








MUSICIANS IN RESIDENCE

Philip Carli

Philip Carli has toured extensively as a film accompanist throughout North America and Europe.
performing at venues such as the Museum of Modern Art in New York, the National
Gallery in Washington, DC, the Cinémathéque Quebecoise in Montreal, the National Film
Theatre in London, and the Berlin International Film Festival. He is the staff accompanist
for the George Eastman House in Rochester, New York, and performs annually at several

film festivals in the United States as well as at Le Giomate del Cinema Muto in ltaly.

Mark Goldstein

Mark Goldstein is a San Francisco-based percussionist. His work with the Buchla
Lightning Wands began in 1991 and sparked a continuing interest in the relation
between gesture and sound. Goldstein has composed and performed electronic accom-
paniments to silent films with Dennis James since 1996, Goldstein also helped create the
Marimba Lumina and has worked on electronic instruments and musical interfaces for

Gibson Guitar, Interval Research, and IRCAM/Centre Pompidou.

Stephen Horne

Stephen Horne has long been considered one of the UK's leading silent film accompanists.
Based at London's BFI Southbank, he has recorded music for DVD, television, and museum
Installations. Aithough principally a pianist, he often incorporates flute and keyboards into
his performances, sometimes simultaneously. He regularly performs internationally at film

festivals in Pordenone, Telluride, and Berlin. As an adjunct to his work in silent film, he

occasionally collaborates with a small group that recreates magic lantem shows.

Dennis James

For more than 40 years Dennis James has toured under the auspices of the Silent Film
Concerts production company performing to silent films with solo organ, piano,
and chamber ensemble accompaniments in addition to presentations with major symphony
orchestras throughout the U.S, Canada, Mexico, Australia, New Zealand, and Europe pro-

viding historically authentic revival presentations

Mont Alto Motion Picture Orchestra

Mont Alto Motion Picture Orchestra, a quintet based in Louisville, Colorado, has created scores
for 75 silent films since 1994, Reviving not only the sound but also the scoring techniques
of the original silent movie theater orchestras, Mont Alto selects music for each scene
from their large library of *photoplay music." Each piece you hear in their scores comes
from surviving collections of this now-forgotten musical genre. Clarinet: Brian Collins

Violin: Britt Swenson. Piano: Rodney Sauer. Trumpet: Dawn Kramer, Cello: David Short

Joanna Seaton

Joanna Seaton floated into showbiz as an ivory Soap Baby, She played principal roles in
dozens of shows off Broadway, in regional and stock theaters, including the Kennedy
Center. With her husband Donald Sosin, Seaton performs at film festivals nationwide and in
Italy. The New York Times praised her “silvery soprano.” She holds a degree in Theatre Arts

from Comell University

Donald Sosin

An acclaimed silent film accompanist for mdre than 30 year

Donald Sosin regularly per
forms at major film festivals in America and Europe. He is the resident pianist for the Film
Society of Lincoln Center, BAM, and the Museum of Moving Image and frequently

accompanies silent films at other repertory houses and archives, Sosin has also pre-

miered his orchestral scores on TCM and recorded numerous scores for DVD releases
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THE GAUCHO

Live Accompaniment by MONT ALTO MOTION PICTURE ORCHESTRA

CAST Fairbanks (The Gaucho), Lupe Vélez (The Mountain Girl), f the ), Geraine r (The Girl of

e Shrine, younger), Gustav von Seyffertitz (Ruiz, the Usurper), Michael Vavitch (The Usurper’s First Lieutenan (The
Gaucho's First Lieutenant), Nigel de Brulier (The Padre), Albert MacQuarrie (Victim of the Black Doc ed Virgin Mary)
PRODUCTION: Elton Corporatio 7 PRODUCER: Douglas Fairbanks DIRECTOR: F Y: Elfton Thomas

PHOTOGRAPHY: Tor

Modern Art

In 1926 Douglas Fairbanks was beginning to
sense his own mortality. His elder half-brother
John had suffered a paralytic stroke and would be
dead within the year. His storybook union to Mary
Pickford was strained, her excessive drinking an
affront to her husband's lifelong abstinence. Yet
*Doug", as his fans called him, was at a career
peak. The iconic performer and producer of his
own films had established new standards for set
building and special effects in Robin Hood (1922)
and The Thief of Bagdad (1924). The Black Pirate

VISING ART DIRECTOR: Carl Oscar Borg EDITOR: William Nolan F

(1926) was the longest film yet to be pho-
tographed entirely in a two-strip Technicolor
process and remained his biggest domestic box-
office earner to date.

Rather than attempting to outdistance his pre-
vious technological strides, Fairbanks decided to
explore theme and character in greater depth in
The Gaucho. The star said he was moved to make
a film about a healing shrine after visiting
Lourdes, France, where, in 1858, St. Bernadette
had reported visions of the Virgin Mary. He trans-

Underwritten by McROSKEY MATTRESS COMPANY

posed his story to Argentina, subverting his
screen persona by making his title character a
bandit and an overt atheist. (The story was credit-
ed to “Elton Thomas," Fairbanks's pseudonym but
was likely a collaborative effort.) Fairbanks had
often played men working outside the law, yet they
were on the side of right, fighting against a cor-
rupt authority. As scholars John C. Tibbets and
James M. Welsh wrote of The Gaucho, “For the
first time, the Fairbanksian hero answers to no be-
lief or dogma—other than his own.”

Fairbanks hired F. Richard Jones to direct The
Gaucho. Jones, primarily known for his comedies,
had directed *Madcap”
Mabel Normand in
features such as The
Extra Girl (1924). Fair-
banks's storyline was
dark, and Jones was
able to inject a joyful-
ness expected by
Fairbanks fans. Much
of the lighthearted-
ness in the film derives
from the female lead, a
free-spirited “mountain
girl" played by Lupe
Vélez. A dancer from
the outskirts of Mexico
City, she had come to
Hollywood and ap-
peared, without credit,
in a few Hal Roach
comedies. Douglas
Fairbanks Jr. shot
Vélez's screen test for his father's picture, but
according to legend she was cast before the
footage was even developed. True or not, the
story indicates the immediate impact Vélez made
in The Gaucho, as perhaps the most prominent of
any female character in a Fairbanks picture. The
Los Angeles Times wrote, *One can prophecy very
much success for her, because she is fiery and
seemingly quite unselfconscious.” On the heels of

this success, Vélez was cast in the title role of

D.W. Griffith's final silent film, Lady of the
Pavements (1929). Soon the new star was work-
ing for top directors Victor Fleming, Tod
Browning, Henry King, William Wyler, Monta Bell,
and Cecil B. DeMille.

Vélez's bilingualism put her briefly in demand
acting in Spanish-language versions of Hollywood
talkies—a practice that dubbing later made obso-
lete. Because of prejudices and audience expec-
tations of “ethnic” performers, she faked a limited
command of English, both on screen and in print-
ed interviews. In Motion Picture magazine, she is
reported to have said: “| have flirt with the whole
film colony. Why not?
| am not serious. What
harm is a little flirt-
ing? No, | do not kiss
many mens. But
when | kiss them,
they stay kissed!" Her
leading man on The
Gaucho was rumored
to have succumbed
to her self-proclaimed
charms. Observers
reported that Fair-
banks and Vélez en-
joyed practicing their
sultry tango moves
and embraces in front
of the crew, and away
from it as well. Pick-
ford was briefly on the
set, playing a cameo
role as the Virgin Mary,
and a dalliance between the costars may have
been the beginning of the long, drawn-out end of
Fairbanks and Pickford's marriage.

Despite its romance and introspection, The
Gaucho is essentially a good old Fairbanks adven-
ture, with ornately constructed Andean village sets
and state-of-the-art special effects. The star was
in top physical condition, as demonstrated by the
horsemanship and acrobatics he performed.
Fairbanks trained with Argentine experts in the
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BARDELYS THE MAGNIFICENT

Live Accompaniment by MONT ALTO MOTION PICTURE ORCHESTRA
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Maurice Tourneur, Clarence Brown, and John Ford,
responsible for Gilbert's breakthrough film Cameo
Kirby (1923). After making the move to MGM in
1924, Gilbert's list of directors grew to Victor
Sjostrom, Monta Bell, Erich von Stroheim, Edmund
Goulding, Tod Browning, and Rouben Mamoulian,

His Hour (1924), Gilbert's first picture at MGM,
was also his first with Vidor. Fans and critics alike
responded enthusiastically to Gilbert as a roman-
tic lead and to his few but crucial scenes in He
Who Gets Slapped (1924), which starred Lon
Chaney and Norma Shearer. When Vidor directed
him again as a womanizing poet in The Wife of the
Centaur (1924), stories of ego clashes between
director and star arose
from the set, but both
men dismissed them as
differences of opinion
between two professional
colleagues.

The Big Parade (1925)
proved to be the most
rewarding of their collab-
orations, although Vidor
initially fought against
Gilbert playing the
nuanced role of a trau-
matized soldier. “Gilbert
was playing a part he
never played before," Vidor said. “He never had
dirty fingernails before, and he'd never done a part
without makeup before. Then he found that he
liked it.” In an interview with the New York Times
after the picture had opened, Gilbert discussed
their working relationship: “We talk over a picture
story like two gabby women, and now that | realize
Vidor's greatness | feel that | had to go through
disagreements to appreciate him."

The two colleagues went immediately into pro-
duction on La Bohéme, with Lillian Gish as Mimi.
Neither was enthusiastic about the leading lady.
In an interview with Theatre magazine, Gilbert
said: “Mimi is supposed to be a creature whose
very body and soul crave for Rudolph, a woman
who loves with a passion that absorbs every fiber

Chatelierault (Roy D'Arcy) slips on King L

of her being. And what is unbeautiful about such
a grand, vital love? No, instead, we had to make
her a pale, passive, prim phantom.”

Bardelys the Magnificent was the fifth and final
collaboration between Vidor and Gilbert. Produc-
tion designer Cedric Gibbons and actor Karl Dane
returned from two previous projects, as did the de-
pendably lurid Roy D'Arcy. Vidor's soon-to-be-bride
Eleanor Boardman was brought on to play op-
posite Gilbert. With nothing more to prove, the
makers of Bardelys the Magnificent were able to
concentrate on elements that make an out-
sized, entertaining picture: the costumes are
foppish, the love story equal parts sacred and
profane, and the action
sequences thrilling and
hilarious. Critics and
audiences also seemed
to be in on the fun. The
New York Times said,
‘John Gilbert leaps into
the active realms of
Douglas Fairbanks, John
and that
millionaire cowboy, Tom
Mix." Time alluded to
‘John Gilbert doing
Fairbanksian leaps in

Barrymore

uis XIN's rug.

Bardelys the Magnificent’
and focused on William Daniels’s striking compo-
sitions in exterior shots, including the love scene
among the willows and the climactic action se-
quence. Gilbert, ever his own harshest critic, even
played along, contributing an autobiographical
sketch for Photoplay. “Bardelys the Magnificent
Applesauce. With one, John Gilbert, contributing
most of the sauce.”

Gilbert's next film, Flesh and the Devil, was a
melodrama directed by Clarence Brown, in which
Greta Garbo, Gilbert, and Lars Hanson exude a
desperate heat in their depiction of a love trian-
gle. The picture was actually fueled by the real-life
passion between Garbo and Gilbert. Before the
film was completed, the couple was cohabiting in

an on-again-off-again arrangement complicated

by her fast-rising star and his fading one.

In late 1928, Gilbert renegotiated his MGM con-
tract to stipulate $250,000 per picture, with a limit
of two pictures a year for three years. The year
1928 also saw John Gilbert's last appearance in a
King Vidor movie. In Show People, a comedy
about trying to break into movies, William Haines
and Marion Davies duck
into a theater where the
willows love scene from
Bardelys the Magnificent
is up onscreen. It's
played for laughs, but the
kidding is affectionate.
According to Vidor, the
actor enjoyed the gag:
“Pops, you son of a bitch.
I'l get even with youl!"

Unfortunately, Gilbert's
first starring talkie was
the inexplicably slipshod
His Glorious Night (1929).
It quickly acquired mythi-
cal status as the film that
destroyed John Gilbert.
Some suspected the
autocratic Louis B. Mayer
of sabotaging the actor's
debut. Mayer had scorn
for Gilbert's flashy life-
style and the two had
had a notorious fight
over his affair with Garbo.
But would Mayer have
risked MGM's biggest
cash cow over a personal vendetta? MGM
veteran King Vidor didn't think so, describing his
version of Gilbert's downfall: “(He] was an impres-
sionable fellow, not too well established in a role of
his own in life. The paths he followed in his daily
life were greatly influenced by the parts that some
scriptwriter had written for him. ... Whatever role
he was playing, he literally continued to live it off
screen. ... |t was a precarious existence.”

Gilbert made nine more talking pictures. None

Gilbert and D'Arcy cross swords

of them restored him to his former glory, and his
health was in decline. By his own admission, he
had played hard and abused alcohol for most of
his adult life. A comeback seemed possible in
1933 when Garbo insisted on Gilbert as her costar
in Queen Christina. To make the film he had to
sign a new contract at a fraction of his previous
salary, but it brought him
no better roles. In the
March 20, 1934, issue of
Variety, Gilbert took out
an ad: “Metro-Goldwyn-
Mayer will neither offer
me work nor release me
from my contract. Jack
Gilbert.” Six months later,
his final film, The Captain
Hates the Sea, was re-
leased to general indif-
ference. The end came in
his hilltop home some
time in the early hours of
January 9, 1936, when
his battered heart gave
out. Later that same year,
Bardelys the Magnificent
was lost. The studio had
licensed the rights to
adapt the Rafael Sabatini
novel for only ten years,
and all known prints
were destroyed in 1936
per the agreement.

Film historian Jeanine
Basinger wrote that
Gilbert is “triple-cursed: forgotten, misunderstood,
and underappreciated.”" His precipitous decline
seems tied to what King Vidor termed “the forced
transition” to talking pictures. Gilbert agreed but
refused to succumb to self-pity in a 1933
interview: “Oh, what the hell. They liked me
once. A man is an ass to squawk about life.
Especially me."

~ROBERTO LANDAZURI
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Live Piano Accompaniment by STEPHEN HORNE
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Von Sternberg had done more than make a name
for himself; Underworld helped inaugurate the
gangster film as a genre. As Ben Hecht wrote,
*Crooks and hopheads toting machine guns
became the national idols."

Like many émigré directors in early Hollywood,
von Sternberg had humble origins. He was born in
Vienna to a poor Jewish family named Sternberg.
They moved to New
York City, where he
changed his name
from “Jonas” to the
Christian ‘Josef." He
dropped out of high
school, worked in a
millinery shop, and,
according to some
biographers, hoboed
around the country,
spending as much time
as he could in librar-
ies and art galleries.
Before the age of 20,
he had worked as a
projectionist and patch-
ing film stock. Later,
the World Film Corp-
oration in New Jersey
made him chief assis-
tant to the director, a
post he left during
World War | when he became a signal corps
photographer. After the war, he apprenticed with
seasoned directors Wallace Worsley and Hugo
Ballin in America and Great Britain as well as with
the lesser-known French director Emile Chautard,
who taught von Sternberg about film as art
During the shooting of The Mystery of the Yellow
Room in 1919, Chautard had his young assistant
spend time at the viewfinder learning, von
Sternberg later recalled, “to appraise the dimen-
sional aspect of everything in front of the lens,
including the value of light and shadow.”

During his early years in the movie industry,
Josef von Sternberg struggled to get by, cutting

corners wherever he could. Instead of wasting

money on a bed for his rented room, he slept in a
large dresser drawer. Eventually, Hollywood
turned him into an aristocrat. At the suggestion of
actor Elliott Dexter, the credits to By Divine Right
(1924) listed Sternberg—then a scenarist and
assistant director—as *von Sternberg." Von

Sternberg never lobbied for this prefix, but he

EVELYNBRBNT
Gm BANCROPT-HLARRYSEM(N

never objected to it
either. “Had | been con-
sulted," he wrote, “I'm
sure that | would have
attached no impor-
tance to this implied
baronetcy. It was 1923,
the recent war had
crumbled one empire
after the other, and
members of the nobility
had become doormen
in Paris, cab drivers in
New York, and extra
players in Hollywood."

In the years to come,
von Sterberg cultivat-
ed his persona as an
exotic, highbrow ar-
tiste more actively.
Journalists anointed
him Svengali to Mar-
lene Dietrich’s Trilby,
and the riding pants and turbans he would wear
on the set added to his mystique. In 1936, Lon-
don critic Charles Graves wrote, “Josef von Stern-
berg walks like a cat, looks like a fallen archangel,
wears Mongolian moustachios and black Chinese
pyjamas, is never seen out of doors without a

walking stick, craves cornflowers, and always

expects the head waiters to bring, unasked, seven

iced black grapes when he enters a restaurant”
Von Sternberg wanted absolute control over the
visuals of his movies and worked closely with
costume designers and set designers to whom he pro-
vided sketches of his own before hearing their

ideas. He preferred filming in a studio, where he

could arrange every element to his liking, and
asserted that shooting on location was making
documentary, not art. *l am a poet,” he explained
“To reality, one should prefer the illusion of reality.”
The deliberate lusciousness that would charac-
terize von Sternberg's style is already on display in
Underworld, especially in the Gangster's Ball
scene, where streamers undulate over crowds of
jittery dancers and, by the end of the night, pile
into knee-deep drifts
that impede the drunk-
en heroes. Von Stern-
berg shunned flat and
wasted space—he want-
ed images that were
thick, teeming, lay-
ered, and emotionally
significant. To create
depth, he often filled
his early sets with
objects; later, he would
use lights and gauze.
When von Stemberg
made Underworld, his
artistry was both less
refined and less well
known. Hollywood stars
like Charlie Chaplin,
Douglas Fairbanks, and
Mary Pickford had
praised von Sterberg's
1925 directorial debut,
The Salvation Hunters, but the film was a financial
failure. Von Sternberg then had a run of false
starts. Pickford, who had announced her inten-
tions of working with this latest European genius,
cancelled when she disliked the film scenario
about a blind girl in industrial Pittsburgh that he
had proposed for her. Von Sternberg's work at
MGM also ground to a halt: unhappy with his work
on The Exquisite Sinner (1926), the studio
replaced him with Phil Rosen. Unhappy with his
coworkers in The Masked Bride (1925), von
Sternberg walked off the set in a huff and sailed

for Europe. He did complete one picture, A

Josef von Sternberg and Marlene Dietrich, Sven

Woman of the Sea, but producer Charlie Chaplin
was dissatisfied and did not release it. Scottish
critic (and future documentary filmmaker) John
Grierson, one of the few people to have seen the
now-lost film, called it “the most beautiful picture
ever produced in Hollywood, and the least human,”

Von Sternberg got another chance to prove his
mettle in 1926, when he salvaged Frank Lloyd's
Children of Divorce (1927)
certain to flop. In just

—a film that looked

three days, von Stern-
berg rewrote the script
and, working mostly at
night—when stars Clara
Bow and Gary Cooper
were available—re-shot
more than half the film
in a tent he had deco-
rated himself. The re-
sults were astounding
and convinced Para-
mount that von Stern-
berg might not be so
difficult after all. The
following year, he
shot Underworld on a
generous five-week
schedule.

After seeing von
Sternberg’s The Sal-
vation Hunters when it
was released, Austrian-
born theater and film director Max Reinhardt
wrote, “It is inconceivable that such cinematic
greatness could have come from America.”
Underworld, by contrast, is a thoroughly American
film. As today's film historians have noted, the
gangster film solidifies the myth of American
individualism. Outlaws like Bull Weed flout
authority to become powerful and sympathetic
heroes. Von Sternberg, too, had struggled
through the harsh conditions of big city life
and, with this first big hit, he was finally finding
success.
~MEGAN PUCH
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worker audiences in the provinces with consider-
able doubt as to its usefulness.” By 1948, the film
had taken on chimerical characteristics. British
filmmaker and critic Thorold Dickinson wrote, “It
would be interesting to meet someone who has
actually seen Aelita." This neglect belies the film's
popularity with Soviet filmgoers, its influence over
the look of future science fiction films, and its psy-
chological storyline, which resonates in films noir
and in the work of filmmakers as diverse as
Andrei Tarkovsky, Alfred Hitchcock, and David
Lynch. Musician Dennis James, hoping to spark a
revival for Aelita in
1992, told the San
Francisco Chron-
icle that the film is
“a picture window
into Soviet society
when Utopian goals
were considered
positive things."
James then pre-
miered a new score
featuring the organ
and the first elec-
tronic musical in-
strument, the theremin, created in 1920 by
Russian inventor Lev Sergeivich Termen. Some
86 years after its initial release, Aelita still waits to
be acknowledged for its importance in cinema
history.

The film's script is based on a 1923 novella by
Aleksey N. Tolstoy, a distant cousin of War and
Peace author Leo Tolstoy. While both stories are set
after the Bolshevik Revolution, the film, unlike the
novel, is primarily concerned with the Russian Civil
War (1917-1923), which caused famine and dis-
placements. The collapsed economy led revolution-
ary leader Viadimir Lenin in 1921 to establish the
New Economic Policy (NEP), a capitalist mini-econ-
omy within the Communist state. Relaxed state con-
trol of some industries created a profit incentive,
freeing hoarded capital and boosting living stan-
dards, but also encouraging graft and corruption.

Film studios were not under direct state control,

Soviet Aelita poster

although movies were expected to conform to
revolutionary ideals. Flush with cash from a
German fund that hoped to support a global
workers' revolution through cinema, the Moscow-
based Mezhrabprom-Rus studio planned Aelita as
a giant production, rivaling American and German
epics. The noted Cubo-Futurist painter Alexandra
Exter was hired to design the Martian costumes.
To direct this futuristic epic, the studio looked to
Russia's cinematic past.

Director Jakov Protazanov was one of pre-
Revolutionary Russia's top film directors. Born in
1881 to aMuscovite
merchant family,
Protazanov was
introduced to the
theater at an early
age by his mother,
an educated wo-
man who affected
Continental sophis-
tication by speak-
ing French rather
than Russian. An
idle bourgeois at
the age of 20,
Protazanov toured Europe on a small inheritance.
After visiting the Pathé film studio in Paris, he
decided to make a career in movies. Returning to
Moscow in 1907, he worked as an interpreter at
movie studios, using his knowledge of French to
communicate with camera operators from France
and Germany. In 1911, he wrote and directed his
first film, A Convict's Song. By 1919, he had
directed 78 films, mostly for Moscow’s leading
producer, losif Ermol'ev. Fleeing the Civil War,
Ermol'ev moved his studio first to the Ukraine,
then to Paris in 1920. Protazanov followed him,
directing two films in Yalta, five in Paris, and one
in Berlin. With the Civil War winding down and the
NEP in place, Protazanov accepted Mezhrabprom-
Rus's invitation to make films in the Soviet Union.

Its producers intended that Aelita draw world-
wide attention to Soviet cinema and make
Mezhrabprom-Rus an international studio, like

Germany's Ufa and France's Pathé. As a Soviet
film, Aelita was also meant to support the goals of
the Bolshevik Revolution. These purposes proved
incompatible. The politics of both Protazanov and
Tolstoy were considered suspect—despite their
embrace of Communist ideals upon their return to
Russia—as both had fled the country following
the revolution.

Tolstoy's novella is a romantic fantasy of space
travel that features a decadent race of Martians
descended from the survivors of ancient Atlantis.
Protazanov's film abandons the Atlanteans,
making the science fiction
secondary to a melodrama-
tic representation of the
harsh conditions Soviet citi-
zens faced during the Civil
War, a subject hardly
broached in the novella. To
meet the needs of the
state, Protazanov depicts
the class struggle and stir-
ring images of the new
nation building a future
through engineering, toil, and big machinery. To
help ensure the film's success at home and
abroad, Protazanov throws in a comic subplot, a
romantic triangle, and a murder.

Thanks to the still images reprinted in textbooks
and science fiction magazines, Aelita is remem-
bered mostly for Exter's Martian designs. Born in
1882 in Kiev, Ukraine, Exter was a leader of the
European avant-garde. A colleague of Pablo
Picasso, Georges Braque, and Fernand Léger,
she created a unique *cubist style distinguished
by a remarkable variety of color," according to art
historian Georgii Kovalenko. She designed cos-
tumes and sets for Alexander Tairov’s Kamerny
Theater in Moscow, including his 1917 presenta-
tion of Oscar Wilde's Salomé. *Skillful lighting
made the geometric forms vibrate, giving an im-
pression of floating,” wrote art historian Andrei
Nakov. “The décor for Salomé produced a strange
monumentalism of dramatic tonality. The new
pathos of the ‘machine age' was born," Exter

Marxism on Mars

*insisted on the need for the costumes to interact
organically with the sets or backdrops,” Kovalenko
wrote. After her work with Tairov, she collaborated
with choreographer Bronislava Nijinska and
taught stage design at the Academie Modérne
in Paris.

Although Exter's costumes appear stiff and
awkward in still photographs, they come alive
when seen in motion. Exter's designs for Aelita
are remarkable for her adaptation to the mono-
chrome palette of the black-and-white film stock.
After bringing a riot of color to her cubist paint-
ings (a form noted for its
muted tones), she used a
variety of textured industrial
materials—aluminum, glass,
acrylics, steel, etc.—to cre-
ate a high contrast Cubo-
Futurist image.

Aelita was promoted like
no Soviet film before it.
Leaflets announcing its pre-
miere were dropped from
airplanes over Moscow. The
expense of the film was highlighted in publicity
material, which boasted, for example, that 22,000
meters of film were exposed for the movie that
ran 2,841 meters when complete—this at a time
when other filmmakers were splicing together
scraps of unexposed film to make their movies.
Although popular at the box office, Aelita incurred
the wrath of the formalists (director and film the-
orist Lev Kuleshov described it as “the blind alley
of pre-revolutionary cinema") and the proletarians
(the newspaper Kinonedelya called it “alien to the
working class”).

Protazanov survived the criticism and kept
directing films until 1943, two years before his
death. He astounded his critics by crafting three
faithfully Soviet films following Aelita: His Call
(1925), The Forty-First (1927), and Don Diego and
Pelageya (1928). Film historian Denise J. Young-
blood credits Protazanov with keeping “alive the
tradition of the narrative entertainment film."

~RICHARD HILDRETH
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OSWALD THE LUCKY RABBIT

Live Piano Accompaniment by DONALD SOSIN

CREATED AND PRODUCED BY: Walt Disney, Ub Iwerks, 1927-1928 PRINT SOURCE: Walt Disney Studios FILM TITLES: Trolley
Troubles; Oh, Teacher, Great Guns; Mechanical Cow; All Wet, The Ocean Hop; Bright Lights; Oh What a Knight

Donald, Goofy, Pluto, and... Oswald the Lucky
Rabbit. That's how the list of major Disney animated
characters might read had certain events in the
late 1920s unfolded differently, forever altering
the history of animated film.

In 1923, Walt Disney headed for California with
the hopes of getting into the movie business. He
had had initial success in Kansas City, Missouri,
making animated shorts for a local ad agency and
later for his own *Laugh-O-Gram" studios.
Fatefully, Disney accepted an $11,000 contract
with Pictorial Clubs Inc. to produce six shorts. The
company went bankrupt before fully paying
Disney, forcing him out of business.

At the time, New York City was still the capital
of animation, home to the studios that produced
popular animation like the Felix the Cat and Krazy
Kat series. Undeterred, Disney opted for Cal-
ifornia, as his brother Roy was already there
convalescing from a bout of tuberculosis. In mid-
1923, with a reported $40 in his pocket, Disney
left for Hollywood.

Prior to leaving, Disney made one last short, Alice’s
Wonderland (1923). Alice was inspired by Max
Fleischer's Out of the Inkwell series, featuring an
animated Koko the Clown cavorting in a live-action
world. Disney’s Alice cleverly switched that premise,
putting a live-action girl in an animated world.

Margaret Winkler, distributor of the Felix the Cat
series, saw Alice's Wonderland and approached

Disney to produce more. He had to scramble. He

had no staff, and Winkler wanted the same child
24

actress, Virginia Davis, to play Alice. Always per-
suasive, Disney convinced Davis's family as well
as animators Hugh Harman, Rudolph Ising, and
Ub Iwerks to leave Kansas City for California.

The Alice series was popular with critics and
audiences alike, but by 1927 the novelty of a live-
action girl in a cartoon world had worn off.
Smartly, Disney shifted focus from Alice to the
cartoon characters, notably her sidekick Julius the
Cat. Concurrently, Winkler's new husband Charles
Mintz had taken over her business, and Universal
Pictures tapped him to get them back in the ani-
mation business. Universal, feeling there were
already enough cartoon cats, suggested a series
starring a rabbit.

Disney and his best animator Ub Iwerks reworked
Alice's Julius into a rabbit named Oswald for Poor
Papa (1927). After Universal executives com-
plained that Oswald looked *too old," Iwerks
redesigned him to look younger for the second
short, Trolley Troubles (1927). It became the first
of 26 Oswald shorts created by Disney's studio
for producer Mintz and distributor Universal.

Disney was an expert storyteller and instinctively
knew the shorts would be more successful if
Oswald was more than a bystander. Instead, the
humor arose from situations created for Oswald's
world and his'reactions to them. The quality of the
animation was also superior to the work of other
studios, mostly because of lwerks's technical ex-
pertise and his skill at drawing perspective.

Disney and lwerks developed an assembly-line

system that met Disney's desire for top-quality ani-
mation, story, and character development as well as
allowing them to churn out one film every two
weeks, as mandated by their contract with Mintz and
Universal. Through Oswald, Disney also realized the
potential for character merchandising. From the
outset, Universal had promoted Oswald “tie-in"
products, the first being an Oswald the Lucky
Rabbit chocolate bar that hit the shelves in 1927.

Merchandise tie-ins, of course, were lucrative
only to copyright holders. By early 1928, with
Oswald on a roll, Disney felt confident enough to
travel to New York to request an increase from
$2,250 to $2,500 per short. Before he left, Iwerks
alerted him that Mintz was signing Disney's ani-
mators to new contracts, replacing Disney as their
boss. Disney didn't believe it until he
arrived in New York, where Mintz
offered $500 less per short, plus 50
percent of any profits. Mintz
offered Disney, who thought of
himself as Oswald's owner, a contract to join
Mintz's firm as an employee. Disney learned
that Universal controlled the copyright to
Oswald and all profits from the character,
regardless of who made the films.
Feeling betrayed, Disney turned down Mintz's
offer and vowed never again to relinquish control
of any of his studio's creations. Before leaving
New York, Disney wired his brother Roy to sign
Iwerks, his best animator—and one of the few who
refused to sign with Mintz—to an exclusive contract

Iwerks's contribution to Disney’s success is im-
measurable. Long before Oswald, Disney had
stopped drawing to concentrate on running the
studio. Iwerks created the images of Oswald and
Mickey Mouse and drew most of the first Mickey
cartoons. Years later a story circulated that
Disney was asked at a party to draw Mickey, and
he handed the paper to lwerks. In the 1930s,
Iwerks started his own studio, producing shorts for
Columbia Pictures and Warner Bros.! Looney
Tunes series. Iwerks returned to Disney in 1940.

Iwerks later concentrated mostly on visual effects,
developing an improved process for combining

live action with animation first used in The Three
Caballeros (1944) and the xerographic process
pioneered in 101 Dalmatians (1961). He won two
Academy Awards for his technical work and re-
ceived a nomination for the bird effects in Alfred
Hitchcock's The Birds (1963). He also helped devel-
op many of Disneyland’s animatronic attractions.

Back in Hollywood, while the rest of the staff
finished Oswald shorts for the Universal contract,
Disney and Iwerks secretly created the first
Mickey Mouse cartoon, Plane Crazy, with the Disney
and Iwerks families inking at home after hours.
Plane Crazy was drawn entirely by Iwerks at an aston-
ishing rate of approximately 700 drawings per day.

Initially, theater owners resisted running the new
cartoons. Mickey Mouse was yet unknown and
Disney had no official distributor, but when the
third Mickey cartoon came out as an all-talkie, the
exhibitors were sold. Adding sound to car-
toons wasn't entirely new, but Disney's
approach was. He realized that sound ef-
fects and music should be driven by
plot, not added as an afterthought.

If Disney hadn't lost Oswald to Mintz
and Universal, there might not
have been a Mickey Mouse. From
then on, Disney fiercely protected his copyrights,
affecting copyright laws of the U.S. and the world
to this day. Mickey and other Disney characters
would have long since passed into the public
domain if not for the intense lobbying for copy-
right extensions by the Walt Disney Company.

As for Oswald, he had a life after Disney.
Eclipsed by Mickey's fame, he faded from films in
1938, appearing one last time in 1943, He lasted
longer in print, gracing the comic pages through
the 1960s in the U.S, and later in Mexico and Haly.
In 2004 and 2005, the original Oswald became a
pop culture hit in Japan, spawning a craze. Finally,
in 2006, the Walt Disney Company reacquired
Oswald as part of an assets exchange with Uni-
versal. After almost 70 years, Oswald was finally
home at Disney, taking his place alongside Mickey
and the rest of the iconic Disney characters.

~SCOTT BROCAN
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The art director on Erotikon and From Saturday to

Sunday was another avant-garde artist, Alexander
Hackenschmied. Along with cinematographer
Vaclav Vich, Hackenschmied and Machaty created
Erotikon's arresting visual style, with its ex-
treme close-ups of faces and objects, its sym-
bolic imagery and camera movement. The scene
of a sexual encounter is particularly effective, with
ts deliriously spinning camera and close-ups on
the face Of a ,’Uuﬂg woman dumng UfgaSﬂ‘
Hackenschmied later moved to United States,
changed his name to Alexander Hammid, and
became a well-regarded documentary and ex-
perimental filmmaker. In the 1940s, he worked
with another avant-garde filmmaker, his then-
wife Maya Deren.
Hackenschmied also
worked as scenic de-
signer on Machaty's
Ecstasy, a bucolic idyll
about an unhappily
married young woman
who finds sexual ful-
fillment with a hand-
some engineer. The
leading role was
played by 19-year-old
Austrian actress Hedy
Kiesler. In one scene,

she Is seen swimming

An element of Erotikon's ar

nude; in another, in an
echo of Erotikon, the camera is on her face as she
simulates orgasm. The worldwide uproar over the
film got Hedy a contract with MGM and a new
name, Hedy Lamarr. It got Machaty a lot of trou-
ble. Ecstasy caused a sensation at the second
Venice Film Festival in 1934 but was denied a
prize when the Vatican objected. When an
American distributor tried to import the film, U.S.
Customs refused to allow it. As Frank Miller writes
in Censored Hollywood, “It was the first time cus-
toms laws had been used to keep a film out of the
country.” Eventually, a bowdlerized version was
allowed into the U.S,, but the Motion Picture
Production Code, Hollywood's self-censorship

sual style: the extreme close-up

organization, refused to give it a seal of approval,
effectively making widespread exhibition impossi-
ble. It did screen at a few American “art theaters”
over the years, but only in 1950 did a drastically
changed Ecstasy get approved for adult viewing
in the United States. Novelist Henry Miller com-
pared Ecstasy to the work of D.H. Lawrence
Meanwhile, as the political situation in Europe
deteriorated, Machaty made films in Austria and
Italy and, in 1936, emigrated to the U.S. as a
refugee. He settled in Hollywood but had a hard
time getting work. At MGM, he directed sections
of The Good Earth (1937), Madame X (1937), and
Conquest (1938), all without credit, and also
directed a short, The Wrong Way Out (1938)
His one feature at
MGM was the B-pic-
ture Within the Law
(1939). Machaty's final
and best American film
was Jealousy (1945) at
Poverty Row's Republic
Studios. He returned to
Europe in 1951, work-
ing in Germany as a
co-writer on a Pabst
film as well as writing
and directing his final
film, Missing Child 312
(1956). According to
critic Elliott Stein,

Machaty's “attempts to arrange further projects in

his native Czechoslovakia led nowhere.” He
ended his career teaching at the Munich Film
School and died in 1963

For decades, Machaty was primarily remembered
as the director of a scandalous “dirty movie,” and
his work was rarely seen outside Czechoslovakia.
But as his early work has become better known,
he is being recognized as an innovative artist and
a pioneer in exploring women's sensuality. As film
historian Thomas J. Slater writes, “He had more to
offer than just a scene of a naked woman running
through the woods.”

~MARCARITA LANDAZURI

SO’S YOUR OLD MAN

Live Piano Accompaniment by PHILIP CARLI

In 1941 WC. Fields made his final feature film,
Never Give a Sucker an Even Break. Critic James
Agee, in his review for Time magazine, called him
*one of the funniest men on earth” and went on to
proclaim, “the great comedian can play straight
better and more firmly than anyone in the busi-
ness." When Fields died five years later, he was
memorialized not for any of his talents—vaudevil-

lian, master juggler, pool shark, star of radio and

film—but rather as the world's favorite drunkard

Born in 1880 to a Cockney immigrant father

and a Philadelphia-born mother, William Claude
Dukenfield was the eldest of five children. Fields
was known for describing his childhood as diffi-
cult, flavoring it with Dickensian details. Fights
with his father turned into battles. Running away
became a commonplace theme. Later, he would
even tell people that terrible beatings from neigh-
borhood kids were the reason for his large,
deformed nose.

Fields admitted to exaggerations in the story

of his childhood, but they contained elements

Underwritten by WELLS FARGO



of truth, He taught himself to juggle, using fruit
from the family fruit stand. He picked up pool
tricks hustling in pool halls. School was boring,
and he did run away from home but more to avoid
teachers than abusive parents,

In 1897, with little money, he put together a jug-
gling act, “The Tramp Juggler." Soon after, he
found work in Atlantic City’s burlesque and vaude-
ville halls. To earn extra money, he became a
*drowner.” Creating a distraction by pretending to
drown in the nearby ocean, he caused a crowd to
form on the boardwalk. Rescued, he was carried
into the theater and the crowd followed in concern.
The theater then offered
discount tickets in cele-
bration, while Fields
slipped out of the lobby,
later emerging on stage
in disguise.

By 1900, he found some
success with his tramp
act in San Francisco and
married fellow performer
Harriet Hughes. After
playing on the Orpheum

offered a European tour. Touring the world for the
next five years, they become a well-known vaude-
ville team. Hattie became pregnant and found she
preferred domestic life. They quickly separated,
and Fields returned to performing solo. While he
supported his wife and child financially, he would
not be part of their lives.

Fields found it lonely on the road without Hattie.
He installed a bar in his wardrobe trunk and in-
vited guests up to his dressing room after a show.
Feeling that alcohol would impede his ability to
perform, he never drank. Eventually, however, he
developed a taste for alcohol and was told he per-
formed better after drinking. In 1923, D.W. Griffith
saw Fields in Poppy and thought the Broadway
musical an excellent vehicle for actress Carole
Dempster. Fields was brought on at the last mo-
ment, after the role of McGargle was trimmed
down, giving Dempster, a Griffith favorite, more
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Fields cultivated his reputation for detesting children, but he al-
Circuit, the couple was ways gave them a chance (o strike first. Here, Baby Leroy does!  ayer lived." Fields re-

room to shine. The plan backfired when Fields
showed up and stormed Dempster’s dressing
room, infuriated that many of his good scenes had
been cut. The production came to a standstill.
Rather than scrap the project, Paramount execu-
tives reluctantly restored Fields's part.

William LeBaron, a producer at Paramount,
thought Fields hilarious and quickly signed him.
Pairing him with director Gregory La Cava for So's
Your Old Man, LeBaron hoped that Fields would
appreciate La Cava's dark sense of humor and be
more malleable on set. On the first day of shoot-
ing, LeBaron asked La Cava's opinion of Fields.

’ “He's a terribly mean

9 man," replied the dir-

ector. Fields's opinion of

La Cava? “He's a Dago
son of a bitch.”

Two weeks later, their
opinions were tempered
by respect for each
other's talents. *| hate his
guts," La Cava reported
to LeBaron, *but he's the
greatest comedian that

sponded, “l can't stand the bastard, but he's the
best director in the business.” A strong friendship
was formed. The combination worked so well that
La Cava would later direct Fields's scenes in films
by other directors.

During this time, Fields began to use his public
persona to create publicity, blurring the line
between his public and private self. To the world,
he was that cantankerous man with a penchant
for drinking who distrusted doctors and bankers
and was repulsed by children. He created a pub-
licity “feud" between himself and Baby LeRoy, a
child actor who played Fields's nemesis in numer-
ous films. It was rumored that Fields once spiked
LeRoy's orange juice to shut him up on set. In
truth, Fields understood the importance of LeRoy
as his foil and campaigned to have his scenes
extended. He later assisted LeRoy's family with
money during hard times.

In 1937 Fields found his greatest success in
radio. What began as a stint on a popular show
with comedian Edgar Bergen and his wooden
dummy Charlie McCarthy became a full-time rou-
tine. McCarthy would make fun of Fields's drink-
ing and call him a *mean old drunk” Insults
between Fields and McCarthy became legendary,
and Fields's drawl was
imitated across the coun-
try. During these shows,
Fields's inebriated char-
acter was given full play.
The name W.C. Fields
became synonymous with
“Drunk" and, for the sake
of his career, Fields
embraced it.

Trying to live up to his
character was taking a
terrible toll on Fields. He
gained weight, and his
skin betrayed the signs
of liver failure. After a
close call with pneumo-
nia, he attempted to quit
drinking but this was
short lived. Professionally,
he managed to sign a
new contract and now
had full writing control on
his films.

In Never Give a Sucker
an Even Break, his final
starring role, Fields
played a character called
“The Great Man." He had
intended the film to be an
introspective, esoteric
tale with nightmarish ele-
ments that would show
the struggle of the performer with his public
image. However, iliness and delirium tremens had
set in, and he could no longer fight the producers
the way he had before, He was unable to achieve
his vision of the film. It was re-cut to match the

Fields became a pop culture icon in the late 1960s and early
"70s. Above, the great man as drawn by Al Hirschfeld, 1975

Never give the dog an even trim.

public's expectations for a Fields picture.

Three decades after his death, Louise Brooks
wrote an essay for Sight and Sound magazine,
recalling the Fields she had met back when she
danced in the Ziegfeld Follies. In “The Other
Face of W.C. Fields," she said Fields's talent
could only be fully appreciated on the stage,

: where his character was
rooted in a make-believe
world and the audience
could see all of him,
uncut by setups and cam-
era angles. “Bill per-
formed as if he were
standing whole before
an audience that could
appreciate every detail
of his costume and fol-
low the dainty disposi-
tion of his hands and
feet. Every time the cam-
era drew closer, it cut off
another piece of him and
deprived him of some
comic effect”

Carlotta Monti, his mis-
tress of 13 years, wrote
about Fields in 1971:
“They have said he was
crotchety, castigating,
had a jaundiced eye,
was larcenous, suspi-
cious, shifty, erratic, fru-
gal, and mercenary. | can
only confirm these accu-
sations. But he was also
loveable, kind, sweet,

\ d generous, thoughtful, and
- - > .

gentlemanly." The man
who had a reputation for
detesting children included a provision in his will,
Monti noted, “leaving the bulk of his estate to
orphanages.”

~DAVID JOHANSSON
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THE FALL OF THE HOUSE OF USHER

Live Piano Accompaniment by STEPHEN HORNE

AST: M € 3a (Madeline), Jean Debucourt (Roderick), Charles Lamy (Allan, the Guest), Fournez-Goffard (The Doctor), Lu
Dartagnan (The Valet) PRODUCTION: Les Films Jean Epstein, 1928 DIRECTOR: Jean Epstein ASSISTANT DIRECTOR: Maurice Moriat
S NARIO: Jean Epstein, base the ginal k gar Allan Poe PHOTOGRAPHY: Lucas SLOW-MOTION OPERATOR: Hébert

RT DIRECTION: Pierre Kefer COSTUMES: Fernand Oclise, mad le PRINT SOL Cinémathéque Francaise

One evening in the mid-1930s Henri Langlois
took Georges Franju to Montmartre's Studio 28,
where a few years earlier the first Surrealist films
had played to riotous crowds. The program in-
cluded screenings of Jean Epstein's La Chute de
la maison Usher (The Fall of the House of Usher)
and Bunuel and Dali's Un Chien Andalou (1929).
After the screening, Franju was hooked and the
two later opened their own ciné-club on the
Champs Elysée. But the movie-mad duo wanted

more than to screen interesting work, they wanted

to collect it too—to build a library, or cinémath-
éque. In 1935, Franju and Langlois purchased the
first title in a collection that would become known
as the Cinémathéque Frangaise: Jean Epstein's
The Fall of the House of Usher.

Langlois and Franju's ciné-club was part of an
art-house cinema circuit that began in France
after World War |. The Great War had devastated
much of Eurape, and with it the French film in-
dustry, until then a fierce competitor to American-

made fare. Big studio productions were no longer

Generous Assistance by the CONSULATE GENERAL of FRANCE, S.F.

feasible, so filmmakers worked independently,
using small crews and casts of friends, shooting
from their own scripts, and distributing their films
as artworks or on the growing ciné-club circuit.
Artists eager to experiment, including photogra-
pher Man Ray, Dada provocateur Marcel
Duchamp, and abstract painter Fernand Léger,
flocked to the medium, reinvigorating it.

At the beginning of WWI, the Warsaw-born Jean
Epstein entered medical school at the University
of Lyon. Already a budding cinephile, he saw the
films of Charlie Chaplin and Max Linder with his
sister Marie. Watching
the westerns of William
S. Hart, he found a new .
direction: *a view sud-
denly given of another
world, more lively and
more nourishing than the
real world, than the world
read or heard about.”
He abandoned medicine
and opted for a life in the
arts. He began writing
critical essays, founding
the short-lived cinema
journal Le promenoir in
1920 while working for
Auguste Lumiére as a
lab assistant.

In 1921, the Editions de la Siréne publishing
house printed Epstein's Bonjours Cinema! A parody
of a contemporary film program, it included photos
of film stars and poems by adoring film fans, with
Epstein’s essays the feature presentation. His writ-
ings praised the American close-up and the ca-
pacity of a split second of film to convey drama,
tragedy, or comedy. He lamented the current state
of French films, calling them “albums of poses and
catalogues of décor.” His sister Marie had mean-
while written to filmmaker Germaine Dulac, asking
her advice on becoming an actress. Soon, the
Epstein siblings were in Paris

Down the hall from La Siréne, where Jean

Epstein had taken a job as secretary, filmmaker

Madeline in burial garb

Jean Benoit-Lévy housed his production office.
He hired Epstein to direct the fictionalized biogra-
phy Pasteur (1922), commissioned for the scien-
tist's centennial. Soon after, Epstein landed a
contract with Pathé-Consortium, and his sister
Marie took his place with Benoit-Lévy, making so-
cially conscious, poetic films in a collaboration that
lasted well into the sound era. While working as a
director, Jean also kept up his writing and became
one of the first French critics to introduce
Freudian concepts of the unconscious mind into
discussions about cinema—concepts that intrigued
the French avant-garde.

His breakthrough film
came in 1923. Coeur fidéle
(Faithful Heart), about an
unhappily married woman
whose true love is unfairly
imprisoned, was shot on
the streets and water-
front of Marseilles. One
sequence filmed by a
camera strapped to a
merry-go-round enthralled
the group of French film-
makers called the Im-
pressionists, who were
exploring the possibilities
of the subjective camera
it and the elasticity of cine-
matic time in films such as Germaine Dulac's The
Smiling Madame Beudet (1923) and Abel Gance's
La Roue (1923).

Hardly doctrinaire about his cinematic approach,
Epstein became an eclectic director. After Coeur
fidéle he made La Belle Nivernaise (1924), which
historian Alan Williams describes as *lyrical" and
*pictorialist” In 1924, Epstein gave a lecture lam-
basting the French avant-garde for repeating the
same techniques in their new films. “Nineteen
twenty-four has already begun and in a month
four films using breakneck editing have already
been shown. It's too late. It's no longer interesting
It's a little ridiculous."

Epstein directed narratives for the Russian out-
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account of economic depression in Germany. The
film failed at the box office, and Griffith found it
financially impossible to produce independently at
United Artists. Instead, he joined Paramount
Pictures as a director-for-hire, with the studio
agreeing to pay off his most pressing debts.
Griffith helped vaudevillian W.C. Fields launch his
film career with Sally of the Sawdust (1925),
but, after several box
office failures with
Paramount, the studio
did not renew Griffith's
contract.

In early 1927, Griffith
returned to United
Artists, but not as an
independent producer.
Joseph Schenck, who
had taken over as UA
president, offered Grif-
fith a job directing
films for his independ-
ently owned Art Cinema
Corporation, which dis-
tributed films through
Griffith's former com-
pany. Griffith had no
choice but to accept
and worked under
Schenck’s supervision.
He directed three films for Art Cinema, including
Drums of Love (1928), The Battle of the Sexes
(1929), and Lady of the Pavements (1929).

Schenck had full control of Pavements. Writer
Sam Taylor had planned to direct the film but was
preoccupied with Mary Pickford's Coquette
(1929). Schenck assigned Griffith, giving him a
completed shooting script, which was based on
German author Karl Vollmoeller's story “La Paiva."
Schenck selected Lupe Vélez as the leading lady
after the success of her performance opposite
Douglas Fairbanks Sr. in The Gaucho (1927).
He also chose William Boyd (a DeMille discovery)
and French actress Jetta Goudal as principal
cast members.

36

Lady of the Pavements reunited Griffith with cin-
ematographer G.W. “Billy" Bitzer, well known for
his work on The Birth of a Nation and Intolerance.
The two had worked closely together until the late
teens, when Bitzer's battles with depression and
drinking negatively affected his career. On Lady of
the Pavements, Bitzer was billed as “assistant” to
lead photographer Karl Struss. The film referenced
German Weimar cin-
ema, shooting with the
“‘entfesselte Kamera," a
moving camera first
used by Karl Freund in
FW. Murnau's 1924
Der letzte Mann (The
Last Laugh). Although
praised by contempo-
rary critics for its hand-
some photography and
sets, Pavements did
not draw big audiences.
Historian Richard Schick-
el believes the lack of
interest derives from
the absence of Grif-
fith's customary handi-
work—suspenseful
scenarios, elaborate

Nanon del Rayon (Lupe Vélez) performing Irving Berlin's *Where Is the costumes, battle scenes,
Song of Songs for Me?", re-shot for sound in Lady of the Pavements

and historical figures.

As an active heroine in Pavements, Lupe Vélez
defies the typical Griffith female protagonist,
steeped in Victorian mores. A charismatic and
manipulative cabaret singer and prostitute, she
dresses in glamorous gowns and passes as a
noblewoman to fool Prussian Count Karl von
Arnim. The rags-to-riches element of a Lillian
Gish-type heroine are on display, but Vélez's
potent character does not need any rescuing.
Vélez embraced her role in promoting the film,
attending the premieres and living up to reviews,
which focused on her rowdy nature rather than on
the story or technical issues.

Born Maria Guadalupe Vélez de Villalobos in
San Luis Potosi, Mexico, on July 18, 1909, Lupe

Vélez started as a dancer in a musical show in
Mexico City. After her success in The Gaucho and
Lady of the Pavements, she starred in Wolf Song
with Gary Cooper, Where East Is East, costarring
Lon Chaney, and Tiger Rose, all from 1929, She
had a few well-publicized relationships with
Hollywood stars, including with Cooper. In 1934,
she married Tarzan star Johnny Weissmuller,
divorcing him after five years. In the 1930s, Vélez
was primarily a B-movie actress, with her biggest
starring role in a series of seven *Mexican Spitfire”
films between 1939 and 1943.

When she wasn't
flaunting her sexu-
ality onscreen, Vélez
earned a reputation
off-screen as infan-
tile, irrational, and
occasionally violent.
Photoplay gossip
columnist Cal York
wrote in 1930,
‘When you enter
the house [Vélez]
screams ‘| hate you.

Get out of my
house! But when
you want to leave
she locks the door
and throws the key
away. You can't get
out until she lets
you out" In one
interview, *Whoopie Lupe” herself said, “In a
church, | am a saint. In a public place, | am a lady.
In my own home, | am a devil. ... My house is where
| can do as | please, scream and yell and dance
and fall on the floor if | like."

In 1944, at the age of 35, Vélez returned to
Mexico and appeared in Roberto Gavaldén's
Nana, based on the novel by Emile Zola. It was her
first dramatic role in seven years and many critics
saw it as a comeback opportunity. The resur-
gence was short lived. Nana was her last film. A
yearlong affair with bit player Harald Maresch left

Vélez pregnant. Knowing an illegitimate child
would end her career, Vélez took an overdose of
sleeping pills and died at her Beverly Hills home
on December 13, 1944,

Director Griffith shot Pavements as a silent film
and then re-shot several sequences for the tran-
sition to sound. He had already experimented with
sound in 1921's Dream Street, which featured
music and effects recorded on discs. For
Pavements, Griffith added a few scenes of dia-
logue and songs by Irving Berlin for Vélez (includ-
ing “Where Is the Song of Songs for Me?," which
would become a hit).
He tried making the
sound more realis-
tic by increasing
and decreasing the
volume of Vélez's
singing voice as
she approached
and retreated from
the camera. Unfor-
tunately, the new
technology couldn't
yet accommodate
Griffith's vision.

Griffith was un-
happy about the
addition of sound
to cinema. He be-
lieved filmmakers
needed to use the

Lupe Vélez points the finger at Jetta Goudal while William Boyd looks on.

“technique, which
has made motion pictures what they are today,
and add the dialogue...[filmmakers] must pre-
serve the speed, action, swirl, life, and tempo of
the modern picture today.” After the premiere of
Pavements, Griffith predicted *sound film would
force the drama from the stage and spell the end
of the silent film." While stars like Lupe Vélez
blossomed with the coming of sound, some
directors, including Griffith, found that the
end of silent film was also the death knell of
their careers.

~MOLLIE CASELLI
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gether. When Griffith saw her he was unim-

pressed, saying: “You are too little and too fat, but

| may give you a chance." Pickford w not im-

S
pressed with him either, thinking him "pompous
and insufferable," but their immediate dislike of
each other didn't prevent them from seeing some-
thing of value in collaborating. She played a ten-
year-old girl that first day. The next day she played
the leading lady in The Violin Maker of Cremona
(1909)

Although the strong-willed Griffith and un-
abashedly blunt Pickford fought from the start,
they also had respect
for each other's abili-

s. Griffith later wrote

about her: *One thing
set Mary apart from all
the other girls | was
engaging at Biograph
at the same time.
Work. | soon began to
notice that instead of
running off as soon as
her set was over, she'd
stay to watch the oth-
ers on theirs. She
never stopped listen-
ing and looking. She
was determined to
learn everything she
could about the busi-
ness." Cameraman Billy
Bitzer agreed, recall-
ing in his autobiogra-
phy: “It has been said
that all she had were two dimples, curls, and a lot
of luck. Don't you believe it, for there were many
girls who had all that, but they were drab person-
alities beside Mary. Mary would have succeeded
in any career she wished to follow."

Unlike theater performers, movie actors were
not yet publicized by film studios, which were fear-
ful of salary demands. So the public identified
their favorites in other ways. Florence Lawrence

was known as “The Biograph Girl" until she was

hired away by the Independent Motion Picture
(IMP) Company for more money and name recog-
nition. The star system was born, but Biograph still
refused to identify their players. Nevertheless, its
actors remained loyal because Griffith's talent as
a filmmaker helped to hone their skills.
Pickford handled some difficult parts fora 17-
year old in the 80 films she made in 1909 and
i
new “Biograph Girl." By the time Wilful Peggy [sic]

1910. The public responded and she became the
was released in August 1910, with Pickford in the
title role, 250 prints were required for distribution.
Pickford left Bio-
graph in December
1910 for the IMP
Company but came to
realize their films were
inferior to those made
by Griffith, She even-
tually broke her con-
tract, returning to
Griffith at a reduction
in her IMP salary,
which was still higher
than her old rate at
Biograph. Just a few
nonths later she
introduced her two
friends Lillian and
Dorothy Gish to Grif-
fith, launching their
movie careers. She
also did some of her
best work to date, but
the battles between
her and Griffith became untenable. Griffith con-
vinced Pickford to work in one last film, The New
York Hat (1912), which brought out the best in
their stormy relationship. He then wished her well
in future endeavors, just as he would the many

others who went on to worldwide acclaim. He, too,

achieved greater success after he left Biograph

in September 1913, and the company went
into decline

~DAVID KIEHN
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About The San Francisco
Silent Film Festival

he San Francisco Silent Film Festival is a nonprofit organization dedicated to
educating the public about silent film as an art form and as a culturally valuable

historical record.

Silent-era filmmakers produced masterpieces and crowd-thrilling entertainments

Remarkable for their artistry and their inestimable value as historical documents, silent
films show us how our ancestors thought, spoke, dressed, and lived. It is through these
films that the world first came to love movies and learned how to appreciate them as
art. They have influenced every generation of flmmakers and continue to inspire

audiences nearly a century after they were made

In 2006, we began our annual Amazing Tales from the Archives program to raise our
audience's awareness of the importance of film preservation and to provide insight into

the remarkable work done by film archives

The Silent Film Preservation Fellowship was inaugurated in 2008 as an outgrowth of our
commitment to film preservation. In collaboration with George Eastman House's L. Jeffrey
Selznick School of Film Preservation, a recent graduate is invited to San Francisco to
restore a rare short film or selected film footage at Monaco Digital Film Labs. The fellow
then returns to the Festival the following year to attend the world premiere of the
preserved film.

Donations made to the Silent Film Preservation Fellowship Fund help a recently trained
preservationist gain essential hands-on experience restoring rare footage in a

professional film lab

Board of Directors President Judy Wyler Sheldon Vice President Robert Byrne
Treasurer William B. Bond Secretary Robin McRoskey Azevedo Directors Frank
Buxton, Timothy J. Doke, Tracey Doyle, Michael Frew, Cyndi Mortenson Advisory
Committee Kevin Brownlow, Mario P. Diaz, Peter N. Fowler, Bruce Goldstein, Sydney
Goldstein, Stephen Gong, Randy Haberkamp, Dennis James, Edith Kramer, Leonard
Maltin, Lee Mendelson, Russell Merritt, Grace Eaves Prien, David Shepard, Scott
Simmon, Paolo Cherchi Usai, Charles Wolfe, Terry Zwigoff Executive Director Stacey
Wisnia Acting Artistic Director Anita Monga Marketing and Development Director
Jeremy O'Neal Operations Director Jesse Hawthorne Ficks Founders Melissa Chittick
and Stephen Salmons
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True art transcends time
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Visit our merchandise table on the mezzaninel!

FESTIVAL POSTERS
All years available— from 1996—-2009

PIANO THEMES rrom THE SILENT SCREEN

Composed and performed by Kevin Purrone

PIANO PORTRAITS or THe GODDESS

The complete original score by Kevin Purrone

T-SHIRTS

Black— Clara Bow or Louise Brooks or SFSFF Logo
White— Garbo & Gilbert in Flesh and the Devil
S,M,L, and XL

RUAN LING-YU: THE GODDESS or SHANGHAI
DVD / Book by Richard J. Meyer

THE PEACH GIRL COFFEE MUG

DVD Black ceramic mug
wih SFSFF Logo

silentfilm.org



















