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' being is more quite primitive, the film is historic not only

because it represents the first appearance
ance as the of the Tramp on film, but also because it
t torm ot art and manages to record the first audience

entertainment in the 20th centi ry thar reaction to the character. The audience,

is the throng of spectators at

Charles Chapl haplin's impor of cou

the race who beqin to notice this peculiar

tance

the univers e fellow causing trouble with a

Little Tramp, who became an iconic fiqure crew." At first the audience does not know

in world cinema and ct what to make of the Tramp, then 'i'f»"y'

traditions for 1 in the Raliar ymmedia begin to smile, then titter, and n laugh
dell'arte that he learned ir b at his antics. In those briet moments of
music halls, Chaplin translated traditional discovery, recorded for posterity, a come
theatrical forms into ar i dic revolution was born

and changed both cinema and culture ir

the process Modern screen comedy be The genius of the Little Tramp character is
gan the moment Chaplin donned his derby that he is so human and familiar—he is one
hat, affixed his toothbrush moustache, and of us. It is remarkable that Chaplin invent
stepped into his impossibly large shoes for ed him spontaneously on the set one day

t time n 1914, When pioneering comedy produc

er Mack

Sennett directed his new actor

to hind

something funny to wear, Chaplin

Cinema audiences f S

Tramp or chose the outfit that became a symbol of

Kid Autc

vntrodden vet resilient humanit
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OUR MUTUAL FRIEND:
THREE CHAPLIN SHORTS

Piano Accompaniment by Jon Mirsalis

Directed by Charles Chaplin
Production Lone Star/Mutual Film Corpo-

ration

THE VAGABOND (1916)

Cast Charles Chaplin (Street musician),
Edna Purviance (Gypsy drudge), Eric
Campbell (Gypsy chief), Lloyd Bacon
(Artist), Charlotte Mineau (Mother) Pro-
ducer Henry P. Caulfield Scenario Charles
Chaplin, Vincent Bryan, Maverick Terrell
Photography William C. Foster, Roland H
Totheroh Technical Director Edward Brewer
Property Moster George Cleethorpe

EASY STREET (1917)

Cost Charles Chaplin (Tramp), Edna
Purviance (Mission worker), Eric Camp-
bell (Bully of Easy Street), Albert Austin
(Minister), James T, Kelly (Missionary)
Producer Henry P. Caulfield Scenario Charles
Chaplin, Vincent Bryan, Maverick Terrell
Photography Roland H. Totheroh, George
C. Zalibra Technical Director Edward Brewer
Property Master George Cleethorpe

THE CURE (1917)

Cast Charles Chaplin (Inebriate), Edna Pur-
viance (Lady), Eric Campbell (Gentleman
with gout), Albert Austin (Spa attendant),
Henry Bergman (Masseur) Producer Henry
P. Caulfield Scenario Charles Chaplin,
Vincent Bryan, Maverick Terrell Photography
Roland H. Totheroh, George C. Zalibra
Technical Director Edward Brewer Property
Master George Cleethorpe

By 1916, just two years after appearing

in his first motion picture, Charles Chaplin
had become the most famous entertainer
in the world. Buoyed by the enormous
success of the comedies he had made

for for the Keystone Film Company and
later the Essanay Film Manufacturing
Company, he was offered the largest
contract ever extended to a motion
picture star—$670,000 for a single year's
work—to make 12 two-reel comedies at
Mutual Film Corporation. For Mutu-

al, Chaplin produced what many film
historians believe to be his best works.
The Mutual-Chaplin Specials were
Chaplin's laboratory, offering
unprecedented access
to the inner workings
of a great cinema

pl('l’!f‘('l

The Vagabond
features the Tramp
as a street musician
who falls in love with and
saves a gypsy girl forced
into slavery by a cruel gypsy
chief and his caravan. Chaplin's
third Mutual production, it
represents an important step
in his career, as the film inte-

grates pathos with the comedy.

Strains of The Vagabond appear

in many of Chaplin's later films.
The film's ambiguous ending
regarding Charlie's future with the
girl foreshadows Charlie's future
relationship with Jackie Coogan in
The Kid (1921). The cruel gypsy chief
is the precursor of the cruel stepfather
of The Circus (1928). The scenes

in the film of Charlie as the violinist
(particularly Charlie, in a musical frenzy,
falling into a tub of water) anticipate
Limelight (1952). The Vagabond clearly
shows Chaplin's development of the film
elements that he employed throughout

his career,

particularly the blending of

comedy and drama

Chaplin’s last four Mutual-Chaplin Spe-
cials are among his finest works. While

each of the preceding Mutual comedies
ch

)

took approximately one month es

make, Chaplin took more time witt

the last
four (ten months in total), which extended
his 12-month contract to approximately

18 months. For Easy Street, his ninth film

n

for Mutual and the most famous of the 12
Chaplin ordered the first of the T-shaped
street sets to be built that he used there

v
iy

after as a perfect backdrop to his cor
The look and feel of Easy Street evoke the
South London of his childhood (the name

*Easy Sireet” suggests “East Street," the

street of Chaplin's birthplace). Poverty.
starvation, drug addiction, and urban

violence—subjects that foreshadow the

r films—are

critic Walter Kerr

sSOcial concerns

interwoven in to wh
called "an exquisite short comedy” and

“humor encapsulated in the

rhythms of verse.” In Easy Street, the
Tramp is reformed in a local mission and
makes a fre a police officer, but

his beat is

which is menaced by a big bully

The Cure, the tenth film in the series, is
perhaps the funniest of the Mutual-Chap-
lin Specials. The Fred Karno sketch, The
Hydro, set in a hydrotherapy clinic, partly

inspired its setting. Chaplin drew further

inspiration from the Los Angeles Athletic
Club where he was living at the time

and where the idea of a health spa first
occurred to him. The wrestling bouts in the
gymnasium of the Athletic Club captured
Chaplin's imagination and inspired the
famous scene in which Charlie wrestles

the masseur

Chaplin delayed the completion of the film

because of his quest for perfection. Qut-

takes survive showing that the film began
quite differently, with Chaplin intending to
play a bellman and later a spa attendant

in & health resort before settling on the

inebriate character taking the water cure
Chaplin further delayed production when
he caught a chill after filming some of the

water scenes

Chaplin's use of dance in The Cure recalls
the tableaux vivants, a popular feature of
many British music-hall programs. In the

changing room, Charlie assumes several

poses in his swimsuit as the curtains open

and close before he dances to the pool,

Chaplin wrote in his autobiography, *Fulfill-
ing the Mutual contract, | suppose, was the
light

and unencumbered, 27 years old, with

happiest period in my career. | was

fabulous prospects and a friendly, glam-
orous world before me." Chaplin had such
fondness for the Mutual-Chaplin Specials

because, in many ways, the films served

as a foundation for all that followed in his
remarkable career. Chaplin's prior films,
although wonderful in their time, failed to
display the cinematic genius that came to
be called Chaplinesque—the blending of
comedy, pathos, and social commentary

into a single narrative whole.



THE KID

Accompanied by Timothy Brock conducting the
San Francisco Chamber Orchestra

Program introduced by Jeffrey Vance
Directed by Charles Chaplin, USA, 1921

Cast Ct G in (Tramp), Edna Pur
viance (W in) arl Miller (Man), Jack
Coogan (Kid). Tom Wil Police officer)
Char F. Rie € ] Dully), L 3 Ma
Murray (F ) ange!) Production Charl
Chaplin Film Company/First

Exhibitors' Circuit Producer Charles Chay
Scenario Charles Chaplin Photography
Roland H. Totheroh Editer Charles Chag
Production Designer Charles D. Hall Assistant
Director Charles F. Riesner

Preceded by KID AUTO RACES AT VENICE, CAL.
Accompanied by Jon Mirsalis on piano

If the 12 Mutual-Chaplin Specials of
1916-1917 served as Chaplin's early co
medicC laboratory, the best of the films he
reated for the First Nat Exhibit

Chaplin's fifth f for First National, The

Kid, is one of his finest achievements and

emains universally beloved by critics and

alike. The film is a perfect blend

cal work. Many of ngs
emes in the film come rnaht out
own imp« erished L dor

childhood. However, it was the ymbina
t f two eve € jeath of
hi alr. ( 'i]nI"i NE hance

meeting with Jackie Coogan), that led

Chaplin to shape the tale of the abar

doned ch

The loss of the three-day-old Norman

pencer undoubtedly had a great effect
on Chaplin, and the emotional pain
appears to have triggered his creativity,

Al

1s he began auditioning child actors

the Chaplin ¢ s ten days after his
son’s death. It was during this period that
Chaplin encountered a four-year-old child
performer named Jackie L,'z,ur;.:r‘ 1t the
Orpheum Theater in Los Angeles, where
his tather had just performed an eccentric
dance act. Chaplin spent more than an

hour tall

<ing to Jackie in the lobby of the

Alexandria Hotel, but the idea

using
Jackie in a film did not occur to him, After
d that Ro

signed Coogan, Chaplin agonized over his

he he

e Arbuckle had just
missed opportunity. Later, he discovered

that Arbuckle had signed Jack Coogan—

the boy's father

Chaplin so
at $75 a

Kid, wt

] the young Coogan

an work on The

had the working title The Waif.

o

Chaplin |

ter remembered: “All children



in some form or another have genius; the
trick is to bring it out in them. With Jackie
it was easy. There were a few basic rules
to learn in pantomime and Jackie very
soon mastered them, He could apply
emotion to the action and action to the
emotion, and could repeat it time and
time again without losing the effect of
spontaneity.”

As early as 1915, Chaplin had attempted
interweaving feature-length comedy with
dramatic sequences in the proposed film
Life, but Essanay forced him to discard
that project. The Kid afforded Chaplin the
opportunity to test his hypothesis that
such an effort would be artistically and
commercially viable. The Kid was Chaplin's
first feature-length production (Tillie's
Punctured Romance, a 1914 Keystone
feature, was not directed or produced by
him), an ambitious project that spanned
six reels, more than an hour of screen
time,

In the process of making The Kid, Chaplin
integrated slapstick comedy with dramatic
sequences for the first time in a feature
film comedy—a pattern he followed and
developed for the rest of his career. In

My Autobiography, Chaplin wrote: “There
had been satire, farce, realism, naturalism,
melodrama and fantasy, but raw slapstick
and sentiment, the premise of The Kid,
was something of an innovation."

Chaplin began filming on July 31, 1919
(filming ended on July 30, 1920 and all
post-production work finished on Decem-
ber 29, 1920), Chaplin spent $500,000
and devoted 18 months to The Kid, which

was shot at and around his Hollywood
studio as well as on locations in Los
Angeles, Universal City, Pasadena, Eagle
Rock, and Occidental College. Whether
the artistic desire to film a retelling of his
own childhood struck Chaplin the moment
he signed Jackie Coogan, or whether his
path to inspiration followed a more subtle
evolution, Chaplin soon found himself
filming his own youth.

The angel dream sequence has been crit-
icized as incongruous with the rest of the
film. Chaplin recalled being disappointed
when British author and playwright James
M. Barrie, the king of whimsy, told him

the sequence was entirely unnecessary,
to which Chaplin frankly responded that
Barrie's own play, A Kiss for Cinderella,
had influenced him.

To play the flirting angel, Chaplin cast
12-year-old Lillita MacMurray, whom the
director hired again (and gave her the
professional moniker Lita Grey) as the
leading lady for The Gold Rush when she
was 15, Early in the production of The
Gold Rush, she dropped out of the film to
wed Chaplin in a marriage that brought
him more unhappiness than his previous
marriage to Mildred Harris.

The scene in which Jackie is taken away
from Charlie is undoubtedly the most cel-
ebrated sequence in The Kid. Charlie and
Jackie wage a heroic struggle (including
Jackie wielding a hammer as if it were a
mallet) against the orphanage officials
who easily vanquish them. Jackie is
forced into the back of a truck and begins
to plead to be returned to his father. A

© Roy Export SAS

careful viewer can read his quivering lips
begging, “l want my Daddy!" and “Oh,
please!” as he clasps his hands in prayer
and looks to heaven for divine intervention.
It is a powerful, raw performance, which
has lost none of its emotion with time. The
officials soon drive Jackie away, another
unfortunate stray plucked from the dirty
streets. Chased by a police officer, Charlie
performs an innovative and desperate race
to the rescue as he trips across the roof-
tops in his frantic attempt to free Jackie
from the authorities. The climax of the

scene, second only in emotional impact to

the final moments of City Lights (1931),
finds the Tramp fiercely beating back the
officials and reclaiming his child. As the
Tramp kisses the trembling boy on the lips,
tears of joy, relief, and exhaustion stream
down both their faces. It is a high point in
cinema history.

As the filming of The Kid progressed,
Chaplin quickly developed a close friend-
ship with Jackie Coogan that assumed
paternal overtones. In many ways, young
Jackie had replaced the child Chaplin
had just lost. Pairing the Tramp with a




child also gave Chaplin an opportunity to comes out has been influ- New York ant dio ir as also in
extend the childlike innocence of his own enced a great deal by environment. This Bayonne mplete the ogan
character. As Chaplin explained 50 years room to a large extent on the editing ar Throughout ne in Beverly Hills, at the
later, Coogan was the perfect actor for in Lambeth and Kennington where the transcontiner Governor's Ball receiv-
f':l‘:;l[,l\:: because 'Ux]u was so malleable." S,-(inw‘,‘ and | had lived with our mother traveled incognit ing an honorary Oscar from the Academy
when we were children S¢ r yers f Motion Picture Arts and Sciences.

Tt

late Victorian setting of The Kid clear why the film e truth. After an acrimon

ly reflects the London of Chaplin's youth, ) . i A i b
particularly the attic room at 3 Pownall When production of The Kid was con E la jvance of $1 the reunion. One versior that Chaplin
lerrace where Chaplin had lived. In My Life ple Chaplin—like his character in the and 50 percent of the net profits after the ~ongan warmly, and as the brief
in Pictures, Chaplin wrote of the film—was forced to flee California with the o V ré ped the adva har 1g ended, Chaplin ¢ atically told
Tramp and the Kid shared; “A set means negative of The Kid in an effort to th t re iin his autobiography that by tt gans wife, “Y r forget that
50 much to me. | think myself into a thing Mildred Harris's |"""3-’""“"'!'l”'-':xl.li‘.i"' time First Natic ithle Hitude your ht v‘.f,’»ﬁ'l‘lr“ The other ac

the film in her divorce settiem had so ¢ bittered me that it € ount, told by Carol Matthau, wife of actor

In the early morning hours of proqre of my work.® and se friend ot Qona

August 1920, Chaplin asked hapiin first feigned not

cameramen Rollie Totheroh The Kid had its w T Ao AT :

and Jack Wil on 10 pack the 21, 1921, at New York City's Carneqie con

.1()0’)3,)”(\{,.,”,,g[,”,‘_,!”,.:;ﬁ‘ Hal 1 D fit for the } Fund

Totheroh later recalled that the f the Nat Board of Review of ending to a remarkable friendship

negative, mounted on 200 toot Pictu It is the . e, ¢

rolls, was packed in coffee tins for which all the reviews were e The Kid remains an important contribu

that were crated. The 12 crates Chaplin later recalled, “The reviews of my tion to the art of film. not only because of

traveled with Totheroh, Wilsor pictures have always been mixed. The one . ovative use of ¢ stic se

and Chaplin by train to S Lake evervbody pra L i i the wuences in lenath comedy. but

City, Utah, where California they we far, talked about Shaks also becat ations The Kid

community property laws did peare. Wk W t that!” Perhar R o b Undoubtedly

apply. They improvised an editing shakespeare, but compa to Dicker when Chaplin penned the preface to The

room in a hotel room and made WEere ate. The A Statesr t smile—and perhap

a rough cut of the film, reducing : declared apl T K ) ) ¢ Metlc G o

400,000 feet to 5,300 feet, and Dickensian genius.” fo. Tn mind.
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THE GOLD RUSH
Accompanied by Timothy Brock conducting the
San Francisco Chamber Orchestra

Program introduced by Jeffrey Vance

Directed by Charles Chaplin, USA, 1925
Cast ( > P

les Chaplin (A Lone Prospector),

Mack n (Big Jim McKay), Tom Murray
(Black Larsen), Ma Waite (Jack
Can n), Georgia Hale (Georgia), Henry

Bergman (Hank Curtis) Production Charle

Chaplin Film Corporation/United Artist

nario Charles Chaplin Photography Roland
H. Totheroh Editer Charles Chaplin Produc-

tion Design Charles D. Hall Associate Director

Charles F. Riesner Assistant Directors Henr

d’Abbadie d'Arrast, A. Edward Sutherlar
After t put fisappointment A
Woman of Paris (1923), a dramatic film ir
wi I nart Appear niy o fiy, h W
AN XIC t eqgin w K f | eday
to be distributed by United Artists. Chag
ucc f The Kid. By any easure, he
UC( jed. / J g
and me ambitiou ent film; ita

ngest 1 { expens
comedy film produced up to that time
The film contains many apiir nost

narrative ap naar >serva S
about the finist In th
ntemporary J for the film. he

want to be remembered b

The Gold Rush has an ep

5 adven

film prese

2s on a grand, hero-

C scale that

are organically united through

ofthe T

the cen amp. The

hero-clown survives the cruelty of nature
and the villainy of humanity through his
luck, pluck, and enterprise. Chaplin's

theme for the film is the quest for basic

ht ' needs—food, money, shelter,
acceptance, and love—set in the harsh

environment of the Gold Rush. It is no co

ncidence that the filn etting mirrors the

1aterialistic 1920s, Human beings endure

ireat hardships in their pursuit of riches ir

The Gold Rush. The Tramp an outcast in

this frozen wasteland of outsiders

The idea for the film came to Chaplin in

ite 1923 while looking me stereo

kford and

The image that par

ularly intrigued him showed a long line

of prospectors clin k_)v.4_| up the Chilkoot
to the gold helds—in

!

jistrict of the Yukon,

NIS group of pioneers

became snowbound ir Sierra N
range while emigrating to California. The




of his great gifts. As Chaplin wrote in his
autobiography: “In the creation of comedy,
it is paradoxical that tragedy stimulates
the spirit of ridicule; because ridicule, |
suppose, is an attitude of defiance: we
must laugh in the face of our helpless-
ness against the forces of nature—or go
insane.”

One of Chaplin's most celebrated se-
quences in The Gold Rush (and in all his
films) finds the Tramp, out of desperate
hunger, preparing a Thanksgiving dinner
in which he boils his boot and eats it,
picking the nails as though they were
chicken bones, and twirling the bootlaces
about a fork and eating them as though
they were spaghetti. The delicate hilarity
of the boot becoming food is Chaplin's
most outstanding comic transposition gag.
The boots and laces used for the scene
actually were made of licorice and the
nails of hard candy. According to assistant
director Eddie Sutherland, Chaplin went
through 20 pairs of candy boots during
three days and 63 takes to complete the
sequence. Lita Grey (Chaplin's second
wife) later recalled that both Chaplin and
Mack Swain suffered from the laxative ef
fects of eating too much licorice, and work
was suspended when both men became

indisposed.

Equally celebrated is the “dance of the
rolls” sequence, in which Charlie sticks
two forks into bread rolls turning them into
a pair of legs with booted feet; Chaplin
uses his head and upper body as if they
were attached to his fork “legs" and deftly

performs a little dance routine. Roscoe

Arbuckle had used the gag in his two-ree

comedy The Rough House (1917). Howev-
er, Chaplin made the routine famous. As
Michel Hazanavicius, the writer-director
Oscar-winning The Artist (2011)

observed, “Charlie Chaplin was a great

of the

clown, a great stuntman, a great acrobat,
a great dancer. The sequence with the
bread is like the ‘Mona Lisa' —everybody

knows it."

The Gold Rush—subtitled *A Dramatic
Comedy"—was revolutionary in its use ot
film comedy to depict a dramatic historic
event. Chaplin decided to photograph or
location on a scale he had never attempt-
ed before. In Truckee, in northern Califor-
nia (not far from where the Donner Party
had been snowbound), Chaplin's crew
restaged the Chilkoot Pass for the film's
opening panorama with hundreds of men
on the trail between snow-capped moun
tains, struggling to climb to the dangerous
pass. This large-scale scene was filmed at
Donner Summit; the Truckee ski club had
cleared the path for the single-file trudge

Eddie Suthe

d had arranged for 600
men to be brought from Sacramento as
extras, augmented by
every available member
of the cast and crew. It
was shot entirely in one
day and remains one of
the most spectacular
scenes of silent-film
comedy. The Chilkoot
Pass opening of The
Gold Rush helped give
the film the epic quality

of the stereograph that

inspired Chaplin at

Pickfair

The Gold R

making with

The production w

but turbulent; production halted for three

months when Lita Grey—the original

ading lady—be

replaced by Georgia Hale. The entire pro-

duction cost $923,

Gold Rush the m¢

st expensive comedy
230,000

feet of film were exposed (on one can

of the s

ent-film era. More tt

era). In post-production, Chaplin s

nine weeks—from April 20

day of the world premiere in Hollywood

. NR 109¢
on June 26, 1925—editing the film to ¢

I.-uﬂ% under 10,000 feet

At its premiere engagements at the Mark

Strand Theatre in New York City, the Tiw
Theatre in London (where BBC radic

broadcast ten minutes of laughter record
ed during a showing of the film), the Salle

Marivaux in S, and eise

out the world, The Gold Rush proved to be

one of Chapli qreatest cr

A

mercial successes. At the Berlin premiere,

F

e gave the *dance of the rolls”

the audie

> through-

cal and com-

scene such a thunderous ovation that the

management instructed the projection-
ist to rewind the scene and present an
immediate encore. Similar incidents were

reported elsewhere

Chaplin reissued The Gold Ru 1942,
giving the film a soundtrack of his own

musical score and sound effects, with

spoken commentary replacing the original
intertitles. He also edited the film and in-

serted a few extra shots to help cont nuity.

Chaplin rearranged some sequences and
discarded several scenes, reshaping his
1925 original in an effort to *modernize"

the film. The silent version of The Gold

Rush was reconstructed (Chaplin did not

preserve the film's original 1€ cut) in
1993 by the film historians and filmmak

ers Kevin Brownlow and David Gill,

Writer and critic Alexander Woollcott

famously wrote of (

screen per
sona: ‘It must be said of Charles Chaplin
that he has created only one character,
but that one, in his matchless courtesy, ir
his unfailing gallantry—his preposterous

innocent

allantry ina w

d of gross Goli-

aths—is the fi

jentleman of our time."

The Gold Rush represents the height of

Chaplin's creative powe

s and popula

as well as the apogee of his creation, the

Little Tramp, the most celebrated cinematic

2ver created



CHARLES CHAPLIN
BIOGRAPHY

Charles Spencer Chaplin was born April
16, 1889, in London, England, to mu-
sic-hall performers. Chaplin's father suc-
cumbed to alcoholism and an early death.
Chaplin's mother struggled to support him

half-brother, Sydney, until

and his
her health and mind deteriorated. At the
age of ten, Chaplin went to work, firstin a
clog dance act and later in comic roles. He
’ummi Fred Karno's Speechless Comedi-
ans in 1908 and, while on tour in America
as a Karno star player, was offered a
contract by the Keystone Film Company,

headed by pioneer film comedy producer

Mack Sennett

Chaplin's first film was Making a Living
(1914). He was first seen as the Little

Tramp character in his second Keystone

release, Kid Auto Races at Venice, Cal.
(1914), and was soon writing and directing
his own tilms. In one year at Keystone, he
appeared in more than 35 films—all of
which were split-reel, one-reel, or two-reel
shorts with the exception of Tillie's Pun

tured Romance (1914), H\:H) wood's first

feature-length slapstick come

Chaplin then left Keystone fi
sanay Film Manufacturing Company. At

4 film

Essan Chaplin made 1 5, including
The Tramp (19
Mutual Film Corporation, where he made

lies. “The

5), before joining the

comec

12 outstanding two-re

Mutual-Chaplin Specials,” produced in

1916-1917, included key works such as

The Vagabond (1916) and Easy Street

(1917). Chaplin t

yuilt his own studio in Hol-

00d and released films through F

National, where he made the celeb
Sh r Arms (1918)
ture-length film, The Kid (1921). In 1919,

y Pickfor

sl nd his first fea-

partnership
Fairbanks, and D.W. Gri
formed United Ar

sts. Chaplin was now

his own distributor, as well as his own

writer, director, producer, and star. Among
Chaplin's classic feature-length films are

A Woman of Paris (1923), The Gold Rus!

(1925), The Circus (1928), City Lights

(1931), Modern Times (1936), The Gre

Dictator (1940), Monsieur Verdoux (1947),

and Limelight (1952)

While en route to Britain for the world
premiere of Limelight, Chaplin's re-entry

permit to the United States was rescinded

on allegations relating to his morals and

5, Chaplin settled in Corsier, near

Vevey, Switzerland, in 1953 with his four

wife Oona, and their growing family. He

made two films in self-imposed exile—A

King in New York (1957) and A Counte

and published

from Hong Kong (1967)

o autobiographical volumes. Chaplin

tw.
briefly returned to America in 1972 {«

receive an honorary Oscar from the Acad

emy of Motion Picture Arts and Sciences

He was knighted by Queen Elizabeth ir

r Charles Chaplin died peacefully

2

ne on Christmas Day, 1977, at the

age of 88
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Effortlessly fusing sophisticated aesthetics
with state-of-th

anurbanretreatid

}F‘;‘OHT’F:L‘ZQtta

SAN FRANCISCO

alifornia 94103

13 8555 hotelzetta.com

IS FOR CHAPLIN

THE GOLD RUSH

CITY LIGHTS
MODERN TIMES

THE GREAT DICTATOR
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Movette

Film-obsessed folks dedicated to keeping the earliest of amateur

movie film formats accessible to future generations.

Visit our new home at 1407 Valencia St. (at 25th St.)

Please visit movettefilm.com for more information
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When the celebration is over, keep the silents coming.

Join us in discovering, sharing and supporting hand-picked
films from all over the world. We’re Fandor, with a selection
of silent films in all genres, from comedy and action to
drama and horror. With critically acclaimed features and
shorts from the 1890s to the present streamed to you

instantly, you can turn any night into your own film festival.

()FANDOR

www.fandor.com
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FILM WITH THE SAN FRANCISCO SYMPHONY

SAT APR 12 8PM

Richard Kaufman conductor

San Francisco Symphony

Chaplin City Lights silent film with orchestral accompaniment

The baggy pants. The cane. The mustache. And oh, that bowler hat. The Tramp—

the character Charlie Chaplin created who is now so recognizable—made his first

appearance 100 years ago. Now catch him in City Lights, praised by filmmakers

actors, and critics as one of the greatest films ever made. Written by, directed by,

and starring Charlie Chaplin, this masterpiece of the silent era is presented on the
silver screen, with the San Francisco Symphony performing the musical score live

SESYMPHONY.ORG/FILM (a15) 864-6000

Box Office Hours M Fri 10am-6pm, Sat n-6pm, Sun 2 hours prior t ncerts Walk Up Grove St. betwe
SECOND CENTURY PARTNERS SEASON PARTNERS

San Francsce Chromcie IKDFC
sECate




SFSFF TEAM

Blog Editor Charissa Gilreath Bookkeeper Pam Garcia Box Office Managers Ben Armington
and Mitch Vaughn Essay Author Jeffrey Vance Event Coordinator and Development
Associate Victoria Jaschob Grant Writer Peter Moore House Manager Ed Varga Interns
Gabriela Mendoza and Lacey VerHage Office IT Gary Hobish Program Book Editor Shari
Kizirian Publicity Karen Larsen Associates Sign Language Interpretation Bay Area
Communication Access Sound Engineer Gary Hobish Sound Engineer Assistant Ross
Hopeman Stage Manager Allen Sawyer Videographer Will King Volunteer Coordinator Rory
O'Connor Website TheSpider, Inc.

MUSICIANS

OUR MUTUAL FRIEND
Jon Mirsalis on piano

THE KID and THE GOLD RUSH

Conductor Timothy Brock

San Francisco Chamber Orchestra

Music Director Benjamin Simon

First Violins Eugene Chukloy, Antoine van Dongen Second Violins Debra Fong, Jory
Fankuchen Viole Alexandra Leem, Darcy Rindt Celli Robert Howard, Hannah Addario-Berry
Bass Robert Ashley Flute/Piccolo Tod Brody Oboe/English Horn Kathy Conner Clarinet
Peter Josheff Bassoon Karla Ekholm Horn Alex Rosenfeld Piano/Celesta Lori Lack
Percussion Chris Froh

CASTRO THEATRE

Keith Arnold, Brian Collette, Mark Gantor, Gary Olive, and the rest of the Castro Theatre staff.
Special Thanks to Jeff Root, Michael Anders, and the Castro's projection staff.

SPECIAL THANKS

Robin McRoskey Azevedo, Greg Bell, Buck Bito, Wesley Bonner, Anneile and Gary Brickley,
Timothy Brock, Serge Bromberg, Lauryn D'Angelo, Rena Dein, Suzanne Drexhage, Nigel Gilchrist,
Bruce Goldstein, Kate Guyonvarch, Joan Hull, Steve Indig, Kate Johnson, Liz Keim, Andrew
Korniej, Karen Larsen, Arnold Lozano, Kathleen Maguire, Jonathan Marlow, Jennifer Miko, Jamilyn
Mohr, Peter Moore, Don Nasser, Liz Ogilvie, Siouxsie Oki, Susan Oxtoby, Desiree Perea, Richard
Peterson, Michael Read, Samuel Sharkey, David Shepard, Ben Simon, Brian Springer, Andrea
Gardenhire Tatum, Joslyn Thoresen, Jefirey Vance, Ken White, Audra Wolfmann

AND MANY THANKS TO OUR WONDERFUL EVENT VOLUNTEERS!

THE CHAPLIN CIRCLE

Cynthia Sears and Frank Buxton, Judge Ronald and Mrs. Barbara George, Ron Hayden and Daniel
Murphy, Susie Koch, M D Rutledge, Bruce Smith

PROMOTIONAL PARTNERS

Amoeba, BAM/PFA, California Film Institute, Exploratorium, Fandor, How About We, KQED,
Landmark Theatres, San Francisco Chamber Orchestra, San Francisco Film Society, San Francisco
Symphony

SPONSORS
Hotel Zetta, Movette Film Transfer, The Parsonage Bed & Breakfast Inn

EVENT PARTNERS

Abbey Party Rents, Absolutely Music, Armin Hammer, Bartavelle, Bay Area Communications
Access, Books Inc., Brickley Production Services, Epic Wines

BOARD OF DIRECTORS

President Rob Byrne Chair Judy Wyler Sheldon Treasurer Dean Lewis Secretary Ed Martin,
Robin McRoskey Azevedo, William B. Bond, Frank Buxton, Mike Frew, Tracey Goessel, Ira M. Resnick

ADVISORY BOARD

Kevin Brownlow, Melissa Chittick, Mario P. Diaz, Peter N. Fowler, Bruce Goldstein, Sydney
Goldstein, Stephen Gong, Jere Guldin, Randy Haberkamp, Edith Kramer, Joe Lindner, Guy Maddin,
Leonard Maltin, Mike Mashon, Russell Merritt, Gary Meyer, Richard J. Meyer, Eddie Muller, Stephen
Salmons, David Shepard, Scott Simmon, David Smith, Dan Streible, Paolo Cherchi Usai, Todd
Wiener, Charles Wolfe, Terry Zwigoff

STAFF

Executive Director Stacey Wisnia Artistic Director Anita Monga Operation Manager Kelly
Wiggin Administrative Assistant and Volunteer Coordinator Manessah Wagner

GRANTORS

gfams = Sea Star Foundation, Ira M. Resnick Foundation,
4 The George Lucas Family Foundation,

r& Thendara Foundation, G-B Fund
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Since 1899, McRoskey mattress owners have McRoskey Mattress Co.

refused to sleep on anything else

: (o} O
.Iu')\ ingly hand-crafted using only the McROSKEY
finest materials, a McRoskey ensures a -

sumptuous night's sleep

Learn more at www.McRoskey.com Locally made.

Universally adored

41'

JOIN US FOR THE 19TH ANNUAL

SAN FRANCISCO

#  SILENT

FILM FESTIVAL
B MAY 29-JUNE 1, 2014
CASTRO THEATRE

19 magnificent programs!
Beautiful images, glorious music,

enchantment, wonder...

silentfilm.org
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