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1966

Franco Nero Django
Loredana Nusciak Maria

José Bódalo General Hugo Rodriguez 
Eduardo Fajardo Major Jackson

Ángel Álvarez Nathaniel, the saloonkeeper
Gino Pernice (as Jimmy Douglas) Brother Jonathan

Remo De Angelis (as Erik Schippers) Ricardo, Rodriguez gang member
José Canalejas (as José Canalecas) Rodriguez gang member

Simón Arriaga Miguel, Rodriguez gang member
Rafael Albaicín Rodriguez gang member

José Terrón Ringo
Luciano Rossi Klan member

Ivan Scratuglia C.S.C. Klan member
Gilberto Galimberti Klan member (uncredited)
Lucio De Santis Whipping bandit (uncredited)

CAST

Directed by Sergio Corbucci
Produced by Manolo Bolognini and Sergio Corbucci 

Story and Screenplay by Sergio Corbucci and Bruno Corbucci
Screenplay in collaboration with Piero Vivarelli and Franco Rossetti

Director of Photography Enzo Barboni A.I.C.

Camera Operators Idelmo Simonelli, Gianni Bergamini and Gaetano Valle
Assistant Cameraman Fernando Gallandt

Assistant Director Ruggero Deodato
Production Manager Bruno Frascà

Edited by Nino Baragli and Sergio Montanari
Continuity Patrizia Zulini

Fire Arms Remo De Angelis
Set Designer and Costumes Giancarlo Simi

Costumes Marcella De Marchis
Set Decorator Francisco Ganet

Make-up Mario Van Riel
Hair Styles Grazia De’Rossi

Properties and Furniture Francesco Bronzi C.S.C.
Music Luis Enriquez Bacalov
Sound Engineer Dino Fronzetti
Still Photographer Angelo Novi

English version Geoffrey Copleston (as G. Copleston)

CREW
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When spaghetti westerns became popular worldwide in the 1960s, it wasn’t solely due to the films of Sergio 
Leone. Many directors thrived in the genre and created distinctive, successful works of popular cinema, some 
of which have come to epitomize spaghetti westerns as much as Leone’s work. One such director and film was 
Sergio Corbucci’s 1966 western Django, starring Franco Nero in the title role. Corbucci directed 13 spaghetti 
westerns between 1964 and 1975. He co-directed his first western (billed as ‘Stanley Corbett’) with Albert Band. 
Massacre at Canyon Grande aka Red Pastures (Massacro al Grande Canyon, 1964) was a traditional range war/
revenge western, starring Robert Mitchum’s son James. Corbucci directed his next western, Minnesota Clay 
(1964), under his own name. Cameron Mitchell starred in the title role, as a notorious gunfighter who is trapped 
in a gang war, as he tries to prove his innocence on a murder charge, even though he’s going blind. Johnny Oro 
(1966), starring Mark Damon, was made before Django, but released afterwards, and was known internationally 
as Ringo and his Golden Pistol. Thereafter, the huge success of Django in Europe allowed Corbucci noticeably 
bigger budgets. Navajo Joe (1966), starring Burt Reynolds, was produced by Dino De Laurentiis and released 
internationally by United Artists. The Hellbenders (I crudeli, 1967) starred Hollywood legend Joseph Cotten as a 
renegade Confederate colonel. The snowy western The Great Silence (Il grande silenzio, 1968), starring Jean-
Louis Trintignant and Klaus Kinski, had trouble finding international distribution. Alberto Grimaldi’s production 
of A Professional Gun aka The Mercenary (Il mercenario, 1968), a big budget Mexican Revolution adventure 
starring Franco Nero, was Corbucci’s biggest international success when it was released by United Artists. 
The more offbeat The Specialist aka Drop Them or I’ll Shoot (Gli specialisti, 1969), starring French rock singer 
Johnny Hallyday, again struggled internationally, but fared better in Europe. The Corbucci-Nero team’s last film 
together, Compañeros (Vamos a matar, compañeros, 1970), was another great success and a third Mexican 
Revolution western, What Am I Doing in the Middle of a Revolution (Che c’entriamo noi con la rivoluzione?, 
1972) with Vittorio Gassman and Paolo Villaggio, also enjoyed success in Italy. Sonny and Jed (La banda J&S - 
Cronaca criminale del Far-West, 1972) starring Tomas Milian, Susan George and Telly Savalas, and The White, 
the Yellow, and the Black aka Samurai (Il bianco, il giallo, il nero, 1975), with Eli Wallach, Tomas Milian and 
Giuliano Gemma, had their moments – and the latter did especially well at the Italian box office – but were a 
far cry from Corbucci’s best work. 

Django stands as the first of Corbucci’s ‘mud and blood’ trilogy, that continued in an even bleaker vein in 
The Great Silence and The Specialist. The films share wintry settings and costuming and are reactionary 
anti-westerns in their depiction of villainy and heroism. All three pit a hero who is incapacitated for the final 
showdown against baddies who have no concept of honor or a fair fight. The plots to all three are derivative of 
A Fistful of Dollars (Per un pugno di dollari, 1964), itself inspired by Akira Kurosawa’s samurai movie Yojimbo 
(Yojinbo, 1961). In Django the hero is caught between two rival factions in a border town in the Southern United 
States. The adversaries are former Confederate Major Jackson and his private army of red-hooded, racist Ku 
Klux Klansmen, and Mexican General Hugo Rodriguez and his army of budding revolutionaries. Corbucci adds a 
revenge element to the brew, with Jackson responsible for the death of Django’s wife Mercedes Zaro. 

Corbucci cast newcomer Franco Nero as the taciturn hero, Eduardo Fajardo as Major Jackson,  José Bódalo 
as General Rodriguez, and Loredana Nusciak as Maria, a woman Django saves from both gangs. Nero’s face 
was weathered for the role by make-up artists Giulio Natalucci and Mario Van Riel. Check out his clean-cut 
appearance in The Wild, Wild Planet (I Criminali della Galassia) and The Third Eye (Il terzo occhio), both made in 
1966, to see just how much Corbucci aged his 24-year-old leading man. The supporting cast included master-

by Howard Hughes

THE D IS SILENT: A LEGEND IS BORN
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at-arms and stunt arranger Remo De Angelis (billed as Erik Schippers) as Rodriquez’s henchman Ricardo, 
Gino Pernice (billed as Jimmy Douglas) as Klan pastor Brother Jonathan, Angel Alvarez as the saloonkeeper 
Nathaniel, Jose Terron as scar-faced, snaggled-toothed Ringo and a host of familiar spaghetti western faces 
among the heavies: Ivan Scratuglia, Rafael Albaicín, José Canalejas, Lucio De Santis, Simón Arriaga and  
Luciano Rossi. 

Django is a former Union soldier, now a gunrunner and arms dealer, who carries a demonstration model in tow, 
which he keeps hidden in a coffin. Corbucci’s West is a bleak, drab post-Civil War landscape, muddy, bloody, 
unforgiving and sparsely populated. The film was an Italian-Spanish co-production, between B.R.C. Produzione 
Films (Rome) and Tecisa (Madrid). Corbucci’s assistant director was Ruggero Deodato, who went on to become 
a controversial director in his own right. The Italian title sequence sheds more light on who concocted the film’s 
plot. Story, screenplay and dialogue is credited to Sergio Corbucci and his brother Bruno. Additional credits for 
the screenplay include Franco Rossetti, Jose G Maesso and Piero Vivarelli. The English language titles have 
the Corbucci brothers billed for story and screenplay, with additional screenplay credits only for Vivarelli and 
Rossetti. Geoffrey Copleston, a Manchester-born actor who appeared in Italian films, is credited with writing the 
English version of the dialogue, which deviates from the original Italian script – the English language dialogue 
is more literal and prosaic, the Italian more poetic and resonant.   

Corbucci began filming in late 1965 in Italy, at the beach and inlet at Tor Caldara, Anzio Cape, and on the 
saloon interior at Elios Film, Rome. At the beginning of 1966, Corbucci’s Django crew shifted to Spain and then 
returned to film more footage at Tor Caldara and on the western street exterior at Elios Film until February. The 
western set looks very different to how it had appeared as Coldstone in Corbucci’s Johnny Oro, with the street 
now churned-up with mud and the buildings weather-beaten and ramshackle. The art direction and sets were 
by Carlo Simi (billed as Giancarlo Simi), who had worked on Sergio Leone’s A Fistful of Dollars and For a Few 
Dollars More (Per qualche dollaro in più, 1965). His attention to detail is a key ingredient in establishing the 
film’s mood and setting.

The location at Tor Caldara is now a nature reserve – Riserva naturale di Tor Caldara. It’s 44 hectares of beach, 
an inlet, a volcanic, sandy clearing and a stream surrounded by woodland oaks, to the south of Anzio. It boasts 
unusual fauna and flora and is a protected World Wide Fund for Nature site. Scenes in Django shot at Tor Caldara 
include all the action that occurs near a rope bridge (Django rescuing Maria, Django being captured and tortured 
by the Mexicans), the mud flats in the title sequence, and the cemetery scenes. Corbucci had already used Tor 
Caldara extensively in his mythical epics Goliath and the Vampires (Maciste contro il vampiro) and Romulus and 
Remus aka Duel of the Titans (Romolo e Remo), both 1961, his western Johnny Oro and the swashbuckling 
drama The Man Who Laughs (L’uomo che ride, 1966). It was an extremely popular filming location for Italian 
filmmakers and appears in dozens of genre films, from sword and sandal epics and spy movies, to Second 
World War movies and costume adventures. The filming locations in Spain were near Madrid. A wagon being 
pursued by Mexican soldiers and an ambush of Rodriguez and his men by Mexican soldiers were filmed at the 
rock formations at El Jaralón and La Pedriza, Manzanares El Real. The attack on the Mexican outpost at Fort 
Cerriba was filmed at a rural complex in Dehesa De Navalvillar, to the southeast of Manzanares El Real. A corral 
and ranch set at Uceda, Finca El Soto (Guadalajara) had appeared in Minnesota Clay. In Django it was used for 
scenes with a ranch, corral and watchtower, when Major Jackson uses live Mexican peons for target practice.  

The film’s title sequence is one of the most famous spaghetti western introductions of all time. A man trudges 
through the rain, across desolate mudflats – this is part of the Tor Caldara location. It was pouring with rain 
and cold the day of the filming and Nero recalls that after he had wandered off over the rise, he returned to 
find the crew had packed up and gone. Django is dressed in a long Union greatcoat, a black hat, army trousers 
and boots, and fingerless gloves and a scarf against the cold. Over his shoulder is slung his saddle hung with a 
lantern, pouch and canteen – Django doesn’t have a horse and unlike conventional western heroes, spaghetti 

or otherwise, at no point in the film does he ride one. Most significantly, behind him he tows a coffin on a rope 
through the mud, which is revealed later as the easiest way for him to transport his lethal armament, a belt-fed 
machine-gun. Like the sets, the costumes were designed by Simi and the wintry tailoring throughout the film 
evokes fashions from Sam Peckinpah’s Ride the High Country (1962) and André De Toth’s Day of the Outlaw 
(1959). The Klansmen in particular wear red scarves or hoods, to denote their allegiance to Jackson’s faction. 

The titles are accompanied by the dramatic ballad ‘Django’. The music was composed by Luis Enriquez Bacalov, 
conducted by Bruno Nicolai, with lyrics by Franco Migliacci and Robert Mellin. The song was performed with 
emotional gusto by American-born soul singer Rocky Roberts, who later had a major hit single in Italy with 
‘Stasera Mi Butto’. This resulted in him starring (as himself) in a popular Italian musicarello ‘Beach Party’ film I’ll 
Try Tonight (Stasera mi butto, 1967) directed by Ettore Maria Fizzarotti, which was filmed at the smart seaside 
resort Coppola Pinetamare, near Castel Volturno, north of Naples. An Italian language version of Django’s title 
song was also recorded by Roberto Fia and this was released as a 45-rpm single in Italy on the Parade label, 
with an instrumental version as the B-side.  

The film’s opening scenes introduce the gang war that divides the territory. The landscape is bleak and wintry, 
with crinkled autumn leaves and sparse vegetation. Corbucci’s cinematographer Enzo Barboni (later of ‘Trinity’ 
films fame) photographs Tor Caldara in a way to make it appear much larger and more expansive than it is. 
Django arrives atop a bluff and looks down into a canyon (another Tor Caldara location) where he observes 
a woman being punished by a quartet of Mexican bandits. She is tied to the wooden frame of a rope bridge 
spanning a shallow gorge and flogged with a cruel-looking whip of knotted rope (wielded by Lucio De Santis). 
Their sadistic pleasure is interrupted by a volley of shots and all four Mexicans are killed in cold blood by five of 
Jackson’s Klansmen. No whipping for the woman from them – they plan to burn her on a cross, as punishment 
for fleeing to the Mexicans. Finally Django feels the need to intervene. The Klansmen (including Gilberto 
Galimberti and Attilio Severini) and their spokesman (Ivan Scratuglia) recognise Django as a northern interloper, 
and in a shootout Django dispatches the woman’s tormentors, one of whom (stuntman Giulio Maculani) ends 
up sliding into a pool of quicksand below the bridge. Django discovers her name is Maria and she discovers he 
has a personal matter to settle in town, so for the time being they become travelling companions. This opening 
scene introduces Django’s ominous musical theme and is accompanied by extracts of Bacalov’s unsettling 
‘Town of Silence’ and ‘Fango giallo’ (Yellow Mud) soundtrack cues. It also establishes the gulf between the locals 
and the outsider: the fanatical Klansmen murder the Mexicans, but Django kills the Klansmen in a fair fight. 

Eventually, Django and Maria trudge into the film’s main set, the Elios Studios western street, a desolate 
settlement perched in a quagmire. The street is littered with frontier ephemera, ramshackle planking, a water 
tower, fences, poles, wagon wheels, barrels, wicker baskets, hitchin’ rails, chains and a grappling hook. The 
only inhabited building appears to be the ‘City Hotel and Saloon’, run by Nathaniel and his five gaudily dressed 
showgirls – bored, cold and restless in the nowhere town. The cluttered saloon interior includes a well-stocked 
bar, general store provisions, and a stove and chimney, plus potted palms yearning for more exotic climes. 
Nathaniel on violin, accompanied by one of his employees on piano, play a grating version of Bacalov’s serene 
‘Blue Dark Waltz’. This music plays as Django and Maria make their way down the muddy main street – in some 
prints their entrance to town takes place in daylight, in others by night – watched from an alleyway by Jackson’s 
spy in town, the pseudo-cleric Brother Jonathan (Gino Pernice). This forsaken ghost town, a ‘dead city’, with a 
perpetually whistling wind and almost-at-capacity cemetery, is one of the great spaghetti western settings and 
a fitting locale for Corbucci’s ruthless tale of revenge, where even the winners lose.

Howard Hughes writes about film, history and music in print and online. He is the author of a range of film books including Cinema Italiano: 

The Complete Guide from Classics to Cult and Once Upon a Time in the Italian West: The Filmgoers’ Guide to Spaghetti Westerns.

All text © Howard Hughes/Arrow Video 2018
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Sergio Corbucci’s Django was released in Italy in April 1966, in Japan in September, in West Germany and 
France in November, and in Spain in September 1967. Its impact was immediate and its influence enormous, 
if films trading on the ‘Django’ name since then are any indication. Django was the fourth most successful 
western in Italy in 1966, after The Good, the Bad and the Ugly (Il buono, il brutto, il cattivo) and two Giuliano 
Gemma westerns. But in 1967 in the UK, due to its numerous scenes of violence, Django was refused any kind 
of rating by the BBFC and subsequent attempts by other distributors failed too. Despite the popularity of other 
‘Django’ films, Corbucci’s original remained unreleased in the UK until it was put out on videotape unofficially 
in 1980 by Inter-Ocean Video, in the pre-certification period before the Video Recordings Act came into force 
in 1984. In the US, Django also initially failed to find a distributor, but was briefly released in 1972. In the UK, it 
eventually had a brief theatrical run in 1990 at the Scala Cinema before finally being granted an 18 certificate 
in 1993, which was subsequently lowered to a 15 cert in 2004. Django was screened in the Moviedrome cult 
movie season on UK TV in 1993 (introduced by filmmaker and Corbucci advocate Alex Cox) and has since been 
widely released worldwide on DVD and other digital formats.

In the immediate aftermath of the film’s release in Italy, Franco Nero built on its success with Texas, Adios 
(Texas, Addio, 1966) and Massacre Time (Le colt cantarono la morte e fu... tempo di massacre), both of which 
were released in August 1966 and were considerable hits. Massacre Time was released in the UK on video 
as Colt Concert, in Holland as Django the Runner and in Germany as Django – Sein Gesangbuch war der Colt 
(‘Django – His Hymnbook was a Colt’), while in the US, it was released by AIP as The Brute and the Beast. 
Texas, Adios was also released as The Avenger in the US and as Django – Der Rächer (‘Django – the Avenger’) 
in Germany. Leon Klimovsky’s A Few Dollars for Django (Pochi dollari per Django), released in Italy in September 
1966, was the first Italian western after Corbucci’s to feature the name ‘Django’ in its original title. It starred 
Anthony Steffen in his first stint as Django – though the English dub calls him Regan and in the Italian print he’s 
Django Regan. Django is sent to Miles City, Montana, by the Denver Mining Company, to locate the proceeds of 
a robbery. A Few Dollars was one of few Steffen westerns released on VHS in the UK (by Renown Video in 1986) 
and was probably the third ‘Django’ movie I saw, after Corbucci’s original and Django Shoots First (Django spara 
per primo, 1966), both of which were released by Inter-Ocean Video in the 1980s. In this way, Django had a new 
lease of life in the home video boom too, with companies releasing Django titles or retitling unrelated films as 
‘Djangos’, further extending the hero’s legacy. 

Alberto De Martino’s Django Shoots First had absolutely nothing to do with Corbucci’s original and played more 
like a Hollywood western, with a few spaghetti western flourishes. It’s buoyed by a brilliant Bruno Nicolai score 
and Dutch actor Roel Bos (billed as ‘Glenn Saxson’ or ‘Saxon’ in publicity) is a very personable Django, who 
introduced elements of parody and comedy into the ‘Django’ formula. But there’s still a cynical edge, as when 
Garvin brings in his own father’s body (he’s been murdered by a bounty hunter named Ringo) to collect the 
reward. Glenn Garvin (aka Django) takes revenge for his father being duped by his former business partner, 
Ken Kluster. Kluster was played by Nando Gazzolo, who had dubbed Franco Nero’s voice in the original Italian 
version of Corbucci’s Django. Both A Few Dollars for Django and Django Shoots First were hits in Italy in the 
wake of Corbucci’s film. 

by Howard Hughes

DJANGO STORY: THE LEGEND CONTINUES…
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A Few Djangos More
Other entirely unrelated films were released in Italy – and other countries – pretending to be ‘Django’ vehicles. 
For example, Maury Dexter’s Spanish western El Proscrito del Rio Colorado (Outlaw of Red River, 1965) was 
released in Italy in 1967, under the title Django, killer per onore aka Django the Condemned or Django, Honorable 
Killer. Hollywood veteran George Montgomery played the hero and, as in many of these pseudo-sequels, no 
one is called Django. Mestizo (1966) was retitled Django Does Not Forgive, even though this was set in Canada 
in 1885 among the Mounties of the Yukon. Predictably, it didn’t take long for the popular Sicilian slapstick 
comedians Franco Franchi and Ciccio Ingrassia to jump on the Django bandwagon (or the covered wagon) and 
their spaghetti western spoof Two Sons of Ringo (I due figli di Ringo, 1966) has them impersonate the sons of 
Ringo – named Django and Gringo – to collect an inheritance. Guilio Questi’s notorious 1967 western Django, 
Kill… If You Live, Shoot! was shot under the title Oro Hondo, but was titled Se sei vivo spara (‘If You Live, Shoot’) 
in Italy and later became a Django film in the UK. Tomas Milian starred in this remake of A Fistful of Dollars (Per 
un pugno di dollari, 1964), as an outlaw who is double-crossed and left for dead following a robbery. Django’s 
betrayers are then lynched by self-righteous townsfolk, who steal their gold, and Mexican rancher Zorro and 
his black clad gauchos are also after the ‘oro’. Roberto Camardiel, Piero Lulli, Paco Sanz, Marilù Tolo and Milo 
Quesada were the memorable gallery of villains. Severely cut on its initial release, the film’s often extreme 
violence (hangings, a scalping, evisceration and dismemberment) allowed its cult status to grow considerably 
over the years, as its fans trod the barren deserts in search of an uncut print. 

Gianni Garko played bounty hunter Django in $10,000 Blood Money (10.000 dollari per un massacro, 1967), 
who patiently waits for the reward on outlaw Manuel Vasquez to reach $10,000. Only then, when Manuel has 
kidnapped a rich Mexican landowner’s daughter, does he go after the outlaw. Django’s lover Mijanou was played 
by Loredana Nusciak (from the original Django) and Fernando Sancho showed up as Manuel’s father, Stardust. 
Having played Ken Kluster’s inheritance-seeking son Jesse in Django Shoots First, Luigi Montefiori (aka George 
Eastman) played Django himself in Django Kills Silently (1967), which was originally Bill il taciturno. Django is 
hired as a guide to help freighter Rosson navigate bandit country with his cargo of guns. Gabriele Tinti played 
Django’s vengeful offspring Jeff Tracey in Son of Django (Il figlio di Django, 1967), which is also known as 
Vengeance is a Colt .45 and The Return of Django. Django was murdered when Jeff was a child, so he teams up 
with gunman-turned-preacher Father Fleming (Guy Madison), to find the culprit. Piero Umiliani’s score includes 
the ballad ‘They Called Him Django’, sung by John Balfour. The film’s set designer was Demofilo Fidani, who 
went on to direct several pseudo ‘Django’ movies. Anthony Ghidra played Django in Django, the Last Killer 
(L’ultimo killer, 1967), which saw the hired gun teach Mexican peon Ramon (George Eastman) how to shoot. The 
machine-gun massacres in Django were particularly influential and Nero himself brandished a machine-gun 
in his later Corbucci westerns, A Professional Gun aka The Mercenary (Il mercenario, 1968) and Compañeros 
(Vamos a matar, compañeros, 1970). Guido Zurli’s Thompson 1880 (1966) featured a climax where the hero 
(George Martin) reveals his patented secret weapon – the Thompson 1880 – a crank-operated machine-gun 
that resembles a projector. May God Forgive You… But I Won’t (Chiedi perdono a Dio… non a me, 1968) 
featured a finale with George Ardisson mowing down the villains with a 20-barreled Gatling gun. Meanwhile, 
films such as Vengeance for Vengeance (Vendetta per vendetta, 1968), co-starring Loredana Nusciak, and The 
Dirty Outlaws (El Desperado, 1967), directed by Django scriptwriter Franco Rossetti, traded on that film’s muddy, 
grimy atmosphere and savage violence.  

Ferdinando Baldi’s musical comedy Little Rita of the West (Little Rita nel West, 1967) starred singer Rita Pavone in 
the title role and was from the same stable as Corbucci’s Django (produced by Manolo Bolognini, photographed 
by Enzo Barboni). In an amusing sequence, Rita takes on Django (Enzo Di Natale) and his machine-gun in a 
graveyard. Almost the same gag was repeated for the opening sequence of Enzo G. Castellari’s Any Gun Can 
Play (Vado… l’ammazzo e torno, 1967), which was sold as a Django film in Germany. George Hilton’s stranger 

waits in the windblown main street of a spaghetti western town with three coffins readied. A trio of riders 
approach. Though their reward posters christen them Paco Diaz, Jose Huerta and Jesus Sanchez, they look 
exactly like Django, Lee Van Cleef’s Colonel Mortimer from For a Few Dollars More and Clint Eastwood’s The 
Man With No Name – three of the most popular spaghetti western heroes at the box office. Hilton’s The Greatest 
Robbery in the West (La Più Grande rapina del West, 1967) was also released as a Django film in Germany – Ein 
Hallelujah für Django (‘Halleluja for Django’). When Terence Hill and Bud Spencer’s God Forgives… I Don’t! (Dio 
perdona... io no!, 1967) was released in Germany, their character names went from Cat Stevens and Hutch 
Bessy (in the English language print) and Cat ‘Doc’ Stevens and Hutch Earp (Italian print), to Django and Dan in 
the German version, which was retitled God Forgives… Django Doesn’t. A Spanish ‘Coyote’ film, Dos mil dolares 
por Coyote ($2,000 for Coyote, 1967), starring James Philbrook, was rejigged as Django, a Bullet for You and 
Django, cacciatore di taglie (‘Django, Bountry Hunter’) elsewhere. Gianni Garko’s companion piece to $10,000 
Blood Money, Vengeance is Mine (Per 100.000 dollari t’ammazzo, 1967), was released in Germany as Django 
der Bastard. In Don’t Wait Django, Shoot! (Non aspettare Django, spara, 1967), ‘Sean Todd’/Ivan Rassimov 
played Django Foster, who seeks his father’s killer. Django’s sister in the film, Mary, is played by Rassimov’s 
real-life sister, Rada. 

The Name’s Django
In 1967, Franco Nero starred in Man, Pride and Vengeance (L’uomo, l’orgoglio, la vendetta), which wasn’t strictly 
a western at all, but an adaptation of Prosper Mérimée’s Carmen. His tempestuous affair with Carmen (Tina 
Aumont) was rebranded a Django film in Germany, as Mit Django kam der Tod (‘With Django comes Death’), with 
Nero as Django and Carmen renamed Conchita. Mario Lanfranchi’s four-act revenger Death Sentence (Sentenza 
di morte, 1968) was released in Germany as Django – Unbarmherzig wie die Sonne (‘Django – Ruthless as the 
Sun’), with Robin Clarke’s hero Cash redubbed as Django. Ferdinando Baldi’s Django, Prepare a Coffin (Preparati 
la bara!, 1968) was the closest Corbucci’s original Django had to an official sequel and is one of the great 
B-spaghettis. Terence Hill stepped into Nero’s boots as Django Cassedy, who is out to avenge his wife’s death. 
Hill wears Django’s trademark gravedigger attire and there’s even his coffin and machine-gun, and a showdown 
in a cemetery. Django poses as a hangman and frees the criminals he’s supposed to execute – in Germany 
it was known as Django und die bande der Gehenkten (‘Django and the Hanged Gang’). The supporting cast 
included Lucio De Santis, Luciano Rossi, Ivan Scratuglia and Remo De Angelis, all from the original Django. Enzo 
G. Castellari’s 1968 western adaptation of Hamlet, Quella sporca storia nel West (That Dirty Story of the West), 
known variously as Johnny Hamlet and The Wild and the Dirty, was based on an idea by Sergio Corbucci. It was 
released as a ‘Django’ movie in Germany: Django – Die Totengräber warten schon (‘The Gravedigger’s Waiting’) 
and mentions Corbucci by name in the German trailer as further endorsement. 

In spaghetti westerns there were several sound-alike heroes such as Cjamango, Durango, Djurado and Shango, 
and the fad also took off globally. It’s a wonder that in the field of Hong Kong action cinema – so similar in 
formula to the spaghetti western phenomenon – there was never a martial arts hero called Chang-Ho. The US 
sexploitation western Brand of Shame (1968) was retitled Nude Django for the German market, with a new title 
song, ‘Django’ sung by Peter Graf. The wildly violent, black and white Turkish western Kilink vs Django (Cango 
- korkusuz adam, 1967) starred Tunç Oral as Django, an avenger up against the skeletal villain Kilink and his 
eye-patched henchman Scary Jack. Figen Say was saloon gal Rosita and the shameless score consisted of cuts 
from the ‘Winnetou’ westerns, For a Few Dollars More (including the musical watch theme) and Dean Martin 
songs from Rio Bravo (1959). 

Several spaghetti westerns featured heroes who may not be called Django, but they were dressed like Franco 
Nero’s character, with a long coat, black hat and scarf. These include Brett Halsey’s avenger Bill Kiowa in Tonino 
Cervi’s Today it’s Me…Tomorrow You! (Oggi a me... domani a te!, 1968) and Leonard Mann’s vengeful Chuck 
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Mool in The Unholy Four (Ciakmull - L’uomo della vendetta, 1970) – the latter was the directorial debut of Django’s 
cinematographer Enzo Barboni and became Django – der Nacht der langen messer (‘Django – the Night of the 
Long Knife’) in Germany. Among many re-titlings for various markets, Anthony Steffen’s The Man Who Cried 
for Revenge (l suo nome gridava vendetta, 1968) was released in Germany as Django sprich dein Nachtgebet 
(‘Django Say Your Prayers’), while The Moment to Kill (Il momento di uccidere, 1968), starring George Hilton, 
was released as Django – Ein Sarg voll Blut (‘A Coffin Full of Blood’). Domenico Paolella’s Execution (1968) was 
retitled Django – Die Bibel ist kein Kartenspiel (‘The Bible is not a Card Game’) in Germany and Django prépare 
ton exécution (‘Django is Preparing your Execution’) in France. Sergio Garrone’s wintry bounty hunter movie No 
Room to Die (Una lunga fila di croci, 1969), starring Anthony Steffen and William Berger, was rechristened A 
Noose for Django, despite no one in the English language release going by that name. 

Steffen was back in Garrone’s Gothic spaghetti western Django the Bastard aka The Stranger’s Gundown 
(Django il bastardo, 1969). In previous adventures, Django had sought revenge for the deaths of various friends 
and family members – his parents, wife or girlfriend – but Django the Bastard is unique in that he avenges his 
own death. Django is a ghostly, bat-cloaked ‘devil from Hell’, out of the past and the world of the dead, who 
tracks down the three Confederate officers that betrayed his unit during the Civil War, resulting in a massacre. 
A paranormal horror western, this has a unique atmosphere, as Steffen’s cadaverous, spidery stranger stalks 
Desert City and heralds each villain’s death with a wooden cross inscribed with the day’s date (his five-day 
revenge spree takes place from 13-17 November 1881). Luciano Rossi, from the original Django, is memorable 
as an epileptic albino killer, and as in Corbucci’s Johnny Oro, the population is evicted from town, to allow it to 
become a battleground. Whether Django’s a mortal man or an apparition is immaterial (is he a ghost, or just very 
good at moving around stealthily?) – this is still a great Django movie. 

Two Fast Guns
The next prevalent tactic by promoters and producers was to have spaghetti western heroes team up, or 
fight, in the name of entertainment. First up was Pasquale Squitieri’s Django against Sartana (Django sfida 
Sartana, 1970), with George Ardisson as Sartana and ‘Tony Kendall’/Luciano Stella as Django. The score is 
recycled from Son of Django and sees Django avenge his brother’s lynching. Demofilo Fidani operated under 
a variety of pseudonyms and directed more pseudo-Djangos than anyone else. His One Damn Day at Dawn… 
Django meets Sartana (Quel maledetto giorno d’inverno... Django e Sartana all’ultimo sangue, 1970) cast ‘Hunt 
Powers’/Jack Betts as Django and ‘Stet Carson’/Fabio Testi as lawman Jack Ronson, alias Sartana. This is a 
wonderfully atmospheric western – evidently made on a very low budget – which is set in desolate Black City, 
a place wreathed in fog and dust, and hammered by perpetual wind. The costumes – particularly Django’s dark 
blue coat and Ronson’s long brown coat and even longer scarf – are impressive. Fidani’s daughter, Simonetta 
Vitelli, crops up briefly as a widow who convinces Ronson/Sartana to stick around for the final showdown. 
Another ‘Sartana’ film, Giuliano Carnimeo’s I Am Sartana, Trade Your Guns for a Coffin (C’è Sartana... vendi la 
pistola e comprati la bara, 1970), had George Hilton as Sartana and Charles Southwood as dapper Sabata. The 
German release of the film redubbed the two heroes Django and Sabata. Fidani directed Django and Sartana 
are Coming… It’s the End (Arrivano Django e Sartana... è la fine, 1970) as ‘Dick Spitfire’ and the film was also 
released as Django and Sartana… Showdown in the West and Sartana If Your Left Arm Offends, Cut it Off. 
‘Hunt Powers’ again played Django and ‘Chet Davis’/Franco Borelli was Sartana. In Kill Django, Kill First (Uccidi 
Django... uccidi per primo!!!, 1971), while there is no Django in sight, his presence is felt: the score is lifted 
from Django the Bastard and No Room to Die. Brad Harris played debt collector Django in the English language 
version of Durango is Coming… Pay or Die (Arriva Durango... paga o muori, 1971). Jeff Cameron starred as 
Django in Django’s Cut Price Corpses (Anche per Django le carogne hanno un prezzo, 1971), also known as 
Even Django has his Price and A Pistol for Django, a very low-budget effort, which holds the spaghetti western 
record for on-screen goofs.

Django Story aka The Ballad of Django aka Reach You Bastards (Giù le mani... carogna!, 1971) was a ‘best 
of’ compilation from Fidani as ‘Lucky Dickinson’. Hunt Powers played an elderly Django, who recounts his 
adventures to a young Wild Bill Hickok in a saloon. Those well-versed in Fidani will fully appreciate the film’s 
ingenuity and nerve, as scenes from Django’s life story are depicted using showdowns, fistfights and shootouts 
from One Damn Day at Dawn… Django meets Sartana, Four Came to Kill Sartana (E vennero in quattro per 
uccidere Sartana!, 1971), Dead Men Don’t Make Shadows (Inginocchiati straniero... I cadaveri non fanno 
ombra!, 1970), and Django and Sartana are Coming… It’s the End. There’s some newly shot action footage 
too, including a superb showdown during a hurricane between Django and Dean O’Neal (Dino Strano), shot on 
the Elios studio’s western street, amid howling dogs, a whistling wind and a hail of straw and dust. An on-form 
Powers plays ‘Old Django’ with a cane and moustache, while he rejuvenates into ‘Young Django’ for the new 
action footage. Anthony Steffen was back as Django in A Man Called Django aka Viva Django (W Django!, 1971), 
and the revenge plot was a remake of Death Rides a Horse (Da uomo a uomo, 1967), as Django yet again sought 
the murderers of his wife. Fidani’s Lobo the Bastard (Il suo nome era Pot, 1971) cast Peter Martell and Gordon 
Mitchell as two drifter brothers. It was released in the UK as Django Always Draws Second with Fidani credited 
as ‘Slim Alone’, but has nothing to do with Corbucci. Fidani’s Fistful of Death (Giù la testa... hombre, 1971) was 
released as Ballad of Django in some territories, and Brad Harris was back as Django aka Durango in Django 
Adios (Seminò morte... lo chiamavano il Castigo di Dio!, 1972), as an ex-sheriff framed for a robbery. 

Django Lives!
Enzo G Castellari’s Keoma (1976), starring Franco Nero, was originally conceived as an official sequel 
to Corbucci’s Django by producer Manolo Bolognini and was based on a story by Luigi Montefiori/‘George 
Eastman’. The film has many elements from Corbucci’s original, not least the decrepit town set at Elios Film 
as the plague-ravaged Skidoo City, which has been taken over by Confederate renegades. Keoma has been 
released variously as The Violent Breed, Django Rides Again and Django’s Great Return. Django himself did 
make an unexpected, belated return 21 years after Corbucci’s original when Nero resurrected Django in an 
official sequel, Django Strikes Again (Django 2: Il Grande Ritorno, 1987) directed by ‘Ted Archer’/Nello Rossati. 
Nero observed that nearly all his westerns were retitled in Germany as ‘Django’ movies, so he might as well 
make one himself. In Mexico, Django is now a pacifist monk, Brother Ignatius, but when his daughter is captured 
by a slave trader, he comes out of retirement and digs up his machine-gun from a grave marked ‘Django’, in 
scenes which replay Django, Prepare a Coffin. “You could use a little oil”, he tells his old companion. “You’ve 
got more to do.” This brutal film has Django up against Prince Orlowsky (Christopher Connelly) and his white-
uniformed Hungarian mercenaries, who travel the river on a steamship. At the end, Django rides away and 
though he assures, “I’ll be back”, Nero hasn’t surfaced in the role since. 

Nero did, however feature in the hugely successful Django Unchained (2012), Quentin Tarantino’s raucous, gritty 
‘spaghetti southern’. Tarantino himself had played Piringo, a gunman dressed in a poncho, in Takashi Miike’s 
J-western Sukiyaki Western Django (2007). This samurai-spaghetti western hybrid, in the spirit of Jun’ya Satô’s 
The Drifting Avenger (Koya no toseinin, 1968) and Luigi Vanzi’s The Silent Stranger (Lo straniero di silenzio, 
1968), riffed on Yojimbo and A Fistful of Dollars. Hideaki Itô played a stranger caught between two rival factions, 
the red-clad Heike clan and white-clad Genji, in a desolate town. There are numerous references to genre 
cinema, and the production design, costumes and cinematography evoke Corbucci’s original – even down to 
including Django’s coffin, machine-gun, a buried treasure chest, a bleak graveyard, and a sheriff is impaled on a 
cross that is an authentic replica of the ‘Mercedes Zaro’ grave marker in Corbucci’s film. The end titles play out 
to a Japanese-language cover of Bacalov’s ‘Django’ song, performed by Saburo Kitajima. 
Tarantino’s Django Unchained opens with Bacalov’s original Django song (with added whip-cracks, à la Rawhide 
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[1959-65]), and includes many western cues on its soundtrack (from His Name was King [Lo chiamavano 
King, 1971], Two Mules for Sister Sara [1970], The Hellbenders [I crudeli, 1967] and They Call Me Trinity [Lo 
chiamavano Trinità, 1970]) plus original Django tracks ‘Town of Silence’, ‘Town of Silence’ (2nd version), ‘Blue 
Dark Waltz’ and ‘La Corsa’ (2nd version). Tarantino’s title sequence, which emulates the blood-red lettering of 
Corbucci’s original, depicts a convoy of enchained slaves being escorted through a rocky desert landscape 
(actually the Alabama Hills at Lone Pine, California, the location of many Hollywood westerns). Later, in a now-
famous scene, bounty hunter Django Freeman (Jamie Foxx) meets Amerigo Vessepi (Franco Nero) at the bar 
of The Cleopatra Club. “What’s your name?” asks Amerigo. “Django” comes the reply. “Can you spell it?” asks 
Amerigo. “D-J-A-N-G-O. The D is silent”. “I know,” Amerigo replies, in a wonderfully knowing moment of cult 
movie history. It seems that Django’s popularity transcends global borders and has become immortal as a 
screen hero. He’s perhaps more popular now than at any other point in his ‘lifetime’. 

Thanks to Tom Betts, Kevin Wilkinson, Carlo Gaberscek and Phil Hardcastle for research and resources.

© Howard Hughes/Arrow Video 2018
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Deservedly hailed as one of the masters of the Euro western, Sergio Corbucci was much more than that. A 
filmmaker for all seasons, he crossed four decades of Italian popular cinema both as a director and scriptwriter. 
Even the most biased critics had to acknowledge his mastery of the medium and eclecticism, in a career 
spanning from tearjerker melodrama to farce, from peplum to musical, from swashbucklers to spy flicks. As 
one critic put it, Corbucci was “the exception and the rule.”1 That is, a filmmaker who helmed commercial flicks 
that offered top-notch entertainment without losing an ounce of intelligence and brilliance. As for Corbucci, 
he once commented: “I always looked at ‘committed’ filmmakers’ works with a certain irony, because I never 
really understood where such a commitment was. And I never wanted to put myself in their shoes […]. On the 
other hand, I think you can well be a popular film director and make committed films.”2 

Born on December 6, 1926, Corbucci was a film buff from an early age. He grew up adoring Hollywood 
westerns, good food and women. After living a bohemian life in post-war Rome, trying his hand at a variety 
of jobs (from wine dealer to tourist guide), he ended up in the movie business almost by chance, as assistant 
director. Sergio made his debut behind the camera at just 24 with Salvate mia figlia (1951), the kind of regional-
based sentimental drama that had mostly supplanted the harsh neorealist yarns in the public’s taste and were 
more in tune with the social climate of the era. 

Sergio’s output throughout the decade was mostly in tune with his first film, with turgid dramas such as Island 
Sinner (La peccatrice dell’isola, 1952), Suprema confessione (1956), Il ragazzo dal cuore di fango aka Gioventù 
disperata (1957), sometimes with musical numbers added (Terra straniera [1952], Suonno d’ammore [1955]), 
which he labeled “the worst film I’ve made in my whole life.” However, there were exceptions. In additions 
to tears and songs, Acque amare had interesting film noir undertones, while the farcical Baracca e burattini 
(1954), which was based on a stage musical, has amusing sci-fi elements. 

The 1960s marked several key encounters in Corbucci’s professional life. The first was with Totò, Italy’s greatest 
comic actor. Although derided by critics (who would rediscover him only after his work with Pier Paolo Pasolini), 
Totò made lots of money at the box office, with low-budget films often built around basic ideas (such as 
spoofing a “serious” hit) and leaning on the actor’s extraordinary improvisational skills. Corbucci directed Totò 
in seven films, including Totò, Peppino e... la dolce vita (1961), a spoof of Fellini’s film which paired Totò and 
Peppino De Filippo (Eduardo’s brother), The Shortest Day (Il giorno più corto, 1963, an all-star parody of The 
Longest Day) and Il monaco di Monza (1963). When producer Giovanni Addessi commissioned him to write a 
story which would allow him to re-use the medieval sets of Il monaco di Monza, Sergio had the idea of making 
a horror movie. He asked his younger brother Bruno (himself a scriptwriter, often in collaboration with Sergio, 
and later a director on his own) and Gianni Grimaldi to write the script. When the production was due to start 
filming, Sergio found himself in a conflicting schedule and called on his good friend Antonio Margheriti to direct. 
The result was Castle of Blood (Danza macabra, 1964), on which Sergio himself directed a sequence to help 
Margheriti wrap the picture on schedule.

by Roberto Curti

THE OTHER SERGIO OF ITALIAN CINEMA

1  - Orio Caldiron (edited by), Sergio Corbucci, Ramberti Editore, Saint Vincent 1993, p. 13.
2 - Franca Faldini and Goffredo Fofi, L’avventurosa storia del cinema italiano raccontata dai suoi protagonisti 1935-1959 (Milan: Feltrinelli,  
1979), p. 266.
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The 1960s also saw Corbucci try his hand at the sword-and-sandal film. The horror-tinged Goliath and the 
Vampires (Maciste contro il vampire, 1961, signed by Giacomo Gentilomo but mostly directed by Sergio) was 
followed by Duel of the Titans (Romolo e Remo, 1961) and Son of Spartacus (Il figlio di Spartacus, 1963), both 
starring Steve Reeves. These experiences helped Sergio refine his technique, having to direct mass action 
sequences with dozens of extras. The films displayed his love for American cinema with its open spaces, its 
taste for adventure and wonder. They proved a run-through of sorts for his Westerns. 

Signed with the alias “Stanley Corbett”, Grand Canyon Massacre (Massacro al Grande Canyon, 1964) is officially 
Corbucci’s first western, even though he only directed some scenes. It was released just three months before 
A Fistful of Dollars (Per un pugno di dollari, 1964). The two Sergios had met in Via Veneto in the late 1950s, 
and Leone had called Corbucci to join him in Spain and give him a hand finishing The Last Days of Pompeii (Gli 
ultimi giorni di Pompei, 1959), which had been started by Mario Bonnard. Corbucci paid back the favor with one 
vital bit of advice. “It was I who told Sergio to make A Fistful of Dollars. I had seen Yojimbo (Yojinbo, 1961) with 
friends […] and liked it very much. […]. I told him: ‘Take this Kurosawa film and draw from it!’ He copied it at 
the moviola, slavishly, changing only the setting and the dialogue.”3 

Between 1964 and 1975, starting with Minnesota Clay (1964), “the first Italian western signed by an Italian with 
his own name”, as he proudly pointed out4, Corbucci helmed a dozen westerns, most of which rank among the 
very best Italian examples of the genre. Corbucci’s westerns show a thought-provoking, idiosyncratic approach 
to the genre’s clichés, ranging from the over-the-top violence of Django and The Specialist (Gli specialisti, 1969)  
to the farcical The White, the Yellow, and the Black aka Samurai (Il bianco, il giallo, il nero, 1975), from the 
nihilistic mood of The Hellbenders (I crudeli, 1967) and The Great Silence (Il grande silenzio, 1968) to the black-
humored, picaresque tone of Ringo and His Golden Pistol (Johnny Oro, 1966) and Sonny and Jed (La banda 
J&S – Cronaca criminale del Far West, 1972), from the pro-Indian Navajo Joe (1966) to the openly political 
“Mexican trilogy” – The Mercenary (Il mercenario, 1968), Compañeros (Vamos a matar, compañeros, 1970) 
and What Am I Doing in the Middle of a Revolution (Che c’entriamo noi con la rivoluzione?, 1972). The latter, a 
picaresque comedy about two Italians, a hammy actor (Vittorio Gassman) and a priest (Paolo Villaggio), lost in 
Mexico during the Revolution, had to be filmed virtually twice because, as Sergio found out near completion, the 
camera shutter was broken and all the filmed footage had been ruined.

Between one oater and the next, Sergio helmed several interesting pictures, such as The Man Who Laughs 
(L’uomo che ride, 1966), a loose version of Victor Hugo’s novel starring Jean Sorel, or Er più: Storia d’amore e 
di coltello (1971) starring Adriano Celentano, a period comedy-drama set in the early 1900s amid Rome’s low-
lifes, filmed like Sergio’s westerns but with knife fights instead of shootouts. It was one of the director’s biggest 
box-office hits, and one of his very best films.

A big, warm-hearted guy who always had a joke for everyone, Corbucci had a natural flair for comedy. He 
himself recalled: “On my sets we laugh, we make jokes, we have fun. I’ve always been friends with everyone 
because of that […]. I was considered a ‘light’ guy. He’s so nice, but he’s not serious, they said. He’s intelligent, 
too, and he could do more, but he doesn’t care. He just wants to have fun. I’ve never been considered a ‘serious’ 
filmmaker, and this has been my fortune.”5 The declining fortunes of the Italian western pushed him to devote 
himself almost exclusively to comedy from the mid-1970s onwards. The results regularly reached the top of 
the Italian box office, thanks to the presence of popular stars such as Alberto Sordi, Adriano Celentano, Paolo 
Villaggio, Renato Pozzetto, Enrico Montesano, Bud Spencer and Terence Hill. Whether he helmed a road movie 

about truck drivers, as with Il bestione (1974), took inspiration from The Sting (1973), as with The Con Artists 
(Bluff – Storia di truffe e di imbroglioni, 1976),  or attempted a bitter satire of contemporary Italy, as with Ecco 
noi per esempio… (1977), Corbucci provided entertainment while skipping banality. This was also the case 
with his comedy/mystery hybrids of the late 1970s, such as La mazzetta (1978), starring Nino Manfredi as a 
small-time lawyer who finds himself in the middle of a convoluted and tongue-in-cheek, hard-boiled plot set in 
Naples, and Atrocious Tales of Love and Death (Giallo napoletano, 1979). 

Sergio’s output in the 1980s was less brilliant. His comedies were always moneymakers, but the writing and 
mise-en-scène were lazier, usually revolving around the pairing of two popular comedians, sometimes in 
a movie-movie structure, as in Questo e quello (1983). Overall, his cinema reflected the general decline of 
the national movie industry in the 1980s, and titles such as Rimini Rimini (1987), infected by TV faces and 
stereotypes, were blatantly devised for future consumption on the small screen. Corbucci was aware of the 
ongoing agony of Italian popular cinema, and his next project was devised as a pilot for a TV series: I giorni del 
commissario Ambrosio (1988). A melancholic, low-spirited little whodunit set in Milan, it conveyed the feeling 
of the end of an era. It had been conceived as a vehicle for Lino Ventura, but the actor’s premature death led to 
him being replaced by Ugo Tognazzi, himself in one of his very last roles before his untimely death. After Night 
Club (1989), a nostalgic evocation of 1960 Rome on the opening night of Fellini’s La dolce vita (1960), Corbucci 
directed his first TV movie, the crime drama Donne armate. It was broadcast posthumously in 1991, as Sergio 
died in his sleep of a heart attack, on December 1, 1990. The other Sergio had left the building a year and a half 
earlier, and the open prairies of Italian cinema were now desolate and empty.

Roberto Curti is the author of Italian Gothic Horror Films: 1957-1969 and Italian Crime Filmography: 1968-1980, as well as other books and 
essays on Italian cinema. He lives in Cortona, Italy.

3 - Franca Faldini and Goffredo Fofi, L’avventurosa storia del cinema italiano raccontata dai suoi protagonisti 1960-1969 (Milan: Feltrinelli,  
1981), p. 288. 
4 - Sergio Corbucci, ‘“Che simpatico!” Appunti per un’autobiografia’, in Caldiron, Sergio Corbucci, p. 74.
5 - Ibid., p. 55.
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This short extract is taken from Sergio Corbucci (Ramberti Editore, Rimini 1993), a collection of Sergio 
Corbucci’s memoirs edited by Orio Caldiron. The extract is taken from a chapter called “‘Che simpatico!’ 
appunti per un’autobiografia”, which translates as “‘What a Nice Guy!’ Notes for an Autobiography.”

Meanwhile, unconvinced by De Laurentiis’ messing about [with the Navajo Joe project], I started working on 
another movie. I made it my own way, with cruelty, exaggeration, mud, filth, lots of killings – in short, with all 
those hyperboles and emphases which characterized our westerns which by then were invading the screens. 
To detach myself from Leone’s route, which was sunny, made of sun and sand, I took inspiration from the 
Japanese, namely Kurosawa’s films which I loved such as The Seven Samurai [1954], Rashomon [1950], 
Throne of Blood [1957], with their fog, mud and rain.

When Burt Reynolds arrived [to act in Navajo Joe], he paid me a visit on the set of Django, starring Franco 
Nero. And he showed up while we were shooting one of the many frightening scenes which made the film 
famous, turning it into a cult movie. It was the one in which the villain accuses another guy of being a spy: 
“You tell everything you see, and everything you hear… ah… that’s why you’ve got such big ears, I guess!”, 
then he cuts off his ear and forces him to eat it. And while the poor guy is chewing on his own ear, he shoots 
him in the forehead, shattering his skull into a million pieces. The scene was quite hard. Even Reynolds was 
very impressed by it, and asked: “What kind of stuff is this?” I replied: “This is western, Italian-style, made of 
hyperboles. But this you’ve just seen is a scene everybody will remember.”

The censor board demanded we cut some meters, and the scene caused heated arguments even with my wife 
Nori, who claimed she wanted to divorce because of my “aesthetic cruelty.” But I remember that when Django 
was screened at the Cola di Rienzo theater in Rome, the audience screamed during that scene, and afterwards 
people just kept talking about it. That was definitely a very violent movie. There was a guy who dragged a coffin 
behind him in the mud, in the coffin there was a machine gun, hands were bashed by horses’ hooves… Still, 
seen today, after all those American horror movies, Django looks like a Walt Disney film, because American 
horror gave us appalling examples of gruesomeness. But that was 1966 and the film was very strong. When 
Dino [De Laurentiis] saw it, he said it was well-made, but he added: “Why, are you crazy, making a movie  
like this?”

SERGIO CORBUCCI ON DJANGO
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These original reviews which met the film’s Italian theatrical release in 1966 have been compiled and 
translated by film historian and critic Roberto Curti. The critics were in unanimous agreement about the 
film’s gruesomeness… 

The race to the horrific and the sadistic is getting more and more revolting. Colt guns are not enough anymore, 
and here’s a machine-gun which kills people by the dozen. Kicks in the face were cheap parlor tricks, so here 
we have a severed-and-swallowed ear. The hooting and hollering songs sung by saloon girls were too delicate, 
so here they fight and roll in the mud. All this, and more, happens in Django. The sinister, funereal hero drags 
along a coffin behind him, with a machine-gun hidden inside: he never smiles and has a tremendous mission of 
death (wholesale killings, like in concentration camps); his fiancée doesn’t move a muscle when rivers of blood 
spurt in front of her. In short, Corbucci took lessons from Sergio Leone and Gualtiero Jacopetti. Horrors from 
beginning to end: everything is rotten, men and scenery, all marked by rot. Men are wild beasts, without a flash 
of humanity; the scenery looks like the end of the world is near. What nostalgia for the western – the real one!

(Uncredited, Corriere d’Informazione, 12 May 1966)

With Sergio Corbucci’s Django, the “Italian-style western” has reached the pinnacle of exasperated violence. 
Technically accomplished, the movie thrives with sadism in massive doses. Not even counting the many 
lightning-fast killings, it features someone who has his ear cut off and then is forced to swallow it before he is 
killed, plus whippings, quicksand deaths, and a funereal ending amid the crosses of a graveyard. Add to that 
the look of the protagonist, Franco Nero, a grim avenger until the very last sequence. The beautiful Loredana 
Nusciak is his partner, and she’s undoubtedly a woman who is not scared by blood.  

(Uncredited, Corriere della Sera, 12 May 1966)

Italian-Spanish as usual, Sergio Corbucci’s color western Django relies on well-known patterns for its story. The 
protagonist is the standard avenger, frowning and quiet, enemy of barbers and soap alike. A novelty, however, is 
that, in addition to a woman, he drags along a coffin, which contains not a body but a machine-gun, a weapon 
which at the right time he uses with lightning-fast skill – so much so that in certain scenes there are countless 
dead people on screen.

The latter are, indeed, the story’s stick in the mud. The way the avenger’s enemies are killed, and their 
exceptional number, can make the movie truly gruesome, if one takes it seriously; and its atrocity is such that it 
could cause a justified dismay in the most sensible viewers. But this reiterated excess of cruelty lacks measure 
and verisimilitude, and shifts the film from the realistic to the grotesque, with the result that every now and then, 
among the diverse emotions, there is even room for a healthy chuckle.

(Uncredited, La Stampa, 7 April 1966)

DJANGO: CONTEMPORARY REVIEWS
Directed by Sergio Corbucci (who is one of the initiators of the genre, along with Leone and Tessari), this “Italian 
western” stands out only because of the emphasis – to the limits of what’s tolerable, and beyond – on sadistic 
violence which, unsupported by any ideal motive, is hardly justifiable, even spectacle-wise. The only (relative) 
novelty is the primordial but very effective machine-gun which the protagonist drags along, hidden in a coffin. 
The latter, after all, is the symbol of Django: the amount of dead bodies that pile up on the screen is such that 
it suggests a financial contribution on the part of funeral parlors. The lead is an actor new to us, Franco Nero. 
Alongside him, Loredana Nusciak.

(Aggeo Savioli, L’Unità, 10 April 1966)
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1966

Franco Nero Burt Sullivan
Alberto Dell’Acqua (as Cole Kitosch) Jim Sullivan

José Suarez Cisco Delgado
Elisa Montés The girl

Livio Lorenzon Alcalde Miguel
José Guardiola McLeod

Hugo Blanco Pedro
Luigi Pistilli Hernandez

Gino Pernice Bank employee
Antonella Murgia Burt’s mother

Giovanni Ivan Scratuglia (as Ivan Scratuglia) Dick
Silvana Bacci Paquita, the barmaid

CAST

Directed by Ferdinando Baldi
Produced by Manolo Bolognini 

Story and Screenplay by Ferdinando Baldi and Franco Rossetti
Director of Photography Enzo Barboni A.I.C.

Camera Operator Gaetano Valle
Edited by Sergio Montanari

Assistant Director Renzo Rossellini
Production Design Eduardo Torre de la Fuente

Art Direction Luigi Scaccianoce
Costumes Giancarlo Simi
Make-up Duilio Scarozza

Stunt Director Remo De Angelis
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Italian writer-director Ferdinando Baldi created some of the most financially successful spaghetti westerns 
ever made. In a career that took off in the early 1960s and lasted until the late 1980s, Baldi worked all over 
the world with some big names. His films are rarely dull and like Antonio Margheriti and Enzo G Castellari, 
Baldi was successful in a wide range of genres, though mainly in war films and westerns. From David versus 
Goliath’s biblical confrontation and way-out spaghetti westerns, to in-your-face 3-D excitement and Rambo-
style superheroics, Baldi was certainly a ‘man of action’. 

Baldi’s first international success was as co-director of the biblical epic David and Goliath (David e Golia, 1960), 
when he collaborated with Richard Pottier. Ivo Payer was a typical peplum hero as Israelite David, who faced 
super-warrior Goliath, the Philistines’ secret weapon (as played by the towering performer Aldo Pedinotti, billed 
as ‘Kronos’). Orson Welles made a brooding King Saul, in one of his various guest-starring roles that make these 
outings so enjoyable. It was filmed on location near Zagreb and in Jerusalem in Palestine. Baldi continued in 
the same vein on further epics and costume adventures, such as Kingdom of Violence (Sfida al re di Castiglia, 
1963), The Tartars (Taras Bulba, il cosacco, 1963), starring Vladimir Medar as Taras Tulba, and The Son of 
Cleopatra (Il figlio di Cleopatra, 1963). Baldi directed Hollywood legend Alan Ladd in Duel of Champions (Orazi 
e Curiaz, 1961), which told the story of the duel between two sets of brothers, the Horatii and the Curiatii, to 
settle the war between Rome and Alba. Baldi co-directed this one with future James Bond film director Terence 
Young. These epics, some of which had considerable budgets and multitudes of extras, demonstrated that Baldi 
knew how to orchestrate action on a grand scale. But these were strictly formula vehicles, with little sign of 
Baldi’s own stamp.

More interesting were two Roman Empire epics that Baldi directed in Yugoslavia, produced by Moris Ergas 
– In the Shadow of the Eagles (All’ombra delle aquile, 1966) and Massacre in the Black Forest (Hermann 
der Cherusker - Die Schlacht im Teutoburger Wald, 1967). Baldi was billed as ‘Ferdy Baldwin’. Cameron 
Mitchell starred in Eagles as Tribune Marcus Ventidius, who battles barbarian hordes in Pannonia, a province 
in the outer reaches of the Empire. The barbarian tribes unite against the Roman eagle (the battle scenes are 
impressive, deploying many extras and dangerous stunts), until Ventidius puts down the rebellion and peace is 
restored. Vladimir Medar played chief Magdo, Beba Loncar was his daughter Helen and Alezsandar Gavric was 
insurrectionist-in-chief Batone, who tortures Ventidius by making him run across burning coals. In Massacre, 
Mitchell played Consul Sessina, a lesser role, as the story concentrates on Arminius (Hans Von Borsody) of the 
Cherusci, once Rome’s ally, now its nemesis. The Black Forest massacre (actually the Battle of the Teutoburg 
Forest) sees the Germanic warriors ambush the legion, which is lost in the marshes. Sessina leads a campaign 
into Germany across the Rhine and discovers the skeletal remains of the legion, left as a macabre shrine. 
There’s an impressive massed attack by Arminius’s army on a Roman outpost, involving a battering ram and 
fiery oil, which Baldi handles well. Loncar and Medar were back, in different roles, and Antonella Lualdi was 
Tusnelda, Arminius’s woman. Both films, which were obviously shot back-to-back in Yugoslavia, share casts, 
sets (including a splendid Roman forum set, a wooden Roman fortress and rustic Barbarian camps) and have 
lovely scores by Carlo Savina. Little seen today, they are set (and filmed) in windswept, wintry hinterlands that 
are brilliantly evocative of time and place.  

by Howard Hughes

CUT TO THE ACTION: 
THE FILMS OF FERDINANDO BALDI

ARROW VIDEO    A
RROW VIDEO 

ARROW VIDEO    A
RROW VIDEO 

ARROW VIDEO    A
RROW VIDEO 

ARROW VIDEO    A
RROW VIDEO 

ARROW VIDEO    A
RROW VIDEO



42 43

ARROW VIDEO    A
RROW VIDEO 

ARROW VIDEO    A
RROW VIDEO 

ARROW VIDEO    A
RROW VIDEO 

ARROW VIDEO    A
RROW VIDEO 

ARROW VIDEO    A
RROW VIDEO



44 45

Baldi also directed an interesting spy film, Suicide Mission to Singapore aka Goldsnake ‘Anonima Killers’ 
(Operazione Goldsnake, 1966). With its suave hero and authentic, exotic location filming in Singapore, this 
resembles the James Bond films and the ‘Kommissar X’ spy series that came out around the same time. Iva 
Zanicchi provides a Bondian theme song, ‘Goldsnake’. It’s helped by the fact that the production secured the use 
of a very nice silver E-type Jaguar and a twin-engined British jet fighter, the Gloster Javelin. Less impressively, 
the villains travel in a VW camper van. ‘Stanley Kent’/Stelio Candelli played agent Kurt Jackson, who’s on 
the trail of Professor Wong Li and his secret formula microfilm. Yoko Tani played Annie Wong and Annabella 
Incontrera was villainess Evelyn. In a superb bit of action, Tani (in leather jacket, crash helmet and goggles) guns 
down Incontrera and her henchmen with a machine-gun.

A Way-out West
Baldi’s grounding in action genres made him a natural for westerns and he made 10 between 1966 and 1981. 
While he made some textbook tales of revenge and avarice, he also made some of the most bizarre spaghetti 
westerns too. His debut western, Texas, Adios (Texas, Addio, 1966), was released in Italy at the end of August 
1966. Django had been released in the spring of that year and Nero had another western, Lucio Fulci’s Massacre 
Time (Le colt cantarono la morte e fu... tempo di massacre), out the same month. In Texas, Adios, Nero starred 
as Burt Sullivan, a sheriff who travels with his younger brother Jim from Texas across the border into Mexico, 
to bring in Cisco Delgado. As in Massacre Time, revenge is complicated by the revelation of unpleasant home 
truths. 

Texas, Adios, the second of Nero’s proposed three-picture deal with Manolo Bolognini’s BRC Produzione in 
Rome, has many connections with Corbucci’s Django. It was even released as Django der Rächer (‘Django 
the Avenger’) in Germany. As well as Nero, several crew members and supporting players reappeared from 
Django. Enzo Barboni was director of photography, Giancarlo Simi designed the costumes and Remo De Angelis 
directed the stunts. Gino Pernice, Ivan Scratuglia, Silvana Bacci and Lucio De Santis all appeared in both films. 
Burt’s brother Jim was played by former stuntman Alberto Dell’Acqua, who acted under a variety of names, 
including Cole Kitosch and Robert Widmark, while chief villain Delgado was the respected Spanish actor José 
Suarez. The supporting cast included many familiar faces from spaghetti westerns, including Livio Lorenzo 
and Luigi Pistilli. Baldi filmed in Italy (at Cinecittà Studios’ western set), near Madrid (Delgado’s stronghold is 
the crumbling plaza at Nuevo Baztan) and in the iconic landscape of Almeria, a region Baldi would revisit in 
subsequent westerns. The Mexican-flavored score by Spaniard Antón García Abril includes fiestas, a thundering 
electric guitar ‘riding’ theme (as horsemen gallop hell for leather down winding Almeria canyons), trumpet 
Deguellos and the sentimental title ballad ‘Texas, Addio’, sung by Don Powell. This action-packed outing from 
Baldi also features a subplot of Mexican women being forcibly taken by Delgado’s thugs and transported by cart 
to his hacienda, a kidnapping theme which was developed in Baldi’s later westerns. On a purely visual note, the 
pointed arrow design seen on the Nero and Dell’Acqua’s jacket pockets in Texas, Adios also reappears in later 
Baldi westerns, such as Little Rita of the West (Little Rita nel West, 1967) and The Forgotten Pistolero (Il pistolero 
dell’Ave Maria, 1969), suggesting a reuse of resources.  

Baldi’s Little Rita of the West (aka Rita the Kid or The Crazy Westerners) was an unusual musical spaghetti 
western starring 22-year-old pop singer Rita Pavone as western heroine Little Rita. She shoots it out with 
outlaws and gunslingers, in parodies of popular spaghetti westerns of the era, including A Fistful of Dollars (Per 
un pugno di dollari, 1964), For a Few Dollars More (Per qualche dollaro in più, 1965), A Pistol for Ringo (Una 
pistola per Ringo, 1965), Ringo and His Golden Pistol (Johnny Oro, 1966) and Django. Wedged between these 
shootouts are a series of pop songs, ballads and ‘song and dance’ numbers that make this western a unique 
experience in the genre. Imagine Carry on Cowboy (1965), with songs and Lulu. Baldi concocted the original 
story and it was again produced by Manolo Bolognini, was photographed by Enzo Barboni, and featured actors 

that were becoming Baldi’s stock company, including Remo De Angelis, Livio Lorenzon, Pinuccio Ardia and Gino 
Pernice. Terence Hill played Rita’s love interest in the film, gunman Blackie aka Black Stan. Hill was then cast 
as the lead in Baldi’s 1968 western Preparati la bara!, an official prequel to Corbucci’s Django known variously 
as Django, Prepare a Coffin, Viva Django! and Django, Get a Coffin Ready. It follows Django Cassedy and his 
transformation from hired bodyguard to executioner and avenger, when his wife is killed during a gold shipment 
hold-up. Five years later, Django poses as a hangman to free outlaws who have been framed by the law. The 
finale has Django facing his enemies in a graveyard and offers a twist on Corbucci’s original, by having Django 
forced to dig his own grave by the villain, until he unearths a coffin (which he’d buried earlier), with his machine-
gun hidden inside. Personnel carried over from the original Django included cinematographer Enzo Barboni, 
co-scripter Franco Rossetti, producer Manolo Bolognini and stunt director Remo De Angelis. Baldi’s Hate Thy 
Neighbor (Odia il prossimo tuo, 1968) was one of the director’s lesser works, made with many of the same cast, 
and on many of the same sets and Italian locations, as Django, Prepare a Coffin. A straightforward revenger, its 
best moments are imaginative sadism, including hand-to-hand combat in a gladiatorial arena.

Baldi’s The Forgotten Pistolero, also known as Gunmen of Ave Maria, demonstrates an emotional power rare 
in the genre outside the big directorial names. An ambitious melodrama based on the Greek tragedy Orestes, 
Baldi’s adaptation has two gunmen, Rafael (Peter Martell) and Sebastian (Leonard Mann), who were childhood 
friends, unravelling a murder mystery in the town of Oxaca. Rafael is of lowly peasant stock, while Sebastian 
has aristocratic blood, but identifying the murderer of Sebastian’s father, General Carasco, is key. Though it’s 
primarily a spaghetti western, there’s also a fine sense of opulence, bloodlines and aristocratic superiority. 
Baldi’s aided by Roberto Pregadio’s score – the magnificent main themes, with its eerie whistle, trumpet and 
tolling bell, is one of the most famous spaghetti western theme and has been widely reused in TV programming 
and advertising. The film is worth tracking down for that reason alone. Baldi’s most successful western of the 
period was Blindman (1971), which cost $1.3 million – not a bad budget for a spaghetti – but raked in $15 
million worldwide. Tony Anthony starred as a nameless, blind gunfighter, who is hired to escort 50 mail-order 
brides to Lost Creek, Texas, for the miners working there. In his way are Mexican bandit brothers Domingo and 
Candy (Lloyd Batista and Ringo Starr), who kidnap the women and take them to Mexico, where their sister 
Sweet Mama (Magda Konopka) runs a putrid bordello. The spectacular location filming in Almeria makes this a 
memorably grubby outing. 

Fights, Camera, Action!
Following two pretty awful ‘Trinity’ clones Carambola (1974) and Carambola’s Philosophy: In the Right Pocket 
(Carambola, filotto... tutti in buca, 1975), starring Paul Smith and ‘Michael Coby’/Antonio Cantafora, Baldi and 
Anthony teamed up for a another unique pseudo-western, the genre-hopping Get Mean (1975). The fourth 
and last of Anthony’s ‘Stranger’ films (following A Stranger in Town [Un dollaro tra i denti, 1967], The Stranger 
Returns [Un uomo, un cavallo, una pistola, 1967] and The Silent Stranger [Lo straniero di silenzio, 1968]), this 
one transported Anthony’s freewheeling mercenary from the American wild west, through space and time, 
to war-torn medieval Spain, as he’s hired to escort Princess Elizabeth Maria De Burgos (Diana Lorys) back 
to her native land – for a $50,000 reward, of course. The region is divided by a power struggle between the 
Moors and the Barbarians, who seek the Treasure of Rodrigo. This is a very different ‘western’, with superb, 
authentic Moorish settings and architecture, while the Barbarians, with their beards, braids and horned helmets, 
resemble Vikings. Many aficionados don’t class Get Mean as a spaghetti western, but it’s representative of how 
filmmakers such as Baldi injected something new and fresh into the tired and fading formula.

Baldi and Anthony reunited in the early 1980s for their biggest success, the 3-D western Comin’ at Ya! (1981). 
Anthony starred as HH Hart, whose wife Abilene (Victoria Abril) is kidnapped on their wedding day by two 
outlaw brothers, Pike and Polk Thompson, played by Gene Quintano and Ricardo Palacios. This trail of revenge 
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plays out like a semi-remake of Blindman, with some spectacular 3-D special effects, and the style appears to 
have influenced Quentin Tarantino’s Kill Bill films (2003-2004). Its success kick-started the 3-D revival of the 
early 1980s, and it took $12 million in the US alone. Quintano and Anthony later worked together (as director/
producer) on the Almeria-shot TV movie Dollar for the Dead (1998) starring Emilio Estevez, which was heavily 
indebted to spaghetti westerns.  

Outside of his westerns, Baldi dabbled in other popular genres. In 1967, before making Little Rita of the West, 
he directed the ‘musicarello’ Io non protesto, io amo (‘I Don’t Protest, I Love’), starring singer Caterina Caselli. 
She teaches primary school children Roman history via songs, but falls foul of the school’s neighbour, Baron 
Francesco Mari Calò (Livio Lorenzon), who is attempting to court Caterina’s widowed mother. Caterina becomes 
a star thanks to the Baron’s cousin, Salvatore (Tiberio Murgia), a record promoter from Chicago, when she 
ditches her old-fashioned style and becomes a ‘Beat’ sensation. For a film introduced by a talking ass strolling 
along a beach, this is pretty entertaining. There are some good songs, including an Italian-language cover of the 
Walker Brothers’ ‘The Sun Ain’t Gonna Shine (Anymore)’. The film was again produced by Bolognini for B.R.C. 
Produzione Film, and was picturesquely shot on the stunning Amalfi coast and the ruins at Paestum. Terence 
Hill, billed under his real name Mario Girotti, was Caterina’s love interest, Gabriele, a medical student. 

When Baldi directed The Corsairs (I pirati dell’isola verde, 1971), a pirate movie shot in Spain starring Dean Reed 
and Annabella Incontrera, he adopted the pseudonym ‘Ted Kaplan’ for the first time. Baldi made an Italian crime 
film, The Opium Connection aka The Sicilian Connection (Afyon oppio, 1972), which featured Ben Gazzara as 
an undercover agent (who investigates heroin production and trafficking) and location filming in Turkey. Baldi 
also directed the giallo Nine Guests for a Crime (Nove ospiti per un delitto, 1977), starring John Richardson, 
Dana Ghia and Arthur Kennedy, an island-set tale of bed-hopping infidelity, murder and revenge – it’s a bit like 
Mario Bava’s Five Dolls for an August Moon (5 bambole per la luna d’agosto, 1970), only better. Both Opium 
Connection and Nine Guests open with an horrific scene of someone being buried alive. Baldi also directed two 
very different films set on trains – the sleazy Terror Express (La ragazza del vagone letto, 1980) and the comedy 
The Travelling Companion (La compagna di viaggio, 1980). 
 
Baldi worked again with Tony Anthony on the 3-D sci-fi/adventure/horror Treasure of the Four Crowns (Il tesoro 
delle 4 corone, 1983), which opens with a Star Wars-style receding blurb, but is mostly inspired by another 
Harrison Ford movie, Raiders of the Lost Ark (1981). Anthony played JT Striker, a thieving soldier of fortune who 
assembles a team of specialists to storm the Temple of the Crowns – a mountain fortress with a sophisticated 
defence system that is the stronghold of Brother Jonas (Emiliano Redondo) and his death cult of followers – to 
steal Visigoth crowns. It was shot in Spain and Ennio Morricone provided the up-market score. The lengthy 
opening sequence features Striker dodging vultures, snakes, dogs, crossbows, skeletons, spears, swords, 
maces, great balls of fire and other contraptions of death. Like John Wayne, Anthony was at his best wearing a 
cowboy hat and this film reinforces this.

Baldi’s last three films were jungle action movies, in the style of Rambo: First Blood Part II (1985) or Code Name: 
Wild Geese (Geheimcode Wildgänse, 1986). Baldi wrote and directed them under the pseudonym ‘Ted Kaplan’. 
War Bus (1986) was a variation on John Ford’s Stagecoach (1939), relocated to the Vietnam War. A disparate 
group of missionaries, renegade US Marines and a South Vietnamese major effect a tactical withdrawal to safety 
in Da Nang through enemy territory in a bright yellow elementary school bus. Innumerable North Vietnamese 
soldiers get mown down or blown up in this well-photographed shoot-’em-up, which benefits from non-stop 
action and a good cast, including stuntman Benito Stefanelli as an Australian soldier and Daniel Stephen, 
Romano Kristoff and Urs Althaus as the tough marines. Baldi followed this with Ten Zan – The Ultimate Mission 
(Missione Finale, 1988), which was shot on location in North Korea. It featured the illegal trafficking of women, 

who are then used in DNA experiments trialling deer serum in the creation of the master race (!). Mark Gregory 
(of Thunder [1983] and 1990: The Bronx Warriors [1990: I guerrieri del Bronx, 1982] fame) was cast against 
type as the chief villain, with Sabrina Siani (from Ator the Fighting Eagle [Ator l’invincibile, 1982] and numerous 
other ‘Conan’ rip-offs) as his sadistic sidekick Glenda. Frank Zagarino and Romano Kristoff go in to rescue 
the women and blow the laboratories, in another passable action flick with some great hardware (including 
amphibious personnel carriers) and explosions. Baldi’s final film was Just a Damned Soldier (Un maledetto 
soldato, 1988), which cast Peter Hooten, Mark Gregory, Romano Kristoff and Goffredo Unger as mercenaries in 
another explosive Far Eastern adventure. This time a mercenary strike force steals a huge shipment of unrefined 
gold ore from the Superspace industrial complex of millionaire warlord and arms dealer Andrew Tiedemann 
(Benito Stefanelli) in Cambodia. The strike force is working for the Afghan government, while Hooten’s character 
and Tiedemann are former allies who are now sworn enemies. The mercenaries kidnap Tiedemann’s girlfriend, 
Helen, who switches sides and helps them attack Tiedemann’s jungle camp stockade and arms dump. There’s 
a very good synthesizer score by Elio Polizzi, which adds depth to the straightforward action. The ‘kaboom!’ 
special effects are often shown twice, for maximum impact. It was shot in the Philippines and these final films 
prove that when it came to orchestrating action, Baldi was still as good as anyone. When he passed away in 
2007, at the age of 80, he left an interesting canon of films that delivers plenty of bangs (and other pyrotechnics) 
for their bucks. 

© Howard Hughes/Arrow Video 2018
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Unshaven, a cold stare, an iron fist and an ultra-fast Colt, Franco Nero is the star in the umpteenth festival of 
violence, centered on two brothers’ revenge against the man who killed their father. Burt and Jim leave Texas 
and, once they reach Mexico, they immediately find the man they were looking for, the terrible Cisco, who is 
ruling the land with the law of his gun.  At this point, it is clear that the bodies will pile up, saloons will be torn 
down one after another, and the bad guys will invariably have the worst of it, starting with punches in the teeth. 
The final twist is that Jim is actually Cisco’s son: so, it’s just right that both get killed in the end. The film follows 
faithfully the by-now usual pattern of the Italian western, which, all things considered, allows the viewers, with 
the same ticket price, to pay for an ever-increasing number of dead bodies on screen.

(Uncredited, Corriere d’informazione, 22 September 1966)

Franco Nero, the star of Texas, Adios, is dubbed by the sweet and menacing voice of Enrico Maria Salerno, who 
has lent his voice to many grim heroes of the Italian western. But this new character doesn’t use it that much 
when it comes to proving himself: he just needs his guns and fists. So, after cleaning White City, the Texas town 
where he is the sheriff, he can boldly leave for Mexico. He must punish Delgado (José Suarez), who 20 years 
earlier killed his father. He will succeed in the final showdown, after silencing the reasons of the heart: among 
other things, the bandit reveals that he is the true father of the hero’s brother Jim. The story, scripted by Rossetti 
and Baldi, is shot masterfully by director of photography [Enzo] Barboni, in color scope. Director Ferdinando 
Baldi, who already directed biblical flicks and naïve dramas, carries to its predictable outcome a film once again 
over-abundant with violence. It should also be noted that, as the villain dies, a new revolution breaks out in 
Mexico, the ideal start for a new film in the series.

(Uncredited, La Stampa, 2 September 1966)

Compiled and translated by Roberto Curti

TEXAS, ADIOS: CONTEMPORARY REVIEWS
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Django is presented in its original aspect ratio of 1.66:1 with Italian and English mono audio. Scanning, grading 
and restoration work was completed at L’Immagine Ritrovata, Bologna. The original 35mm camera negative 
was scanned in 4K resolution on a pin-registered Arriscan.

Texas, Adios is presented in its original aspect ratio of 2.35:1 with Italian and English mono audio. Scanning and 
restoration work was completed at L’Immagine Ritrovata, Bologna. The original two-perf Techniscope 35mm 
camera negative was scanned in 2K resolution on a pin-registered Arriscan with a wet gate. The film was 
graded on Digital Vision’s Nucoda Film Master at R3Store Studios, London. 

For both films, thousands of instances of dirt, debris, scratches, picture instability and other instances of 
film wear were repaired or removed through a combination of digital restoration tools and techniques. Some 
instances of picture wear remain, in keeping with the significant restoration challenges presented with the 
condition of the original elements.

The mono Italian and English language tracks were remastered from the optical sound negatives. The audio 
synch will appear slightly loose against the picture, due to the fact that the dialogue was recorded entirely in 
post-production, as per the production standards of the period. 

All original materials used in this restoration were accessed from Surf Film.

Restorations supervised by James White.

L’Immagine Ritrovata Simone Arminio, Gilles Barberis, Valeria Bigongiali, Julia Mettenleiter, Alessia Navantieri, 
Charlotte Oddo, Caterina Palpacelli, Davide Pozzi, Elena Tammaccaro, Giandomenico Zeppa

R3Store Studios Gerry Gedge, Jo Griffin, Andrew O’Hagan, Rich Watson, Jenny Collins

ABOUT THE RESTORATIONS

Disc and Booklet Produced by James Blackford 
Executive Producers Kevin Lambert, Francesco Simeoni

Technical Producer James White
QC Manager Nora Mehenni

Subtitling The Engine House Media Services
Blu-ray Authoring David Mackenzie

Design Obviously Creative
Artwork Sean Phillips

PRODUCTION CREDITS

Alex Agran, Alberto Dell’Acqua, Lars Bloch, Michael Brooke, Federico Caddeo, Stefania Carnevale, 
 Alex Cox, Nori Corbucci, Roberto Curti, Ruggero Deodato, Chris Edwards, Austin Fisher, Gilberto Galimberti,  
Manlio Gomarasca, Kevin Grant, David Gregory, Howard Hughes, C. Courtney Joyner, Michael Mackenzie, 

Franco Nero, Anthony Nield, Ian O’Sullivan, Henry C. Parke, Stephen Prince, Jon Robertson, Franco Rossetti, 
Mike Siegel, Garwin Spencer-Davison, Piero Vivarelli
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