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Chapter 3 expands upon, as well as directly cites and discusses, the published 
journal article: 

Kate Saccone. “‘Wrath, Witches, and Wondrous Women’: A Curated Program of  
Lost Films.” Feminist Media Histories vol. 10, no. 2–3 (Spring–Summer 2024): 
145–58. https://doi.org/10.1525/fmh.2024.10.2-3.145.  

 
Overture #4 (ahead of Chapter 4) expands upon the published online 
encyclopedia entry: 
 
Giovanna Fossati and Kate Saccone. “Hands On. Film Heritage in Transition.” In  

TECHNÈS: Encyclopedia of Film Techniques and Technologies, edited by André 
Gaudreault, Laurent Le Forestier, and Gilles Mouëllic. Social Sciences and 
Humanities Research Council, 2022. https://encyclo-
technes.org/en/parcours/all/film-heritage-transition/1. 
 
This co-authored piece for an online encyclopedia comprises several 
different subsections. The two sections that I wrote (“The Restoration and 
Presentation of the Mutoscope and Biograph Collection through ‘The 
Wonders of the Biograph’ and The Brilliant Biograph: Elements of 
Context” & “Theoretical Frameworks of Restoration and Presentation for 
‘The Wonders of the Biograph’ and The Brilliant Biograph Projects”) were 
based on my own original close analysis of, and research into, the relevant 
exhibitions as well as conversations with their respective curators. These are 
the only parts of this publication that I expand upon in this dissertation.  

 
Chapter 4 expands upon elements of the unpublished M.A. thesis: 
  
Kate Saccone. “The Public (Re)Making of an Archival Film Collection: Eye  

Filmmuseum’s Mutoscope & Biograph Collection and Contemporary Silent 
Film Curating.” M.A. Thesis, University of Amsterdam, 2021. 
https://scripties.uba.uva.nl/search?id=c4992172.  
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