JOSEF LINDNER

in a Digital Age

- :) uring the First World War, the British War Office
released afeature film called The Battle of the Somme. The Imperial
War Museum’s database (http://www.iwm.org.uk/) includesthese notes
onthisfilm:
Remarks:. theclassic First World War filmin every sense, widely
used for stockshotseventoday. It established thebasic structure
of the*big battle’ film, which wasto continuefor afurther two
productionsuntil the spring of 1917. Theonly British officid film
to have amajor impact on the perception of thewar, both at the
timeandin historical terms. Alsotheonly officid film of thewar
with aclaim to be regarded as great art in its own right. The
unprecedented and unexpected public success of this film
established cinemaasamajor factor in British propagandafor the
rest of thewar.*

Theclaimof “great art” for Battle of the Sommeisespecialy important.
Certainly thefilm’srecording of historical eventsinthe Great War has
vaue, but theskill and achievement of thefilmmakersa so had asignificant
effect onthe development of the documentary filmasan art form. This
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achievement was recognized in 2005, when Battle of the Somme was
named to UNESCO’sMemory of theWorld program. At thetime, it was
oneof only three motion pictureson theregistry. Thisrecognition did not
comeonly with the perspective of time. Penel ope Houston, in Keepersof
the Frame: The Film Archives, notes how contemporary critics
immediately saw thelasting sgnificanceof thisfilm. ShequotesThe Times
of London, whichinal916review declared. “ Inlater years, when higorians
will want to know the conditions under which the great offensivewas
launched, they will only haveto send for thesefilmsand acompleteideaof
thesituation will berevealed beforetheir eyes—for wetakeit asgranted
that anumber of copiesof themwill be preserved in nationd archives.”2

Thisassumption was certainly logical, but unfortunately the original
materia sfor The Battle of the Sommewere not protected aswell asthey
should have been. Thefilmisnot lost, of course, and copieswerekeptin
“national archives’ asthecritic of 1916 hoped. But astheimagesbecame
famous and theniconic, the negative was cannibalized for usein other
productions, and by the 1930’ sthere were only poor quality duplicate
copiesof theorigina verson. Theartifact itsalf wasin danger of degrading
dowly, losing both content, through multiple versionsand repurposing of
footage, and image quality, through constant duplication and the | oss of
original materia. Despiteitshistorical impact andiconic status, thefilm
only recently received afull-scalerestoration by the Imperia War Museum
—and only after it wasnamed to the UNESCO registry.

Theideathat motion pictures, either on film, videotape or in digital
format, will somewhere, somehow be archived for future study isquite
pervasive, both historically and inthe present. Motion pictureswere often
recognized for their valueasdocumentation, evenif thepossbility of film
asart wasdower to beacknowledged. It isastrange and often frustrating
fact than more often than not these moving imageartifacts, lauded intheir
original context, could be forgotten, neglected or even destroyed. This
essay, adapted from my presentation at Jadavpur University in 2008,
surveystheproblemsfilmarchivistsfaceinthedigitd era When | usethe
term“filmarchivists,” | am referring to those who curate and preserve
moving imagesthat originated and were projected on film. The broader
term“movingimagearchivist” includesthosewho aso carefor videotape
and digital media. | separatethetermsfor onesimplereason: the process
for preserving motion picturefilmisoneweunderstand well, whilealong-
term solution for videotape and digital data has yet to be devel oped.
Preserving film requiresaspecific set of technical and practica tools, and
ahigtorica gppreciation of how filmartistsworkedinthemedium. Insome
way's, preserving video images comesdown to nothing morethan asystem
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of computer networks, owing moreto Information Technol ogy thanto
Library Science. Intruth, both disciplinesare moreaikethan dissimilar,
and become more so every day. Most of al, the problems of film
preservation areingtructiveto all moving imagearchivists, aswe share
many challenges: “lost” works, format obsolescence, and the need to
engagethe materidsaswell astheartiststhat created them.

Raising awareness, and the awareness of loss

Moving image archivesand archivists have succeeded inincreasing
awareness of theissuesof film conservation and preservation; yet very
few peopleactually know who, if anyone, isactualy responsiblefor this
work. Archivists havetried to bring their concernsto awider audience,
with slogans (“ Nitrate Won't Wait!”); conferences and symposia (the
annua Association of Moving ImageArchivistsconference, and Orphan
FiIm Symposium); andthroughinternationd eventslikeHomeMovieDay.
Still, it can befrustrating to seethese efforts co-opted by studio marketing
departments, morphinginto stickersthat announce” Digitdly re-mastered!”
onDVD cases, or theless-than-enlightening “ beforeand after” shotsused
in commerciasfor there-release of afilm on DVD or Blu-Ray. The
inescgpabletruthisthat film preservationremainsasmdl fidd, and archiva
concerns and the consequences of an “all digital” world are rarely
consdered outside of that small community.

Thesmplefact isthat thereisno consensusand no established method
for preserving digital movies. In contrast, whilefilm preservationissow
and expensive, it hasaset of shared procedures, standardsand practices
commoninarchivesaround theworld. Our capability to preservefilmis,
perhaps, greater than ever, evenif theresourcesto do so areamost dways
lacking. Evenwith all thetechnical and financia toolswe could haveto
preservemotion picturefilm, wewill dwaysbehampered by many decades
of neglect or active destruction of film elements. Much of film history
throughout theworld hasaready beenlost to posterity. Figurescompiled
by the Fédération International desArchivesdu Film, or FIAF, suggest
that up to 80% of themoviesmadeintheslent erahavebeenlost forever.
The sound erahasitslossesaswell; of all themovies made before 1950,
only haf arebelievedto survive.

Whilelost slent filmsget most of theattention, theimpact of having lost
so many filmsfrom the sound eraisstill being realized. All known copies
of thefirst sound featurefilmto bemadein India, 1931'sAlamAra, have
beenlogt. Thelossisdoubly disappointing, for beyond being India sfirst
“talkie”, Alam Ara hel ped shapethefuture of Hindi cinemaand thefilm
industry throughout India. It used sound not just for dia ogue, but prominently
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featured popular songs. According to Shayam Benegd, AlamAra, “...was
not just atalkie. It wasataking and singing filmwith moresinging and less
talking. It had anumber of songsand that actually set thetemplatefor the
kind of filmsthat were madelater.”* Any historian wishing to consider
how songsand popular singersgaverisetothefilmindustry inIndiawould
certainly view Alam Ara asaprimary document, onethat isnow lost to
audiencesforever.

Deterioration and loss

Thereare countlessreasonswhy moviesbecomelost: theeementsare
actively destroyed, carelessy misplaced, or neglected until they deteriorate
beyond thepoint of salvage. Sometimesthey exig, but areheld by individuas
or organizationsthat refuse all accessto the material. Guarding against
destructive, cardessor sdfish behavior iscertainly oneway wecan protect
moving images for the future, but these aspects of human nature are
unpredictable and, perhaps, inevitable.
Theseareproblemsnot at all limited to
thearchival field. Wedo, however, face
the more particular problem of
decomposition. Before 1950, film base
was made of nitrocellulose, which, in
addition to being highly flammable, can
degrade, causing thefilm baseto bubble,
melt, or turnto powder (seeillustration
1). After 1950, thedominant film basewas
triacetate, congderably lessflammablebut
also subject to degradation. Acetate
deterioration is commonly known as
“vinegar syndrome’, sncethe production
of acetic acid smells very much like
vinegar. Though less catastrophic than
nitrate decomposition, the breakdown of
safety film base can cause extreme
ghrinkageand brittleness(seeillustration
2). Inregionsof extremevariationsin heat
and humidity, acetate deterioration canbe
completely irreversible. As part of the
Academy Film Archive's Satygjit Ray
project, we examined some safety film of Ray’soriginal negativesthat
werefused into asolid block. Sincethe 1970's, modern preservationfilm
stocks use apolyester base, which appearsto be extremely stable, and

2. Acetate deterioration
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thussuitablefor archiva storageof movingimages.

Though decomposition can devastate motion picture holdings, wedo
have some understanding of how to control it. Thoughitisdifficult to
is0l ate specific causes, amgor contributing factor to both safety and nitrate
decompositionisstorage conditions. Filmlastslongest when stored inlow
temperatureand humidity, and, equa ly important, constant levelsof both.
Thelmage Permanence I nstitutein Rochester, New York, hasprovided
long termempirical studiesthat offer filmarchivistsguiddinesfor storing
audio-visud materids. Whilesimplein concept, thedifficulty is, asusud,
funding. Buildingtemperatureand humidity controlled vaultsisexpensive,
and the energy demands are a constant financial drain — and also
dependent on adevel oped infrastructureand stable utilities.

Thereisanother threet to film holdings, and that isformat obsol escence.
Whilethebasic film gaugesand formatshave beenfairly stable over the
last century, thereare still agreat many short-lived and obsoleteformats.
Many of theserollsof film may be quite stable, but the equipment and
experienceto handletheformat may nolonger beavailable. Hereisacase
wherelivinginahybrid ageistothearchivist’sadvantage. Theseformats
can be scanned digitally and recorded back onto standard polyester film
for preservation. An otherwise unidentified short “trick film” fromtheturn
of the century, Coppelia, wasamong thefilmsin abatch of 28mmreels
that were donated to theAcademy Film Archive. As28mmwas devel oped
by Pathéfor usein the home, the base was not nitrate but an early safety
stock called diacetate. Though these prints can suffer from aversion of
acetate deterioration, when they do survivethey can betheonly remaining
copy of afilm. Though 28mm film printersstill exist, most have not been
used for photochemical duplicationin many decades. The28mm print of
Coppeliawas scanned at Haghefilm, alab in Amsterdam, and recorded
onto 35mm black and white negative. We now have boththedigital data
and the negative for preservation purposes, and new 35mm printsfor
access.

The 1911 Edison film How the
Hungry ManwasFed wasmoredaunting
to preserve, as it survives only as one
22mm print intheAcademy’scollection.
For roughly four yearsbetween 1912 and
1916, the Edison Company sold ahome
viewing format called the Edison Home
Projecting Kinetoscope, which used a
22mmwideband of filmwiththreerows
of images(seeillugtration 3). Thefilmran

3. 22mm Edison
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forward through the projector until the end of thereel, and thehome user
samply didtheentirered over tothenext row of images. Thered thenran
through the projector backwards. After the center row of frameshad been
projected, thereel was slid over one moretime, and thefilm ran once
againintheother direction until theend of thered. The challengewasnot
simply to scan thethreerowsof images; instead, asthe center row runsin
the opposite direction of the outer rows, the work demands careful
recongtructionto put theframesback inthecorrect order. Again, Haghefilm
performed thiswork for the Academy, generously performing thework
on How the Hungry Man was Fed and two other 22mm shorts as a
donationtothearchive. Whilemany more Edisonfilmssurviveinarchives
throughout theworld, few institutions have the resourcesto pay for this
kind of work.

Therearea so formatswhich are not entirely uncommon but require
specidized knowledgeto fully understand the nature of theimages. Another
common homeformat was 9.5mm film. Both projectorsand cameraswere
soldfor 9.5mm, meaning that surviving rollscontain bothcommercid movies
for home consumption aswell ashomemoviesshot by individuals. When
featurefilmsor other commercial movieswerereduced for 9.5mm, the
intertitleswere often printed in an abbreviated form. In order to savein
film stock, thetitleswereonly printed for ashort section, and anotchwas
cut into the side of thefilm. A mechanism on the projector caught onthe
notch, and slowed or stopped thefilm and brought a protective shield

; downto stop theframesfrom burningin
thegate. Thefew framesof titleswould
be projected long enoughto beread, and
then the projector would continue at a
normal speed. If a9.5mm print withthis
set-up becomes a preservation source,
theintertitles cannot simply be copied
frame for frame, but would haveto be
stretched or repeated so that they were

: on-screen long enough to beread. (see
4. 9.5mm with notches I||U$IHIOI’] 4)

Inthe case of K odacol or, theidentifying aspectsof theformat may go
entirely unnoticed. Thislenticular color processused 16mm black and
white film with an embossed base. When viewed, projected or copied
under normal circumstances, the image produced is black and white.
Origindly, afilter infront of both the cameralensand the projector produced
a color image. In the Academy Film Archive's holdings of Alfred
Hitchcock’shomemovies, onereel wasdiscovered to belenticular film.
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Fortunately, one laboratory in Los
Angeles, Film Technology Company Inc.,
can till copy the Kodacolor original back
to color stock. Theillustration showsthe
exact sameframesintheorigind dement,
ontheleft, and aprint fromthenew color
negativeontheright (seeillugtration 5).

Artist’'sfilms
Whilecommercid filmmeakingiswhat
most peoplethink of whenwetalk about

5. Hitchcock lenticular color

our moving image heritage, thereisalso astrong tradition of personal,
non-traditiond filmmaking. Theseworksaresometimescalled experimenta,
avant-gardeor artigs films. Someof thesefilmmakersproducechdlenging
work, but usethetraditional methods of photography to createimages.
Frequently, thesefilm artistsengage the medium onamoredirect level,
challenging not just theaudience sexpectation of what cinemais, but how
it can be produced. The challenges multiply when, long afterwards, the
archivist istasked with faithfully persevering works crafted with non-

standard and experimenta methods. Stan
Brakhage made nearly 400 films, and
composed imeagesby painting directly onto
filmstock, scratching throughtheemulsion
of exiging filmimages, and even by taping
down bits of plants and insects. Lewis

Klahr made Her Fragrant Emulsion |

(1987) by cutting up thin strips of Super
8mm and making acollageof thedivers
of images. Theorigind dementsfor Fred
Worden’s Insomnia (1981) consist
entirely of holesof two szespunched out
of black leader. (seeillustration 6) Often
artistscame up with new waysto produce
sound to accompany their images. To
make the soundtrack for hisfilm Specific
Gravity (1969-70), Standish Lawder

made short scratchesinto thesoundtrack

area of the one positive print (see
illugtration 7).

Frequently, randomnessand accidents
wereincorporated into thefinished film.

6. Fred Worden

7. Standish Lawder

JOURNAL OF THE MOVING IMAGE 19



When Ben Van Meter unintentionally used thewrong temperature of water
while hand-processing some 16mm footage, the emulsion became
reticul ated and wrinkled. Fascinated by theresult, he used the technique
to make Acid Mantra (1967). Thesefilms cannot be properly preserved
without an understanding and appreciation of the artist’s methods and
intentions. If we approached the elements for Acid Mantra with no
knowledge of the filmmaker, we might assume the elements had been
damaged after thefact, and that thereticulated emulsonwasnot origindly
part of thefilm’s aesthetics. Even when experimental filmmakersuse
traditional photographic methods the results still require careful
consideration. For hisfound-footagefilm Hot Leatherette (1967), Robert
Nelson repeated ashot of acar rolling off acliff, gradually slowing the
gpeed asthe shot repeated. The scenewas printed on ahome made contact
printer, and the final shot contains agreat deal of printed in dirt and
scratches. Thesebecomemoreand morevisibleasthe speed of theimages
slow down. Thiseffect may not have been planned, but it wasalways
accepted by the filmmaker as part of the finished work. When Hot
Leatherette was preserved photo-chemicaly, the appearance of the shot
inthe new negativewasnot altered. In contrast, somefilm scannersand
many digital restoration toolsuse automated systemsto remove percelved
defects, and could have removed the scratches and dirt which should be
intheimage. Future archivistswill haveto approach theseworkswith
consideration for thefilmartist, and with an appreciation of the material
reality of film materialscrafted in anindependent and highly personal
environment.

How do you preserve a film?

Oneof themost common questions|’ m asked asapreservationist is
how we go about preserving films. The exampl esabove document some
of theinteresting problemsfor preservation, but thereare many examples
of preservation projectsthat are more straightforward. Whiletherearea
lot of technical choicesto bemadeduring thelab process, | would liketo
answer thisquestion by focusing onthelarger process. A good placeto
start isby defining some simpletermsthat often get used in confusing
ways. | prefer to categorize our work using the terms conservation,
preservation, restoration and reconstruction. Not all ingtitutionswill use
thetermsin the samefashion, but the definitionswe use help explain our
approachto archiva work at theAcademy FilmArchive,

Thelargest and al-embracing termisconservation. Conservationisa
continuouspart of archival work. Atabasiclevd, it meansthefilmdements
stored at an archive are protected from long-term decay and damage. It
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requires secure vaultswith temperature
and humidity control, aswell astheuse
of archiva maeridsfor orage(e.g., non-
reactive film cans and cores — see
illugtration 8). Inadditiontothesemateria
requirements, conservation is a set of
practices that minimizes threats to the
collection. Removing paper and foreign
materialsfrom cans, limiting accessto
fragilematerias, controlling and tracking
the movement of elements — all help
ensureasafeenvironment for archival dements. Findly, disaster planning
andemergency training for staff areincreasingly featured in many archives
long-term conservation plans.

Conservation plays a part in preservation as well. At its core,
preservation, aswe use the term, means protecting awork by making
new archival film masters. It is, essentially, duplication, but not just
duplicationfor distribution. The new mastersprovidelong term storage,
and back up should the original elements degrade. New preservation
elementsshould beintheorigina format, when possible, or inastandard
filmformat inthe case of obsolete gauges. They should aso bereserved
for use as masters, and accessed infrequently and only for future
preservation work.

A preservation project should start from the most original materials.
WEel| beforeany lab work iscontemplated, research may be necessary to
determinewhat may bethe best surviving material. Logically, the most
original element for the picture is an original camera negative, but
unfortunately thisdoes not alwayssurvive. Inthe case of many 16mm
films, the cameraorigina may beapostivee ement. Whether positiveor
negative, the new preservation master should bemadedirectly fromthe
most origina eement. Inthecaseof color films, true preservationinvolves
making separation e ementson black and white stock that captureall three
of the color values. While color stockshaveimproved, thereisawaysa
fear of color fading, and making separationsisthe most stableway to
preserve color motion picture film. In the case of sound, preservation
involvesmaking anew magter, often an optical track or a35mm magnetic
element on polyester base, intheorigina format and withtheorigina mix.
All preservation projectsinvolvethevaulting of new mastersfor longterm
protection, but a so the production of accesscopiesaswell.

Preservation isan expensive process, especially for color film. All
institutionsface administrative pressuresto cut costs, and frequently the

8. Cans on Shelves
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pressurewill betoignoreor limit photochemical preservation. Frequently
theterm passve preservationisused toimply that Smply keeping materids
inavaultissufficient. The concept of passive preservationistroubling, as
it leavesthe e ementssubject to further decay, albeit at amuch dower rate
if the storage conditionsare good enough. Even more problematicisthe
fact that apassive preservation strategy abandonsthe concept of access.
By producing access printsas part of apreservation project, the need to
subject the new preservation mastersto additiona useisminimized.

Restorationisonethetermsmost in need of astrict definition. Most
labwork doneby archivesissimplepreservation, but if thebest surviving
materialsare compromised, damaged, or censored, it may be necessary
to restore the sound and image to their original state. Unfortunately,
restoration isoften used i nterchangeably with preservation, especialy in
themarketing for commerciad homevideo. Whilethismay be, for themost
part, harmless, there are situationswhereitismoredetrimenta . Though
now out of favor, the colorization of black and whitefilmsisthe most
infamous example. L ess obviousto most moviefansisthe pressureto
takeamonaura soundtrack from afilm and produceafake” sere0” verson
for re-release. Thisnew versionisnot authenticto theorigina intent of the
filmmakers, and should not be considered restoration or preservation, but
rather repurposing. If repurposing alowsacopyright holder the chance
to profit from anintellectual property, whichinturn providesan economic
incentivefor full preservation, thenthisisperhapsdightly lessinsdious.
But asthefuror over colorization of black and whitefilmsresurfaces—it
has even been suggested that Ray’s Pather Panchali be colorized —
archivistswill haveto clearly distinguish between true restoration work
and these other forms of image manipul ation.

Finally, thereisthe concept of reconstruction. Therearetimeswhen
so muchismissing froman element that it cannot befully restored, but we
may have enough evidenceto do aspecul ativereconstruction. Inthe case
of the 1928 silent version of Sorrel and Son, the climatic last scene of the
moviewas missing. However wefound afull script intheAcademy’s
Margaret Herrick Library, and therewere multiple production stillsfrom
thisfinal scene. Theremaining action was summarized with text, and the
dillswereusedtoillugtratethe action. Whiletheremaining redshave been
preserved, and any interested scholar could watch thefilmwiththemissing
ending, thereconstruction allowsfor public screeningsto alarger, less
specidized audience.

Sometimestherecongtruction of aslent film requiressmpler fixes, and
thedistinctions between preservation, restoration and reconstruction can
becomemoredusive. Intheslent era, Americanfeaturefilmswerewiddy
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distributed abroad, and sometimesthe only changewasto replacethe
Englishintertitleswith text in the nativelanguage. Often theseforeign
language printsareall that survive. In somecases, no other sourcefor the
intertittesmay beknown, and theonly way toreturnthetext totheorigina
languageisto do atrandation. Other timesthere may beascript or title
list, but even then thefont and layout can only be guessed at, and many
cardshad artwork or other illustrationsthat were not copied to theforeign
version. Also, shotsof signs, newspaper headlinesor other text in scenes
maly beremoved and replaced with smpletexts.

Thiswasthe casewith aColleen Moorefilm releasedin 1927, acomedy
called Her Wild Oat. Few of Colleen Moore’sfeatures surviveintact,
despite the financial success of her films. Her Wild Oat was rel eased
during thetime of her greatest popularity, and was amodest success. It
appearsto have been forgotten, and never re-released or copied to 16mm.
Itwas, effectively, alost filmuntil theNationa FilmArchiveintheCzech
Republicidentified asinglenitrateprint inther collection. In part thefilm
had not been previoudy identified asHer WId Oat sinceit had beengiven
anew titlein Czech. Loosdly trand ated, thefilm wasknown as* Princess
fromaMobile Restaurant,” sincethemain character runsalunch wagon.
When this discovery came to our .
attention, weasked for aloan of theprint
for apreservation project.

When we began our research, we
uncovered acompletetitleslist and early
script at theWarner Bros. Archivesat the
University of Southern California. We
hoped we could s mply replacethe Czech
intertitleswiththeorigind Englishversons
It was not surprising to discover that the '
maintitlesand someinsertswithtexthad % Her Wild Oat - Bromo Selizer
been replaced (seeillustrations9 & 10).
However, thismeant wewere no longer
subgtituting just text, asat timeswecould
only provide substitutesthat wereclearly

speculative. For example, thescript refers Patentni prasek
to two separate close-ups of newspapers, proti boleni hlavy,
but does not providethe exact language migréné a nespavosti

of theheadlines. Trandating thetextinthe s pr 9t Lt ol

dné a rymeé,
spojené se zavratémi.

Czech version was our only option,
inexact asit may be. Evenmoreingructive
were the cases Where we dld knOW the 10. Her Wild Oat - Bromo Seltzer - Czech insert
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titletext and placement, sincewe could seehow many scenesweredightly
altered to makethetrangation work better. Her WiId Oat derivesmuch
of itscomic effect from thewriting of theintertitles, which arefilled with
punsand American dang. To givethejokestheir full effect, sometitles
weresplitinto multiple cards, otherswere condensed from two cardsto
one, and someweresimply dropped entirely.

What, then, is the result of our work on Her Wild Oat? Isit a
preservation project or arestoration, or areconstruction? The best answer
isthatitisdl three. Theorigind nitrate print was preserved when wemade
the new negative. The Englishlanguage version wasrestored, sinceit had
been lost and we knew that the Czech version was more than adirect
trandation. It isareconstruction, sincewe could only guessat certain
decisions. Educated guesses, surely, since we had such clear paper
documentation to guide and support our decision process. Perhaps, for
theaverage viewer, the only fact that isimportant isthat the movie can
now be seen again. Whilethisisabsolutely true, at the sametimeitis
essential to acknowledge wherethe preservation and the reconstruction
diverge. Thusall thetitle cards and insertsthat were recreated have a
small tag reading “AMPASA 2007”. Sofuturearchivistisand scholarswill
alwaysdeci pher our intervention.

Thehybrid era

Inboth thearchiva world and incommercia cinema, wedtill liveina
“hybrid world,” where both digital and analogue co-exist. The Digital
Dilemma®, areport released in 2007 by the Academy of Motion Picture
Artsand Sciences Scienceand Technology Council, detailshow eventhe
richest stake-holdersin thissituation— themajor Hollywood studios—
continue to protect their cinema assets using both digital means and
traditiona photochemica preservation. Even moresignificantly, thereport
highlightsthefact that commercid sudiosared so strugglingtofind solutions
todigita preservation. Thisshould becomforting to archivistsin non-profit
and under-funded ingtitutions. Itisclear that we, asarchivigts, al facethe
samedigital dilemmas. Moreimportantly, the archivesmay be ableto
benefit fromdigita preservation strategies devel oped by the Hollywood
studios. After all, the specialized film labs that handle most of the
preservation projectsfor thearchivescan only exist becausethey dosmilar
work, onmuch larger scale, for thecommercia studios. Our grant money
and limited preservation fundswould not keep themin business.

Therewill comeaday whenfilm stock isnot widely available, and the
gpare partsand first-hand knowledge of film projection smply don't exit.
Filmarchivistsswill haveto adapt at some point to thefact that cinemawill
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beentirely digital, and that film stock will no longer be part of the process
of commercid filmmaking. Noneof will changethefact that our first century
of cinemawasoneof film, and regardless of technologica developments,
thearchivists jobisto protect that history. Whilewe may not know how
we should best preservedigital data, we can currently preserve movies
made on film on film, and we can try to maintain film projectors and
reproduction equi pment. For now, understanding the current problemsin
preservingfilmonfilmisessentia training for futurearchivigts. Eveninan
eraof a“perfect” digital solutionfor movingimagepreservation, archivists
will have to be more than just Information Technology and computer
experts. All movingimagearchivissshoul d appreciaetherichnessof movies
indl their forms, and the value of working closely with film and with film
artists. Thelossof so many filmsshould also beacall to actionto prevent
similar lossesinanew eraof “borndigital” motion pictures.
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