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March 19 The Mark of Zorro (1920)
April 9 The Peach Girl (1931)
May 14 Cyrano de Bergerac (1925)
June 25 Street Without End (1934)
Unitarian Church East Sydney
15 Francis Street East Sydney
Saturdays at 2pm
Live music with Kaine Hayward

Ticket price $20 per session



www.ozsilentfilmfestival.com.au T 0419 267 318

Accompanist: Kaine Hayward

Kaine is in demand as a piano accompanist and has worked as for companies including The Australian Ballet, The Paris
Opera Ballet, Sydney Dance Company and The Sydney Conservatorium of Music. As a singer, he has performed at both
The Sydney Opera House and Hamer Hall, performed lead roles for Opera Australia, toured internationally and maintains a
busy concert schedule.




DOUGLAS FAIRBANKS
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March 19 Saturday at 2pm

The Mark of Zorro (1920) USA 107minutes



“This revolutionary film changed the course of early Hollywood and the career of one of its greatest pioneers: Douglas
Fairbanks, Sr. The Mark of Zorro is a milestone in silent cinema because it was the first of the great action-adventure,
historic costume dramas, followed by other Fairbanks productions like Robin Hood, The Three Musketeers and The Iron
Mask, as well as several other popular ‘swashbuckling’ characters in between.

This golden era of the 1920s was also the best decade for Douglas Fairbanks, having started his acting career on Broadway
in the early 1900s and becoming an overnight success in his motion picture debut in 1915. Before long, he was already
writing stories and screenplays for his films, and then began producing them so that by 1919 he was already a firmly
established and highly respected Hollywood identity.

Inspired by Shakespeare and having written short stories and many magazine articles, Fairbanks quickly applied his talents
to writing the screenplay for The Mark of Zorro, adapting it from a short story entitled The Curse of Capistrano in a weekly

readers’ magazine of the time. Not only did this story appeal to him as a refreshing change from the light-hearted comedies
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he had been starring in until then, but it was also the perfect vehicle to showcase his athletic prowess and penchant for
doing his own stunts.

The Mark of Zorro features not only sweet, sentimental romance, tongue-in-cheek humour, sensitive drama and realistic
historic atmosphere, but also quite astonishing athletic feats by the nimble and agile Fairbanks in some of the most exciting
and surprising action sequences ever seen. It is perhaps made even more thrilling by the fact that there are no tricks or
special effects involved, and the viewer can clearly see that Fairbanks himself is in full control of the breathtaking action —
and in fact, of the entire movie.

Full of boundless energy and a perfectionist devoted to his creative work, Fairbanks employed the best professionals in all
areas pertaining to the making of a film, such as being taught by experts not just how to simply fence, but how to make a
sword fight look good on screen. Such action scenes were carefully choreographed to thrill audiences, which they certainly
did in 1920, and still pack a punch nearly 90 years later.

Apart from the breathtaking action sequences, another most appealing aspect of The Mark of Zorro is the masked
crusader’s alter-ego Don Diego, always bored and yawning, appearing weak, unmanly and even comical as he tries to
impress the beautiful Lolita with childish magic tricks with his oversized handkerchief. Little does Lolita know that this lazy
oaf is in fact the saviour of her family and indeed the entire community, who comes to woo her in his black disguise and
makes her swoon!

Fairbanks chose his crew well, electing Fred Niblo to direct The Mark of Zorro, who went on to direct Fairbanks in The Three
Musketeers a year later, then Rudolph Valentino in Blood and Sand, Ben Hur in 1925, and Greta Garbo in The Mysterious
Lady, to mention only his most successful accomplishments.

Niblo had been successfully directing films before The Mark of Zorro, and had married an Australian actress named Enid
Bennett. Born in York, near Perth, WA, in 1893, she began her acting career on stage in Sydney, before going to Hollywood
in 1918 after starring in two Australian films - Get-Rich-Quick Wallingford and Officer 666 - in 1916, both directed by Niblo
who was visiting from America.

Once established in Hollywood, Enid featured in over fifty films until 1941, but she is best remembered for her role as Maid
Marion in another Fairbanks adventure drama, Robin Hood in 1922.

Cast: Douglas Fairbanks, Sr, Marguerite De La Motte, Noah Beery
Director: Fred Niblo

Based on the short story ‘ The Curse’ “ Barbara Underwood
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April 9 Saturday at 2pm

The Peach Girl - (1931) China 94 minutes
Tao hua qi xue ji

English and Chinese subtitles
Chinese title: Peach Blossom Weeps Tears of Blood (#k{&3 M E2).
English title: The Peach Girl.

“Originally titled Peach Blossom Weeps Tears of Blood, this outstanding Chinese silent film represents the tender beauty
and depth of human emotions which characterize finest Asian cinema. Despite its age, and having been completed on the
eve of the Japanese invasion, The Peach Girl is as poetic, deeply moving and relevant today as it was eighty years ago,
due to the universal language of love and the obstacles it must overcome.

Written and directed by Bu Wancang, whose prolific and successful career continued into the 1960s in Hong Kong, The
Peach Girl also features some of the major movie stars of the period, such as Korean-born actor Jin Yan (also known as
Raymond King) and the beloved actress Ruan Lingyu (aka Lily Yuen). In fact, these two popular stars have been called the
Valentino and Garbo of Shanghai cinema, and starred together in several other films, such as Wild Flower (1930), Lian Ai
Yu Yi Wu (1931) and A Spray of Plum Blossoms (1931).

All these factors already guaranteed a successful production for the Lianhua Film Company, but the passing of time has
brought to light many more striking qualities of this beautiful film which continues to captivate audiences even today.



The universal and timeless theme of love, which is so delicately yet poignantly portrayed in The Peach Girl, is the first
winning quality to reach the audience’s hearts, especially since the couple in question already felt a bond between them
when they met as small children.

The Chinese peach tree is a symbol of love, sorrow and tears, the color of its blossoms said to be that of human tear drops,
and it is fitting that such a tree is planted as a sapling when ‘Miss Lim’ is born. Both girl and tree grow and blossom, as if
spiritually connected, and each reflects the other’s innocent charm and beauty.

It is this innocent charm of the country or peasant girl, Miss Lim, whose true inner beauty radiates far more brilliantly than
the rouge and make-up of city girls, that captures the heart of the wealthy landlady’s son. Thus begins this fateful story of
true love divided by social classes and challenged by disapproving parents and peers.

This theme is common in silent films from around the world, and many American and British films of the silent era depict a
couple’s worries over social expectations or their parents’ disapproval. Although times have changed greatly, audiences still
relate to the classic struggle of love to overcome all kinds of obstacles.

Beginning her film career in 1926 at the age of 16, she soon made a name for herself in the hugely successful 1929 film, A
Dream in the Old Capital. Ruan Lingyu worked with various creative and exciting young directors and writers, who praised
her ability to understand and convey their ideas and intentions. This led to many more critically acclaimed and also
commercially successful films, such as Wild Flowers (1930), Love and Duty (1931), Little Toys (1933) Goodbye Shanghai
(1934), New Woman (1934) and her best remembered film today, The Goddess (1934).

Sadly, the fate of the enchanting leading lady, Ruan Lingyu — or Lily Yuen — is as tragic as her on-screen counterpart, Miss
Lim — The Peach Girl. A victim of social class discrimination because she fell in love with the master of the house where her
mother worked as a housekeeper, she experienced further turmoil and anguish when her successful career led to all kinds
of vicious gossip in the tabloids. She went from one disasterous and damaging relationship to another, pushing her to
suicide by a barbiturate overdose not long before her 25" birthday. Shocked and stunned, many thousands attended the
funeral, and three women allegedly even committed suicide at this event.

So full of drama and tragedy was her short life, and her on-screen charisma so dynamic and unforgettable, that Hong Kong
director Stanley Kwan cast Maggie Cheung in The Actress (1991) telling the story of Ruan Lingyu. This performance won
her the Silver Bear at the Berlin Film Festival and several Hong Kong film awards.” Barbara Underwood
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May 14 Saturday at 2pm
Cyrano De Bergerac (1922) France 113 minutes
English subtitles

“ This very special yet rarely-seen classic of silent cinema with its exquisitely beautiful Pathe Stencil colouring is becoming
more widely known.

Edmond Rostand's famous play Cyrano de Bergerac was a triumph from the moment of its premiere on December 28, 1897,
and it has become the most popular play of the modern French theatre. In adapting Cyrano de Bergerac to the silent
cinema, director Augusto Genina retained the beloved poetic language of Rostand's original work, as well as the grandeur of
costume, setting and action.

The name of Cyrano de Bergerac has become a beloved symbol of generosity, magnanimity and beauty of soul, and this
wonderful silent classic under expert direction by Genina and sensitive, expressive acting by the lead roles touches the
heart of every audience. Set in Paris of 1640, Cyrano is a hero with wit, charm and poetic talent, yet his ridiculously long
nose makes him ugly and unappealing to women — in particular to Roxane, the woman he loves.

When Roxane believes she loves another soldier of the Royal Guard who has only a handsome face to his credit, Cyrano
assists the helpless suitor in winning Roxane by writing beautiful and soul-stirring love letters on his behalf. In so doing,
Roxane comes to love the soul of the person who wrote the letters, which proves once again that one cannot judge a book
by its cover. But will Cyrano finally admit that he was the writer of those letters?

In retaining the flavour and atmosphere of the original play, Cyrano de Bergerac has more title cards to read than the
average silent film, but then again, this is no average silent film! It took three years to complete the painstaking Pathe
Stencil Color process which involves the cutting of stencils by hand so that each frame of the film can be coloured by a
process similar to silk-screening.

The result is a soft pastel-like watercolour effect, rather than the true-to-life colours of modern films, yet this softness of hues
matches perfectly the setting of 17" century France with its glorious costumes and eloquent speech, and is also reminiscent
of classic paintings of the period.

Attempts to produce colour film began almost as soon as film itself was invented, just as attempts to synchronize sound with
moving pictures was already attempted in the last years of the 19" century. From 1904 onwards, various techniques were
employed to experiment with colour, often using hand-painted methods, but also using coloured filters, namely red and
green.

Some of the successful silent films using the red and green filter system (called Technicolor) which was in use from around
1916 are The Toll of the Sea (1922) and The Black Pirate (1926), and famous scenes from Cecil B DeMille’s The Ten
Commandments (1923) and the masquerade ball scene in The Phantom of the Opera (1925), while Cyrano de Bergerac
stands out as a prime example of the even more laborious Pathe Stencil Color process.

The three-colour Technicolor system we use today was introduced in 1932, but the airy and somewhat magical quality of
earlier colour processes retains a special charm and appeal even — or especially! - in today’s times.

Cast:Pierre Magnier, Linda Moglie, Alex Bernard, Gemma De Sanctis, Angelo Ferrari
Directed by: Augusto Genina

Adapted by Mario Camerini from the play by Edmond Rostand

Pathe Stencil Color by Mme. Thullier “  Barbara Underwood

11



ﬂJl

1ok

Cyran(n
eroeraad

12



June 25 Saturday at 2pm
Street Without End (1934) Japan 88 minutes

Kagirinaki hodo

Director Mikio Naruse English and Japanese subtitles

“ Mikio Naruse is a director that more of us probably know by name rather than by his work. He was an artist whose
specialty was what was termed the "woman's picture." Like Douglas Sirk in the U.S., Naruse made movies that, for the most
part, focused on family drama with a female center. Many of his films were emotional tales that explored the unique struggle
of women in Japanese society--particularly those who lived on the fringe, either economically or socially, or sometimes both,
one dictating the other. This peek into his earliest work confirms that these were issues he was concerned with from pretty
much the get-go, though the core ideas would be ones that would develop over time, along with his style.

His last silent film was based on a popular novel by Komatsu Kitamura, and the screenplay was adapted by Tomizo lkeda.
Like the film that preceded it, Street Without End also relies on the plot device of an automobile accident, though this time
coming early in the movie to set up where the rest of the story will go. Setsuko Shinobu stars as Sugiko, a waitress in a
diner who, at the time she is hit by the car, is trying to decide between marrying her boyfriend (lchiro Yuki), who will be going
against his family to be with her, or to take an offer to become a film actress. Her head is in the clouds of these possible
scenarios when Yamanouchi's car careens into her. The handsome, moneyed bachelor (Hikaru Yamanouchi) quickly spirits
her away, leading to her losing both the marriage and job offers, but replacing it with something else.

Street Without End, in a way, is a rags-to-riches-to-rags tale for the bulk of its characters. Sugiko's marriage to Yamanouchi
isn't a good one: he also is going against his family, and his busybody mother and sister (Fumiko Katsuragi and Nobuko
Wakaba) refuse to be pleasant about his "selfishness." At the same time, one of Sugiko's friends (Chiyoko Katori) takes the
opportunity her pal missed, and she takes along her own boyfriend (Shinichi Himori), a painter, getting him a job in the
movie studio art department after she signs on as an actress. These choices bring consequences, too. Nothing overly
terrible, but things were easier, more comfortable, back at the tea shop. Naruse is probing his characters, pushing them to
ask themselves what it is they want versus what it is they have. He is also critiquing the strict adherence to tradition and how
it leads to disappointment and class resentment.

Naruse has all but removed the overtly demonstrative camera moves by the time of Street Without End, settling into a far
more considered approach for how he puts his scenes together. Watching Silent Naruse front to back, you can see his style
become more and more grounded. The events themselves pack enough punch, to bang the audience over the head with
visual histrionics would only undermine the truth and humanity at the heart of the script. The actors show restraint, as well,
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preferring a quiet manner and subtle gesture to the big expressions that most people (unfairly) think of when they think of
silent cinema.” DVD Talk.com

“‘Mikio Naruse’s final silent film is a gloriously rich portrait of a waitress, Sugiko, whose life, despite a host of male admirers
and even some intrigued movie talent scouts, ends up taking a suffocatingly domestic turn after a wealthy businessman
accidentally hits her with his car. Featuring vividly drawn characters and bold political commentary, Street Without End is the
grandly entertaining silent melodrama with which Naruse arrived at the brink of the sound era.” Criterion

“Street Without End is finely rendered, multilayered melodrama. With the story of Sugiko, a hostess who forgoes the
possibility of fame and fortune as a movie star only to end up in a dismal marriage to a well-to-do but feeble man living at the
mercy of a domineering mother and sister, Naruse lays bare the chaos that can lead to major decisions about life and
love. And he makes room for some of his most forthright commentary on the restrictiveness of conventional
Japanese family life: when Sugiko’s rational younger brother tries to dissuade her from marrying, he asks, “Think you’ll be
happy as a bourgeois housewife?” There’s even an uncommonly direct intertitle in the film that declares, “Even today,
feudalistic notions of ‘family’ crush the pure love of young people in Japan.”

The film isn’t all gloom and doom, however. Sugiko and her husband start out happily in love (their courtship includes taking
in a movie, Ernst Lubitsch’s Maurice Chevalier—starring musical comedy The Smiling Lieutenant—an indication of the great
influence Hollywood cinema had on Japanese directors of the period). Its perfectly practical take on modern life is sobering,
but its indomitable go-it-alone spirit is inspiring, and it culminates in an extraordinary melancholy slow fade on its heroine,
unsure where happiness lies.” Michael Koresky

“Considering Naruse once said “from the earliest age, | have thought that the world we live in betrays us”, it's obvious that
his pessimistic worldview wasn’t what Japan wanted to export. Naruse became an exemplifier of “mono no aware”, which
can be roughly translated as being aware of the transience of things and showing a gentle sadness at their passing. His
dryly melancholic films were bookended by the Great Depression and the entire WWII experience, leading to the Cold War,
which meant that watching them would be much like rubbing salt on a proverbial wound.

14



Up until now, due to the mentioned emotional content and studio policies, Naruse’s films have remained Japanese cinema’s
best kept secret and other than the random, traveling retrospective of his work, it had been quite tough to get access to his
films if you lived in the American continent.

By 1934 sound cinema was pretty much the standard and we even see the main characters in Street Without End attend a
“talkie”. Said characters are a poor waitress (Setsuko Shinobu) and the rich man (Hikaru Yamnouchi) who accidentally hits
her his car and then falls in love with her. Their rushed courtship ends in marriage and the young waitress soon learns that
class differences aren’t solved by things like love (one of the title cards even calls Japan’s class system “feudalistic”). The
film maturely deals with social issues that might've been too harsh for the era but Naruse expresses them through careful
compositions and visual metaphors: a title card announcing the couple’s marriage is followed by the image of two birds
caught inside a cage.

The richness of the title cards in this film proves that Naruse’s art would thrive with the arrival of sound dialogs and later in
his career he would use sound cues, particularly music and narration, to express emotions he’d struggled suggesting with

the camera. Street Without End was his last silent film and makes for a perfect closing volume to this crash course of early
Japanese cinema.” Popmatters.co
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AUSTRALIA’S
silent film

FESTIVAL®

We acknowledge the invaluable and generous support from the renowned David Shepard, Michael Spicer
and the Sydney Unitarian Church, Film Preservation and Associates and Blackhawk Films, Lobster Films,
Jeff Masino, Flicker Alley and the sublime flair and talents of Stephanie Khoo.

Please visit and read about your favourite silent film with the superb reviews at Amazon
by the Festival’s tireless supporter,

Barbara Underwood, whose notes grace many of these pages.
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