
                                                                                        
 
 

A Maid of the Silver Sea 
Saturday 17 April, 2.15pm 
U.K. 1922 
Director: Guy Newall 
63 min 
 
Cast 
 
Gard - Guy Newall 
 
Nance - Ivy Duke 
 
Husband and wife team Ivy Duke and actor/director 

Guy Newall play opposite each other in this tale of 

familial conflict and mysterious death on a small 

island in the English Channel. The peaceable local 

fishing community is torn apart by the discovery of 

silver which threatens their way of life and matters 

get much worse with the arrival of an English 

manager who falls in love with a local woman and is 

framed for the murder of a local fisherman.  

Warning: contains plot spoilers 

The Bioscope  November 9th 1922 

Charming rocky coast scenes and clever Breton 

type studies are the most noteworthy feature of this 

version of John Oxenham’s novel adapted and 

directed by Guy Newell. The story opens well, but 

trails off rather weakly, However the production is 

varied in interest and, as a whole, makes a fairly 

satisfactory entertainment of a class which is 

always welcome. .... 

Whether it is the fault of the novel or of the scenario 

we do not know, but the story is so poorly 

constructed that much of the action appears to be 

irrelevant. At the opening interest is aroused in the 

future of the newly-sunk silver mine, and in the 

character of Nance’s old father, whose threads are  

 

 

 

 

summarily dropped, and in their place is developed 

the story is Tom ill-considered marriage-another 

side issue which is given much more prominence  

than between Stephan and Nance, the real theme 

of the play, we are given only chance glimpse until 

quite late in the film. The solution of the “murder” 

mystery is in the nature of an anti-climax, owing 

largely to the unconvincing and altogether 

inadequate staging of the wild pony’s attack upon 

the heroine.  

Against these weakness of the production must be 

placed many delightful pictures of Breton life and 

character (Sark the scenes of the novel, becomes 

an island off Brittany in the film), besides some 

excellent acting. Guy Newall and Ivy Duke play with 

their customary charm and sincerity as the 

Englishman and his Breton sweetheart respectively. 

A. Bromley-Davenport makes a quaint character of 

Nance’s half-crazy old father, whilst Cameron Carr 

and Percy Moorish are unusually good as the 

quarrelsome Tom and his passionate comrade. 

Marie Gerald contributes a striking little sketch of a 

wise old Breton grannie whose shrewd glances are 

more eloquent then words, and Lilian Cavanagh 

gives a study of genuine power as Tom’s sly, 

vindictive wife.  

The simple cottage and farmhouse interiors are all 

effectively staged. An ambitious studio setting of the 

narrow precipice on which the pony attacks its 

victims of cleverly done, but should certainly have 

been real exterior. Guy Newall’s direction of 

individual scenes is always intelligent and artistic, 

and often original.  

Photography by Hal Young is generally excellent, 

especially in the coast scenes, a few of which are 

real gems of screen art. Although marred by faults 

in the constructions of the story, “A Maid of the 

Silver Sea,” is in many ways an agreeable British 

production which please audiences with a taste for 

natural, conscientious acting and exceptionally 

pretty scenery.          



Kinematograph November 9, 1922  

Adapted from the novel by John Oxenham, this 

production fails to provide more then very moderate 

entertainment.  

In technique it is sadly below the standards reached 

by recent British production, to such an extent that 

there is an atmosphere of amateurism over the 

entire film. An indifferently constructed scenario a 

multitude of technical defects, and a complete 

dissipation of interest owing to the inadequate 

handling of the climax, have combined to produce 

an adaptation that is only a very anaemic shadow of 

the original story.  

The popularity of the stars is a factor that may, be 

some extent counteract this; but for most audiences 

it will hardly be more than very average programme 

stuff.  

Points of appeal – A good deal of what interest the 

film possesses is thrown away by means of the 

excessive use of titles. On the whole the story told 

by means of subtitles, and the pictures are merely 

illustrative of them, which is a sure method of 

producing dullness.  

The climax, which should have been quite thrilling 

fails completely, and lets the spectator down to the 

point of being silly. On the whole Ivy Duke provides 

the only real appeal if the film, for as Nance she is 

at least pleasing to the eye.  

Production – There is hardly a point in the 

production that does merit criticism. A poorly 

constructed and badly balanced scenario is 

reflected in the scrappy continuity, and the lighting 

leaves a great deal to be desired. Where it is not 

harsh it is ineffective and production gloom. The 

exteriors are good in many cases, but the interior 

work has an air of cheapness and inexperience that 

is all the more surprising in view of the film’s origin.  

One of the greatest faults is that the cast are 

obviously English people dressed up to look 

French; the result is an artificial atmosphere that is 

never in the least convincing. The crowds have 

been badly handled, and, all through, the direction 

has been distinctly poor.  

Acting – Guy Newall as Gard acts where occasions 

permits, but he is quite handicapped by a colourless 

role.  Ivy Duke as Nance has one or two moments 

when she us fairly effective, but she has either been 

badly directed or is not equal to demands of her 

part. The support all suffer from ineffective 

handling.  

Photography – for the most part very ordinary and 

uninspired. 

Suitability – only a moderate attraction for most 

halls.  

Guy Newall 

Guy P. Newall was born on 25 May 1885 on the 
Isle of Wight. Gaining his first experience of the 
stage in a travelling pantomime, he drifted into the 
London and provincial theatre, specialising in 
comic dude roles and writing one-act plays and 
music-hall sketches. He entered the film industry 
taking small-part roles and writing scenarios for 
the London Film Company. When war broke out, 
he was on tour with Marie Tempest in America, 
but after appearing in a string of films by Maurice 
Elvey and assisting George Loane Tucker on The 
Manxman (1916), he joined the Royal Garrison 
Artillery. There he met George Clark - a self-
styled expert in photography - and after the war 
ended they set up Lucky Cat Films, with Clark as 
business manager and Newall in artistic control 
as well as acting as lead player. Realising the 
significance of American competition but 
convinced of "the superior talent of British 
players", Lucky Cat set out to "vindicate to the 
world the possibility of all-British pictures" 
(Bioscope, 1919). Important for these ambitions 
was the pictorial camerawork of Bert Ford and 
Joe Rosenthal junior, tasteful set designs by 
Charles Dalmon, and the capabilities of 
contracted directors such as Kenelm Foss and 
Arthur Rooke. Crucial too was Newall's 
partnership with Ivy Duke, a musical comedy 
actress whom he met during the war, persuaded 
to join Lucky Cat as his leading lady, and married 
in 1922. 

Three months after successfully trade-showing 
four comedies, the company, working from 
cramped studios in Ebury Street, announced 
expansion under the name George Clark 
Productions; six months later, construction of a 
modern studio at Beaconsfield was underway. 
The accompanying stream of production saw 



Newall come into his own as writer and director. 
He scripted and starred in The Garden of 
Resurrection (d. Arthur Rooke, 1919), The Lure of 
Crooning Water (d. Arthur Rooke, 1920) and 
Duke's Son (d. Franklin Dyall, 1920), but forwent 
acting in his fine directorial debut, Testimony 
(1920), ostensibly to focus on the more 
demanding role taken by Ivy Duke. While 
Beaconsfield was still under construction, he took 
the company to Nice to direct The Bigamist 
(1921) and The Persistent Lovers (1922); and 
went down to the New Forest and Salisbury Plain 
to make the racing drama, Boy Woodburn (1922), 
and the Hardyesque Fox Farm (1922). 
Beaconsfield opened in May 1922. In November 
his Cornish drama, The Maid of the Silver Sea, 
was trade shown. 

During this hectic programme, Newall not only 
provided George Clark Productions with artistic 
inspiration but - as he later joked - performed all 
roles from general manager through scenario 
writer, leading man and director to office cleaner. 
Artistic control enabled Newall to use filmmaking 
as outlet for his emphasis on the 'beautiful', 'play' 
and 'make-believe'. As he told interviewers he 
liked being "associated with beautiful plays"; film-
acting was 'play' to him. In his George Clark films, 
Newall developed a pathos-laden, if whimsically 
ironic, protagonist defined by social 
marginalisation and personal isolation. Unloved, 
misunderstood and wryly self-deprecating 
oddballs, these wounded men, so frequent in 
1920s films, attempt to draw those around them 
into the fatalistic, melodramatic life of their 
imaginings. With Ivy Duke as foil, Newall wove 
from this material a series of stylish fantasies, 
laced with wry humour, in which his outsider 
heroes confront the materialistic corruption of a 
dying aristocracy and the changing class and 
gender relations of postwar modernity. 

Although regretting the loss of Newall's charming 
dude personations of the Lucky Cat comedies, 
British review press and audiences responded 
positively to this new direction. Feted as 'Britain's 
finest actor', Newall's new style of minimalist but 
psychologically revealing performance projected 
the ordinariness of inarticulate characters whose 
yearning for the extraordinary was realisable only 
in fantasy. Appreciation of Newall's sincerity, 
restraint and naturalness was supported by 
pictorial camerawork displaying skilfully contrived 
framing and lighting, and by powerfully restorative 
images of the English countryside, which set his 

self-centred protagonists within a broader context 
of rural hardships and timeless landscapes. 

After 1922, the film industry's downturn refocused 
Newall's career. He handed over the scripting of 
Mirage (1923) to Duke and direction to Arthur 
Rooke, and, after making The Starlit Garden 
(1924), retreated to his Norfolk Broads home to 
concentrate on his novel and play, Husband Love. 
Between 1924 and 1927 Newall was absent from 
the cinema, though, like Ivy Duke, he appeared 
regularly on the stage. When he returned, in Geza 
Von Bolvary's 1927 version of The Ghost Train, it 
was in a silly-ass role which can be seen as a 
satirical undermining of the soulful protagonists of 
his George Clark films. 

Newall was divorced by Ivy Duke in 1929, and 
returned to directing, making a series of low-
budget films, most of them starring Elizabeth 
Allan, for Julius Hagen at Twickenham. 
Competent and amusing though they are, they 
share little with the artistically adventurous films 
Newall had made in the '20s. His health 
deteriorated in the mid-1930s and he died 
suddenly on 25 February 1937 at his home in 
Hampstead, leaving a four-year old daughter by 
his third wife, actress Dorothy Batley. 

http://www.screenonline.org.uk/people/id/862832/ 

Christine Gledhill  

 

 

 

 

 


