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TERMS & CONDITIONS

Images of almost every item listed here can be found on 
our website at walter�lm.com. In a number of cases 
more detailed descriptions are also available online.

Everything offered is subject to prior sale. Any item can 
be returned for any reason; noti�cation of return must 
be made within ten days of of receipt and received back 
by us in the same condition as when it was sent.

All California residents must pay a state sales tax of 
9.5%.

If an item is prepaid, shipping is free within the U.S. and 
Canada. Overseas orders will be shipped at cost. We 
typically ship via FedEx Ground and USPS Priority 
Mail. Payment can be made by credit card (Visa, 
Mastercard, American Express and Discover), PayPal, 
money order or wire transfer.

Institutions and libraries can be billed as needed. 
Reciprocal courtesies are extended to fellow dealers.

We are available to to show our inventory on an 
appointment basis.

Catalog written by Walter Reuben, Woolsey Ackerman 
and C. Jerry Kutner. Photography by Peter Struve. 
Catalog design and layout by Sean Butay.

Walter Reuben, Inc.
8149 Santa Monica Blvd #492

West Hollywood CA 90046-4912
323.422.1564 | walterfilm.com

walter@walterfilm.com



For additional information about an item, and to see all 
of the images mentioned in its description, please visit 
walter�lm.com or contact us directly at 323.422.1564 
or at walter@walter�lm.com.
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1. Dashiell Hammett (screenwriter, source)
             THIN MAN SEQUEL (Sep 17, 1935) Film script

[Culver City, CA]: MGM, 1935. Vintage original �lm script, quarto, mimeograph. Light blue titled wrappers, 
with the white MGM studio label present, holograph pencil notation of Hammett’s name (secretarial), 
rubber-stamped COMPLETE, dated September 17, 1935, with a single credit for Hammett. 115 leaves, 
mimeograph duplication. Pages and wrapper very good+, bound with two gold brads. In a custom 
clamshell box. With a single holograph correction by Hammett, and letter of provenance from Hammett’s 
daughter Josephine Hammett Marshall regarding the discovery of the treatment in the family’s estate.

An extremely scarce mimeographed script treatment by Dashiell Hammett for what became the �rst 
Thin Man sequel �lm, After the Thin Man. This script was eventually published by Mysterious Press in 
2012 under the title Return of the Thin Man.

The �rst “Thin Man” �lm, released in 1934 and based on Hammett’s novel, was a smash hit and is today 
a key �lm in the American screwball comedy cycle. Five sequels were made between 1936 and 1947 (all 
starring the original acting team of William Powell and Myrna Loy), and this previously unknown 
attempt at a sequel by Hammett was clearly commissioned by MGM but never produced, making this 
script an entire unpublished Hammett work. The story is a completely original one, never reworked for 
the other �lms, very much written in Hammett’s trademark style and reading a bit more like a story 
treatment (i.e., a novel) than a �nal screenplay, which is likely as far as the story got on the road to 
production. 

Differences Between Hammett’s Sep. 17, 1935, Screen Treatment and its Published Version

As previously noted, Hammett’s treatment—the actual mystery plot—begins after approximately 15 
minutes of introductory comedy material written by Hackett and Goodrich. According to Hammett’s 
granddaughter, Julie M. Rivett, the published version of Hammett’s Thin Man Sequel/After the Thin Man 
incorporates the Hackett and Goodrich material “according to his own instructions.” Thus, the �rst 10 
pages of the published version is all Hackett and Goodrich, not from the movie, but from their �rst 
“temporary screenplay” dated April 29, 1935, to wit, Nick and Nora’s return to San Francisco from New 
York via train; reporters and acquaintances meeting Nick and Nora at the train station; a scene with 
Asta, Mrs. Asta and her puppies; and Nick and Nora’s arrival home as unrecognized guests at their own 
surprise party.

Thereafter, the published version is word-for-word identical to Hammett’s September 17, 1935 screen 
treatment, beginning with the murder of Pedro the gardener, and ending after the revelation of the 
murderer with Lum Kee, one of the owners of the Li-Chee nightclub, standing in a puddle left by the 
urinating Asta. 

$27,500.00
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2. Ian Fleming (source)
             THE SPY WHO LOVED ME (1976) Film script

London: Eon Productions, 1976. Vintage original �lm script, quarto, die cut wrappers with title showing 
through from title page, 133 pp., with a revised version of page 133 on pink paper laid in. The name 
“Desmond Llewellyn” in ink on front wrapper. Laid-in page with marginal tear, otherwise just about �ne. 

Desmond Llewellyn’s script for this James Bond �lm. He is remembered for having played the role of 
“Q” in 17 James Bond �lms between 1963 and 1999. The title page notes this as a “Revised Final 
Shooting Script", and dated August 23, 1976. Script is sold with a letter of provenance from Claire 
Llewelyn, the actor’s daughter-in-law. 

Directed by Lewis Gilbert (Al�e, You Only Live Twice), The Spy Who Loved Me was the tenth �lm in the 
James Bond franchise produced by Albert Broccoli, and the third in the series to star Roger Moore as 
secret agent James Bond. It was the most �nancially successful of the Bond �lms produced to date, 
and is generally considered to be the �nest of the seven �lms that starred Moore as Bond.

The shooting script and the �lm (which follows it quite closely) begin with a series of parallel scenes. 
First, a British submarine is “abducted", causing concern at the British High Command. Then, a Soviet 
submarine is “abducted", causing the Soviet High Command to send an alert to Agent Triple X, Anya 
Amasova, whom we �rst see in bed in Austria with a handsome young man. Then the British send an 
alert to their Agent 007, James Bond, whom we �rst see in bed in Austria with an attractive young 
woman. This leads to the story’s �rst big action sequence, a downhill ski chase in Austria with Bond 
pursued by enemy agents. He kills several of them, including one who turns out to be the boyfriend of 
Anya, setting up a motive for her to kill Bond after their joint mission—the main part of the �lm—to �nd 
and eliminate the abductor of the submarines is completed. Will she or won’t she?

The only differences between this script and the completed �lm are minimal. Signi�cantly, almost none 
of the clever dialogue written for our two main spy characters is changed. Some scenes have been 
reordered. In the screenplay, Bond’s �rst scene in Egypt comes before the �rst scene introducing the 
villains, Stromberg and Jaws. In the movie it comes afterwards. In Stromberg’s �rst scene, he banters 
with the two scientists who created the system he uses to track submarines and pays them for their 
services before they leave his underwater headquarters via helicopter. The movie adds a coda, not in 
the screenplay, where he pushes a button that blows up the scientists’ helicopter.

By 1977, the Bond �lm formula was �rmly established, and this Wood/Maibaum shooting script hits all 
the expected beats. There are beautiful women, exotic locations, car/boat/helicopter chases, �st�ghts, 
gun�ghts, fancy gadgets, a villain who wants to conquer the world, and his technologically elaborate 
lair. The added elements—the Soviet agent love interest, and the monstrous henchman Jaws—are what 
distinguish The Spy Who Loved Me from the other Bond �lms of this era and what make it one of the very 
best of the post-Sean Connery, pre-Daniel Craig Bonds.
 

$3,500.00
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3. DONALD CAMMELL, DENNIS HOPPER, ALEJANDRO JODOROWSKY 
            & KENNETH ANGER (1970) Photo by Miriam Gibril

London: Myriam Gibril, 1970. Vintage original 8 ½ x 
11" (22 x 28 cm.) black-and-white double weight 
print still photo. With holograph inscription on 
verso identifying the subjects in the hand of 
photographer Miriam Gibril. Fine.

An unusual group portrait of four important 
�gures in �lm—Donald Cammell (whose 
co-directed Performance, after a two-year delay, 
�nally got released in 1970), Dennis Hopper 
(whose Easy Rider made an enormous impact in 
1969), Alejandro Jodorowsky (whose El Topo was 
also released in 1970) and Kenneth Anger (who 
featured Cammell in his �lm Lucifer Rising in the 
role of Osiris).

Photographer Miriam Gibril was, for a long time, 
romantically linked to Cammell. She had a 
successful career as a model, and also took some 
very noteworthy photographs of London’s 
burgeoning arts scene. She also appeared in 
Anger’s Lucifer Rising as Isis.

$1,250.00
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[New York]: Simon and Schuster, [1981]. Vintage original 33 x 21" (84 x 54 cm.) bookstore poster, conserved 
on linen, just about �ne.

Wild poster art by Rod Dyer. This poster was sent to bookstores to promote Cameron Crowe’s 1981 
book, which was already in the process of being adapted to �lm, here being promoted as an upcoming 
�lm. The �lm is adapted from a book Crowe wrote after a year spent at Clairemont High School in San 
Diego, California. He went undercover to do research for his 1981 book Fast Times at Ridgemont High: A 
True Story, about his observations of the high school and the students he befriended there. Amy 
Heckerling’s adaptation is now a classic of ’80s American �lm. It was added to the National Film 
Registry in 2005.

$1,500.00

4. FAST TIMES AT RIDGEMONT HIGH [1981] Bookstore poster
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5. Alice Walker (source)
             THE COLOR PURPLE (1985) Script archive

[Hollywood]: Amblin Entertainment, 1985. Set of three (3) vintage original �lm scripts, quarto, all under 
working title Moon Song.

- Revised Second Draft, April 12, 1985. Printed Amblin wrappers, brad bound, 156 pp., with 2 pp. marked ALTER-
NATE SCENE on blue paper bound after p. 132. Red watermarks throughout. Near �ne.

- Third Draft, April 26, 1985. Printed Amblin wrappers, brad bound, 159 pp. Light spotting to wrappers. Red 
watermarks throughout. Near �ne.

- Third Draft Revised, May 31, 1985. Lacks front wrapper, brad bound, title page is loose but present, 149 pp. A 
few pages of later revisions on yellow paper are included. Laid-in loosely are two crew lists, one 16 pp. list dated 
8/15/85 and another FINAL STAFF & CREW LIST, 16 pp., 8/17/85, the latter with a vertical crease. Overall near �ne.

Alice Walker’s The Color Purple, published in 1982, was the �rst work of �ction by an African-
American woman to win the Pulitzer Prize. Walker’s story of a black girl growing up in the Deep South 
in the early 1900s garnered almost universal critical acclaim, and before long, �lm rights to the book 
were purchased by executive producers Jon Peters and Peter Guber who hired black composer and 
music impresario Quincy Jones to produce the movie. Jones, in turn, hired Steven Spielberg, fresh off 
the critical and popular success of E.T. the Extra-Terrestrial, to direct it.

The Color Purple was a landmark �lm in many respects, one of the most ambitious and successful 
movies about African Americans made up to that time, with a nearly all-Black cast and, pursuant to a 
contract stipulation with author Alice Walker, a 50% Black production team. The �lm was also radical 
for its time in the way it dealt with LGBTQ themes, speci�cally, the romance between Celie, the protag-
onist, and the black female blues singer, Shug Avery. It marked the feature acting debuts of Whoopi 
Goldberg as Celie and Oprah Winfrey as So�a.

It was a landmark �lm for director Spielberg as well, his �rst serious non-genre movie or, as Spielberg 
himself put it, his �rst “adult” �lm. However, it is very much a Spielberg movie in the way it foregrounds 
one of his principal thematic obsessions, the separation of children from their families—a motif we see 
in �lms as varied as Close Encounters of the Third Kind (child abducted by aliens), Empire of the Sun 
(child separated from his parents by war), and Catch Me If You Can (teen son separated from his 
parents by divorce). Less obviously, it deals with another major Spielberg theme, the acceptance of the 
Other (see E.T.).

The screenwriter Menno Meyjes was born in the Netherlands in 1954. The Color Purple was his feature 
debut, his only previous writing credit being for an episode of the Spielberg-produced television series 
Amazing Stories, “The Mission,” directed by Spielberg himself.

The Color Purple was a particularly brutal coming-of-age story, beginning with the impregnation of a 
14-year-old Black girl by her father, who then gives her away as a wife to the cruel and bullying “Mister.” 
It’s a story of self-realization over a period of decades, with the protagonist Celie �nally gaining the 
strength, with the help of Shug Avery and other Black women, to break away from “Mister” and create a 
life for herself, reuniting with her sister and the children that were taken from her at the story’s conclu-
sion. What makes Walker’s novel particularly challenging to a would-be adapter is that it is written 
entirely in the form of letters—at �rst, from Celie to God, later, from Celie’s sister Nettie in Africa to 
Celie, and from Celie to Nettie. 

(cont. p. 16)
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(cont. from p. 14)

Revised Second Draft Screenplay 

The �rst big difference one notices between the 
4/12/85 screenplay draft and The Color Purple 
movie is that the movie begins with a sequence of 
young Celie and her sister Nettie happily running 
through a �eld of purple �owers. This scene is not 
in the 4/12/85 draft, which starts directly with the 
scene of 14-year-old Celie in a darkened room 
giving birth.

The title on this draft is Moon Song. 
According to Oprah Winfrey, this title 
was intentionally deceptive—so that 
actors who read for parts in the 
project wouldn’t know they were 
reading for a �lm based on The Color 
Purple (unless, like Oprah, they were 
familiar with the book).

Meyjes’ screenplay doesn’t entirely 
abandon the letters-to-god format of 
the novel, but incorporates the 
language of the letters into the �lm 
as Celie’s voiceover narration:

CELIE (V.O.)

Dear God. I am fourteen years old. I 
have always been a good girl.
Maybe you can give me a sign by 
letting me know what’s happening to 
me.

Some other differences between the 
4/12/85 draft and the completed �lm:

- A scene early in the screenplay, in 
which Pa is about to rape 12-year old 

Nettie but is distracted (rescued) by Celie 
wearing a dress that belonged to Pa’s late wife, is 
omitted from the movie.

- The patty cake game that is the visual represen-
tation of Celie and Nettie’s love for one another 
appears later in the 4/12/85 draft than in the 
movie, where it is part of the opening sequence.
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- The draft’s series of shots showing Nettie 
teaching Celie how to read by using strips of 
paper with words printed on them attached to the 
objects they represent is more effective in the 
movie where the montage is condensed into one 
beautiful scene (one of the �lm’s best).

- The draft’s scene of Harpo and So�a violently 
�ghting is spoken about but not actually shown in 
the �lm.

- The �lm rearranges the events of the story’s last 
act, after Celie leaves Mister. A 

- A scene of Shug and Celie quarreling because 
Shug is going out with a young musician is 
omitted from the �lm. 

- The events constituting the redemption of 
Mister have been streamlined and condensed, 
including the complete omission of a scene 
showing the older Celie and Mister sitting 
together on a porch, her sewing pants, him 
smoking a pipe. 

- An “Alternate Scene” printed on blue paper, 
showing the older, confused Mister getting lost in 
a fog, was apparently never shot. 

(cont. p. 19)
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(cont. from p. 17)

Third Draft Screenplay 

The fundamental difference between the 4/26/85 
third draft of The Color Purple and the 4/12/85 
second draft is that the third draft is more speci�-
cally laid out like a shooting script. Unlike the 
second draft, every anticipated shot is numbered. 
Where in the second draft, every page has a date 
on the upper right—from 1909 when the story 
begins until 1942 when it ends—the dating on 
each page of the third draft is even more speci�c, 
including the season—from 1909 WINTER until 
1943 SPRING (ending one year later than the 
second draft does).

There is an added scene in the third draft where 
one of Mister’s young sons, Bubba, is taken away 
in handcuffs by the sheriff. In voiceover, Celie 
quotes Mister saying, “Bubba a bad seed that I 
tried to raise as best I could...” (The scene of 
Bubba’s arrest does not appear in the completed 
�lm).

The third draft adds a scene in which young Celie 
is following a train, and a black Pullman waiter on 
the train throws some gold coins at her which 
turn out to be pieces of chocolate wrapped in 
gold foil. Later in the draft, we see Celie in her 
forties, well-dressed and riding a similar train. 
The movie con�ates these two scenes—there is 
no scene of young Celie following the train, but 
we do get a scene in the �lm of older well-
dressed Celie on the train throwing gold 
foil-wrapped chocolates at a young Black girl 
following the train.

This draft adds a touch to the scene where Shug 
attempts to talk to her estranged father, the 
Preacher, in his church. In this draft, there is a 
16mm movie projector showing a “black western” 
on a hanging white sheet. This seems very much 
like a Spielberg idea, but it does not appear in the 
completed �lm.

In one third draft scene, Mister gives advice to 
his son, Harpo, on how to have the upper hand in 
his marriage to So�a, “Nothing can do it better 
than a good sound beating.” Celie, who at this 
point has internalized the ideology of masculine 
violence, gives Harpo the same advice, “Beat 
her.” The completed �lm keeps the scene with 
Celie and Harpo, but leaves out the earlier scene 
with Harpo and his father.

The third draft adds a scene (not in the movie) 
where Celie builds a scarecrow and talks back to 
it, “Ain’t you gon' order me around some?"

A black cat (reminiscent of one of Walt Disney’s 
evil cats) that guards the mailbox, preventing 
Celie from retrieving Nettie’s letters, is omitted 
from the completed �lm. Also omitted from the 
�lm is a scene of 14-year-old Nettie, on an ocean 
liner to Africa, tearing up some of her letters to 
Celie and throwing them in the water to “send 
them to you o the waves.”

The movie’s language is more PG-rated than in 
the screenplay drafts. Words like “bitch” and 
“fuck” that appear throughout the drafts are not 
heard in the movie, though the �lm was, in fact, 
rated PG-13 for its suggestions of incest and 
lesbianism.
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Third Draft Revised Screenplay (with green 
pages dated 7/24/85 and orange pages dated 
8/1/85)

The 5/31/85 revised third draft is the �rst draft of 
The Color Purple to include the opening scene 
that appears in the completed �lm, showing 
young Celie and her sister Nettie playing patty 
cake in a �eld of beautiful purple �owers. 

In this draft, still entitled Moon Song, the two 
scenes of Mister asking Pa for Nettie’s hand in 
marriage and getting Celie instead, are 
condensed into one scene. 

The revised third draft is the �rst draft to include 
scenes of Nettie teaching Celie to read with the 
aid of Dickens’ Oliver Twist (Celie reads it out 
loud very awkwardly at �rst; then we cut to a 
scene of her reading the same passage more 
�uently). This is also the �rst draft that tells us 
Shug Avery is coming to town, as the �lm does, 
by showing a printed �ier for her band blowing in 
the wind.

The revised third draft is the �rst to include one 
of Shug’s most memorable lines, when Celie is 
bathing Shug, and Shug starts to talk about her 
estranged father, the Preacher, “My Pa still love 
me, ’cept he don’t know it.”

This is the last draft to include the elaborate 
comic scene of the three male suitors who come 
to court Shug at Mister’s house while she is sick 
and being cared for by Mister and Celie. That 
scene is omitted from the completed �lm.

The scene where Celie and Shug �nd the letters 
from Nettie that Mister has been hiding from her 

has been reimagined in the �lm. In this and 
earlier drafts, the women �nd the letters hidden 
underneath the false bottom of a trunk. In the 
�lm, Celie sees a spider crawl out from a hole in a 
�oorboard, inspiring her to look underneath that 
�oorboard. A major difference occurs in the 
dinner table scene where Celie announces to 
Mister that she is leaving with Shug. In the movie, 
not in the script drafts, Spielberg allowed Winfrey 
as So�a, reacting to and encouraged by Celie’s 
de�ance, to improvise a monologue summing up 
all of So�a’s anger and frustration over the years. 
Oprah more than rises to the occasion, and it is 
one of the �lm’s highlights.

Another key moment in the �lm is the scene 
where Shug is performing for the �rst time at 
Harpo’s “jook joint” and introduces the song, 
“Miss Celie’s Blues”, a woman-to-woman love 
song dedicated to Celie. In every draft up to this 
point, including this one, Shug says that the tune 
(actually composed by producer Quincy Jones) 
was something that Celie used to sing to her 
“when I was ailing,” but in the movie Shug says it 
was something that Celie “scratched out of my 
head” while Celie was combing Shug’s hair.

The lyrics, which do not appear in this draft, 
begin with the word “Sister”, giving the song a 
double meaning—it is not only an expression of 
Shug’s love for Celie, but also reminds us of 
Celie’s transcendent love for her lost sister 
Nettie, one of The Color Purple’s most powerful 
themes.

$8,500.00
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6. Pru Herric (artist)
             GIRLS IN SERVICE PAINT BOOK (1943) Coloring book

Racine, Wisconsin: Whitman Publishing Company, 
1943. Vintage original coloring book, die-cut 
pictorial wrappers, 15 x 11" (38 x 28 cm.), 48 pp. 
Modest wear along the spine, but colors of covers 
are still very fresh, and contents are clean (and 
untouched).

A WWII coloring book honoring American 
women’s contributions to the war effort, with 
portrayals of women serving as nurses, truck 
drivers, army photographers, even as weather-
casters.

This appears to be an exceedingly scarce book. I 
can �nd no example of it in OCLC, nor any 
indication of it having appeared at auction.

$500.00
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[New York: Liberal Club, 1917]. Vintage original 15 1/8 x 10 1/8" (38 x 26 cm.) lithographed poster. Unfolded, 
with a minute chip at extreme lower right, one small closed tear at bottom left, with “Withdrawn” New York 
Public Library stamp on verso, just about �ne. 

The Liberal Club, begun in 1913 by Henrietta Rodman (also a member of the Heterodoxy Club—a 
feminist debating society that was a haven for bisexuals and lesbians), played an integral role in 
establishing Greenwich Village as a bohemian enclave. The club’s yearly “Pagan Routs” became one of 
their most visible activities and were their primary fundraiser. Poster is signed by “Rienecke”.

$1,000.00

7. PAGAN ROUT III - THE GOLDEN BALL OF ISIS (1917) Lithograph poster
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Np, ca. 1950s. 3 7/8 x 4 ¾" (10 x 12 cm.) 
black-and-white silver gelatin print still 
photo, with numerous closed tears, very 
good-.

An image, very clearly pre-Stonewall, of two 
gay bar customers. They are staring directly 
forward at the camera but their body 
language, with legs closely touching, 
speaks of a shared closeness. 

$1,000.00

8. NIGHT OWL GAY BAR (ca. 1950s) Portrait
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New York: Film-Makers’ Cinematheque, [1966]. 
Vintage original 22 x 13 ¾" (56 x 35 cm.) window 
card poster, �ne.
 

“The �lm is propelled by the sonorous, magnet-
ic acting of 30-year-old Ed Hood interacting 
with the blonde Hustler, Paul America. 

“Joe Campbell (‘Sugar Plum Fairy’), Genevieve 
Charbin and Dorothy Dean also compete for 
the attentions of the Hustler and provide foils 
for the interaction of the main characters. The 
erudite and very funny Hood, a perpetual 
graduate student in English at Harvard and 
‘live parody of southern gentility’, was recruit-
ed by Chuck Wein. Hood’s magnetic perfor-
mance was driven by his deep, melli�uous 
voice, trained by elocution lessons as a privi-
leged child in Alabama, and lubricated copi-
ously by alcohol. Among his many peculiarities 
was his habit of drinking beer from the bottle, 
not by placing the bottle to his lips, but into his 
mouth, sucking on it, as seen in the �lm. 

“The �lm is a collaboration between [Andy] 
Warhol, Chuck Wein and Paul Morrissey, with 
Morrissey as camera and audio operator and 
Wein credited as director and was �lmed over 
Labor Day Weekend, 1965, on Fire Island, NY, 
using a 16mm Auricon news camera. My 
Hustler is the �rst Warhol �lm worked on by 
Paul Morrissey, who introduced, in this �lm, 
camera movement and audible sound to 
Warhol’s cinematography.” (Wikipedia)

$4,000.00

9. ANDY WARHOL’s MY HUSTLER (1966) Poster
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Vintage original 8 x 10" (20 x 25 cm.) black-and-white print still photo, USA. Paul America, Joseph Camp-
bell, Ed Hood, dir: Andy Warhol and Chuck Wein; Andy Warhol Films. Fine.

Extremely rare original photo from, arguably, Andy Warhol's �rst feature narrative �lm, which was shot 
on a totally improvised basis during a weekend on Fire Island. Joseph Campbell plays an older male 
hustler; in this shot, he is sitting next to Chuck Wein, a middle-aged guy who has called the"Di-
al-a-Hustler" phone service for a companion.

$450.00

10. ANDY WARHOL’s MY HUSTLER (1966) Photo
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[New York]: Film-Makers' Distribution Center, [1966]. Vintage original 10 x 8" (25 x 20 cm.) black-and-white 
print still photo, �ne.

Ondine in the famous "Pope" sequence of Andy Warhol's three-and-a-half hour epic. I have never 
personally handled any photo from this �lm before, nor any original photo of legendary Warhol super-
star Ondine.

$450.00

11. ONDINE | ANDY WARHOL’s CHELSEA GIRLS (1966) Photo
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[New York]: Film-Makers' Distribution Center, [1966]. Vintage original 29 ¼ x 22 ½" (75 x 57 cm.) poster, 
unfolded, minor wear across center, just about �ne.

The extremely scarce original American poster for Andy Warhol's sprawling three-and-a-half hour �lm, 
directed by him and Paul Morrissey, and which featured Nico, Brigid Berlin, Gerard Malanga, Mary 
Woronov (as Hanoi Hannah), Ingrid Superstar, International Velvet and Eric Emerson. The �lm was 
designed to be shown in a split screen, with alternating soundtracks attached to each scene.

$5,000.00

12. ANDY WARHOL’s CHELSEA GIRLS (1966) US poster
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[New York]: Harry Zerler, [1971]. Vintage original 25 x 20" (63 x 50 cm.) poster, unfolded, just about �ne.

Poster for the New York debut of the Cockettes and Sylvester, a legendary �asco. The Cockettes were a 
queer avant-garde hippie theatre troupe that formed in the fall of 1969 in San Francisco.

"In November 1971, the Cockettes were booked for performances at the Anderson Theater in New 
York City. The venue had no sound or lighting systems and needed a curtain. The stage was also twice 
the size of the Cockettes’ usual one, so all the sets had to be rebuilt from scratch in six days. They 
opened with ‘Tinsel Tarts In a Hot Coma', a send-up of �lms about Broadway in the 1930s. According 
to accounts of the time, ‘Everybody who was anybody' came to the Cockettes’ New York opening, 
including such celebrities as John Lennon and Yoko Ono, Liza Minnelli, Allen Ginsberg, Anthony 
Perkins, Truman Capote, Gore Vidal and Angela Lansbury. Also attending were Andy Warhol and his 
own infamous gender-bending drag 
performers Holly Woodlawn and 
Candy Darling. But with the Cock-
ettes’ loose San Francisco magic, 
the opening night was a disaster, as 
New Yorkers expected a tightly 
performed show. Angela Lansbury 
walked out on the show, soon 
followed by Andy Warhol and most 
of the rest of the audience. After the 
show Gore Vidal quipped, ‘Having no 
talent is not enough.’" (wikipedia)

$1,000.00

13. THE COCKETTES & SYLVESTER (1971) NY event poster
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Atlanta: The Tabernacle, [1998]. 
Vintage original 28 x 22" (71 x 56 
cm.) concert poster, near �ne.

Although born in California, 
RuPaul Andre Charles moved in 
with one of his elder sisters in 
Atlanta, GA, and attended a 
performing arts high school 
there. He began performing in 
drag while on the underground 
nightclub circuit in Atlanta; 
hence, when he got to Atlanta to 
headline this bene�t concert, its 
promoters legitimately thought 
of it as a homecoming (with the 
“Welcome Home Rupaul” 
slogan).

$500.00

14. RUPAUL HOMECOMING [1998] Concert poster 
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[New York: Cotton Club, 1940]. Vintage original 
program, pictorial wrappers, 16 pp. 12 x 9" (31 x 23 
cm.), light discoloration to front wrapper, very 
good+.

A very scarce program for the legendary Cotton 
Club, which showcased many of the foremost 
African American performers of the time. This 
New York World’s Fair was held in 1939 and 1940. 
This iteration of the Cotton Club Review featured 
Cab Calloway and Bill Robinson, as well as Glenn 
& Jenkins (a minstrel duo, in the traditional burnt 
cork make up), Sister Tharpe, and Katherine 
Perry.

This appears to be the �nal program of the 
Cotton Club, which closed in 1940. We previously 
offered a Fifth Edition, which we dated as ca. 
1939. That is an entirely different booklet for a 

quite different review, as it featured the Dan-
dridge Sisters and the Nicholas Brothers, neither 
of whom appeared in this review. Also, Bill 
Robinson was not in that 1939 version. 

Although the New York World’s Fair was held in 
1939 and 1940, we date this as from 1940 (because 
Bill Robinson was busy in 1939 as the star of The 
Hot Mikado). All of the various editions of Cotton 
Club programs are genuinely scarce (OCLC lists 
only three copies. However, one of the three 
refers to the Nicholas Brothers and Dandridge 
Sisters, which tells us that this is from a previous 
1939 edition, with very different contents). 

$2,500.00

15. COTTON CLUB WORLD’s FAIR EDITION [1940] Program
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New York: Theatre Guild, 1927. Vintage original 22 x 14" (56 x 36 cm.) Theatre Guild window card poster, 
USA Backed with conservation paper, near �ne.

Distinctive artwork by Simonson for the original play by Dorothy and DuBose Heyward, which became 
the source for the subsequent George Gershwin opera.

$1,000.00

16. PORGY (1927) Theatre Guild poster
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Washington, D.C., 1975. Vintage original 22 x 14" (56 x 36 cm.) window card poster, some wear and 
handling at edges, some light creases, but very good or better, with bright colors.

Scott Joplin, master of ragtime music, wrote this opera in 1911, a celebration of African-American life 
and culture set on an Arkansas plantation, in a variety of musical styles. It never got a full performance 
in his lifetime. In the 1970s the opera began to be rediscovered. This poster is for a Washington, D.C., 
tryout of a Houston Grand Opera production, prior to a Broadway run. 

$500.00

17. TREEMONISHA (1975) Theatre poster
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18. BILL “BOJANGLES” ROBINSON | HOORAY FOR LOVE (1935) 
                Set of 5 photos 

[Los Angeles, RKO Pictures, 1935]. Set of �ve (5) vintage original 8 x 10" (20 x 25 cm.) black-and-white 
single weight glossy silver gelatin photos. All include RKO publicity still code numbers and RKO copyright 
information on bottom margins, three are coded with their NY RKO photo codes. Very minor wear. just 
about �ne.

In this group are three scene stills of the great Bill Robinson in musical performance and two 
behind-the-scenes photos with dancer Jeni LeGon. It is likely that it is Fats Waller rehearsing with 
them at the piano as he plays for them during their dance number in the �lm. 

$500.00
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[Los Angeles, Screenland Select Agents, ca. late-1930s]. Vintage original 8 x 10" (20 x 25 cm.) 
black-and-white double weight semi-glossy print still photo. “Screenland Select, Agents, Hollywood” ink 
stamp on verso. Photographer’s signature is hidden under photo agency sticker. Fine.

Character portrait of Willie Best as a prisoner sporting handcuffs.

$200.00

19. WILLIE BEST (ca. late-1930s) Portrait
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[New York]: Sepia Art Pictures, [1939]. Vintage original 78 x 41" (198 x 104 cm.) three sheet �lm poster, 
conserved on linen, very good.

A genuinely scarce poster for a pre-WWII Black cast feature comedy �lm written, directed by, and 
starring Eddie Green—demonstrating that Oscar Micheaux was not the only African American �lm 
director in the 1930s. Very little information is available about this comedy, which appears to be itself 
every bit as elusive as this poster. 

Costar Babe Matthews was married to Green and, in the 1930s, she was a very popular vocal artist 
whose repertoire contained everything from gospel to blues. 

$1,250.00

20. WHAT GOES UP (1939) Poster
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[New York: 1949]. Vintage original 55 x 42" (140 x 107 cm.) two sheet poster, conserved on linen, with 
modest conservation to address various foldline tears, very good+.

Spencer Williams directed and co-starred in this Black cast musical romance �lm, also starring Geral-
dine Brock and July Jones.

$2,000.00

21. THE GIRL IN ROOM  20 (1949) Poster 
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[Los Angeles, Metro-Goldwyn-Mayer, 1942] Vintage original 8 x 10" (20 x 25 cm.) black-and-white keybook 
single weight glossy silver gelatin print still photo. Just about �ne. 

A keybook set photo from the MGM prop department as stamped on the verso. This contact photo off 
negative is dated October 9, 1942 and hand-numbered “1267-15”. Three hole-punched, having come from 
the department’s �les. Image of sound stage set with extras outside of Jim Henry’s Paradise, the 
nightclub featuring Duke Ellington and his band. Lena Horne, Ethel Waters, Eddie Anderson, John 
Bubbles, Louis Armstrong and others perform in Vincente Minnelli’s classic MGM musical.

$500.00

22. CABIN IN THE SKY (1942) Duke Ellington set photo
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[New York; 1941]. Vintage original borderless 7 ½ x 9 ½" (18 x 24 cm.) black-and-white print still photo, 
mimeographed descriptive text and photographer stamp on verso, minor wear at edges, near �ne.

A remarkable image of director Orson Welles with author Richard Wright, as Welles was rehearsing the 
world premiere of this play adapted by Wright and Paul Green from Wright’s novel.

$1,500.00

23. ORSON WELLES, RICHARD WRIGHT (1941) Photo
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Np: U.S. Treasury, 1945. Vintage original 26 x 18" (66 x 46 cm.) poster, folded (as issued), with some small 
marginal tears mended with archival paper, very good+.

Poster designed by Kautz commemorating African American agricultural scientist and inventor George 
Washington Carver, who had died only two years earlier. Although the US government issued many 
posters during the war to promote purchase of US savings bonds, it is highly unusual to see one like 
this, which promotes the achievements of an African American.

$2,000.00

24. GEORGE WASHINGTON CARVER (1945) WWII savings bond poster
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[Los Angeles, Paramount Pictures, 1958]. Set of three (3) Vintage original 8 x10" (20 x 25 cm.) 
black-and-white single weight glossy silver gelatin print still photos. Coded 11528-nps-2, 26 and 27. Each 
with their original paper blurb attached on verso or at bottom. One has a 1958 publication stamp on verso. 
Very minor usage, about �ne.

Though the original text promotes her �lm appearance in St. Louis Blues with two dance glamour poses, 
the third image shows her backstage in the same costume with a mantel of pristine Academy Awards 
behind her. The type does not mention these.

$500.00

25. EARTHA KITT | ST. LOUIS BLUES (1958) Set of 3 photos
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New York: United Artists, 1958. Set of nineteen (19) vintage original 8 x 10" (20 x 25 cm.) black-and-white 
photos, 11 with mimeographed descriptive labels on verso (two of them loose but present), with three 
pages of mimeographed descriptions of some of the photos. Very good+.

Anna Lucasta is one of a tiny number of Black cast �lms made by a Hollywood studio in the 1950s, and a 
major cast was assembled, starring Eartha Kitt and Sammy Davis, Jr., with supporting work from Rex 
Ingram, Georgia Burke, and James Edwards. The �lm is a family drama about a headstrong young 
woman whose father will not forgive her for her supposedly “immoral” past life and who falls in love 
with a carefree sailor.

$500.00

26. ANNA LUCASTA (1958) Set of 19 photos
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[Los Angeles: Twentieth Century Fox, ca. 1935] Vintage original 8 x 10" (20 x 25 cm.) black-and-white single 
weight glossy silver gelatin keybook print still photo. Three-hole punches at top margin of image, remnants 
of linen tape on verso. Clear tape covers the holes from the verso. Minor corner creasing and soiling, near 
�ne.

Still is coded “928-24”. African American actor Stepin Fetchit appeared in top �lms starring Shirley 
Temple and Will Rogers.

$200.00

27. STEPIN FETCHIT (ca. 1935) Portrait
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New York: UPI, 1965. Vintage original 10 x 8" (25 x 20 cm.) black-and-white print still photo, date stamp and 
mimeographed text af�xed to verso. There is some waviness caused by the attached text, very good+.

Unusual dual portrait of Cassius Clay (before he changed his name to Muhammad Ali) clowning around 
at the piano with Stepin Fetchit looking on. Fetchit had been a great African American �lm star in the 
1930s, known for his stereotyped caricature of a lazy, witless Black man. Clay and Fetchit became 
friends in the early-1960s. Fetchit was frequently present at Clay’s training camp and even participated 
in some of his press conferences.

$375.00

28. STEPIN FETCHIT, CASSIUS CLAY (1965) Photo
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[Burbank, CA]: Warner Brothers, 1969. Set of four vintage original 8 x 10" (20 x 25 cm.) black-and-white 
print still photos, �ne. One photo is double weight, the other three have printed studio text on verso.

Gordon Parks was the �rst African American to direct a feature �lm for a major Hollywood studio, and 
the result was The Learning Tree, a coming-of-age story about a Black teenager in Depression-era 
Kansas.

Although photos from this �lm do turn up from time to time, these are the �rst photos showing Parks 
that I have, to date, encountered. The double weight photo is a moody portrait of Parks. The other three 
show him with various cast members.

$1,250.00

29. GORDON PARKS DIRECTING (1969) Set of 4 photos
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Los Angeles: Center Theatre Group, [1992]. Vintage 
original 22 x 14" (56 x 36 cm.) window card poster, 
�ne.

Two Trains Running is August Wilson’s play from 
his ten-part series The Pittsburgh Cycle. Each of 
his plays takes place in a different decade of the 
past century, and this play is set in 1968. The play 
had its world premiere at the Yale Repertory 
Theatre in New Haven in 1990. A few regional 
productions of it followed, including this one in 
Los Angeles, which was directed by Lloyd 
Richards, and who was 
responsible for helming 
many of Wilson’s plays 
on Broadway. This 
production, which ran 
from January 16 through 
March 29, 1992, was 
immediately followed by 
the Broadway premiere, 
also directed by Rich-
ards, which occurred on 
April 13, 1992. The 
Broadway cast was 

identical to this Los Angeles cast (which head-
lined Roscoe Lee Browne, Anthony Chisholm, 
Larry Fishburne, and Cynthia Martells), and this 
was clearly a try out for the upcoming New York 
premiere.

The notable artwork by Jeffrey Smith of all the 
play’s principals was only used for the Los 
Angeles run. An entirely different poster was 
created for New York. Although the New York 
poster is hardly common, this Los Angeles poster 
is quite a bit scarcer. The poster features striking 

artwork of the 
principals, includ-
ing Browne, 
Fishburne, and 
Chisholme.

$400.00

30. TWO TRAINS RUNNING (1992) Los Angeles theatre poster
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[New York]: Walter Kerr Theatre, [1992]. Vintage original 22 x 14" (56 x 36 cm.) window card poster, �ne.

Artwork by Serino Coyne for this August Wilson play, set in Memphis Lee’s restaurant in the Hill 
District of Pittsburgh in 1969. The opening night cast for the play’s Broadway debut included Roscoe 
Lee Browne and Lawrence Fishburne.

$350.00

31. TWO TRAINS RUNNING (1992) New York theatre poster
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[New York: 1984] Vintage original 22 x 14" (56 x 36 cm.) window card poster, �ne.

The only play in August Wilson’s Century Cycle not set in Pittsburgh, Ma Rainey’s Black Bottom focuses 
on a Chicago recording session of blues artist Ma Rainey.

There exist two different versions of this poster: one printed in red and this one, printed in black. They 
were both printed simultaneously.

$350.00

32. MA RAINEY’S BLACK BOTTOM (1984) Theatre poster
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33. Zora Neale Hurston (source) 
                THEIR EYES WERE WATCHING GOD (2003) Film script

Beverly Hills, CA: Harpo Films, 2003. Vintage original �lm script, printed wrappers. Brad bound, 118 pp., 
�ne.

 A drama set in the 1920s, where free-spirited Janie Crawford’s search for happiness leads her through 
several different marriages, challenging the morals of her small town, adapted from Hurston’s now 
classic novel.

$375.00
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[Los Angeles: Claire Van Scoy / Eugene Richee, ca. 
1928]. Vintage original 7 ¼ x 9 ½" (18 x 23 cm.) 
double weight glossy silver gelatin print still photo 
on  11 ½ x 14 ¼" (29 x 36 cm.) original art board 
backing, USA. Small archival tape repair to matte 
mount at verso near top left edge. Some waviness 
to the original backing, near �ne. 

Iconic image of a forward-glancing Louise Brooks 
in this exquisite portrait by Eugene Richee, 
photographed against a backdrop painted by 
Claire Van Scoy. This is one of the very few of Van 
Scoy's personal exhibition prints from her estate 
to be offered for public sale

Claire Van Scoy was born in Iowa in 1885. In 1926 
she settled in Los Angeles, where she studied at 
the Chouinard School of Art.

Van Scoy became the key set designer and 
background painter for Paramount Pictures in the 
late-1920s, working especially closely with 
glamour photographer Eugene Robert Richee. To 

preserve her own work in this endeavor, Richee 
provided Van Scoy with 7 x 9" (17 x 22 cm.) custom 
proof prints prior to studio publication, which she 
personally mounted on 11 x 14 " (28 x 35 cm.) 
double weight art paper for exhibition and 
archiving. She worked for the Federal Art Project 
during the late-1930s and created stunning 
�gurative works. But as her work is rare, it is not 
readily categorized.

Following her work at Paramount, Van Scoy 
traveled to Spain and is believed to have possibly 
been involved in the Spanish Civil War, as were a 
number of other �gures from the world's literary 
and artistic scene. Upon returning to America, 
she participated in art exhibitions in Southern 
California and elsewhere, taught art classes and 
is reported to have led a bohemian lifestyle until 
her passing in 1968.

$2,500.00

34. LOUISE BROOKS (ca. 1928) Exhibition portrait
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[Hollywood: Paramount Pictures, ca 1928]. Vintage original 10 x 8" (25 x 20 cm.) black-and-white print still 
photo, just about �ne.

This portrait of Louise Brooks, coded "3703-25", has the name of photographer Edward Thayer Monroe 
present in the bottom right of the image. 

$1,500.00

35. LOUISE BROOKS (ca. 1928) Photo
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New York: Paramount Pictures, [ca 1932]. Vintage original 9 x 7" (23 x 18 cm.) black-and-white print still 
photo, trimmed for publication, mimeographed text on verso, very good+.

A glamorously posed portrait of Asian American actress Anna May Wong, at a time when she appeared 
in a number of Paramount �lms.

SOLD

36. ANNA MAY WONG (ca. 1932) Glamour portrait
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[Hollywood, ca 1928]. Vintage original 14 x 11" (36 x 28 cm.) double weight matte �nish black-and-white 
print still photo. With the stamp of James Manatt on verso. Slight tanning to upper left blank margin, 
overall just about �ne.

A strong early portrait of Dolores del Río, in a particularly scarce oversize format.

$1,000.00

37. DOLORES DEL RÍO (ca. 1928) Oversize portrait
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[Los Angeles, First National, 1925]. Vintage original 8 x 10" (20 x 25 cm.) black-and-white single weight 
glossy silver gelatin print still photo. Chips at top left, bottom left and bottom right corners. Minor margin 
tear at mid-right edge. Very good or better.

A beautiful portrait of Hollywood’s �rst Mexican-born female star. In her very �rst �lm, she starred as a 
millionairess �apper who falls in love with a guy without a dime to his name.

$400.00

38. DOLORES DEL RÍO | JOANNA (1925) Early portrait
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[New York, Chadwick Pictures, 1925]. Vintage original 8 x 10" (20 x 25 cm.) tinted double weight glossy 
silver gelatin print still photo. Attached paper blurb referring to the stage star appearing in Chadwick 
Pictures’ The Midnight Girl. Very good+ or better. 

In 1925, Bela Lugosi had just arrived from Hungary and was billed as the movies’ latest European 
serious actor. He would soon gain American citizenship. A rare pro�le portrait of Lugosi in The 
Midnight Girl, several years before his success as Dracula.

$500.00

39. BELA LUGOSI (1925) Early pro�le portrait
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[Los Angeles, First National, 1925]. Vintage original 8 x 10" (20 x 25 cm.) black-and-white single weight 
glossy silver gelatin print still photo. Soiling to white borders, minor creasing. Very good+.

Lovely portrait of Mary Astor dressed in a �apper style gown and holding a pug dog. Thomas Ince 
produced this, his last �lm, which was released after his controversial death. Photo is coded “177-77”.

SOLD

40. MARY ASTOR | ENTICEMENT (1925) Early portrait
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41. KATHARINE HEPBURN IN MALE GARB | SYLVIA SCARLETT (1935)  
                Behind-the-scenes photo

[Los Angeles, RKO Pictures, 1935]. Vintage original 7 ¼ x 9" (18 x 23 cm.) borderless black-and-white single 
weight glossy silver gelatin print still photo. Remnant of paper blurb on and Associated Press date stamp 
of Oct. 1935 on verso. Minor wear, near �ne.

Rare and what may be an exclusive behind-the-scenes image of Katharine Hepburn looking very boyish 
as she takes a break on set while playing her gender bending role in SYLVIA SCARLETT. Images of 
Hepburn in the role are very popular today and this may well be a one of a kind newspaper 
photographer’s observation of her while at work.

$400.00
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42. HOLIDAY | CARY GRANT, KATHARINE HEPBURN (1938) Portrait

[Los Angeles, Columbia Pictures, 1938]. Vintage 
original 8 x 10" (20 x 25 cm.) black-and-white 
single weight glossy silver gelatin print still 

photo. Original attached paper blurb on verso 
with photo code number “D-col-17-314” and ink 
stamp of photographer A. L. Schafer, Columbia 

Pictures. Tiny edge tear mid left margin, very 
good+.

Katharine Hepburn and Cary Grant made one 
of the most charismatic couples in movie 

history. Today, Holiday is considered one of the 
top �lms of the screwball comedy genre.

$400.00

43. KATHARINE HEPBURN (ca. 1935) Portrait

[Los Angeles, RKO Pictures, 1935]. Vintage 
original 8 x 10" (20 x 25 cm.) black-and-white 
single weight glossy silver gelatin print still 

photo. Coded “KH 586” and with ink stamp of 
photographer Ernest S. Bachrach for RKO on 

the verso. Flawless, �ne.

It is likely that this exquisite portrait of Katha-
rine Hepburn was made during production of 
Sylvia Scarlett, as her hair styling is close to 

that of her appearance in her gender-bending 
performance directed by George Cukor. 

SOLD
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[Los Angeles, Warner Brothers, 1939]. Vintage original 10 ¼ x 13 ½" (26 x 32 cm.) black-and-white double 
weight glossy silver gelatin print still photo. Remnants of original attached paper blurb on verso. Ink 
stamped “Please Credit ‘MUKY’ from Warner Bros”. Fine.

Errol Flynn is caught by one of the popular Warner Brothers photographers on location set in the San 
Fernando Valley area near Burbank, CA. Still photographer Martin “Muky” Munkácsi, born in Hungary, 
worked in New York then came to Los Angeles to work at Warner Brothers during the mid-1930s on 
many of their great �lms as still photographer.

$500.00

44. ERROL FLYNN | DODGE CITY (1939) Oversize portrait
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[Los Angeles, United Artists, 1939] Vintage original 8 x 10" (20 x 25 cm.) black-and-white single weight 
glossy silver gelatin print still photo. Coded “John Wayne @ 1938 6300-106”. Minor wear, just about �ne.

Though John Wayne had nine years of moviemaking in his holster, mostly in B serial Westerns, it was 
John Ford’s now classic 1939 “Grand Hotel on wheels” which moved him to star status. Here is a 
wonderful portrait of him in the star-making role of Ringo Kid. 

$350.00

45. JOHN WAYNE as RINGO KID | STAGECOACH (1939) Portrait
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Los Angeles: Paramount Pictures, 1945-6. Set of two (2) vintage original 10 x 8" (25 x 20 cm.) 
black-and-white print still photos, one with photographer stamp of John Engstead and another with stamp 
of World Wide Photos on verso.

Two portraits of a pipe-smoking Raymond Chandler around the time he worked on Double Indemnity 
and The Blue Dahlia. In one, he looks over a revised script; in another he pets his cat. 

$1,250.00

46. RAYMOND CHANDLER (1945-46) Set of 2 portraits
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[Los Angeles, Metro-Goldwyn-Mayer, 1944]. Vintage original 7 ½ by 9" (18 x 22 cm.) black-and-white single 
weight glossy silver gelatin print still photo. Minor waviness at bottom edge due to attached paper blurb 
on verso, which is partially detached. Wide World News Agency stamp on verso as well, about �ne.

Ava Gardner is shown in her youthful glory in a posed but rather candid beach photo. Likely photo-
graphed at the beach in Santa Monica. it is a bit rare to �nd an image which combines this type of 
glamour and candidness. Her stunning beauty, which brought her to the attention of MGM executives in 
1941, is vividly displayed. 

$300.00

47. AVA GARDNER (1944) Early beach portrait



75

P
H

O
T

O
G

R
A

P
H

Y

[Los Angeles, Metro-Goldwyn-Mayer, 1944]. Vintage original 7 x 9" (17 x 22 cm.) black-and-white single 
weight glossy silver gelatin print still photo. Newspaper stamp on verso as well as detached original paper 
blurb. Near �ne.

From a series depicting Lucille Ball’s Gay 1890s-themed birthday party. In the photo are MGM co-work-
ers including director Eddie Buzzell, actress Jean Porter, hairdresser Sidney Guilaroff, Ish Kabibble, 
Buster Keaton and Lucille Ball being spanked by Lionel Barrymore. Ball was known to have wonderful 
costume-themed parties at her Chatsworth, CA, ranch during her marriage to Desi Arnaz.  

$375.00

48. LUCILLE BALL & ALL-STAR GANG AT GAY 90s BIRTHDAY (1944) 
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[Los Angeles, Paramount Pictures, 1945]. Vintage original 8 x 10" (20 x 25 cm.) black-and-white single 
weight glossy silver gelatin print still photo. Fine.

Veronica Lake’s iconic long hair �owing over the eye made her famous. Women adopted this cool look, 
but when some went to work in factories to assist in the war effort, their hair was caught in the 
machines. Showing her patriotism, Lake pulled her hair back during the war. Still is coded 
“P2745-N669”.

SOLD

49. VERONICA LAKE LETS HER HAIR DOWN AT WAR’s END (1945) Photo
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[Los Angeles, Columbia Pictures, 1947]. Vintage original 8 x 10" (20 x 25 cm.) black-and-white single weight 
glossy silver gelatin print still photo. Photo is coded “D-1126-66” and features the original attached paper 
blurb on verso as well as photographer Cronenweth’s stamp. Near �ne.

One of �lm noir’s grandest convoluted romantic thrillers was made because Orson Welles needed 
$55,000 to open his musical stage version of Around the World in 80 Days, as the costumes were being 
con�scated. Harry Cohn wired the money and Welles was obligated to make the �lm version of the 
novel If I Die Before I Wake which Cohn bought at his direction. 

$500.00

50. THE LADY FROM SHANGHAI | ORSON WELLES (1947) Photo
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[Burbank, CA]: Warner Brothers, [ca 1955]. Set of seven (7) 10 x 8" (25 x 20 cm.) black-and-white print still 
photos, �ne.

Dennis Hopper would have been about 19-years-old when these photos were taken. He began his �lm 
career with appearances in Rebel Without a Cause and Giant, and Warner Brothers released these 
images, mostly of him at home, to promote his �edgling career.

$750.00

51. DENNIS HOPPER AT HOME (ca. 1955) Set of 7 photos
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[Los Angeles]: Columbia Pictures, 1954. Set of six (6) vintage original 10 x 8" (25 x 20 cm.) black-and-white 
photos, �ve with photographer stamps and descriptive text on verso, �ne. 

Richard Quine directed from a screenplay by Blake Edwards. Six images of Bob Fosse rehearsing 
various dance numbers for the musical �lm My Sister Eileen, which was his �rst screen credit for 
choreography. 

$500.00

52. BOB FOSSE & CAST (1954) Set of 6 photos
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[Los Angeles, Twentieth Century Fox, 1952]. Vintage original 8 x 10" (20 x 25 cm.) black-and-white single 
weight glossy silver gelatin print still photo. Minor wear at corners and to borders. Coded “F-889 S”. Fox 
Film ink stamp on verso, near �ne.

Photo from July 1952 of Marilyn Monroe, wearing shorts and high heels, preparing to swing a baseball 
bat during a 20th Century Fox Studio baseball league game. Studio employees play umpire and catcher.

$450.00

53. MARILYN MONROE BATTERS UP (1952) Photo
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54. THE CREATURE FROM THE BLACK LAGOON (1954) Art photo

[Universal City, CA: Universal-International, 
1954]. Vintage original 8 x 10" (20 x 25 cm.) 

black-and-white print still photo, two marginal 
tears mended with tape on verso, a few marginal 

pinholes, very good+.

An unusual artwork image of the Creature 
reaching out of the screen in a 3-D projection. 

Coded “1750-P21”.

$500.00

55. HOW TO MARRY A MILLIONAIRE (1953) Cinemascope photo

[Los Angeles, Twentieth Century Fox, 1953].Vin-
tage original 8 x 10" (20 x 25 cm.) black-and-white 

single weight glossy silver gelatin print still 
photo. Fine.

Marilyn Monroe, Betty Grable and Loren Bacall 
appear in close-up as well as in a collage of 

scenes for this promotional photo which 
illustrates a movie theatre presentation of the 

movie in the new format, Cinemascope. This 
musical comedy from Twentieth Century Fox 

was the second �lm to use the process.

$350.00
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[Los Angeles, Universal Pictures, 1959]. Vintage original 11 x 14" (28 x 35 cm.) black-and-white single 
weight glossy silver borderless gelatin print still photo. Original paper blurb is attached to verso. Light 
soiling and minor creasing, overall very good+.

Doris Day and Rock Hudson display their playful romantic chemistry for each other, as well as their 
charismatic personalities, in this publicity portrait to promote the �rst of their winning team �lms. Still 
is numbered “1891-B-18”.

$450.00

56. PILLOW TALK (1959) Oversize portrait
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57. BREAKFAST AT TIFFANY’s (1961) Audrey Hepburn with Cat

[Los Angeles, Paramount Pictures, 1961] Vintage original 8 x 
10" (20 x 25 cm.) black-and-white single weight glossy silver 

gelatin print still photo. Just about �ne.
 

Holly Golightly wearing her little black dress after her 
breakfast at Tiffany’s comes home to feed her friend, 
con�dante and roommate, Cat. Full studio text at the 

bottom. Photo is coded “10372/30”. 

$500.00

58. BREAKFAST AT TIFFANY’s (1961) Audrey Hepburn guitar lessons

[Los Angeles, Paramount Pictures, 1961]. Vintage 
original 8 x 10" (20 x 25 cm.) black-and-white 
single weight glossy silver gelatin print still 

photo. Paper blurb is present on verso of photo 
coded “SS-88”. Fine.

Here Audrey Hepburn takes guitar lessons to be 
used in her singing scene. Interestingly, she 

takes her lesson while wearing her famous little 
black dress.

$375.00
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[Los Angeles, Paramount Pictures, 1961]. Vintage original 11 x 14" (28 x 35 cm.) black-and-white double 
weight glossy silver gelatin print still photo. Hand-lettered in pencil on verso with code “10224-69”. 
Original paper blurb attached to verso, cloth tape at left edge, tape rubs at right edge verso. Wear at top left 
edge, signi�cant creases at both right and left bottom corner areas. Very good.

With this �lm a special box of�ce formula was set in motion: star Elvis Presley, surround him with great 
looking girls, �lm at an exotic location, and include enough songs to �ll out a double-sided record 
album. Elvis was then a top-ten box of�ce attraction. 

$500.00

59. ELVIS PRESLEY | BLUE HAWAII (1961) Oversize portrait
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[Los Angeles, Twentieth Century Fox, 1969]. Vintage original 10 x 13 ½" (25 x 32 cm.) black-and-white 
double weight matte �nish print still photo.

Trailed by a special posse out to capture the infamous train-robbing duo, Robert Redford (Sundance) 
and Paul Newman (Butch) are seen during an action-packed pursuit. Photo is coded “135-1”. 

$400.00

60. BUTCH CASSIDY AND THE SUNDANCE KID (1969) Portrait
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61. SHALL WE DANCE [under working title: STEPPING TOES] 
                (Dec 7. 1936) Estimating script by Allan Scott, Ernest Pagano

Culver City, CA: RKO Radio Pictures, 1936. Vintage 
original estimating script for the 1937 �lm, here 
under the working title Stepping Toes. Blue titled 
wrappers, noted as “Screen Play” on the front 
wrapper, rubber-stamped “PLEASE RETURN TO 
RKO STORY FILES” and production No. 880, dated 
December 7, 1936 and “CHANGES DEC 11 1936", 
and with a credit for screenwriters Allan Scott and 
Ernest Pagano. Title page integral with the �rst 
page of text. 151 leaves, with last page of text 
numbered 153. Carbon typescript, all leaves, 
including revisions dated 12/11/36, on goldenrod 
stock. Pages near �ne, wrappers very good+, with 
a few small chips at the extremities, bound with 
three gold brads with washers.

Shall We Dance was Fred Astaire’s eighth motion 
picture and the seventh in which he co-starred 
with dance partner, Ginger Rogers. Even more 
signi�cantly, the �lm had an original score by 
George Gershwin, the last major work completed 
by the great composer before his untimely death 
that same year.

New Jersey-born screenwriter Allan Scott 
(1906-1995) is primarily known today for his work 
with Fred Astaire and Ginger Rogers. In addition 
to writing the screenplays for the Astaire/Rogers 
musicals, Roberta, Top Hat, Follow the Fleet, 
Swing Time and Carefree, he scripted the Ginger 
Rogers vehicles, 5th Avenue Girl and Primrose 
Path. Scott’s screenplay for the 1943 womens’ war 
�lm, So Proudly Wer HAil!, was nominated for an 
Academy Award.

Scott’s co-scripter, Ernest Pagano (1901-1953), 
had previously adapted Buster Keaton’s last 
silent feature, Spite Marriage, went on to co-write 
one other Astaire/Rogers musical, Carefree, and 
helped script the Astaire vehicles, A Damsel in 
Distress, You’ll Never Get Rich and You Were 
Never Lovelier.

Fred Astaire is Pete Peters, an American in Paris 
posing with great success as a Russian ballet 
dancer named Petrov. He falls in love with 
Ginger’s character, an American tap dancing star 
named Linda Keene. Unable to get anywhere with 
her in Paris, and learning she is about to travel 
from Paris to New York via ocean liner, he books a 
ticket to New York for himself on the same 
voyage. In the meantime, Petrov’s bumbling 
manager (Edward Everett Horton), trying to 
extricate Petrov from another romantic entangle-
ment, starts a rumor that Petrov and Linda Keene 
are married. Linda and Petrov, who were actually 
beginning to fall for each other, are perturbed by 
all the tabloid publicity surrounding their “mar-
riage”, and Linda almost marries someone else, 
deciding the best way to end her non-existent 
marriage to Petrov is to actually marry him and 
then divorce him. Inevitably, after even more 
complications, Linda and Petrov reconcile, and 
the Linda/Petrov marriage becomes genuine.

The fact that Petrov is a ballet dancer and Linda a 
tap dancer provides an excuse for several dance 
numbers that combine the two forms. Fred’s �rst 
big dance number, “Slap That Bass”, �nds him 
jazz-dancing in the ocean liner’s engine room 
backed by an all-black ensemble of ship workers.

Shall We Danceis an outstanding entry in the 
Astaire/Rogers canon, not only for its dancing, 
set design, and magni�cent Gershwin score, but 
for its verbal humor. If one reads this script while 
mentally hearing the distinctive voices of the 
comic principals—Astaire, Rogers, Edward 
Everett Horton, Eric Blore, et al.—speaking their 
lines, it is a screenplay that reads almost as funny 
as it plays.

$3,000.00
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New York: Rialto Service Bureau, [1949]. Vintage original theater script. Quarto, wrappers with stenciled 
title and sticker attached of Rialto Service Bureau, 66, 36 pp. Wrappers worn with front wrapper detached, 
title page detached and worn at edges, the body of the script solid and nice, overall very good-.

Rodgers and Hammerstein’s legendary musical about an American nurse stationed on a South Paci�c 
Island during WWII, who falls in love with a middle-aged French plantation owner—and a young Marine 
lieutenant who falls in love with a young Tonkinese woman. This remains a remarkably daring play, with 
its intertwined themes of racism and racial prejudice, wartime heroism and romance under dangerous 
and extreme conditions.

This script belonged to Roslynd Lowe, who was a member of the Broadway opening night cast, where 
she played Ensign Dinah Murphy. There are a few manuscript notes in her hand. 

$2,000.00

62. SOUTH PACIFIC (1949) Theatre script
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63. BEETLEJUICE (Aug 4, 1986) Second Draft screenplay by Malcolm 
                McDowell, rev. by Warren Skaaren

Culver City, CA: Geffen Company, 1986. Vintage 
original �lm script (under working title Beetle 
Juice), quarto, brad bound, 137 pp. With 16 pp. of 
cast and crew list (in two batches, each stapled, 
with pagination irregular). Script near �ne, cast 
and crew list vertically creased, very good. Screen-
play dated 8-4-86, credited to Warren Skaaren, 
“From an Original Screenplay by Michael McDow-
ell Based on a Story by Michael McDowell and 
Larry Wilson.”

Beetlejuice was the second feature �lm directed 
by Tim Burton (born Burbank, California, August 
25, 1958), following Pee-Wee’s Big Adventure 
(1985), and the �rst to completely express his 
singular sensibility, derived in equal parts from 
Charles Addams, Edward Gorey and Dr. Seuss. In 
addition to establishing Burton as a major talent, 
the �lm made a star out of 15 year-old Winona 
Ryder, who was cast as the young Goth protago-
nist, Lydia Deetz.

The imaginative story and screenplay of Beetle-
juice was written by Michael McDowell, known 
primarily as a paperback novelist specializing in 
mysteries and Southern Gothic horror. He had 
previously worked with director Burton on an 
adaptation of Ray Bradbury’s “The Jar” written 
for the 1980s TV revival of Alfred Hitchcock 
Presents. Later, he collaborated with Burton on 
The Nightmare Before Christmas and wrote a 
screen adaptation of Stephen King’s Thinner, 
before dying from an AIDS-related illness at the 
age of 49.

McDowell’s original Beetlejuice screenplay was 
much darker than the revised version of this 
horror comedy scripted by writer/producer 
Warren Skarren (Beverly Hills Cop II and Burton’s 
Batman). Skarren’s revised second draft screen-
play begins, as the �lm does, with the camera 
�ying above a perfect New England town that 
turns out to be a scale model located in the attic 
of a happy couple, Adam and Barbara Maitland 
(Alec Baldwin and Geena Davis). When the 
Maitlands are killed in an auto accident, they 

return Topper-style as ghosts to the home they 
used to inhabit but, unfortunately, have to deal 
with the new owners from the city, the preten-
tious Deetzes (Catherine O’Hara and Jeffrey 
Jones), who move in and drastically remodel the 
place. The Deetzes’ sympathetic daughter, Lydia 
(Ryder), is the only one who can see the phantom 
Maitlands, because she is “strange and unusual”. 
In desperation, the ghostly couple seek the help 
of the demented and demonic “bio-exorcist” 
Beetlejuice (Michael Keeton) to extricate the 
intruders.

One major difference between the screenplay 
and the �lm is the choice of music to accompany 
certain scenes. The screenplay indicates R&B 
groups like The Inkspots and Percy Sledge, while 
the movie is all Harry Belafonte calypso tunes. 
Another major difference is the conception of the 
after-life dimension that the Maitlands enter from 
time to time. In the screenplay, it is an almost 
empty void except for giant gears and the sound 
of a ticking clock. In the movie, it looks like the 
cartoon-colored landscape of an alien planet. 

Looked at from an auteurist perspective, Burton’s 
directorial sympathies in Beetlejuice lay not so 
much with the conventionally likeable Maitlands 
or the entertainingly obnoxious Deetz couple, but 
with Lydia, their alienated daughter, a prototypi-
cal Burton outsider, and, of course, with Beetle-
juice himself, an anarchic id �gure who antici-
pates the Joker and other freakish villains in 
Burton’s subsequent movies.

$2,000.00
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[Los Angeles: Twentieth Century Fox], 1989-1990. 
Archive of vintage original �lm scripts. Bound in a 
large loose leaf notebook, overall near �ne.

Tim Burton’s second feature, Beetlejuice (1988), 
heralded the arrival of a �lmmaker with a singular 
visual style and a distinctively macabre sense of 
humor.  His third feature, Edward Scissorhands  
(1990), showed he was also a �lmmaker with 
heart. With a story co-written by Burton, inspired 
by his own mis�t adolescence, it remains his 
most personal movie to date.

Edward Scissorhands’ screenplay is the work of 
Caroline Thompson, based on a story that Burton 
invited Thompson to co-write with him after being 
impressed by her short novel First Born about an 
aborted fetus that returns to life.  The title 
character, Edward, is an arti�cial human created 
by an eccentric Inventor played by Vincent Price, 
a character who synthesizes aspects of Pinoc-
chio’s Geppetto and Frankenstein’s Dr. Franken-
stein, and the story of Edward Scissorhands 
recalls both of those classic works.  Unfortunate-
ly, the Inventor dies before Edward (Johnny 
Depp) is complete, leaving him with pairs of 
scissors for hands.  He is discovered living alone 
in the Inventor’s castle by a compassionate Avon 
Lady (Diane Weist) who brings him home to the 
suburbs.  

This archive of Edward Scissorhands materials 
includes the following:

Caroline Thompson Screenplay dated 
12/15/89 (121 white pages)

Thompson’s 12/15/89 draft begins, as the movie 
does, with a framing sequence, an elderly woman 
telling the story of Edward to her granddaughter.  
The woman turns out to be an older version of 
Edward’s great love, Kim (Winona Ryder), the 
teenaged daughter of the Avon Lady who brought 
Edward home with her.

This draft is fairly close to what was actually 
�lmed with some minor differences, particularly 
with regard to Edward’s creation.  This draft 
describes the Inventor actually making skin, a 
brain, a heart, and so on.  The movie merely 
implies how Edward was created, beginning with 
the Inventor looking at a human-like component 
of his cooking-making machinery; then later we 
see the turning pages of a book with the Inven-
tor’s drawings illustrating the gradual evolution 
of the cookie-cutting mechanism into something 
human.  

In this draft, Edward talks a lot more than he does 
in the movie.  Apparently, director Burton, in 
collaboration with actor Johnny Depp, came to 
realize that Edward’s mute reactions were gener-
ally more effective than spoken dialogue.  This 
was the �rst of eight �lms Burton would make 
with Depp.

The character of Joyce, the neighborhood sexpot 
(Kathy Baker), has been slightly altered.  In this 
draft, she has a husband.  In the movie, she has 
no spouse, and her marital status (divorced?) 
remains uncertain.  The movie omits a scene in 
this draft where the Avon Lady’s husband, Bill 
(Alan Arkin), attempts to show Edward how to 
play pool.  The movie also omits some scenes in 
this draft dealing with Edward’s growing celebri-
ty, for example, a scene in a hospital where he is 
hounded by journalists.

The entire �lm, as written by Thompson, main-
tains a careful balance between lyrical fairytale, 
gothic horror (the Frankenstein elements), and a 
satire of American suburban life.

(cont. p. 99)

64. EDWARD SCISSORHANDS (1989-90) Script archive
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(cont. from p. 96)

Location and Shot Lists

- Five pink pages indicating the locations and 
scenes that will be shot on which days, from 4/4 
(day 8) through 6/14 (day 57).

- A one-page graph on white paper correlating 
locations (Ext. Mansion, Ext. Neighborhood/Front 
Yards, etc.) with scene numbers.

- Seven white pages, hand-printed, with scene 
numbers in order, indicating locations and what 
happens (brie�y) in each scene for purposes of 
green screen work.  

Caroline Thompson Revised Screenplay 
dated 2/22/90 (116 blue, pink, and green pages)

Unlike the 12/15/89 draft, Thompson’s revised 
screenplay begins with a description of  the 
movie’s credit sequence – a series of paper-
weights with snow swirling inside them.  While 
this has the same general feeling as the movie’s 
actual credit sequence, it is not, in fact, what we 
see in the �lm, which begins with imagery of the 
Inventor’s gothic castle and his cookie-making 
machinery, foreshadowing Edward’s creation.

When Peg the kind Avon Lady �rst encounters 
Edward in this draft, “his clothes are in tatters, 
hanging in threads from his thin body.”  He is not 
wearing the signature black leather punk 
quasi-bondage out�t that he wears in the movie..

One scene written for this draft (green pages) 
that never made it into the completed �lm has the 
family playing “Twister” (it replaces the pool 
playing scene in the 12/15/89 draft). In another 
scene that didn’t make it into the completed �lm, 
Edward makes a celebrity appearance at the 
opening of a shopping mall store called “Cloth 
World” In this draft, Edward still talks signi�cant-
ly more than he does in the �lm. 

The ending of the script and �lm overtly recalls 
Frankenstein, with the neighbors storming 
Edward’s castle like the angry villagers in Univer-
sal’s Frankenstein movies.  However, unlike 
Frankenstein, this tale has a happy ending.  Kim 
convinces the mob that Edward is dead while, in 
fact, he remains in his castle, alone and eternally 
alive, using his scissor hands to carve beautiful 
sculptures out of ice.

Miscellaneous

- Location List – Six typewritten pages with the 
addresses and telephone numbers of the loca-
tions in and around Tampa, Florida where the 
movie was shot.

- Memorandum 3/1/90 – Attaching blue page 
describing the last shot of the �lm (slightly 
revised version of pink page that concludes 
12/22/90 draft).

- Memorandum 2/23/90 – One page describing two 
minor script changes.

- Beeper List – One page with paper numbers of 
transportation coordinator, art director, set 
dresser, wardrobe, and other crew.

- Preliminary Stunt Breakdown – Three yellow 
pages listing stunts and their scene numbers.

- Staff and Crew List – Ten green pages with 
names, addresses, and telephone numbers of all 
production personnel.

$2,500.00
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65. SID AND NANCY [under shooting title: LOVE KILLS] (1985) Third 
                Draft script by Alex Cox, Abbe Wool

London: Commies from Mars / Initial Pictures, 
1985. Vintage original �lm script for the 1986 �lm 
Sid and Nancy, here under the working title Love 
Kills. Illustrated titled self wrappers, noted as 3RD 
DRAFT on the front wrapper, dated 1985, with 
credits for screenwriters Cox and Wool. Title page 
integral with front wrapper. 113 leaves, with last 
page of text numbered 107. Mechanical duplication. 
Very good+, bound with a single black cloth-cov-
ered twist tie (in true punk fashion). 

No �lmmaker embodied the ’80s punk scene more 
thoroughly than Alex Cox.  Born in Bebington, 
Cheshire, England in 1954, Cox attended �lm 
school at UCLA where he produced his �rst �lm, 
a surreal short entitled Edge City.  Cox’s 
feature-length screenplay, Repo Man, attracted 
the attention of producer (and former Monkee) 
Mike Nesmith, who convinced Universal Studios 
to �nance it.  Though not immediately successful, 
Cox’s Repo Man, released in 1984, eventually 
became a pro�table cult classic, enabling Cox to 
obtain backing from an English production 
company for his 1986 feature, Sid and Nancy (aka 
Sid and Nancy: Love Kills).

Alex Cox’s and Abbe Wool’s Sid and Nancy 
screenplay was inspired by the real-life relation-
ship of English punk rocker, Sid Vicious, notori-
ous bassist for the Sex Pistols, and his American 
girlfriend, Nancy Spungeon.  Both were heroin 
addicts.  The �lm, shot cinema verite style in New 
York and London, featured breakout performanc-
es by Gary Oldman as Sid and Chloe Webb as 
Nancy.

The screenplay begins on October 13, 1978 in a 
room in New York’s Chelsea Hotel. The police 
have arrived to discover the body of Sid’s 
girlfriend, Nancy Spungeon, who has bled to 
death from a knife wound.  Although the �lm later 
shows her being accidentally killed in a struggle 
with Sid, there are multiple theories as to how 

she actually died.  The mystery was never 
resolved insofar as Sid himself died of a heroin 
overdose in February 1979, shortly before the 
murder case was scheduled to be tried. 

The bulk of the story takes place in �ashback, 
beginning in the movie with how Sid and Nancy 
met in London, and beginning in the screenplay 
before they met with Nancy working as a dancer 
in a New York go-go club.  And so it goes through-
out the screenplay.  The movie follows the screen-
play more or less, but some scenes were added 
and some subtracted, and a fair amount of 
dialogue was improvised while the scenes were 
being shot.  

The screenplay divides roughly into two parts: 
Part One – Life as a Sex Pistol, anarchic fun, 
culminating with Sid’s iconic performance of “My 
Way.”  Part Two – Life as a junky, not fun at all, 
with Sid and Nancy holed up in New York’s 
Chelsea Hotel, waiting for the next �x, as things 
degenerate from bad to worse.  Even a �re in their 
hotel room (true incident) is not enough to stir 
Sid and Nancy from their drug-induced haze.

The punk philosophy, to the extent it had one, was 
a negation of everything that came before it.  Sid 
and Nancy is an exemplary time capsule �lm, 
precisely capturing how a particular generation 
reacted to the injustices of the Reagan/Thatcher 
era.

And yet, the movie is oddly upbeat, in spite of 
itself – maybe because it seems to say that no 
matter how awful your life is or how awful you are, 
there may be somebody out there who is perfect 
for you.  As Sid and Nancy were for each other.

$1,000.00
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66. DIE HARD (Oct 2, 1987) Second Revised Draft adapted by Jeb Stuart 
                and Steven E. de Souza

[Los Angeles]: Twentieth Century Fox, 1987. 
Vintage original �lm script, quarto, brad bound, 
printed wrappers, 123 pp. Light spotting to front 
wrapper, �ne in near �ne wrappers. A rainbow 
script, with revisions on blue, green, and yellow 
paper. Stated as Second Revised Draft dated 
October 2, 1987, with revisions dated up through 
November 5, 1987. Screenplay credited to Jeb 
Stuart, with revisions by Steven E. de Souza.

The much-imitated Die Hard (1988) is rightfully 
considered the de�nitive action �lm of the late 
1980s.  Deftly combining action with comedy and 
suspense, it made a major star out of Bruce Willis 
who plays the �lm’s lead, a New York policeman 
named John McClane.

Die Hard’s director, John McTiernan, had scored 
a major hit one year earlier with Predator), a 
sci-�/action thriller produced by the same team, 
Lawrence Gordon and Joel Silver, who produced 
Die Hard.  It was the maiden effort of screenwriter 
Jeb Stuart (adapting a novel by Roderick Thorp) 
who went on to co-write the screenplays of action 
thrillers like The Fugitive and Another 48 Hours.  
The screenplay’s co-writer, Steven E. de Souza, 
was a comparative veteran, who was brought in to 
polish and revise Stuart’s original scenario, and 
add more comedic elements.  The revisions 
continued well into the shooting of the �lm.  

Die Hard’s brilliantly constructed screenplay is 
rich with subtext, most of it, in one way or anoth-
er, an attack on modernity.  Almost all of the 
�lm’s story takes place in a skyscraper, a quintes-
sential symbol of the modern world.  However, the 
attacks on modernity begin in the script’s very 
�rst scene, which �nds our hero, John McClane, 
aboard an airliner – he’s an old-fashioned kind of 
guy terri�ed by �ying.

In the meantime, we are introduced to another 
facet of the modern world – gender equality – 
here represented by McClane’s wife, Holly 
(Bonnie Bedelia), who is a high-ranking executive 

of the Takagomi Corporation, the owners of the 
high rise who are having a Christmas party as the 
story unfolds.  Her boss, Mr. Takagi, played by the 
great James Shigeta, is benevolent enough, but 
he represents another facet of our modern era, 
the in�ltration of American culture by foreigners, 
which is exempli�ed more malignantly by the 
movie’s bad guys, a mostly German group led by 
the cultured, intellectual, Hans Gruber (Alan 
Rickman).  The essence of the story is the con�ict 
between the evil technocratic Europeans invading 
the building to rob it (while posing as terrorists), 
and McClane, a one-man army who opposes 
them, old school cowboy-style.  Hence, 
McClane’s most famous line, "Yippee-ki-yay, 
motherfucker!" 

This particular copy of the screenplay is divided 
into roughly two halves.  The �rst half, consisting 
mainly of orange pages 10 to 54, dated 11/5/87, is 
nearly identical to what was actually �lmed.  The 
second half, light green pages 55 to 123, dated 
11/4/87, is part of an earlier draft, with some 
signi�cant differences from what appears in the 
completed �lm.  Notably missing from this draft 
is one of the movie’s key scenes where McClane 
comes face to face with the villainous Gruber, 
who affects a perfect American accent and 
pretends to be one of the hostages in order to 
gain McClane’s trust.  Also missing from this 
draft, is the movie’s climactic set piece, where 
the villains lead the hostages onto the building’s 
roof, undermined with explosives set to go off as 
soon as rescue helicopters arrive, and how 
McClane saves the hostages from that fate.

All of the script’s Christmas imagery adds 
another level of complexity and resonance to 
what is indisputably a classic of the American 
action �lm.

$1,000.00
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67. HOOK (Feb 7, 1991) 3rd Draft Technical script, 1st Rev. by Jim V. Hart,
                Malia Scotch Marmo

[Los Angeles]: Amblin Entertainment, 1991. Vintage 
original �lm script, quarto, printed wrappers, brad 
bound, 135 pp. All pages with a characteristic 
Amblin red watermark, Front wrapper detached, 
overall very good+. With 13 pp. of cast and crew 
lists (somewhat creased), very good-.

One of Steven Spielberg’s most controversial 
�lms, one that divided critics and audiences 
alike, Hook was also one of his most personal 
movies, with a screenplay credited to Jim V. Hart, 
Malia Scotch Marmo and Nick Castle that is 
extraordinarily rich in ideas.  The �lm was 
released one year before two of Spielberg’s 
greatest commercial and artistic successes, 
Jurassic Park and Schilndler’s List.

Though presented in the form of a fantasy 
adventure/fairytale inspired by the novels and 
plays of James M. Barrie, Hook deals with some 
of Spielberg’s most profound obsessions – 
children in peril, the dissolution of the family, and 
the gulf between childhood and becoming an 
adult.

Among the screenplay’s interesting ideas:

- The protagonist is an adult named Peter Banning 
(Robin Williams), a former orphan who has 
completely forgotten he was once Peter Pan.

- Wendy (Maggie Smith) is now a grandmother in her 
90s.  It was she who found orphan Peter and saw that 
he was adopted by American parents..

- Peter has grown up to be a successful lawyer, not 
only that, but he’s a corporate raider which, as 
Granny Wendy points out, makes him a “pirate” like 
Captain Hook (Dustin Hoffman).

- Where young Peter Pan could �y with ease, adult 
Peter, as we learn when he boards a �ight to England 
with his family, is afraid of �ying.

-The �rst fantastic incident in the screenplay, 
Captain Hook’s abduction of Peter’s children from 
Granny Wendy’s home in London, is written and 
�lmed like the abduction of the child by aliens in 
Spielberg’s Close Encounters of the Third Kind.

- Once Peter returns to Neverland with Tinkerbell 
(Julia Roberts), he discovers the Lost Boys have 
rallied around a new leader in his absence, a Latino 
teenager named Ru�o (in many ways anticipating 
Bernardo in Spielberg’s 2022 remake of West Side 
Story). Naturally, Pan will have to �ght Ru�o to 
reassert his leadership of the Boys, and in the �lm’s 
climactic battle – Hook and his pirates vs. Pan and 
the Lost Boys – Ru�o will be killed.

- One of the screenplay’s most disturbing elements 
has the villainous Hook attempting to become a 
substitute father to Peter’s estranged son Jack, 
even dressing him like a miniature version of Hook.

- As in Barrie’s novel, Hook’s mortal enemy is a 
man-eating Crocodile with a clock ticking inside him, 
a handy metaphor for mortality and the passage of 
time.  In this version of the story, the Crocodile is 
dead and stuffed.  Nevertheless, at the screenplay’s 
conclusion, Hook meets his end when the huge 
stuffed Crocodile tips over and “swallows” him, 
foreshadowing various characters’ death by 
dinosaur in the following year’s Jurassic Park.

The completed �lm is a revised and polished 
version of the Hart/Marmo 3rd draft technical 
script, with some dialogue and elements omitted, 
and other elements added. Looked at in the 
context of his most recent work, e.g., The Fabel-
mans, Spielberg’s Hook appears more personal 
than ever.

$850.00
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68. FORREST GUMP (Apr 23, 1992) Second Draft screenplay adapted 
                by Eric Roth

[Hollywood: Paramount Pictures, 1992]. Vintage 
original �lm script, quarto, brad bound, 139 pp., 
with a blank back wrapper. Title page a bit soiled 
with marginal creasing, overall near �ne or better. 
The title page states Second Draft, 4/23/92, and 
credits the screenplay to Eric Roth.

Winner of the 1994 Academy Award for Best 
Picture, Forrest Gump presents an epic cultural 
history of the United States from roughly the end 
of World War II through the 1980s as seen through 
the eyes of a tender-hearted innocent with an IQ 
of 75.  The �lm also received Academy Awards for 
Best Actor in a Leading Role (Tom Hanks as 
Forrest Gump), Best Director (Robert Zemeckis), 
Best Editing, Best Visual Effects, and Best 
Adapted Screenplay (Eric Roth, adapting 
Winston Groom’s 1986 novel).

Robert Zemeckis (Back to the Future, Who Framed 
Roger Rabbit?) was not the producers’ �rst choice 
to direct Forrest Gump.  Nevertheless, he proved 
to be the perfect man for the job, providing a 
compelling narrative �ow, deftly blending emo-
tional commitment with subverting irony, and 
seamlessly integrating crucial yet “invisible” 
special effects into the movie’s storyline.

Screenwriter Eric Roth (born New York City, 
March 22, 1945) is one of Hollywood’s most 
in-demand professionals. This particular copy of 
Roth’s script, labeled “Third Draft”, is not a 
complete screenplay.  Rather, it is a compilation 
of revised pages – the �rst part (orange pages 
20-75a, dated 7/30/93) beginning with young 
Forrest meeting Jenny, his sweetheart-for-life, 
aboard a school bus, and ending during the 
Vietnam War sequence, with Forrest and Lieu-
tenant Dan (Gary Sinise) recuperating in a 
Saigon hospital; the second part (light green 
pages 78-151, dated 7/20/93) starting with Forrest 
receiving the Congressional Medal of Honor from 
President Johnson, and ending, as the �lm ends, 
with Forrest putting his son, Forrest, Jr., aboard a 
school bus, and the white feather that Forrest 

picked up at the  beginning of the �lm �oating 
back into the blue sky.

Among the things missing from the �rst part of 
this draft is the opening sequence that frames the 
�lm, with Forrest sitting on a bus stop bench, 
narrating his life story to whoever happens to be 
sitting next to him. The revised orange pages also 
skip directly from Forrest and Jenny as children 
aboard the school bus to Forrest in Vietnam.

The light green revised pages which constitute 
the majority of this “Third Draft” are substantial-
ly complete, and are, apart from a few trims, what 
was actually �lmed.  One of the story’s most 
engaging conceits is to have Forrest witness and 
occasionally interact with some of the most 
signi�cant cultural touchstones of the past half 
century: Elvis Presley, George Wallace and 
desegregation, John F. Kennedy, Lyndon Johnson, 
an anti-war march on Washington, drug-abusing 
hippies, Richard Nixon and Watergate, John 
Lennon, ping-pong playing in Red China, Apple 
computers, and Nike running shoes.  

Eric Roth was not the �rst screenwriter hired by 
the producers to adapt Groom’s novel but, 
according to Zemeckis, he was the �rst to solve 
the problem of adaptation by emphasizing the 
romance between Forrest and Jenny as the 
story’s through-line.  Having a mentally chal-
lenged individual - essentially a blank slate - as a 
protagonist allows the �lmmakers to look at the 
historical events of the past �fty years without 
expressing a particular point of view.  The �lm 
can therefore be all things to all viewers.  Regard-
less, Forrest Gump has become a cultural touch-
stone in its own right.

$2,000.00
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69. Roald Dahl (source) 
                MATILDA (Apr 1995) Fourth draft screenplay

[Culver City, CA: Jersey Films], 1995. Vintage original �lm script, quarto, brad bound, 110 pp, quarto, 
self-wrappers, near �ne. Laid in are about 30 pages of cast and crew lists.

Danny DeVito produced, directed and starred in this beloved children’s �lm (about a girl gifted with a 
keen intellect and psychic powers, who uses both to deal with her crude, distant family and free her 
kind teacher from their sadistic headmistress). This script is denoted as Draft Four on the title page, 
with a date of April 1995. All the pages are printed on light blue paper and have watermarks in dark blue 
ink. The screenplay is by Nicholas Kazan and Robin Swicord. 

$750.00
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70. WE WERE SOLDIERS (2001) Blue revised �lm script adapted 
                by Randall Wallace

Sherman Oaks, CA: The Wheelhouse, 2001. Vintage original �lm script, printed wrappers, quarto, brad 
bound, 118 pp., just about �ne. Screenplay by Randall Wallace, this draft stated as Blue Revisions, and is 
entirely printed on blue paper.

The story of the �rst major battle of the American phase of the Vietnam War, and the soldiers on both 
sides that fought it, while their wives wait nervously and anxiously at home for the good news or the bad 
news. Film was released in 2002. This script is under the longer working title We Were Soldiers Once... 
and Young.

$375.00
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71. KING VIDOR & CAST ON SET | SHOW PEOPLE (1928) Photo

[Los Angeles, Metro-Goldwyn-Mayer, 1928]. Vintage original 7 ¼ x 9" (18 x 23cm.) sepia-tinted double 
weight matte �nish print still photo. Near �ne.

Director King Vidor shares a lunch hour with costumed stars Marion Davies and William Haines. Also 
with them is writer Wanda Tuchock, who is credited with writing the scenario for Show People. She 
would go on to work with Vidor on several �lms. Photo was likely shot outside star Marion’s spacious 
MGM lot bungalow.

$375.00 
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72. KING VIDOR & CAST ON LOCATION | THE CROWD (1927) Photo

[Los Angeles, MGM, 1927] Vintage original 6 ½ x 9" (16 x 22 cm.) black-and-white print still photo. With 
date stamp and attached paper blurb and still code number of “293-x-46”. Pinholes at corners, minor wear. 
Very good+.

Director King Vidor and crew work with stars James Murray and Eleanor Boardman in his classic �lm 
about an alienated common man.

$450.00 
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73. KING VIDOR & CAST | DUEL IN THE SUN (1946) Set of 4 photos

Culver City: Selznick-International, [1946]. Set of four (4) vintage original black-and-white print still 
photos. Three are linen-backed keybook photos. Three have promotional text, one a photographer credit, all 
have photo agency stamps, all on verso. One has a slight loss of linen on back not affecting image on front, 
overall near �ne.

Four photos all documenting King Vidor directing this epic Western. Gregory Peck and Joseph Cotton 
are each in two of the photos.

$1,450.00 
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74. WILLIAM WELLMAN CAMEO | LEGION OF THE CONDEMNED (1928)

[Los Angeles, Paramount, 1928] Vintage original 7 ½ x 9 ¾" (18 x 24 cm.) black-and-white single weight 
glossy silver gelatin print still photo. Fine.

Encouraged to cut costs, director William A. Wellman used stock footage from the still-in-re-
lease-at-the-time mega hit, WINGS.. He cut costs further by acting in a small role. 

This is an unusually early portrait of Wellman. He started directing movies in 1923 but was not immedi-
ately noticed, and portraits of him from this period are seldom encountered. Still is coded “681-125”. 

$375.00 
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75. WILLIAM WELLMAN, CAROLE LOMBARD HAVE LUNCH | NOTHING 
                SACRED (1937) Photo

[Los Angeles, David O. Selznick Productions, 
1937]. Vintage original 8 x 10" (20 x 25 cm.) 

black-and-white single weight glossy silver 
gelatin print still photo. Still coded “SIP 104 

P166” and original paper blurb is attached. Linen 
tape along the right side of the verso. Near �ne.

Director William A. Wellman and art director 
Lyle Wheeler have lunch in the Selznick Studio 

commissary with the star of their Technicolor 
comedy, Carole Lombard. Lombard considered 

this her favorite �lm.

$250.00

76. WILLIAM WELLMAN, CAST & CREW REHEARSE | NOTHING 
                SACRED (1937) Photo

[Los Angeles, David O. Selznick Productions, 
1937] . Vintage original 8 x 10" (20 x 25 cm.) 
black-and-white single weight glossy silver 

gelatin print still photo. Still is coded “SIP 104 P 
147”. Original paper blurb attached to back. Linen 

tape along the verso right edge. Near �ne. 

Director William A. Wellman, at right with 
microphone, directs a lively scene with Carole 
Lombard and cast on the set of Cafe Moderne 

for this Technicolor comedy classic. 

$375.00
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77. GEORGE STEVENS DIRECTING | PENNY SERENADE (1941) Photo 
                ft. Irene Dunne, Cary Grant 

[Los Angeles, Columbia Pictures, 1941]. 
Vintage original 8 x 10" (20 x 25 cm.) 
black-and-white single weight glossy silver 
gelatin print still photo. Text of the original 
attached paper blurb says that it is Cary Grant 
offering directorial advice. Original photogra-
pher stamp by Lippman on verso. Minor 
creases at lower right side, near �ne.

This beautiful story of a couple who lose their 
child to illness inspired many couples who 
could not have children to adopt. Photo is 
coded “D-Col-96-18”.

$350.00

78. GEORGE STEVENS DIRECTING | TALK OF THE TOWN (1942) Photo
                ft. Cary Grant, Ronald Coleman and Jean Arthur

[Los Angeles, Columbia Pictures, 1942]. Vintage original 
8 x 10" (20 x 25 cm.) black-and-white single weight 

glossy silver gelatin print still photo. Very minor wear, 
just about �ne.

Director George Stevens studies the set model, which 
features Cary Grant, Ronald Coleman and Jean Arthur. 
Much of the action of this romantic comedy took place 

on this very set.  

$300.00
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79. FRITZ LANG DIRECTS SYLVIA SIDNEY | YOU AND ME (1938) Photo

[Los Angeles, Paramount Pictures, 1938]. Vintage original 7 ¾ x 9 ¾" (19 x 24 cm.) borderless 
black-and-white single weight glossy silver gelatin print still photo. Coded “P1230-901”. Original blurb 
photoed on verso, as well as ink stamp of Paramount still photographer C. Kenneth Lobben. About �ne.
 
Director Fritz Lang works closely and intensely with Sylvia Sidney in a scene where she examines a 
wound. A make-up lady assists. 

$400.00 
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80. NICHOLAS RAY, GLORIA GRAHAME | IN A LONELY PLACE (1950) 
                Set of 2 photos

[Los Angeles: RKO Pictures, 1950]. A pair of vintage original photos, both �ne:

- 10 x 8" (25 x 20 cm.) photo, with actual image size of 4 3/8 x 3 ½" (11 x 8 cm.).
- 8 x 10" (20 x 25 cm.) photo.

Nicholas Ray had directed Gloria Grahame in his previous �lm A Woman’s Secret, and they got married. 
He then directed her and Humphrey Bogart in this �lm noir classic. 

SOLD 
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81. NICHOLAS RAY DIRECTING | FLYING LEATHERNECKS (1951) Photo

[Los Angeles: RKO Pictures, 1951]. Vintage original 10 x 8" (25 x 20 cm.) black-and-white photo, with actual 
image size of 4 3/8 x 3 ½" (11 x 8 cm.), �ne. Printed studio text on verso.

Portrait of director Nicholas Ray in helmet and Marine uniform as he worked on this WWII �lm about 
the Battle of Guadalcanal.

$200.00 
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82. NICHOLAS RAY DIRECTING | WIND ACROSS THE EVERGLADES
                 (1958) Photo 

[Burbank, CA]: Warner Brothers, 1958. Vintage original 8 x 10" (20 x 25 cm.) black-and-white photo, �ne. 
Studio text af�xed to verso.

Nicholas Ray directing a scene with Christopher Plummer and Chana Eden for this very early �lm to 
have an ecological theme. Ray’s substance abuse problems became so severe during this �lm that 
producer Budd Schulberg �nally had to dismiss him.

$500.00 
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83. ROBERT SIODMAK DIRECTING | TIME OUT OF MIND (1947) Photo

Universal City, CA: Universal-International, [1947]. 
Vintage original 10 x 8" (25 x 20 cm.) 
black-and-white print still photo. Studio text and 
photo agency stamp on verso, near �ne.

Time Out of Mind was director 
Robert Siodmak’s eighth noir �lm 
and, by now, Universal was 
promoting him with this unusual 
image showing how to pronounce 
his name.

$350.00 
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84. DELMER DAVES DIRECTING | JUBAL (1955) Photo

[Hollywood]: Columbia Pictures, 1955. 
Vintage original 8 x 10" 920 x 25 1cm.) 

black-and-white keybook print still 
photo. Holograph notation in blank 

lower right, studio stamp and printed 
descriptive text on verso, near �ne. 

Director Delmer Daves and his cam-
eraman Charles Lawton wait for clouds 

to pass on this Western �lm. Stars 
Glenn Ford and Felicia Farr look on.

$375.00 
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85. SAM FULLER | PARK ROW (1952) Set of 2 publicity photos

[Hollywood]: United Artists, 1952. Set of two (2) 
vintage original 8 x 10" (20 x 25 cm.) 
black-and-white print still photos, each with af�xed 
descriptive text on verso and stickers of a photo 
agency. The horizontal photo is a bit creased in the 
area where the paper snipe was attached on back; 
the vertical photo has a crease at top middle, 
overall near �ne or better.

Writer-director Sam Fuller’s �fth feature �lm, 
about a small, visionary newspaper editor facing 
ruthless competition in late-nineteenth century 
New York City. Both photos have in the back-

ground a display of nineteenth century newspa-
pers with troubling headlines. The vertical photo 
shows Fuller with the New York Post columnist 
Leonard Lyons as they hold up an 1869 New York 
Post. The horizontal photo shows Fuller with 
Richard Berlin (who was head of the Hearst 
media empire) and New York Post columnist 
George Sokolsky. 

$375.00 
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86. SAM FULLER DIRECTING | CHINA GATE (1957) Set of 4 photos

[Hollywood: Twentieth Century Fox], 1957. Set of four (4) vintage original 4 x 5" (11 x 13 cm.) 
black-and-white print still photos. Three are date stamped on verso, all have stickers of a photo agency and 
punch holes (most likely because they were part of a keybook set). Near �ne or better.

China Gate is a Sam Fuller �lm set during the First Indochina War. All photos show Fuller interacting 
with various cast members, including one showing him having a meal with Nat King Cole and other 
actors.

$500.00 
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87. SAM FULLER DIRECTING | THE NAKED KISS (1964) Photo

[Hollywood: Allied Artists, 1964]. Vintage original 10 x 8" (25 x 20 cm.) black-and-white print still photo, 
with text and sticker of photo agency. on verso. Just about �ne.

A strong portrait of Sam Fuller as he directs his low-budget �lm noir classic, about an ex-prostitute 
who moves to a conservative suburban town, where she wants to �t in and live a “normal” life, but with 
a terrible outcome.

$450.00 



131

D
IR

E
C

T
O

R
S

88. JOHN FORD DIRECTING | HOW THE WEST WAS WON (1961) 
                Cinerama image

[Los Angeles, Metro-Goldwyn-Mayer, 1961]. Vintage original 8 x 10" (20 x 25 cm.) black-and-white single 
weight glossy silver gelatin print still photo. Photo is coded “1778X1” and includes typed blurb on verso 
explaining the location rehearsal with John Ford and his cast and the Cinerama technique which the photo, 
with its large top and bottom margins, displays.

John Ford, the Cinerama camera and crew photograph a location scene for the story’s Civil War-period 
sequence. 

$350.00 
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89. ALAIN RESNAIS DIRECTING | LAST YEAR AT MARIENBAD (1960)

[Paris]: Terra Films, [1960]. Vintage original 7 x 9 ½" 
(18 x 24 cm.) black-and-white borderless French 
photo. Film credits stamped on verso, �ne.

Alain Resnais with Delphine Seyrig as he directs 
L'Année dernière à Marienbad (Last Year at Marien-
bad).

$450.00 



133

D
IR

E
C

T
O

R
S

90. PIER PAOLO PASOLINI DIRECTING ORSON WELLES | RO.GO.PA.G.
                (1963) Set of 2 photos

[Rome: Arco Film, 1963]. Set of two (2) vintage original 7 ¼ x 9 3/8" (18 x 24 cm.) black-and-white border-
less Italian photos, one with af�xed mimeographed text on verso and stickers of photo agency, near �ne.

Ro.Go.Pa.G. was an anthology �lm with four sequences, each helmed by a different director. Pier Paolo 
Pasolini directed the episode “La ricotta” starring Orson Welles as a director making a �lm about the 
cruci�xion of Jesus Christ. 

Here are two photos of Pasolini with Welles, one of them has Welles with a lit cigar.

$750.00 
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91. ROGER CORMAN ON SET | THE TRIP (1967) Photo

[Los Angeles]: American International Pictures, [1967]. Vintage original 10 x 8" (25 x 20 cm.) 
black-and-white photo, studio stamp, descriptive text and photo agency sticker on verso, just about �ne.

Director Roger Corman lines up a shot on the set of his psychedelic �lm The Trip, in which Peter Fonda, 
unhappy with his life and career, takes an LSD trip. Photos of Corman on set are very scarce. 

$375.00 
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92. LUIS BUÑUEL DIRECTS CATHERINE DENEUVE | BELLE DE JOUR
                (1967) Photo

[Paris]: Robert and Raymond Hakim, [1967]. Vintage original 11 ½ x 9" (29 x 23 cm.) black-and-white 
doubleweight borderless French photo. With producer’s stamp and credits on verso. Fine.

One of Luis Buñuel’s �at out masterpieces, about a young married woman who takes on part-time work 
in a brothel. This photo, which is uncommon to begin with, is known in both a smaller and singleweight 
version which is 7 x 5", and this one.

$500.00 
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Vintage Original Photographs, Lobby Cards, Posters, Scripts & Memorabilia 
Rare Books, LGBTQ History, African Americana

WalterFilm.com offers the finest selection of vintage movie posters, star 
photos, lobby cards, movie scripts, rare books and Hollywood movie & 
theater memorabilia, as well as African American cultural history and 
LGBTQ film, stage, art and social history.

As part of our Curatorial Services, we advise libraries, museums, 
universities, individuals and business clients in the selection of material 
for their collections.

Collections

For additional information about an item in this catalog, to see all of the 
images mentioned in its description or to view our entire collection, 
please visit https://walterfilm.com.

And while you're there please sign up for our newsletter and visit our 
blog, where you'll be kept up-to-date on our new offerings as well as 
thoughts and information about curatorship, the business of collecting 
and various aspects of the market we serve.

Front cover: 

Bookstore poster for Fast Times at 
Ridgemont High (1931).

Back cover: 

WWII-era George Washington 
Carver (1945) savings bond poster.
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