The Hook: 

The Greatest Labor Movie never produced
In 1950, after researching the world of longshoremen in Brooklyn’s Red Hook area, Miller wrote the screenplay for the film THE HOOK, which dealt with corruption on the docks, but which was never produced, due to pressure on Columbia Pictures from H.U.A.C. Columbia chief Harry Cohen told Miller to change the villains from corrupt union officials to communists, so it would have a “pro-American” feel, but Miller refused. 
Four years later, Cohen offered Miller the scriptwriting job on the similarly themed movie ON THE WATERFRONT, but Miller demurred because its director, Elia Kazan, had ratted on his friends before H.U.A.C. So Kazan’s fellow informer Budd Schulberg wrote the WATERFRONT script (which earned him one of its eight Oscars). HUAC also arranged for the U.S. government to refuse Miller a passport and pressured New York City officials to withdraw permission for Miller to make a film he'd been planning about local juvenile delinquency.

http://www.films42.com/tribute/arthur_miller.asp
The Red hunt, led by the House Committee on Un-American Activities and by McCarthy, was becoming the dominating fixation of the American psyche. It reached Hollywood when the studios, after first resisting, agreed to submit artists' names to the House Committee for "clearing" before employing them. This unleashed a veritable holy terror among actors, directors, and others, from Party members to those who had had the merest brush with a front organization.

The Soviet plot was the hub of a great wheel of causation; the plot justified the crushing of all nuance, all the shadings that a realistic judgment of reality requires. Even worse was the feeling that our sensitivity to this onslaught on our liberties was passing from us—indeed, from me. In "Timebends," my autobiography, I recalled the time I'd written a screenplay ("The Hook") about union corruption on the Brooklyn waterfront. Harry Cohn, the head of Columbia Pictures, did something that would once have been considered unthinkable: he showed my script to the F.B.I. Cohn then asked me to take the gangsters in my script, who were threatening and murdering their opponents, and simply change them to Communists. When I declined to commit this idiocy (Joe Ryan, the head of the longshoremen's union, was soon to go to Sing Sing for racketeering), I got a wire from Cohn saying, "The minute we try to make the script pro-American you pull out." By then—it was 1951—I had come to accept this terribly serious insanity as routine, but there was an element of the marvellous in it which I longed to put on the stage.

From Timebends
Italian American History and Heroes

Peter Panto (1911-1939) 
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	Peter Panto was a longshoreman working the Red Hook docks of Columbia St, Brooklyn when he led a rank-and-file revolt against the corrupt union leadership of Joseph Ryan and Mafioso boss Albert Anastasia. On a hot July night, Panto was lured from his home & disappeared. The area's working people covered the walls and sidewalks with the simple phrase Dov'è Peter Panto? Arthur Miller's screenplay The Hook on Panto's life & death was never produced; I've always envisioned John Turturro in the leading role. Read about the Calandra Institute's 2001 event on Panto. 


http://www.italianrap.com/italam/heroes/peter_panto.html
The waterfront and organised crime
The final historical arena which the film draws on is that of the New York and New Jersey waterfront in the late forties and early fifties. There was widespread interest in various forms of corruption involving the International Longshoreman's Association, which was eventually expelled from the American Federation of Labour in 1954, New York politicians, and the stevedore and shipping companies. Rank and file discontent with the system, and with the ILA leadership, grew in the period, as violence, loansharking, and corrupt hiring practices - including the 'shape up' - were publicised by journalists. Also pressing for reform were the so called 'waterfront priests', notably Father John Corridan, who had campaigned on behalf of rebel longshoremen since arriving at the Xavier Labour School in the Hell's Kitchen district of New York in 1946. 
Hearings conducted by Senator Estes Kefauver into organised crime paid particular attention to the New York waterfront, and they attracted national attention to the issue when they were televised in 1951. In response to public concern Governor Dewey of New York established a Waterfront Crime Commission, which began its own hearings in late 1952; its report, issued the next year, called for changes, including an end to the shape up. (Despite a number of reforms the ILA narrowly survived as the main bargaining agent, winning a ballot for recognition against a rival AFL union in 1953).
This was the particular social problem that Elia Kazan turned his attention to in the early fifties, first with Arthur Miller, and then with Budd Schulberg. Kazan, an Anatolian Greek who had been brought to New York at the age of four, had come of age in the political and cultural movements of the Depression. He first gained acting recognition as the 'proletarian thunderbolt' in Clifford Odets' agit-prop drama Waiting for Lefty; his hostility towards what he saw as the privileges of middle class America also led him to membership of the American Communist Party for nearly two years from 1934. An eager disciple of the leaders of the Group Theatre, Kazan later applied his knowledge of and commitment to Stanislavsky's theories to the Actors Studio, which he co-founded in 1947. . . .

Arthur Miller's script, The Hook, was based on a pre-war case of rank and file action against six Brooklyn ILA locals which had been long been controlled by notorious criminals, including members of the Anastasia family. When Kazan and Miller proposed the script to Columbia Pictures in 1951 there were political objections which may have contributed to Miller's withdrawal - to Kazan unnecessary - from the project. Meanwhile the novelist Budd Schulberg, who had also been a Communist party member in the thirties (1937-1940), had begun researching his own waterfront script, in particular by talking extensively to Father Corridan and a number of rebel longshoremen including Tony Mike deVincenzo, who had testified to the New York Crime Commission and declared himself 'proud to be a rat'. When Kazan contacted Schulberg the writer worked up a script which was offered to and rejected by all the major studios; only with the support of the independent producer Sam Spiegel, whose previous films included The African Queen (1951), did the production proceed, with filming beginning on location in Hoboken in the bitter winter of 1953.  

http://www.americansc.org.uk/Online/OTW.htm#waterfront
