
	   	   	  1 

 
 
 
 
 
 
 
 
 
 
 
 
 

Indian Nuts!  
The American Indian Musical Genre, 1934-1950 

 
Kelsey Brannan 

 
B.A. Film and Media Studies  

UC Santa Barbara 
M.A. Candidate, Communication, Culture & Technology 

Georgetown University 
 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



	   	   	  2 

 
 
 

Abstract 
 

 This paper traces the popular development of the American Indian Musical Genre 
between 1934 -1950. The first part of this paper discusses the development of American 
Indian musical genre and is followed by a contextualized formal analysis of three 
American Indian musical numbers in two films: (i) Life Begins in College (Seiter 1937) 
and (ii) Annie Get Your Gun (Sidney 1950). Drawing from film theory, I argue that the 
presentational values of these American Indian musical numbers, such as the elaborate 
staging, Indian costume design, and musical qualities, underscore Hollywood’s 
promotion of an imagined national harmony between American Indians and the wider 
American population, despite the corrupt government policies and motion picture 
censorship. I also discuss how the influence of California slapstick, a style of comedy 
involving exaggerated movements and violence, externalizes and displaces the perpetual 
exoticism of the Indian. Lastly, drawing from John Howard Lawson’s book Hidden 
Heritage, I examine the way in which the replacement of American Indian performers 
with non-native Broadway stars, such as Betty Hutton, Joan Davis, and The Ritz 
Brothers, not only underscores the “white” man’s desire to be native, but also shows 
Hollywood’s dependency on packaging and selling “Indianness” for a profit. 
 
 
 
Keywords: ethnic representation, musical numbers, slapstick comedy, autochthony, 
identity politics,  
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“The sound of Indian was so familiar it was like 
sonic wallpaper, only dimly heard as anything 
other than completely natural”  

 

 - John Troutman 
  (Indian Blues, 2009, 156) 

 
 
 While conducting archival research at the Margaret Herrick Library, I stumbled 

upon the staging notes for Rose-Marie (W.S. Van Dyke 1936), a musical drama about an 

opera singer that falls in love with a ranger during her quest to find her fugitive brother. 

Chester Hale, the staging director of Rose-Marie, expressed the difficulties of working 

with American Indian dancers. He notes:  

An Indian dances as he feels, and his tempo changed irresponsibly. 

Therefore, since the Death dance draws demanded music and the Indians 

use no written score, the composer who was supposed to write music for 

the picture was non-plussed. The dancers would not abide by his music, 

but would be hampered and confused by it (15). 

The inability of Chester Hale and the composer, Herbert Stothart, to identify with the 

American Indian musical style speaks to the larger issue of misrepresentation and cultural 

tension present in American Indian policy between 1930 and 1950. Despite the issues of 

cultural translation during the production of American Indian musical numbers, the 

persistent desire to use authentic Indians within American films highlights Hollywood’s 

dependency on “ethnic shopping,” a desire to consume and exploit attractive “nativeness” 

for a profit (Trigger and Dalley 54).  

 

 Scholars in cinema studies have written about how Western film genres have 
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reproduced negative stereotypes of American Indians (See Kalinak) and about the way in 

which the musical scores in Western films position American Indians as “other” (See 

Bellman), but there remains a lack of discourse on the function of American Indian 

musical numbers within the genre of musical comedies between 1930 and 1950.  A 

common narrative element of American Indian numbers during this period is the 

representational (or diegetic) performance of “Indianness” by a non-native or “white” 

performer. The disparities between the sensationalized reviews of the comedic Indian 

performances and the continued neglect of American Indians by the government, 

demands a recontextualization of these performances in relation to those they intend to 

represent, in order to open up discussions about the role of the “white” singing Indian 

(Pisani 122). Why were American Indian musical numbers such a common phenomenon 

in musicals after the Indian Reorganization Act in 1934? Moreover, why were these 

musical numbers performed by non-native Broadway performers? The first part of this 

paper discusses the development of American Indian musical genre and is followed by a 

contextualized formal analysis of three American Indian musical numbers in two films: 

(i) Life Begins in College (Seiter 1937) and (ii) Annie Get Your Gun (Sidney 1950). I 

argue that the presentational values of these American Indian musical numbers, such as 

the elaborate staging, Indian costume design, and musical qualities, underscore 

Hollywood’s promotion of an imagined national harmony between American Indians and 

the wider American population, despite the corrupt government policies and motion 

picture censorship. I also discuss how the influence of California slapstick, a style of 

comedy involving exaggerated movements and violence, externalizes and displaces the 

perpetual exoticism of the Indian (Wolfe). Lastly, drawing from John Howard Lawson’s 



	   	   	  5 

book Hidden Heritage, I examine the way in which the replacement of American Indian 

performers with non-native Broadway stars, such as Betty Hutton, Joan Davis, and The 

Ritz Brothers, not only reveals the “white” man’s desire to be native, but also shows 

Hollywood’s dependency on packaging and selling “Indianness” for a profit (Trigger and 

Dalley 54). 

 Drawing from popular reviews, production notes, and government policy, I situate 

the American Indian musical genre as an audiovisual extension of the American anti-

modern movement that began in the 1900s – a movement concerned with the politics of 

autochthony. This movement came about as a result of the loss of culture experienced by 

local migrants during America’s rapid industrialization in the early 1900s. A local person 

can be defined in two ways: (i) local as an adjective, when someone has moved to or 

lived in a particular region, and (ii) local as a noun, when someone is “native” or an 

autochthon. This paper critical examines the historical and cultural reasons for why white 

American performers “try on words such as ‘indigenous’ and ‘autochthonous’ in order to 

become a local native” (Trigger and Dalley 52). One reason, I argue, is that the “hyper-

real Indian” creates an emplaced indigenous identity, an identity of belonging based on 

displacement. Moreover, the creation of an emplaced identity through a performance of 

“Indianness” represses the cultural destruction of American Indians by the government. 

These “hyper-real” performances bring the cultural minority of the American Indians into 

popular discourse without confronting their ambivalent place in postcolonial America.  

 At the turn of the 20th century, the transformation of Indian musical realism into 

Western and romanticized renditions of Indian music emerged from the non-native 

obsession with “Indianness.” Michael Pisani notes, “suddenly it was OK, even desirable 
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to be Indian, or so the popular songs implied. Even Teddy Roosevelt himself said to have 

regretted that he did not have ‘a strain of Indian Blood’ in his veins” (123). Homer 

Grunn, a non-native musical composer famous for his Indian style operettas, adapted four 

American Indian poems by C.O. Ross in his book Songs of Song-ah-tah (1). Alongside 

the lyrics of his song, “My Sweet Love call,” an illustration depicts a “white” American 

Indian sitting within an imagined arcadian landscape (4). This illustration represses the 

impoverished life of American Indians on reservations as well as underscores the “white” 

man's desire to be native. In 1930, Homer Grunn became the musical director for 

Tahquitz, a picturesque American Indian musical about an Indian brave who seeks to win 

a maid with the aid of the “supernatural” (“Tribal Songs Revived” C8). The musical 

performances in Tahquitz, are not performed by American Indians, but by two “white” 

stage performers, Wallace McDonald and Dolores Brown. A reviewer notes that 

Tahquitz's musical score  “proved [to be] one of the most colorful features of the 

spectacular drama” (“Tribal Songs Revived” C8). The emotional investment spent in 

reviving tribal songs on stage influenced the adaption of “Indianness” into musical films 

beginning in the 1930s. 

 Indian Love Call, a famous Broadway musical from the 1920s, was adapted into 

the film Rose-Marie (W.S. Van Dyke 1936), a Broadway operetta film featuring 

extravagant “Totem Tom-Tom” numbers, as well as the famous song, “Indian Love 

Call.” A Variety magazine notes, “through the enhancement of the camera and the 

soundtrack. The classic “Indian Love Call” as it re-echoes through Canadian woodlands 

(actual location at Lake Tahoe...) means more than it ever did in the stage original” 

(“Variety Magazine”). Hollywood’s depiction of the Indian’s daily life, however, was far 
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from improvised; it was staged to market a nostalgic version of the Indian for non-native 

audiences. The “eye-filling” Indian dance numbers in Rose-Marie staged by Chester Hale 

reveals Hollywood’s insensitivities towards Indian musical traditions. Unlike Western 

music at the time, which derived primarily from poetry and literature, traditional 

American Indian music was an “improvised representation of daily life” (Lavonis 26). 

Although “white” culture desired to connect with American Indian roots, the rehearsal of 

music as well as the staging of “Indianness” by staging directors perpetuated the divide 

between Indian and “white” culture.  

 Despite the efforts of the Indian Actors Association (1936) to raise wages for 

American Indian actors and motivate casting agents to hire “real” Indians to perform 

Indian Roles, Hollywood continued to give American Indian roles to non-native 

performers. For example, in 1936, Nat Pendleton, an American Olympic wrestler, was 

cast as George Black, in the Life Begins in College (Sieter 1937), a musical comedy 

about an American Indian student, George Black, who enrolls at Lombardy College and 

becomes the star football player. The film opens with a close-up shot of the Lombardy 

college plaque, which reads, “Lombardy College Founded in 1847 to give the Indian 

nations of North America access to higher education” (Figure 1). The plaque fades out to 

a wide-shot of the Dean Moss addressing the student body in front of a large statue 

featuring a civilized man shaking hands with an American Indian (Figure 2). Following 

the Dean’s address, a female student accompanied by the school football Jock, Boy 

Hayner, asks the dean about Indian enrollment: 

Student: Is it true that Lombardy was started for the Indians? 
 
Dean Moss: Yeah, a great deal of American colleges started that way.  
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Student: Yeah? But I've never seen an Indian here.  
 
Other Faculty: Oh! But they have schools on the reservations now! But 
in my time, one actually did enroll. My but we certainly made him 
miserable! 

  
 
This opening sequence positions American Indians and non-native students as being in 

opposition to one another. In other words, the film’s style and dialogue establishes a stark 

divide between white and American Indian culture. 

 When Franklin Roosevelt took office in 1932, American Indian policy shifted 

from assimilation towards an agenda that would bring better education and living 

facilities to Indian communities reservations. As a result, American Indian enrollment 

became a rare occasion for colleges and schools in the 1930s. This segregational policy 

fostered an educational environment longing to witness the presence of American Indians 

on campus. For example, in Life Begins In College, following the Dean's address, George 

Black zooms by the student body on his newly purchased motorcycle and crashes into the 

Lombardy statue. A student claims, “Hey, that's an Indian!” George’s entrance to campus 

inspires the students to celebrate and perform “Indianness’’ through various musical 

performances; an “Indianness” that the Office of Indian Affairs sought to eradicate from 

educational institutions. For example, during Lombardy’s football games students 

dressed up as Indians for the half time show (Figure 3 and 4). Following George Black’s 

appearance on campus, the students at the college literally become “Indian Nuts.” In 

other words, the divide between the “white” student body and American Indians set in the 

beginning of the film becomes blurred during the musical numbers. 

 The football stadium in Life Begins in College is also a social space where 

definitions of  “Indianness” and local identity could be negotiated by musical 
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performance. These performances are unique because the “white” performer, dressed in 

Indian costume, syncopates and blends Western performance (e.g. Jazz and slapstick) 

with American Indian musical values (e.g. vocables). In the following formal analysis, I 

argue that the presentational values of the two American Indian musical numbers in Life 

Begins in College: (i) “Big chief Swing it” performed by Joan Davis, and (ii) “Indian 

Nuts,” performed by the Ritz brothers externalize the non-native desire to be a “local” 

native. 

 Inez, played by Joan Davis, is the schoolgirl that is “Indian Nuts” over George 

Black’s native masculinity. Throughout the course of her performance of “Big Chief 

Swing it,” Davis's slapstick gestures, such as her Indian battle cry and exaggerated 

“Indian” trots, repress the sexual taboo of a white woman desiring the “other” (Figure 3). 

Lacan describes this taboo as part of the fear of losing privileged symbolic status through 

miscegenation and hybridization (qtd. in Seshadri-Crooks 120).  The film’s ending, 

however, reveals that Inez's desire for George was a fabricated fantasy. After the final 

football game, Inez corners George on train and says, “Well, I think it's time I told 

you...I'm an Indian too!” She shows him a fake Indian tattoo of a snake on her arm and 

enacts the stereotypical Indian battle cry from her performance in “Big Chief Swing It” 

(Figure 4). Enthralled by her “authentic” Indian love call, George dives in for a kiss. Inez, 

frightened by George's “savage” kiss, tries to wipe her fake Indian tattoo off. This act 

confirms the inability for a “white” person to become a “local” native in the “real” social 

world.   

 The reviews of Life Begins in College also avoid this taboo by only discussing the 

comedic elements of Inez’s performance. For instance, a reviewer from Variety noted that 
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Joan Davis' performance was  “standout...especially in that goofy Indian Powwow song 

and dance” (“Variety Review”). Rather than fulfilling Inez’s sexual desire for George 

Black in a literal sense, her desire for the “other” is conveyed within a symbolic form – a 

musical hybridization. 

 The melody and rhythm of “Big Chief Swing it” demonstrates the musical 

hybridization of American jazz with the monochromatic tones of Indian music. For 

example, the chorus of the song has a chromatic swing melody, while the verses are 

accompanied by the basic notes of the flute and drum.  “Big Chief Swing it,” also 

embodies the negotiation between popular jazz music and the non-native Indian' 

“vocables” developed by Homer Grunn. Vocables, American Indian syllables like “ma” 

and “ho” which are commonly used as fillers for words, are used to fill in gaps between 

the lyrics of “Big Chief Swing it” (Williams). Inez’s “vocable” delivery, however, is 

done in an exaggerated fashion. Inez sings: 

Big chief! Big Chief! As he swings he says,  
 
Oog Laga Oooga Laga Woohooo 
 
Oh -- The Red Man -- He Creates It 
 
Then the White Man -- He Syncopates it  

 
The elongated “Oog Laga Oooga Laga Wooohoo”  vocable was not included within the 

original lyrics, but added during Inez’s performance of “Indianness.” This improvisation 

not only underscores Hollywood’s addiction to “ethnic shopping,” but also the 

performers reliance on inauthentic representations of “Indianness” to produce comedy.  

From a contemporary viewpoint, however, Joan Davis's imitation of Indian vocables and 

her love-crush on Blacks’ “Indianness” is strikingly offensive.  



	   	   	  11 

 Inez's obsession with Indians also underscores the non-native desire to seek the 

non-modern and primitive lifestyle, a lifestyle that was unachievable in the civilized 

social setting of the college. Thomas King notes that white society structures Native 

American culture as “always fading, always dying,” but also sees it as worthy “of 

preservation for posterity, [because it] will inevitably and advantageously disappear” 

(qtd. in Coates 114). American Indian Musical comedies, such as Life Begins in College,  

seek to preserve, recapture, and reimagine “Indianness” through the aesthetic and posteric 

qualities of Hollywood’s hybridized form of Indian costume (e.g. feather headdresses, 

tomahawks, and moccasins) and song. Thomas King notes that “the native...is 

synecdochical with American history. And since that history never really existed, except 

simulacrally, its presence today is only that much more amplified (Disneyfied) and ersatz 

(substituted)” (qtd. in Coates 115). In other words, in an attempt to preserve, the 

cinematic image and sound of the singing Indian became so familiar that it replaced the 

original.   

 Inez’s performance of “Indianness” desire can be described as double fold: on one 

hand, her love for George Black embodies the desire to mate with a non-modern 

American Indian without losing the symbolic status of “Whiteness,” and the other hand, 

her musical performance of “Indianness” underscores the non-native desire to be 

authentically “local” - in the native sense - and claim a non-modern identity. 

 The second American Indian musical number in Life Begins in College, “Indian 

Nuts,” performed by the Ritz brothers during the half time show, embodies King’s 

description of the disneyfied and pre-packaged performances of “Indianness.” Before the 

final football game, the brothers, dressed in Hollywood’s Indian costume, are pulled out 
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on a float by a group of female Indian princesses. The Ritz brothers begin their song by 

chanting a series of vocables: such as “Hi Ho!” and “Tat Tat Tat Yo!” By referencing 

Roosevelt's New Deal policy, the lyrics allude to the way in which American Indians 

have struggled to fit into mainstream American culture: 

Years Ago the Blackfoot Indian nation...Nation! 

Kicked us off the government reservation...Vation!  

Said we caused them lots of  aggravation...Vation!  

With our lowdown Indian Syncopation. Pation!  

But the F.D.R. Administration...Stration! 

Said we had to get an education...Cation! 

So we want to join your Congregation. Gation! 

 
The Ritz Brothers musical number, however, was not an act of identifying and 

recognizing the American Indian’s marginalized position in American society, but an act 

of replacement and repression (Figure 7). Michael Rogin argues that blackface 

performances in the 1920's, particularly Al Jolson's blackface performance in The Jazz 

Singer, operates at an allegorical level within Jewish identity politics (Rogin). Jolson’s 

replacement of the black, was a tool used by Al Jolson to overcome his position as a 

Jewish minority and become a “true” American. Rogin says, “by painting himself black, 

he washes himself white” (102).  Rather than replacing the figure of the “American 

Indian,” as Al Jolson replaced the African American, however, the white performers in 

American Indian musical comedies replace their own insecurity and lack of “belonging” 

through their comedic performances of “Indianness.” For example, the Ritz’s brother’s 

chant, “We want to Join Your congregation,” speaks to the white man’s desire to belong 
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and identify with native locality.  In other words, the Ritz Brother’s comedic performance 

of “Indianness” repressed the white man’s anxiety over his emplaced identity as a 

migrant settler.  

 Despite the strengthening of domestic policy after World War II and the 1950 

Arizona Supreme court decision, Harrison v. Laveen (1950), which gave American 

Indians the right to vote, the “Disneyfied” performance of “Indianness” in musical 

comedies did not change.  In 1950, the premiere of Annie Get Your Gun (Sidney 1950) 

reharvested the obsession with “Indianness” that began in the progressive era, but in a 

newly imagined format, the technicolor screen. Irving Berlin's musical numbers in Annie 

were so spectacular in color that one reviewer noted, “If anyone who can get to a motion 

picture theatre doesn't see and enjoy Annie Get your Gun he's the kind of guy who 

deserves a TV Set (“Variety Review”). In the 1950s cinema began to compete with 

television by creating larger and more colorful cinematic experiences (e.g. Cinescope 

wide screen theaters). This new colorful format made American Indian aesthetic more 

marketable to Hollywood audiences.  Robert Alton, the staging director of Annie Get 

Your Gun, noted that his staging of Betty Hutton’s number, “I’m an Indian too,” would 

be one of his best numbers (Alton 11).  In the following formal analysis, I argue that 

Betty Hutton’s performance of “Indianness” in “I’m an Indian Too,” such as her 

exaggerated pow-wow movements and vocable enunciation, visualizes the non-native’s 

fear and desire for the exotic “other.”  

  “I’m an Indian Too” begins with Annie, dressed in a turquoise Indian princess 

dress, inside a large tepee surrounded by colorful and “terrifying” Indians (Figure 8). As 

we come into the scene, Indian maidens slip a sack-like ceremonial gown over Annie’s 
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head. As her face pops out of the Teepee we see that she is completely bewildered by the 

whole procedure of her “Indian Adoption Ceremony.” Indian women attempt to put 

wampum gauntlets on her arms, moccasins on her feet, and fix wampum bands around 

her hair, but Annie meets them with resistance. As Annie escapes the tent, savage and 

“blood curdling” screams from Indian braves welcome her to a ceremony. Their gestures, 

as perceived from Annie’s point of view, are disturbing and grotesque. Robert Alton 

notes, “40 braves with their red bodies glistening, with frightening make ups on their 

faces, charge toward Annie with shrieks and yells...This starts her doing the pow-wow 

step again, but she does it very badly. She looks from side to side as if she expects to be 

scalped any minute” (Alton 12). Annie attempts to hide from the Indians by pulling a 

blanket over her head and moaning like an Indian (Figure 9). After being tossed over the 

shoulders of several Indians in a slapstick fashion, Chief Sitting Bull throws a large bone 

necklace over Annie's neck that knocks her off her feet. She turns and cries out to Chief 

Sitting Bull, “Am I an Indian, yet?” Chief Sitting Bull places a feather headband on 

Annie’s head-band, and says “Now!” Annie, no longer frightened, stands up, in her fully 

completed “Indian Costume” and proceeds to sing, “I’m an Indian too” with her fellow 

Sioux brothers (Figure 10). Annie’s initial resistance towards Indian culture and her 

celebration of “Indianness” through song speaks to the non-native paradox, the fear and 

desire of “Indianness.” 

 Annie’s vocables, “A Souix, “Ooo! Ooo!” and “How!' also mock their original 

spiritual definitions within traditional American Indian contexts (Figure 11). To top it off, 

when Annie pronounces “Ooo! Ooo!” she kicks her Indian brothers in the head to the 

beat of the drum. In order for Annie to become Indian, her performance of “Indianness,” 
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such as her pow-wow dancing, costume, and vocal delivery have to be comedic.  In the 

original staging notes, Robert Alton had Annie drop at Sitting Bull’s feet, take a feather 

from her head and fan herself and say, “Well, Now I’m an Indian... I’m beat!” In the final 

cut, however, the number ends on Annie’s exaggerated vocable, “Ooo! Ooo!” Despite 

these strikingly offensive lyrics and savage-like depictions of American Indians in this 

number, the music in the number was well received by contemporary audiences.   

 It is striking that in a political period highly sensitive to racial stereotypes, the 

MPPA would approve the offensive lyrics and performances of the American Indian 

musical numbers in Annie Get Your Gun. On March 3, 1949, Joseph I. Breen reviewed 

and approved the lyrics and staging notes for Annie Get Your Gun. Why did the staging 

Alton’s Indianness in “I'm an Indian Too” get past the censors? One possible answer 

could be the government’s preoccupation with monitoring cultural representations of 

foreign, not domestic ethnicities. For example, the implementation of Roosevelt’s Good 

Neighbor Policy in the 1930s forced the MPPA to become less concerned about the 

“exotic” representations of American Indians and more attune to the cultural 

representations of Latin Americans on screen. In 1947, Luigi Luraschi, a member of the 

MPPA and Paramount Pictures executive, wrote to Robert Welch, the producer of the 

American Indian musical comedy The Paleface (McLeod 1948): 

We are concerned with the character of Chiquita. This should not be a 

Mexican or a Latin-American, and no Latin-American music should be 

used. She could, of course, be a luscious-looking half-breed of the type 

Jennifer Jones played in Duel In The Sun (1946), but we want to avoid 

offending the well-known Latin-American sensitivities (Luraschi). 



	   	   	  16 

 
Censorship had no problem creating an incorrect image of a foreigner, as long as it did 

not risk offending potential allies.  Depicting Chiquita, as a half-breed, however, has its 

own racist and sexist implications. The extreme attention to Latin-American images 

resulted in a lack of censorship with the depiction of American Indians. Indirectly, the 

cold war influenced the continuation of “Native Facism” in American culture (Howard). 

 In 1942, John Howard Lawson, in his book Hidden Heritage, referred to 

American racism, as “Native Fascism” which was the concept that allowed specific 

groups in power, such as Hollywood producers to exploit American Indian culture for a 

profit (Howard). The replacement of American Indian singers with popular star figures 

such as Betty Hutton in Annie Get Your Gun, Joan Davies, and the Ritz Brothers was 

merely a way to market films to the public. If the films used American Indian actors, 

instead of white performers, the comedy would not have been well received. As long as 

the performance of “Indianness,” was isolated into a discrete “sensational” musical 

number in a film, non-native Americans could exploit, celebrate, and adopt the “locality” 

of Indian culture.  After all, there's no business like show business, but is everything 

about it appealing?  

  The proliferation and success of American Indian musical genre between the 

1930s and 1950s emerged from the non-native obsession with Indian music in the early 

1900s, such as Homer Grunn's Indian operettas. The similar performances of 

“Indianness” in Annie Get Your Gun and Life Begins in College, such as the vocables, 

costumes, and slapstick comedy, materializes three American identity paradigms: (i) the 

white female’s sexual desire for the “other,” (ii) the non-native desire to become native, 

and (iii) Hollywood's reliance on commodifying American Indian culture. This ongoing 



	   	   	  17 

exploitation of Indian music and culture displayed in the American Indian musical genre 

reveals the ambivalent and unsettling relationship between non-native and native 

communities in America. Further research is needed in order to understand American 

Indian reactions to these performances. Were these “Disneyfied” representations of 

American Indians in these musical numbers ever addressed publicly as offensive during 

the premiere of these films? Or a more pertinent question: how have these musical 

numbers influenced American Indian policy today? 
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Fig. 1. Opening Shot. Life Begins in College (1937) 
 
 

 
Fig 2. Dean Moss addresses the student body during opening day. Screenshot. (Life 

Begins in College, 1937). 
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Fig. 3. Inez sings, “Big Chief Swing it.”  She performs the stereotypical Indian battle cry 

as she beats her hand over her mouth. Screenshot. (Life Begins in College, 1937). 
 
 
 
 
 

 
Fig. 4. Inez tells George that she is an Indian too. She shows him her tattoo and repeats 

the stereotypical “Indian love call.” George, stunned, proceeds to give her a kiss. 
Screenshot. (Life Begins in College, 1937). 
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Fig 5. Women dressed in Indian costume sing the school anthem during the half-time 

show. Screenshot. (Life Begins in College, 1937) 
 

 
Fig. 6. Male cheerleaders pounce about and sing in a stereotypical fashion. Screenshot. 

(Life Begins in College, 1937). 
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Fig. 7. The Ritz Brothers perform “Indian Nuts” dressed in Indian costume before the 

football game. Screenshot. (Life Begins in College, 1937). 
 
 
 

 
Fig. 8. Annie, fearful, begins her Indian ceremony. Screenshot. (Annie Get Your Gun, 

1950). 
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Fig 9. Annie Pretends to be an Indian. Screenshot. (Annie Get Your Gun, 1950). 

 
 

 
Fig. 10. Annie performs “I’m an Indian Too!” Screenshot. (Annie Get Your Gun, 1950). 
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Fig. 11. Annie overemphasizes the vocable “Ooh Ohh!” Screenshot. (Annie Get Your 

Gun, 1950). 
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