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FOREWORD

Tony Nourmand and Graham Marsh have focused previous books in
their series on film poster art on well-defined, discrete genres: the
science-fiction film, horror movies, the thriller as practiced by Alfred
Hitchcock.

The exploitation film is something else. Whereas classical genres
like the western or the detective film depend on a base collection of
stock characters, themes and situations, exploitation films can, and
do, draw on a range of subjects as wide as fiction itself, from the
innocent burlesque of the late 50s ‘nudies’ like Russ Mevyer's The
Immoral Mr. Teas to the ketchup-soaked sadism of a 60s shocker like
Herschell Gordon Lewis's Color Me Blood Red. An exploitation film
can be about childbirth or venereal disease, drug abuse or drag
racing, a dance craze or crime spree. It may be the one genre defined
not by content, but by attitude — a certain willingness on the part of
filmmakers, and an unbridled enthusiasm on the part of exhibitors,
lo appeal to the public's less noble impulses.

It's not a secret that sex sells. It has been selling ever since Thomas
A. Edison successfully commercialized motion picture entertainment
in the 1890s, with two-minute cheesecake films like Fatima, Muscle
Dancer and Annabelle Serpentine Dance {both 1895). Violence, the
second horseman of the exploitation apocalypse, appears with relish
in Edison's The Execution Of Mary, Queen Of Scots (another 1895
release) and reaches a truly bizarre extreme in the 1903 Electrocuting
An Elephant (which, unlike so many exploitation films, delivers
precisely what it promises - the spectacle of a rogue elephant being
alectrocuted at Coney Island).

But wherever sex and violence can be found, censors will surely
follow. It took very little time for civic groups to begin cracking down
on the new medium, denouncing the nickelodeons as dens of vice
hat encouraged drinking, prostitution and lack of respect toward
one‘s betters (it was not a coincidence that the censors came from
he patrician class, while much of the audience for early film
zonsisted of working-class immigrants).

The censors and the filmmakers shared one thing: a love of
sublicity. Soon, the two sides discovered that their's could be a
nutually beneficial relationship. The clergymen and politicians could
nake headlines and please their constituents by loudly denouncing
he immaorality of the new medium; the filmmakers and exhibitors
vere more than grateful for the unpaid advertising that drew public
ttention to their wares. When the authorities declined to be drawn,
ater generations of exploitation filmmakers sent advance men into
ommunities to stir up controversy where none existed. One
avourite tactic was to hire pickets to march up and down in front of
he theatres that ‘dared’ to show these ‘startling exposés’, a spectacle
ilways guaranteed to attract attention and stimulate ticket sales.

In a sense, it's the dance between the censor and the filmmaker
hat defines the exploitation film. Without the censor to set limits, the
axploitation filmmaker has nothing to defy. Or rather, pretend to
lefy, since few if any exploitation filmmakers had a commitment to
heir art that stretched to going to jail. Plainly pornographic material,

which had also existed since the birth of cinema, was born
underground and lived underground, shown in Parisian brothels or
fraternity smokers. But exploitation thrives on the margins of
legality, promising to show the unshowable but never, in reality,
quite crossing the line.

In Ted Bonnitt's enjoyable documentary on the exploitation
business, Mau Mau Sex Sex (2001), the wveteran exploitation
producer David Friedman defines the appeal of the genre in terms of
audience expectations: ‘Well, we didn't see it this week — but next
week, we'll see it for sure!’ Friedman, who worked in every
exploitation sub-genre from nudist camp movies (Nature's
Playmates, 1962) to Nazi porn (llsa, She Wolf Of The 55, 1975], left
the business after pornography emerged into the (semi) mainstream
in the late 70s. Once everything could be shown, there was no more
tease, no more creative dodging of the limits and, for Friedman, no
more fun. Today, at the age of 81, Friedman operates a small carnival
in the southern United States, a return to the guaint, one-on-one
hucksterism that drew him to the business in the first place.

One of the earliest tactics filmmakers used to evade the censors
was to play the latter's own game, by pretending to denounce
various social evils - drug abuse, the white slave traffic — that they
would then go on to depict in loving detail. George Loane Tucker's
1913 Traffic In Souls, among the first American feature-length films,
employed this technigue with its tale of a plucky young woman
searching for her sister, who has been kidnapped by a white slave
ring (the head of the ring is revealed to be a millionaire
philanthropist, in a climax that must have particularly pleased the
immigrant audience). Mrs Wallace Reid, the widow of the silent
film star who died of alcohol and morphine addiction, produced
and starred in Human Wreckage (1923), the story of a crusading
attorney's battle with drug dealers (and launched her own career,
as one of Hollywood's handful of fernale writers and directors, as
a result).

White slavery remained a central theme through the 30s and 40s,
as illustrated by several posters in this book. The 1937 Slaves In
Bondage promised ‘'uncensored secrets of the Nations [sic] sinister
vice scandals’, along with visions of ‘girls ensnared into lives of
shame!’. The Vice Racket (1936, also known as Gambling With
Souls), promised to ‘blast the truth before your eyes’, about ‘scarlet
girls chained to the vultures of vice'. Main Street Girls (1936} offered
‘a thundering indictment of crooked prison parole boards’ while
Secrets Of A Model promised to 'bare the private lives of the
glamorous girls in glittering Hollywood'.

Following in Mrs Reid's footsteps, anti-drug films proliferated as
well. Assassin Of Youth (1937), The Devil's Harvest (1942) and Tell
Your Children {1938, better known under its many re-release titles,
including The Burning Question and Reefer Madness) all
unflinchingly investigated the curse of marijuana, with a particular
emphasis on one of the drug's lesser known side-effects - its
tendency to lead innocent young women to strip down to their lacy
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underthings. (One interesting footnote to this genre is the case of Big
Jim McLain, a John Wayne adventure in which he played a
swashbuckling investigator for the anti-Communist House Un-
American Activities Committee. Because audiences outside the US
didn’t know or care about HUAC, new dialogue was written for the
French and ltalian dubbed versions that turned Wayne's character
into a drug investigator, and the film was released in those territories
as Marijuana.)

The 30s brought a whole new raft of social evils for the crusading
filmmakers to denounce, including abortion (Sinful Souls, 1939),
venereal disease (Damaged Goods, 1937), and the seemingly wide-
spread menace of gorillas having sex with young white women
i'Wild Women! Wild Beasts!" promised the 1934 Forbidden
Adventure). But the 30s brought an even greater gift when
Hollywood began vigorously enforcing the Production Code in 1934,
effectively putting the studios (Paramount, in particular) out of the
itillation business.

Whereas a film like Sign Of The Cross (1932} could briefly depict
bare breasts, enthusiastic whipping, and intimations of homo-
sexuality, those options were no longer available to the studios
once the Code came into effect. As a result, many of the subjects
srohibited by the Code - they included adultery, ‘lustful’ kissing,
seduction or rape’ (apparently interchangeable notions), ‘sex perver-
sion’, white slavery, miscegenation, sex hygiene and scenes of
shildbirth - fell directly into the laps of the exploitationers, who were
10t signatories to the Code. All an exploitation producer in search of
) topic had to do was to read the list of ‘repellent subjects’ banned
1y the Code - and there was his script.

Exhibitors who didn’t want to go to the trouble of producing their
wn exploitation films for the US market could simply turn to
-urope, where filmmaking remained relatively unimpeded by
ensorship. Made in 1933, Gustav Machaty's Czech film Ecstasy did
10t make it to the United States until 1940, by which time its leading
ictress, billed as ‘Hedy Kiesler’, had become Hedy Lamarr,
lollywood star. ‘Art-house’ theatres opened in major cities in the US
ind UK to showcase continental imports, which offered ‘adult’
ubjects, such as flashes of nudity that could not be seen in the
lomestic product.

Subtitles served to remind patrons (and censors) that what they
vere seeing was a high-cultural product, uncontaminated by base,
xploitative motives. The alibi worked so well that even a hardened
xploitation distributor like Kroger Babb (whose Mom And Dad, a
hildbirth film, was one of the genre’s biggest hits) could buy an
igmar Bergman film, Summer With Monica, retitle it Menica, The
tory Of A Bad Girl and drop it into art-house distribution, to the

atisfaction of both cinephiles and passing voyeurs. Roger Vadim's
- And God Created Woman (1956) proved to be the tipping point in

this particular dodge. With its frank sexuality and copious nudity on
the part of Vadim's young discovery, Brigitte Bardot, the film became
an international hit, helping to create a distribution model for foreign
films that greatly benefited the French New Wave directors when
they emerged three years later.

‘Art films' like ... And God Created Woman opened the way for
American-made nudies, such as David Freidman's francophilic The
Adventures Of Lucky Pierre (1961) or Doris Wishman's poetically
bizarre Nude On The Moon {1962). These films, which included many
of Russ Meyer's early efforts, were essentially animated versions of
the pin-ups appearing in the men's magazines of the period,
particularly Playboy, and were all about looking rather than touching
- they contained even less sexual activity than the average
Hollywood film. This strange state of affairs continued through the
60s, contributing to a massive sense of stimulation without release
that led to the phenomenon of the ‘roughies’ - films like Wishman's
Bad Girls Go To Hell (1965) or Lee Frost's The Defilers (1965), in
which sexual frustration was channelled into physical abuse.

The beginning of the end for the exploitation industry came with
Vilgot Sjoman’s Swedish film | Am Curious (Yellow), a 1967 import
that survived several court battles in the US to become a tremendous
moneymaker for its distributor, Grove Press. Employing the ancient
‘redeeming social value' dodge, the film managed to smuggle a
glimpse of oral sex into American theatres, and so opened the
floodgates that admitted Gerard Damianc's Deep Throat in 1972 and
the wave of hardcore pornographic films that followed. Now that
nothing was forbidden, there was nothing to exploit - the audience’s
expectations, once so artfully teased, could now be bluntly and
banally fulfilled.

Today, the exploitation aesthetic survives mainly as camp - self-
conscious evocations of the old outrageousness, sometimes clever
{as in the early work of John Waters and the films of George Kuchar),
sometimes merely crude (as in the hundreds of direct-to-video films
released each year, with titles like Sorority Babes In The Slimeball
Bowl-0-Rama or Hollywood Chainsaw Hookers).

The old outrageousness, however, is still very much with us, in
the form of the astonishing adwvertising material issued by the
exploitation distributors. Many of the posters lovingly reproduced in
this book seem to represent much more care and effort on the part of
their creators than went into the films they promote. And that,
perhaps, is how it should be, in an industry whose motto has always
been ‘sell the sizzle, not the steak’. There is much to enjoy in the
shocking, scandalous, frank, bold and daring pages that follow.

Dave Kehr
April 2005
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MISSING FROM THE MAINSTREAM

Films and their associated poster art always provide us with an
interesting window into the past and this is particularly true of the
exploitation genre - few things tell us as much about the lives of
earlier generations as their secret fears and taboos. When we were
sifting through options for this book, we were struck by just how
much times have changed. Describing marijuana as the ‘smoke of
hell’ or teenagers as ‘heedless youth speeding through life with the
throttle wide open’ sounds ridiculously over the top to us today but
these were words that obviously reflected real and widespread
concerns half a century ago. And sometimes the changes in social
attitudes can take place in a remarkably short time. The title of the
Austin Powers movie, The Spy Who Shagged Me, scarcely raised an
eyebrow when it was released in 1999, but as recently as 1990 the
ariginal poster for Dick Tracy, a tame Disney flick, was banned for its
owvertly suggestive tagline, ‘Mind if | call you Dick?” Yet, while some
things change, others do not, and the exploitation of women has
remained a depressingly consistent feature of the genre from its
inception right up to the present. However much times have changed
in other respects, sex is still used to sell as many films today as it did
in the 20s,

Of all film genres, exploitation is possibly the one that lends itself
best to the use of posters as a promotional medium. Screaming
taglines, provocative titles and scantily-clad women are all elements
that can be used to best advantage in poster form. So much so that,
as our research progressed, we came to see that the real criterion for
including a poster in this book was not so much that it had been
created to promote an exploitation film, but rather the exploitative
nature of the poster itself. Thus the book is indeed devoted to
exploitation poster art.

Posters for titles like Flesh And The Devil and Tarzan And His Mate
(both by noted artist William Galbraith Crawford) feature artwork that
exploits the sexy and alluring elements of the films. The films
themselves are not classic ‘exploitation’, though, like many pre-Hays
Code Hollywood films, they include surprisingly risqué scenes (but
the censors did remove a bold, naked underwater sequence that
originally featured in Tarzan And His Mate). The fact that these were
movies produced by big mainline studios does not make the posters
any less exploitative. However, many of the titles featured in this
book did originate in the traditional, independent exploitation
ndustry and in these cases it is only the posters that have endured.
“ilms like The Acid Eaters and Youth Aflame were classic, low-
Judget exploitation affairs that have been forgotten as films, but are
emembered for their fantastic exploitation poster art. Because of the
iature of the Hollywood studio system and the number of
ndependent filmmakers working in the exploitation genre, many of
he posters featured in this book are by uncredited artists; however,
his does not detract from their impact. The anonymous artwork for
Nay Out for example, is simple yet remains hauntingly striking.

This said, the book does also feature work by a number of
enowned artists and designers. McClelland Barclay is most famous
or his depictions of beautiful women and his poster for Hotel For
1]

Women illustrates this aspect of his art perfectly. He was working i
the 30s, at the same time as two other influential poster designers
Alberto Vargas and 'Hap’ Hadley. Vargas was famous for hi
glamorous portraits of pin-up stars and paintings of the female nudi
and this skill is reflected in the artwork for The Sin Of Nora Morai
and Ladies They Talk About. Hadley is recognized as one of the mos
adventurous and influential caricaturists of his era and his artworl
for Cock Of The Air epitomises his quirky style.

Two of the most striking posters in Exploitation Poster Art are
those produced for Extase and Méadchen In Uniform by Carle
Mariani, a French artist working in the 30s whose work was heavil
influenced by the Art Deco movement. [t was another French artist
Roger Rojac, working mainly in the 40s and 50s, who was
responsible for the poster for La Putain Respectueuse.

The posters featured in this book cover a vast range, from the
cheap, sensationalist products of the exploitation roadshow men te
the slick, professional output of Hollywood publicists. Their styles
also vary enormously both from film to film, and from country tc
country. Similarly, the artists whose work is featured are from
diverse backgrounds: they include regular studio artists, famous
graphic designers, glamour photographers and comic-book
illustrators. The last category includes Robert Crumb, one of the
mast renowned and influential comic-book artists of the twentieth
century, whose poster art for Fritz The Cat depicts one of his most
famous creations.

In the B0s and 70s, in a change that reflected the more liberal
attitudes of the period, established and respected artists became
involved in the campaigns for films that an earlier generation would
have considered beyond the pale. The renowned designer Steve
Frankfurt, for example, was hired to work on the American poster
campaign for the soft-porn masterpiece Emmanuelle and his willing-
ness to become involved is a testament to the credibility that the new
‘porno chic’ movement had achieved at that point. Similarly, Alan
Aldridge, a famous and important graphic designer of the 60s, was
responsible for the poster for Andy Warhol's avant-garde Chelsea
Girls, which remains one of his most famous works.

The majority of the posters featured in this book will be entirely
new to its readers. This is partly due to the fact that exploitation has
never received the same aftention as more traditional genres like
science fiction or film noir. Another factor is that independent,
exploitation filmmakers worked with extremely low budgets and
many of the posters for their films were printed on cheap stock with
small print-runs, with the result that fewer have actually survived. In
making our selection for this book, we have tried to provide a flavour
of all the many facets of this fascinating genre and we now invite you
to relax and feel your 'senses drowned in forbidden pleasures!’ One
word of caution, though: ‘Beware the cost of a little fun!’

Tony Nourmand and Graham Marsh
May 20085
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Traffic In Souls (1913)
US 41 = 27 in. (104 = 69 cm)
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In 1913 the Rockefeller Commission
released a report claiming that palice
corruption was to blame for the
proliferation of prostitution and the
white slave trade. Among the victims
were female immigrants to the US,
many travelling alone, whose
vulnerability was only increased
when the people who were
supposed to offer protection sought
to profit from their plight. While the
press enjoyed a field day, turning the
report into the year's biggest story,
Universal Studios also capitalized on
the situation by releasing Traffic In
Souls. At the time, the film was one
of the most expensive and
sophisticated features ever made. It
cost $25,000 to produce and a
separate unit was established to
handle an advertising campaign with
a budget of $1000 a week. Approved
by the New York censors, Traffic In
Souls was a massive success,
playing to audiences totalling over
30,000 during its opening week

on Broadway.

Within a few months, a second
film, The Inside Of The White Slave
Traffic, took up the same themea,

Its producers pioneered many of the
publicity techniques that would later
be adopted by the exploitation
industry in the 20s and 30s. The film
was promoted as being based on
fact and the posters made much of
the point that its writer and director,
Samuel H. London, was the former
head of staff of the Rockefeller
Commission. In an attempt to
emphasize the redeeming moral
qualities of his picture, London
named his production company
‘The Moral Feature Film Company’,
Despite this, the censors were not
convinced of the purity of the
producers’ motives and judged that
the film would have a corrupting
influence on young men. The trade
paper Variety warned that it lowered
the tone of the whole industry.
Despite, or perhaps because of this,
it was a hit with audiences.
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In pre-20s Hollywood, little effort was
made to impose restrictions upon eithe
the content of films or the ways in whic
they were advertised. Although censors
existed, it had very little influence when
set against the power of the major studi
Later, during the 20s and early 30s, the
industry came under increasing pressur
from both the churches and political
leaders who were eager to rein in a
Hollywood which they considered to be
setting the country an appalling exampl
with its debauchery and moral bankrupt
Their arguments gained both strength
and publicity as a result of a number of
notorious Hollywood scandals. Twao of t
maost shocking concerned the death of
Wallace Reid from influenza, brought on
by drug-abuse, and Fatty Arbuckle’s arre
for the alleged rape and murder of a
young actress who had been a participa
in an all-night alcohol- and drug-fuelled
‘orgy’ he was hosting (he was later
cleared of all charges). The critics were
further provoked by Hollywood's
continuing preference for giving its
films titles like Bad Girl and The Brat,
and its use of equally suggestive poster:
to promote them.

# 1896. The Irwin Rice Kiss is the first fil
criticized for its content, which included
close-up of a prolonged kiss.

® 1906. The mayor of New York closes &
cinermnas on the grounds of ‘safety’ and
refuses to show any films of dubious
moral value.

® 1907, The first motion picture
censorship law is passed in Chicago,
where a police permit is required before
any film can be shown to the public.

# 1911. Pennsylvania is the first state to
establish a censorship board.

¢ 1921. The ‘Thirteen Points’ are
introduced in Hollywood in an attempt
to provide a moral framework for the
film industry.

e 1927. The ‘Don‘ts And Be Carefuls’ set
of moral guidelines are introduced in
Hollywood as a precursor to the

Hays Code.

& 1929. Over 2500 cities have adopted
some form of censorship law.

& 1930. The Hays Code is introduced.

® 1934. The Hays Code is strictly enforce
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The Brat (1931)
US 41 = 27 in. (104 = 69 cm)




Fast And Loose (1930}
US 22 x 14 in. (56 = 36 cm)

The Hollywood establishmeant made
its first attempt at self-restraint at
the beginning of the 20s, when
William H. Hays (1879-1954) was
hired as president of the Motion
Picture Producers and Distributors of
America. He introduced, successivealy,
Thirteen Points Of Standard’ {1921},
The ‘Don’ts And Be Carefuls’ (1927)
and the ‘Production Code’ (1930).
Although these rules did have some
limited effect, they were largely
ignored or bypassed by the studios.
Maoreover, since the promotional
activities of the industry were not
subject to any form of code or scrutiny,
it was always possible to make up for
any lack of explicit contant in the films
themselves by using poster imagery
that was often extremely suggestive;
similarly, film titles and taglines loaded
with sexual innuendo were regularly
used to attract audiences to movies
that often promised a good deal maore
than they actually delivered.
Ultimately, it was the placing of a
particularly provocative billboard
poster outside a church that brought
matters to a head. The complaints of
the priest concerned encouraged the
formation of a pressure group, The
Catholic Legion of Decency, which
boycotted the industry until it cleaned
up its act. Belatedly recognizing that
the pressure for censorship was
becoming irresistible, Hollywood
bowed to the inevitable and agreed to
abide by the rules of the new Hays
Code, which became mandatory rather
than simply advisory and was applied
not only to the content of films but
also to the advertising material used to
promote them. Joseph L. Breen was
hired as director of the Production
Code Administration which had to give
every film a seal of approval before it
could be released. Almost overnight,
Hollywood abandoned its carefree,
anything-goes attitude and was
forced to accept a system in which
its products were subjected to
censorship of the most rigorous and
nit-picking kind.
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Uncivilized (1936}
US 22 » 14 in. (56 = 36 cm)
Courtesy of the Tony Nourmand Collection

The Hays Code was long and
detailed and it covered every aspect
of filmmaking, from camera angles
to plot lines. Amongst much else, it
stipulated that:

® '‘No picture shall be produced which
will lower the moral standards of
those who see it.’

® The illegal drug traffic must not be
portrayed ... nor shall such scenes ba
approved which show the use of
illegal drugs, or their effects, in
detail.’

® ‘The use of liquor in American life
... will not be shown.’

& ‘Adultery and illicit sex ... must not
be explicitly treated or justified, or
presented attractively.’

® ‘Excessive and lustful kissing,
lustful embraces, suggestive postures
and gestures are not to be shown.'

& ‘Sex perversion or any inference to
it is forbidden,’

® "White slavery shall not be treated.’
# ‘Sex relationships between the
white and black races are forbidden.’
® ‘Sex hygiene and venereal disease
are not proper subjects for theatrical
maotion pictures.”

® ‘Scenes of actual childbirth ... are
never to be presented.’

& ‘Abortion shall never be shown
explicitly or by inference, and ... [the]
word ‘abortion’ shall never be used.’
¢ ‘Complete nudity is never
permitted.”

® ‘Undressing scenes should be
avoided ... and indecent or undue
exposure is forbidden.’

® ‘Dances which emphasize indecent
movements are to be regarded

as obscene.’

# ‘Salacious, indecent, or obscene
titles shall not be used.’'

The burgeoning exploitation industry
took these guidelines and used them
as a blueprint to specify exactly what
its audiences wanted. Over the 34
years that the Hays Code remained in
place, the exploitation filmmakers
would take these rules and break
each and every one of them.
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The Seventh Commandment {1933
US 41 x 27 in. (104 x 69 cm)
Courtesy of the Tony Nourmand Collection

The exploitation industry had existed from the early
20s, but it flourished under the Hays Code. Before 50
‘B’ movies, 60s sexploitation and 70s blaxploitation,
exploitation was a very different, and much cruder
affair. Indeed, the ‘industry’ was little more than a
small group of savwy businessmen who became
independent filmmakers and travelled the country
pedalling their products. They became known as the
‘Forty Thieves' and had more in common with the
carnival and circus tradition than with the mainline
movie business. Their films were cheaply made,
badly acted and of a generally poor standard, yet the
offered audiences something Hollywood couldn't:
titillation. They took every subject that was forbidden
or considered taboo and exploited its earning
capacity to the limit.

The roadshow men did everything themselves,
from writing and directing their films to distributing
and promoting them. They would sometimes try to
get approval from the Breen Office by screening a
heavily censored print of their product, but more
often than not they would take the uncensored
version on the road with them, travelling from state
to state. They would then either come to an
arrangement by which the local theatre owner agreet
to screen the film, or, if this didn't work, they would
set up a tent on the edge of town, with a sheet for a
screen and wooden benches as seats. They would
then start the task of drumming up an audience and
this is how the industry acquired its title of
‘exploitation’.

Their poster art was not distinguished for its
subtlety. Posters headed with provocative titles
promised ‘Startling Revelations!” and 'Shocking
Truths!® against a backdrop of female flesh. But they
did not limit their promaotional activities to bill-posting
and much of it was aimed at reassuring their
audiences that, rather than simply watching a ‘dirty
fitm', they were participating in a worthy social cause
Thus, ‘educational’ pamphlets and books were sold tc
audiences watching films on venereal disease, vice
films featured a voice-over proclaiming the moral
necessity of teaching the young the facts of life and,
for one drug film, the corpse of a victim of drug-
abuse was rigged up in a cage outside the theatre.
Any and every gimmick that could bolster sales and
profits was used.

Dwain Esper is perhaps the most famous of the
Forty Thieves and The Seventh Commandment was
his earliest film. Its plot lines featured prostitution,
premarital sex, venereal disease, caesarean birth, and
a gruesome face-lift operation. Joseph Breen
condemned it as the most disgusting film he had ever
seen and not only refused it a seal, but tried to have
Esper imprisoned for making it.






STRICTLY
DISHONORABIE

Strictly Dishonorable (1931)
US a1 = 27 in. (104 = 69 em)
Art by Alfred G. Skrenda

22

Before the introduction of the
photographic film poster,
illustrations of the cast, particularl
the fermale stars, played a crucial
part in attracting audiences. The
design that Alfred G. Skrenda
(1897-1978) created for Strictly
Dishonorable and the artwork for
The Sin Of Nora Moran (attributed
to Alberto Vargas (1896-19582))
demonstrate this beautifully; both
simmer with sensuality.
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The Sin Of Nora Moran (1933
US 471 = 27 in. (104 x 6
Art attributed to Alberto Vargas




Girl Without A Room {1933} Hotel For Women (1939)

US 41 = 27 in. (104 x 69 cm) US 41 = 27 in. (104 x 69 cm)
[Style Al Art by MeClelland Barclay
Art direction by Vincent Trotta and Maurice Kallis Courtesy of the Tony Nourmand Collection

Courtesy of the Greg Ferland Collection

Continuing the fashion of using posters to display its leading ladies to the best possible advantage, Twentieth Century Fox hired four eming
illustrators to design four different posters for its Hotel For Women campaign. The artists selected were Alberto Vargas, John LaGatta, Bradsh
Crandell and McClelland Barclay and each signed his work; a rare exception to the studios’ usual practice of insisting that artists w
anonymously and without proper credits.

McClelland Barclay (1891-1943) was an accomplished artist, proficient in sculpture, painting, jewellery design and illustration. Most famous
his depictions of beautiful women for the General Motors Body By Fisher advertising poster series in the 20s and 30s, he also illustrated seve
magazine covers, for Cosmopolitan and The Saturday Evening Post amongst others. During the Second World War, he served in the Navy a
designed a number of military poster campaigns and illustrations. Killed in action in 1943, Barclay was awarded the Art Directors Club Me
posthumously in 1944,

Barclay's artwork for Hotel For Women is striking and suggestive, yet his imagery is somehow less provocative than that of the pre-Hays (
Without A Room poster, featuring Marguerite Churchill, clearly naked, but tantalisingly concealing a minimal amount of flesh with her pillow. T
equally suggestive tagline was a forerunner of the screaming sensationalism of the exploitation industry posters of the later 30s.

Renowned for his glamorous portraits of pin-up girls and paintings of the female nude, Vargas was an obvious choice as artist for Ladies Th
Talk About. He had learnt his craft working as the exclusive artist for the Ziegfeld Follies in the 20s.
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3irl Without A Room (1933) Hotel For Woamen (1939)

IS 41 = 27 in. (104 x 69 cm} US 41 x 27 in. (104 = 69 cm)
Style A) Art by McClelland Barclay
Art direction by Vincent Trotta and Maurice Kallis Courtesy of the Toeny Mourmand Collection

.ourtesy of the Greg Ferland Collection

-ontinuing the fashion of using posters to display its leading ladies to the best possible advantage, Twentieth Century Fox hired four eminent
lustrators to design four different posters for its Hotel For Women campaign. The artists selected were Alberto Vargas, John LaGatta, Bradshaw
randell and McClelland Barclay and each signed his work; a rare exception to the studios’ usual practice of insisting that artists waork
nanymously and without proper credits.

McClelland Barclay (1891-1943) was an accomplished artist, proficient in sculpture, painting, jewellery design and illustration. Most famous for
is depictions of beautiful women for the General Motors Body By Fisher advertising poster series in the 20s and 30s, he also illustrated several
nagazine covers, for Cosmopolitan and The Saturday Evening Post amongst others. During the Second World War, he served in the Navy and
esigned a number of military poster campaigns and illustrations. Killed in action in 1943, Barclay was awarded the Art Directors Club Medal
osthumously in 1944,

Barclay's artwork for Hotel For Women is striking and suggestive, yet his imagery is somehow less provocative than that of the pre-Hays Girl
Vithout A Room poster, featuring Marguerite Churchill, clearly naked, but tantalisingly concealing a minimal amount of flesh with her pillow. The
qually suggestive tagline was a forerunner of the screaming sensationalism of the exploitation industry posters of the later 30s.

Renowned for his glamorous portraits of pin-up girls and paintings of the female nude, Vargas was an obvious choice as artist for Ladies They
alk About. He had learnt his craft working as the exclusive artist for the Ziegfeld Follies in the 20s.
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Broadminded (1931)

US 41 x 27 in. (104 x 69 cm)

{Style B}

Courtasy of the Tony Nourmand Caollection
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The Bitter Tea Of General Yen and White Woman both dealt with the topic of inter-racial relationships. Bitter Tea was Columbia’s most expensive
roduction to date and starred Barbara Stanwyck in the leading role of Megan Davis. Its story is basically that of a love affair between Davis
and a Chinese General, the latter emerging as the hero of the piece. This was exactly the sort of plot-line that the Hays Office sought to ban and
hich, after 1934, was relegated to the realms of exploitation. The poster art for both Bitter Tea and White Woman illustrates the freedom of
2xpression that existed in the pre-Hays era: only a year after the films were released, it was unthinkable for mainstream posters to feature such

zensual imagery.




uBITTER TEA

OF GENERAL YEN”
«ith Nils Asther - Walter Connolly

- +FRANK CAPRA propucrion
A COLUMBIA PICTURE

The Bitter Tea Of General Yen (1933)
US 41 x 27 in. (104 x B9 cm)
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Tarzan And His Mate (1934)

US 41 = 27 in. (104 = 69 cm)

{Style C)

Art by William Galbraith Crawford
Courtesy of the Tony Nourmand Collection

a0

Tarzan made his first appearance in All-Story
magazine in 1912 and was the brainchild of
Edgar Rice Burroughs (1875-1950). A poor and
frustrated salesman, Burroughs turned to writin
pulp novels in order to support his family. It
proved to be a hugely successful decision, but
although Burroughs created a number of other
heroes, it is to the vine-swinging ‘Man of the
Jungle’ that he owed his subsequent fame and
fortune.

Tarzan first appeared on screen in 1918 but it
was Johnny Weissmuller who made the role his
own in the classic 1932 hit, Tarzan The Ape Man
An Olympic swimming champion, Weissmuller
was still relatively unknown as an actor at the tir
and the poster made no attempt to capture his ti
likeness - instead Tarzan's appearance is modell
on the character from the original books. By the
time Tarzan And His Mate was released two yeal
later, the actor was so well-known that it was
necessary to produce a more accurate portrait.

Tarzan And His Mate, which is considered the
best in the Tarzan series, was also the most
controversial. The complete, uncensored version
the film featured full-frontal female nudity in a
scene where Tarzan and Jane swim underwater
ithe film's female star, Maureen O'Sullivan, was
replaced by an Olympic swimmer body-double).
Although the film had been made before the Hay
Code was rigorously enforced, the film did still
have to pass the industry censorship board and 1
underwater scene was deemed improper. The fil
therefore has the dubious honour of being the fir
to lose an appeal against Breen and the Producti
Code Administration office. It was an ominous
foretaste of the rigid censorship which would be
imposed on Hollywood for the next third of a
century. Despite the ruling, MGM still circulated :
few unedited prints of the film and a number of
trailers still contained the nude scene.

Flesh And The Devil was another risgué MGM
venture and featured erotic and sensual love
scenes between Greta Garbo and John Gilbert.

It was one of Garbo's earliest films and the first
time she had been paired with Gilbert. The coupl
were having an affair in real life and this only
added to their on-screen chemistry. Flesh And Th
Devil broke box office records on its release.

William Galbraith Crawford (1894-1978) had a
prolific career in illustration. He designed book
jackets and illustrated several covers for The New
Yorker. He also worked on numerous posters for
MGM throughout the 20s and 30s and his work
remains some of the most collectable of the era.
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Flesh And The Devil (1926)

US 41 x 27 in. (104 x 63 cm)

Art attributed to William Galbraith Crawford
Courtesy of the Andrew Cohen Collection




Cock Of The Air (1932)
LS 41 = 27 in. (104 = 69 cm}

Art attributed to Alvan Cordell ‘Hap' Hadley
Courtesy of the Tony Mourmand Collection

Alvan Cordell ‘Hap’ Hadley { 1895-1976) is recognized as one of the most adventurous and
influential poster artists of his era. As was the case with many of his contemporaries,
Hadley began his career during the First World War when he was one of the Marine Corps’
official artists. He later owned his own advertising studio in Manhattan where he produced
work for all the major film studios over a period of more than thirty years. Primarily
renowned for designing Charlie Chaplin and Buster Keaton film posters, Hadley's art also
adorns the posters for many Howard Hughes productions.
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Howard Hughes (1905-1976) was a man of
many faces; a shrewd businessman, aviator,
womanizer and movie mogul, he was a
flamboyant figure in the Hollywood of the
30s and early 40s. Later in life, however, he
suffered from mental instability and became
a notorious recluse,

Hughes, who had inherited a vast fortuna,
formed his own aircraft company in 1932
and was a pioneer in designing and
building his own planes. By 1938, he had
broken most of the world's aviation records
and would go on to build the world's
largest airplane, the famous 'Spruce
Goose'. His production of Hell's Angels
{1930) allowed him to combine his
enthusiasm for aviation with movie-making.
It was the most expensive movie of its time,
and featured large numbers of WW1
warplanes in dramatic flying sequences.
Although not quite on the same scale,
aviation was also the theme of Cock Of The
Air, as shown on ‘Hap' Hadley's caricature
illustration for the film's poster.

Hughes brought the same enthusiasm to
the pursuit of beautiful women as he did
to building planes and making films. He is
reputed to have had affairs with most of the
leading ladies in contermporary Hollywood,
including Katherine Hepburn, Jean Harlow,
Bette Davis and Ava Gardner. For The
Outlaw he used his engineering expertise
to create a prototype of the push-up bra in a
isurely unnecessary) attempt to accentuate
Jane Russell’s bust. Russell's cleavage,
liberally displayed, was a major motif in the
film, and even more so in the advertising
campaign, and brought Hughes into serious
conflict with the censors. The director
anticipated trouble from the Production
Code Administration in advance, and thus
attempted to release the film under his
own steam. He premiered the film in San
Francisco with an accompanying poster
declaring ‘The picture that couldn't be
stopped!’ Joseph Breen had other ideas,
however, and withdrew the picture from
circulation. It did not receive an official seal
until 1950. More than sixty years on, the
film still manages to create a stir. When the
pramiere poster (from Hughes ariginal
release in 1943 in San Francisco) surfaced
in an auction at Christie’s London in March
2003, it broke all previous European movie
poster records, selling for £52,875 ($95,000),
and the sale made front-page headlines in
newspapers across the UK.
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The Outlaw (1943)
US 81 x 81 in. (206 = 206 cm)
Courtasy of the Tarek AbuZayyad Collection




Who Framed Roger Rabbit? (1988

US 41 = 27 in. (104 = 89 cm)

{Style E}

Licensed Limited Edition by Kilian Enterprises
Design by Dayna Stedry

Nustration by 22 /63 Graphics

Courtesy of the Martin Bridgewater Collection
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Im not bad
[m just drawn

Although both fairly tame Disney films,
Dick Tracy and Who Framed Roger
Rabbit? were marketed with a stress on
the well-established exploitation themes
of sex and innuendo. The real-life affair
between Madonna and Warren Beatty,
the stars of Dick Tracy, gave a fillip to
the campaign. It also imbued the
Advance (Madonna) poster with sexual
undertones that were deliberately
highlighted by an audacious tagline.
Ultimately, the poster was judged just a
little too risqué for the family-oriented
studio and was withdrawn from
circulation.

For Who Framed Roger Rabbit?,
Disney produced two limited-edition
mylar posters featuring Jessica Rabbit in
glamour photo poses.



“Mind If 1 Call You Dick?”




ROBERT KANE

ALLAN DWAN'S

PRODUCTION

WITH

ESTELLE TAYLOR
ANTONIO MORENO

LOWELL SHERMAN
Story by FORREST HALSEYand LELAND HAYWARD

w7 JOSEPH C- BOYLE™

A FIRST NATIONAL PICTURE

e Whip Woman (1928)
IS 41 « 27 in. {104 = 69 em)
ourtesy of the Haldane Collection

Allen Jones (b, 1937) is a renowned
painter, printmaker and sculptor. He has
won numerous awards for his work,
which has been exhibited worldwide.
Jones was a key figure in an influential
movement that helped redefine British
art by embracing unconventional and
irreverent ideas and looking to popular
culture for its inspiration. Jones is
famous for his portrayal of beautiful
women and the poster for Maitresse
illustrates this aspect of his work. His
style is characterized by a striking and
bold use of colour combined with a

unigue painting technique.



Mo one under 17 admitbed.

Distributed by Tinc Productions Corp.

Maitresse (1973)
US 41 = 27 in. {104 =« 69 cm)

Art by Allen Jones

Courtesy of the Tony Nourmand Collection
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Jon‘t Look Back (1967]

3ritish 30 = 20 in. (76 = 51 cm)

Art by Alan Aldridge and Harry Willock
Zourtesy of the Tony Nourmand Collection

The award-winning Alan Aldridge
(b. 1937) was one of the most famous
and important graphic designers of the
60s. A self-taught artist who left schoaol
at fifteen, he developed a distinctive,
rich style that quickly found favour with
the London set. His work, reflecting the
psychedelic and experimental spirit of
the age, was admired and embraced by
bands like The Beatles, The Rolling
Stones, The Who and Pink Floyd, for
whom he designed various album
covers. His artwork for Don‘t Look Back
perfectly illustrates his unigque and
highly effective style. In 1963 he was
hired by Penguin Books as the Art
Director of their fiction list. In this role
Aldridge was instrumental in re-vamping
the publisher's image by abandoning its
traditional typographical cover designs
in favour of bold and bright graphics.
With such talent, and as a friend of
Andy Warhol, Aldridge was an obvious
choice as designer for the British poster
for Warhol's film Chelsea Girls, and this
remains one of his most famous works,
Although the image won a Silver Award
from The Design and Art Director's Club,
the censors remained unimpressed and
the fly-posting of the poster across
London led to Aldridge’s prosecution.
Chelsea Girls was one of the first
‘underground’ films to break into
mainstream cinema and although
banned in Boston and Chicago,.it was a
critical success in London, New York and
San Francisco.
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Chelsea Girls (1966)

British 30 = 20 in. (76 = 51 cm)

Art by Alan Aldridge

Courtesy of the Tony Nourmand Collection
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Acid = Delirio Dei Sensi {1968)
Italian 39 = 108 in. (99 = 274 cm)
Courtesy of the Philip Shalam Collection
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In the 60s, shrewd producers quickly realized
that, given the free-spirited mood of the times
there was a big demand for films featuring th
wonders of recreational drugs. They churned
countless low-budget, poor quality movies th
targeted a young and apparently insatiable
audience. Acid - Delirio Dei Sensi was one su
offering from Italy and although the film itself
was |less than brilliant, its promotional art was
phenomenal. The banner poster is a particular
dazzling example of Italian design: a brilliantly
crafted, sensual illustration of a naked woman
painted tattoo-like from head to toe, surmount
by typography evocative of the drug's effect.
This image has become almost iconic, althoug
the film itself has been long forgotten.






Heroin (Heroina) {1968)

Palish 33 = 23 in. (84 x 58 cm)

Art by Andrzej Krajewski

Courtesy of the Tomoaki ‘Nigo’ Nagao Collection

Based on the play The Addicts, Way Out
is the story of a group of youngsters 1
who find their way out of drug addicﬁod
through turning to Christ. Directed by a
Congregational Minister, Irvin 5. ]
Yeaworth Jr., the film carries a strong
Christian message and was made '
primarily for use as an evangelistic tool.
Yeaworth is better known for his science
fiction films, especially the cult classic,
The Blob (1958). The graphic simplicity
of the poster for Way Out powerfully |
evokes the painful dilemma of the
addict.

Andrze] Krajewski (b. 1933) is famous
for his work in the 60s and 70s that
embodied the counter-culture moveman
of the period. His artwork for Heroin is a
perfect example of his eolourful, bold
style. Krajewski has won numerous
awards worldwide for his art.



A PREMIERE PRESENTATION
IN WIDE SCREEN COLOR

WAY Our

THE WILD WORLD OF THE DRUG ADDICT

>

more than a movie...an experience
real life addicts portray today’s
youth going WAY OUT for kicks.

screenplay by Jean Yeaworth and Rudy & Shirley Nelson, based ugon “The Addicts” by John Gimenez
music by Kurt Kaiser, produced and directed by Irvin S. Yeaworth, Jr,. a Valley Forge film

Way Out {1967)

Us 41 = 27 in. (104 = 69 cm)

{Premiere)

Courtesy of the Tony Nourmand Collection
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AMERICANA ENTERTAINMENT ASSOCIATION

The Weird World Of LSD (1957}
LIS 36 » 25 in. (91 x 64 cm)

(Style A)

Courtesy of the Tony Nourmand Collection
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The Weird World Of LSD (1967}

US 36 = 25 in. (91 x 64 cm)

(Style B)

Courtesy of the Tony Nourmand Collection

& 1943. LSD is synthesized for the first
time by Swiss scientist Albart Hoffman.

LSD was the drug de jour in the 60s and
played a major role in the counter-
culture movement of the decade. Very
little was known about the drug at first,
a point that the exploitation industry
was quick to seize upon, capitalizing on
the widespread ignorance to sell films
like Hallucination Generation and The
Weird World Of LSD. The latter was
strikingly reminiscent of the 30s drug
menace films, the main difference being
the substitution of LSD for marijuana.



ONIGHT

YOU ARE INVITED
TO A ‘PILL PARTY’

You will experience every jolt...every jar of a
Psychedelic Circus...The Beatniks...Sickniks...
and Acid-Heads...and you will witness their
ecstasies, their agonies and their bizarre
sensualities...You will be hurled into their
debauched dreams and frenzied fantasies!

FOR THE
ADULT MINDED...

the revealing story of today’s...
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Hallucination Generation (1966}
US 41 = 27 in. (104 = 9 cm)
Courtesy of the Tony Mourmand Collection
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The Trip {1968)
US 41 = 27 in. (104 = 69 cr)
Courtesy of tha Tony Nourmand Collection
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Psych-Out (1968}
US 41 = 27 in. {104 = 69 cm)
Courtesy of the Tony Nourmand Collection

Released in 1968, The Trip provides a stark contrast
to the scare-mongering sensationalism of The Weaird
World Of LSD. Written by Jack Nicholson, it is, in
effect, an 85-minute LSD trip. Director Roger Corman
reportedly took acid in order to research the subject.
The film was instantly condemned for trying to
exploit the L5D phenomenon and for what was,
some claimed, its pro-drug stance. A year after The
Trip was released, the Production Code ceased to
exist. Psych-Out and The Acid Eaters are two more
examples of the increasingly glamorous way in

which drugs were presented in 60s cinema.



THE FIRST

HOLLYWOOD

UNDERGROUND
MOVIE

GUARANTEED

To Blow Your

MIND...AMONG
OTHER THINGS!

DOES SHE... OR
DOESN'T SHE..?

onLy The Acid
Eaters'eof sone:

IT'S A KDOK'S TOUR
OF MOTOR-CYCLE
MAYHEM, NUDE BEACH
PARTIES, LSD DRGIES
ALL THE THINGS THAT
MAKE LIFE
WORTHWHILE

A
III LIONS PRODUCTION

RELEASED @Y

FPS VENTURES

HOLLYWODO, CALIF,

The Acid Eaters {1967
US 41 = 27 in. (104 x 69 cm)
Courtesy of the Tony Mourmand Collection
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These

2 are words that
Bse .

sl mean big trouble

who play it

cool, and find out

about life and love

before they're in high school!

This is the picture

that explodes like a

time bomb

In the face of a city!

DIRECTED BY SHIRLEY CLARKE
PRODUCED BY FREDERICK WISEMAN
MUSIC BY MAL WALDRON
FEATURING DIZZY GILLESPIE

A :'l.\m.\l.-.‘.-" PRESENTATION

Shirley Clarke {1919-1997) was a
key player in the campaign to
develop an alternative, avant-gar
approach to filmmaking in the 50
and 60s. Starting out as a dancer
and choreographer, Clarke began
her directing career in 1953 and
became the only female member
a group established to advance th
cause of independent films. This
group rejected the commercial
cinema of the day, believing it to k
corrupt, morally questionable and
artistically weak. When she releass
The Connection in 1962, it won a
special award at the Cannes Film
Festival. It was also banned by the
New York State Censorship Board
and became a test case for the
freedom of expression.

The Cool World was also a tour
de-force, and was an unflinching
and gritty record of life in Harlem,
It was the first independent film to
play at the Venice Film Festival
and helped pioneer the docu-
drama genre.

More was another 60s film that
took an alternative approach.
Directed by Barbet Schroeder
(b. 1941) it detailed a man's descen
into heroin addiction. Schroeder
was a disciple of the Nouvelle
Vague movement in France ard
had worked with directors like Jean
Luc-Goddard. More is infused with
the same spirit as the films of the
French ‘New Wave’ and was a hitin
Europe. Played to a soundtrack by
Pink Floyd, the film has become a
cult classic.

The Cool World (1966)
US 41 = 27 in, (104 = 69 cm)
Courtesy of the Tony Nourmand Collection



More (1969)

US 41 = 27 in. (104 = B9 cm)

Photo by Lester Waldman

Courtesy of the Simon Tapson Collection
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MOSTEST PRODUCTIONS, INC. pressnts

A Taste Of Her Flesh [A Taste Of Flesh] (1967)
US 41 = 27 in. (104 = 69 cm)
Courtesy of The X-rated Collection
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... the intimate embraces

of lovemaking’s most provocative acts!

Although also a female filmmaker in
the 60s, the work of Doris Wishman
(1912-2002) was worlds away, in term
of both content and style, from that of
Shirley Clarke. Wishman, who made
over thirty exploitation films over the
course of her career, helped pioneer tf
‘roughie’ genre. The plots were crazy
and far-fetched, the budgets non-
existent and the acting minimal; but
Wishman's films were a hit in an
industry where none of these things
mattered, so long as nudity, sex and
violence were ever-present. This said,
Wishman did have certain talents.
She was the only woman in a male-
dominated industry and was a sound,
honest businesswoman. She wrote,
directed and edited the films herself ai
the filmmaking technigues and camer:
angles she used were often surprising
experimental and artistic. The extra
depth and originality of her work prow
to be inspiring both within and beyont
the exploitation industry. Wishman's
films influenced the work of directors
like John Waters, Roger Corman and
John Carpenter.
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EXPLODING
FROM

| ALLEYWAYS

AND IVORY

TOWERS...

LIVING BY THEIR
CODE OF

REBELLION and MUTINY!

&

starring

TONY TRAVIS KAREN KADLER

PETER BRECK and JOYCE TERRY

Written and Directed by Praduction Supervision From an ariginal story by
PAUL FREES KEN HERTS JOYCE TERRY and KEN HERTS

A Barjul International Pictures Releass

The Beatniks (1959}
US 41 = 27 in. (104 x 69 cm)
Courtesy of the Tony NMourmand Collection
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America in the 50s was a nation
plagued by contradictions. Enjoying
unprecedented affluence, the white
middle-classes had the freedom to
spend and consume as never before,
but this privilege was not shared by
maost minarity groups, particularly
African-Americans, who were left to
continue their struggle against
prejudice and poverty. Even among
those who were free to enjoy the
steady rise in prosperity there wera
a few who felt that the price to be
paid in terms of the increasing
blandness and conformity of
American society, was too heavy.
For many creative artists, including
filmmakers, the political witch-hunts
instigated by Senator Joseph
McCarthy also cast a heavy shadow
over the decade.

A number of writers and artists,
including Edward Hopper, Arthur
Miller and Tennessee Williams began
to speak out against what they saw
as a repressive and hypocritical
society. Their words gave inspiration
and encouragement to an even more
rebellious group of ‘angry young
men’ who became known as the
Beatniks — men like Jack Kerouac,
Allen Ginsberg and William
Burroughs lived by their own rules
and embraced a freedom that the
prevailing culture could neither offer
nor tolerate. The socio-cultural
impact of the Beatniks was immense
and enduring: the spirit that they
embodied would become the defining
ethos of the 60s.

As outsiders, the Beats experienced
all the usual stereotyping and
prejudice from those around them.
MNever slow to spot an opportunity,
the exploitation film industry was
quick to take advantage of the
public’s ignorance and disapproval
of what Time magazine called 'a pack
of oddballs who celebrate dope, sex
and despair’. Films like The Beatniks
presented the Beat Generation as
nothing more than a lawless bunch
of troublemakers.



TEENAGE KILLERS
TAKING THEIR THRILLS
UNASHAMED !

The Violent Years (1956}
US 41 x 27 in. {104 = B9 cm)
Courtesy of the Tony Mourmand Collection




starring

GENE

EVANS

SCOTT

MARLOWE

CAROLYN

KEARNEY

ROBERT

ARTHUR

with JAMES KEVIN-TOM GILSOMN
KEN LYNCH « EMLEN DAVIES

.NATURAMA

Produced by SIDNEY PICKER - Directed by WILLIAM WITNEY

Young And Wild (1958)
US B1 = 41 in. (206 = 104 cm)
Courtesy of the Tony Nourmand Collection
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The makers of 50s exploitation and ‘B’
movies conveniently simplified the Beat
phenomenon and grouped its
supporters, along with juvenile
delinguents, under the general heading
of rebellious teenagers. Teenage rebels,
especially if they were male, were
depicted on-screen as a threat to
everything middle America held dear -
especially its daughters. Often the focus
of such films was the age-old ‘good girl
gone bad’ plot that saw sweet,
promising young women turn into ‘wild
gals’ under the influence of the rock 'n’
roll, Beat Generation.




STORY OF
TODAY’S
“BEAT”
GENERATION!

' Ce-starring

MARY MURPHY - NORMA EBERHARDT |
SHERIDAN COMERATE - MICHAEL' CONNORS |

' Directed by PAUL HENREID Screenplay by ALLEN RIVKIN and 1B MELCHIOR Produced by HARRY RYBNICK
and RICHARD KAY Associate Producer EDWARD B. BARISON A UNIVERSAL-INTERNATIONAL RELEASE

Live Fast, Die Young (1958)
US 41 x 27 in. {104 = 69 cm)
Courtesy of the Tany Mourmand Collection
1



YVONNE GARY lII B CONNMIE

LIME - CLARKE - WRAY TUR‘NBULL STEVENS

Produced by Directed by Screenplay by Stary by
0. DALE IRELAND - DAVID BRADLEY - GEORGE HUDGlHS ﬁHL[ IRELAND & GEORGE HODGINS
Presented by TRANS WORLD EEDDUCTIDNS « Released by AMERiCHN INTERMNATIONAL PICTURES

Dragstrip Riot (1958)
US 41 = 27 in. (104 = 69 cm)
Courtesy of the Haldane Collection
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Hot cars, hot girls, hot music and
glowering, independent teens were the
key ingredients of the sub-genre of ‘H
Rod’ films that emerged during the
By the middle of the decade, Hot Rod
movies were being made at a rate of
about one a week and they played to

drive-in audiences.




CAR CRAZY!...
SPEED CRAZY!...
BOY CRAZY!...
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A GOLDEN STATE PRODUCTION
Produced by ALEX GORDON
Executive Producer: SAMUEL Z. ARKOFF
Screenplay by LOU RUSOFF

Directed by EDWARD L. CAHN

AN AMERICAN-INTERNATIONAL PICTURE

Dragstrip Girl (1957)
US 41 = 27 in. (104 x 69 cm)
Courtesy of the Tony Mourmand Collection
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CRAZY KIDS...LIVING TO A
WILD ROCK 'N ROLL BEAT!

HOT

~ JOHN ASHLEY - J0DY FAR - GNE VINGENT

CHARLES BUDDY ROGERS - L0U RUSOFF - LEW LANDERS - L0
A JAMES H. MICHOLSON and SAMUEL 7. ARKOFF PRODUTION « An AMERIGAN-INTERNATIONAL |tm

Hot Rod Gang (1958)
U5 B1 = 41 in, (206 = 104 cm)
Courtesy of tha Tony Nourmand Collection
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Hot Rod films were made on low
budgets and featured unknown actor
for it was the car, not the plot or the
characters, that was the centrepiece ¢
the show. The genre continued to
develop well into the 60s and 70s ant
spawned cult classics such as Easy R
and Two Lane Blacktop.



LEIGH SNOWDEN - RICHARD HARTUNIAN

WRIGHT KING «in JOEY FORMAMN - BRETT HALSEY
Prodvcad by MORMAN T. HERMAN + Direclted by LESLIE H. MARTINSOM

A HACIREMA Producrios

+ Wrilten by MEYER DOLIMNSKY

Hot Rod Rumble (1957)
US 41 = 27 in. (104 = 69 cm)
Courtesy of the Tony Nourmand Collection




A PAGE TORN FROM
THE HEART DIARY OF
A MODERN HIGH SCHOOL GIRL

Made in 1944, Teen Age is one of
earliest examples of the use of the
terms ‘teen-age’ or ‘teenager’ outs
specialist literature. Although it had
first been coined by a sociologist i
the 20s it did not enter common

usage until the mid 40s. In the Apnil
1945 issue of American Speech it wa
listed in the ‘new words’ section,

HEEDLESS YOUT), s /| %z |7 o v i
SPEEDING THROUGH I-":E\ : - aB::::r:::rTT;atill identified ‘teenager’
WI TH T HE TH ROTTLE The urigirl1 of the word ‘teen’ itself

wl DE O P EN , o can be traced back to the eighth
L]

century, when it meant grief, sormow

or misery!

High School Girl (1934)
US 41 x 27 in. (104 = B9 cm)
Courtesy of the Tony Mourmand Collection
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'WHAT IS WRONG W

W‘*"'
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i

TH MODERN YOUTH?

JUVENILE DELINQUENCY
Has Passed The
HUSH-H@ Stage!
let’s Face It...

FRANKLY!

DARINGLY !
BOLDLY!
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LOS ANGELES' DAILY

GIANT DOPE RAID
TRAP 174 - MANY
TEEN-AGE ADDICTS

BIGGEST HAUL NETS
$500,000 IN NARCOTICS

TODAY'S
MEADLINES
1]

TRUE UNVARNISHED CONFESSION
OF A JUVENILE DELINQUENT

TOLD WITH THE

CLANDESTINE
PARTIES.... ROM *_ )
VIOLENT YOUTH ol \
FIERCEond BEGINNING OF
FEURIOVUS! THE END!

SEE IT FROM THE BEGINNING . . . DON'T REVEAL THE STARTLING FINISH!
e e s

The Flaming Teen-Age (1956)
S 41 % 27 in. (104 = 63 cm)
Courtesy of the Tony Nourmand Collection

- gy SHOCK

CONFESSIONS e
OF A

ororly,

SABRA—
SMART...PRETTY...
AND ALL BADI

sEarriag

SUSAN CABOT - DICK MILLER - BARBOURA O'NEIL

** JUNE KENNY - BARBARA CRANE - FAY BAKER
Screenplay by LEQ LIEBERMAN - Produced and Directed by ROGER CORME
AN AMERICAN INTERNATIONAL PICTURE '

Sorority Girl (1957]
US 41 % 27 in. (104 x 69 cm)
Courtesy of the Tony Nourmand Collection

Juvenile delinquency was not an
exclusively male phenomenon and the 50s
saw a wave of films that featured 'bad
girls’. These depicted the usual mix of teen
rebellion, lawlessness and sex, but with
reckless females as the protagonists. From
the ‘shock by shock’ confessions of the
Sorority Girl to the ‘jailbait’ Runaway
Daughters, the exploitation industry
emphasized the perils of letting bad girls
out on the loose.




They
called

her
“JAILBAIT"!

Runaway Daughters (1956
US 41 =27 in. (104 = 6
Courtesy of the Tony




..what must a good girl say to “belong’"?

{VONNELIME - BRET HALSEY - JANA LUND

Fraduzed by Dirsctad by Story azd Screemplay by

bl . CHARLES BUDDY ROGERS - EDWARD BERNDS - MARK & IAN LOWEL
il A JMES H. NEDLSON & SUMUEL 2. ARKFF Proactn  hn ANERCAN-NTERNATIONAL P

el T e TR R T ; =t

High School Helleats (1958)
US 41 = 27 in. (104 = B9 cm)
Courtesy of the Tony Nourmand Collection
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Huge Haas (1901-1968) was
the acknowledged master of
bad ‘bad girl’ flicks. Born in
Czechoslovakia, Haas had
been a respected character
actor in his homeland before
being forced to flee in the
face of the Nazi invasion.
He made his way to America
where he began working

as an announcer on US
broadcasts to occupied
Eastern Europe. After the
war, he tried to resurrect his
acting career but found
himself all too frequently
typecast as a greasy, foreign
villain. Nonetheless, acting
did enable Haas to finance
his first love: filmmaking.

In the 50s, he began
churning out his own
independent films, which he
both starred in and directed.
His sensationalist bad girl
flicks followed the typical
‘B' movie model. All his
plots unfolded with the
same general storyline: a
lonely, middle-aged man
(played by Haas) is seduced
by a sexy blonde with a bad
reputation. Pickup was just
one in a long line of similar
films. Due to a fatally
provocative tagline - ‘They
gave her a bad name and
she lived up to it!" — the
American poster for Pickup
was withdrawn from
circulation. It was replaced
by another with the same
image, but this time the
slogan read:

‘Easy to pick-up’.




WY

and
she

]

to
it /

(OLUMBIA PICTURES
Frasznts

Pickup (1951)
US 41 = 27 in. {104 x 69 cm)
(Withdrawn)

ourtesy of the Matthaw Daly Collection
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A GIRL DELINQUENT... A JET PROPELLED GANG. G
OUT FOR FAST KICKS!

STARRINE

COREY ALLEN - REBECCA WELLES
3 | RICHARD BAKALYAN - ANNE WHITFIELD  JOE DI REDA

-L with JOE COMLEY - WALTER COY - TAGGART CASEY - HUGH LAWRENCE « LEON TYLER - HARVEY GRANT

rroduced by SIDNEY PICKER - pirected by WILLIAM WITNEY - written b ARTHUR T. HORMAN - REPUBLIC FIETLIRES Presents J”t EHHUN}\UU Produ

Juvenile Jungle (1958)

US 22 x 28 in. (56 x 71 cm)

{Style B)

Courtesy of tha Tony Nourmand Collection

Before the Second World War, the hopes and expectations of the majorify
of American ‘teenagers’ were severely restricted. Money was still tight fof
maost families in the wake of the depression and only a minority of young
people could contemplate a college education, so the options for girls
were often limited to motherhood and domesticity while boys were still
expected to go straight into work. With the post-war affluence of the 508
however, things began to change. Teenagers received allowances, were
given greater free time and college became an option. The result was an:
independent generation that eagerly embraced the freedoms on offer.

This new state of affairs, perhaps inevitably, created growing tensions
between children and their parents. Many teenagers rebelled against the
orthodoxies of their parents’ generation and a new phenomenan was
borne: juvenile delinquency. Exploitation cinema was quick to pounce of}
this trend and films like Teenage Crime Wave and Juvenile Jungle helped
to fuel society's fears that the younger generation was out of control,

66



OUT OF THE SIDEWAlI( JUNGLE...

Teenage Crime Wawve (1955)
US 41 = 27 in. (104 = B9 cm)
Courtesy of the Tony Mourmand Collection

= THE SHOCKING
DRAMA OF
TODAY'S
TEENAGE
TERROR!

TOMMY  MOLLIE

GOOK-MeGART

HARRY tHHEK h.in BUFFUM

pirected by FRED F. SEARS - A CLOV ER PRODUCTION
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"I DON'T NEED A GUN TO CATCH A MAN!"

Blonde Bait {1956)
US 22 « 28 in. {56 x 71 cm)
Courtesy of the Tony Nourmand Collection

Beverly Michaels (b. 1928) and Peggy Cummins (b. 1925}
were two of the most renowned ‘bad girls’ of 50s cinema,
The careers of both thrived as they starred in the roles of
seductive femmaes fatales in a succession of B-movie flicks:
Blonde Bait and Deadly Is The Female are two examples of
the genre; the latter remains one of the most iconie ‘B film
noirs of all time. The suggestive US poster for Deadly Is

Female exemplifies the classic exploitation technigues thats

were used to advertise this film, later re-named Gun Crazys




x
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~ DEADLY

IS THE

FEMALE

& starring

DEADLY 15 155 FEMALE " PEGGY CUMMINS - JORN DALL

A KING BROTHERS PRODUCTION wu BERRY KROEGER - MORRIS CARNOVSKY - Prodeced by MAURICE and FRAKK KING - Drected by baseah H. Lews
Screanplay by MacKinlay Kanlor and Willart Kaufman - From The Sl.l’I.IIII]Jg'II E'I'E_HIHGI FE!EI E_tnrr 'jEllH CRAZY" by MacKINLAY KANTOR - Aeleasad (how United Irists &




Three Bad Sisters (1956)

S 22 % 28 in. (66 = 71 cm)

{Style B)

Courtesy of the Tony Nourmand Collection

Ewald André Dupont (1891-1956) had a successful film career in
his native Germany. By the outbreak of the First World War he had
established himself as the country's leading film critic and by 1917
he was directing his own motion pictures. Dupont’'s most significa
and influential works are Variety (1925), Piccadilly (1929) and the
Anglo-American Atlantic (1929); the latter is notable for being the
first European all-talkie. Unfortunately, like many European
directors, Dupont found that his career went into decline following
his move to Hollywood, He emigrated in 1933 and soon found

himself being consistently assigned to work on low-budget, badly

written movies. Increasingly disillusioned, Dupont gave up directin
in the 40s to become a talent agent; but by the 50s, he was back
directing trashy, drive-in ‘B’ flicks like Problem Girls.




PICTURES

presents

US 41 = 27 in. (104 = 63 cm)
Courtesy of the Tony Mourmand Collection




Stering

MARA CORDAY  #7%4 LITA MILAN
BARBARA BOSTOCK -.MARK RICHMAN

Directed by PAUL HENREID Screenplay by ALAN FRIEDMAN, DOROTHY RAISON and ALLEN RIVKIN
Produced by HARRY RYEMICK and RICHARD KAY  Associate Producer EDWARD B. BARISON

A UNIVERSAL-INTERNATIONAL RELEASE

Girls On The Loose {1958)
US 41« 27 in. {104 = 69 cm)
Courtesy of the Tony Nourmand Collection

Many B-movies were directed by ex-
Hollywood men who shifted to low-
budget projects out of financial
necessity. Girls On The Loose was
directed by Paul Henreid; better known
as the actor who played Ingrid
Bergman’s husband in Casablanca.
Similarly, Reform School Girl was
written and directed by Edward Bernds;
a former Columbia Pictures director

famous for his comedy work with the
Three Stooges.



A SHOCKING
TRUE STORY OF
DELINQUENT GIRLS!

" Procuc _yWLEURHE‘I’k & SAMUEL Z. ARKOFF
ICAN INTERNATIONAL PICTURE

Reform Echuul Girl (1
us 1-1 10!1- B
Courte: 1 Th To




Girl Gang (1954)
US 54 = 41 in. (1237 = 104 cm)
Courtesy of the Tony Mourmand Collection
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Having been immersed in the
industry since birth, Dan Sonney
(1915-2002) became an exploitation
giant, His father was Louis Sonney,
who had toured with Dwain Esper on
films such as Sex Maniac (1934). Dan
started producing his own films as
soon as he was able and used all the
same tricks of the trade that his father
had taught him, as the sensationalist
and ‘shocking’ poster for The Wild
And Wicked demonstrates. In the
early 60s, Sonney joined forces with
David F. Friedman and together they
formed an impressive and successful
partnership, presiding over a colossal
exploitation market in the 60s and
early 70s.




A TRUE STORY THAT

SHOCKEDana ROCKED
THENATION |

| FDELS WANTED!

NO EXPER/ENCE NECESSARY

The Flash Merchant (The Wild And Wicked) {1956)
US 41 = 27 in. {104 = 69 cm)
Courtesy of the Tony Nourmand Collection
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A HALEMARK PRODUCTION

She Shoulda Said No (The Devil's Weed / Wild Weed) (1949)
British 30 = 40 in. {76 = 102 cm)
Courtesy of the Tony Nourmand Collection

KROGER BABB

J.-_a'zesm.fy

L

FOR ADULTS ONLY

Starring Lila Leeds, She Shoulda Said No (also known as The
Devil's Weed) is based on the real-life drug bust the actress
experienced with Robert Mitchum. The misdemeanour resulted in
Leeds spending time in prison and MGM hastily ending her
contract. Her career seemed to be finished for good until
exploitation mogul Kroger Babb hired her for The Devil's Weed.
Whilst touring with the film, Leeds did nothing (or perhaps
everything) to enhance her reputation, engaging in lascivious
behaviour and being arrested in further drug raids. For added
authenticity, Leeds purportedly wore the same clothes on camera
as she had worn when caught with Mitchum. It was this reality
pitch that helped turn the movie into an instant success.

In 1956 the film was banned in Pennsylvania. However, the
verdict was, remarkably, overturned after a court ruled that the
original decision had been unconstitutional. This was a massive
coup for the exploitation industry.



She Shoulda Said Mo (The Devil's Weed / Wild Weed) (1549}
US 41 = 27 in. {104 = 69 cm)
Courtesy of the Tony Nourmand Collection




It Shows and Tells All

"HUMAN
WRECKAGE™

SEX IGNORANCE"

ADULTS,
ONLY .

ATIMELY WARNING
TO PARENTS OF TODAY

Sex Madness (Human Wreckage) {1938)
US 42 » 2B in. (107 x 71 cm)
Courtesy of the Tony Mourmand Collection
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A veteran of World War |,
Dwain Esper (1892-1982) was
christened ‘King of the Cellulaid
Gypsies’, a fitting title for the m
infamous of the ‘Forty Thieves',
A shrewd salesman, Esper
marketed his films as ‘education
thus giving his audiences the
opportunity to persuade
themselves that rather than
enjoying his steamy, titillating
movies, they were widening their
knowledge of important social
issues. Esper was braver than
many of his contemporaries and
showed nudity and explicit drug-
taking when no one else would.
His golden age was the 30s and
some of his better-known titles
include Human Wreckage, Narcatic
Assassin Of Youth and Marihuana:
Wead With Roots In Hell. Narcotic
showed an endless spectrum of
drugs and injecting methods and
was shocking, even for the
exploitation industry, in its detailed
depictions. For good measure, it
also featured lots of sex and
prostitution. It was while on the
road with Marcotic that Esper
boosted ticket sales by displaying
the corpse of ‘Elmer The Dope
Fiend'. The preserved cadaver was,
in fact, that of a former highway-
man that Esper had acquired from

a circus on the cheap.



Marcotic (1933)
US 81 = 41 in. (206 x 104 cm)
Courtesy of the Chris Dark Collection

79




Assassin Of Youth (1937)
US 41 = 27 in. (104 < 69 cm)
Courtesy of tha Martin Bridgewater Collection

a0

In 1932, the Federal Bureau of Narsg
was established under the direction
Harry J. Anslinger. He proceeded {f
the public into an anti-marijuana
perpetuating the myth that users n!’.
drug had embarked upon an irrevers
descent into an underworld of cri
loose living. In his lectures Anslinges
explained that marijuana use was th
root cause of crime and unemploy
in poor areas; for good measure, he'#
blamed the immigrant and working=¢
population for introducing the drug i
these neighbourhoods. No evidencs
produced to support such claims, y&t
this did not stop Anslinger's ideas frd
attaining the status of revealed truth’
the mid-30s, the American Journal af
Medicine pronounced that ‘Marijua
users ... will kill or maim without
reason’. The only significant challengs
such wild statements was made by i
mayor of New York, who orderad an
independent and impartial investigatis
into the effects of the ‘weed with rocis
in hell’. When it became clear that the
investigators had concluded that
marijuana had none of the alleged min
altering and crime-causing effects,
Anslinger quickly destroyed all known
copies of their report, preventing its
publication.

Exploitation has always been guickt
seize upon contemporary scandals ane
scare stories, and the 30s saw a massi
upsurge of films dealing with the
‘tragedy’ of marijuana. Marihuana: We
With Roots In Hell and Assassin Of
Youth are two perfect examples of the
sensationalist and absurd propaganda
ostensibly intended to stop people usi
the drug. The title of the latter was
actually borrowed from an article writ

by Anslinger himself.



WEED WITH ROOTS IN HELL

NOT RECOMMENDED FOR CHILDREN Gﬂ\

WEIRD ORGIES ” J
WILD PARTIES

Marihuana: Weed With Roots In Hell (1935}
US 41 = 27 in. {104 x 89 cm]
Courtesy of the Tany Nourmand Collection




“THE BURNING
 QUESTION’

- See...

INNOGENT YOUTH
VIGTIMS OF

INARCOTICS

The Burning Question was made by
Los Angeles church group in an
to lure the young away from a drugs
fuelled life of sin and debauchery, &
Ironically, it has become one of the
biggest cult films ever made.

e 1894. Opium Joint, the first US fils
dealing with drugs, is made.
® 1909. The Opium Exclusion Act I8
passed, banning the importation a
of opium.
e 1914. The Harrison Narcotics Acti§
passed.
® 1919. The Volstead Act is passed,

outlawing drugs and alcohol; this isth
beginning of Prohibition.
® 1931, All but two US States outlaw

PROTECT YOUR FAMILY + KNOW THE WHOLE TRUTH

Tell Your Children (The Burning Question / Reefer Madness) (1936)
US 41 = 27 in. (104 = 69 cm)

{Style A)

Courtasy of the Tony Mourmand Collection

marijuana.
# 1932, The Federal Bureau of Na
is created.



MAKES BEAST i
oF b
MEN & WOMEN

Tell Your Children (The Burning Question [ Reefer Madness) (1936)
US 41 = 27 in. (104 = 69 cm)
(Style B)
Courtasy of the Tony Mourmand Collaction
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The Pace That Kills (1936)
US 22 « 14 in. {56 = 36 cm)
Courtesy of the Tony Nourmand Collection
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» ADULTS

The Pace That Kills tells the
good, honest country boy whom
the city and quickly succumbs .
temptations of vice and depravit
life spirals out of control and byl
of the film, he and his girlfriend
both committed suicide. This cla$
exploitation tale tapped right inig
the central issues of 20s Ameris ::

The Progressive movement
out of the devastating depression
1890s and it sought to cure a num
social ills. Although its aims Werg
theoretically idealistic, in reality™
progressivism often bred prajuds
racism. The countryside was per

as a golden utopia, in contrast o4
sinful city. The working class a -'.
immigrants were blamed for
undermining American society and
threatening the achievement of
noble aims of ‘greater democra
social justice’ - the benefits that
accrue from the achievement of the
aspirations were, perhaps not
unexpectedly, reserved for the whit
middle classes. The muvemant&n
a resurgence in the ‘Jazz Age’ of thi
when cities were experiencing a ¢ '_
revolution, with fashion, music, %
intellectual life and moral life all bel
transformed by new ideas. Tales af
‘flapper qirls” and ‘jazz men’ and thi
work of writers like T. S. Elliot and 3
F. Scott Fitzgerald filtered back to
America where they were seen as

symptoms of metropolitan decadeng
view which movies like The Pace
Kills confirmed and exploited to the
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The 40s saw a decline in fil

about marijuana. With Amg
now at war, the focus was i
on portraying Americans a8
happy warriors engaged in|
noble mission - no one
to dwell on domestic problé
such as drug use. There wi
also a practical issue, as
Japanese sources of rope b
to dwindle, growing domasti
hemp became a patriotic
activity; especially after 1942
when the US government
introduced its "Hemp For Vig
campaign, releasing films the
showed farmers wading thro
fields of hemp. Such footag .'
naturally took the edge off il
marijuana paranaoia,

The exploitation industry,
however, was reluctant to
abandon a theme that had
proved so profitable and Dewl
Harvest gave the marijuana fli
a new and topical twist by
attributing America's drug

problems to the Nazis.

Devil's Harvest (1942)

US 42 = 28 in. (106 = 71 cm)

{Style B)

Courtesy of the Martin Bridgewater Collection



A FIFTH COLUMN SOWING DESTRU " \
IN THE YOUTH OF AMERICA -

THE TRUTH ABOUT (7

M ARI J u AN THE SMOKE

OF HELL/




Strlps the Gloss:and :Mystery from: i
& SQRQID DEPRAVlTY of

o

Filmed in
EASTMAN

COLOR

A JOLF RELEASE

The Narcotic Story (1958}
US 41 % 27 in. (104 = 69 cm)
Courtesy of the Tony Nourmand Collection

Htht?: I.IVING
" SCENE AFTER SEALI]IHG SCENE

g MEVER BEFORE DEPICTED on the

LIVING MOTION PICTURE SCREEN

Heroin was first discovered in 1898
a German scientist who patented it}
cough suppressant. The drug washi
suspected of being addictive for alg
time and was even used as a curg
morphine addiction. By the 50s,
however, the dangers of heroin hag
become apparent and The Narcotic®
Story and One-Way Ticket To Hell
exploited the opportunities offered -'_
this new menace. The latter was, in 8
fact, pretty undiscriminating, warnin
against a whole host of social
menaces, including marijuana, herois
teenagers, motorbikes and ‘nasty
foreigners’. (The film was so low-
budget that the producer’s parents
were in the cast.) Both films were pan
of a dying cycle of ‘myth and menage!
exploitation drug films that inevitabiy
faded away in the face of Hall
increasingly honest depiction of
the issue.

In 1956, Otto Preminger released
Man With The Golden Arm. Influenced
by ltalian neo-realism, it dealt with
drug addiction in an open and realistié
way, avoiding all the sensationalist
traps of the past. Having been refused’
a seal by the Breen Office, Preminges
went ahead and released the film with®
his own funds. This was a major coup
for mainstream cinema and exerted
massive pressure on the Production
Code Office to rewrite the Hays Code,
In the very same year, the Code was
amended to permit the portrayal of
drug addiction, prostitution and
childbirth so long as they were
presented in good taste. This was the
beginning of the end; twelve years
later, the infamous Hays Code was
finally abandoned altogether.



Teenage Devil Dolls (One-Way Ticket To Hell) (1852)
US 41 x 27 in. {104 x 69 cm)

Courtesy of the Tony Mourmand Collection




The original version of Big Ji ;
set during the hysterical Red s¢
McCarthy years and follows
of an American government ope
who is sent to Hawaii to root u
communist cell. Marijuana play
whatsoever in the original sto .g';
film's Italian distributors felt tha
had little relevance to audiencest
so when the film was dubbed thi
dialogue was adapted so that Jof
Wayne's government agent appe
be cracking down on the illegal

trade rather than undercover
communists. It was this aspect of
film that Luigi Martinati chose to'd
in the Italian poster campaign.

Luigi Martinati (1893-1984) had a
prolific career in film poster art, Bol
Florence, he moved to Rome in 198
and started as an artist's apprentics
became the manager of one of the
leading advertising agencies in Ran
where he worked for a number of fi
companies, notably Warner Brothegs
the mid-40s, he joined forces with#
other giants of ltalian film poster des
Anselmo Ballester and Alfredo Capil
to form a company devoted exclusi
to the production of film posters.
Between them, the three artists
produced an endless stream of striki
memorable images. Martinati's persg
style is characterized by a large porif
shot combined with a smaller sceng
the foreground. This is illustrated on®
both posters for Big Jim MeLain.

Big Jim MeLain (Marijuana) (1952)

[talian 79 = 65 in. (201 = 140 cm)

Art by Luigi Martinati

Courtesy of the Tony Mourmand Collection
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Big Jim MecLain (Marijuana) (1952]
Italian 55 = 39 in. {140 = 99 cm)

Courtesy of the Martin Bridgewater Collection




THE SHOCK-STORY
OF THE BIG CITY'S
DELINQUENT DAUGHTERS!

INTHE

with
JOYCE HARVEY

HOLDEN - LEMBECK

GLENDA GLEN

FARRELL - ROBERTS
w s Patricia HARDY

Girls In The Night (1953}

US 41 = 27 in. (104 x 69 cm)

Art by Reynold Brown

Courtesy of the Tony Nourmand Collection
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The Respectful Prostitute was
on a play of the same name by
Jean-Paul Sartre. First published |
1948, it was a damning critique of
racism in the deep south of the
United States. In America, the filmg
which followed six years later,
treated as a simple exploitation fli
promoted with the usual plethora
sensationalist advertising imagery
and taglines. In France, however, {
approach was quite the opposite.
Roger Rojac’s {1913-1997) artwark
for the French poster managed to
soberly convey the underlying
tension of the film. And by replacin
the word Putain - the French for
prostitute - with a discreet 'P... ",
the lettering de-emphasized the

theme of prostitution.
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Meet the Girls °*°°°
from the Bureau/

Escort Girl (1941}
US 41 x 27 in, {104 x 69 cm)
Courtesy of the Liza Tesei Collection
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Girl Of The Night was released in
America in 1960. Although suggestive
the title was still fairly coy and avaids
stating outright that this was a story
about prostitution. When the film was
released in a more liberal Sweden,
however, there were no such concem
and the Call Girl title left absolutely ne
ambiguity as to the subject matter.
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Girl Of The Night (Call Girl) {

h3 27 in. (99 x 68 cm)




SURE $HE GOT IN TROUBLE
WAS TO BLAME

Originally released with the title UR
Souls, Sinful Souls dealt with the
subjects of birth control and abg
The film was renamed in order to
to a wider audience.

Sinful Souls, along with Main S8
Girls, used the classic exploitation
technique of presenting sensatianal
subject matter under the guise of
education. Both films claimed to
‘'expose’ parents to the evils that uf
ready to seduce and corrupt their
innocent daughters.

® 1873. The Comstock Law is passet
outlawing the importation, produshi
sale or use of contraceptives. The
also disallowed any educational o
; < Il : written reference to birth control.
[ / et [ bl ® 1916. Margaret Sanger opens thel
: = - = public clinic for counselling on
P R 0 T E c T Yo u R DA“ G H T E R s contraception and birth control.
® 1923, The first physician-staffed bif

. C.T U EE'- H U S H E D""U P control clinic opens in the US,
THE Pl -
T HP\T "r R u 'I'H s ® 1937. Contraception has become &
&

Unborn Souls (Sinful Souls) (1939)
US 41 =28 in. (104 = 71 cm)
Courtesy of the Tony Nourmand Collection

$250 million business.

96



TODAYS GLAMOUR

BLINDED BY

DANCING DAUGHTERS

LOST IN THE PITFALLS  {,
OFBIG CITIES 4,
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Paroled From The Street Girls) (1936)
US 41 = 27 in. {104
Courtesy of the To llection
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Smashing The Vice Trust (1937}
US 81 =41 in. (206 = 104 cm)
Courtesy of the Tony Nourmand Collection

a8

Smashing The Vice Trust and The
Wages Of Sin dealt with prostitutions
gambling and white slavery. Both fil
were loosely based on the character
‘Lucky’ Luciano — a major New York
gangster who was arrested in the ea
30s on prostitution charges. The case
dominated the headlines for months
encouraged a public awareness and fg
of vice rings. The fact that Luciano w
dark-skinned Italian also served to
reinforce the prevalent racist belief tha
foreigners and immigrants were to
blame for social degeneration. The
Wages Of Sin took advantage of the
public interest in the Luciano case by
flashing the following message to
audiences at the end of the film: ‘The
jury is still out. What will the verdict b
What would your verdict be? 5100.00%
cash prizes will be given for the best

answaer = contest open to all.’



HEAL LIFE DRAMAS Presenfs

Tha Wages Cn‘ Sin (1938}
5 81 = 41 {206 = 1Lm
Courtes fﬂ- 2 Tony Mo




Gambling With Souls (The Vice Racket) (1936)
US 60 = 40 in. (152 = 102 cm)

{Board Display)

Courtesy of the Tony Mourmand Caollection




Maniac [Sex Maniac) {1934)

US 80 = 40 in. {162 = 102 ¢m)

(Board Display)

Courtesy of the Tony Mourmand Collection
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Slaves In Bondage (1937)
Us 4 in. (104 =

Courtesy of the Tony Mourmand Collection




HOM ‘DAD

e World’s Most Amazing Attractinn'

e NO ONE UNDER
-INPERSON  HIGH SCHOOL AGE

07 FORBES | Accompanicd™

S OF sausmr SEX” By Parents!!

5> SHOWN! EVERYTHING EXPLAINED!

Mom And Dad {1945)
US 41 = 27 in. (104 = 69 cm)
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Mom And Dad was the most successful ¢
exploitation film ever made. It played ford
years, was involved in over 400 court
proceedings and grossed over $100 milliot
The genius behind this tour de force was
Kroger Babb (1906-1980). With a carnival
background, Babb was a natural huckster|
he used every trick available with Maom A8
Dad. He called his production company
Hygienic Productions and, in keeping with
traditional exploitation flick practice, he
portrayed the film as morally worthy. 1
women were given separate screenings
the film opened with a request for the
audience to stand and sing the Star Spa
Banner. Both gimmicks helped emphasize}
‘honourable’, all-American intentions of the
film. Halfway through the movie there wast
interval during which the audience was
addressed by Elliot Forbes, a ‘professor’ of§
hygiene, who gave a lecture on the impons
of the young knowing the facts of life. Forbe
then offered the audience the chance to buy
book, The Secrets Of Sensible Sex, which
usually raked in a few extra dollars for Babl

The success of Mom And Dad was not onl
a result of Babb's ‘hard sell’ strategy; the
content of the film itself was another
determining factor. It follows the story of a
young girl who ends up pregnant through
ignorance of the facts of life. So far, this was
no different to the traditional exploitation
formula. What made Mom And Dad different
were the three extra reels added to the film.®
These showed gory close-ups of victims of
venereal disease, a caesarean birth and, the
piéce de résistance, an actual live birth, fil :
in close-up. Audiences loved it and Babb used
the usual trick to avoid the attention of local
censors; if the film was being shown in a sta
or city where censorship was particularly
strict, he would simply remove the ‘hot’ reelt'
and screen a ‘cold’ version of the film, minus
the extras.

Mom And Dad proved influential and several
makers of exploitation films began copying
Babb's tactics, as the poster for Because Of
Eve illustrates. More significantly, however,
Babb had caught Hollywood's attention and in
1948 Universal Studios used the Mom And
Dad template to make The Story Of Bob And
Alice. Ironically, the film was banned under the
Hays Code and was therefore sold on to the
exploitation circuit.



of EVE i

A Tender, Vital Story Of A
Man And Wife Who Were
Ignorant Of The Facts Of Life!

ADULTS ONLY

m\; WOMEN ONLY -~ HiGH SCHOOL AGE GIRLS = @ ano T P, M,
A MEN ONLY ~o HIGH SCHOOL AGE B0YS » 9200 P. M.

Recommended by PARENTS,CLERGY, TEACHERS !

EXTRA - ON STAGE - IN PERSON
THE EMINENT HYGIENE COMMENTATOR

MR. ALEXANDER LEEDS

Because Of Eve {1948]
LIS 60 = 40 in. (1562 = 102 cm)
Courtesy of the Tony Nourmand Collection
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enter a hundred inc

londo Cane (1961)
IS 41 x 27 in. (104 x 59 cm)
ourtesy of the Tany Nourmand Collection

10

redible
worlds where the camera

has never gone before!

The Mondo Cane series of films is
racist, violent and shocking, with
any, redeeming features. Yet, as is i
case with many exploitation titles, the
remain interesting period pieces that
give us a valuable insight into the
standards and morals of yesteryear.
The Mondo Cane series was also
significant in creating the ‘voysur
cinernatic genre and spawned an
endless stream of imitators. A hugeh
at drive-ins, the series remained
popular throughout the 60s.

The American and Polish Mando
Cane posters cast interesting light on
the differing ways in which the film
was perceived and promoted in the
two countries. While the American
approach was to use the poster to
highlight the nudity and the
‘documentary” aspects of the film, the
Polish rendition gives nothing away.
Striking in its simplicity, the design by
Wojciech Zamecznik {1923-1967)
combines photography with sleek
graphic elements - a fitting example of

the artist's unique style.



SARDZYE] MONDO CANE
SZOKUJACY FILM | REZYSERIA: GUA(
OSTATNICH LAT | TIERO JACOPETT
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Women In The Night (Curse Of A Teenage Nazi) (1948)
US 41 = 27 in. {104 = 69 cm)
Courtesy of the Horst Keller Collection

1z

The Second World War was still
raging when the exploitation
industry started churning out
films about the evils of Mational
Socialism. The 40s are littered
with movies that followed the
usual formula, but replaced the
drug or vice menace with a Nazi
theme. The 60s and 70s, on the
other hand, saw a much more
perverse form of exploitation in
which MNazism was used as a
pretext for depicting extreme
violence and sadomasochism.
Operating on the midnight
drive-in circuit, the most
famous of this cycle of films
was lisa: She Wolf Of The 55,
which remains an underground
cult classic.

The film is based on the real-
life character of lise Koch who
was infamous for her violent
abuse of prisoners at
Buchenwald concentration
camp. She was also renowned
for her sexuality and brutality.
These elements are combined
in She Wolf Of The 55. The
poster tagline ‘| turned my
lovers into lampshades!” was
also based on Koch. Whean she
was arrested at the end of the
war, furniture was found in her
apartment that was apparently
made of human skin. (Although
it was later proved to be made
of goatskin, the legend had
been born.) llse Koch was
executed after the International
War Crime Tribunal found har
quilty of crimes against
humanity. The character would,
however, return in nUMerous
sequels throughout the 70s.




From the company that gave you
“Mark of the Devil”,"Last House on the Left” and
“Don’t Look in the Basement” and now THE ULTIMATE!

THE
MOST
DREADED
VA l]Fe%%

- My name
is ILSA!
|1 turned
my lovers
into
Lampshades!

starring

DYANNE THORNE as ILSA
with SANDI RICHMAN - JO JO DEVILLE - USCHI DIGARD
Directed by DON EDMONDS Produced by HERMAN TRAEGER
An AETAS FILM PRODUCTION - Color

A HALLMARK PRESENTATION -

WARNING : SOME MEMBERS OF THE PUBLIC MAY FIND CERTAIN
SCEMES IN THIS FILM OFFENSIVE AND SHOCKING -the Management

lisa, She Wolf Of The 55 (1975)
US 41 = 27 in. (104 = 89 cm)
Courtesy af the Horst Keller Collection
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JOE SOLOMON

presents

LI:- £I0Y « RIMA KUTNER
A 5G5 PROAI IDKS Plumlu i —& U5 FILMS Releges
Execstee Froducer JOE SOLOMON
Proguend sed Directed by TED V. MIKELS
Print by Maviedab. Ing

The Black Klansman (I Crossed The Color Line / | Crossed The Line] {1966)
US 41 = 27 in. (104 = 69 cm)
(Style A)
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The Black Gestapo was a run-oft
mill blaxploitation film that featul
extreme violence. It was unusua .
however, in that it featured blacks
black violence and the ultimate
of the piece was the gang itself
is corrupted by power, The film W
originally released under the 1ast
provocative title, Ghetto Warri



Bryanston Presents " THE BLACK GESTAPO " starﬁng ROD PERRY and CHARLES P. ROBINSON

Screenplay by LEE FROST and WES BISHOP - story by RONALD K. GOLDMAN and WES BISHOP

Executive Producer RONALD K. GOLDMAN * Produced by WES BISHOP «Directed by LEE FROST
IF]H[SI’HH‘:TED crs-| Color by DELUXE" * A Bryanston Release

Ll s o ey i TaIel

Ghetto Warriors (The Black Gestapo) (1975]
US 41 x 27 in. (104 x 69 cm)

{Withdrawn)

Art by Ken Barr
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The taboo subject that
has been talked about...
but never before

o frankly revealed!

WG SUNYA Wl LDE jAMES FRANC'SCUS wan Pt Michon - |sabelle Cooley - Lan Ballantyne

Freduced, Dimeied wed Semeniviay by FH['] M ml.ﬁ[']: N FFED M. WO FWIERPREES ISC. PRODUCTION * An ALLIED ARTISTS Pichure

. LS oo T T - ar e ) o

| Passed For White (1360]
US 41 x 27 in. (104 x 69 cm)
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The Civil Rights Movement was the
defining issue of American domestic
politics in the 60s and exploitation
filmmakers were ready, as ever, to
capitalize on a debate that led to so€i
tension and confusion. With titles like
| Passed For White and | Crossed The
Color Line (also known as The Black
Klansman) exploitation found new
themes that would appeal to
contemporary audiences,



CROSSED
HE (1)) {LINE

The Black Klansman (I Crossed The Color Line / | Crossed The Line) (1966}
US 41 x 27 in. (104 x 69¢cm)
{Style B}




CRRGMAL SIMDTRACE ALELS SERLABLE 08 STAY RECORDE  (SMINAL PAPEREACH SOUN AVALARLE A3 & LANCEN SLBLICATOM

MELVIM VAN PEEBLES and JERRY EROSS prosent “SWEET SWEETBACK'S BAADASSSSS SONG™
# CIMEMATION INDUSTRIES Reease - COLOR

Sweet Sweetback’'s Baad Asssss Song (1971)
US 41 x 27 in. (104 = 69 cm)
Courtesy of the Tony Nourmand Collection

18

YOU BLED MY MOMMA —YOU BLED MY POPFA— BUTYOU WONT BLEED ME

==
RATED X
BY AN
ALL-WHITE JURY

Civil unrest was rife in the 70s and,
despite the legal triumphs of the Civil
Rights Movement in the 60s, black
Americans still faced racism in all a§
of their daily lives. It was against this
backdrop that independent filmmakes
Melvin Van Peebles decided to reclaim
some power and took it upon himself
write, direct and star in Sweet
Sweetback’s Baad Asssss Song. Withi
righteous anger against white, reactia
society, Sweetback was infused with
spirit of the Black Power movement.
highest grossing independent film of i
day, Van Peebles’ creation was an in
hit. For the first time, a film achieved
success on the back of black box-offics
returns alone and, at a time when five
of every six Hollywood ‘blockbusters’
were failing, mainstream studios rapl
sat up and took notice.

MGM were the first to respond,
releasing Shaft within a year of
Sweetback. It turned out to be a very
adroit mowve, for the film not only beca
a massive nationwide success, but alsg
initiated the whole new genre that wol
guickly become known as ‘blaxploitat
Shaft firmly established the formula foF
the genre: a powerful, attractive, black
protagonist fights with attitude and
charisma against ‘the man’ while enjoyi
the admiration of several beautiful
women. The hero was always cool,
ruthless and fashionable and stroda
through the action accompanied by a
soundtrack of smooth, catchy music -2 |
popular trademark of many hlaxpluitatiul
titles. Written by Isaac Hayes, Shaft's 3
theme song became a huge radio hit. 1S
legendary soundtrack won an Oscar andl

Grammy and went Platinum.



The mob wanted
Harlem back.
They got Shaft...
up to here.

SHAFT's his name. SHAFT's his game.

METRO-GOLDWYN-MAYER Presents "SHAFT" Starring RICHARD ROUNDTREE - Co-Starring I"w-_"'IQEIES _[:JUNN
Screenplay by ERNEST TIDYMAN and JOHN D. F BLACK - Based upon the novel by ERNEST TIDYMAN
Music by ISAAC HAYES - Produced by JOEL FREEMAMN - Directed by GORDON PARKS METROCOLOR

R[S MGM @

Shaft (1971)
US 41 = 27 in. {104 = 69 cm)
Courtesy of the Tony Mourmand Collection
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Never a dude like this one!
He'’s got a plan to stick it to The Man!

THE
SiE BHOAE
PROCUCTION

See
and hear
CURTIS
MAYFIELD
play his
Super Fly
e score!

J ¢ 3 , ; Cugre sergvioe FOEFE 31 SL 0o Betirds
~ The SIG SHORE Production SUPER FLY'Starring RO O'NEAL: GARL LEE - JULIUS W, HARRIS - SHETLA FRAZIER
.[ -HA MQ-GHEGI:!H * Music Composed and Arranged by CURTIS MAYFIELD - Screenplay by PHILLIP FENTY - Produced
- By SIGSHORE - Directed by GORDON PARKS, JR. - from Warner Bros,, a Warner Communicatans comparry R ase o

- A s

Superfly (1972)
US 41 x 27 in. (104 = 69 cm)

Courtesy of the Tony Nourmand Collection
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13am

Shaft sparked an explosion of
blaxploitation films; between 1970
1975, over 200 titles were released)
Featuring an outstanding score by
composer Curtis Mayfield, Superfl)
remains one of the most famous.
Although clearly inspired by
Sweetback, and intended to capitali
its success, blaxploitation films like ]
Mack and Superfly watered down il
theme so as to appeal to a wider, mi
race audience. The Black Panther spi
was largely replaced by humour and
generic sex and violence, and the
political passion in these later films¥
noticeably less fervent. The films
themselves proved hugely divisive in
black community. The Mational
Association for the Advancement of
Coloured People condemned them as
destructive and degrading and it wasg
fact, the NAACP that first coined the
term ‘blaxploitation’ to define what the
perceived to be the exploitation of biag
peaple. On the other hand, the Black
Panther movement made Sweethack
compulsory viewing for all its new
recruits. Ever since its emergence,
opinion has remained divided as to
whether blaxploitation ultimately
empowered or repressed black Americs



Cinerama Releasing Presents MAX JULIEN =s“THE MACK”
v DON GORDON- RICHARD PRYOR 0 Carn bpeed s A

'._'_1 iz o Wil ;__.li:F « Brai Robert Ponle - Uirect

1 Lichl Ly LU

ORIGINAL SOUNDTRACK AVALABLE ON MOTOWN RECORDS AND T4PES | Color 28 TR .amiiifans il i

1
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The Mack (1973)
US 41 = 27 in. (104 = 69 cm}
Courtesy of the Tony Nourmand Collection
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PANAVISION® TECHNICOLDR" -

PR B endedn . W

She's
6 feat 2* of
Dynamite...
and the

Hottest

Super Agent
Ever!

TAMARA DOBSON i ey eneamnsives and SHELLEY WINTERS “Normy’

Streenplay by Max Julien and oheldon Keller - Produced by Willizm Tennant- Duprh-,jhv Jack Starrelt

Celeraling Warmer Bros G0th A Wamer wiir i Company

Cleopatra Jones (1973)
US 41 x 27 in. (104 « 69 cm)

(Styla A

Courtesy of the Tony Nourmand Collection
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Blaxploitation did not confine itself
to masculine heroes. Heroines like
Pam Grier and Tamara Dobson we
soon moving energetically into the
same territory. Cleopatra Jones and
Foxy Brown are two of the most
famous of a stream of female-
empowerad movies. Epitomising
the strong, sexy, independent
woman, Pam Grier continues to ba
recognized as blaxploitation's
ultimate female superstar.

Despite her initial success, Grier,
like many in the industry, was hit
hard by the sudden end of the
blaxploitation cycle in 1975,

A number of factors contributed to
the genre’s rapid demise, but the
overriding cause was the realization
on the part of movie executives that
they no longer needed to produce
blaxploitation movies in order to
appeal to the black market.

When viewing figures for The
Exorcist (1973) were analyzed, it
was revealed that over one third of
the audience was black. Studios
soon decided that targeting a market

based purely on race had become

a dispensable strategy and
Hollywood's doors slammed shut o
the blaxploitation industry. However®
the genre still continues to fascinate™
and influence filmmakers. Most
notably Quentin Tarantino's Jackie
Brown (1997) not only revived Pam
Grier's acting career, but its timeless
score and go-getting attitude paid
homage to blaxploitation cinema,
ra-awakening cross-racial interest in

the genre.



Foxy’s in town,
so gather round and
\ watch areal shake down.
% 'Cause she's got drive
and that ain't jive.
She don't bother to
bring 'em back alive!

PAM GRIER .

Driginal Music Scoreand Songe

Also starring Parlarmed by WILLIE HUTCH

PETER BROWRN - TERRY CARTER as Michael -

Seundirack Album avaBakis on Molown Records

Producad by BUZZ FEITSHAMNS - Written and Directed by JACK HILL - COLOR by Mavielab - An AMERICAN INTERNATIOMNAL Picture

Foxy Brown (1974)
US 60 = 40 in. {152 = 102 cm)
Courtasy of the Tony Nourmand Collection
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Barbarella {1968)

Britigh 30 = 40 in. (76 = 102 cm)

Art by Robin Ray

Courtesy of The Reel Poster Gallery

Barbarella (1968)

British 26 = 17 in. (66 = 43 cm)

Original Artwork. Mixed media on board. Signed middle left.
Art by Robin Ray

Courtesy of the Haldane Collection
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Barbarella was classic exploitation but on a bigger budget.
The themes of space travel and societies of the future were
just an excuse to indulge in plentiful nudity and sex in the
fun-filled 60s. The British poster campaign reflects the
sexual revolution that was a major feature of the decade.
Indeed, the designer of the British artwork, Robin Ray, won
the title of Erotic Artist of the Year in 2001. That said, it is
interesting to compare Ray’s artwork with the finished
poster, where all nudity and explicit innuendo were
eliminated to satisfy the not-so-fun-filled British Board of
Film Censorship.

The ‘King of the Czech Comics’, Kaja Saudek (b. 1935),
who was renowned for his brilliant work in the field of adult
comic books, was an obvious choice as artist for the
Czechoslovakian poster. One of Saudek’s most famous
creations is a science-fiction epic featuring a winged beauty,
Muriel, which was very obviously influenced by the original
creator of Barbarella, Jean Claude Forest. Incidentally,
Saudek modelled Muriel on Bridget Bardot, one-time wife of
Barbarella director Rodger Vadim.
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PRODUCED AND DIRECTED BY GENE FOWLER. JR. - WRITTEN BY LOUIS ITTES

| Married A Monster From Outer Space (1958}
US 81 = 41 in. (206 = 104 cm)
Courtesy of the Tony Nourmand Collection
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UTER
SPACE

In the 50s it was not just the traditional
exploitation industry that could see the
business potential of the new teenage
market that had been borne out of the
unprecedented wealth of post-war America.
In the mid-50s, Samuel Z. Arkoff {1918-2001)
and James H. Nicholson (1916-1972) formed
American International Pictures and began
churning out 'B' movies that were a massive
success on the drive-in circuit. They focused
on teen interest films and most plots centred
on juvenile delinguency, science fiction or
harror. The shocking, thrilling elements weré
emphasized to pull in the crowds and the
posters often promised more than the films
delivered. Indeed, Arkoff and Nichalson
would often start with a title, design the
poster and only then, if it still looked goaod,
would they go ahead with a script. Many of
Hollywood's top names, including Woody
Allen, Jack Nicholson and Martin Scorsese
began their carears at AlP.
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Attack Of The 50 Foot Woman (1958}
US 81 = 41 in. (206 = 104 cm)

Art by Reynold Brown

Courtasy of the Haldane Collection
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COMPTON INTERNATIONAL PRESENTS
A TURNUS FILM PRODUCTION

Starring:

GERD BALTUS
MARION JACOB
Direction & Screenplay:

KARL SUTER

Bonditis (1268)
US 41 « 27 in. (104 = 2 em)
Courtesy of the Tony Nourmand Collection
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"BALZ BRUNNER

For over forty years, James Bond
proved to be a phenomenal succ
Spoofs like Bonditis and Carry On
Spying have ridden on the back of
this, exploiting the sub-genre for &
its earning potential.

The British poster for Carry On
Spying was designed by the prolific
Tom William Chantrell {1916-2001).
Chantrell, who created the imagery
for many horror posters, was also
known for his characteristic depiction
of sexuality. His style was perfect
for the innuendo-packed series of

Carry On films.




THEY'RE AT IT AGAIN- (-0

KENNETH

WiLLI

BARBARA

WINDS

BERNAR
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CHARLE

HAW

ERIC

BARRY

DILYS
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PErR "Roders

Carry On Spying (1965]
British 41 = 27 in. (104 = 69 cm)
Art by Tom William Chantrell
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The Immoral Mr. Teas (1959)

US 42 = 28 in. (107 = 71 cm)

{Style B}

Courtesy of the Tony Nourmand Collection

a SCREAMINGLY = funny Film EASTMAN COLOR

frasm the pradeinss ol "The INSDEAL MR TEAS"

WILD GALS HHI{DETDEh‘:fEET!

= a SINtillating, TITILLATING, Raucous,
ROMP thru the WILD and swiNGING WEST!

Wild Gals Of The Naked West (1962)
US 42 = 28 in. (106 = 71cm)
Courtesy of The X-rated Collection
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Russ Meyer (1922-2004) has been called both ‘the Fellini of the

sex industry’ and ‘the Einstein of sex films' - tributes to the man
who revolutionized exploitation and launched the ‘nudie cutie’
sexploitation genre of the 60s. Meyer began making amateur films
in his early teens and was winning prizes for his work before he was
fifteen. He was a combat photographer during the Second World
War and, on his return, worked freelance in Hollywood, doing the
stills for Guys And Dolls (1958) and Giant (1956). Around this time,
he also started waorking in nude photography, an area in which he
was particularly skilled. The popularity of his images led to work for
FPlayboy, where he was responsible for eight of the first twelve
centre-fold spreads.

He made his feature-length directorial debut in 1959 with The
Immoaoral Mr. Teas. His old army buddies had put up most of the
budget for the film and he cast one of them, his good friend Bill
Teas, in the starring role. Influenced by Jacques Tati's Mr Hulot’'s
Holiday, it was a fun-filled romp with the added bonus of abundant
female nudity. It was the first soft-core sex film to make a profit at
the box office and served to illustrate the increasing futility of the
Hays Code. It combined humour, nudity and innuendo in a bold,
unapologetic way — exploitation no longer had to hide behind a
cloak of redeeming moral worth or educational merit. Meyer stuck
to the same formula with Wild Gals Of The Naked West and Eve And
The Handyman and the poster art for the three films reflects their

ribald content.




STARRING

AND

FOR THE BROADMINDED ADULT ONLY !

Eve And The Handyman (1961}
US 42 x28in. (107 =71 cm)
Courtesy of the Tony Mourmand Collection
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Produced and Directed by RUSS MEYER. Starring Stephen Oliver, with HAJl, Alex Rocca,
Holle K. Winters, Joseph Cellini, Thomas Seett, Sharon Lee, Coleman Francis, Steve Masters,
Arshalouis Aivazian, F. Rufus Owens, E. E. Meyer, George Costelle, Richard Brummer.

Motor Psycho {1965)
US 41 = 27 in. {104 « 68 cm)
Courtesy of the Tony Nourmand Collection

132

By the mid-60s, with so many of M
imitators churning out endless variath
on the same theme, the box office
pulling power of the ‘nudie cutie’ beg;
to decline. It was at this point that
started adding increasing violence tol
films. Faster Pussycat! Kill! Killl and
Motor Psycho are two of his most
memorable and celebrated works frof
this period. Unlike the majority of his
titles, Motor Psycho focused on three
male protagonists. This was a
commercial decision made in an 3
to evade the censors who had starteds
renewed attack on the nudie flick,
A drive-in hit, Motor Psycho consisteds
simple action and violence. Faster
Pussycat! was conceived as a sister
and focused on three violent female
protagonists.

The posters for Meyer’s films reflect
the changes that took place in his wark:
from the comical, caricature-like, tongus
in-cheek style of the early posters tot
thrilling, electrifying, racy pitch of the
later ones.



ER, PUSSYCAT! KILL! KILL! FASTER, PUSSY(
RUSS MEYER Associafes Present

Don’t Race the fastest

A PUSSYCATS — they'll
beat you — to DEATH! |}

W,
| B EL* ,.{ " 4

A RN

STARRING Lori Susan

TURA SATANA « HAJl « WILLIAMS « BERNARD

Stuart Paul Dennis Ray Mickey

LANCASTER * TRINKA « BUSCH « BARLOW < FOXX
Directed by RUSS MEYER e Screenplay by JACK MORAN e An EVE Production

YCAT! KILL! KILL! FASTER, P YCAT! ¥ ! KILL! FASTER, PUS!

Faster Pussycat! Killl Killl (1966)

US 41 = 27 in. {104 = 69 cm)

{Style B)

Courtesy of the Tony Nourmand Collaction
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BUSTY
BUXOTIC
BEAUTIES ||

. Russ Mevers |

b

H FOR ONE MAN!

\

.

Mondo Topless (1966}

British 30 = 40 in. {76 x 102 cm}

Signed by Russ Meyer in blua felt,

First British release ¢.1980s,

Courtesy of the Tony Nourmand Collection

Abnormally large-breasted women are one of the
trademarks of Meyer films. While this obsession is
alluded to on the poster for Vixen!, it is blatantly
flaunted on the poster for Mondo Topless and
Supervixens (page 190). His well-endowed ladies
were undoubtedly one of the key factors that led to
the mainstream success of Vixen! in 1968. Grossings
over 2000 times its cost, it was both a box office ang
a critical success. Meyer caught the attention of
Twentieth Century Fox and the studio hired him ta
make Beyond The Valley Of The Dolls (1970).
Although this film also proved to be a hit, Meyer
not enjoy the rigidity of the studio system; he

returned to making his own movies in the mid-T0s
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RUSSEMEYER:S

\VAD,

.:'E.':_ ERICA GAVIN wHARRISON PAGE m GARTH PILLSBURY w JON EVANS =
VINCENE WALLACE m ROBERT AIKEN m MICHAEL DONOVAN O'DONNELL =
PETER CARPENTER mOHN FURLONG mJACKIE ILLMAN = ]

- sereenplay. ROBERT: RUDELSON = cinematographer RUSS MEYER =
Hilm-editors: RICHARD- BRUMMER / RUSS. MEYER =
assoriate ;rudul:ers EVE MEYER/ANTHONY: IAMES RYAN/RICHARD ERUHMERFGIEHEIWEILD* B

ONLY TODAY'S DEMENTED SOCIETY COULD MAKE SUCH AN ANIMAL A WOMAN . . . OR SUCH A WOMAN AN ANIMAL.

Vixen! (1968)
US 41 = 27 in. (104 = 69 cm)
Courtesy of the Tony Nourmand Collection




STARRING THE FABULDUS

PAMELA GREEN

IN HER FIRST NUDIST PICTURE

WITH

JACKIE SALT-PETRINA FORSYTH
1 e BRIDGET LEONARD-ANGELA JONES
comPron . ' % STUART SAMUELS

N

PRODUGED & DIRECTED BY

HARRISON MARKS

A MARKTEM - COMPASS
FILES PRODUCTION

EASTMAN
GOLOOR

Maked As Nature Intended (1961)

British 30 = 40 in. (76 = 102 cm)

Photo by George Harrison Marks

Courtesy of the Tony Nourmand Collection

ENTERTAININGLY FUNNY AND BLUSHINGLY SAUCY
It's not what we do —It's the way we do it

T ah PIENEIN
LZRZEN - FATK 15BN BERGMAN  SIIE DGR RST
RS

]
eecenrees HARETIN AR, & umtts TN e o

Come Play With Me (1970)

British 30 = 40 in. (76 = 102 ¢m)

Art by Tom William Chantrell

Courtesy of the Tony Nourmand Collection
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Britain's answer to Russs
Meyer, George Harrison
(1926-1997), remains ong
Britain’s most famous
exploitation or ‘nudig’
directors. Starting out a8
photographer at a local
theatre, Marks moved to3
London in the early 508 n
bid to further his careerin
field. In 1953, he met the
stunning Parmela Green an
thus began his career in !
glamour photography a --_-
Green and Marks moved if
together and started a
business selling black and
white nude postcards. The
cards proved so popular thi
they launched Kamaera, a
monthly magazine featurin
32 pages of nude glamour
photographs. Around this i
Marks also began making
films, sticking to the subjeet
knew best: female nudity.
Naked As Nature Intended
starred Green in the lead ol
and was one of his first and
maost popular films. Althougl
the poster itself modestly
Green's assets, the film was
not so shy and proved popul
on the ‘B" movie circuit. Five
years later, Marks was so
known that he could use hiss
own name to help sell his
films, as with The Naked
Of Harrison Marks. He
commissioned the reputabla®
English illustrator, Tom
William Chantrell to design th
British poster for Come Play
With Me. Chantrell had been’
responsible for the artwork on
numerous top Hollywood
studio posters, and his wasa
waell-respected name in the
world of film poster graphics
the fact that Marks managed t§
secure such talent to promates
his projects is further

testament to his success.




_ THE
KAKE% I\;vom.p

HARRISON MARKS

PAMELA GREEN s JUNE PALMER
CHRIS WILLIAMS ~ JUTKA GOZ  ANNETTE JOHNSON
CHRIS BROMFIELD KEN HAYES
DEREK NICHOLS : DAVID ROBERTS
an
GEORGE HARRISON MARKS
Plus twenty beautiful girls

In Glorious Color

The Naked World Of Harrison Marks (1965)
US 41 = 27 in. (104 = 69 cm)

Photo by George Harrison Marks

Courtesy of the Tony Nourmand Collection
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ODILE VERSOIS - DIANA DORS
HERBERT LOM
EDDIE CONSTANTINE W~

BRENDA DE BANZIE
ROBERT BROWN

Screenplay by PATRICK ALEXAMNDER
ted by ALVIMN RAKOFF
«d by JOHMN CLEIN A JOHMN CLEIN Praduction

Distributed by LION INTERNATIONAL FILMS

Passport To Shame (1958)
British 41 = 27 in. (104 = 69 cm)
Courtesy of the Tany Nourmand Collection
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If Harrison Marks was Britain's
Meyer, Diana Dors (1931-1984)
Marilyn Monroe. Taken to the mow
and given dance lessons from a
age, Diana Mary Fluck became ob
with Hollywood in her early teens
Looking older than her years, she
entered a beauty contest at fourtesn
giving her age as seventeen. She
prize and her photo was printed inll
local paper. This led to weekly wo 1
photographer’s model which, in [
to her involvement in local theatnics
productions. When she was still anly
fourteen, she gained a place at the .
London Academy of Music and Dr a
Arts; she was the youngest full-time®
student they had ever accepted. To hi
fund her way through college, she pa
nude for art shots, still lying about héf
age. The same glamorous and sed et
look that made her popular with
photographers, secured her her first i
role in The Shop At Sly Corner (1941}
where she was given a small part as @
sexy coquette. It was at this point that
she changed her name to Diana Dorg
the mid-40s, she started working with'$
Arthur Rank and starred in a number gf
his films. By the 50s, she was a
household name, but despite her vaniel
and competent acting skills, she was
almost always typecast as the sexy sire
of the piece — as in Passport To Shame
and Blonde Sinner. Diana Dors died an
untimely death at the age of 53.



THAT EYE-FILLING
GASP-PROVOKING

BLONDE
BOMBSHELL!

Yield To The Night (Blonde Sinner) (1956]
US 41 = 27 in. {104 = 63cm)
Courtesy of the Tony Mourmand Collection




WILLAM M.PIZOR.
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BLONDE
CAPTIVE

ASTORY OF A WHITE
A WOMAN LOST AMONG
' THE OLDEST
: \ LIF!R{{; | Unashamed racism was endemic in

American society. This was refle

the movie industry where African-
American actors were almost always
confined to the roles of servants,
‘'mammies’, jungle-dwelling ‘nativess
villains. The prevalent fears of other
races ‘infiltrating’ white society :
echoed in films like The Blonde
This kind of racism was not :onfin'
the exploitation industry; Universal
Studios’ Captive Wild Woman playet
upon the same paranoid anxieties =i
a gorilla representing the black man,}
film was a crude parable about the
supposed ‘hazards’ of attempting to
integrate the black and white races.
cycle of jungle epics that emerged in
both mainstream and exploitation
cinema in this decade is a disturbing
reminder of the all-pervading,
destructive prejudices that tainted thiss
period of history — prejudices that sadly

continue to filter through today.

The Blonde Captive (1932)
US 41 x 27 in. (104 = 63 cm)
Courtasy of the Tony Nourmand Collection
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EVELYN ANKERS JOHN CARRADINE MILBURN STONE

LLOYD CORRIGAN MARTHA MacVICAR VINCE BARNETT
and Tutrocueing

ACQUANETTA

as the GORILLA GIRL

Captive Wild Woman (1943}
US 41 = 27 in. {104 = 69 cm)
Courtesy of the Tony Mourmand Collection
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THE
MOST SENSATIONAL
PICTURE EVER FILMED!

Ingagi {1931)
US 81 = 41 in. (206 = 104 cm)
Courtesy of The Reel Poster Gallery
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The film that started the 30s cycle of
jungle epics was Ingagi. Made in 1930, it
combined film shot in Los Angeles Zog
with old expedition footage. Ingagi was
presented as a simple ethnographic
documentary and ran into controversy
after the publication of accusations that
scenes had been faked. Incredibly, many
people believed that this tale, which
involved a gorilla having sex with
indigenous women and which featured
hitherto unknown jungle creatures, was
based on fact. An investigation was
launched. The unknown creatures, it was
revealed, were turtles with mocked-up
wings and tails, the ‘pygmies’ were
Californian children from the local
neighbourhood, and, most painfully,
much of the documentary footage had
bean stolen from the 1914 film, Heart OF
Africa. Unsurprisingly, the film's
producers weare sued, but the scandal
only served to boost ratings. Ingagi
played on the exploitation circuit for
several years.



Wild Women Of Borneo (13931)
US 41 = 27 in. {104 = 69 cm)
Courtesy of the Hastings Collection




STRANGE LOVES OF QUEER PEOPLE!

- OWE

ol
t*}.

Fore,

e ADULTS
— ONLY
<

Trisngle Posier Pig Go of PisbsnghChleey  SIESEGIN 012 Be. Sherme SL. Chcage

Ouanga (The Love Wanga) {1936)
US 41 x 27 in. (104 = 6% cm)
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Forbidden Adventure had been entill
Angkor until renamed by Dwain E
a bid to appeal to a wider audience. i
tells the story of a group of explorers
who set off in search of the lost city
Angkor in Cambodia. With its inevita
melange of love-crazed gorillas and
topless women, the film follows the
typical jungle-epic formula. Forbidden
Adventure was concocted by combining
old footage of a Harvard expedition wit
added scenes of men dressed in gorill
suits cavorting with naked ladies.
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THE FEELINGS
' OF A WOMAN!

5 - e

HALF-MAN, HALF-WOMAN .. WHICH WAY TO GO?

o,
A BARRY MAHON PRODUCTION

| Was A Man {1967)
US 41 x 27 in. (104 « 69 cm)
Courtesy of the Tony Nourmand Collection
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In February 19563, George Jorgenson
became famous as the first American
publicly admit to undergoing a sex-
change operation. George became
Christine and the press had a field d
with his/her story. Always quick to SEi
upon the scandal de jour, the
exploitation industry followed suit. In
same year, Glen Or Glenda, a film
detailing the life story of a transvesti
was released. |t was written and dir
by the infamous Ed Wood Jr.
11924-1978), who also played the
starring role. The film was Wood's
directorial debut and its theme was
particularly relevant as he himself was
cross-dresser (he is reputed to have
worn a bra and panties underneath his
Marine Corps uniform during the
Second World War). In 1994 Tim Burt
directed an insightful biopic of Wood
who has been labelled ‘the worst
director of all time’. He died penniless
and unknown, yet his films maintain &

cult following.




I CHANGED MY SEX/'

N

WHAT AM ...

MALE or
FEMALE!
*
THE STRANGE CASE
OF A ““MAN’’ WHO

CHANGED HIS SEX!

STRANGE LOVES...

OF THOSE WHO LIVE AND LOVE
BUT CAN NEVER MARRY!
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Glen Or Glenda (1953}
LS 41 = 27 in. {104 = 69 cm)
Courtesy of the Hastings Collection
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Shock Corridor (1963)
S 36 = 14 in. {91 x 36 cm)

HRachel G.

A8 years pid, uomarcied.
Tutwardly a scepletely ncroal
perasnnlity. Howevar, subjsct
iz unsenirallably proplacuous,
sentlimually seeking the company
of meo to an aboersal dogeoe,
Hag #e aappe of meral values.

Dlagnesiat Eax pavehotic,

Casze Hiatory #2

John E.

Brilliant newspaper reparter,
‘Bachelor.  Suffers hallusications

that ‘ninm stripteaser sweoLhesct
is nis aister. OCoes inte frensy
at &ny rmi_ﬂ Advanoss sho

may naks. Yot has attacked men.
=g attempt affairs with her.

Dimgoosiss Eratiz demantin

Courtesy of the Tony Nourmand Collection
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The more sensational aspects of mental
illness, like drugs, sex and violence,
were meat and drink to the exploitation
filmmakers and two films from the 60s
explored the themes of sanity and
madness. The sensationalist poster for
Shock Corridor belies a surprisingly
sophisticated film. Dismissed at the time
as trash, it was a key factor in director
Samuel Fuller's banishment from
Hollywood. It has since been recognized
as an important and influential work,
inspiring the films of Martin Scorsese,
Quentin Tarantino and Jim Jarmusch
amongst others. Shock Corridor often
seems lurid and excessive yet Fuller
used the arena of an insane asylum to
make an astute comment on American
sociaty.

The Chapman Report also explored
the frontiers of sanity. It was based on
the best-selling book of the same name
by Irving Wallace, which in turn had
been inspired by Alfred Kinsey's reports
on human sexual behaviour, much
publicized in the |ate 40s,



@) !®s. XATHLEEN BALLARD: 26, widowed,
sense of dignity and polse, War-hero husband,
Perfect marriage, she saysa, Obvioualy lying.
Case History #94367. (@) MRS, NAOMI SHIELDS:
29, divorced, compulsive salf-hate for extra-
marital relatlionships. Needs help. Case Hlatory
#8327R. @ MRS. SARA GARNELL: 3), married
twalve years, devoted wife and mother of two,

Admits there 1s another man, Case History #3721B.
@ =s. TEresa manwTsE: 28,  DARRYL TR
TR,y y
romantic., Thinks ” ;

of her marrlage as

modern and enlightensd,
Case History #L4791M.

AREH MBALST. SHELEY WITERS - A FONDR MIR[B[[][!H IS RHG - AYDANTON Y HARDIN - ADREN DUGGA

JOHN DEHNER - == GEDRGE CUKOR, gy e e e s iEwc: TECHNICOLOR® rrow WARNER BROS.
[ No one under 16 will be admitted unless accompanied by an adult.|
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The Chapman Report {1962)
US 41 = 27 in. (104 x 69 cm}
Courtesy of the Tany Nourmand Collection
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#  THE 7th WONDER
<gg OF THE WORLD!
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AMESE T\

The loves and lives of the

Hl'll'on Sisters
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She Freak (1967} Chained For Life (1951)
US 41 % 27 in. (104 = 69 cm) S 60 x 40 in. (152 = 102 cm)
Courtesy of the Tony NMourmand Collaction Courtesy of the Tony Mourmand Collection

Human oddities and deformities have always fascinated certain sections of the public and the film industry soon found an opportunity to explol
this morbid interest. Released in 1932, Tod Browning's Freaks featured a cast of carnival people. Browning's use of real-life ‘freaks’ so revo e
and disgusted critics and audiences that the film effectively ended his career and nearly destroyed MGM. Rejected by Hollywood, this taboo fils
provided a commercial opportunity for Dwain Esper: in the late 30s he bought the print and proceeded to tour the picture for several years u --‘j_
a number of titles. To satisfy audiences hungry for more than just a circus act, Esper also inserted an extra square-up reel of nudity at the end
the film. Twenty years later, two of the stars of Freaks, the Siamese twins Daisy and Violet Hilton, starred in their own full-length flick, Chained
Far Life. The market for the weird and wonderful had still not abated in the late 60s when legendary exploitation giants David F. Friedman a
Dan Sonney released She Freak - a film that blended sex, horror and the grotesque.

David F. Friedman (b. 1923) had learnt the exploitation trade at an early age and had toured with Kroger Babb and his Mom And Dad epic in i
40s. In the 50s, Friedman secured a job as a publicist at Paramount, but gave it up to pursue his career in independent films. In the early 60s,
joined forces with Herschell Gordon Lewis and together they pioneered the ‘Gore’ genre of excess violence and sex. After leaving Lewis, Friadman
approached Dan Sonney with whom he produced an endless stream of exploitation fodder. Essentially a remake of Freaks, the theme of She Freak
was particularly appropriate for Friedman as he had begun his career in the carnival trade.
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Freaks {1932)

US 41 x 27 in. (104 x 69 cm)

{Re-release 1949)

Courtesy of the Tony Mourmand Collection
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Polyester (1981)
US 41 x 27 in. (104 x 69 cm)
Courtesy of the Tony Nourmand Caollection

Known as the ‘Sultan of Sleaze’,
John Waters (b. 1946) is notorious
for his taboo-breaking films. Yet hi
work, unlike that of many exploitati
directors, is recognized as being an
intelligent, carefully observed
commentary on society. His films m
be gory, gross and extreme but ti >
infused with a savvy black humour.
uncompromising portrayal of abort
the Church, drugs, sex and pe [
{which included images of transsex
eating dog excrement) was instrume
in redefining the boundaries of whal
was acceptable on screen. Waters'
gritty approach to filmmaking has
influenced a number of directors.

Waters openly admits that he him:
was obsessed with violence and
debauchery from an early age. Ha wi
given a camera when he was sevent
and used the opportunity to explo
these facets of his own character in &
creative way, beginning to make s
films with his misfit friends. Waters®
feature film was Mondo Trasho (196
and he was arrested on obscenity
charges before the premiere. This on
boosted his reputation and after the
release of Pink Flamingos (1972) and
Desperate Living, his underground
SUCCESsS Was guaranteed.

Polyester marked Waters' first
into mainstream cinema. Only slightl
less extreme than his earlier work,
still contained all the classic Waters
trademarks. Polyester was originally
shown in ‘Odorama’ - the audience
were given cards to ‘scratch and sni
at appropriate points throughout
film. This sort of exploitation gimmicl
was borrowed from one of Waters'
influences, William Castle. Pol
featured a theme song by Chris
and Debbie Harry.

Tino Avelli (b. 1938) was born in Tripe
and moved to Rome, the epicentre
ltalian design, after graduating with a
art degree. He works in advertising ai
has designed film posters for alm
all the major American studios. The
poster for Desperate Living illustrate ;
his particular skill in observing faces
and expressions.



y - - L
con LIZ RENAY - MINK STOLE-SUSAN LOWE-EDITH MASSEY-MARY VIVIAN PEARCE-JEAN HILL
prodotio e diretto da JOHN WATERS per 1a NEW LINE CINEMA colore della TELECOLOR

adattamente e dialoghi in italiano di Ll DIA RA" EHA

Desperate Living (Punk Story) (1577]
Italian i 140 = 99 cm)

ony Mourmand Collection




s s He's X rated and animated!

Fritz The Cat (1972)

US 2B = 18 in. {71 = 46 cm)

Art by Robert Crumb

Courtesy of the Tony Mourmand Collection
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The innocent field of animation ses
far removed from the world of
exploitation, yet as early as the 208
Hollywood was adding a sexual
element to cartoons in a bid to attract
larger audiences, as the provocatively
titled Sax Appeal demonstrates.
Conversely, in the 70s, Fritz The Cat
may have lacked a suggestive title b
it was unashamedly devoted to the
topics of sex, drugs and violence and
was the first animated film to be
given an X certificate.

The film was based on the under-
ground comic strip of the same name
created by Robert Crumb (b. 1943).
As a boy, Crumb had made his own
comic books and devised a strip ba
on his household pet, Fred, who was
the model for the famous Fritz, Living
in California, Crumb soon established
his reputation as a comic-book artist
and he gained a strong cult following
with his magazine Zap. Crumb
emhbodied the counter-culture hippie
movemeant of the period. Through his
irraverent, drug-taking, orgy-partaking
characters, he provided an important
social commentary on society and the®
Establishment.

In the late 60s, the animator
Ralph Bakshi approached Crumb with
the idea of turning Fritz The Cat into
a film. Although the end result was a
commaercial success, Crumb hated it
and killed off the character in his

comic strip as a result.



-~ Sax Appeal

Sax Appeal (1927)
US 41 = 27 in. {104 x 63 cm)
Courtasy of the Roberto Hoornweg Collaction
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Jag r Nyfiken - En Film | Gult (| Am Curious (Yellow]] {1967}
Japanese 30 x 20 in, (76 = 51 cm)

(Style &)

Courtesy of the Tony Mourmand Collection
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I Am Curious (Yellow) was a
controversial mix of sex and
politics. Made in Sweden, it was
sgized at customs upon its arrival
in the US. After a lengthy and
much publicized court case, the
film was finally granted approval
on the grounds that it was an
‘intellectual effort’. Despite the
weak story ling, the filmmakers'
motives were noble and the film
made a valid attempt at social
commentary. Even the advertising
for the movie avoided the
promotional techniques normally
used for sex films: the American
poster does not even hint at the
film's portrayal of full frontal male
and female nudity.




Vilgot Sjoman's complete and uncut | Am Curious (Yellow) is ""a landmark likely to permanently

shatter many of our last remaining movie conventions,” says William Wolf of Cue Magazine

The Evergreen Film presented by Grove Press stars Lena Nyman and is a Sandrews Production.
ADMISSION IS RESTRICTED TO ADULTS

Jag r Nyfiken — En Film | Guit (| Am Curious (Yellow]) (1967)
US 41 = 27 in. (104 = 69 cm)
Courtesy of the Tony Nourmand Collection



Emmanuelle (1974)

LS 41 = 27 in. {104 = 69 cm)

(Advance)

Dasign by Steve Frankfurt

Courtesy of the Tony Nourmand Collaction
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The 70s ware the golden era of the soft porn movies
More money was being poured into the industry
ever before and as a result, a more sophisticated
product was being created. In 1972, Deep Throat
released and for the first time, an X-rated movie
being shown in mainstream cinemas. 1972 also 53
release of Bertolucci's Last Tange In Paris. Althought
this was not a porn film per se, it did featura scen-
an unreservedly adult nature. The lines dividing pom
from mainstream cinema ware becoming blurred. .
Films like Deep Throat, Behind The Green Door and®
Emmanuelle were attracting a fashionable, young
crowd and it became almost trendy for couples to goe
and see these films together. More significantly
perhaps, the movies themselves were receiving critie
attention. The term ‘porno chic’ was coined to descri
this phenomenon.

Mo film represents the spirit of porno chic better
than Just Jaeckin's Emmanuelle. A French film based
on the memoirs of Emmanuelle Arsan, Emmanualia
brought a new sense of glamour and class to the ge
With a background in art and sculpture, Jaeckin was
well equipped to make what was, by contemporary
porn standards, a refined and artistic film - his
intention was to create a stylish movie with high
production standards that was erotic but never sleazy
By consciously avoiding all the standard clichés of
earlier porn films, Emmanuelle soon became a
renowned tour de force.

The publicity material that accompanied Emmanu_
reflected the film’'s ambitions and style. While Richard
Suzuki's famous photograph of Sylvia Kristel sitting
topless in a chair became the respectable face of the
X-rated film industry, Steve Frankfurt's concept for
the American poster campaign effectively portrayed 8
the new ethos of porno chic. Frankfurt not only crea 1:--I-
the subtle, sensual imagery for the American poster,
but was also responsible for the notorious tagline: %
was never quite like this'. The fact that Frankfurt, who
was highly regarded in the world of poster design,
chose to become involved in moulding the film's
public image was itself a testament to the level of
credibility it attained.

By the end of the 70s, with sex being represented
more frequently and more openly in mainstream
cinema in response to more tolerant social attitudes, ir,=.
seemed that the underground sexploitation movie had®
had its day. But this change did not long survive the
introduction of video technology in the 805 which
dramatically lowered production costs and created a
whole new audience who could now watch porn in the
privacy of their homes or hotel rooms. The result was
that porn was effectively pushed underground once
maore and quickly re-established itself in the sleazy
territory it had occupied so comfortably in the past.
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Madchen In Uniform (Jeunes Filles En Uniforme / Maidens In Uniform) (1531}
French 63 = 47 in. (160 = 119 cm)

Art by Carlo Mariani

Courtesy of the Tony Nourmand Collection
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Released in 1932, Gustav Machaty's E
became a cause célébre. The film, now
recognized as a landmark in European
cinema and revolutionary in its enlighten i
portrayal of female sexuality, stirred up an
international scandal and was banned in
America. The cause of the furore was that
actress Hedy Lamarr (then still Hady Kiesl
appeared naked for a full ten minutes.
The fact that the camera also lingered on
a close-up of her face while she was
sexually aroused only added to the uproar.
Carlo Mariani captured the sensuality of
this latter image in his artwork for the
film's French poster.

The film made a star of Hedy. At the
time, she was married to Fritz Mandl, a
rich German and a Nazi sympathizer.
Unable to endure his wife's notoriety,
Mandl tried in vain to buy all copies of the
film after its release. He also became
increasingly possessive of Hedy — never
letting her out of his sight. Isolated and
unhappy, the actress finally made her
escape by drugging a maid and escaping
from their hotel room in disguise. She made
her way to America where she quickly
became one of Hollywood’s most alluring
stars. (Interestingly, she was also a gifted
electrical engineer and was honoured by the
Electronic Frontier Foundation in 1997 for
her contribution to society.)

Based on a play by Christa Winslog, the
German-made Madchen In Uniform is one
the earliest films to portray homosexuality.
It is the story of the relationship between a
young girl and her female teacher at a
prestigious boarding school. Although the
passionate relationship between the pair is
never shown explicitly, it is very clearly
implied. When the authoritarian head
mistress finds out about the affair she
determines to destroy it and her attitude is
presented as a microcosm of traditionally
oppressive Prussian attitudes. Powerful and
absorbing, Médchen In Uniform remains an
important historical document and a
landmark film. The French poster is again B
Carlo Mariani. Working in the 30s, Mariani's
distinct, compelling style was influenced by

the Art Deco movement.



Extase [Ecstasy) 32)

French 63 = 47 in. (160 x 119 cm}
Art by Carlo Mariani

Court Chris Dark C
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50 SHAPELY GIRLS
£ ALL NEW

54” REVEALS THE BARE
FACTS ABOUT NUDISM

MOST BEAUTIFUL NATURE CAMP FILM MADE

NATURE'S

s Waria Stinger
& FAMOUS FIGURE MODEL QUEEN

WITNESS THE NUDIST
WEDDING

\
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SWEETHEARTS

FILMED IN LUSCIOUS THRILLING COLOR

ovoy BN, - BEAUTIES OF
VIEW THE GIRLS IN BIRTHDAY SUITS "nTuRE HﬂsT Hﬂinllnn

TECHNICAL CO-ORDINATOR BUNNY YEAGER FAMED PIN-UP PHOTOGRAPHER
ssesessese DIRECTED AND FILMED BY LARRY WOLK eoes e ssese
Mature’'s Sweesthearts (1963}

LIS 41 x 27 in. (104 = 69 em)
Courtesy of the Tony Nourmand Collection

The nudist movement began in Europe
in the first decade of the twentieth
century. Thirty years later it had spread
to America and the film industry was
quick to realize that the phenomenon
offered a new pretext for showing nake
flesh. The Unashamed, a tale of lovers |
a nudist colony, was one of several pre
Hays Code productions to take
advantage of this opportunity. Nature's
Sweethearts was made a generation
later yvet featured almost indentical
scenes of nudity that were still
considered sufficiently titillating to sell
tickets.

# 1903. Richard Ungewitter publishes
his vision of a utopian, clothes-free
future. 90,000 copies of his book are
sold.

# 1903. The first nudist resort opens in
Germany.

& 1932. The first nudist resort opens in
America.



A ROMANCE IN THE nunE{




The Strip Tease Murder Case (1950)
US 41 = 27 in. (104 x B9 cm)
Courtesy of the Tony Mourmand Collection
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In the 50s, traditional burlesque theatre
was superseded by cinematic !
striptease shows. Nudity was still the |
life-blood of exploitation and this new i
genre offered the roadshow men an !
easy way to make ends meet. |
Burlesque films were often marketed

as ‘old-fashioned’ nostalgic
entertainment and they featured some
of the most famous veterans of the live
circuit, including Tempest Storm and
Bettie Page.

Known as ‘The Fabulous 4D Girl’,
Tempest Storm (b. 1928) was born
Annie Blanche Banks and was one of
the last classic burlesgque stars. She ran
away from an abusive home and
started out as a chorus girl before
moving into the strip world in the late
40s. Known for her luxuriant figure and
flaming red hair, Russ Meyer's
photographs helped her become a
huge pin-up star. Tempest is rumoured
to have had affairs with John F.
Kennedy and Elvis Presley, and at one
point, she had her breasts insured for
$50,000.

Another famous pin-up girl,

Bettie Page (b. 1923}, was voted 'Miss
Pin-up of the World® in 1955 and was
known as The Girl With the Paerfect
Figure'. After graduating with a BA in
Education from Peabody College, Page
moved to New York where her
glamour-modelling career took off. Sha
appeared in nuMerous magazines,
including the centre-fold of Playbay
and quickly became one of the bast-
known faces in the business. During
the 80s and 90s she developed
something of a cult following and
today there are endless websites
devoted to the dark-haired beauty.
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THE STRIPTEASE
QUEENS IN ACTION

Taasarama '1“5’5'
us 41 (104 = 689 cm
Courtes Erl— Tany PJ




The Rage Of Paris (Confessions Of A Model) (1938)
S 36 x 14 in. (91 = 36 cm)

{Re-release 1951)

Courtesy of the Tany Mourmand Collection

THE STARTLING EXPOSE

of beautiful models...and the
Sordid Racket

Relaased by MUTUAL PRO

Models, Inc. (1952}
US 41 = 27 in. (104 = 69 cm)
Courtesy of the Tony Nourmand Collection

Confessions Of A Model, Modeals, Inc. and Secrets OF A Model all tell similar tales of
an innocent girl selling herself for sorme much-needed cash. The links between
modelling and prostitution are clearly implied: these girls are prepared to
compromise their morals indiscriminately in order to make it to the top. The subject
matter ensured strong audience appeal, and today’s unforgiving tabloid coverage
of the underbelly of celebrity life suggests that the public remains as fascinated as
ever by such revelations.



PRIVATE LIVES OF
GLAMOROUS GIRLS
in GLITTERING- - -

Secrets Of A Model (1240)
US 41 = 27 in. (104 x 69 cm)
Courtesy of the Tony Nourrr
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A HIGH SCHOOL GIRL
LED INTO A LIFEofSHAME

Flaming Passion (c.1930s|
LIS 81 x 41 in. (206 x 104 cm)
Courtesy of the Tony Nourmand Collaction
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Independent exploitation films had a
long shelf-life; they could be released
and re-released under a myriad of
different titles to appeal to the same
audiences time and time again. Often, a
couple of extra reels would be added to
an old film so it could be re-marketed
as an entirely new product. For this
reason, it is sometimeas difficult to trace
the ariginal title of a film from the
advertising material that has survived.
The characteristics of the posters for
Flaming Passion and Pathway To Hall
place them in the 30s, but their generic
images and taglines provide no clues
as to the exact date of their release.
Like countless other independent
exploitation titles, the origins and
subsequent metamorphoses of these

films remain a mystary.
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GUILTY

PARENTS

A TRUE

TO LIFE STORY
L

Guilty Parents (1934}
US 41 = 27 in. (104 = 69 cm)
Courtesy of the Tony Nourmand Collection
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Cold Bare Facts
for the Broadminded
Fathers and Mothers

of Today!

NONE
UNDER
HIGH
SCHOOL

Guilty Parents was introduced with a
‘square-up reel’ that denounced sexual
ignorance as ‘the black plague of
adolescence’. The square-up reel was a
common feature of exploitation industry
films. It was usually characterized by a
staternent from the film's producer, or
an ‘expert’ in the relevant field, which
condemned the immoral nature of the
subject matter that was about to ba
shown. Often used as a means of
‘justifying’ the exhibition of the film on
the grounds of its ‘educational’ content,
the square-up reel stressed the sincerity
of the filmmakers’ intentions and the
necessary service they were providing
to the American people by imparting
valuable information, which was
otherwise denied to them, on topics
such as sex, drugs, venereal disease
or childbirth.

In reality, of course, the reel was
simply a means of circumventing
censors and |local police, blurring the
margins of legality and, perhaps,
allowing members of the audience to
persuade themselves that they were
attending out of an earnest desire for
self-improvement.



Are These Our Parants? (1944)
US 41 = 27 in. (104 x 69 cm]}
Courtesy of the Tony Nourmand Collection



Tomorrow's Children (1934)
US 41« 27 in. (104 = 69 cm)
Courtesy of the Tony Mourmand Callection

172

# ‘It is better for the world, if instead
of waiting to execute degenerate
offspring for crime or to let them
starve for their imbecility, society can®
prevent those who are manifestly
unfit from continuing their kind."
{Supreme Court Justice

Oliver Wendell Holmes Jr., after
passing the first-ever sentence of
sterilization on a woman in 1907.)

Two more ‘guilty parent’ exploitation
flicks of the 30s were What Becomes
Of the Children? and Tomorrow's
Children. The latter was significant in
that it dealt with the political hot

potato of sterilization and tied in
with the Eugenics movement's call
for the prevention of procreation by
the ‘unfit’. Tomorrow's Children
was released the same year that
Mazi Germany introduced mass
sterilization of the mentally
handicapped. At this time, many

in America supported such a
programme and indeed 27 of the 48
US states sanctioned sterilization by
court order. The film was refused a
seal on its release - however this
was perhaps less to do with the
sterilization issue than the fact that
the movie was highly critical of the
behaviour of the upper classes.
Tomorrow's Children starred
Sterling Holloway who would later
become famous as the voice of
Winnie the Pooh.



WHAT

Becomes of the

R TREN L,

~ JOAN MARSH-ROBERT FRASER-NATALIE MOORHEAD
GLEN BOLES °CLAUDIA DELL-NILES WELCH
BARBARA PEPPER

STORY BY CORRA BEACH DIRECTED BY WALTER. SHUMWAY
A SENTINEL PRODUCTION

What Becomes Of The Children? {1938}
US 41 = 27 in. (104 = 69 cm)
Courtesy of the Tony Nourmand Collection
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Damaged Goods (1937}
US 41 < 27 in. {104 x 69 cm)
Courtesy of the Tony Nourmand Collection
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In the early twentieth century, a significant
percentage of America’s population was sufferin
from venereal disease. Although effective medic
treatment for syphilis became available from
1909, open discussion of the subject was taboo.
As a result there was little or no information
available to the public, a state of affairs that was
sometimes defended on the grounds that an
awareness of effective treatments for syphilis
would lead to greater promiscuity.

The first play brave enough to address the
problem openly was Eugene Brieux's Damaged
Goods, which premiered in 1913. Surprisingly, it
was a hit with audiences, critics and censors alik
Its success was due to the fact that the play
remained very ‘clean’ and was seen to reinforce,
rather than undermine, the prevailing morals of
the day. Brieux took the ‘Progressive’ view that
the spread of syphilis could be laid fairly and
sguarely at the doors of the lower and immigran
classes. As they ‘infiltrated’ into established
American society they introduced this dreadful
disease into the hitherto unsullied and innocent
ranks of the middle and upper classes.

Damaged Goods was made into a film in 1914
and the next four years saw a huge rise in simila
movies about the same subject. Meanwhile,
public awareness of the scourge of venereal
disease was also increasing. Towards the end of
the First World War, a series of documentary filn
dealing with syphilis, originally made for the US
Army, were released to the general public. These
created a massive backlash and caused a sea
change in the opinion of critics and censors. The
problem was not so much that the films were
overtly graphic, but that they stressed that
averyone, irrespective of nationality, class or
creed, was at risk of contracting the disease. The
implication that the ruling classes were as likely
as the lower orders to put themselves at risk by
engaging in illicit sexual activity was considered
outrageous and the censors reacted by
indiscriminately banning all films related to
venereal disease. Baefore long, a small group of
mean saw the business potential of screening sucl
movies without official sanction. Thus, the
exploitation industry was born and the next
twenty years saw a flood of films with titles like
Wild Oats.

By the 30s, public attitudes towards the probles
had changed and a national campaign, supportec
by both rich and poor, was launched to stamp ou
the disease. The savvy exploitation roadshow
men took advantage of this changed atmosphere
to release a remake of Brieux's Damaged Goods.
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Bootleg Babies (1947} Unwed Mother {1958)
US 41« 27 in. (104 = 69 cm} US 41 = 27 in. (104 = B9 e¢m)
Courtesy of the Tony Mourmand Collection Courtesy of the Tony Mourmand Collection

The release of Unwed Mother by big-name studio Allied Artists
in 1958 was significant in that it showed that mainstream
cinerma now posed a real threat to the exploitation roadshow
men. After the amendments to the Hays Code came into effect
in 1956, Hollywood's ‘B’ studios could once again begin to
compete for a major slice of the traditional exploitation market.
Ironically, the Forty Thieves provided the big studios with many
lessons in advertising technigues; Allied Artists’ poster for
Unwed Mother exhibits the same ‘over the top’ style as many of
the roadshow posters.

From the 50s onwards, as Hollywood began to re-occupy
much of the territory it had lost to the roadshow men in the 30s,
exploitation itself shifted into a new era, with personalities like
Russ Meyer, David Friedman, Dan Sonney and John Waters
taking over the reins.
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RALPH MORGAN
KANE RICHMOND

JAYNE HAZARD - TEALA LORING
MARJORIE HOSHELLE - GEORGE MEEKER

Black Market Babies (1945)
US 81 = 41 in. (206 = 104 cm)
Courtesy of the Tony Nourmand Collaction
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'SURE WERE HEADED
FOR REFORM SCHOOL,
BUT ANYTHINGS BETTER
N THAN OUR DIRTY.. |
=1 "DEAD END'STREET!"}

4 BRUCE CABOT
£ ROCHELLE HUDSON
PAUL KELLY

DRIGINAL SCREEN PLAY BY
JAY DRATLER asns FANYA FOSS

 Diected by MAX NDSSECK
Dh.x A COLUMBIA PICTURE

Girls Under 21 {1940}
US 41 = 27 in. {104 = 69 cm)
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Marketed as a cheap exploitation film,
Under Age was in fact directed by the
renowned Edward Dmytryk { 1908-199!
Dmytryk started his film career in the
early 20s as a messenger boy at
Paramount. Over the next decade, he
slowly climbed the corporate ladder an
began directing in 1935. With 57 titles 1
his name, his most enduring works
include the noir classics Murder, My
Sweet (1944) and Crossfire (1947).
Ultimately, however, Dmytryk is perhal
best known as being one of the
legendary ‘Hollywood Ten'. In 1947, thi
director was accused of being a memb
of the Communist Party. When
questioned by the House Un-American
Activities Committee, he refused to
cooperate and was blacklisted by the
government and sentenced to over a
year in prison. In order to clear his
name, he later renounced communism
and testified against other Hollywood
figures. In the 70s Dmytryk stopped
directing altogether and spent the last
twenty years of his life teaching film
studies at university level and writing

several books.



JANE BAIRD, sister of
slain girl. Her testimony
led to raid on racket
headquarters,

NAN ALAN

GREY * BAXTER

MARY ANDERSON

TOM NEAL - LEONA MARICLE

Screen play by Robert D. Andrews
Directed by EDWARD DMYTRYK

A COLUMBIA PICTURE

Under Age (1941)
US 41 = 27 in. (104 x 69 cm]
Courtesy of the Tony Mourmand Collection

> 4

TAF MANSON, killer
and strong-arm leader of
“tourist home" gang.
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City Of Missing Girls (1941}
US 41 x 27 in. {104 x 69 cm)
Courtesy of the Tony Nourmand Collection

Vice and prostitution films like City Of
Missing Girls and What Price lnnocence:
provided exploitation producers with
plenty of opportunity to show nudity anc
sex. But in doing so they had to pay due
regard to the powers of censors and loce
police. They therefore often travelled
with several versions of the same film. Ir
a state with strict laws, or when trying to
get a film passed by the Production Cod
Office, the producers would show a
modest, innuendo-free, ‘cold’ version of
their film, leaving the so-called “hot’
version to be wheeled out when the
coast was clear. The roadshowers would
also often carry a ‘square-up reel’ with
them. This was about ten minutes long
and was usually a filmed strip show or
other nude footage. If the producer had
been forced to show a ‘cold’ version of
his film, he could wait until the local
police were satisfied and had left the
scene before projecting the forbidden
full-frontal nudity that kept many a male
audience happy.
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What Price Innocence? {1933}
US 41 = 27 in. {104 = 69
Courtesy of the Tony Nourmand Collection




T
A

AN MAKE YOU
CHAMPION!”

.
FW Lo

&

_.'. . "

i 4
=
4

tell ... the ||: WE-
she had to

] l A ¢ | 1C5C WCrc

"We can use a champion!

THE FILMAKERS presvus

HARD, FAST
BEAUTIFUL.

';_ ax I DA LU PI NO PRODUCTION

LT

AIRE TREVOR - SALLY FORREST °

Hard, Fast And Beautiful (1951}
US 36 = 14 in. (91 = 36 cm)
Courtesy of the Tony NMourmand Collection
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Young Man With A Horn is a fairly tame love
story from Warner Brothers yet the title and
tagline were engineered to arouse maximum
interest. A little too risqué for British censors,
the tagline was discarded and the title
changed to Young Man Of Music for the
film's UK release.



'Put down your trumpet, Jazzman-I'm in the mood for love!

KIRK DOUGLAS
LAUREN BACALL
_ DORIS DAY

01!!! ] Man witha HOFN

FROM THE BLAZING BEST-SELLER, A PICTURE witH A waLLop...rrom WARNER BROS.

HOAGY CARMICHAEL
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Young Man With A Horn (1850}
US 41 x 27 in. (104 x 69 cm)
Courtesy of the Tany Mourmand Collection
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Koroshi No Rakuin (Branded To Kill) (1967)
Japanese 30 x 20 in. {76 x 51 cm)
Courtesy of the Tony Nourmand Collection
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From the late 50s up until 1967,

Seijun Suzuki (b. 1923) directed run-of-
the-mill genre films for the Japanese
Mikkatsu Studios. During this period he
made some forty pictures and developed
a reputation as a unique and disruptive
voice in Japanese cinema. In the 60s,

he used themes of ultra-violence that
centred on the illicit activities of the
Japanese mafia - the so-called Yakuza.
(The word 'yvakuza’ literally denotes 8-9-3
in Japanese. Ya means 8, ku 9 and za 3.
It comes from Japan's counterpart to
Black Jack, Oicho-Kabu.) He also directed
sado-masochistic soft-core sex films,
called ‘pinku eiga’. Throughout his career
at MNikkatsu, Suzuki adamantly asserted
his uniqueness. Such individualism led to
his Tokyo Drifter being censured by
studio heads in 1966. But Suzuki stuck to
his guns and made a final film with
Mikkatsu the following year. Branded To
Kill was a rococo, nihilistic and absurdly
bizarre creation. It resulted in his
dismissal from the studio and provoked
widespread condemnation from the
Japanese film industry. For the next ten
years, Suzuki was forced to limit his
filmmaking activities to television. But by
the 80s, Japanese film studios wera
adopting a more liberal approach and the
risks Suzuki had taken finally paid off.
Once again able to make cinematic
productions, Suzuki emerged as an
internationally renowned director,

picking up awards around the globe.

Another Japanese director whose

films combine sex and violence is
Yasuharu Hasebe. Recognized only in the
world of Japanese ‘B’ movies, Hasebe
specializes in subversive underground
themes. His Black Tight Killers was
picked up by exploitation producers in
America who instantly saw the potential
of a cheap foreign movie that would

prove profitable in the drive-in market.
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Switchblade Sisters and Prison Girls arg
‘girl-gang’ movies that combine the
typical 70s exploitation elements of sex
and viclence. The former is based very
loosely on Shakespeare's Othello and,
due to its camp humour and clever
dialogue, has become a cult classic. It is
one of Quentin Tarantino's favourite
films and he sponsored its theatrical re-
release in 1996.

Prison Girls enhanced its exploitable

potential by adding 3D to the mix.

T.hE wildest Invented in 1838, stereoscopy was

girl gang et e wares hed e b - illusi i
that ever ok 1 applied to create the illusion of a third
hlasted the dimension. Although used in film by the
strests! Lumiére brothers as early as 1903, 3D

really took off in the 50s with the
success of United Artists’ Bwana Devil

. . (19562). Although expensive, 30 was a

MRDBBIE LEE JOANNE NAIL P R gimmick that could be put to use to

anme MONICA GAYLE « ASHER BRAUNER « CHASE NEWHART- MARLENE CLARK ~ 1RI_sswom = capture audiences: a perfect device for
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otherwise average exploitation flicks liki

Prison Girls.
Switchblade Sisters (1975)
US 41 = 27 in. (104 = 69 crm)

Art by J. Solie
Courtesy of the Tony Nourmand Collection
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Prison Girls (1972)
US 41 = 27 in. (104 x 69 cm)
Courtesy of the Tony Nourmand Collection
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ALFRED N. SACK presents

It was the illustrious Martin Scorsese
who was originally hired to direct The
Honeymoon Kiflers. This would have
been his first major project but, fatefull
Scorsese was replaced by Leonard
STRICTLY SR ' - Kastle (b. 1929). The Honeymoon Kille
ADULT ’ : RE2 . was Kastle's first foray into the world ¢

ENTERTAINMENT directing and it was to be his last. He
had initially intended the film to be

called Dear Martha, but was overruled
by producers who wanted a title with
greater exploitability, Played to the
music of Gustav Mahler, the film is
clearly lurid and sensationalist but with
a Nouvelle Vague feel. French New
Wave director Frangois Truffaut named
his favourite American film and it
continues to have a strong following
today.

The Honeymoon Killers was based o
the true story of Martha Beck and
Raymond Fernandez, two infamous
serial killers in the 40s. Dubbed The
Lonely Heart Killers' by the press, they
were eventually caught and executed if
Sing Sing prison in San Quentin in 195

Distributed By SACK AMUSEMENT ENTERPRISES

She Mob (1968)
US 41 = 27 in. (104 x 69 cm)
Courtesy of the Tony Nourmand Collection



You could have

read it in the papers.

Maybe you did.

He was a cool cat,..

bt cool,

She was a fat chick.
but fat

They were lovers who
loved honeymoons.
Other people’s.
From which the

Yx:'x other people

never
/

raturned.
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AWARREN STEIBEL PRODUCTION -SHIRLEY STOLERTONY L0 SIANCO - MARY JNE HIGEY- LETNA
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The Honeymoon Killers {1969}
US 80 = 40 in. {152 = 102 cm)
Courtesy of the Tony NMourmand Collection
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Supervixens (1975)
US 41 « 27 in. {104 = 69 cm)
Courtesy of the Tony Mourmand Collection
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Acid Eaters, The, 47

Acid - Delirio Dei Sensi, 40, 41

Angkor, 145

Are These Our Parents?, 171

Assassin Of Youth, BO

Attack Of The 50 Foot Woman,
127

Bad Girl, 14
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Sex, drugs, delinquency, Black power,
alternative culture and, of course,
rock and roll: these are just some of
the themes which have attracted the
attention of the cinema’s bottom-
feeders over the past eighty years.
A few of the resulting films have
become cult classics, but most were
simply tacky - few would probably
now want to sit through two hours
of High School Hellcats (1958) or

Hot Rod Rumble (1957). The posters
produced to promote them, on the
other hand, are wonderful period
pieces that vividly evoke the social
fears, temptations and taboos of
bygone eras.

Up until the introduction of the Hayes
Code in 1934 Hollywood had few
inhibitions; the poster for Girl Without
A Room (1933), for example, left
audiences in little doubt as to how
the young lady planned to find
accommeodation. Later in the decade,
it became necessary to adopt the old
tabloid trick of pretending that
titilating content had a redeeming
social message - thus the producers
of Marihuana (1936) were obliged to
present it as a warning about the
dangers of drug addiction.

In the 1950s, it was the Beats and
juvenile delinquents who put a chill
into middle-class hearts - and, of
course, attracted middle-class kids to
the drive-in screens. Then, in the 60s
and 70s, came 'Blaxploitation’ movies
like Shaft, Russ Meyer's mammary-
obsessed epics like Faster Pussycat,
Kill, Kill, and even an animated
sexploitation story, Fritz The Cat.

The posters for these films, from
Alberto Vargas' artwork for Ladies
They Talk About (1933) to Alan
Aldridge’s photomontage for Warhol's
Chelsea Girls (1966), are masterpieces
of visual innuendo, offering. in most
cases, far more that the movies
actually delivered.
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