
 



 

CREDITS 

 

THE MAN WITHOUT A WORLD 

USA. 1991. B&W. 98 Minutes. 

 
Written, produced and directed by ...............Eleanor Antin 
Associate Producer ........................................Lynn Burnstan 
Director of Photography ................................Rich Wargo 
Editor ..............................................................Lynn Burnstan 
Music ..............................................................Charlie Morrow & Lee Erwin 
Theater Organ ................................................Lee Erwin 
Associate Directors ........................................Marcia Goodman & David Antin 
Production Manager ......................................Pam Whidden 
Set Design.......................................................Roger Sherman 
Art Director ....................................................Sabato Fiorello 
Costume Design .............................................Judy Ryerson 
Hair & Makeup Design ...................................Laura Andrews 
Camera Assistant ...........................................Erik von Neumann 
Additional Photography .................................Erik von Neumann & Peter Kreklow 
Backdrop Design ............................................Janice Tellier 
Scenic Artists ..................................................Janice Tellier & Rich Larson 
Choreography ................................................Melissa Cottle 
Zevi’s Poems...................................................David Antin 
 

Special Thanks to 
Sherman George, Jim Smith, 

Jerome RoThenberg, Susan Slyomovics, 
Harris Lenowitz, David Antin, 

Jean Pierre Gorin, Steve Fagin, Ron Robboy, 
The National Center for Jewish Film, 

The Film Department of the Museum of Modern Art, 
The University of California at San Diego Judaic Studies Program, 
and The University of California at San Diego Academic Senate. 

 
CAST 
 
Zevi .................................................................Pier Marton 
Rukheleh ........................................................Christine Berry 
Sooreleh .........................................................Anna Henriques 
 
THE PLAYERS: 
The Ballerina ..................................................Eleanor Antin 
The Strong Man ..............................................Nicolai Lennox 
The Gypsy .......................................................Sabato Fiorello 
The Magician ..................................................James Scott Kerwin 
 
THE INTELLECTUALS: 
The Zionist ......................................................George Leonard 
The Socialist ...................................................Don Sommese 
The Cynic ........................................................Bennett Berger 
The Bomber ....................................................Ellen Zweig 
The Sexy Anarchist .........................................Lisa Welti 



 

 
 
THE FAMILY 
Rukheleh’s moTher ........................................Marcia Goodman 
Rukheleh’s faTher ..........................................Sargun A. Tont 
Zevi’s moTher .................................................Luba Talpalatsky 
 
The Constable ................................................Grant Taylor 
The Butcher ....................................................John Borba 
Angel of Death ...............................................Berne Smith 
Reb Eliezar, The Cabalist ................................Newton Harrison 
The Dancing Rabbi .........................................Jerome RoThenberg 
The Shoe Peddlar, Shamus.............................Harris Lenowitz 
Moishe ...........................................................Jim Rix McGilvery 
Gravedigger ....................................................Don Sommese 
Rapists ............................................................Greg Durbin, Mike Weix & Ben Anderson 
Jewish Baker ...................................................Aaron Cicourel 
Polish Baker ....................................................Alan Asa-Dorian 
Mikvah Attendant ..........................................Pam Whidden 
Mikva Dancers ................................................Baba Hillman & Emily Evans-Gillis 
Kissing Girls ....................................................Wendy Arons  & Michelle Rabkin 
Dybbuk ...........................................................Jack Greenstein 
and 
Bertha the Chicken 
Clementine the Goat 
Delight the Horse 
Dixie the Pig 
 
© 1991 Eleanor Antin 
 

THE MAN WITHOUT A WORLD has been digitally restored and remastered from the original 
16mm camera negative black-and-white A/B/C rolls with funding provided by the  

Sunrise Foundation for Education and the Arts 
 

2020 score composed and performed by Alicia Svigals (violin) and Donald Sosin (piano) 
 

Digital picture restoration by Illuminate Hollywood.  BW grading:  Andrew Drapkin 
Restoration supervised by Ross Lipman in consultation with  Eleanor Antin 

 
Special thanks:  Peter Conheim, Dennis Doros, Amy Heller, Bill Tayman, Cynthia Walk, Steve 

Weiner, and The Association of Moving Image Archivists 
 

 
“I make seemingly old films in order to enter the lost world 
of the past from the inside, not to stand outside of it and 
see it as history. The technology of a film determines a 
large part of what the audience sees. A Hollywood 
costume drama holds the subject of the film at the 
conventional distance of representation. I want my 
audience to experience this world as if from inside — but 
at the same time — with a sense of the distance they have 
traveled to get there.” — Eleanor Antin 



 

 
 
 

 
 
 
ELEANOR ANTIN (writer/director/producer/Gypsy ballerina).  
 
In her book Beyond Modernism Kim Levin writes: “Impersonating the past, Antin personalizes 
the issues and dilemmas of the present. Her work is, probably more than we yet realize, a portrait 

of our time.” Eleanor Antin works in photography, video, 
film, installation, drawing, performance, and writing. For 
many years, she has built an impressive international 
reputation based in part on her historical impersonations. 
Her portrayals have included Eleanor Nightingale (a 
Crimean War nurse), the Black King (the leader of a Ship of 
Fools in a medieval passion play), Eleanora Antinova (a 
black ballerina of the Diaghilev’s Ballet Russe who hopes 
one day to dance in the classical “white” ballets), and with 
her two films, Yevgeny Antinov, the 1920s Soviet film 

director exiled for the pro-Trotsky elements in his film THE LAST NIGHT OF RASPUTIN.  
 
Antin’s artworks have been featured in one-woman exhibitions at the Museum of Modern Art, 
the Whitney Museum of Contemporary Art, the Wadsworth Athenaeum and two major 
retrospectives at the Los Angeles County Museum of Art. Antin has also had major installations 
at the Hirshhorn Museum and the Philadelphia Fine Arts Museum, among others. As a 
performance artist, Antin appeared at the Venice Biennale, , the Sydney Biennale and Opera 
House and Documenta 12. Her groundbreaking mixed media works including “100 Boots,” 
“Carving; A Traditional Sculpture,” “Angel of Mercy,” “Recollections of My Life with 
Diaghilev,” “The King of Solana Beach,” and “Adventures of a Nurse,” are considered 
conceptual, feminist classics. For the last decade and a half she has been working on large 
photographic tableaux of narrative and allegorical scenes from an imagined ancient Rome, i.e. 
“The Last Days of Pompeii”. Her work is represented in many major public collections including 
the Art Institute of Chicago, Whitney Museum, Museum of Modern Art, Tate Modern, the 
Beaubourg, the Verbund Collection, the Los Angeles County Museum of Art, etc.  
 
She has written 6 books, BEING ANTINOVA (Astro Artz), ELEANORA ANTINOVA PLAYS 
(Sun & Moon), 100 BOOTS (Running Press), “MAN WITHOUT A WORLD: a Screenplay” 
(Green Integer, Sun&Moon Press), “CONVERSATIONS WITH STALIN” (Green Integer), and 
“AN ARTIST’S LIFE BY ELEANORA ANTINOVA” ( Hirmerverlag, Munich). 
 
As an artist she is represented by the Ronald Feldman Gallery in New York. Antin has published 
two books: Being Antinova (Astro Artz Press, 1983) and The Eleanora Antinov Plays (Sun and 
Moon Press, 1992). She has written, directed and produced five films: THE LAST NIGHT OF 
RASPUTIN (1989), FROM THE ARCHIVES OF MODERN ART (1987), LOVES OF A 
BALLERINA (1986) and IT AIN’T THE BALLET RUSSE (1986). THE MAN WITHOUT A 
WORLD was Antin’s first feature film and released in 1992 by Milestone Films. 
 



 

Major monographs on her work include The Los Angeles County Museum of Art, “ELEANOR 
ANTIN”, "HISTORICAL TAKES” (Prestel) and “MULTIPLE OCCUPANCY: ELEANOR 
ANTIN’S SELVES” (Columbia University, N.Y.) Antin has received many awards, including a 
Lifetime Achievement Award in 2006 from the Women’s Caucus of the College Art Association, 
2 Best Show AICA Awards (International Assoc. of Art Critics), a Guggenheim Fellowship, the 
National Foundation for Jewish Culture Media Achievement Award and an honorary doctorate 
from the School of the Art Institute of Chicago. She is an emeritus Professor of Visual Arts at the 
University of California at San Diego. 
 
 
LYNN BURNSTAN (associate producer/editor). Possessed of considerable editing, production 
and postproduction skills and talents, Lynn Burnstan has worked with Antin on all of her films. 
She has also worked on award-winning films and videos by such adventurous artists as Jean-
Pierre Gorin, Stanton Kaye, Sherry Milner and Tom Palazzolo. Burnstan also produced the first 
ecological surf film, LIQUID THUNDER. 
 
RICHARD WARGO (director of photography). In addition to working for such network news 
programs as 48 HOURS and FRONTLINE, Richard Wargo has over ten years experience as a 
cinematographer and director of photography for many independent and mainstream 
documentary producers. He photographed all of Antin’s films and has also worked for 
filmmakers such as Greg Durbin, Steve Fagin, and Jean-Pierre Gorin. Wargo directed the 
thinking person’s surf movie, LIQUID THUNDER. 
 
SABATO FIORELLO (art director/Gypsy fortune teller) was a dialogue editor at Universal 
Studios. He was a performance/correspondence artist who appeared in three Antin films. Born 
in New York and raised in Redlands, Fiorello’s work, which included assemblage, painting and 
mail art, was displayed in the exhibition “Forty Years of California Assemblage” at UCLA in 1989. 
In the 1980s, Fiorello was frequently photographed by Steven Arnold at his Los Angeles studio 
Zanzibar, and in his later years, Fiorello assisted artist Eleanor Antin with her classically inspired 
tableaux photographs. Fiorello, who lived in West Hollywood for many years, and had been 
living and working in Escondido  when he died in 2017. 
 
MARCIA GOODMAN (assistant director/Rukheleh’s mother)  

 
 
 
A New York-based actor and director, Marcia Goodman 
has directed workshop productions of new short plays at 
Playwright’s Horizons and at Ensemble Studio Theater. As 
a performer, she has appeared in numerous off-Broadway 
productions, directed by Estelle Parsons among others, 
and has also appeared in television soap operas. She 
moved from New York, her longtime home, to San Diego in 
1993. She died in 2004, survived by her children Emily 
Evans, Amy Goodman Kiefer, and Michael Goodman. 

 
 
DAVID ANTIN (assistant director/Zevi’s poems) (February 1, 1932 – October 11, 2016)  
 
David Antin was born in New York City. He earned an MA 
in linguistics at City College of New York, where he studied 
the work of Gertrude Stein, a poet whose avant-garde 
aesthetic and interest in art would influence his own work. 

http://www.poetryfoundation.org/bio/gertrude-stein


 

A poet, artist, and critic, Antin is associated with a group of artists and poets who brought new 
definitions and ambitions to poetry in the early 1970s. He taught in the Department of Visual 
Arts at the University of California, San Diego for over 25 years. He received numerous honors 
and awards for his work, including fellowships from the Guggenheim Foundation and the 
National Endowment for the Humanities. In 1984, he received the PEN Los Angeles Award for 
Poetry. 
 
Antin’s work in postmodern forms of art and writing led him, in the 1970s, to “talk poems,” a 
hybrid of criticism, poetry, and storytelling that involves Antin discoursing freely on a subject in 
front of an audience. Some of Antin’s most famous works, including Talking (1972), Talking at 
the Boundaries (1976), and What it Means to be Avant-Garde (1993) were composed this way. 
Antin described his talk poems as “improvised talk pieces, pieces I go to some particular place 
to create—in public, as improvisations. I go to a particular place with something in mind but no 
clear way of saying it, and in the place I come to I try to find some way to deal with what I am 
interested in, in a way that is meaningful to both the audience and myself. I tape record the 
pieces, and if I was successful I have something I can transcribe, that may be worth publishing. 
If it is, I publish it; if not, I forget it. So the ‘talk poems’ are more or less adapted notations of 
performances, done somewhere. I’ve been doing improvised ‘talk poems’ since 1972. My first 
book to include a ‘talk poem’ was Talking.” 
 
Of his early poetry’s connection to science, Antin told Contemporary Authors, “My background 
in linguistics and my background in science reflect my interest in the human significance of 
language structures … Definitions (1967) reflects my interest in the language of science and its 
implications, Code of Flag Behavior (1968), my interest in the pop vernacular and cliché. The 
term ‘found poetry’ with its suggestion of the ‘trouvaille’ and estheticism of junk sculpture was 
always far from my concerns. I am interested in the lethal implications of socially debased 
language, at least I was at the time of Code of Flag Behavior, which has something in common 
with the pop Art strategies of Warhol, Lichtenstein and Wesselman. Contrary to the beliefs of 
many poets, all language is ‘found,’ but some language is not only found, but second and third 
and hundredth hand.” 
 
As a critic, Antin was instrumental in providing new insights into artists such as Andy Warhol, 
Andy Katz, Sol Lewitt, and Carl Andre. His book of essays, Radical Coherence: Selected Essays on 
Art and Literature (2011), collects over 40 years of looking at and thinking about innovative art. 
Douglas Messerli described Antin’s idiosyncratic, lucid style: “Reading Antin on art is as if one 
were accompanying a lively friend or uncle on trips to the museums and galleries throughout 
the country over a period of several years, the only way one can truly come to know and 
appreciate art.” Radical Coherency also includes Antin’s essays on modern and postmodern 
literature, especially poetry. Critic Marjorie Perloff told the San Diego Reader, “David Antin’s 
early essays were uniquely prescient, and many of them have become classics. Meanwhile, the 
‘talk pieces’ included here, most of them dating from the ’80s and early ’90s, uncannily 
anticipate the hybrid texts of conceptual writing today, taking up, as they do, complex 
philosophical issues that can be addressed but never resolved.” Antin died in San Diego, 
California in 2016. — Poetry Foundation 
 
CHRISTINE BERRY MILLS (Rukheleh).  

 
As Christine Berry, she acted in several of Eleanor 
Antin’s work including THE LAST NIGHT OF 
RASPUTIN and the female lead in THE MAN 
WITHOUT A WORLD. Based in Los Angeles, 
Christine Louise Mills (aka Christine Louise Berry) 
is a writer and editor focused on documentary 
film. She, her family, their fruit trees and chickens 

http://www.poetryfoundation.org/bio/marjorie-perloff


 

can be seen in Exquisite Corpse, an experimental documentary by artist Kerry Tribe that 
explores the 51 miles of the Los Angeles River. Their Elysian Valley home garden is also a 
certified wildlife habitat, and was featured on the 2020 Theodore Payne Foundation Native 
Plant Garden Tour. 
 
As founding artistic director of Smart Gals Productions, she devoted more than a decade 2000 – 
2012 to creating unique events throughout the city. Through Smart Gals she developed original 
projects dedicated to building community, from the long-running literary salon The Speakeasy 
to the Reading Preserve installation and a collaborative, site specific performance series, Are 
You Interested? http://smartgalsproductions.org/ . 
 
The shift to film came from a desire to bring vital, compelling stories to fruition, but with a 
longer shelf life and more expansive reach. In 2014 she created an evocative trailer made 
entirely from found footage for The Evangenitals’ acclaimed Moby Dick; or The Album. She has 
developed original video content for innovative organizations and inspiring people from 
Homeboy Industries ( http://homeboyindustries.org/ ) to Miry’s List cofounder, Cyndi Otteson 
(cyndi2020.com ). She is the writer and editor of East L.A. Interchange, a multi-award winning 
documentary about Boyle Heights, one of Los Angeles’ most dynamic neighborhoods. For that 
project, Christine shaped nearly a hundred of hours of footage and interviews into a complex, 
compact and personal story of cultural history and gentrification. Through East L.A. 
Interchange, Christine became involved in local social and ecological justice issues, and uses her 
skills to highlight preventable pollution and the need for safe streets through LA River 
Communities for Environmental Equity. 
 
An original member of the Rachel Rosenthal Company, Christine has an extensive background 
in performance and the arts. She originated the role of the Furies in Juli Crocket’s Orpheus 
Crawling (REDCAT Theater, score by Jeremy Zuckerman). Her last original solo project, Cur, was 
directed by Aimee Bender and premiered at the Velaslavasay Panorama. She holds a BA in 
Theater Arts with a Minor in Visual Arts (Summa Cum Laude) from UC San Diego, where she 
was featured in the films of Babette Mangolte and Eleanor Antin. She received her MFA in Film 
Production from the USC School of Cinematic Arts with a dual emphasis in screenwriting and 
editing. While at USC, she was hired as a teaching assistant in film classes, guiding students 
through the AVID editing workflow, and also as a consultant at the Writing Center. Since 2016, 
she has volunteered as an industry judge for the Cal State University (CSU) Media Festival 
screenplay and film competition. Through the Elysian Valley Arts Collective, Christine teaches 
documentary video and writing workshops at local public schools. 
 
Short film projects she has edited range from narrative fiction to documentary: Adam (First 
Look Festival Silver Prize winner, spring 2010), Penny and Charlie (New Filmmakers New York, 
2010), The Mischievous Case of Miss Cordelia Botkin (Los Angeles International Women’s Film 
Festival, 2011), and Where Life Is (Kate Amend, A.C.E., faculty mentor; Oxford Film Festival, 
honorable mention). Her literary and  performance work through Smart Gals Productions has 
been featured in the LA Weekly, Los Angeles Times Magazine, High Performance, Bitch 
magazine, Another Angle on L.A./AFAR ( http://www.afar.com/afar/another-angle-on-l-dot-a ), 
and Pacifica Radio’s KPFK. 
 
Visit her website: piecebypiecepost.com 
 
ANNA RUTH HENRIQUES (Sorreleh).  
 
Anna Ruth Henriques is a visual artist, writer and 
jeweler who moves adeptly between each genre. 
Her paintings are in the permanent collections of 
New York’s El Museo del Barrio and The Jewish 



 

Museum, and The National Gallery of Jamaica; She is the author and illustrator of The Book of 
Mechtilde (Knopf); She also played the leading role in artist Eleanor Antin’s feature-length film, 
Man Without a World; Her first jewelry collection of hand-painted amulets was bought out by 
Barneys New York. Her expanded jewelry line is now sold in boutiques across the U.S. including 
the Museum of Arts and Design, NY. Jamaican-born and raised, educated also in France and the 
U.S. (Williams College, BA; University of California, San Diego, MFA), Henriques has resided in 
Spain, England and Japan, each culture contributing to the universality and richness of her 
work. She presently lives in New York City. 
 

PIER MARTON (Zevi)  
 

A videomaker/new media artist and writer, he 
has taught courses in film and video production 
as well as computer graphics at the School of the 
Art Institute of Chicago (where he also served as 
chairperson of the production program), UCLA, 
the Minneapolis College of Art and Design, 
Carnegie Mellon University, Indiana University, 
among others. Issues of ethnicity, spirituality, 
audience passivity, and violence have been 
recurring themes in his video works. His exhibits 
include the Museum of Modern Art, the Whitney, 
the Jewish Museum in N.Y.C., the Beaubourg 
Museum in Paris, and a variety of other 
international venues like the Berlin Film Festival 

and French Television. Mr. Marton's works are in the collections of the M.o.M.A. in New York, 
the Carnegie Museum in Pittsburgh, the Beaubourg in Paris, the National Gallery of Canada, and 
the Japan Victor Corporation Archives in Japan. He is the recipient of various grants from the 
N.E.A. and other funding agencies. 
 
“Addressing an intensely private discourse through the public forum of video, Pier Marton has 
produced a body of work that is unified by a confrontational, psychodramatic search for 
identity. Marton's early, performance-based work is highly charged and theatrical, executed 
with immediacy and aggression. These exercises in psychological self-revelation often culminate 
in attacks on both the body and the body politic as the site of despair, corruption, and 
weakness. Marton's visceral exorcisms operate through transference, shifting the focus from 
himself to the viewer. 
In later image-processed works, which deconstruct the apparatus of television both formally 
and metaphorically, he also implicates the audience's passivity as perpetuating the media's 
dominant ideology. This scrutiny of collective guilt, memory, and responsibility, as well as a 
restless search for self-identity, emerge in his recent issue-oriented documents, SAY I'M A 
JEW (1985) and (are we and/or do we) LIKE MEN (1986). Both works focus on "silenced" topics, 
things that are "hard to hear and hard to say." Confronting identity in the face of self-
abnegation and cultural conditioning, Marton allows the unspoken to be voiced.” — Electronic 
Arts Intermix 
 
GEORGE LEONARD (Yisroel). George Leonard is a novelist best known for The Ice Cathedral and 
Beyond Control. He also conceived and choreographed the popular rock-and-roll group Sha Na 
Na and appeared in the film WOODSTOCK. Leonard wrote and directed the silent film feature, 
THE EVIL WEEK in 1972. 
 



 

DON SOMMESE (Gedaliah). Don Sommese has appeared in numerous films including GRAY 
LADY DOWN (Universal) and STRAIGHT TIME (Warner Brothers). He has performed on 
television and in workshop theaters in Hollywood. 
 



 

2020 Restoration 
 

 
 

Sunrise Foundation for Education and the Arts is a private charitable foundation 
established in 2014 that collaborates with partners in Europe and America 
to promote the restoration of silent films and their publication and distribution with the 
original music or newly commissioned scores. Recent titles include Das alte Gesetz (The 
Ancient Law, 1923), Die Stadt ohne Juden (The City without Jews, 1924) 
and Sylvester (New Year’s Eve, 1924). Eleanor Antin’s THE MAN WITHOUT A WORLD is the 
fourth film that have enabled to be restored. 
 

 
A FILM WITHOUT A WORLD 

restoring the lost masterpiece of Yevgeny Antinov 
by Ross Lipman 

 
Yevgeny Antinov’s The Man Without a World comes to us by way of Eleanor Antin, as his 
representative and alter ego. Or is it vice versa?  She tells us, via a title card at the beginning, 
that it was shot in Poland in the late 1920’s and was lost ‘till its fortuitous early 1990’s discovery 
in an archive in Odessa.  The film was released at that time but has only now, decades later, 
been restored. 
 
Strangely for a work from the late ‘20’s, the film’s original camera negative has all the markings 
of an early 90’s work.  Its 16mm camera footage is even cut into A-B-C rolls, with the C roll 
demarcated for English intertitles.  One can only assume the original Yiddish roll was lost in the 
intervening years! 
 
When Milestone released the film in 1992, a duplicate negative was struck at Cinema Arts 
laboratory, which remains in physically pristine condition.  So in that sense the film was already 
preserved.  But archivists note the distinction between preservation and restoration.  A film can 
be in great physical condition but still have problematically distracting dirt embedded in (or 
printed into) the film material itself.  Such was the case with Man Without A World, and further 
work was needed. 
 
Thus Milestone set out to restore it in 2020, with the generous help of the Sunrise Foundation 
(aptly named after Murnau’s 1927 feature).  The question immediately arose as to how “clean” 
a work like this should actually be.  On the one hand, one might expect a film with such a 
checkered history as Mr. Antinov’s to be filthy; a veritable blizzard of dirt particles.  On the 
contrary, the film was only moderately dirty, and the original negative (that had been used to 
print the Cinema Arts dupe) was in quite good shape for something purportedly from the ‘20’s. 



 

Indeed one even finds interviews with Eleanor Antin herself, claiming (dubiously, no doubt) that 
it was not made in the shtetl, and that she shot it herself in San Diego years later. 
How then, could one make sense of the matter?  It’s a humorous fact that viewers associate 
film dirt and scratches with authenticity.  One could thus say, “leave the dirt in!”  On the other 
hand, trained archivists know it’s quite normal to remove dirt, safe in the knowledge that most 
films were reasonably clean at their time of creation.  In the case of The Man Without a World, 
there was enough dirt to merit about 80 hours of cleanup – which would be far less than is 
commonly needed for a major silent feature such as Mr. Antinov’s, but notably more than is 
commonly budgeted for say, an independent film shot mere decades ago in San Diego. Through 
our Sunrise grant and the generous help of the team at Illuminate Hollywood, we were able to 
clean up the most distracting dirt, while leaving at least a bit for those who like its patina of 
authenticity. 
 
The work itself was revealing.  To clarify, some images will help.  In Figure 1A, one sees a down-
rezzed reference copy (with time code window) of our new scan from the original negative, 
before cleanup was completed. 
 

  1A 
 
In Figure 1B, one sees the same image from an old 1990’s transfer conducted by a now-defunct 
laboratory.  Note that frame left in Figure A, there is visible cement/glue residue, which is 
absent in the older transfer.  Its earlier absence establishes that the damage occurred after the 
film’s initial printing, and could not be mistaken as part of Mr. Antinov’s production. 
 



 

  1B 
 
In Figure 1C, one sees the final result, after cleanup by Illuminate, yielding a clean image that 
nicely renders the sharp detail in the original photography. 
 

  1C 
 
One other example merits a close look.  In Figures 2A and 2B, one sees a traditional “before and 
after” sample illustrating repair of a vertical scratch.  (The scratch is on her right sleeve.) Such 
scratches are among the most difficult things to fix digitally, because their regularity from frame 
to frame defies most automated repair tools.  The software tends to think they’re intended, 
and they’re hence usually best cleaned up manually, which can be very time-intensive and 
hence costly.  Luckily Illuminate’s Jason Ruitenbach stepped to the plate and did a bravura job, 
completely eliminating a scratch that ran for many minutes of screen time. 
 



 

         
         

2A       2B 
 
The same images also offer a glimpse of a phenomenon of digital cleanup in which the removal 
of a large problem suddenly makes visible a smaller problem heretofore unseen.  Look closely 
at the area to the right of the cleaned-up scratch in Figure 2B.  One sees the hint of another, 
smaller one emerging.  Now look back at 2A.  There, the larger scratch pulls the eye to it so 
strongly that the smaller one to its right is imperceptible.  The lingering smaller one in our final 
result might be seen as another “patina of authenticity” for our friends who appreciate that. 
 
Special thanks goes to Illuminate’s Andrew Drapkin for his excellent work on the black-and-
white grading. 
 
One would be remiss to not discuss the accompanying music. At the time of the film’s 1991 
discovery premiere, Ms. Antin added a score by organist Lee Erwin, which by all means had its 
merits but was arguably not an integral part of the original vision of Mr. Antinov.  For the 
current edition Milestone hired the extraordinary duo of Alicia Svigals and Donald Sosin to 
compose a new score, and that is what accompanies the film today.  Peter Conheim of Cinema 
Preservation Alliance was brought in to preserve Lee Erwin’s score, so that is archived for 
posterity and available as well.   
 
In regard to the new score, I hope Alicia and Donald won’t mind my revealing that the first cue 
heard – over the opening restoration credits – is a new recording with record crackle added to 
evoke the feeling of age.  I love Donald’s assessment:  “It sounds reasonably vintage, as much as 
the film looks vintage…which is to say….60%?” 
 
Now, as the release of the restored version approaches, we have the opportunity to address 
the biggest mystery of all.  When first discovered in the 1990’s the film was not widely 
recognized.  It had its champions, but was more often overlooked.  Like its hero Zevi, who was 
trapped between his conventional roots and his avant-garde art, the film was too experimental 
for some, while too traditional for others.  It was too risqué, too political, too much – and 
literally, a film without a world.  Today Yevgeny Antinov and his visionary representative 
Eleanor Antin both seem decades ahead of their time.  The film’s swirling, kaleidoscopic mix of 
poetry, politics, and humanity is the perfect blend for our time, and one that’s ripe to at last be 
truly discovered. 
 



 

 
 

Ross Lipman and Andrew Drakin 
 

 



 

2020 MUSIC SCORE 

 
 

DONALD SOSIN is one of the world's foremost silent film musicians, bringing 50 years of 
experience to major film festivals—New York, Telluride, Bologna, Pordenone, San Francisco, 
Seattle, Houston, TriBeCa, Denver—and to MoMA, MOMI, BAM, MFA Boston, the Berlin 
Filmmuseum, and Moscow's prestigious Lumière Gallery, often performing with his 
singer/percussionist wife Joanna Seaton, with whom he has scored dozens of films for live 
screenings and DVD/BluRay, including Milestone's release of Filibus. Other venues include the 
Yorkshire Silent Film Festival, Asia's largest film and music festival in Jecheon, South Korea, the 
Thailand Silent Film Festival in Bangkok, the University of Calgary, and the Banff Center. They 
appear frequently at Yale, Brown, and Emory Universities, and the National Gallery of Art. 
Commissions include two songs for the Chicago Symphony Chorus. Donald’s orchestral score 
for the 1916 Sherlock Holmes was premiered in Odessa on the Potemkin steps for 15,000 
spectators. Other scores for Milestone include Heart of the Hills, M'liss, The Big Stakes, Cut to 
the Chase, and Shoes. 

With Alicia Svigals Donald has scored two other Jewish-themed films: The Ancient Law and The 
City Without Jews, both of which are available on disc and for live booking. 

Donald studied piano with Kyriena Siloti and holds composition degrees from the University of 
Michigan and Columbia University. He has taught songwriting and silent film music workshops 
with Joanna Seaton in many schools, universities (Syracuse, Denver, and San Francisco), 
conducts master classes for professionals. 



 

Sosin and Seaton have two musical children and live in northwest Connecticut. 

 
 

 
Photo Credit: credit Thierry Arsenault 

 
ALICIA SVIGALS, Composer/violinist/vocalist, is the world's leading klezmer fiddler and a 
founder of the Grammy-winning Klezmatics, who she co-directed for seventeen years.  She has 
played and composed for violinist Itzhak Perlman, the Kronos Quartet, playwrights Tony 
Kushner and Eve Ensler, poet Allen Ginsburg, Robert Plant and Jimmy Page of Led Zeppelin, 
singer/songerwriters Debbie Friedman, Diane Birch, Gary Lucas and Najma Akhtar, and many 
others.  She has appeared on David Letterman, MTV, PBS' Great Performances, on NPR's 
Prairie Home Companion and Weekend Edition and WNYC’s New Sounds, and on the 
soundtrack for the L-Word.   Svigals was awarded the Foundation for Jewish Culture's annual 
New Jewish Music Network Music Commission for her original live score to the 1918 film the 
Yellow Ticket and a Trust for Mutual Understanding grant to bring that work to Poland, and she 
has been a LABA Fellow and an NEA MacDowell Fellow. Last year she released Beregovski 
Suite, a CD with jazz pianist Uli Geissendoerfer exploring klezmer melodies collected in the 
early 20th century by Soviet Jewish ethnomusicologist Moshe Beregovski.   
 
Most recently, Svigals has collaborated with pianist/composer Donald Sosin on new scores for 
the 1920’s silent films, THE ANCIENT LAW and CITY WITHOUT JEWS, recently released in 
new restorations.  Svigals and Sosin also perform the scores live to screenings of the film. 



 

 
 

 
 

BACKGROUND 
 
In 1989, Eleanor Antin directed the short film, THE LAST NIGHT OF RASPUTIN. After the film 
became a success around the museum and semi-theatrical film circuits (especially when she 
appeared as the aged ballerina Eleanora Antinova, talking about her life and the making of the 
film) Antin decided that she wanted to continue to investigate her newest persona, film 
director Yevgeny Antinov, but on a much more in-depth scale. At the same time, her mother, 
formerly a Yiddish actress on the Polish stage, had developed Alzheimer’s disease. A “red-
diaper baby,” Antin had never (and still today has never) even been inside a synagogue. But 
with a loss of her mother’s memory, Antin worked to gain her own understanding of her Jewish 
heritage — in order to remember for them both. Antin spent over a year reading books and 
memoirs of shtetl life and watching countless Yiddish movies at the National Center for Jewish 
Film and the Museum of Modern Art. In the process, she began to remember stories of her 
mother’s childhood in Poland. What slowly evolved was a detailed script set in the early part of 
the 20th century when Jewish life and culture thrived in Eastern Europe. Using films, 
photographs and memoirs of the time, Antin created as authentic a look and scenario as 
possible. In the tradition of Russian cinema pioneers like Sergei Eisenstein and Alexander 
Dovzhenko, she chose to cast her film with both actors and nonprofessionals. A billet-doux to 
her mother and her own rediscovered Judaism, Eleanor Antin’s THE MAN WITHOUT A WORLD 
was completed in late 1991. It has since shown at the Berlin Film Festival, the USA Film Festival 
in Dallas and the Jewish Film Festivals of San Francisco, Boston, Palm Beach and London. 

 
SYNOPSIS 

 
“This story could have been told of any shtetl in Eastern Europe but it happened here, 
in Poland. In all the world Poland may be the country most beloved of the Angel of 
Death.” — Yevgeny Antinov, 1928 

 
THE MAN WITHOUT A WORLD is credited to the legendary (and imaginary) 1920s Soviet 
director, Yevgeny Antinov. But the film is anything but old. In fact, Antinov himself is the 
creation of contemporary filmmaker Eleanor Antin. A world-renowned artist, author and 
performer, Antin has exhibited her work at major museums around the world. In her art, Antin 
explores history through the eyes of various imaginary personas, including Eleanor Nightingale 
(a nurse in the Crimean War) and Eleanora Antinova (the famous black dancer in Diaghilev’s 
Ballet Russe). THE MAN WITHOUT A WORLD, is also Antin’s “love letter” to her mother, a 
former actress in the Yiddish theater, who is now suffering from Alzheimer’s disease. 
 
THE MAN WITHOUT A WORLD is a dark, comic melodrama set in a typical village (shtetl) in 
Poland. The Jews’ struggle against poverty and racial hatred is complicated by their own 
division into hostile political factions of the religious orthodoxy, assimilationists, socialists, 
Zionists, anarchists and survivors. While the Jews of the shtetl pursue their loves, politics, 
religion, business and dreams for the future, the Angel of Death is ever near... 
 
The story centers on the romance of Zevi, a Bohemian Yiddish poet, and Rukheleh, the nice 
Jewish daughter of a local merchant. Rukheleh longs to marry Zevi, but her parents plan a 
match with the butcher. Zevi’s sister, Sooreleh, has been half-mad and mute since the day she 
was raped by Polish soldiers. Their mother Sarah, lies ill at home. 
 
Zevi and Rukheleh’s relationship is threatened by the arrival of a Gypsy acting troupe. Zevi is 
seduced by the sultry Gypsy dancer, and settles into a life of decadence. He drinks nightly with 



 

socialists, Zionists and anarchists at Moishe’s cafe, where the town’s intellectuals meet “to 
solve the world’s problems.” 
 
When the Angel of Death comes for Sarah, Zevi’s grief and guilt lead him briefly back to 
Rukheleh. But after one night of passion, Zevi returns to the charms of his Gypsy ballerina. 
Later, Rukheleh learns she is pregnant. Her parents arrange for a marriage with the butcher, 
who is too much in love to notice her condition. 
 
Rukheleh runs to confide in Sooreleh, but the mad girl is kidnapped by religious “fanatics” who 
take her to the synagogue. There, Rabbi Eliezar, the great Cabbalist, tries to exorcise the dybbuk 
within the girl. After a harrowing ritual, the spirit agrees to leave her body. Instead of leaving 
through her fingernail, the dybbuk escapes through Sooreleh’s throat, suffocating her. A 
window breaks in the temple as her wretched soul escapes. 
 
After Sooreleh’s funeral, Zevi discovers the truth about Rukheleh and woos her back. At the 
wedding, the drunken butcher crashes the celebration and in a jealous rage, attacks the guests 
with a knife, killing two. Zevi grabs the weapon and in the struggle, kills the butcher. 
 
Zevi decides that he must run away and hide in Warsaw. Rukheleh wants to go with him but the 
Gypsy dancer tells her that the big city is no place for a young mother and child. The next day, 
Zevi leaves with the Gypsy caravan. The Angel of Death follows the little band as they head 
down the road... 
 

“On September 1, 1939, Germany invaded Poland. 
In 1941, the massive deportations of the Jews began. 
By 1943, the shtetl world had disappeared.” 

 
INTRODUCTION TO “THE MAN WITHOUT A WORLD” 

 
An Archives of Modern Art film classic 
 
As the policy of Glasnost reveals to an astonished world the crumbling ruins of a once great 
and terrible empire, it has also brought to light a vast number of lost artists and art works 
from the moldy oblivion of state cellars and the dusty graves of Soviet libraries. 
 
Among these recently discovered works is another film by Yevgeny Antinov, the controversial 
Soviet silent film director, whose recently discovered THE LAST NIGHT OF RASPUTIN, with its 
decadent sexuality, questionable politics and friendly reference to Trotsky, got him into trouble 
with Stalin, from whom he fled to Poland in 1927 one step ahead of the Cheka. 
 
In Cracow, he seems to have fallen in with a couple of affluent American entrepreneurs who 
offered to back him in a film about shtetl life for the Jewish nostalgia market back home. To a 
pair of garment manufacturers looking for a quick killing in a new medium, a serious Russian 
film director like Antinov must have been a great catch, while for the down-at-the-heels exile, 
these rich Americans were a pot of gold, after two or three French and German producers 
disappeared like rainbows with the next day’s sun. 
 
For a secular urban Jew, doing a Yiddish shtetl film must have presented something of a 
problem. He seems to have tried to interest his friend, the Russian Jewish writer, Isaac Babel, in 
doing the screenplay, but Babel’s notoriety in Jewish circles as the creator of Jewish gangsters, 
scared off the backers, who insisted upon a shtetl film “pure and simple.” 
 
Antinov ended up writing the scenario himself, but his insistence on political commentary in a 
work that was meant to appeal to a nostalgia market, got him into trouble once again. The 
disappointed backers agreed not to throw good money after bad and withdrew the film from 
circulation. 



 

 
It seems never to have shown in the United States at all and was just about forgotten. The last 
known print, belonged to a Warsaw collector disappeared into the Holocaust with its owner, 
until years later at the end of the Cold War, a vintage print showed up in an obscure Odessa 
archive for which it was liberated by Glasnost. 

 
 

AN INTERVIEW WITH ELEANOR ANTIN 
 

Why did you do a silent film? 
I love silent film. I believe — though there are certainly many great talking films —that visually 
they were often more poetic and interesting than the talkies. There they were at the height of 
their inventiveness, the possibilities were dazzling, and bang! along came sound. And disaster 
struck immediately, as the Russian modernists knew it would. They synched up the sound, the 
cameras stopped swirling, everybody sat down and we got talking heads. And they’re still 
talking, you can’t stop them. They’re more sophisticated now, of course, but when it comes 
down to it, what you still get is talking heads most the time. And maybe people are beginning to 
get tired of it. Look at MTV. No talk, just sound and image. Maybe that’s why people can look at 
silent pictures again. 
 
Also, my work with personas led me to the silents. I wanted to film Eleanora Antinova, my 
invented black ballerina of Diaghilev’s Ballet Russe. Since she danced in the early part of the 
century, the films would have been old, poor quality, black and white. So I made archival films 
of her dances, then of her little burlesque films — artists have to make a living — and I was 
hooked on filmmaking, silent filmmaking. Then to get her into more serious films of her period, 
early modernist Russian films, I invented Yevgeny Antinov, the Soviet silent film director, who it 
turns out now was Jewish and made Yiddish films as well. I hope to make his complete oeuvre. 
To go through the history of early film by re-inventing it in the light of the present. This wasn’t 
merely an exercise in chutzpah. I wanted to enter that lost world of the past from the inside, 
not to stand outside of it to see it as history. The technology of a film determines a large part of 
what it is you actually see. A Hollywood costume drama holds the subject of the film at the 
conventional distance of representation. I wanted to experience this world, not represent it and 
to make it possible for an audience to experience it as if from within, but obviously feeling itself 
somewhat displaced from its comfortable modern position. My intention was to try to throw 
light on both worlds. When the Socialist in THE MAN WITHOUT A WORLD dies and the Zionist 
cries out “Don’t leave me, Gedaliah, the world is empty without you,” I feel like crying myself. 
We’re standing here in 1992 as the Communist dream gives up the ghost. But in the early 20th 
century, nobody knew how the revolution would betray them. Communism was still a noble 
dream and hadn’t turned into a nightmare yet. 
 
Let’s get back to the technology. In this way, if you were to explore the Middle Ages would you 
do an illuminated manuscript? 
No, but in 1983 I did a medieval morality play. It was called “El Desdichado.” My King persona, a 
kind of Don Quixote, wandered with his talking horse, his Sancho Panza, through a plague-
stricken landscape of death and dying, something like 14th-century England, and by extension, 
our own plague-stricken time. And yes, I had a cardboard mountain in the installation because 
mountain tops were where religious experiences occurred, and I led the old, the crippled, the 
wounded, the sick, the dying, the poor to the White City, which turns out to be the city of death 
and destruction. I played all the roles as I used to do in those days. Remember, this wasn’t a 
film. Who ever heard of a 14th-century film? It was a live performance in a cardboard stage set 
with a hanging tree and seven cardboard hanged men swinging from the branches. And I 
considered who they were and how they got there and I mourned for them while my talking 
horse, less liberal and unforgiving, took the side of the poor orphans and other unfortunates 



 

who had been victimized by these criminals. Of course, only if the prosecution was correct. The 
problem of the whole piece was how to read the evidence. 
 
So who were these personas? 
The King was my male self, my political self; a king without a kingdom because he has no 
power. None of us has any power. So he’s always looking for his lost kingdom. You can’t be a 
king without a kingdom even if it’s just a memory of one. My female self was the Ballerina, the 
artist, always fighting a lost battle to make an interesting art and stay alive inside of a 
degenerate traditional art form — ballet — my metaphor for the condition of the art world. 
And when I saw I needed a more colloquial self the Nurse appeared, fantasizing and 
daydreaming endless romantic soap operas, the little heroine of a succession of imperfect love 
affairs, comically representing the unequal power relations in the affairs of men and women. 
Antinova eventually became that impossible figure, a black ballerina who danced with 
Diaghilev’s Ballet Russe, wanting to do the classical “white” ballets but being relegated to the 
darker roles of Pocahontas and Pharaoh’s daughter who finds the baby Moses in the rushes. 
Again none of these selves lived in film, though they lived in video, live performance, 
photography, narrative texts, drawings, installations... 
 
And Yevgeny Antinov? Where does he fit in? 
Well, I began making films, the little tacky dance films in one of my plays “Help, I’m in Seattle.” 
Then I did a large filmic installation, “Loves of a Ballerina” for my gallery, Ronald Feldman, in 
New York. The exhibition consisted of three constructions, an abandoned 1930s movie palace 
with three films shown continuously on a loop; an abandoned Pullman car with films back 
projected in trompe l’oeil fashion onto the windows, two synchronized film loops depicting two 
related romances going on simultaneously in separate compartments on opposite sides of the 
train; and a backstage dressing table with the ballerina’s ghostly face back projected on the 
mirror seemingly either regarding her own image or looking out into the world. 
 
I invented Antinov, the Soviet silent film director, when I began to make bigger and bigger films 
that moved out from an art world ambiance into a more traditional theatrical audience viewing 
situation. When you have a real film, you need a real director. 
 
Why a male director? 
THE LAST NIGHT OF RASPUTIN was often introduced by a performance. It’s a 38-minute short 
theatrical film, introduced live by the now very old Eleanora Antinova who, like Lillian Gish say, 
tells about the making of the film when she was young and Yevgeny Antinov was her difficult 
lover. After her rap, the audience sees her young, starring in the film. It was a performance I 
always enjoyed doing — often touching in its way. I love old movie stars, and then, it paid for 
one third of the cost of THE MAN WITHOUT A WORLD — live performance makes much more 
money than a film screening. So I wanted Antinov to provide a Russian modernist context for 
the making of RASPUTIN because I was making a film that was determinedly narrative but 
tentatively modernist in its period style. But I probably would have made him a man anyway, 
Most film directors have been men and I chose to confront this fact. 
 
While making the film, did you make decisions based on the fact he was a male director? 
I get a kick out of my double life. Antinov makes decisions men would make. I don’t know if you 
know anything about mikvahs, the ceremonial baths. Well, the one thing a woman being 
cleansed in the mikvah can’t have are knots anywhere in her hair. The attendant will even comb 
out her pubic hair or the hair under her arms in case there are some knots there. So braids 
would have been out of the question for a young woman being ceremoniously purified before 
her wedding. But Antinov was not about to have that beautiful young body hidden by a cascade 
of hair, so he braided her hair and filled the screen with her naked back. Still, two can play this 
game, and in the fantasy scene I knew I was going to show the hero’s ass as well. And to return 
to the mikvah scene — that pretty woman’s community — Antinov would never have shown 



 

that. But as a woman, I know that in a patriarchal community, when the men are away, the 
women will play. Would Antinov have made that sweet little lesbian romance — or responded 
with the basically good nature, if disruptive attitude of the mothers? No way. So we live with 
each other, Antinov and I, and in the fluid medium of film nobody knows we quarreled. 
 
Well, it gives you a real double vision... 
One of the perks. 
 
In the opening, is the Angel of Death creating the world? 
It’s a derivative of a fairy tale type artifice often used in the Yiddish theater, and in films too, 
like THE DYBBUK. A framing device signaling the curtain’s going up. The story is about to begin. 
Usually it’s the appearance of the prophet Elijah. But I have no interest in religion, so I’m not 
interested in prophets. I remembered David, my husband, telling me about the death of his 
grandmother. How she kept protesting against some invisible person who seemed to be 
crowding her in her bed. David liked to imagine him as one of those religious guys who used to 
come around with a tin can collecting money for Israel. Film images are different from verbal 
ones. I made the guy in the bed the Angel of Death, a neat, trim little Hasid, a sort of 
accountant, a little bureaucrat with a nasty streak and a bum leg. He takes the dying mother by 
force. Death as a kind of rape. 
 
You shot the film in California? 
But we still had to turn southern California into Poland. Southern California light doesn’t look 
like Polish light. Look at a map. Poland is up north. It’s on a line with Nova Scotia. San Diego is 
on a line with Morocco. We constructed a kind of ceiling over the street, made out of some kind 
of sheer linen. My people were sewing it for a week. It took a fair sized crew to get it up. But it 
worked. It filtered the California sun and we got this pearly light, diffuse and bleak. All the other 
scenes though, including the graveyard scene were done in the two video studios on campus. 
 
The men marching to the “Internationale” on the country road...was that shot in San Diego? 
That was shot where I live (outside of San Diego), in the country. When they’re fighting, they’re 
actually coming up my driveway.  
 
Let’s talk about the cast and start with Rukheleh.  
That’s Christine Berry. She’s a young actress, a recent graduate. She’s actually Polish, not 
Jewish. And Sooreleh, the unfortunate mad sister, is Anna Henriques. She’s a young 
performance and video artist, a Jamaican Jew with a black grandfather. Pier Marton, a well-
known video artist often working with Jewish themes, plays Zevi. The supporting roles too are 
superb. Grant Holcomb is the Polish policeman; George Leonard, the Zionist; Marcia Goodman, 
the perennial Jewish mother, who was also an assistant director; Sabato Fiorello, my art 
director also played the Gypsy fortuneteller in drag; I could go on and on. As for the magician, I 
discovered him in a video store in a La Jolla shopping center. He was the clerk there. I kept 
looking at him and thought to myself...someday...I loved his face.  
 
Dixie, the pig, she was great. This was a 650-pound show pig and a pet. She wins prizes. We 
built a pen for her, watered it down for mud — all for her eight-second cameo role! 
 
Now, the weight lifter... 
Nicolai, my chiropractor. Isn’t he beautiful? He could have lifted real weights but I preferred the 
bogus ones. Girls used to come on the set asking to see the gorgeous strong man they had 
heard about. 
 
Now Zevi’s mother is played by Luba Talpalatsky. She’s a Russian émigré. She’s fabulous! In her 
death bed scene, she was literally, in Russian, telling us these horrible Babi Yar-type stories that 
happened to her mother and father. And that’s why she really looks so upset. She was telling us 



 

these terrible stories that she said she never told anyone before. But we couldn’t understand 
them, because they were in Russian. 
 
Your entrance is very dramatic.  
My first femme fatale role. I loved playing it. I thought of myself as a Gypsy slut.  
 
Are they Gypsies because they were part of the holocaust as well? 
Because they were outsiders like the Jews. Because they were artists, con men, survivors, 
wanderers, exiles. Like Jews. 
 
How did you prepare to make this film? 
I looked at all the Yiddish films, both silents and talkies at the National Center for Jewish Film. 
Sharon Rivo and Miriam Krantz were wonderfully generous and shared everything with me — 
the Museum of Modern Art was also very helpful. And when I looked at the films, the Yiddish 
theater legacy and Yiddish literary culture that I had forgotten, all came back to me. I read 
endlessly, books on shtetl life, literary works, some of them quite wonderful. There were 
photographs, personal memoirs, Yisker books... But from the beginning I knew the film would 
live off its images. The narrative would come out of the images. I knew I wanted to do the 
Dance of Death, I saw one done rather badly, I must say, in one of the old films. I knew I had to 
have funerals, a wedding, a dying mother, a dybbuk, et cetera. And above all, I knew I had to 
have discourse. Café life and arguments about politics. That’s one of the aspects of Jewish life 
Hollywood never includes. I don’t believe in Jews who don’t get passionate about politics. I 
don’t believe they’re real Jews. They must be passing. My mother would have called such Jews 
prost, low class. And I enjoyed the irony of making discourse the core of a silent film. It was 
tricky. Silent films commonly used the titles to propel the narrative, to clarify character, to 
enhance atmosphere and comedy but I also needed them to insist on argument. But it was 
always a discourse that emerged from the images themselves. 
 
What were some of the films you saw that most influenced THE MAN WITHOUT A WORLD? 
I got little things from every film. A pillow in a corner of the screen could do it. A guy sitting on a 
barrel chewing a corn cob, I stole for the café scene. I gave it to the cynic. It had been in one of 
the films at MoMA. It was a film that was obviously shot in the shtetl  and not on a set. I was 
stunned. This guy was sitting on a barrel eating corn on the cob. I always thought corn on the 
cob was American food. I didn’t think Europe had it. They must have had it for pig food. So it 
was also a cheap food for poor people. And the guy was eating it raw. That was such a beautiful 
scene to me, it was so weird.  
 
About Sooreleh’s stuff, all her... 
...paraphernalia, her pots and pans. I knew I had to have a mad girl. In one of the books I was 
reading the author said that in each town, there was a crazy person. And they had this mad 
woman in this town, who’s name I think was Sooreleh — that’s where I got her name — who 
used to collect these pots and pans and would go around banging on them. 
 
Could you talk about the look of the Jonah scene and it’s theatricality? 
That’s Yiddish theater. It’s a very funny argument they’re having, that they’ll always blame the 
Jews.  
 
What about the image of the ballerina with the beard in Rukheleh’s nightmare? 
Obviously, the ballerina is the Gypsy that’s stolen him away. You don’t know she’s done that 
then, but apparently Rukheleh and Zevi’s love is over. It’s a suggestion. And the beard is a 
symbol of power. Later on, the religious leaders who have the power have beards. And when 
Zevi has a false beard later on, he runs into the synagogue and they make fun of him and say 
how shameful he looks. And then he turns around and looks at the people with real beards and 



 

he’s ashamed and pulls his off. And I liked the image of the bearded ballerina, a private 
nightmare... 
 
In your film, almost every single plot complication in Yiddish cinema... 
...is there. Even the exorcism. I didn’t model mine after THE DYBBUK. It’s a great film — but 
their exorcism is too timid. I patterned mine after a 17th-century exorcism in a Dutch 
synagogue. If you notice the scene starts with Rukheleh peeking into the synagogue through 
the window. My grandfather, Reb Shmoel Mekham, was a Hasidic wise man who, among other 
activities, used to exorcise dybbuks. When my mother was four years old, she peeked in on one 
through the window. She heard the dybbuk speak in a deep, man’s voice through the possessed 
woman’s mouth. I can still hear my mother imitate it. She’d been an actress on the Yiddish 
stage in Poland, she could recall the dybbuk’s sound so fiercely I would wiggle in delicious fear. 
That’s the one time in the film I wished I had sound. The man’s voice coming out of the 
woman’s body — how I wanted that voice. We had to settle for a Gothic script in the text 
whenever the dybbuk spoke. Anna contorted her face so well to suggest him, that I think 
nobody misses his actual voice. 
 
Where was your mother born? 
In a little town called Rush, near Bialystok. At times it was Poland, other times it was claimed by 
Germany, the next week it would be Russia, who knew? “The rivers ran with blood,” she said. 
 
Have you shown the film to your mother? 
She has advanced Alzheimer’s now and can’t focus on anything. In a sense, this whole film was 
born in me when my mother’s Alzheimer’s started taking away her memory. I like to think that 
as she lost her memory, I found mine. I think of the film as a love letter to my mother. 
 
I wanted to put her into the film. She would have looked wonderful, with her demented, 
childlike face, ravaged but still pretty, like a little bird. She hops around the nursing home in San 
Diego kissing everybody and calling the pleasant Filipino nurses mamaleh. “What does 
mamaleh mean?” they ask. “Little mother,” I say and they look confused as she laughs, dancing 
down the sterile corridor singing “mamaleh, mamaleh...” I would kill for an image of that, sell 
my soul even, but I couldn’t do it... 
 

 
Milestone Film & Video 

 
Milestone celebrates 30 years in business with a reputation for releasing classic cinema 
masterpieces, new foreign films, groundbreaking documentaries and American independent 
features. Thanks to the company’s early work in rediscovering and releasing films such as 
Charles Burnett’s Killer of Sheep, Kent Mackenzie’s, The Exiles, Mikhail Kalatozov’s I Am Cuba, 
Marcel Ophuls’ The Sorrow and the Pity, the Mariposa Film Group’s Word is Out and Alfred 
Hitchcock’s “lost” propaganda films Bon Voyage and Aventure Malgache, Milestone has long 
occupied a position as one of the country’s most influential independent distributors.  
 
As part of the Milestone’s commitment to challenging the canon, Heller and Doros seek out 
films that have been lost, overlooked, and underappreciated — especially those that have been 
neglected because they were made by women, people of color, and LGBTQ filmmakers. They 
also seek out films that offer strong political and social content and that explore communities 
and history rarely seen in big-budget cinema. Milestone has been responsible for the discovery 
of Leo Hurwitz’s Strange Victory, Kathleen Collins’ Losing Ground, Billy Woodberry’s Bless Their 
Little Hearts, and soon, the documentaries of Peter Adair and Jeffrey Friedman including 
Common Threads and Paragraph 175. 
 



 

In November 2007, Milestone was awarded the Fort Lee Film Commission’s first Lewis Selznick 
Award for contributions to film history. In January 2008, the Los Angeles Film Critics Association 
chose to give its first Legacy of Cinema Award “to Dennis Doros and Amy Heller of Milestone 
Film & Video for their tireless efforts on behalf of film restoration and preservation.” And in 
March 2008, Milestone became an Anthology Film Archive’s Film Preservation honoree.  
 
In 1995, Milestone received the first Special Archival Award from the National Society of Film 
Critics for its restoration and release of I Am Cuba. Manohla Dargis, then at the LA Weekly, 
chose Milestone as the 1999 “Indie Distributor of the Year.” In 2004, the National Society of 
Film Critics again awarded Milestone with a Film Heritage award. That same year the 
International Film Seminars presented the company its prestigious Leo Award and the New 
York Film Critics Circle voted a Special Award “in honor of 15 years of restoring classic films.” In 
November 2007, Milestone was awarded the Fort Lee Film Commission’s first Lewis Selznick 
Award for contributions to film history. Milestone/Milliarium won Best Rediscovery from the Il 
Cinema Ritrovato DVD Awards for its release of Winter Soldier in 2006 and again in 2010 for The 
Exiles. In 2015, the Il Cinema Ritrovato again awarded Milestone, this time for Best Blu-ray, for 
their series, Project Shirley (Clarke). 
 
In January 2008, the Los Angeles Film Critics Association chose to give its first Legacy of Cinema 
Award to Doros and Heller of Milestone Film & Video “for their tireless efforts on behalf of film 
restoration and preservation.” And in March 2008, Milestone became an Anthology Film 
Archive’s Film Preservation honoree. In 2011, Milestone was the first distributor ever chosen 
for two Film Heritage Awards in the same year by the National Society of Film Critics for the 
release of On the Bowery and Word is Out. The American Library Association also selected Word 
is Out for its Notable Videos for Adult, the first classic film ever so chosen. 
 
In December 2012, Milestone became the first-ever two-time winner of the prestigious New 
York Film Critics’ Circle’s Special Award as well as another National Society of Film Critics Film 
Heritage Award, this time for its work in restoring, preserving and distributing the films of 
iconoclast director Shirley Clarke. Important contemporary artists who have co-presented 
Milestone restorations include Martin Scorsese, Francis Ford Coppola, Barbara Kopple, Woody 
Allen, Steven Soderbergh, Thelma Schoonmaker, Jonathan Demme, Dustin Hoffman, Charles 
Burnett and Sherman Alexie. 
 
Doros was elected for three-term as a Board of Director for the Association of Moving Image 
Archivists, the winner of their William O’Farrell award in recognition for services to the field, 
and in 2017, was elected President of the Association of Moving Image Archivists and serves on 
the board of Co-ordinating Council of Audio Visual Archives Associations. In 2018, Doros was 
named to the National Film Preservation Board, that also serves to select the Library of 
Congress’ National Film Registry every year. In 2019, Doros and Heller have been chosen as the 
third recipient of the Art House Convergence’s Spotlight Lifetime Achievement Award and the 
Denver Silent Film Festival’s David Shepard Career Achievement Award. 
 
Recently, Milestone has restored Mikhail Kalatozov’s I am Cuba, David Hockney and Philip Haas’ 
A Day on the Grand Canal with the Emperor of China, George T. Nierenberg’s Say Amen, 
Somebody, Mario Roncoroni’s Filibus, Gilbert & George and Philip Haas’ The World of Gilbert & 
George and The Singing Sculpture and now Eleanor Antin’s The Man Without a World. 
 
Doros and Heller are currently working with the Academy Film Archive and The Film Foundation 
to restore (and distribute) the films and videos of the African American director, Ayoka 
Chenzira. 
 

http://www.amianet.org/
https://www.ccaaa.org/
https://www.loc.gov/programs/national-film-preservation-board/about-this-program/
http://www.arthouseconvergence.org/


 

In 2016, Milestone produced its first and only film, Ross Lipman’s documentary essay Notfilm, 
named to over a dozen Best Ten Lists for the year. Amy and Dennis have a son, Adam, now 24 
and working for EcoSystems in New York.  
 

“They care and they love movies.” — Martin Scorsese 
 

“Milestone Film & Video is an art-film distributor that has released some of the most 
distinguished new movies (along with seldom-seen vintage movie classics) of the past decade.” 

— Stephen Holden, New York Times 

 
 


	THE MAN WITHOUT A WORLD
	Milestone Film & Video


