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dobsbs mygidmEedgomo

bogg06dm bogysgdo: gb3ammodogom®o 30bm, 3mamognoo, eMsog 0bo, 36806 @3s T, @sdsmdongghosbo gogndo.

Ho63dobob bbgowolbgogzatn godmyggbgdol godm, bspas, ndotggmal ymgmals, 3obsdhnaoagol dgédnbol 0dgge6k
303900L, H™3 gl o6 360l 796G, 68390 Gomdgdal 3oHgamMoss, byghomm ©edsbsbosmgdgmo bodbgdom. Bm-
3000, 830MM0 3dbobomogh ggldmyepegont Jobmb, mgme 7966mmo godgdols banmbsbgmadsl, mdgmog
bFGs30 Jmagdol doBbom gdedemmspegosl 9Fasl beBmasomgdobmagol sghmemye, 8b dsb8o 3degtrn 0bhghgbols
30337393 09390L. byodnsdo gosbegmoBgdnmos dobmgol psdobsbosmgdgmo dotomswo mgdgde s dsmo g3cs-
6o bmégdglbdol Bmgswo 3¢0bgodgdoe.

ondEs, Hadebo sy 3sdmoygbgdms, bHdhool gsbbognmegdnmo 0bhybgbol Logsbos gdbdammsdogen®o
306mb asa3néhdszbols bobes - 1950-60-00b0 Famgdo, Mmgbsg d3thgdds mdobdgdogmadn sdgMozol bmgosmyd ©o
3mamohogné gbmgtgdedo godmofzos s6lgdomo 33momgdgdn bsBmasmgdsdo Bmgsos ©s, 3géhdme, J0bme-
1000(H™EM05d0g. 9Ju3mmIe(ogoncn 3obm gomohgds ©s 0ggmoab bobgl, Gmgmé dsbmbo 83 ggmomgdgdlbs ©s
BoBmgomgdaly sbsgn dmmbmgbgddy.

bohoodo gebbomamos ol m30bgdgde, Gmdmgdog 0§3g3L 83 dgtomooly gdbdmmaspogon®e gomdgdol dodstron
dogmgdmal 0bhgegbl Fangdol gobdsgmmdsdo s dsmo 36033bgmmgsbo baFamal baggmdem gogmdgools bis-
dabom dgbsmhnmagdsl sgdoné dodmgsgzsdo.

08bddgMmz9 g3mdsdo gdbdammedogen®o Jobm 3e6gogh msgolo dsbsbosmgdmgdol gotiggnm befomb, dog-
660, 535L03b, 3mbhdmogtbobinam gd3mdsda ol Bmsgmbgdol Fysthrmp s dg360 v3¢hmEMbmzgal d¢rwegsmengbm-
3060 bhomoBogool, gohocrgdel, 3gtogmsdotgdal oy semgBool bsgbow 0gdagas. Lhspos mzsmb doswgzbgdl, gd-
B3mohoEoto 30bmb asbbsgnmmgdom Gmdgmo bodbydn 0gdggsl v3dmEOms gnteEmgdsl s mgm® astoo-
Bobgds 0bobo msebsdgdmag 3mbhgdbdo.

0hy3d »9db3mpsgogon®”, Romdgdmseb do-
3ot mgd530, 36r10JhHognmo, 30653shmatvaals
30639mo  bodozgdoobgg 0d8©gds, 73R,
Omamdg Hghdobo, Hedmysmodgdsl dmagosbgdom
05490l - 1920-30-086 Femgodo, trmgd 30bm sts dbm-
mmE Mg3medotmogds, 9Gd3gE gonddgds 30w
0 3obBg 1339 0Fgdgde - Bgayobgdgde, dodmbogsg-
30, 3M0h0dPmo oy 8bdgododn®o bohogdo.
Bmgopom, bogpyzs ,gdb3mpspogos” 3obmdstm-
30h0bgobmzgol hggnmo Lohyzss o @sdmoygbgds
g3gmobsoto hodol ggogmdgdols dodotro Erglmedo-
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69ooby o 3mINmotodsgoobmzol gofgnmo de-
olb3g30L 9pbobndbsgo. 30bmbytomlb biotwgdes
306b33mog0L b gombzzmegnto sbbeddmol, bdg-
30060 989dH9d0b, Fgemmmadahmo dmdgbhg-
d0b, dogmomdol bgbgdobs o bgdbol gdbdemmo-
Ho309. dbgm 3mbhgduhdo, LErgmgdom s Frghl
06 mbonme, gdbdmmadegonto 3obmlb 83g6nigm
M970bmm s obpmeogml dsol Jmerambol godm-
bomgzoedo, O™ gdubdmpspogondo gomdgdo o6
3obbbgogogos bbgs hodol s3oemdgdolagsb.
»Smmogyool bgdobdogho gomdo gfgze deyy-
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6goamol dodol grdbmdobs oy biydgzomgdol gdus-
m3hHoEosl, mmmb, Hoasb 8dol 839mgdgb utm
306306, 0d ©obzgfommool gotgdy, Gmdgmog
dmmogneol 3Ghmendnl geshbos, dso gdudmmods-
3096 gogndgol 9Fmogogb ! 0dsbmeb, gl 3gmmgds
dogosb oogeE (b Gomoeg 10 000 Lodysmme);
doo Pdghal, Mmd Lobmogobs s ©odemMdNY2g-
Hoobmool obodgze bpgds dotomswo odggbdo
hoogocrogE 093gddy @ OYEY3ete Logzgho,
oo bodbobomdm Bgbbnmads, gyoe bds o go-
dmbobymgds, 5ogntgoo o 86 bobosmgdo; o,

»93d20xM0l dogbgregen, dbmmme babfepmos,
“?

™3 39360 Jomasbo dogmosb mezdgbogdagzed™? go-
hodo 1930-0560 Fangdol gdudamuodegon® gogndgo-
890 ©ofgbomo, ondpe, 19335 Hodmysmadgdymo
Bodbgdo smbgdomee 6 dgdwamd Fmagddo Jgi3-
oge.

bogmggmmome doemgdynemo, dobo hodmysmodg-
b0l bobols mobosdmymo gobdokigdom, gglbdemy-
o0& gomds ofmEgds Jobmbnmema, hmdg-
mog bLFGOogo dmagdol 308bom dodscromogh LeBm-
aoomadobmgol sdhpemut ob 3doggdro obihghrglols
30dmaf 393 093g0b. bmamdg Fabo, og oéol bggdbolbs
©d domo@mool ddoggdro bgbgdo, Batzmpoigdol
353mygbgos, Lododzmoal 30Bobdndstrmymo ©ydmb-
LHGotgds, gbhedeonmo Jogwgdade, dmzol go-
3m3F3930 bEgbgdo @ sbg 8gdwga, 9dbdrgsposay-
60 gomdo momgdmb saatmbogmgdl bodmaspmgdsl
038 07 08 3moggdol Fgbobgo, b s360dh03gol dsom,
3ogod Moo, gosmgdol bhomo, mbbhmdol
(030, 3odmygbgdymo bgébgdo Ighyzgmgdl, Gmd gl
73900 PdMOmmE Lddsdns o IFdM3Mgdgmo dom
dbmmme doynmgdmol (o dmggdol) dmbobopo
049690b. 756 mOG 0350 godemgds ogml bedobgang-
domo ggogmdo (8hregomboibmgsbo J39770b6go0m),
obomgto, ©ghgdhoge, ddogdbogzghosbo o6 be-
moggo@obagmm ggogndo, Lodgeboghm 53obiolihogs,
36030bsgmyéo ggogmdo, dog0 3mdgEos ©s Lbge.

®930(h o, 3gMomogool dobgwazom, ogdpe-
6o begdd sbamadsddonmo obsdenmgdo, bo-
3mH03gd0l dmbetgds, ggévm3ebosbms, dodgdal,
3503960900l o 303060bs o 8bg 89398, ©gdod0go.
0000 0072gH0 8 LFMOR0 gomdFotdmgds ©o-

1 QUARLES, Down, 1993, introduction.
2 lIbid.

3m 7300909 3rmonby®gdl bodgemgdsl sdmgsl
439amabl ,,00bFOHMb madals ,,goblbs”, ddoggéro bgg-
Bgdom s dghgbonmo ¢hgzmodom dooBoomb doyn-
g0gmo s 86edgmy bLFGsgeo sdmommb ©obs-
borzo, 86039 3608369mmzebo 3magdsi doommb.

1950-0060 Fmgdol 3gtom@3o ,gdL3mysedegon®o
306m“ dmoeBhgds 86 bmmmo Gmgmtg mobo-
396m3zg, dSdbnemyéo dmmbmgbgdol Jgbododobo
©o, 8383EbmgmeE, bisboomumo, sMdye EnE
6g3n0Hogoobsg 0dgbb.

096 3obo ,adb3emmedogondo gogmdgon® oé kol
339360@ aoblodmatgmo. 83 Hodol Jobmbyhsmg-
00 b3okom bzwgds obgmo 3o¢haamdogdol gmmaol
94399, Gmamtgdogds ,aksobodenbo’, ,oMgdo,
HL03nmpm  ggogndo, 0 3o(haammools gogndgdo”,
3086193 gm0 9838600 - Jomo FobMew dmblgbogds
0193500 dgmdss. géhrmo 0dogmad, bmd gb hat-
30b0 096100000670 Lbgowslbgs 79660l g3omdgdl; o
39m©696, Hgc30b0lb E™0bsbint bodbow 03390900
dgdmgddgogdomo doboboomgdmgdol gotgom dogm-
do 0030bg076g0g00: OdOTO doYzgho, LTGox0 o
3500 Fomdmgds, sgthgbonmo s dmamio-
oo Lotggmodm 3033bos, GHmIgmog dmogogh
390 o306 gosl, 3oéy dob Fgbdrnmadob.

o1 Hoérdobobs o megem ggomdgdol hedmysgmoa-
d900bs @ gobgomatgdals 36rmpgll gooagbgosgom,
33950m@ hobl dobo 3033060 LoBmasmgdal bmgo-
S, 0IME®30IH 07 93mbmBagzy® 3woy-
390mab.

99b3mohogen®o ggogdgdol dMgnmo gm-
3gd0 296 3oys 1920-006 Fmgddo godmhbs, dog-
o3 dmdmoghs 1930-40-006 Fmgddo. dsmo bgam-
393Fygmon 3gobol 3obmbo smdmhbrs. dmmogyool
36mondsool ,bhgeomandmdol® domdgodo bfm-
Mg edmyzogdgmo IFsc3mgdmgdols Jgddbo-
o godgdo 838594maomgobyb  3obmenoodm-
ool 0bhgbrgll Hodgodgdagmo mgdgool dodstrom
(33mdostrmds, sdm&Ho, 3m3mbgdbnsmoddo, bockh-
3mMH03gd0l dmbdotrgds o bbgd). ggogmdgdols Le-
bgmfmoagdgdo  mege@  3ghyzgmaol:  ,3m3snbols
39am0&gd0“ (™’ 3mbméo, 1935), ,,dséobysboo dg3y-
Gmdommods” (Reefer Madness,” gobbogto, 1936),

»0bOmaod Mmool 33zmamo” (3moghmbo, 1937),

3 gomdgdol Jetrorgm ©obobgmgogdl meb sbansgl m&ogebsmmamo bomontgdog 03 Bgdmbggagoda, Gmgs bobym§m-

©908 00m3dHNE0S, OO 0086330 ds Jotmnmow b sbgmo metadsbo bsgbhmmo o6 338d3l s Fgdmmagedy-

00 830mGobgnmo ggdbos.
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bobgmasbmddnmo ,gos ©s 3538 (Mom and Dad,
dm0bo, 1945)... Bsma 13ghgbmds bogobdsbomengo-
o bobosmom 0bomdgdms, doghed gl o dzgmm-
©o bogddgh, xomdgdon bdomo dommmmeo dmdészo
30bmmgaptgdol 39339mdom doomes Jeynhgd-
modg (9atgom Fmogdnmo Hoadshow).
[ dbmggemom m3ob Fgdwga 939603580 80bodby-
30 93mbm30 30l godmpmibmgds. dmbobmagmdol wo-
©o bofogmal dogghosmmyéo dpgmdstrgmods gogo-
mgdom gondzmdgbs. 0fygds dmgdomdggdol dobmo-
6030 ImdGomdd gotgndbgdoligh. od Bgoetgdom
3306y GMYbmdal Jobmmgontgdo oym, dotomes-
o 3ok, 93tgo Fmogdymo ,bsdgdmomm 3o-
Bmmgo@dgon”, Gmdgmosmgobsg oo binoogdol
3omomo0yzghoobo gomdgoo bgandobefgomdo o6
0gm. 038l mob Eoghmm ™mdobdgdoagmdo Femgdol
Jmosmdol 3339060 Bhos (09000 0930, Moo
LoBmagomygdolby ©s, Fgbodedobow, Jobmegoodm-
600l Jgbodhbggo gosbsmasbmoaggds gedmofgoo.
30gMod 3mmozyneo 396 1dodl dbotlb ggmogmg-
d90b. dsbrmogmos, Lodmgsmgool oo boffogmo
3o mgmmol 3gobol 30bmbl hmols dmmbmgby-
dob 9g339M G, ol bybhogds, gobbognmtgdom
18960gb0 Lobodsbrmmml 1948 Famol wemagbomyg-
dob 393wga ©d 3Gmbgbhebhgoe megoe dmmogy-
ol ®0390d03 Abgdosb, dogted biyoogdo 33mos
aGOmbommmdgh, bymobom gntoomgdsk s 8dsg396
dmbobmagmdnl gbhmagotmzgbgdols Grgggel, sbomo
B0dgd0l 3odmhgbsls s dmoge odpgbdlb 33emes y3g-
mabmgzol gododbym 3hmondHdy 93909090. bedm-
a3oomadol ogdmomyé mgdgdmob gdhmbomo dosb-
mmgde (dogomome, dbomasdhoymo gomdgdol
0Ebzol dohadd) o & 3o¢hgameonl gomdgdol got-
33000 bomsededg baghomm bipMoml g3gé ggmob.
Lodogngm, O3mMYInEgogmo 3bhmeonbytg-
o0 o bimoogdo obdgblogdoe dxdemdgb bodal
Jgbogbgdo o LBmasmgdtngo dmmbmgbols @o-
bogdeygmaamgdmas. obobo gogomadom medsdo o
dmgdbogmygdo smdmhbbgb: g3emmdgb LoBmasmgdal
0bhgergll, semed nadmbosb 3gobol 3mdobools o36-
dognggol, Grooasb 1339 9930 530em3gd0l ©gdmblg-
06 900bs s OBdbo&zgd0l mggdnm sdmmgoalio-
30l bogotrm Loghggdo (,Lo398mdmm Jobmmgad-
900" o ,,6003-06900%), bFOsgo ©d bogmgdo
©obobotzgdom 3n3omogb, mogl o6 0Brnmeggb o6
3hmaggbonmo 303806 gdol s sk bbgs 3obmbgdnm.
03600,  1940-00b900L  @obsbépmbs @

4 The Film Encyclopedia, 2001
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1950-0060  Fangool  obofyoldo, aoblbognmeg-
dom  0bdgblbogdow  Indezmgds  obimodggool
»0Jb3epehogonto’ bybbgdo, Lognmoto dyoodhm-
600l hadmyomoodgoolzgb dodscrogamo dmmonogds,
G m3gmog doomo bsdeBbgw ydofz0mgdl, sbem-
3086 g0l 0mgdl. 036MEYds 00O FOEOMYdTYmo
30bmbGomgdol Gogbgo, Gm3gmmeg sbomasde-
om0l dmmbmzgbomgdols ©s 0bhgégbol sldoym-
g0mgds Jggdmmom. ,bsdgBmdmm 3obmmgsptgdn,
G m3mgdog 3Gmondeeol doddoml gobogoowbyb,
bogmobom 1mgdbgb 306 sé oy batobbosb, dog-
603 30bmbodmgomgdobmgols Loobhgtgbm ggogm-
dgob.

03039 EGOML 3m3nmotrnmo bpgds ,o6Mo0g-06"
30bmmga@tgdo, GmImgdog dothzggmow 1933 Faml
353mhbs, Hmgbog Mohsto 3mmobadgods boy-
2965080 goblbs 3obhzgmo sdo@abhgdnmo pésng-
-060. 3obo d0Bsbo ogm obgmo 3obmmgagtol 8ggdbs,
boog dmgamo mzobo, doom Jmbol d03339003, 303-
gmbHmmo© 39dmgdobgb s30mdols gntgosl debds-
bogob.*

™30b3gdamad 3gtomedo, 1339 obobgmadnmo
30898900L g3odm (odshgommo - dobgobgdols dmb-
3okrgdol Bhe), sbgmo 3obmmgohtrgdols dmdyme-
oo 0do(Hol o Mogbzo d339mb o 0d6gos. 3
39Momedo domo Mg3ghpgeto 1339, doG0moEdo,
bgamog o6 ogm 9atrgo Fmogdymo mzobydo Jobm-
byéromgdo, obobo, dgodyg obmmgshtrgdols dbges-
bog, Ndghgboc, 9db3muogogon®o gomdgdom bod-
G ommobgb.

1960-006 Femgddo, 3g0bol 3mogdbol gonddgosl-
b ghmee (bedvmmmme, 1968 Fgmb) dmmogy-
©0 30bmogohmtdmool sbogno Bodgdols smgoligdsl
ofygdl o odmyz0gdgm bhnwogdmeb degdtrm-
0080 933909, bdoto, gdbdmyspogonto gogndg-
dobomgol adobobosmgdgmo gmgdgbhgdol godm-
ggbgdom. o3, edmyzogdgmo IFocrdmgdmgdo
30063 g™ bogmagngho 3793omogb ©s gl 3géo-
™o (1960-1970-0560 Fangoo) ggbdammagogogéo go-
Bmb 30390, ,mJbOmb 3géomoae” cmgmygde.

Lobbosbo,  domopmodogo  begbgdo  po3-
6o 3doggdro bpgde. 0dsmgds sbemo dzgzobrg-
b0 (BogomomoE, 3963w gmbEmb grmobols 1963
Fanol gogndo ,bobbemosbo Bowodo®, ,L3mangtol”
(Splatter) §393966:L 7ol boggndggml), dodynmmal
bodbadLb3mnogdEonGo Bogdgdo, bododzmol bobm-
3600l 36033bg9mmzebo goggetmmmydom, dmogho



bdCMa3baad BhMMb dMeAIILAEN « 3N6M3BMEEIMad

o sgdhomeo doamol Lobggdol gedmhgbom, 360d0bs-
& 3dogdbonzghoob 3obmbytemgddo (sl dgo-
960b gomdgoo ,mmEBY” Y ,mgtm hdotes, ggolyy-
Bos! dmgomol dmgomol® (Faster, Pussycat! Kill! Killl,
1965), botrzmboggdol mos dmbdstrgdom, ymggma-
3060 Logobdobomemgdmm oy smBh ol 303bgd0l
Bopmdol gokndy (mzgh 3md3gbol ,oéogo®, The
Trip, 1967): gotrome 0bgéhggds sbomo mgdodogs
(aobboggomtgdom, 1970-006 Femgddo): 3037d0b, do0-
3961900l (Bm2ath 3mMIgbols ,39myéo SbggmmBdy-
00", 1966), 5396356000900l (Blaxploitation), 3cb-
O3 HObe o sby Bxdwa.

1970-00b0 §amgdol bebgmasboddgm gglbdem:y-
ShdEoN® gomdgdsm sbobgmadgb: 130653690
bobgno dotrgbbog® (1972), ,,306©0bggtho ggemadobgm®
(1972), ,,dobobyto bmgzo-gmgde byhboo® (1974),
»30603900 ogzm mzomgde® (1977), ,33306 9000 o-
obo® (1977), 2960 ©gmEgcdHm 3030809309000
dmmmgmbioe® (Cannibal Holocaust, 1980), ondge,
300 dmtol Bg3bgogdom Hobam d&sbol ,30hol be-
mmblbs® (1976) o 3oBmobols ,Logmmbog® (1975).
el domo 1dghgbmds Lodgmbm ggogmdgde om-
3o

6o03-0bg0L  gdshgds  gakge  Fmogdnmo
»3600b307bgde”. sby gFmogdmes  Jobmmgag-
6gol, mImgddog gomdgdol ©gdmblimotrigds
97939000 doomms o ghmo bgsbbo mé dbopg-
g gogndl 89 m0sbgoms. hmamtg Fabo, ohgg-
B90bgb d-3ohgameanl, nutm 3o - 00g ggbdamge-
OoEo6 30bmbnmomgob.

Loobhghgbms, Gm3 EEMS03-0690d0 s gtonbo-
3ombgddo, 9dbdammonogontmsb ghmop, Shzgbyd-
©bgb g3tm3nm gomdgdbog, MmdImadog o3éds-
o 0gdgool dsbobgol bomododgdo dgztow nbf-
69000696 Fob 93g603mo 30693shmatonl. megem
0db3gedogagto gogrdgool 3gxge Fmogdawo,
hmzgh 3meIgbol ©edbobytgoss, Gm3 o3 3obm-
»goHHgdol §6rgmas vyo@hmE0sd 1970-086 Fangd-
do obogo: omgb ¢gbgl ,hgdo 8dgHolgmo dods,
OO0nxzmb Logm 3.-b obhmEod”, Fmmbomtagols
»0067dol mmo®, 396mgol ,50a306Msmom* ©s
bbge.

©6003-06500 8 ghe0b3onbgdo odigs gérmazeem
S hboHYm 30bmgamhatgw boghege, bawag
3oyt gdgamo 0egod 0dol, Mobog HMeogoymo 3o-
Bmomgo@tgdo 396 ob 06 vdmggos. ondges 1970-0sb0

5 CO0O0K, Lost, 2000, p. 257.
6 MATHIJS, Alternative, 2000.

Fangool dofpérnml, ©6ong-0bgdols Gompgbmds
®8bomsb Jgndmgdes. JoBgBo, LofFgoz0l 3080lmsb
96050, 3mmogyool 3dogto 3mbanégbios oym.

dmmoggoo  0bhgbbogmsm  ofygdl  gdbdmye-
0oE060 ggogmdgdols & dbmmme gmg3gbhgdob,
060390 3maohogol godmygbgosbog. odols dege-
momoE  b3omdghgol ,940g003“ (1975) dgodmmgos
dmgoygsbmm. ol Bbgoo gdudamuonegonéo 3obmb
bgérbgol 0yggbgdl, mmmbo dmmognool dogmomo
d0729(hob 306rmdgddo. 83037 ML, denmddobhahg-
dobomgol @edsbobosmgdgmo hggbgool dmmoagogol
3obbobmégngmgdmo, Gmdgmog ghmGOH®IMmO
306ggmo hggbgdobmgal 3obmmygomtrgool dogbods-
760 o Goibab dmogozos, 3mmogndd pho-
03-0bgd03 hotromm. 1975 Famb ,g4d9d0l“ 30rgdogho
»060396beemds” 400-3g 3¢y 3obmmgeh®do dmefym,
1976 Fgmb, ,306307b@H3d“ - ,306 3mbaol® — 961
618830 s 83 Bogbggddo 3bndzbymmgebfomaw
©Ms03- 0bgdog 0ym.®

1980-006 Famgodo go@gmipgddbmmmgogdols dg-
3mbgmoed ggbdemmagogogéo 3obmb IFsérdmgdmgols
0603063900 bofommmdtog  opbedmondo:  sbmo
530emdgd0 306 o306 300gmIsbyhadom 36Egm©g-
do. odge gdbdemyshogon®o 3obmb ,mddmmlb bobs®
a3obgmomos. hHzgbgdol gm®ds 0dpgbsw 3d6033-
Bgemmzeb gmgdgbdl Fomdmowagbl o3 gomm3dgdal
a3bgdgombotgdnl 36migldo, Gm3 vg360 333emg-
3060 3ol gebdbedmgtgm dobsbosmgdmemog 30
mgmol. ©&o0g-0bgd0 © ghoobo3onbgdo meb-
©0mb J€rgds, 3oghed dom saoml 0303900 boge-
dgmm  (hgmgzoBogdo s Lodobom 3obmhggbgdgdo
(0030000 30bghHgodyg, Fgdwga ©obzgody, Blue ray
amG3d(Hom s dby 39dwaa)-

domosbmds adb3emgsgogondo  30bgde-
Omatoggol gobgmom aBols Lognmipm ggomdgdols
333mag3oto ghble domobo gmagl Jmobogpé o
86539060 m39 90Ho3905.5

Tyomaodymao  1960-1970-0060 Famgdo  om-
3mgdo.  Jmobogndo  3dgbhomepo  puém  dgho
»0003760md0m* godmomhggs. dobo Fodyzebo xogy-
6o dmndgbo 3rmonbagmos goomgdol oggadzobs
o Fo6dmgdol ,megbgon®e® dgmmpgdom (gatgom
Foogdgmo ,3060(H085bgmo go@emgds”), 3hmgmgo-
gogmo oM 3ghobgoms s Ggimedomgdom. 83 (o-
3ol doh3g9h0bgol gbebodbsgo dogomomas gomdal
»0g0 o d83d“ (1945) 3trmeonbgbol 3hmagdh 6g-
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b0l doghr odomeggdnmo deFebfFomgon, Gmdamg-
dog gnbol Igooggdmgdol Gmmdo godzmgmydl
3 mbomgobab, o6 gbsbsm gl dmémpo s 30309
g30m30, Joaggdol obobrmml, dom &hoggdwbyb
O Emgdl 30bmmgsh®ol dobsdscmobs ©s ggogn-
dobs hggbgdol &mols Bqbho Jomomgdom, 000
Jg3mbggz0m o6 dmbggotomoysbgb od“.’

»,00b6539006m39“ 3gtommdo 0BMgds boddog-
69 8 130Lxmads 0360 dogmm® mgdgool sbob-
30bob, 83539 O™, 3g@Hos M30madEbmdng&gds @O
30060503 gdbos, Gog bodgyemgosl sdmgsl syoo-
H™E00L, ghmbOmYmi© dmofmbml s obobml
30093 gomadlb. bfmMgo gb mogobgdntgds bogds
bognmam ggomdgdo J3gzol Fobodobhmds. o3 3g-
MomEdo Fodyzebo 53036 1339 S3HmG0-Ggzobm-
600.

mobsdgtmzy 3gtomeo 2000-08b Famagdlbog dm-
03o3l, Mmegbsg hbogds ,bagm gdudmushegondo
30bmb“ 36g00. Brgommydoe gdbdmyshogondo 3obm
36r0beml sdbowp Fobyms, 386 dbmmme oggemo
53mG 30 s d060mOdE, JRGOM ,,0gb359dhodgmytn”
bobg doogm.

gl ggdbdammogogoné 3obmb Lbgowsbbgs be-
boo 3bggoom. dom Jmbol shol BHtopogonmo
36063039000 3o@sgdYmo Bogdgdn, 4y3ges geg-
39b6¢ol opg0m, MmEmb, Mgthm bdotow, mgom-
3o3bmdnghgdol gmgdgbhoom, odohmd, Pdghgboe
3m3g00760  bobosmol.  dogomoms  Fgodamgde
obobgmeogl, 2020 Famol odgéognmo 3m3gooy-
60 3mOMM0 ,3mOmbs Bmddo” - geomgdymos 28
3o, Jsbomop oFomow godmygbgdnmos 1980
Famol gomdol ,,gmebomo 333060l 2mzmbgmo”
3oobdmzobgdgmo brgbgdo s Mgemuto dohmbo-
30l bofyzamgdo. Ggzobmeog s domogeto Mmmols
3g3Lcrnemgdgmog bmdobotgdgmo 0yzbgb ,,mdemb
FmmmBgY, mPdgs, dGbdmAL sbgmoa Hodol Nutm
©oEgdomsE Jga3sbgdnmo 3obmbytsmgdo ©s domo
6oEbzo Loidomo oEos.

03 39(hgamM0slmob sbammb ©asl Jobmbnmsmg-
00, GmImgdog 3ogncgogml Lmogedmdl dmmo-
30©0badb  3oblbgeggdym, ,omdatbohogm® Gg-
ogmmdsl. dom Bgbothnbgdnmo ddgm gmobognto
99b3emnodogen®o  gomdgdobmzgol ©odsbobosmyg-
090 momgdal yzgms gemadgbho Bty dogzgholb
©d ,0389bgmomgdgmmdol” homgmom), mpmbo
dggmo apmndhyzommdol Jgbséhnbgdol 39met

7 QUARLES, Down, 1993, Introduction.

186

obgkbgdghb o bdotow 3ol 0do@dEoomd ©s othmbo-
om 5bo33mgdgb. sbgmem Bgodmmgds dogohboma be-
bgamasbmddnmo s PB8m3me dmIymotrgmo 3mdg-
oo dmdydgbhetro ,dmmsnho” (2008, domzgpo - 18
dognombo Emmoto), ,dgthgzomo Fecdmazooagbl:
»(3100 00078 (Jackass Presents: Bad Grandpa, 2013,
obymdghdogmombosbo domzghom), 3o63dmbo 3mo-
Bols ,,goBogbymols sérswgaqde” (Spring Breakers,
2012, goomgdnmo, bym Gomsg byo domombe).

3gmbg 39600bhL bosghmerm gdbdmmpsgogon®d
30bmb gnfmEgdo. 93 Hodol gogmdgoo bmbdomm-
307600, d0dobmeggb LbnomoBogool, bdodow 0dg-
™mkgdgb dggamo bodndgool Hodbolné dmboggdgdls
©d bghbgdl, 0blgbgdgb s ghmazotop 3ozl do-
039096 g3mdol o dob dobsbosmgdgm o3gbmdgbl,
99b3emedoEonto 30bmb bobom, ogdgs, spe® séols
3603369mmgebo 3pggbgamo - Focdmgdal Fabo, o-
dogmo doyzgho, 306L33mo3g08g Pokol mdds. do-
aomomgools bodgdbgmow Jmél Fobgms o6 ool
bogodrm - obsg HOMBHBMLY o MmMoggbol
»3600b3omlbo” (2007) s Gmodoggbols ,30hgma”
(2010).

obgzg, 9dL3eyspogonme dmgzgé dmablgbog-
096 530gm387dL domBo ddogytro bggbgdol godm, trmd-
mgdoi d0oddnds, Gmambég o3 @Godol 3obmbmgal
©odobobosmgdgmo gmgdgbho, odEd, MogeE Jo-
Bmbg&romgoo, ga3drm bdodow, 93356M0@ dtd 3oLl
3965390m3bgoe.

sbgo gdomgpl bdotow 0dbobytgol gobdst bm-
9L, 3999303000 (2002), dogmomdobs o gogdsno-
1600l bobgthdmogo o y@hommndo bgbgdol go-
dm; 3039 boodo Bmazgd bawgds mgho Jmoekzol
g0m30 ,00383900“ (3063mbo 3mEobol brgbstal
dobggom, 1995), odge, dgaolgdgdo Fobosmdwg-
3md0300: 3obol ,mdéml 3ogmdols GEHML Bmdobo-
300sb mmb-sb2gamgbiol 30bmbobmasmgdal ©e-
20mEmgdsdy ,Stinkers Bad Movie Awards® - yzg-
By 3o g3ogdols Bmdobsgosdo ,Lbodotgbzobm
dmblbgbogds®.

“heogmhg  3bgogm, gl gdbdwgspogogte
gogndgdols  HodoBogool  3Gobgtondgdol hothm
AmGrzggnmos - 3dmmeb d03mgbgool Looyndzgmo
bérgmos Lbgopsbbgs gmadgbio dgodmads gob-
©gb. obg Hobl, ™3 Ergl Hyédobo bdotsw doyy-
690mol 9gdodge ©odm3ogdnmo s NBGm gdo-
»9Ho© 0g3d, HmIgmog 3ohgameodogoobmgol bes-



bdCMa3baad BhMMb dMeAIILAEN « 3N6M3BMEEIMad

0o 30dmbomaastons.

oy 0bgg 3003 gamérgmol, dgbogegmdo dmyzsbogm
Bo0HdOHOL gogoblgbgom, 36306 momgdol dmgmo 83g-
M03pmo 3hmoydeed (o dMedebipm), gdbdemy-
ShdEoNMo  gogndgool goblbodmahgdsdo dmyggde.
dom 939hab, ™3 3mmognds domosh dg3to hod
obfFogme 03 3ohgam®ools 3obmlpéomgdobash ©o
333960308@ 0y4gbgdl sl sm@ohme0slmob yéhmo-
96O mMmO0bsb.

obdg, 2024 Fmol, 83g603gmo dmeo dmkm-

300MY36303() WNOIHOOIM:

6o ,bmobnebgos” (Ggzobméo  Jmbomo 5okzs),
G mdgmog, bobgthdmogo Lobbmosbo bggboms o
Ssgdhpomnéo mgdolb gdbdmmagogool owodhobdom
dgbomdzom, dogmByg pobmmgogds 3msbognt body-
390, ebggFomo goBgemolis s bbgs oér) obdyndo-
70l doymbgoegeE. ©o gb ggogmdo mebsdgptmag 3o-
Bgdsmamogdo biyamaeg 96 3ol godmbsgmoabo.

COOK David, Lost lllusions: American Cinema in the Shadow of Watergate and Vietnam 1970-1979, Berkeley,

2000.

COOK Pam, The Pleasures and Perils of Exploitation Films, In Screening the Past: Memory and Nostalgia in
Cinema By Pam Cook, London and New York: Routledge, 2005.

EPHRAIM Katz (ed), ,Drive-in“ The Film Encyclopedia, 4th ed., New York, 2001 .

HITCHENS Gordon, The Truth, the Whole Truth, and Nothing but the Truth About Exploitation Films, Film

Comment 3.2, 1964.

MATHIJS Ernst, MENDIK Xavier, eds., Alternative Europe; European Exploitation and Underground Cinema

Since 1945, London, 2004.

QUARLES Mike, Down and Dirty: Hollywood’s Exploitation Filmmakerrs and Their Movies, Jefferson, NC, and

London, 1993.

187



INTERNATIONAL JOURNAL OF ARTS AND MEDIA RESEARCHES « 2026 #6 (16)

International Journal of Arts and Media Researches - #6 (16) 2026

https://doi.org/10.52340/ijaamr.2026.6.16.10

Manana Lekborashvili

Keywords: exploitation cinema, Hollywood, drive-in, grindhouse, low-budget film

he word exploitation in relation to films emerg-

es practically at the very first steps of cinema,

although as a term it begins to take shape later
in the 1920s—1930s, when cinema was not only being
advertised but also analyzed and written about in
assessments, reviews, and critical or analytical ar-
ticles.

In general, the word exploitation is common in
film marketing and is used to denote the effort made
to advertise and popularize any type of film. A film
needs the exploitation of a star or star ensemble,
special effects, melodramatic moments, scenes of
violence or sex. In this context, the statement of
American director and historian Mike Quarles—that
exploitation films are not fundamentally different
from other types of films—no longer sounds ironic.

“Any Hollywood film exploits the audience’s
fears or desires; the only difference is that exploita-
tion films do it more directly, without the refinement
that Hollywood products possess. That’s why they
are called exploitation films.” Moreover, they do it
very cheaply (on average, just about $10,000). The
speed and low budget are accompanied by a focus
on taboo subjects, careless plots, poor acting, bad
sound and image, figures instead of characters—and
yet, “the fact that so many of them are entertaining
is nothing short of a miracle.”

This was written about exploitation films of the
1930s, but the features established at that time es-
sentially did not change in later years.

According to the generally accepted definition of
the period, an exploitation film is a motion picture
that, for the sake of quick profit, turns to topics that
are socially relevant or provoke strong public inter-

1 QUARLES, Down and Dirty, 1993, Introduction
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est. As a rule, it contains explicit scenes of sex and
violence, drug use, deliberate nudity, destructive be-
havior, shocking imagery, etc. On the surface, such
films seem to warn society about the consequences
of certain problems or criticize them, but in reali-
ty, the style of shooting, the type of narration, and
the techniques used reveal that these themes are
merely a pretext, employed by the producer solely to
attract audiences (and profit). Genre-wise, exploita-
tion films could be horror (with its many subgenres),
thrillers, detective stories, action or adventure films,
science fiction, crime films, black comedies, and
more.

Thematically, depending on the period, they of-
ten focused on juvenile delinquency, drug use, racial
issues, nannies, bikers, hippies, etc. The low budget
and fast production allowed them to “beat everyone
else” to a topic, lure audiences with shocking scenes
and aggressive advertising, and not only quickly re-
coup expenses but also generate significant profit.

By the 1950s, exploitation cinema was seen not
only as modern, topical, and scandalous but also as
disreputable.

The term exploitation films is not strictly defined.
Such films often fall under umbrella categories like
grindhouse, trash, cult film, or B-movies. But one
thing is clear: to call them a genre is careless. First,
because the term unites films of many different
genres; and second, because its dominant features
lie outside artistic qualities—low budget, fast and
careless production, aggressive and provocative
advertising campaigns that promise more than they
deliver.

Looking chronologically at the development of
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the term and the films themselves, their connection
with social, ideological, and economic changes in
society becomes clear.

Early forms of exploitation films appeared in the
1920s but grew stronger in the 1930s—1940s. The Hays
Code played a paradoxical role in encouraging them.
While Hollywood products became sterile, indepen-
dent producers satisfied the audience’s curiosity
about taboo subjects (childbirth, abortion, homosex-
uality, drug use, etc.). The titles themselves speak
volumes: Cocaine Fiends (0’Connor, 1935), Reefer
Madness (Gasnier, 1936), Assassin of Youth (Clifton,
1937), the famous Mom and Dad (Bodin, 1945). Most
disguised themselves as educational, but this did
not help much—they often reached audiences only
through traveling “roadshow” theaters.

After World War Il, America experienced eco-
nomic revival. Living standards improved, suburban
migration began, and small neighborhood theaters—
which could not afford expensive Hollywood films—
multiplied. The postwar baby boom made audiences
younger.

Hollywood, however, is unable to adapt to these
developments. The business is still cautious even
though a large segment of society no longer con-
siders the Hays Code adequate for the demands of
the time and its influence is weakening, especially
following the Supreme Court’s 1948 ruling and the
rise of dissidents inside Hollywood’s own ranks —
the industry remains cautious. It continues to fo-
cus primarily on films meant for a global audience,
failing to adequately address the fragmentation of
social conformity and the emergence of new nich-
es. The relative boldness of B-movies and a care-
ful response to contemporary social issues (like the
growing quantity of young films) do not change the
overall picture.

On the other hand, independent producers and
studios are working intensively to fill this niche and
satisfy public demand. They have proven to be much
bolder and more flexible. They command public in-
terest and no longer fear the restrictions of the Hays
Commission, as they already possess the venues
necessary for screening films and recovering costs
with a profit (neighborhood theaters and drive-ins).
Unrestricted by trade unions or other limitations,
they function swiftly and at a reduced cost.

2 The Film Encyclopedia, 2001

By the late 1940s and early 1950s, distribution
methods became increasingly exploitative, targeting
young audiences. The number of low-budget films
that can appeal to young people’s needs and inter-
ests is increasing. Neighborhood theaters, which
were experiencing film shortage, eagerly opened
their doors to lower-quality but intriguing films for
the cinema community.

At the same time, drive-in theaters were gaining
popularity. They first appeared in 1933 when Richard
Hollingshead opened the first patented drive-in in
New Jersey. His goal was to create a theater where
the entire family, including children, could comfort-
ably enjoy a movie from their car.?

Due to the aforementioned factors as well as the
increase in the use of automobiles, their numbers
and popularity skyrocketed throughout the postwar
era. By this point, they were mostly supported by
exploitation movies, much like small theaters, and
their repertory had shifted away from so-called
family movies.

In the 1960s, with the abolition of the Hays Code
(finalized in 1968), Hollywood began to compete with
independents, borrowing exploitation elements.
However, independent producers continue to be
more productive, and this period (the 1960s—1970s) is
considered the peak and golden age of exploitation
cinema.

Gore, nudity, drugs, biker films, blaxploitation,
counterculture themes—all flourished. New subge-
nres are born (for example, Herschel Gordon Lew-
is’s 1963 film Blood Feast lays the foundation for
the splatter subgenre); sexually exploitative films
increase with a significant expansion of the bound-
aries of nudity, the appearance of strong and active
female figures in crime thrillers (Russ Meyer’s films
Lorna and Faster, Pussycat! Kill! Kill! (1965)), and
open drug use without any disguise of educational
or upbringing goals (Roger Corman’s The Trip, 1967);
new themes are widely introduced (especially in the
1970s): hippies, bikers (also Roger Corman’s Wild
Angels, 1966), people of color (Blaxploitation), coun-
terculture, etc.

Famous exploitation films of the 1970s include:
The Last House on the Left (1972), Pink Flamingos
(1972), The Texas Chainsaw Massacre (1974), The
Hills Have Eyes (1977), Dawn of the Dead (1977),
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Cannibal Holocaust (1980), Pasolini’s Salo (1975), and
Tinto Brass’s Salon Kitty (1976). Many are now cult
classics.

Drive-ins are joined by so-called grindhouses.
Movie theaters that screened movies constantly
and integrated two feature films into a single ses-
sion were referred to by this term. They typically
screened B-movies, or more accurately, low-budget
exploitation films.

Notably, European pictures, which were far
ahead of American cinema in their audacity in por-
traying banned issues, were screened at drive-ins
and grindhouses alongside exploitation movies.
Alain Resnais’s My American Uncle, Truffaut’s The
Story of Adele H., Schléndorff’s The Tin Drum, Her-
zog’s Fitzcarraldo, and other films were shown to
the varied audiences of these cinemas in the 1970s
owing to Roger Corman, the self-described King of
Exploitation.

Drive-ins and grindhouses became alternative
cultural spaces of sorts where audiences received
what traditional movie theaters could not or would
not give them. By the late 1970s, however, drive-ins
declined due to the oil crisis and Hollywood’s ag-
gressive competition.

Hollywood starts making extensive use of both
the components and the rules of exploitation mov-
ies. One example of this is Spielberg’s Jaws (1975).
It uses the exact techniques of exploitation cinema
but with a larger budget from Hollywood. At the
same time, to implement the screening policy char-
acteristic of blockbusters—which involved covering
as many cinemas as possible for a simultaneous
opening night—Hollywood also included drive-ins.
In 1975, Universal organized the premiere of Jaws in
more than 400 theatres, and in 1976, Paramount re-
leased King Kong in 961 movie theaters, with drive-
ins making up a significant portion of those num-
bers.®

The development of video technologies in the
1980s somewhat compensated exploitation film-
makers for their losses: films are distributed direct-
ly on videocassettes, though their golden age had
passed. The exhibition format is such an important
element in the functioning process of these films

3 COOK, Lost Illusions, 2000, p. 257.
4 MATHIJS, Alternative Europe, 2000
5 QUARLES, Down and Dirty, 1993, Introduction

190

that many researchers even consider it a defining
characteristic. While drive-ins and grindhouses are
gradually disappearing, their place is being taken by
cable television and home movie screenings (initial-
ly on cassettes, then on discs and Blu-ray, etc.).

Overall, cult film researcher Ernest Mathijs di-
vides the path covered by exploitation cinema into
classical and modern phases.’

The 1960s-1970s are considered the watershed.
A higher level of naivety characterizes the classi-
cal era. Its leading figure is the showman produc-
er, with ‘audacious’ methods of shoot planning and
production (also known as guerrilla filmmaking), as
well as provocative marketing and advertising. Kro-
ger Babb, the producer of the 1945 film Mom and
Dad, is a prime example of this kind of marketing.
He hired vagrants to act as street preachers warning
passersby not to see this evil and harmful movie;
at the end of their sermons, they would hand out
leaflets with the exact address of the theatre and
showtimes of the film so they wouldn’t accidentally
end up there.®

In the modern period, intensity and freedom
increase when depicting forbidden themes; at
the same time, there is more self-awareness and
self-reflection, which allows the audience to both
appreciate and mock the picture. This is the exact
quality that becomes necessary to transform these
kinds of works into cult films. In this period, the
leading figure is already the auteur-director.

In the 2000s, the notion of neo-exploitation
emerged. Exploitation never disappeared—it simply
changed form, sometimes becoming more respect-
able.

Today, we encounter exploitation cinema in var-
ious forms. Among them are films shot according to
traditional principles, following all of their compo-
nents, though more often with a hint of self-aware-
ness, which makes them often humorous. As an il-
lustration, consider the 2020 American comedy-hor-
ror Corona Zombies. Shot in 28 days, it largely uti-
lizes dubbed scenes from the 1980 film Hell of the
Living Dead and real news footage snippets. Both
the director and the lead actress were nominated
for a Golden Raspberry Award, although there are
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much more positively reviewed films in this catego-
ry, and their number is quite large.

Close to this category are films offering audienc-
es an alternative reality distinct from Hollywood.
They retain almost all elements characteristic of
classical exploitation films (including low budgets
and a daredevil attitude), though they can no longer
maintain the old naivety and often replace it with
imitation and irony. These include the well-known
and immensely popular comedy mockumentary Bo-
rat (2006, budget of 18 million dollars), Jackass Pres-
ents: Bad Grandpa (2013, budget $15 million), and
Harmony Korine’s Spring Breakers (2012, shot for
just $5 million).

The second variation is what | would refer to as
auteur exploitation cinema. This type of film is nos-
talgic, makes use of stylization, and frequently repli-
cates the technical features and techniques of ear-
lier productions. It recalls and, in a way, pays tribute
to the era and its characteristic phenomenon in the
form of exploitation cinema; however, an important
component is no longer present—namely, the style
of production, the low budget, and the rejection of
stars. Examples are easily found, such as Tarantino
and Rodriguez’s Grindhouse (2007) or Rodriguez’s
Machete (2010).

Additionally, even if the films themselves more
often clearly belong to the art-house genre, they are
often referred to as exploitation because of their in-
tense sequences, which are seen to be a trademark
of this form of filmmaking.
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Such an epithet is often earned by Gaspar Noé’s
Irreversible (2002) due to its lengthy and detailed
scenes of violence and rape; Larry Clark’s film Kids
(based on a screenplay by Harmaony Korine, 1995)
frequently makes the same list, although the eval-
uations are contradictory: from a nomination for the
Cannes Palme d’0Or to a dishonorable mention in
the Worst Film category at the Los Angeles-based
Stinkers Bad Movie Awards.

As we can see, the framework of criteria for
categorizing exploitation films has collapsed in the
modern era, and works can be associated with them
based on completely different elements. It appears
that today the term is often dependent on audience
perception and has become more of an epithet,
which is less helpful for the categorization of films.

If we recall the quote from Mike Quarles’s in-
troduction once again, then almost the entirety of
American film production (and not only) falls under
the definition of exploitation films. This is especially
true since Hollywood has learned a great deal from
this category of films and makes excellent use of it
when interacting with audiences.

Take, for instance, the 2024 American body horror
The Substance (directed by Coralie Fargeat), which,
with its lengthy bloody scene and the cloaking of its
exploitation of a topical theme in didacticism, comes
very close to classical examples, despite its polished
visuals and other art-house accoutrements. And this
film is by no means unique in contemporary cinema.
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