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“George Romero was . . . the father 
of modern horror movies.”  

—JOHN CARPENTER

“The ‘A’ in George A. Romero stands for 
‘A fucking genius’!”  
—QUENTIN TARANTINO

“George to me is one of the great ones. 
He’s a beautiful anarchist. He’s one  
of the most relevant rebels in cinema  
for me. ” 

—GUILLERMO DEL TORO 

United States • 1968 • 96 minutes • Black & White • 1.37:1 aspect ratio • Screening format: DCP

Shot outside of Pittsburgh at a fraction of the cost of a Hollywood 
feature, by a band of filmmakers determined to make their mark, 
George A. Romero’s Night of the Living Dead is one of the great stories 
of independent cinema: a midnight hit turned box-office smash that 
became one of the most influential films of all time. A deceptively 
simple tale of a group of strangers trapped in a farmhouse who find 
themselves fending off a horde of flesh-eating ghouls newly arisen from 
their graves, Romero’s claustrophobic vision of a late-sixties America 

(literally) tearing itself apart rewrote the rules of the horror genre, 
combined gruesome gore with acute social commentary, and quietly 
broke ground by casting a black actor (Duane Jones) in the lead role. 
After decades of poor-quality prints and video transfers, Night of the 
Living Dead can finally be seen for the immaculately crafted film that 
it is thanks to a new 4K restoration, scanned from the original camera 
negative and supervised by Romero himself. Stark, haunting, and more 
relevant than ever, Night of the Living Dead is back.



NIGHT OF THE LIVING DEAD AND THE AMERICAN NIGHTMARE
By Adam Simon 
Director, The American Nightmare

On April 4, 1968, George A. Romero was driving from Pittsburgh 
to New York with the self-produced horror film he’d just finished, 
setting out to find someone willing to show it, when the news 
came over the radio: Martin Luther King Jr. had been assassinated. 
As he sat on the side of the road weeping, Romero could not have 
imagined that the film he had already finished would later be seen 
as a response to the day’s events, or that its enormous success and 
the controversy surrounding it would spawn a short but powerful 
wave of horror films that spoke more directly to the social unrest of 
the late sixties and early seventies than the mainstream Hollywood 
product of the time. 

Night of the Living Dead was not without precedent in its shocking 
subject matter or grainy realism, owing much to Alfred Hitchcock’s 
Psycho. But the way it channeled the real-world horrors that played 
out on the nightly news, and the way it opened the door to a new 
kind of filmmaker, were unprecedented. There were low-budget 
horror films, skin flicks, and other genre oddities filling the 
grindhouse and drive-in circuit for decades, but none of them made 
$30 million on a budget of not much more than $100,000, as did 
Romero’s debut.  

Arguably, Night of the Living Dead is at the root of much of contem-
porary American independent film, and socially conscious genre 
filmmaking in particular. Suddenly, here was a way for artists out  
on the margins, thousands of miles from Hollywood, to break 
through. The austere and intellectual young professor Wes Craven  
in Potsdam, New York, the cowboy-hippie artist Tobe Hooper in 
Austin, and the avant-garde experimentalist David Cronenberg in 

Toronto—each of them was directly inspired by the example of 
Night of the Living Dead. 

Night of the Living Dead stormed the barricades and other films came 
pouring through, creating a radical, raw, new kind of horror that 
drew its imagery not from gothic tales, pulps, or old movies but 
from reality. There are images in Romero’s film that mirror photos 
taken during the civil rights struggles in the American South, and 
shots in Craven’s The Last House on the Left (1972), to name one of 
Night’s successors, that evoke the shootings at Kent State. This was 
not horror as fantasy or escapism; it was horror as news. And half a 
century on, it’s news that’s stayed news.

ABOUT THE RESTORATION
Night of the Living Dead was restored in 4K by the Museum of 
Modern Art and The Film Foundation. Funding was provided 
by the George Lucas Family Foundation and the Celeste Bartos 
Fund for Film Preservation.

The restoration was overseen by George A. Romero and Image 
Ten, Inc.—especially Gary R. Streiner, Russell W. Streiner, 
and John A. Russo. The original 35 mm camera negative was 
scanned in 4K resolution by Cineric, Inc., in New York City, 
with audio digitization performed by Audio Mechanics in 
Burbank, California.



FUN FACTS
The final working title of Night of the Living Dead was 
Night of Anubis. Anubis was the god of embalming or 
mummifying in the religion of ancient Egypt. The 
title was changed once George A. Romero realized 
that few would understand the reference.

Although Night of the Living Dead is often cited as 
the first modern zombie movie, the word “zombie” 
is never once used in the film. The most common 
euphemism used to describe the living dead is “those 
things,” said mostly by Mr. Cooper. Other characters 
refer to the creatures as “ghouls.” 

The farmhouse used for the film was loaned to the 
filmmakers by its owner, who planned to demolish it 
anyway, effectively allowing the crew to do whatever 
they wanted with the building.

During the shoot, the filmmakers and crew had to 
live in the farmhouse for nineteen days and nights to 
guard cameras, lights, and other equipment, sleeping 
on canvas cots from an army-navy surplus store.

Costumes were cobbled together from secondhand 
clothing from cast members and Goodwill. Initially, 
the makeup was limited to whitened skin with 
blackened eyes, but as filming progressed, mortician’s 
wax was used to simulate wounds and decaying flesh.  

Due to the fact that most of the film was shot at 
night, the sound of crickets became a problem. 
They were too loud not to hear under the dialogue, 
so they were recorded separately as ambience and 
added to scenes shot in the daytime so that the 
audio would match.

The blood seen in the film was Bosco Chocolate 
Syrup, while the flesh consumed by the ghouls was 
roasted ham. 

Night of the Living Dead became one of the most 
successful independent movies ever made. It cost 
$114,000 to make (equivalent to about $800,000  
in 2017), and it eventually grossed approximately  
$30 million (about $210 million today)—over 263 
times its budget.

Despite his striking performance in the film,  
Duane Jones didn’t act on-screen again until 1973’s 
Ganja & Hess, another independent art/horror 
film that has since become a cult classic. Hess, 
misleadingly marketed as a “blaxploitation” film,  
was a philosophical look at the intersections of  
race, religion, and class through the lens of the 
vampire myth.



PRODUCTION HISTORY
Night of the Living Dead is one of the purest examples of American 
independent cinema, a work created by the sheer will and talent of 
Pittsburghers who came together because of their shared drive to 
film a profitable feature. In 1961, George A. Romero, a young film-
buff dropout from Pittsburgh’s Carnegie Institute of Technology 
(now Carnegie Mellon University), joined forces with college 
pals Richard Ricci and Russell W. Streiner to create a production 
company. Longtime friend John A. Russo was also asked to join, but 
his two-year army enlistment delayed his entry.

With a 16 mm camera, lights, and $500 borrowed from Romero’s 
uncle, the three young men began the Latent Image (named for 
the invisible image produced on photographic film by exposure to 
light that will be revealed by development) on Pittsburgh’s South 
Side, with their eyes set on creating industrial films and television 
spots. Work began slowly, with the occasional wedding or baby 
photo shoot keeping the company afloat, until in 1963 an investor 
responded to one of their ads seeking financing for a film project. 
Vincent D. Survinski brought them $10,000, but their attempt to 
make a feature collapsed. Nevertheless, Survinski—who would 
go on to work with Romero on future projects—offered to invest 
another $10,000 in exchange for partnership in the company.

Shortly afterwards, an advertising-agency representative contacted 
the Latent Image to create an inexpensive but impressive lunar-
landing ad for the Buhl Planetarium. The team effort for the 
showy spot lost money, but triumphed in terms of visibility for the 
company, with the commercial airing on TV and playing drive-ins. 
So in 1965, the office was able to relocate, and Russo—freshly out of 
the service—joined the team.

During the next two years, these “creative maniacs” (in the words 
of Russo) were constantly working, delivering high-quality films for 
low costs. However, the exhaustion created by the breakneck pace 
and constant lack of funds took its toll.

One afternoon in January 1967, creative lightning struck. Russo 
proposed to Romero and Ricci the idea that if all of the Latent 
Image partners and some friends put $600 in a collective pot, 
perhaps they could make a feature film and break out of their 
creative and financial rut. Romero realized that black and white 

would be a budget saver, and Russo believed a monster movie with 
minimal special effects could turn a profit. With no set plot or 
ideas, they named their project-to-be Monster Flick. 

The story first took form as a horror comedy, with an early 
screenplay detailing adolescent aliens coming to earth and 
befriending human teens. Rotting human corpses as a food source 
for extraterrestrials came into play in a later draft, with Russo 
stressing that they should be “recently dead” because long-dead 
bodies would be more difficult to credibly create. Taking inspiration 
from Richard Matheson’s vampire plague novel I Am Legend (1954), 
the final draft, written primarily by Russo, focused on reanimated 
human corpses eating the flesh of the living.

The Latent Image partners turned to the creatives at Hardman 
Associates, Inc., for assistance. Karl Hardman was a revered local 
voice artist who branched out into advertising in the early sixties, 
opening a commercial recording studio in downtown Pittsburgh 
in 1962. Among his group was Marilyn Eastman, who had been 
Hardman’s principal writer and director. Their work together in 
radio commercials and corporate shows was highly successful, but 
they, too, were looking for something “different.” So when Streiner 
called to ask if they would join forces with the Latent Image to 
produce a movie, they leapt at the opportunity.

Thus, ten key investors from Hardman Associates and the Latent 
Image came together to form a different company, Image Ten, Inc. 
They discussed who would hold specific positions in the new venture, 
and the following list resulted:

George A. Romero: director, cinematographer

Russell W. Streiner: producer

John A. Russo: writer, assistant cameraman

Vincent D. Survinski: production manager

Gary R. Streiner: sound recording and mixing

Richard Ricci: actor

Rudy Ricci: actor

Karl Hardman: coproducer

Marilyn Eastman: actor, production assistant

Dave Clipper: attorney

The initial choice for director had been between Hardman and 
Richard Ricci, but as the practicalities of the shoot were analyzed, 
everyone agreed Romero was best suited for the task. Contacts and 
connections from both original companies led to casting key players 
(such as Judith O’Dea and Judith Ridley) and background zombies, 
and everyone went beyond their job descriptions to work in any 
capacity necessary (for instance, Hardman and Eastman created 
the majority of special effects and makeup). The result of this truly 
collaborative effort became a cornerstone of horror history.


