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in Cinema: The Documents

nce for surrealism; contains the complete sce.
This' is invalug:.lenajn:{;::sjiy Bunuel and Dali, synopsis of the scenario f:r
nar.lo f'or U"D'O,f. the complete text of a projected surrealist film by Joseph
2‘::;;"";‘1”5’_9”; Phot, and a fragment from Poli‘s Bdab:,uo.
Munsterberg, Hugo- The Photoplay; a PS)’ChC”OQlCU' study. New Y°’k=APp|cion'
:A?r::;n by a psychologist, this scholarly study .of the film s'hould be read by
everyone interested in the medium’'s pfychologucol properties.
Nilsen, Viadimir. The Cinema as @ Graphn? A.rf. London:'Newnes, 1936.
For a more interesting technical appre.cmhon of the Cln'emufogroph“', ViR
particularly as developed by the Russians — this work is unsurpassed.
Read, Herbert. Art Now. New York: Harcourt, Brace and Co., 1934,
Not a book on the film, but an introduction to the theory of l:nodem painting
and sculpture; provides a superb background for understanding the aesthetic
attitude of the Avantgarde.
Rotha, Paul. The Film Till Now. London: Jonathan Cape and Harrison Smith,
1930.
Almost a *‘must’’ in

retical point of view.
Rotha, Paul. Documentary Film, with a preface by John Grierson. Boston: Amer-

ican Photographic Publishing Co.; London, Faber, 1936.
A profound study of the documentary film, this work also provides valuable
information on the contribution of the Avantgarde.

Rotha, Paul. Movie Parade: The Studio Publications, Inc., 1936.

Perhaps the best available collection of representative stills from the most
important films in cinema’s history.

Seldes, Gilbert V. An Hour with the Movies and the Talkies. Philadelphia: Lip-
pincott, 1929.

Seldes, Gilbert V. The Movies Come from America. New York: Scribner's, 1937.
Both of these are healthy primers on a study and appreciation of the film —
even though we disagree with many of his minor premises.

Spottswoodie, Raymond J. A Grammar of the Film. London: Faber, 1935.
Rather tough sledding for the non-technically minded, but one of the few
really scientific analysis of film technique.

any study of the film — both from a historical and a theo-

Catalogue page 98.
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Letter to Oskar Fischinger from Richard Foster, 6/8/47 \

June 8, 1947

Oskar Fischinger
1010 Hammond Street
Hollywood

Dear Mr. Fischinger:

Hoawm tembly sorry that STUDIE #6 didn’t get to you sooner—but it is being sent airmail today. I am
also send}ng you a copy of the catalogue under separate cover. Frank and I have been so busy with
our own jobs and w.1th the catalogue sales that we have been swamped the past few months. Frank
sold his house and is moving to the city this month, so he hasn’t been able to get here very often.

Your films have excited many people here, and one of them—Harry Smith, 51/2 Panoramic Street,
Berkeley—has begun an abstract film to music. Harry is an artist with a background in New Orleans
jazz and anthropology, and his work is very exciting. He is using the animation technique that you
and Rutmann first used—that of drawing directly on the film. He is using various dies instead of oils,
and is making about 1000 feet on 35mm. His first experimental 100 feet we showed at a private
showing, and the colors were excellent. He didn’t have the music ready for the film, but his idea of
the music seems to be a good one; a combination of certain New Orleans jazz and some percussion
instrumentation that he recorded himself. He is very interested in drawing a sound track directly on
the film and when I told him that you had done it already, he wanted to see you right away. Your
new films in color look very exciting on the stills, and both he and I would like very much to see
him [them]. Incidently, your article turned out to be one of the best in the catalogue. I have heard
nothing but praise for it from everyone. There is decidedly an audience for your things up here.

Speaking of that, Frank and I have decided to try a whirl at commercial distribution of the abstract
and surrealist film. We may be able to get a number of outlets, and we would like to distribute your
films on a commission basis, if you would like to work with us. Frank and T will try to get down to
Hollywood this summer, and if we do, we will come to 1010 Hammond the first thing. Harry Smith
would like to meet you; he is a great admirer of your work (as Oscar Wilde said, there is no greater
tribute than that of imitation), and I would appreciate it if you would accord him an audience.

Thank you again for your patience with us. We are very anxious to see the new color-sound films you
are making, Perhaps we can when we come down to Hollywood.

Sincerely yours,

[Richard Foster]

TR e

Letter to Herman G. Weinberg from Frank Stauffacher, 6/21/47

21 June 1947

Herman G. Weinberg
Avenue Playhouse

6th Ave. and 47 Street
New York, N.Y.

Dear Mr. Weinberg,

Please forgive my delay on all counts. A lot of unforseen outside tasks necessitated my temporary
abandonment of work on the Art in Cinema activities. I'm now trying to gatch up again, and I only
hope that this long delay hasn't damaged our former good relationship. First, I wish to say that we
will pay you in full for the rental of AUTUMN FIRE by the first of July.
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Ilustration 12. Harry Smith in 1950 in front of his “Brain Drawings.” Photographer unkuy
Courtesy Harry Smith Archives (www.harrysmitharchives.com).

This last series of Art in Cinema didn’t go as smoothly as the first series. We had a large and in:
ested audience at all times, but on the whole, the standard of films was not as high, and wes:
came face to face with the fact that there are not very many really good experimental films finx
which to draw indefinitely. This, in spite of the fact that we had rented just about every thing e
could get—even stuff we didn’t have room for on five nights of showing. When we started tor
the films, it developed into an avalanche, and there was considerable re-scheduling of the o
programs. We even had smaller groups to see films not included on the Friday night showing-
these were shown under better conditions, in a rented pre-view theatre, during the week

Our facilities for showing films here at the Museum are not the best. We have two Bell and How
Filmosounds “Master” models, with 4 inch lenses, and 1000 watt lamps, and this is justalitkn
weak for our throw which is about 180 feet. It is adequate, but a bum print doesn't look lkeur
thing at all, and your print of AUTUMN FIRE seemed hazy enough—for some reason—not o
up very well, find so we thought it best to run it for the sn’mllcr group. And as to their reaction "
very v;e!l recelved,.particularly by those who are trying to make films themselves, and whoapt
;ﬁzczo ]l?sb of cutting. It was a very charming bit of poetry, and thanks very much for makingit®
As for.the catalogue, I won’t make apologies
haye time to issue an “errata”—it could st
spite of all this, and hope some day to be

trogble is that we were learning more and
revise the entire job.

for it, although I could find aboutahundredwfdjt
and one. Nevertheless, we're glad to see it out finall !
able to do a really definitive job of the same subjec™
more all along, so that now we would like to rewrc?

Thanking you again for al] of your help and advice
sincerely yours,

Frank Stauffacher

and for AUTUMN FIRE, I am,

Reprinted by permission of Barbara Stauffacher 4
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Letter to Oskar Fischinger from Harry Smith, 7/25/47

July 25, 1947

Dear Mr. Fischinger;

I am writing you, first of all, to thank you for the time and information that you gave to me when I
was in Los Angelas a few weeks ago. It was a very great pleasure to be able to talk to you, as there are
so few people who know anything about the abstract film, and there are certainly none, other than
yourself, who have more than just scratched the surface of the medium. After I left Hollywood I
thought of a great many other things that I would like to have asked you about, and I hope that the

next time that I am in Los Angelas, which will probably be in two weeks or so, that it will be possi-
ble for me to talk with you again.

I'am also writing to find out if it is going to be possible for us to borrow your latest films for show-
ing in our October series. Will you have finished work on them by that time? We are naturally very
anxious to show them as quite a number of people have asked us if we were going to be showing
any more of your productions, and I believe that you allready know how enthusiastic the audience
was over the ones that we have allready shown.

I have written to film libraries in France, England, and Switzerland, in the hope that prints of the
Ruttmann films can be located. I will let you know if we are able to find them.

Also, how long does the place that you had your sixteen millimeter copies made take to do the
work? I will not have my own film ready for reduction before the end of next month. Do you think
that they can get it done within a month and a half of that time?

Please give my very best wishes to Mrs. Fischinger, and to your children. I hope that I will have the
pleasure of meeting them next time I am in Hollywood.

Sincerely yours,

Harry E. Smith
Art in Cinema Society
San Francisco Museum of Art.

Reprinted courtesy of the Harry Smith Archives.
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Letter to Frank Stauffacher from Kenneth Anger, 7/25/47

July 25, 1947

Dear Mr. Stauffacher, .
perimental film ESCAPE EPISODE for rgview by the Art in Cin-
ema committee, in regard to its possible inclusion in the fall series of .expenmental fllllrns tﬁt thteh .
Museum. You included a short note with the film when you rngmed it to me but other anb a
have received no statement from you. I had hoped for some critical evaluation on your I;art, 111tﬁn
undoubtedly you have been very busy. Mr. E!i Willis has informed me t.hat you are now formulating
your program for the fall series, and has advised me to contact you again.

m only a work print was available, and I requested that you return
t was needed in work on the sound recording. If you should care to
and you can keep it for as long as you feel necessary.

Last May I sent you a print of my ex

At the time you reviewed the fil
the print as soon as possible, as i
review it again, a new print has been made, ; .
I have recently completed a new experimental film, FIREWORKS, which runs 16 minutes, and I

could send this film for review with ESCAPE EPISODE.
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an offer for ‘Dreams " but the manhﬂow'
i

S istributer). I have
the distributer (or one distributer) hy,

and comes back after Labor- Day.

11d be shown: one 1s Dwinell Grant. 280 RimideDrive'N,
other is Norman Maclaren Canadian Film H“‘”(v', Ottawa—Canada lheyhawbo[hmad-\'(;
garde-Films”—There is also a film “LEaster l‘sl.md a documentary by John Feme, Whidlisev%
istic” and a good work of the school of Joris l\”t'lﬂl\., work to be shown in y"“"hmvings(ade“f-‘:
Ferno 28 East 10th st N.Y.C.) and Luis Bunuel’s “Land without bread” one oflhegfmesldm
tary films ever made. (museum of mod. art). Bunuel is in Mexico. Sorry—not beingablelool?[i
more at the moment. K

[unreadable] after Labor day. My best to mr Stauffacher

I remember 2 people who shou

Sincerely yours

HRichter
Reprinted by permission of .
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Letter to Art in Cinema from Amos Vogel, 9/7/47

Amos Vogelbaum
125 East 17 Street
New York 3, N.Y.

Sep. 7th, 1947

Art in Cinema Society
Civic Center
San Francisco, Calif.

Gentlemen:
E 5 f i
nclosed please find check for $2.25 for which you are to send me your “Art in Cinema’ catly

We wo i i inf
nder if you could send us detailed information on where

excellent pictures li i : !

—— gle ures fllj:lelcrlem y(;)ur catalogue. We are planning a series of showings before our locl:
’ and are especially interested i ,

ti . ally ested in serious documentary, i
fic films, as well as experimental and “art” classics. M

and how we can obtain somet

Perhaps you can
also let us know wher
can . ere such recent 16mi “The " and g
ment of Seeking” are obtainable for rental or sale mm s 25 “The PoRgERE =

To determine our own policy, we

. should like > iro ;
and staff in your Film Society. We ke to enquire how you take care of expenses for rent

can see no ()(h(‘l‘ wa l O ChNe BE ¢ S
Yy but to h Arge admiss

4 ’" 1SS10n at our SIIO l[g‘

iOUI COOPeIaUOIl 1N answer 11]8 llle

i .. above questi .
ing the appreciation of films as 2 luestions will help advance our common goal of adu

nedium of art.
May we hear from you soon?

Very sincerely,

Amos Vogelbaum [hw]

Re > y taat Yog
[Amos Vogelbaum ch Reprinted by permission of Amos ¢

) an ;
Cinema 16 ged his name to Amos Vog

el in 1947, Of course, Vogel’s “local film group” b

§§¢“‘
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Letter to Amos Vogel from Frank Stauffacher, 9/13/47

Sept. 13, 1947

Amos Vogelbaum
125 East 17th Street
New York 3, N.Y.

Dear Mr. Vogelbaum,

Thank you very much for your Art in Cinema catalogue order. It will be sent to you in a few days
under seperate cover.

All pf the films treated in the ca.talogue have their sources, together with the addresses, listed on page
99 in the catalogue. However, since it was printed, we have further investigated the field, and have
found considerably more.

Of course you must be familiar with the opportunities offered for film society showings by the
Museum of Modern Art Film Library in N.Y. These films have been the basis for all of our show-
ings—supplemented with additional material as we came across it from time to time. Our “Art in
Cinema” series have always had one purpose in mind: To seek out and investigate those films which
experimented with cinema as an art form. The boundaries of this category are rather vague and at the
same time, quite limited. For example, while all documentary films would not fall into this sphere,
some few most certainly do, since they are experiments with a new medium, as well as being docu-
ments. It is a difficult category to define with exactness. For this reason we've had an exhaustive job
of combing all available film libraries for an “attitude,” more than for subject matter.

Naturally we have always had to charge admission—but on a subscription basis only, since many of
the films—those from the Museum of Modern Art in particular—must be shown on a non-commer-
cial basis, i.e., no door admissions, no one-night tickets. The subscription manages to well cover all
expenses, and the surplus proceeds have been used to finance individual experimenters who might

have little other source of income.

At the present time we are preparing a small rental library of films for group showings, consisting of:
the abstract experiments of John and James Whitney, the work of Oskar Fischinger, THE POTTED
PSALM, THE CAGE, both by Sidney Peterson, INTROSPECTION by Sara Kathryn Arledge, and some
few others of a purely experimental character. FRAGMENT OF SEEKING may be obtained for show-
ing from its producer, Mr. Curtis Harrington, 2106 North Las Palmas, Hollywood 28, Calif.

We would be happy to aid you in any way possible. Do not hesitate to write further.

Sincerely yours,

Stauf [hw]
Reprinted by permission of Barbara Stauffacher Solomon.

TR O

Letter to Harry Smith from Jim Davis, 9/14/47 [hw]

30 Nassau St.
Princeton, N.J.

Sep. 14-47
Dear Mr. Smith:—

Thank you for your letter of Sep. 12t}'1. I
can run thru it & see whether you think i
illuminated transparent plastics develope

will send my film to you express collect as you suggested. You
t is worth showing. It’s really just a record of how my use of
d out of paintings in which the chief interest is motion.
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. . with it—any kind would be better than nog;
. nd track it needs music Wit y by ’ : oty
Since thg film ha§ no sou “ds when showing it. Perhaps I could have a disc made—yi,
WA b podSts R i e & send it to you to use with it. Or would I get involved iy S

Cage music— : )  em > o

Edﬁar Varlc;sle or é??l?at Igclon't know about such things. Perhaps you (.ould advise me or given
i tri;ge;ioovns as té how musical accompaniement would be provided for the film,
some s
[ will send the film to you this week—but don't say I didn’t warn )'()L}—and my feelings
hurt if you decide not to use it. I am now working on a new film which begins where the
one leaves off. I hope it wi

11 be completed satisfactorily—

Sincerely yours

James E. Davis [hw]
Reprinted by permission of Rob
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Program Announcement for Art in Cinema’s Third Series, 9/

The Art in Cinema Society of The San Francisco Museum of Art presents
Five Friday nights at eight o’clock

ART IN CINEMA series three
October 10

Naissance du Cinema (French). Study of early experiments in animation by Emile Reynaud.

*Early Studies (American 1941) by James Whitney.

*The Cage (American 1947). Produced by students of the California School of Fine Arts direct{
by Sidney Peterson; photography by Hy Hirsch.

Variety (German 1926) directed by E. A. Dupont with Emil Jannings.

October 17

Hands (German 1929). A film ballet of hands directed by Miklos Bandy.
Mars (American 1946). An imaginary visualization of the Red Planet by Reginald McMahon.

Kameradschaft (German 1931). A powerful and beautiful essay in realism directed by
G. W. Pabst. '

Oskar Fischinger’s latest work.

October 24

ljlat Hatting (American. 1944) by John Hubley and Phil Eastman.

Horll;or Dre:'im. (Amer1can_1947). Dance designed by Marian van Tuyl with an original scoreby
*AI])o il Cag'e, directed by Sidney Peterson; photography Hy Hirsch.
Dre:z}t:)tfe:g::ig:)i:?, I:Ilo.AS, ar}d No. 4 (American 1947). Color animation by Harry Smith

] . . . . .
o end (American 1906). Imaginative manipulations of camera devices by
T : . ;
he Navigator (American 1924). Directed by Donald Crisp with Buster Keaton.
October 31

Moti i

o I;;rgu(?zlizc;;:isls:lwl—f@ (ljlourtesy Amateur Cinema League, Inc.) by Henry E. Hird.

e (America(n rle;]27)1?)23)1. M;m. Ray’s first film, made overnight for a Dadaistsoiret
e e Lo - Psychological exposition of a mind caught in today’s headin

*Transmutation (American 1947). Black

Metropolis (German 1925). Imaginary p and white animation by Jordan Belson.

rophecy directed by Fritz Lang.

|
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[llustration 13. Master matrix for the Whitney Brothers’ Twenty-four Variations (1939). Courtesy
Anthology Film Archives.

November 7
Symphonie Diagonale (German 1919). Viking Eggeling’s historic achievement in the
abstract film.
Rain (Dutch 1929). Lyrical interpretation of a rainstorm by Joris Ivens and Mannus Franken.
*Meta (American 1947). Abstractions in color by Robert Howard.
*Latest Studies by John and James Whitney.
Escape Episode (American 1946). An experimental study of morality by Kenneth Anger.
*Suite #2 (American 1947). Color abstractions by Hal McCormick with technical assistance by
Albert Hofflich.
The Puritan (French 1939). Brilliant case-study in abnormal psychology. Directed by Liam
O'Flaherty with Jean-Louis Barrault.
“Films marked with an asterisk are premiere showings.
Series Three of Art in Cinema presents, in addition to a wide variety of general Avant-garde material,
nine premiere screenings of contemporary experimental work. Half of these experiments hav.e.been
made in the San Francisco Bay Area during the past year, directly stimulated by the potem.ialmes of
film as art, as discovered through the previous showings of the Art in Cinema Society. Whlle the fea-
ture length films on this series are in marked contrast to the shorter exper.imental stt}dlgs by reason
of being heavily financed studio productions, their importance lies in their full application of bold
experimental methods.
NOTE: These films have been difficult to procure and have been drawn from many widely separated
sources. We ask your indulgence when programs must be changed due to circumstances beyond our
control.
This series is organized on a non-profit basis with admission by series subscriptions only.

IR 2
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Letter to Curtis Harrington from Frank Stauffacher, 9/15/47

15 Sept. 1947

Curtis Harrington
2106 North Las Palmas
Hollywood 28

Dear Mr. Harrington,

g FRAGMENT OF SEEKING on the announcements, We found o,

d as usual, trouble in organizing satisfactory, we“'balancedpm 3
f the shorter things is difficult to place without havingim'
planned. And we naturally havn't even seep mostofen

Please forgive us for ommittin
selves with too many films, an
since the fragmentary nature of most o

all here at one time when the programs are : :
them yet. By the time the first program comes up we usually have to juggle things around and,

a revised listing. We took your film off of the Oct 17 program because of lack of time, andy,

couldn’t book the things now there on any other date. | d().n t want to put it with Anger’s ESCo
EPISODE because the pace is pretty much the same, and with THE PURITAN, would make 3ty
heavy evening. So that leaves the 24th or the 31st. And I'm afraid of the 31st because there’s iy
too much on it. But it would be good for the 24th, if its ready. All this I was going to Writeyou,b:-

you caught me first.

I would be most happy to get some stills from your film for a gallery show I'm trying to get togl
to run concurrently with the films. In your letter to Miss Bullitt you mentioned having some Tj;
wall-show will contain stills and related graphic and descriptive material on current experimeny

cinema. If you can send a few—four or five, perhaps—I'd appreciate getting them as soon as pos
as the show should be organized within the next week or so. '

If the 24th is unsatisfactory for you, send it up for the 31st—or, I may be wrong, and we might ye
put it on Nov. 7. l

Sincerely yours,

Frank Stauffacher [hw]
Frank Stauffacher

Reprinted by permission of Barbara Stauffacher Solom:
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Letter to Frank Stauffacher from Curtis Harrington, 9/24/47

[--1]
Dear Mr. Stauffacher:

As £ —
ar as I can see at the moment, FRAGMENT OF SEEKING should be available in time toadditt

your program of October 24th. i
T b h. If not, then certainly by the 31st, although I shall try my besttohat

[ sent four still

e o gOOds(;(g irzlrlnﬁs;rearrclllaey,earlld hope that you will be able to use them. Although twoofix

Ik i Howeve? argenfqents go)_ one §uf[ers from excessive graininess and theai

it e s th sieln rom a slight distance ...... I have absolutely no control0¢

carefully, etc. And for some odd reaeso Ow-ups for me so I can’t caution them to handle the negi

it B LS N 1t seems to be the only place in town that will evenlooka!
ought of making a still enlargement from it.

I notice on your Series Three

annou
THE PURITAN - Mr. O’Flaherty wrot
who, I believe, also wrote the mus;

:E}elmem that you credit Liam O’Flaherty with the direction of
et se sto?r—the film was the first directorial effort of Jeff Mus?
core for the film. Also, the film was made in 1937.

The other day I received al inqui V. B) om Amos vog!
[Arnos ‘rogel’ WhO was 1 ] g ab?Ut El;i& a dllﬂl lll[y ()f my ﬁ]m fr Cl 3

ema 16|, who said you referred me to him 47

curious to know what sort of a “film group” he re

about him. Let me know, if possible.
Yours sincerely

Curtis Harrington [hw]

1947
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presents and any other information you may have

Reprinted by permission of Curtis Harrington.
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Conversation with Jordan Belson, 7/22/00

Scott MacDonald: Did you go to any of the
Art in Cinema programs?

Jordan Belson: Every one of them.
MacDonald: Really?

Belson: Yes. It was a very important factor in
my creative life. I turned to making films

almost immediately after seeing Rhythmus 21
there [Rhythmus 21 was shown on October 25,
1946]. Richter’s film showed me that there was
a place for non-objective art in film-making.
And what Richter did to make that film

seemed simple enough, I suppose, that I
thought I could do it too.

Also, Norman McLaren really turned me on.
Art in Cinema showed the hand-painted
McLarens [Five for Four (1942) and Hen Hop
(1942) were shown on October 10, 1947] and
the other McLarens as well, the illustrated folk-
songs [selections from the Chants Populaires
series (McLaren’s contributions were C'est I'avi-
ron, 1944; and La-haut sur ces montagnes, 1945)
were shown on October 25, 1946]. I was very
interested in following McLaren'’s career. After
seeing one of the hand-painted films, I asked
Frank if I could take a look at the film itself. I
was curious about the tricks McLaren used.
Frank let me come back into the editing space
he had, and I rolled the film out and studied it.

McLaren was, I learned fairly recently,
closely involved with the Museum of Non-
Objective Painting and Hilla Rebay, though
you wouldn't think so from some of the films
he made. Her biography, Hilla Rebay: In Search
of the Spirit in Art by Joan M. Lukach [New
York: George Braziller, 1983], talks about film
to some extent, and how she gave money to
the Whitney brothers and Fischinger, and, of
course, to Harry Smith and myself. And
McLaren. I recommend the book; Rebay was a
key figure.

MacDonald: Do you think Harry Smith also
got the idea of working directly on the film-
strip from Art in Cinema?

Illustration 14. Rare (damaged) photograp
Jordan Belson, circa 1945. Courtesy Jordan
Belson.

"

h of
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Norman McLaren'’s Loops (1952). Courtesy

. ; . ly version of
Illustration 15. Filmstrip from an early v ard of Canada. Al Rights ResR

National Film Board of Canada. © National Film Bo

5 i _I've been reading some stuff about Harry’s life, and he consistently
Icgl‘;liiggél t\/l:]aetllili ll)lzlclle;/neaiiz élms up in Washington State before he came to Berkeley. He da.ims ©
have started making films that way when he was 13 or 14 years pld, but I never saw anything ik,
that, and he never mentioned anything like that when I knew hm.l—and I knew him well, My seng
was that we went there together and discovered new ways of making films.

It seems to be important to people to establish being first at something, or having started it befoy

anybody else or whatever, but I never felt that Smith'.s claim to bging first was the tru!h, just one of
his made-up stories like that his mother was Anastasia, or that his real father was Alelst_er Crowley

In spite of the fact that McLaren’s work was a turn on for me, my first effc?rts. at makm‘g films wer
just hand painting shapes on index cards and then on scrolls (whxc.h was a similar ted.lmqueto
painting on film, except much larger with much more room, allowing for a greater variety of ma;
als and techniques).

Frank Stauffacher was a very kind, patient, and generous person. He helped me get started—an
not just by creating Art in Cinema, which was very important. At the beginning, I did my drawing
cards and Frank would come over and photograph them with his camera, because I didn't have one

MacDonald: What do you remember about being in the audience at Art in Cinema?

Belson: Well, you know, Art in Cinema was in the art museum, in the central courtyard—a big cire
lar space with a glass ceiling over it, which they made a big effort to cover (the effort wasn't always
successful). It was definitely an art experience. They did have a real projection booth hidden away.
You had to go up a very rickety spiral staircase, way up high.

MacDonald: Who projected?
Belson: They had a professional projectionist.
MacDonald: How serious did Stauffacher seem to be about having the projection done well?

Belson: Very serious. They were good programs, and there was nothing amateurish about the pres
entation. Frank was thoroughly competent within the limits of the kind of films that were availabe
A lot of them were pretty beat up. Most of the earlier stuff he showed came from the Museum of
Modern Art in New York—the European films, An Andalusian Dog [1929] and the others.

There. were fold-up chairs that were removed when there was }10 show. The space was used for
other things as well. There were curtains around the perimeter to keep the light and sound in, oot

It was a prest{g.ious place for the series and created a lot of ambiance. It gave Art in Cinemaan
aura of acceptability and glamour.

Quite a number of artists got turned on

. by Art in Cine i . Frank did shov
new artists’ work, especially if they were 1o T ma, not just Harmy S

cal and serious.
MacDonald: Sometimes it seems fr

om the letters as if peopl in Cinema hit
created an audience for them. people made films because Art

Belson: Yes, if that outlet had n
Might as well paint.

Also, I suppose a lot of my feelin
based upon my experience at Art i
ture, as the main part of the progr.

ot been there, there wouldn’t have been any incentive to make fins
g about the place of films like mine in the larger society were
n Cinema. Frank would usually show some lengthier work, afer
am and use the Fischingers, McLarens, and Belsons as shorts
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almost the way cartoons were used in regular movie th
being shown only in those circumstances.

It's only in the last ten or fifteen years that I've be
videotape allowed me to think of making longer work. I don’t think there would have been a place
for a work like Mysterious ]oun?ey [1997], which is thirty minutes long, in the Art in Cinema type of
program. Now, it might work in a theater, as apparently it did when you showed it in Berkeley [at
the Pacific Film Archive, July 21, 1998], but even that's relatively new.

MacDonald: Was the Art in Cinema audience quiet or rowdy?

eaters. For years I've thought of my films as

gun to think of films differently. The advent of

Belson: Perfectly respectable. There was a lot of excitement. There were always people there you

knew, people from the art world around here. There was a lot of arranging where to sit and who to
sit with, and lots of talking out in the lobby:.

MacDonald: Did that continue after the films?

Belson: Before, during the intermission, and afterwards as well. You had to take an elevator to get
up to the right floor—which was a little creepy; there was a mental case running the elevator—aqd
we were always amused by that. There was also a long staircase you could take, and a lot of running
up and down the stairs. Art in Cinema was generally a reason to get together with friends and do
something afterwards. It was a social event as well as an artistic experience. It was important to many
of us for years.

In the mid-1950s I remember seeing Frank sitting with his wife, Barbara, down by the Bay onlthe
Marina Green. They were having a picnic. Frank had a bandage over his entire head and face. He'd
just had surgery for removing a tumor in his brain. It didn’t seem to cure him for very lqng because
he died shortly thereafter. It was a very touching scene, and I sat down and had a chat w1tJ’1 Franlk,
probably the best chat I ever had with him, although physically he could hardly talk. That's my last
recollection of him, and of Art in Cinema.

+ 4+ 4+ 4+

Letter to Frank Stauffacher from Elwood Decker, 5/48 [hw]

May, 1948

Frank Stauffacher
San Francisco Museum of Art,

Dear Mr. Stauffacher, : A
Thank you for a thrill ... the first out-of-town request for information concerning my first iiim,
“Light Modulators.”

According to Acme lab it is 495 feet in length. At present it is a silent version, ll))utﬂ; gn ag;empt is being
made to §ynchronize some Japanese music with it. The rental fee would then be $5 a day.

I'm still trying to describe the film to myself—in relation to the other 2 reels that are planned to go

with it, eventually. . o
an unusual interest in the experimental film. It is comforting. .

or” meant an object, a thin object bent in various

t I pinned one on the wall & moved my camera from

_ so we moved them with a fan. Another

s mnde 9f oy d'QSigg tl(l) ct)krlltl2 ortrlllcf; Sa(ljarsrifaIc)ta.rltf \?liggllrefwn through the air against t(}jledpée:i‘;;ee ((1)f
VYasfmadehhkfe . ﬂgz)rlliles exposyure mildly varied the effects. Then forrnsk‘lﬂell'_e S‘tlilr)l?)rclluﬁators o /
zlicl)i/v;?erzllél faizzci Different lens were used, the exposures g var;relglaz o? Clg)gr}:suuction paper,

hotographed frc.)m above & below, close & far away. Forms Werel minum & copper. Effects were
brightise d) highly reflective tin, transparent plast{c, wire, alu e s
(b”gh.dy e b Y] film used was occasionally llght—s’truck &a le Ie' Aok Wi
combined. The w%r-Su,;p (lilsthe couldn’t do anything with it,” but they did. It's c ad thé e
T ‘ﬁrSt Fy eld s};ibl splice onto a so called 400 fgot reel deter(rinlr}e -
gin tc;tmake }11’(. ::;;111 ;tCEAuS Cp%uring the evening devoted to experimental film during

m. It was sho S.C.

I'm glad you have

At first it was all very simple, “light modulat
directions to modulate light reflection. At firs
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Program Announcement for Art in Cinema’s Sixth Series,

Spring 1950 :
THE SAN FRANCISCO MUSEUM OF ART PRESENTS
ART IN CINEMA  Sixth Series

A survey of the most important new directions in experimental film-making, together
with some epic avant-garde films of the past.

FRIDAY, MAY 5

1. OCTOBER (TEN DAYS THAT SHOOK THE w?RLD) By SERGEI EIStE:‘:dTEngHffe afe de"fl-

Russian director’s theories of film form in a most concen rated a olcanic master-
g?:c(l.tg.e (%:)ezli,tOl{lZND LIGHT; REFLECTIONS No. 8; JERSEY FALL, SEQ.UENCE'NO. 1, By James
Davis. This famous artist in plastics who produced the film, Light Reflections _(wmner of an awaFd at
the Belgium International Film Festival) will present his three new short films in person, and dellver
a unique demonstration of their method of production. 3. SODA JERK, an early one-reeler with
Buster Keaton.

FRIDAY, MAY 12

1. FIVE INSTRUMENTS WITH OPTICAL SOLO. The film by Harry Smith, will serve as the sixth
instrument in a be-bop jam session to consist of an expert group in person, on the piano, cornet,
valve-trombone, bass and drums. This is the first presentation anywhere of a performance in which
the optical images will be tried, not as visualization of the music, but as a basis for its departure.
2. DESTINY (DER MUDE TOD) By Fritz Lang. The legend of Death and the Maiden in one of the
most ambitious of early German epics. 3. BE GONE DULL CARE By Norman McLaren. The
recent work of this eminent Canadian film artist. 4. EYES HAVE IT, an early one-reeler with

Ben Turpin.

FRIDAY, MAY 19

1. WEST WIND (VINDEN FRAN VASTER) By Arne Sucksdorff. The beautifully realized poetry of
this young Swedish director’s camera finds a sympathetic theme in a legend of Lapland. (At the time
of this printing we are negotiating for an additional film by Sucksdorff.) 2. RAGAMUFFIN. Produced
by Films Polski; written and directed by W. Hos. A Remarkable Polish essay of a child’s poignant
dream and reality. 3. THE PRIVATE LIFE OF A CAT. Alexander Hammid’s famous documentary, the
subject matter of which has restricted its general showing. 4. TOCCATA MANHATTA and ROUND
TRIP IN MODERN ART By Robert Bruce Rogers. Two short experiments in optical music.

5. DRIFTERS, By John Grierson. The film that created the foundation for British documentary.

6. LOOPS By Norman McLaren. A portion of his experimental reel submitted last year to the
Edinburgh Film Festival. 7. DO NOT DISTURB, By L. Moholy-Nagy. A film based on the theme of
jealousy. 8. VAMPYRE, a remarkable study of this creature by France’s renowned Jean Painleve.

FRIDAY, MAY 26

1. THE QUIET ONE. Written by James Agee and directed by Sidney Meyers. First showing locally of
this important and much-discussed new achievement in American film history. 2. FANTASY FOR
GIRL AND ORCHESTRA By Dick Ham, with Shirley Winters and the orchestra of Phil Moore.
Experiment in fitting images to preconceived sound track. 3. DIMINISHED IRIS, an experimental
dance film by Josephine Booth. 4. UNTITLED FILM by Charles Maddux. 5. COLOR FRAGMENTS
By Elwood Decker. Part of a work-in-progress. 6. A SHORT PROGRAM OF REJECTED TELEVISION
SPOTS. These rejected commercial spots (by John Whitney, Denver Sutton, Frank Stauffacher,
Dorsey Alexander, Charles Maddux, Keith Monroe, and others) display a wonderful dynamic

visual Vitality that is, unfortunately (and apparently) years ahead of its time. 7. JAIL BAIT, an early
one-reeler with Buster Keaton.

N.OTE:. The films have_been drawn. frqm a wide variety of sources, from the Museum of Modern Art
fllm Library, from various other distributors, and from the individual artists themselves. We ask your
indulgence when programs must be altered due to circumstances beyond our control—shipping
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SIXTH SERIE S
A survey of the most important new directions in experi 1 fil
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avant-garde films of the past. s

with some epic

FRIDAY, MAY 5

1. OCTOBER (TEN DAYS TH
Here are developed the great
centrated and volcanic master,
JERSEY FALL, SEQUENCE N
who produced the film,

AT SHOOK THE WORLD) By SERGEI EISENSTEIN.
Russian director’s theories of film form in a most con-
piece. 2. COLOR AND LIGHT; REFLECTIONS No. 8;
: o. 1, By James Davis. This famous artist in plastics
ol ; 'nght Reﬂefdions (winner of an award at the Belgium Interna-
ilm Festival) will present his three new short films in person, and deliver a

unique demonstration of their method i
of production. 3. SODA JE -
reeler with Buster Keaton. - g i

FRIDAY, MAY 12
1. FIVE INSTRUMENTS WITH OPTICAL SOLO. The film by Harry Smith, will

serve as the sixth instrument in a be-bop jam session to consist of an expert gr i
person, on the piano, cornet, valve-trombone, bass and drums. This is th: ﬁrsfg .
tation anywhere, of a performance in which the optical images will be tried Pfe:em
visualization of the music, but as a basis for its departure. 2. DESTINY (DEli ;:U;;
TOD) By Fritz Lang. The legend of Death and the Maiden in one of the most ambi
tious of aa:y fGe':rm‘.m epics. 3. BE GONE DULL CARE By Norman Mclaren n}h:
recent work of this eminent Canadian film artist. 4. .
L s Yoiin. 4. EYES HAVE IT, an early one-

FRIDAY, MAY 19

1. WEST WIND (VINDEN FRAN VASTER) By Arne Sucksdorff. The beautifully
realized poetry of this young Swedish director’s camera finds a sympathetic theme
in a legend of Lapland. (At the time of this printing we are negotiating for an add-
tional film by Sucksdorff). 2. RAGAMUFFIN. Produced by Films Polski; written and
directed by W. Hos. A remarkable Polish essay of a child’s poignant dream and
reality. 3. THE PRIVATE LIFE OF A CAT. Alexander Hammid’s famous docu-
mentary, the subject matter of which has restricted its general showing. 4. TOCCATA
MANHATTA and ROUND TRIP IN MODERN ART By Robert Bruce Rogers. Two
short experiments in optical music. 5. DRIFTERS, By John Grierson. The film that
created the foundation for British documentary. 6. LOOPS By Norman Mclaren. A
portion of his experimental reel submitted last year to the Edinburgh Film Festival.
7. DO NOT DISTURB, By L. Moholy-Nagy. A film based on the theme of jealousy.
8. VAMPYRE, a remarkable study of this creature by France’s renowned Jean
Painleve.

FRIDAY, MAY 26

1. THE QUIET ONE. Written by James Agee and directed by Sidney Meyers. First
showing locally of this important and much-discussed new achievement in American film
history. 2. FANTASY FOR GIRL AND ORCHESTRA By Dick Ham, with Shirley
Winters and the orchestra of Phil Moore. Experiment in fitting images to preconceived
sound track. 3. DIMINISHED IRIS, an experimental dance film by Josephine Booth.
4, UNTITLED FILM by Charles Maddux. 5. COLOR FRAGMENTS By Elwood
Decker. Part of a work-in-progress. 6. A SHORT PROGRAM OF REJECTED TELE-
VISION SPOTS. These rejected commercial spots (by John Whitney, Denver Sutton,
Frank Stauffacher, Dorsey Alexander, Charles Maddux, Keith Monroe, and others)
disploy a wonderful dynamic visual vitality that is, unfortunately (and apparently) years
ahead of ifs time. 7. JAIL BAIT, an early one-reeler with Buster Keaton.

i i i ther dis-
i s, from the Museum of Modern Art Film Library, _from various of
#gm Th.nﬁlm‘ hav'; b’.-"? El‘ro‘m gﬁ.’: o Wld? WnWQ c:’fs‘(so::]er indulgence when programs must be al[ered due toN c:rcum?rn:;z%o:g':‘mr
wn;)::m lfrorf"oll o r u:liry of prints, etc. The series is organized on the same lzasns as prev.lﬁug ser:::;ve;n—pro“ 5
with delu‘:gnn Y :e:l:llmrl;gion only. Due o previous seating diﬂ‘lculties,f s;;—;olt'sf ?V:‘i;hxsing:?rl;s:‘r,;i: v:n o:dmonu' s;ries ar e
i i i i iversity of Calito - f v
A\ld"ﬁgu:: %:;m; L‘Aacyo lg;bc;r:':lenga ::3 }::eu;évatglfz)nesji‘;te’::flosrgmgné\; m;ys, outstanding films already shown at the San Francisco Showings in
3 . 2 )

past series. For details, see the University Extension bulletin.

L

lllustration 23. Program announcement for the sixth series, spring 1950. An order blank followed

the text.
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Next: You didn’t mention THE WORLD OF PAUL DELVAUX in your last letter, and this is anothe
one t.hat I am especially eager to include. Let me know about this, too.
ural desire to show “firsts” here in this region. [ do D

ate that. Although the Berkeley Cinema Circle really.do.es not offer a great deal, of compeition, Still,.
they aré close enough to take the wind out of my sails if they could—and don'’t think they woldy,

i if i ble. I do not know them very well. They are compose'd of a group of stuey
?rlct)hrr?rblaflf,t ;f(;etgs;sgsem to be doing okay, that is, they have a ffnembershlp of a couple gf huﬂd::d’
and their programs and financial arrangements seem to be satisfactory. I started out by wishing e,
well enough in their enterprise because the kind of films that they planned to show Were not exyly
my line, and such a group is a good thing. But then they try to encrc_)ach on the experimental flg
without much understanding at all, in the most brazen ar}d studeptlsh manner, and I slightly
resented that. I don't think they are capable of stealing prints—as 1n the case of GEOGRAPHY p
hat underhanded. But then one never knows. If I encounter any of

THE BODY—they don't appear t J ; .
them, as I do from time to time, I'll make a guarded inquiry. And if GEOGRAPHY happens to

up at some showing here or in Berkeley, I'll find out about it for you. As | say, though, as a group
they are not particularly disposed towards shadiness, although perhaps one individual might do

something out of hand.

I did not mean to give the impression that Rohauer himself was shady, either. Actually he is not 3

bad guy at all and 1 don’t think that he would pirate prints himself. But he does know a great many
people in Hollywood, and through them he gets access to films that might have been pirated by ;
someone else. His biggest fault is in not having much taste or discrimination when it comes to pick
ing good films. Anything goes with him as long as its showable, and the more mysterious the sour
the better the film, as far as he’s concerned. Otherwise, he does business promptly, and fairly. Heis

not connected in any way with the Berkeley people, who are novices.

Thank you so much for respecting my nat

Where did you get BATTLE OF SAN PIETRO? That was one item I thought would never see an aud:
ence. I'm curious.

Actually I have found nothing substantial yet. You know, this series was inspired by your letters of
last October, when you told me of all these interesting titles, and I immediately wanted to plana
series around them—using them as a core. That is why I'm so anxious to include them all, if poss-
ble. Other than that, I want to get LE REGLE DU JEU, available now on 16mm from an outfitin
Chicago. It was shown in N.Y., but not here yet. I may be obliged to give this title up, however, ifit
turns up at a commercial house.

Whatever 1 find of new interest, I'll let you know right away.

"F,hapks so much for your prompt reply, and the check. Let me hear from you as quickly as possible-
I'm in that anxious state.

Sincerely

[Frank Stauffacher]

Reprinted by permission of Barbara Stauffacher Solomor
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etter tO Frank Stauffacher from Anne Dub i
Maya Deren, 1/30/51 S, with Notes from

Maya Deren’s assistant. The } -
[Anne Dubs was Ma) . The handwritten notes that D
i talics.] eren added to the letter are shown

B
anuary 30, 1951

]
Dear Mr. Stauffacher:

Since she is so involved in her book at this moment, Miss Deren has asked that I answer your lo
letter and to thank you for it. She wants you to know that she will b :

X 2 e glad to do anythin
work something out. g ything she can to

The problem is that there must be three bookings in California in order that the tour can work, and
that they must be spaced close together, since she cannot afford a long absence from New York, and
Jso since living away from home is so expensive that any long wait over consumes the lecture Ifee
money, which as you are already aware, is not very much.

1 far as Berkeley is concerned, Hank Krivetsky was quite aware that the University of California
would, if it could be arranged, be better for Miss Deren than his group. If it came to an alternative
thoice—that is if the University of California would not want her if he took her—then, it was bet-
terto go to the University. He ¢ ommitted himself and his group, so that we could be certain of at
least one thing in Berkeley, but Miss Deren feels that he would relinquish his booking to the Uni-
versity if its booking demanded that. On the other hand, it has often happened that a first lecture
acually stimulates an interest in a second one, both from the point of publicity and word of

nouth. Miss Deren is a lively lecturer and makes a very personable appearance which is not always
expected, They seem to expect me to be middle-aged & wearing glasses! but is talked about afterward.
$he has several times been booked for two lectures in the same institution, and the second seems
to have gained audience, rather than lost it; so that perhaps it could be arranged that both of these
take place and that a certain concession in fee could be estimated, under this condition to Krivet-
sky's group, if his date followed the University.

Anyway, the more bookings there are, the smaller the transportation share of each one. The Holly-
wood group has asked for April 27, and in terms of the itinerary, this would be very convenient. If
vou could possibly manage to schedule an evening before the 27th, that would be best. If, however,
this date is the best one for you, Miss Deren feels that her first loyalty is to you, both from the point
of precedence and preference, and we should try to work out some other arrangement for Holly-
wood. The 24th or 25th would be fine for us, if you could manage a lecture then. We could send you

all sorts of material and help think up publicity angles enough to warrant an extra session Ofﬂ&f
series, apart from its regular schedule. In a certain sense, it would be easier to get publicity on the

basis that it was a special presentation.
Incidentally, Miss Deren asks that you count her in on tbe audience at Mr. Smllctlhbs thre.teec:;rilllleigm(t):al
film on the 20th. Am very interested in this. As far as she is concerned, .she wc;:il e.qu1rl emireg

share a program with him, except that she thinks a venture.such as his WO}lth r?qugre1 :ss the dis.
evening, and her own program usually lasts well into the night, because of the live

asssion. April 13th is out of the question, since that is too early.

akland, and speak of a good possibil
act them also, and above all, we do

¥ i 3 - ity at Stanford, but we are not quite
panbd g T not know whom you would want us

sure whether we should cont
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Deren feels that a friend of his in the

i i A friend of Miss
i . Pl let us know immediately- :
K)rtwglée ;?tmefisce,f San Francisco State College, ]th Qutmann, v;ould be mte;ested and helpful iy
organiging a possible booking there. We are writing him today. If you are maxing the contact also,
perhaps it would work out. . | .
mehow it can all be arranged and is planning on it. Her primary intereg
isco group, SO please feel assured that you have precedence

ossible in working it out with you.

Miss Deren feels sure that so
in coming to the Coast is the San Franc
and that we shall be as cooperative as P
Thank you again for your efforts, and we await further word from you.
Sincerely yours,

Anne Dubs [hw]
Anne Dubs
Assistant

Hope this all works out! Maya

[Deren was writing Divine Horseman: The Living Gods of Haiti (London: Thames and Hudson, . 1953,
available from Documentext, P.O. Box 638, New paltz, NY 12561 )

PO A g

Letter to Harold Leonard from Frank Stauffacher, 2/8/51

Febuary 8, 1951
Dear Harold,

Please excuse my almost inexcusable delay in sending you material, or in even following up our
meeting with a note. It has been due entirely to my work which has kept me terribly busy. However
whenever I have had a chance, I've been gathering up notes and items for you, and here they are
And now that I'm trying to get together new films for our forthcoming seventh series in April, [an
find time to try and help you in any way you might want. I have written to Cinema 16 about Peter-
son’s films, and he replies that I can use all of them to show you at any time arranged. Now [ have
hopes of coming down to Hollywood within a few weeks, but I can’t be sure. I think the best thing
for me to do is to have Vogel send the films to me right now, and I'll bring them down whenever |
find it possible to come—after first letting you know the date, of course.

I've enclosed a number of program notes that we always compile for each program. The information
in them is not as conclusive as it could be, but they do provide a general informational plug I think
one of the mistakes of our book “Art in Cinema” was that we printed such program notes without

trying to augment them, or correct them, and there they remained with their errors and limitations
displaying for all to see, our naivete. Yet even so, I think it was worth publishing, and it is contint-

ally amazing to me how steadily it sells. We can now say that the little book has found its way into

every country in the world, since just last week came an order for ten copies, from Moscow.

[just d'on’t know how mgch i‘nformation you will want on the history of our organization, and the
:llla;réohnnceiec\)’fe (tihgfuagk;tert;:hmfdﬁit. I w.ill try to give you a hyict' account. At first, back in 1946, weadt:
e e etatiot Of thz z m[i dl.spla.yn]g the work of artists in the film medium—just exaclya it
B o e r?;mle 1.rt in Cinema. | I'(WVC_VCL this project soon fell by the wayside becau
e By s ely 1m1te_§i, and hqvmg_lmlc value except as a novelty. Instead, and with
Niatapallywe wee scepzlicai ;er ortg)?nléeci a series ot- films built around the history of the ava.m-ga[de.
P Al g reptiad r%l]l ;cﬁresponsc, p('n'ncularly when we found ourselves committed ©
Teaue of ming namesd Richand B of film ren.mls, including both 35mm and 16mm.lsayw€.AC°1'
e g et T e ] oster, a business management consultant, of all things, and myef
except for the help of the m ong since d_mm’“f‘ out, and I carry the organization entirely alone
useum in certain clerical matters, bookeeping, projection; €ic

This first series, in 194
makers. The falct tha? V\?é zvoaslg tremendous success, and enabled us to financially help ceran i”
uld offer large sums to sincere experimentation gave an impetus t0 ¢
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S e

.;\pmmemﬂl mo‘{emeri,ll—l? “x\“‘ll be said that there was a movement at that t ;
1€T€i”“esme.un.lquc\a - I & smcina It provided a truly 11()114‘(»1( e L think that
f\[ﬁlmsofthls kind, a.nd it could afford 1o otfer certain kinds of (mmn(i'il E“I]]erqal show window
anretedeme‘i'.a“d without a doubt, brought together the strings and | 1‘6 p. This was apparently
din this me eads of scattered individuals

ium, and created what mig i
ereste d N “ eated what might be called an “experimental mov '
. ale g ime . d 4 »
;eemmgpresumpluous, it is safe 1o assume that Art in Cinema was responsible fo enllleml; Without
i C r what Lewis

hcObstermsaposl-war movement in expenmental film in this country. 1t would i

Ihattherewould “.0l !“l_‘-’t’ been a movement if Art in Cinema had ncvé-r exist tld bbe e Koo

ke these small individual films was present in the character of the clima{eigl e thg desire to
jingan impetus anq a form—and unwittingly. Another point is that Pnclic. HUF V;Te did give the
‘iesdealingin this kind of film were started after our Art in Cinema dnc(i w't?x v &l Of.the film S_Ode‘
ity Cinema 16. It does rankle me sometimes when | see that <)rg(u,1'1m\ionl tal?ur adVlc.e—pan}cu_
»hg’ﬁrs(to assemble and issue exper imental hilms in this country. 'l'hal(is a direl?g exedif for being )
+flesa mass of correspondence from Amos Vogel before he began Cinema fGerug?' as I have in
e source of every film we showed, and the financial setup of our organization le? i ;Ch b 'aSked
isladly given to him as further extension of our work—and he most st :;iénvfrﬁ“;mFm
However, credit where credit is due. Cinema 16 can rightly claim to be the first Coymmercieal y 1L
snture—and probably the only successful commercial venture in experimemalm—_

islgetinto this, 1 see that it might be just as w ¢ll for me to include with the material I am sending,
apaperthatlprepared last year as an application tor a Guggenheim Fellowship for writing a larger

nd better book 0!1 the cxpcnmcnul film. 1t will give you a pretty clear idea of the whole motive
yehind my work. (Jramcq, there is a kind of confusion of terms, and 1 don’t think any of us care very
much for the term “experimental films,” but there just doesn’t seem to be any better way of designat-
ngthe subject at the present ime | do believe, however, that a great deal of development in film
apression can eventually come out of these meaningless—or seeming meaningless—little films.

ome thirty-five films have already been produced as a direct result of our activity in general. A num-
ber of us have found our way into more commerc ial aspects of the film just through our education
nd participation in Art in Cinema Could not some of us eventually find our way into more final
poduction? It was from just such unfettered, experimental schools that the great French directors

ame. Such schooling has never existed in this country. But with the gradual breaking up of the old
hackneyed methods that have existed in Hollywood from the early days, and the more turbulent ani-
nosity towards Hollywood on the part of the public, it may be that we can find our respective places
smore legitimate producers. 1 am thinking here of just exactly what happened to Sidney Peterson in
being given unlimited funds to start a small producing organization in Seattle. What may come out
of this particular company is another matter, but the fact is that the entire thing proceeded in a

small, modest way, free from Hollywood, and with the possibility of creating a film as good as
Hollywood could do, and perhaps better.

All of this is, of course, supposition. But | want to bring it up in order to point out.that there has .
been behind our putting on of film showings, and making of films, a more than c!lletante approach
ad aim. The title “Art in Cinema” is rather unfortunate; it suggests the most.precmus, the most rarl-
fed, and the most open-to-attack sort of cinematic playing arou_nd. But.the title stuck. beca\usi1 ?urft
work quickly became known by it, although 1 am well aware of its precious conno;anhoni, ir; ma(;( eei?
shudder. You brought up the point yourself at our conversation, and 1 want to make haste

dlear that we are not as arty as our title sounds.

I've checked all of the films produced directly for our showings, Of unciler :he}rrh gifeh:;i:?o Ionrest01$:r1§
tion. Also I've checked program notes for them on the program note ? ee sf. e o Xy
that were included after it was too late 1o have notes for them, an’d 2HQVL%RTURE g

once and then hastily withdrawn, and never seen again. Peterson’s Al >

king full-time on a production .that was ongmauy sup-
sualizations of six of his poems 11 his
took over on its own, so that now they

Broughton and Kermit Sheets have been wor . :
- i . soparate s vi
posed to be a single film containing s1x separate sections,

book called “Musical Chairs.” But they found e;}ch sequence ook Ol ave 0 e all down to
find themselves with six films; only under the circumstances, Y

in ti i ies. I have a great deal of faith in
four films in or order to have them finished in time for our ?ﬁ;;l;gﬁ L alg)stract S
these productions, and also in Harry gmith’s new venture, atr e Oy from b red litle
planning to have my own film on San Francisco if I can eve

i ivi ne television spots, and finishing
duties that are part of putting on the series, earning a living at making

PUT———
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236 Art in Cinema:
ulptor. Josephine Booth won a Bender awarg

last vear for making dance films She has been down in the Mojhave Desert shooting the footage
ast yea .

RIS was not much of a success on our last series, she wil
seve;a]lj.lAlctlhouglkll her flllem DIMINISHED I together with funds and all the time in the Worlltli
probably do well, as s ;

. : I think it might help you in

; . o . bling and inadequate, but ! a generg|

I realize tltlhlts. mﬁtsvr;zﬂlg }cll;lééesl(’)arlnne spegc ific questions when 1 come down with the Peterson films, and
way,osglersa I }c’gn gather up. Regarding Rohauer, he has asked for some of the films for showing gy,
?r?g April, but they will be most of the titles he has already shown. I don’t think anything new yjj

completed by then.

i i he sc
up a film for our museum on Jaques Lipschitz, t

has great determination,

v .

o , , FIFTH YEAR—SEVENTH
at the beginning of this letter that I did not get to tellyy, B8 Hopoctint fim Proiresss o Wi s SERIES
4 e

; : i i iately
I plunged into this subject sO immedia Eu Pt n mast aulstandi
hgw h%xppy both my wife and 1 were to meet you, and how sorry I was to hear that you had been B enns, tverl o o v e e
the first of the year. | do hope that you have been feeling better. And] ¢, on vaprecsdemted aitempt In audicstennt classics valuable to our study, and
under the weather around the firs birs o foy eeks 50.85% In. Clasma will Brosseet with :xﬁ Soordination. This Seventh Series
down there within a Iew . saties during Its fiv ' be the most valuable of any previ
hope et expression. b e o e » F of experi ts in film

SO much fOI yOUI interest.
LE MONDE DE PAUL DELVAUX (The W DAY ’ MARCH 30
Y ri Storck, with a poem written and

[Frank StanfaCher] ken by Paul Eluard. A prize-winner at the International Fi i
s Film Festival, Venice, i :
Repri s PACIFIC 231 by Jean Mitry, wi i ng , Venice, in 1948. (Courtesy Cinema 16
eprmted Ry DRI of Barbara Stauffacher Solomon (Courtesy M. Jedynjde 'l‘.ogc‘l'rde;)w"h the music by Arthur Honegger. Another prize-winner at !asryyeur’s":\‘/]enice) Festival.

LE REGLE DU JEU (The Rules of The G. .
piece. (Trans-World Films) © Game) (1941) By Jean Renoir. His most personal, most provocative master-

Wwith best wishes, and thank you again

rt in Cinema presented James Broughton’s Four in the Afternoon (1951), T

appy Lover (1951)—Adventures accompanied by a quz- FRIDAY, APRIL 6

[On Friday, April 20, 1951, A
AUBERVILLIERS (1948) by Eli Lotar, with a poem by Jacques Prevert. Prix International de Poesie, International Film

Adventures of Jimmy (1950), Loony Tom, The H

tet. Broughton also recited his own poetry. Four short 3-D films by Harry Smith were shown on Friday, ;ﬁ:;lglAR ";‘%{;’;', )lid?i,(Ctl)unesy Cinema 16)
- ’ 4 . s aul Rotha. Th h 1 5 5 £
April 27th. Stauffacher’s San Erancisco lem is Notes on the Port of St. Francis (1952).] i At e n 'hl Fraud rough the courtesy of Cinema 16, this famous short documentary will be shown
THE TEAR, PARABEL, LEGATO, PUNKT PRELUDIUM. F i
Feiniog B:an S, (Chirtewy Cirama 16) our recent Danish abstract short films by Soren Melson and
+ 4 4 4+ 4+ MOTHER (1926) by Vsevolod Pudovkin. From the novel of the same name by Maxim Gorky. The incredible

;‘:?i;z flrll)dml:;;:ufy of this film places it among the few masterpieces of the Cinema. (Courtesy Museum of Modern

Program Announcement for Art in Cinema’s Seventh Series, FRIDAY, APRIL 13
%I:g?:‘NI'H(:nd I.ACFIAOI:I70 (;94‘7\=LTwo recent experiments from France by Jean Beranger. (Courtesy Cinema 16)

Spl‘lng 1 9 5 1 bl scape) ( ) by ert Mertz and Jorgen Roos. Highly unusual Danish experiment. (Courtesy
FETES GALANTES (1948) by Jean Aurol and Gaston Diehl; music by Jean Francaix. The grace and delicacy of

Watteau in a very recent French achievement. (Courtesy M. Jean de Lagarde)

The San Francisco Museum of Art presents BOXING TONIGHT (1949) by Eugene Dana. (Courtesy Mr. Dana)
THE RAVEN (1950) by Lewis Jacobs. Based upon the Poe poem, and the engravings of this subject by Gustave
ART IN CINEMA Dore. (Courtesy Mr. Lewis Jacobs)

SRR . - FRIDAY, APRIL 20
FIFTH YEAR—SEVENTH SERIES Premiere of three new films by James Broughton:

« . . . ; J 1. FOUR IN THE AFTERNOON. A group of poems choreographed for film, featuring Ann Halprin and Welland
Five important film programs, in which some of the most outstanding of recent European prize- Lathrop, and with a score by William O. Smith. = -

i i > S e TOTA (a) Game Little Gladys; (b) The Gardener’s Son; (c) Princess Printemps; (d) The Aging Balletomane
winners will be shown, as well as a number of new local achievements, several great works from 2. ADVENTURES OF JIMMY. An amorous fable in documentary style. This premiere presentation will be accompan-

ied by Weldon Kees at the piano, Jack Lowe on the drums, Jon Schueler on the bass, and Adran Wilson,

the classics valuable to our study, and an unprecedented attempt in audio-visual coordination. Sl
o . . . . . clarinet.
This Seventh Series of Art in Cinema will present what may be the most valuable of any previous 3. LOONY TOM, THE HAPPY LOVER. An exuberant comedy of the free spirit; featuring Kermit Sheets and The
seri i i i > C o >rime i 3 Interplayers. -
eries du ng 1ts five years.as the leadlng exponent of experiments in film expression. NOTE: Duﬁiné the presentation of the above three films Mr. Broughton will read certain of his poems to accompany
~ several of the subjects.
FRIDAY, MARCH 30 ROOM s;&;};g No 13:1 3l. Three short painted-on-film compositions by Denmark’s foremost experimental film maker.
(Courtesy Cinema 16) - - 5
LE MONDE DE PAUL DELVAUX (The World of Paul Delvaux) ( 1947) by Henri Storck, witha THE SPY (also known as THE BRIDGE) by Charles Vidor. An early experiment by this well-known Hollywood di-
poem written and spoken by Paul Eluard. A prize-winner of the International Film Festival, Venicc rector. {Courtesy Raymond Rohaver) e
in 1948. (Courtesy Cinema 16) - S smals mrznestFRIDAY' ot
. ¥ . ; O EVENTS OF TREMEN : - . % 3
PACIFIC 231 by Jean Mitry, with the music by Arthur Honegger. Another prize-winner at last years THRLE DIMENSIONAL FILMS by Harry Smith. The premicre public showing of the fist e dimancioos’ ot
Venice Festival (Courtesy M. Jean de La d objective films to be made. There will be four short subjects. They will be projected both with synchron zI ¢ 1
: gar e) of Balinese, Hopi and Yorouba music, and also accompanied by modern m's’rrumemahs\‘s and a vocalist improvising
LE REGLE DU JEU (The Rules of The Game) (1941) By Jean Renoir. His most personal, most directly from the visual stimull. (By pe'm"5i°".°$-T-ze S,O:;mon “;;5”3,3?2?;"?;2:: - how her fims and fo deliver @
provocative maste iece. (Trans- x MAYA DEREN, this country’s most eminent individua ilm maker, esent
P ( s-World Fl]ms) lively lecture on them. Mis Deren needs no introduction to the followers of Art in Cm:_esrr::cgu':;; *;’xbﬁ:::; gmbe

shown here, and it is due to her energy and talent that the experimental cinema in th
um of Modern Art Film Library, from various other
hen programs must be altered due to circumstances

FRIDAY, APRIL 6

" i i 3 , from the Muse
NOTE: The films have been drawn from a wlde vo'neQ?l &esz!;fizw S dlulgence w

AUBERVI . : : . : n drown from . tored due 1o creomtances

' LLIERS (1948) by Eli Lotar, with a poem hy ,acqllCS Prevert. Prix [n[emauonal de Poesie gr;lngog‘:; g:vdm‘or?—";ftlh:pinq {oJilure:r;:;r quality of prints, etc. The series is organized on the same bosis as previous series: Non

International Film Festival, Belgium, 1949 (Courtesy Cinema 16) B, nancammercil, wih odmision by series SbserpIen 27V lifornia, in presenting an additional series of films
. 9 $ s . & s . i - n

" Art in Cinem s collaborating with, the Unirery E’xniéo,n{oué‘;::gz:somf Cae‘ gfr ny:ostno?;;stor\ding films already shown ot the

SHIPYARD (1937) by Raul R
otha. Through the courtesy of Cine i hort documer + Wheeler Auditorium, April 3, April 17, May 8, and May 22, 10, ! :
tary will be shown for the first time in thegWest. sy of Cinema 16, (S, e B st satias. For defails, see the University Exiension bulletin.

TH :
E TEAR, PARABEL, LEGATO, PUNKIT PRELUDIUM. Four recent Danish abstract short films by

he seventh series, spring 1951. An order

Soren Melson and Henning Bandtsen. (Courtesy Cinema 16) Ilustration 27. Program announcement fort
blank followed the text.




