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PROGRAM ONE © 11:00aMm

PETER PAN
Introduction Sttplien Salmons, The San Francisco Silent Film Festival
Oirchestral Accompanimcnt lJy The Flower ery Society Orchestra Plnili]) Carli Conductor

AUTHOR SIGNING - 1:25em
John Bengtson Silent Echoes

PROGRAM TwO - 2:00rm

WITHIN OUR GATES

Introduction Stephen Salmons, The San Francisco Silent Film Festival
Special Guest George Tril)l'yle, Black Filmmakers Hall of Fame

Piano Accompanimem [7)' Michael Morilla

AUTHOR SIGNING - 4:00em
Josep}l McBride Searc]lingfor ]o]m Ford

PROGRAM THREE - 4:30pM

MACISTE ALL’INFERNO

Tntroduction Richard J. Meyer, President The San Francisco Silent Film Festival
SPcdal Guests Amelia A.utonucci, Lstituto Ttaliano di Cultura
Piero Colu&si, Livio Jacob and Piera Patat, Le Giornate del Cinema Muto

Piano Accompaniment l)y Michael Mortilla

ProGRAM FOUR - 8:30°rm

IT

Introduction StcPlxcn Salmons, The San Francisco Silent Film Festival
Special Guest David Stenn Clara Bow Runnin” Wild

Organ Accompanimem Ly Chsis Elliott

AUTHOR SIGNING - 8:00rm
David Stenn Clara Bow Runnin” Wild

Foe Nobd Hill Hoted

P s

PETER PAN (09

Orchestral Accompanimcm 1:)' The Flower Cxty Society Orchestra P hilip Carli Conductor

CAST Nana the dog (George Al) Mrs. Darling (Esther Ralston) Mr. Darling (Cyril Chadwick) Wendy
Moira Angela Darling (Mary Brian) John Napoleon Darling (Jack Murphy) Michael Nicholas Darling
(Philippe De Lacy) Tinker Bell (Virginia Brown Faire) Tiger Lily (Anna May Wong) Peter Pan (Betty
Bronson) Captain James Hook (Ernest Torrence) DIRECTOR Herbert Brenon PHOTOGRAPHY James
Wong Howe SCREENPLAY Willis Goldbeck from the play by James M. Barrie SETTINGS Edward
Smith SPECIAL EFFECTS Roy Pomeroy PRODUCTION COMPANY Famous Players-Lasky Corporation
DISTRIBUTOR Paramount Pictures PRINT SOURCE Kino International

Sir James Matthew Barrie wrote 1860, he began his writing career
numerous books and plays, but he is as a journalist, and by the turn of
best remembered for Peter Pan. Born the century he was a well-known
in Kirriemuir, Scotland on May o, Playwright. Peter Pan, or The Boy who

GUARDIAN
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would not Grow Up, premiered on the
London stage on December 26, 1904,
and was an instant success. Barrie had
written the play for the Christmas
pantomime, a traditional English
entertainment which consisted of a
fairy tale with elaborate special effects
designed to wow the audience. The
characters included fairies and other
mythical creatures, and the principle
character was generally a young boy
played by a girl. The reason for this
gender-switching was purely practical;
girls were lighter in the harnesses that
were required to lift them up into the

air for the flying effects.

Movie studios recognized the potential
of Peter Pan and pursued Barrie for
twenty years before he finally sold
the film rights to Jesse Lasky at
Paramount. Barrie was enthusiastic
about the possibilities film offered his
play, and he wrote a new treatment
which included scenes of a fairy
wedding and a game of football in
the treetops of Never Never Land.
Director Herbert Brenon opted instead
to follow the stage directions to the
letter; almost all of the intertitles are
taken directly from the play.

George Ali, who played the Crocodile
and Nana the Dog in the original
stage production, reprised his roles for
the film, and Tinker Bell was played
alternately by a light on a fishing line

and Virginia Brown Faire, “a dainty,
delightful bit of femininity.” Barrie
personally selected the 17 year-old
Betty Bronson, who had only appeared
in a few films as an extra, for
the much-coveted role of Peter Pan.
“I feel like a new Cinderella,” she
!elegraphcd Barrie. Her expressive
fcaturcs, exuberant :lcling slylc and
radiant childlike innocence contributed
signiﬁcanlly to the film, and Peter
Pan made her an overnight success.
She went on to roles in A Kiss for
Cinderella (1925), based on another
play by Barrie, and Ben-Hur (1925),
appearing in 33 films until her death
in 1971.

Peter Pan fascinates as much today as
it did in 1904 for the way it explores
deeply meaningful ideas; there’s a lot
going on beneath the surface of this
seemingly simple children’s story. At
the age of 60, Barrie himself admitted
“It is as if long after writing Peter Pan
its true meaning came to me: desperate
attempt to grow up but can’t.” Whether
he was familiar with the writings
of Freud or not, there are definite
parallels between the new psychology
of Barrie’s day and Peter Pan. Wendy
and Peter have a flirtatious relationship
which incites Tinker Bell to jealousy,
yet at the same time Peter Pan and
the Lost Boys long for a mother, a
role they eagerly assign to Wendy.
Mr. Darling and Captain Hook were

B 711 Natura] 18

{ PrRoc¢rRamM ONE }

originally played by the same actor,
establishing a classic Oedipal scenario
that allows Peter Pan to do to Captain
Hook what Freud claimed all small

boys dream of doing to their fathers.

One particular incident from Barrie’s
own life illuminates his closeness to
Peter Pan. An older brother was
accidentally killed when Barrie was
still quite young, and the traumatic
effect this incident had on his mother
made a great impression on him. He
(lclcrlnined to remain an eternally

youthful substitute for his brother,
both to console his mother and to
assuage the jealousy he felt at the
knowledge that he was not his mother’s
favorite son. This tragedy was to affect
him throughout his life; the last play
he wrote before his death in 1937 was
The Boy David—his brother’s name.

Despite its popularity, Peter Pan
vanished from the public eye in 1929,
when studios were destroying silent
films by the thousands to make way
for sound. In 1971, a zgmm nitrate
color print of Peter Pan was discovered
at the Fastman Theater in Rochester,
New York. In 1995 a full restoration
was made possible with funding from
the Walt Disney Corporation, and
the restored Peter Pan premiered at
The Pordenone Film Festival in 1996.
Complicated rights issues made public
screenings impossible for several years,
and it is only thanks to the
perseverance of David Pierce that
all legal problems have now been
resolved, making it possible for Peter
Pan to be seen by new generations of
moviegoers.

—HEIDI DEVRIES

© AdophGasser.



{ PrROGRAM

Two }

WITHIN OUR GATES (o)

Piano Accompanimem lyy Michael Mortilla

CAST Sylvia Landry (Evelyn Preer) Alma Prichard (Flo Clements) Conrad Drebert (James D. Ruffin)
Larry Prichard (Jack Chenault) Philip Gentry (William Smith) Dr. V. Vivian (Charles D. Lucas) Mrs.
Geraldine Stratton (Bernice Ladd) Mrs. Elena Warwick (Mrs. Evelyn) Jasper Landry (William Stark)
His wife (Mattie Edwards) Philip Gridlestone (Ralph Johnson) Efrem (E.G. Tatum) Emil Landry (Grant
Edwards) Armand Gridlestone (Grant Gorman) WRITER, DIRECTOR, PRODUCER Oscar Micheaux

PRINT SOURCE The Library of Congress

“I  have always tried to make my
photoplays present the truth, to lay before
the Race a cross-section of its own life,
to view the Colored heart from close
range. It is only by presenting those

portions of the Race Portrayed in my
pictures, in the light and backgmund of
their true state, that we can raise our
people to greater heights.”

— Oscar Micheaux. Jan.24, 1925

Black Filmmakers
Hall of Fame, Inc.
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At the age of 17 Oscar Micheaux took
a job as a Pullman porter, and he saved
enough money to purchase land in
Gregory County, South Dakota, where
he was the first black homesteader.
It was here that he began writing
autol)iographical novels, publishing
and distributing them himself. Sales
from his first book The Conquest
financed the writing of his second,
The Forged Note. He soon abandoned
homesteading to embark on a second
career as an author.

His next novel The Homesteader caught
the eye of George P. Johnson of the
black-owned Lincoln Motion Picture
Company. He offered to pay for
the rights to The Homesteader, but
Micheaux had his own plans: he
would sell only if he could direct
the picture himself. Johnson balked,
thus convincing Oscar Micheaux to
become a motion picture producer-
director.

One of the earliest known films by
an African American 1s The Pullman
Porter (1910) by William Foster, and
Peter P. Jones made newsreels on such
subjects as Booker T. Washington’s
Tuskegee Institute. But it was not until
the release of The Birth of a Nation
(1915), originally titled The Clansman,
that blacks sought to forge a strong
independent film movement. The Birth

of a Nation glorified the Ku Klux

Klan, inciting riots and demonstrations
all across America, and the NAACP,
1909, advocated the
prohibition of further screenings. Tts

founded in

fears were not unfounded; in the four
years between the release of The
Birth of a Nation and Within Our
Gales, there were 278 documented mob
lynchings of blacks in America. Such
films as Peter P. Jones’ The Re-Birth
of a Nation (1916), and Emmett J.
Scott’s The Birth of a Race (1918) were
conceived as direct responses to DW.
Griffith, but it was not until Oscar
Micheaux’s first film The Homesteader
(1919), that a feature-length motion
picture by blacks, for blacks and about

blacks could be seen in theaters.

Making ﬁ]ms for a b]ack audience,

and making sure a black audience

could see them, were two separate
but equally difficult challenges. In
the tradition of black filmmakers that

QQprinting
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preceded him, Micheaux convinced
white owners of segregated theaters
to book special midnight screenings
for black audiences—later known as
Midnight Rambles—and he showed
his films at community centers and
churches, often referred to as the

Chitlin Circuit.

Within Our Gates was produced on
a $15000 budget from an original
screenplay written by Micheaux
himself, and it was photographed in
friends’ homes using borrowed props
and costumes. There was no money for
retakes. There are few records of his
working method, but he was known
as a charming and flamboyant artist
with a keen business sense. Lawrence
Chenault, who appcared in many
of his films, described Micheaux as
someone who “stepped out of cars as
if he were God about to deliver a
sermon.”

Micheaux met with opposition
throughout his career from both the
white community and black leaders
for depicting interracial relationships,
perpetuating  stereotypes regarding
light-skin blacks and dark-skin blacks,
and for portraying the clergy in a
negative light. Even when Micheaux
allowed his films to be cut he did so
only under protest, as is illustrated by
a statement he made in rcply to the
Virginia Board of Censors in 1925

“There has been but one picture that
incited the colored Pcoplc to riot, and
that still does; that picture is The Birth
of a Nation.”

Oscar Micheaux is still relatively
unknown to modern audiences, and
it has Only been in the last ten
years, with the rcdiscovcry of Within
Our Gates and The Symbol of the
Unconquered (1920), that it has become
possible to reexamine his early career.
In 1986 he was posthumously admitted
to the Director’s Guild of America,
and the following year he was given a
star on the Hollywood Walk of Fame.
2001 marks the soth anniversary of
his death, and for the American film
industry, whose early milestones—The
Birth of a Nation and the The Jazz
Singer—are marred by prejudice and
racial caricature, resurrecting Oscar
Micheaux represents a small step
toward correcting gross imbalances in
historical representation.

—~SHARI KIZIRIAN

Peets Coffee «[ea..
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MACISTE ALL'INFERNO ()

Piann Accom]);mimcnt 11) Miclmcl .Mortan

CAST Maciste (Bartolomeo Pagano) Graziella (Pauline Polaire) Proserpina (Elena Sangro) Luciferina
(Lucia Zanussi) Barbariccia/Dotter Nox (Franz Sala) Pluto (Umberto Guarracino) Gerione (Mario Sajo)
Giorgio (Domenico Serra) DIRECTOR Guido Brignone PHOTOGRAPY Massimo Terzano, Ubaldo Arata
SCREENPLAY Giulo Lombardozzi SPECIAL EFFECTS Segundo de Chomon PRODUCTION COMPANY
Fert-Pittalugo, Torino PRINT SOURCE George Fastman House

Between 1909 and 1914, the Italian
film industry produced an average
of oo films per year In contrast
to the self-made moguls of American
studios, Italian production companies
were headed by cultivated members of
the aristocracy, who made films based
on historical, biblical or mythological

subjects in kccping with the lilerary
and dramatic tradition of grand opera.
Asa rcsult, costume films were one of
the carlicst genres of Ttalian cinema.
One of the most famous examples
is Cabiria (1914), directed for the
Ttala company of Turin by Giovanni
Pastrone. A truly monumental film in

i€

Istituto
Italiano
di Cultura
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every sense of the word —the original
version is approximately three hours
long, an unheard-of running time for
a film made in 1914—news of its
existence captured the imagination of
the world long before it was actually
exported. Among those for whom the
ground trembled was DW. Griffith,
who reportedly was inspired to create
Intolerance (1916) after seeing Cabiria.
At an equally significant and no
less momentous level, Cabiria also
launched the career of a character
who would become an international
pop hero: Maciste the Strongman.

Cabiria tells the story of an aristocratic

Roman child who is repeatedly saved
from danger by a loyal slave of
tremendous physical strength named
Maciste. To portray this superhuman
character, Giovanni Pastrone selected
a nonprofessional he had discovered
in Genoa who was employed as a
dockworker, Bartolomeo Pagano. The
tremendous success of Cabiria swept
both Bartolomeo Pagano and Maciste
to international stardom.

Popular response to Maciste prompted
Pastrone to launch his new discovery —
often described as ‘the good giant’—in
a series of strongman films, spawning a
whole genre featuring such Olympian
heroes as Ajax, Saetta and Samson,
among others. Their names were
derived from classical mythology, but
unlike the rarefied divi of most Italian
films, they were populist icons whose
strength stood in opposition to the
decadence and langour of aristocratic
figures. They were essentially men
of action, whose hcritagc was the
circus and variety show, not the
opera. Thirteen wildly successful
Maciste films were produced between
1915-1926, including Maciste il [fuoco
Maciste the Fire (1915); Maciste alpino
Maciste in the Alpinc Regimcnt
(1916); Maciste atleta Maciste the
Athlete (1918); Maciste contro la
morte Maciste Against Death (1919); a
trilogy from 1920: Maciste innamorato

Maciste in Love, Il viaggio di Maciste

pasta

pomodoro
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Maciste’s Journey and Il testamento di
Maciste Maciste’s Testament; Maciste
in vacanza Maciste on Holiday (1921);
Maciste  imperatore Maciste  the
Emperor (1924); and even Maciste e
il nipote d’America Maciste and His
Nephew from America (1924). Though
tested by spectacular challenges in
many different settings and historial
periods, Maciste was essentially the
same in every film. The French critic
and filmmaker Louis Delluc called
Pagano “the Guitry with the biceps.”

The last Maciste film produced in
the silent era was Maciste all'inferno
Maciste in the Underworld. The

Artuffo
provided director Guido Brignone with

.s'crcenplay by Riccardo

a scenario rich in fantastic and bizarre
humor. Completed in 1925, Maciste
all’inferno ran afoul of the censors—
reputedly due to charges that its
depictions of Hell and Lucifer were
blasphemous, which may explain why
The Devil is now referred to as
Lord Pluto — and the film was released
in Sweden three months before it
premiered in Italy in March of 1926.
Maciste all’inferno was rereleased in
the early forties with a synchronized
music and sound effects track, and the
Maciste character surfaced again in
the fifties and sixties during a revival
of the muscleman epic alongside such
Goliath,

Colossus, Samson, Atlas and ‘The

stalwarts as  Hercules,

Strongest Man in the World.’

Maciste all’inferno occupies a very
special niche in Ttalian cinema as the
film that inspired Federico Fellini to
get into the movies. He spoke of the
film as a sort of scena primaria in his
personal cinematic subconscious: “I'm
sure that I remember it well because
the image has remained so deeply
impressed that I have tried to re-evoke
it in all my films. T saw it standing with
my father’s arms around me amidst
a crowd of people in wet overcoats

because it was raining outside. I

remember a large woman with nude
belly, her belly button, her eyes
darkened with make-up, blazing. With
an imperious movement of her arm
she created a circle of flames around
Maciste, he also half-naked and with
a dove in his hand.”

— REBECCA PETERS

Booksmith
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IT (1927)

Organ Accompaninmnt 17)' Cllm Euiolt

CAST Betty Lou (Clara Bow) Cyrus Waltham (Antonio Moreno) Monty (William Austin) Molly (Priscilla
Bonner) Adela Van Norman (Jacqueline Gadsdon) Mrs. Van Norman (Julia Swanye Gordon) Madame

Elinor Glyn (Herself) Reporter (Gary Cooper)
(scenes) PHOTOGRAPHY H. Kinley Martin

DIRECTOR Clarence Badger, Joseph von Slernl)erg
SCREENPLAY Hope loring, Louis D. Lighton from

a story by Elinor Glyn TITLES George Marion, Jr EDITOR E. Lloyd Sheldlon PRODUCTION
COMPANY Famous Players-Lasky Corporation DISTRIBUT'OR Paramount Pictures PRINT SOURCE

Killiam Collection/Kit Parker Films

Looking at Clara Bow and the era that
made her famous, it seems inevitable
that she would lead the life she did.
The daughter of an estranged, unloving
father and an abusive mother, she
cscaped into the dream life of a

Hollywood film star at the age of 17.
With the naiveté¢ born of a 7th grade
education and a world view confined
to the Brooklyn tenements where she
grew up, Clara Bow would go on to
b(‘.‘conle thc unl’lappy pawn 0( a studio

AmericanAirlines’
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system willing to sacrifice the mental
health of their star properties for the
sake of a quick profit. It was her z7th
film in five years, and her first for
Paramount Studios. She would make
20 more films in the next five years
before becoming a Hollywood dropout
at the tender age of 28.

Clara Bow’s popularity was defined by
a vivacious, confident screen presence
which made her a symbol of feminine
sex appeal in the 1920s. With the
arrival of talking pictures and the
Great Depression, her unique energy
was stifled by the demands of the
stationary microphone, which she grew
to loathe, and the death of the flapper
as a symbol of youthful freedom.

Her acting style was completely natural
highly
unpredictable degree of improvisation,
which frustrated many a director. She
could rarely be relied on to hit a

mark, and cinematographers gave up

and  depended on a

on creating special lighting for her
once they realized she wasnt likely
to sit still for it. Clarence Badger,
who was initially frustrated by her
inability to take direction, watched
in amazement during the filming of
one particular scene as Clara ran the
gamut of emotions —from love to lust to
playfulness. He immediately stopped
filming and demanded to know what
she thought she was doing. He recalled

her explanation years later:
“That first expression was for the
love-sick dames in the audience, and
that second expression, that passionate
stuff, was for the boys and their paps,
and that third expression —well Mr.
Badger, just about the time all the
old women in the audience had become
shocked and scandalized by that
passionate part, theyd suddenly see
the third expression, become absorbed
in it, and change their minds about
me having naughty ideas and go home
thinking how pure and innocent I
was; and having got me mixed up
with my character I'm playing, they'd
come again when my next picture
came out.”

Clara Bow’s dream of becoming a
movie star was brought to life when

she won a beauty contest; the prize
was a small part in Beyond the
Rainbow (1922). Her performance was
consigned to the cutting room floor,

o e
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but she was fortunate enough to get

another part in Down to the Sea in
Ships (1922). A studio talent scout saw
her performance and recommended her

¥ . ;

to B.P. Schulberg, head of Preferred
Pictures. She was in the middle of
making her third film, Grit (1923),
written by a young student named
F. Scott Fitzgerald, when Schulberg
sent for her. She left immediately for
California, and upon arrival she was
rushed directly to the offices of B.P.
Schulberg, without being given the
opportunity to prepare, in the only
dress she owned. One look at this
disheveled street urchin with a
Brooklyn accent made Schulberg
wonder what he had been talked into.
He scheduled a screen test right there
and then, and he was soon won over.
Her naturalness and ability to convey
emotion was undeniable. He signed
her to a contract that day.

It would prove to be the apex of her
career. She made her last film in
1933, then retired to a Nevada ranch
with husband Rex Bell, who had been
her leading man in True to the Navy
(1930). His decision to enter politics
took him away from home for long
periods of time, isolating Clara to raise
their two sons by herself. She suffered
bouts of insomnia and depression,
which led to a suicide attempt in 1943,
She spent the remainder of her years
drifting in and out of sanitariums until
resettling in Los Angeles. The girl
from Brooklyn returned to the town
that had defined who she was—The
IT Girl —and then forgotten her with
the onset of the Great Depression and
the forced morality of Louis B. Mayer
and the Hayes code. She died in 1965,
on the eve of a new era of sexual
freedom.

— MATTHEW LIPSON

it THE MAJESTIC
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GRANTORS
The 6th Annual San Francisco Silent Filim Featival be spomored b pnet by geants from
The Cultural Equity Grants Peogram of the San Franciscn Arts Commission
Grants for the Arts/San Francisco Hotel Tax Fond the 10 hned & Whodin Galdimnn Fand and
Meet The Composer (funding from Meet The Composer, T i provided with the support of National
Endowment for the Avte, ASCA il Viegih Thamson Foundation)

FOUNDING DONORS
Frank Duston & Cynthin Senes
Ton & Lillian Lovelace
chard 1 Meyer & Suan Harmon

EVENT DONORS
Timothy J. Doke, Judy & Wylie Sheldon

FESTIVAL DONORS
Anonymous, Randy Forgaard, Doris E. Harmon, Jack & Betsy Rix

SUSTAINING DONORS
LindaKay Brown & Dan Luscher, Montine B. Hansl, Jennifer & David Harding,
Ann Henderson, Audrey & Norman Kaplan, David & Susan Smith

SUPPORTING DONORS
Susie Allison & Jeffrey Pierce, John Ambrose, Tom Bertino, Nancy & Edward Conner, Tom & Caroline Crawford,
Bruce A. Fodiman, Peter N. Fowler & Katsu Nishimori, Michael J. Frew & Allison Kant, Ned Gorman, Richard
Hildreth, Christy & Brian King, Tom Murray, Maria & Guy Muzio, Don & Gale Nasser, Jennifer Ormson,
Lisa Powers, Allen F. Santos, Barbara & Robert Scavullo, Paula & Frank Schultz, Paul & Mary Slawson, Robert
Stafford, Maureen & Craig Sullivan, John Woodworth, Catherine Wyler, Mclanic Wyler, T Robert Yamada

CONTRIBUTING DONORS
Roberta E. Arguello, Paul Arnoult, Alan Badger, Barbara Bannerman-Olitzky, Dan Barham, Carol Baumeister,
Joe Beasley, Ruth & Frank Beering, Pamela Berelson, John & Kathryn Boyle, Brian Bringardner, Carolyn &
Anthony Caires, Curtis R. Canaday, Eric & Anne Carlson, John C. Carrillo, James Chester, Mt & Ms. A_B.
Ciabattoni, Sarah Clark, Dana E. Clarke, Alex J. Clemenzi, Michael F. Colombo, William R. Conrad, Rob
Cooper, Dina Crawlord, Michael Crean, Harry Cullen, Mr. & Mrs. Charles Dalfen, Greta & Raymond De
Groat, Lauren Dunlap, Olen Faye, Anne Fisher, Calvert Francis, Evan Frink, Richard & Margaret Garlinghouse,
Mr & Mrs. James L. Gault, Barbara & Ronald George, Jennie Gerard & Steven Steinhour, Thomas Gladysz
& Christy Pascoe, Daniel Glicksberg, Sydney Goldstein & Charles Breyer, Stephen Gong, Sandra Gore &
Ronald Sires, Alan Jay Gould, Lauren Herbstman, Dorcas Higginbotham, Mr. & Mrs. Hall Hood, Elisabeth L.
Houseman, Wayne Huber, Tim & Joanne Hurley, Roger Jenkins, Jean Kelly, Warren Kennell, Bob Klang, Ines
Kramer, Eric Lewald, Connie Lewsadder, Thomas R. Lindsay, Little Hollywood Launderette, Catherine Mallouh,
Nadine May, Liz McDonough, Helen McGinnis, Richard & Barbara Mendelsohn, Katherine Tait Michael &
Harold M. Ginsberg, Mr. & Mrs. Charles Miller, Marion & Bill Mumper, Madeleine & Richard Nichols,
Gretchen Nicholson, Jim & Mary Nicholson, Terry Nixon, Mark Pectz, Pamela Peniston, Sue Perasso, Karin A.
Perkins, Jill Petersen, Warner Plowden, Susan K. Prather, Jon P. Rankin, Dennis Richards, April Ava Ringler,
Corina Rios, Kathy Roberts, ITelen Robinson, Helen M. Salmons, Tim Savinar & Patricia Unterman, Corinne
Schaffer, Alan Schroeder, Rod Searcey, Darren Shapiro, Bruce & Jacqueline Simon, William L. Smith, Dr.
Marvin Sommer, Robert Spjut & Sue Valentine, Oakley Stephens & Charles Matteson, Neil & Mia Straghalis,
Toby Suckow, Jean Sweeney, Nicole D. Taggart, Walter Thomas, Bruce Thompson, Timothy Vigil, Marcia
Watson & Walter Levy, Tim & Sally White, Vicki Wilhite, Art & Janet Wong, Joseph Zakrzewski

IN-KIND DONORS
Connie Burnikel, Randy Forgaard, Thomas Gladysz & Christy Pascoe, Ann Henderson, Joan Mazzeo, The Estate
of Emil Petaja, Beth & Scott Smerdon, Catherine Trapp & Brook Ellingwood, Donald Wilson & Wly Anderson

MATCHING GIFTS
Gap Foundation

T'he San Francisco Silent Film Festival is a nonprofit organization dedicated to educating the public about silent
film as an art form and its value as a historical and cultural record. BOARD OF DIRECTORS President
Richard J. Meyer Vice President Judy Wyler Sheldon Treasurer David Smith Secretary LindaKay Brown
Frank Buxton, Melissa Chittick, Timothy J. Doke, Stephen Salmons ADVISORY BOARD Peter N. Fowler,
Sydney Goldstein, Stephen Gong, Dennis James, Richard Dyer MacCann, Leonard Maltin, Lee Mendelson,
Russell Merritt, Grace Eaves Prien, David Shcpard. Scott Simmon, Paolo Cherchi Usai, Charles Wolfe, Terry
Zwiguff EXECUTIVE DIRECTOR Melissa Chittick OPERATIONS DIRECTOR Slcpl'n(‘n Salmons




VOLUNTEERS

AD CAMPAIGN Kirsten Modestow, Heather Stiteler

ADMINISTRATIVE Lynn Cursaro, Netta Fedor,
Ron Gelbert

COMMUNITY OUTREACH Connie Burnikel, Lynn

Feld 1

Cursaro, Bronya ¥ Margarita i

DEVELOPMENT Nancy Goldfarb, Heather Roche,
Catherine Trapp, G.G. Geddes

DISTRIBUTION Coordinators David Rachleff, Laura
Torell Volunteers Suzanne Alfaro, Sora Bei, Michael

Brauer, Rufine Buenaventura, Megan Cassidy, Patrick Eivers,

Christy Fleming, Francisco Frias, Stacy Hendrikson, Amor

Hernandez, Heather Ivanich, Carl Junghcim, Shari Kizirian,

Miriam Korpi, Ken Larmon, Eric Ling, Le Sheng Liu,
Jennifer McKay, Jessica Meier, Claire Scott, Lisa Shalwitz,
Kevin Sherman, Ettiene Vick

EVENT Floor Manager Matt Mumper Reception Manager
Barbara Hanscome Stage Manager Linda Mazzini
Volunteer Coordinator Ninfa Dawson Assistant Laura Torell
Audio Gary Hobish Slides Sohan Mutucumarana

FILM RESEARCH Heidi DeVries, Shari Kizirian,
Matthew Lipson, Rebecea Peters

GRAPHIC PRODUCTION David Harding
INTERNS Tori Scoles, Angel Vasquez

OTHER Connie Burnikel, Sara Chamberlain, Lynn Cursaro,
Jim Hagler, Anthony Henin, Gary Hobish, Bob Holloway,
Lara Lackey, Linda Mazzini, Michael McDonald, Tuesday
Ray Antonio Toro, San Bruno Senior Center

VOLUNTEER COORDINATORS Lara Lackey,
Linda Mazzini

WEBSITE Jim Hagler, Antonio Toro

Also our gratitude to everyone who helped the day of the
festival.
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Berkeley Art Museum/ Pacific Film Archive Edith Kramer
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George Tribble
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The Booksmith Thomas Gladysz
California Federal Bank Carlos Rivera

Castro Theatre Anita Monga, Stacey Wisnia, Hal Rowland,
Mark Ganter, Gary Olive

Citizen Cake Elizabeth Falkner
Crystal Geyser Jordon Nelson

The Flower City Society Orchestra Philip Carli, Otto Hauser,
Kevin Kourofsky, Nori Kuwamura, Peter Madsen, Douglas
Mark, David Shemancik, Sara Traficante, Rintaro Wada,
Katrina Wehner, Ann Marie Willer

Frameline
George Eastman House Paolo Cherchi Usai, Caroline Yeager

Le Giornate del Cinema Muto Piero Colussi, Livio Jacob,
Piera Patat

The Greater Bay Area Costumers Guild
Harding Design David Harding

The Hot Club of San Francisco Paul Mehling
Image Conscious George Leeson

Istituto Italiano di Cultura Amelia Antonucci
IXTA Gilbert Tripp, Robert Hale

Kino International Jessica Rosner

Kit Parker Films
Lagunitas Brewing Company Emily McKillop
The Library of Congress Mike Mashon

The Majestic Brooks Bailey

The Nob Hill Hotel Lisa Bruno

Pasta Pomodoro Marcia Michael, Dennis Burke
Peet’s Coffee & Tea Angela Malala

The Piney Woods School

Pro Piano Nigel Gilchrist

QQ Printing Donna Hansen

The Queen Anne Hotel Michael Wade

P

The San Francisco Bay Guardian Tony Cimato

Telegraph Hill Neighborhood Center

UCLA Film and Television Archive Jere Guldin, Rob Stone
Wertheimer Dress & Co. Norman Dress

The San Francisco Silent Film Festival

8373 Market Street, Suite 311 San Francisco, California 941031820

Tel: 415-777-4908  Fax: 415-777-4904

www.silentfilm.org



