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 Silent film is more than silent film. It is more than the beautiful 
images and narratives on the big screen. It is more than the unique 
experience of live music that is sometimes meticulously composed 
in advance so that it is just right for the film and at other times 
being conceived completely on the spot with the audience there. 
It is more than the communal feeling where the whole audience 
wholeheartedly empathizes with the characters or burst into a 
roar of laughter together. It is more than a time machine to enjoy 
the artistic achievements of people who are long gone, more than 
a hundred years later, all the more so because what you see on 
film is by definition not real. It is more than a social mirror, which 
sometimes also brings out the unpleasant sides of people; which 
shows how social norms were very different a hundred years 
ago and sometimes reveals that shockingly little has changed 
despite all our efforts. It is more than a good reason to talk about 
that together. It is more than a place where everyone can be 
themselves, because the love for silent film binds us. It is more 
than this festival, for which our formidable team has once again 

PREFACE

worked to make it the very best silent film experience within our 
power and for which we owe so much gratitude to all our friends 
and partners who support the festival, because they care about it 
so much. Because silent film is so much more than just silent film.

Daan van den Hurk
Festival Director
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A man dangling from a clock tower, barely able to grasp the hand. 
One of the more iconic shots in the history of cinema, seen in the 
iconic 1923 film Safety Last!, marked a turning point for
Harold Lloyd and collaborating directors Fred C. Newmeyer and 
Sam Taylor. Then in 1924, they were at it again, this time with Girl 
Shy. As a pioneer in the film industry and cultural icon, Harold 
Lloyd was one of a kind. Through his comedic talent and hyperbolic 
screen presence, few were able to captivate audiences (and still 
are) the way he did. He was becoming a massive figure in popular 
culture in the early 1920s, and after his mutual split from producer 
Hal Roach in 1923, Girl Shy was his first project, which his own 
Harold Lloyd Corporation produced. 

Jobyna Ralston, a former vaudeville and Broadway actress who 
frequently collaborated with Lloyd during this period and became 
known by some as his leading woman, also had an
undeniable impact through her screen presence, in her charm and 
subtlety. With Girl Shy being their second collaboration following 

SLAPSTICK SATURDAY

the success of Why Worry? in 1923 (Lloyd’s final project before 
parting ways with Hal Roach), audiences were eager to see the pair 
once more. All the pieces were in place, and the road was paved 
for a wacky, romantic, and emotional ride that is capped off with an 
exhilarating, continuous, and unforgettable action sequence that is 
as captivating now as it was in 1924.
 

So how does this crazy ride play out? We start by meeting young 
Harold Meadows (Harold Lloyd), who is working as a tailor’s 
apprentice in his uncle’s shop and is so shy and socially awkward 
around women that he cannot stop stuttering the moment he 
begins to speak with them.

English title:	 Girl Shy

Year:	 1924

Land:	 USA

Director:	 Fred C. Newmeyer & Sam 

Taylor

Length:	 87 min

 

Cast: Harold Lloyd, Jobyna Ralston, Richard 

Daniels

 

Digital copy: Harold Lloyd Foundation

Despite this, Harold writes a book titled The Secret of Making Love, 
which acts as a sort of manual on how to attract different types 
of women. Depictions from the book are portrayed on screen, with 
how to win over “The Vamp” and “The Flapper”, which are female 
stereotypes of the era, used in a satirical manner. While Harold 
begins his attempt to publish his book, we meet Mary Buckingham 
(Jobyna Ralston) as she boards a train following the failure of her 
automobile to operate properly. While no dogs are allowed on the 
train, she tries to bring hers anyway. The dog runs away, only to be 
rescued by Harold. What follows is a hilarious sequence of events 
that includes Harold’s interactions with Mary (including copious 
amounts of stuttering) and their inevitable falling for each other, an 
emotional roller coaster with publisher Roger Thornsby (Henry A. 
Barrows), tensions with Mary, and a race against time that includes 
criminals, car chases, crazy stunts, and more to stop her from 
marrying Ronald DeVore (Carlton Griffin); tropes that have become 
all the more familiar in romantic comedies, however, Girl Shy was 
one of the first films to utilize and popularize these genre-defining 
elements, through well-timed satire and hyperbole that continue to 
stand the test of time. 

THE SECRET OF MAKING LOVE
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Films like these elevated Harold Lloyd to the status of those like 
Buster Keaton and Charlie Chaplin (who may be described as “the 
big three” of silent film comedians in terms of cultural impact 
in certain regions of the world). Lloyd’s presence and on-screen 
chemistry with Jobyna Ralston in Girl Shy make it no surprise that 
the pair would go on to make several more films together. While 
Ralston’s career may not have lasted as long as it could have or 
should have, make no mistake, she was a very talented, important, 
and culturally relevant figure in her time and still is to this day. 
While the pair, along with the rest of the cast, may not have known 
it at the time, they were in the process of creating a project that 
would be highly influential in the history of cinema and for future 
generations to come. 
 

The lasting cultural and cinematic influence of Girl Shy cannot be 
overstated. Many of the tropes seen can be noticed later on in the 
history of cinema, repeated time and again, especially in
romantic comedies, such as Harold’s difficulties interacting with 
women, the working-class man and the wealthy bourgeois woman 
falling for each other, their comedically played first
interaction, their inevitable fight and break-up, Mary’s agreement 
to marry a rich man she doesn’t love, Harold rushing to stop the 
wedding, and more. One may even say that the montage sequence 
leading up to the wedding popularized an editing style that proved 
highly influential to action films of the New Hollywood era and 
beyond. Furthermore, one may also suggest that the tropes speak 
to a societal desire to find love outside of a highly commercialized 
world, a world where financial status doesn’t play a role in finding 
a meaningful connection that transcends one’s life. This desire has 
been present throughout much of history, but especially in the 
early 1900s, when wealth inequality was very high and cinema was 
relatively new.  
 
 

By Nick Rider

GIRL SHY

The medium of cinema can give people a new perception of their 
desires (and one may say fantasies) for them to explore, and early 
audiences quickly discovered this. As similar societal circumstances 
havecontinued and cinema has developed, these ideas stay relevant 
today as societal characteristics and cinema are still (and always 
will be) in dialogue with one another, thus bridging the gap
between past and present. One key element of this cinematic 
experience worth mentioning comes over 100 years after the 
release of the film, that being the score composed by festival 
director Daan van den Hurk, which further connects past and 
present to provide a way for audiences to connect to films and 
audiences of the past. This new 4K restoration, musical score, and 
exhibition give new meaning to Girl Shy as it is able to be received 
differently in a modern
context, thus allowing audiences to trace cinematic tropes and 
developments, connect with those of past generations, and learn 
more about cinema and its impact on the world. Those who have
 
and will continue to work to preserve this film, from archivists, 
restorationists, researchers, historians, programmers, curators, 
and audiences (and the many other players involved) of the past, 
present, and future, deserve much recognition in their efforts to 
preserve and present key aspects of silent film heritage.
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“What the audience see, and what the audience don’t see!” 

From its very first moments, Saxophone Suzy primes its audience 
for misdirection. In the wings of the Knaller Revue in Vienna, dainty, 
tulle-coated chorus girls swill back steins of beer with grisled 
workmen, the glossy patina of show life baring its less glamorous 
underbelly. 

Appearances deceive.
In Saxophone Suzy, Knaller girl Suzy Hiller dreams of leaving the 
Revue behind to become a teacher. Though supported by her 
doting father, Suzy’s aspirations are nonetheless thwarted by her 
domineering mother, who harbors ambitions of her own: namely, 
shipping Suzy off to the Tiller Girls Dance School in London, in the 
hopes she may find a rich husband. Meanwhile, Suzy’s best friend 
Anni von Aspen - played by Anny Ondra, perhaps best remembered 
for her role in Alfred Hitchcock’s final silent feature, The Manxman 
(1929) - yearns for the stage. A society girl, Anni remains under 

SAXOPHON SUSI

the thumb of her snobbish parents, who look down their noses at 
those “dubious characters” whose company Anni so wishes to join. 
As Suzy reluctantly sets off for London, the von Aspens, wary of 
their daughter’s growing obsession, enroll Anni in a British reform 
school. Only, while in transit, the two young friends swap identities, 
setting Anni on a course for the Tiller School, pursued by a British 
lord with his own secret ambitions…

English title:	 Saxophon-Susi

Year:	 1928

Country:	 DE, FR

Director:	 Karel Lamač

Length:	 83 min

 

Cast: Anny Ondra, Mary Parker, Gaston 

Jacquet 

 

Digital copy:: DFF Deutsches Filminstitut & 

Filmmuseum

One of many collaborations between Ondra and her then-boyfriend, 
director Karel Lamač, Saxophone Suzy presents the Czech superstar 
at her most uninhibited. From the moment she first clambers 
into frame, eyes like searchlights, Ondra lends the film a daffy 
freneticism. As she bumbles through half-baked schemes, one 
cannot help but be transfixed by her awkward charm. In perhaps 
the film’s most famous scene, Anni (now under the pseudonym 
Suzy) jolts and jitters about a dance floor, blaring the saxophone, 
while a chorus of partygoers cheers her on. She shuffles and 
jerks and clomps; her movements careen between infectious and 
unsettling, bouncy and spasmodic. “Suzy knows just what to do/ 
To entertain you,” the partiers belt out. Ondra’s chaotic charm 
captivates, providing many of the film’s greatest moments.

ANNY ONDRA
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Lamač’s keen comic direction, too, elevates the film. Lamač 
numbered among the most successful Czech emigrés of the silent 
era, a transnational talent and mainstay of 1920s German and 
Austrian popular cinema. Here, Lamač provides a showcase for 
Ondra’s superior physical comedy; his directorial touch is light, 
leaving space for his stars to shine. Even after the two parted ways 
as a couple, Ondra and Lamač’s partnership would persist into the 
1930s, through their production company, Ondra-Lamač-Films. With 
films in Czechoslovakia, Austria, Germany, the United Kingdom, 
Italy, and beyond, Ondra and Lamač remain a testament to the 
prevalence of cross-cultural collaboration characteristic of the 
European film industry during the silent era. 
 

In fact, the very process of restoring Saxophone Suzy speaks to 
this transnationality. Given that the original cut of the film has 
been lost, the version of Saxophone Suzy being screened at NSFF 
is the product of a long process of reconstruction from a diverse 
set of prints found in different nations. The base of this restoration 
process built off of a German-French export version housed in the 
Cinémathèque française. However, absent and damaged parts of the
 
film were mitigated with the help of an Italian export version 
housed in Prague’s Národni filmový archiv in the Czech Republic. 
Finally, the film’s color grading relied on yet another export version, 
a vintage print housed in the Cinémathèque de Bretagne. Thus, 
Deutsches Filminstitut & Filmmuseum’s restoration of Saxophone 
Suzy revives methods of cross-cultural collaboration intrinsic to 
the very roots of European film. Like Ondra and Lamač, Saxophone 
Suzy has voyaged across borders, kept alive by a transnational 
coalition of film professionals. Like Suzy (née Anni), herself, the 
film has flitted and fumbled its way across the globe, disguised by 
pseudonyms, undeterred by any obstacles that lay in its way. 
 
 
Come hell or high water, Suzy will always find a way to entertain.

By Ryan Jones

RESTORATION
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Every year, silent films are rediscovered and meticulously restored 
by film archives and laboratories all over the world. These 
restorations require many technical skills, time, effort, and a great 
eye for detail, making film restoration a rather rare and specialized 
profession. In this interview, film archivist and curator Avril Guigue-
Ortiz speaks with independent film restorer Maria Fuentes, who 
provides a peak behind the curtain and explains what it means to 
digitally restore a silent film and to bring it back to life on the big 
screen.

SOLEIL ET OMBRE

English title:	 Soleil et ombre

Year:	 1922

Country:	 FR

Director:	 Musidora & Jacques 

Lasseyne

Length:	 53 min

 

Cast: Musidora, Antonio Cañero, Simone 

Cynthia 

 

Digital copy: La Cinémathèque française 

Avril Guigue-Ortiz: Many times, when we talk about our work, 
people who are not part of the cinema world are very surprised and 
don’t know that film restoration even exists. So how did you start 
working in this field? Did you do any particular studies?  
Maria Fuentes: Well, I did a bachelor’s degree in art history in 
Spain. That has proven to be very good training for my eye. Because 
digital film restoration is especially about seeing and detecting 
and then being able to inspect carefully what you are doing. 
Then I moved to the Netherlands, and I ended up studying the 
Preservation and Presentation of the Moving Image (P&P) master’s 
program at the University of Amsterdam. 
After this, I did different things. Mostly digitization of small gauge 
films in a private company. At some point, I didn’t have a job, and 
then a classmate from P&P, Robert Byrne, who at that time was 
president of the Board of Directors of the San Francisco Silent 
Film Festival, asked me if I would like to help out with digital film 
preservation as a freelancer, and I jumped at the opportunity. I had 
a tiny bit of experience and was fascinated by it, so I couldn’t say 
no. So that’s how I started in 2017.

So you mostly work in the digital field? Or do you also have 
experience in analog?
Yes, I also had the opportunity to be an intern at Eye Film Museum, 
where I assisted in a few analogue restorations and worked with a 
lot of nitrate film: identifying old, silent films, which is my dream 
job. It’s wonderful. I have always been interested in silent film, 
but that’s when I really fell in love with it. And the nitrate, it’s so 
beautiful! I think also because of art history, I was attracted to the 
object in itself. Because, after all, (tinted) nitrate films are quite 
unique objects.  

At the digitization company, I was mostly preparing the films, so I 
only had analog films in my hands. I hardly saw what was scanned 
later, so it was very much analog. But since 2017, when I started 
working in digital film restoration, it’s been digital. I hardly have any 
films in my hands anymore, unfortunately.
.
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Do you miss it?
Yes, I do. But I also enjoy the digital part a lot. It’s also a lot safer 
than having the actual nitrate. (laughs) 

I understand. I also studied art history and history and I think it’s a 
way to come to film restoration that is very interesting. Sometimes 
people coming from a cinema background don’t have this 
methodology of analysis, of studying the object, the techniques 
and the ethics. In art history and art restoration, there is a lot of 
science produced about the ethics. I think it’s very interesting to 
mix both and have these two experiences that can really become 
stronger together.
I agree. Absolutely. 

Is it difficult to be a freelancer, compared to working in an 
institution?
Yeah, it is not easy. But institutions are also not easy, as we often 
see with budget cuts and things like that. I actually love it. I’m 
enjoying it so much more than I ever thought I would. I love the 
freedom. I do end up working a lot more than I would if I was an 
employee somewhere. But, of course, I do miss the support and the 
institution behind me. I’m just a freelancer. For instance, if I go to a 
conference or a festival, I’m just me. I’m not coming from a specific 
institution, but it’s all right. I also miss the social part of working 
with other people more often. Being part of a team: physical, in real 
life.
 
But at the same time, you do collaborate with many different 
institutions.
In my experience, this is a very small world and there’s not a lot of 
money for restoration. So, it’s not easy to have many clients. I’ve 
worked with different institutions through one main collaborator. 
I used to work a lot with the San Francisco Silent Film Festival, 
and now the San Francisco Film Preserve, which is led by Robert 
Byrne and Kathy Rose O’Regan. Through them, I’ve worked on 
projects that involve Eye Film Museum, MoMA (Foolish Wives), La 
Cinémathèque française (Soleil et ombre), the national film archive 
of the Czech Republic in Prague, Photoplay,... 

One project did not go through San Francisco but was directly with 
the Indiana University Libraries Moving Image Archive. They found 
a very nice 16mm western that was supposedly lost. It was a really 
nice, cool project. 
 
Within these projects, there are a lot of collaborations between 
multiple archives. Do these institutions talk to you before, to 
explain how they usually work? Perhaps you visit the institution at 
the beginning of a project? 
Not always. A lot of the communication is online, via Zoom. But also 
a lot of emails, because it’s also very practical to have everything 
written down, not to forget things and to have discussions and 
decisions documented.  

Maria Fuentes



1716

Do you have the feeling that there are different kinds of 
methodologies or ethics? Maybe sometimes there are 
contradictions between institutions?
Actually, not so much, because in the end, these are all serious 
film archives, FIAF members. So my ethical guide is, for instance, 
the FIAF digital statement part three. So it’s understood that 
we are going to follow that kind of ethical requirement from the 
start. I think if I worked with private entities for restorations, 
that’s probably where the difficulties or contradictions and a very 
different point of view would come up. But so far so good. I think 
archives have the same ethical principles, so I follow them. 

So how does it work then? When the mechanical restoration is 
finished, they send you a scan, and then you do your work?
Yes, exactly. It depends on the project: the steps and the order 
of the steps. Sometimes, like with the film I’m working on right 
now, it requires hardly any editorial reconstruction, because we 
have a print with original intertitles, and it’s mostly complete. 
We don’t have to add anything or recreate intertitles, so that’s 
very straightforward. It’s mostly about the image restoration. 
Other projects require, for instance, a very thorough editorial 
reconstruction. Like the project I finished this year, Black Lightning. 
The editorial reconstruction was a very important part of the 
project. 
 
Do you also do this digital reconstruction?
Yeah, I involve myself as much as I can, but it depends on the 
project. So, sometimes I do have the chance to do a lot of the 
restoration work, like editing a reconstruction, reconstructing or 
sometimes it’s just the image restoration, or even just a part of the 
image restoration. So, depending on the project, the budget and 
who’s participating, it’s different. For instance, if you’re going to do 
a very extensive editorial restoration, then you probably want to do 
that before you restore it. Because then you’re not restoring things 
that you won’t be using in the end. 
But yeah, sometimes it’s only adding titles. Intertitles, for instance, 
we do that at the end after the image restoration. So it’s really 
customized to each project. Each project is different.

For the reconstruction, I suppose there is some necessary 
research. Do you do this kind of research by yourself or is it the 
institution that provides you with the material you need to know 
how to do the restoration?
It’s usually a team effort. It’s very nice in terms of locating 
information, but, of course, also when decisions need to be made. 
Because you’re always going to find things that are unique to the 
film: problems, but also ethical considerations.
There are a few very clear red lines in digital restoration, like 
respecting the grain. But there are also a lot of gray areas such as 
projection cue marks. Some people leave them. Some people take 
them out. It depends. 

Usually, for instance, the splices need to be respected, but 
sometimes it’s very clear a splice has been made much later and 
not even in the original material. You’re working perhaps with a 
duplicate from the 60s in which they’ve made very weird splices 
that are obviously not original. 

So, yeah, even with a red line, sometimes there is some space, 
because the film and the object have a unique history. You really 
have to look at all those things. It’s a lot better to be able to 
discuss and decide that as a team. 
 

Working as an independent means that sometimes you can choose 
the projects. Do you have things you prefer to do or not? Did you 
ever have to decline a project for ethical or other reasons?
No, it hasn’t happened. I actually fall in love with every film I do, 
even if it’s the worst film ever, which none of them are. But I could 
imagine that if I would be hired to do a very commercial sort of 
restoration and they would want me to go too far; I would have 
a problem with that. I would really find that dilemma difficult, 
because I need to work, of course. (laughs) But it hasn’t happened 
yet.
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Some of the movies you worked on have been reshot on film. Do 
you also participate in this part of the process, to choose the 
emulsions for example?
No, and I don’t even think there is a lot of choice there. But I am 
not involved in that part. I sometimes do participate in the grading, 
which is usually done at the end at the lab when the digital master 
is made and it’s going to be printed back to negative. 

But for the grading you do come to the lab?
Yes. I was at Haghefilm, here in the Netherlands, this summer for 
the film Black Lightning. Sometimes, if it’s done in ColorLab in the 
US, I don’t go. But then I participate online. We get preview videos 
and then we can really look and say what we think. For instance, 
for Padlocked, a film we restored a couple of years ago, we did that. 
It was quite critical because the cinematography for the film was 
done by James Wong Howe, so it was very important. We needed to 
be extra careful that the grading would really do justice to the film. 

And how do you do the grading then for prints? How do you work 
with the lab to respect the colors you use?
The colors are mostly done by Robert Byrne. He uses references to 
be able to compare the original tinted nitrate with the reference 
to really be able to choose the right tone and color. And then 
that is translated to digital. We never apply color if we don’t have 
an original colored nitrate or color information. So, that’s one 
thing that we don’t do if we don’t have the authentic historical 
justification for it. 
 
You also give classes at the school Elías Querejeta Zine Eskola. In 
these classes, do you sometimes present your own work? How is it 
to be a teacher?
Well, I just started at the last end of last year. So, I did actually 
present one of the restorations that I participated in, Padlocked.  
But in February, I will be giving a seminar about ethics in digital 
restoration. So I’m looking forward to that. Yeah, of course, I will be 
using all the examples I can come up with from my own projects, 
and outside of that as well.
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You will also be presenting two of the projects you have worked 
on at the Netherlands Silent Film Festival: Jane’s Declaration 
of Independence and Soleil et ombre. Both restorations used 
prints that were shorter than the original version, but there is no 
information about the missing parts during the movie. 
Yes. When you add newly created intertitles to explain something 
is missing, that’s a very noticeable and “in your face” intervention. 
You only do that when it’s really necessary. In these two cases, you 
can follow the story perfectly. It makes sense. There’s nothing big 
missing.  

Sometimes, you miss a part, and the plot doesn’t make sense, or 
you’re missing a whole reel in which a lot of things happen. Then 
you do have to introduce the information in the most respectful 
way possible. But it’s quite an intervention. In Padlocked, for 
instance, there was probably a missing dance sequence. Then you 
might say “here we are probably missing a shot of a dance”. But it’s 
not so critical for the viewer to know that.

No, you already explain that at the beginning of the restoration. But 
if you do sometimes have to put the information during the film, 
what would be the reason?
In this western I was talking about, Sky High Corral, we did it 
because we had to. There’s a very nice source that we’re sometimes 
very lucky to find.  

The Dutch censorship office started in 1928, but some of the films 
were re-premiered after that time. So sometimes you do find a 
censorship dossier with a report saying whether the script is good 
for above 18 or not, or if a part has to be cut. So these are very 
nice reports, because they give a list of all the titles in the Dutch 
translation. So, that can be really, really practical if you’re missing 
information. And through that source we found the dossier for this 
film. We could see that we were missing a little part of the plot, 
and, as a result, it made less sense. Somebody shoved somebody, 
and it was a bit unclear what’s going on. So, fortunately, because of 
the research we knew and then we did add that explanation. So, it 
really depends.
 
For Jane’s Declaration of Independence new credits were created. 
When you do the credits again, do you do some research about 
actors or actresses who were not credited in the beginning, to 
provide the most information you can? 
Yeah, research is a very important part of any restoration, but it’s 
not a scientific research in itself. So, you use the research that is 
available, and you try to find out as much as you can about the 
original, so the final restoration will be as close as possible.  

But what the original is, that’s often also not so easy to define. If 
there are different national versions, you have to choose one. It 
should be like the film that people saw when it premiered. But that 
depends on the film itself and its history. Probably, if we are going 
to recreate the opening titles, we’re going to try to be as close as 
possible to what the credits would have been, or as they were. If 
we can find the information.
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If we find out how the original credits looked and, at the same 
time, that they contain a mistake, we still most likely would stick 
to the original credits. We remediate damage, but we don’t correct 
originals. 

At the beginning of every restored film, we add a statement of the 
restoration that contains all the relevant information. Briefly, of 
course, because you cannot do a whole book on it, but it contains 
the most critical information.
 
And how did you work for the color grading for Jane’s Declaration 
of Independence?
I didn’t participate in the grading of that one. It depends on the 
project, but I did mostly do the image restoration. Robert started, 
I believe, and then I finished it. It was a lot of work, because the 
print was in very rough shape. 

For Soleil et Ombre, I also didn’t participate in the grading. I did the 
image restoration. Robert Byrne and Céline Ruivo are the ones who 
did the restoration itself: all the research and decisions.
 
Jane’s declaration of Independence is now a movie of 20 minutes. 
How long did it take you to do the image restoration?
(laughs) So long! I’m not sure exactly, but it was like a whole 
summer. Not all the parts were as bad, but it was a lot of work. 
Very intensive, because it was in very bad shape. There were a lot 
of white stains that are probably from water damage or something 
else. But I only see the results in the digital version. 

The problem is that you can also do too much. At some point, 
you’re not making it better. You’re just making it worse. You don’t 
want to completely erase the history of the print. So it’s always 
looking for a balance between the object and its history, the 
content and the aesthetic experience of the film. Striking that 
balance is complicated sometimes. But on the other hand, the 
budget mostly doesn’t allow for working on a film for years, so 
that’s probably positive, because otherwise you can really do too 
much.

 
You mostly work on silent films, or do you also do some other kind 
of film restoration?
Until now, I’ve only worked with silent films in digital restoration. I 
love them, absolutely. But I would also love to be able to work and 
learn about other films. But the ethical principles should remain 
the same. 
 
Since you primarily work on silent films, would you say you do this 
kind of work mostly from the positives or negatives?
The prints are almost always positives. With silent film, very often 
you won’t have original materials. Sometimes you have copies of 
copies of copies and sometimes you do have a negative, but not 
an original negative. A duplicate negative made for preservation 
at some point. Sometimes, because of the budget or time, they’re 
tricky, because they introduce problems like a frame line that is 
low or that kind of thing.  

With silent film it’s a bit different because in other moments of 
film history maybe the problem is to choose exactly what elements 
you’re going to use because you have different possibilities to 
choose from. With silent film, very often it means doing the best 
with what you manage to find. Many of the films I worked on were 
considered lost. Padlocked, for instance. Then it’s a matter of doing 
the best you can with what’s left.
 
For Soleil et ombre there was a tinted print and a black and white 
print. Which one did you decide to work from? 
If I remember correctly, the main element that was used was the 
black and white Spanish print with the Spanish intertitles. And 
then I think there was an English language version that was not 
complete but was tinted.  

I wasn’t involved in that part of the restoration, but, as far as I 
know, we worked mostly with the black and white Spanish version. 
And later on when the image restoration was done, they added the 
colors following the original nitrate in English.
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Maria Fuentes:
Maria Fuentes is a film restorer based in the Netherlands. She has 
been involved in film preservation since 2009 and, as Fontibula, in 
digital restoration since 2017, incl. on restoration projects such as 
Padlocked and Foolish Wives. As part of her collaboration with the 
San Francisco Film Preserve, she has worked with many archives 
ranging from Eye Filmmuseum, the British Film Institute, the 
Library of Congress, the Cinémathèque française and MoMA. She 
also teaches film restoration at Elías Querejeta Zine Eskola in San 
Sebastian. 
 
 
 

Avril Guigue-Ortiz:
After studying history and film at Paris 8 University and ENSAV in 
Toulouse, Avril worked in several film-heritage institutions (Light 
Cone in Paris, Cineteca Nacional and Filmoteca UNAM in Mexico 
City). She has been an archivist at the Royal Belgian Film Archive 
for three years, and also collaborates with festivals and film-
promotion organizations as a programmer, jury member, or writer 
(La Jetée Mona, Cinewax, Decolonial Film Festival, FaitoDoc, FIFAM). 
She is completing a videography program at the Agnès Varda School 
in Brussels and has begun a research-creation PhD at Paris 8, with 
the aim of making her first film. 
 

Do you remember if you had difficulties during this restoration? 
Soleil et ombre was very special to me, in part because of the 
Spanish setting. But it was also the first film for which I did the 
complete image restoration. I worked on this film in 2018. So I had 
started doing digital restoration only a year before, and it was the 
first project for which I was going to do the whole process: from 
stabilization, cleaning, manual cleaning and everything. So that was 
very exciting to me.  

I do remember that we had very noticeable splices. And I remember 
asking “are you sure you want to keep them?” But we did keep 
them, and then I remember it being a blast, this journey.
 

By Avril Guigue-Ortiz:
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The creation of Chomón’s filmography and biography (initially 
thanks to Spanish historians like Juan-Gabriel Tharrats and Agustín 
Sánchez Vidal) from the 1980s onwards is not always based on 
facts but rather on assumptions and misunderstandings, and 
perhaps the implicit wish to prove the importance of Spanish 
cinema. Joan M. Minguet Batllori’s 2009 book Segundo de Chomón: 
The Cinema of Fascination (published in 2010 in English) is more 
critical and aims to discuss the ‘doubts and certainties’. 

More recent research into various papers such as the birth and 
marriage certificates, Pathé company papers and critical ‘reading’ 
of the films attributed to Chomón reveal the consequences of these 
mistakes and assumptions, that sometimes led to even further 
confusion. It seems that the moment has come to put all the clues 
together and re-assess what we know and what we have in the 
archives.  
 
This critical reflection process, explicitly at the center of Les 
milles et un visages de Segundo de Chomón (2019), is still ongoing 
on various fronts, thanks to further publications such as Julienne 
Mathieu’s profile on the Women Film Pioneers Project website 
by Mercedes Álvarez San Román, and the continuing joint effort 
of international film archivists led by Rosa Cardona and Mariona 
Bruzzo of the Filmoteca de Catalunya, to find, identify, restore and 
show the films that were presumed lost. At this point (as argued 
by Jean-Claude Seguin in Les milles et un visages…) we should ask 
ourselves which films appearing on his filmography were actually 
made by Chomón, who were his main collaborators, and what these 
new insights lead us to when all is taken into consideration.

CHOMON

Segundo de Chomón (1871-1929) is one of the most versatile film 
pioneers who does not always receive the recognition he deserves 
for his work. Until recently his career has been largely neglected, 
perhaps with the exception of books published mainly in Spanish, 
French and Italian, as if his work was only of local relevance. 

New international research done in the last decade, driven 
particularly by the attention around his 150th birthday (celebrated 
in 2021 under the name Chomón Year = Any Chomón) by the 
Filmoteca de Catalunya and the publication of the groundbreaking 
book Les milles et un visages de Segundo de Chomón by the 
Fondation Jérôme Seydoux-Pathé in 2019 force us to rethink what 
we know about him. 
 
 
 
 

DE CHOMÓN,AN ELUSIVE WIZARD
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Paris enquiring about the delivery and payments of some colorized 
films 

On another front, now that archival curators have spent many years 
watching and re-watching the Chomón films in their archives and 
at other events, it becomes easier to recognize recurring actors 
and actresses, such as the mysterious ‘Christian’ who appears 
both in Chomón’s French and Spanish films, France Mathieu 
(Julienne’s sister) who appears only in his Spanish films starting 
immediately after Julienne stops her work in front of the camera, 
and finally the recently uncovered continuous presence of Darenne 
Bennard, whose filmography so far only contained one film (Amour 
d’Esclave [1907]), unrelated to Chomón! As she was first recognized 
by Ivo Blom in October 2025 starring next to Mathieu in Les 
chrysanthèmes (1907), and consequently spotted in other Chomón 
films such as La Fée Printemps (1906) and La Flûte enchantée 
(1906), this is totally new information that needs to yet find its way 
into other sources. 

Whereas some earlier works written about Chomón (particularly in 
Spanish) are keen to picture him as a genius pioneer and inventor 
of all kinds of techniques (like the travelling shot), as Batllori hints, 
the bigger picture seems to be even more fascinating than simply 
a matter of who invented what and when. Over the years, Chomón 
emerges as someone who was capable of constantly reinventing 
himself and who contributed in multiple ways to the development 
of cinema. Although presumably brought to Paris by Pathé in 
1906 (perhaps to gradually replace Gaston Velle who was moving 
to Italy by the end of that year?) with the intention to compete 
with Méliès’s fantastical productions, Chomón would continue 
to develop himself on various fronts. His use of pyrotechnics, 
for example, is just as remarkable as his use of camera tricks. 
This line of work, which is already visible in his films since 1907, 

INNOVATION

 

 
 
 
 
 
 
For example, as Jacques Malthête states (in Les milles et un 
visages…), can we still accept the loose indicators that seem 
to have been used until relatively recently to attribute a film to 
Chomón? These were mainly: any early documentary footage 
shot in Spain, any early Pathé film containing camera tricks, any 
beautifully coloured Pathé short with an ornamental, belle-époque 
stage background and the facial recognition of his wife Julienne 
Mathieu among the interpreters. Clearly, these criteria fall apart 
when we realize that there were more cameramen working in Spain, 
there were others like Gaston Velle and André Wenzel working on 
trick films for Pathé, that most Pathé films were stencil colored, 
and not only those by Chomón. Clearly Mathieu also appeared in 
other directors’ films (even before Chomón came to Paris).  
 
Based on new documentation, Álvarez San Román even argues 
that Chomón and Mathieu had not yet met at the time of the birth 
of ‘their son’ Robert in 1897, who was formally acknowledged by 
Chomón as his son as late as in 1925! We can also conclude that 
Mathieu had been confused with another ‘Madame Chaumont’, 
when film history was still delivered mouth-to-mouth and the 
names were often misspelt, since Stéphanie Salmon found 
evidence in the Pathé archive pertaining to a film colorist called 
“Mrs. Georges Chaumont, owner of a coloring workshop in Houilles”. 
This is where it becomes evident that better knowledge regarding 
the career of Mathieu is essential to understanding and correcting 
Chomón’s life story. While Mathieu probably didn’t have much to do 
with film colorization, the indisputable fact is that Chomón himself 
worked to colorize Pathé films in Spain as early as 1902, given the 
presence of correspondence between him and the Pathé office in 

RESTORATION
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For a long time, I have been happily immersing myself in the 
wonderful world of Silent Film. I have been visiting NSFF for years 
now, and every year I find a hidden gem or a new insight about an 
existing one.  

My profession is the arts. I am a professional visual artist, (drag-
) performer and filmmaker. All across those different media, I am 
inspired by analogue media and silent film. You could call me the 
King of Nostalgia. You could, because I don’t.  

One cannot deny the time capsule quality of silent film, though I 
will be the first one to view it as a genre on its own. It is neither 
superior (or is it?) or inferior to ‘talkies’, but its visual qualities 
combined with musical accompaniment can move the viewer in 
its own special way, in a way that still holds up and is used by 
filmmakers today.  
 

MICHAEL

English title:	 Michael

Year:	 1924

Country:	 DE

Director:	 Carl Theodor Dreyer

Length:	 89 min

 

Cast: Walter Slezak, Benjamin Christensen, 

Nora Gregor

 

Digital copy: A movie from the collection of 

the Friedrich-Wilhelm-Murnau-Stiftung 

(www.murnau-stiftung.de) in Wiesbaden.

THE HOPE OF QUEER JOY

By Elif Rongen-Kaynakçi 

segues organically towards his job in special effects at the Torino 
based company Itala after 1912. Although no longer credited as the 
director, Chomón’s presence is crucial to some of the action based 
Italian films of pre-WWI, such as Il Padre (1912), Vittoria o morte! 
(1913), Cabiria (1914) and the subsequent Maciste films. During his 
career in Italy, it is clear that he finds himself at the very center 
of Italian film production and its world-famous diva’s, scoring 
international hits.  

Finally his return to France seems to be propelled by the pursuit of 
yet another experimental technological challenge; to capture the 
real colors on film. Following his partnership in Italy with the Swiss 
engineer Ernest Zollinger for the creation of a two-color method he 
seems to have been asked to go to France to work further on the 
Keller-Dorian color system (according to Tharrats); a move which 
brought him to the set of Napoléon (1927) directed by Abel Gance!

 
The presentation at NSFF 2026 is a show and tell of the above 
points, to summarize and cement the new info within the archival 
work and its public presentation. The lecture will include many 
clips and stills that help to debunk long-standing myths and 
also show how the corrections align with the greater frame of 
early cinema. The session is also interspersed with the surprise 
screening of a recently discovered film that is still under 
restoration at Eye, and the screening of Excursion dans la lune 
(1908) (Chomón’s remake of Méliès’ Voyage dans la lune from 1902), 
Escamillo a le ver solitaire (1912), Più forte di Sherlock Holmes 
(1913), concluding with the spectacular action film Vittoria o morte! 
(1913) starring the Odessa-born Italian stunt actress Berta Nelson! 
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What POC, women and queer people have in common is a certain 
level of invisibility within classical film. I am a long-standing 
member of the International Buster Keaton Society and will be the 
last person to deny the talents of Chaplin, Keaton, Lloyd, Langdon, 
Arbuckle, Laurel and Hardy. But among them walked other talents, 
talents who would have been forgotten because of their gender 
or the colour of their skin. Along Charlie Chaplin walked Mabel 
Normand. And along that one director who shall not be named 
who directed a particular landmark both in cinema and in racism 
which shall also not be named walked Oscar Micheaux and Alice 
Guy-Blaché. I am very glad that NSFF -along with other silent film 
festivals like Internationale Stummfilmtage Bonn, Hippfest and 
Il Cinema Ritrovato I might add- and the researchers it offers a 
platform are doing their work righting those wrongs.  

Is historical queer cinema invisible? Or is it just very good at 
disguising itself for prying eyes, as many queer people have had to 
learn? Let’s also consider the artistic perspective of it: the artist 
has an outsider’s perspective, often holding a mirror against the 
society in which they live. Historical queer roles are often linked 
to artistic professions, which makes sense: this was often an 
environment considered to be safer for queer people. They have 
more perspective fitting in, in an environment that is arguably 
already consisting of misfits. The word ‘queer’ itself just means 
‘strange’. A ‘geuzennaam’ [badge of honour], re-appropriated to 
harness power toward the people that have used it against us. We 
have learned to own what others have used against us, to wear it 
as armour.  

But what do we do when we step outside? We hide in plain sight. 
We, like all people, want to stay safe. 
Telling explicitly queer stories in silent film is tricky business, as 
is reflecting on it from a modern lens. Codes existed before an 
official code was implemented, and known modern codes may have 
changed over time, sometimes making it difficult to determine 
whether or not something is intentionally queer. Just as I use the 
past to reflect on the present, I want to use the present to reflect 

QUEER

I reflect upon the past, hold it up as a mirror in the present just 
to emphasise how much of what we believe to be the status quo 
is purely performative. When talking about drag, I always bring 
up silent film to illustrate how much of what we perceive as 
traditional masculinity is in fact always in flux. 

I watch silent films for many different reasons: the beautiful 
cinematic images, the haunting magic of the silver screen, the pure 
visual storytelling, which appeals to me especially as an artist, 
the beautiful faces of its stars, the tactility of the film itself, its 
impurities, the fashion and indeed, the window into a bygone era. 
Only a small portion of that could be considered ‘nostalgic’. Not to 
yuck the yum of my fellow silent movie goers, but I believe looking 
at this whole spectrum is a very healthy way to consider silent 
film. Because apart from the beautiful clothing, chivalrous manners 
and people actually looking at each other instead of their phones, 
I really don’t want to go back. Many inequalities we are faced with 
today were even worse a hundred years ago. I am very happy that 
NSFF has become a platform for historical filmmakers and actors of 
colour, who were often overlooked because of very obvious racism. 
But there are people far better equipped to reflect on that than me. 
I look at silent films from a female and queer perspective. 

NOSTALGIC
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Films like that are few and far between. And still, the relationship 
can only be read between the lines and is not treated in the 
same manner as heterosexual dynamics, which are made much 
more explicit. I would argue that the purely romantic attraction 
between the two male leads makes their relationship even more 
compelling than the more explicit heterosexual pairing within the 
film. However, a modern viewer will note that Michael and Claude 
Zoret never share an onscreen kiss, that tell-tale sign of a romantic 
relationship. This arguably didn’t happen until the 1927 Sovjet film 
Bed and Sofa (predating the American film Wings, which often gets 
that credit, by several months).  
 
 
 
 

A lot of these films also use the idea of a love triangle. A seemingly 
homosexual dynamic is blurred or even resolved by the promise 
of a heterosexual relationship. You can see this in films made way 
beyond the silent era. Was this always the intention? Was this just 
to ease the shock for general audiences? Was it acting within the 
limits of what was allowed? 
Even now, when queer people look at films, there is often the 
looming idea that this film was not made ‘for us’. But boy, do we 
rejoice whenever there is queer representation on the screen 

The dynamic of student and master is also used in that other silent 
queer milestone, Anders als die Andern (1919), which predated 
Michael by five years. Michael is the second in three landmark 
Weimar queer silent films, along with Sex in Chains (1928), which 
was released three years later. Going into the talkie era, there 
is another film you could add to that list, which is Mädchen in 
Uniform (1931), notable for its portrayal of specifically sapphic 
relationships. This film was created at the beginning of the Talkie 
era so technically not silent.  
 
 

LOVE TRIANGLE

on the past, trying to respect the previously stated nuances as 
much as possible.  

Michael (1924), which screens at this edition of NSFF, is one of 
those movies that does tell an obviously queer story. It centers 
around Claude Zoret, a master painter and his protege Eugène 
Michael, who he took in as his foster son, is his muse and model 
and also an aspiring painter. They travel to Algiers together and 
share the happiest time of their lives. They spend seemingly every 
day together and are often visited by Zoret’s friend, the journalist 
Charles Switt. One day the princess Zanikow asks Zoret to be 
painted. Michael helps Zoret with this. As her plan to marry the rich 
artist fails, she seduces Michael and the turmoil begins. 
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The main characters in Michael are very much less than perfect, 
with hints of manipulation and deceit. This also reflects on the 
concept of ‘queer coding’, which was more prevalent later in 
cinematic history and often made the ‘queer coded’ character some 
kind of villain. 

It is a challenge to stay sympathetic toward the character of 
Michael, though there is depth to him. Is he manipulative or is he 
- the younger character - the one being manipulated by both his 
lovers? Either way, it does not help poor Zoret and the narrative is 
ultimately not a happy one and uses one of the oldest queer tropes, 
which I will not elaborate on due to spoilers. It is also noted that 
Zoret and Michael are not the only obviously queer characters: 
Zoret’s friend, Charles Switt also reads as queer, something that is 
made more explicit later in the film.  

All the leading characters are clearly troubled. Love is not a cure-
all for everything, but a curse. Author Bang experienced life as 
a homosexual man in the late 19th century and he intentionally 
placed Zoret’s turmoil against the ‘beauty’ of heterosexual love. 
As an outsider looking in from the future, I would like to utter the 
hope of queer joy upon these characters. For them to choose based 
on who they are, not what is expected. For them to find their tribe 
and to live openly being themselves. 
 
 
 
As mentioned before, artistic circles have historically been more 
accepting toward queer people. The silent era had queer directors 
and queer actors, just like any other era of film. When reflecting 
on the works of queer directors with a modern lens, you may not 
find an explicitly queer narrative, but their identity might seep 
through in a different manner. Just to name a few examples: The 
first film director of ‘Mikaël’, Swedish director Mauritz Stiller, was 
a gay man. And even in 1916 he managed to adapt the homosexual 
themes of the book to the screen. He would later go on to work 
with bisexual icon Greta Garbo and allegedly gave Garbo her stage 
name. F.W. Murnau was a known homosexual, and the themes 

QUEER IN SILENT MOVIES

Though these common plot devices can be found in Michael, it is 
worth mentioning that the story is a book adaptation. ‘Mikaël’ was 
written by gay Danish writer Herman Bang and first released in 
1902. The story is about an older artists’ unhappy homosexual love 
for his bisexual student. It was based on Bang’s own experience 
of unrequited love with a young actor named Fritz Boesen. ‘The 
outsider’ appears in Bang’s works either as a man with homosexual 
tendencies or a spinster. Zoret is the outsider in this story, and 
the author intentionally places his loneliness against the backdrop 
of heterosexuality. Those themes also make it an obvious book 
adaptation for silent film, so much so that Michael was actually the 
book’s second film adaptation, after the Swedish film The Wings 
from 1916. Fellow Dane Carl Theodor Dreyer was an enthusiast of 
Bang’s work, and though he initially would have preferred to have 
adapted Bang’s novel Tine, he would later name ‘Mikaël’ as one of 
his most beloved works. 
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Actors and filmmakers experienced a so-called ‘glass closet’, 
where their queerness is visible to fellow creatives but not to the 
outside world. One actor who really knew how to use her fame 
and reputation to live a somewhat out in the open life was Alla 
Nazimova. She was known for apparently coining the phrase ‘sewing 
circle’ for queer Hollywood women. Among that list of women 
were icons like Marlene Dietrich, famous for her same-sex kiss 
in Morocco (1930). Nazimova had a lavender marriage (a marriage 
of convenience to conceal the sexuality of one or both partners) 
with fellow actor Charles Bryant. She also hosted elaborate queer-
friendly parties in her ‘garden of Alla’.  

 

Hollywood censored itself when Christian lobbies villainised film 
and ‘modern lifestyles’ by the Hayes codes in the 1920’s and ‘30’s, 
which spurred the birth of ‘Queer Coding’. In Weimar Germany, 
where Michael was produced, big cities like Berlin started to have 
a more accepting perspective toward queer people, at least in the 
upper classes. But the period was obviously wedged between two 
periods of war, inequality and turmoil.  

One does wonder what it was like for queer people in these 
regions a hundred years ago. Homosexuality as a concept was not 
criminalised in the Netherlands in the 19th and early 20th century, 
as long as you didn’t do it in public. 1911 saw the introduction of 
the morality legislation, (248bis) which forbade same-sex relations 
between minors (up to 21) and adults. It was spurred on by the 
Christian lobby who - sound familiar? - talked of homosexuals 
corrupting their youth. For the first time since 1811 it was 
possible to criminalise homosexuality. It also saw the increasing 
medicalisation of homosexuality, and scientific research coining it 
a mental illness. The Morals police was founded around the same 
time and often reinforced these rules by ‘naming and shaming’, 
outing people to their family, and registering people as potential 
sex offenders. But we always find a way. The research of Hirshfeld 
was gaining traction. Queer people would often meet in public 
places like parks and toilets, as it was often unsafe to meet at 

GLASS CLOSET

of loss, violence and sacrifice derive from him losing his partner 
in WW1. His films also often revolve around strange and lonely 
characters. Interestingly enough, Murnau also adapted a book by 
Herman Bang, 4 Devils (1928), though the film is considered to be 
lost. There are also recorded instances of queer female directors, 
for instance French director Germaine Dulac. Apart from being 
involved with both men and women (husband Louis-Albert Dulac 
and fellow filmmaker Marie-Anne Colson-Malleville) she was also 
an outspoken feminist. This can clearly be seen in many of her 
films, which may also be read as queer. 
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A Chinese poet who has lost his vision stars in the 1923 film Le 
voile du bonheur (The Veil of Happiness) directed by Édouard-Émile 
Violet and recently restored by the French National Center for 
Cinema (CNC). The film is based on a 1901 play written by French 
statesman Georges Clemenceau, who also wrote the film just a 
few years after leading France through the end of WWI and its 
aftermath during his second term as its Prime Minister from 1917-
1920. The cast consists entirely of non-professional Chinese actors, 
a rarity in European cinema of the era arising from Violet and 
Clemenceau’s deep appreciation of Chinese culture. 
 
 
 
 
 
 
 

LE VOILE DU BONHEUR

English title:	 The Veil of Happiness

Year:	 1923

Country:	 FR

Director:	 Édouard-Émile Violet

Length:	 52 min

 

Cast:

Sussie Wata, Shu Hou, Szi-Yen Lao

 

Digital copy: Eye Filmmuseum

By Lilia Scheerder

people’s homes. ‘Cruising’ as we now call it. And there must have 
been bars. And cinemas. Eindhoven knew many small cinemas 
scattered throughout the city. What would happen there when the 
lights were off? Would the queer Philips factory worker have found 
their tribe and experienced queer joy?  

Film is something that unites people. Reflecting on silent film 
makes me reflect on my own tribes and niches, queer and/or 
artistic. It reminds me of the need to share ideas, to share joy, to 
feel uplifted by your fellow humans as a human necessity. It stands 
in sheer contrast to the backlash that queer people are still faced 
with today, especially trans people and people of colour. Some of 
the struggles that we faced in the silent era may have faded, but 
some still sound eerily familiar. It reminds me that our fight is far 
from over. But hope, there is always hope and the joy of being 
ourselves. 
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Lotte Reiniger’s The Adventures of Prince Achmed is primarily 
referenced in early silent film history as the “first” animated feature 
film. While this is a misconception—two films by Argentinian 
Quirino Cristiani predate Achmed by several years—all predecessors 
are now lost media, leaving it with the title of oldest surviving 
animated feature film in the world, and indisputably the first from 
Europe. This 1999 restoration was based on a tinted nitrate copy 
from the BFI National Archive, uses the Desmet color method to 
emulate the original vibrant hues of the film, and has recreated the 
German intertitles from the original censor card. 

The story freely combines elements from One Thousand and One 
Nights, a source Reiniger chose out of an interest in depicting 
images unobtainable by her contemporary live-action film 
colleagues. Shot with an early version of a multiplane camera, 
the animation displays a remarkable complexity, accommodating 
morphing animals, transforming landscapes, and visualizations 
of magic that include often unsung but nonetheless spectacular 

DIE ABENTEUER DES 
PRINZEN ACHMED 

English title:	 The Adventures of Prince 

Achmed

Year:	 1926

Country:	 DE

Director:	 Lotte Reiniger

Length:	 66 min

 

Digital copy: British Film Institute

The blind poet’s world is tinted with prosperous yellows and 
greens; his belief in humanity is as wide as the starry night sky 
that makes up his vision, with a few scattered points of white light 
against darkness. The cosmic scene guides him in his tenderness 
towards a criminal, to a few traveling poets who visit him, and his 
friends and family throughout the film. Though, we soon find out 
how fragile the beauty of his world is when he is given a small vial 
holding the cure to his blindness, cautioned of what he might find 
by the prophet who gave it to him. Nonetheless, he regains his 
sight; through the icy blue hue of the sequence, he finds flower 
petals scattered across his chamber floor. They lead him to quietly 
discover a string of betrayals throughout his house, and the veil of 
happiness is torn. 

This restoration of Le Voile de Bonheur is unfortunately incomplete, 
as there was only a single remaining copy of the film to work with, 
but the tension between happiness and the truth remains brightly 
at the film’s core, regardless.

By Aidan Thomas
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the political issues of their times, Reiniger insisted on the visual 
opulence and impossible fantasy of the fairy tale. When prompted 
by experimental filmmaker Walter Ruttman to explain why she 
chose to make Achmed, of all of the pressing topics of the times, 
she said: “I’m here, living in the year 1923, and I have the chance to 
make this film, so naturally I’m going to do it. That’s all it has to do 
with the year 1923.”
 
Geraadpleegde werken 

Bendazzi, Giannalberto. “Quirino Cristiani, The Untold Story of Argentina’s PioneerAnimator.” 

Graffiti, 1984, https://www.awn.com/mag/issue1.4/articles/bendazzi1.4.html. 

 

Ernst Wasmuth A.G. “Lotte Reiniger’s Silhouettenfilm: Die Geschichte des PrinzenAchmed.”, 

1926,https://digitalcollections.oscars.org/digital/collection/p15759coll11/id/17097/. 

 

Speed, Louise. “Review of the Adventures of Prince Achmed.” Marvels & Tales, vol. 17, no.1, 

2003, pp. 181–183. JSTOR, http://www.jstor.org/stable/41389912.

By Micah Slater

light-based effects. Reiniger’s unique and distinctive style, full of 
whimsy and fantastical imagery, was born while she was working 
as a stagehand at the Theater of Max Reinhardt, producing shadow 
silhouettes of actors while working backstage. This eventually drew 
the attention of actor-director Paul Wegener, a formative figure in 
German expressionist cinema. She went on to produce six short 
comedy films before beginning the production of Prince Achmed, a 
three-year endeavor largely undertaken above Berlin financier Louis 
Hagen’s garage. 

The film opens in the court of an Arabian Caliph, where a sorcerer 
exhibits a magical flying horse to the awe and wonderment of 
the king and his subjects. Immediately Reiniger’s incredible visual 
acumen is apparent: backdropped by rich, vibrant color, the 
silhouette animation is ornate, detailed, and richly textured. The 
Princess Dinarzade, the Caliph’s daughter, is introduced in a gauzy 
palanquin, a standard of astonishing finery upheld throughout the 
film. Other visual effects were attained through the use of soap, 
wax, and string, including  clouds, moving water, and flowing 
fabric, seen in scenes such as a battle between Achmed and the 
antagonistic Sorcerer. Lights flash in the sky, bodies change shape, 
and arrows fly in a tense scene with remarkably lasting effects on 
audiences. 

While Reiniger originally failed to find a distributor in 1926, it 
is immediately apparent why, upon a single privately funded 
screening, the film exploded in popularity and enjoyed months-long 
runs in major European cities like Paris. Reiniger is quoted, on the 
topic of the seriousness of Achmed, as saying “animated films were 
supposed to make people roar with laughter, and nobody had dared 
entertain an audience with them for more than ten minutes.” It is 
remarkable, then, that in a bid for legitimizing animated feature 
films, as well as surrounded by members of the German avant-
garde who often felt that her talents ought to be directed towards 
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films stand out for their self-assured female perspective, non-
conformism, and the audacity and cheekiness of her characters. 
Porten and Franz Eckstein, her husband and frequent co-directer, 
often worked under the pseudonym of ‘Dr. R. Portegg’, and many 
of their films have been attributed to this mysterious fictional 
personage. Rosa Porten’s own achievements and her remarkable 
success story remain too little known even today. 

Mannekängen [De Mannequin] (SV, Mauritz Stiller, 1913, 5 min)
Digital copy kindly provided by Kino Lorber.
With Mannekängen we present a fragment of a film that may have 
never been completed or released in the first place. The unfinished 
film was almost completely destroyed in an archive fire in 1941. It 
is therefore quite the miracle that some footage of this film, which 
starred the revered Swedish comedienne Lili Ziedner, survives 
in the first place. The two very short fragments only make sense 
thanks to the film stills and explanatory titles that were added 
by contemporary film restorers. The surviving fragments are an 
invitation to think about what could have been but what is forever 
lost to film history. 

Bread (VS, Ida May Park, 1918, 18 min)
Digital copy kindly provided by Kino Lorber.
Ida May Park directs the charismatic Mary MacLaren (the star of 
Lois Weber’s masterpiece Shoes) in another devastating story of 
poverty and destitution. Bread was marketed by Universal as a 
‘sociological’ film and Park’s ‘feminine’ handling of the subject 
matter was stressed. Sadly, only one reel remains, but even its 
incomplete form the film’s emotional intelligence and sensitive 
performance stand out. Could this have been another great 
achievement of humanist cinema? 
? 

While we can still enjoy many silent film classics in their full 
glorious splendor, it is well-known that only a small number of 
films that were produced during the period survive today and many 
exist only in fragmented form: incomplete, re-edited, unidentified, 
missing grand opening scenes, key plot points, or gratifying final 
shots. The narratives of these films are now suspended in our 
imagination, likely never to be seen in complete form again. 
‘Neverending Stories’ puts a spotlight on these often invisible 
(because not easily ‘programmable’) yet beautiful, funny, charming 
and engaging bits and pieces of film that, despite their truncated 
form, brim with promise and potential. 

Frech gewagt ist halb gewonnen (DE, Rosa Porten, 1918–1919, 23 
min)
Digital copy kindly provided by Eye Filmmuseum.
The multitalented Rosa Porten was a prolific screenwriter, actress 
and director, who enjoyed considerable fame and success in the 
German silent film industry of the teens and twenties. Today, her 

NEVERENDING STORIES



4948

Pre-Code scandalous plot points, voyeurism, a missing Technicolor 
dream sequence, ‘The Orchid Lady of the Screen,’ and an Academy 
Award winning director, all come together in this over-budget 
Hollywood drama turned rom-com titled The Garden of Eden. The 
film was adapted from a short-lived Broadway play by the same 
name, which was originally adapted from the Viennese play, “Der 
Garten Eden.” Nearing the end of the Silent Film Era, director 
Lewis Milestone’s feature starring Corinne Griffith was released by 
United Artists in 1928, and made its way to theaters throughout the 
Netherlands later the same year. 
 
 
 
 
 

THE GARDEN OF EDEN

English title:	 The Garden of Eden

Year:	 1929

Country:	 USA

Director:	 Lewis Milestone

Length:	 80 min

 

Cast: Corinne Griffith, Louise Dresser, 

Lowell Sherman

Digital copy: San Francisco Film Preserve

Aïn-el-Ghezal. La fille de Carthage (TN, Albert Samama Chikli, 
1923–1924, 25 min)
Digital copy kindly provided by Cineteca di Bologna.
Only the opening reel remains of Aïn-el-Ghezal. La fille de 
Carthage, directed by Albert Samama, with a screenplay by and 
starring actress Haydee Chikli. A disfigured (shortened and re-
edited) version of the film circulated for many years, but a recent 
reconstruction based on the scenario and handwritten notes has 
recovered the marvels and wonders created by these Tunisian film 
pioneers. 

Nattens Datter [The Daughter of Darkness] (DK, Kay van der Aa 
Kühle, 1917, 20 min)
Digital copy kindly provided by Det Danske Filminstitut.
Emilie Sannom stars in a fragment of a film series centering on the 
escapades of ‘the daughter of darkness’, a popular series about a 
female detective and ‘underground mastermind’. Sannom was an 
actress and pioneering stunt performer who lived an emancipated 
and fearless life. Her life’s story came to an abrupt end when she 
died in a parachute stunt gone wrong.

By Anke Brouwers & Kate Saccone
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The film was produced six years before the introduction of the 
Hays Code in the United States (which created a censorship board 
for films made and released in the US), and it fits perfectly into its 
“Pre-Code” status with Griffith’s “indecent” scenes and the lesbian-
coded Madame Bauer (Maude George). These plot points and strong 
suggestions would have never made it to American audiences in the 
Hays Code era.

Motion Picture News, the American newspaper, in its April-June 
edition promoted the film with the tagline “A Modern Eve and her 
Twentieth Century Adam” and described the film as “Springtime 
romance, golden hours of love and sparkling kisses. Corinne was 
never more beautiful, more lovable, more gorgeously gowned. 
Come live this hour in ‘The Garden of Eden’ —you’ll be startled by 
its climax!” The climax sure did shock audiences, and even led to 
the film’s ending being completely cut by film censors in Montreal, 
leaving much to be desired by the Canadian audiences in 1928 –
you’ll see why!
 
This restoration of The Garden of Eden was done by the San 
Francisco Film Preserve, in conjunction with the George Eastman 
Museum, and the Library of Congress. One of the most tragic 
aspects of this restoration is a missing two-color Technicolor scene 
(yes, color!) that could not be found in any surviving prints of the 
film. The missing part of the film was a dream sequence that was 
played while Toni was asleep on the train on the way to Budapest. 
Some frames of the missing section exist today, but were not 
complete enough to be included in this restoration. Thankfully the 
plot does not suffer, and the film is enjoyable to modern audiences 
despite it.

By Sarah Smith

The film focuses on a woman, Toni LeBrun (Corinne Griffith), who 
leaves her aunt and uncle’s pretzel bakery in Vienna to pursue 
opera singing at what ends up being a seedy club in Budapest. 
Though she believes she is there to sing opera, she is actually there 
for the enjoyment of men, who are unamused by her singing, and 
more attracted to her bare legs. After an embarrassing moment on 
stage, she leaves the club promptly, joining the costume lady Rosa 
(Louise Dresser) on her vacation to the lavish Eden Hotel in Monte 
Carlo. Rosa reveals she has the money to pay for the stay, and 
claims Toni as her daughter, revealing that she isn’t who she thinks 
she is. At the hotel Toni finds herself wrapped into a romantic 
comedy, where Eve meets Adam!
 
Deemed as one of the most beautiful film actresses of her time, 
Corinne Griffith, known as The Orchid Lady of Screen because of 
her delicate features, was much more than an actress, she was 
also a successful businesswoman and executive producer. In 
1928 she teamed up with her husband Walter Morosco, who she 
produced the 1925 film Classified with, to form Corinne Griffith 
Productions to produce The Garden of Eden, though she returned 
to First National for her subsequent projects. This was the only 
project she worked with Lewis Milestone on.

Lewis Milestone was a Russian-American film director, producer, 
and screenwriter, most known for his two Academy Award winning 
films, Two Arabian Knights (1927), which won the very first Oscar for 
the ‘Best Director, Comedy’ category in 1929, and All Quiet on the 
Western Front in 1930, which won multiple awards that year. Being 
the first person to win two Oscars, Milestone is known as being an 
influential film director who excelled in anti-war pictures, as well 
as adapting literature to the screen. 
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Perhaps the most enduring motif in all literature, poetry and visual 
arts is the flower. Bursting with symbolism, they at once evoke 
fertility and reproduction, growth and rebirth, Mother Nature 
and the renewal of Spring. They represent a bridge between the 
material and the spiritual worlds, embody aesthetic beauty and 
gesture toward a divine or perfect design. 

In these films, flowers often function as gateways to other, 
enchanted realms. They emerge, bloom, and vanish before our eyes; 
are plucked, twirled and stuffed into vases; or undergo moments of 
metamorphosis, sometimes even transforming into babies. Thanks 
to the stencil-colouring techniques, their hues glow and flicker, 
seeming almost alive as they burst forth from the monochrome 
beneath. In Segundo de Chomón’s The Tulips, for instance, a floral 
arch becomes a literal portal, encasing the fantastical happenings 
that follow. Mystical female figures, recalling Persephone, 
Flora, or Titania, reappear throughout. The labour-intensive 
stencil techniques that produced these radiant colours were 

FANTASTIC FLOWERS

themselves deeply gendered: painstaking, tedious work carried out 
overwhelmingly by women, linking the femininity of flowers to the 
feminised labour that brought their on-screen magic to life.

These works also speak to the birth of cinema itself: to 
experimentation, to the playfulness of form and the shifting 
boundary between narrative and documentary impulses. Flowers 
grant the camera a plasticity, allowing for an experimentation that 
pushes the medium in multiple, magical directions.
 
Fantastic Flowers presents fifteen dazzling silent short films drawn 
from the collections of CINEMATEK Brussels, Filmarchiv Austria, 
and Eye Filmmuseum. Produced between 1906 and 1920 and rich 
in floral imagery, these works were meticulously tinted frame by 
frame using the Pathécolor method or related stencil processes, 
creating colours that still feel remarkably alive today.

The programme flows between documentary glimpses of the flower 
industry and playful formal experiments, including trick films, 
revealing the remarkable breadth of narrative and
non-narrative approaches explored during cinema’s early decades. 
Produced across northern Europe, primarily in France and the 
Netherlands, the films represent studios both renowned and lesser 
known: Gaumont and Pathé alongside Willy & Albert Mullens and 
Éclair Scientia. 
 
 

Their common thread is the extraordinary sophistication of their 
early colour work. Many employ intricate stencil-based tinting, 
and three are directed by Segundo de Chomón, one of the key 
innovators behind the Cinemacoloris process. These films trace the 
beginnings of a
century-long evolution in analogue colouring, from hand-tinting 
and stencilling to dye-transfer and early chromogenic systems, that 
shaped the look of twentieth-century cinema.
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Le chrysanthème, roi de l’automne (Chrysant, koning van de herfst), Éclair 
Scientia, FR 1914 (Filmarchiv Austria) 
A documentary ode to the chrysanthemum, Le chrysanthème, roi de 
l’automne, traces the flower’s commercial life. It opens with a close 
up of a man trimming the petals of four vibrantly yellow mums. Horse-
drawn carriages laden with towering flower arrangements leave the gates 
of Vilmorin, a French seed company founded in 1743, and deliver the 
chrysanthemums to a vast flower market. Inside the market, a woman in 
a ruffly, lace-accented dress emulating her surroundings, makes a careful 
selection from the abundance of chrysanthemums. In the film’s final shots, 
the woman deconstructs her own chrysanthemum arrangement, slowly 
rotating each flower to give the camera a close-up view of each blossom. 

Printemps fleuri (Bloeiende lente), Pathé, FR 1912 (Filmarchiv Austria & Eye 
Filmmuseum) 
A documentary ode to the chrysanthemum, Le chrysanthème, roi de 
l’automne, traces the flower’s commercial life. It opens with a close 
up of a man trimming the petals of four vibrantly yellow mums. Horse-
drawn carriages laden with towering flower arrangements leave the gates 
of Vilmorin, a French seed company founded in 1743, and deliver the 
chrysanthemums to a vast flower market. Inside the market, a woman in 
a ruffly, lace-accented dress emulating her surroundings, makes a careful 
selection from the abundance of chrysanthemums. In the film’s final shots, 
the woman deconstructs her own chrysanthemum arrangement, slowly 
rotating each flower to give the camera a close-up view of each blossom. 

Les tulipes (De tulpen), Segundo de Chomón, Pathé, FR 1907 (CINEMATEK & 
Eye Filmmuseum) 
De Chomón’s second film in the collection brings perhaps the most 
spectacular color work of the series. An array of magical figures, from giant 
horned heads to dance ensembles, emerge from an ornate golden base set 
under a flowered arch. Cyan, fuschia, and lemon yellow tints are on display 
as colored pillars of water and smoke burst out from the base. 

Les fleurs dans les jardins (De bloemen in de tuin), 1914 (Filmarchiv 
Austria)  
Organized into segments by flower type, this film depicts people walking 
through gardens and fields of flowers and blossoming trees. The striking 
tinting work demarcates the different planes on which the botany, radiating 
with color, and the humans observing it, mainly in black and white, exist. 
 
 

Restoring the fifteen films meant reconstructing the particular 
colour palettes of their moment, digitally re-animating them frame 
by frame to recapture the intensity that nitrate stock and early 
colour processes once projected onto the screen. Curated by 
Annike Kross and Elif Rongen-Kaynakçi (Eye Filmmuseum), Bruno 
Mestdagh (CINEMATEK), and Florian Wrobel
(Filmarchiv Austria), the project premiered at the 2025 edition of 
Il Cinema Ritrovato. Fantastic Flowers was made possible through 
a Joint Restoration Grant from the A Season of Classic Films 
programme of the Association des Cinémathèques Européennes 
(ACE).

Bonsoir — La Fée aux Fleurs (Goedenavond — De Bloemenfee), Gaumont, 
FR 1910 [?] (CINEMATEK) 
The series opener welcomes audiences by greeting them with a good 
evening! A woman in a drapey pink garment conjures the word ‘Bonsoir’ in 
flowered letters. The letters appear above her one at a time with the help 
of her magic wand. Each letter is written in a different bright colour. She 
playfully lobs a fallen flower to fill in the dot of the ‘i’ and takes a bow. 

Bloemenvelden Haarlem, Willy & Albert Mullens [?], NL 1909 (Eye 
Filmmuseum)  
Two women and a young child in Victorian dress stroll through a flower 
garden filled with yellow, pink and white flowers. The dark clothing of the 
women and the men they meet as they walk contrasts sharply with the 
vibrant tones of the flowers. 

Les chrysanthèmes (Chrysanten), Segundo de Chomón, Pathé, FR 1907 
(CINEMATEK)  
Les chrysanthèmes exemplifies Segundo de Chomón’s experimental 
approach to filmmaking. The film opens with two women in orientalist 
dress, to match the set design, emerging from behind ornate vases. It 
unfolds into a floral medley of optical illusions performed by the women. 
The trick film stars Julienne Mathieu, the prolific French actress of the 
silent screen, alongside an unknown actress. As spouses, Mathieu and de 
Chomón collaborated extensively from 1905 to 1909. 
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Fabrication des fleurs artificielles (Productie van kunstbloemen), Pathé, FR 
1911 (Eye Filmmuseum) 
Pathé’s coloured films represented the pinnacle of early cinematic craft, 
and by 1906 the brothers had already opened an office in Amsterdam to 
handle the sale, distribution, and later production of their films. Here we 
see something akin to an industrial film, yet produced by Pathé, revealing 
the wonders of modern mechanisation inside an artificial flower factory.
Towards the end, the iconic Pathé rooster is formed with petals.

 

Bonsoir - tableau fleuri (Goedenavond — Bloemenschilderij), 
Gaumont [?], FR 1906 (CINEMATEK) 
The film is bookended by the welcoming motif of “Bonsoir!”, this 
time conjured by two magician assistants across a tableau. They 
bow to the audience goodnight.

By Olwen Collins en Anna Sofia Neil

L’Après-midi d’une japonaise (De namiddag van een Japanse vrouw), 1920 
(Eye Filmmuseum) 
One of the latest films in the collection, L’Après-midi d’une japonaise offers 
a window into the daily life of an unnamed upper class Japanese woman. 
She takes tea in the garden, visits the ivory shop, wears an elaborate 
hairstyle, not unlike a European lady of similar social standing, as the 
intertitles point out. She spends her days outside, and once inside, she 
arranges flowers, bringing a bit of the garden into the home. 

The Beauty Thief, 1920 (Eye Filmmuseum) 
The hibiscus in Hawaii is said to steal its golden-pink hues from the sunset. 
We watch as the flowers magically unfurl, petal by petal, before our eyes, a 
marvel of early time-lapse photography technique. 

La fée printemps (De lentefee), Segundo de Chomón, Pathé, FR 1906 
(Filmarchiv Austria) 
In a snow-laden forest, a couple invites a wandering woman in from the 
cold. Upon her entrance she transforms into the goddess of Spring, bringing 
flowers to bloom and glorious multicolour to the black and white stock. 

Het Schoonste uit de Natuur (Nature’s Fairest), Gaumont, FR 1912 [?] (Eye 
Filmmuseum) 
Buttercup yellow, peach, violet and ochre: the sumptuous colours take 
centre stage in this gentle, observational film that floats around a 
springtime flower garden. Towards the end, a woman remarks, “I picked 
these beautiful flowers for all of you.” 

La culture du dahlia (Teelt van de dahlia), Pathé, FR 1911 (CINEMATEK) 
An instructional film in which a master gardener leads us through his 
process of cultivating dahlia plants, from tuber to bloom. Gradually, the 
filmic form shifts, drawing us into a hypnotic sequence of close-ups that 
reveal the subtle, distinctive shades of each variety: Dahlia pinnata, Dahlia 
coccinea, and others. 

Hollandse Tulpen en Klompen, 1920 (Eye Filmmuseum) 
The Dutch tulip season, running from late March to mid-May, is famed 
worldwide. This film offers an insider’s view of the meticulous process of 
picking and packing tulips for export around the globe. 
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