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Interview #1: June 20, 2007 
[Begin Audio File 1 06-20-2007.mp3] 

01-00:00:07 
Rigelhaupt: To begin, I’d like to ask you if you can recall your first visit to SFMOMA. 

01-00:00:21 
Kramer: First visit? I don’t recall it. I came to the Bay Area to live between Christmas 

and New Years, 1966, so just about the beginning of ’67. I don’t know, maybe 
I visited the museum in ’67; I have no recollection. I familiarized myself with 
institutions and things, as you do when you move to a new place. So I have no 
recollection of the first visit, whether it was a casual walk into a museum, see 
what’s going on, or whether there was a particular exhibition. I’m sorry, I 
don’t remember. 

Rigelhaupt: Well, what do you recall about the museum in the late sixties, at its location at 
Van Ness and McAllister? 

01-00:01:31    
Kramer: Other than it was in that building, I certainly didn’t become familiar with that 

building until I started working in it. I must have gone there before I started 
working there, because I knew some people who worked there. I might’ve met 
them outside of the museum, but I suspect I also met them there. 

Rigelhaupt: Well, could you discuss how you began your work at SFMOMA? 

01-00:02:10 
Kramer: I was offered a job. [laughs] I hadn’t thought of it at all. I got a call. I believe 

it was from Bob Whyte, who was head of the education department at that 
time. This would’ve been somewhere around 1970. I had recently left a 
position at Canyon Cinema Filmmakers’ Cooperative, where I had been 
manager. I had decided I should do something else, but I didn’t have anything 
else in mind. I just resigned from that position and was looking to see what 
my next career would be. Out of the blue, Bob called me and asked if I would 
be interested in working at the museum, to do a film program there. They had 
an irregular film program, which Bob, in terms of the education department, 
and a committee of members—Some of them might’ve been trustees, or just 
other members who had an interest. My recollection is that there was some 
difficulty working with a committee approach to doing this, many of the 
members of the committee being volunteers. So it had an irregularity to it. I 
think Bob had enough on his plate, with the normal duties of the education 
department, that prevented him from doing it all by himself. So they must’ve 
talked and come up with the idea, well, maybe they could get a dedicated 
person to work and just do that, and relieve everybody else of the 
responsibility. So when they called me, I met with them, and we mutually 
agreed that I would give it a try. That’s how it happened. 
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Rigelhaupt: Do you recall some of your primary goals as you began curating film at 
SFMOMA? 

01-00:04:53 
Kramer: I don’t recall anything specific at the time. I had done some sort of 

cinémathèque kind of programming before, different places, different times. 
But the previous years, I had been specializing, because of my job at Canyon 
Cinema, in the avant-garde. Some people at that time called them 
underground movies; some people called them experimental; some people 
called them avant-garde; new American cinema. I mean, a lot of different 
titles to try to explain what was going on. But let’s just say it was out of the 
mainstream of either Hollywood productions, or even internationally, the 
dramatic fictional feature film that went into your local theatres. I recall that 
this offered me an opportunity to do a more diverse and broader kind of 
programming for the public. I would continue to bring the avant-garde films, 
but I could mix it up with cinema from any country, any period, to the degree 
the prints were available to me. And budget. So it was fun for me to think of 
another way of programming. 

Rigelhaupt: As you began, what was your relationship like with other museum staff, 
curators and either the director or associate director? 

01-00:06:58 
Kramer: Of course, ultimately, I was hired by the director. But I don’t even remember 

what sort of reporting I had. I was by myself. I wasn’t in a department. I was 
part-time, I think. This was the only thing I did. I didn’t have to really 
participate in museum affairs. I didn’t have a department. I had a desk in a 
large room where a lot of other people worked. I wasn’t really a curator. I 
don’t know what they called me. Do the records indicate what they called me? 
What was I? 

Rigelhaupt: Film curator. 

01-00:07:49 
Kramer: Oh. I wasn’t sure whether I actually had that title. But it was so specific. And 

it was a really very small exhibition, in terms of the main exhibition work of 
the museum. So I was an added person with that duty. I got to know people, of 
course, and enjoy the staff. The librarian, the other curators, the administrative 
people. It was, on the whole, a nice group of people to work with. But no one 
really told me what to do. It was, “Stay within a budget, build an audience, 
find ways to promote it.” That was my bailiwick. I was given a lot of freedom 
to do what I thought could be done there. 

Rigelhaupt: Was there a sense that film, as a medium, was still—I don’t know if 
“experimental” is the right word, but not fitting in with their traditional 
painting and sculpture, modern art, per se. 
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01-00:09:37 
Kramer: Well, I could answer that two ways. I think the thing that intrigued me about 

SFMOMA—and I actually think it was very much in the mind of Bob 
Whyte—was the particular history that SFMOMA had. Long before I got 
there, long before I—Well, not so long, but long enough before I moved to the 
Bay Area. That was the Art in Cinema program that SFMOMA had created, 
under the museum directorship [in collaboration with] Frank Stauffacher. That 
began in the forties, and continued until his death in the fifties. I’m trying to 
remember when he died [1955]. Mid-fifties or thereabout. It’s written down 
somewhere, but I can’t remember the exact date. So you might say it’s a short 
period of time in that museum’s history, but a very significant period. First, to 
have the director of the museum [Dr. Grace L. McCann Morley, 1935-1958] 
develop a very important film exhibition program in a museum at that time 
was quite extraordinary. The only other museum in the United States that 
would be comparable—although on a different scale, certainly—was the 
Museum of Modern Art in New York. You could say that SFMOMA was a 
pioneer in North America, in terms of bringing film in as an artistic medium, 
within the overall museum exhibition. So Stauffacher saw it as perfectly 
obvious. He understood the importance of film in the twentieth century, that it 
was legitimate museum exhibition or activity, that it was part of modern or 
contemporary art.  

Film is also populist, of course, and it’s entertainment. But he was already 
convinced that there were artists working in film, whether they were working 
in the industry or independently. And he himself was a filmmaker. So the Art 
in Cinema program, as it came to be called, was not exclusive in any one area 
of filmmaking. It was very broad. It was international. It included the so-
called experimental, it included Disney. It ran the gamut. In addition to 
exhibiting, Stauffacher was a very active supporter of the local filmmakers. 
He gave them assistance—with equipment, encouragement, even worked on 
their films. So it went beyond just saying, “We’re going to have film shown in 
the museum.” It was a real engagement with the artistic community who were 
exploring this language. Who knows, if he hadn’t passed away, it might’ve 
continued and grown. Because he had a real vision. He made an enormous 
impact. Especially on local filmmakers. People like James Broughton and 
Sidney Peterson. And even a young Kenneth Anger. And Hans Richter, 
famous artist, worked with him.  

01-00:14:04 So back to your original question, I knew something of this history. Not all of 
it, but I knew of it. Anybody in my field would’ve known about it. When I 
went there, I thought, “Well, there’s a tradition here. My job is to revive that, 
in a regular way.” In other words, think of this as a continuation of what 
SFMOMA stood for, Art in Cinema. I might do it differently, but I think that’s 
the way I saw it. I thought that it was perfectly appropriate to include film in a 
modern museum of art.  
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Rigelhaupt: Were you able to build the film program in a similar way that you’ve 
explained Frank doing it? In the sense that— 

01-00:15:12 
Kramer: Oh, I wouldn’t compare myself to him. I was able to build an audience, a 

considerable audience. It took a little while, but it did grow. They came back. 
So I think that was successful. I was able to get more and more films from 
more sources. It was a good time for doing that. It was a good time for going 
to international cinema. There were audiences out there eager to discover the 
history of cinema, but eager to go beyond American cinema, see things that 
were maybe not appearing in our local theaters, even our art theaters; to meet 
filmmakers; to have discussions. I was very rewarded personally by the 
response. But there is always some—[chuckles] there still is today—some 
resistance, often, in museums. You know, just how significant is the film 
program? There is also a kind of assumption—I remember when I first started 
at SFMOMA, there was an expression by, I think, committee members, that I 
might be—What’s the expression? Oh, there’s a museum expression. [pause] 
An “earned-income source.” I think that’s what—“Earned income.” Which is 
admissions. Your restaurant is “earned income,” your bookstore’s “earned 
income,” theoretically. But people don’t generally see the painting shows as 
really “earned income,” even if there’s an admission. I think there was the 
general assumption, “Well, people will come to film, they’ll pay money. It 
will not only pay for itself, but it’ll earn income.” I tried to, at the very 
beginning, [laughs] dispel everyone. I said, “If you do it right, it’ll be very 
much like any other exhibition. You either budget for it, you fundraise for it. 
Yes, people will come, and they will pay admission; but it’s not—If it’s done 
right and seriously, [chuckles] it’s not like the restaurant or the bookstore. 
There isn’t really a profit margin. [laughs] And I was right. Or let’s just say, I 
didn’t make money. I think I stayed within the budget. 

Rigelhaupt: Were you able to build ties with local filmmakers, as well? 

01-00:18:22 
Kramer: I already had a lot of ties, because of my previous work at Canyon, so I knew 

the community of artists who were working in film, but I met other 
filmmakers. Because I was working with international programming, I came 
to meet visiting filmmakers who came with films. I worked with consulates 
and cultural organizations, like the Goethe Institute. They’re semi-
government. They often proposed and underwrote traveling packages of films 
from their country, and sometimes filmmakers came. So a whole new world 
opened when I started going for international films. Contemporary films, 
especially. But I was also showing classics. There were a lot of film 
distributors in those days from whom you could get a really broad range of 
classic films. I showed silent films. I didn’t have to rent a piano, there was a 
piano there. I brought a local pianist who knew how to accompany silent 
films. So we had early films with live accompaniment, and we had very 
contemporary films, and the whole range in between.  
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Rigelhaupt: Do you recall other local filmmakers that you worked with in those years? 

01-00:20:27 
Kramer: It’s sort of the list of people I knew through Canyon, I guess. There are a lot. 

People like Bruce Baillie and Robert Nelson and Bruce Conner, who’s of 
course, an artist who exhibits in galleries, as well, in addition to being a 
filmmaker. James Broughton, I mentioned; Sidney Peterson, I mentioned. 
Sidney had relocated back east, but he had very strong Bay Area connections. 
In fact, I did a program reviving Stauffacher’s Art in Cinema, and people, the 
filmmakers who were still around came and did a little exhibit in the sort of 
area before you entered the rotunda. We used the big sculpture rotunda for 
showing films; it was the public auditorium. It’s not the best place to screen 
films, but that was the place. There was a projection booth way, way, way up 
high, almost under the dome. And there was a screen. So it was a big space. 
But you know, Lenny Lipton was another local filmmaker; Will Hindle; Larry 
Jordan. There’s so many. I’m sure I’m leaving out very obvious names. There 
were a lot of documentary filmmakers in the area. I was showing their films, 
as well. 

Rigelhaupt: Could you describe the program reviving Art in Cinema, how that exhibition 
was displayed? And what you tried to capture about the museum’s history. 

01-00:22:43 
Kramer: When I moved into my desk, which was in this large room, I didn’t have my 

own office, I was sharing a space. I think it was Bob Whyte. I’m pretty sure it 
was him. He said, “We have some files in the education department.” They 
weren’t in the library. There was a library, but my recollection is they weren’t 
in the library. It was kind of a file cabinet about that high. Two drawers, I 
think. Maybe more, but I think it was a two-drawer metal file cabinet. And he 
said, “You might be interested. These are the files from Stauffacher’s Art in 
Cinema.” I said, “You have those files?” He said, “Yeah.” So he moved them, 
or they moved them into my area, and I started reading the files. I was 
absolutely fascinated. Not only were there original programs—inexpensive 
fliers, kind of done on a mimeograph or something like that, very low-tech—
but there was the correspondence. Ordinary and very specific correspondence. 
I just read the correspondence, looked at the programs. It was a wonderful 
history. Certainly not complete, but it’s quite amazing. I somehow got 
permission to get some vitrines, and I put original documents in the vitrines so 
people could read them. A sample program, a letter, to a famous artist like 
Maya Deren; copies of the original Art in Cinema book. It was hardly an 
artistic exhibition, it was just very minimal. I must’ve found some posters and 
still photographs. I can’t remember; I might’ve had those on a wall or 
something like that. But I did some programs just taken from there. You 
know, that film goes with this film, with this film, so and so forth. Used his 
program notes to give a sense of history.  

Rigelhaupt: So did that exhibition run a number of nights, or was it over a weekend? 
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01-00:25:31 
Kramer: I don’t remember. I didn’t do very many programs. In fact, because I haven’t 

looked at my programs in so long, I wouldn’t recognize them if I saw them. I 
have this recollection I may’ve begun with one night a week. Or was it less? I 
might have increased. But I didn’t have, like every night or multiple nights. It 
had to be when the museum was open at night, I think, because of security and 
guards. I don’t even remember whether I did any weekend matinees. It’s 
embarrassing; I don’t remember. I have a feeling I increased the number of 
films. It is my nature. I have a feeling I might’ve done that. But in the 
beginning, I had very set show times, days, things like that. 

Rigelhaupt: Some of the Bay Area filmmakers you were working with that you mentioned, 
could you describe their work and what attracted you to it, in wanting to both 
show it. 

01-00:26:50 
Kramer: That doesn’t really have anything to do with SFMOMA. That goes way back, 

before SFMOMA. 

Rigelhaupt: That’s okay. In a sense, you did bring it into the museum. 

01-00:27:01 
Kramer: Well, it had been in the museum under Stauffacher, what existed then; I 

brought it back into the museum. It’s quite possible there had been some 
screenings in between. As I said, there was a kind of on and off again, 
irregular program. I couldn’t recall. But are you interviewing Bob Whyte? 

Rigelhaupt: I’m not sure if he’s on my list, but there’s other interviewers working. 

01-00:27:29 
Kramer: Because he was there a long time, so he could fill in those gaps, because he 

did excellent educational programs. So he might have done. It’s quite 
possible. But since that was an area of specialty for me for many years prior, it 
was sort of natural for me to continue. The films by these filmmakers were as 
different as the filmmakers themselves. Nobody did the same thing. I would 
say the common element uniting them was that they were using film language 
differently than what we refer to sometimes as the commercial entertainment 
film industry. It’s not that they didn’t tell stories sometimes, but they moved 
from abstraction to narrative. But their narratives, when they did them, would 
have a very different structure, not necessarily linear. But they were exploring 
many different ways to make film than the traditional entertainment film. 
They could be entertaining; but they could also be, in many ways, closer to 
contemporary painting. More formally focused. Rigorous composition, 
lighting. As I say, moving in a more abstract way. Or they could be surreal, 
dreamlike films. Psychodramas, personal films. They could be documentary, 
very naturalistic in look, with a social message. It was all over the place. For 
financial reasons, certainly, as well as maybe out of choice, many of the films 
were short. There were some long films, but the majority of films kept to the 
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short—you know, were under sixty minutes. Many, fifteen, twenty minutes. 
But there was an economical—They were mostly working in 16mm, not 35. 
[pause] And they might be silent, by choice; or they might have sound.  

Rigelhaupt: Well, later, I’ll let you look at some of—I have the list of films that were 
there. And see if any stand out, that you recall. 

01-00:30:56 
Kramer: That I might have programmed? I’ll try. 

Rigelhaupt: I’m trying to understand logistically, how the film program related to the 
education department.  

01-00:31:10 
Kramer: In the beginning, I think they were one. But when I was hired, I worked 

separately. My recollection—and again, you have to check with Bob—is that 
the education department did a lot with children. Museums generally have 
programs for young people. I think they might’ve concentrated a lot in that, 
the activities of teaching children to appreciate art, and how to look at 
museum works. Then classes and things like that. I don’t remember what else. 
I think film was probably used within that. I did my thing, Bob did his. 

Rigelhaupt: What was your relationship with the director? 

01-00:32:24  
Kramer: Well, the directorship changed. When I was hired, Gerry—What’s his last 

name? Oh, God, I’m terrible. 

Rigelhaupt: Nordland. 

01-00:32:32 
Kramer: He was director. He hired me. Then he left. And we didn’t have a director, 

and Mike McCone was deputy director, so he was to whom we all reported. It 
was really at the end of my stint, I think, that Henry—What’s his last name? 

Rigelhaupt: Hopkins. 

01-00:32:56 
Kramer: Hopkins came in. I think I was leaving, or I was near leaving, at the time that 

Henry came in. That’s my recollection. I remember there was construction 
that had to go on in the building. Some us had to be laid off because we 
couldn’t work. I think it was summertime because I remember we got 
unemployment. I think it was the first time I ever went down on an 
unemployment line. But then I also got a part-time job. Then as soon as the 
building reopened, I went back to work. I also remember there was a difficult 
time for the staff and administration—because it’s always difficult on both 
sides—when the staff wanted to unionize. Nobody exactly understood 
whether I was management or staff. I didn’t have anybody under me, so I 
didn’t supervise or hire or have the power to fire anybody, so I had no 
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management duties. But because I was a curator, I think the museum 
administration felt I should be on the management side in any dispute, 
whereas the staff felt I should be on the staff side. I was in limbo. My 
sympathies were with the staff, who were very underpaid. This is not unique 
to that museum. It’s the profession, where there’s often, or there has been 
often, a great disparity between staff salaries and benefits and people on the 
management side. There’s no middle ground. It’s either/or. The haves and the 
have-nots. Unions were beginning to surface in the museum world. I don’t 
know where it’s ever gone smoothly. There seems to have always been some 
kind of fight. Certainly, a conservative belief that museums shouldn’t have 
unions. But at any rate, there was a big fight. I had to take a position, and I 
took the position to be on the staff side. That would mean whatever happened, 
I would ask to be part of the union. So there were conflicts. I didn’t dislike 
management, but it was the position I took that people should be paid a decent 
wage for their work. And get benefits. 

Rigelhaupt: Do you remember how long the unionization campaign went? 

01-00:36:11 
Kramer: No. I’m sure the records must be there. 

Rigelhaupt: But it was successful. 

01-00:36:18 
Kramer: The union was accepted.  

Rigelhaupt: So when you came on, did Gerry Nordland have ideas about what he wanted 
the film program to be? 

01-00:36:35 
Kramer: As I said, it was sort of dumped in my lap. “Show us.” Yes. 

Rigelhaupt: Well, speaking of directors, when you came on, what was your impression of 
the first director at SFMOMA, Grace McCann Morley, and how she was 
talked about at the museum? 

01-00:36:56 
Kramer: I didn’t know anything. Gerry was the first director I met.  

Rigelhaupt: Do you remember how the film program related to the trustees and the board 
of directors? 

01-00:37:18 
Kramer: I met some trustees occasionally, but not often. I had very little contact with 

them. I was a very minor figure, as I say, doing a very specific thing.  

Rigelhaupt: Did you have a sense, though, that there was support from the trustees? 
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01-00:37:45 
Kramer: Support for what? 

Rigelhaupt: Film. 

01-00:37:49 
Kramer: They must’ve allowed it. I didn’t really have much interaction. I think I was 

once invited to somebody’s house. There was some reception or party, dinner. 
It might’ve been dinner, cocktails and dinner. I was asked to bring a {Maya 
Duren?} film and talk after dinner. I was the guest. I’m assuming there was a 
fundraising goal behind the gathering, and I just came at the end and did that. 
I think that might’ve been the closest I came to any interaction.  

Rigelhaupt: Well, certainly, I’ve heard that part of the role of curators and the directors 
was to educate the trustees and inform them about art and the curators’ 
different areas of expertise.  

01-00:39:22 
Kramer: I don’t think—I could’ve forgotten it, but I don’t think there was much 

interest in me, as I said. I would meet them when there were functions and 
they, I guess, knew what my name was, and what I was doing there. But I 
don’t have any recollection of my being particularly significant. Maybe I’ve 
forgotten all that. [pause] I don’t remember anybody being particularly upset 
that I was doing what I was doing. I don’t think the programs ever got a 
negative. I got press. I ultimately got some good press, which was good for 
the museum. People came, whether they were members or general public. We 
encouraged them to become members; they got a discount if they did. So you 
know, I think on the whole, probably, it was positive. When I decided to leave 
and do something else, a close friend and colleague followed, who had—Mel 
Novikoff. He didn’t do it for very long. He was intrigued, but he was in the 
theater business. He had these wonderful art houses in San Francisco. Very 
knowledgeable. I was very surprised that he would be interested in the job. 
After a while—a short time—he realized that it wasn’t for him, and others 
followed. I learned subsequently that they didn’t feel there was much support, 
an eagerness to continue. Then it just stopped. They discontinued it. So I was 
lucky, I guess, because at the time I was there, there was interest; that’s why 
they brought me in. Whether it was experiment or what, I was given freedom 
to do what I wanted to do. I never got the sense that somebody was saying, 
“Well, we’re just going to try it for a year, and then maybe not continue.” So I 
had the sense I was building something that would go on. I understood there 
was not very much funding. I wanted them to make improvements in the 
projection. I was stuck with the marble rotunda, which you can’t do much 
with, in terms of sound. It’s just so much reverberation. It made dialogue on a 
film very difficult to understand. There was never an optimum screening 
situation, and I was eager to find—for myself, to do what I wanted to do—a 
really proper theater. 

Rigelhaupt: Well, you tried to get them to build a theater. 
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01-00:43:18 
Kramer: Build one? No. 

Rigelhaupt: Well, use some space. 

01-00:43:22 
Kramer: There wasn’t any. I was just hoping that they could figure out something to 

improve what they had. We really didn’t have any other space. Downstairs 
was the big Herbst Theater, but we didn’t control that. I’m trying to remember 
when I first knew of their plans to build another museum. I don’t know when 
that first surfaced, whether it was during my time there or long after. But there 
might’ve been some talk about expanding or getting more space or something 
like that. I might’ve said something, “Well, if you do that, think about a 
designated space. It doesn’t have to be as big.” We certainly didn’t need 
anything as big as the rotunda. A small space would’ve been fine. But there 
really wasn’t anything there that one could use. 

Rigelhaupt: What was a typical size for the audience? 

01-00:44:36 
Kramer: It ranged from the sublime to the ridiculous, or vice-versa. Sometimes in that 

huge place, I got thirty-five people. Other times, I got four hundred. It did 
steadily grow. There were certain programs that attracted more than others. I 
do recall that, overall, there was a steady increase in audience. I would 
introduce the films. A whole group of us would, after the film, go out for 
coffee and talk about it. We had a little group. Anybody could join us. If we 
could get into a coffee shop.  

Rigelhaupt: Were the films always shown onsite? Or were they ever shown at different 
locations? 

01-00:45:40 
Kramer: Onsite. Although a couple of series, I shared with another—We showed them 

onsite. Both to share costs and to get more publicity, I asked colleagues who 
had other institutions if they’d like to share it. I remember sharing something 
with Tom Luddy, who eventually became curator at the Pacific Film Archive. 
But before the Pacific Film Archive was built, before the museum was built 
and the archive went in it, they were screening on campus. I remember, I 
think, two series, sharing with him. And since Berkeley was another city, 
there was no problem of competition.  

Rigelhaupt: Well, since you brought up the sharing of costs, how were films acquired? 
How did that work? 

01-00:46:46 
Kramer: You rent them. Like we still do today. There are what we call distribution 

companies. They have the films. You contract with them for a single 
screening on a date, a time. There is a rental rate, and that’s what you pay. 
Plus shipping, both ways. 
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Rigelhaupt: And were the costs usually covered by— 

01-00:47:16 
Kramer: Well, you tried to have admission cover most of those; but it didn’t entirely, 

that’s why you had a budget, a fixed budget. So within that. Some programs 
were more than covered, some programs weren’t. You always negotiated with 
the distributors. They asked one fee, you’d say, “Oh, what about this?” That’s 
the way it’s done. Some are, “No, that’s it.” And like, “Well, it’s too 
expensive for me now. Maybe later.” Other times, you gamble: “I think I can 
make this with the admission.” 

Rigelhaupt: When you shared with, say, a screening at Berkeley— 

01-00:48:07 
Kramer: You’re sharing the shipping costs. If a scholar or a critic or a filmmaker 

comes, you’re sharing their hospitality. It can be a very practical thing to do. 
Plus, more exposure for the guests or the films, and for the press, they’re more 
interested if it shows more than one night. If it’s a larger event, then you pay 
more attention. 

Rigelhaupt: Well, speaking of the press, how did you promote the program? 

01-00:48:57 
Kramer: I made a point of making acquaintance with film reviewers—Chronicle, 

Examiner, the small papers, even the Marin paper, Pacific Sun—invited them 
to come to a program. If I was showing a film that hadn’t shown in the Bay 
Area, or if it was a series going back, classics, asking them to do an article on 
the series itself. Wrote press releases, sent out to them. Sometimes it worked. 
They were nice, on the whole, very nice. People who, they had to cover the 
films in the theaters. There was a lot going on in film, so there were other 
venues and things like that. There were three, four, writers who were very 
generous. Looking back, they were really quite generous in covering what we 
did. Then the museum calendar had the program in it, so that went out to 
members, or could be picked up at the museum by visitors. I think we did 
fliers, put them around. My recollection.  

Rigelhaupt: If a film was only showing one night, did a reviewer from a paper—? 

01-00:50:38 
Kramer: No. Well, there’s an exception. I remember. Because it only shows one night, 

it doesn’t make any sense to review, because so you review, “Well, where do I 
see it?” It’s already over. That happens in theaters where films play multiple 
times. But say you’re doing a series on a topic or a theme. If someone reviews 
that as a series, well then, somebody might catch a film in the series. I 
remember we did a series of contemporary German filmmakers. There was a 
very early work by Fassbinder, by Herzog—these names are familiar—when 
they were starting out. At that time, it was called the New German Cinema. I 
remember a reviewer from a small weekly paper who came and was thrilled. 
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And he wrote about at least two of the films in that series. After seeing them. 
But normally for a cinémathèque kind of program, one show per film or group 
of shorts, there’s not a review afterwards. 

Rigelhaupt: When your films or a series were reviewed, did it increase the audience size? 

01-00:52:23 
Kramer: There’s nothing like mention in a newspaper. Doesn’t even have to be praise. 

It’s space. If you get an article in the newspaper, even if a paragraph is 
written, that brings people. Whether it’s saying this is a great event or a mixed 
blessing, it is the space, the attention that brings people. Makes them curious, 
think, “Oh, we better check this out.” It’s still that way today. 

Rigelhaupt: Did you have a committee or a council you talked [with] about what films you 
were going to show? 

01-00:53:19 
Kramer: It was just me. 

Rigelhaupt: Were there other curators you had a close working relationship with? 

01-00:53:28 
Kramer: I got to know them as colleagues, but we didn’t really work together. I was 

interested in what they did. I had an art background. I was trained as an art 
historian, so naturally interested.  

Rigelhaupt: Are there exhibitions or curators you recall? 

01-00:53:52 
Kramer: I don’t remember anybody’s name. I’m very bad at that.  

Rigelhaupt: Well, what about some of the exhibitions while you were there? 

01-00:54:01 
Kramer: I remember loving the—I know they had some wonderful things in—The 

photography collection was, for me, extraordinary. That’s their permanent 
collection. I thought it was a marvelous collection, and I loved the 
photography exhibitions. Just from their own collection. I just wanted to see 
everything in their collection. Never did get to see everything. But it was 
really significant. I’m afraid I can’t pinpoint exhibitions of that period. Wait a 
minute. No. there was a Man Ray exhibition. That was a thrill. Well, of 
course, photography, too. But it was Man Ray. To see a whole Man Ray 
exhibition, oh! That was a highlight. And of course, he did films. So naturally, 
I showed Man Ray films. That was the first time I saw a big Man Ray 
exhibition. 

Rigelhaupt: So you were able to show films at the same time the exhibition was going on? 
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01-00:55:31 
Kramer: We, naturally, showed Man Ray films. There aren’t very many films. And 

they’re short. 

[Begin Audio File 2 06-20-2007.mp3] 

02-00:00:09 
Rigelhaupt: One of the other programs that I’m curious if you have any memories about, 

that started about the time you were there, was the M. I. X. program, the 
museum community exchange. 

02-00:00:26 
Kramer: Did it start then? I have no idea now. 

Rigelhaupt: Rolando Castellón was— 

02-00:00:32 
Kramer: Oh, I remember Rolando, yes. See, if you mention names, things come back. 

Rigelhaupt: But you didn’t try and do any programs with Rolando, or—? 

02-00:00:44 
Kramer: I have no recollection. What happened to him? 

Rigelhaupt: Well, he worked there as a curator till the late seventies. 

02-00:00:51 
Kramer: Then what? 

Rigelhaupt: He ran a gallery in Santa Cruz. The two galleries at UCSC. Then I think he 
went back to Costa Rica in the nineties. 

02-00:01:04 
Kramer: Oh. Anybody keep in touch with him? 

Rigelhaupt: Yes, I actually interviewed him. 

02-00:01:09 
Kramer: Oh, great. 

Rigelhaupt: He comes back and forth, and he’s still doing his work, as well. He’s curating. 
I think he’s working at a contemporary art museum in San José. 

02-00:01:21 

Kramer: Well, maybe he knows if we did anything together. I don’t have any memory.  

Rigelhaupt: How would you describe the audience for avant-garde film that you were 
showing? 
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02-00:01:46 
Kramer: Fun. [laughs] But my audience for other films was also fun. I really liked my 

audience at SFMOMA. But I loved my audience at Pacific Film Archive. I 
think you let me have time with any audience and for me, they’re family. 
They’re all ages, all backgrounds. You assume, maybe, for the experimental 
films, they’ll be only young people. No. They’ll be older people, too. People 
come for different reasons. But once you got them there, and you find out how 
they respond, and you let it be known that you’re open to talking and 
discussing what they’ve seen and what they like and what they don’t like, and 
what they’d like to know more about, you establish a relation. It’s one of the 
things, I think, peculiar to a film curator, as opposed to someone curating 
shows in a gallery. But if you’re putting up a gallery exhibition, you work and 
work and work, in somewhat isolation. You don’t see the people who are 
going to be looking at the exhibition. Opening night, you generally have a 
party at the opening of an exhibition. You see the members and the trustees, 
but not the general audience, or viewership. You’re not standing in the gallery 
day and day out, watching who comes in, and eavesdropping on their 
conversations. You don’t have an audience. People in theater and film have an 
audience. You can choose to get to know that audience or not, depending on 
the interests you have and the way you work. I choose to get to know my 
audience. I don’t mean I know their names, but I know their faces. I always let 
myself be available to them, and let them know I was available. That 
establishes a whole new level of engagement. I was very fond of my audience. 
Every now and then I bump into somebody, still today, and they say, “You 
remember when you were at SFMOMA? I used to come to the films.”  

Rigelhaupt: Did the audience influence what you were bringing in? 

02-00:05:02 
Kramer: In the sense of making choices? No. They didn’t determine what I showed. 

But when they didn’t understand something, I thought to myself, “Well, is 
there another way I can show that, or get them to understand what that film 
was doing?” In other words, you learn what you’re communicating and not 
communicating. Certainly, once people get engaged, they start to think, “Well, 
what about doing this sort of thing?” I listened to all of that and ideas that 
struck me as something I might do in the future, that sort of thing. But no, you 
don’t—That engagement doesn’t mean the audience says, “You shouldn’t 
have—” You listen, and they say, “You shouldn’t have shown that,” or, “I 
didn’t like that, don’t show things like that anymore.” No, no. But it does tell 
you how you need to work with them to—If they’re having difficulty with a 
certain kind of film or, you know, it seems strange to them, how to help them 
get over that. So that kind of thing. 

Rigelhaupt: What about controversial or political films? 

Kramer: What about them? 
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Rigelhaupt: Well, how were they received? 

02-00:06:40 
Kramer: Hopefully, the same. Nobody told me not to show anything. I didn’t censor 

the programs. I don’t recall any audience member suggesting censorship. It 
was the seventies in the Bay Area. How old are you? 

Rigelhaupt: Thirty-one. 

02-00:07:16 
Kramer: Well, you missed—[laughs] It was San Francisco. If it had been someplace 

else, yes, there might’ve been issues. But San Francisco in the sixties and 
seventies, anything went. Not that I needed to exploit that, but there’s nudity, 
sex, political dissention. It was hardly a problem. It was expected. 

Rigelhaupt: Well, do you remember any of the films that you showed that were especially 
political? 

02-00:08:13 
Kramer: I think everything was, in a way, political at that time, any of the 

contemporary films. Political doesn’t mean it is specifically pro this or pro 
that. But there’s an awareness. There’s a critical attitude. There’s a 
questioning of status quo. It can be implicit or explicit. I think it was very 
much in films. It could be dealing with social issues, it could be dealing with 
war. Vietnam was an important issue, and there were films that dealt with 
Vietnam. Young people were making these films. Can I digress and tell this 
story?  

Rigelhaupt: Please. 

02-00:09:39 
Kramer: One day, a gentleman came into my office area and identified himself as being 

with the FBI. He asked if he could speak to me. I said, “Yes.” He said, “No, 
we need to speak alone.” Because I was in this open [area], with lots of other 
people in the space. So I said, “Well, I don’t know. We could go into the 
library stacks. It’s quiet and nobody’s in there now.” So we walked into the 
library stacks. He took out some photographs, and they were mugshots of 
young people. The guys had beards, long hair; the women had long hair. 
Looked like everybody at that time under a certain age. He said, “Do you 
recognize any of these people?” I said, “What do you mean, do I recognize 
them?” He says, “Well, in your audience.” I said, “I don’t see anybody I 
know. They look like just about every young person in the Bay Area at this 
time. The clothing styles, the hairstyles.” And so on and so forth. I said, “Why 
are you asking me?” He said, “Well, we are looking for—There’s some 
wanted people. We think they would attend the kind of films you show.” That 
maybe answers your question. They were looking for the Weathermen. 
Actually, I pointed to one female and I said, “She looks like Shirley Temple.” 
She had a lot of curls. He left.  
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Rigelhaupt: Were there any other visits like that? 

02-00:11:30 
Kramer: If there were, they didn’t identify themselves. 

Rigelhaupt: Well, what about other events and lectures that went with the film screenings? 
How did those work? 

02-00:11:52 
Kramer: Other events. There were no other events. 

Rigelhaupt: You mentioned a lecture component.  

02-00:11:58 
Kramer: Well, I introduce. It’s not a formal lecture, it’s not an hour talk; it’s an 

introduction. Anywhere between five and ten minutes. You introduce each 
program and you explain, in a sense, why you’re showing this film, what you 
hope they would look for and things like that. As I said, I hung around at the 
end, if anybody wanted to discuss, but we had to leave the building. 
Everybody has to be out by a certain time. I’d just hang around, and a group 
would gather, and we’d go off someplace for coffee. 

Rigelhaupt: That was pretty consistent after all those— 

02-00:12:38 
Kramer: Yes. We had our coffee group. Talked films. It was fun. 

Rigelhaupt: Could you describe a little bit more of your involvement with Canyon 
Cinema, before coming on at SFMOMA? 

02-00:12:57 
Kramer: I had managed the cooperative. I started with them sometime in ’67, and left, I 

guess, sometime in 1970. That involved actually running a distribution 
company. It was a cooperative, meaning that the filmmakers who put their 
films in for distribution were members, and a percentage of the income earned 
off of rentals went to them. A smaller percentage maintained the office. I took 
care of the business of renting the films. The co-op did some other things, too. 
We had a newsletter, and I helped with the assembly and editing of that. But 
there [were] other people volunteering to do this monthly task. At one point, 
we had to move our offices into a building that had been a church. It had been 
leased by Intersection, which was a cultural organization in San Francisco, 
attached to Glide Memorial Methodist Church. They gave us space in the 
basement. They had their offices there, and upstairs was an actual former 
church. The pews were still there, the altar, everything. Looked like a church. 
It was empty. It was desanctified. I got the idea, we could turn that into a 
cinema. Which we did. We showed films there, and then that became Canyon 
Cinemathèque. So it was a regular screening of films by members, films we 
had, and visiting filmmakers who were going back and forth across the 
country with their films in their knapsacks. New Yorkers were coming here, 
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West Coast people were going back to New York. It was the times. We would 
give screenings. 

Rigelhaupt: So those relationships were continued at SFMOMA? As far as working with 
filmmakers, going back and forth? 

02-00:15:35 
Kramer: Sometimes, yes. I didn’t have the same job. I was no longer at Canyon 

Cinemathèque; I had another job. They were two separate jobs, and different 
structures. I certainly kept in touch with the filmmakers. I went as an audience 
member to Canyon. Some of those filmmakers did get shows, but I was doing 
the whole history of cinema, in a very limited number of slots. I was doing 
German cinema, French cinema, Italian cinema, silent cinema. I wasn’t 
specializing in one area. 

Rigelhaupt: What do you recall about the San Francisco Cinema Society? 

02-00:16:44 
Kramer: The San Francisco Cinema Society? What is that? 

Rigelhaupt: Well, one of my colleagues wrote a note that it was established by the Film 
Council and had series subscriptions, and if you had any memory about it. 

02-00:16:59 
Kramer: Maybe that was what was going on before I came. Yes, might’ve been. Ask 

Bob Whyte. I don’t— 

Rigelhaupt: In 1973, there was the first Society for the Encouragement of Contemporary 
Arts [Editor’s note: SECA was established in 1961]— 

02-00:17:15 
Kramer: I remember them starting that, and I remember being asked to help them a 

little bit. I don’t know what I did. I wonder if I was once on the jury? I don’t 
know. But I certainly was glad that they wanted to give money to filmmakers. 
Over the years, there was a period, even after I stopped working there, that I 
kept in touch with them. Then I got too busy with other things, and I was 
overwhelmed by the work. Does it still go on, SECA? 

Rigelhaupt: I don’t know about the film part, but— 

02-00:18:00 
Kramer: But I mean, it’s still—Yes. 

Rigelhaupt: And then there was an international animation? It says it was coordinated by 
Prescott Wright. 

02-00:18:11 
Kramer: That was a touring package of animations called the International Tournée of 

Animation. He distributed that. Prescott Wright, who recently passed away, 
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lived here at that time, in the Bay Area. He was the distributor of a touring 
package. It was put together after, I think, the Amnesty International 
Animation Festival, and later, other festivals of that kind. There were some 
major festivals for animators. They were international festivals. From that, 
Prescott would select certain films, package them as a group that could travel 
from venue to venue to venue. It was a program I periodically brought to my 
program. In other words, I could rent it from him and show it. We showed it at 
Berkeley, it was shown elsewhere, you know. It was shown even sometimes 
in commercial theaters.  

Rigelhaupt: Then in the spring of 1975, you gave a talk called “The Other Cinema”? 

02-00:19:36 
Kramer: Spring of 1975? 

Rigelhaupt: Well, I’m asking in the sense that it was either a class or a lecture hosted by 
you at— 

02-00:19:45 
Kramer: But I wasn’t working for them. 

Rigelhaupt: No, I think you—it seems like you came back. It was listed as, “former 
SFMOMA film curator.” 

02-00:19:54 
Kramer: Well, that’s interesting, I have no memory of that. Somebody invited me to 

give a lecture? I have absolutely no memory. 1975, I started work at Pacific 
Film Archive. I’ll be darned. 

Rigelhaupt: I’m not 100 per cent sure it was there, but it was one of the things that some of 
the research staff— 

02-00:20:18 
Kramer: It’s entirely possible, because when I started at the Film Archive, I did some 

teaching at the Art Institute. I was sometimes invited to talk. 

Rigelhaupt: Well, part of my asking was, did you continue to have even a peripheral 
relationship with the museum after you left? 

02-00:20:51 
Kramer: No, after I left the museum, what did I do? I went to Europe for three months. 

I came back, and I got an offer from UC Davis to substitute for a faculty 
member who was on leave. I commuted up to Davis on Tuesday and 
Thursdays to teach two courses. It was only supposed to be for a year. He 
didn’t come back as scheduled, so my contract was extended either another 
year or another half-year. I did that. I threw myself into that. That’s what I did 
for that period. Even though I lived in the Bay Area and drove up and down, 
you know, that was my complete focus. When that job was finished, I 
immediately segued to a new job in Berkeley.  
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Rigelhaupt: At the Pacific Film Archive? 

02-00:22:22 
Kramer: Yes. 

Rigelhaupt: Could you give a quick synopsis of your work at the PFA? 

02-00:22:28 
Kramer: I started there in the beginning of 1975 as assistant film curator, supporting 

Tom Luddy, who was the film curator and director of the Archive at that time. 
I was his assistant until he left, which was, I think, the end of 1979. He left to 
become associated with Francis Ford Coppola and American Zoetrope. I had 
to be acting director for maybe about six months or more, until Lynda Myles 
was hired to be the director. She came in end of summer, early fall, 1980. 
Then I got an offer to go and work on a film in Europe. I left the Archive in 
1981. I came back to this country in April of 1982. By that time, Lynda Myles 
had decided she didn’t want to remain in Berkeley, at the Archive; she wanted 
to go back to London, where she had been before, and work in film 
production. So she left. There was an opening again for director. I was invited 
to apply, but at that time, I thought I might relocate back east, to New York. I 
moved briefly to New York, did some consulting, but didn’t find a full-time 
job. Ultimately, I came back to Berkeley and applied and was accepted, and I 
became the next director and senior film curator, as of January, ’83. Then I 
just stayed. I retired in July 2005. So that was a long stint. 

Rigelhaupt: Am I correct to understand the Film Archive also acquires? 

02-00:25:19 
Kramer: Yes. It has its own collection. It’s grown over the years, as these things do. It 

has its own library, a study center that the public can use. It has an exhibition 
program in its own theater. It also does film preservation of films in its 
collection and some films outside the collection.  

Rigelhaupt: Did the dynamic of archiving and preserving and collecting films, did that 
shape what you were showing in the exhibitions? Was it different than at 
SFMOMA, in the sense that SFMOMA, you had to rent the films? 

02-00:26:15 
Kramer: It didn’t shape the exhibition. Although any time you could use the films in 

the collection for exhibition, it was great. But in order to do the very 
comprehensive kind of exhibition that the Archive does—It was every day, 
two shows a day, then. Cut back somewhat over the years, for budgetary 
reasons. But an enormous series. So you were scouting the world for films. 
You made use of your collection whenever you could, but it couldn’t, by no 
means, provide enough material for that kind of exhibition program. They 
might complement each other sometimes, but you went well beyond the 
collection. 
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Rigelhaupt: Were there things you learned at SFMOMA that helped your curatorial work 
at Pacific Film Archive? 

02-00:27:23 
Kramer: I hope so. I think wherever you do programming, you’re constantly learning. 

The years at SFMOMA, of learning to work with a public audience, to a very 
general audience—all walks of life, all interests, all ages—rather than a 
specialized audience, was very educational. If you don’t learn by 
programming, you should not be a programmer or a curator. And the learning 
never stops.  

Rigelhaupt: I photocopied a couple things to see about jogging your memory. 

02-00:28:27 
Kramer: Looks endless. 

Rigelhaupt: No. But this is a memo you wrote about being a film curator. 

02-00:28:33 
Kramer: I did? When did I write it? Oh, May 3, ’72. [pause] Well, I must’ve been in a 

pissy mood. [long pause] Oh, I mention M. I X. here, so—[pause] I’m so used 
to this everywhere, I just take it as a matter of course now, after all these years 
that there was always the questioning. You know, “Is this a viable program?” 
“Should we budget for it?” I think as I alluded to, the notion that it would 
somehow bring in “earned income.” That it was different than other 
exhibitions. So maybe by ’72, May ’72, it must’ve come up then, “Do we 
need to keep doing this program?” I’m assuming there was some need, as for 
a statement or defense. Coming up with that and reminding them of their 
history. Huh. I rarely write things, like anything so long; I’m usually much 
shorter. So I don’t know what, if any, particular event triggered this, or 
whether I was asked to justify the program going on. But it does also reveal 
my frustration with the conditions. Maybe it was the point at which they were 
beginning to talk about, you know, any further modification in the building. 

Rigelhaupt: Well, speaking of— 

02-00:33:34 
Kramer: So I have no idea what— 

Rigelhaupt: Well, you can hold onto that. Speaking of modification, you also then, about 
the construction of a motion picture— 

02-00:33:44 
Kramer: Oh, I wrote this. Who’s this for?  

Rigelhaupt: And I’m wondering, was this about taking over the first floor of space? 
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02-00:33:56 
Kramer: Now that you’re reminding me, yes. You know, ultimately, they decided to go 

to another site. Build on it. But I think there was discussion with the veterans. 
I mean, my recollection is we all knew that the veterans were elderly and there 
were going to be fewer. Not that were wouldn’t be other wars, but that 
particular group had less and less need for all that space. The museum had its 
eyes on more space. What it would mean if they could take over more floors, 
change the whole entrance. In other words, expand the museum in that 
building. When they started talking about that, I of course said, “Well, if 
you’re going to do that, let’s get out of that sculpture auditorium.” So that was 
there. Yes. So this is ’73, so this must be the point at which they’re really 
trying to get that space. You want me to read this? 

Rigelhaupt: If it jogs your memory at all. I’m curious if you have a sense of how it was 
received. 

02-00:35:22 
Kramer: No. Ultimately, they didn’t do that. Ultimately, they built, and they put a 

theater in, if you recall, in the new building. They did do that. But by the time 
they got to do that, I was long gone. [long pause] Two hundred fifty thousand! 
Ah, the difference in costs! It’s funny, why did I say the booth at the rear of 
the main floor? Well, we must’ve looked at a remodeling that allowed that. I 
thought I had thought of putting the booth up in the balcony, but anyway. 
Because ultimately, film has been shown on occasions in that Herbst Theater. 
I know they bring in portable projectors and they put them in the balcony. It’s 
never been very good for film, but they’ve had to use it. Well, they never got 
that theater, and they moved. So this must’ve been at the moment when we 
thought we were on our way, that there was really going to be something. 
These things go up and down, and there are moments when they feel like 
they’ve got the will and the momentum to achieve that. Didn’t happen. 

Rigelhaupt: But that sense of writing a memo about building a theater was that if the space 
had been acquired, there was support from the museum to build something 
like this? 

02-00:39:51 
Kramer: There was interest. If they were going to really acquire the space. Actually, in 

fact, I think they probably wanted to reuse the rotunda for what it was 
originally. It was supposed to be for sculpture. So if they expanded, they 
probably would like to have reclaimed the rotunda. It wasn’t meant to be an 
auditorium. It was the only big public meeting space they had. So I think they 
would’ve liked to have had that back.  

Rigelhaupt: Well, here’s a printout of the films.  

02-00:40:39 
Kramer: Oh, my God. 



22 

Rigelhaupt: It starts there at the bottom of that page, in 1970. If any of those films jump 
out at you as being significant, or however you might want to describe some 
of them and if you recall anything about how they were received at the 
museum. 

02-00:40:59 
Kramer: This is just a list, doesn’t say—[pause] Oh, I see, you’ve got the date. Now 

I’m reading it. Well, there’re dates, you can see. You wouldn’t know by this, 
but when you see multiple films, say on the 17th, those are all shorts on one 
program. I remember most of these films. You can see here, I did the films of 
Alain Resnais, I did a whole series on a director. Constantly interspersed with 
so-called experimental filmmakers. So it looks like in January I had two 
shows; February I had looks like once a week. Yes, once a week. But I didn’t 
always get to do once a week, because there must’ve been some days I 
couldn’t get the theater. Or maybe there were breaks. Because I only see two 
dates in March, or maybe a date’s missing. Because here, otherwise, I did a 
double bill. Oh, that’s a short and a feature. At any rate, I did retrospectives of 
artists; I did a lot of short films, both local and non-local filmmakers; early 
avant-garde from previous periods, international; animation. [pause] Civil 
liberties series. Bill Jersey was young then, like me, and doing documentaries, 
social documentaries. He’s quite well known now in the area. Santiago 
Álvarez was Cuban, a major documentary filmmaker of the Cuban 
Revolution, under Castro. I had student films. I did something on Peter 
Hutton; he now teaches at Bard, head of the film department there. More 
shorts. A lot of shorts. [pause] I do remember trying to get an audience to 
come to a Robert Bresson. I was able to get Diary of a Country Priest, 
Pickpocket, The Trial of Joan of Arc. Nobody came. By “nobody came,” I 
meant there was probably about thirty-five of us or so. He’s one of my 
favorite filmmakers. I couldn’t get any press, as I recall, and I couldn’t get 
people to come. The people who came were stunned. They loved it. I tried 
again later on and got more people. When I came to Berkeley and the Pacific 
Film Archive, I did it again, and had more people. I think the last time I did a 
retrospective, we were sold out every show, and I had to do it over again. 
Sometimes it takes a generation.  

Eastern European filmmakers. French, German, Swedish. Oh, did some 
winners from the competition section in the San Francisco International Film 
Festival. Ah. Soup to nuts. Ah, but I see now I am increasing the number of 
shows. Look at this. One, two, three, four five. Ah. So they’re giving me 
another night. I’ve gotten pushy. That’s interesting. Silent films now, yes. 
Frederick Wiseman, with documentaries. Westerns. Obviously, I did a 
western series here. Czech cinema, Czech New Wave. There’re lots of 
misspellings here, whoever typed this up. I hope it wasn’t me. Italian: Fellini, 
Pasolini, De Sica; I did an Italian series. Did a Japanese series, Shinoda, 
Kurosawa, Teshigahara, Mizoguchi. Here I am back with Bresson. Rossellini, 
Chris Marker, Franju, Renoir series. The New German Cinema. God, I’m all 
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over the place. Not bad. Early Soviet cinema. Screwball comedy. And 
slapstick as well.  

Some Hollywood classics. Crime films; what they call Noir now. [pause] Carl 
Dreyer films. Oh, there was an office for the National Film Board of Canada 
in San Francisco, and they supported wonderful filmmaking, from 
documentary to animation. So I obviously did a big program with them. They 
provided the prints. Not too bad. Clearly, I couldn’t always do a series, so it 
was very varied, but when I could do a series, I did it. I did some programs for 
children. Maybe those were matinees. I must’ve gotten an extra timeslot. This 
seems to start being regular. It says, “children’s programs, children’s 
programs, children’s programs.” So maybe Bob Whyte and I got the idea. 
Anyway, I would’ve had to have been given an extra slot to do that. I brought 
William K. Everson, who later became a regular guest at Pacific Film 
Archive. He always brought his own collection. I remember I had the Straubs. 
That’s about as far out as you could get in those days, in terms of feature 
filmmaking. I remember they came to the Bay Area. It’s a couple, a husband 
and wife. The wife just died. Jean-Marie Straub and Danièle Huillet. I wonder 
if anybody came to that film. Well, they might’ve. Maybe some French people 
came.  

Oh, I remember this, Tom Brandon, an old leftie who had this amazing 
collection of labor films, a history of the labor movement in the thirties in the 
U.S. But the independent experimental filmmakers, not just local ones, keep 
coming back in. And here we have Mel coming on in January ’74. Did I 
program through December ’73? Looks like it. Yes. Guess that’s me. 

Rigelhaupt: Some of the labor films, were those about films of organizing campaigns in 
the early thirties? 

02-00:52:43 
Kramer: It was everything. It was everything from satirical films on labor management 

issues. I mean, propaganda. There was actually documents of strikes and 
strike breaking. It was a variety of things of conditions in the thirties in 
factories, on the farms. The Depression. 

Rigelhaupt: Because I know there’s some film footage out there, things like the Ford 
Hunger March, and some of the shootings at Little Republic in Chicago. 

02-00:53:34 
Kramer: You forget how much stuff you did. But it is international, and all kinds of 

films.  

Rigelhaupt: Well, if we’re wrapping up, what’s your impression of the museum now that 
it’s in its new building in South of Market? 



24 

02-00:54:14 
Kramer: I’m not a good person to give an opinion because I haven’t been there that 

often. When it first opened, I went to see the building, and I knew some of the 
people working there. I went to look at the theater, and I went to certain media 
shows and certain shows. I’m embarrassed to say I got so busy when I was at 
the Archive. I not only worked during the day, I worked nights and weekends. 
It didn’t get easier, it got—I don’t want to say harder, it just got more intense, 
busier, everything. Less and less going to San Francisco. So I didn’t really 
follow the changes and developments in the museum. I went to specific 
exhibitions. I saw colleagues occasionally at events. I really was in a very 
separate community [with] more than full-time job. I kept in touch through 
email; other staff members at the Archive kept in touch. I was primarily 
interested in how they might be using the theater, whether they were going to 
show any films or video installation that might be of interest to us, or if there 
was something to show. We did, over the years, share some artist programs, 
certainly. But I have been really very much out of touch with the museum, its 
administration, its curators for many years. People came and left. I knew 
David Ross very well, of course, because he had worked at the Berkeley Art 
Museum when I first came to the Berkeley Art Museum. So I knew him when 
he first started out or very early in his curatorial career. I think I might have 
met, in some social occasions, other directors, curators. But we weren’t 
working together on anything. Another world. 

Rigelhaupt: Is there anything that I didn’t ask and I should have? Is there anything you’d 
like to add? 

02-00:57:41 
Kramer: I don’t know. As I warned you, I have not thought of my work there until you 

brought it up. I don’t go back. Digging out good responses for you has been a 
little difficult because I just don’t remember things very well unless I’m 
keeping involved in them. I think the Art in Cinema materials, what I learned 
from that was very exciting. There’s a book out now, Scott MacDonald’s book 
on Art in Cinema. I haven’t read it yet. I read a review of it, but I haven’t read 
the book. And I’m delighted. Have you read it? 

Rigelhaupt: I have it, I’ve read through it. 

02-00:58:48 
Kramer: I’m so happy that someone has gone back to look at that period. I don’t know 

what the museum is thinking in terms of future film exhibition. Most 
museums now are more interested in video, digital installation. A lot of 
filmmakers are turning to that medium, as well. I don’t know if they have 
plans to have a regular film series in the theater. I remember when the 
building first opened, they realized they had some difficulties, because they 
were using the lobby, as museums do, the space, public spaces, to rent out for 
earned income. If you had a film program at night, you couldn’t have the 
general public going through a private party to get to the theater. That became 
a complicated issue. One time somebody there had asked me to advise them 
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on a way to deal with this. If they couldn’t change the entrance. I said, “Well, 
I would start doing a regular series during the day.” Now, a lot of museums 
wouldn’t do that, but because SFMOMA has so many people coming into the 
museum—they have the tourists—their location, it always seems to be full, 
there always seem to be a lot of people. You could have afternoon screenings 
for people coming into the museum. I even suggested that you do a course, a 
film appreciation course—and it can include video if you want, you could do 
the same thing—for members. You get somebody to do, say, what is 
equivalent of a semester, one program a week, with a lecture and with 
discussion afterwards. It really is a historical approach to the development of 
cinema as an art form, but also, it gives people a kind of language to approach 
any kind of film, gives them an understanding of film construction and 
different methods, different styles. We did that at PFA, in cooperation with 
the campus, with film studies. It’s been enormously successful. We can’t 
accommodate all the people who want to take the course. And people become 
members to take the course. They could do it in the day. Then you can use the 
theater. Maybe they’ll think of it someday. Or find something else. 

[Begin Audio File 3 06-20-2007.mp3] 

03-00:00:06 
Rigelhaupt: You were going tell one more story.  

03-00:00:08 
Kramer: Have you ever heard the name Sheldon Renan? That didn’t come up anywhere 

in your research? Sheldon Renan came to the Bay Area in the late sixties. He 
introduced himself to many in the film community, through Canyon Cinema. 
He came to see the co-op and visited the filmmakers. He’d written a book, a 
kind of biographical dictionary of the underground filmmakers, East Coast, 
West Coast. So he had that background and a strong knowledge and interest in 
film history. He had also made the acquaintance and friendship of Henri 
Langlois, who was the founder and head of the Cinémathèque Française in 
Paris. In the year ’68, as you know, a lot of change all over the world. In Paris, 
there were student revolts. Triggered by a variety of things, but also centering 
around the French government’s decision to remove Henri Langlois from his 
post at the Cinémathèque Française. Sheldon brought Langlois to the United 
States. He brought him to San Francisco. Langlois didn’t know whether he 
was going to go back to Paris or not, what was going to happen, and he was 
himself looking for another place for his vision of the Cinémathèque, a film 
archive. He had collected much of the film himself, so he felt possessive and 
that it was really his collection. At any rate, Sheldon introduced Langlois to a 
lot of us in the Bay Area. Sheldon talked about we could have an organization 
in San Francisco that was like the Cinémathèque Française, and he could 
bring Langlois and this could happen. I had just started at SFMOMA, so in 
1970. Sheldon and I already knew each other. Sheldon came to visit me at the 
museum and said, “Okay, I want you to introduce me to the director of the 
museum, Gerry, because I think that SFMOMA is the perfect place for the 
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Cinémathèque archive I envision.” I said, “Sheldon, I don’t think they’re 
ready for that.” He said, “But it’s so logical, because of the Art in Cinema. 
They are the perfect place to establish this new institution, which’ll be the 
Cinémathèque Française in San Francisco. The West Coast Cinémathèque 
Française. It will be the logical heir to Stauffacher’s Art in Cinema.”  

There was a beauty to it. It was really a lovely plan. I thought it was exciting, 
great. But I’m a very practical person, and I was pretty certain that the 
museum at that particular moment wasn’t ready to take on this. I did make an 
introduction between the two of them, and the museum said, “No, thank you.” 
After which, Sheldon went to Berkeley, met with Peter Selz, who was at that 
time, the director of the University Art Museum—changed its name later to be 
Berkeley Art Museum—and made the connection with Peter, and Peter 
thought it was a great idea. The new building was going up. Actually, {he?} 
probably made the association with Peter in ’69, actually. But at any rate. 
Sheldon would’ve preferred it to be in San Francisco, because it’s the urban 
center, but he got Peter to agree that it could be a department within the 
University Museum. And so the Pacific Film Archive ended up there.  

Even though the Pacific Film Archive officially opened January ’72 or ’71, I 
think the museum—I’m getting confused now, I can’t remember, ’71 or ’72. 
But at the time that I was at SFMOMA. I remember Sheldon talking to me 
afterwards, once the Archive had opened, and said, you know, “Why don’t 
you come and join us in Berkeley?” I said, “Why? I like what I’m doing here. 
I like the museum. I don’t have a beautiful theater like you do, I don’t have a 
facility, I don’t have that, but I like my audience. I can drive over and see the 
films there.” It didn’t occur to me that I would ever show up there. So there 
was this dream that Sheldon had. It didn’t happen at SFMOMA, it happened 
in Berkeley. 

[End of Interview] 
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