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Chaplin at Mutual: An Artist Emerges

Live Piano Accompaniment by DONALD SOSIN

THE ADVENTURER CAST: Charles Chaplin (The Convict), Edna Purvi

ce (The Girl), Eric Campbell (The Suitor), Henry Bergman

(The Father), Albert Austin (The Butler) PRODUCTION: Lone Star Corporation October 23, 1917 DIRECTOR: Charles Chaplin STORY:

Char

(Pawnbroker), Edna Purviance (Pawnbroker's Daughter), John Rand (Pawnshop Assistant), Albert Austin (Client

s Chaplin PHOTOGRAPHY: Roland Totheroh THE PAWN SHOP CAST: Charles Chaplin (Pawnshop Assistant), Henry Bergman

with clock), Wesley Ruggles

(Client with ring), Eric Campbell (Burglar) PRODUCTION: Lone Star Corporation October 2, 1916 DIRECTOR: Charles Chaplin STORY

Charles Chaplin PHOTOGRAPHY: Roland Totheroh THE RINK CAST: Charles Chaplin (Waiter), Edna Purviance (The Girl), James T. Kelley

(The Father), Eric Campbell (Mr. Stout), Henry Bergman (Mrs. Stout and Angry Diner), Lloyd Bacon (Guest), Albert Austin (The Cook and

Skater) PRODUCTION: Lone Star Corporation December 4, 1916 DIRECTOR: Charles Chaplin STORY Ch
PHY: Roland Totheroh PRINTS SOURCE: Film Preservation Associates

It was a classic rags-to-riches tale that became
Hollywood mythology. A young British music hall
performer leaves the stage to try his hand at
making movies. Two short years later, he is the
highest paid entertainer in the world and destined
to become history’s most recognizable figure.

2s Chaplin PHOTOGRA

Charles Spencer Chaplin began his film
career at Mack Sennett's Keystone Film Company,
debuting in Making a Living (1914), for which
he donned a high hat and droopy moustache to
play a comic villain. Just five days later for Kid
Auto Races at Venice (1914), Chaplin adopted

Co-presented by NILES ESSANAY SILENT FILM MUSEUM

baggy pants, oversized shoes, and a toothbrush
moustache, creating the screen persona he
would maintain for the next 22 years. Living up
to their modern stereotype, early Keystone films
were knockabout comedies with thin plotlines
usually ending in a chase. As unsophisticated as
they were, they provided fertile training ground
for the novice who quickly became an audience
favorite. After 35 Keystone productions, Chaplin
defected to the Essanay Film Company, enticed
by a tenfold salary increase.

For his first Essanay project, Chaplin directed
His New Job (1915), using cameraman Rollie
Totheroh, beginning a long
association between the
two. While Chaplin directed
approximately half his
own Keystone output, he
took the helm at Essanay
from the outset and never
again submitted to an-
other's direction. A Night
Out (1915), Chaplin's first
comedy shot in the Bay
Area, was filmed at Es-
sanay's studio in Niles,
California and on location
in downtown Oakland. It
also marked the screen
debut of 19-year-old Edna
Purviance, who was never
directed by anyone but

Charles Chaplin was 27 ye:

Chaplin throughout her -
career, Chaplin produced sortfims for
a total of 15 films for Essanay, introducing ele-
ments of pathos into what had been strictly slap-
stick routines. One of the most memorable, The
Tramp (1915), starts with typical knockabout
business but concludes with an iris-out of Charlie,
his back to the camera, walking down a road
alone. It became an iconic Chaplin image.

In April 1916, the month of his 27th birthday,
Chaplin changed studios again, signing with the
Mutual Film Company. Calling for a dozen two-
reel comedies over the course of a year, Chaplin's

new contract stipulated a $670,000 salary, more
than ten times the amount he had received at
Essanay. The agreement also created Lone Star
Studio whose sole purpose was the production
of Chaplin’s comedies. The deal cost Mutual a
total of $1,630,000, including Chaplin’s pay. An
early historian of film Terry Ramsaye correctly
called Lone Star, “the biggest operation cen-
tered about a single star in the history of the
motion picture industry."

While at Mutual, Chaplin assembled a dedi-
cated company, the core of which stuck with him
their entire careers. Edna Purviance appeared as
his leading lady in all 34
films that he made be-
tween 1915 and 1923.
Screen newcomers Albert
Austin and Eric Campbell,
whom Chaplin knew from
his vaudeville days, also
never worked for any
other moviemaker. Henry
Bergman, the only one
of Chaplin's players who
joined Mutual with exten-
sive film experience, ap-
peared in every Chaplin
film for the next 20 years.
Cameraman Rollie
Totheroh photographed
Chaplin’s films through
1947’s Monsieur Verdousx.
ed producing The generous pro-
duction budgets enabled
Chaplin to work unlike any other previous silent
comedian. | used to make things up as we went
along,” he wrote in My Autobiography (1964). Un-
encumbered by studio overseers, he improvised,
tinkered, revised, and refined, fleshing out his
comedy routines by trial and error. "We never had
a continuity," recalled cameraman Rollie Totheroh
in 2 1972 interview. “He had a sort of synopsis
laid out in his mind but nothing on paper." Chaplin's
method was not only time consuming, it was
also expensive—everything happened with all



players in costume and the camera rolling

While Chaplin's onscreen persona s primarily
remembered today as “The Tramp," each of his
Mutual comedies feature Chaplin as a different

character in different settings. He intended thi
variety from the outset, telling interviewer Kitty
Kelly on March 10, 1916, “I'll keep the moustache,
but won't stick to the clothes. It'll depend on
what the circumstances demand." Chaplin plays
avagrant only in The Vagabond (1916), otherwise
casting himself in roles as diverse as policeman,
convict, fireman, and socialite.

In The Pawn Shop
(1916), Chaplin inspects
an alarm clock brought
in by a customer (Albert
Austin) as collateral for
a loan. In what he mod-
estly described as “an
inventive business with
an alarm clock,” Chaplin
exhibits a surgeon's
dexterity and precision
while dissecting and ul-
timately destroying the
timepiece. The Pawn
Shop also marks the first appearance of Henry
Bergman in a Chaplin film, beginning a streak
that continued until Bergman's death in 1946.

The Rink (1916) was the eighth of the Mutual
comedies and highlighted Chaplin's virtuosity on
roller skates, a skill he had previously demon-
strated in the vaudeville skit “Skating." As he
often did with successful bits, he reprised his
skate work in Modern Times (1936), wearing
roller skates on night patrol in a department
store. The Rink also features Henry Bergman
playing dual male and female roles for the first
time, appearing as an angry moustachioed diner
and as Eric Campbell's portly spouse.

Chaplin's contract at Mutual ended with The
Adventurer (1917). It took him four months to
complete the film, which included hundreds of
takes shot on Santa Monica's beaches. The Ad-
venturer also marked the end of Eric Campbell's

i

briet screen career. The six-foot five, 300-pound
Scoltish aclor, who had joined Mutual to play the
"heavy" In Chaplin's comedies, was killed in an au-
tomobile accident shortly after the film'’s release.

loday, Chaplin's Mutual series is recognized
as one of the most |l.'.|n|l'ti« realive bursts in film
history, Produced during his third year of film-
making, the 12 Mutual comedies mark not the
culmination of a career bul merely the closing
of a single chapter. Over the 18 months it took
to complete the series, his characterizalions

and scenarios significantly matured. His first
Mutual releases, such as
The Floorwalker (1916)
and The Fireman (1916),
consisted primarily of
funny business in various
settings. Midway through,
he was releasing films
like The Immigrant (1917),
in which he and Edna
ride steerage to America,
herded like cattle in view
of the Statue of Liberty,

At Mutual, Charlie Chaplin played his “Tramp® character only once. loreshadowmg the mix of
‘I'l keep the moustache," he said, “but won't stick to the clothes.”

pathos and humor of his
future feature films.

"Fulfilling the Mutual contract, | suppose,
was the happiest period of my career,” Chaplin
later recalled. ‘| was light and unencumbered,
twenty-seven years old, with fabulous prospects
and a friendly, glamorous world before me.
Within a short time | would be a millionaire—it all
seemed slightly mad." Mutual sought to retain
the comedian by offering him a million dollars for
eight additional films, but Chaplin was ready for
independence. On November 1917, he gathered
up his loyal team and broke ground near a citrus
grove at the corner of Le Brea and De Longpre
for Charlie Chaplin Studios. He went on to cre-
ate his masterpieces The Kid (1921), The Gold
Rush (1925), City Lights (1931), and Modern
Times (1936), all produced on his own terms.
~ROBERT BYRNE
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L Argent
Restored Print of the Director’s Cut
Live Accompaniment by MONT ALTO MOTION PICTURE ORCHESTRA

CAST: Pierre Alcover (Nicolas Saccard), Mary Glory (Line Hamelin), Henry Victor (Jacques Hamelin), Alfred Abel (Alphonse Gunderman),

Brigitte Helm (Baroness Sandorf), Yvette Guilbert (Le Méchain), Pierre Juvenet (Baron Defrance), Antonin Artaud {Mazaud) PRODUCTION.
Cinemondial 1928 PRODUCERS: Marcel L'Herbier, Jean Sapéne DIRECTOR: Marcel L'Herbier SCENARIO: Arthur Bernéde ADAPTATION:

Marcel L'Herbier, based on the novel by Emile Zola PHOTOGRAPHY: Jules Kruger, Louis Berte, Jean Letort ART DIRECTION: André Barsacq,
Lazare Meerson COSTUMES: Jacques Manuel PRINT SOURCE: CNC=Archives Frangaises du Film

The sky was the limit during the 1920s as aviators
conquered the airways. The first practical airliner,
the 12-passenger Ford Trimotor, debuted in
1925. The world's stock markets also reached
for the stratosphere, with the value of common
stock rising an average of 22 percent each year
from 1925 through 1928, the growth rate touted
as the dawn of a new era of perpetual prosperity.
Fortune appeared to favor the bold.

In April 1928, French filmmaker Marcel
L'Herbier began production on L'Argent, a spec-
tacular and controversial adaptation of an 1891
novel by Emile Zola. Set in the 1860s, the novel
is based on the 1882 failure of Union Générale,
The French bank’s stock value had risen by 600

percent over three years without the capital re-
sources to match even a third of that value. After
its collapse, the stock market subsequently crashed,
plunging France into a decade-long recession.
L’Herbier recognized the 1920s with its
global fascination with the stock markets as a
perfect setting for Zola's tale, updating it into a
modern parable of avarice. L'Herbier replaced
Zola's African railway development speculation
with a South American air route set up to dis-
cover untapped oil reserves. Many criticized
L'Herbier's tampering with the words of Zola,
who was a major figure of the literary and the-
atrical naturalist movements. André Antoine,
founder of Paris’s Théatre Libre, argued that

e e ———
Co-presented by ALLIANCE FRANCAISE



placing any of Zola's fictions in a time period
other than the Second Empire (1850-1872) was
a travesty. L'Herbier, convinced that Zola's story

would survive the transformation, paid little heed.

L'Herbier discovered the possibilities of cin-
ema when he was transferred to the army's
Paris-based film corps in 1917 during World
War |. He later recalled seeing his first motion
picture, Cecil B. DeMille's The Cheat (1915),
before being called up a year and a half into the
war, Born in 1888 into a privileged Paris family,
L'Herbier had artistic
aspirations, and he
took advantage of
his fortunate military
posting by writing
screenplays, eventu-
ally gaining a com-
mission for a
propaganda film
produced by French
cinema pioneer Léon
Gaumont. After the
war, he produced six
films for Gaumont
before starting his
own company, Ciné-
graphic, in 1922.

A suggestion by
opera diva Georgette
Leblanc led L'Her-
bier to produce L'In-
humaine (1924), a
melodramatic fantasy about a heartless woman.
Many French avant-garde artists were in-
volved in the production, including composer
Darius Milhaud, painter Fernand Léger, and
architect Robert Mallet-Stevens. Linhumaine
represented the blend of commercial and artis-
tic sensibilities that marked the work of the
French impressionist filmmakers that flourished
in the silent era. Unfortunately, L'!nhumaine
was a failure both critically and financially.

LArgent was produced on an epic scale, rival-
ing films like Napoléon (1927) and Metropolis

6

Although L'Argent was a big-budget commercial production, ¢
Marcel L'Herbier utilizes many experimental filmmaking tec

(1927). L'Herbier's Cinégraphic set the film's
budget at three million francs, partnering with
another French film company, Société des
Cinéromans, to help raise the funds. To complete
the financing and secure an international re-
lease, L'Herbier arranged for Germany's Ufa to
distribute the film.

Lazare Meerson and André Barsacq de-
signed monumental sets to represent Parisian
banks, restaurants, mansions, and penthouse
apartments, which were constructed at the
Pathé Fréres studios
in suburban Joinville,
outside Paris. Cam-
eraman Jules Kruger,
who was director of
photography on Abel
Gance's Napoléon,
built an elaborate
infrastructure of tracks
and cranes for sweep-
ing and disorienting
camera movements.

L’Herbier took his
cast and crew, includ-
ing as many as 2,000
extras, on location to
Le Bourget airport,
the Place de I'Opéra,
and the Bourse, Paris's
stock exchange.

Kruger used large

carbon-arc lights at
the Place de I'Opéra. Inside the Bourse, which
L'Herbier rented for his exclusive use over the
three-day Pentecost holiday, Kruger constructed
special camera rigs for tracking shots.

As part of the distribution deal with Ufa,
L'Herbier cast two German performers in major
roles, both fresh from Fritz Lang's Metropolis.
Born in 1879 in Leipzig, Alfred Abel was a
forester and draftsman prior to becoming an
accomplished stage performer. His first film,
1918’s Eine Venezianische Nacht (literally, “One
Venetian Night"), was directed by well-known

theater director Max Reinhardt. During his 24-
year film career, Abel appeared in 140 films,
including Lang's Dr. Mabuse the Gambler (1922)
and Alfred Hitchcock's Mary (the 1930 German-
language version of Murder!). He died at the age
of 68 in 1937.

The appearance of the 17-year-old Brigitte
Helm a year earlier in Metropolis had established
her as a star of German cinema. She also worked
with high-profile director GW. Pabst in The Love
of Jeanne Ney (1927) and went on to star in 38
films between 1927 and her retirement in 1935.
However, her enduring legacy is as a fantasy cin-
ema icon, enhanced by roles such as the queen
of the lost continent Atlantis in LAtlantide (1932).
In 1935, Helm left both the cinema and Germany,
settling in Switzerland, after which she never spoke
publicly about her acting career. She died at the
age of 88 in 1996.

LArgent was the final production of L'Herbier's
Cinégraphic company. Not as bold as Linhumaine,
L'’Argent still blended high art and commercial
filmmaking, leaving both the avant-garde and
average viewers confused by what the film was
supposed to be: melodrama or surrealism. The
film’'s condemnation of the speculative stock
market may also have turned off audiences
enjoying the monetary fruits of the “irrational
exuberance” of the 1920s. Curiously, the film
found its largest contemporary audience in Ger-
many, still suffering the privations brought on by
war reparations the country was forced to pay in
the wake of WWI.

By the time it was finished, L'Argent had cost
L'Herbier and his partners five million francs,
or 66 percent more than the original three mil-
lion francs budgeted. L'Herbier's original edit ran
two hours and 40 minutes. Before its release, it
was shortened significantly by co-producer
Jean Sapéne, the head of Société des Cinéro-
mans. During production, the relationship be-
tween the two producers had collapsed, and
L'Herbier was convinced that Sapene’s actions
were intended to scuttle the film's chance of
success. After a lawsuit, L'Herbier was able to

restore some, but not all, of the missing
footage. After a 1979 restoration, a close ap-
proximation of L'Herbier's final cut was seen by
the public for the first time.

L'Argent was the first feature film to have a
documentary made about its production. The
40-minute Autour de LArgent, following the direc-
tor and crew as they worked, is a groundbreaking
depiction of the filmmaking process. Shot and
edited by the then-22-year-old journalist Jean
Dréville, the documentary was re-released in
1971 with new narration read by Dréville himself.

L'Herbier continued making films in the
sound era and accepted as inevitable the Vichy
regime installed by the Nazis in 1940. In the
1950s, he embraced the new medium of televi-
sion, producing more than 200 documentaries,
which broadcast between 1952 and 1969. He
also founded France's first national film school
in 1943, Institut des hautes études cinémato-
graphiques counts Louis Malle, Alain Resnais,
and Costa Gavras among its graduates. In 1985,
the school was renamed La Fémis. L'Herbier
died in 1979 in Paris, at the age of 91.
~RICHARD HILDRETH

Pierre Alcover and Brigitte Helm play the most avaricious
a piay

characters in L'Argent, among a host of other greedy types

~1



La Bohéme

Live Accompaniment by DENNIS JAMES on the Mighty Waurlitzer

CAST: Lillian Gish {Mimi), John Gilbert (Rodolphe), Renée Adorée (Musette), George Hassell (Schaunard), Roy D'Arcy (Vicomte Paul),

Behn TITLES: William M. C;

UCLA Film and Television Archive

In 1926, when Lillian Gish went in search of a
new contract, a bidding war ensued between MGM
and United Artists. She was not a major money-
maker but having trained on the sets of D.W.
Griffith’s Biograph, she had a reputation as a
great actress. A veteran of Griffith's stock com-
pany since 1912, Gish had embodied his wistful,
innocent heroines but chafed under the pioneer-
ing director's total control. Artistic differences
during their last film together, Orphans of the

Edward Everett Horton (Colline), Karl Dane (Benoit) PRODUCTION: Metro-Goldwyn-Mayer 1926 DIRECTOR: King Vidor S

-NARIO:

Storm (1921), led to the end of their collaboration.
Underneath her onscreen fragility was steel, and
Gish was determined to take control of her own
career. For the independent studio Inspiration
Pictures, she made two films, The White Sister
(1923) and Romola (1924), for which she was
involved in all aspects of production, from casting
and editing to approving the purchase of equipment.
MGM beat out UA's offer with a two-year
contract for six pictures at a salary of $800,000,

Co-presented by the SAN FRANCISCO OPERA

making Gish the studio's highest-paid star. The
contract also stipulated for her input into stories,
directors, and cast, although the studio kept the
final decision. She was freed from any promotional
obligations, including personal appearances; and
there was no morals clause in her contract. The
only thing she requested but did not get was a
percentage of the profits.

For her first project, she chose Romeo and
Juliet but, as she recalled in an unpublished
1937 memoir, a poll of exhibitors found that
“over half of them refused
to buy anything with Mr.
Shakespeare’s name on
it. Joan of Arc, my second
choice, was too expen-
sive. We compromised
on La Boheme." Gish
brought her friend, French
playwright Madame
Frédérique de Grésac to
Hollywood, where they
worked on the screenplay
together. Italian composer
Giacomo Puccini had
based his 1896 opera of
the same name on Henri
Murger's 1851 collection
of stories, Scénes de la
vie de bohéme, about
starving artists living in Paris's Latin Quarter.
Puccini's opera was still under copyright, so
Grés
source, although the story and characters are

“'s screenplay was credited to the original

based on the opera.

Because she had spent most of the previous
two years in Europe and New York, Gish was un-
familiar with many of the current Hollywood actors
and directors. MGM executive Irving Thalberg
showed her some of studio’s recent films, includ-
ing two reels of the as-yet unreleased The Big
Parade (1925), directed by King Vidor and starring
the studio’s biggest male star, John Gilbert.
Suitably impressed, Gish asked for Vidor as direc-
tor and Gilbert to play Rodolphe to her Mimi. The

Big Parade actors Renée Adorée, Roy D’Arcy,
and Karl Dane also joined the La Bohéme cast.

Gish asked for and got her Orphans of the
Storm cinematographer Hendrik Sartov, who had
invented a soft-focus lens that he called the “Lillian
Gish." She suggested to Irving Thalberg that the
studio use the new, highly sensitive panchro-
matic film that had been used on her Inspiration
Pictures films to ravishing effect. Thalberg said
MGM's laboratories could not process the film
stock, but she insisted, proposing that he hire
the same technician who
had processed film for
Inspiration. Thalberg
grudgingly agreed. Ac-
cording to Gish, the studio
was so pleased with the
results that they converted
their labs to use only
panchromatic film.

Gish then turned her
attention to wardrobe
and sets, She clashed
with the studio's choice
of Paris fashion designer
Erté, known for his lavish
theatrical costumes for
the Ziegfeld Follies. She
disliked the stiff dresses
he designed for her La

-

Bohéme wardrobe, saying that Mimi was very
poor and wouldn't have new clothes, even if
made from the cheap calico Erté had chosen.
She felt that Mimi's clothes should be old and
worn, but made of good silk. “Imagine!" the out-
raged designer complained to Motion Picture
magazine, "Miss Gish will not wear the dress of
the poor La Bohéme unless the rags are all
silk-lined!" Gish tried unsuccessfully to enlist
Renée Adorée in her Erté boycott, and Adorée
should have listened. Her stiff, vulgar-looking
dresses may have been appropriate for the
character, but they overwhelm her petite figure
and make her look dumpy. Gish also protested
that the sets were too grand for the hovels

9



of starving artists, and production executives
agreed to let Mimi live in an attic—but a very
large one.

King Vidor was one of the most successful
and creative directors in Hollywood, but Gish
was proving to be the true auteur of La Bohéme.
With Griffith, she had always rehearsed films
from beginning to end, and she insisted on a re-
hearsal period for La Bohéme. Vidor watched
bemused while Gish mimed opening doors, picking
up objects, and brushing her hair, ignoring the
props he had set up for her. He went along with
her demands, but she wrote in her memoirs that
the other actors were uncomfortable with her re-
hearsal methods and
she gave up. Another
Griffith habit Gish
tried to impose on La
Bohéme was chaste
love scenes. She ar-
gued that the romantic
tension between the
lovers would be dissi-
pated if they kissed.
Both Vidor and Gilbert
were skeptical but,
once again, Gish con-
vinced them to do it
her way. However, the
first preview audience
for the film wasn't
buying it. They liked
the movie, but they wanted love scenes, as did
Mayer and Thalberg. On her way to the studio
for reshoots, she told her chauffeur, “Oh dear,
I've got to go through another day of kissing
John Gilbert”

To prepare for her deathbed scene, Gish vis-
ited a local hospital to observe patients in the
terminal stages of tuberculosis. According to
Vidor, who embellished the tale every time he
told it, Gish ate little and drank nothing for several
days before the scene was shot. When Mimi
drew her last breath, Gish actually seemed to
stop breathing, frightening Vidor. After Gilbert

10

Another arduous day of kissing John Gilbert!

softly whispered her name, she opened her eyes
and drew a breath. In a 1984 interview, Gish dis-
missed Vidor's story as “nonsense.”

La Bohéme received excellent reviews from
the New York critics. The Telegram said of Gish,
“there is the light of clear purpose at last in the
eyes of this star, so often hitherto a passive
Madonna of the studios." Mordaunt Hall of the
New York Times called it “a production that is vir-
tually flawless.” The film was one of MGM's top
box office hits of the year. But an odd backlash
was building against Gish. The Hollywood fan
magazines seemed to resent her dedication, her
power, her artistic aspirations, and lack of the
common touch. Pho-
foplay's Adela Rogers
St. Johns called her
“the most over-rated
actress on the
screen."

Gish's subsequent
MGM films included
two artistic successes
that were box office
failures, The Scarlet
Letter (1926) and
The Wind (1928), as
well as two now-for-
gotten failures from
1927, Annie Laurie
and The Enemy. At
the height of the flap-
per era, Gish's innocent heroines seemed
passé to audiences. To boost her audience
appeal, Thalberg even offered to arrange a
scandal for her. Gish was horrified, and when her
two-year contract came to an end, she left
MGM. She returned to the stage, making only
occasional screen appearances for the remain-
der of her career. When Lillian Gish died in
1993 at the age of 99, her longtime man-
ager James Frasher noted, "She was the
same age as film. They both came into the world
in 1893."
~MARGARITA LANDAZURI

About the San Francisco

Silent Film Festival

he San Francisco Silent Film Festival is a nonprofit organization dedicated to pro-
moting the artistic, cultural, and historic value of silent film. Each year the Festival
hosts events that feature silent masterpieces with live musical accompaniment.

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 in-
fluenced every generation of filmmakers and continue to inspire audiences nearly a century
after they were made.

We believe the best way to truly appreciate the power and beauty of a silent film is by
seeing it as it was meant to be seen: on the big screen with live musical accompaniment.
For sixteen years, we've hand-selected the finest 35mm prints, engaged leading musi-
cians to compose and perform live musical scores, and invited filmmakers, authors, stars,
archivists, and scholars to provide context and commentary for each film.

In 2006, we began our annual Amazing Tales from the Archives program to raise our audi-
ence's awareness of the importance of film preservation and to provide insight into the re-
markable work done by film archives.

The Silent Film Preservation Fellowship was inaugurated in 2008 as an outgrowth of our
commitment to film preservation. Each year the Silent Film Festival makes a financial contri-
bution to a preservation project that is screened at the festival upon completion.

Your donation, in addition to supporting all of the festival's presentations and activities, also
supports the Silent Film Preservation Fellowship Fund.

BOARD OF DIRECTORS: Board Chair Judy Wyler Sheldon President Robert Byrne Treasurer Dean Lewis
Secretary Cyndi Mortensen Directors Frank Buxton, Michael Frew, Tracey Goessel, Ed Martin, Robin
McRoskey Azevedo, Adam Rubinson ADVISORY COMMITTEE: Kevin Brownlow, Melissa Chittick, Mario P,
Diaz, Peter N. Fowler, Bruce Goldstein, Sydney Goldstein, Stephen Gong, Jere Guldin, Randy Haberkamp,
Dennis James, Edith Kramer, Joe Lindner, Guy Maddin, Leonard Maltin, Mike Mashon, Russell Merritt,
Gary Meyer, Richard J. Meyer, Stephen Salmons, David Shepard, Scott Simmon, David Smith,
Paolo Cherchi Usai, Todd Wiener, Charles Wolfe, Terry Zwigoff STAFF: Executive Director Stacey
Wisnia Artistic Director Anita Monga Director of Development & Strategy Jeremy O’Neal Operations
Director Lucia Pier FOUNDERS: Melissa Chittick and Stephen Salmons



Become a Member Today!

Please join us in bringing the classic films of the silent era to contemporary audiences by
supporting the San Francisco Silent Film Festival. Your donation is tax deductible and gifts of every
kind are welcome, including stock contributions, matching gifts from your employer, and donations

billed in monthly installments to your Visa or MasterCard, For more details, please contact us at

415-777-4908 or by email at development@silentfilm.org. Thank youl!

MEMBER $50-$99 ($45 students)

Members-only ticket discounts Member benefits plus:

eNews subscription 2 Festival tickets

Recognition in Program Book

ASSOCIATE $250-5499

Member benefits plus:

SUPPORTER $500-5999

Member benefits plus:
4 Festival tickets 2 Opening Night Film tickets plus
2 Winter Event tickets 4 Additional Festival tickets
2 Spotlight Lounge passes

2 Winter Event tickets

GRAND PATRON $2,500-54,999

Member benefits plus:

PATRON $1,000-52,499

Member benefits plus:
2 Festival Gold Passes, which include: 4 Festival Platinum Passes, which include:!

* Priority entrance to all programs

* Prionity entrance and reserved seating

* Opening Night Film & Party « Opening Night Film & Party
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« Spotlight

Additional &

2 Invitations to Fest

2 Invitations to Festival Welcome Reception al Welcome Reception
2 Winter Event tickets

2 Winter Event Party tickets

VISIONARY $10,000 +

Member benefits plus:

2 Winter Event tickets

BENEFACTOR $5,000-59,999

Member benefits plus:
4 Festival Platinum Passes, which include:
* Prio

6 Festival Platinum Passes, which include:

ntrance and reserved seating * Priority entrance and reserved seating

* Opening Night Film & Party

« Spotlight Lounge
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2 Invitations to Festival Welcome Reception 2 Invitations to Festival Welcome Reception
2 Winter Event tickets

2 Winter Event Party tickets

6 Winter Event tickets

4 Winter Event Party tickets
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It’s a date!

San Francisco
Silent Film Festival
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