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VIDEO AT THE MUSEUM OF MODERN ART

Video has given The Museum of Modern Art an opportunity that no other medium
could offer--the chance to document a new art form from its very start. It was
1965 when the first portable video cameras went on the market, making possible
the beginning of the video art movement; three years later, MoMA included video-
tapes in its exhibitions for the first time. Today, under Assistant Curator
Barbara London, the Department of Film's Video Program has a collection of some
450 tapes, a permanent gallery, a new Study Center, and a Circulating Video
Library. It has been a busy twenty years.

Actually, the Film Department's involvement with video reaches back still
further, to 1955. As broadcast television grew, the Department began to con-
sider collecting TV productions to complement the Film Archive. The one major

acquisition from this period was a kinescope of Horton Foote's The Trip to

Bountiful, a 1953 production of NBC Television Playhouse, starring Lillian

Gish. It was not an easy work to acquire. As Curator Richard Griffith explained,
tpermissions from sixteen individuals had to be secured before the kinescope
could be acquired, and the same sixteen must give special permission for every
single public performance, facts which indicate the difficulties that lie ahead

should the Museum, as is now often suggested, found a television archive

analogous to the Film Library."

There matters rested until the 1960s, when that decade's mixture of social and
cultural experimentation began to brew. Artists were stretching the boundaries

of art, working with whatever materials came to hand, in any setting; and those

more/
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materials included television sets. In 1963, at the Smolin Gallery in New
York, Wolf Vostell put together the first U.S. environmental installation using
a television set. The same year, at the Galerie Parnass in Wuppertal, West
Germany, Nam June Paik exhibited a group of television sets that he had altered
to produce a range of warped, constantly changing images that had very little
to do with ordinary broadcasting. It was too early for anyone to know for
certain, but a new tradition of video art was developing, independent of tele-
vision. As Calvin Tomkins later wrote in The New Yorker, "as art in our time
becomes more and more a question of information, of dealing with our incredible
public reality, the validity of TV as an art medium grows increasingly evident."
Or as Nam June Paik put it at the time, "someday artists will work with capaci-
tors, resistors, and semi-conductors as they work today with brushes, violins,
and junk."

The Museum of Modern Art's first experience with capacitors, resistors,
and semi-conductors came in the form of two videotapes by Paik, incorporated
into Pontus Hulten's 1968 exhibition THE MACHINE AS SEEN AT THE END OF THE
MECHANICAL AGE. In 1970, with Kynaston McShine's multi-media exhibition
INFORMATION, the Museum again exhibited videotapes (and installations as well)
from the U.S., Europe, and Latin America. The PROJECTS series of contemporary
art exhibitions began at the Museum in 1971 with an environmental video instal-
lation by Keith Sonnier; in 1974, PROJECTS: VIDEQ became a continuing series
under the direction of Barbara London. That was also the year of the OPEN

CIRCUITS conference on the future of television, organized at the Museum by

Fred Barzyk, Douglas Davis, Gerald 0'Grady, and Film Department Director Willard

Van Dyke. Participants--museum educators and curators, cable and educational
television producers, artists, art critics--came from Europe, Japan, Canada,

and Latin America. With the success of the conference, and a regular program

more/
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now set aside for video, the beginnings of a permanent collection followed in

due course in 1975. The VIDED VIEWPOINTS lecture series (modeled after the

CINEPROBE series of avant-garde and independent films) began in 1978, giving

artists a forum to show and discuss their work before an audience.

"What characterizes video," says Barbara London, "is its intimate scale,
its sense of immediacy, the boxlike form of the set, the use of the screen as
a light source, and the nature of the colors, which aren't reflections of Tight
from a pigment as in a painting but rather are direct, electrically generated
color." As with any artistic medium, though, the formal qualities of video
are less important than the use the artist makes of them. "A work doesn't have
to be overly polished or technically sophisticated for us to put it into the
collection,” London says. "It does have to have a strong idea, a sense of
integrity, as well as some sense of spirit. Independent video has developed
several general areas of concern: documentary work on social and political
issues, narrative work (however non-linear it may be), and finally experimental
work intended to challenge viewers with new ideas. We collect all of that--
and not just video by artistsbut also more commercial work as well."

In 1986, the Video Program will mount its most ambitious exhibition to
date, devoted to the work of Bill Viola. In addition to a series of major
installations, there will also be a retrospective of Viola's single-channel
yideotapes. This will be The Museum of Modern Art's first retrospective devoted
to the work of a single video artist, another mark of recognition of the coming

to maturity of this new art form.

Film, Department of 1/2




Series.Folder:

W A=
Creating a Space for Ne VIdeo
Artistic A
BY JEFF HOWE
bty rt

about 20 other peop
Postmasters Gallery i
debut of his meta-by
(downloadable at
with bottles of water a
a bin of ice had been sd
the ice had melted
quickly drained by the
crowd loitering oursidd
we tried. The show
June 25th. We will b
taped to Postmasters’
For Wisniewski, i
ment in the context d
opening had been sclj
Thursday. On Wednes
received a call from M
London informing hi
three months in' devef
would not be hosting
Nor would it place a ki
its exhibition space.
niewski and Posmma
Banovich scrambling to
the artwork, which they
for the belated Friday
London’s call, MOMA
to take a backseat, and |
clusive sponsorship
months. In return, M
and host the browse
one year. “They mad]
Wisniewski says of MO he obstacles
Itis the straregy th audience to
courting Wisniewski isues of cul-
more than their decisi uside [some
piece. “Realistically, it rdon’t have
cle if ifd worked out,” don’t know
can’t make a decision i ed artists] to
stitutions the size of M(
tions years in advance, video first
field of whar is loosely Xpression in
forms itsclf on a daily b sere quick to
nor Wisniewski doubt r video art—
:nthusiasm for metomad en inclusion
MOMAs ability tc t referenced
:hanging medium. “Sl e to a broad
-ould tell” Banovich says ; rtical frame-
fay someone else stoppd da ry
n interpret
o TRy - the work. “People like Maciej are mavericks,”
ested and vledgeable about what's going 00T ondc . “They're still developing a vocab-
on, but everyone else is afraid of stepping into ulary for the medium?”
€ not Its. Vs b

Fred Wilson, one of this year’s MacArthur ge-




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

APF

Commercial television is an established
part of everyday life in America, and for
the last 30 years it has made popular culture
avallable to audiences around the world. In
ihe 1960s, when portable cameras were put
on the market, commercial television moved
out of the studio and onto the street—and of
the same time artists began producing their
own video works, using the medium in ways
were unheard of in commercial fele-

e was exlensive experimentation

5 art had more to do with the
than with TV, and terms for
ed from the language
-riticism. In this

ideo works are

ch follow the trends in

Minimal art and place the greatest emphasis
on ideas and on ideas in action, “Perceptual”
video derives from cybernetic theories, which
study mechanical-electronic communication
systems as they relate to the human brain
and nervous system, and presents images of
the environment: urban and rural, public
and personal. "Computer-generated” or
“synthesized"” videotapes are those which rely
partially or wholly on effects generated
electronically, sometimes with results
resembling Op art. “Performance” video
records, offen in an autobiographical,
narrative manner, the actions and
experiences of an individual or a group —
usually in relation to society. And finally,
*documentary” works— more like TV in form
than are the other kinds of video—follow the
traditions of film and photography by
presenting a factual account of a person,
place, or event.

All these different kinds of video art share the
basic technology of television: electrons are
“shot” at the television screen in a pro-
grammed sequence of dots, which are
projected in rapid succession across lines on
the screen’s surface, sweeping down on
alternate lines to form the image. American
television screens have been standardized at

INfernar systeuy
. : S in the case of
emerging discourses like net-art. one of irs*

“of checks ’ﬂd

Film, Deparhmnt of

I
¥ = Ay -

525 lines, and the entire “scanning process”
of televising moves so quickly that if takes only
one-fifteenth of a second to complete two
sweeps down alternate sets of lines on the
screen.

Although it can record the same kinds of
images, the video process is very different
from film. Movie film is like the film used for
still photography; it is a strip of clear celluloid
coated with an emulsion of light-sensitive
chemicals. When a “frame” of the movie film
is exposed, the light from the image changes
the surface chemicals, and when the film is
developed there is a visible image—the same
one that will be projected on the screen.

Videotape is much more like the tape used to
record sound —and, just as one can't hear
anything by holding audio tape 1o one's ear,
one can't see anything on a videotape until it's
played back on a machine. Both video and
audio tape are polyester, coated with
charged metal oxides which change
magnetically during recording. Because the
tape hasn't changed —only the magnetic
charges have —a videotape can be played
and re-recorded as soon as it's made; and it
can be accidentally erased with a common
magnet.

Video technology is evolving with great speed
as artists and engineers try to obtain greater
flexibility, greater stability, or greater
quantities of information on videotape, and
as they look for ways to make the video
image more beautitul and complete. Video
cassettes and home-recording equipment

From left to right:

Nam June Paik. Global Groove. 1973. Color, 30
minutes. WGBH Boston Production. John D
Rockefeller 3rd Fund

Video Repertory (Moxi Cohen

Marpet), Hoppy Birthday Ame
white, 17 minutas

)

Joon Giummo and Elizabett
Beg Lodies. 1977. Black anc
John Sturgeon. The Two of Tric
white, 212 minutes
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have just recently gone on the market; now
there are video discs, which look like records
but are “played” with a laser beam instead of
a needle.

As a way of recording the advances in video
art and technology, The Museum of Modern
Art has been collecting important videotapes
and showing hundreds in its ongoing video
exhibition program. One of the most
important works in the video collection is
being presented in the video gallery this
evening: Nam June Paik’s Global Groove.
Nam June Paik is a video pioneer. Born in
Korea in 1932, he studied music in Germany
before he moved to America in 1965, when
he bought the first portable video camera in
New York, Paik shortly thereafter went on to
build his own video image synthesizer, with
which he produced the abstract imagery in
Global Groove.

Nam June Paik uses television to look at the
cultural similarities between the East and the
West. In Global Groove he inferwove a
classical Korean dance with readings by such
American artists as the composer John Cage
and the poet Allen Ginsberg, and also
juxtaposed Japanese Pepsi-Cola
advertisements with American fap and
rack-and-roll dencing.

The imagery in Global Groove is built up like
a musical compaosition. Paik takes short
sequences, plays them quickly, and
rearranges the arder. Then, with his video
synthesizer, he repeats and abstracts the same
images. The fast pace of Global Groove
reflects the hectic character of city life. Nam
June Paik is a video craftsman, and in Global
Groove he meticulously assembles visual
collages with the wit and skill of a master. He
has been the inspiration for many younger
video artists.

From lefi

Ernest Gusella. Untitled, from Selected Performance
Works. 1974—77. Block and white, 2 minutes

Don Druick. Moyefsukita Chizu. 1976. Color, 25

minutes
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Creating a Space for Net Art

Artistic License

BY JEFF HOWE

abi.rlofi‘:\:hadbannm:tl.tpmﬁadcc?vﬂm‘f,?:nu‘;I
the ice had melted and the liquids had Been
'ded)’dm-‘ledbygm reable, sweaty
crowd loitering ow gallery. “God knows
we tried. The show will be

June 25th. We will be =

taped to Postmastess’ roll-down metal gate

For Wisniewski, it was a small disappoint- -
ment in the context of a far larger one. The

%:l:ning had;bcm scheduled for June 24, a
oo i Moy oo
i ing him that— toa
three months in development—the Mogg
would not be hosting netomat on its Web site,
Norwould it place a kiosk featuring metomat in
its exhibition space. The news sent both Wis-
niewski and Postmasters’ director Tamas

Banovich scrambling to provide server for
ﬂwammrk,wh;ﬁcy gamly pmmm?ift:imc
for the belated Friday night opening. Up until
London’s call, MOMA had wanted Postmasters
to take a backseat, and let the museum claim ex-
clusive sponsorship of metomar for three
months. In return, MOMA would promote
and host the browser for a minimum of
one year. “They made a lot of promises
Wisnicwski says of MOMA staff. g

Itis the straregy that MOMA employed in
courting Wisniewski that frustrates Banovich
more than their deécision not to exhibir the
picce. “Realistically, it would have been a mira-
cle if itd worked out” Banovich says. “They
can’t make a decision in three months?” Art in-
stitutions the size of MOMA slate their exhibi-
tions years in advance, while the burgeoning
ficld of what is loosely termed net-art trans-
forms itself on a daily basis. Neither Banovich
nor Wisniewski doubt London’s interest in or
snthusiasm for nezomat, or net-art in general,
ust MOMA's ability to respond to a rapidly
thanging medium. “She tried everything, 1
zould tell? Banovich says. “But I think at the last
iay someone else stopped it”

3

London won't go into detail regarding the
i{ifmmc’ bur she does express regret over the
iled negotiations with Wisniewski. She also
echoes Banovich's statements regarding the dif-
ficultics museums face in presenting net-art.
“We're a big, lumbering institution, 50 not every-
thing has worked according to plan. The Web
moves at incredible Software, hardware —
it’s constantly unfolding and evolving” And, she
points out, muscum decisions are reached by
committee. “It’s a collective voice. Not every-
thing 'm interested in gets shown”

The “collective voice” of a museum at
once constitutes one of its greatest strengths—
what London refers to as the intcrnal system
of checks and balances—and in the case of

emerging discourses like net-art, one of irs~

greatest weaknesses. “What happens is, you
get individual curators who are really inter-
ested and knowledgeable abour what's going
on, but everyonc elsc is afraid of stepping into
anything in which they're not experts,” says
Fred Wilson, one of this year’s MacArthur ge-

£1L
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MICHALL S NONARI

Nébarlfst Hmi WIkl: developing a vocabulary for a new medium

nius grant recipients. He likens the obstacles
net-art faces in finding a museum audience to
those faced by artists exploring issues of cul-
tural diversity 20 years ago. “It’s outside [some
curators’] value structure, so they don’t have
the impetus to take it seriously. I don’t know
what it’s going to take for [Net-based artists] ro
overcome the barriers we face”

Perhaps just time. When wvideo first
emerged as a medium for artistic expression in
the carly *70s, curators and eritics were quick to
dismiss it. The trajectory traced by video art—
from exclusion to a grudging, roken inclusion
to its current ubiquity—is an oft referenced
model for net-art. To communicate to a broad
audience, artistic media require a critical frame-
work—a sct of conventions and a history
through which the viewer can interpret
the work. “People like Maciej are mavericks”
says London. “They’re still developing a vocab-
ulary for the medium.”
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It’s a sentiment with which few artists

working in net-art would disagree, As inall ap-
pmﬁwm?@mwﬁ
un potential 15 greatest ap)|
As mm%asgfommn
is revelatory. Wisniewski's siezomat reinvents the
Internet, and serves up the results through a vi-
sually izing interface. A search engine
that retricves and images as well as text,
netoma facilitares an associative, experiential
journey through the chaos of the Internet. It ad-
dmscsdlcmadiuminaformalmw:,u;ut’ﬁf;
capes the trap of becoming tech .
said, ir’s also challenging stuff, not so much
questioning traditional conceptions of object-
hood (where is the art?), meaning (what is the
art?), and authorship (who makes the art?) as
luwnzﬁmmb:hnfainoguhm

. Is it any wonder that curators who spe-
e In, say, minimalist sculpture {andslz:t
mmfhﬂpﬁckcmmvmjce
Bascl) don’t get it? Net-artists d'mmsdmm_d
many of whom, like Wisniewski, have back-
unds in programming —are still trying to
=Iﬂeomwha:::nru:am::u:»n:u:j:carn:m:of
“Its very carly, in terms of the existerice of
the medium, and’ museums are slow to re-
spond. But it’s naive to get frustrated with
em,” says Mark Tribe, founder of Rhizome
(m'“"mm!). Omofsevcgu:l Web sites that
scrves s an online forum for the emerging crit-
ical discourse on net-art. “T think across the
boafd,tkyaﬂwmmﬁndwaysmgﬁu to
speed on net-based work, bur ifs a s :&:’s
. And that, he says, is just fine. Becanse net- '
_armlﬁppeamusccxmmdymmtahkﬂdﬂs .
mﬂmm@mfﬂﬁrmﬂxpmdjgnof
sucking day jobs to support the art habit breaks
down when applied to net-artists. The commu-
- nity that makes up what might be termed (agai
bmdy}drnﬂ-anwmddbwsl&dcmﬁﬁ
to the traditional one that exists in three dimen-
sions. Wolfgang Stachle, a founder of The Thing
(yw.thlng.nd), a combo research lab/“virtnal
nightclub™/online extiibition space, says many
net-art practitioners have problems with the
term “artist” “I cultural ac-
tvist,” he says, and points out that the commu-
nity (he prefers the term “social that
gathers on The Thing is made up of political ac-
tivists, hackers, writers, and programmers, as
well as artists working in traditional media. In
addition to the explosion of Web sites that serve
as repositories for net-artwork, numerous net-art
festivals are held each year, though mostly in Eu-
rope, and a major resource center called ZKM

(www.zkm.de), described by critic Robert Atkins
as “the Bauhaus of digiral art)” recently opened
in Karlsruhe, Germany.

“One thing thar artracted me to the Inter-
net as a space for art making is that it allowed us
to work independently of the entrenched insti-
tutions that dominate the world of contempo-
rary art. At this point, we don’t really need the
museurns,” says Rhizome’s Tribe.

The question remains, however: do mu-
seums need net-art? Many forward-thinking
curators obviously think so. David Ross, for-
mer director of the Whitney Museum and cur-
rent director of the San Francisco Museum of
Modern Art, serves on Rhizome’s board and
has acquired Web-based art since arriving at
SFMOMA. Sarah Rogers, director of exhibi-
tions at the Wexner Center for the Arts in
Columbus, Ohio, recently curated a well-
received show called “Body Mécanique: Artis-
tic Explorations of Digital Realms? “There’s so
much fascinating work taking place that uti-
lizes technology. Sure, museums should be fea-
wuring that work? She notes, for instance, that
this year’s Venice Biennale featured only one
tech-based artwork. “Institurions don’t sup-
port contemporary work enough period,
whatever the medium.”

But however sparing institutional patron-

for net-art might scem, no one disagrees

there’s a great deal more than there was
even two ago. Inan At in America article
can art museums for “waiting until the dust set-
tles before committing curarorial resources to
online art™ He’s since become greatly encour-
aged by the steps museums have taken to get in-
volved in the medium. MOMA commissioned:
three Web-mﬁc projects for last spring’s ex-
hibition, Museum as Muse” The
Guggenheim continues work on its ambitious
Virtual Museum as well as commissioning on-
going Web projects. The Walker Art Center
continues to expand its already extensive col-
lection of Web-based art. Dia Center for the
Ants recently announced a partnership with Sta-
dium (www.stadiumweb.com), a site featuring
work not only by arusts like Wisniewski, but
also those known best for working in more
traditional mediums, like Louise Lawler and
Allan McCollum.
THE TRAJECTORY
TRACED BY VIDEO ART—
FROM EXCLUSION TO
GRUDGING INCLUSION
TO UBIQUITY—IS AN
OFT REFERENCED
MODEL FOR NET-ART.

But above and beyond what net-artists can
offer traditional art instirutions, and what those
institutions can offer in return, Atkins feels the
Internet itselfis where net-artists’ contributions
are most valuable. “The online realm is desper-
ately in need of their distinctive way of secing
things,” he says. “If the Web becomes increas-
ir:ﬂy commercialized, the influence of artists

ill diminish. Art has a]mysbcmappmtgeﬁ;‘md
fashion photographers, etc., buron et,
Eﬁimmufﬁectmﬂmmatamuﬁdmpcrlcml,
offer an alternative to the glut of commercial-
ization and information that the medium will
become if we leave it in a corporate entertain-
ment state.”

Film, Department of 1/2
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E I'ﬁ'le Man With No Name is joining
I4fie movies' great names — the

Capras, the Welleses, the Hitchcocks,

the Walshes, the Bergmans (Ingrid

and Ingmar) and all the others whose

life and work have become the sub-

jectof serious film study.

Clint Eastwood vaulted to interna-
tional stardom as the laconic Man
With No Name in the spaghetti west-
erns of the 1960's, then solidified his

ition with his Dirty Harry movies

Ing in the 70's, when he also
achieved eminence as a producer and
director. Now he is about to become
the subject of the Clint Eastwood
Cinema Collection at the Museum of
Modern Art in New York City and at

the Wesleyan University Cinema Ar- -

fha museum will hold the original
prints of Mr. Eastwood’s films from
"‘Play Misty for Me,"" the 1971 thriller

Clint Eastwood directing Sam Wright, center, and Forest Whitaker on the set of “Bird.” Original prints of

The Modern
handles the prints;
Wesleyan takes
care of scripts.

he difected and starred in, to “Bird,"
his study of the legendary jazz saxo-
phonist Charlie Parker, (o be shown
at the New York Film Festival, which
starts Sept. 23. Wesleyan, in Middle-
town, Conn,, will preserve the scripts
and other papers, production materi-
als and memorabilia relating to Mr.
Eastwood's career.

“Maybe 1'm a little too young for
all this,” the 58-year-old Mr. Eas!-
wood said in a telephone interview
the other day as he discussed his en-
shrinement among cinema immor-

Mr. Eastwood’s films are to be kept by the Museum of Modern Art.

v v

tals. But, he said, a number of institu-
tions had approached him over the
years about collecting his work, and
he regards film preservation as a pet
project.

Like an Antigue or a Painting

] think the preservation of films
the way they were intended to be
shown the first time is like any good
item, whether a piece of antique fur-
niture or a painting on the wall,”" he
said. “'You want to preserve it in ils
original state as much as possible."

Mr. Eastwood said his relationship

\I;!th th;evruswm ?l.fen Made;n Art andh
gan loping wl its depart- tal
ment of film asked to show his
“Bronco Billy"' in 1980 at the conclu- ¢
retrospective. 1

sion of a weeklong

Buess they liked some of the other Varlnus
episodes in my life,” he said. “So they  Ani

gave a day to me.”’

Mr. Eastwood flew in for the occa- |

sion. "It was a very nice tribute,”” he

said. "It was a nice group of people  Je

interested in films kept on a very
serious level."”

y, director
of its department of film, said, “Our

titution has Clint
me%m@ﬁrﬁﬁmwe
cinema."" She noted that the collection

muldti:Mhisfuulrem?a
As for e materials at Wesleyan,
Mr. Eataced said, “The Wesleyan
group seems to be very enthusiastic
about that sort of " He said
Wesleyan’s  representatives had
come 10 him three or four years ago
‘had kept pursuing the idea of es-

. a;a‘ﬁe l"i. said if
mﬂ might as
.srievemem-myo]ﬂ slips from
.orgmlaal.lmgm the years.

_ Henoted that Steven J. Ross, ct
‘man of Warner Com it
of Warner

role in obtaining some of his films for
the Museum of Modern Art. B
_They are scheduled to join Mr.
Eastwood and trustees of the Mu-
seum of Modern Art and of Wesleyan
at a private, black-tie dinner at the
museum on Sepl. 14 to celebrate the
establishment of the Clint Eastwood
Cinema Collection. L

Mr. Eastwood, who rarely waxes
sentimental onscreen, remained in
character while discussing the
papers and materials he'll be se I
to Wesleyan. “'Special is in the ey
the beholder,” he said. “*Some of the
stuff might be more special to an ar-
chive than to me. I'm never too much
at looking back. 1'm always in today
and tomorrow.”

But future Eastwood scholars who
visit Wesleyan with visions of a Rose-
bud dancing in their head will find a
treal waiting for them in its archives.

“There's a poncho that’s close to
my heart,” said the Man With No
Name. "It sort of started me off. It'll
be in there.™
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Critic's Notebook

De Sica Re trosp_éc;tive
Buffs His Reputationy

By CARYN JAMES

TALY is famous for saints and sinners, and Vittorio

f De Sica was fond of both. The great director and

| actor knew that few people are purely good or evil,

3 land his rich, rascally understanding of human

nature informs every film in “*Vittorio D: De Sica Behind

the Camera and on the Screen.” This series of 37 films

that De Sica directed or starred in opens today and runs

through Nov. 12 at the Museum of Modern Art. Itwillbea

delicious surprise for viewers who know De Sica only as

the director of ‘“The Bicycle Thief," the sorrowful classic

poverty and survival in post-World War 1I Italy. And

jse aware of his witty, romantic sides will be

amazed at how many rarely seen films have been
‘collected here.

~As an actor, De Sica began as a matinee idol in

's romantic comedies. He aged on screen as elegant-

] ary Grant, to whom he is often and accurately

! . Though his reputation as a director was made

i his sober, neg-realist works of the late 40's and early

'50's — '‘Shoeshine,'" "' The Bicycle Thief” and *‘Umberto

‘D" — he never lost his taste for sophisticated comedy,

never tired of pairing Sophia Loren with Marcello Mas-

troianni, in “‘Marriage, Italian Style,’”” “Yesterday, To-

day and Tomorrow' or some other story of love and

pasta.
Nﬁ Through most of the 60's, he directed first-rate
‘commercial films, money-making junk and money-los-
“ing junk, and toward the end of his career came back
ith a flourish. “The Garden of the Finzi-Continis," the
oquent tale of Jews in Fascist Italy, re-established him
in 1970 as a serious film maker.
" Even so, when De Sica died in 1974, at the age of 73,
‘he was viewed as a once-masterly artist who had sold out P
his talent for money. He had, of course. De Sica fed his i
“huge gambling debts with awful films he wasn'l even .
ashamed of; he simply shrugged them off as part of life. i 3
- But “Vittorio D" suggests a fairer image, of a De e A G T
Sica who was great and greatly flawed as a man and an . 5

Continued on Page €32 Sophia Loren and Eleanora Brownin Vittorio De Sica’s film “Two ’i-
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a8 “Docior Beware'), n
screwball romantic comedy of the
first rank. He Thlsm n pedintrician
whao, when the film opens, is plucking
the eyebrows of Anna Magnan, as his
choruggiirl mistress. The doctor's fa.
ther walks in on this mid-morming
scene and yells at his son, “"You're
&till in your dressing gown,'” 10 which
De Sica gives the innocent reply, “I1's
i )

Short of money, he takes a job os
the doctor m & girls’ m‘]’ll:
where o Swoet younig woman nn
Teresa Venerdi falls for him. Life s
complicated, what with Anna, Teresn,
a rich fiancée he acquires by accl-
dent, bill collectors and o valet who
used 1o be a horse trainer. Magnani
ﬁulu star Blling for just a few scenes,
ut De Sica carries this unflagging
romp both on and off screen
So0n, the war changed everything
“11 isn't as though we were all sitting
around some cafe table on the Via
Venelo one duy — Rosselling, Vis-
conts, mysell and the rest, and sud-
denly we decid
realism
post-war
way. And De Sicn did help

Award for her performance as a
mother who iries 1o escape the

ings of World War 11 with her
13-year-old daughter; both women
are ra| by soldiers on the road.
Like the film, Miss Loren's per-
formance is strong, deeply pained
and harrowing.

At first, De Sica thought Anna
M. i should play the mother,
with Miss Loren as the daughter,

would be in her late teens.
*“Then she didn't feel like it so
much; | don't know why." Miss
Loren said, though by other ac-
counts the proud, middle-aged
M i was reluctant to play the

r of the young, beautiful So-
Phln Loren. Miss Loren recalled:
“Vittorio went to see her. AL the
end of the conversation she said,
‘Why don't you try Sophin to play
the mother?" and De Sica said, ‘1
think you just gave me a greal
jdea.’ Then he sent me a telegram
that sald, “You will be the mother.
Please trust me. 1'll see you on
Monday,' " The daughter  was
made younger and from then on,

Miss Loven was taken seriously as
An aciress

When she got word that she had
won the Oscar, she was in Rome
and De Sica came right over to see
her, “It was 6:30 in the moming.
He was crying with me, we were
doing all those Neapolitan scenes
that you see in the movies 11 was
the happiest breakfast of our
lives"

Miss Loren referred to her vela-
tionship with De Sica as “a big
professional Jove aflfair,” com-
pared it to that of “a {ather and
daughter who have lived together
forever” and said that “We were
friends right away." More than
anything, De Sica was a paisan,

t up in the same region near
Naples. “Sometimes a Jook from

him was enoegh to tell me 1 was
going in the right direction. When
come [rom the same place, you
ve the same feelings, the sama
emotions, you carry with you the
same treasures,’” she said warmly.
"He Joved my world because il was
his world.”

—
By M SRS Yy asra

lze Htallun cinema wnhhmm P

studios ahd using noneprofessional

Bt us
fotors. Few films will ever match the

utiful simplicity of “The Bicycle
Thief" (1948), lhnysmw of a man
Whose siolen bicycle means the dif-
ference  between employment  and
desperation. But  “Umberta D"
{1952), writien by his frequent collab-
orator Cesare Zavatuinl and named
after De Sica's (ather, is more heart-
breaking. This is (he film that best
expreases De Sica’s sense of human-

The impoverished old man who is
the title characier has no self-pily
und gets no pity (rom the director, De
Sicn empathizes with hiy characier
(another non-professional actor), yei
pays him the respect of seeing his

his tragie loneliness.

apable of kindness and

aim when he tries 1o educate a
! unmarried maid, telling

iy R b
sellishly compliing 10 the
woman, who has just been jilted by
e *s father.
5 sentimentality in “Umber
e dog, after all, is a little oo
much), bat the film represents the
it of the director's siyle as he
Hngers over small everyday touches.
When the proud Umberto tries 1o put
his hand out (o beg, it 15 one of the
most truthful and wrenching  mo-
ments in De Sica’s career

Mo wonder that for the rest of his
life whatever De Sica did, seemed
slight by comparison. Yer a film like
Marriage. ltallan Style" (1964) suec-
ceeds om it own less ambitious
terms. This cuttng comic romance
has a serious emotional undercurrent
and lets Sophia Loren play the perfect
mother-whore. As  the uneducated
mistress of Marcello Mastrowanni,
she tricks him into marrying her af-
ter 20 years and three children (only
one of them hiz) that he doesn't even

Come it 3] Duvt Titong
Vittorio De Sica in Rossellini's
“Generale Della Rovere,”

know about. Beneath De Sica’s famil-
ar, portrail
falian life — the yelling and, hand
gestures and priests called in at the
last minute — is a touching story
about love.

0f course the absolute worst of De
Sica is not included here. You won't
find A Place for Lovers,” the 1963
film in which Faye Dunaway is
erminally ill model who goes to ltaly
and falls in love with Mr. Mas
troianni, But the series is not a white-
wash, either, 1t includes " Indiscretion
of an American Wife" (1953) with
Jennifer Jones as the wife and Mont-
gomery Clift ns her lover. Even De
Sica, as mspired a5 he was with ac-
tors, couldn't salvage this mismatch.

De Sica's low points as a director
are alpiost cqualled by some thank-
less character robes on screen, but his
finest acting 1% unsurpassed. As he
aged, his face filled out and his thick
black hair became thick gray hair,
bat he remained as handsome i ever
and gave his decpest performances in

Film, Department of 1/2

De Sica Screening Sched

yittario D: De Sica Bohind the
Camera and on the Screen” a rei-
rospective of films featuring vit-
torto De Sica as director and aelor,
will run through Nov. 12 ab the
Museum of Modern Art, 11 West
53d Street. Unless noted, films are
in ftalion with English subtitles.
Screening admission 18 included in
musewm admission: $7 ($4 for stu-
dents and the elderly; free under
age 16 i uccompanied by an adull)
Information: (212) T08-3490,

Today

“WIAT SCOUNDRELS MEN ARE® (1032, -

recied by Mario Camerin), starring De
18 P (also Sunday at 3 P.5L)

0010 OF NAFLES™ (1084, De Sica),
Luren, Silvana Mangana, De Sica,
M. (ol Sunday i 2PM.)

Tomorrow

“pUE CUONE FELICE™ (1931, Bakdassare
o arring De Sica, 2 PML (alio
My

R REWARE "[IHI]_Lk\\th._lMM
iy, D Sicw, 5 P M. (also Tuesday

Monday

“} MO MASSIMO"
Anmns Magnan), De 5
Thursday o1 8 P M)

e, Mar Mattodi),
a,3:30 .M. (also

Tuesday

UN GARIBALDING AL CONVEN
De Sica), Mara
M. alea Tha

Oct. 11

SO GIVE A MILLION" (183
D Sica,

NATE WATCMING LUS™
LM (nlvo Oct 1380 1

U ARDLLDPALTI TEMPE (1058 AmboLe
Pabermiy, Emma Gramatica, De Sica. 3
aleoon Ot 143t EPM)

440, De Sicn).
i o Ot 14

“1.A PURTA DELE
Maria Mercader,
al 130 MY

Oct. 15

) NONT I SOGNT (1REL, Yittarm Colie:
favi), Muria Mere e bca, 3130

il
AL b on 06117 00BN

Paglero), Valentina Cortrse, De Sici, B
PM. (ubsaion Oct. 18t 230 P.M.)

Oct. 17

~ROMA, CITTA LIRERA® (1946, Marcello

—SHOESHINE® (1648, De 514, 300 P M.
(ahsa Ot 1D a1 TP

Oct. 18

“THE BICYCLE THIEF™ (1A, De Sica), &
P, (also OCL 20203 FIMC)

Oct. 19

SMIRACLE IN MILAN® (16531, De. su}.
r-.:mu Gramatica, 5 M. (nlso Ocl. 24 ot
EEM)

Oct. 20

SUMBERTO D (1552 De Saca), 2 PM.
{also Dot 22 At M}

Oct. 21

TN IN SOCIET V= (16, Genmars
Aninia Magnani, De Sica, 2.0

Y .,
O MarE My

Oct. 22

=THIL R{Mop (1934, De Sica). 230 M.
(lee Ol 37 WL S PMY

Oct. 24

“HELLG, ELEFHANT™ 1533, Grannl Fran.
ch Marta Mercader, Sabu, De Saca,
2030 P W, (el Oct 217 s FP-MY

Oct. 25

SELECTED ¥ LM EPSODES: Fram
“TIMES GONE BY™ (1952, Alessamdro Bli-
seniy, Gina Loflobs igida, De Sica: “THE.
ANATOMY OF LOVE™ (1054, Alessandn
Blanetin), De Shea . "THE WITCHES™
(1%, De Siga), Silvana Mangano, Clint
Eastwiood, “IOCCACCID To* (1063, De
Sica), Sophla Loren, 1 P.M. (also Oct- 3
LLE N

Oct. 26

henca i Doy Do ST

M. (als Oct 38 an2iW PM Y

Oct. 29

100 BAD SIE'S BAD (108, Alessand
Blaseili), u%nmmw
m:nvnu.;x a, 300 1M (s Ot 31
" i

STHE EARRINGS OF MADAME DE &
{1053, Max O ), Daniele Dairiess.
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© By BERNARD WEINRAUB

Special to The New York Times

HOLLYWOOD, Jan. 2 — She sat in

.the lounge of a Beverly Hills hotel,’
.smokinf cigarettes, her voice raspy,
her wide-set brown eyes narrowing
as she spoke.

“I'm 65, I'll be 66 in January,"
Jeanne Moreau said with a shrug and
laugh. “*What should I do? Shoot my-
self? I've never worried about age. If
you're extremely, painfully fright-
ened of age, it shows. Life doesn't end
at 30. To me age is a number, just a
number. Who cares?"

Ms. Moreau took a long drag on her

. cigarette. “There's a great line in my

new film," she said. “The line is, ‘I

always thought 1 would die young, but ~

now it’s too late.’ "’ Again, she smiled.

In her newest film, ''The Summer
House,” Ms. Moreau plays an exotic,
half-British, half-Egyptian woman
with a flamboyant sexual past who
arrives in a drab London suburb and
comically helps save a young woman
from a disastrous marriage. (“I'm
marrying a man nobody likes,” com-
plains the young woman. *‘I thought it
was just me."”)

 “Responsibility for Your Work’

+ Caryn James called

. ance was

The English movie, which also
stars Joan Plowright, was made by
BBC Films and released by the Sam-
uel Goldwyn Company. The film was
directed by Waris Hussein and writ-
ten by Martin Sherman. Its reviews
have generally been highly favorable.
Writing in The New York Times,,
the film charm-
ing and said Ms. Moreau’s perform-
“gver the top and tremen-
dous fun fo watch.”

.« In addition to arggaring in at least

two films that wil released in 1994
and planning to direct her second
movie, Ms. Moreau is also carefully
helping to select films for a retro-
spective of her work in February at

" f

Steve Goldstein for The New York Times
“To me age is a number, just a
number,” said Jeanne Moreau,
now 65. “Who cares?”

the Mu: { in New
York City.

She made her directing debut 20
years ago with “Lumiére,” which
was critically well received. This
spring she plans to direct a film with
Carole Bouquet, a drama about mar-
riage and relationships.

“The closer you come to death, you
feel more of a responsibility for your
work, for what you've done,” she said
the other day. “The intensity of my
work is ... amazing.”

Ms. Moreau, an international star
who has acted in more than 90 films,
accepted the role in “The Summer
House"' for two reasons. One was that
the role of the seductive, flaming-
haired and unconventional woman,
circa 1959, was, well, a perfect Jeanne

THE NEW YORK TIMES
January 3, 1994

, ]eanne Moreau’s Perfect Part: Life.

Moreau part. ““I've shunned conven-
tion and routine my entire life,” she
said. “Breaking the rules fascinates
me."

Memorles of Her Mother

But there was also a personal rea-
son for making the film, with its Brit-
ish cast and crew. Although Ms. Mo-
reau is widely viewed as quintessen-
tially French, she's actually half-
English and spent part of her child-
hood in Britain. Her mother, Kathleen
Buckley, went to Paris to dance in a
Josephine Baker show at the Folies-
Bergére.

“Then she met my father, who
owned a place called La Cloche d'Or
in Montmartre, where artists and
writers used to go for supper,” said
Ms. Moreau. ‘“She got pregnant. She
got married. She gave uF dancing.
And she regretted not being an art-

_ist."” Her |])arems separated when she
was a child. d
Ms. Moreau said quietly: “With

this picture, I'm ing tribute to my
mother. It's difficult to explain. May-
be it’s the fact of my aging. She has
been gone five years. It’s very per-
sonal. | loved her very dearly. She
was very helpful to me when | wanted
to be an actress."” ;

She laughed and continued: “My
father, on the other hand, said no, no,
no. I sometimes think my desire for
excellence comes from me wanting to
convince him 1 was rlght."

It was ““Jules et Jim" (1961), Fran-
gois Truffaut’s classic drama of three
people in love, that turned Ms. Mo-
reau into an international symbol of
romance, passion and the free-spir-
ited discarding of convention. Her
acclaimed films include “La Notte,”
by Michelangelo Antonioni (1962),
“Diary of a Chambermaid,” by Luis
Buduel (1964), “‘The Trial,” by Orson
Welles (1963), '‘Viva Maria!,”" by
Louis Malle (1965) and "“The Bride

Continued on Page B15

1
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Seventy years later,

FILM SERIES

MGM 70 YEARS: REDISCOVERIES
AND CLASSICS: Museum of Mudern
Art, 11 W. 53rd St., Manhattan,
Organized by MOMA’s Laurence
Kardish, In association with MG and
Turner Entertainment. (212) 708-
9400 Through Sept. 29,

By JERRY TALLMER

One of them had been a furrier,
one of them had been a junrkman,
one of them had been a glove
salesman. They came together in
the spr;mg of 1924 to consolidate
into a new giant Hollywood
d.}'ea.m factory under the sign of a
dignifiéd roaring lion.

“Incldde me out/’ said one of
the three, Sam Goldwyn, former
glove salesman, Independent
Sam, who'd lost control of his own
movie company a few years ear-
lier, declined in his pride to join
the new combine that absorbed
Goldwyn Pictures in name (and
stock shares) only.

Definitely included in — at the

top of the pyramid — were Mar-
cus Loew, up from furrier to
nationwide king of nickelodeons,
vaudeville, and Metro Pictures
.Corp.; and Loew’s strong right
arm, Louis B. Mayer, Mas-
sachusetts scrap dealer risen
through theater ownership and
film distribution experience to be
corporate secretary at Metro.

Thus, the birth 70 years ago —
on April 28, 1924 — Metro-
Goldwyn-Mayer, a studio pres-
ently to boast “more stars than
there are in heaven.” The studio

chief would be Mayer himself,
much dependent on his right arm,
94-year-old Irving Thalberg, for
keeping the voracious movie
monster nourished. It was a new
film a week — 50 feature-length
motion pictures a year.

Thé schedule was not always
met, but in the next seven
decades, enough movies were
made and intelligently saved in
MGM's archives to create a
library of some 2,000 titles, 113 of
which (plus nine “Tom and Jerry”
cartoons) will be screened iIn
“MGM 70 Years: Rediscoveries
and Classics,” the retrogpgctive
that starts today at the Mseum
ofMadern Azt

the lion still roars

When | was younger and
stupider, I always thought I could
tell an MGM movie just by the
sheer, immaculate white-on-
white fakiness of the sets, not to
mention the costumes, acting
styles, and ideas. I wasn't al-
together wrong, but certainly I
was a million miles from being
right. Because the fakiness, such
as it was — in an industry that
manufactures dreams — is only a
tiny part of the story.

I mean, is there any movie di-
rector who has given the world
more sheer pleasure than George
Cukor, MGM stalwart par excel-
lence? N

Well, the MOMA series brings

us from the Cukor portfolio “The
Women” (Crawford, Shearer, Rus-
sell, Fontaine, Goddard, 1939),
“Adam’s Rib" (Tracy, Hepburn,
Holliday, 1949), “Camille” (Garbo,
Taylor, L. Barrymore, 1937),
“Dinner at Eight” (Dressler, d.
Barrymore, Beery, Harlow, 1933),
and “The Philadelphiz Story”
(Grant, Hepburn, Stewart, Ruth
Hussey, 1940), a movie I've been
glad to die for throughout its life-
time and mine.

Vincente Minnelli? He's here
with “The Bad and the Beautiful”
(K. Douglas, L. Turner, Gloria
Grahame, D, Powell, 1952), “Meet
Me in St. Louis” _(Garland,

O'Brian, Lucille Bremer, Tom
Drake, Astor, 1944), “Gigi”
(Caron, Chevalier, Jourdan, Gin-
gold, 1958).

Victor Fleming? The fiesta
opens at 2:30 today with “The
Wizard of Oz" (Garland & Co.)
and on July 9, a matinee showing
of “Gone With the Wind" (Leigh,
Gable, and Co.). Both films were
made in 1939, and both — do you
believe it? — bear Fleming's
name as director, though
“GWTW" has several directors.

At 6 tonight, something dif-
ferent, something forgotten. It's
the first MGM feature ever made,

in the days of the silents, Victor
Seastrom’'s “He Who Gets
Slapped,” a Pagliacci-type, bitter-
sweet film with Lon Chaney, Nor-
ma Shearer, and John Gilbert.
_ At 8 tonight: a flick made only
in the last year, Fred Schepisi’s
rendition of John Guares *Six
Degrees of Separation” with Don-
ald Sutherland, Stockard Chan-
ning, Will Smith, Ian McKellen.

Tomorrow: “Singin’ in the

," “Moonstruck,” “2001: A

Space Odyssey.”

Sunday: “Oz” again, “The Bad

and the Beautiful,” “The Womeén.”
After that you're on your own.
ool 3 e s

I'd look for the Fred Zinnemann
package in August (“Act of
Violence,” “Eyes in the Night,”
and — starring Hume Cronyn
and Jessica Tandy 50 years ago —
“The Seventh Cross.”) Or, in Sep-
tember, the Rex Ingram 'ﬁackage

of nine films including the early
“Searamouche,” “Mare Nostrum,”
and Valentino’s bow in “The Four
Horsémen of the Apocalypse.” Or,
earlier in September, Von
Stroheim’s 1925 “Greed.” Or, the
two “Merry Widows.” Or the two
“Ben Hurs.” Or Lubitsch's
“Ninotchka” or “The Shop Aroynd
the Corner.” Or ... 3:]'
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Among the 113 films to be
included this summer in the
Museum of Modern Art's
retrospective “MGM 70 Years:
Rediscoveries and Classics”
are, clockwise from top left,
“Gone With the Wind," *'The
Wizard of Oz," "Gigi,” and
“2001: A Space Odyssey.”
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BY BOB SATULOFF

r 3

oy S i 8
iven the depth and bredth of my
deeply-held religious beliefs—I

was the kid sitting in the

synagogue praying to MGM—the Mt

seum of Modern Art’s “MGM 70 Years:
Rediscoveries and Classics,” a retrospec-
tive of 112 films that runs through Sep-
tember 30, constitutes sufficient reason
for dancin’ in the streets, if not singin’ in
the rain. In addition to the usual suspects
— Gone With the Wind, Wizard of Oz, etc.
—MoMA's come up with such fascinating
anomalies as my favorite Loretta Young
vehicle, the wild-eyed, change-of-life mel-
odrama Cause For Alarm (1951, Sun.,
July 10 and Fri., July 22, 2:30 pm.); Di-
ane—that’s Ms. De Medici to you—writ-
ten by Christopher Isherwood and star-
ring those Florentine favorites, Lana
Turner and Roger Moore (1956, Mon.,
July 11 and Tues,, July 12, 2:30 pm.);
and Cecil B. De Mille's Madam Satan,

Hard-boiled
1920s canary
Ruth Etting
(Doris Day) has
had it with ‘‘the
Gimp'’ (James
Cagney) in Love
Me Or Leave
Me. Courtesy
MGM Inc.

the only movie I know that sets a night
club scene on a dirigible (1930, Mon.,
Sept. 12 and Thurs., Sept. 15, 6 p.m.).
Also worth checking out are John Stur-
ges's contemporary western, Bad Day at
Black Rock, with Spencer Tracy, Robert
Ryan, Lee Marvin, Ernest Borgnine, and
Anne “Beauty Mark" Francis (1955,
Fri., July 29, 2:30 pm. and Sun., July 31,
5 pm.); Love Me Or Leave Me, starring an
uncharacteristically tough Doris Day
and a characteristically tough James
Cagney as '20s thrush Ruth Etting and
her abusive, syndicate-connected mana-
ger-lover (1955, Tues., Aug. 16, 6 pm. and
Fri., Aug 19, 2:30 pm.); and the underap-
preciated, kick-you-in-the-guts musical
Perinies From Heaven, which boasts As-
taire/Rogers-level dancing by Steve Mar-
tin and Bernadette Peters, Christopher
Walken's tap striptease, the return to
MGM musicals of the brilliant dancer

NEW YORK NATIVE
July 11, 1994
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ARCHIVES
Tommy Rall (Seven Brides For Seven
Brothers, Kiss Me, Kate), and Gordon Wil-
lis's (The Godfather, Manhattan) knock-
out cinematography (1981, Thurs., Sept.
8, Sat., Sept. 10, 6 p.m.). For those who
have never seen this stuff in all its big-
screen glory, a}reatisinstore. ... The
current Variety's “Buzz” column has
more news about New Line's proposed re-
make of The Women, produced by and
starring Julia Roberts and Meg Ryan in
the respective goodgirl/badgirl roles es-
sayed in 1939 by Norma Shearer and
Joan Crawford. According to the piece,
the leading contenders to write the script
are Diane English (Murphy Brown),
Douglas Carter Beane, who authored the
soon-to-shoot drag comedy To Wong Foo,
Thanks For Everything Julie Newmar,
and openly gay playwright (Jeffrey, Na-
ked Truth)screenwriter (Addams Family
Values) Paul Rudnick. In my opinion,
whoever can avoid making Claire Booth
Luce's '30s characters—a gratingly naive
Park Avenue housewife and her circle of
bare-fanged social butterflies—into cari-
catures likely to be booed off '90s movie
screens deserves not only the job, but a
medal, ... Upper West Siders, take
note: Among the highlights of the Sym-
phony Space Summer Foreign Film Fes-
tival '94, which kicks off on July 7 and
rans through the end of the month, are
James Ivory’s lush rendition of E.M. For-
ster's Maurice (1987, Fri., July 8, 6:30
p.m.); the “noodle eastern"™as opposed to
a “spaghetti western-Tampopo by Juzo
Itami (1986, Sat., July 16, 6:45 pm.), Neil
Jordan's lovely The Miracle, with Beverly
D'Angelo (1991, Thur, July 21, T:15
p.m.); Luchino Visconti's Death in Venice,
a movie about ladies’ hats (1971, Fri.,
July 22, 6:30 p.m.); and Nicolas Roeg’s
mysterious outback drama Walkabout
(1971, Fri., July 29;7:15 pm.). All these
movies are. followed by equally presti-
gious second features, with a—cheap,
these days—$6 pricetag. < - W

¢
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~ By Mary Lea Bandy

ne afternoon at the 2002 Cannes
Film Festival, as the lights came
# on in the vast Salle Lumiere after
the screening of “Bowling for Colum-
bine,” T stood and started for the exit.
There was no way I could leave, however,
for a thousand people stood with me to
cheer the director, Michael Moore, clap-
ping in that steady rhythm that means a
-good, long ovation.
" Theresponse wasnot merely a French au-
dience’s reaction to a seemingly anti-Ameri-
can film, though many viewers thought so
‘at the time, Moore had touched a collective
ne had made a brave if, as New
York critics felt, flawed work on the subject of gun con-
‘trol, reaching out to viewers at both ends of the political
spectrum, conservativesand liberals alike, cheerilyirri-
tating a good many Americans, of course, and filling
movie theaters for months across the United States.
This spring Moore earned an Academy Award for
‘best documentary feature, a rare feat for a
documentary about pop culture for
popular consumption. But
“Bowling for Columbine” is not
_the only recent documentary to
‘have done so0 well; today the form
is more popular than ever.

“Capturing the Friedmans® has cap-
tured our attention and is thriving in its
‘commercial run in theaters, as are ‘Spell-
bound,” a documentary about the 1999 Nation-
al Spelling Bee for elementary school kids, and
‘“Winged Migration,” which tracks the long-haul

ducks and geese and grebes to and from
¢. In the fall, we anticipate the HBO air-
1 theatrical distribution of “My Architect,”

) secret “lives” of one of 20th-century
America’s most eminent masters of form and

¥ M " !ml‘

: Wi:’cﬁtt:'oﬁu};'ﬁé’a"m are we 5o eager for such mov-
wg? documentary fascinates because it is a
hybrid form, blending historical footage, new
{on-site footage, narratives of spoken and writ-
ten accounts, often with new interviews edited into a
presentation or interpretation of a “true” happening
or “real” situation. Cx
" At a time when so-called reality telewht:mt_: 2&3 be-
e the rage, savvy audiences are eager to see how so-
{p:?iti%ﬁcn.tadagiim mv;kyern unbridled to TVs time and pro-
gramming constraints bring style and wit and pace to
their documentaries, how they get inside the hearts and
minds of their subjects, how they manipulate or seduce
viewers through voice and image and music, And, un-
like the old days of moviemalsing, it is a whole lot easier
to.do so with inexpensive, portable video cameras that
can capture a sense of the vibrancy of the old n_ewa:eel
and set the tone of “vou are there as it is happening.

Shooting on film may still be preferable in terms of

cial depth and rich beauty of color or black and
‘white, but film stock is expensive, as are crews who
need to be housed and fed on their travels and paid
their fees, By using video, documentary m_nkcps can
get a lot done without having all their funding in
place; importantly, they can pursue their own stories
rather than wait for a client to commission a work for
hire.

Capture
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d by the Friedmans

Clockwise fram left: Scenes
fram "Bowling for Columbine,
"Fast, Cheap and Dut of

‘trol,” “Spelibound,” “Capturing
- the Friedmans” and “Winged
[ Migration™
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Suddenly popular,
‘new docs’ have us
looking at ourselves.

At the same time, television producers such as
PBS, HBO, MTV and other broadcasters and cable-
casters, which can provide the necessary funding, in-
creagingly are seeking short and feature-length fare
for audiences hungry for visual history lessons, The
documentary can be shown on TV and then made
available to the home video murket, thus enabling
quick and worldwide distribution. Years after major
TV networks shut down their documentary units be-
cause they couldn't draw large enough audiences to
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Jjustify their expense, there is now o way for a docu-
mentary to be marketed far more widely. In theaters,
the demand and murket are growing, with hundreds
of film and media festivals all needing new programs
on a never-ending basis.

Curiosity long has driven humanity to try to under-
stand or comfortitself, butin imes of stress and disloca-
tion such as our own; people tend to turn to ways to feel
connected to world events, to share and try to get a
grasp on what is happening, and “reality” can seem an
especially appealing genre.,

People will be drawn to films like Michael Moore’s,
such as his 1989 shocker about General Motors,
“Roger and Me" and “Bowling for Columbine,” which
esszentially are works of propaganda, erusading piec-
es meant to reveal, expose, shock and persuade view-
ers to see certain situations and trends more clearly
in hopes that reforms may follow, for example,
K-Mart's decision to cease the sale of bullets.

On a more private subject, we have “Capturing the
Friedmans," by Andrew Jarecki, which gives a voyeuris-
tic look at a set of Long Island relatives in a family
where the father and a son were charged in 1987 with
committing sexual abuse on boys. In 1973, the contro-
versial 12-hour series “An American Family,” on PBS,
daringly showed what dysfunctional home life was all
about, filming it as it occurred. Jarecki's film takes the
audience a step further, capturing the Friedmans' lives

through the images they
took of themselves; we be-
come voyeurs watching
the voyeurs, fascinated
as we are repelled, ques-
tioning or condemning
as we grasp more and
more points of wview
about what might or
mightnot have oceurred.
Propaganda and con-
trasting points of view
can create substantive
debate, in whatever
written or visual form.
Long before movies, the
novel presented to the
people fictionalized ver-
sions of horrifically
“real” situations and po-
litically touchy points
of view. Harriet Beech-
er Stowe's anti-slavery
novel, “Uncle Tom's
Cabin,” for example,
was published in 1852
and reached millions of
readers in the United
States and England,
causing bitter debate In
the years leading to the Civil

War.

A half-century later, the newly
invented motion picture could
perform the same task, with an
audience potential in the bil-
lions, The French named their
early travel fAlms dooumen-

taires, and by the mld-lﬁ':!l}s

the yisionary artist Robert Fla-
herty's films, such as his com-
mercially successful portrayal

of Tnuit people in “Nanook of

the North" (1922), were la-
heled documentaries. It didn't
matter that Flaherty had “recon-
tructed” the events in the lives of
Nanook and his people, here was a
new way of presenting reality and

the public ate 1t up.

In Eurvpe, America and the So-
viet Union, documentaries flourished, often spon-
sored by governments, to reveal social and political
concerns in the 1920s and '30s. Trained cameramen
and amateur photographers among military person-
nel created powerful documentaries throughout
World War II, using the newsreel format to bring
footage quickly to audiences daily and weekly. In the
postwar vears, of course, television became the popu-
lar means of distribution of news and coverage of live
events,

During the miserable years of the war in Vietnam,
however, many of us learned to hate watching live re-
ports of the carnage. We turned with relief to “An
American Family,” which mesmerized us even as it
put off many who found it manipulative and intru-
sive, and to other daring and perceptive films on the
Vietnam War, the Cold War, civil rights, student pro-
tests, governmental and corporate chicanery. But
overall, fiction television was far more popular.

umprto the 1990s, and the geniuses of the PBS
serial documentaries, the brothers Ken and Ric
Burns, whose hugely popular “The Civil War®
would be followed by series on baseball, the West,
Frank Lloyd Wright, New York City, and so on — rel-
atively uncontroversial, historical films whose
spin-off books and home videos ensured the continua-
tion of the history text in easily accessible forms.
But today, in a more tense and uncertain time,
there is an explosion of “new docs,” as we like to call
them, riskier films that are sufficiently annoying,
challenging and entertaining to ensure their place be-
gide the novel, the newspaper and the TV news.
Whether about tragedy or folly, birds or birdbrains,
geniuses or miscreants, these films offer an
open-ended and much welcome look at ourselves.
Films like “Blue Vinyl" or “Fast Cheap & Out of Con-
trol” or “Garlic Is As Good As Ten Mothers” are as
good as their titles,

Film, Department of 1/2
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Transcript

DATE December 4, 2003
TIME 12:00-2:00 PM
STATION WNYC-FM Radio
LOCATION New York City
PROGRAM Leonard Lopate

LEONARD LOPATE, host:

Harold Ramis’ film "Groundhog Day" cpens a new £ilm
program presented by MOMA Film at the Gramercy Theater
tonight. 1It’s not a sexies dedicated to Bill Murray or to
comedies, though. According to its curators, it’s 31
films that deal with issues of latent spirituality.

If you’'re wondering how God figuree into a tale about a man
who repeats the same day over and cver again until he can
win the heart of Andie McDowell, well, those curators, Mary
Lea Bandy the chief curator at MOMA‘s Department of Film
and Media, and Antonio Monda, £ilm prefessor at NYU, join
me now to explain. I'm very pleased to welcome them here
to discuss "Hidden God: Film and Faith." Hi.

Ms. MARY LEA BANDY (MOMA Film Curater): Hi.
Mr. ANTONIO MONDA (NYU Film Professor): Hi.

LOPATE: Now these films go back as far as 15, what is it,
297 Ag recent as 1999, But you havern't chosen to include
any films about the life of Jesus or any overtly religious

themes. Why not?

Ms. BANDY: I got an idez for the show many years ago and
Tony and I partnered in figuring it out. When a Bresson
retrospective, Robasrt Bresson retrospective was held at
MOMA about eight or nine years age, I was watching “"Qazar
"Bathazar" (Sp.) and "Muchette" (Sp.), two of his--

LOPATE: Most depressing movies ever made.

Ms. BANDY: Most depreasing, but I was very moved by them.
I thought this is guite interesting.

£ 4 Vitdho TV & Sk & LIP APNE NEZTONT E01 MY et ALANIE WME Hffen,
Wytorial sappfed by VS may el b vTed fr dnteen 3 review, Jnayss o HISRINER L7 MLtcatn, o hroavesst o guble dinplay fov pronit 1 feebisden ang may vialite cepyeiphe Ow

Videa Menitoring Services of America, LP
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LOPATE: They're both mastexpieces.

Ms. BANDY: But God is hidden or absent from these movies.
He has failed mankind. He is not there. He has failed and
there’s a spiritual chord to these moviezs, but it’'s about
the lack of God, the absence of God.

LOPATE: But Bresson 2 religious Catholic, a committed
Catholic.

Ms. BANDY: Very.

LOPATE: So he was always thinking about religiocus things.
But was Harold Ramis thinking about the absence of God in
“Groundhog Day?"

Ms. BANDY: I think so. Antonioc?

Mr. MONDA: Yes. More than winning Andie McDowell‘s heart,
I cthink he‘s trying to win his own heart. The idea of the
film is he cannot move, he cannot progress, he cannct livae
life or leave unless he learns how to love. It's a very
basic, impressive, desp message. And I think yes, he was
thinking of God.

LOPATE: He could have been thinking of Buddhism because
this is kind of a reincarnation theme here, isn’‘t there?

Ms. BANDY: Well, we’re not thinking of any particular Ged
in this show. This is the idea of God, but not a Ged.

LOPATE: You say the advent of scund in the 13203 led to
an increase in the frequency of movies with more hidden
religious themes. Why is that?

Ms. BANDY: Well, many films that had been made in the
early years in cinema, in the teenes were films of overtly
religious topics. The story of Jesus, the stcry of the
Virgin Mary or the saints and martyrs. I den’'t think it's
a direct consequence of sound in films, but in the late
*30s on the cusp of Werld War II and subsequently, a numbexr
of filmmakers who did think deeply about spiritual issues,
whether they were Catholic or Russian or Japanese or
whatever, lamented in this brutal period in the 20th
century the lack of spiritual cohesion. And so this show
is exploring the idea of God in any country.

1L.OPATE: In fact, all over the world here.

Ms. BANDY: All over the world.
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LOPATE: But I would say that the ones from Hollywood are
less likely to immediately make us think about hidden gods
as some of the ones from Europe. The Carl Dreyer films,
Roberto Rosselini, some of the other cones you have here,
Erich Rohmer.

Ms. BANDY: This is Antonio’s great push on the show. His
contribution that I like so much was to bring us up to the
moment. You should speak, Tony.

Mr. MONDA: Yea. There are several films that are pure
Hollywecod. Think of "Close Encounters of the Third Kind."
A great hit, a great filmmaker. But if you read carefully
the film, it’s about someone who comes from heaven and
changes forever your life. But you can watch the film in
many different ways. You can enjoy it as science fiction.
And going back to another Hellywcod film or at least
produced by a great studio, New Line’s "Magnolia," directed
by Paul Thomas Andersen, is a film that ends with something
that comes directly from the Bible, from the Book of
Exodus.

LOPATE: A miracle.
Mr. MONDA: Yes.
LOPATE: One of the plagues.

My. MONDA: One of the plagues. What he’s telling us and
why he’s talking to us in such a symbolic, metaphoric,
hidden way.

LOPATE: In that case, it had to be a very conacious thing.
Do you think all of these hidden gods were conscious as far
as the filmmzkers were concerned?

Ms. BANDY: I think they were conscicus on the part of the
screenwritey, either the novel or the source, and the
f£ilmmaker has interpreted it as variously as he sees fit.
The screenplay of "Unforgiven' was filmed vexy precisely.

LOPATE: Well, Clint Eastwoed always £ilms the screenplay
precisely.

Ms. BANDY: Well, in this screenplay are these ideas and,
of course, Clint can be-- take a pessimistic view. But the
zmbivalences in a film like "Unforgiven," the lack of any
guiding Ged, I think that he brings that out in his own
way. But yes, I think he’s very conscicus of it.

Mr. MONDA: Going back to "Magnolia," when the film was

Film, Department of 1/2
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presented here in New York, a journalist from the New York
Times Magazine asked him, "Are you Catholic? Do vou go to
confession? Do you speak with a priest?" He said, "Didn‘t
you watch my film? That’e my confession, the last three
hours." So is it hidden or not?

LOPATE: But can’'t we say that most films worth seeing have
some element or othexr that could be considered religious or
spiritual? Can't any good story about redemption cor the
power of love or good and evil or moral dilemmas, any sert
of big questions, including the absence of God, be called
religious?

Ms. BANDY: Well, I call them films about faith. I think
yes, there are so many films that could be tied teo this
theme that we, in fact, thought about doing an encyclopedia
because I think it is one of the most important threads
throughout filmmaking of the 20th century. But we decided
to simply touch on a number of ones that we hope would
raise exactly the guestions that you're bringing up tedey.

LOPATE: A couple of them I have to ask you about because
most of them I really can see the connection. But you've
included Louis Brunel, who was a self-proclaimed atheist.
Go ahead.

Mr. MONDA: But he used to say, "I'm an atheist. I’m CGod.
"So you cannot escape from that. This is one of several
messages that we are trying to deal with.

Ms. BANDY: Well, I think a filmmaker like Brunel may feel
that he has lost God himself. He'’s lost his own spiritual
faith. And if a filmmaker injects himself in his
filmmaking, if he injects his own questions and searches
and desires, then it follows very clearly that Brunel would
make films about the loss of faith.

LOPATE: Well, "Simon of the Desert" is almdst a parody of
religious faith.

Mr. MONDA: Yes. Absolutely.

LOPATE: The one that I found hardest to explain was "Bad
Lieutenant," Rbel Ferrara's film with Harvey Keitel. I can
see it in a series of really mean-spirited movies, but
that’s the only spirit that I can find in it,

Mr. MONDA: When you see him in the film, it’s like a
scream of blasphemy that Job has when he loses or he thinks
he has lost everyone, his children, hie family, and he
starts screaming at God. In my opinion, that’s a prayer.

Film, Department of 1/2
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It's not a blasphemy, and that’s the way I loock at "Bad
Lieutenant."

Ms. BANDY: That is the story of Job.

Mr. MONDA: Yeah, Job.

Ms. BRANDY: Who loses everything and curses God.

Ms. MONDA: His curse is a prayer. It’s not a blasphemy.

LOPATE: Some of these films are being seen for the first
time in a long time and it’1ll give people a chance to see
nThe Miracle," which was one of the most controversial
films when it was released. When I saw it some years ago,
I wondered what was the big stink about? This is just a
beautiful film and I would think that the Catholic Church
would have been thrilled by Rosselini’s f£ilm. Did they
just see it too literally and miss the point, do you think?

Mr. MONDA: I believe so, but we must say that inside the
Cathelic Church now, you will f£ind a lot of fans, admirers
of the film. The way I see the film, and I den’t know if
Mary Lea agrees with me, that Anna Magnani, the woman who
is pregnant and believes that St. Joseph, the shepherd
portrayed by Fellini, as you remember--

LOPATE: She’s a very simple woman.

Myr. MONDA: Yes, a simple-minded woman who believes that
thie man, who is clearly raping her, is St. Joseph.
Therefore, she’'s carrying Jesus. The way I loock at this
£ilm is that she's right. She is carrying Jesus because
every child is Jesus. I don’t know if you agree. Maxy
Lea?

Ms. BANDY: I don’t think I do agree, but that’s one of
the marvelous aspects of this project is that we've invited
so many writers, scholars to give their wviews without oux
having to all have the same views. And it's a real
experiment for us to present multiple points of view
because that’s certainly what faith is. Faith has many

multiple senses for different pecple.

LOPATE: Ancther director who people don't see often, but
you’xe giving them an opportunity to see two masterpiece by
is Carl Dreyer, the Danish filmmaker. Now 1s he just too
hard for pecple? Is his vision too stringent for most

filmgoera?

Mr. MONDA: In a sense, yes. He is a man wao is in terms

Film, Department of 1/2
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of show is not exactly generous., He goes directly to the
point. He’s austere, severe, and extremely simple. But at
the same time, he‘s one of the closest axrtists that I‘ve
ever seen in terms of filmmaking teo what a great religious
vision was and he is still.

LOPATE: He wanted to make a film of Jesus that never got
the ground.

Mx. MONDA: Yes.

Ms. BANDY: I think something that happens in all museums
is we think we’ve shown that director, done that, so we’'xre
not going to do it again for awhile. And my colleague Jeta
Jensen (Sp.) did such a wonderful Dreyer retrospective
vears ago that we thought we covered that. There is now,
in fact, in Tokyo a major Dreyer retrospective that’s been
very popular in Tokyo. And it's really more, I think, the
guestion that we are conatantly showing new people and
Sometimes we forget. But he is a joy to rediscover for
people, just as Bresson was for me years ago, just as
Rosselini is.

LOPATE: Or Misaguchi.

Ms. B2ANDY: Or Misaguchi. So it's more, I think, 2
practical issue than a philosophical one.

Mr. MONDA: What I particularly like about this series is
that we were able to put together these names with other
names that are unexpected, such as Harcld Ramis or 3teve
Spielberg and many, many cthers.

LOPATE: "Mystic River" cculd have been in this series
just as well.

Ms. MONDA: Definitely.

1OPATE: I'm starting to see links between those films and
some kind of a mcre religious side to Clint Eastwoed than I
aver thought there was. There’s & bock coming out as well?

Ms. BARNDY: VYes. The pook is called "The Hidden Gogd:
Film and Faith," published by the Museum of Modern Art.
And it’s a collection of 50 essays.

LODATE: You asked different pecple to come up with ideas?

Ms. BANDY: We invited many of our colleagues: critics,
scholars, writers. Carlos Fuentes, Martin Scoxsese,

Terrence Davies.
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LOPATE: Stan Brackage (8p.).

Ms. BANDY: Stan Brackage, P. Adam Sidney (Sp.),
Professor at Princeton, who teaches a course con religion
and cinema, has written for the book. Filmmaker Nick
Dorskey (Sp.) has written a beautiful piece that ends the
book called "Devotional Cinema From Dreyer to the Present.!
And we asked everyone to write roughly 3,000 words omn a
particular film so that we would have many diffexrent
voices.

LOPATE: And yocu let them choose the £ilm?

Ms. BANDY: Yes. We made up a list, but people
substituted their own suggestions and it's arrange
chronologically. There is no one point that we're making.
It’'s many different voices.

LOPATE: Was there a lot of diversity or did the same point
get made moxre than once?

Ms. BANDY: Both, I would say.
My. MONDA: Yes. I agree.

Ms. BANDY: Most people chose to write about "Groundhog
Day" and "Unforgiven" than any other f£ilm, but more films
by Rosselini are in the book than by any cther directox.

Mr. MONDA: I think the seccnd one is Bergmazn, but
Rosselini is the one everybocdy wants.

LOPATE: I think that in some cases, it gets you thinking
about other films by the same directors. Foxr example,
"Clase Encounters’ then gets you thinking abocut the Hidden
God in "Schindler's List" or "Saving Private Ryan."

Mr. MONDA: In the book, we have an essay by Stan Brackage
on "AI." Personally, I would have chesen instead of YClose
Encounters" and "AI" "Amistad." If vou remember the story,
you have the discovery of Christ by these slaves, this
group of slaves. But the film is not about Christ. It's

=bout the horror of slavery.

LOPATE: So the series starts with "Groundhog Day." You
obviously were making some kind of peint by starting it

with that.

Ms. BANDY: We thought that it would puzzle and get
artention from pecple. Why are you showing "Groundhog

Film, Department of 1/2
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Day?" which, in fact, is the film that so many writers felt
strongly fit into this. 2And then that's tonight. And
tomorrow we take a more traditional route, so to speak, by
showing Dreyer's "Oxdet," "The Woxd," Exrich Rohmer’s "The
Green Ray," and my personal favorite, Gabriel Axel’s
"Babette’s Feast."

LOPATE: I was lucky enough to eat "Babette’s Feast" when
the £ilm came out.

Ms. BANDY: You did.

LOPATE: I'll remember that meal the rest of my life.

Ms. BANDY: At the caviar restaurant?

LOPATE: At Petrossian.

Ms. BANDY: Petrossian. How fabulcus.

LOPATE: If you would like more information about this
series after you go to dinmer, go to www.moma.org. And if
you want to buy tickets, call 212-777-4900. Meanwhile, the

Gramercy Theater is only showing films in connection with
the Museum of Modern Art until MOMA moves back from Queens?

Ms. BANDY: That’s correct.

LOPATE: 2and it’s a wonderful theater. So you must be very
pleased.

Ms. BANDY: We love it.

LOPATE: And we thank you so much for being with us. Maxy
Lea Bandy and Antonio Monda. We’ve been calking about a
series that starts today, right, at the MOMA Gramercy,
"Hidden God: Film and Faich."

# % #
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This post was written by Nancy Lazarus, consultant and new contributor to
PRNewser.

New York's Museum of Modern Art (MoMA) has become a venue of choice for
movie premieres and benefits in recent years. Rolling out the red carpet is a
major transformation for the museum, whose prior events had been limited to
staid black tie affairs for their art exhibit openings.

That changed after the museum's renovation, when they hired new staff to
oversee special programming and events. The museum's communications,
special programming and events staff spoke at PRSA New York's panel on

experiential marketing and buzz-worthy events held at MoMA on Thursday
evening.

ies would be a good
2nas have even

Since MoMA has a film department they decide
vehicle to promote the museum. In certain cas
been filmed there, such as Sex and the City
premieres, they are lively evenings, complete w
plenty of tweeting.

he museum h
parazzl, parties and

Our Blog Network

PRNewser Editors

Joe Ciarallo
Jason Chupick

Now On
mediabistro

JOB LISTIN(

Featured Listin

PR _Account
DRirector/Account
Supervisor
Exposure US

New York, NY

Editorial

Mobile Marketer
New York, NY
Market

THE WEEK magazine
New York, NY

Manager of Marke
and Business




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Film, Department of 1/2

Collection:

Series.Folder:

The Museum of Modern Art Archives, NY APF

Ft1l‘|, DGPAI‘M*' of

:;:cufdmg to Nicholas Apps, Director of Special Programming and Events at
, oh_"IA, the museum has ;everal raw spaces that can be transformed to any
esired theme, and special attention Is paid to the design elements, For the

premiere of "It's Complicated," the California caterer where Meryl Streep's
character worked was re-created for the event.

Sometimes thg museum tones it down and sticks to more casual, subdued
themes, especially this year in response to the recession,
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he Museum of Modern Art Film Library in collaboration with

the New York Film Council presents

PROSPECTS FOR THE FILM

An inquiry into Films of Fact
Monday evenings, October 21, 28 and November 4
The Museum Auditorium, 8:30 P.M.

The purpose of the series is to review the creative aspects of films of fact,
and to speculate on future prospects for the medium. Each evening will
begin with screenings of selected films, after which a distinguished panel
of producers, directors, cameramen, editors, writers and artists will explore
such areas as: Have we lived up to the creative promise of the earlier
sponsored films? How do sponsors” demands influence the subject treat-
ment? What are the opportunities for new development? Are the roles of
the journalistic film and the propaganda film changing? What are the spe-
cial demands of TV? Will TV commercials stimulate new technigues? What
is the role of artistic experiment in the future of the medium?

Excerpts of films will illustrate the inguiry, and a screening of one of the
best current films will conclude each evening.

PROGRAMS
OCTOBER 21 THE SPONSORED FILM — PROGRAM [
Panelists:  F. R. Crawley Joseph March
Judith Crawley Sidney Meyers
Boris Kaufman
Moderator: Paul Falkenberg
OCTOBER 28 THE PROPAGANDA AND THE JOURNALISTIC FILM — PROGRAM II
Panelists:  Frank Capra eheute permining)  15aa¢ Kleinerman
Irving Gitlin Lothar Wolff
Moderator: Richard Griffith
NOVEMBER 4  ARTISTS AND FILM — ANIMATION AND EXPERIMENT — PROGRAM 11
Panelists:  Stephen Bosustow Len Lye
James Davis Norman McLaren
John Hubley Robert Oshorn
Phillip Stapp
Moderator:  Allon Schoener

Requests for Scries tickets
will be given preference

$5.00 Series admission
$2.00 Single admission

To members of the Musewmn of
Modern Art and the New York
Film Council:

$3.75 Series admission
$1.50 Single admission

For additional program infor
mation please call C1 55900
Ext. 816

THE MUSEUM OF MODERN ART 11 W.535t, New York 19, N. Y.

Enclosed please find check for § for which send me
tickets for:
SERIES [

Program 1 [

I am a member of
The Museum of Modern Art [

I am a member of

Program 11
Bl the New York Film Couneil

Program 11

Name
Adedress

Checks should be made payable to the Museum of Modern Art,
andd adidressed to the attention of the Film Library. Applications
il fillesl in ovder of receipt

ilm, Department of 1/2
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Digitizing Warhol’s Film Trove to Save It

By RANDY KENNEDY AUG. 13, 2014

Andy Warhol wrote lovingly of his ever-present tape recorder. (“My tape
recorder and I have been married for 10 years now. When I say ‘we,’ I
mean my tape recorder and me.”) But for almost a decade beginning in the
1960s, his real boon companions seemed to be his 16-millimeter film
cameras, which he used to record hundreds of reels, many of which are
still little known even among scholars because of the fragility of the film
and the scarcity of projectors to show them on.

Now the Andy Warhol Museum in Pittsburgh and the Museum of
Modern Art, which holds Warhol'’s film archives, are beginning a project to
digitize the materials, almost 1,000 rolls, a vast undertaking that curators
and historians hope will, for the first time, put Warhol's film work on a par
with his painting, his sculpture and the Delphic public persona that
became one of his greatest works. It will be MoMA's largest effort to
digitize the work of a single artist in its collection.

Patrick Moore, the Warhol Museum'’s deputy director and a curator of
the digitization project, said that the goal was, finally, to integrate
Warhol’s film work fully into his career. “I think the art world in
particular, and hopefully the culture as a whole, will come to feel the way
we do,” Mr. Moore said, “which is that the films are every bit as significant
and revolutionary as Warhol’s paintings.”

wWarhol began using his first film camera, a 16-millimeter Bolex, in
1963. He spent more than two years shooting what became known as the
«“gereen Tests,” hundreds of short filmed portraits of celebrities, fellow

bt Awen nw,,‘_,_.,_u,,..-'zu14;(]&-‘]-1;&t:;.-zk::.m||.-'.J||i|l|.-:|ru_} warhols-filme trove-to-save-iLhimi Tpartiner=burrallesluced_r=1
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artists, acquaintances and members of his inner circle, like Lou Reed and
the socialite Edie Sedgwick, before moving on to longer, more narrative
pieces. He made some 600 films of varying lengths, but only about a tenth
of those have been available in 16-millimeter prints through the Museum
of Modern Art.

While a few of Warhol's movies are well known — among them, the
feature-length “Chelsea Girls” from 1966 and “Empire” from 1964, a
single-shot “antifilm” showing the Empire State Building for eight hours —
the great majority have not been shown for years or have been available
only through bootlegs of varying quality. Several years before Warhol’s
death in 1987, the Museum of Modern Art and the Whitney Museum of
American Art joined forces to preserve and study the films, which often use
the movie screen as a static canvas, a confessional or a window onto the
seeming banality of everyday life. But the films’ visibility, even in the art
world, increased only up to a point.

“A lot of people feel like they know Warhol’s films but only because
they've read about them,” said Mr. Moore. “Fewer and fewer people have
the ability to show 16 millimeter.”

Frame-by-frame transfer of the films, which is expected to take
several years, will begin this month and be conducted by MPC, an Oscar-
winning visual-effects company that is donating its time and services to the
project.

(In connection with the project, a few pieces of unseen film will make
their way into theaters well before the transfers are completed. “Exposed:
Songs for Unseen Warhol Films,” a project commissioned by the Warhol
Museum, the Brooklyn Academy of Music and the Centers for the Art of
Performance at the University of California, Los Angeles, will screen digital
copies of 15 never-before-shown films in October and November, along
with newly conceived, live musical accompaniment by musicians,
including Tom Verlaine, Dean Wareham and Eleanor Friedberger.)

Film purists will undoubtedly mourn the migration to digital. In a
review of “Andy Warhol: Motion Pictures,” a show of part of Warhol’s film

nﬂp;;‘_ﬂw_nwm.cwmm'rm'"”""55'"~5*‘*'".4"-"""i""‘-"“-] -warhols- film-trove- to-save-iLhimi Ppartner=burrellesluce&_r=1
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work at the Museum of Modern Art in 2010, Ken Johnson complained in
The New York Times that seeing Warhol films digitally was “like seeing a
movie on television, and that casts in doubt their status as works of art.”

Rajendra Roy, the chief film curator at the Museum of Modern Art
and a self-described “unexpected analog guy,” agreed, saying that the right
way to see Warhol’s films should always be on film, in part because he
helped revolutionize the medium by upending or undermining so many of
the conventions of moviemaking.

“I get really grumpy sometimes when things can’t be shown on film,
but that said, these will become inaccessible very quickly if we don’t
digitize them,” he said. “There are still many discoveries to be made, and
that’s the exciting part of this project. Folks are looking at work in boxes of
some of Andy’s film that probably hasn’t been seen since he shot it.”

Warhol documented so much of the New York art world of the 1960s
that the films could also fill in crucial art-historical gaps about who was
doing what, when and where. But curators hope that a more important
benefit will be an awareness of how, long before phone cameras brought
the quotidian and the personal fully into the realm of media, Warhol was
already forging his own kind of YouTube. (He once deadpanned in an
interview: “I think any camera that takes a picture, it comes out all right.”)

“He filmed everything around him,” said Geralyn Huxley, a curator of
film and video at the Warhol Museum. “He went to people’s houses and
filmed the dinners. He was basically a workaholic and the amount of film
is unbelievable.”

But she added: “For all of the film out there, there’s very little of
Warhol himself in any of it, actually. You get the sense that he didn’t really
like to see himself on camera.”

A version of this article appears in print on August 14, 2014, on page C1 of the New York edition
with the headline: Digitizing Warhol's Film Trove to Save It.

© 2014 The New York Times Company

g nytimes. comi2014/08/14/ar ts/desigrvdigitizing-warhols-fil m-trove- to-save-it.htmi Tpariner=burrellesluced,_r=1
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Note by Note, He Keeps
The Smt-l: ilm Era Alive

By VINCENT M.

Stuart Oderman, who has per-
formed alongside the likes of Ru-
dolph Valentino and Charlie
Chabplin, leaned against a piano at
the Museum of Modern Art and
reminisced about some numbers
from the 1950s.

“The numbers were all written

Mr. Oderman in 1967 with the
actress Lillian Gish, who en-
couraged his piano playing.
bers, he would say, ‘That kid, he’s
got some real talent.’”™

By the time Mr. Oderman was
running numbers along Belmont
Avenue in Newark, where he
grew up, he had already devel-
oped another talent — at the key-
board.

“The mob guy I worked for
knew I had been taking piano les-
sons since | was a kid, and so he
would often let me play at a
neighborhood bar he owned”
said Mr. Oderman, 69. “I'd play
Sinatra song after Sinatra song,
and if I played ‘I'm in the Mood
for Love, that was a signal that
meant get out quick, something’s
not kosher."™

Mr. Oderman’s descent into the
underworld was halted at 14
thanks to a chance encounter
with — of all people — the actress
Lillian Gish at a showing of one of
her most famous movies, “Bro-
ken Blossoms,” and for the last
half century, he has been an ac-
companist and composer for si-
lent films. Now one of the few re-

maining masters of that almost-
lost art, he has written four books
related to the silent era, which he
cannot stop talking about.

“1 fell in love with silent films
at a very young age,” he said. “In
these films, there is a directness
and an honesty between actor
and audience, all done through
gestures and raw emotion, that
became a lost art when the talk-
ies began arriving in the late
1920s."

Mr. Oderman arrived at the

Roy and Niuta Titus Theater 1 at
the Modern on Feb., 5 to time the
score of a coming film. The bright
red seats were empty, but he still
wore a dark blue dinner jacket.
Before long, he was describing
that scene from 1954, the one that
turned his life around.

“1 cut school one day so that I
could come to this very theater to
watch ‘Broken Blossoms," he
said. “I was only 14 years old. I sit
in my seat, look to my left and
Ms. Gish is sitting right next to
me.

““You belong in school! she

said to me.

“We started talking, and 1 told
her that I loved silent movies and
that I would love to have a job
like Arthur Kleiner, who was the
silent film pianist here at that
time. Ms. Gish takes me right
over to Mr. Kleiner, who took me
under his wing and gave me pi-
ano lessons for the next two
years."

Mr. Oderman, who lives in East
Orange, N.J, with his wife, Janet
Sovey, enrolled at Newark State
College (now Kean University),
where he majored in English and

wrote about music and art for the
college newspaper. In his spare
time, he played piano “anywhere
to make a buck” he said —
“birthday parties, bar mitzvahs,
strip clubs, you name it."

During what he called “the
Dirty Dancing era,” he performed
alongside comedians like Henny
Youngman and Jack Carter in
what he described as “B-circuit
hotels” in the Catskills.

For far less money, or even no
money, he pursued his calling,
providing musical accompani-
ment for silent films at libraries
and museums, and eventually
writing scores for some of the
pictures, In 1968, Mr. Oderman
received a call from the Museum
of Modern Art. “They asked me
to come in and be the silent thea-
ler pianist,” he said. “It’s the one
Jjob I'had always wanted.”

The actress June Havoc, 96,
who appeared in silent pictures
as a child, sang Mr. Oderman’s
praises.

“I have always admired Stu-
art’s use of his considerable tal-
ents as a musician and a writer to
serve the art he loves — the art of
silent film,” Ms. Havoc, who lives
in Stamford, Conn., said through
a personal assistant.

Mr. Oderman, who was hon-
ored by the museum last month
for his 50 years of work with si-
lent pictures, will next perform at
the Brooklyn Public Library on
March 1, accompanying the 1923
film “The Extra Girl” starring
Mabel Normand.

Ken Gordon, a film curator
who heads the silent film pro-
gram at the library, called Mr.
Oderman “a torchbearer from
another era.”

“Most of the people who
starred in these silent movies are
gone,” Mr. Gordon said. “But
through his fine piano playing,
Stuart Oderman has kept their
work alive.”

A chance meeting
with Lillian Gish in a
movie theater leads
to a lifelong career.
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SPEAKING OUT: FILM AND VIDEO ABOUT AIDS

Titus Theater 2
December 3 and 4 at 3:00 p.m. and 6:00 p.m.
5 and 6 at 2:30 p.m. and 5:00 p.m.

Speaking Out: Film and Video about AIDS is a program of seventeen
works made by experimental film and videomakers who address
difficult-to-talk-about aspects of the AIDS crisis to ease fears
and clarify misconceptions. The works show that AIDS is not an
issue confined to '"risk" groups, but something that we all live
with. The works show how -- women, men, young adults, and
children -- are called upon to make responsible decisions in
their daily lives about protecting, educating, and caring for
each other. Some of the selections have been designed for specif-
ic audiences such as educating young adults, raising women's and
men's awareness, or communicating information to Latino communi-
ties in Spanish.

AIDS in the Barrio by Peter Biella and Frances Negron reveals the
multiplicity of viewpoints, range of knowledge, and families that
have been torn apart by AIDS in a Philadelphia Latino community.
Vida by Lourdes Portillo dramatizes the friendship of two women,
one who has AIDS and the other who is being pressured by her new
date, not to use condoms. Women and Children Last is the true
story of one woman who became infected with the AIDS virus
through intimate contact with her husband, after they were aware
of his contagion. She addresses her own denial about being
vulnerable, and how women do not evaluate the facts to protect
themselves. Feather of Hope by Canadian director Gil Cardinal
tells the story of a native Canadian who gains strength from
sharing his knowledge about being HIV Positive with others. Jim
Hubbard's The Dance tells the story of two men who use theater as
a source of healing and a means to communicate information about

AIDS.

Some works pay tribute to those who have died of AIDS. The
collaborative work by Greg Bordowitz, Jean Carlomusto, John
Greyson, and Catherine Saalfield, Ray Navarro Memorial Tape is
about how artist/activist Navarro touched the hearts of many.
Ruppert Gabriel's Rage and Desire draws upon the life and work of
an inspiring photographer.

Film, Department of 1/2
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ﬁgidmany. as depicted in Nino Rodriguez's sorrowful Identities,
musig aie insufficient to articulate the loss and grief. In RSVP,

1 Played across the time zones of Canada accentuates the loss
also felt deeply in Short Fuse. Some directors have passed awvay
from AIDS, but their compelling work is a powerful tool for
taking actign or to reflect on loved ones. Phil Zwickler was a
filmmaker, journalist, and founder of Realis Pictures who began
one of the first series of short films on AIDS, "Fear of Disclo-
sure". Needles and Nightmares is the first in the series.

Others tell moving personal stories of those living with AIDS;

those who are HIV positive, have AIDS, or have loved ones with

A;DS such as Vincent Grenier's Qut in the Garden and Marlon

Riggs, Non. je ne regrette rien. Bill Sherwood's 35 mm feature
length, Parting Glances, made in 1988 was one of the earlies
fllms to recognize the passing of friends, companions, and
overs.

Larry Kardish Barbara London Sally Berger

Program 1
Thursday, December 3, 3:00 p.m.
and Saturday, December 5, 5:00 p.m.

Warren Sonbert,Short Fuse. 1992. 37 minutes.
Ruppert Gabriel, Rage and Desire. 1992. 16 minutes.

Phil Zwickler, Needles and Nightmares. 1991. 10 minutes.
Jim Hubbard, The Dance. 16mm film. 1992. 8 minutes.
Vincent Grenier, Out in the Garden. 1991. 15 minutes.

Program 2
Friday, December 4, 3:00 p.m.
and Sunday, December 6, 5:00 p.m.

Laurie Lynd, RSVP (Canadian). 1991. 23 minutes.
Bill Sherwood, Parting Glances. 1986. 90 minutes.

Program 3

Thursday, December 3, 6:00 p.m.

saturday, December 5, 2:30 p.m. ‘

Marlon Riggs, Non, je ne regrette rien. 1991. 40 minutes.

Gil cardinal, Feather of Hope. 1991. 25 minutes.
Amber Hollibaugh and Gini Reticker, Women and Children Last.

1992. 13 minutes.
Greg Bordowitz, Jean Carlomusto, John Greyson, Catherine Saal-

field, Ray Navarro Memorial Tape. 1991. 10 minutes. Rafael

Film, Department of 1/2
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F;anca, Egelgde to an Announced Death. 1991. 5 minutes.
Nino Rodriguez, Identities. 1992. 7 minutes.

Program 4
Friday, December 4, 6:00 p.m.
Sunday, December 6, 2:30 p.m.

Peter Biella and Frances Negron, AIDS in the Barrio (Eso no me
pasa a mi). 1990. 30 minutes.

Gabrielle Micalles and Debbie Douglas, Another Love Story. 30
minutes.

Lourdes Portillo, Vida. 1990. 18 minutes.
Vivian Kleiman, My Body's My Business. 16 minutes.

Museum's video programs are made possib}e by grants from the
York State Council on the Arts, the Natlopal Endowment for
Arts, and the MacArthur Eoundation, and with the support of
Sony Corporation of America.
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gPezgggg Out: Film and Video about AIDS: November 22 — 1 December
r

This program will address how experimental/independent film and
videomakers haye been affected by and responded to the AIDS crisis.
Very persopal 1n approach, these works treat such subjects as the
1oss_of friends and loved ones, living with AIDS, and the fight for
public awareness and the protection of civil liberties. Included
are works by artists who have died of AIDS, acknowledging that they
are no longer with us to further express their creative visions;
who have tested positive and explicitly or implicitly address this
worldwide crisis in both form and content. This program is
organized by Jon Gartenberg, Stephen Harvey, and Barbara London.

Program 1
Friday, November 22, 3:00 p.m.; Tuesday, November 26, 6:00 p.m.

Red Hot and Blue. 1990. USA. Leigh Blake and John Carlin. 90
minutes.

Program 2
Friday, November 22, 6:00 p.m.; Thursday, November 28, 3:00 p.m.

Q;Angfg ﬁgir Ego. 1990. USA. Ellen Spiro. 29 minutes
Fighting in Southwest Louisiana. 1991. USA. Peter Friedman and

Jean-Francois Brunet. 28 minutes
Danny. 1987. USA. Stashu Kybartas. 20 minutes

Program 3
Saturday, November 23, 2:30 p.m.

Tongues Untied. 1989. USA. Marlon Riggs. 58 minutes
Untitled (for Arnie). 1989. USA. Mary Perillo and John Sanborn,

with Bill T. Jones. 10 minutes
Boys Life. 1989. USA. Phillip B. Roth. 10 minutes.
Song from an Angel. 1988. USA. David Weissman. 10 minutes

Program 4 .
Saturday, November 23, 5:00 p.m.; Friday, November 29, 3:00 p.m.

Together Alone. 1991. USA. P.J. Castellaneta. 87 minutes

Program 5 .
Sunday, November 24, 2:30 p.m.; Friday, November 29, 5:00 p.m.

Voices from the Front. 1991. USA. Testing the Limits Collective. 88
minutes.
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Program 6
Sunday, November 24, 5:00 p.m.; Saturday, November 30, 2:30 p.m.

Fear of Disclosure. 1989. USA. Phil Zwickler and David Wojnarowicz.
5 minutes
Two Marches. 1990. USA. Jim Hubbard. 8 minutes
The ADS Epidemic. 1987. canada. John Greyson. 5 minutes
Tainted Love. 1985. Great Britain. The Coil. 6 minutes
1969. Jerry Tartaglia. 1991. USA. 12 minutes
Stop the Church. 1990. USA. Robert Hilferty. 10 minutes
A Hard Reign's Gonna Fall. 1989. USA. Dean Lance. 6 minutes
e e t to Vision ogether. 1989. USA. Tom Kalin. 13
minutes

Program 7
Monday, November 25, 3:00 p.m.; Saturday, November 25, 5:00 p.m.

The Last of England. 1989. Great Britain. Derek Jarmen. 90 minutes

Program 8
Tuesday, November 26, 3:00 p.m.

Video Album 5. 1987. USA. George Kuchar. With Curt McDowell. 60
minutes.

Program 9
Sunday, December 1, 2:30 p.m.; Tuesday, December 3, 6:00 p.m.

Cory. 1991. United States. Nina Sobell. 6 minutes.
Meditations. 1990. United States. Sammy Cuchar. 3 minutes.
Sanctus. 1990. United States. Barbara Hammer. 19 minutes.
DHPG Mon Amour. United States. Carl George.

Viva Eu. 1989. Brazil. Tania Cypriano. 18min.

(IN) Visible Women. 1991. United States. Marina Alvarez and Ellen
Spiro. 26 minutes.

Program 10
sunday, December 1, 5:00 p.m.

Parting Glances. 1986. Bill Sherwood. 90 minutes.

Program 11
Monday, December 2, 3:00 p.m.; Tuesday, December 3, 3;00 p.m.

The Second Epidemic. 1991. Amber Hollibaugh in conjunction with
the New York City Commission on Human Rights. 58 minutes.

NS RT a
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Sperinq out: Film and Video about AIDS is a program of
twenty-eight works made by experimental film and videomakers.
These artists, active outside commercial production systems,
respond to the crisis with very personal voices, making powerful
statements about the impact of AIDS on the human condition and on
their own creative spirits. These film and videomakers confront
AIDS through a variety of styles ranging from music video (Red Hot
and Blue, The Ads Epidemic) to fiction/narrative (Parting Glances,
Together Alone). They have created new performance genres (Tongues
Untied, Untitled [for Arnie]), made autobiographical statements
(Boys' Life), and produced activist documentaries (Stop the Church)
and poetic essays (Sanctus, Video Album 5, and The Last of
England) .

The works presented here testify to the existence of AIDS in
all sectors of society. Predominantly, however, this debilitating
disease has struck people placed in marginalized and
disenfranchised positions. The knowledgeable voices of direct
experience have been relegated to the background as society hears
more and more rhetoric from the social, political, and medical
establishments. The personal statements featured in Speaking Out
draw attention to the need for action as much as they express the
artists' deeply felt reactions to a disease shadowed by fear,
rumor, misinformation, and sensationalism. Some of these works
deal with the trivialization of AIDS in the public eye or mourn
those who have died (Danny, Two Marches, Cory), and others
celebrate those persons with AIDS who strive to persevere against
great odds (DHPG Mon Amour, Fighting in Southwest Louisiana).
Still others call for direct action to bring the AIDS epidemic to
the forefront of public awareness (Stop the Church, DiAna's Hair
Ego). This series includes works by artists who have already died
of AIDS, and who will never again create their visions in film and
video. As we mourn their passing, we salute the creative legacy
they have left for future generations.

This year marks the third in which the Museum has participated
in Day Without Art, the nationwide commemoration of the experiences
of the arts community as the history of AIDS has unfolded. Events
include Projects: Space Without Art and Speaking out. Tpese are
complemented by a panel discussion on December 16 in conjunction
with the screening of Deep Dish Television's State of the Art: Art
of the State, part of a series on censorship. Panelists for Art
and State: Issues Around Censorship include Joy Silverman,
anthropologist Carole Vance, lawyer Mary Dorman, media lobbyist
Jeff Chester, and painter and photographer Juan Sanchez.

The Museum's film and video programs are made possible by
grants from the New vork State Council on the Arts and the National
Endowment for the Arts. The video program is also supported by the
sony Corporation of America.

Jon Gartenberg, Stephen Harvey, and Barbara London
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Speaking Out: Film and Video about AIDS
November 22 = December 3, 1991

Program 1
Friday, November 22, 3:00 p.m.; Tuesday, November 26, 6:00 p.m.

Red Hot and Blue. 1990. USA. Leigh Blake and John Carlin. 90
minutes.

Program 2
Friday, November 22, 6:00 p.m.; Thursday, November 28, 3:00 p.m.

D;ang's Hair Ego. 1990. USA. Ellen Spiro. 29 minutes
Fighting in Southwest Louisiana. 1991. USA. Peter Friedman and

Jean-Francois Brunet. 28 minutes
Danny. 1987. USA. Stashu Kybartas. 20 minutes

Program 3
Saturday, November 23, 2:30 p.m.

Tongues Untied. 1989. USA. Marlon Riggs. 58 minutes

Untitled (for Arnie). 1989. USA. Mary Perillo and John Sanborn,
with Bill T. Jones. 10 minutes

Boys Life. 1989. USA. Phillip B. Roth. 10 minutes.

Song from an Angel. 1988. USA. David Weissman. 10 minutes

Program 4
Saturday, November 23, 5:00 p.m.; Friday, November 29, 3:00 p.m.

Together Alone. 1991. USA. P.J. castellaneta. 87 minutes

Program 5 )
sunday, November 24, 2:30 p.m.; Friday, November 29, 5:00 p.m.

Voices from the Front. 1991. USA. Testing the Limits Collective. 88
minutes.

Program 6
sunday, November 24, 5:00 p.m.; Saturday, November 30, 2:30 p.m.

Fear of Disclosure. 1989. USA. Phil Zwickler and David Wojnarowicz.

5 minutes . ,
Two Marches. 1990. USA. Jim Hubbard. 8 minutes ;
The ADS Epidemic. 1987. Canada. John Greyson. 5 minutes

Tainted Love. 1985. Great Britain. The Coil. 6 minutes

1969. Jerry Tartaglia. 1991. USA. 12_minutes ;

Stop the Church. 1990. USA. Robert Hilferty. 10 minutes

A Hard Reign's Gonna Fall. 1989. USA. Dean Lance. 6 mlnuteg

They Are Lost to Vision Altogether. 1989. USA. Tom Kalin. 13

minutes
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Program 7
Monday, November 25, 3:00 p.m.; Saturday, November 25, 5:00 p.m.

e Last of England. 1989. Great Britain. Derek Jarmen. 90 minutes

Program 8
Tuesday, November 26, 3:00 p.m.

V;deo Album 5. 1987. USA. George Kuchar. With Curt McDowell. 60
minutes.

Program 9
Sunday, December 1, 2:30 p.m.; Tuesday, December 3, 6:00 p.m.

Cory. 1991. United states. Nina Sobell. 6 minutes.
Meditations. 1990. United States. Sammy Cucher. 3 minutes.
Sanctus. 1990. United States. Barbara Hammer. 19 minutes.

DHPG Mon Amour. United States. Carl George.

Viva Eu. 1989. Brazil. Tania Cypriano. 18min.

(IN) Visible Women. 1991. United States. Marina Alvarez and Ellen
Spiro. 26 minutes.

Program 10
Sunday, December 1, 5:00 p.m.

Parting Glances. 1986. Bill Sherwood. 90 minutes.

Program 11
Monday, December 2, 3:00 p.m.; Tuesday, December 3, 3;00 p.m.

The Second Epidemic. 1991. Amber Hollibaugh in conjunction with

the New York City Commission on Human Rights. 58 minutes.
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SPEAKING OUT: FILM AND VIDEO ABOUT AIDS

Titus Theater 2
December 3 and 4 at 3:00 p.m. and 6:00 p.m.
5 and 6 at 2:30 p.m. and 5:00 p.m.

Speaking Out: Film and Video about AIDS is a program of seventeen
works made by experimental film and videomakers who address
difficult-to-talk-about aspects of the AIDS crisis to ease fears
and clarify misconceptions. The works show that AIDS is not an
issue confined to "risk" groups, but something that we all live
with. The works show how -- women, men, young adults, and
children -- are called upon to make responsible decisions in
their daily lives about protecting, educating, and caring for
each other. Some of the selections have been designed for specif-
ic audiences such as educating young adults, raising women's and
men's awareness, or communicating information to Latino communi-
ties in Spanish.

AIDS in the Barrio by Peter Biella and Frances Negron reveals the
multiplicity of viewpoints, range of knowledge, and families that
have been torn apart by AIDS in a Philadelphia Latino community.
Vida by Lourdes Portillo dramatizes the friendship of two women,
one who has AIDS and the other who is being pressured by her new
date, not to use condoms. Women and Children Last is the true
story of one woman who became infected with the AIDS virus
through intimate contact with her husband, after they were aware
of his contagion. She addresses her own denial about being
vulnerable, and how women do not evaluate the facts to protect
themselves. Feather of Hope by Canadian director Gil Cardinal
tells the story of a native Canadian who gains strength from
sharing his knowledge about being HIV Positive with others. Jim
Hubbard's The Dance tells the story of two men who use theater as
a source of healing and a means to communicate information about

A?DS.

Some works pay tribute to those who have died of AIDS. The
collaborative work by Greg Bordowitz, Jean Carlomusyo, John .
Greyson, and Catherine Saalfield, Ray Navarro Memorial Tape is
about how artist/activist Navarro touched the hearts of many.
Ruppert Gabriel's Rage and Desire draws upon the life and work of

an inspiring photographer.

Film, Department of 1/2
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For many, as depicted in Nino Rodriguez's sorrowful Identities,
words are insufficient to articulate the loss and grief. In RSVP,
music played across the time zones of Canada accentuates the loss
also felt deeply in Short Fuse. Some directors have passed away
from AIDS, but their compelling work is a powerful tool for
taking action or to reflect on loved ones. Phil Zwickler was a
filmmaker, journalist, and founder of Realis Pictures who began
one of the first series of short films on AIDS, "Fear of Disclo-

sure". Needles and Nightmares is the first in the series.

Others tell moving personal stories of those living with AIDS;

those who are HIV positive, have AIDS, or have loved ones with

AIDS such as Vincent Grenier's Out in the Garden and Marlon

Riggs, Non, je ne regrette rien. Bill Sherwood's 35 mm feature
length, Parting Glances, made in 1988 was one of the earlies
{ilms to recognize the passing of friends, companions, and
overs.

Larry Kardish Barbara London Sally Berger

Program 1
Thursday, December 3, 3:00 p.m.
and Saturday, December 5, 5:00 p.m.

Warren Sonbert,Short Fuse. 1992. 37 minutes.

Ruppert Gabriel, Rage and Desire. 1992. 16 minutes.

Phil Zwickler, Needles and Nightmares. 1991. 10 minutes.
Jim Hubbard, The Dance. 16mm film. 1992. 8 minutes.
Vincent Grenier, Qut in the Garden. 1991. 15 minutes.

Program 2
Friday, December 4, 3:00 p.m.
and Sunday, December 6, 5:00 p.m.

Laurie Lynd, B§VE'{Canadian). 1991. 23 m@nutes.
Bill Sherwood, Parting Glances. 1986. 90 minutes.

Program 3
Thursday, December 3, 6:00 p.m.

Saturday, December 5, 2:30 p.m. . ‘
Marlon Riggs, Non, je ne regrette rien. 1991. 40 minutes.

Gil cardinal, Feather of Hope. 1991. 25 minutes.
Amber Hollibaugh and Gini Reticker, Women and Children Last.

1992. 13 minutes. \
Greg Bordowitz, Jean Carlomusto, John Greyson{ Catherine Saal-
field, Ray Navarro Memorial Tape. 1991. 10 minutes. Rafael
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Fr:'anca, Prelude to an Announced Death. 1991. 5 minutes.
Nino Rodriguez, Identities. 1992. 7 minutes.

Program 4
Friday, December 4, 6:00 p.m.
Sunday, December 6, 2:30 p.m.

Peter Biella and Frances Negron, AIDS in the Barrio (Eso no
pasa a mi). 1990. 30 minutes.

Gabrielle Micalles and Debbie Douglas, Another Love Story. 30
minutes.

Lourdes Portillo, Vida. 1990. 18 minutes.
Vivian Kleiman, My Body's My Business. 16 minutes.

The Museum's video programs are made possible by grants from the
New York State Council on the Arts, the National Endowment for
the Arts, and the MacArthur Foundation, and with the support of
the Sony Corporation of America.
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adaptation of “King Lear” and

the rom-com that helped launch the modern genre are
among the upcoming offerings at NYC's classic film
venues. From Film Forum to BAM, here’s our look at
the city's robust movie scene beyond the multiplex:

Film Forum

History: Film Forum was
founded in 1970 with just
$19,000 and one projector. But
it quickly became a staple of the
independent film-going scene.
After being housed at an Upper
West Side loft, it moved to Van-
dam Street in 1975 and Watts
Street in 1980. The current
Houston Street location opened
in 1989,

What it shows: |t regularly
devotes one of its three screens
to revivals and special series
centered on specific directors or
themes. “"Our major goal geing
forward is to continue as a show-
case for major film restorations,”
said Bruce Goldstein, director of
repertory programming. "My
personal goal is to maintain a
long tradition by providing New
York with a first-class repertory
screen.”

Schedule: The theater is
hosting an ongoing festival
devoted to the work of the leg-
endary Japanese director Akira
Kurosawa through Feb. 18.

“The Red Shoes,” the legend-
ary backstage ballerina drama
from Michael Powell and Emeric
Pressburger — which played to
record audiences last year — fol-
lows from Feb. 19-25, and the
month culminates with “Five
Easy Pieces,” one of Jack Nich-
olson’s classics.

IFC Center
History: The IFC Center

€ 2018 AM NOW YORR
Al Pights Reserved

opened at the Greenwich Village
site of the legendary Waverly
Theater in 2005. Last month, IFC
added two new screens to its
original three-screen setup, The
Waverly, famous for introducing
the “Rocky Horror Picture Show™
ph n to the

went through several incarna-
tions in the space.

Film in storage at BAM
(MICHARL KIREY)

showcase films that might oth-
erwise fall through the cracks,”
said Jed Rapfogel, an Anthology
film programmer,

Schedule: Upcoming pre-

ions include several films

What It sk In additi
to featuring first-run films from
IFC and elsewhere, it offers a
superb classics schedule.

Schedule: An ongoing Paul
Verhoeven fest, running through
Feb. 20, features “Showgirls,”
“Starship Troopers™ and oth-
ers from the B-movie-maker's
oeuvre. In the coming weeks,
the Weekend Classics series
features legendary French crime
dramas, including Jean-Luc
Codard's “Pierrot le Fou” and
Frangois Truffaut’s “Shoot the
Piano Player.”

Anthology Flim
b

History: Avant-garde film-
making icon Jonas Mekas and
several colleagues conceived
of Anthology Film Archives as
a permanent home for offbeat,
underground film in the 1960s.
Mekas still serves as its artistic
director.

What it shows: Program-
ming includes a regular slate of
classics, as well as underground
movies. “Our primary goal in
programming each calendar is to

of the silent director Carl Theodor
Dreyer, the '60s exploitation
mavie “Who Killed Teddy Bear?”
the groundbreaking classic “The
Battleship Potemkin” and “Word
Is Out,” the first documentary
feature about gay and leshian
life made by gay filmmakers.

BAMcinématek

History: The repertory pro-
gram housed in the BAM Rose
Cinemas kicked off in 1999 and
is still geing strong in its second
decade. It's the only such daily,
year-round institution in Brook-
Iyn. Major filmmakers from Spike
Lee to Michelangelo Antonioni
have had retrospectives there.

What It shows: “We look
for balance and diversity to reach
different audiences; it is more
interesting to work this way as
programmers,” said Program
Director Florence Almozini.

Schedule: Highlights of the
upcoming schedule include Frank
Capra's romantic comedy classic
“It Happened One Night,” which
screens as part of a Valentine's
Day Dinner & a Movie program
on Feb, 14, the Best of the Afri-

can Diaspora Film Festival (Feb.
19-24) and a Bong Joon-ho ret-
rospective [Feb. 25-March 1)

AMC Loews
Village ViI

History: Loews founded
its East Village multiplex in
199], and today its pre-stadium-
seating auditoriums are rather
antiquated. AMC took owver
operations when it merged with
Loews in 2006.

What it shows: The theater
features standard multiplex fare,
a notable Bollywood schedule
and the occasional New York
exclusive,

Schedule: The Sunday
weekend classics series ends
Jan. 24. “Saturday Might Fever”
shows this Sunday at 2 p.m,;
“Titanic" comes back to the big
screen next Sunday,

MaoMA

History: The Museum of
Modern Art’s rriissi 4
holds that modern art “involve(s]
all forms of visual expression,”
and the institution places a
great emphasis on film. MoMA's
immense collection houses more
than 22,000 films and 4 million
film stills.

What it shows: MoMA
offers regular retrospective
screenings in its gargantuan
basement theaters,

Schedule: Over the next
month, the museum features the
wark of Charlie Chaplin, Buster
Keaton and Ernst Lubitsch,
among others. Upcoming series
include Oscar Docs, which runs
from Feb. B-14 and offers an
international slate of environ-
mentally themed documentaries
made between 1953 and 1975,

Film, Department of 1/2
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TCM salutes MoMa with amazing film lineup,
March 16 kick off, previews

By April Macintyre
Feb 24, 2011

TCM's ongoing commitment to protect the world's cinematic heritage continues.

TCM will celebrate The Museum of Modern Art Film Collection with an all-day lineup of preserved
Classics on March 16.

Turner Classic Movies (TCM) will celebrate the valuable work of The Museum of Modern Art (MoMA) with
a special 24-hour collection of 14 films preserved by the organization.

TCM host Robert Osborne will be joined by MoMA chief curator of film Rajendra Roy and associate
curator Anne Morra in presenting the extraordinary line-up, which is set to begin Wednesday, March 16,
at6a.m. (ET).

Founded in 1935 as the Film Library, The Museum of Modern Art's Department of Film now houses a
collection of more than 27,000 films and four million film stills. The strongest international film collection
in the United States, it incorporates all periods and genres. Among the holdings are original negatives of
the Biograph and Edison companies, and the world's largest collection of D. W. Griffith films. The film
collection is stored in the Museum's Celeste Bartos Film Preservation Center, a state-of-the-art facility
that opened in June 1996.

The following is a complete schedule of TCM's Wednesday, March 16, salute to The Museum of Modern
Art (all times Eastern):

6 a.m. Bringing Up Baby (1938) — Starring Cary Grant and Katharine Hepburn, this brilliant
Howard Hawks film marked a new highpoint for screwball comedy. The story follows Grant and
Hepburn's misadventures with a leopard (the “Baby” of the fitle), a dog with a dinosaur bone and assorted
costume malfunctions.
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8am. Arsenic and Old Lace (1944) — Directed by Frank Capra, this sparkling comedy stars
Josephine Hull and Jean Adair as two elderly sisters who run a boarding house. Danger comes to their
doorstep, however, in the form of the menacing Raymond Massey. Cary Grant co-stars, along with
Priscilla Lane and Peter Lorre.

[ 20 | 1 emrra wiEn i
10 a.m. Born Yesterday (1950) — Oscar winner Judy Holliday does the archetypical dumb blonde
better than anyone with this career-defining performance. In this film directed by George Cukor and
adapted by Garson Kanin from his hit Broadway play, Holliday stars a kept woman from Brooklyn who
goes to Washington, D.C., and gets a quick education from a zealous journalist. Broderick Crawford and

William Holden co-star. Preserved by The Museum of Modem Art with support from Sony Pictures
Entertainment.

P 4| cmiie il s
Noon Sunnyside Up (1929) - This pre-Code musical stars one of the most popular screen
teams of early Hollywood ~ Janet Gaynor and Charles Farrell - in their first sound film together. The
result is a wildly entertaining, completely charming film, with some of the most spectacular musical
numbers ever filmed. Hot off of becoming the first-ever Best Actress Oscar winner, Gaynor plays a young
tenement girl who falls in love with the rich Farrell. The songs include tl»'le title tune, “If | _Had a Talking
Picture of You,” *I'm a Dreamer, Aren't We All?" and “Turn on the Heat, the latter featuring a truly eye-
popping production number. Preserved by The Museum of Modern Art with support from The Film

Foundation and The Franco American Cultural Fund.
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2 p.m. Follow The Fleet (1936) — Fred Astaire and Ginger Rogers star in this nautical tale of a
sailor and his on-again, off-again romance with his former dance partner. Randolph Scott and Harriet
Hilliard (soon to be Harriet Nelson) co-star. The wonderful Irving Berlin score includes the classics “Let's
Face the Music and Dance,” “Let Yourself Go™ and “I'm Putting All My Eggs in One Basket." Lucille Ball
and Betty Grable also appear in small roles.

Fred Astaire - he Fleet (1936)- Wa Saw ...

( 7 - :f

\ -} T -

4 p.m. Manhatta (1921) — This early documentary short explores the relationship between
photography and filmmaking with its often-abstract view of NewYork City.

Film, Department of 1/2
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4:15 p.m. The City (1939) — Ralph Steiner and Willard Van Dyke directed this pioneering
documentary that contrasts the harsh reality of an industrialized city with the idyllic conditions of small-
town American. Aaron Copland provided the score for this unique work, which was produced for the
1939 New York World's Fair.

The City - 193 e - Clip 1: From Farm

1 >,
4

> 4| exrea wilm il

5 p.m. On The Waterfront (1954) — Oscar winners Marlon Brando and Eva Mar_ie S_aint star in
this gripping drama about mob violence and corruption among longshoremen. Also turning in stfong
performances are Rod Steiger, Karl Malden and Lee J. Cobb. Elia Kazan's stark, ‘reahstlc dl(ectlon and
Budd Schulberg's outstanding script helped this Best Picture winner eam its ongoing reputation as one of
the best of its era. Preserved by The Museum of Modemn Art with support from Sony Pictures

Entertainment.
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7 p.m. Italianamerican (1974) — Filmmaker Martin Scorsese turns his camera on his own family
with this documentary about his parents and their experiences as Italian immigrants in New York. Among
the many memorable moments features Scorsese's mother instructing him on how to cook her meatballs,
the recipe for which can be found in the closing credits.

8 p.m. Weddings and Babies (1958) — This critically hailed and somewhat autobiographical
story about a photographer romancing his assistant won the Critics Prize at the Venice Film Festival and
ranked as one of Time magazine's Top 10 films of the year. It stars John Myhers and Viveca Lindfors.
This is reportedly the first movie ever made with a portable camera that had a synchronous sound
attachment, one of Engels' own designs. It was shot on location in New York’s Little Italy. Preserved by

The Museum of Modern Art with support from The Film Foundation.

9:30 p.m. Bonjour Tristesse (1957) — Otto Preminger's adaptation of ffranooise Sagan's noye} ig
one of his best films, helped enormously by Niven and a radian_t Kferr: thelpalr woultj soon be reunlted_ in
Separate Tables. Georges Périnal's Riviera photography is ravishing, as is the music of Georg_es Auric,
who did the scores for all of Jean Cocteau's films. Preserved by The Museum of Modern Art with support

from Sony Pictures Entertainment and The Film Foundation.
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11:30 p.m.  The Projectionist (1970) — Harry Hurwitz directed this early New York independent
feature comedy about a lonely projectionist whose imaginative daydreams transform him into a
superhero. This film cleverly mixes in vintage film footage with its modern story. Chuck McCann, Ina
Balin and comedian Rodney Dangerfield star.

1

2am. Sunrise (1927) — Often cited as the pinnacle of artistic expression during the late silent

era, this beautifully crafted film tells the story of a young farmer driven by his mistress to murder his wife.

As the doomed wife, Janet Gaynor won the first Academy AwardO for Best Actress (shared with her
performances in 7th Heaven and Street Angel). George O'Brien plays the husband. Heralding the
advent of sound films, Sunrise was released with recorded music and f.sound effects. F.W. Murnau's
extraordinary direction and visual style would later have an enormous impact on such directors as John
Ford, Frank Borzage, Raoul Walsh and others.

Sunrise (1

Film, Department of 1/2
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4 a.m. Abraham Lincoln (1930) — This sweeping drama marks D.W. Griffith's first sound film and
the first feature-length biography of America’s 16th president. The script, penned by famed author
Stephen Vincent Benét, follows Lincoln’s early life as a storekeeper and rail-splitter all the way through
his handling of the Civil War and eventual assassination at the hands of John Wilkes Booth. Una Merkel
co-stars. Preserved by The Museum of Modern Art with support from The Lillian Gish Trust for Film
Preservation and The Film Foundation,

‘» & | omoteiriea willd il
Link to website: http://www.monstersandcritics.com/smallscreen/news/article 1621832.php/TCM-salutes-
MoMa-with-amazing-film-lineup-March-16-kick-off-previews
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An eye for restoring classic scenes

Duteh film institute and biennale keep the cinema’s heart pumping, one reel at a time

Amsterdam  as ‘Beyond the Rocks,’ a Sam Wood-  disciplines. For instance, the

BY JOEL WEICKGENANT

EW THRILLS CAN match that
of seeing the perfect, heart-
melting kiss on the big screen.

Putting the scene back in a film
yourself qualifies as one.

“We had a film where they'd cut
the kiss out. They stole the kiss! But
we found it in a German, or Italian
print. [It] seemed really romantic,
to restore the kiss” recalled Anne
Gant, coordinator of restoration
and digitization for Amsterdam’s
former Filmmuseum, which in Janu-
ary became part of the Eye Film In-
stitute Netherlands, and currently
hosts a film biennale.

Film restorers live for moments
like that. In the Eye labs of the

are collected from all over Europe.
One reel might have seen some
frames decompose due to age, while

back together again—and that’s be-
fore they begin restoring the print
frame by frame.

The Filmmuseum formed in
1946 to serve as a cinematographic
museum and administer a film ar-
chive that now includes about
37000 films.

Restorers are using funds from a
government initiative called, in
translation, “Images for the Fu-
ture,” to step up efforts to collect
and restore videos and films of all
kinds, from any format and any era—
even films that haven't been re-
leased yet. And Eye provides the
clearest link from the Netherlands
to the outside film world: both
through an international staff of re-
storers and through its collection.

“We are one of the few archives
in the world who do not stop at na-
tional heritage,” points out Gio-
vanna Fossati, head curator of Eye.
“We have a very big collection of in-
ternational films. One of the richest
in terms of silent films. And we have
some unigue international classics,

® w10
An fughas Nessrved.

directed romantic comedy from
1922 whose return to circulation
was celebrated by no less than Mar-
tin Scorsese.”

At the beginning of the year, the
Filmmuseum folded into a new orga-
nization called the Eye Film Institute
Netherlands, along with several inde-
pendent entities involved in the pro-
motion, creation and distribution of
film in this country. In part, the idea
of bringing the film sector together
under one group was geared toward
creating momentum for Dutch film—
creating a one-stop shop for film-
makers, consumers, academics and
anyone interested in film. Also un-
der Eye’s umbrella are the Film-
bank, which distributed Dutch films
in the Netherlands and abroad; the
Netherlands Institute for Film Edu-
cation, the country’s repository for
cinematic knowledge; and Holland
Film, the international promotional
arm for Dutch films and filmmakers.
Last autumn, Eye broke ground on a
modern film-viewing complex that
will include 1,200 square meters of
exhibition space alone on the north
shore of the River 1J.

The core of the former Filmmuse-
um’s work is equal parts love and
chemistry: celluloid classics like
Abel Gance’s 1919 epic “J'Accuse” are
restored and then formatted for pub-
lic viewing and academic use. Many
of those movies are then screened at
its headquarters in the Vondelpark,
Amsterdam’s most well-known
park, at the edges of Amsterdam’s
museum district.

The former Filmmuseum began
its biennale in 2003, said Director
Sandra Den Hamer, because it was
looking for a more dedicated plat-
form to share the results of restor-
ers' labors to the general public.
This year gave way to the first Eye
film Biennale, which began Wednes-
day in Amsterdam and will conclude
with a crescendo in activities over
the weekend.

The biennale, while a small-scale
event, pushes some big new ideas
about how films canbe presented, in-
volving a cross-segment of artistic

“35mmPOEM” program at Theater
van 't Woord will feature silent films
shown to a soundtrack of live read-
ings by Dutch poets. Eye, through
the Filmmuseum, also owns the only
existing copy of William Worthing-
ton’s 1919 silent “The Man Beneath.”
The copy, though, is incomplete.
Playwright Michel Sluysmans was in-
vited to assemble a cast to perform
(with words) an original ending to
the film, underscored by a
soundtrack played live. The program
can be seen at 11 a.m. Sunday, at the
Pathé Tuschinski theater.

New York City’s Museum of Mod-
ern Art partnered with Eye for the bi-
ennale. Works from MOMA's collec-
tion, including Andy Warhol's
“Chelsea Girls," will be shown during
programs at the Vondelpark head-
quarters throughout the weekend.

Partnerships with organizations
like MOMA will be crucial for the
new Eye organization. While the ar-
chive’s films come from around the
world, a focus for Eye will be to
bring Dutch filmmakers to the
world. Despite the presence of film-
makers such as the late Theo Van
Gogh and Paul Verhoeven in the
country’s pantheon, defining Dutch
films for a foreign audience is no
easy task. As audiences for arthouse
films shrink around the world there
are fewer outlets for producers of
films from this country to find dis-
tributors in important markets such
as the U.S, notes Claudia Lands-
berger, Eye’s international market-
ing and promotion manager, and for-
merly managing director of Holland
Film. Dutch films are “most of the
time conceived as either Scandina-
vian or German,” she says, “Holland
is sort of invisible for film.”

Meanwhile, both film promoters
and film preservationists are engag-
ing with filmmakers at earlier stages
of the production process, according
to Eye. With the advent of digital
technology, preserving and restor-
ing films has become more complex.
Not that it’s ever been easy.

Most people, for instance, would
consider working with nitrate a haz-
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ard, and the film restorers at Eye are
certainly aware of the dangers of
the substance, which was used in gel-
atins of film megatives and movie
reels until the mid-20th century.
“People are really paranoid
about it,” Ms. Gant explained. “We
have special fire cabinets, and we
can only have 50 cans at a time.
They have these scary red labels.”
If that weren’t enough, the vola-
tile compound’s explosive reputa-
tion is well chronicled in film his-
tory. The theater conflagration
planned by the characters in “Ing-
lourious Basterds” is orchestrated
with nitrate reels, while the iconic
movie house fire in “Cinema Parad-

iso” is ignited by film reels in the
projection booth.

The danger is part of the allure.
Working with an arcane, explosive
substance adds to the thrill of re-
storing old movies. But nitrate is an
organic substance, constantly de-
composing. And the movies made
on nitrate—pre-Disney cartoons, si-
lent films and Soviet movies as re-
cent as the 1950s—are literally dy-
ing right before the restorers’ eyes,
making the work of organizations
like Eye crucial.

“It’s a huge urgency,” Ms. Gant
said. “If someone doesn’t get to it,
it’ll change before you get to it.”

On the other end of the spectrum

is digital preservation. The museum
urges current filmmakers working
in digital formats to submit their
work. As technology changes and
formats for digital storage become
obsolete, filmmakers can lose their
work. Preservationists try to keep
that from happening.

“We're acquiring films at the
earliest possible stage, still in post-
production,” explained Emjay
Rechsteiner, Eye’s curator for con-
temporary Dutch film. “We keep
them alive,”

—Joel Weickgenant is a writer
based in Amsterdam.
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in its original split-screen format. It will be introduced, during the
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which he d to reflect the lives of the
inhabitants of the Chelsea Holel, fealures some of the
F s | Nico, Ondine, Gerard Malanga,
Intemnational Velvet, and Brigid Berlin, and music by The Velvet

nderground
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Was a Communist for the FBI (1851)
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Schoonmaker on June &

- Roberto Rossellinid€™s Un Pilota Ritoma (A Pilot Retlums, 1842)

- Victor SiAfstrAJmAE™s Tere Vigen (4 Man There Was, 1917)

- Satyajit Ray8€™s Nayak (The Hero, 1866)

- Luls GarcAs Berlanga#€ ™s classic postwar Spanish satire

AjBienvenido, Mr. Marshalll (Weicome, Mr. Marshall, 1853)

- Jean Renoird€ ™ s first feature, Whirlpool of Fate (1825), which

has not been presented in the United Stales for several decades

Ken | o ian New Wave feature

Sunday. Too Far Away (1975) and surviving fragments of Charles
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|
1

first feature-length narative film ever made. tratrox RT. X2
Profesnons restrne
MO ang 5D satng
Email this artiche
Printer friendly. page
FE2HE] when it counts The Bant Daal in
Panasonic kdeas for Rle

Acquisition

Panancnke s s boa |0

CPG Contact infa

craativePLANET
Communities

7 f n
hittp:/fwiww.2-pop.com articles/article 14807 shiml 5152007




Film, Department of 1/2

FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

APF

The Museum of Modern Art Archives, NY

Film, olpﬁ'h'\h‘l' of

Brpot of Fina

THE WALL STREET JOURNAL.

MOMA
ARCHIVES
PAMPHLET

FUE

TUESDAY. OCTORBER 29, 2002

Take Two: Preserving Celluloid History

By Jonune Kaufman
Newe York

et help. Quick. Vietim has been

badlly scratehed, cut und has lost

i ot of eolor. Condition deterio-
riling by the minute,

Welcome to the world of the film staff
al the Museum of Modern Art, anc of the
four major 1.8, archives (1he Library of
Congress, UCLA and Eastman House are
the others) for early cinema materi-
ils—the perind from 1590 o 1929,

Film stock that has
heen  brutally snipped.
spliead, serutched, poorly
stored, badly faded, mis-
labeled, perbaps un-a-
beled—it’s all (he prov-
ince of the MoMA cura-
lors and conservators,
I'bey operate as & sort of
media M*A*S*H unit, try-
ing to determine—given
limited resources—which
movies need fmmediate
vare to avold a final fade-
out, and which can wail
for eloseup attention,

“It's a jugeline act,”
says Mary Lea Bandy,
chief ilm curator at the
museum, whose holdings,
stored in Hamlin, Pa., in-
clude Lhe oeuvre of D.W.
Griffith, Dougins  Fuir
banks amd several hun-
dred (lims from Blograph

evenl, preservationists have thelr work.
millions of feel of it, cut out for them,
Diamonds may be forever. Film stock
Is another motter. As it gets older it
sturls to dereriorate. When it's stored
poorly—in i warm, damp space - the de-
terioration is accelerated. Often, siock is
subjected to a double feature of abuse:
careless storage and careless handling.
It runs through ciuneras, printing ma-
chines and profectors, “and ull this leads
lo wear and tear and damagpe,” says Pe-
ter Williamson, MoMA's film conserva-

Cal. Jack Grady {Ed Binns) flies again, ‘Fall Safe’ is one of the many
features, silent films and documentaries restored by conservators and
curators at the Museum of Modem Art and other Institutions,

films & year—feature films, documenta-
ries, avant-garde and silent movies, “You
try to move ahead on all fronls,” says
Ms. Bandy. "Bul if you huve to spepd a
lot of money on ope project it may force
your to delay something else.” The cost of
restorition, which is assessed by the
foot. can range from o few thousand dol-
lars o $150,000 per project. ““Intolerance”’
wis the most expensive by (ar,” says Ms,
Bandy of Gnffith’s 106 [ilm, "It was
very long and complex and we had to
mitke new negatives.”

Labs offer printing ma-
chines that can deal with
various degrees of stock
shrinkage, devices thal can
hide black scratches and op-
tical printers that can, in
some inslances. re-position
imuges. There are ultra-
sonlc cleaners 10 disperse
grime and cotlon-gloved
technicians with magnify-
ing glasses and seissors to
rebubld [ilm-stock perfora-
tons, “We feel like doclors
in an operating room here,”
says Sean Coughlin, founder
of the L.A. based Cinetech,
a lab that restored "Intoler-
ance,” “The Wizard of Oz,”
“Fuil Safe” and “Basy
Rider,” ainong other iconic
flims. “The scnse of respon-
sibility we have Is over
whelming,” he adds. “If
something is mishandled we
know it may be lost for-

Studios, a major player
during the silenl era.
“While we thonght nitrate [the stock
used for black-and-white films| wus frag-
fle und needed all our attention, we have
pitrale materials in excellent copdition
and are keeping them that way,” Ms,
Bandy says. “We are finding 1o our dis-
may that color films are fading at an
alarming rute, 5o we have Lo put them at
the top of Lhe list. Then we might find
that a film has gone out of distribution
and there may be u negative bul no
prints. So wr need to put that on our list
uf priorities so the movie can be viewed.
Restorution techniques have also ad-
vunced, so a film we may have restored
25 years ago van be restored much better
today. So maybe thal goes on the list.”
The best efforts of archives workl-
wide are being relebrated and screenerd
at thee ctrrent “To Save amd Project: The
MoMA Imternalional Festival of Film
Proservation.” The offerings include fie-
tion features (Sidney Lumel's 1981 “Fall
Safe”!, docwmeniaries (Vietnamese di-
rector Lo Vun Minh's 1968 “Ngu Thuy
(GGirls™), silent movies (Ernst Lubitsch's
“Meyer aus Berlin™), home  movies,
shorts, and animated and avant-garde
fiims (Chick Strund's 1986 “Fake [Fruit
Factory”). Since this Is the first appear-
ance of whal is being billed as an annual

lor. “And sometimes when the [lhn gels
too damaged Lhe easiest thing for some-
e o declde 1o do is just cut out the
footage. [l becomes ‘let's amputate,'™
Then MoMA’s stall must make like
detectives as well ns diagnosticians. “A
studio may have released a Humphrey
Bogart, then decides five years Jater to
re-release it but not at the original two
hours because the plans are to make (t
pari of a double feature,” says Mr. Will-

[ o save and Project
Gramercy Thealre. 127 E. 23 St
Through Now, 7

lumson. *Somenne suvs "'we'll cut 1|l down
to one hour and 45 minutes.” So our ques-
thon is: “‘what happened to thal footage?™

Unlike Bogie vehicles, silenl films
had no commercial alterlife, und much of
the nitrate stock were destroyed both to
extract the silver (for use in coins, jew-
elry and tbleware) and Lo [ree up stor-
nge space. "There are pictures of people
with hatchets surrounded by film cans
and they're chopping them up,” says Mr.
Willamson. “Anything that survives
from before 1930 is n miracle.”

MoMaA, In the preservation busingss
slnce the mid-1930s, aims to restore 100

ever.”

Fifteen  films are now being
ireated—including  Howard Hawks's
“The Big Sky,” which {5 being re-assem-
bled from different 16- and 35-millimeter
sources; Martin Scorsese’s documentary
“ltalianamerican,” which is being re-
stored to its original length and color-cor-
rected: and the 1815 comedy “A Natural
Born Gambler,” which needs proper se-
guencing with the correct (nzertitles.

“We want to adhere to what was Lhe
distribution print—the one that opened in
the theaters, Thal's our standurd,” says
Ms. Bandy. “But a director could have
re-val a movie after is release or before
it opened. It could have been re-cut for
foreign distribution or TV. It's like o
building that's been renovaled, . . . You
want to get back to the original.

“We would like 1o ink everything is
worth saving,” she adds. “There are
daily discussions aboul what to do pext.
We have wonderful arguments.” The
stall agrees, howeyer, that pre-1929 films
should be preserved “hecause we think
more than 80% of them have been lost
forever,” she says. “But we can only do
50 much. Everyone always says ‘leave
some work for the next generalion.”™

. Koufwan Inst wrote on Lanren
Al for the Jowrnal.
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noriginal print of Andy Warhol's film

The Velvel Underground and Nico

would be an invaluable treasure for

many an art and music buff. But it
takesa special kind of devotee to get equally
excited about a torn ticket stub from the film's
1966 premiere.

“Wedon't collect fineart’ perse,” says Ronald
Magliozzi, an assistant curator at MoMA’s
Celeste Bartos Film Study Center, “We seek out
instead all the ephemera that surrounds movies:
posters, publicity stills, a filmmaker's personal
letters and documents, even ticket stubs.”

Thespiky-haired Magliozzi has been
workingasa filmarchivist at MoMA since
1978, having most recently organized an
exhibit of Pixar's cinematic animation. His
colleague Charles Silver, a jolly Saint Nick
character, joined the center just two years
after itopened in 1968,

“It's not for browsing because you can't finda
maovie at Blockbuster,” explains Silver, referring

tothe extensivearchive of materials (along with
17,000actual films) hesupervises. “But if you
canshow us sc bly serious purpose,
then you canaceess ourmaterials”

Whilea standard like “reasonably serious
purpose”seems to inviteall kinds of frivolity,
Silver says he knows a worthwhile request when
hegets one, and that most come from academics,
filmstudents and historians.

The Center, still waiting fora permanent
homein therevamped MoMA building, is
temporarily housed in the museum's office
tower next door, These cramped quarters have
turned the curators’ desks into makeshift gold
mines of cinematic treasure, Magliozz shows off
unopened boxes of antique Kodak Verichrome
movie film, one of which is stamped witha “best
ifdeveloped by" dateof 1936,

“I's the greatest part about being an
archivist,” jokes Magliozi, “You get totouch
everythingandtell everyoneelse to keep their
handsoff."—fistin Rocket Sitverman
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Can pics pump up MoMA?

Film program key to selling
critics on redone landmark

By ZACHARY
PINCUS-ROTH

he opening of the newly

renovited  Moseum  of

lluilanaNquurk
in“ vember wis cork:

mission, it began o “Kids Are
Free at MoMA" campaign to
remind patrons that children
under 16 — secompanied by
an adult — are admitied
gralis,

Blll the cost of the overhaul,
which soared from un estimated
$400 milllon in 1997 1 $858 mil-
lion, coupled with negative
press over the museum’s hefty
new 320 admission foe and criti-
dsm of the new space’s scale,
quickly had MoMA execs on the
dofensive.

Now MoMA's fighting back.
1t even enlisted Hollywood,

To cuver costs and soll tick-
s, MoMA expanded its mar-
keting, communications and de-
velopment departments. It hit
up its board, which Includ,

In e Teld
dozens of glitzy events with
wulr.h{ dimors and elite opln.
5 1L was very e
aeconding to what invitation you
#ot, for what day, how impor-
tant you were,” notes one
Gotham-based museum consul-
tant.

“There's no question it was
Jeind of & Rolls-Royee eampaign,
You couldn't escape it," she
adds.

MoMA also revamped its
film program. After two years
In exile at the Gramercy The-
ater, tl mmul hosme Lo bwo re-

theat with a

Richard I“ﬂmung and Michael

amajor PR push,
‘To goften its scarlet 320 ad-

dﬂuely packed sla te.
l.‘d“‘l! 8 Premieres series e m-:lhud
unspooling such as
“The Avistor” and “The Life
Aquatic With Steve Zimou" be-
relianes,

forv their
The Great Collaborations se-
riva has foutured mwmtiun
Urna Thurman, and wthvrb-s-
tween Alexander Payne and
Jim Taylor.
This year, MoMA 1s honoring

_MoMA soundhbites
Michael Barker

Sony Piclures Classics
Film and theater prodoces

temporary works™
Derek E. Gordon

Gotham ndustryites weigh in on must sees 8t the musaum

“The old masterpieces. I1's Just nice 10 see the (works) we saw when we
‘Wt s in new rappings: the Monets. he Prcassos ™

“The alrium where you can see Monets Water Lilles' iext 10 more con-

President-CEQ. Jazz i Lincoln Center
“I'm an avid tan of prnmuwnmwmmmu and the print collec-

10 See wide-ranging works.

T gaflery offers an

fesings.”
Zarin Mehta

Josh Sapan
President-CEQ, Rainbow Media
"The building is just gorgeous

It's vy guilty pleasure while in the midst of the extraorduriary range ol of-

President-exacutive direcior, New York Phitharmanic
“The gallery of paintings by Jackson Pollock — seeing them fogether is
exiraortinary — of Brancusi’s subiime Fish "~

— the architecture & all everyane says il
&5, Inftially, my son wasn't theitled until e saw the suspended hulicaptes
— Ihis completely changed his opinion and nove he thinks museums are
very cool. | particularty anjoyed and admired the photograptry collec-
on

— Zachary Pincus-Roth, kan Mohy

SPACING OUT. The rudans minasonrh

Loy
0% mure gullery space, Abeve, visitors adivire Barnett

offers
Newran'’s “HBriken Obelixk™ in tha miai abeion after the reopening on Nov. 20, 5004,

Mirsmix's 25th anni and Pixars
'_w with a ucrwninlgg serivs on
eaeli e ¢ as well as an ex-
hilbit nnmt;?}hmﬂ animution
wechniques,

Miramux (s donating 16
prints of its films, and Pixar is
donating its six festures und o
fow shorts. Screenings might
Delp MoMA attruct a younguer,
hipper erowd to the rest of its
exhibits.

“We are vory kovn W reach
young people,” says Mary Lua
Bandy, chief cu v aof film and
media. “High school atudents
are very medis-savvy
department in th
thought about th
whitch it ean make all of itk e

grums necessible to a very
broad public.”

The filin conipranies gain u lot
from this relitionship — they
wet the cachet of being deemed
“urt” by a respected authority
o the subject, But bow does the
alliance rofloct on MoMA? Cana
museumn full of Pieassos justify
seroening “Spy Kids"?

Well, the founding of MoMA's
film program in 1965 made the
statement that film s modern
art. “Film has this commercial
uura to it But, in fact, MoMA
doean't treat film as if it s more
or less o commercial product
than any other work in the insti-
tution,” suys By

Companies and individoals

such as Miramax, Clint Fast-
wood, Woody Allen and Martin
Scorsese  frequently  donate
prints to MoMAs collection,
which comprises 22,000 film and
media w MoMAY held ex-
hibita on Disney animsation,
Looney Tunes and Janies Boml.

“It's not as though they're
showing a Hollywood film to
biring in box office,” says David
Sehwartz, chief curator of fllm
at the Museum of the Moving
Image. “They're saying, ‘Wes
Anderson is an artist.' "

MoMA shoubd be thankful in
one respeel: Movie tickels cost
arvund $10, but it's the only
place in Gotham where no one's
complaining about It.




Film, Department of 1/2

FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

¥ » Collection: Series.Folder:
e Museum of Modern Art Archives, NY APF Film, De P"" tof

DfF"l ek P‘Ilw‘ poed Melin

05/02/2005 MONW 13:31 FPaAx Q@ooz/003

MOMA
'ARCHIVES
FARPHLET

FLE

D

Transcript

April 29, 2005
11:00 AM-12:00 PM
NY1

News All Day

ROMA TORRE, co-anchor:

If you are a movie buff, you don’t necessarily have to head
to Tribeca; you just have to check out the new Museum of
Modern Art. As New York 1’s Stephanie Simon tells us, to
many visitors moving pictures are the main attraction.

STEPHANIE SIMON reporting:

It may sound shallow, but for Charles Kalinowski it’s all
about pro:ect;ng the right image.

Mr. CHARLES KALINOWSKI (Manager; Audio/Visual): Pretty
much, they ripped out all the equipment that existed here
previously and we put a new sound system in, new 35mm
projectors in and some new video playback here.

SIMON: Well, the right image, the right speed, the right
aspect ratio. Kalinowski runs the show up here in the
projection room at the Museum of Modern Art. The museum has
two movie theaters, and both were renovated and expanded as
part of the museum’s total overhaul. But despite the new
equipment, they still do things the old fashioned way.

Mr. KALINOWSKI: In commercial houses they have to take all
the prints and remove the head leaders and tail leaders and
they splice them all together, then they put them on these
big disks called platters, then they get threaded over to
the machine, and pretty much when you hit start the whole
movie runs through nonstop. What we do here is we run on
2000-foot reels and about every 20 minutes we have to
change from one reel to another.

SIMON: So you guys work harder?
Mr. KALINOWSKI: Yeah.

For a Vil {TH -wm”uﬂum"ﬂﬁm
] iyt o e M’*MMH”M&M&M‘W“'““

Yides Monitoring Services of America, LP
10400 Line Station Read, Suite 320, Lowlisville, KY 40223 T 502 318 4400
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SIMON: Basically, they play the films here just as they
were originally shown in theaters. Senior curator Laurence

Kardish says from early silent films to new cinema, it‘s
all shown here.

M;. LAURENCE KARDISH (Sr. Curator; Film and Media): Four
films every night; two films in each of our two theaters
that cover the whole history and culture of cinema.

SIMON: This is a 1913 film called "A Modest Hero," directed
by Dell Henderson.

Mr. KARDISH: But we also believe that cinema has develcped
outside the traditional theatrical setting.

SIMON: So, here in the media gallery you can see the world
premier of this work by French filmmaker Chris Marker; it’'s
narrated by actor Marlon Brando.

Mr. KARDISH: We are thrilled to be able to show all types
and all genres at all times.

SIMON: So while you sit back and enjoy the show, remember
the guys up here in the projection booth are hard at work.
In fact, they may have to change the reel six different
times for a single feature length film.” This one just
happens to be "Citizen Kane."

So, from classics to cutting edge, any visit to MoMA can be

a double feature. For more information, go on-line to
moma.org. Stephanie Simon, New York 1.
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Transcript

DATE October 14, 2002
TIME 3:00-4:00 PM
STATION NY1-TV
LOCATION New York City
PROGRAM News All Day

ROMA TORRE, anchor:

The Museum of Modern Art made it temporary move to Queens
this spring. Its movie theater made a temporary move as
well to Gramercy. NYl1l'’s Stephanie Simon takes a look
around.

STEPHANIE SIMON reporting:

It’s the best seat in the house. The projection booth at
Gramercy Theater, now the new temporary home for the Museum
of Modern Art’s film department. But Technical Director
Charles Kalinowski isn‘t actually sitting. He’s running
the projector and it's not easy. Here, it’'s done the
old-fashioned way.

Mr. CHARLES KALINOWSKY (Technical Dir, MOMA): We still do
20-minute run changeovers off 2000 reels here unlike the
commercial houses that have everything loaded up on a
platter system with automation. They set a timer and it
starts automatically and runs through and shuts down. We
still have to change the reels every 20 minutes.

SIMON: Also used to getting a good seat at the theater,
Senior Curator for Film and Media Laurence Kardish.

Mr. LAURENCE KARDISH (Senior Curator, MOMA): The Museum
of Modern Art shows the history and culture of cinema In
1929, when the museum was founded, it was founded with the
idea that film would be included as a modern art. It would
be collected, studied, enjoyed, exhibited as much as
paintings and sculptures were. And this was an absolutely

radical idea.

SIMON: While MOMA's midtown location undergoes expansion
and rencovation, most of the museum has found a temporary
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home in Queens. But for MOMA’'s film department,
Manhattan’s 490 seat Gramercy felt like a natural home.

Mr. KARDISH: Our theater was built in 1933, when the
museum was built. And this theater, the Gramercy, was
built in 1936. It’s virtually of the same vintage, the
same age. Also, the high ceilings and the sightlines are
quite wonderful.

SIMON: 1Its official name is MOMA Film at Gramexrcy Theater.
But MOMA is doing more than preserving the old-fashioned
moviegoing experience. It's preserving the films, too.

Its opening series is called "To Save and Project." Among
the preserved films being screened, "Fail Safe" by New York
City filmmaker Sidney Lumet.

MOMA Film screens 400 to 500 movies a year. And like
before, seeing a film is included in the general admission
cost. So a MOMA film ticket stub can be used as one
admission to MOMA Queens for up to 30 days from the ticket
date and vice-versa.

Opening week admission is $6.00 for adults, $4.25 for
students and seniors. MOMA Film at Gramercy Theater is
located 127 East 23rd Street between Lexington and Park
Avenues. For more information, call 212-777-4500.
Stephanie Simon, NY1.
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MoMA adds
Russell pics

By LILY OEI

The Museum of Modemn Art
has picked up David O. Russell’s
pics “Spanking the Monkey,”
“Flirting  With Disaster™ and
“Three Kings” for its collection.

Museum’s previous acquisitions
include Clint Eastwood’s “Bird"
and Martin Scorsese’s “Taxi Dri-
ver”” Series showcasing Russell’s
works will run April 25-27.

MoMA will also salute the
helmer April 10 with a benefit for
its department of film and media
and young patron org, the Junior
Associates.

Event will include clips of Rus-
sell's works and from pics he has
found inspiring. Moderated by Lily
Tomlin, evening will be the last
film benefit to be held at the mu-
seum’s Manhatian location, which
will undergo extensive renovations
through 2005,

For information call (212) 708-
9680.
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SOUNDS OF SILENTS

Org allocates $200,000 for DVDs of rare titles

By PAMELA McCLINTOCK

WASHINGTON — The Na-
tional Film Preservation Foundation
on Tuesday announced a $200,000
grant to produce
three DVDs of
rarely seen
films, with the
list of candi-
dates ranging
from footage of
the 1906 San
Francisco quake
to Cecil B. De-

Milles 1915
“The Girl of the Golden West.”

NFPF, which received the grant
award from the National Endow-
ment for the Humanities, will work
with a handful of archives housing
the country’s preeminent silent-
film collections. In Los Angeles,
they are the Academy of Motion
Picture Arts & Sciences’ Academy
Film Archive and the UCLA Film

& Television Archive.

In New York, the NFPF will col-
laborate with the George Eastman
House in Rochester and the Mu-
seum _of in Gotham.
The Library of Congress in Wash-
ington. D.C.. also will be enlisted.

The “Saving the Silents” DVD,
skedded 1o bow in 2004, will illus-
trate the range and diversity of the
silent era before talkies entered the
seene. Exact titles wall be taken
from a list of candidates drawn up
by NFPE.

In order to complete the project,
the NFPF will begin raising match-
ing funds.

20% of silents survive

NFPF board member Leonard
Maltin said fewer than 20% of all
silent pics survive, and that the DVD
project is o milestone in that it will
allow the archives to give the world
an easy glimpse of what does remain.

“Too often people read about the |

fine silent film preservation done
by archives, but don’t have a chance
to see it for themselves” Maltin
said. It is wonderful that the NET
is supporting this project to make
silent films available to scholars
and film audiences everywhere.”

Included in the DVD anthology
will be rare features, newsreels, doc-
umentaries, animation, kineloscope
loops. one-reclers, serial episodes,
technical tests and exhibitor reels.
Each DVD will run up to three hours
and will include new musical accom-
paniments and scholarly notes.

Project borraws from the Trea-
sures of American Film Archives, a
four-DVD set produced by the
NFPF in 2000.

For a complete list of pics, visit
WWW,variety.com.
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THE DEPARTMENT OF FILM

Today, the Museum of Modern Art's Department of Film boasts the strongest
international collection of film in the United States. Since 1935, when the
Department was founded in a pioneering effort "to trace, catalogue, assemble,
exhibit, and circulate a library of film programs so that the motion picture
might be studied and enjoyed as any other one of the arts is studied and
enjoyed," it has assembled a collection of some 8,000 films.

Upon completion of The Museum of Modern Art's Expansion Program, the
Department of Film will have the use of two theaters instead of one. The
original auditorium, built in 1939, was renovated through a gift to the Museum
from Roy and Niuta Titus in 1976-78. The theater seats 400. The Roy and
Niuta Titus Theater 2 is on the lower level of the new West Wing. This smaller
theater seats 223, and is equipped with two 35 mm projectors, two 16 mm pro-
jectors, a Super-8 projector and two slide projectors, Dolby Sound and
facilities for lectures. The screen is 27 feet wide and 12 1/2 feet high.

The additional theater will in effect double the Department's exhibition
program. Seventeen screenings a week were possible formerly; more than thirty
will now be possible. "The goal," says Department Director Mary Lea Bandy,

"js to be able to show currently a broader spectrum of programs covering the

experimental avant-garde, independently produced films, works from the archives,

and major narrative films from all over the world." The Roy and Niuta Titus
Theater 2 will establish an intimate atmosphere for the kinds of films that

attract a smaller, increasingly important audience.

Film, Department of 1/2
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A new Video Gallery is planned for the finished Museum, and the department
has already begun to upgrade its equipment with two Sony 32-inch monitors. The
Video Collection, numbering some 300 tapes, was begun in 1970, and includes
material ranging from educational work to television documentaries to Nam June

Paik's Lake Placid '80. The Projects: Video program will be continued and

expanded. 1In 1981, 72 video tapes by 43 artists were seen as part of this
program.

The other, but no less important, change for the Department as a result
of the new space will occur largely behind the scenes and concerns preservation,
the major long-term goal of the department. Eight million feet of unstable
nitrate film must be transferred to modern acetate stock. The new Preservation
Screening Room is located near the department's Film Study Center on the fifth
floor and is outfitted with over $350,000 worth of the finest film equipment for

the projection of silent and sound films of every period, from 1890 to the

present: all formats--silent, sound, varying widths and speed--can be accommodated.

"This facility will enable the staff to Took at each stage of preservation
printing, the original film side by side with an advanced state of preservation,
films from two different labs, two different reels of the same film," states
Bandy. "Comparative viewing is very important to make the best preservation
materials possible." This room will be the first such screening facility in an
American museum, and will serve as a seminar room for film conservators from
all over the world, as well as filmmakers seeking to preserve their own work.

More than anywhere outside Hollywood itself, the Museum has taught several

generations of American filmmakers the cinema of today and yesterday. Now, with

the extra space, a more modern Study Center, top-of-the-line equipment, the

department hopes to be able to complete its cataloguing of the Collection,

Film, Department of 1/2
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establish a strong publishing program, expand its Circulating Film Program and

continue and enlarge its weekly program series in film and video: Video Viewpoints

and Cineprobe, where the video maker and the filmmaker each introduce his or her

work and talk about it; What's Happening?, screenings of recent films of social

or political interest; Films for Young People, and Films from the Archives.
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A HISTORY OF FILM: FIFTH CYCLE : Secnog
188 Programs e
Fridays at 6:00 in the Museum's Auditorium

The Museum of Modern Art Department of Film

11 West 53 Street, New York, N.Y. 10019 Tel. 956-6100 Cable: Modernart

A HISTORY OF FILM
(5th Cycle)

Like its four predecessors since 1971, this history of motion pictures has been
selected entirely from the collection of the Department of Film of The Museum of Modern
Art, These histories have functioned, first of all, simply to make available, with some
frequency, a large number of important and disparate works, Beyond this, they have
sought to recapitulate or reassess the development of the international cinema by pro-
viding as fair and thorough a survey as feasible within the bounds of the Museum's
hcld1ngs._ln addition to reflecting film history, however, these programs more accur-
ately indicate the range (and, to some extent, the depth) of those holdings themselves.

The fifieth anniversary of this institution (the film archives, founded in 1935,
are just six years younger) may remind us of what is surely the cardinal significance
of a history drawn from these particular archives. From its inception, and for virtu-
ally two generations, the film collection of The Museum of Modern Art has often stood
for the history of film itself in most every serious application in this country. In
the past couple of decades, to be sure, the enormous growth of archival, distribution,
and exhibition sources -- notably the proliferation of 16mm markets -- has substan-
tially widened the perspectives on film history in this country; but the influence of
the Museum's Department of Film in directing the critical viewpoints that inform those
perspectives cannot be overestimated,

Of course, since these viewpoints and the Museum's collection are expanding,
often apace, and continuing to fill gaps in our perception, I have included as many
new acquisitions as possible while assuring some balance by retaining many essential,
established works. My organizational plan in setting forth this history has been to
group the 180-odd programs into nineteen subdivisions, based chiefly upon major
periods of production within national industries.* These divisions instill some order
not available in a strictly chronological sequence, and they reflect, again, the prin-
cipal areas into which we have conventionally separated the world of film. Importantly,
these groupings maintain historjcal context, national character, and conditioning in-
fluences; they encourage comparisons from one program to the next and, on another
level, from one division to another. As their proponents have generally viewed them,
documentary and the avant-garde cinema are primarf]y -- though not exclusively --
treated apart from commercial filmmaking. My initial hope, that the foremost film
artists might be honored by more than a single example to represent each, has, on the
whole, been fulfilled; in a very few cases, simply for the sake of variety, I have
substituted less familiar masterworks in place of universally acknowledged ones. No
history or collection can be up-to-the-minute, and I have chosen 1971 as an arbitrary
end point,

pwe are past the time in film scholarship when a single individual can justly de-
tajl the breadth of the medium, and I have been assisted by many whose help lends much
character to the organization of this exhibition. For their support and encouragement
from the start, thanks to John Kuiper and Jon Gartenberg, Among those who have contri-
buted advice in special areas of expertise, I am gra;eful to Eileen Bowser, Tom
Gunning, Stephen Harvey, Cecile Horowitz, Larry Kard1sh, Ron Mottram, Charles Musser,
Charles Silver, and Bob Summers. My greatest debt is due to George Pratt, for whose
generous contributions to its history cinema historians will always be grateful.

Herbert Reynolds,
George Eastman House
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* The historical periods into which this exhibition is divided are the following:

1. Early Cinema
I1. America in the Twenties
III. France in the Twenties
IV. Soviet Cinema to World War II
V. Denmark and Sweden in the Silent Period
VI. Germany to the Rise of Hitler
VII. France from 1929 to the End of World War II
VITI, United States from 1929 through World War I1I
IX. Great Britain: Fiction from the Twenties to World War II
X. Documentary in the Thirties and Forties
XI, Italy from 1929
XII. Postwar Britain
XI1I. Denmark and Sweden from the Forties
XIV. Japan from the Twenties
XV. France since World War II
XVI. Postwar U,S.A.
XVII. New Documentary in the Fifties and Sixties
XVIII, International Cinema from the Mid-Fifties
XIX. The American Avant-Garde and Its Affinities

i i sible i i the New York
Museum's film program is made possible in part by_pub]1c funds from
gtzte Council on tﬁe grts and by a grant from the National Endowment for the Arts.

Film, Department of 1/2
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A HISTORY OF FILM: FIFTH CYCLE
18@ Programs
Fridays at 6:00 in the Museum's Auditorium

* silent film with piano accompaniment
** silent film, no piano accompaniment
() the titles that appear in parenthesis are not the original titles; in some instances,
the Department has not been able to ascertain the original release title
? - filmmaker/director unknown

August 10, 1979

Program introduced by Herbert Reynolds
. EARLY CINEMA: Pre-Cinema and Pioneers *

(England, France, Germany, USA)

approximately 110 minutes

ARCHIV SKLADANOWSKY (SKLADANOWSKY PRIMITIVES) (1936). Compilation of Max Skladanowsky
pre-film animated drawings and filmed vaudeville acts, street scenes and "impersona-
tions" from 1879-1898 Germany.

AUTOUR D'UNE CABINE (THE ADVENTURES OF A PARISIENNE AT THE BEACH). Color film recrea-
tion of 1894 optical show prepared by Emile Reynaud.

CHINESE LAUNDRY (1894), Edison Kinetoscope film. With Robetta and Doretto.

THE EXECUTION OF MARY QUEEN OF SCOTS (1895). Edison Kinetoscope film. Directed by
Alfred Clark. With Mr, R, L, Thomas as Mary.

DICKSON EXPERIMENTAL SOUND FILM (ca. 1895). Edison. Directed by, and with, William
K. L. Dickson.

THE IRWIN-RICE KISS (1896). Edison. From the play The Widow Jones. With May Irwin
and John C. Rice.

FEEDING THE DOVES (1896). Edison.

MORNING BATH (1896). Edison.

BURMING STABLE (1896). Edison.

THE BLACK DIAMOND EXPRESS (1896). Edison.

NEW YORK STREET SCENES (ca. 1896-1898) Identification uncertain,

FATIMA (1897). The International Film Company, identification uncertain.

A WRINGING GOOD JOKE (1899). Edison.

DEWAR'S SCOTCH WHISKEY (1897). The International Film Company.

Mutoscopes - from the American Mutoscope Company, approximately 10 Mutoscope reels
(from about 1899) recently transfered to 35mm film.

early films by LOUIS LUMIERE (Cinématographe Films) (1895-1899). A compendium of
about 20 very short films lTisted in the American catalogue of the French company
as "Miscellaneous Views", of which (FEEDING BABY) is one; "Comic Views", of
which L'ARROSEUR ARROSE (TEASING THE GARDENER) is one; and "Views of France" and

"Military Views".

LA NAISSANCE DU CINEMA (1947). Roger Leenhardt. French narration; no English sub-
titles. 40 minutes.

August 17, 1979 ’ :
EKEEY CINEMA: Georges Mélies and Successors - Zecca, Cohl, Durand and the Trick

" Film in France (1899-1912) *
approximately 100 minutes

George MEliés (Star Films):

L'TLLUSIONISTE FIN DE SIECLE (THE CONJURER% Elggg%.

LA VOYAGE DANS LA LUNE (A TRIP TO THE MOON i .

LE PALAIS DES MILLE ET UNE NUITS (THE PALACE OF THE ARABIAN NIGHTS) (1905).
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UN FEU D'ARTIFICE IMPROVISE (UNEXPECTED FIREWORKS) (1905),
HYDROTHERAPIE FANTASTIQUE (THE DOCTOR'S SECRET) (1908).

(TIT FOR TAT) ? for Path€ Freres (1905).

Ferdinand Zecca:

LES SEPT CHATEAUX DU DIABLE (THE SEVEN CASTLES OF THE DEVIL) (1902).
(SLIPPERY JIM) (1910).

Emile Cohl:

LA COURSE DES POITRONS (THE PUMPKIN RACE) (1907).
LES JOYEUX MICROBES (1909).

LE PEINTRE NEO-IMPRESSIONISTE (1910).

Jean Durand:
ONESIME HORLOGER (1912).

(AUTOMATIC MOVING COMPANY) ? for C.G.P.C. (1912).

August 24, 1979
. EARLY CINEMA: Linder, Feuillade and the Film d'Art (France, 1906-1913) *
approximately 105 minutes

L'ASSASSINAT DU DUC DE GUISE (THE ASSASSINATION OF THE DUKE OF GUISE) (1908).
Charles Le Bargy & André Calmettes for Film d'Art.

Three Films by and with Max Linder (Path&):

LES DEBUTS D'UN PATINEUR (MAX LEARNS TO SKATE) (1906).
(TROUBLES OF A GRASS WIDOWER) (1908).

MAX ET SON CHIEN DICK (MAX AND HIS D0G) (1912).

Louis Feuillade:

UNE DAME VRAIMENT BIEN (1908). For Etablissements Gaumont.

FANTOMAS, EPISODE 2: JUVE CONTRE FANTOMAS (1913). For Etablissements Gaumont. With
Rene Navarre, M. Breon., English intertitles.

August 31, 1979
. EARLY CINEMA: Beginnings in Britain (1901-1913) and The Development of Narrative in

America (1903-1907) * approximately 105 minutes

THE FUNERAL OF QUEEN VICTORIA (1901). R. W. Pau1,'Grgat Britain.
RESCUED BY ROVER (1905). Cecil Hepworth, Great Britain, \
THE AIRSHIP DESTROYER (1909). Produced by Charles Urban, Great Britain.

TATTERS: A TALE OF THE SLUMS (1911). A. E, Coleby, Great Britain,

The following are by Edwin S. Porter for the Edison Company:
LIFE OF AN AMERICAN FIREMAN (1903).

THE GAY SHOE CLERK (1903).

THE GREAT TRAIN ROBBERY (1903).

THE EX-CONVICT (1904).

THE "WHITE CAPS" (1905).

THE "TEDDY" BEARS (1907).

THE LOST CHILD (1904). Wallace McCutheon for the American Mutoscope and Biograph
Company.

September 7, 1979
_ EARLY CINEMA: D. W. Griffith at Biograph (USA 1908-1913) *
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approximately 105 minutes

THOSE AWFUL HATS (1909).

A CORNER IN WHEAT (1909)

THE FUGITIVE (1910).

HIS MOTHER'S SCARF (1911),

THE PAINTED LADY (1912).

THE SANDS OF DEE (1912).

THE MUSKETEERS OF PIG ALLEY (1912).
DEATH'S MARATHON (1913),

September 14, 1979
. EARLY CINEMA: Roots of American Comedy (1904-1917) *
approximately 70 minutes

PERSONAL (1904). Wallace McCutheon for Biograph.

THE NEW YORK HAT (1912). D. W. Griffith for Biograph. With Mary Pickford and Lionel
Barrymore,

A HOUSE DIVIDED (1913). Alice-Guy Blaché for Solax.

THE MASQUERADER (1914). Charles Chaplin for Keystone/Sennett.

THE SURF GIRL (1917). Glen Cavender for Sennett. With Raymond Griffith.

A PROFESSIONAL PATIENT. ? for Vitagraph. With Mr. & Mrs. Sidney Drew.

September 21, 1979
. EARLY CINEMA: The Rise of Chaplin from Essanay to Mutual (1915-1919) *

THE BANK (1915). Charles Chaplin for Essanay. With Chaplin and Edna Purviance.

THE VAGABOND (1916), Charles Chaplin for Mutual. With Chaplin and Edna Purviance.
EASY STREET (1917). Charles Chaplin for Mutual. With Chaplin and Edna Purviance.
THE IMMIGRANT {1917). Charles Chaplin for Mutual. With Chaplin and Enda Purviance.
THE ADVENTURER (1917). Chaplin for Mutual. With Chaplin and Edna Purviance.

September 28, 1979
. EARLY CINEMA: The Consolidation of Italjan Cinema (1909-1914) *

approximately 115 minutes

CRETINETTI CERCA UN DUELLO (A DUEL UNDER DIFFICULTIES) (1909). André Deed for Itala
Film, Turin,

L'ODISSEA (HOMER'S ODYSSEY) (1911). Francesco Bertolini for A. Padouin.

AMOR PEDESTRE (1914). Marcel Fabré (a.k.a. ”R0b1ngt") for Ambrosio, Turin.

ASSUNTA SPINA (1914). Gustavo Serena for Caesar Films, Rome.

Italian and English intertitles.

October 5, 1979 '
EARLY CINEMA: The Epic Feature in Italy *
approximately 110 minutes

CABIRIA (1914). Giovanni Pastrone and Enrico Guazzoni for Itala Film, Turin.
English and Italian intertitles.

October 12, 1979 \
. EARLY CINEMA: Contemporaries of D. W. Griffith (USA 1913-1916) *

approximately 1056 minutes

BRONCHO BILLY'S CAPTURE (1913). G, M, Anderson. With Broncho Billy (G. M. Anderson).
PRIDE OF THE RACE (LAST OF THE LINE) (1914), Jay Hunt for Thomas H. Ince. With

Sessue Hayakawa. .
THE MYSTERY OF THE LEAPING FISH (1916). John Emerson for Triangle/Keystone. With

Douglas Fairbanks and Bessie Love.
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HELL'S HINGES (1916). Charles Swickhard for Triangle/Ince. With William S. Hart.

October 19, 1979
EARLY CINEMA: Intolerance *
approximately 160 minutes

INTOLERANCE (1916). Dayid Wark Griffith., With Lillian Gish, Mae Marsh, Robert Harron,

Bessje Love, Constance Talmadge, Spottiswode Aiken, Joseph Henabery.
Tinted Print. b & i .

October 19, 1979
. EARLY CINEMA: D. W, Griffith and Lillian Gish *
approximately 110 minutes

THE LADY AND THE MOUSE (1913). D. W. Griffith for Biograph. With Lillian Gish,
Dorothy Gish and Lionel Barrymore

BROKEN BLOSSOMS (1919). D. W. Griffith for United Artists. With Lillian Gish, Richard
Barthelmess and Donald Crisp.

November 2, 1979
. EARLY CINEMA: American Animation and Short Actualities (1911-1920) *
approximately 2 hours

LITTLE NEMO (1911). Animation by Winsor McCay; live-action sequences by J. S. Black-
ton. With John Bunny.

DREAMS OF A RAREBIT FIEND: BUG VAUDEVILLE (1912). Winsor McCay.
GERTIE THE DINOSAUR. (1914). Winsor McCay.

THE ARTIST'S DREAM (THE DACHSHUND AND THE SAUSAGE) (1913). John Bray.
THE GRAFTERS, John Bray.

COLONEL HEEZA LIAR'S AFRICAN TRIP (AFRICAN HUNT) (1914), John Bray.
KRAZY KAT AND IGNATZ MOUSE AT THE CIRCUS (1916). Leon Searl.
MORPHEUS MIKE (1917). Willis 0'Brien.

MUTT AND JEFF IN THE BIG SWIM (1918). Bud Fisher.

NEWMAN'S LAUGH-0-GRAMS (1920). Walt Disney.

UNIVERSAL CURRENT EVENTS, VOLUME 1, ISSUE 72 (1918).

WITH THE RUSSIANS AT THE FRONT (1915). Produced by the Indian Film Company.

Pathe Newsreels:
WILSON SIGNS DECLARATION OF WAR (1917).

SUFFRAGETTES RIOT AT THE WHITE HOUSE (1918).
WILSON SPEAKS FOR TREATY (1919).

BATTLESHIP MARYLAND LAUNCHED (1920).
DESTRUCTION OF HOMEMADE STILLS (1920).

November 9, 1979 .
. AMERICA IN THE TWENTIES: Film Comedy I *
approximately 125 minutes

THE SAWMILL (1920), Norman Taurog and Larry Semon. With Larry Semon.
UNCENSORED MOVIES (1923). Roy Clements. With Will Rogers.
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THE NUT (1921). Ted Reed. With Douglas Fairbanks.

November 16, 1979
AMERICA IN THE TWENTIES: Film Comedy II *
approximately 110 minutes

SATURDAY AFTERNOON (1926). Harry Edwards. With Harry Langdon.
THE GOLD RUSH (1925). Charles Chaplin. With Chaplin, Georgia Hale and Mack Swain.

November 23, 1979
AMERICA IN THE TWENTIES: Film Comedy III (Buster Keaton) *
approximately 105 minutes

THE BALLOONATIC (1923). Edward Cline and Buster Keaton. With Keaton.
THE GENERAL (1927). Clyde Bruckman and Buster Keaton, With Keaton and Marion Mack.

November 30, 1979
AMERICA IN THE TWENTIES: Film Comedy IV (Harold Lloyd) *
approximately 100 minutes

HIGH AND DIZZY (1920). Hal Roach. With Harold Lloyd and Mildred Davis.
THE FRESHMAN (1925). Sam Taylor. With Hareld Lloyd and Jobyna Ralston.

December 7, 1979
. AMERICA IN THE TWENTIES: Film Comedy V *
approximately 100 minutes

LADY WINDERMERE'S FAN (1925). Ernst Lubitsch. With Ronald Colman, Bert Lytell and
May McAvoy,
Tinted Print,

THE SEX LIFE OF THE POLYP (1928). ? for Fox-Movietone (sound). With Robert Benchley.

December 14, 1979 .
. AMERICA IN THE TWENTIES: Cartoon Animation (1921-1930) *

approximately 2 hours

(ADAM AND CAIN) (ca. 1921). Tony Sarg.

FOUR MUSICIANS OF BREMEN (1922). \Walt Disney.

PUSS 'N BOOTS (1923). Walt Disney.

(FELIX IN HOLLYWOOD) (ca. 1926). Otto Messmer.

ALICE'S EGG PLANT (1925). Ub Iwerks for Walt Disney.

DINKY DOODLE AND THE BAD MAN (1925). Walter Lantz.

PLANE CRAZY (1928). Ub Iwerks for Walt Disney.

STEAMBOAT WILLIE (1928). Ub Iwerks for Walt Disney (sound).
THE SKELETON DANCE (1929). Ub Iwerks for Walt Disney (sound),
THE NIGHT CLUB (1929). Paul Terry (sound).

FELIX THE CAT IN OCEANTICS (9130). Paul Terry (sound),

December 21, 1979 .
. AMERICA IN THE TWENTIES: Dramatic Subjects and Documentary *

approximately 150 minutes

NANDOK OF THE NORTH ( Robert Flaherty.
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THEHCt])VERED WAGON (1923). James Cruze, With J. Warren Kerigan, Lois Wilson and Alan
ale,

December 28, 1979
21, AMERICA IN THE TWENTIES: Greed *
approximately 145 minutes

GREED (192?). Erich von Stroheim. With Zasu Pitts, Gibson Gowland, Jean Hersholt and
Dale Fuller,

The entire schedule of 188 programs (through 1982) should appear in late autumn, 1979.

Vs fi rogram is made possible in part by public funds from the New York
Egtzugﬂﬁc?]f;;mtge grts and by a grant from the National Endowment for the Arts,
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Films on artists

Mr. Van Dyke's seergtarv. after nheskine with Eileen Bowser, read

me the following 1i

Alexander Calder (1

Works of Calder

Brague

Henry Moore

French School of pa

Visite & Picasso

La retrouvée--art a

Painter & Poet (195
Mi
pa

Peakx¥n Details ava

No Richard Smith fi

Deaths

LitLiaN HELENA SwmiTH, 95, founder of chil-

dren’s library services in Toronto and lecturer at

the University of Toronto library school from

1913 until her retirement in 1952, died Jan. 5. In

1962 the Toronto Public Library Board founded a

children’s book collection in her honor. ..

MiLADA SOUCKOVA, former Czech and Slovak

bibliographer at Harvard College Library and

i Ily known list, poet, and literary

critic, died Feb. 1. ... THOMAS J. BRANDON, ique and Picasso)

who established Brandon Films in 1940 and was :

a pioneer in the establishment of 16mm I'lll':l1 Searle, Henry Moore,
service in libraries, died Feb. 17. His family has Michael Rothenstein;
established a film collection in his memory at the

Museum of Modemn Art in New York City, . .

RoBERT ENNEN, director of libraries at Loyola

University, Chicago, since 1972, died March 12.

Dept.

AMERICAN LIBRARIES MAY 1983

A few other films on the arts in the circulating film program are on
page 52 of attached ca.talogue.ﬁl_”ul.ﬂ{#‘f il ﬁojm-u, 53

Film, Department of 1/2
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Mr. Van Dyke's secretary, after checking with Eileen Bowser, read
me the following list of artist films in the Film Dept.

Alexander Calder (19L4)

Works of Calder

Brague

Henry Moore

French School of painting

Visite & Picasso

La retrouvée--art at end of WW II (including Braque and Picasso)

Painter & Poet (1951, English)drawings of Ronald Searle, Henry Moore,
Michael Ayrton, Michael Warre, Michael Rothenstein;
paintings of Barbara Jones)

BeakxEx Details available if you want.
No Richard Smith film,

A few other films on the arts in the circulating film program are on
page 52 of attached ca.talogue.{a_"u[*%l? Eille. ﬂ"‘j"*‘* 53
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Milane

COUNTRY  Italy

Date 6.4.1975

AEL SALONE DEL SAN p

Congresso Fl/
i film a colo

Il problema della conserv:

Ha avuto inizio lunedi verso
50 il salone dell'Istituto ‘ban. 1 oa M
cario S. Paolo in plazza San | culturall interna)
Carlo, il 3L.mo congresso an. | I'UNESCO,
:au;]:mdl:m Federazione inter- Svolti nel 197

1i  archi VoIl n Aid R’
(FIAF); eu:esi nmc}ud‘:ri :;l 1974 u Ottawa.
man| con un incontro di stori lefoni ;
ol del cinema in collaborazio- 2“3."' i wn“:’r]:a:
ne con l'associazione italiana
per le ricerche di storia del ci-
nema suj tema: « Glovanni Pa-
strone e David W. Griffith »,
che si svolgera al mattino,
mentre al pomeriggio avra luo-
g0 un'ultima tornata di lavori.

Terl mattina i] ministro del
turismo e dello spettacolo A-
dolfo Sarti ha partecipato al
T in onore dei con-
gressisti offerto  dall’Associa-
zione generale [tallana dello
spettacolo, Precedentemente i

cong i
{ problem! relativi alla com-
servazione delle copie dei film
a colori, compresj | film tele-
visivl; uno di quest! problemi,
e non certo {1 minore, & la
disponibilith dl mezzi finanzia-
ri sufficienti a tal fine,

La FIAF e stata fondata a
Parigi nel 1938 da quattro ci-
neteche ed oggl ne [anno par-
te cineteche, archivi ¢ musei
del einema di molti paesi, dal
Nationa] flm § i

dra, uno degli
datori 1
Cineteca

a] Turk m !

gul it} Deparleme\d.l i I
el museoum Odern arl
dt New Torig praltrateen ,
In Italia ne fanno parte il
Museo nazionale del cinema di
Torino, 1a Cineteca Itallana di }
Milano e la Cineteca naziona-
le dl Roma. La federazione ha
lo scopo di raccogliere siste-
maticimente & conservare |
materiali audiovisivi ovungue
reperibili, affinché siano a di-
sposizione del ricercatori nel-
18 varie discipling interessate;
di profetiare | film esclusivi:
menta o finl culturall; di sta
bilire 1o ole per lu conser
vazione delle pellicole; In
Yarire | contatti personali tra
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Modern [Museum
‘Begins a Showing
Of Films of ’30’s

The Museum of Modern Art
will present a retrospective of
films from the nineteen-thirties
beginning today and continuing
through Oct. 6.

A total of 39 pictures will
be shown at 2 and 5:30 P.M,
except on Thursdays when they
will also be shown at 8 P.M.
Performances on Saturdays will
be at 3 and 5 P.M. and on
Sundays at 2 and 5:30 P.M.

“The thirties,” according to
Willacd Van Dyke, museum di-
rector of the Department of
Film, “represent some of the!
: | richest creative talent in Amer-:
.. ||ican cinema at a time that has,

|| been called ‘the dear, dead days;
\|beyond recall.”

Two years 2g0, the museum
|| presented “The Thirties,
lU.s.A., Part 1" covering the
first half of the decade. The
films being shown now as Part
II were made from 1935
to 1939.

Among the films to be shown
\are Frank Capra's “‘Lost Hori-
| zon”; paul Muni in “The Life
'of Emile Zola"; “Night Must
IFall” an adaptation of the
'Emlyn Williams play starring
'Robert Montgomery, and Pearl

Buck’'s “The Good Earth,” co-
~starring Mr. Muni and Luise

Rainer. .

The films of the thirties are
being shown, the museum ex-
{plained, not only “for nostalgic!
land sociological reasons, but'|
{also to inform filmmakers andt

|

enthusiasts of the heritage of
American films."

The program was prepared|
under the supervision of |
Adrienne Mancia, assistant cur-
.ator of the Film Department.
{They are being shown throughj
the courtesy of Erandon Films, |
,Columbia Pictures, Buena Vista!
‘and the Museum of Modern Art
Archive. b

Film, Department of 1/2
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« Rieucito »

il capolavoro
di Stroheim

L'edizione o Integrale  del
eapolavoro fdi_ Erich  von
e folll »
schermi
orgd di = ri-
fetfuato  in
Hone la Cine-

teca italinna o 11 M 1
Arte Moderna di New York,
the copie del
film erano _conservate negli
archivi di Milano e di New
York e, meltendole a con-
fronto, i tecniel sono riu-
seith a ricomporre l'edizio-
ne completia che viene ora
presentata  dalla Cineleca
milanese al Teatro San

Marco,

Il film verrh anche pro-
fettato  glovedi prossimo
agh allievi della Scuols di
glornalismo  nella  saletta
del =« Museo del eclnema »
della Cineteca italiana alla
Villa Comunale di via Pa-
lestro in. cul sono esposti
documentl o cimell della
storia del cinema, tra cui
un  rarissimo  esemplare
dell'apparecchio  originale
del fratelll Lumiére,

Pure alla Villa Comuna-
le & sistemata la biblioteca
= Fillppo Sacchi =, frequen-
tata da studiosl, ricercator]
e glovanl che sl Interessa-
mo  all'arte clnematografi-
en. |
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Charlie Chaplin on the centennial of his

birth would be for audiences and critics to

reevaluate the five “talking" movies made
by the master of silent comedy.

There are no arguments about the world-
wide appeal of Chaplin as the Little Tramp.
His place in film history is secure as a
comedian, actor, director, producer, and

- even as memapreneurwhoearlyon
showd his business sagacity by establish-
ing and retaining ownership of much of his
work. But he remains vastly underrated for
his growth as an artist when he turned to
sound. Manyawused him of lapsing into

, moralizing and self-indulgence

in, born on April 16, 1889, died on

¢. 25, 1977, at the age of 88. From Apnl
to 27, the Museum of Modern Art is

) a retrospective culled from the

shorts and 12 features that Chaplin

le during his extraordinary career.

e greatest service rendered by MoMA

in this celebration js the scheduling of
Chaplin’s five talkies—"The Great Dicta-
tor’" (1940), “Monsieur Verdoux" (1947),
“Limelight” (1952), “A King in New York™
(1957) and “A Countess From Hong Kong™
(1967). This is a rare opportunity to see
these movies on the big screen. They are
out of theatrical circulation, although
CBS/Fox's Key Video is releasing them on
videocassette as part of its Charlie Chaplin
Centennial Collection.

Despite the naysayers, Mr. Chaplin's
brilliance is evident in all five movies, even
in “A Countess From Hong Kong," his
last—and most problematical—work. Of
the five, fewest arguments occur over “The
Great Dictator” (April 20 at 6, April 23 at
2) because it is so downright funny in its
astute and uproarious satire of Hitler, Mus-
solini and the master-race theory. By his
device of creating confusion between dic-
tator Adenoid Hynkel and a look-alike
Jewish barber in the ghetto, Chaplin (play-
ing both roles) made a laughingstock of the
villains.

When I interviewed Chaplin in Switzer-
land in 1972, he said that he would not have
used slapstick in the scenes involving the

l)wdadhdtlmrm son in a
deu{Sam Neill and

Dead Calm’: A Sex Triangle Sinks

By Nicholas Nicastro

prostitute (Sarah Maur-Thorp) to share his
“'marching powder.” Giving Mr. Hyde a fe-
male partner-in-crime to work out the frus-
mtionsofhermmlbondngewuldham
breathed new life into the tale, but the
writers can't do anything with it. Instead,
the filmmakers think they can depend on
Mr. Perkins's sneering, cackling face and
bad accent. With the two “Psycho’s,”
'Cnmaofhniun“mddns,themams

numeromofpnnidﬂngbndgu*l

in nylon and It's usually a mistake o
the actor, but
3 E‘i& ‘“ﬂl m: .M-f

_ mnﬁ‘%wmﬁ?w@

: Mmes nghhght MoMAs Chaphn Celebratlon

bealmgurlmhad he known of the exter-
mination camps: ‘“Nobody knew at the time
what was being done in these camps,” he
said. “Afterward, I saw the ovens and said,
‘I don't believe it. Had I known 1 wouldn't
have done the picture the way I did."

What gave Chaplin the most flak at the
time of the film's release was the closing
speech, in which he appealed—pedanti-
callyand propagandistically, some thought
—for world peace. A similar criticism
greeted the courtroom speech in “Mon-
sieur Verdoux," in which Verdoux (Chap-
lin), the Bluebeard convicted of murdering
women for their money, calls his crimes
slight by comparison with the crime of
manufacturing armaments and using them
to murder millions,

I view of the carping, it is surprising to
note how brief these speeches really are.
Both are also thoroughly relevant to the sit-
uations. But we are so unaccustomed (o
political comment in movies that when
anyone violates the convention audiences
and critics tend to feel assaulted.

“Monsieur Verdoux™ (April 20 at 2:30,
April 23 at 5) is a masterpiece, as the late
critic James Agee recognized on its re-
lease. Chaplin’s gallows humor, a daring
mix of high comedy and tragedy, was
deemed bizarre at the time. Verdoux em-
bodies the conflict between profit and mor-
ality as he embarks upon a career of crime
—his own litile free enterprise project to
support his crippled wife and son after he
loses his bank job during a depression,
Verdoux becomes a symbol of the world on
the brink of disaster; it was Chaplin's blast
against the burgeoning Cold War. He suc-
ceeded admirably in the difficult task of
being magnificently ﬂnmyas\hduuxwhile
also making a deadly serious movie that
addrcssenliisimmui to the perilous times.

Lm Li) m
at 6) is the storyoﬁaﬂggmgcl
(Chaplin) whose last years are given
meaning by his relationship \mth
Bloom). Gi
Yﬁﬂﬂw

/3

mmzao,amm'

Umrlie Chaphn at his home in Switzerland in 1972.

woman, Oona O’Neill, many of the feel-
ings expressed in the movie are presuma-
bly autobiographical. This is one of Chap-

lin's most beautiful, heartfelt films, and 1 |

confess to a touch of pity for those who
cannot respond to its emotions and have
criticized it as excessively sentimental
“A King in New York™ (April 24 at 6,
April 25 at 2:30) is one of the few films we
have that deal head-on with the period of
McCarthyism. Chaplin, who merits spe-
cial credit for having made the movie in the
1950's instead of waiting for calmer days,
plays a king driven from his throne who
seeks refuge in America. He becomes ac-
quainted with a young boy (Chaplin’s son,
Michael), who is being pressured by the
FE.B.1. to inform on his parents, accused of
being Communists. The movie is uneven,
but contains some great comic scenes, in-
cluding the washing down of a tyrannical
Congressional committee with an out-of-
control fire hose. Not shown in America
until 1973, *A King in New York" is rela-
tively unknown, but it stands as Chaplin’s
clever comment on the era and, quite sur-

~ prisingly, it is more humorous and philo-

sophical than bitter, despite the shabby

- ‘treatment that Chaplin himself suffered at

William Wolf
the hands of the Governrent. (He was told
that he would have to prove his moral and
political fitness to gain readmittance to the
U.S. when he sailed for Europe in 1952.
Not till 1972 did he return, to be honored
by the Film Society of Lincoln Center and
1o receive an honorary Oscar.)

“A Countess From Hong Kong" (April
25 at 6, April 27 at 2:30) is Chaplin's weakest
feature, but it is much better than the drub-
bing it received from many critics would
lead one to believe. Teaming Marlon Bran-
doand Sophia Loren, it was released at a
time when trendy films containing rapid-
fire editing effects and featuring realistic
locations had become the rule. Chaplin
was never one for fancy camera work or lo-
cation filming. Also, in a period of cyni-
cism, he made an unabashedly romantic
film that said love was all that mattered in
life. Except for a bit walk-on part, Chaplin
remains behind the camera—Miss Loren
is his comic stand-in. Through his direc-
tion he brightens the film with some im-
aginatively funny setups, but more impor-
ant, the movie reflects the compassion that
lay at the core of his life's work. Even “A
Countess From Hong Kong™ is worth a
fresh look. -

P R S TRy ¥
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/ ; " © U0 iupae JEcan be dssumed thaf at ledst one female recipi-
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: o - Plent ot art Academy Award on Monday night will ok

o il &+ ba wearing her hair in a stresked b cascade,

- mmalﬂﬂmmtfanﬂltwmmw;h,w
1 «' weep crocodile tears of joy. YTt
: " This 1 of decorum will be Mrs, John D, Rocke-
% i | '+ Teller 34, who, ns president of the Muséurh of Modem
., Art, will accept the honorary Oscar that is being
3 ¥ I | slmwthemuuumfuriuwnumlngmmﬂo(
. L | Almasanart form, ! Y j
: QW—# e M R . The award coincides with the miseam’s 50th anni-
/15 | versary. Its film library was established in 1935 byt
7 &7~ 5 —~_thelate John E. Abbott and his wife, Iris Barry, who
. diedin t8 flrst two film serhes, A Shw(lrgymy
R | of the Film in America, 1895103" and *Som¢
1. Memorable American Films, 1896-1684," were pres
- - ' pared for circulation the following year, The library,
naw a department employing 28 persons headed by
Ted Perry, has been showing films regularty to the
public in its auditorium since 1839. Its facllitics are
| regularlyused by film makers of every sort, from the
: - | blatantly commercial tothe exotically experimesital,

L | Elleen Bowser, the curator of the museum's film

£ : [ archive, notes that it comprises 8,000 tifles, 2,000 up.

published scripty, 6,000 posters and 3 milllon movie

stills, The museum has saved 2,000 fitms from inevi-

table destruction by transferring prints from deterio-

1 | rating nifrate stock to durable scetate. The circulat

1 ing collection has 500 titles that have & total of more

| +, than 6,000 bookings a year. & IALE

While film schools, departments or classés can be

found nowadays at virjually every campus ih the

- country, few people took movies sériously &s an art

T \ Iarmwhmﬂnl[bngmlamdaq.lpqtotmm

Hollywood u:suu the period. ‘Astounded ‘when

Mr. Abbott and Miss Barry told them In 1835 that

they had been doing something worthwhile, maoy of
them hastened to donate prints to tha library,

The varjety of the museun's film collection was
deunmﬁt;d by lhadmrmrmmmt ml earller |
this weelk that it would present a retrospective ehow. |
ing of the greatest hits of Americas International t
| . Plctures from 1854, the year of if3 foundlng, to the
present, from July 28to Aug. 2. =+ ¥ .

the movies to be shown ane '] Was & Teen-
L age Werewoll,” made in 1957, end starring Michael
.. Landon, who has gone on to better things; “Beach | Y e
Party,” 1963, the first of the “beach" movies, of [ o g MR
which the studio’s *'California Dreaming™ Is a cur- LA B !
| - rent example, and “Cooley High " 197§, which as eyt | TR,
Semuel Z. Arkoft, the chairman and president of the W, v
o 'y company, pointed out, was the {nspirption for the | - 8 gl ;i
¥ ! | “What's Happening' television seiies, by s o8 et f AR
: : Roger Corman elther directed or produced 11 of
% . the films that will be shown. Other notable figures LA Y e
who received screen credits as comparative yo- |0 L
; A knowms were Charles Bronson in “Maching Gua |
e 4 Kelly,” In 1838; Francis Ford Coppols, who direcied 3 _' 1
] “ | '“Dernentia 13" in 1963; Woody Allen, who directad Vi e we S
= himself in “What’s Up, Tiger Lily?" 13 1068, and Rob- | : AT
ert De Niro and Bruce Dern in *Bloody Mama,'* 1970, t : N S /]
< |- Mr. Arkoff acknowledged, at an appropriately low- .
. | Pudgetluncheon at“21," that ane story told about his
studio was based In fact. His late partner, James H. |
.| Nicholson, would come up with a title that was calcu-, |

|+ 'lated to cause youngsters to lay a lot of rubber get- *

| ting to the drive-ins. Then the adverdsing art would

| be created. Only after that was the film written. |
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HIVER NEWSLETTER ’%é{t%& 7
.?J J{'

This is the first Newsletter from the Department of Film. It is an
informal attempt to provide information that might otherwise be unavailable.
The Newsletter will be issued periodically and will recommend films which
our department believes merit attention. We hope you will find this bulle-
tin useful. Any suggestions for improving it or adding to it will be
gratefully appreciated.

DEPARTMENT OF FILM

RECOMMENDED: New Films

ACCIDENT (At Cinema Two). Director Joseph Losey and scriptwriter Harold
Pinter penetrate the idyllic surface of the life of two Oxford dons to
find undercurrents of jealousy, disillusion, egotism and meanness. Losey,
in what is certainly his most controlled job of direction, skillfully
injects an almost intangible tension into even the most seemingly peaceful
scenes -- sO that a quiet, outdoor tea with its fragments of meandering
conversation becomes a battlefield of innuendo. Both script and direction
slip from time to time, but both manage to get back on the track. Superb
performances by Stanley Baker and Vivian Merchant.

LA GUERRE EST FINIE (At the Murray Hill). Alain Resnais' usual theme of
the debilitating effect of the past upon the present is here embodied in
the story of a veteran of the Spanish Civil War who is wondering if it
isn't time to admit that the war is over. The theme this time, however, is
presented with the utmostsimplicity and a warmth that is new in Resnais'
work. An elegant job of filmmaking on all counts, particularly photography

and editing.

HURRY SUNDOWN (At the Victoria and Plaza). Whatever its limitations may be
as social comment on the Negro problem, HURRY SUNDOWN is a fine example of
the Otto Preminger approach; three major story lines are skill?ully Juggled,
with a galaxy of minor stars, and the slickest Hollywood technique. Sexy,
violent and wise-cracking, it holds attention for all ot_‘ its‘considerable
running time, despite predictability of character and situation. Michael
Caine repeats his Alfie performance with a southr::rn accent, but does it
better, and Dishann Carroll brings an individuality and depth to her role
that may not be in its writing. Although it may not_be for those who jt‘;dge
films by their reference or responsibility to real life, HURRY SUNDOWN is

good Hollywood melodrame.

THWO FOR THE ROAD (At the Music Hall). The storg of a young couple as they
travel across Burcope at four successive s;ages in thgir lives ~-- wheg they
fall in love, when they are expecting their fi?st child, as the marriage
begins to fall apart, and finally as they realize that though marriage is
no bed of roses, they are bound to stick togethe;. The four trips are
intercut, perhaps in obeisance to cinematic fash?on, but 3ucc§ssfu}1y so
since it effectively alternates the moods of their re}ationshlp which might
otherwise have bogged down in the scraps and altergatlons of their later
disillusion. The most successful element of the film is the chemistry that
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happens between the two stars -- Audrey Hepburn and Albert Finney -- an
unlikely combination of the ethereal and the earthy that immediately pre-
dicts the couple's future problems (as well as their immediate attraction).
Frederic Raphael's screenplay has much the same limitations as his script
for DARLING, including overstated or underdeveloped satire and substitution
of surface sophistication for depth. Nonetheless, its somewhat disillu-
sioned look at marriage is revolutionary in the context of the American
movie, Stanley Donen's direction is a comfortable blend of the new European
film and the old American. Not the least of his skills is eliciting from
Miss Hepburn one of her few emotional and genuine performances.

BLOW-UP (At the Beekman). The visual beauty of Antonioni's newest film
will come as a surprise to no one familiar with the director's earlier
work. Nor will the endless debate as to "what it all means" be surprising
in the light of the controversy that has surrounded the director's films
since L'AVVENTURA. The element of surprise this time comes from a stronger
story line than is usual and from an English setting rather than the
typical upper-class Italian background. Perhaps it is the foreign locale
that has led Antonioni astray. Time and again he seems ill at ease before
England's "swinging" generation and the film lacks conviction whenever he
tackles it head-on, particularly the rock-n-roll and pot seguences. Over-
all this lack of familiarity leads to an uncertainty in directicn apparent
in the absence of tension in many scenes. There are, of course, the
obvious exceptions that remind one that the director is one of the greats
of the European film.

REVIVALS:
THE UMBRELLAS OF CHERBOURG by Jacques Demy
RED DESERT by Antonioni

"JNDERGROUND" AND INDEPENDENT FILM-MAKERS (shorts and features):

THE CHELSEA GIRLS by Andy Warhol
SCORPIO RISING by Kenneth Anger

THE MUSEUM OF MODERN ART:
THE COLORS OF BATTLE by Jerzy Passendorfer (in Polish with English sub-

titles). A new director for U.S.A. endiences and an excellent reconstrue-
tion of the partisan conflict in Poland during World War II. May 21 and 22.

LE RIDEAU CRAMOISI by Alexandre Astruc. 4l minutes. June 3,

ANDRE MASSON by Jean Grémillon. 20 minutes. June by,

LES ENFANTS DES COURANTS D'AIR (CHILDREN ADRIFT) by Edouard Iuntz, 26
minutes. June 5.
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SIMENON by Jean-Frangois Hauduroy. For Georges Simenon fans. 25 minutes.

June 6.

NUIT ET BROUILLARD (WIGHT AND FOG) by Alain Resnais. 31 minutes. June 10
and 11.

TOUTE LA MEMOIRE DU MONDE by Alain Resnais. 21 minutes. June 13 and 15.
A WOMAN OF THE WORLD by Mal St. Clair. -1925. Silent. With Pola Negri,
Charles Emmet Mack, Chester Conklin, Holmes Herbert. June 26 and 27 at
2:00 PM only.

For Children:

WHEN THE CAT COMES by Vojtech Jasny. June 17 and 24,

THE BLACK PIRATE by Albert Parker. 1926, Silent. With Douglas Fairbanks,
Billie Dove and Donald Crisp. June 7.

Festival of New Czechoslovak Cinema begins Friday, June 16, 'All the films
are of interest bub don't miss DATSIES by Vera Chytilova.

MISCELLANEOUS:

Cinema will be well represented at Expo '67. Among the meny visual excite-
ments: New techniques at the Czech Pavilion and at Labyrinth.
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. French Cinematic Treats at the Modern

By G. S. BOURDAIN

INCE invitations to advance
screenings are reserved for the
special few, the rest of us can be
very grateful to the Museum of

Modern Art for its ''Perspectives on
French Cinema'' series, which offers
previews of a batch of movies fresh off
the plane from Paris. This year's edi-
tion, which opens today, offers a dozen
features, 11 of which will be shown
twice through March 3 at the museum’s
Ray and Niuta Titus Theater 1.

The museum has had a long and faith-

" ful association with the French cinema,

an understandable relationship since
Paris and New York were the centers of
cinema's creation. In 1938, the museum
co-founded — with the French
Cinématheqgue and the British Film In-
stitute — the International Federation
of Film Archives. One year later, the
museum was host of the new organiza-
tion’s first international film series.

"“Perspectives on French Cinema"
began in 1973 as a subsidiary section of
the Cannes Film Festival, and the mu-
seum’s film department picked it up for
presentation here.

The curators of the Modern Mu-

. seum’s department of film, Il..aurenos ’

v 2 =
SN X

=
{'( (ToEs

Unpublished documents may not be phot
for viewing 16mm films. The following sca
single reel archive prints,
higher costs for circulating library pri
of films available only in 35mm cos
rates are also available. At present, no nitrate
of any footage from the films in the

Appointments

-.-T'.«.. e e A

Kardish and Adrienne Mancia, go every
year io the Cannes festival, and spend
much of the rest of the year looking at
films, abroad and on cassette in New
York. For the "'Perspectives” series,
they work closely with cinema groups
in France and with the French Film Of-
fice/Unifrance U.S.A.

“We're basically thinking of anyone |

who's genuinely interested in new
French cinema,” Mr, Kardish said re-
cently. “We try to provide an overview
within the limited time and space that
are available.”

He said the museum’'s selections
were made “basically for the style.”

“If we think the film maker is to be
noted, because he has a particular tal-
ent, we'll consider taking the film,"” Mr.
Kardish said. “And there might be a
film maker that we would feel remiss if
we didn’t show. For instance, Chabrol is
included this year; he is a major film
maker and it's always a delight and a
point of interest to our members at the
museum to see any new Chabrol film.”

According to Catherine Verret, head
of the French Film Office here, “For
several years, we simply took a selec-
tion from Cannes series and
brought it here. But times are changing,
and now, rather than concentrate on
new and sometimes difficult young di-

»

%
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rectors, we take an assortment of
avant-garde and mainstream films.
They balance and seem to encourage
each other."

While Mr. Kardish and Ms. Mancia
think primarily of providing treats as
they keep the museum’s members cine-
matically au courant, Ms. Verret’s pri-

Continued on Page C10

in the “] i French Cine-
ma” series at Museum of Modern Art.

r

.

$5.00 for multiple reel archive prints, and $9.00 for circulating library prints. The

ints are required to defray UPS shipping charges. Private screening
ts $15.00/hr, to defray the cost of a projectionist. Group screening
films may be viewed. All enquires regarding reproduction
collection should be directed to (212) 708-9605.

An appointment is ne .
Monday through Friday. Call Charles Silver

cessary to use the facilities of the Film Study Center. The hours are from 110 5,
(212) 708-9613, Ron Magliozzi (212) 708-9614, or Ed Carter

(212) 708-9498. The center is available to serious scholars only. Scholars wishing to use film books or

older film periodicals should CiI!” I_he
should be directed to Mary Corliss in t j |
should be addressed to Barbara London in the Video St

Museum’s Library (212) 708-9433. Enquires regarding film stills
he Film Stills Archive at (212) 708-9830. Enquires regarding video
udy Center at (212) 708-9689.

waass ¢
- &

Photocopying: INere are Tacnnies 107 duplicaing writen rdatetial AU LS LUSL UL LWSHILY UE1 150 o fraiy e
ocopied. Films: The Department of Film charges a service fee
le is necessitated by varied costs for the department: $2.50 for
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Continued From Page CI

| mary mterest is “not so much how
the arrive, but how they stay."
i mahrgpizvlwd to the screen-
| that commercial
bookings will result.
The 1987 series is a nice balance of
works by established and new film
| makers. This year's veterans include
Claude Chabrol, Claude Lelouch,
Alain Resnais, Nelly Kaplan and Ber-
| trand Blier; among the newcomers is
|| | the actor Michel Blanc (presently co-
!starring with Gérard Depardieu in
“Ménage"), making his directorial
| debut with “Marche a I'Ombre"
~("“Walk in the Shadow").

Some Old Friends

The players include some old
friends — Fanny Ardant, Nathalie
A , Jean-Claude Brialy, Alain
Delon, Frangoise Fabian, Annie
Girardot, Bernadette Lafont, Michel
Piceoli and Jean-Louis Trintignant —
and some rising, or risen, stars, in-

h Cinematic Treats :

-~ ,.;.:a
afg s
2
cluding Sandrine Bonnaire (seen re-. - &
cently in Agnés Varda's “Vaga--*,
bond™), Sabine Azéma (“A Sunday in - %
the Country") and Wadeck Stanczak* ‘:.
(currently in “Seene of the Crime") '.-rl
Of special interest is a one-hour doett- #08
mentary, ‘‘Abel Gance et Son Napolé-- e
on,"” by Nelly Kaplan, who spent 10* . #
years as assistant to the renowned di-~ « 54
rector. Many items in her-own collee . *23
tion of previously unseen photos, logs. =
and documents from the filming of* .*
Gance's epic “Napoléon,” including <&
clips of the director assembling his, *7!
forces on the first day of work, were: e
used in the documentary. >
All films In the series are shown «
with English subtitles. The screen-, * 5
ings, which are considered an exhibi-+  w
tion like any other show, are included = %
in the museum’s price of admission,
which Is $5 for adulls and $3.50 for . *Q
students; youngsters under’16 are ad-« ©
mitted free, but must he acmmpﬂ.':i
nied by an adult. The number lor i J&8
formation is 708-9490. +:,'f

*s
Job hunting? Check today's Times »!
-

16ast TWO WEEKS 11 8Uvariue: s v weiew o
and validity of the project. Writers who submita

3 facilities to serious film students,
swing tables on which films from the
aarge collection of screenplays and
newspaper and magazine articles,
lities and subjects; reference books;
be restricted; the FIAF International
indexes; and selected current film
Auseum and is not available for loan.

cholars working on specific research
rinstructor on university letterhead at
being requested and state the nature

_srimila' r letter from their editor or publisher on letterhead

Film, Department of 1/2

may also obtain permission to view films. Others with a serious purpose may s_ubmit a written request
two weeks in advance, but the Department of Film retains the right of approving all requests. Due o
limited facilities, projects requiring extensively detailed analysis are gfv.-maralh,ur not permitted. A public
catalogue of viewing copies held by the Department of Film is not available.

Fees

ing: There are facilities for duplicating written material at the cost cr_f twenty cents per page.
Sr:\:tt?gﬁ::edgdocumems may not be photocopied. Films: The Der_}anment of Film charges a service fee
for viewing 16mm films. The following scale is necessitated by varied costs f&?rthe era'rtment: §2.50 for
single reel archive prints, $5.00 for multiple reel archive prints, and $9A09 f"f circulating I|blrarv prints. 'l_’ha
higher costs for circulating library prints are required to defray UPS shlppaﬂg_ chi_arggs. Private screening
of films available only in 35mm costs $15.00/hr, to defray tr_w cost of a pro!ectlonast. (_Sroup screening
rates are also available, At present, no nitrate films may be ?’IB’WEd. All enquires regarding reproduction
of any footage from the films in the collection should be directed to (212) 708-9605.

Appointments

i i essary to use the facilities of the Film Study Center. The hours are from 1to 5,
:11:3:\?:::23;:1';:;:“ CalrIYCharles Silver (212) 708-9613, Ron Magliozzi (212) ?DB~9614,ror E: C:n.er
(212) 708-9498. The center is available to serious s_cholars only. Scholars w:shllng to use Illmﬁloo t:_lclnr
older film periodicals should call the Museum’s Library (212) 708-9433. Enquires _regardlnﬂd_ m !_adl s
should be directed to Mary Corliss in the Film St||_ls Archive at (212) 708-9830. Enquires regarding video
should be addressed to Barbara London in the Video Study Center at (212) 708-9689.
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Resources Available

The Study Center of the Department of Film offers the following facilities to serious film students,
researchers, and scholars; a 16mm projector and several 16mm viewing tables on which films from the
department's collection can be viewed (not all films are available); a large collection of screenplays and
dialogue continuities; extensive files of contemporary reviews, newspaper and magazine articles,
program notes, publicity and other material on films, film personalities and subjects; reference books;
special collections; posters and pressbooks to which access may be restricted; the FIAF International
Index to Film Periodicals (1972 to the present) and other film indexes; and selected current film
periodicals. This material is available only on the premises of the Museum and is not available for loan.
Smoking and eating are not permitted.

Access

Films and documentation are made available only to qualified scholars working on specific research
projects. Students who wish to view must submit a letter from their instructor on university letterhead at
{east two weeks in advance. This letter should specify the film(s) being requested and state the nature
and validity of the project. Writers who submit a similar letter from their editor or publisher on letterhead
may also obtain permission to view films. Others with a serious purpose may submit a written request
two weeks in advance, but the Department of Film retains the right of approving all requests. Due to
limited facilities, projects requiring extensively detailed analysis are generally not permitted. A public
catalogue of viewing copies held by the Department of Film is not available.

Fees

Photocopying: There are facilities for duplicating written material at the cost of twenty cents per page.
Unpublished documents may not be photocopied. Films: The Department of Film charges a service fee
for viewing 16mm films. The following scale is necessitated by varied costs for the department: $2.50 for
single reel archive prints, $5.00 for multiple reel archive prints, and $9.00 for circulating library prints. The
higher costs for circulating library prints are required to defray UPS shipping charges. Private screening
of films available only in 35mm costs $15.00/hr, to defray the cost of a projectionist. Group screening
rates are also available. At present, no nitrate films may be viewed. All enquires regarding repraoduction
of any footage from the films in the collection should be directed to (212) 708-9605.

Appointments

An appointment is necessary 1o use the facilities of the Film Study C_en'ﬂ?r. The hours are from 1to 5,
Monday through Friday. Call Charles Silver (212) 708-9613, Ron Magliozzi (212) 708-9614, or Ed Carter
(212) 708-9498. The center is available to serious scholars only. Scholars wishing to use film books or
older film periodicals should call the Museum's Library (212) 708-9433. Enquires regarding film stills
should be directed to Mary Corliss in the Film Stills Archive at (212) 708-9830. Enquires regarding video
should be addressed to Barbara London in the Video Study Center at (212) 708-9689.

Film, Department of 1/2
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Resources Available

The Study Center of the Department of Film offers the following facilities to serious film students,
researchers, and scholars: a 16mm projector and several 16mm viewing tables on which films from the
d_&par‘zmam*s collection can be viewed (not all films are available); a large collection of screenplays and
dialogue continuities; extensive files of contemparary reviews, newspaper and magazine articles,
program notes, publicity and other material on films, film personalities and subjects; reference books;
special collections: posters and pressbooks to which access may be restricted; the FIAF International
Index to Film Periodicals (1972 to the present) and other film indexes; and selected current film
periodicals. This material is available only on the premises of the Museum and is not available for loan.
Smoking and eating are not permitted.

Access

Eilms and documentation are made available only to qualified scholars working on specific research
projects. Students who wish to view must submit a letter from their instructor on university letterhead at
least two weeks in advance. This letter should specify the film(s) being requested and state the nature
and validity of the project. Writers who submit a similar letter from their editor or publisher on letterhead
may also obtain permission to view films. Others with a serious purpose may submit a written request
two weeks in advance, but the Department of Film retains the right of approving all requests. Due to
limited facilities, projects requiring extensively detailed analysis are generally not permitted. A public
catalogue of viewing copies held by the Department of Film is not available.

Fees

Photocopying: There are facilities for duplicating written material at the cost of twenty cents per page.
Unpublished documents may not be photocopied. Films: The Department of Film charges a service fee
for viewing 16mm films. The following scale is necessitated by varied costs for the department: $2.50 for
single reel archive prints, $5.00 for multiple reel archive prints, and $9.00 for circulating library prints. The
higher costs for circulating library prints are required to defray UPS shipping charges. Private screening
of films available only in 35mm costs $15.00/hr, to defray the cost of a projectionist. Group screening
rates are also available. At present, no nitrate films may be viewed. All enquires regarding reproduction
of any footage from the films in the collection should be directed to (212) 708-9605.

Appointments

An appointment is necessary to use the facilities of the Film Study Center. The hours are from 1to 5,
Monday through Friday. Call Charles Silver (212) 708-9613, Ron Magliozzi (212) 708-9614, or Ed Carter
(212) 708-9498. The center is available to serious scholars only, Scholars wishing to use film books or
older film periodicals should call the Museum’s Library (212) 708-9433, Enquires regarding film stills
should be directed to Mary Corliss in the Film Stills Archive at (212) 708-9830. Enquires regarding video
should be addressed to Barbara London in the Video Study Center at (212) 708-9689.
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Now Available
Together For The
First Time...

The Complete

Three-Yolume
Set Of




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY APF Film, Deparhwiat of

| W

| NEWLY AVAILABLE! ALSO AVAILABLE

II uring the 1930s, the Writers’ Pro- . ) ; ) ”
gram of the Work Projects Adminis- Vol. 1. THE FILM AS AR"[‘_ Vol. 2. THE FILM AS INDUSTRY.
tration (WPA) compiled a film index for ‘ New York, 1941. Orig. LC 41-8716. 1985. 587 pp.
e Reprint 1988. 780 pp. ISBN 0-527-29334-2  Cloth £95.00
index provided coverage on materials : = 90.6 Cloth $60.00 ;
from all relevant English-language works ISBN 0-527-293 ) ot ). Volume 2 covers the industrial and com-
published through December 31, 1935, It ‘ This is a complete reprint of the first and mercial phases of the film. (A contents
was intended to be published in three vol- only Film Index volume to be published by listing appears on the back panel.)
umes, but only the first ‘\'utur_ne. The Film as ‘ the Writers’ Program. This historic vol- ’
Art, appeared in 1941, The WPA was shortly . . = e

el e A ume covers the creative elements of the Vol. 3. THE FILM IN SOCIETY.
thereafter terminated, and the index cards for ; : ) <O
the remaining two volumes were stored with the film medium and includes numerous pho- 19‘80.‘344 pp-
Muzeum of Modern Art in New York. For nearly tographs and illustrations. A thorough ISBN 0-527-29335-0 Cloth £85.00
forty years the cards remained untouched, until index is included that cites authors, titles The third volume is devoted to the social.
tl_m!"" I“I"‘.“ h“‘_""'_ h"‘?‘;""{'l"“_l P”m't’fi;"“{]f‘ of books and films, names of well-known cultural, educational and other nonthea:-
with the cooperation ol the Museum ol Modern persunalilies in films. axid Sllhj{!{'-lSA(A vical aspects ofthatilm, Volumed

Art, retrieved these materials, compiled and ed-
ited them, and made available for the first time,
I'he Film as Industry and The Film in Society.

contents listing appears on the back includes a Name Index for Volumes 2
panel.) and 3. (A contents listing appears on 1!

raus International Publications is now pl?ils(-'ll back panel )

to make available a complete reprint of the 1941
original edition of Volume 1, The Film as Art, which had
been out of print and difficult to access. For the first time
since its inception almost 50 years ago, the entire three-volume
set of The Film Index: A Bibliography can now be purchased
together.

hese three volumes combined contain over 20,000 fully annotated
entries, The information provided includes author, article, chapter SPECIAL SERIES PRICE

or book title, publication date (journal name, book title, and/or publisher ‘

name and location); and page numbers. The entries are arranged alpha- Writers” Program. New York.

betically by author or anonymous title within one of several broad categories ‘ THE FILM INDEX: A BIBLIOGRAPHY.

(see abbreviated contents listing on back panel). In all three volumes the -y, Compiled by the workers of the Writers’ Program of the Work

original subject classification scheme and the original wording of the entries and - ? 2
1 L = 5 = i = ~ : siia 3 . ! S : > with
their annotations have been maintained wherever possible. The reader, therefore, Projects Administration in the City of New York _P'-‘i-"h hed

the cooperation of the Museum of Modern Art, New York.

may encounter many terms and expressions that were current during the 1930s, as 5 "
well as reflections of the artistic, societal, and industrial attitudes of the WPA era. 1985-1988. 3 Vols. SPCCI.a.l Series Pnce
ISBN 0-527-29326-1 Cloth $225.00

* Honored when orders are received directly from college, aniversity, and spec wal callertim hilrane
For ardering individual volumes, plesse refer o pricing information abave

Direct all orders and inguiries to:

Kraus International Publications

A Division of Kraus-Thomson Organization Limited
One Water Street, White Plains. NY 10601
Tel.: 800-247-8519/914-761-9600
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he entire Film Index is essential for the
historical study of film as an art form,
as an industry, and as a social force.es

— Wilson Library Bulletin
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Shown below are the major subject categories together with the first level of subsections for Volumes 1, 2 and 3 of The Film Index.

Al p b
The Film
o \J
as Art
Part I—HISTORY AND
TECHNIQUE
GENERAL WORKS
CRITICISM AND AESTHETICS
The World of the Film
The Screen and the Stage
The Art of Film Criticism
Aesthetics of the Film
HISTORY
General History
Pre-screen History
The American Film
The Foreign Film
TECHNIQUE
Surveys of Film Crafts
Acting
Actors
Color
Costume
Dance
Directing
Directors
Editing
Make-up
Music
Photography
Production Effects
Set Design
Sound
Writing
Writing— Scenarios
PART I—TYPES OF FILM
THE FICTIONAL FILM
Adaptations
Adventure in Distant Lands
Animal Films
Children’s Films
Comedy
Crime and Detective Films
Drama
Fantasy and Trick Films
History and Biography
Indian Films
Negro Films
Occupational and Milieu Films
Religious Films
Romance—Costume
Romance—Modern
Serials
Social Films
Spﬂ:!acle
Topical Films

The Film
as Industry

ADVERTISING AND

PUBLICITY

General

Art Work

Ethics

Exploitation

ASSOCIATIONS AND

ORGANIZATIONS

Artists” and Technicians’
Associations

Exhibitors’ Associations

Producers’ Associations

DISTRIBUTION

General

Block Booking

Markets

Previews

EXHIBITION

General

Specific Theaters and Theater
Owners

Projection

Theater Design and Construetion

Theater Management

FINANCE

General

Specific Companies

Records of Litigation

HISTORY

General History of the Film

American Film Industry

Foreign Film Industry

The Color Film

The Sound Film

JURISPRUDENCE

General

Distribution

Exhibition

N.R.A.

Production

Taxation

LABOR RELATIONS

General

Exhibition

Production

PRODUCTION

General

Actors

Miscellaneous

Production Crafts

Story and Seenario

Studios

1.
The Film

. 1 .

in Society
CENSORSHIP
General

Censorship Boards

Film Ratings

Films Examined

Legislation and Regulation

rgani and M nt

CULTURAL ASPECTS
General

American Films Abroad

Film and Language
Film and Taste

EDUCATION

General

Adult Education

Applications and Experiments
Appreciation

Bibliographies

Commercial Aspects
Educational Film Catalogs and

Sources

Educational Film Libraries
Equipment

Specific Films

International Aspects
Legislation

Organizations
HOLLYWOOD

General

Guidance for Aspirants

In Literature: Fiction
MORAL AND

RELIGIOUS ASPECTS
General

The Film and Crime

The Film and Religion

The Film and Youth
SOCIAL AND

POLITICAL ASPECTS
General

Film and General Psychology
Film and Social Psychology
Political Functions of the Film
Propaganda in Film
SPECIAL APPLICATIONS
Advertising and Publicity
Art and Archaeology
Industry

Medicine

Miscellaneous

Public Health and Hygiene
Science

Microphotography

Public Safety

Vocational Guidance

Film, Department of 1/2
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5 month of subtitled cinema offerings
-~ begins this weekend, covering in-

By G.S. BOURDAIN

ternational movie making from

1930s Italy to present-day Japan.
The lusty Italian actress Anna Magnani,
who helped change the look of cinema in the
postwar years, is the subject of a retrospec-
tive opening today at the Museum of Modern

=na Magnani, shown in Roberto Ros ellini’s “I-luman Vmce,”is the. subgzct ofa
\ \ %,mofuodm?'tretrupemve a tym festival in town this weekend.

r‘.--._, ot

¢
W

o T~ Oct.2g, 1‘73/%’

== -
éeﬂes With an International Flavor

|Art. The personification of Latin tempestu-

ousness, she also had a comedic and musical

‘flair, and some two dozen films — several of

which have never been seen in the United
States — will show her loving, laughing and
singing.

At the Biograph Cinema, the Fourth Festi-
val of Films From Spain will present 16 fea-
tures, starting today and ending Nov. 3. In-
cluded are the American premiere of "El
Dorado,”" a Carlos Saura epic about 16th-

.

o,

century South Am and an tion
of Federico Garcia Latae -m:'"m Ber-
narda Alba”" Among the familiar ; in
the series are Fernando Rey, ben

here through his work for Luis Bnmd,
Julia Migenes, who played the title role
Francesco Rosi's version of “Carmen."”

A festival of films from Japan, including
works by Yasujiro Ozu and Kenji M}zogucln
and a New York premiere, will get
way today at the Public
the 50th anniversary of Shocnlhx. Japm’s
first film company. And the 50th anniver-
sary of Kristallnacht, the Night of Broken
Glass, on which the Nazis began their sys-
tematic destruction of Europe's Jews, will
be ohserved at the Jewish Museum with a
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known (o Americans) personage in
Roberto Rossellini’s “Open City" in
1846 with the words “a magnl?l'cenl
:uuman." hesitating to write “ac-
ress’ use I spontaneit
seemed (o him documentary ralhe¥
than performance.

_Adrienne Mancia, the curator of
films for the museum, expressed de-
light about this first major retrospec-
tive on Miss Magnani, who died at age
65.in 1973. ““We usually do shows dedi-
cated to directors and screenwriters
and national cinemas, but we felt that
her contribution was on that level,”
she said, adding that the show will £0
to the Pompidou Center in Paris at
the end of its run here.

Mr. Harvey said it was the first
time since a show on Lillian Gish 10
years ago that the museum had
planned such an extensive retrospec-
tive on an actress. “The style of act-
ing that they brought to the profes-
sion changed the course of film his-
tory in their own eras," he said. " Gish
hroug:t a certain sort of immediac
and delicacy and a modern approac]
to silent-screen acting, and Magnani
brought the same kind of immediacy
to postwar acting. Her style influ-
enced not only lialy, but people all
over the world.”

The selections for the retrospective
were made by Mr. Harvey and Ms.
Mancia with Gene Lerner, Miss Mag-
nani's agent and a longtime friend,
and the Incontri Internazionali d'Arte
in Rome. The films date from 1934 to
two 1872 dramas that were made for
television and later released to thea-
ters,

'men 10 be siww;; is the little-known
“*Volcano,” Miss Magnani's angry re-

onse to the breakup of her six-year

e A

H iﬂ'ildhe ‘Tyrreheni Sea, Mr.
arvey said.

Other films are ‘‘Bellissima"
(1952), a tale of the ultimate stage
mother; a two-part Rossellini film
from 1948 consisting of “The Human
‘Voice," a solo tour de force written b
Jean Cocteau, and “The Miracle,”
which drew denunciations from the
Roman Catholic church; "The
Golden Coach” (1953) and “Mamma
Roma,” made by Pier Paolo Pasolini
in 1962 when other llalian film
‘makers had cast their home-grown
Mamma Roma aside,

" Miss Magnani's Oscar-winning per-
formance in “The Rose Tattoo"
(1955) is included,

Miss Magnani once toured with a
play called “La Lupa," and had an
enormous success in Moscow. Per-
haps the best way to describe her ef-
fect on audiences is to quote from a
documentary on the Italian actress
by the Belgian film maker Chris Ver-
morcken. In the film, the narrator
tells of the first flight into space by
the Soviet astronaut Yuri Gagarin:

“From the cosmos, he sent this
message: ‘I salute brotherhood, the
world of art and Anna Magnani.' "'

The Magnani restrospective runs
through Nov. 27 at the museam, 11
West 53d Street. This weekend's films
are ""Mamma Roma,” Luigl Zampa's
“Angelina,"” Mario B d's "' Ped-
dler and the Lady,” as well as “Open
City." Tickets are included in the

rice of museum admission: $6 or
3.50 for students and §3 for the eld-
erly. Schedule information and
screening times: 708-9400,

From Spain

Jorge Semprin, the celebrated
writer of films Including "“Z" and "'La
Guerre Est Finie' who is now S;?m's

' nutti co-star.

ho left

Fernando Rey stars as the head of
a_ military academy in the op ing
film, "Mi General'" (“ ng the
Generals”), a tale of power in the
armed forces, Sharing the bill is the
Carlos Saura film "“El Derado,"
about the bloody 16th-century Span-
ish expedition into South America in
quest of a mythical kingdom of gold.
Lambert Wilson and Omero Anto-

Mr. Rey also appears in “El
Bosque Animado” (“The Animated
Forest"), an adaptation of a Spanish
classic about human and vegetable .
characters who live in a forest, di-
rected by José Luis Cuerda, and as a b
police chief in Francisco Regeiro’s «
“Diario de Invierno” (“Winter *
Diary"). “The Animated Forest" will |
be shown tomorrow and Sunday, and
“Winter Diary" will be screened on |
Thursday. b

“'La Casa de Bernarda Alba,” Lor- |
ca's drama about a tyrannical matri- «
arch and her five daughters, was |
adapted and directed by Mario .
Camus. It will be screened on Sunday, ©
Ms. Migenes stars in “Berlin Blues.” -
as a nightelub singer desired by an *
East Berlin orchestra director and
his best student, a pianist. Ricardo *
Franco directed the film, which will |
be shown on Thursday; the music is *
by Lalo Schifrin,

Ticketls are $6; schedule informa-
tion and screening times: 582-4582.

Japanese Classics

**Gonza the Spearman,” an adaj
s e Lo
matsu play about
:bhpensme.\utumninhf seri

e .

£

ST

Public Theater, 425 Lafay

5

P R L L L S

oE

not =
1963 gangster film by Mr. Shinoda,
will be shown next week. At 10 to-
night, Yoshishige Yoshida's "“Esca
From Japan' (1964), starring Mariko
Okada (the director’s wife), will re-.
ceive its first New York showing. Mr.
Yoshida's “Affair at Akitsu Spa"
(1962) and “The Affair™ (1967) will
also be screened in the series,

Yasujiro Ozu is represented by
“Tokyo Story" (1953), in which post-
war Western influence is seen mak-
ing inroads into Japanese tradition,
and by “Early Summer,” from 1951,
The latter will be shown tomorrow
and Sunday. Also on the schedule is a
documentary about the director.

Included in the series are Masaki
Kobayashi's three-part antiwar film
“The Human Condition' (1959-61),
Nagisa Oshima's "Night and Fog in
Japan" and “Violence at Noon," and
Keisuke Kinoshita's *“She Was Like a
Wild Chrysanthemum' and “Ballad
of Narayama" (later remade by Ima-
mura). Tomorrow and Sunday, Yoji
Yamada's 1987 film “'Tora-San Goes
North" will be shown.

Tickets are §5; $4 for students and
the elderly. Recorded schedule: 598-
T171; box office: 598-7150 after | P.M.

Tragic Recollections

A series of newsreels, interviews,
personal films and snapshots are
used in seven ;lugrams al the Jewish
Museum, 1108 Fifth Avenue, at 82d
Street, dedicated to the victims of the
Holocaust. The first program, on Sun-
day at 4 P:M,, recalls the German-
Jewish community of the 1930's and
40's. Other programs are on Sundays
and Tuesdays - through November.
Tickets for each presentation are $5;
a five-program subscription is avail-
able for §20. Schedule information
and screening times: 860-1888

k -
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It is seldom that one can be unqualifiedly enthusiastic
about a motion picture. Luis Bufiuel's latest film Belle
de Jour, beautifully photographed in color and starring
Catherine Deneuve, is clearly a masterpiece. This Venice
Film Festival winner, based upon Joseph Kessel's novella,
is the story of a young married woman's erotic adventures,
perhaps imagined, possibly real.

We are grateful to Allied Artists for their generosity in

The Museum of Modern Art Department of Film
cordially invites you to the American premiere of

Belle de Jour

for the benefit of
the Museum’s Preservation Fund for Foreign Films
on Tuesday evening, April 9th at 8:30 p.m.
in the Museum Auditorium
foll ibyar ption in the F ders Room
Tickets $15 per person ($12.50 tax deductible)
R.S.V.P.

making this premiere possible. —Willard Van Dyke 11 West 53 Street, New York, N.Y. 10019

The Museum of Modern Art
11 West 53 Street, New York, N.Y. 10019

Enclosed is my check for $. for. tickets to
the American premiere of Belle de Jour
for the benefit of
the Museum's Preservation Fund for Foreign Films
on Tuesday evening, April 9 at 8:30 p.m.
in the Museum Auditorium,
Tickets $15 per person ($12.50 tax deductible)

We cannot take tickets but enclose a contribution of §

Name (print)

Address

Checks should be made payable to the Museum of Modern Art
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The Museum of Modern Art Department of Film

You are cordially invited to a reception in honor of
Bosley Crowther

Thursday evening, May 2, from 6:15 to 8 o’clock

R.S.V.P. 245-3200 extension 315

This invitation will admit two to the Founders’ Room.
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Fred Worden, Lure (1986), CINEPROBE, January 9

Independent Film and
Video Programs
Fall/Winter 1988—-89

The Museum of Modern Art

The Rov and Niuta Titus Theater 2
11 W | Street, New York
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Sheila McLaughlin, She Must Be Seeing Things (1987), CIN

A forum for independent and

\lhe Museum of Modern Art Archives, NY

-avant-garde filmmakers fc & both on
works and on p and

Mondays at 6:30 p.m. (unless otherwise noted).
Avallable tickets free after 6:00 p.m.

___CINEPROBE |

There, Now, Later (1983),
and the premiere of Breakout (1988).

silent and sound short films including
 Trains (1987), Soundings (1986,

FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

January 23

Sheila McLaughlin (New York)

She Must Be Seeing Things (1987)

A feature-length namative starring Shella Dabney
and Lois Weaver,

January 30

Lewis Klahr (New York)

Recent works (1987-88)

With Her Fragrant Emulsion (1987) and selections from
the series Picture Books for Adults and The Moming Films.

A series in which independent videomakers
present and discuss their work, techniques, and theories.

Mondays at 6:30 p.m.
Avallable tickets free after 6:00 p.m,

V] M%?: 1S

October 31

llena Montalvo, Tony Avalos, and Alfredo Bejar (New York)
Latino Collaborative: Independent Latino Media"

Screenings of A la Vueltecita and Todo el Amor and discussion.

November 7
Paul Wong (Vancouver)
Ordinary Shadows, Chinese Shade

Stories and images of Chinese-Canadians retuming
to their ancestral home.

November 28
Michelle Parkerson (Washington, D.C.) .
“Docutal AP 1A hto Social-Change Media

December 12

Julie Zando (Buffalo)
“Selected Bedtime Stories”

A series of video shorts reflecting Zando's
interest in the relationship between the narrative
and the subconscious and the analysis of each.

These programs are made possible in part by
Erants from the New York State Council on the Arts
and the National Endowment for the Arts

Collection [ Series.Folde

APF Film, Departmnt of

A series of independently
made films on social and political issues.
Thursdays at 3:00 and 6:00 p.m. (unless otherwise noted).
Museum admission is on a pay-what-you-wish basis
on Thursdays after 5:00 p.m.

-.'.M‘X' ENING? |

October 13

Land of Dreams (1987)

By Jan Troell. A protest against life—or
the lack of life—in Sweden. 185 min,

October 20

How to Prevent Nuclear War (1987)

By Liane B How an individual can work to lessen
the threat of nuclear war.

32 min. Courtesy New Day Fiims.
Family Gathering (1988)

By Lise Yasui. On the i of Jap
in World War Il. 30 min. Courtesy New Day Films.

P

October 27

A Singing Stream (1987)

By Tom Davenport. Chronicles the life of a black family
in America's South. 57 min.

November 3

Films by Joris Ivens

The Bridge (1928) 12 miin. silent;

New Earth (1934) 30 min..

Phil i0 (1931) 36 min. 3:00 p.m.
Rotterdam—Europort (1966} 20 min.;
The Spanish Earth (1937) 55 min.;

Rain (1929) 12 min. silent. 6:00 p.m.

November 10

Films by Joris lvens

Before Spring (China) (1958) 35 min., The 400 Million
(1939) 56 min. 3:00 p.m.

17th Parallel (1967) 113 min. 6:00 p.m.

November 17

Films by Joris lvens
Power and the Land (1940) 33 min.; Impressions of a City
(Shanghai) (1975) 55 min. 3:00 p.m.

La Seine a rencontre Paris (1957) 32 min.;

Le Mistral (1965) 55 min. 6:00 p.m.
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A forum for independent and avant-garde E A serie ies of independently made films on social
filmmakers that focuses on experimental works as 8- press :nd w&:l issues
weill as on personal and unusual narratives 8 ; theories of videt

Thursdays at 3:00 and 6:30 p.m.

Mondays at 6:30 p.m. s 9 Mondays at 6:30 p.m.. unless otherwise noted s Mmhma&wﬂ\bﬂs
Available tickets free after 6:00 p.m. >> Available tickets after 6:00 § on Thursdays after 5:00 p.m.
December B December 1

Ross McElwee (Cambridge, Massachusetts)
Backyard (1982, 45 min.)
Charleen (1978, 60 min.)

December 15
Joe Gibbons (Boston)
Super-8 program:
Living in the World, Parts I-IV (1984—85, 105 min.)

January 12

Danny Lyon (Clintondale, New York)
Born to Film (1983, 33 min.)
Willie (1985, 80 min.)

12

=
@
-]
=
g
2
»
3
i

January 26
Stan Brakhage (Rollinsville, Colorado)
Recent films

February 9
Jon Jost (San Francisco)
Slow Moves (1984, 93 min.)

April 13
Elaine Summers (New York)
FilmDances, 197387

May 11
Jean Beaudry and Francois Bouvier (Montreal)
Jacques et Novembre/Jacques and November (1985, 72 min.)

June 1

Larry Gottheim (New York)
Natural Selection (1984, 35 min.)
Other recent work

June 15

Peter Hutton (New York)
Lenin Portrait (1982, 15 min,)
Budapest Portrait (1984, 30 min.)
Other recent work

General Idea
Occupying Formats

lanuary 19

Rita Myers
Mythic Space”

E
-

the lecture “The Future of Video,”

Zbigniew Rybczynski, who will deliver
February 19

February 19

Zbigniew Rybczynski

Thursday, 6:00 and 8:30 p.m
re of Video”
ial evening of films an ideotapes, including
1980) and Clo: e Edit) (19¢
the support of the Museum's Associate Council

The Fut

presented with

March 2
Deanna Kamiel

Television Essays

March 30
Peter D'Agostino
Double You: From Television to Interactive Videodisc
April 27
Anna Ridley and lan Breakwell
Private Face/Public Place
May 4
Mary McFerran
iles of Transgression
May 18
Shalom Gorewitz

Black Fire

The Roy and Niuta Titus Theater 2 York
The Museum of Modern Art, 11 West 53 Street, New Yor

December 4

I v $(1986)
By Johan van der Keuken. A highly personal look at economic
forces that shape modem urban life. 147 min.

December 11

Beyond Sorrow, Beyond Pain (1983)
By Agneta Elers-Jarleman. A profile of a Swedish woman who
must face the serious injury of a friend. 80 min.

December 18

The Rise and Fall of the Borscht Belt (1986)
By Peter Davis. On the resorts in the Catskills in upstate New
York. 80 min.

January 8

Lest Ye Inherit (In Memory of 425,000) (1985)
By Imre Gyongyossy, Bama Kabay, and Katalin Petenyi. On the
Jewish peasant farmers of northeastern Hungary who perished
in the Holocaust. 60 min.

Januay1s

The People United (1985)
By Alonzo Speight. Boston's black community responds to
police violence. 60 min.

January 22

Romeria: Day of the Virgin (1986)
By Jerome R. Mintz. A town in Spain celebrates its faith in the
miraculous powers of the Virgin. 54 min.

January 29

Growing Up with Rockets (1984)
By Nancy Yasecko. An autobiographical film about a young
woman who grew up in the shadow of Cape Canaveral. 58 min.

Nancy Yasecko, January 29

by

Growing Up with Rockets (1984), directed

Scheduling for winter/spring What's Happening? films to
be announced
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THE MEMBERSHIP DEPARTMENT

The Membership Department of the Museum of
Modermn Art has arranged with the Donnell Library
Center for a special film program for MoMA
members in the Donnell Library Auditorium, 20
West 53 Street, from January 5 through the spring
of 1982, the period before our film program re-
sumes. For the pleasure and convenience of MoMA
members we are publishing a schedule of events

at the Donnell Library along with the special films
for MoMA members. The schedule includes a full
series of weekly films, jazz concerts, lectures

by poets and writers, and specially selected
classical music programs.

Additional information about these programs is
published weekly by the Library and can be
obtained in the Library’s reception area.

ADMISSION

Admission is free to all Library-sponsored
programs.

TICKETS FOR MoMA FILM SERIES

Members' tickets for the MoMA film series

on Wednesday evenings can be obtained at The
Museum of Modern Art lobby after 11:00 a.m. on
the day of the showing. Tickets for Family/Dual,
Participating, and Contributing Members can be
obtained one week in advance at the Membership
Desk.

All Programs are subject to last-minute change.

Film, Department of 1/2
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MARCH 1982

T-Mon

6 p.m. Poetry reading: David
Hopes and Charles Prat

2 Tues

12 noon Film: Eaux d'artifice.
1953. (Kenneth Anger) 13 min./
The Rise of Louis X1V, 1965.
(Roberto Rossellini). 100 min.

2:30 p.m. Film: Collector’s
Choice—"The Unedited Version™
6 p.m. Music: Maria Neuda,

soprano, and Deirdre Tincker,
soprano

3 Wed*

12:30 p.m. Music: The Jazzmen
6:00 p.m. Film: MoMA series—
Wild Strawberries. 1957, (Ingmar
Bergman), 90 min. With Victor
Sjostrom, Ingrid Thulin, and Bibi
Anderson

4 Thurs

12 noon Film: Viewpoint—*“Polish
Jew.” With filmmaker, Josh
Waletzky

6:00 p.m. An illustrated lecture by
the Friends of Cast Iron Archi-
tecture. “The Coalbrookdale
Foundry: Britain's Most Historic
Ironworks Reborn.” Speakers:
John Southgate and John Turner

=
6 Sat
2:30 p.m. Film: Meet the Makers:
Childrens Filmmakers

7 Sun

2:30 p.m. Dance: Dnipro Dancers

5:30 p.m. The Academy of
American Poets presents Writers
and Readers—Venable Herndon
6:00 p.m. An illustrated Lecture
Artists-Craftsmen of N.Y.

9 Tues

12 noon Film: The Fat and the
Lean. 1963. (Roman Polanski) 15
min./ The Rules of the Game.
1939. (Jean Renoir) 110 min.

2:30 p.m. Film: Collector’s
Choice—"In Literary Circles”
6:00 p.m. Music; Claire Procopio,
.'\'ﬂl'll'ul'li‘

10 Wed*

12:30 p.m. Music: The Jazzmen

6:00 p.m. Film: MoMA series—
Smiles of a Summer Night. 1955,

(Ingmar Bergman). 108 min. With
Ulla Jacobsson and Eva Dahlbeck

11 Thurs

12 noon Film: Viewpoint—
“American Jew"

6:00 p.m. Music: Ernest
Papavasilion, violin, and Frances
Bing, piano

15 Mon

6:00 p.m. Music: New City
Players

6:00 p.m. Film: Meet the
Videomakers—Henry Baker & Jan
Steuerwald

16 Tues

12:00 noon Film: The Quiet Man.
1952. (John Ford) 129 min. With
John Wayne

2:30 p.m. Film: Collector’s
Choice—"Irish Americans”

6:00 p.m. Music: Music by David
Baker with David Baker and
Marsha Brushingham

17 Wed*

12:30 p.m. Music; The Jazzmen
6:00 p.m. Film: MoMA series
The Lavender Hill Mob. 1950.
(Charles Crichton) 82 min. With
Alex Guinness and Stanley
Holloway

18 Thurs

12 noon Film: Viewpoint—*Isracli
Jew™

6:30 p.m. The Academy of
American Poets presents a poetry
reading by Donald Davie and
John Logan; introduced by
Daniela Gioseffi

13 Sat

2:30 p.m. Music: The Piano
Teachers Congress of New York,
Inc. Winners of the Tenth
International Competition

14 Sun

2:00 p.m. Music: Ars Antigua

20 Sat

2:30 p.m. Music: Trio Antara

22 Mon

5:30 p.m. The Academy of
American Poets presents Writers
and Readers—Edmund White
6:00 p.m. Poetry reading: New
York Poets’ Cooperative

23 Tues

12 noon Film: Skin Deep. 1971,
(Bob Conway) 4 min./ Model.
1981. (Frederick Wiseman)

130 min.

2:30 p.m. Film: Collectors
Choice—*“Isolated Lives™

6:00 p.m. A one-woman show,
“Despite the Odds™ with Maureen
Hurley

24 Wed*

12:30 p.m. Music: The Jazzmen

6:00 p.m. Film: MoMA series— Le
Grande Musion. 1937, (Jean
Renoir) 111 min. with Jean Gabin
and Erick von Stroheim

25 Thurs

12 noon Film: Viewpoint—
“Soviet Jew"

6:00 p.m. A poetry reading with
Nikki Stiller, Henry Weinfield, and
Mark 1. Goldman

27 Sat

2:30 p.m. Music: Young Peoples’
Concert, presented by The
Leschetizky Assoc.

28 Sun

2:00 p.m. Music: Shirley Seguin,
pianist

m—
*PLEASE NOTE:

29 Mon 30 Tues

6:00 p.m. Theater; Grigur's

6:00 p.m. Film: Meet the
Videomaker

6:00 p.m. A poetry reading with
Frank Boyer and Roland
Legiardi-Laura

12 noon Film: The Hour of the
Furnaces, Part 1, 1968. (Fernando
Solanas and Octavio Gelino) 95
min. A landmark documentary
about civil strife in Argentina

2:00 p.m. Film: Collectors Choice
(con't.) The Hour of the Furnaces:
Part 2 *An Act for Liberation,”
120 min., and Part 3, *Violence
and Liberation,” 45 min.

Pantomime Theater

31 Wed*

12:30 p.m. Music: The Jazzmen

6:00 p.m. Film: MoMA series—
Unfaithfully Yours. 1948. (Preston
Sturges) 105 min. With Rex
Harrison and Linda Darnell

Regular Donnell Library film
programs do nol require
admission tickets. Admission
tickets for the Wednesday evening
MoMA series for Museum
members are available in the
Museum Lobby.

Members Hotline for information
on the construction schedule call
(212) T08-9500.

Correction:

In
D

the January issuc of the

Il Center Calendar, author

Hans Koning’s name was listed
incorrectly as Hans Konig.
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THE MEMBERSHIP DEPARTMENT

The Membership Department of the Museum of
Modern Art has arranged with the Donnell Library
Center for a special film program for MoMA
members in the Donnell Library Auditorium, 20
West 53 Street, from January S through the spring
of 1982, the period before our film program re-
sumes. For the pleasure and convenience of MoMA
members we are publishing a schedule of events
at the Donnell Library along with the special films
for MoMA members. The schedule includes a full
series of weekly films, jazz concerts, lectures

by poets and writers, and specially selected
classical music programs.

Additional information about these programs is

published weekly by the Library and can be
obtained in the Library's reception area.

ADMISSION

Admission is free to all Library-sponsored
programs.

TICKETS FOR MoMA FILM SERIES

Members’ tickets for the MoMA film series

on Wednesday evenings can be obtained at The
Museum of Modern Art lobby after 11:00 a.m. on
the day of the showing. Tickets for Family/Dual,
Participating, and Contributing Members can be
obtained one week in advance at the Membership
Desk.

York ___

Cig g All Programs are subject to last-minute change.
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-

mnh

6 p.m. Music: Alfred Hart,
violinist

2 Tues

12 noon Film: Passages from
Finnegan's Wake. 1965, (Mary
Ellen Bute). 97 min, Filmmaker in
attendance.,

I:N_p.m. Film: Collector's
Choice—"Airborne™

3 Wed*
12:30 p.m. Music: The Jazzmen

6:00 p.m. Film: MoMA series—
The Lodger. 1944, (John Brahm)
84 min. With Merle Oberon,
George Sanders

4 Thurs
12 noon Film: Viewpoint—*“Dawn
of an Age”

6:30 p.m. Poetry: Michael
Burkard and Charles Wright

2:00 p.m. [lustrated Lecture/
Reading: works of John Keats
read by Mark Stevenson

5:30 p.m. The Academy of
American Poets presents Writers
and Readers—Richard Price
6:00 p.m. Music: David Van
Sickle, baritone

9 Tues

12 noon Film: S1. Louis Blues.
20 min. With Bessie Smith. |
Stormy Weather. 1943, (lrvings
Mills). 77 min. With Lena Horne
2:30 p.m. Film: Collector’s
Choice—"Black Sounds”

6:00 p.m. Music: Jonathan
Brahms, flute, and Cynthia Price,
harp

10 Wed*

12:30 p.m. Music: The Jazzmen.
6:00 p.m. Film: MoMA series—
Love Affair. 1939. (Leo McCarey).
88 min. With Irene Dunne,
Charles Boyer

11 Thurs

12 noon Film: Viewpoint—
“Emerging Issues™

2:00 p.m. Creative Writing
Workshop of 92nd Street Y
(readings from student works)

6:00 p.m. Meet the Filmmaker:
Holly Fisher, The Wildwest Suite

13 Sat

2:30 p.m. Music: The Damon
Quartette

16 Tues

12 noon Film: Primal Call. 1911.
(D.W. Griffith), 15 min./ Pandora’s
Box. 1928, (G.W. Pabst). 110 min
With Louise Brooks

2:30 p.m. Collector’s Choice—
“Creative History”

6:00 p.m. Music: Elizabeth Hodes,
SOprano

17 Wed*

12:30 p.m. Music: The Jazzmen
6:00 p.m. Film: MoMA series-
Dragonwyck. 1946. (Joseph L.
Mankiewicz). 103 min. With Gene
Tierney, Vincent Price

18 Thurs

12 noon Film: Viewpoint—*The
Continuing Present™
6:00 p.m. Meet the Filmmaker:

Yvonne Rainer, Kristina Talking
Pictures

19 Fri

2:00 Music: The Chelsea Lyric
Ensemble

20 Sat

2:00 p.m. Meet the Filmmakers:
Children’s {ilmmakers

l52Mor|

5:30 p.m. The Academy of
American Poets presents Writers
and Readers—Jonathan Galassi

23 Tues

12 noon Film: In the Street. 1940,
(Helen Levitt, James Agee, Janice
Loeb). 16 min./ Foree of Evil.
1948. (Abraham Polonsky). 78
min. With John Garfield, Marie
Windsor

2:30 p.m. Film: Collector’s
Choice—"A New York Chronicle”

6:00 p.m. lllustrated Lecture—
Victorian Society in America

24 Wed*

12:30 p.m. Music: The Jazzmen

6:00 p.m. Film: MoMA series-
Grapes of Wrath. 1940. (John
Ford). 129 min. With Henry
Fonda, Jane Darwell

25 Thurs

12 noon Film: Viewpoint—
“Portents for the Future”

6:30 p.m. The Academy of
American Poets presents Writers
and Readers— Education of the
Poei, with James Laughlin on
William Carlos Williams

26 Fri

2:30 p.m. Music: Dorothea
Brown, soprano

“
27 Sat

2:00 p.m. Meet the Filmmaker:
Children’s Filmmmakers

*PLEASE NOTE:

Regular Donnell Library film
programs do nof require
admission tickets, Admission
tickets for the Wednesday evening
MoMA series for Museum
members are available in the
Museum Lobby.

Members Hotline for information
on the construction schedule call
(212) 708-9500.
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The Film Till Now

In comparison to the flood of acquisitions that enriched
the Museum's Film Library in those first years during which
it was being established with the aid of a grant from the
Rockefeller Foundation, the current series of film pro-
grams must have an almost static appearance. We forget
that it was only by a miracle, only just in time, that this
retraspect of a half-century of movie-making was drawn
out of limbo for the delectation of connoisseurs and sty-
dents of the youngest of the arts, and that the series
contains an imposing number of those memorable films
which themselves wrote the history of cinematography.
Too little understood is the great expense involved in
preserving films, as well as in constantly furnishing good
copies of them for view, This is a strain upon the Mu-
seum's resources not now shared by any organization, in
or out of the motion picture industry. Progress is there-
fore arduous as well as slow.

This year, for instance, the original negative of
D. W. Griffith's BROKEN BLOSSOMS had come near
the point of disintegration, as in time all negatives must:
a new negative had therefore to be made. A substantial
part of the Film Library's annual appropriation for such
expenditures was thus devoured, and there is urgent
work sfill to be done on the William S. Hart and other
silent films in the archives. No funds will remain to dupli-
cate the Leni Riefenstahl OLYMPIA, at a cost of $2,500.
As the hope of obtaining further copies of this picture by
access to the vanished original negative is remote, the
risk of damage to our sole print by further projection
seems unwoarrantable, and the film is therefore omitted
from this series. There remains, of course, the dream that
some sports-loving patron might offer to underwrite its
preservation,

Unexpected help and new discoveries come to en-
courage the work: notably, the lack of adequate repre-
sentation of English filmshaslately been remediad. Gabriel
Pascal enabled us to acquire new prints of his PYG-
MALION and MAJOR BARBARA, and |. G. Goldsmith
of his THE STARS LOOK DOWN.

The attendance af the Museum's daily film-showings
has encouragingly increased, and so has thoughtful
criticism of their substance. Pleas for revival of John
Barrymore pictures have been answered in part by the
gift from Arthur M. See and the Rochester Civic Music
Association of DR. JEKYLL AND MR. HYDE, permission to
show it haying been granted by Paramount Pictures. The
same source provided two new Buster Keaton comedies.
From Belgium and from France respectively come LA
PERLE of Count Henri d'Ursel and LA PECHE A LA
BALEINE of Jacques Prévert, two advance-guard movies
which furnish documentation on contemporary trends in
the arts and in literature.

(Continued inside back cover)

1949-1950
New Acquisitions

1 SPECIAL HOLIDAY PROGRAM Dec. 26-Jan. 1

1939 The Mikado, directed by Victor Schertzinger, with the D'Oyly
Carte Opera Company

2 Jan. 2-8

Maljor Barbara, directed by Gobriel Pascal, with Wendy
Hiller, Rex Harrison, Robert Morley

Jan. 9-15

y y Anthony Asquith ond Leslie Howard,
with Wendy Hiller, Leslis Howard

P 1i diractad

Jan. 16-22

The Stars Look Down, directed by Carol Reed, with Michael
Redgrave, Margaret Lockwood, Emlyn Williams

5 Jan. 23-29

1930 Tabu, dirscted by F. W, Murnau and Robert J. Flaherty.

6 KEATON Jan, 30-Feb. 5
1922 Cops, directed by Buster Keaton and Eddie Cline, with Buster

Keaton
1923  Our Hospitality, directed by Buster Keaton and Jack Blystone,
with Buster Keaton, Natalie Talmadge, Joe Keaton

7 SOCIAL AND THEATRICAL DANCING  Feb. 6-12

1909 In Saville
1913  Moment Musicale, pas de deux, by Tichomiraff and Geltzer
1915 The Whirl of Life: excerpt enly, with Yernon and Irens Castle
1921 The Four H of the Apocaly VYalentine's tange
1924 Anna Pavlova, test shots of six selo dances
1928 Ouwr Dancing Daugh Joan Crawford in the Charl
1929 The Skeleton Dance, by Wall Disney
1936 Swingtime: Fred Astaire's ™ les" sequence
and
1948 The Red Shoes, directed by Michoel Powell ond Emeric
Pressburger, a 40 minute sequence mode specially for the
Museum's Film Librory, consisting of the ballet from the film
preceded by the original sketches for the decor by Hein
Heckroth together with the ballst muic of Brion Easdale

Beai

8 FIRST FILMS Feb. 13-19

1895-6The First Films

1893- Early Edison Films

1895- Early Lumlire Films

1903 The Life of an Amerl Fi , directed by Edwin S.
Porter

1906 Dream of a Rarabit Fiend, directed by Edwin S. Porter

1945 Forgotten Treasure: o John Mesbitt “Passing Parade™
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9 FOUR FRENCH PIONEERS Feb. 20-2¢

GEORGES MELIES

1899 The Conjurer

1902 A Trip to the Moon

1906 The Merry Frolics of Setan

FERDINAND ZECCA JEAN DURAND

1906 Whence Doos He Come? 1908 Onésime Horlagar
1905 Scenes of Convict Life

1906 Slippery Jim

1905 A Father's Honor

c1907 Fun After the Wedding

EMILE COHL

1907 The Pumpkin Roce

1908 WUne Dame Vraimont Bien
1909 Les Joyeux Microbes

1910 Le Peintre Néo-Impressionisie

10 D. W. GRIFFITH Feb. 27-Mar. 5

1907 Rescued from an Eagle's Nest, directed by Edwin S. Porter
with D. W, Griffith

1908 At the Crossroads of Life, with D. W, Griffith

1909  The Lonely Villa, with Mary Pickford

1911 The Lonedale Operator, with Blonche Sweet

1912 Musketoers of Pig Alley, with Lillian Gish

1915  The Birth of @ Nation: battle sequence only

11 THE ITALIAN FILM Mar. 6-12
1912 Quo Vadis? directed by Enrico Guazzoni

12 FOUR “"MUTUAL" CHAPLINS Mar. 13-19

1917 The Adventurer, directod by Charles Chaplin, with Chaplin,
Edna Purviance

1917 The Immigrant, directed by Charles Chaplin, with Chaplin,
Edna Purviance, Henry Bergman, Eric Campbell

1917 The Cure, directed by Charles Chaplin, with Choplin, Edna
Purviance, Eric Compbell

1917 Easy Street, directed by Charles Chaplin, with Chaplin, Edna
Purviance, Eric Compbell

13 Mar. 20-26

1914 Intelerance, directed by D, W. Griffith, with Mas Marsh,
Robert Harron, Lillian Gish, Constance Talmadge, etc., ete.
One showing only ot 3 P.M,

14 EXPERIMENTAL & ADVANCE GUARD FILMS
Mar. 27-Apr. 2

1922 La Souri Mad Beudet, directed by Germaine Dulac
1924 Ballet Mécanique, directed by Fernand Léger
1923-4Enir'acte, directed by René Clair

1924-5Manilmontant, directed by Dmitri Kirsanov

15 Apr. 3-9

1925 Chass Fover, directed by Vsevalod Pudovkin
1927  Varmittagspuk, directed by Hans Richter

1928  Etoile de Mor, directed by Man Ray

1929  Rain, directed by Joris Ivens and Mannus Franken
1929 La Perle, directed by Henrl d'Ursal

1950

16 Apr. 10-16

1928 51 Louis Blues, directed by Dudley Murphy, with Bessie Smith
1932 Land Without Bread, directed by Luis Bunuel

1933 Zéro de Conduite, directed by Jean Vigo

1934 La Péche a la Baleine, directed by Tchimoukaff, with Jacques

Pravert

17 DOCUMENTARY Apr. 17-23

1934 Seng of Ceylon, produced by John Grisrson, directed by
Besil Wright

1237 The Spanish Earth, dirscted by Joris Ivens, commentary end
narrafion by Emest Hemingway

1945 The Window Cloaner, directed by photogrophed by Jules
Bucher, scenaric by Joseph March.

18 COLOR Apr. 24-30

€1 905 Caverne Inf le, di ! by Ferdinand Zecca

ci911 The Horse in Action, produced by Pathé Frires

1926  The Black Pirate, with Douglas Fairbanks: excerpt only

1929  Rio Rita: excerpt only

1932 Flowers and Trees, produced and directed by Walt Disney

1234  La Cucaracha, produced by Kennath Macgowan, directed by
Uoyd Corrigan

19 SOUND (1) May 1-7
1930 Zwei Herzen Im Drei Visrtel Takt, directed by Geza von
Bolvary: excerpt only

1929  Blackmail, directad by Alfred Hitchcock, with Anny Ondra,
Sara Allgeod, Charles Paton, John Langden, Donald Calthrop

20 SOUND (2) May 8-14
1930 The Blue Angel, directed by Josef von Sternberg, with

Marlene Dietrich and Emil Jannings: original German varsion
without English sub-titles.

21 SOUND (3) May 15-21
1934 Als Man Anfing Zu Filmen, directed by Dr. Martin Rikli and

Willalm Prager: no English titles
1931  **M", directed by Fritz Lang, with Peter Lorre: English titles

22 SOUND (4) May 22-28

1930 Merocco, direcled by Josel von Sternberg, with Marlene
Dietrich and Gary Cooper

Screen Personalities

23 JOHN BARRYMORE May 29-lJune 4

1920 Dr. Jokyll and Mr. Hyda, directed by John 5. Robartson, with
John Barrymore, Martha Mansfisld, Nita Nalai

24 PICKFORD June 5-11

1921  Little Lord Fauntlaroy, directed by Alfred E. Green and Jack
Pickford, with Mary Picklord, Colin Kelly.
One showing only at 3 P.M.




Film, Department of 1/2

FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION,

Collection: Series.Folder:

The Museum of Modern Art Archives, NY

APF Film, Departmat of

1950

25 FAIRBANKS June 12-18

1920 The Mork of Zerre, directed by Fred Niblo, with Douglas
Fairbanks and Marguerite de lo Motte

26 CHAPLIN June 19.25

1916 One A.M.
1921  The Kid, with Charlie Chaplin, Jackis Coogan ond Edna Pur-
viance: fitles in Italian,

27 TO BE ANNOUNCED June 26-July 2

28 LLOYD July 3-9

1920 High ond Dizxy, directed by Hal Roach, with Harold Lloyd
and Mildred Davis

1925 The Freshman, directed by Sam Taylor and Fred Newmeyer,
with Harold Lioyd and Jobyna Ralston

29 VALENTINO duly 10-16

1921 The Four H of the Apocalypss, directed by Rex
Ingram, with Rudolph Yalentino ond Alice Terry.
One showing only at 3 P.M.

30 HARLOW July 17-23
1933 Bombshell, directed by Victor Fleming, with Jean Harlow,

Lee Tracy, Franchot Tone, Pat O'Brien, Frank Morgan, Una
Merkel

31 GARBO July 24-30

1927 Flesh and thelDevil, directed by Clarencs Brown, with Grela
Garbo, John Gilbert, Lars Honson, Barbara Kent, George
Fawcett

32 GARBO July 31-Avg. 6

1931 Susan Lenox, Her Fall and Rise, directed by Robert Z.
Leonard, with Greta Garbe, Clark Gable, Jean Hersholt, John
Miljan, Hale Homilton

33 GABIN Aug. 7-13

1938 Pope Le Moko, directed by Julien Duvivier, with Jean Gabin,
Charpin, Mireille Balin: no English titles,

34 BERGMAN AND BOGART Avg. 14-20

1942 Casablanca, directed by Michoel Curtiz, with Ingrid Berg-
man, Humphrey Bogart, Cloude Rains, Deoley Wilson

35 ASTAIRE AND ROGERS Aug. 21-27

1935 Top Hal, directed by Mark Sandrich, with Fred Astoire, and
Ginger Rogers, lyrics and score by Irving Berlin

Film and Theatre

36 GREAT ACTRESSES OF THE PAST
Aug. 28-Sept. 3

1911 Moadame Sans-Géne, directed by André Colmettes, with
Gabrielle Réjone, Jacq: Derival, Jacques Dug;

1912 La Dame aux Camélias, direcied by André Colmettes, with
Sarah Bernhardt, Louw Tollegen

1915 Vanity Falr, directed by Eugens Mowland, with Minnie Mad-
dern Fitke

1916 Cenere, with Elecnora Duse, Febo Mari

37 JAMES M. BARRIE: THE ADMIRABLE CRICHTON
Sept. 4-10

1919  Male and Female, directed by Cecil B. DeMille, with Gloria
Swanson, Thomas Meighan, Lila Les.

38 THE ABBEY THEATRE Sept. 11-17

1935 Drotininghelms Teatervarld: o short film of an 18th century
theatre near Stockholm. Swedish ¥

1929 June and the Paycock, directsd by Alfred Hitchcock, with
Barry Fitzgerald, Sara Allgood, Maire O'Neil, John Laurie,
Denis Wyndham

39 EUGENE O'NEILL Sept. 18-24

1930 Anna Christie, directed by Clorence Brown, with Greto
Garbo, Charles Bickford, Marie Dressler, George Marion

40 NOEL COWARD Sept. 25-Oct. 1

1933  Covolcads, directed by Frank Uoyd, with Diana Wynyard,
Clive Brook, Una O'Cenner, Herber! Mundin

41 LILUAN HELLMAN Oct. 2-8

1941  The Litle Foxes, directed by William Wyler, with Batte Davis,
Herbert Marshall, Teresa Wright, Richard Carlsen, Dan Duryea

Film and Literature
42 THOMAS BURKE: LIMEHOUSE NIGHTS

Oct. 9-15

1909 A Cornor In Wheat, directed by D. W. Griffith, with Frank
Powell, Henry B, Walthall, James Kirkwood

1915 Enoch Arden, direcled by W. Christy Cabanne, with Lillion
Gish, Alfred Poget, Wallace Reid: excorpt only

1919 Broken Blossoms, directed by D, W. Griffith, with Lillion
Gish, Richard Barthelmess, Donald Crisp

43 JOSEPH HERGESHEIMER Oct. 16-22

1903 Uncle Tom's Cabin, directed by Edwin S. Porter

1921 Tol'able David, directed by Henry King, with Richard Barthel-
mess, Gladys Hulette, Ernest Torrence, Warner Richmond
Edmund Gurney, Forrest Robinson

44, SELMA LAGERLOF Oct. 23-29

The Story of Goasta Berling, di d by Mauritz Stiller, with
Greta Garbo, Lars Hanson, Gerda Lundeqvist, Karin Swan-
strom, Jenny Hasselqvist
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45 FRANK NORRIS: McTEAGUE Oct. 30-Nov. 5

1924  Greed, directed by Erich von Stroheim, with Zasu Pitts, Gibson
Gowland, Jean Hersholt, Dale Fuller, Chester Conklin.
QOne showing only at 3 P.M.

46 PERCIVAL C. WREN Nov. 6-12

1926 Beau Geste, directed by Herbert Brenon, with Ronald Calman,
Ralph Forbes, Neil Hamilton, Noah Berry, Alice Joyce, William
Powall

47 HERMANN SUDERMANN: A TRIP TO TILSIT
Nov. 13-19

1927 Sunrise, directed by F. 'W. Murnau, with George O'Brien,
Janet Gaynor, Margoret Livingston, Bodil Rosing, J. Farrell
MezDonald

48 RUDYARD KIPLING Nov. 20-26

1937 Captoins Courageous, directed by Victor Flaming, with
Spencer Tracy, Freddie Bartholomew, Mickey Roonsy, Lionel
Barrymare, Melvyn Douglas
One showing only af 3 P.M,

49 ALEXANDRE DUMAS Nov. 27-Dec. 3

1936 Camille, directed by George Cukor, with Greta Garbo, Robert
Taylor, Lionel Barrymore, Lenore Ulric, Laura Hope Crews,
Elizabeth Allan,

50 PEARL 5. BUCK Dec. 4-10
1937 The Good Eorth, directed by Sidney Franklin, with Poul
Muni, Luise Rainer, Walter Connolly, Charles Gropewin,
Tilly Losch
One showing only af 3 P.M.

51 RICHARD LLEWELLYN Dec. 11-17

1940 How Green Was My Valley, directed by John Ford, with
Woalter Pidgeon, Maureen O'Hara, Donald Crisp, Anno Lee,
Sara Allgoed, Barry Fitzgerald, John Loder, Roddy McDewall

Fantasy and Trick Films

52 Dec. 18-24

The Golem, directed by Paul Wegener: excerp! only
The Cabinet of Dr. Caligari, directed by Robert Wiens, with
Werner Krauss, Conrad Yeidt, Friedrich Feher, Lil Dagover

Dec. 26-31

King Kong, directed by Merian C. Cooper and Erest B.
Schoedsack, with Fay Wray, Robert Armstrong, Bruce Cabot

Jan. 1-7, 1951

The Thief of Bagdad, direcled by Raoul Walsh, with Douglas
Fairbanks, Julonne Johnston, Anna May Weng, Brandon
Hurst

One showing only af 3 P.M.

1951

Jan. 8-14

Mr. Trull Finds Out, directed by Josaph Krumgold, with music
by Gian Carlo Menoti

| Walked With a Zomble, directed by Jocques Toumeor, with
Frances Dee

Jan. 15-21
The Invisible Men, directed by James Whale, with Cloude

Rains
Animation
Jan. 22-28

Carmen, written ond directed by Lote Raininger

The Band Concert, by Walt Disney

Mickey's Grand Opaera, by Walt Disney

The Old Mill, by Walt Disney

Mother Goose Goes Hollyweod, by Walt Disney

Water, Friend or Enemy, made by Walt Disney for the Co-
ordinator of Inter-American Affairs

$ Crooner, produced by Leon Schiesi
Musical Poster #1, directed by Len Lye

History and Biography
Jan. 29-Feb. 4

Passion of Joan of Are, directed by Corl-Theador Dreyer,
with Folconetti, Q. Silvoin, Maurice Schutz, Ravet

Feb. 5-11

Cornival in Flanders, directed by Jacques Fayder, with
Frangolse Rosay, Jean Murat, Lovis Jouvet, Bernard Loncrat

Feb. 12-18

Mutiny on the Bounty, directed by Frank Lloyd, with Charles
Loughton, Clark Gable, Franchot Tone, Herbert Mundin, Eddis
Quillen, Donald Crisp, Dudley Digges
One showing only af 3 P.M.

Feb. 19-25

Rebellion, Mutiny in Odessa, directed by Ferdinand Zecea
Polemkin, directed by Sergal Eisenstein, with A. Antonov,
Grigori Alexandroy, Yiadimir Barsky

Feb. 26-Mar. 4

Confessions of a Nozi Spy, directed by Anatole Litvak, with
Francls Laderer, Edward G. Robinion, Paul Lukas, George
Sanders

Drama and Melodrama

y Mar, 5-11

A Fool Thera Was, directed by Frank Powall, with Thada Bara,
Edward Josk

Mar. 12-18

Way Down Easl, directed by D. W. Griffith, with Lillian Glsh,
Richard Barthelmess, Lowell Sherman, Burr Mclntosh, Kate Bruce
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1951

Mar. 19-25

directed by Erich von Stroheim, with von
land, Fi lla Billington, Sam de Grosse

Mar. 26-Apr. 1

The Big Parade, directed by King Vidor, with John Gilbert,
Renée Adorée, Tom O'Brien, Hobart Bosworth, Claire Me-
Dewell, Karl Dane

One showing only ot 3 P.M.

Blind Husbands,
Stroheim, Gibson G

Apr. 2-8

The Wind, di d by Victor with Lillian Gish,
Lars Hanson, Mentague Love, Dorothy Cummings, Edward Earle
Apr. 9-15

The Love of Jeanne Ney, directed by G. W. Pabst, with
Uno Henning, Edith Jehanne, Fritz Rasp, Viadimir Sokolov,
Brigitte Helm, Jack Trevor, Siegfried Arno

Apr. 16-22
The Thin Man, directed by W, 5. Yan Dyke, with William
Powall, Myrna Loy, Maureen O'Sullivan, Nat Pendleton, Porter
Hall

Apr. 23-29

Lives of a Bengal Lancer, directed by Henry Hathaway,
with Gary Cooper and Franchot Tone

Apr. 30-May 6

Grand lllusion, directed by Jean Rencir, with Jean Gabin,
Pierre Fresnay, Erich von Stroheim, Dita Parlo, Dalie: English
titles

Comedy

72 LLOYD AND KEATON May 7-13

1922 Grandma's Boy, directed by Fred Newmeyer, with Harold
Uoyd, Mildred Davis, Dick Sutherland, Noah Young

1924 Sherlock, Jr., directed by Buster Keaton, with Buster Keaton,
Kathryn Maguire, Joseph Keaton

73 SWANSON AND LANGDON May 14-20
1916 The Danger Girl, directed by Clarence Badger, with Gloria

Swanson
1926 The Strong Man, directed by Fronk Capro, with Harry
Langden

74 KEATON May 21-27

1928 Tweo Tars, directed by James Parrott, with Stan Laurel, Oliver
Hardy, Edgar Kennedy, Thelma Hill, Ruby Blaine

1924 The Navigalor, directed by Donald Crisp, with Buster Keaton,
Kathryn Moguire, Frederick Yroom, Moble Johnion

75 RENE CLAR May 28-June 3

1927 The lialion Straw Hal, directed by René Clair, with Albart
Préjean, Marise Mala, Vital Geymeand, Olga Tschekowa, Paul
Ollivier, Bondi, Alexandrov, Préfils, Alice Tissot,

1951

76 RENE CLAIR June 4-10

1930 Le Million, directed by René Cloir, with Annabaslla, René
Lefevre, Louis Allibert, Poul Ollivier: no English Hiles

77 THE SENNETT TRADITION June 11-17

1933 The Barber Shop, directed by Arthur Ripley, with W. C.
Fields, Elise Cavanna, Harry Wation

1932 Million Dollar Legs, directed by Edward Cline, with Jack
Qakie, W. C. Fields, Andy Clyde, Susan Fleming, Hugh Herbert,
Lyda Roberti, Ben Turpin, George Barbier

78 THE MARX BROTHERS June 18-24

1928 The Sex Life of a Polyp, with Robert Benchley
1933 Duck Soup, directed by Leo McCarey, with the Four Marx
Brothers, Margaret Dumont, Raquel Torres, Louis Calhern

79 FRANK CAPRA June 25-July 1

1934 It Happened Ona Night, directed by Frank Capra, with Clark
Gable, Claudette Colbert, Waltar Connolly, Alan Hale

80. AMERICAN HUMOR July 2-8

1935 Ruggles of Red Gap, directed by Leo McCarey, with Charles
Loughton, Mary Boland, Charles Ruggles, Rolond Young,
Leila Hyams, Zasu Pitts

81 SCREWBALL COMEDY July 9-15, 1951

1937 Mothing Sacred, in Technicolor, directed by William A. Well-
man, with Carole Lombard, Frederic March, Charles Winniger,
Walter Connolly

(Continued from page 2)

Alas, permission has not yet been granted by Charlie
Chaplin fo show his superb A DOG'S LIFE and THE IDLE
CLASS, the latter a permanent loan to the Museum from
the Dansk Filmarchiv of Copenhagen, and the former
yet another gift from Rochester. Consent was given but
then withdrawn for showing a French version of Oertel's
MICHELANGELO, one of last year's accessions to the
archives. This disappointment is counterbalanced by Neil
Agnew's permission to include here the famous docu-
mentary TABU, by F. W. Mumau and Robert Flaherty,
only recently rediscovered after a long hunt.

It is thanks, in large part, to such friends as these that
the Film Library, in spite of the constant drain on its
resources that negative-replacement entails, can look
forward to filling the important gaps in its collection.
Among those who have most reason to be grateful for
such co-operation must be numbered the many thousands
of film students—including some eminent makers of films
—who have been led to a new understanding and
9ppreciation of the art of the motion picture through the
festoration of these films to public scrutiny.

Iris Barry
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MOMA
LISRARY

THE MEMBERSHIP DEPARTMENT

3 O-?p’}\ }Bh f1~
The Membership Department of the Museum of
Modern Art has arranged with the Donnell Library
Center for a special film program for MoMA
members in the Donnell Library Auditorium, 20
West 53 Street, from January 5 through the spring
of 1982, the period before our film program re-
sumes. For the pleasure and convenience of MoMA
members we are publishing a schedule of events
at the Donnell Library along with the special films
for MOMA members. The schedule includes a full
series of weekly films, jazz concerts, lectures
by poets and writers, and specially selected
classical music programs.

Additional information about these programs is
published weekly by the Library and can be
obtained in the Library’s reception area.

ADMISSION

Admission is free to all Library-sponsored
programs.

TICKETS FOR MoMA FILM SERIES

Members’ tickets for the MoMA film series

on Wednesday evenings can be obtained at The
Museum of Modern Art lobby after 11:00 a.m. on
the day of the showing. Tickets for Family/Dual,
Participating, and Contributing Members can be
obtained one week in advance at the Membership
Desk.

All Programs are subject to last-minute change,
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1 Thurs

12 noon Film: Viewpoint
Hollywood on Trial and
Hollywood 10

6:00 p.m. Folksongs performed by
Rufus Norris

3 Sat

1:30 p.m. Music: Excerpts from
Rossini's Barber of Seville, The
Interstate Opera Association

6 p.m. An illustrated lecture:
Artists-Craftsmen of N.Y.

S
12 noon Film: Young am.f
Innocent. 1937, (Alfred Hitchcock).
80 min.
2:30 p.m. Film: Best Boy (Ira
Waohl)
6:00 p.m. A poetry reading by
Kenneth D. McCullough and
Ravi Singh

8 Thurs

12 noon Film: Viewpoint— The
Trials of Alger Hiss

6:30 p.m. The Academy of
American Poets presents the
Writers and Readers Series, D. M.
Thomas, author of The White
Hotel

10 Sat

2:30 p.m. Meet the Filmmaker:
Elfriede Fischinger presents the
work of Oskar Fischinger

12 Mon

6 p.m. Meet the Videomaker—
Edin Velez

13 Tues

12 noon Film: Foreign
Correspondent. 1940, (Alfred
Hitcheock), 82 min.

2:30 p.m. Film: Collector’s
Choice—*Play (Base) Ball!™

6:00 p.m. Leslic Weber and
friends—classical and contem-
porary music, including pieces

7 Wed*

12:30 p.m. Music: The Jazzmen
6:00 p.m. Film: MoMA series—
And Then there Were None. 1945.
(René Clair). 97 min. With Barry,
Fitzgerald and Walter Huston

T —— ==

using spoken language and
projected images

14 Wed*

12:30 p.m. Music: The Jazzmen

6:00 p.m. Film: MoMA series
The Ox-bow Incident. 1943,
(William Wellman). 75 min. With
Henry Fonda and Dana Andrews

15 Thurs

12 noon Film: Viewpoint—A
Good Example: Bertolt Brechi
Before the House Un-American
Activites Committee and The
Unguier Death of Julius and Ethel
Rosenberg

6:30 p.m, The Academy of
American Poets presents a poetry
reading by Dennis Schmitz and
Paul Zimmer

17 Sat

3:00 p.m. Mencken, Nathan and
God, a play loosely based on the
lives of H.L. Mencken and George
Jean Nathan; written and directed
by Sidney Eden, Stage Directors
and Choreographers Workshop
Foundation, Inc.

19 Mon

5:30 p.m. The Academy of
American Poets presents the
Writers and Readers Series,
Bill Knott

20 Tues

12 noon Film: Rebecca. 1940.
(Alfred Hitchcack) 115 min.

2:30 p.m. Film: Collectors
Choice—"The Video Revolution™

6:30 p.m. The Academy of
American Poets presents a poetry
reading by Swedish poet Tomas
Transtromer.

21 Wed*

12:30 p.m. Music: The Jazzmen
6:00 p.m. Film: MoMA series—
The Snake Pir. 1948. (Anatole
Litvak). 108 min. With Olivia de
Havilland and Mark Stevens

22 Thurs

12 noon Film: Viewpoint— The
Case of the Legless Vereran and
An American ism: Joe McCarthy

2:00 p.m. Members of the
Creative Writing Workshop of the
92nd Street Y reading from their
own work

6:00 p.m. An illustrated lecture,
“The Influence of Charles Eastlake

on American Furniture Design.”
Speaker: Marvin Schwartz, The
Victorian Society in America

25 Sun

2:00 p.m. Film: The Weavers:
Wasn't That a Time. 1981, (George
Stoney), 78 min.

26 Mon

6 p.m. Meet the Videomaker—

Shalom Gorewitz
6:00 p.m. A poetry reading by

Paul Duling, Margaret Leong, and
Adrienne Wolfert

27 Tues

12 noon Film: North by
Northwest. 1959. (Alfred
Hitcheock). 136 min.

2:30 p.m. Film: Collector's
Choice—"Period Pieces: Short
Stories on Film™

6:00 p.m. A poetry reading by
Andrew Glaze, Lawrence Homer,
and Norman Rosten

28 Wed*

12:30 p.m. Music: The Jazzmen
6:00 p.m. Film: MoMA series
Carnival in Flanders. 1936,
(Jacques Feyder). 92 min. With
Francoise Rosay, Jean Murat, and
Louis Jouvet

29 Thurs

12 noon Film: Viewpoint—
Nixon's Checkers Speech and
Point of Order

6:30 p.m. Education of the Poct:
W.S. Merwin and Howard
Norman, a reading and discussion
of oral literature presented by The
Academy of American Poets

*PLEASE NOTE:

Regular Donnell Library film
programs do not rcquirg: _
admission tickets. Admission
tickets for the Wednesday evening
MoMA series for Museum
members are available in the
Museum Lobby.

POETRY 10

A Poetry Cabaret. The Museum’s
Associate Council is presenting
its tenth annual series of poetry
readings on three Mondays in
May—May 10, 17, and 24—at 6:30
p.m. in a loft overlooking the
Hudson River at 450 West 31
Street, Admission is free, Drinks
may be purchased. Seating is
limited and on a first-come, first-
served basis. For further informa-

tion, please call 956-6112. This
series has been made possible by a
grant from the Kulchur Foundation.

Lita Hornick will introduce;
6:30 p.m. May 10

Diane Deprima

Michael McClure

6:30 p.m. May 17

Rabert Duncan

Ed Dorn

==
6:30 p.m. May 24
Anne Waldman
Taylor Mead

Location: 450 West 31 Street
Information: (212) 956-6112

(212) 708-9500.

Members Hotline for information
on the construction schedule; call
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By RON ALEXANDER

I wmﬂo r? attention
an affection, but
s:.n"mm mellowness of a gnlﬁm
anniversary. *The Wizard of Oz, the
movie, turned 50 years old the other
w, and locally the event did not lack
mnwwratinns. promotions,
lﬁo%:dmd iness.

Tl'n film its New York pre-
miere at the old Capitol Theater,
Broadway and 51st Street, on Aug. 17,
1939, with Judy Garland and Mickey

Rmy appearing in person on siage,
g, a ne of
the evem reporied: * “The line, which

100 police controlled, began at the box
office, extended north to 51st St., west
1o Eighth Ave., south to 50th St and
east (o Bmudwny 7
The tribute last week got going on
Slmlhywhen 4,877 celebrators, sport-
_ll'ﬁ rlll_tly spats and brick-road-
yellow T-shirts, tap-danced their way
_mlong 34th Street io the Broadway
-entrance of Macy's. There were mo-
ments, that showery day, when the
. ing seemed more a tribute to
v "in the Rain" than to “The
“Wizard of Oz, but no matter.
©  Macy's monthlong Oz promotion
hls brought out emerald-colored car-
spets, emerald lighting, poppy dis-
lonlc-ilﬂue contests and Kansas
Ikmralluﬂs Ils Over the

To Touch the Heatt
O f a Tin Man
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The New York Tumes/ Il Aller
Phrase pins and character pins de
signed by Wendy Gell and sold at
Macy's Herald Square,

Florida retirement community, with
his wife, Marie. “I'm a munchkin by
marriage,” Mrs. Raabe explained

**] played the coroner who pro-
nounced the Wicked Witch of the East

dead.” Mr. Raabe, 74, said

What had he don er the movie
was filmed? "1 was an Oscar Mayer
Weenie," he said 'l toured in compa

ny meal promotions.”

“Didn't 1 see you when the Oscar
Mayer Weeniemobile came to visit
my school in Chicago in the late
40'5?" Mary Lea Bandy, director of

npa
assorted chatd!kes

neubm chnrlr:tl.-r pins ($38 to
pins ($44 1o

Sl that spell out I’urniuar and be-
ses like “‘Lions and Tigers

rs," “Surrender Dorothy,"”
:r'm Mﬂﬂus and, of course, “And

Never Going Back to Kansas

Onmmnisht,wendyt}ell who
- designed the Oz jewelry, wore an
assoriment of her pins to the Museum
of Modern Art for a screening of the
ﬂiﬂlﬂl tlvcll by MOMA and

i System, which

eundrayalssen and Shana Marowiz,
both 4

Carter's cam|
M

the 's film department,
asked. Mr. Raabe said it had proba-
bly been his replacement.

Ms. Bandy told Mr. Raabe that
“The Wizard of Oz" is part of the
museum’s current 1939 film series.
“It was an extraordinary year for
film making, and ‘The Wizard® is ex-
ceptionally special,” she said. (The
film is also scheduled to be shown at
the Festival Theater from Aug. 30
through Sept. 14.)

‘"Are really a munchkin?' Al-

s old, wanted to know.
aabe assured them he was,
Carroll re-

Mr.
The 70-year-old Mr.

called that he wore a purple cloak in
the film and was one of the munch-
kins who advised Dorothy to follow
the yellow brick road, He said that in

m.«-_

en ¥
:

rHE New york Times LIFESTYLE sunpay, aucusT 2, 198

" The Muscumol Medern Art/Fiim St Archive
Jack Haley, Bert Lahr, Judy Garland and Ray Bolger arrive in Oz,
where they are greeted by Frank Morgan. The film had its New York
'prcnucr: 50  years ago last last Thursday.

al coordinator for New York News-
day said. Her husband, chairman of
the art department of Bishop Lough-
{in High Schoal in Brooklyn, directed;
she played Dorothy and their (_,cr
man shepherd portrayed Toto. “No
expense was spared,” Mrs. Sorvillo
said. Props were from a model rail-
rodd set, and the budget was $100.
“I¢'s amazing how much a part of

who is one of the three authors of
“The Wizard of Oz: The Official 50th
Anniversary Pictorial History" and
one of the 2,600 members of the Inter.
national Wizard of Oz Club. Another
was Stephen Cox, the 23-year-old ay.
thor of “'The Munchkins Remembey
Mr. Cox said that of the 124 litije
people in the film, 25 are still alive, |f

1837 he roomed with Ronald B
and in later years he goi work warm-

audiences who had come to
arry 5. Truman's and Jimmy

is :E biggest thrill
ok, mzu Burke, one of

still unfinished,
‘M'”m&mmw

there is hing these fellows 't
know about the making of the mm
it Is probably not worth knowi
There were other, less-lavish pay.
ties. Helen and Carmen Sorvillo of
Howard Beach, Queens, and thejr
three sons had several showings of
their homemade vmmnmhem
runnwmg 1% ilnlmtnlms
"“We mi L 12 years b
like von Strohe; H:;

ple's lives 'The Wizard of Oz’ has
wume she said. “1 find mysell
Jines from the movie all the

ums “ Example? “There are many
situations when | say, ‘Pay no atlen-
tion to that man behind the curtain’ or
“What a world, what a world!" Of
course, there aren’t (oo many ocea-
mwm‘SurrmderDomlh ' But
whenever anyone says, Toto,
100,’ everyone else always smiles.”

Meinhardt Raabe, mdmﬂn%mmmmm
Gissen, 4, nammmumanmm
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By WILLIAM GRIMES

The actress Lillfan Gish has left
the Museum of Modern Art’s film

- mmt a trust fund -of $1.2
Gish, who died in February

* at the age of 99, specified that the
' - money be used fof the acquisition,

preservation and storage of films
starring Gish and her sister, Doro-
thy, and films directed by D.W.
Griffith and for related research
and publication.

e is by far the largest gift by

* a film artist to any archive for the

preservation of film,” said Mary
Lea Bandy, the chief curator of the
museum's film department. Ms,

said that Gish set up the
%lﬂtbelm‘smdmnup-
_its value over the years.

The Cost of Preservation

museum’s D. W. Griffith
Collection, made up of the direc-
tor’s feature films, shorts, papers
and production records, is the
world's largest archive of Griffith

Museaim of Modern Art Film Stills Arch

' Lillian Gish in a scene from her

1927 film “The Wind."

tion of ‘Broken Blossoms.” "

She continued: “‘Over the years,
all these films must be protected
with negatives and new

Bandy said. "It was a big secret,
and a secret she enjoyed keeping."

The m, titled
“Lillian Gish: of the
Screen,” begins Oct. 14. Its eight
feature films and early shorts in-
clude Gish's rarely seen first film,

material.

“As part of our ongoing preser-
vation program, we have restored
‘Way Down East' and ‘Intoler-
ance,’ "' Ms. Bandy said, referri
to two of the most important Grif-
fith films that star Gish. *'We plan
to use these funds to do a restora-

_ “An Ui

Enemy" (1912), di-
‘the

Storm (1921), her last vith thy
dlr,fe:tenr. and "T:f”“fhd_" (1927).
am E
films 1'1’1:285mgm -ﬁm‘
1855) by Charles La A
edding” (1978) Robert Alt-
man “The August”
(1987) by Lindsay Anderson.

Gish Gift to the Modern: $1.2 Million

Film, Department of 1/2
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Walking  virtually unno-
ticed down a Columbus,
Ga., street with his wife,
Fenny, former Army Lt
William L. Calley Jr, seems
to be enjoying the anony-
mity he sought after being
convicted of the 1983 mur-
der of 22 clvilinns in My
Lal, then South Vietnam.
Calley has added n few Craig M
pounds to his 5-3 frame, for rape. |
and is living a prosperous fr'"“-t“ I
and lelsurely life as an in- ,;E:;e tor
surance salesman. The for- ‘Weapon @
mer  officer, who Served WS Arres
three years under house All tho
arrest  before  being  pa- ;r;l:esa h;:
roled from a 10-year sen- law — i
tence, is occasionally seen pledged |
drlving around town In a They ha
Ford LTI or a Mercedes. n.rlk:::.‘i:,
He Jives in o wealthy aren e
of Columbus,

By STEV]

Stanley #
working i
spite thel
Dipnarine
month on
rested fo
menacing

These: «

Associated Press Pholo

Tonight's the night
—right or wrong—
for Steve's ghost

The ghost of Stephen Deeatur, the hero of the War of
1812 and the man who sald: “Our country, right or
wrong,” Is—by legend—scheduled to show up In a
window of the north deawing room of Decatur House
near the White House tonight. Decatur died after being
wounded In o duel with Commodore James Barron on ants com|
March 22, 15820, In Bladenshurg, Md. Members of the tality by (
National Trust for Historic Preservation, v h man- it “We ha
ages the house, will be waiting tonight—lhoping to see . "m“‘"‘_:
the manitastation for the first time, - :I:::n:&
- LE ruunn:t :
. rases

Strong, silent types [ :iicw

have bee
leged orin
image fa

the unior
York St
Assn, 1o
plaint a4
hers of b

Dennis.

the asst
Posty "It
1o compl

Je inereas
room Inci

Assoclated Presa Pholo

She can't
have no
bananas

Judy, that lovable minla-
fure ™

doctors feared

of cancer, Is g

okay afler a

Stanl 1. Behrn

tending oral surgeon st
New York IRospital. 1t
pow  develops  that  the
thlmp — heve from Af-
vien for the New York
Blood Center's  hepatitis
tosts — has n fumor In
her Jaw which cin be

Nl pPAMPHLET

Impact Phale
fght ot the Museom of
il
eatery car”appenred
the first p Ameriva’s Sweetheart
—'The Mary P n Bl-miloute docmentary

eleared up by diet, But
here's the bud pows for
Jindy: bananas and olher
1 are oul. They upset
her motabollsm and fed
to the condition which
cansed the tumaor.

—_ e T W

on the first superstar of (he silent sereen, The oceasion

was @ time for reanlons and Kisses as Douglas Falr-

banks Jr. lell), whose father played opposito Miss

Plekford, wnd Buddy Rogers, (he star's husband of 10

years, greeted netress Lilllan Glsh st o recepllon after
the showing.

i il - —————

- T A
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Tre Grano MoMA or MEepia Axrrs Cenrers Becins Its Seconp Fiery Years
18 a"’/’""”"’"""‘t ’2 g/nq

MOMA's mxpan
HClinded o COUTAGE SUREON And SXChange AMong na
> ¢ 8 and archives
! ong West 53id ‘ : e "1 Soon Barry saw her young program

blossoming in 1936 the first senes of
flms, ttled A Short Survey of the Filmom
Arrus: was presented in New York Ciy

along with @nather collection
abindiie ; af tirms titied " Some Memonable Amencen
‘(e the for it ‘ u I I I aevet, . 18961934, circulaied sround the
# i . A “ountry Nat sarme year. In 1937 Bary
el srse 3t Columbia Unnersity

. Sl 3 : The History, Aesthatic and Technigue
) of the Motion Picture," the first such
: : ‘ i the nation. In 1935, when the
s : e finally got & theatar of tn own,

ar screanings began with “A Cycle of

- | . 70 Filme, 1825-1935 " Mary Lea Bandy
. B for o has been with the Museum since
et . country o 3 and has headed the film depattment
I 1 r " f s “ 78, says 'l think it"s impossible 10
ond the 1964 East O A% Ak tmate the excitement thal such a

film program generated i the “40s and
e \ 5 Whan the theater opened m 1539, it
Wing irghin ; o first place that people could come
o on o dally basis and see the history of
the madium." During thal tima rerospec-
tives featured the lims of Esensten, Girt-
bith, Mahes, Fairbonks, Lubisch and
fignoir, symposia focused on issues of the
documentaty and expanmental Idm, and
survirys of the Franch, Garman, Scwviet and
tahan national cingémas were scresened

St Naw York City

141 the circulatng program had
buted 91 programs 10 476 instite

ns Key collections of documents and

papers wers donated, along with Phato

play Magazing's thirty-year collsction af
still photas, forming the basas of the lm
studies conter and stills archive, which 1o

houses over 3 million photographs,
one ol tha largest collections in (he warkd

A5 with other curatorial departmanis and
othar musaums, hough, it s the perma

= van which is held most deatly,
and such 15 the case a1 MoMA. The at-
chive, since soaquinng its st lilms—two of
by wais Faenand Liges' s Sadins Addco-
rigue {1924) and Edwin 5. Forter’s The
Great Tran Robbery 119031 —has b

. coniributing v
kly, The Spec
- Danly Mail

856 the Rockeleller Founda-
rmarked some of the f
10 g0 towands preserving tha films in the
ion, followed in 1968 when 1
ol aside $660.000 for
conbinuing presarnation, Snce the late
60 tha Mational Endowment for the Arns
also provided suppan for the work ol
tive —Tor the last several years 1o
T 100,000

Museum has sdent

>addy boean
ol Eileen

8 tha fityyear-old
day z to eallec
it and films thart W in

ve collegtion of

batch

5, docy

105 bs, o3 werll s
ant-gande him |

% ban
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tured to have investors of limite
acgueston of capital may ent
a5 imestment benplits

partne
o as well

Organization

1, This area 15 not only crucial to suc
of the effon, but may alse provide s
urigue Incentives for mvestors be
what we do in the medi,
equipmant, bulldings
are mvolved, the question of forrr
mither a comoration or limited .
with tax shelter advantage
needs 1o be explored
My Nt s he
vious eondition tha
tormed 1o produc
prise. But the possibilities of e
merdia artists and centors in the
conunchon with tax advan
vestors meght provide one tyr
tonal structure

2. Aloundation which makes imrst
and acquires interest 10 give aut a
5 @ mor dect struciure

3. Publie corporations such as CPB and
Port Authonties provide an inte
blending ol government and privat
finranced through bond ssues

capital

Expertise
Operation would include admenistration/i
vEstmant management as well as grant
ma¥ing 10 projects and arists The nature
of this giving may create some of the :
old questions shout wiho gets wha
the fund would at least be managed by the
media arts lield. Expertise outside the
media arts in the sreas of imvestment
counseling, tax law, and loundation
management would need 10 be provided 1o
he fund

Investments

Advantage should be taken of our field's
special knowhedge in areas of communica-
tions technology —in areas such as
satellite, fiber optic, and wideo technology
The question of non-detense related, norn
destructive technology imesiments should
be caretully considared. If a tax shelter 1s
developed, mvestmants will need 1o com-
plement this strategy. Quastions of balanc
ing high-riskihigh-gain investments with
more stable growth areas should also be
addressed

Capital/Capitalists

Tha distinction here may be grammatically
small, but deologically substantial
Whether using equity and capital makes
one subject to the capitalist persuasion
and whather this 15 positive or not, s an
mporant question Lo many in our held
But as we now stand, because of the 1
and energy devoted to sesking funding; w
are subjct 10 this persuasion withoul ¢
cess o ownarship in s means ol distribu
tion. A plan to acquire this ownership
could help break the sharecropper/sub
sistence cycle. While no panacea, it could
piovide a new option for funding the meda
s

Directions

The supgestion hete is that the modia arts
field put some time and energy nto n
vestigation of an equity capital fund
trough congultation with foundation, in
hegal, and gowe inl SourCed,
and that an advisory commitiog report to
the feid by the 1985 NAMAC maating: The
purpose 6 to stimidate dislogue within and
outside aur community on the issue, and
nat to present a delimtian of possitnlites

Pritagracr. Hme s

and thirty i

as a porfor

live s facial Mance m. yof s
athric, an 1 subjects and subje atler, though |

the age ol W suspect that this is the result of Lacy's
dad single hile to two La Jolls Iheatrical naivele rather than any
hfarnia beach o sed nleanhon

As for the commumcanon of conient be-
tween participant-performens and au
denee, the s1aging functioned counter to
both the notion of mtimacy and the sense
of presence and immeadacy that separates
atrical expenence from lolevision
and flm Rather than bang directly con
the audience found that all the ver
ation had been pre-recorded and
1 In othet words, med
nutation. Wh.
Thus the work

tho coves Glistening

dramatic backdrop liv

wera inaudibl

could thy women,
chined walk lrom audio speak

W WS A 5

with the a
olten o 4 - " ¢ 1 whs

COMEISatons mixe
sound of the way
the
Al the

jomn the

atter of the aud

ObSErvErs wer
red off. The
I anargy be

o concen
waan parformars
was treated

Asa public spect ¢
5 e dantal, menaly
quate o i 56 . the othar hand as if its
and dr

digncea

Vet of hér work

an artst

priate Wiy

Jacks Apple 5 an miermedia artist whose works have been
presented throughout North Americe, Ewrope and Australia The

of axhutitions and performances at New York City's
ce, she currantly contributes regularty to Artweek,
arnd 15 produceshost of the racho pragram Audio Networks for KPFR
fPacifical in Los Angales

formar curato

Frankhn Furm

Whioer, The Waves. The Wind pedlormance by
Suzanne Lacy

olded women m particutar This baing the
caze, The Whisper Project may be viewed ) !
as resaarch and development, and the 1:aell'.I
lormance Whisper, The Waves, The W‘WF-!
a5 a contnived "“‘celebration’” staged for th J,-
purposes of lilming. This was made ap- |
parent by the presence ol cameramen at
work, one of whom intercepted the llow &
the procession down the staircase 1o tha
beach in order 10 got his shot. Laoy's pa
a3 arust, producer, and directos hes
her failure 1o consciously define for el
the difference between television, publie
event, and performance theater. Being an
abserver on a lilm set dunng a shoot is
very boring, Perhaps it would have bean
mare interesting and more honast had we
been able 10 also see the event on video
manitars through the eye of the camera

Had that been the case Lacy would have
bean dealing with a contempaorary am
1s5ue — that of the relationship of media 1o
avent— one, however, which she has
chosen not to directly confrant. itis nat the
subject mattar of her work, marnsly its
maans!

This brings us to the primary lunction of
this performance which was 1o insert the
work into public conscousness via madia
{You do not need an avdience 1o shoot &
film but you may need public attantion to
& thio money and support niseded |
Thus the performance may be examined
and analyzed not 45 An Performance but
a Media Event. And as such it succeed-
4 admirably, even brifliantly, Parhaps this
13 & spocalized genm of performance that
requires 115 own body of cntical shudy:
zerved in this contaxt, outside ol Lacy's
thaatocal pret

sussed in termas of its significance and
affectivensssy

Continued
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This concisely summanzes whal occurred
i Whisoer, The Waves, The Wind, the
lrrii 1g event in perfarmance artist

Suzanna Lacy's year-long wrk The
Whisper Project. Like the substantal body
of Lacy's previous targu-scale performance
works, The Winsper Projct is a social and

d | artwork, idadk lly and
D ¥ leminist, i o lor
s particpants, and effective in its
thetoneal practice. The resulting *“pertor
mance’ Whisper, The Waves, The Wing
amployed “‘consciouness-raising’” lor
mulis and a single prosaically romantic im
oge Directed at and in good part du;
dant on emotional projcton and
fesponse, there has been little obyec
neutmlity in the reactbons 10 it Nol
Lacy a capable EOMMunity organiz
uffective adminstrator, but also a sk
manipulater of The Medwa

There is no questan about the auth
sincanty, or integrity of Looy's soc

tions ar methodology, or about the mis
sionary lervol, dedicaton, and ambition of
herart product. As an extended work The
Whispar Progect falls well within i
astablished crituna and defmitions of Par-
formance Art, and within that cante it
succeeds in its stated intontion —to bring
togethier older women to share thair life gx-
penences and dstuss the problems of
aging. and 1o use art as the framework
through which this process may occur and
a5.a means 1o inform the public of the
“special needs and abiities of older
women with dignity, grace, and beauty"

Wiiusper, The Waves, The Wind howev
another matier, and it is necessary to
distinguish between the lwo aspects of this
work, My concern here 15 only. with tha
actual performance event as describad
abovi, tor n ks lunc tion as a condensed
tacaimile, & mediated representation of
itsell, an advertisement, it mises soma
complex iIssues about the relanonship be
twean arli-making, parformance, pubilc
spectacle, and The Media

Despite the theatical patential of the mis
an-staneg, and Lacy’s expressed desire that
the ““wisual irmpact and beauty of the por-
tormance equal its social relevance and
sgndicance, as a performance Whisper,
The Waves, The Wind was visually and
dramatically anticlimactic. An already well
publcized single mage, it provided no
move informatan (perhaps in somae ways
55| than the extensive visudl and verbal
Subhcity that preceded it Much af this
publicity suggested an impending event
that encompassed the cinematic scale and

pageantry of a “"spectacle’ while at the

same lime promised a deaply personal and

intimate expenence. o fact Whisper, The

Wanes, The Wind was neither Iis

falfill such expectations howover

impede its effective promotional fu

It was necessary that the

occur in ordes 10 publcize the larg

As a singhe identifiable manilests

idea it faciltated nuMerous artile

nawspaper interviews, TV and re

coverage, lectures, and fundrising

Ivprovided a focal point of atten

hke a billbosrd ad or a TV &

lsading to enitcal C LISSION

one, and it will continue 1o be written and

tnlked aboul This is how contemg Ty arn

higtory and popubal myihs

mada in i

jects and parorman

pecularly empty, without resonan

power 1o speak L;

power of influonc

surroundimg retonc —wh

art, rathar than the arn i

fadure of Whisper, The Wa

as a performance 18 almost irmel

has bean docLumer

asa ''profound exg

result of 18 suc

affectve use of the me

quenily be mado into an leasnd

any @t ob

Firvplly, Locy "s dilasmume is also our owr
Sha intendad uy 1o by moved, 10 h
ganuing “'ronl lily' ' u
Urifortunately in compa
waimion, which slways croatos desie and

anee in el i

m to the madi

expoctabion for someting af hirghte
rangily, the “actuabty’” seemod socond
hand, a pale, thin wemila What doens this
ubtimatoly bl us abiout the wary Wi live

- .

INTERMISS 10N

1ogeiIes With the

“If the (MoMA) archive has an Achilles heel it is in the relative inaccessability of many of the

Continued from page 1

thia departmeant i 1rving 1o cover th i
national history ol i s, | thnk the
archive & at the lront rank | think we have
@ first-class coll r

To & large degroe because of ongoing
funding from the NEA, today it
stands prominently amang 1
0 I fibm pre
ton. The top pix
chives, r e VOl fe 5
of all remaimng mitrate matenal inaddimon
to the ticking time bo
gh. Bowzar and har staff fac:
verly i and d) 4

respand to

i rate 1l

trouble O
farster than the

ver §350,000
Juipment & projec
{ fibm I varying widths

tafl

I thie archive has ar
ki n wasabult
ot

Audiy Kuplorb
with the Amori

materials in its collection.”

Ing = very limited, As
mes have

ing ac

dp ac tage In add
tion to Bowsor, thore are only two othar
artenberg and Peter
techiical director and the per-
son responsible for the day-10-day preser
ta add, I |
tofl | would immediately get
who could give access 10 the col-
at's the most ime-consuming
g we have 10 do” " Beyond stalf prob
wirver, Museum practice is to be
I it= matarials than most
As a matter of palicy,
wir don't lend material as
T peopl And thatisa

vanc ke Bowsar 1% Quic
had more

1 10 o '
filrns from the e
W I Tecent

2), R
v Marcol

and Ac

need (o draw attenbon (o the avant-gande
filmmaker and his or her films. *'The avant-
garde film now has a history of 18 own
Olten eatly warks have been missing,
neglected, or cut up 10 make othar

fitma | think the sarme kind of concen-
tration on preserving the Hollywood
cinema that exists must now focus on
presarving avant-garde fifma*"

The circulating film library, which has been
an miegral past of the department's ac
livitizs since the founding of the Him pro-
gram, ioday boasts a collection of 3,000 to
4,000 18 millimeter prints represanting
about 1,000 ties. What the exhitition o
Hims from the history of the madum n the
Musewm's own theater has done for the an
of film in the New York area, the circulating
program has dome de. Mand
‘assemble s collsction of mation phe-
fure Vims sutable for dlusirating the mmpoe-
tant steps histoncally and srtstically m the
devalopment of motian pictures from their
ncepon, and making the collecton
available at reasonable rates 1o colleges,
o0ls, museums and othes educational
nstitutions,”” today it s difhcol 1o assess
the importance of the program thiugh the
YOAIS, Of 10 imagine the state of ilm
=ohalarship shoukd it never have eosted

Mary Loa Bandy exprosses the hopa that
he recant pubibcanon of a new 300-page
atalogue of the circulating coliecnon will
' our mole 1hat this is not a program
rrs the istory of Amencan
Hollywood production, that these tims ane
that those par
an be oblamed through ather
nogls. What the program
W i choarly indicated in
ons lound in the calalogue’s
wenis. Silent Fichon, Sound Fic
umuntary, Evpenmantal, Contem-
1independent, National Film
on the Ak, and
udy The program, headed by
5 who for twenty yesrs ran
¢ York Public |ibmry s flm colloo
belom comung 1o MoMA, opafates as
th | distlubon house renting,
hing prints and paymg to thi
ty tee The catatogun
Jing) froem 415 for Stan
i1 B minite silent Ao Avant

L0 for Yvonng

vailabig to us

arks that about
megularly make use of he
iulating program, with toughly 3,500
prnts distibuted annually

1,000 snatitune
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The axhibition program Has probably
Gameted more attantion for the film
department in mcent years than ol its
ather actvities. Headed by Adrienne Man-
Cia, who will mark her twentieth yvear with
MoMA this summer, the dopartment’s pio
a g and aos Panying
publications have brought the Museum
Preeminence in identifying intormational
trends in contemporary cinema, such as
the Cinema Névo of Brazil in the ‘B0s and
the New German Cinema in 1972, as wall
A% In presenling major mtmspectives that
have brought abaul revisions in the wary
CRrLain perods or arsts ane par i
Latry Kardish and Steve Harvay ane two of
Manca's collsagues; the thise of thim fre-
quarnily work in teams on the preparation
of aseries It was shortly after Harvay *'of
ficialty”" joined 1ha Museyum stafl Iha'd
Been consulting unoflicially for vearai that
he eo-curated with Mancia the massve
"Rediwcovering Franch Film'* sunes which
brought some 200 Hims not only 10 New
Yotk but to venues in Los Angeles.
Chicago. Washingtan, D Houstan and
Betksley ' Rediscovening French Film '
which ran fram 1981 well inta 1983, was
1o date tho lamest program ever mounted
by the Museum, over thes WEES i (he
planning, It featured lms from the silent
penod to the *60s, many of tham neyer
bafore seenin the US

Mancia and Kardih are cutmntly pre, anng
an even larger retrospoctive of the British
cinema lor presantation beginning this
October and extending into 1886 ' Brnsh
Cinema''=co:programmad by the Brituh
Film Institute, and entnely lunded by a
grant from the English film company,
Golderest—will prosant 250 films in two
parts, Part one will survey the career of
producer Michael Balcon, who worked
from 1822 10 1863, producing sama of the
early lims of Alfred Hitchcock and the later
Ealing Studio comedies of Alex Guiness
Part two will dissect this Brtish film into
genres music hall, malism, melodrama,
and so on. This will be a major event, and
15 ane that Bandy likes 1o ik about. " This
ahiow 18 8 very good example of out leadar-
ship, in that the BF] and the Museum haw
such a strong relationsha from the “30s
that they will lend us over 200 fiims that
will not e anywhere else in the US —films
that they have preserved ** She also notes
the remarkable contribution of Goldcrest
it's tha largest grant we know of 1o date
for any tim exhibition from a priva te
source’ Bandy also has vary high
for the impact of the sones on film
ship, sounding mare than a bit ke Irs
Barry when shie says *"Thes is a major ex-
hitntian which we really bebeve will make
people re-ssaming the history of Bt
film, again. | think that kind of show goes
mbuch further than being a very popular
show with & lot ol wenderhul, nostalgwc
fibms "

In addinion Lo major Ieiro Spective:
tonal cinemas |French, Boitish, Ind
departman! has sunaryed the careers of

such a diverse sampling of artists over the
yaars as Robert Flaherty, John Ford, Stan
Brakhage, Carl Drayer, Lillian Gish, Gi
Eadly, Joan Luc Go. il
Sturley Clarkee Thiy als0 present s
roqular sath Cineprobe,”” whic
pnngs mdependent and avani-gard
makets (o the Museum 1o pr
discuss thr work, *"What's Hapg
of curran! 5o

nl, the

which presants fi
political inporance, and
Archive

Othgr senas in development ing
e retrospect he filrr
Minnell, 10 bbb sccomp
tion, a survey of lalkan post-war comady,
and a program on the camar of A
Magnant. Hirve that *'in g
don't do actor mironpicines of that scope
\about 26 films
whole e and a whole approach 1o 1
making, In terms of nearealiam and the
whale changa in
sha's tatnibily it
o8 ortiatically’”

aptomized o

L butah

ting style Wi

Harvey claims that he
Nave peiceived & maturahon and in

sophihication in the Museum's sudionco
through the years as the exhitihon ac

wtand, lnstorically as wall ‘

ave expanded and diversifiod

"Wt have a core audience mone walling 1o
ance on works thiy don’t aheady

he says It used 1o be that e

T known films got the latgest audinnoe,

bt norw that's e

Mas curiows, and with the more famos
Ttk

shiorw them thing

anywhera else”

s cantir, not

e of the Nat
BENING 10

ate ew charge

claims that "'l one
e documantary i
rolog

a vl resource lor filmmakers 10 learm
about their craft. Stnkey Kubnck, who
recently gave prints of b fikms 1o the ar
chives, is "an sxmple of one of the film:
makers who grew up in our screening

rooms.” siys Bowsan, “leaming sbout
films of the past "’ Bandy adds that
‘schools in The area have regularly sem

students to th

panment to look at lims
aludy the popers snd
" None of the matenal circulates,

nust be done on the

arung that all work

Silvgr g3

old isr 5 05 one would gx-
1official program ten
el by the lim depart
ow parallol
alsalions toward a ped-
ochibibon and

o6, in-house
and educabonal
¥ thi video stud
Ibraryl Barbata Lon
nor, faving been with MobA

1

conIsr ar

I the past a tregquent

m of MoMA's
pace it provaded
an. Video artst Bill Viela
58 508005 88 h
i unsatisfactony,* a sentime
many. Sorma fell that the situa-
hixn was indiative of @ larger institutonal
canfugion concarning viden's pasition in

video prog

i 1ape axhi
nibed th

"“The avant-garde film now has a history of its own . . .

The same kind of concentration that exists on

preserving the Hollywood cinema must now focus on preserving

avant-garde films.”

tha world of st "' W in the video leld are
i 8 sort of twilight zone’ savs Viaks
""We're not totally nocepted by th int
warkd —whnre wa got our begmnings—
and, on the other hand, & ot of fim pecpls
are rexistant 1o video ™ Neediess 1o w5y,
Thetre wish much intérest n what exhibaion
faciitios would be like after the expansion
and reneration. Wiile Viola admets to not
having séen the naew video galiaey, others
v, and the reviews are not favorstie

The new space 15 small— London describes
it as hest suiled for 15 (o 20 people, with
one monitor—and although its new loca-
hon ks mote prominent that its prede-
COSSOTS, L8 proximily to the lobby has
resulted m a very high level of noisa,
tcularly with the farge crowds flooding the
Mussum upon reopening. From both an a7

ar mdication of instiutional
tance 1o video at MoMA is in the fact
thiat fow i the field tault London’s abilities,
net reputation as a curator of imemational
vided 1= outsianding. She was oriticized,
howeaver, when the Mussum presented
“Video Art: A History " last winiar, for
biting off mare than she could chew! “This
15 a small show about 8 large subject,’”
wirote Lucinda Furlong n Aftenmage. *in-
dicafing that London's ambitions far
outsinpped her means ' This agan,
however, may be less a curatonial problem
than it is an institubonal ane

O the other hand, the recent crestion of 4
circulating wideo hbrary has baen hailed as
a sgnificant development in creating na-
tional sccess to videa art. The catalogue
tor the collecton identifies three classes of
video: dacumentary, namrative, and -
penmental, and it has been London's goal
fo collect—lar archival presenvation as well
as circulation—"the bost works, the most
fepresentative works,"" with an emphasis
onindependent tapes. The crculating pro-
gram contains 30 indnideual tapes or pro-
grams ol collected works, representing
artists lika Jon Alpert and Kieko Tauno ol
Dawntown Community Television Center,
Skip Biumbert, Merea Cunmingham and
Charles Atlas, Richard Foreman, Ed Ermnsh-
Nam June Paik, Dan Reeves, Jobn

v and Stefan Moo, Viola, and William
Wegrman The collection, though small
{and male-dominated), represents th
drarsity that has characterized Ingepen
dent wideo art over the past 1en years.

MoMA began collecting video forits pet-
manent holdings n 1975, Today London

says that the collection consists of “‘about &
150 tapes by independents and around .
300 piece s from televigion ™ MolA also
recontly scquired its first installs-
tionisculpture prece; Shigeko Kubota's
video homage to Marcel Duchamp, “Nude
Dascending 8 Stalrcasa™ One prtity, says
London, 15 to make the collecton more
mliacy work baing done inter
nabonally

MoMA has presented WIa0 works i both
lavior and gabury tarmats. The hiest
was in 1968, for o show
% Seen at the End of
d by Pontus

showen thar

virteran Me

program

WMA cutator Kynaston MeShine
v a show titied “information

i mixed - exhibil that inclided video
alin Amenca, Europe and
n 1874 that video exhiby-

1 became a regular activity sl the
"Propcts Videa'' began,
vapanded with sm inluson ol
{rom e Rockofells Foundation and
the NEA One ol the most respaciod pro-
gramd which cantinues today (8 ' Video

ns.” presantid on alternating
nidinys with *'Cineprobe™ m Titus 1“1
raally smphasize the st tlking 8 ot
aboul the work,”" says London. Vicla, who
presanted his own work for this senes in

i BxpEnenoE with
largest, most interestod

ad anywherm ' This aspect of
pArtmMEnt s activities s alse very im
portant to Bandy, "Every Monday night at
1 01s! presenting his
wr otk and talksng about 0 she says
continuad next page

1078, says il was

"
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1985 will be the Year of the F

|" [tw legend has it, in

a pink penthouse apart
t iﬂ!ed with stacks and
of film tins.
~ Fifty years later, the film
@nlleﬂld'l of the Museum of
 Modern Art, Manhattan, in-
'eﬁm more than 8,000 films,
three million filim stills and
~ thousands of newspaper and
azine clippings. reference
| and posters. It is con-
" stdmdtobea history-maker as
~ well as record-keeper, and has
received two special Academy
Mﬁs.
To celebrate its. golden ju-
bilee, the museum has design-
ated 1985 “The Year of Film."

Events, many of which have
yet to be announced, are
scheduled to include exhibitions,

| symposiums, lectures, benefits

| and special screenin,

BS.
MOMA is also planning a

Rockefeller Foundation.

Iris Barry, the film library's
founding curator, began
collecting from her penthouse
apartment where she literally
surrounded herself with the art.

She explained in the
museum’s “‘Bulletin®' at the
tlme the difficulty of her task:

.« . @ film two years old is a
film which will not be seen again
. Amateurs of the {ilm and the
filmmakers alike are conse-
quently confined for purposes of
study to what is strictly current .
. . Itis passible to read about the
work of pioneers like the
Frenchman Georges Melies,
about the startling innovations
of D.W. Griffith and of the post-
war German producers, but not
to see their work."

Within a year and a hall,
Barry had collected nearly 700
films for the museum. By 1941,
the collection held about 16
million feet of film, enough, the
museum says, to keep a viewer
busy eight hours a day for o full
year.

Barry’s collecting work took
her from New York to
Hollywood and from Europe to
the Soviet Union.

The base she created was
expanded on by her successors
and by gifts and bequests.

But collecting, MOMA
learned, wasn't enough. The
films had to be preserved to
keep the older ones from dis-
integrating and the newer ones
from fading. Some early films
would have to be put together

On the Cover

Among the millions of film stills collected by

the Museum of

from various prinis in an effort |
10 reproduce what the director

originally intended.
A recently restored version

of “Way Down East,” Griffith’s
will be made

1920 classic,
available 1o film festivals

throughout “*The Year of Film'® - .
to dramatize the museums 3

campaign for film preservation.
By the time MOMA received

the film in the late 1930s, a anim;

quarter of it had been cut out,
entire scenes and characiers

having been eliminated, and - W

tles were rewritten, A
soundtrack that wasn’'t meant
for the film had been added.

In 1979, the department of
film undertook the task of reas-

sembling the work which hadn't

been seen whole in more than -
half a century.

Four prints were used to
make the restored version and
the original

scoTre was di

Film, Department of 1/2

J

resurrected. The first screening ﬁneml

of the film, accompanied by live
performers, will be Jan. 23 ai

s:ampﬂgn to raise $10 million for
the rvation of its Film
- Archiv

The museum's film depart-

Modern Art are shots from Charlie Cha,
Rush” (top); F.W. Murnau’as 1927 “'Sunrise’’ (Bottom left)
and Max Ophuls’ 1953 “Madame De . . " (bottom right). The
- museum is celebrating 1985 as the “\fcm of Hlm ** marking

‘s 1925 "The Gold the United States Film Festival,

sponsored by Sundance Institute
in Park City, Utah.

‘ment was
. .5

begun in May, 1935
f’nndjng from the

the 50th anniversary of its Department of

Other presentations are
scheduled for Feb. 6 and 7 at the

Mmllllﬁh Ill.
mwmﬁﬂmmmm
e S S
McCarter Theater,
MMMMI’MH
ws.b;muﬁ- hmﬂlM

LR
RSB S A L,

Pwky, Now
M'mwﬂun.mu” 2640
eb 17,

TY,
BLACK PLOPLES PARTY, by i Anhcry
J-.iﬂltlln'dli

Deenadatto and
eﬂmmnmu by Jokn roand

m.m..hh"!l” lIO'Nm-lﬂ

UNCLE DANS FINANCIAL TIPS, o
ks mandlague,” Sessuan Pubhe Libroy,
*Mﬁm Jun, 27 @t 3 pm

IN WONDERLAND /THE GOLDEN
theater Willie

Horms Plaze,
and Jon. 20 o1 7:30 pm.

SYMPHONY

of 3 pmy McCarter
ot B pm; John
Jan. 19 of 8:30 pm.

JACKIE AND ROY, jazx vocols. s 10
Dempsey Ave, Edgowoter. Tonight end
temorraw nsght.

DIXIELAND, ‘with Mickey Gravine ond hin Al
. Sh 4, 10 Dempsey Ava., Edgewoter
Jon. 18 I‘?

WEARABLE ART. Nework Museum, 49
Woshington 51, Nowark. Through Jan. 20.

EVOLUTIONARY W obatroct
Hoboken's

i wms: N Stbdany
through March 10

OSCAR R hib

special events
A HOW MEDIA womu %

m-maocr-.ds- Juesey City. nmghm

I?.ANDOLPﬂ HAUSER. exhibit
678

N-M Ave,, Jonqr Cuy Thiough mﬁw
NICK GAMARELLO, exhibit of llulwu;'\‘

Moz Gallory, Five Comers Libeary
n..':'."i'.. w‘“ City. Mondey through Fob.

Verdi, d

i op..,'{a...n' Park, ddnd Strest

zdmm;;mh;-r» Sunday
o 1 pm

HAMPTON AND THE BARRY HARRIS
'I'l%!mkm Cultural Theater, 368 Bih Ave.
btwn. 28th and 291h St ], New York Pndqud
Saturday, 10 and 11:30 pm, lom

Jillsﬂ' PERCUSSION ENSEMBLE,

“ﬁ N-N' Symphony Spoce, 1537

l-nod«mydﬂslh SI Nr-\rm dan 22 ot 8
pm

NE FODOR, violiniat, Ridor College, Fine
N:ug:nl- Lawronceville, Jon 19 of pm

SSICAL CONCERT_ cbaist Fredarich
mmnmq and planist Gary Kleln perdorm
boroque, romonce ond conlemparary  mULE
Newark Museum, 49 Washington S,

Sunday ot 3 pm
PIERRE RAMPAL, futint, Unity Concerts,
o:‘éﬁfen St., Montdaie. Jan. 19 at 830 pm

SOLDIER'S TALE, Simvlml‘- Program oho
incudes Bath and Capland. Prasbytenion Church,
Waatheld Jon 18 of 8 pm

WILLIAM SHARP, BARITONE. Dinna: and con

cort. Willioms Conter, One Willioms Ploza,
Rutherord, Jan. 25 at & pm

ART

THE NEW ELEGANCE CONTEMPORARY

from the Cintos Collec:
tion. Montclair Art Museum, 3 South Mountain
Ave, Montclair. Through Apel 7,

ART FACULTY EXHIBIT, works h&tﬂ:i;:
Kimborly Acodemy, Doubletree s
C‘l:-d:g’, Moniclair. Through Jon. 27.

THE COLOR RED, o Valentine speciol
Deoubletre Gallery, 76 Church 5t, Montchan. Jon.
30 1o Fub, 24,

SCULPTURE FROM RUTGERS, THE STATE
UNIVERSITY OF NEW JERSEY, foculty sulpture
Rutgers Campus, Newark, By appoiniment
through Jan

THE AMERICAN WEST. REALITY AND
HOMANCE i Maseum of Ant and Science,
Ridgewood and Farview Avenues, Poromus
Through Sunday

HUNGARIAN EXHIBITS, painiings,
embroidery, costumes Hungosian Folk Musoum,
217 Third 51, Possaic. Through Moy 18

FAMILIAR FACES BY JOAN ARBEITER,
portraify i ecryle and charcoal, Parget Gulhq
Jewinh Community Center of Middiases C
1775 Oak Tree Rd., Edison. Through Feb. 10

COMPETITION MAQUETTES AND DRAW

Gaoige Segal, Robert Groham

ond Charles Simonih. Jone Voorhees Zimmerl

Muneum, auqru University, Mew Brunwick.
Theaugh Fabs

TAKAMIT CANADIAN ESKIMO ART Jone

Union 51, MM

cq'mwwnu 7\\:.3!&0@5.
s ......rs.....,...u..ﬂ

LIVE ANIMAL TALK, minksoo. Newark

Paramus’ Elaine
to star in Ice Cc

With
athleticism and a repertojre of
gravity-teasing triple jumps,
Elaine Zayak took the figure
skating world by storm when she
captured the 1879 Junior World
and_United States Junior Cham-
monships as a perky 14-year-old
New Jersey schoolgirl, From
there, her careerwh:lcnm:h:
blurring upward spiral as
skated to the U.S. Ladies'
National title in 1981 and to the
%old medal at the 1862 World

hampionships.

In 10 years of competitive
skatil ak's on-ice gusto
and off-ice charm made her not
only the pride of her Paramus
hometown, but the reigning
skating sweetheart of the entire

spectacular |
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A Tribute to the Debonair Mr. Grant

Continued From Page C1

gt » director of the museum,
o say, we're thrilled

that the benefit has added

SR A $200,000 to

Among the
placiong the guests nvited to the

y-w."lmnwmu
md!ny”hnd t such

He winked, and went on: “There

Barbara Grant said
no one movie from her

“You know, 1 haven't seen them all,"”
she said. “But I do like 'North by
Northwest' a lot. We're still to
guqﬁeanl’aﬂ of Cary's films. 1
ve them anﬁlminou:home in
“I'll never make another movie,”
“but what's interest-

In the sculpture garden at the Museum of Modern Art: Cary and Barbara Grant, William |

S. Paley, chairman of the museum, and Lily Auchincloss,

when she was growing up. My wife
[Dyan Cannon] and I had gotten & di-
vorce by then, which was very good
copy, and every time 1 went to visit
my daughter I was hounded by re.
})orl.ens at the airport. Then, a very
arge company offered me a job and
said they would give me a private
plane whenever [ wanted to fly to my
daughter, That made matters easier,
of course,"

Then he paused and winked again.
“*Of course, It was only one of the rea-

sons.’

The rest I8 history. Mr. Grant
worked as an executive with
Fabergé, is currently on the board of
several large cor tions, including
Fabergé, and in 1981, he and Barbara
Harris, then 30, announced their mar-
riage, He is 60 years old, and he does
not, he says, exerclse.

Mr. Grant's films include, clockwise from top left:
“Notorious” (1946) with Ingrid Bergman, “The Awful
Truth” (1937) with Irene Dunne and “Suspicion” (1941).

|

partment of 1/2
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Blanchette Rockefeller to Accept an Oscar o
Slncelhedeaﬂmlherhmband John
D. Rockefeller 3d, in a car crash last
P R
m
mmgxywmgwmu

'mmumo@wmw

artgallery.”
Fi m"mwhuhmw?ﬁp
day?wmwmerméd
scheduled

. ty. Mi dress, the 69-ye
Wiﬁ?rﬂlmdm%mmtmmnpat .ﬂiﬁ}“ﬂ'&p&

her mother-in-law, Imlhehar%ml s
.W mtauwmcam bright.** R
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Locturos on the Film by Slavke Varkapich

I

“The Artifice of Versification,” wrote A. £. Housman
in The Name amd Nature of Poesry, - ns under-
Iying it & set of facts which sire unknown 1o most of
those who practise it; and their success, when they
succeed, 1 owing fo instinctive tact and a natural
goodness of ear. This Iatent base, comprising natural
laws by which all versification is conditioned, and the
secret springs of the pleasure which good versification
can give, is linle explored ., ™

T the “latent base™ of verse iy still, after ten thouw.
sand years, largely unknown to poets, perhaps the
youngest art, the motion picture, need take no shame
thaat its own basic powers and limitations, and the
expresiive possibilities implicit in both, are as yet ltle
undersiood, even by its most illustrious practitioners,
Wil less its nudiences. The cellulold strip has for the
most part been used 1o tell o story, to project an argu-
ment, or to sell an iden or a product Gripped by the
story, the urgument, the ides, we are unaware of the
means by which they geip us Wrapt in “the narcotic
shadow of the cinema itself,” we do not pause to re
flect that all these things come ut by not only through
nerves and muscles of the eye but through the
entire nervous and muoscular system of the whaole
body. Through life-long experience we have all
lerned to reaid the language of the film, and 1 of
us know a little of nalogy—the the
et the “close-up,” the “long shot,” the “sequence,”
and so forth, But few know, much less understand,
the grammar of thut langbage. What the moving
Image does to us, and how, are still in 1965 largely
terra incognita,

The artifice of film-making—the art and craft which

have been built upon the visial nature of the medium
—will be the primary subject of a series of ten lecture
seminars 10 be delivered by Slavko Vorkapich at the
Museum of Modern Art on fen Monday evenings,
from 800 to 10.00 p.m., beginning February 1, 1965
and continuing through April 5, Its secondary purpase
will be an inquiry into the nature—and the promise
=of the film medium itself, considered independen
of what European writers wonld call the rigue"™
of indivi films 1k Ives, heavily freighted as
most of them are with literary, theatrical, and other
artistic inheritunces. Ax his fellow craftsmen well
know, Mr. Vorkapich almost alone among film-
makers has devoted the bulk of his life and career to
the investigation of such inatters as these what hap-
pens perceptually and psychologically when one shape
is succeeded by another, dilferent, shape on the
screen continuity and organization of movement
from shot to shot; “cinstellung” o psychological set
in reference to camern angles and camera movements;
proportional, visual space-play of long shot, mediem
shot, and close-up; when and how we are muscularly,
Kinesthetically, “moved” by certnin movements on the
sereen; anil other esthetic and technical aspects of
the film experience. (Sce below.)

The series of lecture-seminars is prim
for professional film-makers and for st
fend to become film-makers, but is open also 1o mem-
bers of The Museum of Modern Art and 1o the gen-
eral public. Tt will include, us illustrations, excerpls
from more than fifty lms from the work of such his-
taric and contemporary fil kers an Giriflith, Kuro-
sawi, Antonioni, Eisenstein, Murnau, Fellini. Coc-
tear, Van Dyke, Wise, Renoir, Resnals, Zinnemann,
Kubrick, de . Fluherty, Ruttimann, Welles, Truf-
faut, Godard, and many others. A subseription blank
for enrollment is appended. A syllabus follows.

The L » Slavke Vorkapi was born in
Jugoslavia, March 17, 1895, He was educated in Bel
grade, Budapest, und Paris, where he studicd painting
He emigrated 1o New Yaork in 1920, where he worked
as & commercial artist and porirait painter, Moving
on to Hollywood, he made with Roberl Florey amid
Gregg Toland the experimental Alm The Life and
Dawek of a Hollywood tra (192R), “produced”
with ministures on o kirchen table. From 1928 1o
1934, he worked for RKO and Parsmount us s
creator of montage sequences, most notably the
Furles sequence from Nen Hecht's and Churles Mac
Arthur's Crimme Withowt Pussion (1934), In 1834,
he moved 1o Metro-Cioldwy n-Muyer where he credted

Il the plague
sequence in Rovmeo amd Julies, the famine und exoduy
In The Good Earh, the reprive of leanetie Mac
Donald’s career as b opern singee in Mayiime Other
fitmy on which he worked a1 thin period include
Manhartan Molodram, David Capperfeld, $he Fire
iy The Browhway Melody of 1938, The Lov @Tang-
ster, Test Pilst, Yellow Jack, Three Conrades, The
Shopworn Angel, Marle Antolnerte, Boyr Fown,

Sweethgarty, and A_Tile of Two Ciries.

The Visual Nature of the Film Medium

Lecture 1: February 1 Intraduction: The Eve Has
Ity Reasons. Laws of visunl perception, especially
perception of motion, applicd to film-making . ., Un-
awareness of the visual-dynamic forees at work within
every shot and every sequence of shots ofien leads
o undesirable effects, unintentional ambiguities, ab-
wirdities . . . Such effects often unnoticed  becatse
over-dominant subjeet matter intorest inhibits visual
sensibilily of film-maker and viewer alike. .. Knowl-
edge and mastery of visual-dynamic principles leads
to greater elarity and force of presentation, and even-
tually 1o the development of the film as & truly in-
dependent form of art.

The perceptual phenomenan, known as the phi-
phenomenon, which crentes the illusion of mation,
operative not only within single continuous shots but
ulso in every cot from shat 1o shot .., Lessons de-
rived from this in re: placoment and framing of
abjects, especially in stationary set-ups; (b) dynamic
mounting of a series of static shois ... Metrical
ehythm ... Functional distance. .. Space play ... Phi-
transformation and exchange of identity on the cut

“Crossing the stage line™ mctually crossing the
sagitinl plunes . .. Reverse angles.

With excerpts from: Baller Mecaniquee, Yojimbe,
Spartacus, Alexander Nevsky, Potembkin, Ten Days
Thar Shook the Waorld, The Magicion, L'Avventira,
La Dolee Vita, €1 and New, Last Year in Marien-
bad, Storm Over Axia, Wilid Strawberries, The Seventh
Seal, Breathless, The River, The Informer, Cltizen
Kane, Rashomon, High Noon, Man of Aran

Lecture 2: February 8 Hipalar Organization, The
wro-active and retroactive force of offscreen direcred
autention: looking, pointing, slming, waving, etc., de-
mand paired subjects, defermine subjective character
of preceding and succeeding shot . . . Neutral object
and observed object . . . High and low angles as sub-
fective angles .., Uni-directed objects,

With cxcerpts from: Poremkin, Mother, La Dolce
Vita, Wild Strawberries, The Megician, The Seventh
Seal, L'Avventura, The Informer, Alexander Nevsky,
Jules and Jim, High Noon, Man of Aran, Spartacus,
Rashomon.

Lecture 3: February 15 The Gestalt Law of
“iood Continuation.” Applied 1o movement from
shot 10 /shot . .. Direction and velocity of motion as
factors of continuity . .. Exchange of identity on the
cut due to movement . .. Unintentional disorientation
.. Luteral movement and “second take” effect .,
Approach and recession . . . Problem of continuity on
the wide screen ... Creative possibilities
With excerpts from: Night Mail, Song of Cevion,
His Bread and Butter, The City, La Dolce Vita, Wild
Strawberries, The Seventh I, L'Avventiura, Jules
and Jimy, The Mollycoddle, The Thie! of Bagdad,
Hireathless, All Quiet on the Western Front, Rasho-
mion, Un Chien Andalow, The Confurer, Meshes of
the Afternoon, ele

Lecture 4: February 22 Objecs- Maorion (Real
Mation") and the Stationary Camera, Cinegenic mo-
tion and geometric simplicity . . . Non-cinégenic be-
havior of wheel spokes and other regularly spaced
patterns in motion . . . Film's affinity 1o mechanical
motions and dangers of empty formalism ., . TV
commaercials Motion va. agitation,

Virtual shapes of motions. .. Organization of
mations within the shot and from shot 1o shot ,
Analysis of action-ns-motion . , . Value of over-analy-
als for training in Mmic perception and for total visual
grasp of an evenl Partial repetition (overlapping);
Its esthetic and dramatic valies . . . Rhythmical accent
within the shot and on the cut Degrees of thres
dimenzionality

With excerpts from! Poresmkin,d Balles Mecanique,

“en Days That Shook Th arkd, Old and New,

¥, The er, Citicen
West Side Stary, Berlin

Lect 5: March 1 To Hold, At Were,
lng Mireor Up 1o Natire. Camern movement: pan,
dolly, erane . The visual world and the visual feld

Lecture 6: March 8 4
ilex of Sh
<tion: horigontal throw upon & sertical screen

. Expectation set by angle of preceding shot. ..
Subjective view, ciprice, or creative expression? . . .
Sel-up angle and plane of regard , . . Climbing & seep
ro¢k or crawling on all four?. .. Transition by cam-
era vement ... Angle relativity and inversion in
double exposure and matie shots. .. Creative pos-
sihilities.

With excerpts from: Entr'acte, Mother, Blood of &
Poet, Orpheus, Crime Withoyt Passion, Firefly, Ex-
pertmental Material, L'A vveninra, Rashomon, Forest
Murmirs,

Locture 7: March 15 Another Variable: Viewer's
Distarce From the Screen, Depth-wise, the back-row
viewerand the front-row viewer sce two different films
- - Depth of scene increases with the increase of view-
ing distance, but the nearer viewer ks “bodily”™ more
involved in the larger, though more compressed,
image . .. Relation of viewing distance 1o visual angle
from the station point of shooting explained . . . There
ik no “normal”™ (shooting) lens for the whole depth
of the theater .. The paradox of the zoom lens ...
Relntive acceleration and deceleration of velocities of

i as produced by short and
fong focus lenses .. The kinesthetic pulling-in power
of the short focus and the monumentalizing power
of the long focus lenses creatively used. .. Advan-
tages of the wide screen,

Long Shot (18}, Medium Shot (ms), Close Up (co)
wot anly scenario devices but elements in dynamically
propartioned space-play .. .13 not merely & big,
“stunning” photograph, but opening-up of ipace
(vasiness enclosing smallness) afler o series of close
shots; ss fullness of mass or movement; cu secent
on significant shape or motion. .. Series of cutls or
tranaition by camera movement

With excerpts from: Alexander Nevsky, All Qurler
on the Western Front, Cabiner of Dr, Caligari, Man
of Aran, Yojimba, ete.

Lecture 8: March 22 Tricks as Trickt arnd as
Legitimate Filmic Devices. Slow motion and over-
coming the “spirit of gravily™, . . Reverse action anid
“giving life” 1o lifeless things . ., Dreams and the
Surreal , ., Dissolves and the Nuidity of mental im-
ages ... Interpenctiation and image-creating power
of double expusures . .. Monlage sequences.

With excerpis from: lympia Diving Sequence,
Ente'acte. Intolerunve, Potembin,d Mother, Ol wnd
New, Alexamler Neviky, The City, Beauty and the
Hense, Cephess, Meshes of the Afrernoon, Montage
sequences by Slavke Vorkapich and lohn Hoffman,

Lecture 9: March 29 Esihetics of Film Form., In
the power of the film 1o arouse o wide range of im-
plicit muscular responses may be found the source
of a new art form ... Concurrently with lessons
drawn with reapect to clarity of presentation, (he
study of the visual-dynamic nature of the film medinm
lends 10 the recognition that the essence of eathetics
of film form is 10 be found In “kinesthetics”. ..
Kinelic comespond felt in of in-
animate us well as animate things may open up a
whole new field of truly cinematic imagery +« Organ-
tration of real movements and kinesthetic melody , .,
The dance of life, and of all natural and man-made
things

With excerpts from some of the filing listed in fore-
golng lectinies,

Lecture 10: April 8 Extheticr of Film Content,
An nspect of the flm not sufficiently explored; trany.
comding the literal meaning of the shol... The ob-
jective correlative.. . In & Gim intended for other
purposes, documentary or dramatic, there may occur
a briel moment, fortulions pechaps, when—dbeanding
i lly expressible meanings or feelings=the dy-
namic (mages on the sereen suddenly come to life in
thelr own ineflable way
With a few Intimations only. . .

Film, Department of 1/2
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those who practise it; and iheir success, when they
s owing to instinctive tact and a natural

goodness of car. This latent base, comprising natural

lwies By wiich all versification i conditioned, and the

necrel apring of the pleasure which good versification

cun give, b little explored .. .~

o I the “tatent base™ of verse i still, after ten thou-

“youngest art, the motion picture. need take no shame

'. wand year, largely unknown to poets, perhaps the

that its cwn basic powers and limitations, and the
expresaive possibilities implicil in both, are as yet linthe
undersiond, even by ity most illustrious practitioners,

Pl lem i sudiencer. The ceftulold virlp has for the
|+ ~imost part been msed 10 1ell & story, to project an argu-

F="makery hat devoted the bk ¢

" meal, or towell an kdea or a product. Gripped by the
story, the argument, the idea, we are unaware of the
meams by which they grip us. Wrapl in “the nare
shadow of the cinema ltself,” we do not pause
flect thas all these Things come at us }
nerves and muscles of the eve but
entire pervows and musculsr system of the wh
body. Through life-long experience we have
learned o read the language of the film,

e know a little of it terminology—the

“oun, " the “close-up.” the “long whet,
and w0 forth. But few know, much e 1
the grammar of that page. W
image does 10 w1, and b e ¥il
terTa incognita
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The Lecturer, Slavke Vorkapich, was bom
Jugostawia, March 17, 1895, He was educated in Bel
grade, Budapest, and Parm. where be wsadicd pamting
He emigrated to New York in 1920, where he worked
=1 8 commercial artist and port painter, Moving
on o Hellywood, he made with Robert Florey an

Gregg Tolaad experimental llm The Life and
Death of a Hollywood Extra (1918). “produced

with misiatures 02 &

Furies sequence from Ben Hecht
Arhur's Crime § i Peasion

sequence in Romeo and
im The Good Earth, the re
Donald's carcer 25 an Opera singe;
films om which he worked at
Mankarten Melodrama, David C
fiy, The Brosdway Melody of 1938, The La
ster, Text Pilot, Y Jeck, Three Com
Shopworn Angri, Morie Arioiseste
Sweethearrs, and A Tale of Twa Citiex

In 1938, Mr. Vorkapich lectured on montage
ories in The Museum of Modern Art Film Librarys
course on the motion picture, given in collaboraton
with Columbia University. I 1, ke directed short
filma dealing with the war part of Pathes “This
Is America™ series. From 15949 through 1951, he wan
Head of the Department of Cinema at the University
of Soythern Californis. In 1952-1956, he travelled and
Jectured extemively in Europe, where he also made a
film in hés native Jugoalavia. In 1956-60, he returned
to Hollywood as editor of John Gunther's Hiph Hoed.

Films which Mr. Vorkapich has made or helped 10
make which sre in the permancat collection of The
Museam of Modern Art Film Library are: The Life
end Death of & Hollywood Extra, Romeo and Julies,
Marie Antoinette, The Presiden Vanishes, and mos-
tage sequences from The Conguerors, Turn Back the
‘Clock, David Copperfield, Boys Tewn, The Firefly,
Crime Withour Pasrion and Mayiime.

Lecture 11 February 1 [ntraduction: The Eve Har
Itr Reavonr. Laws of vivoal perception, especially
peroeplion of mot applied to film-making . . . Un-
awareness of the visual-dynamic forces at work within
every shot and every sequence of shoty often leads
10 undesirable effects, unintentional embiguities, ab-
Such effects often unnoticed because

] tect matter interest inhibity visual

and viewer alike

sal<dymamic p

n, known & the phi-
e i1 of motion,

Breaihless, The Miver

Leaturs 3o

igh and Lvw sngles s b
Uni direxted objets
Powesbin, Mother, La Dolew
The Mugician, The S¢
The Informpr, Alevander Ne
s wmd Jim, High Novn, Man of Aran, §pars

Lecture 3: February 18 Thr Gestali Law of
" Applied to movemesi from
d velocity of ma

achange of identity on the
nintentional disoriertation

vemenl and “wcond taks” effect
ecession . . . Problem of continuity on

Creative possibilities

erpin from: Night Mail, Song of Crylim
and Butier, The City, La Dolee Vita i
Srrawberries, The Seventh Seal, L'Avventura, Jules
wnd Lim, The Mollycoddle, The Thisf of Bapdad
Hreath, Quiet on the Western Fromt, Ravhe-
mim, Un Chien Andalow, The Conjurer, Meshes of
tha A fsernoon, e

o continuity .
€ to movement .

Locture 4: February 22 Object-Movion [~ Resl
M avion") gned the Stationary Camern. Clnapenic mo-
toon amd geometric dmplicity .. . Noo-<megenic be-
havior of whee! swpobes and other regularly wpaoed
patigres o mmodlon Film's affinity 10 mechanical
motions snd dangers of empty formalem .. TV
commerciabs Motion ve. apitation
Vietmal shapes of motlom , . Orgasiewiion of
mations within the shot snd from shot o shot
Analysss of sction-as-motion . .. Value of over-analy
s trainkng in Almic perception and for total veus!
wip of an evest Partial repetibon ioverlappingy
esthetic and dramatic values Rbyihmecal scent
thin the shot and on the cut Degrees of three
dumennionality
s from- Potesbin, Baller Mecenigue,
Shook The World Old and New
La Dolee Vita, Intolerance, Me:
The Ciry, The River. Cliizen

Ten Dawe

and the visu
oving cam-
1 field, sel-
Moving “camera reality™—
Hand-held camera =
showoting &

When re not in agreement, the latter al
ways trunaforms the former; unawareness of this
often leads ¢ ppointing resulty... Flatness of pan
and room shol mpared o pscudo-stereoscopy of
traveling shots,. . The law of induced maotion.... Trans-
ferred motions ., “Wiped out™ or cancelled motions

Camera movements recognized as potent -mﬂ._un
of Blm-making when creatively vsed ... Organization
of "real” motions and camers motions. x

With excerpts from: The Last Laugh, All Quiet On
The Western Front, The Pawsion of Joan of Arc,
Trismph of the Will, The Good Earth, Cisizen Kane,
Rashomeon, Umberto D, Old and New, Yofimbo,
Jules ond Jim, Breathless, etc.

Lecture 61 March B Angler, Low and Migh, ar
Variabler of Shooring. Transformed by constants of
projection: horizontal throw upon a wertical screen
Expectation set by angle of preceding shot...
bjective view, caprice, or creative expression?. ..
Set-up angle and plane of regard . ., Climbing & steep
rock or crawling on all four? . . lon by camv
era movemenl Angle relativity and Inversion In
double exposure and matte shots.,,Creative pos-
ilities.
With excerpts from: Ensr'acte, Mother, Blood of &
wl, Orpheus, Crime Without Parsion, Firefly, Ex-
rental Material, L'Avventura, Rushomon, Forest

Lecture 71 March 18 Jdnother Variable: Viewer's
stance From the Screen, Depth-wise, the back-row
viewer and the front.row viewer see two different films
Depth of scene increases with the increase of view.

ng distance, but the pearer viewer i "bodily” more
ved in the larger, though more compressed,
Relation of viewing distance to visual angle

the stathon point of shooting explained .  There

1 no “normal® (shooting) lens for the whole depth
of the theater , . The parsdox of the zoom Jens ...
L} e acceleration and deceleration of velocities of
ch snd recession as produced by short and

The kinesthetic pulling-in power

focus and the monumenializing power

g foous lenses creatively, nnwd:'. Advnn_-‘

af the wide sireen
18, Medium Shot (ms), Close Up (cu)
+ devices but elements in dynamically
pace-play a not merely & big,
hotograph, but opening-up of space
lowing snallness) after o series of close
ew of mass of movemeni; CU pooent
ape or mothon ., Serles of euts or
% movement

from: Alesunder Nevaky, AN Quiet
a the Wessgen Front, Cabing of De, Caligarl, Man

f Avam. Taofimbo, i

Lecturs 8: March X Tricks av Tricks and ar
Lepomare Filsne [evices Slow. motion -and over-
commg the “wpern of gravity”™, . . Reverse action snd
gvng lifs”™ 10 fifeless things ... Dreams and the
Sarreal Dissalves and the Suidity of mental m-
ages and " B power
of double prposures . Montage sequences.

Wih exwcerpes from: Olympla Diving Sequence,
Entr'acts, Intolerance, Potemiin, Mother, Old and
New, Alesander Nevaky, The City, Beauty and the
Reast, Ovpheus, Mesher of the Afiernoon, Mootage
seguesces by Mavko Vorkapich and Joha Hoffman,

Lecture 81 March 29 Exhetics of Film Form, In
the power of the film to arouse a wide range of im-
plecit muscular responses may be found the source
of & new ant form.. Concurrently with lessons
dresn with respect o clarity of presentation, the
wtidy of the vivual-dynamic nature of the film mediom
lends to the recognition that the essence of esthetics
of film form is to be found In “Kinesthetics™. ..
Kinetic -] felt in af in-
animate a4 well as animale things may open up &
whaole new field of truly cinematic imagery , . . Organ-
ization of real movements and kinesthetic melody . . .
The dance of life, and of all natural and man-made
things.

With excerpts from some of the films listed in fore-
poing lectures,

Lecture 10: April 8 Ewhetics of Film Cantenr,
An sspect of the film not wificlently explored; trans-
cending the literal meaning of the shot... The ob-

getive correlative. o & flm astended for—other—

purpowes, documentary or dramatic, there may occur
& brief moment, fi perhaps, wh E i
verbally expremsible meanings or fecling—ihe dy-
namic images on the screen suddenly come Lo life in
their own ineffable way.

With a few intimations omly ...

Subscription blank: Please enroll me for the series
of ten lecture-seminary to be delivered by Slavko
Vorkapich a1 The Muscum of Modern An on Mon-
day evenings, from §:00 10 10:00 p.m., February 1,
1965 ta April £, as (please check one below):

$40  Regular seriea rale

$30  Member of The Museum of Modern Ant
525 Swdent at
Enclosed ls my check inthesumof § ______
Pleass make all checks payable to The Museum of
Modern An

A stumped, self-addressed envelope is enclosed.

Wame

Aidem
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Re Segment on fiftieth anniversary of the Department of Film on CBS SUNDAY MORNING
(Channel 2) on Sunday, December 29 at 9:00 a.m.

The CBS SUNDAY MORNING program, a network show hosted by Charles Kuralt, is
doing a nine minute piece on the Department of Film's activities. The producer of
the segment has been working all year on it. Among the highlights are clips from
some of the newly-restored films in the collection and an interview with Mary Lea

Bandy. The entire program lasts until 10:30 a.m.
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Ted Turner and
Jane Fonda

PHOTD BY BARRY TALESNICURETNA. LTD

Play It Again, Ted

hen Isabella Rossellini was

invited to the 50th
anniversary celebration of
“Casablanca’" — a movie that
co-stars her mother, Ingrid
Bergman — and heard that Ted
Turner was one of the hosts, she
had just one question.

"] called to see if it was black
and white or colorized,”" she said.
*If there is one movie that speaks
for black and white it's
“Casablanca,” no? | think they did it
with the best intentions, but |
wouldn't have come if it were

It wasn't and she did — in a

navy blue Armani pantsuit — as
did her sisters (Ingrid Rossellini
and Pia Lindstrom), her uncle
(Franco Rossellini), and more than
700 others at the Museum of
Modern Art Tuesday night.
Humphrey Bogart's son, Stephen,
was also there, as was Maria
Shriver, who is doing a profile of
Turner for NBC. Shriver may be
part of the Kennedy clan, but she's
not necessarily a Democrat. When
asked who she likes for president,
Shriver said, **'I'm a reporter. I'm
going to stay out of that.”

Turner arrived with his wife,
Jane Fonda, and made a little
speech before the show. "'l

George and
Abby O'Neill

AT THE PLAZA

remember when | was a kid, and |
saw ‘Casablanca,”" he said. "*Now
| own it! And I'm taking good care
of it.”

Meanwhile, over at the Plaza
Hotel, the Parks Council was
honoring the Rockefeller family for
its contributions to the city's
“irreplaceable natural
environment."

Abby 0'Neill, a granddaughter
of John D. Rockefeller Jr., was
there'to accept the honor. Asked
what New York park was her
favorite, she replied, “'Greenacre,
of course. My mother [Abby
Rockefeller Mauze] built it."

Department of 1/2
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W Paris is atwitter about the
EVE SCOOP 555
Hubert de Givenchy are thro
for Mercedes's h , Sid,
Friday, at Hubert's hotel particuer on the Left Bank. Only 46 guests are
expected, and the dress s long for ladies, according to the invitation.
The crowd is noticeably European and more distinguished than young.

Princess Firyal of Jordan, the Duke of Beauforl, Jacob
Rothschild, Vivien Dutfield and Jocelyn Stevens, and William and
Annabel Astor are all expected from England, fresh from the British
glections.

The Paris contingent will
include Sandy and Jean d'Yturbe,
Laure de Beauvau-Craon, Betty
and Francois Catroux, Jackie and
Jean-Charles de Ravenel, Silvia
and Gerard de Waldner, and
Isabelle and Hubert d'Ornano.
Bluey and Caroline Mavroleon are
coming from Geneva. Glanni" and
Marella Agnelli are also expected.

Word is that Hubert will
decorate the party elaborately with
the help of Pierre Celeyron, using
lots of candles and gold,

W Sylvester Stallone created quite
a stir in Milan this week while
working out at American
Contourella, a local gym. Women
were coming out of the locker room
in their bathrobes just for a glimpse
of the tanned Italian stallion, who
was sporting a black Adidas tank S veser Stallone

top, gray culoff sweatshirt and shim black sweatpants. After working up
a thirst, Stallone had a club employee run to a nearby bar to fetch some
aqua minerale and two plastic champagne glasses,

Sly is in Italy for work on his new film, ‘‘Cliffhanger,” which
started shooting on Monday in Cortina, a popular ski resort. He's also
doing some groundwork for Planet Hollywood, which might open
branches in Rome, Amsterdam and Barcelona. Milan is only a few hours
away from Cortina, so Stallone took the opportunity to stop in and see
his old friends Paul Beck and Donatella Versace — and get some new
duds.

""He looks great — very buffed out,” reported Beck, who had
Stalione over for paella Tuesday night. *“We put together five new looks
for him — lots of really colorful stuff that only Sly can get away with —
lots of shawl-collared jackets, which fit him the best. He'll be wearing
them at Cannes.”

Gianni Versace himself is still in Miami, sending his Milan staff
videotapes of sketches for his next collections. ''He got some sketches
from some fashion students on video and loved the idea,™
Beck. ‘So now instead of working in gray Milan, he's taking advantage
of being in Miami and working out of a beachfront office.”

B While Brooke Astor, Freddy Melhado, Felix and Liz Rohatyn, Lew
and Edie Wasserman and Dixon and Pauline Boardman were dining
downstairs at New York's La Grenouille Tuesday night, upstairs some
Faster Folk were gathered for Deborah Hughes's surprise birthday party.

: Ian Schrager was host and made a
point of asking everybody not to
park out front *‘because Deborah
recognizes your cars."

Hughes's boss, Carolina
Herrera, was there with her
husband, Reinalde, as were Nan
and Stephen Swid, Ronaldus
Shamask and Angeline Loo, Gene
and Bonnie Pressman, Stephen
Pappas, columnists Billy Norwich
and Frank DiGiacomo, Sophia
Tezel, Voguers Candy Pratis Price
and Gabe Doppelt and Steven
Greenberg.

 Allin all, it was a pretty wild
night — for La Grenouille. David
Lee Roth even stood up to sing his

!!

-

¢ Mercedes and
' Sid Bass

version of *'Happy Birthday."

Except for Reinaldo Herrera, none of the upstairs crowd seamed
interested in the election. Downstairs, however, Rohatyn was getting
early reports and when it was announced that Bill Clinton was winning

the New York primary, Felix proclaimed, "'Bush is in trouble.” According |

1o Felix, in November H. Ross Perol will take a ot of votes away from
Bush in Texas, New York and California, thereby throwing those states
to Clinton.

W Princes Willlam and Harry went to their first film premiere Tuesday
night in London, Princess Diana accompanied her two sons — who
were sporting blue blazers and gray flannel pants — to the London
premiere of “Hook' at the Odeon Leicester. The boys were given
chocolate coins to munch during the film.

After the movie, a number of guests — including Dustin Hoffman
and Robin Willlams (who co-star in the movie), plus Phil Colling, David
Crosby, Sean Young and Paul Young — headed to Harrod's for a
benefit dinner. Over $500,000 was raised for the Great Ormond Street
Hospital

|
.

ade
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This booklet accompanies an animated film on SYMMETRY

The word “symmetry” carries many meanings.
In the arts, it connotes harmony, balance, pro-
portion. The sciences find symmetries in the
configurations and motions of objects, and in
the principles describing their behavior. In
mathematics, and in this film, the word be-
comes characteristically precise: it denotes in-
variance under a transformation. If any relation
can be found between these seemingly diverse
“symmetries”, it must be sought from the side
of mathematical precision. From that context,
in which the idea of symmetry is exact, the idea
can be progressively extended to illuminate
other contexts, even those of poetic imagery.

Letters from the word SYMMETRY itself can
be made to illustrate this extension. The letter

@ Polytechnic Institute of Brooklyn 1967

M has a symmetrical shape: its left half is like
its right half. The likeness can be precisely
described by imagining that a vertical planc
divides the letter in half. When each point of the
M is transferred through that plane to an equal
distance on the other side, the letter looks the
same and stands in the same place. The transfer
is called reflection, and the plane a reflection
plane.

By an immediate generalization of this way of
thinking, @ man also appears symmetric to re-
flection through a vertical plane. To be sure, no
man is perfectly symmetric, nor is he often
found in a symmetric attitude, nor is he sym-
metric beneath the skin; but clearly his outside
is potentially symmetric in both attitude and

function. Figure 1 suggests how his right hand
becomes his left, and his left hand his right,
under reflection.

—— __,_)*_____

Figure 1: By an imaginary operation of reflection,
a man's right hand can be transformed into his
left hand, and his left into his right.
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Figure 2: The letter S has an axis of two-fold
Y try, perpendicular to it and passing through
its center.

The word is the same if the two M’s are inter-
changed. The ability to interchange indistin-
guishable objects is one of the most pervasive
symmetries in nature and in thought.

Basic to chemistry, for example, is the belief
that the world is made of about a hundred
species of atoms, and within each species one
atom behaves chemically like any other. In
other words, things are symmetric to the inter-
change of atoms of any one specics.

Basic to the present understanding of matter is
the belief that it is composed of a few types of
“fundamental particles” such as electrons and
protons. If one example of a type cannot be

The letter S has a different symmetry: it is
transformed into itself by rotation. Turning it
as Figure 2 shows, around a line passing
through its center, makes it look the same after
half a complete rotation. Such a line js called a
2-fold rotation axis, because the letter looks the
same twice during a complete rotation.

The first part of the film is built entirely around
the symmetries of reflection and rotation, and
their combinations. Later a third symmetry ap-
pears, transiation. An array of repeated figures
is symmetric to translation if it looks the same,
and as if it were in the same place, after it has
been moved through some fixed distance, as a
line of bricks would look. The second part of
the film exploits the symmetries obtainable by

distinguished from another, then no physical
law implying their distinguishability can be
valid.

Basic to wave mechanics is the observation that
light, ordinarily regarded as a wave, behaves in
some respects like a stream of particles, and
that a material particle behaves in some re-
spects like a burst of waves. Thus contemporary
physics has improved the unity of its descrip-
tion of the world by recognizing an indissoluble
duality shared by all the world’s ingredients. In
that deseription a photon becomes interchange-
able with an electron for some purposes.

Duality of an analogous sort is basic to many
conceptual structures in literature.

combining reflection and rotation with transla-
tion in only one direction. In the third part of
the film translations in two directions appear:
the line of bricks becomes a brick wall.

Adding a third direction of translation to the
wall would fill a three-dimensional space with
bricks. Crystals are made of atoms so arranged,
and contemporary crystallography is largely
devoted to their study. It turns out that exactly
230 combinations of translation, reflection and
rotation are possible in three dimensions: any
true crystal must be obedient to one or another
of those combinations.

The double M in the word SYMMETRY pro-
vides an instance of another kind of symmetry.

Tyger! Tyger! burning bright,

In the forests of the night,

What immortal hand or eye

Dare frame thy fearful symmetry?

In William Blake's metaphor lamb and tiger
become good and evil, and their duality is re-
vealed as a symmetry relation, like that be-
tween positive and negative, or an object and
its mirror image. Indeed, were good and evil of
equal moment, and were the operation of inter-
changing them definable, Blake’s use of “sym-
metry™ would be precise.
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The geometric symmetries displayed by the film appear in approximately the following sequence.

PART 1

1 4

No symumetry 2-fold ro;;.uon axis
(Figure

Vertical reflection plane 4-fold rotation axis and

- four reflection planes through
(Figure 1) and between the figures

3 6

4-fold rotation axis
Vertical and horizontal f
reflection planes, and a
2-fold rotation axis where
they intersect
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8-fold rotation axis and
eight reflection planes

8

8-fold rotation axis

9

3-fold rotation axis

11

6-fold rotation axis and
six reflection planes

12

6-fold rotation axis

S-fold rotation axis and
five reflection planes

10

3-fold rotation axis and
three reflection planes
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17

2-fold rotation axes through
and between the figures

PART 2

(All the following arrays
have symmetry under
translation in one direction)

14 18

No additional symmetry Vertical reflection planes
through the figures and 2-fold
rotation axes between them.

4 Also a horizontal glide plane:
the figures are translated
parallel to the horizontal
plane and then reflected

through it.

15

Vertical reflection planes
through and between the figures

REERR

PART 3

(All but the last of the following
arrays have symmetry under
translation in two directions )

]
16 / ( ( 19
Repeated vertical reflection No additional symmetry

planes and one horizontal

S
b teE |
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20

Differently spaced and
directed translations
with no additional symmetry

24

2-fold rotation axes through
and between the figures

Translations arranged perpen-
dicular to each other

24

Vertical reflection planes
through and between the figures

25

Square array of groups with
4-fold rotation axes through
them and in the centers of
the squares, and with 2-fold
rotation axes between each

pair of groups

26

3-fold rotation axis through

each group and through the
center of each triple of groups

23

Vertical glide planes

ek
k4

27

3-fold rotation axes and
three families of reflection
planes intersecting in the axes
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28

3-fold rotation axes and
three ather families of
reflection planes intersecting
in some of the axes

30

3-fold rotation axes and
three families of reflection
planes intersecting

in some of the axes

29

2-fold, 3-fold, and 6-fold
rotation axes and six families
of reflection planes

31

S-fold rotation axes will not
combine with translations
to form a symmetric array.

SUGGESTED READING
“Symmetry” by Hermann Weyl — Princeton Univ. Press 1952

“Crystals and Crystal Growing” by Alan Holden and Phylis Singer —
Doubleday & Co., Inc. 1960

“Symmetry Aspects of M. C. Escher’s Periodic Drawings" by N
Caroline M, Macgillavry—A. Oosthoek’s Uitgeversmaatschappi) NV,

Utrecht 1965

“The Ambidextrous Universe”, by Martin Gardner — Basic Books,
New York, N. Y. 1964
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NAL SCIENCE FOUNDATION




Film, Department of 1/2

FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, N “




Film, Department of 1/2

FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY APE

Fﬂﬁl, MPNM“ .-‘

The Department of Film of the Museum of Modern
Art invites you to a screening of an animated film
on principles of SYMMETRY, designed and directed
by Philip Stapp, on Tuesday, January 17 at 12:00 noon
in the auditorium. /96 /

This card admits 11 West 53 Street
you and your friends. New York City




Film, Department of 1/2

FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

The Museum of Modern Art Archives, NY

APF Film, Departmat of

A preview to inaugurate

A Festival of New Czechosl

presented by

The Film Departments of

Lincoln Center and

The Museum of Modern Art

as part of

Lincoln Center Festival '67




Film, Department of 1/2

FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY APF Film, Depastwsnt of

You are cordially invited to attend
the preview of
DAISIES

directed by Vera Chytilova

Wednesday, June 14 at 8:30 p.m. /7% 7

The Museum of Modern Art Auditorium
Followed by a reception in the Sculpture Garden

R.S.V.P. Black tie

A Festival of New Czechoslovak Cinema will be presented from Tickets required for admission
June 16 through June 28 as part of Lincoln Center Festival '67.
Evening screenings of feature films and shorts will be held in
The Museum of Modern Art Auditorium, 11 West 53 Street,
at 6:15 and 8:45.

The films, all having their first showing in the United States,
were selected by Amos Vogel, Director of The Lincoln Center
Film Department, and Willard Van Dyke, Director of the
Department of Film of The Museum of Modern Art.

.

Please send me two tickets for the preview of
DAISIES
on Wednesday, June 14 at 8:30 p.m.
A Festival of New Czechoslovak Cinema
The Museum of Modern Art Auditorium
11 West 53 Street, New York, N.Y. 10019
Name

Address

City, State, Zip
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THE MUSEUM OF MODERN ART, NEW YORK

The Department of Film

cordially invites you to a reception

to meet Lino Miccich® and Bruno Torri

of The International Committee for New Cinema
Wednesday, January 11, 1967

from 5:30 to 7:30 p. m.

Founders' Room, Sixth Floor

in connection with the presentation of the program

NEW CINEMA: AN INTERNATIONAL SELECTION

January 9 through 20

in The Museum of Modern Art Auditorium

R.S.V.P. 11 West 53 Street
Clrcle 5-8900, Ext, 392
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THE MUSEUM OF MODERN ART, NEW YORK

The Department of Film and
National Educational Television

cordially invite you to attend a preview of

Sir Laurence Olivier's production of

Anton Chekhov's UNCLE VANYA

with Rosemary Harris, Sir Laurence Olivier,
Joan Plowright, Sir Michael Redgrave and
Dame Sybil Thorndike

Sunday, February 5, at 8:30 p. m,

Auditorium of the Museum, 11 West 53 Street

R.S.V.P, - N,E,T., JU 6-0055, Ext.822
Tickets are required for admission

Seating is limited, requests will be filled

in order of application

UNCLE VANYA will be shown nationally

by N. E.T. under a grant from
General Telephone & Electronics Corporation

',ﬂ\(o"f

Film, Department of 1/2
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THE MUSEUM OF MODERN ART, NEW YORK

You are cordially invited to a cocktail-buffet reception

in honor of Michel Simon

on Monday evening, February 19, 6:00 to 8:00 o'eclock, 1968

The Founders' Room, sixth floor

Michel Simon, a leading actor in French cinema since the
thirties, will be in New York on the occasion of the
American premiere of THE TWO OF US. As a tribute the
Museum is screening six of his films from February 19
through February 25.

R.S.V.P. 245-3200, extension 316
This invitation admits two
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THE MUSEUM OF MODERN ART, NEW YORK

The Department of Film
cordially invites you to a cocktail-buffet reception
in honor of Mr. Roberto Rossellini

N7
on Monday evening, December 18, 6:15 to 7:45 o'clock
The Founders' Room, sixth floor

To be followed by a lecture by Mr. Rossellini and a
screening of his film VIAGGIO IN ITALIA

R.S5.V.P 245-3200, extension 316
This invitation will admit two
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THE MUSEUM OF MODERN ART, NEW YORK

The Department of Film

cordially invites you to a cocktail-buffet reception
in honor of Richard Roud

on Wednesday evening, January 31, 6:15 to T:45 o'elock
The Founders' Room, sixth floor

To be followed by a lecture by Mr. Roud, "Jean-Luc
Godard: Cinéma and Vérité." The lecture with excerpts
from Godard's films will begin at 8:00 o'elock in the
Museum Auditorium.

R.S.V.P. 245-3200, extension 316

This invitation will admit two
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1966

THE MUSEUM OF MODERN ART, NEW YORK

The Department of Film, Museum of Modern Art
and the New York Film Council

request the pleasure of your company

at a buffet lunch

to meet the motion picture directors
participating in The New York Film Festival
Wednesday, September 21st, 12:30 p. m.

The Founders' Room of The Museum of Modern Art

Lunch $5. 50 per pérson - Reservations limited

Ity g 2

Mr. William Claiborne, President
New York Film Council

39 East 31st Street

New York, N. Y. 10016

Enclose check payable to: New York Film Council
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The Museum of Modern Art Archives, NY

The Department of Film
of The Museum of Modern Art
requests the pleasure of your company
at a preview of
CHARLIE CHAN AT THE MUSEUM OF MODERN ART
Sunday, March 3, 1968, at 6:30 P. M.
in the Auditorium, |l West 53 Street.
A reception in the Founders’ Room
will follow the screening.

R.S.V.P.245-3200, extension 316.

i Musetimof Modern A Tickets are required for admission.

Il West 53 Street, New York

Admit One

A A CHARLIE CHAN AT THE MUSEUM OF MODERN ART,
on Sunday, March 3, 1968 22 films made between 193 and 1942,

at6:30 P.M. will be presented March 4 through 17, 1968,

through the courtesy of Warner Bros.-Seven Arts.
This card is not transferable.
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CANADA,

THE CoNsuL GENERAL oF CANADA
and

Tre CaNnapA WEEK COMMITTEE
in association with
TaE MUuseuM oF MopERN ART DEPARTMENT OF FILm
cordially invite you to
A SPECIAL SCREENING OF FILMS
produced by

TaE NaTioNaL Fiom BoArD oF CANADA,
on the occasion of

TaE CanapIAN CENTENNIAL WEEK IN NEW YORK

THE MUSEUM OF MODERN ART AUDITORIUM
11 West 53rd Street, New York City
Wednesday, May 3, 1967 at 8:30 p.m,

R.S.V.P.
586-2400
extension 3

Please present this Invitation
at the door.
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PROGRAMME
Welcome by
Mr. R. G. C. SMITH
Consul General of Cenada

L -

MOSAIC.............. ; Color, 5 minutes

An abstract film by Norman McLaren. The images and
music of this film make use of the ingenious McLaren art.

HIGH STEEL........... PR T Color, 14 minutes

This film mirrors the nimble men who build New York
skyscrapers with particular reference to the Iroquois of
Caughnawaga.

FEUX FOLLETS . Color, 10 minutes

What do a Plains Indian Betrothal dance and the frenetic
GO-GO dancers of today have in common? The world
famous Feux Follets (folklore dancing ensemble,)

PADDLE TO THE SEA...........ccrcvurrreens .Color, 28 minutes

From a book by Holling C. Holling, this film takes us on
an adventurous voyage to the sea, seen through the eyes
of a hand-carved Indian cance man.

TAKE IT FROM THE TOP............. .Color, 22 minutes

An intriguing panorama of a country which revels in being
different from one coast to the other. The longer version
of this film, “Helicopter Canada” has been nominated for
an Academy Award.
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The Museum of Modern Art

11 West 53 Street, New York, N.Y. 10019 Tel. 245-3200 Cable: Modernart

Department of Film

The Museum of Modern Art

Department of Film

cordially invites you to an evening with
Fritz Lang

and a screening of SPIES

The Museum of Modern Art Auditorium
Tuesday, November 28 8:00 p.m.

RSVP 245-3200
o, 394 Seating is limited

Mr. Lang's long and distinguished career has spanned both the silent
and sound periods. The series opening at the Museum on November 23

will concentrate upon classic gilent films, including METROPOLIS,

DOCTOR MABUSE and SPIES.

Willard Van Dyke
Director
Department of Film

Film, Department of 1/2
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The Museum of Modern Art

11 West 53 Street, New York, N.Y. 10019 Tel. 245-3200 Cable: Modernart

Department of Film

September 22, 1967

TO FRIENDS OF THE DEPARTMENT OF FILM:

During the past eighteen months I have visited Yugoslavia several
times to screen recent films produced in that country. I have found an
astounding number of fresh and exciting productions, especially short films.

With the cooperation of Dunav Films, Belgrade, we have selected and
subtitled thirty films for exhibition at the Museum from October 5 to
October 22. I think you will enjoy them.

To launch this program, we will have an invitational screening on
October 3 at 8:00 in the Museum Auditorium of a new Yugoslav feature, as
well as a sampling of the short films.

We hope you will be able to come. Following the screening, there
will be a reception in the Museum garden for Mr. Vladimir Poga¥ié, director
of the Yugoslav archive and cinémathéque.

Please call 245-3200, extension 315, if you are going to come so we
may keep seats for you.

Sincerely,

D.900nd) Qc-@éu_

Willard Van Dyke
Director
Department of Film

P.S. The Yugoslav National Dance and Folk Ensemble, which opens
that night at City Center, will join us after their
performance.
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Department of Film

The Museum of Modern Art

11 West 53 Street, New York, N.Y. 10019 Tel, 245.3200 Cable: Maodernart

The Museum of Modern Art

Department of Film and

The Japan Society

cordially invite you to a lecture
on the Japanese cinemsa by

Donald Richie

The Museum of Modern Art Auditorium
November first 8:00 p.m.

RSVP 245-3200
Ext. 206 Seating is limited

Mr. Richie is generally considered to be the most knowledgeable critic
of the Japanese film. His book on Kurosawa is a model of its kind and
perhaps the most perceptive work written about any director. His other
publications include: The Japanese Film, The Japanese Movie, and
Phallicism in Japanese Art.

Beginning October 30, the Department of Film will present a series
entitled, "Ten Recent Japanese Films." The films have been selected by
Mr. Richie and are indicative of the best of Japanese cinema within the
last five years. Several of the directors represented here already
have reputations in the U.S., including Hiroshi Teshigahara (WOMAN IN
THE DUNES), Susumu Hani (SHE AND HE), and Kaneto Shindo (THE.ISLAND).
However, the majority will be new names to the New York publie. The

series will run through November 21.

Willard Van Dyke
Director

Department of Film

The Museum of Modern Art

Film, Department of 1/2
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The Museum of Modern Art

11 West 53 Street, New York, N.Y. 10019 Tel. 245-3200 Cable: Modernart

Department of Film

The Museum of Modern Art
Depar tment of Film
cordially invites you to the opening of
an American film series selected by
M. Henri Langlois
The Museum of Modern Art Auditorium
November 30 8:00 p.m.
RSVP 245-3200

Ext. 391 Seating is limited
Monsieur Langlois, who will be with us that evening, is the renowned
director of the Cinémathque Frangaise. The showings which are held
in the two theatres of that institution have provided inspiration
for many French filmmakers and have been credited with the impetus
which gave rise to the Nouvelle Vague. The American films chosen
by Monsieur Langlois for this series are little known in this country.

The showings here will help to fill gaps in knowledge of our own

heritage.

Willard Van Dyke
Director
Department of Film
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The Museum of Modern Art

11 West 53 Street, New York, N.Y. 10019 Tel. 245-3200 Cable: Modernart

December 29, 1967

Dear Friend:

On Monday, January 8, at L4:00 p.m., the Department of Film is
having a small reception in the fourth floor Screening Room to
inaugurate the program ANIMATION: ZAGREB, and to introduce two Yugoslav
animators, Boris Kolar and Zlatko Bourek. Zelimir Matko, director of
distribution for Zagreb Films, will also be present. We plan to screen
a brief selection from the program. Mr. Kolar, Mr. Bourek and Mr. Matko
will be pleased to answer questions sbout the films, or about the work
of the Zagreb Studio. We think this will be an unusual opportunity to
exchange ideas and information. If you can join us, please call

CIrcle 5-3200, extension 391, as seating is limited.
Sincerely,

RTINS Qa@éu,

Willard Van Dyke
Director
Department of Film

Film, Department of 1/2
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NOVEMBER 14, 1991 — JANUARY 12, 1992

A landmark film retrospective celebrating
the history of Yiddish cinema

FiLM EXHIBITION

Yiddish Film Berween Two Worlds is the first major retrospective
of Yiddish films made in the United States and Europe
from the 1920s to the 1980s. Depicting the concerns and
values of Yiddish culture, the exhibition includes
melodramas, farces, tragedies, musical comedies, and

documentaries

fis Fiddle (1936),

Lue Godard
ToMA is fol-
ibute with a

prints of “Days of Heaven™ and
“Apocalypse Now" for the MoMA
series. Scorsese and Eastwood,
longtime supporters of both
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The series ends Oct. 21 and 22
with two films from the 1992
Cannes fest that have not yet

| been shown in America, Their
| titles will remain a surprise until
| September, when the museum's
| October catalog is printed.
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THE MUSEUM OF MODERN ART

PUBLICATION

Bridge of Light: Yiddish Filsn Betsween Two Worldsby ]. Hoberman,
This detailed culrural history traces Yiddish cinema from its
origins in the Russian Pale and New York's Lower East Side in
the early 19005 to contemporary European Yiddish-language
films. 416 pages. 150 black-and-white illustrations.

Published by The Museum of Modern Art and Schocken
Books. Hardbound, $40; available in The MoMA Book Store.

GALLERY EXHIBITION

An exhibition of film-still enlargements and posters highlights
the films in the retrospective.

SPeciAL EVENT

"Celebrating Yiddish," an evening of music, poetry, and
performance, is presented on Monday, December 9,

ar 8:00 p.m. Tickets arc $8, members $7, and students §5
For information, call 212:708-9781.

Organized by The Museum of Modern Art-and The National Center
for Jewish Film located ar Brandeis University, Yiddish Film Between
Two Worlds is supported by a grant from The Nathan Cummings
Foundation, Funding for the accompanying publication was provided
by the John D. and Catherine T. MacArthur Foundation. The gallery
exhibition is made possible by the Rita J. and Stanley H. Kaplan
Foundarion in memory of Gladys and Saul Gwirtzman.

Fromt; top; Yiddle warh Hu Fiddle. 1936, Direcred by Joscph Gircen and Jan Nowina-Prebyldd.
Frone, battons The Dybbud. 1037, Direcred by Michal Waseynaki

GENERAL INFORMATION

Museum Hours: Friday through Tuesday 11:00 - 6:00;
Thursday 11:00 - 9:00. Closed Wednesday.

Admission: Adults $7.00; senior citizens and students $4.00;
children under sixteen accompanied by an adult, free; Museum

members, free, Thursday 5:00 - 9:00, pay what you wish.

Film Tickets: Free with Muscum admission and available ac the
Lobby Information Desk the day of the screening (11:00 a,m. for

afternoon screenings and 1:00 p.m, for evening screenings),
Listings: For daily film listings, call (212) 708-9480.
Public Transportation: Subway: E, F to 5 Avel53 5t.;

B, D, Q to 47-50 St./Rockefeller Crr.; N, B to 5 Ave /60 St.

Bus: M 1- M6, 32 1o 53 5t.; M27 or M50 0 5 Ave /49-50 5t

The Museum of Modern Art
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MoMA marks Cannes’s 45th

By LAWRENCE COHN ‘

NEWYORK The Museum of Mod-
ern Art kicked off its summer
salute to the 45th anniversary of
the Cannes Film Festival with
two gala screenings attended by
visitors representing the fest.

Cannes fest director Gilles
Jacob was on hand for the first |
New York showing of Maurice |
Pialat’s 1891 biopic “Van Gogh”
June 17.

Along with such luminaries as

Louis Malle, Ismail Merchant and
Liza Minnelli, Clint Eastwood
and Martin Scorsese have lent
their support to the honorary
committee for this five-month
exhibition, organized by Mary
Lea Bandy and Laurence Kar-
dish of MoMA's Dept. of Film.

Attending the “Van Gogh” gala
were Milos Forman, Barbara Kop-
ple, Sidney Lumet, Jerry Schatz-
berg, Paul Schrader and Susan
Sontag, as well as the actors
John Turturro, Isabelle Huppert
and Diane Venora. A second Pi-
alat picture, the 1980 release “Lou-
lou,” was shown June 19 for mu- |
seum members only, with toplin- |
er Isabelle Huppert introducing
the film and the Cannes series in
person. Also attending was
Daniel Toscan du Plantier, who |
produced both “Van Gogh” and |
uLoulou‘” |

The Cannes salute has been in '
the works for over two years,
with MoMA film curator Kar-
dish giving high marks to sever-
al distributors for their coopera-
tion in delivering prints of the
approximately 140 features.“We
wanted to choose films that had
an impact on film culture, includ-
ing titles that people knew of by
hearsay but had not seen.” About
10 films each were provided by
Dan Talbot of New Yorker Films,
Don Krim of Kino Intl. and Doug
Lemsa and Charles Benton of
Films Ine., Kardish said.

Kardish also gave kudos to
Paramount’s Michael Schlesin-
ger as well as Franeis Coppola's
Zoetrope Films for providing 70m
prints of “Days of Heaven” and
“ Apocalypse Now" for the MoMA
series. Scorsese and Eastwood,
longtime supporters of both
Cannes and MoMA, are repped

in the retrospective with their
Cannes entries “Mean Streets”
and “Bird.”

|
About 80% of the 140 films are |
drawn from MoMA's own ar- |
chive. Some of the films in the
series have proved elusive, even
widely known titles. For exam-
ple, Kardish had to go to France
to obtain a print Claude Chab-
rol's 1978 film “Violette,” star-
ring Huppert. Similarly Jules Das-
sin’s 1960 classic “Never on Sun-

| day” was especially hard to find,

and Kardish finally had to appeal
directly to Dassin for a print. l
Among the rarer prints in the !
series is an original nitrate ver- |
sion of René Clément’s classic
documentary “Battle of the
Rails.”

The greats
The MoMA selections reflect

. the Cannes fest's support of na-

tional cinema trends over the
decades. A strong cross-section
of leading directors are repre-
sented, including Federico Fel-
lini with “La Dolee Vita” and
“Intervista,” Ingmar Bergman's
“Smiles of a Summer Night,”

| Alfred Hitchcock’s “The Birds,"

Elia Kazan's “East of Eden,”

| Orson Welles' “Othello,” Luis
| Bufiuel's “Los Olvidadoes” and

“Viridiana,” Vittorio de Sica's
“The Roof’ and Roberto Ros-
sellini’s “Open City."

Also, Satyajit Ray’s “Pather
Panchali,” Jean Cocteau's
“Beauty and the Beast,” Pietro
Germi's “Divorce, Italian Style,”
Frangois Truffaut’s “The 400
Blows,” Michelangelo Antonioni's
“L'Avventura,” Pier Paolo Pa-

| solini’s “Hawks and Sparrows,”

Alain Resnais’s “Hiroshima Mon

| Amour,” Akira Kurosawa’s “Ka-

gemusha” and Andrzej Wajda's
“Kanal” and “Man of Marble.”

Plus, Robert Bresson's “A Man
Escaped,” Agnés Varda's “Cleo
From Five to Seven,” Jacques
Demy's “The Umbrellas of Cher-

| bourg,” Rainer Werner Fassbin-
| der’s “Ali: Fear Eats the Soul”
and Luchino Viseonti's “The Leop-
ard.”
| The prolific Jean-Luc Godard
. is omitted because MoMA is fol-
lowing its Cannes tribute witha
| Godard retrospective.
The series ends Oct. 21 and 22
with two films from the 1992
Cannes fest that have not yet
| been shown in America, Their
| titles will remain a surprise until

September, when the museum's
| October catalog is printed.

VARIETY
New York
22 June 1992
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By Elliott Stein

o Ripstein and Hermosillo:
Filmmakers

Museum of Modern Art

December 7 through 31

MOMA's piece of the current city-
wide Mexican cultural action is a
retrospective devoted 1o a pair of
engaging filmmakers: Arturo Rip-
stein and Jaime Humberto Her-
mosillo. For several decades, most
of Mexican cinema was in thrall
to folklore and fantasy. Toward
the end of the 1960s (as in other
Latin American countries) a new
breed of directors emerged whose
work was more reflective of social
reality and treated sexual themes
with frankness. Ripstein and Her-
mosillo are precisely the two most
talented members of that genera-
tion, The macho posturing tradi-
tionally endemic to Latin Ameri-
can mores and cinema, when
present in their films, is there only
10 be dended. Their filmographies
reveal an impressive number of
pictures in which gay characters
are sympathetically portrayed.
Hermosillo is best known in
this country for Dodia Herlinda
and Her Son (1986), a subversive
comedy of manners in which, for
the first time in @ Mexican movie,
a gay couple was presented simply
as two handsome men who love
each other. A Dog’s Birthday
(1974), a corrosive study of cor-
rupt middle-class values, focuses

mtmmﬂymﬂnm

ples, but at its close, the husbands
take off together.

Three remarkable films (The
Passton According to Berenice,
1976; Matinée, 1977: Looks Can
Be Deceiving, 1977), all shot in
Hermosillos hometown, are oflen
referred 10 as “The Aguascalientes
Trilogy.” In varying modes, each
lashes out at the cant and hypocri-
sy of the provincial middle class.
Berenice is a masterful study of a
woman's rebellion. Its protagonist
(Marta Navorro, superb in the
role), a young widow who has
been scarred in the fire that killed
her husband and consumed his
ranch, moves into the house of
her godmother, a splenetic usurer.
Berenice seethes beneath her
proper exterior; she draws huge
cocks on the walls of public toilets
and finally throws herself into an
unfulfilling affair with a young
doctor who has been turned on by
her scars. This coolly distant film,
by turns realistic and poetic, be-
gins with fire and ends with a lib-
erating act of arson. There are
glimmers of Sirk and Bufiuel in
the flames.

In Matinée, two schoolboy bud-
dies set off for Mexico City in a
delivery truck. It’s highjacked by
road pirates; the hostage kiddies
promptly become willing accom-
plices to a gaggle of maladroit
gangsters, most of whom are gay.
On the surface a nimble and ener-
getic adventure movie, a sort of
latter-day, Treasure Island, Matin-
de is a complex little mumm

tionary tale of how good it is for a
“good™ little boy to go bad.

Space lacks here to detail the
beguilingly Pirandellian spider-
web plot of Looks, a dense and
nutty amalgam of sex (lovely
scene of a hermaphrodite's wed-
ding night), money, and role-play-
Ing.

Gabriel Garcia Mérquez collab-
orated with Hermosillo on the
screenplay of Mary My Dearest
(1979), in which a beautiful young

‘magician (Maria Rojo) drives a

car full of rabbits to a nightclub

gig. And then—Well, until that

point the film had been a roman-
ucmwdr Ihrelyhasamoﬂe

ajoyouspmnwanmh@ a cau- _

Berenice's Marta Navorro and friend

rate; topping them all is the ex-
traordinary work of a butch trans-
vestite named Xoéchitl in the role
of the no-nonsense head nurse n
a madhouse.

Bathroom Intimacy (1990), the
director’s most recent film, is a
gutsy experiment in minimalism.
Using one stationary setup (the
camera appears to be observing
lhmgsfromthcfarﬂdcofabalh-
room mirror), we are treated 1o
the movements, bowel and other-
wise, of a particularly obnoxious
nuclear family. There's almost
something for everyone in this
modest john: sex, scat, and sui-
cide. It's deuiy a flick that was
born to be loathed or loved. 1

can't wail for a return peep

thl'oushll‘ielouhngghss

gel.
(1969). one of the earliest of his

. The Children’s Hour

films in the show, bears striking
similarities to Hermosillo's most

The story is a simple anecdote.
A middle-class couple has engaged
the services of a “Rent-a-Clown™
babysitter. Once the pair has left
for the evening, the clown stops
telling fairy stories and scares the
shit out of the young boy he's
minding with an elaborate ac-
count of the death of hundreds of
children who perished in a mari-
time disaster. As the night runs its

2| course, the clown fingerprints the

kid, his nastiness heightening un-
til the tale becomes a sort of
avant-garde Twilight Zone epi-
sode. It's a hauntingly oddball, al-
though overly protracted, affair.

Hell Has No Limits (1977)
limns the lugubrious life and mis-
erable death of Manuela, a trans-
vestite who lives in a village
brothel run by his daughter. This
is one of Ripstein’s most striking
films. He wrole the screenplay’s
first draft in collaboration with
Manuel Puig, whose name does
not appear on the credits. Puig
didn’t want his name on i1—Kiss
of the Spider Woman had just
come out and he preferred not
getting pigeonholed as a gay writ-
er. The kicker, according to Rip-
stein, is that when Hell was re-
leased and proved a success. Puig
then requested that his name be
added to the credits, but it was
100 late. Manuela is played by Ro-

berto Cobo, the unforgettable
ymmghondmLm Olvidadg

i on The Exterminating An- |
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CineMythology: A Retrospective of Greek Film

April 23—June 14, 1993

Clockwise: The Travelling Players 1075 Theo Angelopoulos invincible Lovers.
1984 Stavros Trclls. Rembetiko 1083 Costas Fams. Electra, 1962 Michas! Cacoyanns

This retrospective of approximately
forty-five films is the first to pro-
vide an overview of the history of
this most passionate of national
cinemas. While Greek cinema is
clearly a part of European cinema,
it possesses a distinct style, with
periods of excellence often inter-
rupted by turbulent political
events. Thematically, it draws on
distinctly Greek sources, including
mythology, drama, questions of
national identity, and displacement
and immigration.

CineMythology: A Retrospective
of Greek Film includes contempo-
rary features and films from the
three major periods of activity, the
1950s, 1960s, and early 1970s, as
well as recently restored films from
the silent era, which have not been
shown outside Greece.

The exhibition was organized in collaboration with The Greek
Film Centre, Athens, and in association with The Greek Film
Archive, Athens. It is presented under the auspices of the
Ministry of Culture, Greece, and the Foundation for Hellenic
Culture, Greece. Additional funding was provided by ERT
S.A. Greek Radio-Television.
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FRIDAY, APRIL 23

2:30 pirm,

O Drakos, The Ogre of Athens. 1956, Nikos Koundouros

With Dinos lliopoulos and Margarita Papageorgiou. 105 min

6:00 pm.

gt_el'la. 1?:2?’. f;lichgel Cacoyannis. With Melina Mercouri and
10rgos Foundas. 85 min. Program introduced by the

director and Melina Mercouri. i

SATURDAY, APRIL 24

2:00 p.m.

Reconstruction (Anaparastassi) 1970. Theo Angelopoulos.
With Toula Stathopoulou and Yannis Totsikas. 100 min.

5:00 p.m.

Electra. 1962. Michael Cacoyannis. With Irene Papas and
Yannis Fertis. 120 min.

Program introduced by the director.

SUNDAY, APRIL 25

2:00 p.m.

Never on Sunday (Pote tin Kirfaki). 1960. Jules Dassin,
With Melina Mercouri and Jules Dassin. 92 min. Program
introduced by Melina Mercouri.

5:00 pom.

Magic City (Magiki Polisk 1954. Nikos Koundouros, With
Giorgos Foundas and Margarita Papageorgiou. 90 min.
Program introduced by the director.

MONDAY, APRIL 26

2:30 p.m.

Thanos and Despina, or The Shepherds of Disaster (I Voski
tis Simforas). 1967. Nico Papatakis. With Olga Carlatou and
Giorgos Dialegmenos. 121 min.

€:00 p.m.

The Idlers of the Fertile Valley (I Tembelides tis Eforis
Kiladas). 1978. Nikos Panayotopoulos. With Olga Carlatou
and Vassilis Diamandopoulos. 115 min

TUESDAY, APRIL 27

2:30 pm.

Evdokia. 1971. Alexis Damianos. With Maria Vassiliou and
Giorgos Koutouzis. 97 min,

6:00 pm.

1922, 1978. Nikos Koundouros. With Vassilis Laggos and
Antigone Amanitou. 135 min,

THURSDAY, APRIL 29

2:30 pm

. .. deserter (. . . Lipotachtis) 1988. Giorgos Korras and
Christos Voupouras. With Stelios Mainas and Toula
Stathopoulou. 121 min.

6:00 p.m,

Daphnis and Chioe.” 1931, Orestes Laskos. With Apallo
Marsvas and Lucy Matll, 68 min

Lover of the Shepherdess (O Agapitikos tis Voskopoulas).
Fragments. 1932. Dimitris Tsakiris. With Dimitris Tsakiris and
Nina Afendaki. 12 min. Program introduced by Theodoros
Adamopoulos, Director, Greek Film Archive.

All films are in Greek with Engloh

F 4 ’ W :
Elsctra. 1962 Michael Cacoyannis. Unfair Competition. 1885 Dimaos Avdshodis

FRIDAY, APRIL 30

2:30 p.m.

Until the Ship Sails (Mechri to Plio) 1966. Alexis Damianos
With Alexis Damianos and Christos Tsangas. 100 min.

6:00 p.m.

Never on Sunday. See Sunday, April 25 at 2,00

SATURDAY, MAY 1

2:00 p.m

The Children of Helidona (Ta Pedia tis Helidonas). 1967.
Costas Vrettakos, With Alekos Alexandrakis and Mary Chro-
nopoulou. 118 min. Program introduced by the director.
5:00 pum.

Rembetiko. 1983. Costas Ferris. With Sotina Leonardou
and Nikos Kalogeropoulos, 120 min, Program introduced by
the director.

SUNDAY, MAY 2

2:00 pm.

The Engagement of Anna (To Proxenio tis Annas). 1972
Pantelis Voulgaris. With Anna Vayena and Stavros Kalaroglou.
82 min. Program introduced by the director.

5:00 p.m.

Thanos and Despina, or The Shepherds of Disaster. See
Monday, April 26 at 2:30, Program introduced by the
director.

MONDAY, MAY 3

2:30 pim.

Electra. See Saturday, April 24 at 5:00

600 p.m.

The Price of Love (I Timi tis Agapis). 1984, Tonia Marketaki.
With Toula Stathopoulou and Annie Loulou. 110 min.

TUESDAY, MAY 4

2:30 p.m.

Sweet Bunch (Ghikia Simoria) 1983, Nikos Nikolaidis. With
Takis Moschos and Dora Masklavanou. 157 min

600 pm

Topos. 1985, Antoinetta Angelidi. With Maya Liberopoulou
and Annita Santorineou. 85 min

For daily film information, call 212-708-9480
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THURSDAY, MAY ¢

2:30 p.m.

Rembetiko. See Saturday, May
6:00 pim.

Stella. See Friday, April 23 at 6:00

FRIDAY, MAY 7

2:30 pm

The Engagement of Anna. See Sunday, May 2 at 2:00
6:00 p.m,

. . . deserter. See Thursday, April 29 at 2:30.

SATURDAY, MAY 8

2:00 p.m,

The Idlers of the Fertile Valley. See Monday, April 26 at 6:00.
5:00 p.m

Sweet Bunch. See Tuesday, May 4 at 2:30.

SUNDAY, MAY 9

2:00 p.m

What Did You Do in the War, Thanassis? (Ti Ekanes Ston
Polemo Thanasi?) 1971. Dinos Katsouridis. With Thanassis
Vengos and Antonis Papadopoulos. 92 min

5:00 p.m.

Evdokia. See Tuesday, April 27 at 2:30.

MONDAY, MAY 10

2:30 purn,

O Drakos, The Ogre of Athens. See Friday, April 23 at 2:30
6:00 p.m,

Meteora.** 1923. Michalis Dorizas. 4 min.

The Adventures of Villar (I Peripeties tou VillarL** 1926
Joseph Hepp. With Nikos Sfakianakis and Nitsa Filossophou
With Greek intertitles. 25 min

The Magician of Athens (O Magos tis Athinas)." Fragments.
1930. Achilleas Madras. With Achilleas Madras and Frieda
Poupelina, With Greek intertities. 10 min

Maria Pentayotissa.”* Fragments. 1929, Achilleas Madras.
With Frieda Poupelina and Emilios Veakis, With Greek
intertitles. 20 min.
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TUESDAY, MAY 11 6:00 pm
2.30 pm. Loafing and Camouflage (Loufa ke Paralagil 1584. Nikos
Social Decay (Kinoniki Sapifa)** 1932, Stelios Tatasso- Perakis. With Nikos Kalogeropoulos and Giorgos Kimoulis. 98 min
poulos. With Stelios Tatassopaoulos and D 200, 6 4 P
800 pm. poulos and Danae Grizou, 60 min FRIDAY, MAY 21
The Drunkard (O Methistakas). 1950. Giorgos Tzavellas, 2:30p.m
With Orestes Makris and Dimitris Horn. 91 min. 1922, See Tuesday, April 27 at 6:00.
6:00 pim,
THURSDAY, MAY 13 Reconstruction. See Saturday, April 24 at 2:00
2:30 p.m. ol ) .
Bitter Bread (Pikro Psomi). 1951, Grigoris Grigoriou. SATURDAY, MAY 22
With Eleni Zafiriou and Ida Christinaki. 81 min. 2:00 pim.
6:00 p.m, Bitter Bread. See Thursday, May 13 at 2:30,
Music, Poverty and Pride (Laterna, Ftochia ke Filotimo). 5:00 pim,
1955. Alekos Sakellarios. With Vassilis Avianitis and Mimis A Foolish Love (I Apenanti). 1981, Giorgos Pan-
Fotopoulos. 80 min. oussopoulos. With Betty Livanou and Aris Retsos. 110 min

FRIDAY, MAY 14 SUNDAY, MAY 23
2:30 p.m. 2:00 p.m,
Topos. See Tuesday, May 4 at 6:00. With Glittering Eyes (Me tin Lampsi sta Matia) 1968,
6:00 p.m. Panos Glykofridis. With Lavrentis Dianellos and Giorgos
Counterfeit Coin (Kalpiki Lira) 1955 Giorgos Tzavellas. Foundas. 100 min.
With Vassilis Logothetidis and llia Livikou. 115 min 5:00 pm,
Happy Day. 1976, Pantelis Voulgaris. With Stavros
SATURDAY, MAY 15 Kalaroglou and Stathis Yalelis. 105 min.
2:00 pm. - -
Astero.** 1929. Dimitris Gaziadis. With Aliki Theodoridou MONDAY, MAY 24
and Emilios Veakis. Fragments. 12 min 2:30 pm
Astero. 1959, Dinos Dimopoulos. With Aliki Vouyouklaki and Music, Poverty and Pride, See Thursday, May 13 at 6:00
Dimitris Papamichail, 95 min 6:00 p.m.
5:00 p.m Counterfeit Coin. Ses Friday, May 14 at 6:00.
Social Decay." See Tuesday, May 11 at 2:30.
TUESDAY, MAY 25

SUNDAY, MAY 16 2:30 p.m

2:00 p.m Face to Face (Prosopo me Prosopo). 1966, Roviros

Untif the Ship Sails. Friday, April 30 at 2:30 Manthoulis. With Costas Messaris and Eleni Stavropoulou. 90 min
5100 p.m. 6:00 p.m

Daphnis and Chloe’/Lover of the Shepherdess. With Glittering Eyes. See Sunday, May 23 at 2:00

See Thursday, April 29 at 6:00. N
i ) IHURSDAY, MAY 27
MONDAY, MAY 17 Sins
2:30 pm. The Price of Love. See Monday, May 3 at 5:00
Magic City. See Sunday, April 25 at 5:00. 6:00 p.m
6:00 p.m. Blood on the Land. See Monday, May 17 at 6:00
Blood on the Land (To Choma Vaftike Kokkino). 1965
Vassilis Georgiadis. With Nikos Kourkoulos and Mary Sweet Bunch. 1
Chronopoulou. 135 min "

TUESDAY, MAY 18

2:30 pm

The Children of Helidona (Ta Pedia tis Helidonas)
See Saturday, May 1 at 2:00

6:00 p.m

What Did You Do in the War, Thanassis?

See Sunday, May 9 at 2:00

THURSDAY, MAY 20
230 p.m
The Drunkard. See Tuesday, May 11

The Museum of Modern Art Archives, NY
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FRIDAY, MAY 28

2:30 p.m.

Astero*"/Astero. See Saturday, May 15 at 2.00.

6:00 p.m,

Excursion (Ekdromi). 1966. Takis Kanellopoulos. With Lty
Papayanni and Angelos Antonopoulos. 85 min.

SATURDAY, MAY 29

2:00 p.m.

Balamos. 1982, Stavros Tornes. With Stavros Tormes and
Eleni Maniati. 80 min.

5:00 p.m.

Fear (O Fovos). 1966. Costas Manoussakis. With Elli Fotiou
and Anestis Viachos. 110 min.

SUNDAY, MAY 30

2:00 p.m.

Theophilos. 1987. Lakis Papastathis. With Dimitris Katalifos
and Stamatis Fassoulis. 115 min,

5:00 p.m.

Face to Face. See Tuesday, May 25 at 2:30.

MONDAY, MAY 31

2.00 p.m

Invincible Lovers (Akatanikiti Erastes). 1988. Stavros Tsiolis
With Olia Lazaridou and Tassos Miliotis. 80 min.

5:00 p.m.

Love Wanders in the Night (I Dromi tis Agapis Ine
Nichterini). 1981, Frieda Liappa. With Maria Skountzou and
Mirka Papakonstantinou. 90 min,

TUESDAY, JUNE 1
2:30 p.m.

Invincible Lovers. See Monday, May 31 at 2:00
6:00 p.m.

Happy Day. See Sunday, May 23 at 5:00

THURSDAY, JUNE 3

2:30 p.m.
A Foolish Love. See Saturday, May 22 at 5:00

FRIDAY, JUNE 4

2:30 pm

Love Wanders in the Night. See Monday, May 31 at 5:00
6:00 p.m

Iphigenia. 1977, Michael Cacoyannis. With Irene Papas and
Costas Kazakos. 130 min

SATURDAY, JUNE 5

2:00 pm h
The Woman Who Dreamed (I Gineka pou Evlepe ta Onira)
1988, Nikos Panayotopaulos. With Myrto Paraschi and
Yannis Bezos. 105 min

500 p.m

The Photograph (Photographia). 5. Nigo Papatakis
With Christos Tsangas and Aris Retsos. 102 min

SUNDAY, JUNE 6

2:00 pm
Meteora®*/The Adventures of Villar' /The M

Athens " /Maria Pentayotissa." See Monday, May 10 at 6:00
500 pm

Voyage to Cythera (Taxidi sta Kithira). 1984. Theo Angelo-
poulos. With Manos Katrakis and Mary Chronopoulou. 138 min,

MONDAY, JUNE 7

2:30 p.m

Fear. See Saturday, May 29 at 5:00.
6:00 p.m.

Balamos. See Saturday, May 29 at 2:00.

TUESDAY, JUNE 8

2:30 p.m,

Iphigenia. See Friday, June 4 at 6:00

6:00 pim.

Unfair Competition (Athemitos Sinagonismos). 1985
Dimos Avdeliodis. With Dimos Avdeliodis and Yannis Av-
deliodis. 21 min,

The Tree We Hurt (To Dendro pou Pligoname). 1986. Dimos
Avdeliodis. With Yannis Avdeliodis and Nikos Mioteris. 75 min.

THURSDAY, JUNE 10

2:30 p.m

The Photograph. See Saturday, June 5 at 5:00,

6:00 p.m.

The Travelling Players (O Thiasos) 1975. Theo Angelo-
poulos, With Eva Kotamanidou and Aliki Georgouli, 230 min.

FRIDAY, JUNE 11

2:30 pm.

Theophilos. See Sunday, May 30 at 2:00

6:00 p.m.

Voyage to Cythera. See Sunday, June 6 at 5:00.

SATURDAY, JUNE 12

2:00 p.m.

The Travelling Players. See Thursday, June 10 at 6:00
5:00 pm

Excursion. See Friday, May 28 at 6:00

SUNDAY, JUNE 13

2:00 p.m

Loafing and Camoufiage. See Thursday, May 20 at 6:00
5:00 p.m

Unfair Competition/The Tree We Hurt, See Tuesday, June 8
at 6:00.

MONDAY, JUNE 14
2:30 p.m
The Woman Who Dreamed. See Saturday, June 5 at 2:00

*Sulent film, original ace ampaniment by Stuart Oderman
" Silent film, no piano accompaniment

For daily film information, call 212-708-9480.

The Museum of Modern Art
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THE MUSEUM OF MODERN ART NEW YORK

The Department of Membership
The Department of Film
cordially invite

Benefactor, Patron, Sustaining,
and Supporting Members

to an informal buffet supper
and private preview screening of

UN COEUR EN HIVER
Directed by Claude Sautet
An October Films Production
in association with Jean-Louis Livi

Thursday, May 27, 1993
Buffet service 6:30 - 8:30 p.m.
Screening at 8:45 p.m.

The Museum of Modern Art
11 West 53 Street

Winner of the prestigious César award for director Claude Sautet (César and
Rosalie), UN COEUR EN HIVER stars Daniel Auteil (Jean de Floretie), André
Dussolier (Three Men and a Baby), and Emmanuelle Béart (Manon of the
Spring). The close friendship between Maxime, owner of an exclusive violin
repair shop, and his partner, Stéphane, is changed forever by their rivalry over
Camille Kessler, a talented and beautiful violinist. Ultimately, her obsession
with Stéphane throws the lives of all three lovers into tumult.  Running time:

104 minutes

Please respond on the enclosed card, or call 212-708-9848.
Attendance is limited and reservations
will be accepted in order of receipt.
Tickets are nonrefundable.
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THE MUSEUM OF MODERN ART. NEW YORK

Please reserve seats at $42 each for the buffet supper
followed by the preview of EN COEUR EN HIVER, Thursday, May 27,
1993.

TOTAL ENCLOSED:

Name

Address

City State ___ Zip

Membership Number

Telephone Number

This invitation is non-transferable. The fee covers the cost of
dinner. Please return this card with your check to the
Department of Membership, The Museum of Modern Art, 11 West 53
Street, New York, NY 10019. Reservations will be honored in
order of receipt. Tickets are non-refundable. Please call (212)
708-9848 with any questions.
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FOR TMMEDIATE REIFAS Contact: Suzanne Worden
Nicole Gorden
GCI Group
777 Third Avenue
New York, NY 10017
(212)546-2200

MEXTCAN FIIM VIDEOQ TO BE PRESENTED
BY NEW YORK'S MAJOR ART MUSEUMS, FIIM CENTERS

New York, NY —- A select group of Mexico's most cherished films
from the 1930s through the 1980s will be shown to New York audiences
this fall and winter at the Metropolitan Museum of Art, the Museum of
Modern Art, the Bronx Museum and New York University.

The films will be presented as part of "Mexico: A Work of Art," a
city-wide celebration featuring the best of Mexican art and culture.
Nearly 150 special events are planned to complement the exhibiticn
opening October 10 at the Metropolitan Museum of Art entitled "Mexico:

Splendors of Thirty Centuries."

Two Mexican film series, one a retrospective of feature films and

the other a documentary film series, will be offered by the

Metropolitian Museum in conjunction with their exhibition. "six
Decades of Mexican Cinema" features films from the 1930s through

1989.

Film, Department of 1/2




Film, Department of 1/2

FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
APF Film, bepq;*u-.‘\" of

The Museum of Modern Art Archives, NY

Several of the most popular films in this series include: "Ia
Perla," an early adaptation of the novella The Pearl by John

Steinbeck; "Macario," nominated for an Academy Award as Best Foreign
Film in 1960; and "Iola" (1989), the story of a single mother in
contemporary Mexico City, by director Maria Novaro, which was shown at
Cannes this year.

"Mexico on Film," the documentary series at the Metropolitian
Museum, surveys such topics as pre-Columbian archaeological sites,
traditional folk arts and customs, the work of Frida Kahlo, and art in
the Mexican revolution. Included in the series are: a new film by
Mary Iance and Eric Breitbart entitled "Diego Rivera: I Paint What I
See," and "Tlacuilo," which was recently the winner of an Ariel
award, the Mexican ecquivalent of the Academy Award's Oscar.

A complete schedule of the two film series is available through
the Metropolitian Museum. The films will be featured from Octcber 2

through January 13, 1990.

At the Museum of Modern Art, a three-week film retrospective will
focus on the work of two significant Mexican filmmakers: Arturo
Ripstein and Jaime Humberto Hermosillo.
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Ripstein's films often revolve around the oppressive social

conditions and traditions which govern daily life. He began his

professional career as Iuis Bunuel's assistant during the making of
"Exterminating Angel" (1962). His first film, "Time to Die," featured
a screenplay by Gabriel Garcia Marquez and Carlos Fuentes. Among the
films featured in this program are "The Children's Hour" (1965), "The
Dog's Birthday" (1974), and the New York premiere of "Merciful Lies"
(1988) .

Hermosillo is known for his sexual farces and for works which
underscore the ironies of the middle class. "Passion According to
Berenice" (1977), his fourth feature film, established him as a major
filmmaker with a subsequent record of commercial and critical
success. Other features included in the series are "Matinee" (1976),
"Dona Herlinda and her Son" (1984), and the premiere of "Homework"
(1990) .

The series at the Museum of Modern Art runs from December 7
thorugh 31. A schedule is available through the museum.

A retropective of Mexican Cinematography is scheduled to be held
at the Anthology Film Archives in November. The complete program will
be announced shortly.
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At The Bronx Museum of the Arts, a series of videotapes
featuring the work of six artists from Mexico City will be shown
continuously from September 27 to January 27. The video artists
include Sarah Minter, Andrea di Castro, Silvia Gruner, ILuis
Carlos Gomez, Pola Weiss and Gabriel Orozco Felix.

The National ILatino Film and Video Festival at El Museo
del Barrio will include a mini-retrospective of Chicano film and
video. The winning juried entries in this catagory will be
shown on November 19.

Scme dates are subject to change on the programs listed
above. Filmgoers are advised to call ahead.

"Mexico: A Work of Art" is made possible by the generous
support of Banco Nacional de Comercio Exterior, Aermexico and

Mexicana de Aviacion.

For more information, the public can call (212) 223-ARTS,

24 hours a day, seven days a week as of October 1.

MEXTCOOFIIM/NG3/09028
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Setin Naples::: -

olcamc Lives

By NORA SAYRE

APLES seems to be a city of
cuckolds of lov-

of films show that
mm from one another. (And
nes retold in different eras: the
two versions of "Assunta Spina,”
[ Fire" and “The Digger.")
's enthra series includes silent
wmm 1920's, when Naples was a hub of the
Adrienne

-M&l‘ ‘industry. Mancia of the film
lllmm the curator of the exhibition, with the

e on of Adriano Aprd, Aldo Bernardini, Vit-
Patrizia Pis of the Incontri

d’Arte in Rome. Ms. Mancia _explained
mltmwurlymmmmaﬁewlﬂuamte Nea-

Ny T , Friday, Nov

Sopmal.mn and Marcello Mastroianni -
wmm“hhwﬁnﬁem

politan songs; guitars and mandolins accomp
singgrswhuswodalunealdeoithewmnw
front of it. Scenes were often shot in the
gusto of sidewalk culture surges through

are threatened or lost in the street and serenades are

Continued on Page CI8

2z 1993 , p-€L

A schedule of ilms in Naples series, C19. |
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. Films Set in Naples: Volcanic Lives
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Continued From Page Cl

there; lavish meals are de-
amid vows of love or ven-

“*The Little Girl's Wrong,"” directed
in 1921 by Elvira Notari (1875-1946),
Italy's first and most productive fe-
film maker, seethes with the
tensions between a rebellious adven-
turer and her competing suitors. De-
scribed by her mother as “'a resiless
girl who can't stay home or be
in the domestic horizon,” the
y femme fatale with black-
eyes resembles a raccoon on
the loose. The Notari scholar Giulina
Bruno writes that Notari was con-
cerned with women's issues; here,
the young woman's “infamy" is her
appetite for street life, for enjoying
herself in public and escaping con-
finement.
Notari's movies were immensely
with Neapolitan immigrants
in New York City, where she opened a
branch of her film studio. Italian-
Americans themselves produced
“Santa Lucia Luntana: Memories of
Naples™ (1931) in New Jersey for
homesick audiences. The film, which
closes the series on Jan. 27, explores

ily in Manhattan. The father suffers
over his wayward daughter and

FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

engrossing, as are the documentary
glimpses of East Harlem in 1931 and
Broadway's electric Arrow Collar
sign.

The misery of impoverished wifite-
haired parents making sacrifices to
educate children who neglect them is
also featured in “The Digger' by
Gustavo Serena (1930). Depicting
generational conflicts, these films are
festooned with serpents’ teeth, while
the young dance wildly and then kneel
in penitence before their parents. Al-
though the movies are short on es-
thetics, they're rich in history, and
the spell cast by Naples seems .as
compelling for natives and expatri-
ates as for visitors.

During the museum's feast of
films, you can see Naples in ruins
from the bombings of World War I in
Roberto Rossellini’s ** Paisan'' (1946),
where small street orphans clamber
over the rubble to steal whatever
they can, On the same program is
Rossellini’s “Miracle,”” in which
Anna Magnani is a half-crazed peas-
ant made pregnant by a shepherd she
believes is St. Joseph (played by the
young Federico Fellini). The Catholic
Legion of Decency called the movie
“blasphemous’” when it opened in
New York in December 1950, and in
February 1951 it was banned by the
New York State Board of Regents as

thieving son, by

F

of the immigrant experience is

;
:

rnrmar fitm eritic of
York Times, is the author of
forthcoming ‘‘Previous Convic-
: A Journey Through the 1950's."

>
L

sacrilegi In 1952, the Supreme
Court unanimously overiurned the
ban, in a precedent-setting ruling that
extended First A d t protec-
tion to films.

The censors would have fainted in a
body had they seen Pier Paolo Paso-
lini’s “Decameron,” a 1971 film in &}
series in which Boccaccio’s nuns rev-
el in copulation. Crotch shots and
close-ups of penises abound through-
out several celebrations of sex in set-
tings that look like paintings by Giot-

THE NEW

to, Bosch and Caravaggio. Almost
none of the works in the series show
any reverence for the church O
Christianity per se; perhaps sacri-
lege was a stimulant for many Italian
film makers.

Among the movies you're unlikely |4

to know is "‘Naples, Kiss of Fire"
made in France by Augusto Genina in
1937. Starring the charming Tino Ros-
si, a liquid ‘tenor, it’s a ballad of
betrayal involving the good-natured
Michel Simon and the slippery Vi
vienne Romance, probably one of the

sexiest actresses of the century. All |

wel lips and glistening eyes, she gets
a run in her stocking or breaks the
heel of her shoe at significant mo-
ments. As Rossi sings in a cafe, the
rapt faces of his listeners prove that
all ages and sexes are enchanted by
this amorous wanderer.

The director was gifted with a vivid
sense of place and season: on a swel-
tering day in Naples, as people drink
from fountains or buy fruit juice from
little street stands, fan themselves
with caps and wipe their foreheads,
you're ready to melt in the middle of
a New York November,

Vittorio De Sica’s ‘' Judgment Day"
(1961), which never opened commer-
cially in this country, shows Neapoli-
tans in crisis. When such citizens as
Anouk Aimée, Jimmy Durante, Fer-
nandel, Alberto Sordi, Melina Mer-
couri and Ernest Borgnine hear a
bass voice announcing from above
that the Last Judgment will begin at §
o'clock, a few think it's a prank but
most are alarmed.

Although this is a comedy, Lhere's

an ominous undertow: what if your
life really was about to end? Panic
spreads, guilt soars and almost ey-
eryone lries lo placate the unseen
power overhead. A man on trial is

pronounced innocent: wind blows the
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Anna Magnani plays a peasant made pregnant by a shepherd she
believes is St. Joseph, in Roberto Rossellini’s “Miracle” (1948).

courtroom windows open and the de-
fendant cries, “I'm guilty!" People
brandish photographs of their moth-
ers at the sky. In Little Rock, Ark., a
white man is accused of hating
blacks, so he immediatlely embraces
one (who flees from him), then sings
to a black baby, **You're whiler than
me."

Some moviegoers may recall *“The
Next Voice You Hear™ (1950), a Hol-
lywood B-picture in which God
speaks on the radio, but there's a
closer kinship with De Sica's witty
“Miracle in Milan" and the spontane-
ous lunacies of James Thurber's
“Day the Dam Broke.”

Two De Sica classics that invite
happy immersion are “Gold of Na-

les'’ (1954) and “Marriage Italian
yle'’ (1964). In the former, the great
comedian Totd expels a parasitical
hood who has tyrannized his house-
hold for 10 years, Stamping on broken

plates, flinging the bully's trunk out
the window, Toté achieves the mutiny

* that the powerless long for, and his

somber face is creased with some
rare smiles.

In another episode of “Gold,” Sil-
vana Mangano is a mannerly prosti-
tute who's scheduled to marry a man
she has never met. Bewildered by his
motives — he's wealthy, handsome
and ultra-respectable — she is touch-
ing as she grapples with a mystery
that can't have a rational outcome.
De Sica plants nuggets of pain just
where his characters don't anticipate
them; they're vulnerable in the midst
of partly comic situations. The mu-
seum's print of the film restores two
segments that haven't been seen
here: one requires giving a raspberry
50 elaborate that it “could start a
revolution.

In “Gold,” ia Loren plays a

. beguiling pizxas-:w;ndor but gives few

Lina Wertmuller's rousing *‘Satur-
day, Sunday, Monday" (1990), in its
American premiere at the museum.
Adapted from a play by Eduardo de
Filippo, the film presents Ms. Loren
as an elegant lady, a model of capa-
bility as she runs an impeccable
home, gravely making minestrone in
her vast kitchen. Then, outraged by
her husband's violent jealousy, which
alternates with his apparent indiffer-
ence, she blows up in front of her well-
bred family, declaring that she's
wasted her life serving them, that
she’s a slave, that her marriage has
been futile. Accusations of madness
fiy between the spouses, and the ac-
tress demonstrates that passions
nourish her as much as they ever did

You often expect a murder in a
Neapolitan film, but just as the char-
acters seem ready to kill, they laugh
or embrace or throw a gun into the
bay. No one in these movies is
plagued by inhibition, and
whispers. In the midst of all d
shouting, hands express what is (or
isn’t yet) said. Fingers point or beck-
on, hands threaten or caress, cover
weeping eyes, pal children’'s heads,
are clenched into fists or rubbed to-
gether in glee; a whole culture speaks
through its eloquent hands. Peasants
and the privileged have a common
language, and one of the exhilarations
of “Napoletana” is seeing so many
different movies in which all sorts of
opponents can hardly fail to under-
stand one another. "

[7 - e e
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: Images of a City,” a
\ of more than 80 films
made in, or about, Naples from 1909

to 1992, will run through Jan. 27 at
the Museum of Modern Art, 11 West
,53d Street, Manhattan. All films are
{in Italian with E lish subtitles; un-
2ss noled, sient films have English
ice-overs or intertitles and either
live or recorded musical accompani-
ent. The series is sponsored by

[ Ginrgio Armani.

Screenings are included in mu-
seum admission: $7.50; $4.50 for stu-
dents and the elderly; free for those
under 16. On Thursdays and Fridays
from 5:30 to 8:30 P.M., admission is
pay-what-you-wish.  Information:
(212) 708-9480. The series closes on
Jan. 27 with a 6 P.M. screening of
“Santa Lucia Luntana: Memories of
Naples" (1931), directed by Harold
Godsoe (the film will also be shown
on Jan. 21 at 2:30 P.M.) Here is the
film schedule through December:

Today
“ASSUNTA st” {l!l& directed by Gusta-
vo Serenn), 2:30 P.

A HUSBAND FOR ANNA" (1953, Giuseppe De
Santis), 6 P.M.

“ASSUNTA SPINA™ (1947, Mario Mauoli),
with Anna Magnani, 2 P.M.

ASSUNTA SPINA™ (1915, Gustavo Serena), §
P M

PLES, KISS OF FIRE" (1937, Augusto
Ger ).lnFmd:mdlulIm:mm‘rhm
\ Rossi, 2 P.M.
| "NAPLES, KISS OF FIRE* (im Serge Na-
dejdine). French intertitles, 5 P.M,

Nov. 15
“A HUSBAND FOR ANNA." 2:30 P.M.

| “LUEIA LuCI” (1922, Ubaldo Maria del Col-
&ﬂmmmu;gwamm

“ASSUNTA SPINA® (1947, Mario m:wm,
2:30 P.M.

“NAPLES, K155 OF FIRE™ (1925, Serge Nedej-
dine), 6P.M.

“NAPLES, KISS OF FIRE” (1937, Augusto
Genina), 2:30 PM.

“NAPLES™ (1920's, director unknown).

French intertitles; “THE MIRACLE OF SAN
GENNARO" (1920, Mario Caserini), 6 P.M.

Nov. 19

“1'M STARTING FROM THREE" (1881, Mas-
simo Troisi), 2:30 P.M.

“THE LITTLE GIRL'S WRONG" (1821, Elvira
Notari), 6 P.M.

Nov. 20
“CHAINS" (1950, Raifaello Matarazzo), 2
P.M.

“NAPLES.., AND NOTHING MORE™ (1928,
Eugenio Perego), no music, 5 P.M.

Nov. 21

“NEAPOLITAN TEARS" (1984, Ciro Ippalito),
2P.M.

“CUNRAD OF SWABIA™ (1909, Romolo Bac-

«chini), Italian intertitles, no music; *DESE-
CRATION" (1924, Eugenio Perego), 5 P.M.

Nov. 22

“THE OPPORTUNITIES OF ROSA™ (1881, Sal-
vatore Piscicelli), 2:30 P.M.

“BABY GANG™ (1992, Salvatore Piscicelli), 6
PM.

Nov. 23
“THE LITTLE GIRL'S WRONG," 2:30 P.M,
“THE HOLY NIGHT" (1922, Elvira Notari);

“LA BELLA MORTE” (1914, Alberto i Ab-
bati), 6 P.M. o

Nov. 26

“NAPLES... AND NOTHING MORE," 2:30
PM.

“IMMACOLATA AND CONCETTA: THE
OTHER JEALOUSY™ (1979, Salvatore Pisci-
cellf), 6 P.M.

Nov. 27

“NAPULE CA SE NE VA™ (1926 fragment,
Ubaldo Maria Del Colle) ; “THE DIGGER™
(1930, Gustavo Serena), Italian and English
intertitles, 2 P.M.

"THE DIGGER" (1879, Alfonso Brescia), §
PM.

Nov. 28

UCHAINS 2 P.ML

“NEAPOLITAN TEARS,” 5 P.M.
Nov. 29

“CONRAD OF SWABIA," 2:30 P.M.

“I'M STARTING FROM THREE," 6 P.M.
Nov. 30

“THE HOLY NIGHT," no intertitles, no music,
230 P.M.

“THE OPPORTUNITIES OF ROSA," 6 P.M.

Dec. 2

“LUCIA LUCI" and “IF | WOULD LOVE YOU,"
no music, 2:30 P.M.

“A COMPLICATED INTRIGUE OF WOMEN,

ALLEYS AND CRIME" (1985, Lina Wert-
muller), with Harvey Keitel, 6 P.M.

Dec. 3

“NAPLES" and “THE MIRACLE OF SAN GEN-
NARO," 2:30 P.M.

“SATURDAY, SUNDAY, MONDAY" (lm Lina
Wenmuller}. with Sophia Loren, 6 P.

Dec. 4
“IMMACOLATA AND CONCETTA," 2 P.M.

Schedule for ‘Népoletana’ Series

“KINGDOM OF NAPLES" (1978, Werner
Schroeter), 5 P.M.

Dec.5 i

1 WoN'T MoVE!" (1943, Giorgio C. Simon-
elli), 2P.M,

“SIDE STREET STORY" (1950, Eduardo de
Filippo), 5 M.

Dec.6

“NAPULECA SE NE VA" and “THE DIGGER,"
2:30PM.

“SEVEN BEAUTIES" (1975, Lina Wert-
muller), with Giancarlo Gianninl, 6 P.M.

Dec.7

“KINGDOM OF NAPLES,” 2:30 P.M.

“SEVEN BEAUTIES," 6 P.M.

Dec. 9

“SATURDAY, SUNDAY, MONDAY," 2:30 P.M.

“THE PAYOFF," (1978, Sergio Corbucci),
wi;.: Nino Manfredi and Ugo Tognazzi, 6
P

Dec. 10

“MACHINETO KILL BAD PEOPLE™ (1948-52,
Roberto Rossellini, 2:30 P.M

“THE smu* (1981, ].,ilhna Caunl}. with
M il Burt L and
Claudia CIrdinnIe BP.M,

..lmrmv 'ruuv' {1942, Carlo Ludovico
Bragaglin), §

Dec. 11
“THE TRIAL OF FRINE™ (1952, Alessandro
Blasetti), with Gina Lollobr ; “JIUDG-

MENTDAY” (1361, Vittorio De
Nmm"'ﬂdl. s‘“’ i

OF NAPLES"
% i (ll_:ﬂ . Vittorio De Sica),

12 ren, 5 P.M.
Dec.

»THE MIRACLE™ (1048) with Anna
mnﬁﬂ‘mmu-' u mmmw

“MACHINE TO KILL BAD PEOPLE," 2 P.M.

“JOURNEY TOITALY" (:mmm
sellini), urlth ngrid Bergman and
Sanders, 5 P.M.

Dec. 13

“STREET ANGEL" (1928, Frank Borzage),
;i“ Janet Gaynor and Charles Famu. 2:30

“DEATH OF A NEAPOLITAN MATHEMATI-
CIAN™ (1982, Marco Martone), 6 P.M.
Dec. 14

“THE CHALLENGE" (1857, Francesco Rosi),
2:30 P.M.

“HANDS OVER THE CITY" (1963, Francesco
Rosi), with Rod Steiger, 6 P.M.

Dec. 16
“THE CHALLENGE,” 2:30 P.M.

“VITO AND THE OTHERS" (1981, Antonio Ca-
puano), § P.M.

] WON'T MOVE!" 8 P.M.
Dec. 17’

“PICONE SENT ME™ (1984, Nanni Loy), with
Giancarlo Giannini, 2:30 P.M.

SAVANTI!™ (1972, Billy Wilder), with Jack
Lemmon and Juliet Mills, 6 P.M

Dec. 18

“THE PAYOFF," 2 P.M.

“THUSSPAKE BELLAVISTA" (1884, Luciano
De Crescenzo, 5 P.M

Dec. 19

“_s‘rnsn'ANcEl.."nom,

WURCHINS" (1989, Nanni Loy), 2 P.M.
“PICONE SENT ME,"5 P.M.,

Dec. 20

“THUS SPAKE BELLAVISTA," 2:30 P.M.

#I THOUGHT IT WAS LOVE ... BUT IT WAS
JUST A CARRIAGE" (1981, Massimo Troisl), 6
PM.

Dec. 21
“VITO AND THE OTHERS,” 2:30 P.M,

C19 L
1 and
imis-
sould
“TWO CENTS WORTH OF HOPE™ (1952, Renato ental
Castellani), § P.M. nted
Dec. 23 F o

“THE MILLER'S BEAUTIFUL WIFE" (1955,
Mario Camerini), with Sophia Loren and
Marceilo Mastroianni, 2:30 P.M.

“THE THREE-CORNERED HAT™ (1934, Mario
Camerini), 6 P-M.
Dec. 24

“CHRISTMAS CANTATA™ (1992-93, Bruno Gar-
ofalo), 2 P.M.

“AN ADVENTURE OF SALVATOR ROSA™ (1940,
Alessandro Blasetti), 2:30 P.M,

|
Dec. 26 |
“CHRISTMAS CANTATA,” 1 P.M.
“MARRIAGE ITALIAN STYLE" (1964, Vittorio |
De Sica), with Sophia Loren and Marcello |
Mastrolanni, 2 P.M

“FILUMENA MARTURANO" (1551, Eduardo
De Filippo, 5 P.M

Dec. 27
“ITHOUGHT IT WAS LOVE... BUT IT WAS
JUST A CARRIAGE" 2:30 P M.

“DECAMERON" (1871, Pier Paclo Pasolini), §
P.M

Dec. 28
“THE SKIN," 2:30 P.M.

“THE FOUR DAYS OF NAPLES” (1962, N
Loy), with Lea Massari, 6 P.M

Dec. 30

“URCHINS," 2:30 P.M.,

“NEAPOLITAN MERRY-GO-ROUND™ (1954, Et-
tore Giannin), with Sophia Loren and Léo-
nide Massine, 6 P.M.

Dec. 31

“NEAPOLITAN MERRY-GO-ROUND,” 2 P M.
“THE DIGGER,"6 P.M.
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Just That for Eastwood the Director

By JANET MASLIN

One night long ago, 17-year-old

Clint Eastwood and his friends trav-
eled from Qakland to Los Angeles to
hear a jazz concert. Along the way,
they happened to see horses running
wild near Sunset Boulevard. So they
helped corral the horses for the ani-
mals’ owner, who thanked them and |
went home. Too bad: that was Mr.
Eastwood's only meeting with How-
ard Hawks, one of the directors he
most admires. HE cites Mr. Hawks,
along with John -Ford and Anthony
Mann, as an influence on his own
career.
It's a long way — and a lot of horses
| — from the corner of Sunset and
Sepulveda Boulevards (o the Museum
of Modern Art, where Mr, Eastwood's
own directorial work will be the sub-
ject ol a gala tribute tonight. (In past
years, similar events have honored
Cary Grant, Audrey Hepburn, Greg-
ory Peck and David Niven.)
Mr. Eastwood, who first appeared

in mid-1950's horror films (“'Revenge
of the Creature,” “Tarantula') and
in the company of Francis the Talk-
ing Mule (“Francis in the Navy"),
has also come a long way from the
acting teacher who helped him cry-
stallize this performance philosophy:
“Don't just do something, stand
there."

Facing a Deadline

As he prepared o come to New
York from his home in California, Mr.
Eastwood was supervising the sound
mixof A Perfect World," his latest
directorial effort, in which he stars
with Kevin Costner. It will open at
Thanksgiving, awfully soon in light of
the fact that the film isn't finished
yel. “Now that you mention it, sud-
denly I develop a little palsy,” he said
over the telephone, though in fact he
sounded utterly calm, Professional-
ism has become one of Mr
Eastwood's directorial hallmarks in
spite of the fact that he began direct-
ing on an amateur basis.

Or at least an unpaid one: when he

proposed the idea of dlrevcun; “Play
Misty For Me" (released in 1971),
Mr. Eastwood considered himself
much too inexperienced to insist on a
fee. "'I said to myself, ‘This is going
rather easy; | don't seem to be gath-
ering any resistance at all,' " he re-
called about his meeting with Lew
Wasserman, then the head of MCA-
Universal, when "“Play Misty For
Me" was first proposed. Then, as the
star and his agent, Leonard Hirshan,
were leaving, Mr, Hirshan was called
back and told that the studio didn't
want to pay Mr. Eastwood to direct.
“Well, 1 understood thal"” Mr.
Eastwood said now. “They were go-
ing to be taking a chance.”

The studio did have some s
tions about changing “Play Misty For
Me," suggestions that are especially
interesting in view of how indebted
“Fatal Attraction” was, 16 years lat-
er, to Mr. Eastwood’s debut feature
as a director. In his film, he played a

Continued on Page C15
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Make His Day? Modern |
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Continued From Page In his own way, Mr. Eastwood real-
g L Iy huﬂemﬁa mel% in mum;o
stalked years, s been inclined
admirer.  Universal Ecrous  direct his own performances, 1 think
| unsuccessfully that its Harry 1'd rather concentrate on the charac-
should not be aD:I{ts{-ockey ter and let someone else answer all
: 2o%eey  the questions,” he said. (In “Unfor-
given” and now A Perfect World,"
his acting roles are limited 2
“‘so that 1 didn’t have to suit up all
time.") And the man who embodied

mmmlmﬂ"- X ‘g
Vi as re copying,” hi
said. He makes a connection between
the high levels of contemporary

morrow until Nov. 25) will be show
off the museum’s sizable col-
lection of Eastwood films. He has
long since joined the pantheon of mu-
seum favorites, including Martin
Scorsese, Francis Coppola and

Wi Allen.
oA‘:ﬁ'l{o\vﬂn'd Hawks, too.

——y
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'From
‘Vermeer’

To
Obscurity

By KENNETH M. CHANKO

HE AVANT-GARDE FILM

maker Jon Jost has made a

career out of low-budget

movies and obscurity. In

1990 he finished shooting
*“*Sure Fire," a $105,000 film about an
eager-beaver real estate developer
who wants to build vacation homes in
Utah for wealthy Californians. The
movie is only now opening in New
York, on Wednesday, at the Public
Theater.

Mr. Jost put *“‘Sure Fire" aside
while he finished another film, “All
the Vermeers in New York,” which
| opened in 1992. About the the latter —

which dealt with a flirtation, money

and art — Vincent Canby said:

“Sometimes the effect is provocative

and funny. At other times it's like

being locked in a room with a racon-
teur who won't shut up.”

“Sure Fire” may be equally frus-
trating. It includes passages of Mor-

* mon texts, big chunks of improvised
dialogue (Mr. Jost seldom works
from completed scripts) and a cli-
max involving the real estate entre-
preneur in an off-screen act of vio-
lence. “It's a story of patriarchal
societies and how they work," says

Mr. Jost, speaking from Berlin,

where he was on vacation.

“] don't mean 1o be picking on the
Mormons. If 1 had decided to shoot
the film in Nebraska, 1 could have
found equivalent guotes from the Bi-
ble.” He adds thal the dedication of
the film to his father, given what
happens 1o the father in the story,
results from “'bad, and 1 guess Oedi-
pal, spirits on my side.”

The 30-vear-old Mr. Jost — who
writes, directs, shoots and edits his
movies, and often performs the

soundtrack music as well — has
made 13 films (and some 20 shorts)
over the past two decades. Several of
his films have been awarded prizes at
festivals, and some film scholars
have compared his work to that of
Jean-Luc Godard. In 1981 a retro-
spective of his films ran at the Mu-

seum of Modern Art,

*Jost is probably one of the most
prolific and consistently interesting
— and also one of the most unknown
— American film makers,” says Lau-
rence Kardish, the curator and co-
ordinator of film exhibitions at the
museumn. “His films are resolutely
unconventional. He explores the
boundaries of narrative cinema.
Though his films have a very sitrong
realistic base, he's more a maker of
films than a teller of tales.”

Distributors, even the smaller ones
on the lookout for odéball product,
have not flocked to Mr. Jost's side.
Henry S. Rosenthal, a San Francisco-
based producer who has found back-
ing for five of Mr. Jost’s more recent
features, including *'Sure Fire,” re-
ports that finding distributors for the
films is ‘'a dismal proposition.” After
nearly three years of festival show-
ings but no bites from distribution
companies, Mr. Rosenthal has had to
distribute *“‘Sure Fire’" himself. He
says, however, "I almost struck a
deal with Fine Line" on "All the
Vermeers," Mr. Josl's most commer-
cial movie to date.

Fabiano Canosa, the {ilm program-
ming director at the Public Theater,
which will show *‘Sure Fire" for nine
days, has been aware of Mr. Jost's
work for years but has not previously
booked any of his films. Mr. Canosa
says "‘Sure Fire ‘is the first one, |
think, that really has a chance 1o
draw an audience,”

Mr. Jost's most recently completed

THE NEW
January 9, 1993

Jon Jost shooting “All the
Vermeers in New York"—
Unknown after two decades.

YORK TIMES
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From ‘Vermeer’ to Obscurity

film, “The Bed You Sleep In'"-—
which he describes as “a film about
the corrosive effects of lying and
what happens when the absence of
truth becomes a socially acceptable
norm’’ — will be shown at the Sun-
dance Film Festival later this month.
But Mr. Jost won't be returning fo
Utah for the occasion. He moved L0
Rome last March, According 1o Mr.
Jost, he gets more respect in ltaly
{and much of his funding from state
television). Another reason [m_— bg-
coming an expatriate, however, is his
reluctance to pay taxes Lo the United
States Government. _
“‘My views on the subject are In my
{ilm ‘Uncommon Senses,’ "' Mr. Jost
says. 1 don't like giving my money to
criminals.” In the mid-1960's Mr. Jost
ran afoul of the Government for re-
fusing to cooperate with the draft and
spent more than two years in prison.
Jonathan Rosenbaum, a Chicago-
based film critic who this year joins
the selection commitlee for the New

Sjre”—Perhaps thist

York Film Festival, says the festival
is aware of Mr. Jost's work — though
none of his films have yet been select-
ed. “*Jost is a very solitary figure, and
that works both for him and against
him," Mr. Rosenbaum says. Although
he.is a champion of the film maker,
Mr. Rosenbaum says Mr. Jost is “in-
dependent in every sense of the word,
and | think he's rubbed some people
the wrong way."

Mr. Jost, who has just finished
shooting yet another film in Rome,
says he does not expect “The Bed
You Sleep In,” the film to be shown at
Sundance, to gel a commercial run
soon. (Aflter all, "Sure Fire'' was
shown at Sundance in 1991.) "I don’t
see the film as something strictly
literary/narrative-based but  as
something equally akin to music,
something composed,” says Mr. Jost,
who admits that such an approach
does not place him in the main-
stream, Or even close to it

“I've been unconsciously fumbling
around with that conception from the
begintiing,” he says, “but only since
‘Sure Fire' and 'Vermeers® and the
films 1've made since then do 1 think
I've finally gotten i."

Sirand Rebeasing

ime his film will be an audience-pleaser?
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FILM AND THE MODERN ARTS qu’ qj

P. Adams Sitney
Course Schedule

Screening List

LOOKING AT FILM
A NATIONAL ENDOWMEN[ FOR THE HUMANITIES LEARNING MUSEUM PROGRAM

March 14: Hans Richter: RHYTHMUS 21 (1921)
Fernand Leger: BALLET MECANIQUE (1924)
Maya Deren: AT LAND (1944)
Stan Brakhage: BLUE MOSES (1963)
George Landow: REMEDIAL READING COMPREHENSION (1971)
George Landow: NEW IMPROVED INSTITUTIONAL QUALITY (1976)

March 17: Dziga Vertov: SHAGAI, SOVIET (1926) excerpt
MAN WITH A MOVIE CAMERA (1929) excerpt
ENTHUSTASM (1931) excerpt
Peter Kubelka: MOSAIK IM VERTRAUEN (1955) excerpt
ADEBAR (1957)
SCHWECHATER (1958)
UNSERE AFRIKAREISE (1966) excerpt

March 20: Alexandr Dovzhenko: ZVENIGORA (1928)
Luis Bunuel: L'AGE D'OR (1930) Screening only, no lecture

March 21 Alexandr Dovzhenko: ZVENIGORA (1928)
ARSENAL (1929) excerpt
EARTH (1930) excerpt
Sergei Eisenstein: STRIKE (1925) excerpt
OCTOBER (1928) excerpt
OLD AND NEW (1929) excerpt

March 24: Man Ray: LA RETOUR A LA RAISON (1923)
Man Ray and Robert Desnos: L'ETOILE DE MER (1927)
Marcel Duchamp: ANEMIC CINEMA (1926)
Luis Bunuel: L'AGE D'OR (1930) excerpt
LAND WITHOUT BREAD (1932) excerpt

: e Melies: THE MELOMANIAC (1903)
JRsCHAd: = THE IMPOSSIBLE VOYAGE (1904) excerpt
HYDROTHERAPIE FANTASTIQUE (1908) excerpt
Harry Smith: NO. 12 (Heaven and Earth Magic) (1958-61) excerpt
Joseph Cornell: ROSE HOBART (1930s)
A LEGEND FOR FOUNTAINS (1950s)
COLLAGE FILMS, undated
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March 31: Stan Brakhage: ANTICIPATION OF THE NIGHT (1958) excerpt
THE RIDDLE OF LUMEN (1972)
Michael Snow: WAVELENGTH (1967) excerpt
(1969) excerpt
THE CENTRAL REGION (1971) excerpt
RAMEAU'S NEPHEW BY DIDEROT (THANX TO DENIS YOUNG) BY
WILMA SCHOEN (1974) excerpt

Carl Th. Dreyer: ORDET (1955) Screening only, no lecture

Dimitri Kirsanoff: MENILMONTANT (1925) excerpt

Carl Th. Dreyer: ORDET (1955) excerpt

Robert Bresson: PICKPOCKET (1959) excerpt

Pier Paolo Pasolini: HAWKS AND SPARROWS (1966) excerpt

e April 7: Hollis Frampton: HAPAX LEGONEMA: (NOSTALGIA) (1970)
Stan Brakhage: THE ANIMALS OF EDEN AND AFTER (1970) excerpt
7'? Robert Beavers: FROM THE NOTEBOOK OF... (1971) excerpt
H;‘.}‘I. George Landow: WIDE ANGLE SAXON (1976)

A special discussion session will be held on Monday, March 19
Films may be added or substituted without notice.

LOOKING AT FILM gratefully acknowledges the help and cooperation of the following
persons and organizations in obtaining films to accompany these lectures:
Anthology Film Archives, Mr. George Landow, Mr. Michael Snow, Mr. Peter Kubelka,
Filmmakers Cooperative, Macmillan Audio-Brandon, New Yorker Films, Corinth Films.

The use of recording and photographic devices in The Roy and Niuta Titus
Auditorium is strictly forbidden. pes of Looking at Film lectures are
available for study to members of the course by phoning Mikki Carpenter
at (212) 956-7255)%

Looking at Film is made possible by a grant from the National Endowment for the
Humanities (NEH), a federal agency. The Museum of Modern Art is a NEH Learning
Museum.

X o longen qpllt;d:l.ﬂ-_
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Dream merchants, ultrasnobs, moviemanes, filmophiles:

MOMA & THE MOVIES

Although no longer the only game in town for film history
and scholarship, the Modern remains a formidable
cultural bastion on the cinema scene

he Department of Film of the Museum

of Modern Art enjoyed a long overdue
fling with national media glory on the night
of the Academy Awards, April 9, 1979.
Gregory Peck, no less, mounted the rostrum
to present the special award, which was ac-
cepted by Richard Oldenburg. director of
the museum, and Blanchette Rockefeller on
behalf of MOMA's blue-ribbon board of
trustees. This was MOMA's first Oscar
since 1937, when it was cited for its *'sig-
nificant work in collecting films dating
from 1895 to the present and for the first
time making available to the public the
means of studying the historical and esthetic
development of the motion picture as one of
the major arts, "

No one at all knowledgeable about film
could reasonably begrudge MOMA a sec-
ond Oscar. For many years the Modern was
the only game in town as far as film history
and film scholarship were concerned. And
it remains to this day a formidable cultural
bastion on the New York cinema scene.

Andrew Sarris, a filin critic for the Village Voice
and associate professor of film ar Columbia
Untiversity, is the author of Politics and Cinema,
published by Columbia University Presy.

Top Haf (left), with Ginger Rogers und Fr
Barry and her husband, John Abbott (b
Oldenburg accepted the museum’s second

October 1979

by ANDREW SARRIS

Even its bitterest detractors concede its
massive contributions to the understanding
and preservation of the precious past, But it
does have and always has had very bitter
enemies indeed, not to mention its fair share
of internal conflicts for an institution of
such longevity and importance.

My own attitude toward MOMA has
always been friendly, yet questioning, My
first book—The Films of Josef von Stern-
berg—was published in 1966 under its aus-
pices. Yet my own early evolution as a critic
and yrian was as much a reaction against
the “*line”" of the museum as it was a bene-
ficiary of the department’s archival re-
sources. Still, whatever limitations a
museum may have, it makes a positive con-
tribution to the unending war against bar-
barism and philistinism. Any institution
dedicated to the encouragement of cinema
must contend also with the most intransi-
gent snobbery from the patrons of older and
presumably “‘finer”" arts. This attitude,
prevalent even today, was overwhelmingly
fashionable among cultivated people back
in 1935 when Alfred Barr, Iris Barry, a for-
mer London Daily Mail film critic, and her
husband, John Abbott, established the Film
Library at the Museum of Modem Art with

the help of a special Rockefeller grant.
Barr, the legendary founder of the museum
itself, was far ahead of his time in relating
film to the chic modernism of the other art
movements of the early 20th century . Barry
and Abbott flourished in this congenial
atmosphere as the first of a long line of spe-
cialists in and proselytizers for the cause of
cinema.

These were truly the dark ages for the few
dedicated film enthusiasts scattered around
the globe. The silent movies of even a few
years back were already decomposing in the
studio vaults. Although the medium was
only 40 years old, some films had been lost
as irrevocably as the missing plays of
Aeschylus, Sophocles and Euripides. Once
amaovie had been played out commercially
it was generally retired from circulation
forever. The more conscientious critics
were required to rely upon their memories
for any historical resonance. There were
few revival houses and fewer private collec-
tions. Television had not yet arrived and
L6mm film had not yet been developed as a
library tool for alternative access to the vast
numbers of 35mm films. Thus there was
something undeniably revolutionary in the
Film Library’s proposal “‘to trace. cata-

v acquisition. Headed by former London Daily Mail flm critic Iris

o ils first Oscar in 1937, Last April Blanchette Rockefeller and Richard
epory Peck (above right).

Film, Department of 1/2
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I?g"" assemble. exhibit and circulate a
library of film programs so that the motion
picture may be studied and enjoyed as any
other one of the ars, ' 5

From the beginning, however. the film

staff at MOMA was strapped for funds 1o
matc_h the "*f-““?s-“ of the undertaking, And
t!cspltc !hc individual Eenerosity in dona-
tion of films of such Hollywood luminaries
as David Wark Griffith, Douglas Fair-
banks, Mary Pickford, William S. Han,
Harold Lioyd, Samuel Goldwyn and David
O. Selznick, there was a depressing lack of
cooperation from the major studios for any
coordinated program of archival restora-
tion. Consequently, the criterion of selec-
tivity became an end in itself as a virtue was
made of necessity. Since relatively few
films could be preserved and re-exhibited,
the ones that were had to be certified as es-
thetically exemplary. Camille equaled
Garbo; Top Har. Astaire and Rogers: The
General, Keaton; The Thin Man, Powell
and Loy. Although such Hollywood movies
were considered ‘‘fun’*—and often very
accomplished fun—other sectors of the
cinema had to be given their due as well.
The categories of the foreign language
“art™* film, the “*independent " cinema, the
avant-garde, animation and the documen-
tary were, if anything, even more respected
by film critics than that of the American
narrative cinema. Thus a subtle distinction
began to evolve at MOMA between the
“‘movies’’ most people attended as a matter
of habit, and the **film'" studied seriously
by a handful of scholars.

This simmering conflict between the
moviemanes and the filmophiles exploded
into open warfare in the late '50s and early
'60s with the emergence of film intellectu-
als from France. The new breed of critic
was adept at deciphering the codes. myths
and rituals beneath the surfaces of what had
once been dismissed as mindless entertain-
ments. Their critical outlet was a flashy,
well-illustrated Parisian monthly called
Cahiers du Cinéma, and soon there were
dedicated Cabhierists on every continent
trying to answer the skeplic’s wail—
““WHO THE HELL IS HOWARD
HAWEKS?"" The new critics seemed bored
by social consciousness as such to the extent
that they failed to genuflect before the altar
of Robert Flaherty, the father of documen
tary filmmaking, and his  dedicated
disciples in the Cinematic Church of Truth.
They were more interested in the dynamics
of westerns and peliciers and action movies
of all sorts.

But the old guard, Anglo-American
critics never really accepted these Cahierist
heresies. In fact, the Museum of Modern
Art was criticized almost from the begin
ning by ultrasnobs in the field for devoting
as much screening time and archival space
as it did to Hollywood productions. After
all, what could the paintings of Picasso and
Matisse have in common with these 19th
century-in-spirit  illusionistic  spectacles
concocted by dream merchants on the West
Coast? Parallels were clearer in the “20s,

110

when the avant-garde film movement drew
much of its talent from modernist painters
such as Hans Richter, Man Ray and Salva-
dor Dali, and from such composers as Erik
Satie and Darius Milhaud. One could thus
see on the screen the same sensibility that
was on display at an adjacent gallery. From
this perspective all Hollywood movies, and
most markedly the talking pictures that
began chattering in the late '20s, were cul-
tural abominations, For a cultivated person
to take “‘movies™ seriously was to risk
being contaminated by kitsch.

Curiously, few people in Hollywood
bothered to defend the artistic worth of their
labors except insofar as their current earn-
ings were affected by adverse reviews.
Once a movie had been milked of its box-
office take, it faded from the minds of the
moguls. Their children, judging from the
current crop of memoirs, were educated at
eastern colleges to despise the productions
of papa. Art was something you found on
the opposite shores of the Atlantic: New
York, Boston, London, Paris. The Pacific
was strictly for commerce. For their part,
the moguls were prouder of the art treasures
on their walls than of the films in their
vaults. There is a long-standing story, prob-
ably apocryphal, that several studio presi-
dents made donations to the Museumn of
Modern Art with the proviso that none of
the money be given to the Department of
Film. Certainly no film-saving operation
comparable to that of the museum's evolved
in the Los Angeles area until very recently,
and even today the studios are mggardly be-
yond belief in these efforts. The American
Film Institute, an organization founded in
1967 to preserve, support, catalogue and
study American films, has helped fill in
some of the archival gaps within the past
decade—but there has been considerable
controversy within thar organization about
the order of priorities between the preserva-
tion of old films and the production of new

The Department of Film at MOMA
always had one academic card to play when
challenged by New York's culturally influ-
ential cinephobes. Even if the study of
Hollywood movies could not be defended
on artistic grounds, it could be defended on
sociological grounds. Hence, a split vision
of film history began to emerge in the pub-
lished film histories emanating largely from
the museum, Whereas films from [895
through 1929 were treated as art, post-1930
films were treated as sociology. The art of
the film wis described in considerable de
tail from the pioncers—Edison, Lumiére,
Mehes, Porter—through Griffith (imtuitive
imnovatons in editing, framing and compo
sition). Fla actoality), Stroheim (real
1sm). Mu 4 movement), and,
ultimate] ont < and on o
he [ Silence around
was de

istical

1970 By o ik nema
senbed I {her n sty
Iy. La ¢ / v P i to be
1 fiee o Worath about
Fower '\'Ik‘[

rop of film

about Pe
Poventy. Citizen Kane abot
sound the MOMA-supported

Film, Department of 1/2

Greta Garbo as a gloomy Anna Christie
downs a whiskey before a packed house in
the museum’s projection room, opened in
1939 {top). A split vision of film history
emerged in MOMA publications, which
treated films made between 1895 and
1929 as art, posi- 1930 efforts as sociology.
Qualifying as art were The Cabinet of Dr.
Caligari (center) and The General
(bottom), with Buster Keaton.
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After the Golden Age of Silence,
cinema was described thematic-
ally rather than stylistically

by the department. The Grapes
of Wrath (left) was supposed

to be about Poverty. The
kneeling figure on the right is
Henry Fonda. In 1962 the muse-
um saluted the films of Howard
Hawks, an out-and-out Holly-
wood cult director; among
them, The Big Sleep (below
left), with Lauren Bacall and
Humphrey Bogart. Teresa
Venerdi (below right), directed
by Vittorio de Sica in 1941,
starred Anna Magnani.

There has been a noticeable
lack of snobbery in the past
two decades from an
adventurous and innovative
staff. Recent screenings have
included How to Stuff a Wild
Bikini (above left), with
Mickey Rooney and a cast of
vintage beach bunnies, Alfred
Hitcheock's Psycho (above
right), with Anthony Perkins
he Texas Chain Saw

historians doubled as social historians.
Sicgfried Kracauer’s From Caligari 1o Hit-
ler became the model of film scholarship.
Lewis Jacobs® The Rise of the American
Filin became the standard text for the few
American universities with film courses in
the '40s and '50s. Richard Griffith, long-
time (1950-65) curator of MOMA 's Depart-
ment of Film, collaborated with Arthur
Mayer on a critically slanted Hollywood
picture book, The Movies, in which the au-
thors masked their own likes and dislikes by
attributing them to the *‘public.”” Well into
the *50s any serious student of film was sys-
tematically indoctrinated in this way with
the ideology of MOMA. Even the prints
that were used in classes came from the
MOMA archives and were accompanied by
critical texts appended to the print. The one
I remember most vividly was the one at-
tached o The Cabinet of Dr. Caligari. 1 do
not recall the exact text, but its drift was that
Caligari was an early example of German
Expressionism, and that it exercised no
influence on subsequent film production.

I do not know exactly when I began to be
restive with the MOMA “‘line,”" but gradu-
ally through the "50s I began to discover that
film history was far more copious and com-
plex than | had imagined. The revivi
houses around New York had been nourish-
ing my idiosyncratic sensibility all through
the late "40s and carly "50s. Then television
launched its own flood of television reviv-
als. Film historian William K. Everson's
movie buffish Theodore Huff Society met
regularly in small meeting rooms to look at
maovies hitherto considered too obscure for
archival restoration at MOMA. 1 even made
a tnp to Rochester to inspect some of the
movie treasures gathered by James Card
and George Pratt at Eastman House. What
was most striking about the Eastman collec-
tion was its large compilation of German
movies from the Kaiser through Weimar
through Hitler. MOMA,, particularly during
the directorship of Willard Van Dyke
(1965-73), was very skittish about showing
films from the Nazi era. Even Leni Riefen-
stahl’s landmark works had to be handled
with a gingerly ideological disclaimer. The
gospel, according to Saint Siegfried
Kracauer, was that art and fascism were
antithetical.

By contrast, the Cinématheéque Frangaise
headed by Henri Langlois and Mary Meer-
son in Paris had become legendary as a
veritable warehouse for movies of all Kinds,
sizes, shapes and descriptions. It was at the
Cinemathéque that I saw Howard Hawks'
Scarface for the first tme. And it was in this
period that an articulate and illuminating
essayist named Andre Bazin, cofounder of
Cahiers du Cinéma, emerged on the film
world s critical scene to challenge the mon-
tage theories of the Russians and their

lo-American disciples. Bazin's writ-

gs legitimized the most indiscriminate
torms of moviegoing. He was among the
first estheticians to treat the sound film as a
progression rather than a regression from
the silent film, and he could discern the sub-

1

Film, Department of 1/2
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Florida: BUYWAYS GALLERY,

1311 Main St., Sarasoto ®

DE LIGNY ART GALLERIES,

709 E. Las Olas Bivd,, Ft. Lauderdale ®
RAUCHBACH GALLERIES,

1007 Kane Concourse, Bay Harbor lslands

Georgia: R.J.K. GALLERY,

1197 Peachtree 5t Atlanta

Minois: GUILDHALL GALLERIES LTD
132 E. Delaware, Chicago
Massachusetts: MIMI'S GALLERY
Water St., Edgartown

Michigan: GALLERY CHRISTINE PLUS
129 E. Bay St., Harbor Springs

Member of! ALLIED ARTISTS of AM
BCL

BONDED BROMIE CASTIM

New Jersey: KORNBLUTH GALLERY,
7-21 Faidawn Ave., Fairlawn e
REESE PALLEY FINE ARTS LTD.,
Arkansas & Boardwalk, Atlantic City ®
SYDNEY ROTHMAN, THE GALLERY,
21st St on Central Ave,, Barmegat Light
New York: ART at the COMCORD LTD.,
Kiamesha Lake ® MADISON AVE
GALLERY, 985 Ma n Ave., New York
i ™ : ALLERY INC

lime style of a Hollywood movie even amid
its conformist content. Almost simultane-
ously the development of rationales for Pop
art in America and England sounded a death
knell for antikitsch attitudes. The *‘chil-
dren’’ of Bazin and Langlois who made up
the staff of Cahiers du Cinéma and much of
the nowvelle vague influenced film tastes
around the world. One of the basic tenets of
Frangois Truffaut’s la politique des au-
teurs, which [ later condensed into the au-
teur theory, was that every film of a director
was relevant to an appraisal of the director’s
career, not just his critical or commercial
successes. The directorial retrospective be-
came a staple of revival programming, and
gradually even MOMA began to make this
policy more the rule than the exception.

A dividing line for MOMA can be dis-
cemned in 1962, On April 12 there was a
special evening for John Grierson, the Scot-
tish filmmaker (Drifters. Night Mail).
founder of the National Film Board of
Canada, and a theoretician who had not
only coined the word *‘documentary”” (in
1926 review of Robert Flaherty s Moana).
but who had imbued it with ideological fer-
vor and a visionary program. Overtly or
subliminally, Grierson was probably the
most influential phrasemaker for a genera-
tion of realist estheticians conditioned to
hate everything Hollywood represented.
Then on May 31 and through September 1,
MOMA presented **'The Films of Howard
Hawks,” a program organized by Peter
Bogdanovich in conjunction with Para-
mount and its promotion for Hawks®
Harari!, an African safari vehicle for John
Wayne. Bogdanovich was then a
Hollywood-oriented journalist on the fringe
of the Cahiers movement, who had film-
making aspirations of his own. In dialecti-
cal terms, Bogdanovich could be
considered the antithesis of Grierson. This
was the first time that MOMA had honored
an out-and-out Hollywood cult director
with no prominent place in the standard
Anglo-American film histories published
up to that time. This did not mean, how-
ever, that Griersonianism was being entire-
ly supplanted by Hawksianism at MOMA.
To the present day the claims of non-Holly-
wood works are amply honored in the mu-
seum’s programs. The very innovative
Cinéprobe program, for example, has of-
fered filmmakers outside the commercial
mainstream regular opportunities to present
not only their works but also themselves to
interested audiences.

There has been a noticeable lack of snob-
bery in the past two decades from an adven-
wrous and innovative staff. The Fflm
department, directorless since the departure
of Ted Perry (whose tenure lasted from
1975 to 1978), is currently administered by
Mary Lea Bandy and includes such widely
experienced programmers and researchers
as Eileen Bowser (curator), Adrienne Man-
cia (curator), Larry Kardish, Charles Sil-
ver, Stephen Harvey, Mary Corliss and
many others, A recent program of Italian
films from the Mussolini era demolished the
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Iong_~heid contention that cinematic art and
fasc:sn:: could not coexist. (It also reflected
a special interest of Ted Perry and Italian
film scholar Adriano Apra.) The 1979 sum.
mer program of features from American
International Pictures took MOMA into
what was once decreed as off-limits prem-
1ses of schlock with such formerly despised
genres as drive-in, motorcycle and beach-
blanket fantasies. Conversely, the month of
July at MOMA was devoted to exhibiting
“Thirty Years of American Independent
Cinema.”" The program consisted of 56
“*highly symbolic motion pictures " ranging
in length from eight seconds to three hours
and embracing the work of such artists as
Jonas Mekas, Frank Mouris, John Whitney,
Kenneth Anger, Warren Sonbert, Michael
Snow, Stan Brakhage, Storm de Hirsch,
Hollis Frampton, Elia Kazan, Ralph Steiner
and Irving Lemner.

Museum director Richard Oldenburg has
summarized MOMA s film-programming
dilemma succinctly: **At every cocktail
party somebody blasts me for showing ob-
scure Bulgarian films, and then somebody
else blasts me for sinking down to the vulgar
level of American International Pictures,
But the same range of comments can be
heard about our exhibits in painting and
sculpture. ™"

To the charge that the museum has never
spent enough money on the Department of
Film, Oldenburg replies with the assertion
that more money is spent on film than on
any of the other departments. Insiders com-
plain that this assertion is misleading since
film generates much more revenue than the
other departments and requires a much larg-
er staff. In Paris the Cinémathéque had
traditionally held screenings at six, eight,
and ten p.m. so that people with jobs could
attend. At MOMA the last screenings are at
six p.m., except for Thursdays, when the
last showing is at 8:30 p.m. Critics contend
that this encourages a dilettante audience
with time to kill idly in the afternoons.

Oldenburg cites the problem of space and
security for the galleries as one of the per-
sistent problems at MOMA. Current expan-
sion plans call for the museum to be
enlarged in the early '80s and include the
addition of a second screening auditorium.

Film, Department of 1/2
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In this way Oldenburg hopes (o use one

room for regular screenings of the mu-

seum's 8.000 films in its historical cycle

and the second room for special programs.
As a critic and film historian | cannot see

much wrong with the current policies at

MOMA. What I regret is that the Rockefel

lers, literal and figurative, do not yet seem

to have perceived what a priceless treasur

is to be found in the accumulating
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Charles Street, Baltimore, Maryland 21201 (301) 837-3575
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11 West 53 Street, New York, N. ¥. 10019 Tel. 956-6100 Cable: Modernart

'CINEPROBE

Tuesday, May 5, 1970 at 5:30 p.m.

AN EVENING WITH WALTER GUTMAN

THE GRAPE DEALER'S DAUGHTER. 1969. A Film-makers' Distribution Center release of
Hawk Serpent Productions. Produced, written and directed by Walter Cutman.
Fhotographed by Walter Gutman, Louis Brigante, John Delaney. Edited by Louis
Brigante. With Walter Gutman, Anna Norteus, Linda Rubera, Paul Rubera, Lucinda
love, David Harting, Paula Tinghe, Charlene Hess, Michael Levy, Marvin Scharfstein,
Hanne Weaver, Linda Rubin, Serafina Mafia, Trudy Young, Suzanne Perry, Judy Van
Hook. Color. 90minutes.

"Shirley Clarke, who brought THE GRAPE DEALER'S DAUGHTER to the attention of
Willard Van Dyke, said:'Walter, I guess we should think of it as one of those

very lucky accidents.'

Which is all right by me because I am not a professional movie maker nor even a
practised underground film maker. The GDD was completed within my first twelve
months of f£ilm making. So were half a dozen other films including MUSCLES AND :
FLOWERS which, like THE GRAPE DEALER'S DAUGHTER is about 90 minutes long. So you .
can see that turning out a substantial quantity of film is not particularly difficul
nor is it enormously expensive if you conceive the stories, handle the camera, do
the splicing, act in it yourself. The question then is how many people want tc see
what you have done.

To my mind low cost is one of the characteristics of the underground movie. If <
you are working with a budget that is big enough so that you can hire a camera crew,
script girl, masseuse or masseur, etc., you are making a movie which has its start
above ground. Many of the greatest movies--in fact most--have had their starts
above ground--though the old style Hollywood producer probably would'nt have thought
of some of those budgets as being much more above ground than the average earth-
worm. But the old style Hollywood producer has passed into history with the sabre-
toothed tiger(well, almost), and his point of view no longer has significance.

The typical underground movie however, really is low cost--I have been told that
CHELSEA GIRLS cost only $3000, That seems a little too low-- its real cost was
probably $10,000 to $15,000-- but whatever the real arithmetic, it was very small
compared to anything aboveground. The significance of figures of such modest
magnitudes is that the underground movie is characterized by being personal rather
than by being expert. Not that some underground film makersare not extremely expert--
1t would be pretty hard to find someone more expert with a camera than George Kuchar
or someone more expert at relating music and sound to image than Storm De Hirsch——
but the total expertness that one sees in overground movies--clever titles, for
instance--elaborate sets--extremely clear camera work--too clear often to my mind--
not related to life, lacking in plastic or emotional significance--or expert acting
—+to have all of them takes a lot of money--and such movies whether they are among
the few great or the mediocre ma joriiy don't have the particular accent of the
underground--in this case too the few great and the majority which don't work out

that intensely well.
+« s s cOntinued
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I don't think THE GRAPE DEALER'S DAUGHTER would have been better if I had had
a large budget. The title area I am not particularly fond of, If we had had
the money to hire expertise in that field, this area could easily have been
improved, But then the improvement might have hurt the whole. In other words,
to introduce a particular area of professional excellence into a mass of happy
accident might have taken some of the accldent away. But anyway we didn't
blave the money.
Part of what the picture has, if it has anything, is its naivete, its accidents
== which would have been eliminated with money. If one thinks of an accident
as a type of natural phenomenon and not a mistake, then having accidents can
be very enriching. In other words, you can think of accidents as being one of
the mothers of invention.
I suppose I should say a word as to who I am and why I suddenly started to make
movies, Well about two weeks from now I shall be 67 years old, which entitles
me to enter certain theatres like the Baronet at half price. I never really
intended to be a movie maker but certain accidents occurred. The first was when
Mary Frank beguiled me into raising the money for PULL MY DAISY in 1958. The
second was when George Kuchar said he would like to do a film based on a story
I wrote about a beautiful circus acrobat and a freaked-out Swedish blonde who
was developing film in my bathroom. This turned out to be UNSTRAP ME. It was
George who made me a film star. He decided not to have some actor made up as
an old man play the role of the dirty old man in the story but to have a genuine
senior citizen do it. Then I decided that the special vision I had about women
——the sort of women you see in circuses, roller derbies, wrestling rings, would
never be realized by anyone but me, because very few others cared. So inept as
I had always been with anything mechanical, I decided to make movies. Well, it

just was a surprise that people like Louis 3rigante, Jonas Mekas, Shirley Clarke,

Willard Van Dyke liked what I did. Iy original ambition was very small and very
personal. And it is an accident that GDD is shown at MOMA."
--Walter Gutman - 1970
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i ”/ work only with that Iittle dot. the human being...
| Thatis what | try to dissect and to penetrate more and
. more deeply, in order to trace its secrets.” Ingmar Bergmann
-’f. ~ Beginning in May 1995, seven of New York Citys leading
-~ cultural institutions and his U.S. publisher will present more. §
~ than 350events to honor one of the great artists of the
~ twentieth century — Ingmar Bergman.
~ The Bergman Festival marks the first comprehensive
| retrospective of his work over the last half century as a
| director and writer. The result Is a portrait — on stage, on
- Screen and on paper — of a career marked by masterful
- accomplishments in creatively exploring the human mind,
heart and soul
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Ingmar Bergman Festi endar For May, June, July 1995 *
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Brooklyn Academy of Music
30 Lafayette Avenue, Brooklyn, NY 11217
Karen Brooks Hopkins, Executive Producer Bergman Festival

Under the patronage of
Their Majesties King Carl XVI Gustaf
and Queen Silvia of Sweden

Hanarary Chair
Dag Sebastian Ahlander Consul General of Sweden

Festival Chairs
Michael J. Fuchs Chaiman and CED, Home Bax Office

Farticipating Organizations

The Museum of Television & Radio
The New York Public Library For The Performing Arts
Thirteen/WNET

Disgn, Vignedl Associates, New York
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Department of Film
Film Programming 1971-72

We are considering the following programs from July 1, 1971 chrough June
30, 1972

THE ROCTS OF THE AMERICAN MUSICAL FILM: 1927-1932. This program is basic to
the understanding of the evolution of the American musical. The title is
self-explanatory. What will be interesting for our public is the number of
films with Technicolor sequences made in 1929 and 1930. Some very rare films
will be shown, many of which have not been seen since their first release.

We will show approximately 30 films.

RECIPIENTS OF THE JOSEPH BURSTYN AWARDS. 8Since 1953, the International Film
Importers & Distributors of America have given awards for the best foreign
language film released in the U.S. Our Department would like to acknowledge
the work of "IFIDA" by showing the films that were chosen. We would show
¢a. 15 films. The selection is an excellent one and includes films such as
JUSEICE IS DONE; GATE OF HELL; UMBERTO D; LA STRADA: HIROSHIMA MON AMOUR;
8 1/2, ete.

NEW CINEMA FROM QUEBEC. It is more difficult to see French Canadian films
here than films from English Canada yet many interesting new filmmakers have
emerged from Quebec such as Pierre Perrault and Jean Pierre Lefebvre. We
would like to show about ten films from French Canada.

A MAJOR GIFT: THE FILMS OF OTTO PREMINGER. Otto Preminger has donated ten of
his films to our collection. It is very possible he will try to give us other
films if he can. Preminger is a major American director who has become
controversial during the last few years. He is much more esteemed abroad
than he is by the daily critics in this country although new film magazines
such as On Film are devoting ma, or articles to his work. It is time for a
retrospective of his films so that his work can been seen in perspective.

SEMAINE DE LA CRITIQUE, 1971. This year we did our first program of films
shown at the French Critics Week in Cannes. The selections were, we felt, so
important and umusual that we decided to try to_do the\ﬁem&ine each year.

The program consists of an international selection of films by new filmmakers--
personal films and films of social and political import. We hope to show

about ten films. (Included in our Semaine this year were films from Africa

and Latin America-- films which ordinarily would not have been available to usJ
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SEVENTY YEARS OF BRITISH CINEMA. This program will trace the history of the
Britist film from its inception to ca. the early 1960's. The show will include
not only commercial cinema, but also documentaries, experimental and short
films. It will probably be the largest British film program ever held in

the U.S., and we hope to show at least 50 programs.

SURVEY OF THE NEW AMERICAN CINEMA. It is time that the new American Cinema
be seen in perspective. The major trends will be traced from the early 20's
until today. This is a tentative show -- it will be very difficult not only
to research but it will also be difficault to obtain many of the films. By
the New American cinema, we mean independent, non-commercial cinema as ex-
emplified by the work of Maya Deren, Kenneth Anger, Bruce Baillie, Bruce
Conner, Michael Snow, Hollis Frampton, etc.

FIIM PRESERVATION: LIBRARY OF CONGRESS. The Department of Film will have dore
two major shows on film preservation between October 1970 and June, 1971;
films preserved by the American Film Institute and by the George Eastmen House
We would now like to make a selection of about 10 to 15 films preserved by the
Library of Congress. We will show American films which have rarely been seen
since their release.

NEW CINEMA FROM SWITZERLAND, Two or three interesting new directors have
emerged from Switzerland during the last three years. We should like to do

a short program of films which shows the emergence of a new cinematic sens-
ibility in Switzerland. This would be a program of about five to seven films.

THE MANY FACES OF LON CHANEY. It is rare that the Department of Film pays
homage to an actor, but certainly there has rerely been an actor with the
versatility of Lon Chaney. This program will also give us an opportunity to
show some rare silent films which inecludes some of the finest work of the

director Tod Browning.

A GIFT: THE FIIMS OF NORMAN JEWISON. Norman Jewison, the American director,
has recently donated three of his films to our Archive, THE THOMAS CROWN AFFAIR;

IN THE HEAT OF THE NIGHT:; THE RUSSIANS ARE COMING, THE RUSSIONS ARE COMING.
It is possible he will give us even more. In essence, this would be a new

acquisitions show.

AN HOMAGE TO RENE CLAIR. Our Department has been in touch with Rene Clair
in order to do a retrospective of hie films. Rene Clair has been directing
We would include the works of his American period as well as his

since 1923. : .
We would hope to do between fifteen and twenty programs.

French films.

A SELECTICN OF NEW SOVIET FIIMS. Films mede in Russia are very seldom seen
in the U.S., yet nearly 100 feature films are made in that country each year.

We plan a sedection of about 12 movies from the production of the past five

years.
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PHOTOGRAPHY REVIEW

Film Stills as Art in Their Own Right

PAMPHLEI

By CHARLES HAGEN

The idea behind "Stills,”” .at the
Museum of Modern Art, is so smart
and timely that sooner or later some-
one was bound to organize a show
based on it. In recent years, many
artists, including Cindy Sherman and
John Baldessari, have borrowed the
distinctive style of movie stills, or
incorporated the images themselves
into their artworks. "'Stills”" presents
more than 200 black-and-white exam-
ples of the real thing, chosen from
among the four million photos in the
museum's Film Stills.Archives.

The exhibition was organized for
the museum's department of photog-
raphy by Douglas Blau, a critic, cura-
for and artist. In recent years, Mr.
Blau has presented encyclopedic
compendiums of magazine images
and other pictures, organized into
complex sequences based on subject
matter and style.

One of the intriguing aspects of
stills is how uniform they are, and
Mr. Blau's tation underscores
that fact. 8-by-10-inch prints are
shown in black frames stacked three
deep, forming a continuous band of
images around the room ; perhaps not
‘coincidentally, the installation looks
like a Conceptual artwork from the
1970's by Hanne Darboven or Sol
Le'

Witt.
_As he has in earlier collections, Mr.
m.-md-ﬂn-pn'atnmnmrdm;

A former publicity
tool is on display at
the Modern.

to shared motifs, starting with photo-
graphs of individuals reading, writing
or looking at maps and proceeding to
pictures of small groups of people at
nightclubs and parties. From there he
shifts to images of larger gatherings,
including formal balls, legislatures
(among them the Roman Senate and
the Round Table) and courtrooms
and trials of various sorts, before
returning to pictures of groups of two
or three.

THE NEW YORK TIMES. FRIDAY, AUGUST 19, 1994

nre of raphy. If most movies
§Ere epheﬁ‘:rl:f slipping back into ar-
chives after their commercial
es, film stills are even more fleeting,
doomed to sink into the ocean of anon-
ymous photographs once they fulfill
their purposes as publicity.

In an accompanying statement,
Mr. Blau declares that the imagery of
film stills “‘might be said Lo rival both
photojournalism and  19th-century
genre and history painting" in their
variety and scope of pictorial inven-
tion. Despite this sweeping state-
ment, though, the show seems to em-
phasize how narrow a range of motifs
and approaches movie stills encom-
pass.

Moreover, surprisingly few of the
images are interesting as anything
more than mementos of the movies
they pr 1. All record scenes

This ordered flow of images
clear that stills, like movies them-
selves, tend to favor certain constel-
lations of characters. In itself this is
not a revelation: buddy movies and
[ d extra have been
around a long time,

But the show also demonstrates
that stills are hybrids in which picto-
rial conventions of photography and
maovies are blended in differing pro-
portions. Some of the pictures are

lighted according to the shifting fash- |

ions of portrait photography, while
others reflect changing notions of set
design in film.

In any case, the show is a pioneer-
ing attempt to examine a neglected

someone thought would capture the
dramatic essence of a movie, or at
least be tantalizing enough to attract
audiences; for the most part, though,
the photographs remain visually
bland and seldom rise above thejr
commercial function,

For some well-known films, the
stills do not even record the most
dramatic evenis. For example, Al.
fred Hitchcock’s effervescent ;nn.

ery “To Catch a Thief” is represent-
ed by a still of Cary Grant, the film'’s
elegant cat burglar, standing by a
issing are the mo-

{

lovers fall into one another’s arms (in
lact, there’s no Grace Kelly).

Such an omission seems worthy of
note, but the show offers no verbal
lpulys!s of any of the stills, and does-
't even say which movies the images
were made for, or who the actors in
them are, This refusal to identify the
stills seems to be an attempt to focus
altention on the photographs them-
selves and avoid turning the show
into a movie trivia game: Just who is
that actress sitting with Groucho
Marx?

But the movies, and their stars, are
far from anonymous. Included are
stills from such classics as '‘Rebec-
ca,"” “The Magnificent Ambersons,"”
“Scarface,”” “Ben Hur" and “M";
among the stars depicted are Mar-
lene Dietrich in “The Scarlet Em-
press,” Bette Davis in "All About
Eve,” Bob Hope in a powdered wig in
“Monsieur Beaucaire,” and Peter
0'Toole in “Lawrence of Arabia,”

The result is apt to be exactly the
opposite of what was intended. View-
ers may linger over each picture,
trying to place the scene it depicts,
rather than pay altention to Mr,

C21

Museum of Modern An

A still from the 1926 film “Ben Hur," at the Museum of Modern Art.

Blau's conceplual consideration of
stills as a genre,

Despite these flaws, “Stills” re-
mains a fascinating show, raising in-
iriguing questions not only about the
similarities and differences among
stills, but also about the various ways
in which photographs and film can be
used to tell stories. A show that tack-
les a premise as ambitious and chal-
lenging as this one can be forgiven

many lapses of execution.

“Stills" remains al the Museum of
Modern Art, 11 West 53d Street, Man-
hattan, through Oct. 11.

- More art reviews appear
on page C25.
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By J. Hoberman

“‘Gaumont Presents: A
Century of French
Cinema"’

At the Museum of Modem Ant
January 28 through April 14

Blink
Dwected by Michae! Apted
Written by Dana Stevens:
Produced by David Blockar
Released by New Line Cinema

The movies are to France as the
automobile is 1o the United
States—a national symbol of an
industrial paradise lost. The fer-
vor with which the French fought
to modify GATT is a reminder
that, for the first two decades mo-
tion pictures existed, France dom-
inated the international
marketplace, !

A near perfect vertical monopo-
ty, Path¢ Fréres developed the
standard motion picture camera
and manufactured its own flm
stock: it also invenied the first
weekly newsreel and, in Max
Linder, created the first intera-
tional star. Ninety years ago, Pathé
was responsible for more than half
the films produced anywhere, re-
leasing twice as many movies in the
US. as all American firms com-
bined. Back then, Path¢'s lone chal-
lenger (and eventual successor) was
also French—the film siudio
founded by a manufacturer of pho-

graphic supplies, Léon G

The subject of a 10-week retro-
spective opening Friday al the
Museum of Modern An, Gau-
mont is the world’s oldest surviv-
ing movie studio. Still the largest
“#tudio in France, Gaumont has
underwritten classic films from
Dreyer's Jeanne d’Arc and Vigo's
Zero de Conduite to Bresson's A
Man Escaped and Syberberg’s
Parsifal. But the MOMA series’s
first eight programs offer numer-
ous examples of the movies Gau-
mont made when France was
number one.

That more than three-quarters
of pre-World War | French mov-
ies have been lost gives these new-
ly restored shoris and actualités
(mewsreels) particular weight,
even as their inky blacks and ra-
zor-sharp focus justify Léon Gau-
mont’s vaunted concern with the
quality of the photographic image.
Like many carly producers, Gau-
mont was part businessman, part
inventor; MOMA's opening pro-
gram is devoted 1o his studio’s
early experiments in color and
synchronous sound. In general,
however, Gaumonl was more in-
terested in hardware than soft-
ware, delegating considerable au-
thority to his secretary Alice Guy-
Blaché (1873-1968), who served
as the studio’s artistic director be-
tween 1905 and 1907,

While Guy hersell made numer-
ous one-reelers, her most endurnng
creation was Gaumont's “house
siyle.” In part 1o save money,
Gaumonl films were less studio-
bound than Pathé's. Guy was the
first fil ker 1o scoul | ing
locations, often inventing scenari-
os around specific settings. Many
of these were improvised farces
and chases, shot in Paris neigh-
borhoods. Such crazy comedies,
most directed by Louis Feuillade
and Jean Durand, had a decisive

N LT T
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impact on Mack Senmctt and,
through him, on the entire Ameri-
can slapstick tradition. Guy her-
self later moved to the U.S. and,
al one point, ran _her own studio
in Flushing, Queens; she was suc-
ceeded as Gaumont's artistic di-
rector by Feuillade

Gaumont was generally associ-
ated with apen-air shooting, but it
also provided a home for the
graphic artist Emile Cohl {1857~
1938). hired by the studio in
1906. In his way, Cohl was as
pragmatic as Guy or Feuillade
Although animated films predate
Cohl's work, he was the first real
artist to explore the mode; his se-
ductively free-form, cut-and-pasie
mixture of staged slapstick, trick
photography, and disparate ani-
mation techniques suggest an un-
derground practitioner like Harry
Smith or Lewis Klahr working for
a mass audience

Indeed, many of Cohl's movies
are self-reflexive. Le Miroir ma-
gigue (1909) introduces a looking
glass which, not unlike a hidden
camera, reveals people’s past be-
havior (and then compels them 1o
act it out), In the split-screen Les
Locataires d'd cdré (1909), a cou-
ple of elderly voyeurs are pun-
ished when the object of their at-
ftention lums oul 10 be a magician
who ultimately vaporizes them. In
Le Binétoscope (1909), a dancing
clown unveils an anthropomor-
phic caricature machine that sug-
gests a smiling movie projector
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Cohl's well-known Le Peimire
néo-impressioniste (1910), shown
at MOMA in a sumptuous tinted
print, is an early example of vul-
gar modernism—notl so much a
joke on avant-garde art as it is a
Jokey avant-pop approximation af
vanguard lechniques. An  artist
shows a potential buyer a series of
one-color canvases—each subse-
quently revealed to be a mono-
chromatic landscape. (Red is a
cardinal eating lobster with toma-
toes by the banks of the Red Sea:
green, a devil playing billiar
with green apples while drinking
absinthe on the lawn.)

The least-known of the forma-
tive Gaumont directors is Léonce
Perret (1880-1935), who joined
the studio in 1909 as an actor,
directed himsell in a series of
Linder-like comedies, switched 1o
more naturalistic melodramas, and
in 1913 directed the feature-length
L'Enfant de Paris (1913), Last
shown here (in a less complete
print) at the 1977 New York Film
Festival, L'Enfant is & sull effec-
tive thriller in which a Shirley
Temple-like bourgeois tot is ap-
parently orphaned, shipped out to
boarding school, lost, abused by a
drunken shoemaker, kidnapped
by “fes pirates de Paris” and hid-
den in a garret, Kidnapped again
and carried off in a basket of rags
through the back alleys of Mont-
martre, spirited 10 Nice, and final-
Iy saved by a plucky orp boy

While the eponymous ¢ [ 15

1)
| A

Bresson's A Man Escaped, part of the MOMA series celebrating Gaumont

an astonishingly well-behaved and
compliant child, the true star is
Perret’s naturalistic mise-cn-scéne
and inventive camera placement
(a high-angle shot framing a
speaker on a balcony with the
crowd below; a window break-in
shot from within the darkened in-
terior). As in many of the early
Gaumont films, the use of natural
light is so radianl il suggests a
tactile love for the photographic
image.

The success of L'Enfant de Par-
is and Fantomas, the first of the
epic senal melodramas that would
¢levate Feuillade into the panthe-
on, helped propel Gaumont past
Pathé as the world's major movie
studio. But it was the catastrophic
European war that broke oul the
following summer that truly
changed the natore of the movie
business—maiming the French
image empire and opening the
way for Hollywood's triumph

In its way, Michael Apteds Blink
offers an allernative history of the
movies. The film's protagonist
(Madeleine Stowe) is a blind
woman who gels corneal trans-
plant surgery and gradually re-
gains her sight. What she sees is
first represented as prismatic
white light and unfocused smears,
fater as a haze of warped street
scenes and astigmatic faces.
Quickly losing its visual inng-
cence, however, Bifak devalves
from a Stan Brakhage movie into

a woman-in.danger thriller. The
payoff is Stowe's hot
with a charming if diffident police
detective (Aidan Quinn).
Similarly, the introduction of a
serial killer (however umiquely
motivated) serves 1o banalize
Dana Stevens's script, which, ini-
tially at least. suggests a "d0s ex-
perimental psychodrama with a
sordid, neurotic edge, The hergine
was blinded as a child when her

mother smashed her face mto a
mirror, and although she recovers
her sight, she still lacks self-image.
Unhappy with her reflection (de-
spite its resemblance 10 Made-
leine Stowe), she’s convinced that
she looks like her mother, telling
the detective (an unsatisfactory
stand-in for a shnink) that “the
last time I looked, | was a little
1

Thus, Rlink quickly normalizes
itself although, sumpluously shot
by Danle Spinotti in a series of
desolate neighborhoods, it offers a
dankly glamorous vision of Chica-
go. The special effects were de-
signed by compuler animator Arp
Durinski, the impersonal direc-
tion might have been designed by
one of his computers, | |

861 1 Lmniged 3I0A
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By THELMA ADAMS

" 'HE Asian invasion continues
4.« M with “South Korea: Ten Years

iy of Cinema 1983-93."
”‘-'Hrvs A joint effort of the Asia Society

PP Ly Kt U, T

orean, with English subtitles —
s tonight through June 13.
D 1 p ; / Korean cinema’s 75-year history -
f eY K flects the region's turbulent
past. The last decade has seen a
“movie renaissance in the South,
“following the fall of General Park
3 Chung-hee's military government
and the official end of film censor-
| shipin 1985,
| While government censors re-
‘Estricted political and social con-
- tent during two decades of mili-
<tary rule in the '60s and '70s, they
"sanctioned sexually frank materi-
~al. Perhaps the censors believed
~that when the people think of sex,
\tHey forget Communism, :
a1l Polished and assured, contem
‘\rary Korean films tend to fall into
-ithree categories: historical, urban
contemporary, and Buddhist.
5624The Spinning Wheel” (June 9, 6
S;s.'ih.. ‘MoMA; June 10, 2 p.m., TAS),
Ea ‘sumptuous 1983 costume drama

-atar

N e Y

E YARN: Shin Il-young in
@The Spinning Wheel.”

‘u‘l L1y :.‘:.'

'}, rare power and insight set in the
yChoson Dynasty (1392-1910), would
be a must-see in any festival.

| | Lee Doo-yong spins a yarn about
' & beauty (Shin Il-young) married
| oﬂ to a dead bachelor to ease his
soul's passage. Shin expresses
emotion almost entirely with her
e:ren and the graceful movement
p her body swathed in layers of
f!&th. tedly, the heroin

Raped repeatedly, the heroine
seems to find true love with a
ant who, in fairy-tale fashion, is ac-
tually a nobleman — but her happi-

\ ness is short-lived. In this gorgeous
fahle of women's resilience and
powu‘lwmmss in feudal Korea, dj-
rector Lee sets off an emotional
firecracker with a long fuse,

. In’ contrast, Jang Seon-woo's
parable about contemporary Ko-
rean e&plta.llsm. “The Age of.
Success” . (Wednesday, 6 p.m.,
TAS; June 12, 2 p.m.,, MoMA), is
humuroua slick and fast-paced.’

. Kim Pan-chok (Ahn Seong-ki), a
ha.nduolm marketing whiz, could
léellsandtodueﬂnoma.ds.Atho
‘ oughly modern anti-hero, he's a
failed poet who worships cur-

Hiuer (*apoor
‘;?Imm@ sanmeeourm :

explores 10 years of

contemporory cinema

i ln business,” says Kim).

Bt ; aln.dmrtm:gw”mween
Wwo_riv ve companie
BT a0 peiing sompenien
" soul. This black comedy about the
dark side of Korea's economic
‘miracle should be a required text

for first-year M.B.A. students, -
;"Come, Come, Come Upward!"

followa the spiritual journey of a

:,'m.ms Buddhist, played by Kang

| Su-yeo -yeon. Kang, the most hlghly
%'ncclalmed actress of her genera-
 tlon, won best actress at the Mos-
I cow Film Festival for her perfor-
mance In Im Kwon-taek's 1988
£ movie.
| Im also directed “Sopyonje,”
which opens the festival tonight
, at 6:30 at the Asla Soclety. The
' top-grossing Korean film ever
| swept the 1893 Korean film
. awards and will be repeated at
| MoMA on June 11 at 5 p.m.
Vi — ——
Society, 728 Park Ave,, at 70th
su?d:"nrﬂmum of Modern Art, 11 W.
$3rd St. For ticket information call (213)
817-ASIA (TAS) or (212) 708-8480 (MoMA).
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Celebrating a Ford from our past

By JERRY TALLMER

i Close your eyes and think of
John Ford. What do you see?
! Here is what I see, or, through
see:
Victor McLaglen with pig-ter-
ror eyes wiping his big beefy face
in its fatal web of lies. Tall, young|
John Wayne leaping forward bet-
ween galloping horses to recouple
a wagon to its runaways.|
Old Charlie Grapewin spittin’ ter-

- backer juice into poverty dust.
| The Seventh Cavalry roaring in

over the horizon at the last pos-

| sible moment, bugles blaring,

pennons flying; a fat-bellied rail-
road engine across the
Plains to break a continent wide|
open. And, far away, in one little|
Welsh mining village, the morn-
ing’s egg being placed before the
head of the family, stern but fair-
.minded Donald Crisp. He slices
“the tip off the egg with his knife
- and spoons down all the rest him-|
self; a' breadwinner needs his
nourishment. The tip goes to

may or may not — memory flags
— be Roddy McDowall.
! If your memory flags,
never even been s

or has

sand other images
of John' Ford, Hollywood crafts-
~ man and poet, giant among movie
' directors, in the two-week com-

¢ memorati ries opening todn.y'

. Manha ~What's bei

m
tan. V eing com-
'memorated is the hundredth an-
‘niversary of his birth in 1894 -
;th&" same year that gave light to
\Jedh Rens
Jberg, who are in line to receive
their! ‘own_ tributes at MOMA
'some months from now. “ 1"
! Strength and sentiment, senti-|
ment and strength — those weére|
fanid "are the hallmarks of Johp!
Ford, the rugged Irish-American

‘who, when he took his leave of us,

in 1973, a gnarled old oak"tree;
i'\iri_t.]i"a,black eye patch, had sie
decades of work in Hollywood and
many more than a hundred films

inden his belt, dozens of which °

{will' be, remembered far beyond

our lifetimes.

al 1

the|

smallest child at the table, who  there’s “How Green Was My:Val-

catch up on all these and a thou-|2:3
from the films I(Wlt-h Geor,

Renoi J Stég- -
e sod Joee Vo pe s ing” (1917) at 2:30 p.m., Harry |

FILM SERIES

JOHN FORD, 1894-1973: An American
Master: Though May 6 at the Museum
of Modern Art, 11 W. 53rd St.,
Manhattan. (212) 708-9480.

JOHN FORD
“'Poet laureate” of American film

At 8 tonight, for instangél
ley” (1941), ‘a lyrical portrait -of

that Welsh mining village, ;
Ford out of the novel by Rich

you can Llewellyn. It will be preceded 4t

2:30 p.m. by “The _Iroanorqe'E
e O'Brien, Madge Bel4
lamy, 1924), the train that brokel
the Plains; at 6 by “The Sham
Handicap” (Janet Gaynor, Leslie
Fenton, J. Farrell MacDonald,
1926), a horse-race drama set h

wwi LW

in Ireland, half in our own nation

‘of immig¥ants. (Each film 1h the
‘series gets shown twice, in
‘screenings a week or so apart.)

Friday brings “Straight Shoot-

Carey, Molly Malone, and Hoot
‘Gibson in a saga of ranchers vs.
farmers; “Up the River” (1930) at
'8, very early Tracy and Bogart in

Ford’s first all-talking comedy, !

‘mixing baseball and prisons; at 8,
“The Searchers” (1956), a dark
Western with Wayne as Ethan
Edwards, forerunner, in its way,
to Clint Eastwood's “Unforgiven”
and a great many other pictures.
Saturday at 2 there’s “Seas
Beneath” (1939), George O'Brien
and Marion Lessing in a World

War I submarine story. At & —
hold your breath, open your eyes
— “Stagecoach” (Wayne, Claire
Trevor, the supercilious solid citi-
zens who drive her out of town,
and that runaway team of horses,

| 1939).
The series continues Monday
| and thereafter, with “The Inform-
er” (McLaglen, Heather Angel,

Preston Foster, 1935) coming in
on April 28; "My Darling Clemen-

| tine” (Henry Fonda, Linda Dar-

| nell, Victor Mature, 1946) on
April 29; “Tobacco Road”
(Grapewin, Marjorie Rambeau,
Gene Tierney, 1941), April 30;
“Donovan’s Reef” (Wayne, Lee
Marvin, Elizabeth Allen, 1964),
| May 1; “Sergeant Rutledge”
(1960), W Strode as a non-
com of the Negro Ninth Cavalry
. on trial for rape and murder in
. 1880s Arizona, May 3
And T've skipped a
|

ween.

| One more thing I see when I
close my is lan Hunter
pressed back against a lifeboat on
the S8 Glencairn, hurling an oar-
lock in defiance at the Nazi plane
that’s riddling him with bullets —
an image of terminal courage that
helped to carry at least one young
moviegoer the same war,
and much else that would follow
in the years to come. But I'm
afraid you will have to look else-
where for it at the moment. “The

| Long Voyage Home" (1940), to me

John Ford's greatest movie,

crafted from the sea plays of Eu-

gene O'Neill, for some reason is
not in the MOMA retrospective.
Be thlita asB it may, the museum'’s
Mary Bandy, who ized
the series, calls John ia.'l;grgnithe
poet laureate of the American
cinema.” It would be hard to come
up with a better or more lasting
candidate for that office.

Jerry Tallmer frequently writes on movies
for The R ; :

few in bet-’
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FORTY YEARS OF FRENCH ANIMATED CINEMA -
February 1-8 MUSEUM OF MODERN ART

In 1956 animated cinema brought a breath of fresh air to Cannes Film
Festival,where itwasgivenaslotfortheﬁrsttime;this program,assembled
by the French Ministry of Foreign Affairs in collaboration with the
International Animated Film Festival of Annecy'93, chartsthe development
of the medium from that pivotal point to the present.

Since the turn-of-the-century work of pioneer Emile Reynaud. French
animation has developed in leaps and bounds. The most recent segment
ofthis evolutionis assembled here in a series offive programs, showcasing
the multifaceted talents of the practitioners of what has been scornfully
termed “the caboose on the Seventh Art.”

Forty years of French Animated Cinema was coordinated for MOMA by
JYTTE JENSEN, Assistant Curator, Dept. of Film and Video, with grateful
acknowledgement to the Ministry of Foreign Affairs, France: the
International Center of Animated Film, France, which organized the
International Animated Film Festival of Annecy '93; Services du Conseiller
Culturel, Ambassade de France, New York; andtheproducersrepresented
in the programs.

FRENCH ANIMATION AT MOMA:
Saturday, Feb. 5 - 2:30 & 5:00
Sunday, Feb. 6 - 2:30 & 5:00 () q

Tuesday, Feb. 8 - 3:00 & 5:00
Thursday, Feb. 10 - 3:00

For other show dates and information 143 4
com“ ﬂfs Mll's&llm ofWodem Am Emile Reynoud. "Réve au Coin du Feu” 1892, .
Film and Video Program.
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|Come’
| savor

the ice
|queen

" ByV.A. MUSETTO

'HE Winter Olympics in
Norway are just around
the corner (they open Feb.
12, to be exact). So what bet-
ter time could there be to sa-
lute Sonja Henle, the Norwe-
gian figure-skating queen?
For four days starting to-
morrow, the Museum of

will screen five
of the movies that struck
box-office gold for Henie,
who won Olympic Gold
Medals in 1928, 1932 and
1936 before becoming a dar-
ling of the silver screen.
(8he died of leukemia in
1969 at age 57.)

The retro gets under way
at 3 tomorrow afternoon
with - * - Landing"
(1938), in which Henie falls
in love with pilot Don
Ameche. That's followed at
6 by “Thin Ice" (1937). This
time her love interest is

ne Power. . .

teaming © Henie  with
Michael O'Shea, unspools
Saturday at noon. At 2:30
the feature will be “The
Countess of Monte Cristo”
(1948), in which Henie pre-
tends to be royalty. “Happy
Landing” follows at 5.

On Sunday, “Thin Ice” re-
screens at noon, with “It's a
Pleasure” coming up at
2:30. At 5, Henie and Ameche
are together again, in “One
in a Million" (1936).

And on Monday, fans will
get a second chance to see
“The Countess of Monte
Cristo" (3 p.m.) and “One in

Happy skating!

Museum of erm Art, 11 W,

“It's a Pleasure” (1945),

a Million" (6 p.m.). win b

53rd St., (212)

THE NEW YORK POST
January 20, 1993
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Moving Images Infiltrate the Art World

% Art in motion: a survey of New York Museums accents the
growing importance of film and video as artistic media.

thi

I

The moving image is hardly a his was a vision the American
new art form. But the number of public wasn’t yet ready to em-
major art museums around the brace, In 1932, Barr observed,
country that don’t have film de- “That part of the American pub-
partments, and which only use lic which should appreciate good
moving media as educafional filmsand support them has never
and support material, suggests had a chance to crystallize.
that film and video have yettobe People who are well-acquainted
accepted as art in the traditional with modern painting or litera-
sense of the word. But not all ture are amazingly ignorant of
museums hold thata work of art modern film. It may be said with-
must remain motionless. New out exaggeration that the only
York’s Museum of Modern Art, greatart form peculiar to the 20th

the Whitney, .
the Cooper - T
Hewitt and the

Gugg‘enheim

have all made

commitments

to moving im-

agery in vary-

ing degrees,

ranging from

video-related

exhibitions to

in-house film

departments.

s-a_film departméﬁf\ Century is practically unknown
that dates back to 1935, and their to the American public most ca-

by Brooke Comer

video program includes Video pable of appreciating it.”

Viewpoints, which offers mov-

The Museum of Modern
ing-media artists a prestigious Art’s Film Library, under the aus-
platform for their work. The mu-  pices of film criticand author Iris
seum is one of the most progres- Barry, began to collect and pre-
sive in terms of acknowledging serve the art form of the century:
moving imagery as an art form, cinema. Through the generosity
which is not surprising given the of Samuel Goldwyn, William S.
origins of the institution. Hart, David Wark anﬁt_h, Walt

Film was about 35 years Disney, David O. Selznick and
old in 1929, when Alfred Barr other luminaries, the collection
proposed the idea of a new mu- began to grow. Barry also
seum that would become the searched for films in Europe, as
Modern. Barr, who considered have her successors, and the film
film one of the visual arts of the collection today includes over
time, had no trouble envisioning 8,000 titles. The Film Department,
a department of motion pictures which recently c hangud}tﬁ name
in this modernistic museum. But  to the Department of Film and

Created by Paul Marshall, Maxus Systems International

Video, has accumulated exten-
sive collections of international
documentary, experimental and
narrative work from the '60s to
the present.

Barbara London, Associ-
ate Curator of the Department of
Film and Video, has been in-
volved with the video program
since it evolved in 1974. “At that
point,” London explains, “it was
part of our project series. It began
as ongoing exhibitions.” Then a
combination of simultaneous
events occurred which triggered
the launching of the new pro-
gram. The National Endowment
of the Arts gave the Modern its
first grant to buy video equip-
ment; the monitors, decks and
sound systems facilitated the ex-
pansion of the moving-image
media. In 1973, London had
worked on “Some Recent Ameri-
can Art,” a show of paintings and
sculptures that traveled to Aus-
tralia. Some of the painters and
sculptors also worked in video,
and from them London increased
her video vocabulary. “I had
some knowledge of the me-
dium,” says London, who adds
that with the advent of the NEA
grant, she “picked up the hot po-
tato and ran with it.”

The Modern’s video pro-
gram began with tape showings,
which eventually included instal-
lations, Within about a year, the
Rockefeller Foundation provided
a large grant that gave London
the ability to develop Video
Viewpoints in 1976. The Museum
of Modern Art is known as a di-
verse forum for not only paint-
ings, but also for architecture,
design, sculplure, and moving
media. When London was devel-
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oping the video program, she
says, “I felt it was important to
reflect the diversity of the mu-
seum, and of what was going on
in the world. I was also interested
in looking at video as an experi-
mental medium and not a com-
mercial one.” She and her team
tracked the work in different
genres: “We looked at works
from people with very different
points of view, which included
documentaries, installation work,
computer graphics, and work
that was very minimal structur-
ally.” From that broad view, Lon-
don always tried to look at paral-
lels between video and other art

forms — “between video and .

photography, or between video
and what was happening in
painting and sculpture.”

Each department at the
Modern has a different viewing
policy, and though London
encourages
submissions
on either three-
quarter-inch or
half-inch reels,
she adds that
because of a
limited staff
that's kept
busy planning
and promoting
lectures, shows
and fundrais-
ing, “I can't al-
ways be as fast
as I'd like to be
in terms of
turnaround.” She jokes that she’s
a word junkie. “I save every bit of
paper artists send me, and keep it
in their files. That's how I'll re-
search a show later on.”

Video artists can get into
a group show based on a submis-
sion; London will choose 20 tapes
that fit into a specific theme.
“That’s one way an artist might

break in and get shown in an ex-
hibition,” she says. Or she’ll
track a promising artist, some-
times following their work for
years. New York video artist
Maureen Nappi, for example,
was causing a sensation in
Manhattan’s video art world,

pushing the
boundaries of
technology by
bringing a
painterly touch
to a computer-
ized medium.
London had
been following
Nappi’s work,
and brought
the artist’s
“Continuum”
to the Modern.
“We're always
looking for
work that's pushing the technol-
ogy but also has content,” says
London. “I'm looking for work
that comes from a more personal
point of view, not like most of the
things you see on TV. I's not al-
ways going to be pleasantly en-
tertaining, but it'll be provocative
in one way or another.” She

Created by Jenny Holeer

chooses her artists not only from
people who submit their unsolic-
ited reels to her, but also on the
basis of recommendations from
writers, teachers and other cura-
tors and artists. “I keep my ear to
the ground,” she says. “I ask
people on faculties who their best
students are. We all share infor-
mation. We're all helpful to one
another.”

What trends does Lon-
don recognize among the sub-
missions she’s been receiving
lately? “Right now,” she says, “I
think the bubble’s burst. It's hap-
pening in all the arts: more
people are getting down to ba-

Created by Thomas Dolby
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sics. They're not just concerned
with the politics of issues, but
with something moving, some-
thing that's going to touch you.
We're all looking for work that
has some kind of magic.”

In order to track the
progress of technology, London’s
spent time in Japan, where high-
definition televison is making
advances. “In a media like this, a
cerfain amount of work is driven
by technology, because the tools
happen first,” she submits. Some-
times it takes a certain period of
time before these tools become
accessible to artists, “but we're
looking for more than a product
of experimentation,” says Lon-
don. “We're looking for content.”

New York’s Cooper
Hewitt is a design museum that
often uses video in exhibitions,
primarily as an educational com-
ponent to expound on the subject
through interviews with the de-
signers. But “Mechanical Brides:
Phone of the Future” marks “one
of the first times that we've used
video as a design medium per
se,” says Curator of Contempo-
rary Design Ellen Lupton. “It's
not just as an educational backup.
We're using it as its own medium
and treating it as an aspect of de-
sign.” She adds that video also
stood alone on its own artistic
turf in the October ‘92 “Power of
Maps"” exhibition, which showed
how moving video images cre-
ated by computer are used in
contemporary mapmaking.

The Cooper Hewitt has
no film department, however.

Dpposite: The
Metaphor Mixer
at the
Guggenheim
Museum
enables
viewers to fly
through a
virtual stock
portfolio that
illustrates a
variety of

agent. This
page, top:
World | creates
a cavernous
waorld in which
souls alter-
nately flee from
and engage the
viewer. Bottom:
In Virtual String
Quartet,
viewers can
prompt
members of a
string quartet to
improvise solos
by tickling their
virtual
representa-
tions.
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The Cooper
Hewitt
Museum's
“Telephone of
the Future”
installation
simulates the
range of
services that
will soon be
available
through the
telecommunica-
tions netwaork,
from face-to-
face conversa-
tion to the
delivery and
storage of
information and
enlertainment.

“Qur departments are really or-
anized around the traditional
ecorative arts,” Lupton ex-

plains. “We have textiles, wall
coverings, drawings and prints
for some of the exhibitions that
our museum originates. We look
at design in a more expanded
sense. We'll tie information to a
physical object. The nature of in-
formation is such that it’s often
created electronically. Often, in-
formation is integral to the mov-
ing image."”

“Mechanical Brides” is
an exhibition about objects which
were central to women'’s work in
the 20th Century. Objects in the
show include the telephone, the
typewriter, the washing machine,
and the electric iron. “At the end
of the exhibition,” says Lupton,
“we've created a simulation of
the telephone of the future, which
we see as a pool which will bring
home and office functions to-
gether.” The simulation involves
a range of phone services and
types of communication that will
be available in the near future,
including shopping, movie or-
dering, health care, face-to-face
conversation, and speaking with
clients, colleagues and family
members. “We've simulated that

through an interactive computer
program that acts as a laserdisc,”
Lupton explains.

The video project was
cregted in collaboration with
NYNEX Science and Technology
and two freelance interactive
media designers, Mark Avnet
and Sharleen Smith. Lupton
points out that the museum offers
growing opportunities for film
and video artists: “We'll look at
reels, in standard three-quarter-
inch, and though we don’t pro-
duce a lot of work that involves
video yet, we are incorporating
more and more video into our
exhibitions.”

“Virtual Reality: An
Emerging Medium” became the
first presentation of its kind inan
American art museum when
New York’s Guggenheim Soho
installed the computer medium,
designed to immerse the viewer
in an artificial world, in its lobby
last fall. While the Solomon R.
Guggenheim does not have a
video department, the Museum'’s
Deputy Director, Michael Goven,
says that “it’s not unusual in the
history of art and visual arts that
artists would be exploring the use
of every new medium that is
available to them.”

Those new mediums will
get a bigger forum when the “up-
town” Guggenheim, located on
upper Fifth Avenue, completes a
major renovation project in 1994-
1995. The museum’s under-

AMERICAN CINEMATOGRAPHER
Page 3

ground auditorium will be outfit-
ted with state-of-the-art technol-
ogy and will be used for film and
video screenings. Some of the
screenings will be related to exhi-
bitions, while others will be ac-
tual artistic presentations.

. Thenew technology that
virtual reality employs offers a
peek at the future, particularly in
regard to the cultural impact the
new medium will have. The
Guggenheim exhibit featured
five separate virtual reality
“worlds” displayed on personal
computers, three presented for
the first time in public. Many dif-
ferent artists, including musician
Thomas Dolby and creative vi-
sionary Jenny Holzer, were in-
volved in the evolution of the five
“worlds,” which were also devel-
oped in conjunction with the Intel
Digital Education and Arts pro-

Computer technology is
an increasingly crucial ingredient
in visual art today, and virtual
reality, which is still evolving,
gives artists creative possibilities
that haven’t been available
through other digital media, such
as video or computer graphics.
The immersive nature of this
media differentiates it from look-
ing at a monitor screen: viewers
are totally surrounded by the
computer-generated environ-
ments. After donning a headset
that displays a computer-gener-
ated environment, the viewer ex-
periences an illusion of motion
facilitated by a sensor on the
headset that tracks the user’s
head movements. Virtual reality
also allows the viewer to interact
with other virtual objects and
characters, or even to meet a
graphical representation of an-
other viewer.

One of the available
“worlds” in the Guggenheim in-
stallation was artist Jenny
Holzer's first visual artwork, an
untitled piece featuring a cavern-
ous world from which souls
emerged and engaged the
viewer. Holzer is best known for
her computerized L.E.D. (light-
emitting diode) signs and other
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language-based works; only re-
cently, with the help of Sense8
C_Orpqration of Sausalito, Califor-
nia, did she begin working in the
new medium of virtual reality. A
second “Holzer world” at the
Guggenheim allowed viewers to
wander from house to house in a
stark and mutable ]andscape ofa
Bosnia village, collecting the tes-
timonies of people who wit-
nessed the horrors of war there. If
the viewer needed an escape, he
or she could find sanctuary at the
edges of the village or in its sur-
rounding area. To make the expe-
rience more authentic, Holzer
employed the voices of perpetra-
tors, victims, and witnesses of
rape and murder.

Another computer world
at the Guggenheim created by re-
cording artist Thomas Dolby and
co-developer Eric Gullichsen,
was the first interactive world to
synchronize animated figures
with 3-D sound. The results gave
the illusion that the various
sounds were actually coming
from different points in space. In
the “Virtual String Quartet,” the
viewer was immersed in a re-
hearsal space where a string
quartet (specifically, the Turtle
Island String Quartet) played
Mozart’s “Quartet number 21 in
D major.” If the viewer moved to
a different part of the room, the
sounds shifted accordingly; no
matter where one went, the cello
sound always seemed to come
from the cello. The interactive
nature of the piece allowed view-
ers'who wanted to “make con-
tact” with a musician to send that
player into an improv jazz piece,
or into a bluegrass solo — sounds
that might or might not blend
with the classical music.

Carl Loeffler and Lynn
Holden from the Studio for Cre-
ative Inquiry at Carnegie Mellon
University developed the fourth
world: “The Networked Virtual
Art Museum: The Temple of
Horus.” This display let viewers
explore the parameters of a vir-
tual reality museum. “Temple of
Horus” was based on a model of
a computer network, which
made the “new” museum simul-

taneously accessible to people in
different parts of the world.
“Visitors” could examine a recon-
struction of a 4,000-year-old
Egyptian temple to the god
Horus, and find out the ancient
rituals and stories behind the hi-
eroglyphics and statues. And be-
cause two different computers
were connected by a network,
viewers could also see represen-
tations of fellow visitors walking
through the temple.

The fifth computerized
world, “The Metaphor Mixer,”
took its subject from the world of
finance. Conceived and designed
by Maxus Systems International,
this world was a “virtual stock
portfolio.” Virtual reality can de-
pict abstract space, and “Meta-
phor Mixer” took advantage of
this to create a visual language
for 10 different investment vari-
ables. Viewers were made to feel
as if they were swimming
through an ocean of data. Co!
rate logos rose and fell with their
stock value, while special oppor-
tunities and risks were high-
lighted. Viewers could even in-
teract with a software agent who
would help them hunt down
companies based on investment
criteria.

New York’s Whitney
Museum of American Art began
to include and integrate video
into its exhibition program under
the auspices of Curator of Film
and Video John Hanhardt, who is
considered one of the most influ-
ential curators in American
video. Prior to Hanhardt’s ten-
ure, which began in 1974, the late
David Bienstock had established
a strong film department which
presented what was in 1971 a cut-
ting-edge program called “A Spe-
cial Videotape Show."”

Today Hanhardt's pro-
gram is widely recognized for its
New American Film and Video
Series, and for the fact that video
is in the Museum’s Biennial. In
fact, video became part of the Bi-
ennial before film did in 1973.
The '73 Biennial included seven
videotapes and one installation.
But while the inclusion of video
was important in 73, video's full

Film, Department of 1/2
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recognition didn’t come about
until 1975. And it wasn’t until the
1979 Biennial that both film and
video were shown. Hanhardt is
also credited with expanding
video’s visibility by exhibiting
the electronic media with estab-
lished art forms. He’s also
curated large video exhibitions at
the Whitney, such as last year’s
Nam June Paik exhibit.

Hanhardt believes that
video’s acceptance in the art
world was based on the strong
ties between electronic media
and the art world. Video was a
medium used by performance
artists and conceptual artists,
while film had a long, structured
history of its own. When
Hanhardt first arrived at the
Whitney, his goals were to inte-
grate the department more fully,
emphasizing the avant-garde,
documentary and narrative pro-
grams. He maintained the pro-
gram of week-long film exhibi-
tions that Bienstock had origi-
nated, and when video became
part of the program, he chose to
show the new medium in the
same fashion. There were new
needs: a re-wiring of the theater,
new equipment (there weren’t
many video projection systems
around in 1975) and a staff video
technician. Hanhardt was able to
persuade the museum to provide
the same support for this media
as they did for painting and
sculpture.

In 1979, “Re-Vision:
Projects and Proposals in Film
and Video” took up the
museum’s entire third floor. It
was an important show for
Hanhardt and for the Whitney,
because it involved a large mu-
seum exhibition devoted to video
and film as installation forms.
The installations were by Michael
Snow, Morgan Fisher and Will-
iam Anastasi, and all the video
was closed-circuit. With the ex-
ception of Snow's installation, all
were site-specific. Hanhardt re-
members Buky Schwartz’
“Videoconstruction,” in which
the camera was pointed near the
ceiling, “where there was a
painted area you could walk on.
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You saw a yellow triangle on the
monitor, and from the point of
view of the camera (closed cir-
cuit, real-time), the two-dimen-
sional properties of the medium
flattened the three-dimensional
space of the gallery into an object
visible only on the monitor. Only
when you were in the gallery
could you see what was happen-
Iﬂ '!#

Bill Bierne’s “Rumored
Innuendo” used four closed-cir-
cuit surveillance cameras in dif-
ferent non-exhibition locations in
the museum — one in the restau-
rant, one in a curator’s office, one
in the lobby and one on a stair-
way. The cameras and micro-
phones were not visible, but the
areas were marked and labeled.
“Bierne had performers come in
regularly and act like the public,”
Hanhardt recalls.

In “Cloud Music,” by
Bob Watts, David Behrman and
Bob Diamond, the camera was
pointed at the sky through a win-
dow on the museum'’s third floor.
A video synthesizer and an audio
analyzer allowed the artist to cre-
ate a score by moving sensitizers
on the screen. Changes in light
intensity set off harmonic sounds
that filled the room.

More recently, “The

Cave” was presented at the
Whitney. Video artist Beryl
Korot, whose multimonitor, mul-
tichannel video installation was
part of the New American Film
and Video Series last fall, is
known for her multichannel in-
stallations “Dachau 1974” (1975)
and “Text and Commentary”
(1977). “The Cave” took its name
from the only site in the world
where both Jews and Moslems
worship: the Cave of the Patri-
archs, where Abraham and his
descendants are buried. The
video portion was an integral
component in the documentary
music/video/theater work,
which also featured music by in-
ternationally-renowned Steve
Reich, whose contemporary com-
positions have been performed
by the likes of the New York Phil-
harmonic and the London Sym-
phony Orchestra.

Page 5

“The Cave” examined
the Biblical story of Abraham and
his family from different contem-
porary viewpoints. Korot and
Reich interviewed people of Jew-
ish, Islamic and Christian faith
for perspective, and the re-
sponses they received formed a
framework for “The Cave,”
which explored image-making
both as a process and as a repre-
sentation of place.

Hanhardt selects works
for exhibition from submitted
materials, recommendations, and
from viewing at schools where he
lectures and juries. When he
looks at a piece by an artist with
a body of work behind her/him,
he asks himself how it “works,”
and how it explores an area
which that artist hasn’t previ-
ously explored. When assessing
the works of newer artists, he
tries to determine if the pieces
repeat what someone else has
done. He also looks for qualities
that put a work over the edge. If
the piece being examined is a nar-
rative film or an animation, he
measures it against the history of
its own genre. “Work can enrich
a tradition as much as explore it,”
he notes. “I'm looking for work
thatisn’t just conforming to a tra-
dition that’s already exhausted
itself.”

Hanhardt’s commitment
to film and video has strength-
ened the department without
shifting its direction toward ei-
ther sprockets or tape. “I have al-
ways maintained that there is a
basic, ontological distinction be-
tween [film and video] — how
they function and their history.
There are limitations in terms of
time, in terms of how much one
can present in an exhibition year.
Both film and video represent an
enormous range of styles and
genres in installation /scul pture/
performance/telecast single-
channel and theatrical film forms.
I do see lots of changes happen-
ing in the moving-image media
— how film is going to function, |
what both film and video are go-
ing to become. They're going to
change dramatically. The ques-
tion is how.”
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By J. Hoberman

- An earthier view of post-Cold
Gorilla Bathes at Noon War Berlin is afforded by Dusdn
Wiitieand directed Makavejev's- Gorilla Bathes at
by Dusin Makavejev Noon, showing twice this weekend
Produced by Alfred Hirmer, as p’am of the Museum of Modern
Bojana Marijan, Joachi Art's annual survey ‘‘Recent
voul"-""vi nu‘in ghofl Films From Germany.” An invet-
Atthe Museum of Modern Art :;ate p!-alrl:k.filer. l]mw exiled !'roﬁl a
. untry that no longer exists, Ma-
December 31 and Jaasy | kavejev is a good deal more cyni-
: cal than Wenders. His Berlin is a
rogues’ gallery of con artists, cops,

and assorted refugees.

Less a sequel than an afier-
thought, the episodic and affable
Gorilla Bathes at Noon provides a
modest footnote to Makavejev's
1971 masterpiece WR: Mysteries
‘of the Organism, the movie that
terminated Makavejev's career as
Yugoslavia's leading filmmaker.
-Mak ev is up to his old
tricks—interpolating chunks of
the Stalinist World War 1I epic
The Fall of Berlin and mixing it

up with the soundtrack from Tri-
umph of the Will. The movie is
full of semidocumentary bits the
most_remarkable of which con-
cerns the disposition by decapita-
tion of a 60-foot-high Lenin stat-
ue. The final shot, with the Lenin
head floating by a somber housing
tract, rhymes the end of WR.

Makavejev's hero, a soldier de-
serted by his army, claims to be
the child of the couple reunited in
the presence of Stalin during the
delirious final moments of Fall of
Berlin. The last occupying Rus-
sian; he elects to remain behind in
Germany (as a Wenders angel
might decide to become human),
wandering around the curiously
tranquil city, stealing food from
the animals in the zoo, getting
himself locked up in prison,
dreaming that he is married 10 a
female Lenin who sits at home
and darns his socks.
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January 24, 1994

‘War and Remembrance

. From Vietnam comes a film series revealing the true nature of a people

e Y b, et

the prickly memory of the Viet-

" ’?"ngm War has molded American

= political and popular culture. Not sur-

risingly, our visual images of Viet-

_nam. have come almost exclusively

-4 from Hollywood, which offers stale

. _servings of pajama-clad Viet Cong

_fighters and alabaster-pretty prosti-
N “?mtes‘ "

“*= Now, for the first time since 1975,

" “Z\hen an embargo outlawed trade —
_.. cultural or otherwise — with Vietnam,

© American audiences can glimpse how

“~— the-Vietnamese envision themselves.
- Two film series and the commercial

- release of a Vietnamese movie may

- “help to loosen a few firmly held ste-

reotypes.

Beginning the process is the eurrent
six-film series “Of Love and War: Cin-
ema of Vietnam,”” a collection of mov-
ies made between 1974 and 1991, or-
ganized by Asian CineVision and
running at Cinema Village. And start-
ing Feb, 11, the Museum of Modern
Art presenis seven other feature-
length films made after the war and
reunification of Vietnam. To boot, a
French-Vietnamese co-production,
the lush, Proustian “Scent of Green
Papaya,” opens Friday at Lincoln Pla-
za, The film, by Tran Anh Hung, won
Cannes’ Camera D'Or last year.

Last week, Dang Nhat Minh, the di-
rector of two of Vietnam’s most impor- -

tant films, and Bui Dinh Hac, director
of Hanoi's Cinema Department, ar-
rived as ambassadors of their coun-
try's newly visible film industry.

- Dang, who saw the American-made -
movies “The Deer Hunter” and “Full
Metal Jacket” at-a Hawaiian film fes-
tival several years ago, couldn’t help
but notice that “the Vietnamese didn't™
look like Vietnamese. They were just
fragments,” he says through a transla-
tor. “So I imagine most Americans
don’t know that Vietnamese feel love
and unhappiness and loss.” )

Vietnamese movies run the gamut
from Soviet-inspired propaganda
films (e.g, the 1974 “Little Girl of Ha-
noi”) to perky, slapstick comedy. But
they do share many stylistic similar-
ities: namely, a slow-paced, romantic
hum_anmr;%in characters seem iso-
lated and*afloat amid erumbling
towns and families, and the films ex-
ude an overarching vulnerability that
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ROUGH THE EYES OF A CHILD: Lu Man San in “The Scent of Green Papaya,” opening Friday at Lincoln Plaza
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LANDS BEYOND: A scene from ““When the Tenth Month Comes,"” part of the series "Of Love and War”"

Vietnam, as Seen by Vietnamese

. FROM COVER

. belies the notion of a rigid,
‘communistic people.
i~ “Lyricism and poetry are a
“very blg influence in our
- films,” says Bui. “If you go to
-.Vietrlam you will see that even
¢ illiterate people know hun-
+_dreds of poems by heart. Tradi-
[ tional culture greatly shapes
¢ our film making.”
# Larry Kardish, curator of
¢ film at MoMA, says the movies
Ebﬂ'ered a professional revela-
E tion. He was struck that even
cin’ films about wartime and
ravaged lives, “there was an
Lt absolute absence of rancor, I
was expecting a more Western
approach to singling out an en-
~ emy. Instead, if they were criti-
cal, they were cnllml of Viet-
namese society.”’ Even
. American servicemen are
~ viewed in these movies more
.with fear and curiosity than
',._'enmlty
- In 1886, Vietnam underwent
! d-m maoi, its own version of per-
* estroika, and film makers, al-
“ready a ¢ynical breed, were
_suddenly free to screen movies
cntlcmng bureaucracy and
portraslng the clash of tradi-
tional values with nascent cap-
italism.
In "How to Behave™ (1985), a

weird blend of documentary
footage and fiction, director

* Tran Van Thuy offers a medita-

tion on the tension between
kindness and dogmatism.

“For years,” he says in a
voiceover in the film, “we
made films about the People’s
heroic struggle, and those
brought us glory. But we never
showed how the people eat,
how they live, what they think
and talk about.”

*“The People,"” he adds,
“were two sacred words. We
have The People's Theater,
The People's Newspaper, The
People’s Bookshop, The Peo-
ple’s Police and Army, The
People's Committee. Slogans
became a generation's belief
system.”

In 1987, Dang screened his
“The Girl on the River,” a cri-
tique of bureaucracy and cen-
sorship told through the story
of a prostitute and her lover, a
Viet Cong soldier whose life
she saves. Local authorities or-
ganized a protest against the
movie, but 3 million apprecia-
tive Vietnamese saw it anyway.

Still, film making in one of
the world’s poorest countries,
done with outdated equipment
and labs thal were state-of-the-
arl in the 1930s (when the Viet-
namese began making docu-
mentaries under French

tutelage), isn't exactly an ex-
plosive industry. “Green Papa-
ya" director Tran Anh Hung
was forced to shoot in a
French studio because the in-
frastructural shortcomings
were too severe in Hanoi. Even
those Vietnamese films that
have made it abroad suffer
from speckled prints and
sometimes incomprehensible
subtitles.

But for American audiences,
exposure to Vietnamese film
and the lives it depicts may de-
mystify an endunn.g national
obsession.

“Vietnam was a touchstone
for many of us who grew up in
the '60s,” says Kardish. “It was
the reason many of us became
radicalized. Now, when we see
these films, the product of a
Vietnam al peace, we realize
how right we were to try to
convince our authorities to
stop eradicating that culture.
These films are a vindication.™

“Of Love and War" runs
through Thursday at Cinema
Village, 22 E. 12th St. For info,
call (212) 925-8685. “Vietnam-
ese Cinema, 1979-1991" at the
Museum of Modern Art, 11 W.
53d, runs Feb. 11-22. Call (212)
7008-9480. “The Scent of Green
Papaya" opens Friday at Lin-
coln Plaza Cinema, B'way and
62d; (212) 757-2280
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l‘N this hli{zean:e
INancy Trigan-
Tonya Harding tale
can be considered a
product of wretched excess
in figure skating, then it all goes right back to
nie, the original ice queen.
came first in the sport’s sequins of events. Before
Albright, the first American Olympic women’s figure
th%mon in 1956, there was Henie, the naturalized
can; before ‘the string of glamorous Id ‘medalists — Carol
i&gy Fleming, Dorothy Hamill, Katarina Witt, Kristi
i+ — Henie had been the prototype. She studied ballet and
ted it into Her skating. She poured money and emphasis into her
, at'first made of velvet and featuring skirts and frills, later
esigned to be skimpier and intended to shock her audiences a bit. She made
figure skating an advertising tool, endorsing products, according to
b_mEatﬁher Raymond Strait, “she never dreamed of using.”
b e extreme — an assault to cripple one skater, followed by whispers
that the rival skater might have had previous knowledge of the lanned attack
— has its roots in the sport’s potential of a big payday, then Henie was in on
the ground floor.
enie, as a matter of fact, built the ground floor.

_“Sonja glamorized the sport,” said Evy Scotvold, Kerrigan's coach.
“Before her, the sport was small. The Ice Capades was in existence, but was
very amateurish. Sonja brought show business to ice shows, and her movies
put skating on the map.”

“She made skating something that every little girl wanted to do,” said
veteran skating coach Frank Carroll, currentl! tutoring 13-year-old Michelle
Kwan, the alternate on this year’s U.S. team. She was the greatest ice show
star ever seen, and she was making more money than any woman of her time
in the entertainment business.”

One way or another, Henie’s legacy in Olympie fi skati
extravagance was going to come u)il uring the Lillehammer
now 20 days away. For one thing, enie was Norwegian — easil {
widely known Norwegian athlete in history — and these Olympics will be

layed out in her home country. For another, she remains the only
Egure skater ever to win three Olympic golds — in 1928, 1932 and
36.

~ Plus, and most obviously, Henie took skating right to Hollywood,
ight to the bank. She made 11 feature films, most of them box-office
smashes. She acquired art and jewehiy collections worth a combined $10
million by the time she died, at 57 of leukemia, in 1969. She built such a
fantastic public awareness for herself that she remains today, almost a
quarter-century after her death, the biEFest name in her sport, one of the
biggest in the glympics. Tt is because of Henie, say some current sports agents,

's escalating
inter Games,

that the gold ’
medal in women's '
fi skating is the most -
valuable in the Games —
Winter or Summer.

“Every little girl wanted to be
her, in some way,” said Heiss (now
Heiss Jenkins), the 1960 old
medalist who now coaches elite

Liberace, w

NEW YORK NEWSDAY
Page 2

Hitler!” — and later lunched with*

é i 2 U

1 10, .. o 3 1 - Y - :‘
m]i_mn. a .f r, yet her brother,

Leif, said she was “famous for -
fobe s LT of h" ped

_her hotel :

oshar botal room ot iials ¥

Even before her three husbands — -

point. She “disinherited her bl
: . N

skaters. “She’d come out onto the ice

in a white mink cape. The fame, the

litter, the way she would glide across

Lﬁe ice. She was very flashy: A hat, that

blonde hair, lots of jewelry. I remember

thinking, ‘Isn’t that nice; once youre

Olympic champion and world champion,
you don't have to worry anymore.”

Well, not quite. Though Henie cashed an

Olympic check like no athlete before her —

and certainly like no woman athlete would °

for years to come — she was thrice married,
dismissed for years by the larger
Norwegian public as a Nazi sympathizer,
and painted by her brother (in the 1985
Strait biography, “Queen of Ice, Queen of
Shadows”) as a selfish, greedy, sexually

promiscuous alcoholic who eventually

tore apart her own family. .
She once made a biﬁ show, during a
pre-war exhibition in Berlin, t_.lf skati
up to Hitler's box and shouting, “Hel

Jewels of E‘:;saﬂd.” Sdtra.it wrote. “After her
s a midnight raid with a moving van on the ate
had occupied with her husband; shé stripped it bare, taking
the At::(llet tissue.” ol A e T L
80, it turns out, what you see in figure

necessarily what you get. And h&'t been for a lo;

In New York this weekend, Henie’s greater
preiznred ?_s hit is ﬂn c_elluloilt_:l. on_g:y reinforces w st of
us know of her, During a four ja Henie film festival at .|
the Museum of Modern Art, five of lﬂ: movies — “One ii‘&:"

illion in Ice” (1937), “Happy. Landing”

“It's a P]eaaure’" (1945), and “The 'Coun]t?ai of ﬁ;& élr?saa)‘?n
(1948) — are being shown. As with “Sun Valley Serenade]. -
(1941), which has been screened, without admission charge, for |
the past 16 years at the opera house in the Sun Valle:,dllm, ]
resort, Henie's screen vehicles typically were light, romanti 3k

affairs with sugar-coated, thin stories ‘surréundilis*skntih';

displays ‘ S
Capable of producing starry-eyed dreams of fame a'pa'

fortune to young girls decades ago, Henie's Hollywood work ];j:% .
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endured as much for its camp :
value as anything. There are
passionate collectors out there,
among them skating coach
.___Era_nk_ Carroll, who obtained
_“copies from a theatrical agent
who is the mother of his former
student, . 1992 Olympian
_-Chrigtopher Bowman. And,
*+ Carroll said, former Olympian,
-Jodo : Starbuck’s . skating -
,-_:,‘-tp_t_lrt_ne ~Kenny -Shelley, is
among Henie’s biggest fans.
Plus, ° there' is Reidar
Borjeson, a retired Norwegian

Born in Oslo in 1912, she came from old money.
Her father, Wilhelm, inherited a fortune from his
parents’ riches in the fur and paint equipment
trades. Her mother’s side of the clan made millions
m;tran;pqrtatw_n and timber exportation. Before |
World War 1, Wilhelm owned the first automobile
and first private airplane in all of Oslo and Sonja, by
all accounts, was thorougalﬂﬁ spoiled. X
.~ Her ts paid for, ENCcour: , her travels

restauranteur / film historian.
Borjeson, whose father
belonged to an Oslo skating
club and worked as an
international skating judge of
Henie’s competitions for years,
first met Henie when he was a
child. When she at last decided

furious with what he believed to be unfair jud

throughout -Europe to compete before she was a |
teenager. With a trail of private tutors and private |
instructors, she made her Olympic debut in the very

first Winter Olympics, in 1924, when she was only

11, and when she finishéd eighth, her father was
her ts humored her insistence, gg

the time she first came to New York and won the
World Chmgpionships in 1930 at age 17, that she
wanted to “make my home in America. Because
Henie's def d'mN N T cludi
ven Henie's defenders in Norway, i i
~ Veslemqy Ryutads_who works for the enm

to bring her ice show to Norway
in the early 1950s, after fvsars
of avoiding her native land,
Borjeson, then in his early 20s,

skated with her during

h - .

“She felt a resentment

_toward her by Norwegians,”

Borjeson recalled recent E “She
uro

was on a trip through
with the show then, and she
didn’t want to ruin the trip by

coming to Norway.
“Tﬁe ]:val_-. o c%}:rse, had
er image. Norwe
t she didn’t do much for
Norway during the war. When
America entered the war, she
did a lot for the Americans; she
. invited the American fliers to
see her shows.”

‘Assessing Henie’'s stature
takes on an entirely different
tint in Norway, where the
assumption that she would be
forever embraced as a star
doesn’t prove out. A statue of
her stands in Frogner Park in
Oslo, where she first learned to
skate, but she left no trail of
Sonja w : figure skating
is' well down the list of favorite
sports in Norway, far behind
cross-country skiing and
speedskating and soccer and

. even team hani

“Especiall
said William t
of the Norwegian y 3

_ Confederation, “[team] handball is a big sport. We
haven’t had any [figure] skating halls, and it's
difficult to have figure skating outside in Norway.

nd in Norway, tKl:bu can skate on one day; the next
ﬁyitisﬁlledwi SNOw. e

ji-taahid
le remember Sonja. She's still t.he:;e
[with the movies showed on TV]. But the sport isn't
80 » :

p0pq1u.r. - SN
_ On its traditional tour through the host nation
prior to the Games, the Olympic flame will spend
the night at the Henie-Onstad museum on Feb. 4.
But, in general, the acknowledafment of Henie as a
at Norwegian Olympian is almost perfuncto
E‘:; native land, Norway likes to think of itself as
egalitarian, working class; entire families of'
hﬁ:rwegians ski throuilh the woods or speedskate.
Fi skating, meanwhile, is seen as a sport of the
privileged, which Sonja Henie certainly was.

am-ong girls,”
nseth, president
Sports

“Older peop
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art musuem in Oslo, understand - ];Ew S
that it was Henie who cut ties - age. 4
with her homeland — not the =y - alpbel St b
other way around. “She was the
first orwegian to be a
Hollywood star,” Rysstad said.
A normal Norwegian doesn't
- have a relationship with
Hollywood; it's -a clash of
culture. Here at the museum, we
h&ze_al_l her phatos, her films,
but when it comes to her clothes .
and sp'en, much of it'is in
J'Amanca. We don’t have her
jewelry; America has it.™ :
A Norwegian-produced docu-
men of Henie's life, being
released in conjuction with the
‘Lillehammer Games, saddens
R; , because “we wanted to
show something new about her,
not just the old scandals. To
:‘1::'? that she was generous,

But the old scandals are too
numerous, and too juicy. The
self-promotion (demanding she

et top billing in movies,
ﬁmmm ng that her movies be in
Technicolor). The alcoholism.
The numerous men. “There was
even a rumor [of a relationship]
with an American president,”
said tad, dismissing it with
a laugh.
~  Henie never quite acce ted
that movie moguls valued her
skating scenes but not her
a:ﬁnﬁ.l ng the leading ladies
in Hollywood at the time, Henie
was the only one not considered
or tested when David Selznick
was casting “Gone With The
Wind.” She never quite accepted
that her thick Norwegian accent
limited her appeal; she was
convinced that she sounded
“youst like an American.”

Still, on the ice, despite her 5-
foot-1 stature, she was huge,
and remains so: A part of Henie
can be found in virtually every
l.:ﬂ' layer leading up to the

i er Olympics.

« Oksana Baiul’s tender age:
Last year’s World Cham ion- Lhaa
ships at 15 made Baiu the Photo Courteay of =

oungest to win that title since Henie-Onstad Art Center

o ie won l:tlhe ﬁrstll;f 10 lgggl

ampionships at 14, in 1947. sports” long before Olympic rules %
Furtbermore Bl ke Henie T e T el Tisoduced

[ features a ballet-like swan routine in her short white skating boots for girls, creating a sporti s

ke swan 2 demand among little would-b j
program, complete with tippy-toe prancing along the o Vo ORI SEE VSR

o s S « Harding's self-profi d h
« Witt’s fairly blatant attempts at sexuality: Three : . g professed toughness and
years ago, theylnternationa! Olympic Committee g“eeml‘lg 3“":““- She and two-time Olympian Midori
" Teacted to Witt by passing vague rules against ! ‘]“'e the only women ever to land the 3 1/2 -rotation
| costumes which were too revealing. But they simply 'I'_‘I"P e axel jump, and thus are the 1990s version of
. were an updated version of Henie's own forwar ]elme, celebrated for her “nerves of steel” and for
' outfits for her time. Before Henie had won her second what, at th‘i',l time, were considered “daring one-foot
. Olympic medal, she owned 16 skating outfits and was Jumpsﬁpm“’r‘ eels, Spl'lilﬂ- swirls. ) )
known to show up for 7 a.m. practice wearing ballroom b "t‘; 'b.e created something too big for the ice,
jewelry, and progressed to the revolutionary bare "'1,‘3; e lqt ig to bﬁ_w{ltmilad, eventually. Something
'drill}; of hula outfits. Wikl 8?1 sph Ple_l‘son }t{. - . i
: . e was like a little Cinderella,” Evy Scotvold said
.« Kerrigan's marketability: She already has deals of Henie. “But she was a real businesswoman and alio
* with Seiko watches, Campbell Soup Evian bottled made a lot of dough. She was a queen. She was a
water, Cosmopolitan magazine, Reebok athletic wear. pioneer. She had limousines. She had people waiting
But it was Henie who invented.endorsements for on her hand and foot.”
figure skaters. Said to be “the richest amateur in And she always wanted more. -
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DNR MONDAY
New York
November 22, 1993

| ai_ty Flicker

Giorgio Armani is sponsoring
“Napoletana: Images of a City,” an exhibi-
tion of films from Naples, at New York's

Museum of Modern Art (MoMA),
ani “grew up with a passion for film”

and says his sponsorship is a means of
paying homage to his heritage.

The exhibit, which runs through Jan. 27,
features more i
than 80 films
made between
1909 and 1992
in Naples and
the strround-
ing region of
Campania,
The films
highlight the
city's early
role as a pio-
neer of Italian
cinema.
Naples native
Sophia
Lorenstars
in several of
the filmspre- | NAPOLETANA
sented, and p, ;
featured Images of a CII}*
directors
include Pier November 12. 1995 ~January 37, 1994
Paolo
::‘::l:t':, “Napoletana” at MoMA
Rossellini, Liliana Cavaniand
Vittorio De Sica. There are also several
works of foreign directors inspired
by Naples.

The exhibit is a project of MoMA and the
Incontri Internazionali d'Arte with the
Centro Sperimentale di Cinematografia,
Rome. After its New York debut,
“Napoletana” will travel to the Musee
National d'Art Moderne in Paris.

—J.M.
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SHOWCAUSE BY ELFIE SEMOTAN

June 10-18,1995

[ =mirgee v F1S WOmMen On e Screen enactea, wis te
IS \ dignity inherent in having any ideals at all
S : HiLToN ALS

Photographed at MOMA, January 24, 1997,
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Austrian Avant-Garde Cinema

NabelFabel (NavelFable).
1984, Mara Mattuschka,
4 min.

Der Untergang der Titania
(The Sinking of Titania).
1985, Mara Mattuschka.
& min.

Parasympathica, 1986.
Mara Mattuschka. 5 min.

Mar Mattuscha, Kugelleopf, 1985

Kafsaeschnitt (Coesarean Section).
1987, Mara Mattuschka. 4 min.

Tuesday, June 13

3:00 Intimate Invasions/
Subverting Sexuality

Das Schwarze Herz Tropft
(The Black Heart Leaks). 1979.
Angela Hans Scheirl. Ursula

£s hat mich sehr gefreut
(I Have Been Very Pleased). 1987.
Mara Mattuschka. 2 min.

The Murder Mystery. 1992,
Dietmar Brehm, 18 min,

= ; 1 Piirrer, 13 min.
Total running time 103 min.
Maro Mattuscha, Kugeikopf, 1985 Filmmakers Angela Hans Scheirl Body-building. 1984.
b S d ] 1 and Ursula Piirrer present. T2 Angela Hans Scheirl, Ursula
unday, June 1 Piirrer. 3 min,

Saturday, June 10

Super-8 Girl Games. 1985,
Angela Hans Scheirl, Ursula

2:30 Culture and Its Discontents.

Monday, June 12

2:30 Peter Kubelka Program |
i;:?—.:; it! (Sun Stop!). 3:00 Culture and Its Discontents. Purrer, 2 min,
2 Pause! 1977, 12 min. Farry Radas. 25 min. ) Gezacktes Rinnsal schieicht sich
jrpeprantiens 5 5 See Sunday, June 11, at 2:30. schamlos schenkelnassend an
: Mosaik im Vertrauen (Mosaic in 5/62: Fenstergucker, Abfal, etc Filmmakers Ferry Radax, Joh (Jagged Trickle Creeping -
Confidence). 1955. 16 min. {5/62: People Looking Out of the Rosenberger, and Angela Hans Shamelessly Wetting Thighs).
Adebar, 1957. 2 min. Window, Trash, etc.). 1962. Scheirl present, T2 1985.
Schwechater. 1958. 1 min. i:“ K:"': e, gl fans Shei, Ul
s x “RATER. 1963-66. 7 Ter, o
Arnulf Rainer. 1960. 7 min. Emst Schmidt, Ir. 21 min. 6:00 Interior Spaces st )
Unsere Afrikareise (Our Trip to Subcuton. 1988, Farollel Space: Inter-view. 1992, (Invisible Adversaries). 1977.

Africa). 1966. 12 min.
Total running time 50 min.

Bodybuilding. 1965-66.
Emst Schmidt, Jr. 9 min.

Manufroktur (Manufracture).
1985.
Peter Tscherkassky. 4 min.

Kugelkapf (Ballhead). 1985,
Mara Mattuschka, 6 min.

Color de Luxe. 1986.
Dietmar Brehm, 7 min

passage ¢ ['acte. 1993,
Martin Arnold. 12 min.

Total running time 80 min,
Program introduced by Steve
Anker; filmmakers Martin Arnald
and Peter Tscherkassky present. T2

Johannes Rosenberger. 20 min.
The Abbotess and the Flying Bone.

«..Remote...Remote.... 1973,
Valie Export. 12 min.

Body-building. 1984,
Angela Hans Scheirl, Ursula
Plirrer, 3 min

Venus), 1972, Moucle Black

5 min.

), 1985, Renate
Kordon. 9 min.

Vetw fxport. Unsichtbare Gegner, (97

Peter Tscherkassky. 18 min.
walk in. 1969.
Moucle Blackout. 6 min.

1. Mai 1958, 1958,
Marc Adrian. 3 min.
Wo-da-vor-bei. 1958.
Marc Adrian. 1 min.
Random. 1963,
Marc Adrian. 4 min,
Text I. 1963

Marc Adrian. 3 min,

3 mn.

Regen (The Rain). 1983,
{rian. 30 min.

g, 1989

mold. 16 min,

fol niipg time 93 min.
Filmmakers Martin Arnold and
Peter Tscherkassky present. T2

Valie Export. 112 min.
Total running time 134 min.

Program introduced by curator 1989, Filmmakers Angela Hans Scheirl
Steve Anker and filmmaker Peter Angela Hans Scheirl, Dietmar Black Movie . 1959, and Ursula Piirrer present. T2
etk T2 Schipeck. 18 min, Marc Adrian, 3 min.
Total running time 90 min. 6:00 Place/Replacement
5:00 Material and Sensation: Filmmakers Ferry Radax, Johannes
An Overview. Rosenberger, and Angela Hans General Motors. 1993,
Masaik im Vertrauen Scheirl present. T2 Saihim Hiebler, Gerhard Ertl. 15
(Mosaic in cmﬁi?cp). 1955. :o';o el
Peter Kubelka. min. n e
5:00 Body as Material Plus wriers e Lumii
2/60: 48 Kopfe aus dem "’ Duries d st Lumired
. Szondifest (2/60: 48 Heods from 10/65: Selbstverstimmelung Peter Tscherkassky. 3 min.
the Szondi-Test). 1960. Kurt Kren. (10/65: Selfmutilation), 1965.
5 min. Kurt Kren. 6 min. 31/75: Asyl (31/75: Asylum).

1975. Kurt Kren. 8 min.
Sunset Boulevard. 1991,

Thomas Korschi i
Hemals. 1967.Hans Scheugl. 16/67: 20. September. 1967. i iL. 8 min
11 min. Kurt Kren. 7 min. Semiotic Ghosts. 1990-91.
] isl Ponger. 18 min.
Man & Frau & Animal Das Schwarze Herz Tropft
(Man & Woman & Animal). (The Black Heart Leaks). 1979. Renate Kordon, Buntes Blut. 1985 Dgrﬂﬂdarle!r (The Place of
1970-73. Angela Hans Schefrl, Ursula Time). 1985, :
Valie Export. 10 min. Plirrer. 13 min. Hans Scheugl. 40 min.

Total running time 92 min,
Filmmakers Thomas Korschil, Lisl
Ponger, and Peter Tscherkassky
present. T2
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Photographed at MOMA, January 24, 1997.
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FASSBINDER’S FIVE

E was a romantic idealist obsessed
with exposing rot and corruption.
Nothing more fully confirmed
his perpetual sense of loss—this only child
of divorced parents, born in Germany a
mere three weeks after the Third Reich
surrendered to the Allies—than inno-
cence exploited. He made forty-four films,
all of which were, on some level, about
innocence made corrupt: by the war, by
petty bureaucrats, by bigotry, by loneli-
ness. The grand amalgamation of his
three names, Rainer Werner Fassbinder,
became, in time, as famous as the ex-
cesses—drugs, drink, work—that led to
his death, at thirty-seven, alone in his
Munich flat.

For many years, fans on this side of the
ocean caught Fassbinder’s films wherever
they could. Many of the pictures weren’t
on videotape; the early ones were hard to
come by anywhere. The current retro-
spective at the Museum of Modemn Art E&
(through March 20th) not only includes
all his extant movies but also makes avail-
able his complete collaborations with a
number of women. More often than not, it
was one of the five women at the right—
Rosel Zech, Barbara Sukowa, Hanna
Schygulla, Irm Hermann, and Margit
Carstensen—who portrayed Fassbinder's
inner self: the lover of black men, of isola-
tion, of the dramatic flourish. And such was
his insight into these actors that in subse-
quent films, made with other directors, :
their power is diminished. _

“The Marriage of Maria Braun,” which
closed the New York Film Festival in
1979, was Fassbinder’s masterwork, not
least because it starred Schygulla, the most
versatile of his muses, but also beca
the film she stood for something Ameri-
cans had n before seen so fully ex
posed: the emotional conseque
Germany's 1945 defeat and of it
to rebuild using mortar scratched f
rubble. When it came to his work, Fi
binder was ruthless and not at all roman
tic. What he wanted us to see, and what
his women on the screen er was the
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Chronicle

a Esther Williams

will be celebrated by the motion picture academy.

ESTHER WILLIAMS, who swam her
way into stardom in the 1940's and
50's, is to be honored tonight by the
Academy of Motion Picture Arts and

' Sciences at the Museurn of Modern
Art. Yesterday, she reminisced
about some of the more acerbic re--
wiews she received over the years.

“Early on in my career, I got used
to people criticizing me,” she said
from her New York hotel. ‘I remem-
ber one critic who said of ‘Thrill of a
Romance,' ‘Don’t see this movie if
you're diabetic.” Another one: ‘Wet,
she is terrific, Dry, she is just a nice
girl who should marry and settle
down.’ They planted a seed in my
mind that if I didn’t swim, they
wouldn’t make movies with me.”

When she learned of the planned
tribute, Miss Williams, who is 73,
said, *'I figured either the academy
had run out of people to give it to, or

they finally figured out whatitis I
did that is unique.”

Miss Williams, who lives in Bever-
ly Hills, Calif., may have stopped her
aquatic choreography, but she has
not strayed far from the water. She
produces a swimwear collection
bearing her name and owns a com-
pany that makes backyard pools.

Although she made her last movie
in 1961, she is still remembered for
her films. “This just happened,” she
said: a telephone operator asked for
her name and said with surprise,
“0Oh, are you the Esther Williams
who used to swim?"'

“Yes,"” she responded, “and I still
do.” NADINE BROZAN
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Rainer Werner Fassbinder, focus of a retrospective at the Modern.

3 Who Worked
With Fassbinder

Recall a Demon
And a Magician

By MEL GUSSOW

The brief, cyclonic career of Rainer
Werner Fassbinder is being celebrated at
the Museum of Modern Art with a two-
month retrospective: 43 of his films, from

These films represent the diverse faces
of the German director, who made movies
and lived his life at a furious pace: he died
suddenly in 1982 at 37, leaving a cinematic
legacy that is unmatched for its produc-
tivity and intensity. In his work, he often
explored the traumatizing effect of the
postwar pursult of prosperity.

As Laurence Kardish, the curator of the
retrospective, says in the book “Rainer
Werner Fassbinder,”” he was a “‘penetrat-
ing social cartographer” who “illuminat-
ed the ways society circumscribes and
influences personal choice.”

As an artist, Fassbinder led three full
lives: he was also an actor and a play-
wright. (During the festival, productions
and readings of his plays will be pre.
sented at various New York theaters.)
Under the supervision of Jullane Lorenz,
head of the Fassbinder Foundation, the
films have been restored and new subti-
tles created. Several will be shown for the
first time in New York. Only his first film,
“This Night,"” was not found.

Today at 2:30 P.M. "Katzel
will be shown, and at 6 P.M
Colder Than Death,” with three short
films. The serles ends on March 20, but
during the next year a shorter version of
the festival will play in 13 other cities in
the United States and Canada

On the opening night at the museum
last week, Ms. Lorenz and other col-
leagues and friends paid tribute o the

Colleagues of

Series.Folder:

e

&)
Sars Krulwich/The Now York Timas

hinder: from left, Barbara Sukowa, who played the title role in

“Lola" (above, middle); Hanna Schygulla, who starred in “The Marriage of Maria

Braun" (top), and Juliane Lore:

man who had such a transforming effect

on their lives arbars kowa, who

1 the title role in “Lola" in 1981,

him to Bre al, & charac-

1 in a Vol Schitindor{f film

she sald, "a bad boy of his

" In common with Baal, Fass-

binder was an ‘rible who never
outgrew his r rencgade,

Hanna Schygulla (pronounced shi-GOO-

la), his favorite leading actress, sang

2, who edited 12 of the director's films.

songs set to lyrics by Fassbinder, and a
short documentary film was shown, in
which the director was Interviewed while
shooting "' Despair.” Analyzing his own
growth as an artist, he said that he began
his career by trying to understand his own
obsessions but became a storyteller, and
one of his continuing goals was to free
people “'to express their pain."
Many of Fassbinder's collaborators, a
Continued on Page C15

Department of 1/2
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Continued From Page C13

» Close family of artis|
. y (s, have on
3o have rewarding careers, Iilotmﬂwy
% look back on their days with him as
E ﬁ:smﬂa’fabestammes.umwhmhe
most manipulative. They
+ describe him with the most visceral
} imagery, as a dynamo, a demon, a
i m:i:nmhe “shoved a mirror” into
: moviegoers; he ed
In § being cruel. e
. Alellow director recalls that meet-
CJ; Ing him felt as if “‘someone had
-

4rWemer Fassbinder,” “You never
*. knew if he was about to caress you or

i{Lmoe on you with his claws.” "

i the positions of the actors and em-
! phasizing “the choreography of the

ohody."" Their discussions were intu-
l.'.'u.lve. not intellectual, although occa-
.  slonally he would offer motivational

ju!.dnnce.

#" Ms, Schygulla remembered the
crucial scene in the 1978 film "“Maria
Braun,” when Maria’s husband, who
has been presumed dead, returns
from the war just as she and an
American sergeant are about to
make love. The director told the ac-
tress not to express awe or embar-
rassment, but “happiness, some-
thing against normal psychology,"”
the sheer joy of seeing her husband

ain,

Ms. Sukowa, who first worked with
Fassbinder in his Hamburg stage
production of “The Women," by
Clare Boothe Luce, recalled the day
he filmed her memorable striptease
scene In “Lola’ The scene began on
a stage, and the only direction he
gave her was, *'You start there and

end up on the shoulders of
arlo."

ecalling Fassbinder,
Demon and Magician

A lesson for an
actress from her
director: ‘to be
uninhibited.’

“That was it,"” she said. *“No re-
hearsal, one take. All you could do
was to do " And she did

spective, within the

there was artistic order, and also an
of trust.

"“One of the things you can learn

from him is to be uninhibited,” Ms.
sald, still speaking of
in the present tense.
rself into it, and then you
touch of inspiration.”

g g

lisehs ot
Eiﬁigg é;’gi
é;%gﬁi §§§a§
HHT z‘agﬁ’?

and we woke up and we worked
again,” With a laugh, she added, "It
was a very normal rhythm." In con-
trast to others, she thought of him as
a positive though “'barogue person™
and his movies as "healing.”

When Fassbinder died, it was as-
sumed that it was his life of excess
(including drugs and alcohol) that
killed him. For Ms. Lorenz, it was
simply an end: “There Is no mys-
tery. He just died.”

Others point to premonitions, Ms.
Schygulla said that as far back as
acting school he had talked about
dying young, that he “preferred to
live quick and short."” She asks, "' Did
he die so young because he was In a
rush, or did he rush so because he |
was destined to die young?"

The key to Fassbinder, If it exists,
18 In his films, which Is exactly as he
would hape had It.

m, Department of 1/2
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-~ Worlds Apart

NCWDim:mrs“s

typically mixed bag—20 countries, 14
debuts, wo already Miramax'd—
opens in Paris with an absent car. China
and Sundance are near, of course, but
this year the Middle East is also well
represeated. Here's what we've been
able to preview:

When the Cat's Away Cédric Klapisch is
the French filmmaker du jour but his
self-consciously casual it of daily
life in a multiculti Pans guartier can’t
hold 2 candle to Claire Denis. Sony
Classics distributes. March 21 and 23.

A —AMY TAUBIN

Love Serenade Similar in style to
Muriel's Wedding—albeit alot darker—
Shirley Barrett’s comedy about two
sisters, both obsessively in

love with an on-the-skids, Australian
version of Howard Stemn, gocs off the
deep end long before it's over. To be re-
leased by Miramax. March 21 and 22.
—AT

] et

Chranicle of a Disappearance Palestin-
ian filmmaker Elia Suleiman returns
to Nazarcth to interview his family,
record daily life, and fantasize about a
terrorist underground. An image of
owo elderly middle-class Palestinians
falling asleep in front of a TV that
nightly displays the Isracli flag is cvery
bitas tragic asan i bloody bod-
ies. This is an exceptionally subde and
intelligent film. An Intemational Film
Circwt release. March 22 and 23,
—AT

The Apartment This vacuous romantic
thriller marks the unpromising debut
of writer-director Gilles Mimouni. Trs
lodding narrative of obsession and
mistaken identty is clotted with film-
backs. A total embarrassment and
deadly dull—but the heavy-handed
musical score is too loud to permit casy

dozing. March 22 and 23.
—EwuorT STEIN

The Eighteenth Andcrs Ronnow-
Klarlund's accomplished and stunning-

R

‘New Directors/New
Films) Volume 26

is coolheaded
23and 25.
—ES.

antiauthoritanian
and understated. M.
Little Mﬂf Helke Misselwitz brings

dour but li 1o this
misémblist tale of Berlin's lower depths.

Pamﬁns:fmddmmad—nd&h:mim
and dealing with the injuries of class,
the film prime Fassbinder ma-
terial. Haying grown up and estab-
lished herself in the former DDR, how-
ever, Misselwitz scems inoculated
against irony, March 23 and 25.

—]. HosERMAN

Love and Other Catastrophes Blithely
jertisoning identity
politics, Emma-Kate
Croghan's insou-
ciant screwball com-

edy about a group of

Australian college
students switching
majors and sexual

ners is wonderful-
r;:'u:d and creatively
photwgraphed. These
women directors—
they just keep coming
up from Down Un-
der. A Fox Searchlight
release. March 26
and 27, —AT.

The twe disgruntled execs of In the Company of Men

| ly photographed debut film takes place
! gnpimc mrlful:m day in 1993 when

the citizens of Denmark voted to

+in the Furopean union, He adroitly
esthtecparallel stories that mealt

cifeerively at the chase. The movie's

Black & White & Red All Over In a claus-
trophobic Boston apartmetit, a group
of smart, lively African American twenty-
somethings play out an endgame of

. self-destruction, Collectively direcred wgan'

by DeMane Davis, Harry McCoy, ansl

Khari Streeter, this was the roughest,
jest, and most visi film at Sun-
dance. March 28 and 29. —AT

In the Company of Men Two ’d?_ Jed
cxecs (a sadistic shark and a self-pitying
wimp) calculatingly seduce mof aban-
don a deaf’ — just because they
can. Neil LaBute displays the icy intel-
ligence and formal control of a fledg-

Bob In Sick
ling Kubrick in this unsparing exami-
nation of male social pathology. March
28and 29. —AT

Three Friends You know Korean film is
breaking out when a woman dirccts a
picture about three male slackers. Yim
Soon-Rye’s portrair of three college re-
jeces with no future is not only funny
and poignant, it’s an unsparing critique
of Korea's militarist society, March 29
and 30. —AT

Rainclouds Over Wushan |t understared
narrative emerging from a mass of ac-
cumulated detail, Zhang Ming's first
feature is a wistful evocation of a minor
functionary’s hapless isolation, amid
the petty corruption of daily life in the
People’s Republic. March 30 and 31.

—J.H.

Sick: The Life and Death of Bob Flana-
gan, Super Masochist Kirby Dick’s por-
trait of the late performance artist who
was born with cystic fibrosis and sur-
vived by making pain his art medium
(in his maost notorious piece, le nailed
his penis 1o a board) deserves 1o be
double billed with David Cronenberg's
Cragh. An invaluable art-historical doc-
ument, its also a testament Flana-
l{ﬂl(l\)ﬂf{.‘

April 3and § —A

i 251997 &
YILACE YQICE arch 26, 1997

Sunday A middle-class accountant
tumbles through the rattered safety
net and wakes ug in 2 Queens home-
less shelter. The Sundance Grand Jury
Prize winner, Jonathan Nossiter’s first
feature taps into a very contemporary |
strain of anxicty, but the acting and !
the scripe are a lite too reminiscent of |
1960s-style BBC experimental dama. |
April 4 and 6. —A.T.'.:

i

Moebius “The disappeared” as reality®
and metaphor has worked its way into-
the Argent llcetive unconscious.
Made by students in the flmmaking =
workshup of Gustavo M tus
Borgesian allegory of a trin lost in the
runnels under Bucnos Aires is heavy on
atmosphiere and a littde too airtght for
isown good. Apnl4and 5. - —AT

Shall We Dance? A hard-working sub-
urban husband is drawn to a beautiful
young woman he sees through, the
window o a dance hall, In ondeér o be
near her, he takes up ballroom dancing.
In the process he leams how to love pot
the dancer but the dance, Cerminly the
maost charming film of the festival—if
not of the year. Miramax distributes,
April 5 and 6.

—AT
Amos Fortune Road: 16 a mere 20 min:
ures loog, but Matchew Buckinghahiy
lyrical, formally invenrive meditation™
on a lost bit of American history shows
that avanegarde flmmaking-is /seills
alive. (1e scrcens with Radeelails \{)‘li‘l“
Wihan.) And Walter Salles's Socomo
Nobre, a double portrait of an exiled
Polish sculpror in Brazil and a mother
of three doing time in a Bahia prisofi
is quictly amazing. (1c screens with
Al Leja) —AT

Film, Department of 1/2
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166 VILLAGE vOICE BEST OF NYC OCTOBER 5, 1999

BEST PLACE TO WATCH OLD MOVIES
(AND EVEN NEW ONES)

Tucked into the obscure northwest corner of
the Lincoln Center complex. the 268-seat Walter
Reade Theater has the biggest screen, the best
sight lines - and tha mast lag rnom of anv the-
ater its siz
lumbar-fri
holders. T
national fi
Film Arch
are more

American
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unique is t
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166 VILLAGE VOICE BEST OF NYC OCTOBER 5, 1993

BEST PLACE TO WATCH OLD MOVIES
(AND EVEN NEW ONES)

Tucked into the obscure northwest corner of
the Lincoln Center complex. the 268-seat Walter
Reade Theater has the biggest screen, the best
sight lines, and the most leg room of any the-
ater its size =
lumbar-frie: . -
holders. Tk Sixpack m
national filn = =

i ivi E 3RD ST
ar more e
American N st A
generally mu
unique is th
menatbosy CINEPROBE

erated for

Ab EVENING OF AVANT-GARDE FILMS

BY INDEPENDENT AUSTRIAN
moviegoin  FILMMAKERS, INCLUDING WORKS BY
and color¢  FRIDOLIN SCHOENWEISS (IN PERSON),
ismore ik JoHANNES ROSENBERGER, KURT
asmallthe  peny AND OTHERS. PRESENTED BY
show Efeih RALPH McCKAY, SIXPACK FILM
West bath

MANAGER, MNORTH-AMERICA.

SUPPORTED BY THE AUSTRIAN CULTURAL INSTITUTE, NEW YORK.
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166 VILLAGE VOICE BEST OF NYC OCTOBER S, 1999

BEST PLACE TO WATCH OLD MOVIES
(AND EVEN NEW ONES)

Tucked into the obscure northwest corner of
the Lincoln Center complex. the 268-seat Walter
Reade Theater has the biggest screen, the best
sight lines, and the most leg room of any the-
ater its size in the city—not o mention wide,
lumbar-friendly seats with armrests and cup
holders. The mix of retros, theme shows, and
national film series isn't unusual—Anthology
Film Archives and the Museum of Modern Art
are more eclectic, while Film Forum and the
American Museum of the Moving Image are
generally more sensitive to print quality. What's
unique is the ambience—and [ don’t mean the
mental-hospital-dayroom ammosphere that, tol-
erated for decades, can make See Page 169

moviegoing at MOMA so problematic, Plush |
and color-coordinated as it is. the Walter Reade
is more like an vversized screening room than

a small theater. It's a revival house where every
show feels like the worla oremiere, JH (165
West bath Street, 875-3ou4)
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From:
Sent:
To:
Subject:

Dew, Harris

Thursday, November 04, 1999 5:19 PM
Dew, Harris

Press Conference for dot.jp

From 10:00-10:45 am tomorrow, November 5, in the Titus 2 Theater, Barbara London, Associate Curator, Department of

Film and Video, will present a press preview of her latest online project, dot.jp: A Curator's Japan Diary. She will be

js%:?:id lén)y hg_r travelling partner, documentarian FDP Henryz, and Web site designers Matt Owens and Warren Corbitt of
o OneSine.

Please feel free to attend.
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DAILY VARIETY June 14, 1999

Archives race to beat clock

Daily V;riety via NewsEdge Corporation : Sometimes, information from the White
House is actually useful.

Wlee 23R+ p 03 ' wmt
‘Underground" Art Video Sho%‘ﬁ-s 7

Regardless of what role digital technotogy may play in preservatsm. o _u__,
affirms that MoMA's main interest is to preserve film as film, as light
projected on a screen, something he admits may become strictly "a museum

experience" in the future.

"Nitrate needs to be kept alive," says Paolo Cherchi Usai, senior curator of
the motion picture department of George Eastman House, which has been archiving
1
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DAILY VARIETY June 14, 1999

Archives race to beat clock

Daily Variety via NewsEdge Corporation : Sometimes, information from the White
House is actually useful.

Such was the case with Hillary Rodham Clinton's recent announcement that the

National Film Preservation Foundation (NFPF) was to receive a $1 million grant

to preserve rare silent films -— from Clara Bow movies to one-reelers by

Harold Lloyd -— via restoration work to be done at George Eastman House, New
York's Museum of Modern Art (MoMA) and the UCLA Film & Television Archive.

The initiative, part of the Save America's Treasures campaign, provides a
snapshot lesson on how the film-preservation community works together.

The two who have been at it the longest are MoMA and Eastman. MoMA arrived
first, when museum founder Albert Barr noted in 1932 that films were "the only
great art form peculiar to the 20th century” and belonged in any

self-respecting public collection of modern art. He promptly dispatched a film
curator to Hollywood to discuss the then-radical idea of donating prints to the
museum.

The notion eventually took hold: MoMA today boasts more than 14,000 films. "Our
Griffith negatives are just as important as a Picasso painting," declares
Steven Higgins, curator of the museum's film archive.

Higgins says films get into MoMA through "curatorial discretion — do you need
this for preservation purposes?" Sometimes additional prints allow the museum
to "add to the soundtrack (or) upgrade the image." With a collection that
strefches back to the days of Thomas Edison, these are key considerations.

Regardless of what role digital technology may play in preservation, Higgins
affirms that MoMA's main interest is to preserve film as film, as light
projected on a screen, something he admits may become strictly "a museum

experience" in the future.

"Nitrate needs to be kept alive," says Paolo Cherchi Usai, senior curator of
the motion picture department of George Eastman House, which has been archiving
1
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fil i " ‘a1 e
élmsﬁs\:‘??a: Sﬂh There's little point in doing a perfect restoration of a
all the others decompose. With the amount of money needed to do

restoration of 100 films, we i |
for 10,000 fio0 flms, we can create an adequate preservation environment

E:serchi Usaiis quick to paint out that the whole concept of film preservation
expanded to include not only feature films but newsreels, avant-garde
offerings and even home movies.

go make his point, Cherchi Usai cites a recently unearthed amateur 16mm film of
ermany's invasion of Poland. In such cases, the idea of mere preservation —
never mind restoration — leaves everyone, in his opinion, overwhelmed.

Whether digital technology will be of much help to overwhelmed preservationists
IS very much an open guestion. "It's not a viable tool for long-term

conservation at the present time," Cherchi Usai says. With digital, the method
of relne_val becomes obsolete too fast. For example, most TV stations can't
read 2-inch tape made in the 1970s; they simply don't have the equipment.

Not that digital is without value. When Sally Hubbard, new-media coordinator
for the UCLA archive's research study center, takes a viewer on a tour, most of
it is done with mouse clicks and a computer screen.

This virtual tour comes courtesy of a grant from Mitsui Corp. to fund three CD-
ROMs "recontextualizing," as Hubbard says, underutilized material in the
archive's possession.

The first of these, co-produced with the Japanese American National Museum,
deals with the forced relogation of Japanese-Americans during World War Il and
combines newsreel footage, stills, text and secret home-movie footage made
inside internment camps.

Hubbard acknowledges that to some in the archiving community, "This isn't film
preservation, these are videogames." But the discs bring historical materials
to a much wider audience — and also function as a revenue source.

Bob Gitt, presiding officer of the UCLA Archive, says the use of digital
technology "has been going on for some time now" --- to remove pops and clicks
from sound. "The danger is misuse of these techniques," he says. "It's possible
to use overkill — to begin attacking the original audio or video image."

To illustrate, Gitt notes that when technicians cleaned up Disney's "Snow

White" a few years ago, they removed its "antique” look. While they preserved
the film and made it better for commercial purposes, the archivist's goal, he
contends, would have been to make the best possible 1937 copy of the animated

masterwork.

Still, sometimes there is little choice. Michael Friend, director of the
Academy of Motion Picture Arts & Science's archive, has used digital work for
restoration in areas where photo-chemical techniques can't do the job.

One famous example is the restoration of a previously "lost" Frank Capra film,
Columbia Pictures’ 1928 silent "The Matinee Idol." Discovered in France, Friend
says the surviving copy was “many generations away from the original. It was
our intention to take it and replace the titles."

Eventually, it became the first live-action film to be restored digitally in

its entirety.

Grover Crisp, Sony's VP of asset management and film restoration, partnered
with Friend on "Matinee Idol's" restoration. "This is an example of good public

and private partnership in film preservation," he says. "We wish there could be
more of the work. It's very time-consuming."

2
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V\;'I}:rlses?y has its own film preservation committee, there are many more
parinerships for many other types of films, yet to be made.

The NFPF was created by C i isi ivi
: € oy Congress in 1996 as a fundraising and grant-giving
adjunct to the National Fiim Preservation Board and National Film Registry,

Which were themselves created it f
Congress. as separate entities within the Library of

"We're like the implementation arm, dispensi ives,"

' J , dispensing grants to archives,” says NFPF
director Annette Melville. "We're finding there are interesting, useful,
valuable films all over America. There are hundreds of organizations around the
country, but they don't know what to do with the films."

Ever_'n the Library of Congress, which has the country's largest film collection
by virtue of the prints deposited there for copyright protection, has been in
1h9_ preservation business formally for only 10 years, starting with 1989's
initiation of the National Film Registry.

This marked the U.S. government's first serious stewardship of the nation's
film ‘heritage since launching the American Film Institute in the late 1960s.
Besides being chartered to train fimmakers, the institute has begun a public
dialogue on film preservation, which originally was taken to mean only silent
movies.

The longer this discussion continues, however, the larger the problem seems to
grow, The race to save pre-1950 nitrate films has been joined by the more
recent crisis of post-1950 films that were put on so-called safety stock.

"It's the vinegar syndrome," Library of Congress exec Ken Weissman says,
referring to the smell that signals the deterioration of safety stock's
cellulose triacetate base.

Beyond these concerns, fading color will be as big an issue for modern movies.

Stephen Leggett, the sole paid staffer for the National Film Preservation
Board, says that, for now, "Digital will be a complement, not a replacement,
for film-to-film duplication. We will always retain the original 35mm
elements."

And as Weissman points out, transferring digital code from one new system to
another, as technologies continue to emerge, results in the loss of information
from one generation's print to another.

But David John Francis, the chief of the Library of Congress' motion picture,
broadcasting and recorded sound division, fears that whatever technologies are
deployed, the prospects for saving significant chunks of America's fast-
vanishing cinema heritage are rather frightening.

“In principle, we cannot preserve more than what currently exists, (though)
film archives in countries, particularly ex-Soviet bloc, may have significant
numbers of American films which no longer exist here," he says.

"Even then," Francis concludes, "I expect the survival rate will be low enough
to justify preservation of all extant material from this endangered period."

<<Daily Variety -- 06-14-99>>
[06-14-99 at 16:57 EDT, Copyright 1988, Cahners, File: c0614000.5ah]

Entire contents (C) 1999 by NewsEdge Corporation., 80 Blanchard Road,

pic0S388 pex
Burlington, MA 01803.
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MoMA Adds to its Vaults a
by Kevin Filipski

Sincc the founding of its film depart- |

ment back in 1935, the Museum of
Modern Art has been at the forefront of
film acquisition and preservation. Its cur-
rent “200 for 2000” campaign is, as its name
would suggest, an attempt to acquire at
least 200 more films for its current archive
of more than 14,000 titles by the year 2000,
Started in 1996, the campaign is nearly
one-third of the way toward its goal.

A selection of several of the films that
have already been acquired by MoMA are
being shown as part of a summer-long se-
ries entitled “A View from the Vaults: Re-
cent Acquisitions and Restoratjons.”
Running through Sept. 12 in MoMA’s
Titus Theater I (11 W. 53rd St., 708-
9400}, “A View from the Vaults” demon-
strates not only the extraordinary breadth
of just a small part of the museum’s film
collection, but also the incredible gener-
osity of the filmmakers who have donated
their films.

Brand-new acquisitions feature five of
America's most distinctive and original
directors. A handful of Woody Allen’s more
recent films are included, with his under-
appreciated musical Everyone Says I Love

MoMA's recent acquisition of Hal Hartley's Amateur, starming
|saballe Huppert and screening Aug. 18 and 22, makes official
Hartley's Acceptance Into the pantheon of Amarican cinema

Up

nd Shares the Bounty with Summer Film and Video Series

You already having screened, Mira
Sorvino's scene-stealer, Mighty Aphrodite
showing Aug. 8 and 10, the uncannily au-
tobiographical Husbands and Wives Aug.
22 and 29, and the delightful miniature The
Purple Rose of Cairo in September.

The never-dull if often wrongheaded
Oliver Stone is represented by the three-
hour biography Nixon, his latest journey,
U-Turn (Aug. 3,4), his trashy thriller The
Hand (Aug. 7, 9) and his underrated Viet-
nam tale as seen through the eyes of a
Vietnamese peasant woman, Heaven and
Earth (Aug. 21, 23). The far less contro-
versial, more modest Hal Hartley is rep-

resented by his third feature, Simple Men
(July 21, 23}, his wickedly deadpan and
little-seen TV film, Surviving Desire
(Aug. 6, 7), and the thriller parody he
wrote so that he would have the chance
to work with Isabelle Huppert, Amateur
(Aug. 18,22).

The infamous Coen brothers (writer-
director Joel, writer-producer Ethan) will
have several of their pictures immortalized
at MoMA: Barton Fink, which won mul-
tiple prizes at Cannes; last year’s Oscar-
winning Fargo (July 2, 3); their bizarre
early pairing of future Oscar-winners
Nicolas Cage and Holly Hunter, Raising
Arizona (July 18, 21); and their gangster
spoof Miller's Crossing (Aug. 7, 9). And,
Clint Eastwood, has the following entries:
his Oscar-winning western, Unforgiven; his
only pairing with Kevin Costner (Clint's
the cop, Kevin's the outlaw), A Perfect
World (July 4, 6); his affectionate biopic of
jazzman Charlie Parker, Bird (July 13, 17);
and his adaptation of the weepy best-seller
Thé Bridges of Madison County (Aug. 8, 10),
featuring a tremendous, emotional perfor-
mance by Meryl Streep.

Among the important restorations on
which MoMA has been working, a
handful will be unveiled during
the series. Douglas Fairbanks’ ac-
tion-packed tour-de-force, Don Q,
Sont of Zorro (1925) will be shown
July 2 and 7; its restoration was de-
rived from the original negative
Fairbanks himself gave to MoMA
in the 1930s. Leo McCarey’s origi-
nal romantic tearjerker, Love Affair
(1939), starring Irene Dunne and
Charles Boyer, will be shown July
5and Aug. 31. D. W, Griffith's truly
epic melodrama, 1922's Orphans of
the Storm ( Aug. 7, 11). And Lou
Bunin’s delicious mix of live-ac-
tion and animation, 1948's Alice in
Wonderland, brings Lewis Carroll’s
fable to vivid life Avug. | and 3,
thanks to MoMA's painstaking res-
toration,

RESIDENT The Week of June 29, 1998

JUL 06 1998

Video-makers rarely get their

due (the exception is the New York

Video Festival, which runs July 17-

23 at the Walter Reade Theater as

part of the Lincoln Center Festi-

val). But MoMA has always cham-

pioned such directors, and its cur-

rent show, “New Video Acquisi-

tions: Four Voices,” through Sept.

20 in the Garden Hall Video Gal-

lery, brings to the fore the work of

a quartet of video directors: Juan

Downey (from Chile), Ed

Emshwiller (from the U.S.), Peter

Forgacs (from Hungary) and Mako
Idemitsu (from Japan).

The series’ five programs — which run
on a regular schedule throughout the week
— are made up of works by each director,
with Emshwiller and Forgacs sharing a
program as well, Video-makers have never
been pigeonholed by a lack of topics, and
these are no exception: the videos range
from Emshwiller’s 12-minute “Thermo-
genesis” from 1972 and one of the first ex-
plorations of the video medium, to
Forgacs' hour-long “Private Hungary,” the
first of eight videotapes exploring the pri-
vate lives of individual Hungarians. W
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From:
Sent:
Subject:

Bandy, Mary Lea

Thursday, July 01, 1999 4:07 PM

Announcement: Department of Film & Video
i g A

MCMA

| am pleased to announce the promotion of Charles Silver to Associate Curator, Research and Collections, and of
Ron Magliozzi to Curatorial Assistant, Research and Collections. Charles came to the Museum in 1970 and has
served with distinction as Supervisor of the Celeste Bartos International Film Study Center and subsequently as Film
Research Associate. Among the numerous retrospectives and projects Charles has curated are two major series on
the work of Lillian Gish and Charles Chaplin, accompanied by the publications Lillian Gish (1980) and Charles
Chaplin: An Appreciation (1989). Charles also has authored countless superb program notes for film series, has
lectured widely at the Museum and throughout the U.S. and in Japan, and continues to devote considerable time and
thought as a reader and guide to filmmakers, scholars, and students in their research of our collections.

Ron Magliozzi came to the Museum in 1979 and has served as Study Center Assistant and later as Ftln! Research
Assistant. Ron has guided users through the Study Center, and works closely with scholars on film music and
animation. He has built the study collections substantively in these areas as well as developed the archive of the
department's history, the poster collection, books and periodicals, correspondence, and our outstanding hobd]ngs of
press books. Ron has authored numerous program notes and articles, including a fine piece on the Gone with the
Wind Scrapbook, one of the Museum's most unusual treasures.

Mary Lea Bandy

Chief Curator, Department of Film and Video
Deputy Director, Curatorial Affairs

(212) 708-9600, (212) 708-9725

The Museum of Modern Art
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The Museum of Modern Art
Department of Film and Video

PICKFAIR PROGRAM

On June 27, 1935, the Museun officially established The Museum of
Modern Art Film Library Corp., with John Hay Whitney as President
and Edward M. M. Warburg as Treasurer. Plans for a "Motion Picture
Department" had been in the works for several years. The idea had
originated with Alfred Barr, who had proposed it as early as 1929
in his overall plan for the new Museumn.

In May 1935 the Rockefeller Foundation pledged a matching grant of
$100,000 to set up the department, first called Library Cinema Art,
Inc. Whitney contributed, and most importantly, he arranged for
Curator Iris Barry and General Manager John Abbott to go to
Hollywood, to present the case for acquiring prints for the new
film archive. There, at a splendid reception, they met the most
important potential donors, the filmmakers themselves.

Mary Pickford served as hostess for a dinner and screening at her

Hollywood estate, Pickfair, on Saturday, August 24, 1935. Joining
Ms. Pickford and Douglas Fairbanks were top stars, directors, and
producers, including Ernst Lubtisch, Walt Disney, Harold Lloyd,
Mack Sennet, Harry Warner, Harry Cohn, Samuel Goldwyn, Mervyn
LeRoy, Merian C. Cooper, Jesse Lasky.

According to Barry, "it was guite a party, with many famous guests
in full fig, music in the garden, supper at candle-lit tables and -
subsequently - a programme of. films in the drawing-room to recall
and briefly recapitulate American films history."

(and thus we are gathered here, inremembrance--in full fig, with
music in the garden and candle-1lit tables. We don't have a drawing
room, but do have a way of showing five minutes of this original
program, if you will look at the screen over the bar.)

The brochure noted the purpose of the evening, "To Make Known the
Work of the Newly Established Museum of Modern Art Film Library,"
whose purpose was "to trace, catalog, preserve and cirqulate for
study in museums and colleges . . . programs of films in exactly
the same manner in which the Museum . . . now exhibits and
circulates paintings, sculpture and other works of art."

Motion Pictures of Yesterday and Today

The program included the following films, some in their entirety,
others in clips, several of which already had been acquired for the
Film Library, and were in constant use to illustrate the history of

the medium.

Film, Department of 1/2
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1896 The May Irwin - John C. Rice Kiss

) One of the most popular of the primitive fifty-foot
nickleodeon films. The incident depicted was the high moment of a
Broadway state stage success of that season, "The Widow Jones,"
Its nature seems to have dictated the use of the close shot.

1903 The Great Train Robbery

: With this memorable production of the Edison Company,
directed by Edwin S. Porter, the film progressed permanently from
those brief incidents of which the earliest movies were made, to
the more promising field of sustained narrative and drama. The
camera is already struggling with its material in a lively, though
crude, fashion. Here, in fact, are the rudiments of the Western,
the gangster film and of much that the screen has since given us of
?rama. Once again the close-up appears, though not as yet
incorporated into the texture of the film,

1911 The Coming of Columbus

A brief excerpt from an early but ambitious historical pageant
produced by Colonel Selig. The film was hand-tinted throughout.
It is of interest to note that the ships were the exact replicas of
Columbus' original fleet made by the Spanish government for the
Columbian Exposition of 1892.

1912 The New York Hat

By now, in the hands of Griffith and his contemporaries, the film
has discovered its own basic characteristics -- the interplay of

long shots with closer shots, and a recognizably original and -

exciting fluidity and eloguence. The emotional situations have
become more subtle and complex: the acting has progrressed amost
unbelievably far beyond the crude gesturing and grimaces of earlier
days. Everything is ready now to carry the young film to its real
fulfillment. Among the players here, as well as Mary Pickford and
Lionel Barrymore, are Jack Pickford, Bobby Harron, Lilian (sic)
Gish, Dorothy Gish and Mae Marsh.

1925 The Gold Rush

The famous New Year's Eve sequence from one of the most memorable
of silent films. Mr. Chaplin's inventiveness, his uncanny mystery
over timing and over the difficult medium of the screen, need no

comment.
1930 All Quiet on the Western Front

A powerful reel from an important film of the new era of talking
pictures.

1935 Pluto's Judgment Day .
A very charming person in his very latest picture.

Film, Department of 1/2
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The effect was all that Barry had hoped for. "There was a tiny,
sh9cked gasp at the first appearance of Louis Wolheim in . . . All
Quiet on the Western Front," she recalled. "He had been dead so

very short a time. Was fame so brief? Of there there ought to be
a4 museum of the film!"

On September 4, the los Angeles Times reported that Barry and
Abbott were departing Hollywood with more than a million feet of
film. Harold Lloyd had donated eleven of his comedies; Warner
Bros. had contributed eleven films, Samuel Goldwyn two, Twentieth
Century-Fox seven. Carl Laemmle of Universal gave a group
including Blind Husbands and All Quiet on the Western Front; John
Otterson of Paramount presented Monsieu Beaucaire, The Last
Command, and Queen Elizabeth (with Sarah Bernhardt) .

Within six months of the founding of the Film Library, two series
began to circulate: A Short Survey of the Film in America, 1895-
1932, and Some Memorable American Films, 1896-1935, to more than 82
institutions in the United States and Canada in the first year
alone.

The fledgling Film Library was scattered about until 1939, when it
moved into the new Museum on West 53 Street. offices originally
were set up at 485 Madison Avenue, with a library, study room, and
l6mm projection rcom. A cutting room, shipping office, and storage
vault was maintained at 441 West 55 Street, another storage vault
in Long Island City, and another at 37-39 Oxford Street in London
(where foreign films sat while the U.S. Treasury Department decided
if duty had to be paid). There was also a West Coast distribution
office at UC Berkeley, operated by undergraduates.

Now, in the mid-1990s, we are consolidating our collections in a
new Film Preservation Center, on 38 acres of farmland in a quiet
corner of northeastern Pennsylvania, where the air is clean, and we
can properly store our films.

(Here is a view of , etec.)

Film, Department of 1/2
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1ST STORY of Level 1 printed in

Copyright 1996 Daily Variety Ltd.
All Rights Reserved

Daily Variety
May 17, 1996 Friday
SECTION: NEWS; Pg. 3
LENGTH: 344 words

HEADLINE: MOMA PREVENTS FILM DECAY;
Museum's $ 13 mil preservation facility to open in June

BYLINE: MONICA ROMAN
DATELINE: NEW YORK

BODY :
The Museum of Modern Art will open a $ 13 million film preservation facility
in Hamlin, Pa., on June 20, a museum spokesman said Thursday.

The museum currently stores its extensive collection of international films
in a rental facility in New Jersey. MOMA's archives contain 13,000 films,
including Thomas Edison's "The Blacksmith." Made in 1893, the 30-second short is
considered to be the earliest surviving Bmerican film.

Also represented in the collection are the silent films of D.W. Griffith,
whose work was the subject of MOMA's first film retrospective in 1939. Turner
Broadcasting System Inc. has donated 600 features produced by RKO and Warner
Bros. from the 1920s to the 1940s, including "Citizen Kane" and "Casablanca."

TX:MOMA began building the new center in June 1993 after receiving an §
825,000 grant from the National Endowment for the Arts. Other major donors have
been museum trustee Celeste Bartos, Sony Pictures Entertainment and Time Warner.
Mary Lea Bandy, chief curator of MOMA's film and video department, spearheaded

the project.

The museum selected a 38-acre site near Scranton -- about two hours by car
from New York -- because it is near a laboratory the museum uses to preserve the
collection. The contents of the archives will be catalogued on computers at
MOMA's study center in midtown Manhattan.

Designed by Davis Brody and Associates Architects, the center has two
buildings -- a 7,900-square-foot facility for nitrate film stock, which was used
from the 1890s until about 1950, and a 28,000-square-foot building for
acetate-based "safety" films. Instead of one vault, the center contains several
small rooms to accommodate different temperatures and humidity standards.

MOMA also is working with the Library of Congress, George Eastman House, UCLA
and the Academy of Motion Picture Arts & Sciences to restore the Columbia

Pictures library for Sony.

Film, Department of 1/2
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The increasing value of film libraries as the number of cable channels
proliferates has been one of the driving forces behind studio interest in

pPreservation.
LANGUAGE: ENGLISH

LOAD-DATE: May 17, 1996
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The Museum of Modern Art

For Immediate Release
January 1997

Contact: Graham Leggat
212/708-9752

RECENT PERFORMANCE-BASED WORK BY NEW YORK VIDEO ARTISTS
OPENS IN THE MUSEUM OF MODERN ART’S GARDEN HALL VIDEO GALLERY

Video Viewpoints on February 10 Features a Live Performance,
Screenings, and Discussions by Artists in the Exhibition

Young and Restless
February 4-March 30, 1997
Garden Hall Video Gallery
An exciting exhibition of contemporary video art by young artists working in New York
City will be on exhibition in The Museum of Modern Art’s third-floor Garden Hall Video
Gallery beginning February 4, 1997. The provocative program, Young and Restless, features
twenty-one performance-based works by seventeen women artists. It runs through March 30.
These energetic, often ironic portraits, made between 1993 and the present, showcase
artists whose work is smart, funny, and uninhibited. In many cases centering on the videomaker
herself alone in front of the camera, these disparate works play out explorations of feminine
social and sexual behavior.

“Unfinished and raw or pristine and spare, these videos are always witty and insightful,”

says Barbara London, Associate Curator, Department of Film and Video, who co-organized the

exhibition with Stephen Vitiello, Electronic Arts IntermiX, and Sally Berger, Curatorial

Assistant, Department of Film and Video. “The artists exude a confident self-awareness as they

comment on the art world and contemporary life.”

-more-

11 West 53 Street, New York, N.Y 10019-5498 Tel: 212-708-2400 Fax 212.708-9889
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“These videos are reminiscent of those made in the early seventies,” says Vitiello, “when

artists such as Bruce Nauman and Joan Jonas discovered the medium’s potential to be used as a
mirror, allowing performances to be easily disseminated and exhibited without the artist’s
physical presence.”

On February 10, three of the artists in the exhibition will present and discuss their work
in the Museum’s Video Viewpoints series. The event will include the screening and discussion
of Alix Pearlstein’s Still (1997) and Tatiana Parcero’s Life Lines (1995), as well as a live video
and spoken-word performance by Kristin Lucas.

The exhibition is organized into four programs, each between forty-five minutes and one
hour in length. Each program plays at least once per day, on a staggered schedule. The first
begins with Cheryl Donegan’s Head (1993), which, with its sexually charged performance and
music-video format, sets the tone for the series. Other works in the exhibition include Phyllis
Baldino’s most recent work, In the Present (1996); Alex Bag’s Untitled Fall *95 (1995); and
Linda Post’s Crack (1996).

Please consult the attached schedule for complete descriptions of each program.

No. 5

For more information, please call Graham Leggat, Film and Video Press Representative, at
212/708-9752.

Film, Department of 1/2
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The Museum of Modern Art

For Immediate Release
December 1996

Contact: Graham Leggat
212/708-9752

WIDELY ACCLAIMED SERIES OF COMING-OF-AGE FILMS
MADE FOR FRENCH TELEVISION
TO BE SHOWN IN ITS ENTIRETY FOR THE FIRST TIME IN NEW YORK CITY
Claire Denis to Introduce Opening Night Screening of U.S. Go Home

Program Closes with New York Premiere of Denis’s New Film,
Nénette et Boni, Featuring Principals from U.S. Go Home

Tous les gargons et les filles de leur dge
(All the Boys and Girls of Their Age)
January 10-20, 1997
The Roy and Niuta Titus Theater 1
French cinema’s undisputed talent for coming-of-age tales was given a wonderful
showcase in 1994, when IMA Productions, SFP Productions, and La Sept/Arte brought to
French television a series of nine works about the rites of adolescence in postwar France.
This superb series, Tous les garcons et les filles de leur age, will be screened in its entirety
for the first time in New York at The Museum of Modern Art from January 10 to 20, 1997.
The opening night film, U.S. Go Home (1994), will be introduced by its director,
Claire Denis. This wry, touching work details the lives of two teenage girls living in the

Paris suburbs in 1965, inseparable until they discover sex and boys. Denis’s newest film,

Nénette et Boni (1996), which is not part of the original nine-film series but features two of

the principal actors from 1.8 Go Home, will premiere on January 19 and 20.

The series was a tremendous success when it first aired in France. Nine filmmakers

were invited to write and direct works about teenagers growing up in France from the

-more-

11 Wast 53 Street, New York, N.Y. 10019-5498 Tel 212-708-9400 Fox: 212-708.9889
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1950s to the present. The only requirement—which, as it happens, adds immeasurably to
the pleasure of watching the films—was that each film include a party scene that would
evoke the period by using music of the day.

The series unites films by established filmmakers Denis, Chantal Akerman, Olivier
Assayas, and André Téchiné with those by promising newcomers Emilie Deleuze, Cédric
Kahn, and Patricia Mazuy, among others. All films were reduced to a running time of
roughly sixty minutes for their original television broadcast; the Museum will screen several
of the films in their original length. (Please consult schedule for details.)

All the films feature keenly felt experiences common to most teenagers: first love,
parent trouble, and peer group dilemmas; brushes with delinquency, alcohol, drugs, and
alienation: as well as various kinds of social and sexual exploration. While most of the
films depict vivid characters coping with intensely personal situations, they also manage to
convey in a concise and deft manner the key political and social issues of their respective
decades: the awkward rebelliousness of the fifties, the zealous polemicism of the sixties, the
suburban angst of the seventies, the uneasy post-colonialism of the eighties.

Tous les garcons et les filles de leur age is organized by Joshua Siegel, Curatorial
Assistant, Department of Film and Video. The Museum is grateful to Georges Benayoun
and Frangoise Guglielmi, IMA Productions, Paris; Strand Releasing, Santa Monica; and

Polygram Films International/Rainer Grupe, London, for the loan of the prints. The program

is presented with the support of the Cultural Services of the French Embassy, New York,

and the French Film Office/Unifrance Film International.

###

For more information or to arrange interviews with visiting guests Clairt_'. Denis, series
creator Chantal Poupaud, or Georges Benayoun and Frangoise Guglielmi of IMA
Productions, please call Graham Leggat at 212/708-9752. No. 64
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Last link to Fort Lee’s celluloid heritage

will soon be gone with the wind

'Film collection moving to safer Pennsylvania facility

- :
& " ByJOYCEA.VENEZIA

As silently as they came in, the films that once made
Fort Lee famous are leaving the Bergen County community
with hardly a stir. ;

" Arented vault in Fort Lee houses the Museum of Mod-
ern Art's fragile collection of 12,000 movies. But by 1996, the
collection will be moved to a specially designed facility on a
rural 38-acre plot in Wayne County, Pa.

Museum officials have provided scant details about the
move. But some people who live and work in Fort Lee are
able to provide a glimpse at the role their borough played in
the history of filmmaking in the United States.

Some of those same people are struggling to keep alive
the memory of their community’s filmmaking past, and they
are saddened to lose the depository. But they privately ac-
knowledge that the new facility will do a better job of pro-
tecting the delicate celluloids.

. “In one way it's a blessing, because the vaults were so

old, and the films were being destroyed,” said Bob Boylan,

president of the Fort Lee Historical Society. “But in an-

| other way, it's sad because we are losing a part of our his-

!.

I

| Fort Lee is an unassuming structure close to busy Route 46,

}
)

tory. It’s the last thing left in Fort Lee that's connected with

the film industry.”

*  Mary Lee Bandy, chief curator of the Museum ofMFd-

ern Art in New York, said the collection is moved to

Pennsylvania so the movies can be stored “as far away from

a pollution-filled environment as possible.”

" Almost half of all films made in the United States

“have been lost because of careless storage and lack of pres-

‘ervation,” shesaid.

" The museum’s collection includes the country's oldest

filrt, “The Blacksmith” by Thomas Edison. Other films to

be preserved include “Casablanca,” “The Great Train Rob-

bery” and “Citizen Kane,” as well as movies by directors
Clint Eastwood; John-Cassavetes, Francis Ford Coppola

and Oliver Stone. ¢ )
' . The museum, one of four archives in the United States

,th‘n? contain the majority of surviving American films, will

end $14 million to build its new archives, start an endow
end $14 new -
SIJent; and transfer the films, The existing storage facility in

located on the former site of the Universal Movie Studio be-

fore it moved to Hollywood

" Fort Lee's history of being “Hollywood on the Pali-
sades” is lost to many younger residents, sald Rita Alto-
mara, director of the Fort Lee Public Library, which houses
a modest collection of silent films and still prints of scenes
shot in Fort Lee in the early part of the century.

“i gome of those movies include "A Fool Was There,” the
first “vamp” film starring Theda Bara, made in 1907; "He
Did and He Didn't,” a comedy starring Fatty Arbuckle
made in 1916; “The Lonely Villa” starring Mary ?ickford. a
1909 movie shot in the heart of Fort Lee, and “Wild and
Woolly,” a 1917 western adventure starring Douglas

Fairbanks.

The Museum of Modern Art's film depository is vastly
larger in scope, but is not open to the public.

, ., Still, "to my mind it was the last connection that the
town had with the film industry,” said Altomara, who au-
thored a book on the borough's history of filmmaking.
“Apart from the very occasional location filming which is
mmm;.&@‘mmnmmday.mmmmwwuem

Although many movie scenes are shot throughout New
Jersey today, Fort Lee was once the nation's movie capital,
long before anyone heard of Hollywood. d

| -7 “Wehave nailed down more than 1,000 early films

- ‘made in Fort Lee, either totally or in part,"” Altomara said of
l her;eéwch : : _
== i‘tlsmovieheydwhetween 1903 and 1927, Fort Lee
had eight large film studios. Only one still stands, but it is
now a printing shop, Boylan said. _ U
'.-;;j,sevgrnlpﬁntsattherortueubmyahwmmeol
_thoﬁé"studios.mwmatmlnthesmdowofthema-
' jestic Holy Angels Academy, looks like a giant, glass barn,
. “They wanted to take advantage of the light,” Alto-
Both the studio and the academy have since been torn
[ ,downwmakewaymrasiantm-ﬂseapanmenmmplex.
' Fort Lee became a popular place to film silent movies,
‘ especially westerns, because it had a rural flavor even
| though it was only minutes from New York City, Alfomara
,-E%ﬁﬁ'mmmmmm:mybemmmw York
 City on top of roofs with stage aclors,” she said. “But, of
'c.ourse,itwa;verymmped.audtheycwldn‘tmdloca-
 tions that they wanted. e
" wThere was a very convenient ferry from 125th Street
jhatwasaqﬂckrldetoﬂew.]m.andlhmyouwerein
mm.mmmmmmmm-
“ houses,” Altomarasaid. .
| 121"+ Boylan said many of the movie stars would stay in New
-'York,thentakethefemamsatherlmandmmenpm
I For_tbeevlamgecuachortmlley.
# " Some landmarks are still standing. A popular old back-
' * drop was Rambo's Hotel, a local watering hole with a dirt
| "road out front. The building still stands, although it has
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since been covered in vinyl siding and appears much differ-
ent ﬁx:a its garller movie days. G = -

, Of course, the Palisades are still 1 intact fo 0
within the Palsades Interstate Park. el nfact S

L and woodlands were prime territory for =
westerns,” Boylan said, ’ ¥ o

The film industry helped Fort Lee develop as a com-
munity, because it spawned auxiliary businesses that fed
actors and provided scenery and costumes.

And many times, Fort Lee residents participated in
massive casting calls, often appearing as extras in crowd
scenes, including a memorable scene from the movie ver-
sion of “Les Miserables.”

“Every time there was a big scene, all the schools and §
businesses would shut down, and every family ended up in §
the movies,"” Boylan said.

“My mother, grandmother, aunts and uncles were all in
some of those movies," he said. “They earned 25 cents a
g;y. but it was more than what a lot of people made back

m!l

‘The film industry eventually abandoned Fort Lee when
the borough started taxing the studios, “once they saw it
was a valuable business,” Boylan said. Producers also
wanted to find a location where the weather did not delay
filming—hence their trek to sunny California.

The Fort Lee Historical Society is planning to open a
museum in an old building donated by the borough, Boylan §
said. One of the exhibits would feature the borough's his-
tory of filmmaking,

. “Down the road we expect to have different presenta-
tions to school kids,” he said. “It's sad, but I think many
people in Fort Lee could care less about our history. It's a
bedroom community of New York City. People eat and work
in New York, but they only come back here to sleep.”

+ )

The term ‘cliffhanger’ is said to ha
‘The Perils of Pauline,’ is shown during the filming of an episode of the 1918 serial, "House of Fate’

-

STAR-JOURNAI
Page 2

ve originated on the Palisades of Fort Lee. Pear| White, best known
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ies to See and Miss;
Relatively Fabulous

i By BOB MORRIS
' 'WN — There are few things other
malfunctioning movie projectors
unnerve Mary Lea Bandy, the
j chief of the department of film at

 the of Modern Art.

On*Mav 30, the evening before the mu-
seum’s black-tie benefit celebrating the 80th
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anniversary of Its film library, Ms. Bandy
was on her way out of the office, She was
going to a Community Board 5 hearing
about another thing that is unnerving her at
the moment — the City Planning Commis-
sion's proposed zoning amendment that
would limit adult video stores to certain
neighborhoods, including hers.

“‘Our neighborhood Is thriving,'" sald Ms.
Bandy, who lives near the flower district

and wears large black glasses that bring
movie reels to mind, “A lot of adult sex
shops will not help us." %

Holding a Diet Coke in a beautifully mani-
cured hand, Ms. Bandy walked down a corri-
dor lined with vintage film stills and passed
a frazzled woman arranging place cards
with names on them like Philip Johnson and
David Rockefeller. From the lobby, she ob-
served the tents being erected outside in the
garden, "Tomorrow night, I'll be in sequins
and drinking Champagne,”’ she said as she
gently spun out the revolving door.

On 53d Street, Ms. Bandy, who had just
returned from the Cannes Film Festival,
said, ‘‘Hello, dear," to several people pass-
ing by and tried to recall the year of the
erotic film "Ecstasy," starring Hedy La-
marr (it was 1832). She also noted that the
1926 version of *'Ben Hur"" had (rontal nudi-
ty init. “Many of the videos in our collection
are also extremely sensual' she said

““They express, as painting has for hundreds
of years, the beauty of the nude human body.
That's a very different thing from sexually
explicit videos that are basically for sale.”

Above Times Square on Seventh Avenue,
sallors in uniforms white as movie screens
were everywhere. “Those guys have the
best uniforms,” she said. “That's why
they're so popular in musicals'” As she
crossed 47th Street, she observed several
sallors loitering outside theaters with
names like Peep Land.

“I guess they won't be coming to any of
my programs,” she sald as she turned the
corner one block up from a billboard of &
man in Calvin Klein underwear and walked
through the Imposing doors of the Associa-
tion of the Bar.

Inside, the people at the community board
meeting looked tired and anxious as they
argued that freedom of speech was the
responsibility of every neighborhood, not

just some. “Tomorrow night,” Ms Bandy
muttered as she settled in for the duration,
“sequins and Champagne.”

WNTOWN — The party given on
Do.hme 5 by Comedy Central cable
channel and Vanity Fair magazine
for Jennifer Saunders, the co-star and writ-
er of the BBC comedy ‘“‘Absolutely Fabu-
lous," drew a clamoring crowd of some-
what-fabulous fans. But the jet-lagged Ms,
Saunders, who'd just arrived from London,
wasn't inspired to fluft up for the occasion.
1 think I'll just go inside and sit in a
corner.” she said as she got out of a car at
the Puck Bullding on Lalavette Street.

[t seemed an aggr ly unfabulous
thing to say. But then, the plain, soft-spoken
Ms. Saunders isn't thing like the party-

2, fashion publicity
/5. She 1s, in fact, a shy mother
who lives outside London and

fixated, trend-sucking
agent she pl
of three
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® Museum of Modern Art’s film archive findsa #/t:

new home m Susan Isaacs gets her degree after

making good m Celebrating the Parsons School.

While the film industry's annual
rites of Oscar worship were reach-
ing fever pitch in Los Angeles, MARY
LEA BANDY was in the hamlet of
Hamlin, Pa., making sure that all
that high Hi art doesn’t wind
up, soto gone with the wind.

Mrs, Bandy, the chief curator of
film and video at the Museum of
Modern Art in New York, was busy
_completing the transfer of the mu-
seumn’s archive of 13,000 films in
85,000 cans to the new ultramodern
Museum of Modern Art Film Pres-
ervation Center in Hamlin, just east
‘of Scranton.

~ “Film is one of the greatest art
forms to be created in the 20th centu-
ry, one of the most important
records of the culture and society of
our times,"” she said yesterday. “As
the century — not only the century
but the millennium — comestoa
close, people are more and more ea-
ger to try to understand the 20th cen-
tury, and there is no more important
way to study our art and culture than
the medium of film."

The $14 million center, replacing
the collection’s quarters in commer-
cial space in Fort Lee, N.J., is to be
openedlom‘lallytlﬂssprlng. Inside
two buildings and 50 vaults willbe -
motion pictures from every film-pro-
ducing country in the world, works
as recent as ‘“The Bridges of Madi-
_son County’’ and as venerable as
“The Blacksmith Scene,” made by
Thomas Edison in 1893.

“Films get all kinds of problems,
and one must care for them every bit
as tenderly as we care for rare
paintings or illustrated manu-

* scripts,” Mrs. Bandy said.

The best-selling novelist SUSAN
ISAACS is going back to Queens Col-
lege today to pick up something she
didn’t get the first time around: a de-

N Ms. Isaacs (who would have grad-

uated with the class of '65 if she had--
n't departed rebelliously “moments .
before they would have tossed me .
out") is to receive an honorary de- '
gree of Doctor of Lettersinanaca- . ',
dsmicmmucanwatlzl?mkcm- o
cert Hall on the campus in {w,
Ar:drim:nshem , the author
novels "Compromishg?mi- ¥
tions," “‘Shining

why i
e 8T
teral |
mymind?"

As for her meuonwﬂnulvm- i
ting a Queens College degree, she - -
said: "' was absolutely stunnedand «
thrilled. And on the other hand,1 =
said, ‘Damn it, about time.' "

JANE ALEXANDER, the chair-
woman of the National Endowment .
for the Arts, is to déliver the keynote
address, ‘America’s Commitment *
to the Arts,” this afternoon at 4:30in + -
the Tishman Auditorium of the New
School for Social Researchatacon-
vocation celebrating the centennial .
of its Parsons School of Design. ¥

“Parsons School has givenus 100~
years of commitment to greatde- - -
sign through its encouragementof .
its students’ unique vision, skillsand - .

* responsibility to society,'” Ms. Alex-
- ander said yesterday.

Among those to be honored atthe «
event are the Abstract Expressionist ,
Helen Frankenthaler and the graph- ,
ic artist Henry Wolfl.

LAWRENCE VAN GELDER .,

e ;/( v [inss DNk, 2?1 "f&fb"/
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REVIVALS &
ALTERNATIVES

Flease send all information for Revivals &
Alternatives to: Stephan Talty, Time Out New

lork. 627 Broaduvay, seventh floor, New York,
:\I-} 10012 Or fax'to 212-253-1174, e-mail:
frombrilyn@aol com

*=Recommended

American Museum

of the Moving Image
35tl Ave at 36th SI, Astoria, Queens (718-
784-4520), Subseay: R to Steinway St. Week-
days: free. Weekenids: 57, semiors, children and
stdents $4.
The Art of Screenwriting Another in
AMMI's program of scriptology.
Buck Henry in Person
e3at 2pm The Graduate Dir. Mike Nichols,
1957 115mins Dustin Hoffman, Anne Ban-
craft. Buck Henry screens and discusses this
serminal '60s generation film, which he
cowrote along with Calder Willingham,
#5at 5:30pm To Die For Dir. Gus Van Sant,
1995 100mins. Nicole Kidman. Buck
Henry's Exacto-sharp screenplay centers on
Suzanne Stone, a cable-access weathergirl
who aspires to national newscasts. Kidman,
who dons a cotton-candy wardrobe and
shelves her Aussie accent, snags a girl Fri-
day position at a local cable TV station and
almnst overnight lands in front of the cam-
era. VanSant offersa wicked satireon Amer-
ica's fixation on small-screen celebrity.
James Toback in Person
e5un 2pm Fingers Dir James Tobuck,
8. 91mins. Harvey Keitel, Jim Brown. To-
back presents his writing-directing debut, a
violent melodrama about an artist/criminal
who is tempted by the mafioso life of his fa-

ther.

*eSun 4:30pm Atlantic City Dir Lows
Malle, 1980, 104mins Burl Lancaster,
Susan Sarandor. John Guare’s limpid, won-
derful script laid the foundation for Malle's
greatoutsider film.

American Museum

of Natural History
Central Park West at 79th St(769-5100). Sub-
way: 8, Cto SJ'.T; St. Single admussion $10,
wble feature 513, _
‘ia,a trio of IMAX T‘ms.- Mon-Sun u;dagpm,
Aipm Destiny @, narra y
ﬁ'ﬁulm himself, Leonard Nimoy, Mon-Sun
11:30am, 230pm THanlca, an underwarer £x:
plorauwloi the ill-fated ocean liner. Mon-Sun
10:20am, 1:30, 4:30pm Storm Chasers, 1
chronicle of meteorologists who jump into
their cars every tumea (r:rn::uiu whips up near-
by, Fri, Satat Gpm: Storm Chasersand Liestiny
in Space are showm asa double [eau!rc.Fn,iw
at 7-30pm: Storm Chasers and Titanica are
shown asa double feature.

Anthology Film Archives

81). Subway:

2 Spcond Ave af 2nd 51 (50
32 Second Ave of 2 7, students

1 leecker St: F to Second #
::p::’f-‘r::mas:i. meembers 84
italian Film After 1945: Journeys Be-
yond Neoreallsm A look at what came after
Open % ity of Women Dir. Federico

1979, 1 38ming In talian, with subl:
rico ventures into the land of femi
d ga-ga rhetoric, and suffers badly
able

e atyricon [xr. Federico Fellini,
1969 127mins.  In ltalian, with
sublitles Based on & text by Petronius, this
.'1<'I|:|- us picture looks at bisexuality, castra-
+ion and impotence “Ithink | w.|-uc:!uu-r1!pr-.-
i ibility of reconstructing Petronius's
) its puxzling transparency, its un

clarity,” said Fellini

the

AWl s e e d e et ) RN,
1963 In Italian, with subtitlesFellini the
showman triumphs in this iconic autobiog-
raphy about a filmmaker going through a
spiritual crisis. A hypnotic performance.

o 5un 2pm Open City Dir Roberto Ro.

i, 1945 110mins. It Ttalian, with su

Why is the definitive nearealist film i

ries dedicated to post-neorealism? Frankly,
we're perplexed. But it's a splendid work
about the Iralian Resistance in WWIL in
which emation breaks through the cinemaric
facade in sharp, sudden rushes.

e5un 4pm L'Amore Dir. Roberto Rossellin,
1548, 6%mins Two storiesof unrequited love
despairand female fury.

oFri 10:30pm; Sat 10:30pm X-Films: Pro-

Erammed in Chicago Some seriously ex

perimental films from all over the world,

including 78 RPM Dir. Anton Herbort,

Smins, which is described as "a trip to
and the past, the two,

ym Park Film Festival

Ave at 42nd SE(E12-5700). Subway: B,
QNR S 1,237 9t42nd Stum
*eMonardusk Lapplcm'matel" B:30pm) Clt-
izen Kane [nr Orson Welles, 1941
119mins b Orson Welles, foseph Cotten,
Everett Sloane. With a recent documentary
on the real-life sources of Kane, the ever-
stimulating David Thomson's new psycheo-
ical biografhy of Welles and countless
other studies, Kane h;;sbemmepa’oba‘:;g the
most analyzed, disgected, deconstructed cin-
ematic text in history. You almost feel as
though you should be kneeling while watch-
ing it. But what is easy to forget is the sheer.
power-mad craziness of itand the intoxica-
tion of Welles's images; what a carnival of
carefully controlled excess the film is. You're
supposed to enjoy it, people! And the lawn ar
Bryant Park is the perfect place to quaff
Orson's cinematic champagne. —ST'

Casa La Femme

150 Wooster St befween Howstow and Prince
Sts (505-0005). Subway: N, R to Prince St
*e5un 9pm The Godfather Dir Francs
Ford Cﬁdﬂ. 1972 [ 75mins. Marlon Bran-
do, Al Pacing, James Caan. No superiative
wotld be wasted on Colppola'sepu: The film
has a gravitas that few other American
movies can match. In the story of the Cor-
leones’ pursuit of money, respect and em-
pire, Coppola manages tomixin elements of
the crime flick, the family drama and the
morality play. And damu, is it éntertaining.
Caan rises to new heights, Pacino is very
dark and quite brilliant, and Brando rescues
his career with the part of Don Corleone, one
of the few roles he actually cared enough
about to pursue with vigor. A mature, com-
plete masterpiece —ST

Cinema Village )
22 F 12th St between Fifth Ave and University
P (924-3363). Subway: LN, R. 4,5, 6to 14th
St-Union 5. 88, -

%o Wed-Thu 1550, 4:30, 7:10, 9:50pm Kaspar
Hauser Dir. Peter Selir, 1995, 137mins In
German, iwith subltitles, André Etsermann, Je-
remy Clyde Kaspar Hauser was a German
foundling who was chained ina basement for
12 years without human contact. When found,
e became a kind of celebrity—a 19th-century
innocent savage—and rumors of his royal lin-
eage added to the fascination. Eventually he
learned how to speak and write, and to love.
When he was later stabbed to death, his story
became a mythic riddle. Peter Sehr’s film is be
vond beautiful; The costumes are the most ex:
quisite in recent memory, and the actors are
|ovely—the facesof alostanstocracy. The film
5110\'{»1.1[ a stately pace into the intrigue—too
complicated to detail b that dooms the
idiot savant, As Kaspar nann (o former
Jown) is wonderful, a performing

nrofession
! blessed by, or burdened with,
I

hear sudde
human self

oFri-Wed Call for
One-Eye Jimmy =t

If you'd been with us at the ulm::‘

ing of MoMA's Celeste Bartos Film Preservation Ce

(a) stiinned and app

ple, It Happened One Night,

few hundred times; and (b) stunned and overjoyed /

look of Night after MoMA's restoration, With its $
ontinue to save America’s cin
arsanhmﬁeﬂnmﬁ{mﬁmasﬂllmmm erd

PA, these folks will ¢

illion home in Hamlin,
atic ass. Pictured above
e, gne of the archived films.

A Different Light l
151 W 19th St betwéen Sixth and Seventh
Ates (9894850, Subiway: 1, 910 18t St (I3

JreSun Tpm My Beautiful Laundrette
Dir. Stephen Frears, 1986 93mins. Gordon
Warnecke, Daniel Day-Lewts. Ah, Laundrette.
Frears took Hanif Kureishi's new-London
novel and turned it into a complete charmer:
scrungy and pure and spicy all at the same
time, The filmalso has a light-spirited but to-
tally honest approach to the gay theme, Why
can 't American pictures ever accomplish that?

Film Forum

209 W Houston St between Sixth Ave and
Varick St (727-8110). Subiway: I, 9 to Hous-
ton St. 38, members and seniors $4.50

o Fri-Sun 1, 2:50, 4:40, 6:30, 8:20, 10:10pm;
Mon-Wed 2, 3:40,5:20, 7, §:45, 10:25pm The
Umbrellas of Cherbourg Dir facques
Demy, 1964, 92mins. In French, with subti-
tes. Catherine Denenve, Nino Castelnuovo,
Anne Vernon. Held over by popular de-
mand, Demy's Umbrellas is a full-scale, all-
singing musical—but it's far more sober
than anything Rodgers and Hammerstein
ever envisioned

Out of the 'T0s: Hollywood's New
‘Wave 1969-1975 Perhaps the wildest era
ever in American cinema, the early vears of
Gerald Ford brought us Scorsese, Pacing,
suede jackets and more talent than you could
shakeastickat
JeeWed 19 at 2:30,6:15, 10pm The Honey-
moon Killars Dir. Leonard Kastle, 1970
108mins Truffaut called this tough little
black-and-white classic his favorite Ameri:
can film. Killers is the true story of Martha
Becak and Ray Fernandez, an overweight
nurse and a Latino gigolo who went on a
murder spree (they were executed in 1951)
Thisis ,.lneu of a film and could be the se.
1e 5leep
19 at 4:30, 8:15pm Sisters Dir
073 N mfur Kidder, Jen-
s very odd and oddly en:
1 cut-'emeup flick tells the story of
or's long-separated Siamese twin, who
15 a8 a bloody kil
5, 3:2 5, 7:30, 9:30pm (mid:
alifornia Split [hr.
974 109mins. Eiliot Gould,
(reorge Segal, Ann Prenfiss C dand Segal
wetreh for the great American payoff atcasi
[l oker tables and racetracks in Altman's
of gambling” Chaotic but ab

'éorbing nonetheless.

eMon 3:50, 7, 10:10pm Where's P ?
Dir Carl Reiner, 1970, B2mins. George
Segal, Ruth Gordon. Segal dresses upinan
ape costume, hoping toirighten his -
ing parents to death. Reiner’s black comedy
manages to tutn such Jewish family sight
gags into pretty hilarious stuff.

e)Mon 2:10, 5:20, 8:30pm Loving Dir. Irvin
Kershner, 1970, 89unins. George Segal, Eva
Marie Saint, Kershner's perennially under-
rated comedy is a wild look at a commercial |
illustrator’s rampages against Commerce
and the Mainstream.

e Tue, Wed 26 at 2:30, 6:15, 10pm Bad-
lands Dir. Terrence Malick, 1973, 94mins. |
Martin Sheen, Sissy Spacek. Hard to believe |
this stunner was Malick's first film, but it
was Sheen plays the James Dean look-alike
who takes Spacek on a murder tour of the
Montana badlands. Essential, beautiful, ter-
ribly American.

e Tue, Wed 26 at 4:15, 8pm Deliverance
Dir John Boorman, 1972 109mins Jon
Voight, Burt Reynolds, Ned Beatty. Now the
subject of a million bad jokes and conversa-
tional references (*1t was like Deliverance,
man” is the American equivalent of
“Kafkaesque”). this is Boorman's trek into
the Appalachian heart of darkness. Four At-
lanta businessmen go on a rafting trip to get
in touch with their buccaneer ma and
come face-to-face with the real thing, in the
form of some sadistic backwoodsmen.
James Dickey's novel was more focused on |
the environment and the coming age of the
machine, but Boorman turned it intoa har-
rowing study of male tecror, It's his best film.
The cast is superb—especially Reynolds,
playing it straight for once—and the evoca-
tion of the primordial danger of the forestis
cleanly achieved —ST

French Institute

55 E 59th 5t betiween Park and Madison Aves
(355-6160). Subiay. 4, 5, 6 to 59th St $7.
students and seniors 85.50, members free.

Dance on Film

o Tue Tpm Nureyev and Petipa Dir Riné
Sirvin/Cinémathéque de la Danse 1996,
100ming Rudolf Nurever. Rudolf Nureyev
and Marius Petipa never actually laid eyes
on each other, When Nureyev was born in
1938, Petipa, the celebrated French-born bal-
let master at the Maryinski Theater in Saint
Petersburg, had been dead for 28 years. The
two choreographers had much in common,

however. Like Petipa, Nureyev staged his
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By Bob Satuloff
To Project and Serve

If you find the thought of great,
good, fair, poor, or even perfectly
awful movies disappearing without a
trace oOr rotting away on some ware-
house shelf cause for popping a
Prozac, you'll be relieved by the
June 20 opening of the Museum of
Modern Art's new Celeste Bartos
Film Preservation Center in Hamlin,
PA. The 36,000-square-foot, $11.2
million facility sets a new standard
for film preservation and storage.

State-of-the-art environmental
controls will provide optimum con-
ditions for one of the finest collec-
tions of international film art in the
world, with ample room for acquisi-
tions in the decades to come. The
MoMA library includes over 13,000
films in 67,000 cans, with titles from
every filmmaking country on the
planet, dating from the earliest sur-
viving American movies, Thomas
Edison’s Kinetoscope subjects of
1894, to the present.

The Center comprises two build-
ings on a wooded, 38-acre estate: a
7,900-square-foot facility for the
Museum’s holdings of 5,000 fragile
nitrate films, dating from 1894 to
1951, and a 28,000-square-foot
building that houses some 8,000
titles on acetate-based “safety
stock.” The main building also con-
tains the Center’s conference room,
offices, inspection and preservation
workrooms, such collection compo-
nents as posters, production notes,
books, periodicals, and photographs,
and MoMA's collection of 1000 videos.

L e i e o
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Vault with compartmentalized, fireproof shelving for nitrate films, Nitrate Building
at the Celeste Bartos Film Preservation Center. Copyright 1996 Paul Warchol for

the Museum of Modem An.

Curator of the Department of Film
and Video. “Once you understand
that MoMA is becoming a research
institution for the study of the entire
twentieth century, then you see that
the film collection is one of the
Museum’s most valuable assets.”

To Preserve and See

From June 28 to September 12,
Scorcese at the Movies: Selections
From the Martin Scorcese Collection

at The Museum of Modern Art will

Movie Quiz: Kelly Lynch

1. This underappreciated film actress made her first impressio

movie by Gus Van Sant. Name it.

regale movie enthusiasts with a
plethora of terrific films that the
director and film preservationist
bought for two reasons: he loved
them, and he wanted to make sure
they stayed around. Among the titles
to be screened in June are Robert
Aldrich’s Kiss Me Deadly (June 28,
6 p.m.), Francis Ford Coppola’s The
Conversation and John Woo's The
Killer (June 29, 2 p.m. and 4 p.m.
respectively), and Roger Corman’s
X—The Man With the X-Ray Eyes
(June 30, 5 p.m.). MoMA is located
at 11 West 53rd Street.

2. Lynch portrayed what is arguably the most fully realized maj&
character in a commercial movie in what 1993 film? - g

Film, Department of 1/2

rafic€.
'F, 916

3. In which of Lynch’s bottom-rung movies did a minor character
to the star playing her boyfriend, “T used to fuck guys like you in prison™2. i

I,

“As we get closer to the new
millenium, people want more and
more to look back on the twentieth
century and examine its history, its
social trends, its culture in the largest
sense,” says Mary Lea Bandy, Chief

Answers To Last Week’s Questions

k.
1. The Gene Krupa Story, 2. Cheyenne Autumn; 3. Escape mefﬂk
Planet of the Apes. i
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Subject: Steve Fagin signing éﬂﬁ;‘égf

" EilE
| am very pleased to announce that the book i i iani i i i ] :
this evening. Mr. Faglh Wil b ik e store will be hcast|r_|lga lak:.:inn for video artist Steve Fagin from 5:00 to 6:00

. : ! copies of his new book, Your Mouth Full, in association with the New
Documentaries Screening of his video, TropiCola. Please join us!
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THE NEW YORK TIMES, FRIDAY, [UNE 14, 2002

The Museum of Modern Art,
undergoing renovation and ex-
announced this week
that in the fall it would move its
film and media programs to a
temporary new home in the 499-
seat Gramercy Theater on 23rd
Street, between Lexington and
Park Avenues.

The first shows in the theater,
built in 1936 as a cinema, are to
open in October and will include
an inaugural film-preservation
festival; a retrospective devoted
to Delphine Seyrig, a-star of
French films; and a tribute to

Modern Is to Move Film Programs

Richard Rodgers. Among other
programs planned are a retro-
spective inspired by the 50th anni- -

The Museum of Modern Art is

shifting its gallery operations
from Midtown to Long Island -
City, where its temporary new &
home, MoMA QNS, at 33rd Street '
and Queens Boulevard, is to open °
on June 28. The museum is to -
reopen in Midtown in 2005.
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>> MoMA To Continue Film Program At Gramercy Theatre this Fall

{indieWIRE: 06.12.02) -- The Museum of Modern Art announced plans to re-launch
its film and media program in early October at Manhattan's Gramercy Theater.
The museum had put its film series on hiatus this summer as it closed its
Manhattan gallery operations for a three-year renovation, and readies a
temporary home in Long Island City, Queens. The 499-seat Gramercy Theatre,
located on 23rd Street between Lexington and Park Avenues, was built in 1936
as a movie house, but since 1998, it has been used to house off-Broadway
theatrical productions.

This fall at the Gramercy, MoMA will present three different programs. To
Save and Project: The MoMA International Festival of Film Preservation,
which is the lead program at the Gramercy, will include preserved works from
MoMA and other archives, including films by Kenji Mizoguchi, Ernst Lubitsch,
and Max Ophuls. MoMA's second program, Delphine Seyrig: Variations on an
Enigma, will be a retrospective of the renowned French actress who appeared
in Alan Resnais' "Last Year at Marienbad" and "Muriel." MoMA's final fall
offering is Richard Rodgers: Isn't it Romantic?, which will feature several

lesser-known films with music by the composer as well as recent films like
“Moulin Rouge," which utilize Rodgers' work.

"It seems most appropriate to us to use this handsomely rencvated building,
long a beloved movie house, just as the Museum has renovated the Swingline
factory as MoMA ONS, and as P.S§. 1 had revitalized a former school," sald
MoMA's Mary Lea Bandy, chief curator, film and media department. "While we
are constructing the new, it is great to reuse older -- and very adaptable
-- New York buildings."

MoMA QNS opens June 29, and the new MocMA in Manhattan should reopen in fall
2005. [David Lieberman]
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The museum'’s expanded home in
Manhattan, designed by, the Japa-
nese architect Yoshio Taniguchi, is
expected to open in 2005, but whether

daeardﬂveufsﬂllplaumswﬁlbe'

to Pennsylvmua

smsemnepanthe'

‘material together or not,” said Glem
D Lowry ﬂnmumstﬂre@ar in

-an su.zmnum mmplexthat up&qéd

iulsssandmwhmesmomﬂmm.

of little worth if it is kept far from
the public that uses them.

'JM, (2,202 p. BF

A rich trove of
photographs goes

Iaxﬁ;um&mtheinmﬁ"ﬁmakx
it inaccessible. This is a New York

mymlmmmm:sm- ;

mwln;mmahin;

Bruce Goldstein, director of reper-

: us_..curm;'
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“The Modern Relocates Its Film Stills

{ ‘Continued From Page BT
St el i

range of issues; we have to look at
what makes most practical sense.”

The archive's final location is still
being discussed. My own feeling is
that it makes a great deal of sense to
have all our film material together,
Mwehmseveralmrsmﬂgun

; it went on strike
in 2000.
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] BY Euan;-ru Fuucu Lo VY
Since mid-January, phone calls tothe Mu- “""Mm.ﬂu' in s st
seum of Modem Art's Film Stills Archive, i ﬁlm My ;
oneof the world's foremost pctorial ecords
of filmmaking dating back o the 1890's,
have been silently transferred to a voice-

‘mail box with this
aecmhd :“Due

e ammuwm oo oo 'ﬁé

T
Bartos Film Presgrvation Center in Ham- ﬁIrn
lin, Pa., the brief recorded message is hard-
'Iyexplamuonemughfnm:unmmdsof
directors, authors, scholirs and publishers that
use the archive. Director Martin Scorsese.,

SEmo e e e
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FAGE 13

oMA’s Last Picture Show

As the Musewum of Modern Art prepared to close for a s650 million renovation, it ordered its vast
Film Stills Archives to storage and sent the staff home. Cut to: four million stills ... in Hamlin, Pa.
As ELISABETH FRANCK reports, this may be the end of a bumpy love affair.

CONTINUED From PacGE 1
being dealt aternble blow in the nime of museum progres. The Sulls Archive, they
belicve, will notbe 3 prionity even when MoMA unveils iy 5
In addition to cutting off access o the Film Sl Arcl
MoMA dan off-site | which
rthree shows a diry

&, shiny new home

e, The Ohserver has
s cromaed - pleas
e the museum closes

Koo fi

onMay 21,
- MoMA shurdown the Filn Stills Archives on Jan. 4 when o Lud off Mary Corliss,
- icurator of the-archive for 34 years, und her co-worker, Terry Geesken, 1 17-vear Mo
MA emphoyee. Mary Lea Bandy, chief curmor of the film depantment amd the museun s
e director for curatorial affmrs, gave the women twodays to clear out. Neither
Ms. Bandy nor Mr. Losry would be imterviewed for this aicle

Ms, Carliss believes her fining and the rebegation of the Film Stills Archive 10
Pennsylvaninare partly retallation for her active role in the maseum-wide stnke of
2000, She and My, Geesken plived very vocal roles during the strike, and Ms
Corliss call : h i} 5 Juct o letter-writling campaign and get
prtcaly Tor the prigs P P oM A sl R he job af-
m%mﬂl strike. she said the Film Stills Archive had suffered in iri'm‘ of
MoMA'S fikn department s priocitics
On the day M. Corliss was laid off, union members met with O Zaget. MoMA's
rector: hatoldtherm thut Ms. Corliss zod M. Geesken's fir-
i e totally up o Ms. Bandy. The reason for her decision, they said Mr. Za-
: them, was that “the Film Sulls Archive is not cemral 1ohe core missson” ol
il department.

T asavipers' pest. “The film depan-

'gfbdlwmﬂed.“wiﬂn MoMA, staffer wivo has worked with

n oul five yeiars. “Theee have been Wrf wars there that huve po-

- deparument in a pretty deamatic way. There's 3 iremendous amount of

wd sy have been there for a fair amoant of time, since its 2
ationin th ¢ el -

say . A back to the

fy's reign in 1980, Hes climb 10 di the film dey after be-
ed mx@um Wnﬂ.nl\:ﬁ-m stini as an exhibition
..‘ i '.IN’ _ - _‘!,u. e

o Alewin i '

PR S e

PP Ms. Corliss among them.
clevel, Idide’ fee she was qualificd for the job,” said My, Curliss.
i o board, the film deps baasted two heavyweight cin-

0 Adrienne Mancia, who headed prograrming and was ko in fes-
‘world aver for h:rdu-!ng&bomm {m_hw:ulln knowledge of film. and

ey

o thaan-assortment of jodustry -related photographs stoeed i
otdnlt ke Filrm Stills Archive dehieved o special stotus 1 Amen-
rshif 2 1945 begquest from Phojopla y magazine, un industry publi-
o stills fromtbe 1RO throagh Hollywood's golden age. the archive™s hold:

s wiore over a i llion photos
sers M. Corliss first started there i 1967, there had also been bequeaths of
o D.W, Griffith and Georges Méligs. She brought in dusations from the Dell
¢ Company. Paromeunt Pictures and Columbia Pictures, aimong others
b would send in d with noles like. "We waried you

The filmetmmunity bs smuall” M. Corliss said. “So1 would hear people were look-

g for space for their collection and we'd contact then and let themn know we'd
v & happy home for the things they cherished.”
" Most of the images ar the work of st photographens capturing key moments in
% lie: Virginia Cherill offcring a flower 1o Chiarlic Chaplin in City Lights. An-
 Perkins with b s chissped over his mmousth i heeror in Paveho, Alphabet-
actor's tiaine s sl portraits of Carbo and Dhetnch by the great Hollywood
ptographiers Giorge Hurrell and Ruth Harriet Louise. Until it closed, the urchive
incliiding 4 million stilis and @ half-milfion portiaits, was iccessiomng donations
st

f the film, interlaced

Museum of Modern Art's Film

Snills Archive has more early malenal than any other archive,” said Howard

[honam, | n(Phun!:d.Nwr‘t’m'k'\hsgwc-umncrn.ﬂan-h-\vuﬂllnmull\
Hﬁm‘l‘mm Erich von Strobeim's Greed, a film that had disintegrated out
: n

ce. e ased i Turmer Classic Movi

s il e Wnf Of Ms. Minciss; M. Banely wasn'tal

"salvaged footage: More recenitly, Knopf author Jim Harvey stopped the presses on
ek Murve Lawein the Fiffies, alier he found a picure of Marlon Branda and Elia
ot Kz s Barshuday party o the sct of A Streetcar Named Desire in MoMA'sarchive
Qﬁdb\wuid wiike or o-miail @ request and within a week, wearing coton archival
lerves. covlison theodgh imoges cullediogether by M. Cortivs or Ms. Geesken, More of-
 tenthan ok, they d bt pary dirt Copnes cont $15 10 820 apiece and were usually ready in 48
ars. When The New Hirk Timer necded 4 photograph of Robent Bresson in 1999 for his

mnmmmw coples avallable in 20 minutes. L

e welt there you didn') expect and you didn’t even know exlsted.”
Sy e at N Y 117 Tisch Schyool of the Ans Cinena Studies De-
of Ciry Hiree. i hook about Jimsmy Cagney, Humpheey Bogan and

Pandy fossh over, Ms. Corliss wass overseeing the Film Stills Archive
0 § 83 Street where the museum's librry was also located. Aroind
ere the gant wing of the central building: the librury first and then the
aherve the fibrary, She and Ms. Geeshen sal of desks near a view-
; f e 11l he 1t o of the west wing.

Farewell, My Sweet: More than anyone, assistant curator Mary Corliss (top left) has had trouble parting with the
il Archives—which include images of Doris Day and James Cagney in Love Me
or Leave Me (bottom) and Elia Kazan and Marlon Brando during production of A Streefcar Named Desire (top
right}—which the museum is putting in cold sterage until at least 2005 as the museum undergoes a renovation.

the musewm’s film commitice ustees. “When | ind staned there, we were always imdted 10
things, apenings and screenings.” sald Ms Gessken “Thu no longer happens.”

Ms. Corliss wass promoted only once, rom EUfMorial assistant 10 assistant curatoe, dur
ing her 20 years under Ms. Har pite et widely praised work, the 41 exhibits she
had curated, credits in counthess films and bookSand the acquisition of more thin a million
stills for the Archive,

Employees say Ms. Bancdy was directing the M) on of MoMA's film department away
frorm schiolarship and the departments standing Wi su ffering. The 1996 opening of the $11.2
million Celcsiz Borios Film Preservation Cemetin Humlin, Pa., where the museuri's film
collection was moved, was e 1o Ms. Bandy $forts. Some museum cimployees complained
that she was essentially focused on lund-misng “The way people watch movies has
changed.” a department member commented “The woeld has chinged, 3 nd change i 4
healthy thing. But [ean’t say that the deparMedtchuanged in a healthy way o

M. Bandy's appointment to assitant direet of curasorial alfairs in 1993 wnu‘ﬂlmn
dicare thit Mr. Lowry—a direetor fond of crowdpléasing extibitions — uulMﬂM»\iI:N"l

former union member and head of the Film Study Center. 1 be-
lieve this strike is based on mampulstion.” Mr. Silver wld The
New York Times in 2000, “These people have enjgineered s sirike
for theirown ¥

Until the strike, the archive was s=t 1o move 10 MoMA QNS
the 16:0,000-square-foot facility in Long liand City. Quests that
ri had b of "

the el i v

during the renovation. Almswmﬂiﬁeﬁlplcm'uy.n;-
1 i ibvits and et

¥ porary
til MoM A reopened in Manhustan.
Ms. Corli itk h b pilam th
in carly 2000, They agreed an 4 1.800-sguare-foot space on the
mezzanine level. The last meeting with the achifect wis sched-
uled for 9:30 am. on April 28, 2000, the first day of the snke.
When she returned to work, Karen Davidson, MoMA's depuity &i-
rector of policy, planning and administration, told her that Glenn
Lowry was reevaluating the plami. k -
Tn Nowernher 2000, MoMA received 3 S5 million grat from Gox.
Georpe Pataki for the renovation of the Swingline butlding and
o L el e apor.

& o of it library collect dfil

Lowry, P B g

the Siills Archive st MoMA QNS, A month later, Mr. Zager. the
museam’s director of human resources, told Ms. Geesken sta
union meeting that“we'dbeen Muﬂ-ﬁhm:

MoMA's Fil y
ed matter, had not. . o i
InJulydml.mMﬁwmﬂMﬂhmwﬂ‘_
he Celeste B in Hamlin, Pa. The 135 file cab-

dimto 300 5 e Adesk

for Ms. Corliss would be worked into the conference room. “If's
1 beautiful facility, state afuum.yo:m_m " sand Ms.
Corl ke ity * 1 E

il oy dhu:
vault, but % 1y’
iy o e e

‘many frequent users of the archive—the New York Film Critics’
Circle, the I'n.l_:ﬁlty W’tmwww

for oss for il scholarshig umw\Fn Shills
(] for el were m Stills
T, B ke he facolky s-Tich, The

along with the Mo
MA's supremacy 3
MaMA’ fler from

its budget. impacting available space. MoMA, ly trying.
F tosub-lease about 30,000 squate foet of space on S2nd Street,

e

surprise by the &

hipp 10 Penaps.
In aletter dated. 10, 2002 and 5i
s dacd oy 10 200 ety Agpes
by The Observer, Ms. Gund said the Harulin center was 1o be the
new location sinee the museum had “undestaken a thorough re-
view of ... the best ways 1o easure ihat our eollections are ...
i and appreciaiod by the wid Seate
sible." The letter shows no knowlodge of the muscom’s phuns 1o
cut off nceess (o the arch e clear th -

mmmm 8 &
Even MoMA's board rectons was apparently caught
san 1o ck bl A “.Imﬂz

AR SEER

o Ms. Bandy lnid off Ms. Corliss and My, Geeshen and announcesd
she was putting the archive into cold sorage, \ '

Jifie's work in coldd storge.” by o %) "

Sinice then, MoM A has remained as silent asthe stills themselves. After spx ko
New York Times for their piece, M. Corliss was swamped with e-malls, and wa
viewed by Leonurd Lopate on WNYC. Film critic Roger Bbert, who used the
stills i ks v bouk Thee wrote the Times fron the Suidance Film fes-
vival- “If the archive is not availisble to most of its users, of what use bs it ™

MaMA's only statement said that “the Wn;pﬂmwﬁm e o I
wraction of services and h i staff lize the pe a
ol when the pens in 2005 ;

Bt the statement does nol sddress the fact tht sevéral MoMA film depanment em-
ployees told The Observer that noaltemative space his been foundd for hw &

were taken off the computer sy dscripieking
Wbt : b

o

had signed off on ey kedership of the depanmaand its new emphinds away
and scholarship.

“Archives used 10 come above programiiig in the anmual repont,® said one employ
“Iencems sl bt it says  Jot, Programmiie i on top now
A he e trik o 2000, O one side were

Ms. Coefiss and Ms. Cleesken, both active panis in the stike. Ms. Corlk

s few yeaes of My, Bady's arvival, My, Bowser efired and
0 ribed constest with Ms. Bundy, and
 gaining pewes, here were o more imvitations o

L - it

i they wers abwatys bt i

ok m Holly e big shots IM919pen letie 1 the museum and her bushad,
Richard Corliss, wrote -hcimhe \m{:in T O ety side wis M. Bandy, ironically
e of thie muisennin's ussion before dve came e il department.

Tosay Ma. Bandy opposed mm\wﬁgg‘iﬁmlldly Areplacement worker, Hele:

1 Riabsiriann, wiss hired o £ bn for Ms. i currently

sistant ) Miany department members €#088e e pioier [ines, including Charles Silver,

Fow thy will serve
imn.r:umlmlvﬂgm L L PRSI )
the amnual “New DirectorsMNew Films™ series—ane. ortant [itor o Vsr :
hase, 1 bonas with membérships e somisionn fe. Cor o of the.
buunedthe | Roy and Nina Ti winuse. Hoth theaters will be choed by sur -
o Nebion.s Nemdie i pry Mk 5 poople =
voled 1o film arg 1t i
tocontol what's going on’" P
E il ptirpepnery
Iy il,” s A
whe XSt

But, at a museum all-stall meeting on Jan. 31, 2001, Mz '

oiherprnts

ularnlmmmmh:uﬁuﬂyﬂjﬁww:ﬂltbawt“ socm o Qp&:
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THE PRESIDENT AND TRUSTEES
OF THE MUSEUM OF MODERN ART
REQUEST THE HONOR OF YOUR PRESENCE AT THE

PRIVATE OPENING OF THE FILM SERIES
SIXTY YEARS OF FRENCH FILM

TO BE FORMALLY OPENED BY
HIS EXCELLENCY M. HERVE ALPHAND
AMBASSADOR OF FRANCE TO THE UNITED STATES

WITH A SHOWING OF

RENE CLAIR'S LE QUATORZE JUILLET

ON TUESDAY EVENING, MAY TWENTY-EIGHTH

AT NINE O'CLOCK

TICKETS ARE REQUIRED FOR ADMISSION
RS.V.P. 11 WEST 53 STREET. NEW YORK

DRESS OPTIONAL
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The Trustees of The Museum of Modern Art invite you to the gala American

Premiére of the winner of the Grand Prix of the 1951 Cannes Film Festival,

Miracle at Milan, a fantastic comedy by Vittorio de Sica, director of

Bicycle Thief; on Sunday evening, December 16, 1951, at eight forty-five,

in the Museum auditorium, 11 West 53 Street, New York; for the benefit of

the Museum Program Fund; suggested minimum contribution $5.00 per ticket.

Out of the same materials from which he fashioned his tragic
The Bicycle Thief, Vittorio de Sica has created a new film as
altogether unlike its great predecessor as is conceivable, but
equally worthy to stand among the achievements of the motion
picture. Miracle at Milan is a fantastic comedy with under-
tones of satire. Its leitmotifs are goodness and kindness and
human brotherhood. I can think of no film like it except
A Nous la Liberté, and if anything René Clair’s masterpiece
is flattered by the comparison.

Richard Griffith

Curator, Museum of Modern Art Film Library

In Miracle in Milan Vittorio de Sica shows us that he is as

great a master of laughter and fantasy as he was — in Shoe

Shine and Bicyele Thief — of compassion and power.
Thornton Wilder

Name__

Address

Committee: Mrs. Vincent Astor
Mrs. J. Cheever Cowdin
Mrs. E. Bliss Parkinson
Mrs. David Pleydell-Bouverie

The Trustees of The Museum of Modern Art wish
1o acknowledge the generosity of Mr. Joseph Burstyn
in permitting this private view of Miracle at Milan
prior to its public opening at the World Theatre,
December 17, 1951,

Tickets are available anly to members of The Museum
of Modern Art; the Museum auditorium seats only 496
persons and requests for tickets will be filled strictly

in order of receipt. Please fill out attached coupon

and mail at once with your contribution to the Museum.

The Museum of Modern Art, 11 West 53 Street, New York 19

Enclosed is my contribution to the Museum’s Program Fund in the amount of §
Please send me tickets fJor the American Premicre

of Miracle at Milan on December 16, 1951,

Film, Department of 1/2
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For Immediate Release
April, 2000

LAURENCE KARDISH PROMOTED TO SENIOR CURATOR,
DEPARTMENT OF FILM AND VIDEO

Glenn D. Lowry, Director of The Museum of Modern Art, has announced that
Laurence Kardish has been promoted to Senior Curator, Department of Film and Video.
Mr. Kardish has been a curator in The Museum of Modern Art’s Department of Film
and Video since 1984, with the particular responsibility for coordinating exhibitions in
the Museum’s Roy and Niuta Titus Theaters since 1990. He continues to report to Mary
Lea Bandy. Chief Curator, Department of Film and Video.

“The title of Senior Curator indicates exceptional merit and is among the highest
distinctions the Museum can offer,” remarked Mr. Lowry. “This promotion recognizes
Laurence Kardish's remarkable contributions to MoMA and to film culture, both as an
exhibition organizer and as a frequently invited participant in juries and symposia. His
astute judgment about all types of cinema, especially in identifying important new
artists and in the field of experimental work, has brought praise and distinction to
MoMA’s film programs.”

“Laurence Kardish has proven to be a tireless champion of new filmmakers and
underappreciated national cinemas such as those of the People’s Republic of China,
Senegal, Colombia, and Vietnam,” said Ms. Bandy. “He possesses an exceptional
knowledge of film and is a highly valued colleague, who richly deserves and has solidly

earned this distinction.”

Mr. Kardish first came to the Museum in 1968 as a curatorial assistant,

specifically to create Cineprobe, a forum for independent and avant-garde filmmakers.

-more-

11 West 53 Street, New York, N.Y, 10019 Tel, 212-708-9750 Fax: 212-708-9691
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This series has continued, without interruption, to be one of the most valued ongoing
series for the presentation of new and experimental work by filmmakers from around
the world.

Exhibitions organized by Mr. Kardish for MoMA include The Films of Claude
Chabrol (1970); Stan Brakhage: A Retrospective (1971); Post-Cultural Revolution
Films from the People s Republic of China (1972); The Films of Emil de Antonio
(1975); Senegal: 15 Years of an African Cinema, 1962-1977 (1978); John Cassavetes:
Filmmaker and Actor (1980); National Film Board of Canada: A Retrospective (1981);
Of Light and Texture: Andrew Noren and James Herbert (1981): Berlinart: 20 Films
(1987); STZ: The Films of Scola, Tavernier, and Zanussi (1988); Marin Karmitz and
MK2 (1989); Colombian Cinema: From Magic to Realism (1990): Melvin Van Peebles
(1990): Junction and Journey: Trains and Film (1991); Jean-Lue Godard: Son + Image
1974-1991 (1992); Strictly Oz: A History of Australian Cinema (1995); Rainer Werner
Fassbinder (1997); Agnés Varda (1998); Coming Apart: Films from 1968 and
Thereabouts (1998); G. W. Pabst (1998): and Alfred Hitchcock (1999). In addition to
co-curating the ongoing Cineprobe series, Mr. Kardish organizes an annual presentation
of new films from Germany. He has also served on the selection committee of the
annual New Directors/New Films festival, presented in cooperation with the Film
Society of Lincoln Center, since its founding in 1972.

Mr. Kardish has written extensively for catalogues and publications by the
Museum and other film archives and festivals. Among his published works are Rainer

Werner Fassbinder (1997). Junction and Journey: Trains and Film (1991), Berlinart

(1987), Michael Balcon: The Pursuit of British Cinema (1984), Of Light and Texture:

Andrew Norten/James Herbert (1981), Senegal: Fifteen Years of an African Cinema,

=-more-
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1962-1977 (1978), and Reel Plastic Magic (1972), a film history text that continues to

be used in many schools, He also contributed essays to The Museum of Modern Art
Circulating Film Catalog (1984),

Mr. Kardish has served on numerous film festival juries and advisory panels,
including festivals in Mexico C ity, Jerusalem, Bogotd, and Caracas, as well as on the
Camera d’Or jury for best debut feature at the Cannes Film Festival. Since 1997 he has
served on the European Film Academy’s Rainer Werner Fassbinder jury to determine
the outstanding European debut feature film of the year and is the only North American
to hold that distinction. For the past twelve years Mr. Kardish has also been a member
of the National Advisory Committee for the Sundance Film Festival. In 1995 he
received the Ordre des Arts et des Lettres, Grade de Chevalier, from the government of
France.

In addition to his work as a curator, author, and scholar, Mr. Kardish wrote,
directed, and produced Slow Run (1969-70), an American independent narrative feature
film, which is now deposited in the National Film and Television Archive, London, a

division of the British Film Institute.

No. 31 - iy _
For more information, contact Harris Dew, Senior Publicist for Film and Video.

212/708-9847 or Harris Dew(@moma.org,
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-By Doris Toumarkine

The latest bulletin from the old-media vs. new-media warfront, as recently reported by CNET News, has
YouTube about to offer feature films. An unnamed studio exec is quoted as saying, “We’re big believers
in long-form feature film content on new media platforms.”

But here’s a weather bulletin from the indie front: The sky may not be falling, and blue patches are on

the radar.

The recent global economic downturn is not good news for the specialty downturn (detailed in part one
of this article last month), but hopeful news emanates from several fronts. Understandably, much of this

news comes with some “howevers.”

For instance, excitement and euphoria for the indie cause came this fall from vet indie producer Ted
Hope's keynote at an L.A. filmmaker forum, where he proclaimed his notion of the “Truly Free Film
Culture.” He proclaimed that “there is no crisis™ and suggested that the “falling sky™ state of IndieWood

articulated in Mark Gill's gloomy keynote last spring is actually opening.

Maybe so, but his notion has to do with Web empowerment and how indie filmmakers can do end-runs
around the old-media corporate gatekeepers who have traditionally been in control.

Yes, new Web-based movie companies for download and streaming are the stuff of daily
announcements (Snag, iArthouse, and Gigantic Releasing among the most recent) and video-on-demand
choices grow daily. But, make no mistake, brick-and-mortar lives and the signs are many.

This summer, for instance, saw some impressive specialized box-office winners (Man on Wire, The
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E:T-;”ff-"- Eegl\r? One, Frozen River); this fall also has strong performers like Rachel Getting Married,
gy and Religulous, and the fourth quarter is loaded with promise.

And unlike those skittish stock market players. established theatre-focused indie distributors like Sony

:::;t:lrgs Classics, Samuel Goldwyn, Strand, Magnolia, TLA Releasing and Magnolia have been busy

Also heartening are the new financing, production and distribution companies arising in the turmoil.
Money from wealthy individuals and banks and places like India and the Middle East is nourishing the
business. National Geographic, for instance, is now focusing more on theatres, thanks to a cash infusion
from and partnership with an Abu Dhabi company.

Also on the financing side are new companies like Elizabeth Redleaf’s Werc Werk Works and Jonathan
Tisch’s Walnut Hill Media, both supporting the specialized space.

Some ventures entered the space as the popcorn hit the fan, like IndieVest last spring, but they are
moving. if not sprinting forward. Says founder and CEO Wade H. Bradley. “We were fortunate in
aggregating members [IndieVest raises capital via different categories of memberships] and were able to
fund Saint John of Las Vegas. which is now in post. We got this done just prior to the complete
meltdown we’re now experiencing.”

With credit easing and the election over, Bradley says, “We now have an idea how things might evolve.
But we feel we’re in a tremendous position because entertainment normally outperforms even in
recessionary times, and filmed entertainment should do quite well. For investors, [IndieVest] is an
alternative-asset class of investment that is non-correlating with the market. It moves on its own and
people will always love to go to the movies to escape and it’s cheap to do.”

Also new to indie space is The Goldcrest Group’s Goldcrest Features, which is co-producing low-budget
projects by exploiting its expertise and facilities as a ful I-service post-production house.

At the distribution end, the new MSNBC Films, working with the also new Oscilloscope Laboratories
(Wendy and Lucy), is picking up films for TV and theatrical. The “however” here is that, at least with it
recent pick-up of the doc Witch Hunt, the Sean Penn-narrated film is targeted for TV, with the theatrical
window mainly to bestow Oscar eligibility.

Even established companies like Summit Entertainment and Starz’s Overture are leaning more towards
lower-budget, indie-spirited product.

New companies like indie filmmakers Mark and Michael Polish’s Prohibition and Adam Yauch and
David Fenkel’s Oscilloscope are embracing both the big screen and new outlets. The strategy is to do as
much of the soup-to-nuts development-to-distribution work in-house.

Veterans like producer Philippe Rousselet and Fabrice Gianfermi are going lower-budget with their new
Vendome Pictures, and French giant Vivendi is distributing specialized product to North American

theatres.

And how about the new venues and spaces—some commercial, some not—that are providing indie
films with big-screen presentations? Jacobs Entertainment’s Jeffrey Jacobs is booking the newly opened
Beekman Theatre two-plex on Manhattan’s Upper East Side, one block from its namesake’s old

location.
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Changed times make for strange bedfellows, as the theatre had both Seth Rogen and Jeanne Moreau

under the same covers with simultaneous runs of Zack and Miri Make a Porno and the French drama
One Day You'll Understand.

Jacobs, who also services theatres along the East Coast and out west, feels traffic at the Beekman will be

good because its East Side area is underserved and “New York has a hungry, eager population of
filmgoers.”

Jacobs be_ﬁevcs that art product will do well at the Beekman and that programming these films alongside
commercial fare is no problem. Each auditorium has 440 seats and “the older art-house crowd likes the
fact that we're small. And they don’t feel like they're going to an airport to see a movie.”

Also, reminds Jacobs, is “the importance of maintaining a very well-run theatre and very friendly and
courteous staff.”

But “intuition™ tells him that, in these stressed economic times, the challenges may be more in rural and
suburban theatre locations. “Gas prices, Netflix and other issues might make people less likely to get
into their cars.”

Beyond the commercial screens, non-commercial operations and venues like museums, film societies,
festivals. and schools are providing specialized films with more big-screen real estate.

Surely numbering close to a thousand by now, stateside film festivals continue to spread like kudzu,
draw crowds (sometimes industry but usually film-curious locals), and quench the thirst for small films. J
We hear of banks going under, but not film festivals.

Museums too are increasing their indie offerings. New York’s Museum of Modern Art (MoMA), long a
film-buff mecca, is programming more and more “first-run” features, what it also calls “theatrical
premieres” or “MoMA Presentsé&hellip” Just a few recent examples are the seven-day “theatrical
premiere” of New Yorker Films® drama Delwende and the “U.S. theatrical engagement” for Bela Tarr’s
The Man from London. And new German features just unspooled.

Weeklong theatrical runs can validate films for Oscar consideration, but, says MoMA Department of
Film chief curator Rajendra Roy, the Oscar validation “is not the driving force. We mainly want to
provide opportunities for films that wouldn't have a theatrical venue. It's good for us and good for the
audiences 1o see these films other than on DVD. And the press gets more involved. But there’s no split
with the filmmakers because we 're not a commercial house.™

Ray says that MOMA is “looking for people who want innovative distribution models, since DVD and
VOD is where most independents are getting their money now. So we engage in this initiative with
producers and filmmakers who want theatrical but aren’t depending on this for their income.”

Calling the MoMA programs “a modified version of Film Forum,” he cites the film Derek, about the late
filmmaker Derek Jarman, which just had an Oscar-qualifying week run at MoMA right after its DVD
release and got a review from The New York Times.

These new feature films at MoMA, says Ray, “won’t be the core of what we do, but more of a regular

thing that is part of our ongoing effort to give audiences a broader window of choice.” The art in_slilution
also recognizes film as a business: It just launched its inaugural “The Contenders™ series, which is

http:!fwww.printthis.clickahility.comfpv'cpl?action=cpi&1itlc=State+of+the+lndependem... 11/11/2008




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

The Museum of Modern Art Archives, NY
APF Film, Departmint of

S
tate of the Independents: Part 2: A Brighter Picture? Page 4 of 8

showi i 2 i '
Ié'l:_wmg this year's hot prospects for the upcoming awards season, be it as mainstream as The Dark
ight or as indie as Frozen River.

Mo"e_ schools are also getting into the act of providing the big-screen experience for smaller films. New
York s School of Visual Arts is currently renovating what used to be a commercial house in Chelsea and
what is now the Visual Arts Theater. But the concentration of programming won't be on features, says
the theatre’s director Gene Stavis, a veteran film academic and historian and former protégé of the
legcnfiary French Cinematheque archivist Henri Langlois. “We can screen all formats and will be
showing computer animation, shorts, student films, mixed media, even something you took with your
telephone or want to present with PowerPoint.”

The theatre, which will have two state-of-the-art auditoria, won’t offer its feature presentations as
commercial or long-term runs. Everything, says Stavis, will be a special event, whether it’s a premiere,
screening, festival or series.

Scheduled to open Jan. 5. the Milton Glaser-redesigned Visual Arts Theatre will focus on school events,
but there will also be programs for the public. For these, Stavis says, “We're working with groups in
different countries like France, Italy and Iran and hoping to be able to showcase some of their films that
would not necessarily get released. We don’t want to be a commercial-run house.”

With so many non-commercial opportunities for specialty films, the definition of "commercial" becomes
all the more critical, especially because so many filmmakers covet at the very least Oscar consideration.
And the Academy of Motion Picture Arts and Sciences (AMPAS). which bestows the Awards, requires
what it calls commercial runs for film eligibility.

So how does AMPAS define a "commercial motion picture theatre"? The answer may be buried in the
Academy’s dense eligibility rules, but AMPAS Academy director of communications Leslie Unger
clarifies: “The eligible film must run in a venue that regularly shows new releases and charges
admission. It must have regular non-specialized programming open to the general public, meaning that
the theatre is one that, on an ongoing basis, presents studio and/or independently produced films
typically for runs of at least seven days. The theatre must exploit and market its films through regular
listings and advertising and offer multiple daily showings.”

Just as independents covet awards, they still covet that big screen and are optimistic about the theatrical
window, even as they see more and more of their revenues elsewhere. Veteran documentary filmmaker
Doug Block (Silverlake Life, 51 Birch Street, the upcoming Almost Gone) has self-distributed to
theatres, and has had good experiences in cinemas working with 2929°s Truly Indie program and
individual partners, but gets most action through the ancillary windows. Still, he says, “Theatrical is so
important; it’s the most important, in fact, because that's how you really get the word out. the validation,
the quotes from reviewers who count.” And, yes, “theatrical is and will probably always be the outlet we

filmmakers most covet.”

Longtime indie publicist and consultant Susan Norget agrees: “It [the big screen] is still as coveted and
will be at least five to ten years from now. There’s always going to be that attachment and desire, as
that"s how we all like most to see our movies. It's almost obvious because there’s nothing like
experiencing a film with a group of people. And everything derives from that because it’s not just the
romance that is the mystique of the big screen—it’s the way it’s been and will be.”

Norget cautions that “the return on investment theatrically speaking is more challenging™ and
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s n_'ltakers have to be *‘pragmatic.” But certain of the smaller films will continue to play well in theatres
pite of the glut because “cream always rises to the top.”

Like Norg‘el. others point to “pragmatic” reasons for some filmmakers staying away from theatres.
PrOdqufrs rep Josh Braun, who mainly sells in North America but also overseas to companies like
Celllu'md, acknowledges that “with so many films being produced, many of these have the potential for
theatrical or TV premieres. But in the same breath I have to say that many [independents] are realizing
that theatrical is less than a tenable goal and it is becoming more difficult to find distributors who will

make the theatrical happen.” So part of his job has increasingly become “the management of
expectations.™

Braun, who recently sold Sou! Power to Sony Pictures Classics and Witch Hunt to the new MSNBC
Films, adds that it’s becoming more prevalent for filmmakers to access funds for service deals that get
their films to theatres. While the revenues won’t put food on the table, “the advantage is that you're
creating more value for the ancillary windows.”

David Fenkel. co-founder with Adam Yauch of Oscilloscope Laboratories, is another of the big screen
boosters. The new company will release the Michelle Williams starrer Wendy and Lucy in December
and has already had the docs Gunnin’ for That #1 Spot and Flow in theatres (the former hitting many
urban multiplexes).

“Because our releases are high-quality and tend towards high-profile and are critically acclaimed,” states
Fenkel, “they get a lot of high-level publicity. So theatrical is very important to us and we work to get
the best theatres possible.”

Wendy and Lucy has “considerable theatrical potential.” he believes, because of Michelle Williams®
marquee value, the critical reception so far, and strong word of mouth. But while Fenkel calls himself an
optimist about theatrical, he adds that, with deals also in place for DVD and VOD, “we’re not living and
dying off it.”

Ed Arentz. managing director of Music Box Films (7ell No One and the upcoming Shall We Kiss?) and
longtime booker for New York’s Cinema Village. is another—and predictable—theatre booster. He sees
the old values still counting if releases are well-timed, high-quality and emotionally loaded. He views
the theatrical arena for specialized product, including foreign films, as “never better, with more theatres
more open to the category.”

The Baby Boom generation, Arentz observes, is reaching retirement but “is still interested and has the
time and means and cultural interest in art films. And they are fit and want to go out.”

As an example, Arentz points to Shreveport, Louisiana, which has a “great art theatre,” and Ashville,

North Carolina, a popular retirement area where the art theatre does well. Multiplexes. however, have a
special challenge, as their different audiences have different standards—for their films and for their

theatres.
Village Roadshow in Australia, he believes, is showing the way by trying to solve problems that plague

fussy filmgoers. In its VIP riff, the chain will be introducing smaller, high-ticket theatrical spaces that
will skirt the annoyances of certain multiplexes and offer patrons food and alcohol in the rooms.

Arentz sees a golden age for smaller films in theatres because people still want to go out. His “however™
is that “technology could undermine this.”
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E:-utthilr:er'rrl;s. Eisays, can step up and help matters by not being passive recipients of the films that come
. 5 catres can promote internally and use tools like review blow-ups provided by distribution.
ostcards, adds_ Arentz, have become clichés and can just lie around theatres. But nice promotional

br_oghu:es provided by distributors can work.

le_lng further hope to independents in theatres are the Future Filmmakers of America, apparently still
lusting for the big screen in spite of their feverish love affair with all screens anyhow, anywhere.

Annette ‘lns‘dorf. director of undergraduate film studies at Columbia University and former chair of the
Graduatt'a Film Dl}'iswn of the School of Arts. maintains that “because Columbia’s students watch films
on the big screen in our classes, the theatrical frame is still the measure of motion picture artistry.”

Citing Frozen River from Columbia grad Courtney Hunt and other school films, Insdorf says, “Our
emphasis is on narrative&hellipso our films are designed for the big screen.”

One of the most compelling arguments to be made that the sky isn’t falling on IndieWood is the
prevailing, undying notion (call it a matter of faith) that the business is cyclical, has always been and
will continue to be. Many in the independent world still sing this tune.

Says Michelle Byrd, executive director of the IFP, “There’s a correction going on now, but | think it's
cyclical in that I saw classics divisions and other smaller distributors years ago get hit and then come
back in some form. The big screen is still the Holy Grail.”

Zach and Miri’s Kevin Smith, speaking at last month’s Independent Film Week in New York, took note
of the indie slump but called everything cyclical and “in 10 or 15 years a new bunch of companies will
open up again.”

Smith took a loving swipe at his distributors the Weinstein Brothers for being “the bane of indies
because they put their films into multiplexes and made too much money.” thus inspiring the studios to
fund well-heeled specialized divisions or fire up companies like DreamWorks, which entered indie
space with American Beauty.

Former exhibitor and longtime distribution executive Bob Berney is another who offers the cyclical
mantra. Also speaking at Independent Film Week, he restated the familiar problems in and symptoms of
the business but said “we’re in a cycle.” He’s an optimist, he declared, even though Picturehouse, the
Time Warner division he headed. was at the time just a few days from closing. “The [theatre] audience
is there and good films will find a way to them.”

With the acclaimed Stranded now playing in theatres, Zeitgeist Films co-president Emily Russo is
another optimistic member of the “It’s Cyclical” chorus. Like others, she acknowledges the challenging
times while hoping theatres will further cultivate their local audiences and hold onto films longer.

“The business is always cyclical, but more so for platforms than theatres. The bigger changes will be in
the way films are seen, but we're very committed to the theatrical model. And we wouldn’t have been in
this business for 20 years if we didn’t maintain a certain level of optimism. We love what we do but we

won't get rich from it.”

Producer Rick Schwartz, former Miramax exec who is now CEO of Overnight Productions, sees _the
indie business as neither caught in a cycle nor vulnerable to seismic change. “We're somewhere in
between. What's going on may be bigger than a blip but it's less than a permanent change.” he offers.
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dTh‘:' experience of going to the movies is never going away. The bigger change is the model for
istribution because of so many challenges.”

The pressures, he reminds, come from so many movies coming out every weekend that have every
quadrant covered. “When you're looking for a date for your movie,” he laments, “there are no longer
any spaces. And there are more distributors like Summit or Overture. It's Darwinism out there and

certain companies will run out of patience. But, whatever happens, people will still be going out to the
movies.”

Also taking a middle-of-the-road stance on the cyclical notion is Sony Pictures Classics co-president
Tom Bernard. Speaking at the Independent Film Week forum, he described the situation as neither “a
glass half-full nor half-empty, but a glass being full and not so full.”

Hard times are nothing new, he said. “In the *80s studios had lots of specialty companies and they went
out of business. We’re in a correction mode now as companies like Warner pull out. But this gives
smaller companies a chance and this will change again. The difference today is that the small
distributors are finding new ways to get their films out.”

Day-and-date VOD releases with theatrical, he said, are working for the really small films but “we’ve
always believed in theatrical first.”

Exhibition, too, gives credence to the cyclical nature of the business. Says Denise Gurin, Regal
Entertainment Group’s senior VP of alternative film, “There’s still a definite market out there [for
specialty product] and audiences want this type of entertainment. But they also want quality.”

Regal. she says. is committed. “The business is cyclical and is going through a change, but it’s all good.
When there are great films. there are audiences who want to see them.”

Publicist and consultant Norget emphasizes the need to educate: “Things are changing so quickly and
were all caught up in the throes but have to continue learning to get out the other side. I'm learning all
the time, even though it’s so hard to find the time.”

She believes filmmakers are having problems because “they aren’t keeping up the way sales agents,
distributors and even people like me are.” She adds, I don’t get the idea of watching films on devices
like iPhones, but I have to know about this.”

Besides the greater support from and rethinking by theatres that indie players call for, there are other
stimuli that might boost the sector. Couldn’t multiplexes better serve indie fans by velvet-roping special
auditoria dedicated to specialty films and giving them the more intimate, clubby, comrm}nal experience
they want? Might filmmakers, distributors and theatres better harness the power and caplta]lof sponsors?
Nike and Pepsi are just a few of the big brands that have recently helped indie films. And Picturehouse
recently saw great relief for production costs on The Women from lucrative product placements.

Audiences too are expressing their needs. An ardent indie fan collared at Independent Film Week _
echoed the view of others queried, as he called for a kind of smaller neighborhood art house “sort of like
the old Brattle Theatre” that offered community by way of a café where indie fans could gather to “eat,
drink and talk film.” Others suggested that art theatres with gimmicks work, such as the series tickets
considered bargains at the Jacob Burns complex in Westchester, New York.

And might there be good news for indies from the bad news that the economy is slowing down thg
digital rollout to theatres that will greatly benefit 3D and other big-ticket studio product? Could this
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mean at least in the near term more shelf space in theatres for smaller films?

And in a traditionally upbeat and resilient business fueled by passion, hope, denial and optimism. is it
not easier to see brighter skies when smaller films like Milk, Revolutionary Road, The Wrestler, The

Secret of the Grain, Last Chance Harvey, Defiance, Waltz with Bashir, The Reader and Gomorra are on
the immediate horizon?

So all’s really not so bleak. The sky is clearing and independent films are just experiencing a cyclical
dip. But there is a final “however” by way of the following anecdote. Someone about as close as anyone
can be to the independent film world and who must remain anonymous shared this: His parents. in their
60s and fans of indie films, get their fix from Netlix, watch the DVDs on their 42-inch flat screen, and
are stepping out less to theatres.

A really sunny indie forecast calls for theatres to really think hard about how to get these cinephiles off

that couch and on line the old-fashioned way.
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Al the preview screening of the DVD project, eight of the 11 student interns were pres:
ent. In the front row, left 1o right- Mahesh Ferando, Kaoru Hayashi, and Kumiko Suda
Back row, left 1o right: Win Zaw Hiun, Joseph Ranghelli, Michael Ranghelli, Nichyarn

Singhaseni, and Kentaro Taguchi

Film Produced by Students and
MoMA/QNS Screened

By Staff

After months of painstaking work on an
ambitious interaciive DVD project with The
Museum of Madern Art in Queens, 11
laGuardia student inferns finally viewed
the fruits of their labor at a special debut
screening on November 19

With @ mixture of nervousness and
excilement, the young DVD producers sat
in MoMA's Gramercy Park Theater where
they watched os the hourlong promotion:
al film told the linleknown story of how
three industries-popular music, recording,
and moving piclure-came Fr;gelhul ol the
beginning of the 20th century to create a
market for amusement in America, whal
we know today os mass media

“The hard work was worth it," soid
Michyam Singhaseni alter viewing the
*Amusemenl Project® wilth his fellow film
makers and college and museum guesls
“To walch the end product in the
Gromercy Thealer was an amozing expe

rience.”

“The students did-a-highly professional
job," said Ron Magliozzi, @ssistant curator
of the museum's Research and
Collections, who has been researching
the subject for the past decade. “And
with their help we are able to make this
an important fund-aising tool in fulure pre
senlalions of the project * With the
monies, Mr. Mogliozzi plans on produc-
ing a hulllength documentary on the sub-
ject and designing a gallery exhibition
scheduled for 2006

While the museum applauded the siu-
dents' work, the college also recognized
the sludents performance during their six:
month inle ...'.hl|:'; i)y presenting each with
an achievemen! oward. “The college
hanors these sludents for dedicaling them-
selves to the project,” said Humanilies
who leaches

Professor Joyce Rheuban
‘and doing their jobs in @ very pro

onal manner*
In preporation for the lnsk, the students

who, with the exceplion of one, had no
prior film experience, enlered an intensive
sixweek videohraining program, where
they learned every aspeci of digilal video
production and become fomiliar with the
software that assists in the process.

Haoving digesled the basics, the studenis
were broken up inlo small teams and
plunged into specific assignments in this
multifoceted project

One group was given the fask of plot-
ting and shooling specific location shols.
Another assignmenl ook them into the
homes of known historians and entertain-
ers, such as Max Morath, a popular
singer in the 60's ond 70's who per-
formed turn-ofthe-century songs, where
they filmed the interviews and the rare col-
lection of artifacts

Ofther students worked in the college's
new film production lab, shooting, digitiz-
ing, and editing such rare Ireasures as

fragile pieces of sheel music and hand-col

ored pholographic glass slides. Still oth-

ers worked on recording the 100year-old
original songs thal are preserved on wax
cyiundeﬂ‘s

"As @ cutalor, it was very gratifying for
me that the studenis look the subject of
music and moving pictures 100 year ago
as seriously os they did," said Mr.
Magliczzi. "l was quile amazed Io enter
the lab and hear them singing 1905 pop
songs to themselves and discussing the
movie-going habits of audiences in
5 ] e

The experience was amazing,” said
Win Zaw Hiun, a film and media intem
who ratiled off a list of aclivities he and
his clossmotes were involved in: location
shoots, color correcting pholos and sheet
music, and editing and digitizing footage

“The students were involved in special
ized archival work," said Professor
Rheuban, ‘ond came away with the skills
and knowledge possessed by profession
als in the industry.*

Win is already markeling his newly
developed skills by freeloncing os a film
edilor and pholo refoucher and restorer

With the project's firs! slage completed,
Professor Rheuban said that she and M.
Magliozzi will soon be working on a
grant 1o fund fulure projects

"We hope that this is jus! the beginning,”

she said

Film, Department of 1/2
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MoMA Film at The Gramercy Theatre

The Museum of Modern Art's Department of Film and Media holds jts
daily exhibition program at MoMA Film at The Gramercy Theatre,
located at 127 East 23 Street, New York. MoMA Gramercy is open on
Mondays, Thursdays, Fridays, Saturdays, and Sundays; closed Tuesdays
and Wednesdays. Box office hours are Mondays and Thursdays,
1:30-8:30 rm; Fridays, 1:30-9:30m; Saturdays, 12:30~9:30 sm; and
Sundays, 12:30-7:30»m. MOMA Gramercy is wheelchair accessible
and is equipped with an infrared listening system. Daily admission:
members free; adults $12.00; seniors (sixty-five and over) and students
(with current ID) $8.50. Children under sixteen (with an adult) free,
On Fridays, screenings after 4:00 mm. are pay what you wish. Admission
to MoMA Gramercy is the same as admission to MoMA QNS, and varies
depending on the Museum's exhibition schedule. A MoMA film ticket
stub may be exchanged for one admission to MoMA QNS, and a
MoMA QNS ticket stub may be used for one day of films at MoMA
Gramercy, for up to thirty days from the date on the ticket. This policy
may not apply during certain exhibitions.

MoMA film tickets are available only at MoMA Gramercy during
box office hours. A limited number of tickets for each film is available
to MoMA members at MoMA Gramercy one week in advance for a
fifty-cent service fee. The general public may purchase tickets online
for up to one week in advance at www.ticketweb.com (subject to
service fees). For information about ticket distribution and for confir-
mation of screening schedules, please call 212-708-9480 or visit the
Museum’s Web site at www.moma.org, For ticket availability and
detailed program information, please call MoMA Gramercy during box
office hours at 212-777-4900. Note: Ticket holders are not permitted
to enter the theatre |ater than fifteen minutes after the program begins.

For questions about your membership, please call 212-708-9696
(toll free: 888-999-8861).

MoMA Film at The Gramercy Theatre
127 East 23 Street (at Lexington Avenue)/ New York, NY 10010
212-777-4900

Subway: 6 train to 23 Street station; N or R train to 23 Street station
Bus: M23 to Lexington Avenue; M1 to Park Avenue and 23 Street; M101,
M102, M103 to Third Avenue and 23 Street

The Museum's film and media programs are macd ible by grants from '::
National Endowment for the Arts and the New York State Councll on the A

Cover: 5till Life with Cows. 2000, Directed by Karen Yasinsky. . 4
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Standby: No Technical Difficulties
OCTOBER 5-18

A Short History of Polish Animation
OCTOBER 23-NOVEMBER 2

A Short History of Polish Avant-Garde and Experimental Film
OCTOBER 25-NOVEMBER 2

Dark Lover: Screening Rudolph Valentino
OCTOBER 2-13

Germaine Dulac: Duty, Deviance, and Desire
OCTOBER 16-23

Evenings with French Filmmakers: Claude Miller and Patrice Chéreau
OCTOBER 24 AND 31
12

Cinéfondation: Cannes Jury Winners, 2003
OCTOBER 10-11

The Best Commercials of 2003: AICP & BABA
OCTOBER 17, 18, 25, AND 30
14

In Memoriam: Katharine Hepburn, Gregory Peck, Hume Cronyn
OCTOBER 19-27

Special Screening: Anita Loos
OCTOBER 23

Heddy Honig: Direct Add
THROUGH OCTOBER 5

John Mills, Forever English
THROUGH OCTOBER 17

MediaScope
OCTOBER 20 AND 27
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standby: No Technical Difficulties
OCTOBER 9-18

For twenty years, the Standby program in New York has provideg B
production services to more than 1,000 media artists, producing over
1,500 titles constituting a remarkable history of video. Initially, Standby
facilitated artists’ access to broadcast-quality video editing, pioneering
the use of small-format video when broadcasters eschewed consumer
formats. Today, when broadcast quality is no longer relevant and many
artists have home-editing equipment, Standby offers low-cost services
in video and audio production and restoration. Standby's recent co-
restoration with MoMA of Tony Oursler's Life of Phillis (1979) opens
this thirty-work tribute.

Organized by Sally Berger, Assistant Curator, Department of Film and
Media, in collaboration with Maria Venuto, Executive Director, and Marshall
Reese, artistleditor, Standby, and Steve Seid, Curator, Pacific Film Archive.

Flying Morning Glory (On Fire). 1985 USA Diected by Skip Blumberg. A
documentary chronicler of street performers captures the high-flying
sautéing technique of a sidewalk chef in Thailand. 4 min

Life of Phillis. 1979. USA. Directed by Tony Oursler. This restored version of
Qurslers first video narrative was originally made in episodic form at Cal Arts
58 min, THURSDAY, OCTOBER 9, 8:00

Damnation of Faust: Evocation. 1983 USA. Directed by Dara Birnbaum The
Faust myth is transformed into a reverie on the external world. 10 min
Arcade. 1984, USA, Directed by Lyn Blumenthal, Carole Ann Klonarides, Ed
Paschke. The televised and the real are examined through street scenes and
television images reworked with image processing. 11 min

Information Withheld. 1253. USA. Directed by Juan Downey, Modern signs
and symbols find parallel in icons, hieroglyphs, and living forms. 28 min
Why Do Things Get in a Muddle? (Come on Petunia). 1984 USA Directed
by Gary Hill. Gregory Bateson's concept of metalogue is evoked in a conver-
sation about muddles between Alice in Wanderland and her father, 33 min.
Program 82 min. FRIDAY, OCTOBER 10, 4:00

IWant Some Insecticide. 1986, USA. Directed by Branda Miller. This sl
video renders a dystopic future where robotic insects rule. 4 min

Hell. 1985, USA, Directed by Ardele Lister, Technology, the information socety
and everyday life appear hellish in this haunting work. 17 min

AMosaic for the Kali Yuga, 1986 USA, Directed by Daniel Reeves. Amos
dgital images flustrates the Hindu prophecy that we live in a dark time. S

ic of

the space between things—is explored through contradictions in
ontemporary Japan. 19 min
Flaubert Dreams of Travel but the lliness of His Mother Prevents It. 1286
US4 Directed by Ken Kobland. Made for the Wooster Group's The Temptation
of 51. Anthony, this visionary work evokes Flaubert’s notions of death/tran-
scendence 20 min. Program 65 min. FRIDAY, OCTOBER 10, 6:00

Neo Geo: An American Purchase. 1989, LUSA. Directed by Peter Callas
Colortul images inscribe an American landscape of contradictions. 9@ min
9. USA. Directed by Shu Lea Cheang. Individuals in
melting pat” humorously demaonstrate the complexities of
m and assimidation. 28 min
Living with the Living Theater. 1989 USA_ Directed by Nam June Paik, Betsy
Cannors, Paul Garrin. A tribute to Living Theater founders Judith Malina and
Beck. 30 min. Program 67 min. SATURDAY, OCTOBER 11, 4:00

Lost Book Found. 1995, USA. Directed by Jem Cohen. An evocative explo-
ration of stories and artifacts from New York City streets. 33 min

The Tourist. 1997 USA_ Directed by Mana Venuto. A portrait of emotional
isclation and cultural displacement, based on the true story of a German
woman’s mysterious death. 28 min

Strange Weather, 1993. USA_ Directed by Peggy Ahwesh, Margaret Strosser,
Grainy Pixelvision images evoke a Miami couple’s drug addiction. 50 min
Program 111 min. SATURDAY, OCTOBER 11, 6:00

The Bus Stops Here. 1290, USA. Directed by Julie Zando. Two sisters reveal
how male authority and privilege circumiscribe female representation. 27 min
The Bible Belt. 1992 LSA_ Directed by Marshall Reese, Nora Ligorana
Preudo channel grazing, including a televangelist hawking a “bible belt * 5 min
Son of Sam and Delilah, 1991 US4 Directed by Charles Atlas. Scenes of New
York performance luminaries—John Kelly, DANCENOISE, Hapi Phace—and a
look at homophobia and racism. 27 min, Program 59 min

SUNDAY, OCTOBER 12, 5:30

Thirty-Seven Stories about Leaving Home. 1986. USA Directed by Shelly Silver
Three generations of Japanese women recount their life stones. 52 min
Nobody's Business, 1996 USA. Directed by Alan Berliner. Beriner's father s
the reluctant subject of this biography captunng the tenuous bond between
father and son. 60 min. MONDAY, OCTOBER 13, 6:00
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still Life with Cows. 2000, USA. Directed by Karen Yasinsky. Two women
and a cow contemplate rural life and domestici animation. & min
Icky & Kathy. 1939 USA. Directed by Kathy f performance video,
o sisters explore their sexuality through touchy-feely games. 9 min

The World of Phatography. 1986. USA. Directed by Michael Smith, William
Wegman. A satire on the process of image-making, “tugh” an, and "low*
culture. 25 min. Program 40 min. THURSDAY, OCTOBER 16, 2:00

Amazonia. 2001, USA. Directed by Nandini Sikand. Potent images and poetry
reveal the deep scars of breast cancer, S min

Closer to Heaven. 2003. USA. Directed by Diane Bonder An elderly fathers
fragile state is evoked through phone messages intertaced wath memories. 15 min
Beyond Voluntary Control. 2000 USA. Directed by Cathy Cook. Dawd
Fergueroa's dance performances convey feelings of psychological and physical
confinement stemming from phobias and disease. 30 min. Program 54 min
THURSDAY. OCTOBER 16, 3:30

At Home and Asea. 2002. USA. Directed by Mark Streel. A meditation on
displacement and isolation, told through the documentary-like stories of five
Baltimore characters. 70 min. SATURDAY, OCTOBER 18, 8:00

A Short History of Polish Animation
OCTOBER 23-NOVEMBER 2

For more than fifty years, Polish filmmakers have drawn on their
nation’s rich tradition of graphic art, avant-garde theater, and puppetry
1o create some of the most technically sophisticated and darkly satiric
animation in the world. This survey of Poland’s finest hand-drawn
and computer animation—the most comprehensive ever assembled—
reveals a breathtaking range of forms and techniques, from Jan Lenica
and Walerian Borowczyk’s politically subversive surrealist collages of
the late 19505 and early 19605 to Tomek Bagiriski's computer-g/ ated
short Cathedral, nominated for an Oscar in 2002.

Organized by Joshua Siegel, Assistant Curator, Department of Film and
Media, and Marcin Gizycki, author of Nie tylko Disney (Disney Was Not the
Only One). Presented in association with the Polish Cultural Institute in
New York. Special thanks to Monika Fabijanska and Pawel Potoroczyn of
the Polish Cultural Institute; Mateusz Werner, Adam Mickiewicz Institute
(Warsaw); and Film Polski (Warsaw).

Flugmm 1: The Golden Age
A tour of Polish amimated film from the 1960s to the mid-1380s, featuring
gallows humor; expenments in paint, plaster, and
xrsz, Dumata, and Antonisz; and a split-Screen namative
wvinning artist Rybczyrski, who introduces the screening on October 23
Banlnet (The Banquet). 1974 Zofia Oraczewska 8 min.; Czar Kolek (The
Charm of the Two Wheels). 1966 Kazimierz Urbanski. 7 min | Fotel (A Chair).
1963, Daniel Szczechura. 6 min.; Labirynt (Labyrinth). 1962, Jan Lenica
. Kon (Horse).1967 Witold Giersz. 6 min., Refleksy (Reflections).
Jerzy Kucla 7 min., Nowa Ksigika (The New Book). 1975 Zbigniew
ki 10 min ; Slofnce—Film Bez Kamery (The Sun: A Non-Camera
7. Julian Antonisz. 4 min , tagodna (Gentle Spirit). 1985. Piotr
12 min. Program 74 min

THURSDAY, OCTOBER 23, 8:15; FRIDAY, OCTOBER 31, 2:00

Program 2: Jan Lenica and Walerian Borowezyk

rich-survey of Lenica’s films, from his surrealist collages with Borowczyk to
his last film, The iland of R.0., and a documentary on its production by Gezycki
Dom (House).1958. Jan Lenica, Walerian Borowczyk, 12 min,, Sztandar
Miodych (The Banner of Youth), 1958 Lenica, Borowczyk. 3 min . Szkola
(The School). 1959, Borowczyk 8 min , Byl sobie raz... (Once Upon a Time).
1957. Lenica, Borowezyk. 9 min. Italy 61.1961. Lenica, Wojciech
Zamecznik 3 min,; Les Astronautes. 1959. Borowezyk, Chris Marker. 10 min.;
Nowy Janko Muzykant (The New Janko Musician). 1960, Lenica. 10 min.,
Die Nash (The Rhi ). 1963, Lenica 11 min., Wyspa R.0. (The
Island of R.0.). 2001 Lenica 32 min., Wyspa Jana Lenicy (The Island of Jan
Lenica). 1998, Marcin Gizycki. 29 min. Program 128 min
FRIDAY, OCTOBER 24, 4:00; THURSDAY, OCTOBER 30, 7:45

Program 3: Early Stirrings, Witold Giersz, and Miroslaw Kijowicz

Polish animation was ambitious from the start: Starewicz worked with pup-

pets and stop-motion; Giersz with oll-based paints; Janczak with collage,

and Kijowicz with politically subversive line drawings

Zmiana Warty (The Changing of the Guard). 1958, Halina Bielinska, Wiodaimierz

Haupe 9 min., Maty Western (Little Western). 1960. Witold Geersz. 5 min .

Oczekiwanie (Awaiting). 1962 Giersz, Ludwik Perski. 9 min ; Czerwone i

Czarne (Red and Black). 1963 Giersz. 7 min ; Materia (Matter). 1963, Kanmierz
wski 9 min,, Aqua Pura. 1970. Jan Janczak 8 min.; Klatki (Cages). 1966

wicz, @ min.; Droga (Road). 1971, Kjowicz. 4 mim | Netym (Mill).
icz 11 min.; A-B, 1978, Kijowicz. 4 min.; Cinema verité. 19729
ndrze| Warchal, 2 min. Pragram 77 min
FRIDAY, OCTOBER 24, 6:45; FRIDAY, OCTOBER 31, 4:00
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Program 4: Jerzy Kucia and Piotr Dumala
Dumala employs his trademark plaster-plat
of Katka and Dostoevsky. Kucia's impressionis
try are masterpieces of interwoven sound and image

Czamy Kapturek (Little Black Riding Hood). 1982 Piotr Dumata 6 mjy
Latajace Wiosy (Flying Hairs). 1984 Dumala & min . Wolnoi¢ Nogi ':FﬁE'Ilnm
of the Leg). 1988 Dumala 10 min; Powrét (The Return). 1972 Jorzy kycia
9 min.; Wiosna (The Spring). 1980. Kucia. 9 min ; Parada (The Parade),
1986 Kucia 14 min_, Franz Kafka. 1991 Dumala 16 min Program 72 min
SATURDAY, OCTOBER 25, 3:30; THURSDAY, OCTOBER 30, 6:00

nigue for INterpretations
C portrarts of town and coun.

Program 5: Portraits in Black: Stefan Schabenbeck, Ryszard Czekata,
and Others

Schabenbeck’s absurdist tales of Sisyphean men, Czekala’s nightmarish
scenes of a Nazi concentration camp, and Kalina
of madness all confirm Polish animation’s dark cast
Wszystko Jest Liczba (Everything Is a Number). 1966, Stefan Schabenbeck
8 min ; Schody (Stairs). 1968, Schabenbeck 7 min.; Susza (Drought). 1969
Schabenbeck, Henryk Ryszka, 5 min.; Syn (The Son). 1970. Ryszard Czekala
10 min.; Apel {The Roll-Call). 1970 Czekala 7 min ; Jesien (The Fall). 1576
Zbigniew Szymariskl, 7 min.; Martwy Ciefi (Dead Shadow). 1980, Andrzej
Klimowski 10 min., Portret Niewierny (Unfaithful Portrait). 1981 Ewa
Bibarska 8 min . Esperalia. 1983 Jerzy Kalina. 9 min., Méj Dom (My Apart-
ment House), 1983 Jacek Kasprzcki 10 min . Swiatlo w Tunelu (Light at the
End of the Tunnel). 1985, Julian Antonisz. 9 min, Program 90 min

SUNDAY, OCTOBER 26, 4:00; SATURDAY, NOVEMBER 1, 5:30

d Antonisz’s visions

Program 6: Daniel Szczech Piotr Kamler, and the New Guard

Recent Polish animation combines cutting-edge technoiogies with traditional
practices. This program features Sczcechura’s melancholic rendenngs of domes-
tic life; Brillowska's sado-erotic Grabowski, House of Life; and Baginski’s
Oscar-nominated Art Nouveau fantasy Cathedral

Le Pas. 1974 Piotr Kamler 6 min ; Hobby. 1968 Daniel Szczechura. 8 min:
Podroz (A Trip). 1570 Szczechura. 7 min., Skok (Jump). 1978, Szczechura.

5 min.. Fatamorgana 2 (Mirage 2). 1983, Szczechura 10 min ; Wycig (Race).
1989, Marek Serafinski 7 min.; Widok z Géry (A View from Above). 1978
Marek Komza. 5 min.; Garb (A Hunchback). 1982 Andrze| Czeczot. 4 min:
Grabowski, House of Life. 1990 Germany. Mariola Brillowska. 20 min |2a
Grosz (For a Penny). 1998 Agnieszka Woznicka. 7 min.; Fryzjer (The Barber):
1996. Robert Sowa. 5 min.; Katedra (Cathedral). 2002. Tomek Bagifisk

7 min. Program 91 min

SUNDAY, OCTOBER 26, 6:00; SATURDAY, NOVEMBER 1, 3:00

A Short History of Polish Avant-Garde and
Experimental Film
OCTOBER 25-NOVEMBEER 2

This accompanying two-part program focuses on the career of Stefan
and Franciszka Themerson, the husband-and-wife team who created
innovative abstract and structuralist film experiments, first in Poland
in the 1930s and then in England during and after World War Il. The
Themersons' influential body of work inspired Roman Polanski's 1958
short Two Men and a Wardrobe; the tédz-based Film Form Workshop
of the 1970s; and Zbigniew Rybczynski, who on October 25 will pres-
ent his Oscar-winning film Tango (1980), his pioneering music videos,
and other radical experiments in animation and optical printing.
Organized by Joshua Siegel and Marcin Gizycki.

Program 1:
Pharmacy (Apteka), 1930/2001 Poland/USA. Stefan and Franciszia Themerson,
Bruce Checefsky. 5 min.; Tam i Tu (Here and There), 1957, Andrzej Pawlowski
9 min, Or. 1985 Jalu Kurek, lgnacy Szczepanski, Marcin Gizycki. 4 min ; Dai€
Mamy Bal (There Is a Ball Today), 1934, Jerzy Zarzyckl, Tadeusz Kowalski
ygoda Czlowieka Poczciwego (Ad e of a Good Citizen).
1937 5 and F Themerson. 8 min,, Dwaj Ludzie z Szafa (Two Men and a
Wardrobe). 1958 Roman Polanski 15 min . Calling Mr. Smith. 1343 Great
Britain 5 and F Themerson 10 min, Strojenie Instrumentow (Tuning the
Instrument). 2000 Jerzy Kucia. 16 min ; The Eye and the Ear. 1945, Great
Britain. 5. and . Ther 10'min. Program 84 min
SATURDAY, OCTOBER 25, 6:00; SUNDAY, NOVEMBER 2, 2:00

7 min; F

Program 2:

Stodkie Rytmy (Sweet Rythms). 1965, Kazimierz Urbanski. & min ; Rynek
(Market), 1970 J6zef Robakowskl. S min ; Ide (1 Am Going). 1973 Robakowski
7 min.; Inwentaryzacja (Inventory). 1970 Wojciech Bruszewski 4 min.,
Wszystko (Everything). 1972, Fiotr Szulkin 7 min , Copyright by Film Polski.
1976, Szulkin. 2 min ; Blok (Apartment House). 1982 Hieronim Neumann

7 min , Zupa (Soup). 1974. Zbianiew Rybczynski 8 min., Swieto (Holiday).
1976, Rybczyriski. 9 min.; Close to the Edit. 1984, USA. Rybczynski. 4 min ;
Imagine. 1986 USA Rybczynski. 3 min, Tango. 1980, Rybczyniski. 8 min.;
Pierwszy Film (The First Film). 1981, Jozef Piwkowski 10 min.; Catch the Tiger.
1993, Jarostaw Kapuscifiski, 10 min ; Beta Nassau. 1993 Piotr Wyrzykowsk
9 mir. Program 94 min, SATURDAY, OCTORBER 25, 8:00 (introduced by
Rybczynski); SUNDAY, NOVEMBER 2, 3:45
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Dark Lover:
Screening Rudolph Valentino

OCTOBER 2-13

Despite a starring career that lasted only five years, Rudolph Valentine
has remained one of Hollywood's most intriguing icons, ever since
his death in 1926 at age thirty-one. Admired by his fans as a moody
dark-skinned lover but reviled by editorial writers for his androgynous
sexuality, Valentino exhibited “a depth of feeling, a capacity for suf-
fering, am artistry, and a princely bearing that belonged to him alone,”
as Emily W. Leider writes in her new biography, Dark Lover: The Life
and Death of Rudolph Valentino (Farrar, Straus & Giroux, 2003), This
retrospective features the rarely revived The Wonderful Chance {1920),
Monsieur Beaucaire (1924), and Cobra (1925), as well as the New York

Dark Lover: The Life and Death of Rudolph Valentino, Authar Emily W
film clips cha e actor's career and the cultural impact
ty and sexuality. Book signing follows. 80 min
Good Night Valentine. 2002 USA Written and directed by Edoardo
Ballerini, With Ballenini, John Rothman, A dramatization of Valenting's famed
mesting with journalist H. L Mencken only days before the troubled actors
death Filmmaker present. 15 min, THURSDAY, OCTOBER 2, 8:15

The Four H of the Apocalypse. 1921 USA. Directed by Rex Ingram
Screenplay by June Mathis. With Alice Terry, Rudolph Valenting, Jean Hersholt.
sl prestgrous Tilm of Valenting’s career, this antiwar spectacle of
1ghting on opposite sides dunng World War | features the actor’s
/ “tango.” Approx. 140 min. SATURDAY, OCTOBER 11, 8:15

B jre. 1924, UsA. Directed by Sidney Olcott. Screenplay by

premiere of Edoardo Ballerini's Good Night Valentine (2002: fil }
P ) and a pr and book signing by Ms. Leider. All films
except Good Night Valentino are silent with piano accompaniment by
Stuart Oderman or Ben Model.

Organized by Ronald 5. Magliozzi, Assistant Curator, Research and
Collections, Department of Film and Media.

The Sheik. 1921 USA. Directed by George Melford. Screenplay by Monte M
Katterjohn. With Agnes Ayres, Rudolph Valentino, Adolphe Menjou. A desert
chieftain abducts a cultured, willful woman in this archetypal and campy sex-
ual fantasy that certified Valenting as a pop idol 80 min

THURSDAY, OCTOBER 2, 2:00

Blood and Sand. 1922. USA. Directed by Fred Niblo. Screenplay by June Mathis
With Lila Lee; Nita Naldi, Rudolph Valentino. Valentino daimed toidentify
closely with the role of a bullfighter torn between an exotic siren, a VIrUOUS
wife, and his mother, Approx. 80 min, THURSDAY, OCTOBER 2, 4:00

The Shriek of Araby. 1923, USA Directed by F Richard Jones. Screenplay by
Mack Sennett. With Ben Turpin, Kathryn M ¢, George Cooper. Sennetts
notonous burlesque of The Shedk satirzes the Valentino mystique. Approx 46 min
The Wonderful Chance. 1920, USA Directed by ¢ = Archainbaud
Screenplay by Mary Murillo, Melville Hammett. With Eugene O'Brien, Tom
Blake, Rudolph Valentino. Before his stardom, Valentino's foreign looks typed
him as a heavy. In this film shot o tion in New York City, he plays a
cigar-chomiping gangster. Approx. 60 min. THURSDAY, OCTOBER 2, 6:00

The Sheik. 1921, Directed by George Melford

Forrest Halsey, With Bebe Daruels, Dons Kenyon, Rudolph Valentng: Valenuno
15 @ nobleman masquerading as a narcissistic barber, the controversial role

the tributed to the " pink powder puff” scandal clouding his final years
Approx. 100 min. SUNDAY, OCTOBER 12, 2:00

Cobra. 1925 USA. Directed by Joseph Henabery. Screenplay by Anthony
Coldeway. With Nita Naldi, Gertrude Olmstead, Rudolph Valenting. This little-
known comic melodrama finds Valentino strugaling with the contradictory
demands of lust and friendship. Approx. 75 min. SUNDAY, OCTOBER 12, 4:00

The Son of the Sheik. 1926. US4, Directed by George Fitzmaurice. Screenplay
by Frances Marion, Fred de Gresac. With Vilma Banky, Agnes Ayres, Rudoiph
Valentino. In Valentino's final film, a tongue-in-cheek sequel to The Shewk, he
plays dual roles of father and son. 72 min. MONDAY, OCTOBER 13, 4:00
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Germaine Dulac: Duty, Deviance, and Desire
OCTOBER 16-23

Germaine Dulac (1882-1942) was a central figure in 1920s French avant-
garde cinema, and its only woman director. A filmmaker with her
own production company who worked in narrative, avant-garde, and
documentary genres, Dulac was also an active feminist, an outspoken
film and theater critic, a cofounder of the French Federation of Cina-
Clubs, and a prolific writer who wrote some of the earliest treatises on
avant-garde film. This exhibition features archival prints of ten films
Dulac made between 1919 and 1329, some of which have never before
been screened in the U.S.

Curated by Irina Leimbacher, Associate Curator, San Francisco
Cii heque, and org d for MoMA by Jytte Jensen, Associate Curator,
Department of Film and Media, The exhibition is sponsored by the Cultural
Services of the French Embassy in the U.5. Special thanks to the Cinémathéque
fri ise; Nederfands Fil: im; Lightcone, Paris; The Pacific Film Archive,
Berkelay; Cinematheque Ontario; William Moritz; and Tami Williams.

* = Silent, with piano accompaniment by Stuart Oderman

La Mort du soleil (Death of the Sun). 1921 France Directed by Dulac, Screen-
play by Andre Legrand. With André Mox, Louis Vonelly. A formally audacious
feminist melodrama, in which a young doctor 15 torn between devotion to her
career and the demands of family life, French intertities, simultaneous English
translation, 92 min. THURSDAY, OCTOBER 16, 6:00" (introduced by
guest curator Leimbacher); SUNDAY, OCTOBER 19, 6:00

Ame d'artiste (Soul of an Artist). 1925 France. Directed and cowntten by
Dulac. With Ivan Pétrovich, Nicolas Koline, Mabel Poulton. Set in London’s the-
ater world, this big-budget commercial feature explores Dulac’s favonte
themes: the lllusions of romantic passion, unhappy marriages, and indepena-
ent women. French Intertitles, simultaneous English translation. 99 min
THURSDAY, OCTOBER 16, 8:00* (introduced by Leimbacher); SUNDAY,
OCTOBER 19, 4:00

La Féte espagnole. 1919, France. Directed by Dulac, Louis Delluc With Eve
Francis, Jean Toulout. Only a fragment remains of this film about a woman
who, coveted by two men, chooses a third. 8 min

|
l

l
\

La Souriante Madame Beudet (The Smiling Madame Beudet). 1923 France
Directed by Dulac. With Germaine Dermoz, Alex Arquilliére, Jean d'Yd. This
chronicle of the frustrations and fantasies of a young housewife is considered
to be Dulac’s masterpiece. 38 min

L'invitation au voyage. 1927 France. Written and directed by Dulac, inspired
by the Charles Baudelaire poem. With Emma Gynt. Raymond Dubreud. This
tale of a marned woman's night out at a cabaret suggests the disillusionment
nherent in romantic fantasy. Opening French text, English transiation. 35 min
Program 81 rmin. FRIDAY, OCTOBER 17, 6:00"; MONDAY, OCTOBER 20, 6:00

La Belle Dame sans merci (The Beautiful Woman without Mercy). 1920,
France. Written and directed by Dulac. With Tania Daleyme, Denise Lorys,
Yolande Hillé. An adulterous love affair is explored from the perspectives of
the beautiful seductress and the betrayed wife in this recently restored
tinted print. French intertitles, simultaneous English transiation. 90 min
SATURDAY, OCTOBER 18, 4:00* (introduced by Leimbacher);
THURSDAY, OCTOBER 23, 2:00

La Coquille et le clergyman (The Seashell and the Clergyman). 1927
France. Directed by Dulac. Screenplay by Antonin Artaud. With Alexandre
Allin, Génica Athanasiou, Lucien Bataille. Made during the period of Dulacs
most intense aesthetic exploration, Seashell, written by Artaud, is often
considered the first Surrealist film; 39 min

Thémes et variations. 1929 France. Directed by Dulac 9 min

Etude cinégraphique sur une arabesque. 1929, france. Directed by

Dulac. 7 min

Disque 957.1929. France. Directed by Dulac. These abstract shorts embody
Dulacs quest for an integral non-narrative cinema based on visual rhythms.
and compositions, & min. Program &1 min. SATURDAY, OCTOBER 18, 6:00*
(introduced by Leimbacher); THURSDAY, OCTOBER 23, 4:00

Evenings with French Filmmakers:

Claude Miller and Patrice Chéreau

OCTOBER 24 AND 31

This fall, Unifrance and the French Ministry of Foreign Affairs are inau-
gurating a series of master classes with French filmmakers at eight
American universities, and MoMA's Department of Film and Media is
hoesting special public screenings. On October 24, MoMA presents
the New York premiere of Claude Miller's La Petite Lili (2003), followed
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by an onstage conversation between the director and Siri Hustvedt,
author of the recent novel What | Loved (2003). On October 31, we
honor the actor-writer-director Patrice Chéreau, Chair of this year's
Cannes Film Festival jury, who will present his acclaimed 1998 film
Those Who Love Me Can Take the Train.

Organjzed by Joshua Siegel and Florence Charmasson, Unifrance, Paris.
Special thanks to Catherine Verret-Vimont, Unifrance/French Film Office,
New York; Marfe Bonnel, Cultural Services of the French Embassy, New York:
Antoine Khalife, Unifrance, Paris; and Jay Anania

La Petite Lili. 2003. France. Directed by Claude Miller, Screenplay by Miller
and Julien Boivent. With Ludnine Sagnier, Nicole Garcia, Rebinson Stevenin
Miller renders the whole of human emotion- d bitterness,
fragllity, hope, regret—in this astute interpretation of Chekhov's The Seagull
In French, English subtitles. 104 min

FRIDAY, OCTOBER 24, 8:30 (introduced by the director)

Ceux que m'aiment prendront le train (Those Who Love Me Can Take the
Train). 1998, France. Directed by Patrice Chéreau. Screenplay by Chéreau,
Danigle Thompson, Pierre Trvidic. With Pascal Gregaory, Valeria Bruni Tedeschi,
Jean-Lours Trintignant. The friends and lovers of a bisexual painter are thrown
together on a train bound for his funeral. Chéreau's most personal, elegiac,
and mischievouss film 1o date. Courtesy Kino International, New York. 120 min
FRIDAY, OCTOBER 31, 8:30 (introduced by the director)

Cinéfondation: Cannes Jury Winners, 2003
OCTOBER 10-11

In 2000, the Cannes International Film Festival established Cinéfondation,
a not-for-profit organization that promotes the work of student )
filmmakers. This year, Emir Kusturica headed a Cannes jury compris-
ing Mary Lea Bandy, MoMA's Chief Curator of Film and Media, the
French actress/director Zabou Breitman, the Russian actress Ingeborga
Dapkunaite, and the French animator Michel Ocelot to award four
student films from a selection of twenty. These four films—from
England, Germany, Mexico, and Serbia—are shown in this Pf°9_"3“"
Organized by Laurence Kardish, Senior Curator, Department of Film and
Media. Thanks to Laurent Jacob, who organized the competition in Cannes.
Bezi, Zeko, Bezi (Run Rabbit Run), 2 ovic at Fakultet

Dramskih Uimetnasti, Belgrade. No dialogue. 7 min

Sertbua. Pavie Vui

Rebeca a esas alturas (At That Point...Rebeca). 2003 Mexico. Luciana

it Centro de Capacitacion Cinematografica, Mexico City

In Sparush, English 43 min

TV City. 2003 Germ. erta Couceiro and Alejandra Tome! for

Hochschule far Fim und Fernsehen *Konrad Woli, " Potsdam-Babelsberg, In

German, English subtitles 27 min &

Historia del desierto (Story of the Desert). 2003. Great Britain. Celiz Galan
-ollege of Art, London. In Spanish, English subtitles. & min

Frogram 63 min FRIDAY, OCTOBER 10, 8:00; SATURDAY, OCTOBER 11, 2:30

lauffred Goro

The Best Commercials of 2003: AICP & BABA
OCTOBER 17, 18, 25, AND 30

The AICP Show 2003: The Art of Technique of the
American Television Commercial

For thirteen years, the Association of Independent Commercial Pro-
ducers (AICP) has donated to MoMA's archives a reel of award-win-
ning commercials produced for American or foreign broadcast during
the previous year. This 2003 edition includes the best two or three
commercials in twenty-two craft categories as judged by advertising
professionals across the U.S.

British Advertising Broadcast Awards 2003: Award-
Winning British Commercials

This twenty-first | exhibition p appr ly 100 British
tommercials made in 2003 for television and cinema, selected for
excellence in various product categories by British advertising profes-
sionals, Presented in cooperation with the British Television Advertising
Awards office in London,

Organized by Laurence Kardish; Senior Curator, Department of Film
and Media

BABA 2003, Program 85 min
FRIDAY, OCTOBER 17, 8:00; SATURDAY, OCTOBER 25, 1:00

AICP 2003. Program 71 min
SATURDAY, OCTOBER 18. 2:00; THURSDAY, OCTOBER 30, 4:30
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In Memoriam:
Katharine Hepburn, Gregory Peck, Hume Cronyn
OCTOBER 19-27

gram celet the distinguished screen careers of three actors

who died this past June. Each of these films is presented in luminous,
newly restored 35mm print, honoring not only three film giants but

also the behind-the-scenes efforts of our film archive's preservation staff.
Organized by Steven Higgins, Curator, Department of Film and Media

s Joan of Arcin
T made. 3 min

A Bill of Divorcement. 1932 USA. Directed by Screenplay by
Howard Estabrook, Harry Wagstaff Gribble, Wit . arn, John
Barrymore, Billie Burke. Hepburn secured an enormi ee from RKO 10 make
her screen debut opposite Barrymore in this (for the time) daring treatment
of hereditary insanity. 69 min
SUNDAY, OCTOBER 19, 2:00; FRIDAY, OCTOBER 24, 2:00

Brute Force. 1947 USA. Directed by Jules Dassin. Screenplay by Richard Brooks
With Burt Lancaster, Hume Cronyn, Charles Bickford. A brutal drama of prison
lite. Cronyn steals the show with his portrayal of unfettered evil, playing a
sadistic yet soft-spoken chief of guards. 98 min

SUNDAY, OCTOBER 26, 2:00; MONDAY, OCTOBER 27, 6:00

Spelibound. 1944. USA. Directed by Alfred Hitcheock. Screenplay by Ben
Hecht, Angus MacPhail. With Gregory Peck, Ingrid Bergman, Leo G, Carroll
A psychiatrist at a prestigious sanitarium (Bergman) ur the secrets
buried within a troubled man (Peck) who claims to be the institution’s new
director but who soon becomes a chief murder suspect. 118 min
THURSDAY, OCTOBER 30, 2:00; FRIDAY, OCTOBER 31, 6:00

Special Screening: Anita Loos
OCTOBER 23

Smart and witty, Anita Loos was one of Hollywood's most beloved
and prolific screenwriters, creating unforgettable roles for such stars
as Mary Pickford, Jean Harlow, Clark Gable, and Audrey Hepburn. On
October 23, author Cari Beauchamp introduces a special screening of
the pre-Code comedy Red-Headed Woman (1932), a classic Harlow/
Loos collaboration, and discusses and signs copies of her new book

Anita Loos Rediscovered: Film Treatments and Fiction by Anita Loos,
edited and annotated by Beauchamp and Mary Anita Loos {University
of California Press, 2003).

Organized by Mary Lea Bandy, Chief Curator, and Natalie Hiriak.
Manager, Department of Film and Media

Red-Headed Woman. 1332 USA Directed by Jack Conway. Screenplay by Anita
Loos. With Jean Harlow, Chester Morns, Lewis Stone. Harlow is at her comic
best iny this sexually frank pre-Code classic, playing a gold-digging schemer who
neral mayhem by seducing her married boss. Print
courtesy Warner Bros., Los Angeles. 80 min. THURSDAY, OCTOBER 23, 6:00

causes divorce ;

Heddy Honigmann: Direct Address
THROUGH OCTOBER 5

Though distinguished by its beautifully composed imagery, what makes
the Dutch filmmaker Heddy Honigmann's work unique is the way she
gains access to the farthest reaches of her subjects’ souls, whether
they be cab drivers from Lima, Bosnian widows, or illegal immigrants
in Paris. Honig s fiction feat and shorts, although less well-
known than her documentaries, are characterized by the same complex
yet straightforward pr ion of the ions buried b h
quotidian existence.

Organized by Jytte Jensen, Associate Curator, Department of Film and
Media. This exhibition is made iile by The Netherland-America Foundati
and Holland Film. Additional support is provided by Ideale Audience, Paris,
and the Consulate General of The Netherlands in New York

Goede Man, lieve zoon (Good Husband, Dear Son). 2001 The Netherlands
Directed by Heddy Hanigmann, In 1992, B0 percent of the men in & small vil-
lage near Sarajevo were massacred. This meving film commemarates these
neighbars, hunters, soccer players, carpenters, husbands, and sons through
their families’ testimonies. In Serbo-Croatian, English subtitles. 50 min.
FRIDAY, OCTOBER 3, 2:00

Hersenschi

(Mind Shad ). 1988 The Netherlands. Wiritten and
directed by Heddy Honigmann, With Joop Admiraal, Marten Klein. A sensitive
appraach to a rare screen topic Alzheimers disease. Mixing memory and
Present time, Honlgmann allows the viewer to inhabit the pratagonist's history
anc mind. In English and Dutch, English subtitles. 112 min

FRIDAY, OCTOBER 3, 3:30; SUNDAY, OCTOBER 5, 4:45
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Het Ondergrondse orkest (The Underground Orchestra), 1 :
Directed by Heddy Honigmann. Algerian, i sicians tell
their stones of war and exile in this high-spinted yet
illegal immigrants who play music in the Paris Métrc
Films, New York. In French and Spanish, English subt
SATURDAY, OCTOBER 4, 6:00

st Runicanus

P®ivé (Private), 2000. The Netherlands. Directed &

Contempiating the Eighth Commandment, Honigmann takes the vie
the relative innocuousness of purse stealing
street crime and the horrors of Argentina’s “dirty war,* In Dutch, E
titles. 55 min, SATURDAY, OCTOBER 4, 8:15

fare ¢ !-Jduln\_: 10

Crazy, 1999, The Netherlands, Directed by Heddy Honigmann. Patsy Cline’s
ballad “Crazy," among a number of songs that srted Dutch UN. soldiers
during their peacekeeping missions, triggers ces of their expert-
ences in battlefields around the world, and the fall of Srebremica in 1995, In
Dutch and Serb, English subtitles. 37 min, SUNDAY, OCTOBER 5, 7:00

John Mills, Forever English
THROUGH OCTOBER 17

The British screen actor par excellence for more than seventy years, John
Mills made his film debut in The Midshipmaid in 1932, foreshadowing
many uniformed roles to come. He was the first of his breed to cross
class barriers convincingly, becoming everyone’s ideal of a national
hero, but a more versatile Mills, mischievous and comic, was never far
from the surface. This exhibition, featuring prints preserved by the bfi
National Film and Television Archive, London, pays tribute to one of
British cinema's most enduring screen stars, still acting at the age of 95.

Curated by Clyde Jeavons, film historian and former Curator of the bff
NFTVA, and organized for MoMA by Joshua Siegel, Assistant Curator, Depart-
ment of Film and Media. Thanks to the Mills family, Barry Day, Bryony Dixon,
Richard May, and Barry Allen.

Great Expectations. 1946, Great Britain. Directed by David Lean. £

by Ronald Neame, Lean, John Mills relishied the role of F

Dickens adaptation, With definitive performan om Martita Hunt as Miss
Hayisham, Jean Simmons as the young Estella; and Alec Guinness as a scene:
stealing Herbert Pocket. Restored print. 118 min. FRIDAY, OCTOBER 3, 6:00

Ryan's Daughter, 1970. Great Britain. Directed by David Lean. Screenplay by
Robert Bolt. Wi Aills, Sarah Miles, Robert Mitchum. Set in ireland dus-
ing “The Troubles” in 1916, Lean's film, about a schoolmaster's wife wha faik
for a shell-shocked officer and pays the moral price, won Mills an Oscar for
Best Supporting Actor. Courtesy Warner Bros,, Los Angeles. 187 min
FRIDAY, OCTOBER 3, 8:15; FRIDAY, OCTOBER 17, 2:00

The History of Mr Polly, 12949 Great Britain. Written and directed by Anthony
Pelissier. With John Mills, Sally Ann Howes, Finlay Cume, Mills demonstrates
a latent talent for comedy in this delightful adaptation of H. G. Wellss turn-
of-the-century stary of a draper rebels against his drab existence
Courtesy Winstone Film Distributors, London. 95 min

SATURDAY, OCTOBER 4, 1:00; FRIDAY, OCTOBER 10, 2:00

The Colditz Story, 1955. Great Britain, Directed by Guy Hamilton, Screenplay
by P R. Reid, Ivan Foxwell, William Douglas Home, With John Mills; Enic
Portman. This entertaining example of a British prisoner-of-war film is adapt-
ed from Captain P. R, Reid's riveting accounts of life ina supposedly escape-
proof World War Il officers’ prison camp in Saxony. 94 min.

SATURDAY, OCTOBER 4, 4:00; SUNDAY, OCTOBER 12, 7:00

Oh! What a Lovely War. 1965 Great Britain. Directed by Richard Attenborough
Screenplay by Len Deighton. With John Mills, Dirk Bogarde, Laurenca Olivier,
John Gielgud This musical satire of World War | has a tragic undertow and
counterpoint of trench songs that still move powerfully, Courtesy Paramount
Pictures, Los Angeles. 144 min

SUNDAY, OCTOBER 5, 2:00; MONDAY, OCTOBER 13, 8:15

Ice Cold in Alex. 1958, Great Britain. Directed by J. Lee Thompson. Screenplay
by Christopher Landon, Lee Thompson. With John Mills, Syla Syms, Anthony
Quayle. After the fall of Tobruk in World War II, a battle-weary officer drives
an ambulance across the desert to Alexandria, eaming himself a nice cold beer
124 min. THURSDAY, OCTOBER 9, 3:30

Tiger Bay. 1959. Great Britain. Directed by J. Lee Thompson. Screenplay by
John Hawkesworth, Shelley Smith. With John Mills, Horst Buchholz, Hayley
Mills. Mills proudly defers to his prodigiously talented thirteen-year-old
daughter Hayley in this thriller about a child who witnesses a murder. 105 min
THURSDAY, OCTOBER 9, 6:00
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MediaScope
OCTOBER 20 AND 27

Dedicated to experi

with ci

tic form and content,

Mediascope presents emerging and recognized artists who discuss

their work with the

dience. The prog

1 explores fil ki

videomaking, Web-based, installation, and digital art practices.
Organized by Sally Berger, Assistant Curatar; Jytte Jensen, Associate

Curator; Laurence Kardish, Senior Curator; Barbara London, Associate

Curator; and Joshua Siegel, Assistant Curator, Department of Film and Media.

An Evening with Doug Aitken (Los Angeles)
Aitken’s installations capture the rootlessness

cities. The artist charts his development fro
earth {1999} and / am in you (2000), and discus

7) 10 electric
-progress

80 min. MONDAY, OCTOBER 20, 8:30

An Evening with Sue de Beer (New York)

Sue de Beer's theme is the coming of age of adolescents. The Dark Hearts
(2003) centers on two teenagers sneaking out of their parents’ house. Hans
und Grete (2002), a two-channel installation, examines icons of the under-
ground, including the glamorized revolutionaries of the Baader-Meinhof ter-
ronst group. 90 min. MONDAY, OCTOBER 27, 8:30

.| THURSDAY 2

FRIDAY 3

" 200V The Sheik. 1921, USA. Melford
s B0 min, p8
Blood and Sand. 1922. USA. Niblo,
80 min. p.8
The Shriek of Araby. 1923, Usa.
Janes. 46 min. The Wonderful
Chance. 1920. USA. Archainbaud.
B0 min. p.8
Dark Lover: The Life and Death of
Rudolph Valentino, Author Leider
presents film clips. 80 min. Good
Night Valentino. 2002. USA.
Ballerini. Filmmaker present. 15 min,
pe

400 V

600V

"olish Film
Rudolph Valentina
Germaine Dulac

2:00 H Good Husband, Dear Son. 2001. The
Netherlands. Honigmann, 50 min, p.15
Mind Shadows. 1998. The
Netherlands. Honigmann. 112 min. p.15
Great Expectations. 1946, Great
Britain. Lean. 118 min, p.16

Ryan's Daughter. 1970, Great Britain
Lean. 187 min. p.17

330 H
6:00 )

B:15 )

SATURDAY 4
1:00 | The History of Mr. Polly, 1949. Great

Britain. Pelissier. 95 min. p.17

The Colditz Story. 1955. Great
Britain, Hamilton, 94 min, p.17

The Underground Orchestra. 1997,
The Netherlands. Honigmann, 108 min,
pl6

4:00 J

6:00 H

French Filmmakers
Cinéfondation

The Museum of Modern Art

Private. 2000, The Netherlands
Honigmann, 55 min, p.16
SUNDAY 5

815 H

2:00 | Oh! What a Lovely War. 1969, Great

Britain. Attenbsorough. 144 min. p.17
Mind Shadows, 1988 The Netherlands
Hanigmann. 112 min. p.15

Crazy. 1999, The Netherlands
Honigmann. 97 min. p.16

4:45 W

7:00 K

THURSDAY 9

3:30 J  lce Cold in Alex. 1958 Great Hritain
Lee Thompson, 124 min. p.17

Tiger Bay. 1959, Great Britain. Lee
Thompson. 105 min. p.17

Flying Morming Glory (On Fire).
1985, USA, Blumberg. 4 min. Life

of Phillis. 1979. USA_ Oursler 58 min
pl

6:00 J

8:00 5

FRIDAY 10

2:00 ) The History of Mr. Polly. 1949, Great
Britain, Pelissier. 95 min. p.17
Damnation of Faust: Evocation.
1983, USA. Birnbaum. Arcade. 1984
USA. Blumenthal, Klonarides, Paschke
Information Withheld. 1983, UsA.
Downey. Why Do Things Get

in a Muddle? (Come on Petunia).
1984, USA. Hill. Program 82 min. .2

| Want Some Insecticide. 1986. USA
Millee. Hell. 1985, USA. Lister, A
Mosaic for the Kali Yuga. 1586
US4, Reeves. The Meaning of the
Interval. 1987. USA. Velez. Flaubert
Dreams of Travel but the lilness of
His Mother Prevents It. 1986, USA
Kobland. Program 65 min, p.2

Run Rabbit Run. 2003 Serbia
Vuckovic. At That Point... Rebeca,
2003. Mexico. Gorostiza: TV City.
2003, Germany, Couceira, Tomei
Story of the Desert. 2003, Great
Eritain, Julve Program 63 min. p.12

400 5

Bes Commarcials
in Memariam

OCTOBER 2003

SATURDAY 11

230 € Run Rabbit Run, 2003 Serbia.
Vuckowic. At That Point. . Rebeca.
2003, Mexico. Gorostiza TV City.
2003. Germany, Coucsirg, Tomel 3
Story of the Desert. 2003 Great
Britain. Jubve. Program 63 min.p12 |
Neo Geo: An American Purchase.
1989. USA. Callas. Color Schemes.
1589, USA. Cheang. Living with the
Living Theater. 1989, USA. Paik,
Connors, Garrin. Program 67 min. p.3
Lost Book Found. 1995 USA. Cohen|
The Tourist. 1997, USA. Venuta.
Strange Weather. 1993 LiSA
Ahwesh, Strosser. Program 111 min
p3
The Four Horsemen of the
Apocalypse. 1921, USA, Ingram
140 min. p.9

J,

SUNDAY 12

2:00 V. Monsieur Beaucaire: 1524, USA.
Ofcott. 100 min. p.9 -

4:00 V Cobra. 1925, USA. Henabery. 75 min. -

pe

The Bus Stops Here. 1990, USA.

Zando. The Bible Belt. 1992, USA

Reese, Ligorano. Son of Sam and

Delilah, 1991, USA. Atlas. Program

59 min. p3

The Colditz Story, 1955, Great

Britain. Hamilton. 94 min. p17

5:30 5

7:00 )

MONDAY 13

4:00 V  The Son of the Sheik. 1926, USA
Fitzmaurice. 72 min, p.9 8
Thirty-Seven Stories about Leaving
Home. 1986. USA. Silver. 52 min 3
Nobody's Business. 1996. USA.

Berdiner 60 min. p.3 8
Oh! What a Lovely War, 1963, Great |
Britain. Attenborough, 144 min. p.17

6:00 5

rigmann
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THURSDAY 16

200 5

8:00 D

Still Life with Cows. 2000. USA.
Yasinsky. fcky & Kathy. 1999, USA.
High. The World of Photography.
1986. USA. Smith, Wegman, Program
40 min. p.4

Amazonia. 2001, USA. Sikand. Closer
to Heaven. 2003. USA. Bonder,
Beyond Voluntary Contrel. 2000
USA. Cook. Program 54 min. p.4
Death of the Sun. 1921, France.
Dulac. Introduced by curator
Lesmbaches 92 min. p.10

Soul of an Artist. 1925, France
Dulac. 99 min. p.10

FRIDAY 17

2:00 )

6:00 O

Ryan's Daughter. 1970, Great Britain.
Lean. 187 min, p.17

La Féte espagnole. 1919. France
Dulac, Delluc. The Smiling Madame
Beudet. 1923 france. Dulac.
Ulnvitation au voyage. 1927. france.
Dulac. Program 81 min. p.10

BABA 2003. Award-winning British
commercials. Program 85 min, p.13

SATURDAY 18

2:00 8

4:00 D

6:00 D

AICP 2003. Award-winning American
commercials. Program 71 min. p.13
La Belle Dame sans merci, 1920
France Dulac. 90 min, p1
The Seashell and the Clergyman.
1927, France. Dulac. Thémes et varia-
tions. 1929, france. Dulac. Etude
inégraphique sur une g
1929, France. Dulac. Disque 957, 1929
France. Dulac. Program 61 min. p, 11
At Home and Asea. 2002 USA
Street. 70 min. p.4

SUNDAY 19

2001

Screen Test for Joan of Arc. 1934
USA. 3 min. A Bill of Divorcement.
1932, USA. Cukor. 69 min. p.14

ES KEY Polish Film

OCTOBER 2003

400D

6:00 O

Soul of an Artist. 1925, France
Dulac. 99 min. p.10
Death of the Sun. 1921, France
Dulac. 92 min. p.10

MONDAY 20

6:00 D

La Féte espagnole. 1919, France

Dulac, Delluc. The Smiling Madame
Beudet. 1923, France. Dulac
Llnvitation au voyage. 1927. France
Dulac, Program 81 min. p.10

An Evening with Doug Aitken.
Artist presents diamond sea (1997),
electric earth (1999), f am in you
(2000), and work-in-progress. 90 min
p18

THURSDAY 23

2:00 D

4:00 0

La Belle Dame sans merci. 1920,
France. Dulac. 90 min. p. 11

The Seashell and the Clergyman.
1927, France. Dulac. Thémes et varia-
tions. 1929. France. Dulac. Etude
cinégraphique sur une
1929, France. Dulac. Disque 957. 1929
France. Dulac. Program 61 min. p.11
Red-Headed Woman. 1932. USA
Conway. Introduced by author
Beauchamp. 20 min. p.15

Program 1: The Golden Age.
Includes Polish animated films,
19621985, by Dumala, Giersz, Kucia,
Lenica, Oraczewska, Rybezyriski,
Szczechura, Introduced by Rybezyfiski
Program 74 min. p.5

FRIDAY 24

2:00 1

4:00 P

by Rudolph Valentino

Animation

Garmaine Dulac

Screen Test for Joan of Arc. 1934,
USA. 3 min. A Bill of Divorcement.
1932, USA. Cukor, 63 min. p.14
Program 2: Jan Lenica and
Walerian Borowczyk. Includes Palish
animated films, 1957-1998, by
Boraweryk, Gizycki, Lenica, Marker
Program 128 min. p.5

F French Filmmakers
¢ Cinéfondation

Program 3: Early Stirrings, Witold
Giersz, and Mirostaw Kijowicz.
Includes Polish animated films, 1958
1979, by Bielinska, Giersz, Haupe,
Kijowicz, Urbariski. Program 77 min. p.5
Claude Miller. Author Sin Hustvedt
interviews director Claude Miller
following the premiere of his La
Petite Lilf, 2003. 104 min. p.12

SATURDAY 25

1:00 B

330F

BABA 2003. Award-winning British
commercials. Program 85 min. p.13
Program 4: Jerzy Kucia and Piotr
Dumala, Includes Polish animated
films Flying Hairs (1984); The Parade
(1986); Franz Kafka (1991), Program
72 min. p.6

Program 1. Includes the Themersons,
Checheisky, Polanski, Kucia. Program
84 min. p.7

Program 2. Includes Robakowski,
Rybozynski, Saulkin, Urbarski
Introduced by Rybezyriski. Program
94 min. p.7

SUNDAY 26

2001

400 F

Brute Force. 1947, USA. Dassin

98 min. p.14

Program 5: Portraits in Black:
Stefan Schabenbeck, Ryszard
Czekala, and Others. Includes Polish
animated films, 19661985, by
Antonisz, Bibaniska, Czekala; Kalina,
Schabenbeck. Program 90 min, p.6
Program 6: Daniel Szczechura,
Piotr Kamler, and the New Guard.
Includes Polish animated films,
1968-2002, by Bagifski, Brillowska,
Kamler, Szczechura, Wosnicka
Program 91 min. p.6

ommereials

MONDAY 27

6:00 |

Brute Force. 1947, USA. Dassin,
98 min. p.14

B:30 M An Evening with Sue de Beer, Artist

presents Hans und Grete (2007) and
The Dark Hearts 2003). 90 min. p.18

THURSDAY 30

2:00 1

4:30 B

6:00 P

Spellbound. 1944, USA_ Hitcheock.
118 min, p.14

AICP 2003, Award-winning
American commercials. Program

71 min. p.13

Program 4: Jerzy Kucia and Piotr
Dumata. Includes Polish ammated
files Flying Hairs (1984); The Parade
(1986); Franz Kafka (1391). Program
72 min. p6

Program 2: Jan Lenica and
Walerian Borowczyk. indhudes Polish
arimated films, 1957-1998, by
Borowezyk, Gitycki, Lenica, Markes.
Program 128 min. p.5

FRIDAY 31

200 P

Program 1: The Golden Age. indudes
Polish animated films, 1962-1985, by
Dumala, Giersz, Kucia, Lenica,
Oraczewska, Rybaryfiski, Sacrechura.
Program 74 min. p.5

Program 3: Early Stirrings, Witold
Giersz, and Mirostaw Kijowicz.
Includes Polish animated films, 1958—
1979, by Bielinska, Giersz, Haupe,
Kijowicz, Urbasiski, Program 77 min. .5
spelibound, 1944 USA. Hitchcock.
118 min. p.14

Patrice Chéreau. Director Chéreau
introduces his recent film Those Who
Love Me Can Take the Train. 1398,
France. 120 min. p.12
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