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ovie themes/languages that violated Hay’'s Code

Elegant, poised Madge Evans pays an un- dence, she collects her innermost thoughts, In Hot Saturday (1932) Randolph Scott had rather assertive of her right to have a reward
expected visit to the young man she fancies strikes a sexy come-hither look, then with angrilly denounced fiancee Nancy Carroll for  for the lost reputation she had foolishly held
in Guilty Hands (1931). He tells her, “You seriousness sums up her remarks: “—a clean sexual transgressions about which he had onto for too long.

shouldn't be in my bedroom at three o'clockin  bed for clean people.”
the morning.” She responds, “Oh, bosh. What

difference does it make whether I talk to you in

your bedroom o the sitting room or the kitch-

en...” She gets on his bed, noticing “It’s a clean

bed— She pulls the cover some, and continues
speaking, “—clean pillows, clean linen—.” Alter-
nating sly joy with a sense of moral self-confi-

only then heard rumors. The next morning, he
arrives dejectedly at her home to apologize, un-
intentionally arriving there before she has re-
turned from the night before. She knows that 1% &)

he last saw her after their fight heading for the

home of Cary Grant, and tells him, “The things l OW
you believed about me last night were lies —

but today, they’re true.” She isn’t repentent but

[}
In Gilda (1946), when Rita Hayworth meets her ou l n e s

In The Purchase Price (1932), Barbara Stanwy-
cls offers her homely maid a hundred dollars
to take the maid’s place as a mail-order bride
so that Stanwyck can escape gangsters. The
‘maid remarks, “Gee, with a hundred dollars,
maybe I could get myself a hushand right here
in town... Then I would sort of have a chance
to try the goods before I bought it.” Stanwyclk
and the maid share a laugh that communicates
that women enjoy avance Kiiowledge of ren’s
sexual prowess.

old boyfriend Glenn Ford working for Hay-

worth’s husband, Ford explains how he came :

to have this particular employer: “I was down l e an
and out. He picked me up, put me on my feet.”

Gilda (Hayworth) states, “Now isn’t that an

amazing coincidence, Johnny. That's practical-

“Alley cat” is the term Wallace Beery uses to
ly the story of my life.

refers to Jean Harlow when he says he'll throw
her out should he ever discover she has been
philandering.

In Flying Devilg (1938),Stu Erwin and a very
young woman playakissing game,with he
ot letting logse of a liquor bottle he has inhis
hand. He calls her “jail bait” as an affectionate
nickname. Given her age and his apparent
intentions, it’s not unreasonable that he think
of her in those terms.

Unashamed (1938)has a father visiting his
unmarried@aughter (Helen Twelgetrees)one
morning and finding her and her boyfriend in
pajamas and seeing other signs that the two
spent the night together in bed. The father
accepts this.

In Midnight Mary (1933), exjailbird Loretta
Young gives a speech to Franchot Tone that

“I thought I could trim you and get away with
it. Now the idiot [Tone] wants to marry me. Is
that a laugh? Now I can’t even tell you that you
don’t have to marry me, why you'd lose your
high ideal of me. Well, listen, sweetheart, mar-
riage is too high a price to pay for a bankroll
like yours. I'd last just about a weelk, then I'd
brain you and run back to a real man.”

1In Behind Office Doors (1931) Mary Astor
castigates herself for her virginity, for having George Cukor
kept herself pure for one man (one ultimately

unappreciative) as worthy suitors were turned
away. She asks what what good it did, and now
seeks someone to take it.

In Dinner at Eight (1933), Wallace Beery’s character, Dan Packard, delivers the line to his wife,
Kitty Packard (played by Jean Harlow), during a heated argument. This line underscores Pack-
ard’s brutish, domineering personality and reflects the film’s sharp, witty dialogue, which was

The Dinner at Eight (1933) a hallmarik of Pre-Code Hollywood. Jean Harlow’s character, with her sassy and unapologetic

demeanor, perfectly counters Beery’s bluster, making their scenes together memorable.
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The avant-gardists who actively rebeled against censorship

But Breen’s reviewers reserved their
strongest criticism for the ongoing dialogue
that suggested a sexual relationship between
the two lead characters, Jeff and Lisa. They
objected to the display of sexy lingerie that
accompanied Lisa’s decision to spend the night
with Jeff, and would have been much happier if
she had decided to stay over “merely because of
the mystery that had arisen at this point in the
story”—not with any hanky-
For all the objections levied at the script,
one element that escaped the censors was the
central fact of voyeurism, even though that
had been a hot-button issue for the Breen office
ever since the inception of the Code.

Hitchcock teamed with Luigi Luraschi,
Paramount’s liaison with the Breen office, to
formulate a plan for dealing with the Code
objections. As a first step, the two men invited
Code officials to visit Paramount and view the

proud of the indoor set, which depicted the
rear of a five-story Greenwich Village apart-
‘ment complex with thirty-one units, twelve of
which were fully furnished. To get the height
required for the apartment building and the
Manhattan skyline behind it, workers had to
cut the first floor out of a warehouse on the
Paramount lot and dig so far below the surface
that they actually struck water. At the time,

it was the largest set ever constructed on the
Paramount lot.

“Hitchcock invited Code officials to the set
prior to filming to show them that everything
happening in the apartments across the court-
yard, including the dancing of the sexy Miss
Torso and the assault on Miss Lonelyhearts,
would be shot from the viewpoint of a man in a
wheelchair looking out of his apartment win-
dow, not with salacious close-ups. An under-
standing of the perspective this somewhat dis-

everybody, has some primary sensibility,
a verbal or literary sensibility, or a visual
one. I was so entranced with visual modern
art-paintings, photography, anything
visual-that it carried over, of course, in
film. When I see a Peterson or a Noren
or an Anger film, I am transfixed; I get
acute sensual, sensuous pleasure from it, a
pleasure I want others to feel as well. That's
why I showed those films.

We had at Cinema 16—and this was
a direct result of what I wanted Cinema
16 to be—two different audiences, at least
two. We had an audience that preferred
documentary and nonfiction, social and
political films, realistic films; and we had
an audience that preferred avant-garde and
experimental films. There were instances
where the documentary group would say to
me, “What the hell are you showing these
avant-garde films for! Obviously they’re
frauds.” “Fraud” was an important word,
like “It gives me a headache!” On the other
hand, the avant-gardists were saying,
“What the hell are you showing these
documentary films for? They're hackneyed;

even when they're interested. May P'm
exaggerating: maybe it's half a minute or
two minutes. If you've got a film that goes
on for 15, 30, 50 minutes ... or an hour and
a half, there’s a kind of domination of the
film-maker over the audience. Secondly, in
other art forms-literature and painting for
example-not only has modernist work been
known and accepted for a long time, but in
fact modernism has been dominant; we call
it serious literature or serious art. This is
not true of film; in film you have the total

of , and
was not, is not, in the twentieth century.
But don’t think for a moment that

because the majority of members said in
our polls that they didn’t want to see avant-
garde films, that I stopped showing them. T
used the polls just to get a feeling of where
people were.

The mural on the wall of The Needle Trades Auditorium

Rear Window set firsthand. tant observer would lend to the filming helped realism doesn’t exist...”  was in the
Hitchcock and the studio were justifiably to reduce the worries of the Code reviewers, middle. For me the films all had a common
i they created a di i
the status quo. The murals were finished in 1940 by Ernest Fiene. They depict the up of all the injustices and i ibly poor in which workers
) conditions of sweat shop, home work, and child labor and memorialize  at that time suffered.
I'm often surprised by the way in which people the Triangle Shirtwaist Fire. The imagery honors immigrants and the
o P ywrmr who are savvy about contemporary art, poetry, 5 needle trades taught at the school. Enlightenment triumphs over
i s P Bimers bk by and music are still not able to accept parallel greed through the good works of government, education, and unions.
‘Amos Vogel with minicssays on over developments in film. In this sense there seems The panel symbolizes disorganized society being channeled by enlight-
to be a gap between film and the other arts enment with a background that shows old Castle Garden, and immi-
. o grants entering from there into New York City after fleeing the racial
Well, I'll give you one reason. When you and oppressions of Europe. The central background shows the old New
look at a very advanced kind of modernist York skyline where now the Custom House stands, and in the farther
painting, you can decide whether you want distance appears a rosy light of a future skyline. In the foreground from
tollook foxlaneminute/orfor half an hour, right to left are seen sweat shops, home work and child labor conditions.
(1) Married couple or just turn away. With film you're a captive. Sinisterly hovering over this group is a great green figure symbolizing
& The abstract or surrealist film that ‘Greed.’ A large figure to the left, representing enlightenment points
(&) s oneyhearts someone has made cannot be conveyed to with his right hand to a group representing the 1911 Triangle Shirt-
D SR) you in an instant. An instant is as much waist Fire, a terrible event which seemed the culmination and summing
time as some people look at modern art,
72 Y2/ w P23
The Code // Alfred Hitchcock Unbound The Avant-Gardists // Cinema 16 Unbound
They were just marvelous for me. Wy
iro yeur. Y because a 1t
Whatever reason, you've stil haen paid. Of taraea
tong o sudence.
individual tckets, and we had programs  Playhouse? artists b majority ot they
‘where we had to furn hundreds of people histicated “They couldns
o general public tune when long lines began to form so that Saray. Bt you could oin the night of the Very briefly. We grew too fust. Why
hole,folowea: paper 1a o have “who wanted to
for the cen- thebra. s e heginal s Tor 16 dio
a S v pertormances & placs called the Gentral Needle Trades Surprised by th well known people who
sor’ “He  ihe director By leaving by so st that e time of Payeho’ release, it was not unom the il Titarted showing films in 1947 and ‘Auditoriam,  huge place: 1600 22y to me, "&b, C.
R 2 hea h et s o dorn.t T irvras where has i gone- and this and would be o say that 1s by far the most
ito ther it Hitohoock pulled the camera up and back to e e G 595 mill the very end, in 1963 A nice seats, mural " absor or
andsay, Snal print.” e Only Ben Hur,the , but the only way we could tho wall Irom WPA daya . Wo had two  There's
. R , Hitonoook e 1  aiavetter, By
Tsk tsk. All right. I'll take that out, = B 2 . onesor i e e = ] = i
. . s b, St ineads o ot puting & profit nto our pockets caching flm, a reactionary. Hollywood
but you've got to give me this. e 5 insisted that "usone - BUT NO ONE - will be . Payoho's popularity helped to brin i four e tyiner st e amthe ; ¢
Show toflts. In Payoh s poi - pay slaries. We never had any probleras »
o H » ] 04056 the flms. in erm of siyle, The most intesesting and
5 . important svant garde flms are procisely
es saying. hrough ight and a this decree. cinematography; and Joseph Hurley Robert i Needl ug o explor
Hitehoook A s, Clatworthy, and G blackcand: ot a
ip toL ho ol = a or N ultimataly, Marci ‘re the
tho poephol y acguing b . Thres of tormed Tewas Hitehe and s renta.
Mart "The Not only did i empty sent ce £ yoar: Gne o the crtteria { use when L lool at lms
o Bockmnan,fo & a the Par ‘nd write my notes i unprecictability. It
roblem. Manhatian. Wo a Teansay.
irmediately They saa, “Thia should be booked the Murray HillTheater and the » F;
unionised” and L was i favor T've always Paris for 1 o' ; i Fhad hoped that
oen i favor, o unions. 1 said OK, despite b
but Richter i, because the disteibutor was & with them, T would develop more oleranco
Necdle Trades i ™
7 Auditorium him. One day ot only within certain
i g in n . the very st Gian, Bt i
in the end pecially “Tgota
Sl books t he theater, We hired ushers, 00k place at the Fifth Avenu Playhouse, Sl and Richier and 1 Iooking st it They said
o got pad $2 an atsoan friends. Ho Tioved hi iihen, gre n
in hose days. Very il Dreaine Tt
very minimal operation. 1t was al Money Gan Buy. garde was very exciting, When 1 s “The main reason why I personally
detormined by the yoarly budgot: in some
y s Twas very beliove
cted. 1 how it cultire, and mayi

Mﬁ " m

i B of Fot (1990 by Jown Gt Geograpyarthe Body (1649 by Wil M A Momast i Low (1057 by ey Clake s (1953) vy Kot Ao Chrismas n Barih (1962) by Basbra Fabin koo Man (1089 by Grogory Mskopoutos

Exlesof movies shiws by s 10t vieaed heHay's o Examples of hown b

Examplos of movios distributed by Tho FAC that violated the Hay's Codo

The Avart-Gardiss /1 The Fim Mokers Coorprative Unbound




omen activists/poets who spoke up about body liberation

THE FEMINIST REVOLT:
THE EMERGENCE OF THE NEW ‘
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TWENTIETH CENTURY n <
Slders
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Sex clearly differentiated the roles between
‘men and women of America at the beginning of
the twentieth century. Men were expected to be
strong and aggressive, ambitious and capable—
especially in the business world. Women were
considered weak and dependent, and whereas
the male had a philosophical mind, the female
was emotional, illogical, and forced to rely
upon her “woman’s intuition” in malin;
judgments. Nevertheless the Victorian woman
considered herself “the equal of man” and
possibly his superior “in her purity, goodness,
and morality” (Goldman, 1910:214; Riegel,
1970:222). From birth she was destined to
become a full-time wife and mother. Her
domain was the home, and there she cultivated
domesticity and found contentment, serving
her husband and repaying their social obliga-
tions. Satisfied with the “separate but equal”
sphere, she obeyed her husband and refused to
be come embroiled in political turbulence,
recognizing “that social peace and the welfare

of the human race depended upon woman’s
staying home, having children, and keeping
out of politics” (Sinclair, 1965: 22). Indeed, for
the Victorian woman, “Marriage was her trade
and motherhood her duty” (Sinclair,
1965:169). Everyone knew it and most accept-
ed it, but the emergence of the New Woman
brought a change in feminine attitudes and
roles.The feminist revolt was not new to the
twentieth century. Throughout the 1800s there
were individuals, both men and women, who
thought the “sentimental vision of Home and
Mother” (Kraditor, 1965:15-16) an inadequate
expression of woman'’s greatest potential. They
deeply deplored the fact that a woman’
vocation was determined by her sex rather
than by her own individual capabilities and
h % o
woman and the home” (Kraditor, 1965:96),
refusing to recognize a dichotomy which
confined women in the home while allowing
men the freedom of the world. “Sex has been

of

made to dominate the whole human world,”
concluded Charlotte Perkins Gilman, “—all the
main avenues of life marked ‘male’, and the
female left to be a female, and nothing else”
(Gilman, 1966:5 3). “So utterly has the status
of woman been accepted as a sexual one,” she
added, “that it has remained for the woman’s
movement of the nineteenth century to devote
much contention to the claim that women are
persons! That women are persons as well as
females, —an unheard of proposition!” (Gilman,
1966:49). The time was past for belaboring the
obvious. The feminist revolt had entered a new
stage.For all of its ambitions in the previous
century, the woman’s movement had fallen far
short of its goals. Still the 1900s brought new
hope that change might be near. The momen-
tum of nearly a hundred years and an increas-
ing interest in the question of woman’s suf-
frage were promising signs. Of even greater
importance were the growing forces of indus-
trialization and urbanization, both of which

Y00

“as a trump card in the game of life” (Goldman,
1910:276).Feminists agreed that the unique-
ness of their position was attributable to their
sex, but their opinions varied signi ficantly on
the nature of human sexuality and sexual
moral ity. The more traditional accepted the
mores of their Victor ian culture, condemning
the more blatant hypocrisies of the double
standard but comfortable in their own “puri-
tanism.” Mrs. Gilman acknowledged the
inherent value of chastity and bewailed the
“over-sexed” woman whose “excessive indul-
gence in sex-waste has imperiled the life of the

conson £%ame

race” (Gilman quoted in Drinnon, 1961:158).
The “sex union is intended primarily for
parentage,” she explained, “and. . . we today
are d and gross] i ” (@il

the

ever the viewpoint, either with dismay or
rejoicing, the female intellectual had to face an
impending sexual revolution. More than a few
were eager to hasten its arrival.Like their male
counterparts, the feminist intellectuals were
tremendously influenced by the latest develop-
ments in psychology. From England, “Have-
lock Ellis stressed the desirability of sex

ion as a normal part of a well balanced

man quoted in Degler, “Introduction” to
Gilman, 1966:xvi). At the opposite extreme,
Emma Goldman maintained that the “tragedy
of the self-supporting or economically free
woman does not lie in too many, but in too few
[sexual] experiences” (Goldman quoted in
Drinnon, 1961:153). The institution of mar-
riage she abhorred and argued “the impossil
ity of love that is forced and not free” (Gold-
man, 1970:129). “[B] inding people for life was
wrong,” she declared. “The constant proximity
in the same house, the same room, the same
bed, revolted me” (Goldman, 1970: 36). What-

life for either man or woman, and helped
greatly the growing revolt against the older
idea that sex was generally wicked except to
produce children.” And from the Continent
came an even more influential voice. Sigmund
Freud was particularly persuasive “in stress-
ing the importance of sex in human emotions
and behavior, and in inspiring people to talk
more freely of sex.” His emphasis on the
legitimacy of human sexuality was so import-
ant to the feminists that it clearly overshad-
owed and probably blinded them to his own
traditional views “of male superiority and
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activity, and of female inferiority and passivi-
ty” (Riegel, 1970:28/-288). This “strongly
counter-revolutionary attitude” was noted
later, and a common charge of women’s libera-
tion today is that Freud failed women by

ing “in female sexual a
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panacea for what were substantial symp toms
of social unrest within an oppressive culture”
(Millett, 1970:178-179). The earlier feminists
recognized the oppressive culture, but in
finding relief from “the harmful effects of
repression,” viewed Freud “as a valuable ally i
the fight for sexual emancipation” (Smith,
1970:242) rather than as an antagonist and
male chauvinist.The feminists were incensed,
however, by the male’s “ridiculously superior
airs of patronage towards the female sex. .
(Goldman, 1910:226). What was particularly
rankling was the double standard in sexual
behavior. “Society con siders the sex experi-
ence of a man as attributes of his general
development,” noted Emma Goldman, “while

n

similar in the life of a woman are
looked upon as a terrible calamity, a loss of
honor and of all that is good and noble ina
human being” (Goldman, 1910:191-192). “We
have long ago taken it as a self-evident fact that
the boy may follow the call of the wild; that is
to say, that the boy may, as soon as his sex
nature asserts itself, satisfy that nature; but
our moralists are scandalized at the very
thought that the nature of a girl should assert
itself” (Goldman, 1910: 190-191). As an outspo-
ken proponent for free love, Emma was partic-
ularly indignant. “Can there be anything more
outrageous,” she asked, “than the idea that a
healthy, grown woman, full of life and passion,
must deny nature’s demand, must subdue her
most intense craving, undermine her health
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and break her spirit, must stunt her vision, ab
stain from the depth and glory of sex experi-
ence until a ‘good’ man comes along to take her
unto himself as a wife?” (Goldman, 1910:23).
Clearly women were the “Victims of Mo-
rality” (Gold man, 1970:478). The Victorian
male divided “women into two classes—those
who must be respected, and those who need not
be”—and he satisfied “his affections through
the former and his desires through the latter”
(Hale, 1914: 257-258). In the factories “the
poor wage workers were looked upon by their
foremen and bosses as sexual commodities. If
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Cook my food, my children’s and that of my farmhands.
Wash the dishes. Empty the water. Keep the house
clean. Make the fire, bake the bread, make the jam,
pickles, candles and soap. Spin, weave and dye all the
stuffs needed for our clothing, and make the clothes.
Knit the family stockings. Don't forget to sew the buttons
on. Keep the scraps for the pigs. Run the dairy and feed
the chickens. Keep the egg money if you like—you can
buy the groceries with it. Teach the children their letters.
See that they go clean to church and school. Nurse me . - L
o oman o e when | am ill, and always greet me with a fresh, smiling e § 7 T
e et s et e face when | come home after my hard day’s work in the i Voo s oo e vty e toion, bt ot f o iy !
T s e e fields. Obey me in all things. Did | forget to mention that W e e e e e e T
e Ersco o e I shall need an extra hand at harvest time? Of course if oy e b ol e mors s b b it soraien T
ot : e e Do v e onees e e
Gl young oz ,‘ i D0t o of . | can afford to keep help enough indoors as well as out, @ o s e o o et = Dirsry Tho homa, _ Eonking . i et ey weit e e o ot s S s
e T T Ty you won't have to do all these things yourself; you will CepmeET e ) et e S e e i e T ot e s
e e rinr® T et eyt do some, and superivse all the others. Do this for me SR R e b T i G e e “ el T e e e T
Bt ety o5 & (I am glad fo see you are a strong worker) and | will Ee e e S o et e o i Ao
o 1084116105150 AN ot Bl cherish you-and support you for life!” (Hale, 1914: 38- b e s i e comsio s woman v stort”
” 20). -
> i ot ul trom the sky z Atvoo bird loaps on the back of the wind S wrting, My L had stood—a Loaded
H e e G
e T DG o b a dips s wing & e o in that Amberst pantey whils the jellics
5 dvink eolon e strangil romthe 2 i the si: e TR T e
o o o o Buta bird that stalks down his narrow cage can seldom soe through his bars g e
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[0X AT o that sprunglidded, sl commodious Do ridens, duioe loguens,
Their Swords in o i s Bird Sings o et oy e
Their Hands To oot o vk s s st e et trebebreuss .
e e e o of Boadices beneath fiat oxos heads When to herIute Coriana sings
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through holes in the two sacred mounds

neither words nor music are her own;

s and orchids.
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When They Were
Warriors

She s A Houss of Unlocking // Audrey Lorde

spreading out through nights laughter
and promise a dark heat warming what-
ever I touch that is living consuming

only
what i already dead.

But a caged bird stands on the grave of dreams
his shadow shouts on a nightmare soream

his wings are clipped and his feet are tied

50 he opens his throat to sing.

‘The caged bird sings
with a fearful trill

of things unknown
but longed for still

sings of freedom.

like Furies cornered from their prey:
The argument ad feminam, all the old

knives
that have rusted in my back, I drive in
yours,

‘ma semblable, ma soeur!

4.

Knowing themselves too well in one
another:

their gifts no pure fruition, but a thorn,
the prick filed sharp against a hint of

Reading while waiting.
for the iron to heat,

adjusted in reflections of an eye.
Poised, trembling and unsatisfied, be-
for

re
an unlocked door, that cage of cages,
tell us, you bird, you tragical machine—
is this fertilisante douleur? Pinned

down
by love, for you the only natural action,
are you edged more keen

to prise the secrets of the vault? has
Nature shown

her household books to you, daughter-
indaw,

that her sons never saw?

-



