete Beveridge, Tee Beveridge attended 
two semesters of night school film classes at New York University around 
1951, yet two film fragments in the Pearl Bowser Collection suggest that 
Beveridge  either also attended nift or received 16mm nift editing practice 
films directly from Hurwitz or Lawson.21 The first fragment is a filmstrip 
labeled “Editing Exercises,” and the second is a spool labeled “Moxon’s Mas-
ter.” The two black- and- white films are  silent and somewhat mundane. The 
presence of a clock in the frame and multiple splices suggest that students 
may have been given a reel of stock footage and assigned to edit the footage 
in order to visually tell a diegetic story. Both bear handwritten print- through 
labeling on laboratory leader that reads “New Institute for Films.”

Beveridge’s training and personal connections to Hurwitz, Lawson, and 
Strand through nift situate her in the often- obfuscated post– World War 
II, pre- vérité documentary filmmaking field. In his ambitious polemic “Carl 
Marzani and Union Films: Making Left- Wing Documentaries during the 
Cold War, 1946–53,” Charles Musser examines this era of leftist documen-
tary. Using Marzani and Union Films as its exemplars, he interrogates the 
historical realities of an active ecosystem of postwar, pre- vérité documen-
tary that runs  counter to prevailing documentary film scholarship.22 Musser 
states that Union Films productions “continued to be marginalized  because 
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they did not easily fit within a documentary teleology that culminated in 
the achievement of cinéma vérité in the 1960s.”23 He convincingly demon-
strates that left- wing po liti cal documentary did not terminate with Leo Hur-
witz and Paul Strand’s Native Land (1942) or Hurwitz’s own Strange Victory 
(1948), but instead flourished through the 1950s.

Given Beveridge’s personal ties to many of the same filmmakers, echo-
ing Musser, I frame Beveridge’s filmic output between 1949 and the 1960s 
as yet another impor tant oeuvre of postwar documentary filmmaking his-
tory overlooked by film historians. The imbrication of Beveridge in this mi-
lieu of postwar left- wing po liti cal documentary filmmaking by figures like 
Hurwitz and Marzani is further evidenced by the presence of three Union 
Films– produced Progressive Party campaign film prints included in the 
Pearl Bowser Collection that  were likely originally collected and used by 
Beveridge: A  People’s Convention (1948) and two titles for which Musser was 
unable to locate surviving copies at the time of the publication of his article, 
The Case of the Fishermen (1947) and Count Us In (1948).24 Beveridge’s film 
work demonstrates that, as Musser concludes regarding postwar documen-
tary, “the left did not self- destruct but . . .  generated significant quantities of 
accomplished documentary work.”25

Unlike Marzani, however, part of Beveridge’s significance lies in the rarity 
of her position as an African American female filmmaker during a period 
for which scholarship has uncovered so few  others. Documentarian Wil-
liam Alexander, mentored by Mary McLeod Bethune at the National Youth 
Administration agency prior to American involvement in World War II, is 
one exceptional example of an African American who also made socially 
conscious documentary films in this era.26 However, working for the federal 
government’s Office of War Information to create propaganda films— most 
notably the All- American News newsreels, circa 1944–45, which aimed to 
positively depict African Americans and their roles in supporting the war 
effort— Alexander’s contributions  were less po liti cally leftist or subversive 
than Beveridge’s. The conclusions of the 1967 National Advisory Commission 
on Civil Disorders (known as the Kerner Commission) would directly in-
spire broader opportunities for African Americans already working in non-
fiction film— figures like Beveridge’s fellow nift alumnus William Greaves, 
who expatriated to Canada for a de cade to make documentaries during the 
1950s.27 However, at the time of Beveridge’s first forays into filmmaking, 
the Kerner Commission– inspired opportunities to spur black documentary 
tele vi sion production such as wnet’s Black Journal and abc’s Like It Is  were 
still over a de cade away for filmmakers such as Gil Noble, Charles Hobson, 
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St.  Clair Bourne, Kent Garrett, Tony Brown, Stan Lathan, and Madeline 
Anderson. In this context, Beveridge can be seen as a progenerating figure in 
a new line of documentary— progressive and socially conscious nonfiction 
films created by African Americans.

The Council on African Affairs and South Africa Uncensored (1952)

Beveridge’s po liti cal activism in the late 1940s led her to join the Council on 
African Affairs (caa)—an outgrowth of the International Committee on Af-
rican Affairs, cofounded in 1937 by Max Yergan and Paul Robeson— where 
she merged her po liti cal activities with her nascent filmmaking skills. 
Robeson served as the caa’s chairman for the majority of its eighteen- year 
existence, and it was, according to Robeson biographer Martin Duberman, 
“the one orga nizational interest among many with which he was identified 
that was closest to his heart.”28 Major progressive figures of the black left 
 were dedicated caa proponents during its existence, including W. E. B. Du 
Bois, Eslanda Robeson, Charlotta Bass, Louise Thompson Patterson, and W. 
Alphaeus Hunton. The caa, or simply “the Council,” was “a unique voice 
calling for decolonization of Africa and, in par tic u lar, solidarity with the 
anti- apartheid movement.”29 Its initial purpose was as an informational 
clearing house for “accurate information so that the American  people might 
play their proper part in the strug gle for African Freedom.”30 In 1943, W. Al-
phaeus Hunton left his position in the En glish Department at Howard Uni-
versity in Washington, DC, to join the Council as its educational director.31 
Hunton transformed the Council in the next de cade from an information 
provider to a mass organ ization,  until it was charged with subversion  under 
the McCarren Act in 1953 and disbanded in 1955.

The Council provided Beveridge with the opportunity to edit her first 
known complete film, South Africa Uncensored, a twenty- two- minute po-
lemic against apartheid that was distributed by the Council and finished 
sometime in 1951. The film was used at events for several years, and on at least 
one occasion it accompanied a speech by Eslanda Robeson.32 Production of 
the film by the Council is not mentioned in Hunton’s personal papers, or in 
the Council’s surviving financial rec ords; however, a cia internal memo-
randum from 1954, seeking to procure a copy of the film for surveillance 
purposes, cites the Council as the film’s distributor.33 The only known extant 
copy of the film was preserved in 2016 by film conservators at nmaahc.

South Africa Uncensored is a raw and gritty piece of black- and- white 
agitprop, full of firsthand testimonial footage of the appalling conditions 



figure 5.2. Central Intelligence Agency solicitation authorization for film copy of 
South Africa Uncensored pursuant to Executive Order 10450.
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endured by black South Africans  under apartheid. The film portrays the filth 
in black shantytowns lacking proper sewage systems, the country’s segre-
gated public spaces, and the vile white leisure spectacle of enjoying forced 
fisticuffs between black workers. Pete Beveridge recalls the film as “a put-
ting together of news clips and films that have been smuggled out of South 
 Africa.”34 The film’s visual aesthetics reflect the source footage’s clandestine 
and illicit provenance; much of the footage is high contrast and has a dupli-
cated and gen er a tion ally depreciated quality, occasionally out of register and 
causing a frame line to appear on- screen. The film’s ending juxtaposes images 
of discrimination and police vio lence in Harlem as a rhetorical mirror for its 
intended U.S. audience. South Africa Uncensored lacks on- screen credits but 
is clearly narrated by Council chairman Robeson, whose elocution lends a 
reasoned gravitas to its message. In parallel with Musser’s claims regarding 
Union Films’ 1948 Henry Wallace presidential campaign films, South Africa 
Uncensored reveals Robeson’s “continuation of his film  career by other means 
and for diff er ent purposes,” abetting progressive po liti cal filmmaking in a 
period when blacklisting embargoed his screen acting and singing  career.35

figure 5.3. Frame enlargement from South Africa Uncensored. Collection of the 
 National Museum of African American History and Culture, gift of Pearl Bowser. 
Object id# 2012.79.1.4.1a. Courtesy of the Estate of Hortense Tee Beveridge.
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“Necessary Vitamins”: Beveridge’s Fragmentary  
Progressive Documentary Films

If South Africa Uncensored played a propagandistic role in raising awareness 
and sparking outcry for an impor tant leftist cause of the midcentury, it did so 
among the com pany of other kinds of nontheatrical “useful cinema” for pro-
gressive and educational  causes in a very practical way.36 Still a rich genre, 
ripe for historical inquiry, in the first seven years  after 1945 it is estimated that 
over 25,000 nonfiction 16mm films  were produced in the United States.37 
Like the Union Films made for Wallace, or Henri Cartier- Bresson’s With 
the Abraham Lincoln Brigade in Spain (1937) promoting antifascists during 
the Spanish Civil War, films like South Africa Uncensored  were screened at 
lectures, gatherings, and parties to raise money for the cause. (It was at one 
such gathering in Harlem— a fund- raising party sponsored by the Council, 
held at Beveridge’s apartment at 69 East 125th Street in December 1952, and 
with Robeson in attendance— where Pete and Tee Beveridge first met.)38 The 
Wallace campaign film catalog- pamphlet, Films for ’48: A Guide to Progres-
sive Films and Their Use, conceives of such films as “necessary vitamins to dis-
cussions at  union and po liti cal meetings,” capable of “plumping” attendance 
and intensifying the effectiveness of messages.39

Considering South Africa Uncensored and other film footage in Bev-
eridge’s archives as necessary vitamins to animate and illustrate po liti cal dis-
cussion and social justice provides insight into how some of  these films  were 
likely screened as illustrative tools within the broader agenda of a meeting 
or event. One example is Beveridge’s  silent, 16mm, four- minute footage of an 
April 1949 Harlem Trade Union Council (htuc) meeting (called [Harlem 
Trade Union Council Convention, 1949] by nmaahc), which may have been 
used to illustrate an accompanying speech at a subsequent  union meeting.40 
The footage depicts a hall meeting and what is believed to be the election 
of sailor and  labor or ga nizer Ferdinand Smith to head the newly formed 
htuc.  Labor or ga nizer Ewart Guinier also appears onstage at the meeting, a 
year before he became vice president of the National Negro  Labor Council. 
The fact that the  silent htuc footage contains film- within- a- film footage of 
the seated htuc audience watching a 16mm film projection of protestors 
wearing “ Free Willie McGee” T- shirts supports the idea of film as neces-
sary vitamins by demonstrating that 16mm documentary films  were indeed 
shown at  labor meetings.

Viewed through the conceptual lens of necessary vitamins, I want to 
refocus this chronicle of Beveridge’s po liti cal documentary films on the 
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“Unidentified Hortense Beveridge” trims with which this chapter began.  These 
fragments reveal a poetic resonance between their artifactual marginality as 
trims and the historical figures that appear in many of them. Raw footage 
ultimately identified as documenting the Eastern Seaboard Conference of 
the Sojourners for Truth and Justice, held at the Harlem ymca on March 23, 
1952, chronicles the major radical and communist African American  women 
activists of the era, including Claudia Jones, a heroic and persecuted African 
American progressive who, as a leading theoretician of the midcentury 
Communist Party of the USA, articulated the unique “superexploitation” of 
black working- class  women, triply oppressed by virtue of their race, sex, and 
class; Louise Thompson Patterson, engagée of the Harlem Re nais sance and 
close associate of Langston Hughes, with whom she cofounded the Harlem 
Suitcase Theatre while working as a leading Marxist activist in Harlem; Ella 
Baker, a legendary or ga nizer whose involvement spanned the 1930s naacp 
to the 1960s Student Nonviolent Coordinating Committee; and Charlotta 
Bass, educator, civil rights advocate, publisher of the California Ea gle newspaper 
(from 1912  until 1951), and vice presidential candidate for the Progressive Party 

figure 5.4. Frame enlargement from [Harlem Trade Union Council, April 1949], fea-
turing a screening of 16mm “necessary vitamins.” Object id# 2012.79.1.53.1a. Courtesy 
of the Estate of Hortense Tee Beveridge.
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in 1952. According to historian Erik McDuffie, “no organ ization was more 
impor tant to black feminism than the Sojourners for Truth and Justice,” 
which was founded in 1951 by veteran radical Louise Thompson Patterson 
and young thespian and poet Beulah Richardson.41  Little other moving image 
footage of many of  these po liti cal figures exists, and the  silent cinematic spec-
ters of such McCarthy- era pariahs seem illicit while si mul ta neously redemp-
tive as parts of the Smithsonian’s national collections, unspooling on a film 
inspection bench in the shadow of the Washington Monument.

The footage focuses on a  table of speakers seated onstage. Actor and or-
ga nizer Paul Robeson is seated at the far left of the  table. Stage left of Robe-
son are educator and Communist Party leader Dr.  Doxey Wilkerson and 
his wife, Yolanda, along with caa educational director Alphaeus Hunton, 
whose activist- wife Dorothy is seen as the footage’s first speaker. Activist 
Claudia Jones is in the foreground, seated at the far right of the onstage  table, 
and Louise Thompson Patterson can be seen in close-up wearing a Sojourners 
for Truth and Justice ribbon, halfway through the footage. Charlotta Bass 
can be seen speaking to  great applause, and the second- to- last speaker in the 
footage is playwright Alice Childress.

figure 5.5. Louise Thompson Patterson, Sojourner for Truth and Justice. Object id# 
2012.79.1.4.1a. Courtesy of the Estate of Hortense Tee Beveridge.
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The Eastern Seaboard Conference in March 1952 was the group’s second 
(and last) major gathering  after its inaugural Washington, DC, convention 
in fall 1951, and it saw the Sojourners coalesce around their orga nizational 
tenets of speaking out about South African apartheid and of fighting against 
the  triple oppression facing working- class black  women.42 By the end of 1952, 
the group succumbed to the strict anticommunist policy espoused by the 
naacp and ceased operations.43 The conference’s timing, its participants, and 
the Sojourners’ activism vis- à- vis South African apartheid make it prob-
able that the Sojourners screened the recently completed South Africa Un-
censored at this meeting. Other footage among  these trims depicts  people 
leaving the double doors of the Lenox Ave nue Club Baron— site of several 
cna- sponsored plays staged by the  People’s Showcase Theater in 1951 and 
1952— and three minutes of  silent black- and- white footage of Paul Robeson 

figure 5.6. Tee Beveridge 
protesting outside South 
African Embassy, New York 
(circa 1963). Courtesy of 
Lowell P. Beveridge.
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dressed as Santa Claus at a Christmas party for the American  Labor Party, 
circa 1950–52, about which less is known.44

Union  Woman All the Way: TV Commercials by Day,  
Subversive Documentary by Night in the 1950s

South Africa Uncensored is Beveridge’s earliest- known film editing credit, 
and the film was produced early in her trade education. Archives of the In-
ternational Alliance of Theatrical Stage Employees (iatse) Local 771 for 
Motion Picture Film Editors document Beveridge’s membership applica-
tion to the  union on November 25, 1952.45 Over the course of the next seven 
years, Beveridge worked her way up through the ranks of the  union, initially 
working for tele vi sion film advertising production  houses run by anima-
tors like Shamus Culhane, Dave Hilberman, and William Pomerance. On 
June  17, 1953, Beveridge became a full- fledged member of Local 771— the 
first African American  woman admitted to what fellow African American 
female editor and eventual Local 771 member Madeline Anderson described 
as a “father- son  union.”46

This period marked the zenith of a villainous inquisition by the House 
Un- American Activities Committee and the fbi, which scrutinized the 
animation trade as a suspected locus for communist organizers and mind- 
control operatives.47 If Beveridge’s initial film training was facilitated by po-
liti cally leftist filmmakers through the cna, she came to cut her teeth as an 
editor in a milieu where the same kinds of  people became her professional 
coworkers in commercial production environments. The lack of on- screen 
credits in tele vi sion commercials afforded authorial anonymity (and, thus, 
paying gigs) to then- blacklisted leftist filmmakers like Hurwitz, Lawson, and 
John and Faith Hubley— the latter of which “had a major impact” on Bev-
eridge as mentors, according to Pete Beveridge. Yet the lack of screen cred-
its also makes it difficult to discern exactly which productions Beveridge 
worked on.48 The surge in demand for film  labor in early 1950s nontheatrical 
film and tele vi sion likely abetted Beveridge’s Local 771 membership and fu-
eled her  career opportunities; one history of the New York iatse describes 
the 1950s as “the re nais sance of the film industry in New York,” with high- 
quantity tele vi sion production serving “like a massive shot of adrenaline.”49

On January 1, 1954, Beveridge gained promotion to the  union rank of as-
sistant editor at Tempo Productions, and by December 1957 she had begun 
a “trial period for Editorship” at mpo Tele vi sion Films, graduating to full 
editor in March  1958.50 A 1957 Billboard advertisement for mpo lists both 



Red Star/Black Star [127]

Beveridge— still credited with her maiden name, “Hortense Sie”— and Walter 
Hess among its staff, and the two would  later work together on short docu-
mentaries on the making of Hollywood dramatic feature films while at the 
Professional Films com pany in the 1970s. Walter Hess corroborated to me 
the fact that mpo made a point of hiring leftists, blacks, and the blacklisted:

I was part of that leftist group. mpo employed a  great number of what 
you would call leftists, as did several other companies that did similar 
work. Hortense and I  were companions, working next to each other 
in the cutting room.  There was only one other African American edi-
tor that I can think of at that time. . . .  They  were incredibly rare. Tee 
had a very fine reputation as an editor, especially among that group 
of leftists. As far as I was concerned, Tee was very reserved. She was 
not “Hail fellow, well met.” She was her own person, and I think the 
fact that she was black and a  woman made her careful about what she 
might say or do.51

Produced for the Hamilton Watch Com pany, the sponsored film Ages of 
Time (1959) survives in the Pearl Bowser Collection as representative of the 

figure 5.7. Portrait of editor Hortense Sie (circa 1950s). Courtesy of Lowell P. 
Beveridge.
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commercial  union work Beveridge made during daytime hours. A corpo-
rate promo in the guise of a sixteen- minute educational film on the history 
of timekeeping, Ages of Time was typical of the kinds of educational-
cum- entrepreneurial work Tee edited while at mpo.

In the mid-  to late 1950s, while editing corporate- sponsored films by day, 
Beveridge used her edit suite and her Brooklyn home as an after- hours atelier 
and refuge for  those in need. By 1954, the Beveridges had relocated from Har-
lem to Crown Heights, Brooklyn, and the vari ous brownstones they came to 
own over the next twenty years became “open to  people who needed a meal, 
a place to sleep, or a meeting place.”52 In Brooklyn, Communist Party officials 
requested that they go under ground to serve the party “in ways that  people 
who  were publicly identified as Communists could not.”53 As they did so, 
their home became a regular meeting place and way station for a spectrum of 
New York progressives, among them students from West Africa, civil rights 
activists on leave from Freedom Summer, South African refugees and mem-
bers of the African National Congress, and vari ous diplomats from African 
missions to the United Nations. Beveridge used the comfortable salary af-
forded by her  union editor rank (nearly $30,000 a year by the early 1960s, 
according to Pete Beveridge), along with her access to professional editing 
facilities, to help out aspiring and emergent in de pen dent filmmakers.54 Ni-
gerian Francis Oladele was one such in de pen dent filmmaker that Beveridge 
helped by facilitating access to equipment and industry contacts, and she 
served on the advisory board for his Calpenny- Nigeria Films com pany. In 
addition to serving as editor for Amiri Baraka on his 1968 documentary The 
New-Ark, she also mentored St. Clair Bourne, Kathleen Collins, and John 
Killens at vari ous early stages of their  careers.55

Two groups of film artifacts that survive in the Pearl Bowser Collection 
represent Beveridge’s under ground cinematic  labor from the mid-1950s to 
the mid-1960s, each providing a strong linkage to the kinds of in de pen dent 
African American documentary to emerge by the end of the 1960s. The first, 
Hands of Inge, is a short ten- minute black- and- white documentary about 
the sculptor and photographer Inge Hardison. Narrated by Ossie Davis, 
with Eric Dolphy playing clarinet on the soundtrack, the film was produced 
by African American cinematographer (and fellow iatse member) John 
Fletcher and was an impor tant personal proj ect for Beveridge.56 Completed 
around 1962, the film is most significant as a cinematic document of African 
American self- presentation that anticipates the arts and culture documen-
tary segments produced for black tele vi sion news programs like Black Jour-
nal and Like It Is in the late 1960s.
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The second group of film artifacts, called by nmaahc [naacp Brook-
lyn Rally (May 19, 1959)] and [Bedford- Stuyvesant Youth in Action], relate 
to Reverend Milton A. Galamison— pastor of the Siloam Baptist Church 
in Brooklyn’s Bedford- Stuyvesant neighborhood, which became a site for 
community organ izing. Both sets of film fragments illustrate Beveridge’s 
instrumental role in making African American self- presentation and doc-
umentary film central to Galamison’s civil rights and community organ-
izing efforts— the eleven- minute [naacp Brooklyn Rally (May 19, 1959)] as 
a document of protest against police brutality and the nypd’s murder of 
African American Al Garrett, and the two- hour [Bedford- Stuyvesant Youth 
in Action] footage, the result of Beveridge’s 1966–67 youth filmmaking edu-
cational workshops with the community group Bedford- Stuyvesant Youth 
in Action.

figure 5.8. Editing 
Honeybaby, Honey-
baby in Beirut (circa 
1974). Courtesy of 
Lowell P. Beveridge.
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Conclusion

Hortense “Tee” Beveridge’s film  career and oeuvre are impor tant evidence 
for the field of early African American nonfiction filmmaking.  Earlier black 
nonfiction self- presentation films certainly exist, such as the uplift films of 
the 1910s, amateur home movie films shot by Reverend Solomon Sir Jones 
in 1920s Oklahoma, and the fieldwork films of Zora Neale Hurston from the 
late 1920s to 1940. Yet works edited, made, and collected by Beveridge are 
distinguished by their imbrication in, and demonstration of, African Ameri-
cans and  women in professional film production. Beveridge’s parallel output 
of commercial nonfiction sponsored films and under ground progressive 
po liti cal documentary work heralds the advent of a par tic u lar racially inte-
grated exposure for African American– authored cinema. A precursor to a 
pantheon of po liti cally engaged black documentarians over a de cade  later, 
Beveridge is a critical yet heretofore unexamined link to the lineage of leftist 
documentary practices and directors of the 1930s, and a firsthand example of 
racial integration of the film industry and the American workplace. Indeed, 
African American documentarians did not simply appear  after the integra-
tionist recommendations of the 1968 Kerner Commission’s demographic 
study of the state of the film and tele vi sion industry.57 Instead, figures like 
Beveridge, Madeline Anderson, and  others working in nondirectorial cin-
ema technician roles in the 1950s and early 1960s leveraged their perspec-
tive, influence, talent, on- the- job experience, and resources to help mentor 
and make the way for in de pen dent nonfiction makers of the  later 1960s and 
’70s. Beveridge’s oeuvre also demonstrates that impor tant filmmaking need 
not always yield a produced, finished product, and that documentary frag-
ments, raw footage, and filmic necessary vitamins held their own distinct 
value within the organ izing efforts of broader social movements.

K N O W N  F I L M O G R A P H Y  O F  H O R T E N S E  “ T E E ”  B E V E R I D G E
 Unless other wise indicated,  these titles are available from the National Museum of 
African American History and Culture’s Pearl Bowser Collection. All available films 
discussed in this chapter can also be streamed through the book’s web page at https:// 
www . dukeupress . edu / Features / Screening - Race.

[Harlem Trade Union Council Convention, 1949], 4 min., 16mm
production: Unidentified.

Moxon’s Master and Editing Exercises (ca. 1950), 3 min., 16mm
editor: Hortense Sie.

https://www.dukeupress.edu/Features/Screening-Race
https://www.dukeupress.edu/Features/Screening-Race
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[Santa Paul Robeson] (ca. 1951), 2 min., 16mm
production: Unidentified.

[Sojourners for Truth and Justice, 1952] (ca. 1952), 8 min., 16mm
production: Unidentified.

South Africa Uncensored (1952), 22 min., 16mm
editor: Hortense Sie. distributor: Council on African Affairs.

Ages of Time (1959), 16 min., 16mm
producer: Victor D. Solow. directors: Lew Jacobs, Lloyd Ritter. writers: 
Tome McGrath, Lloyd Ritter. editor : Hortense Sie. narrator : Burgess 
Meredith.

[naacp Brooklyn Rally (May 19, 1959)], 11 min., 16mm
production: Andover Productions. camera: John W. Fletcher Jr.

Hands of Inge (ca. 1962), 10 min., 16mm
director/camera: John W. Fletcher Jr. editor: Hortense Beveridge. narrator: 
Ossie Davis.

[Bedford- Stuyvesant Youth in Action] (ca. 1966), 100 min., 16mm
production: Bedford- Stuyvesant Youth in Action. director/editor: Hortense 
Beveridge.

“bullitt”: Steve McQueen’s Commitment to Real ity (1968), 10 min., 16mm
production: Professional Films. director: Ronald Saland. writer: Jay Anson. 
editors: Howard Kuperman, Hortense Beveridge.

Jeanette Rankin Brigade (1968), 8 min., 16mm
production: The Newsreel. directors/editors: Hortense Beveridge, Ellen 
Hirst, Pat Johnson, Peggy Lawson, Karen Mitnick, Lynn Phillips, Gene Searchinger. 
access: Third World Newsreel.

The Moviemakers (1968), 7 min., 16mm
production: Unidentified. note: A short documentary featurette on the making of 
The Green Berets.

The New- Ark (1968), 25 min., 16mm
director/writer: LeRoi Jones. associate director: Larry Neal. director of 
camera: James E. Hinton. sound: Edward Spriggs. editor: Hortense Beveridge. 
access: James E. Hinton Collection, Harvard Film Archive.

Vienna: The Years Remembered (1968), 9 min., 16mm
production: Professional Films for Metro- Goldwyn Mayer. writer: Jay Anson. 
camera: Vincent Corcoran. editor: Hortense Beveridge.

The World Premiere of “Finian’s Rainbow” (1968), 26 min., 16mm
production: Professional Films. editor: Hortense Beveridge.
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On Location with “The Owl and the Pussycat” (1970), 6 min., 16mm
production: Professional Films for Columbia Pictures. producers/directors: 
Elliot Geisinger, Ronald Saland. writer: Jay Anson. camera: Marcel Broekman. 
editor: Hortense Beveridge.

The Legend of Nigger Charley (1972), 98 min., 35mm
producer: Larry Spangler. director: Martin Goldman. camera: Peter Eco. 
editor: Howard Kuperman. assistant editor: Hortense Beveridge.

Martin Scorsese: Back on the Block (1973), 7 min., 16mm
production: Robbins Nest Productions/Professional Films. producer: Ronald 
Saland. director: Elliot Geisinger. writer: Jay Anson. camera: Marcel 
Broekman. editor: Hortense Beveridge. titles and opticals: Cinopticals, Inc.

Honeybaby, Honeybaby (1974), 89 min., 35mm
director: Michael Schultz. editor: Hortense Beveridge.

Promises to Keep (1974), 19 min., 16mm
production: Professional Films. producer: Ronald Saland. director: Elliot 
Geisinger. writer: Jay Anson. editor: Hortense Beveridge.

Eastwood in Action (1976), 7 min., 16mm
production: Professional Films/Robbins Nest Productions. producers/
directors: Ronald Saland, Elliot Geisinger. writer: Jay Anson. camera: Marcel 
Broekman. editor: Hortense Beveridge.

Redd Foxx Becomes a Movie Star (1976), 8 min., 16mm
production: Robbins Nest Productions/Professional Films. director: Elliot 
Geisinger. editor: Hortense Beveridge.

Natu ral Enemies (1979), 100 min., 35mm
producer: John E. Quill. director/editor: Jeff Kanew. assistant editor: 
Hortense Beveridge.

Happy Birthday, Gemini (1980), 111 min., 35mm
production: Magno Sound, Inc. director: Richard Brenner. editor: Stepham 
Fanfara. coeditor: Hortense Beveridge.

“Fundi”: The Story of Ella Baker (1981), 63 min., 35mm
director/producer: Joanne Grant. editor: Hortense Beveridge. access: Icarus Films.
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