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PREFACE

The Division of the General Information Progranme of Unesco, in order to
better meet the needs of Menmber States, particularly devel oping countries, in
the specialized areas of records managenent and archives adm nistration has
devel oped a | ong-term Records and Archives Managenent Programe - RAMP

The basic el enments of the RAWP programme reflect the overall thenes of

the general Information programme. RAWP thus includes projects, studies and
other activities intended to:

1. Pronote the fornulation of information policies and plans
(national, regional and international).

2. Pronpte and disseminate nethods, norms and. standards for
information handling.

3. Contribute to the devel opnent of infornmation infrastructures-

4. Contribute to the devel opnment of specialized information
systens in the fields of education, culture and conmmunication,
and the natural and social sciences-

5. Pronote the training and education of specialists in and users
of information.

The present study, prepared by Sam Kul a under contract with the Inter-
national Council on Archives - ICA - is intended to assist archivists and
records nmanagers involved in the selection of noving images for preservation
through a conparative study of past and present policies and practices in this
area, and the formul ation of guidelines based upon the nost w dely acceptable
of these policies and practices. The study should also be of value and interest
to other information professionals concerned with both the content and the
cul tural values and uses of moving inages.

Comments and suggestions regarding the study are wel coned and shoul d be

addressed to the Division of the General Information Programe, UNESCO
7 place de Fontenoy, 75700 Paris. Qher studies prepared under the RAWP

programre may also he obtained at the same address
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FOREWORD

As the exponential increase in the volume of contenporary records
threatens to inundate the archival repositories of the world, appraisa
and selection have becone essential elements in the archival process
Despite the inarguable theoretical objections to selection advanced by
Jenkinson (neither the historian nor the archivist should share in the
creation of archives), the dual pressures of space and cost are forcing
al 1 archivists to adopt at |east some of the proposals of Schellenberg
for modern archives managenent, proposals in which appraisal and select-
ion are deeply enbedded.

Apprai sal remins, however, the nost sensitive aspect of archives
admnistration, with the archivist open to allegations of subjectivity,
or the inherent prejudice of a bureaucrat, regarding records selected
and charges of inconpetence, if not crimnal conplicity, regarding
records destroyed. Decisions are made, nevertheless, even though the
policies on which they are based are seldom precise or unequivocal.

And if the policies were clear and consistent, it is doubtful whether
they would be interpreted in the sanme way in another organization, in
anot her country, or by the next generation of archivists .

The uneasiness with which archivists now approach the appraisal
and selection of traditional government paper records - the record
groups, series, and files that still represent the admnistrative
history of a government departnent as well as constituting a record of
its activities - is intensified when the archivist is faced with non-
textual records. If little exists in the way of guidelines or uniform
practice when dealing with traditional paper records, there is even
| ess when the newer nedia are at issue. Since noving inage records
are sel dom part of governnent records series, and therefore firmy
grounded as to provenance and evidentiary function, they are not
readily assessable in the context of the activity that initiated
their production. Mving images produced outside of direct govern-
mental sponsorship - the so-called private sector in countries where
filmand television production are not state monopolies -
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are even nore difficult to appraise using the selection criteria devel oped
for government records

Henri Langlois, the founder of the Ci nénathéque Francaise in Paris
and one of the founders of the International Federation of Film Archives,
al ways mai ntained that any selection policy was indefensible, that no
archivist had the right to play God in determning which filnms would live
and which would die. The position is theoretically unassailable, and when
only a relative handful of titles were accessible for archival conservation
in the chaos of the imediate post-war years in Europe, the policy of tota
inclusion was probably the only practical one to adopt. As the volune
of production increased, however, and the archives, operating wthout a
copyright or mandatory deposit law, had to actively solicit acquisitions
through voluntary deposit, of necessity choices were nade. The film
archivist, by acting to save only certain titles, was inevitably condeming
other titles to obliviion. In the absence of an articulated appraisal and
sel ection policy the accessions that were nmade took on the character of
accident, or administrative convenience, or allegiance to fashion in select-
ing the critical and/or popular successes of the day.

That there were only a handful of archives throughout the world acti-
vely acquiring and conserving notion pictures in the first fifty years
following the invention of cinematography, and that those were exclusive-
l'y non-governmental nuseums and cinémathéques, perhaps explains the scarci-
ty of references to the archival preservation of moving images in the lite-
rature of the day. Appraisal and selection policy had to wait for a nore
serious engagement with nmoving images by a broad spectrumor archiva
organi zations. This has now occurred in many countries and the pervasive
influence of television is accelerating the process. In many countries
wi thout a history of motion picture production, the archival preservation
of moving images is a direct outgrowh of the advent of television broad-
casting, and the concern that this aspect of the cultural heritage, |inked
as it is with many other aspects of the culture, should not be Iost.
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Al though the International Federation of Film Archives was originally
established in 1938, it was not until 1972 that the International Counci
on Archives (I CA) took official recognition of moving imges in a report
entitled Archives of Mtion Pictures, Photographic Records and Sound
Recordings prepared by Kohte for the Mbscow Congress. Following a
report on the archives of film television and radio which the present
author prepared for the London Congress in 1980, the ICA established a
Wrking Goup on Audio-visual Records. Unesco's link with the movenent
until 1980 was through the International Filmand Tel evision Council and
its efforts to establish international standards for the catal oging of
moving i mages at least for the purposes of international exchanges. The
present study is another indication that archival repositories, both
governmental as well as non-governmental, are beginning to accept respon-
sibility for moving images in an era when the volume of production nmakes
apprai sal and selection not an option, but a critical necessity.

In the years to come appraisal of noving images may be linked to the
obj ectives of the Reconmendation on the Safeguarding of Mving |mges
adopted by the CGeneral Assenbly of Unesco at the 1980 Bel grade Conference.

It is, after all, the intent of the Recommendation that all noving inage
docunents of cultural, historical or social significance be deposited and
conserved in official archives, designated or established for the purpose
but not necessarily all noving images produced and/or distributed in any
one territory.

Apprai sal of noving images is still a very new concept, and one that
s not universally accepted as necessary or wise. Several of my colleagues
inthe field stand firmwith Langlois in the belief that it is dangerous ,
or at the very least an inherently evil practise to be avoided at all costs.
The Recommendation wisely |eaves designation of what shoul d be deposited,
as well as when and how, to national legislation, but inplicit in the
Reconmendation is the concept of selection. In the light of that attitude
and with due regard to the history of benign neglect that can best characterize
the relationship of state archives and noving images during the past eighty
years, the guidelines suggested here are tentative. They represent an attenpt
to extrapolate fromarchival principles and practises in processing
traditional paper records a few principles that could formthe basis for
an appraisal policy in noving images. If they facilitate the fornulation

of appraisal policies, or if they even succeed in generating a discussion
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anong archivists that will eventually lead to the devel opnent of prin-
ciples on which to base the appraisal of noving images, they will have
served their purpose.

This assignnent was the result of a contract between the Division
of the General Information Program of Unesco and the ICA  Dr. Frank B
Evans, of Unesco, and Dr. Charles Kesceméti, Executive Secretary of |CA,
were instrumental in initiating the project and set the framework wthin
which the study was to take place. They have been very hel pful in shaping
the study so that it neets the objectives of both organizations and yet
have allowed the author full freedomto explore the subject from his own
perspective.

Wiat the author has learned in a quarter century regarding the
archival preservation of notion pictures has been the result of practica
experience and the counsel of his colleagues in the organizations in which
he has worked in Canada, the United States and the United Kingdom There
are too many of themto acknow edge individually, but he would like to
express his appreciation of those menbers of the International Federation
of FilmArchives and the International Federation of Television Archives
who have allowed himto try out his ideas, and to test the guidelines he
was fornulating, against their experience in a wde range of organizations
in more than seventy countries.

The author is also very grateful to his colleagues in the Nationa
Film Television and Sound Archives Division and to colleagues in the
Archives Branch of the Public Archives of Canada. In response to his
questions raised at neetings, and through discussions on the selection
of other archival nedia, both textual and non-textual, they have contri-
buted i measurably to his understanding of appraisal principles and
policies. The conclusions are, of course, his own. There is no broader
consensus on appraisal policy with regard to specific documentation at
the Public Archives of Canada than there is in the larger archiva
comuni ty!
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H STORY AND ORGANI ZATI ON OF MOVI NG | MAGE ARCHI VES *

That noving i mages of actual people, places and events - actualities,
as they were termed at the turn of the century - are historical docu-
ments with unique properties was being recognized as early as 1898.
Just two years after the first public exhibitions of cinematography

in Paris, London, Berlin and New York, Boleslav Matuzewski, a Polish
ci nemat ographer in the enmploy of Nicholas Il of Russia, published a
manifesto in Paris calling for the establishment of a world-w de net-
work of archives to acquire and conserve the product of this new
marvel of technology, this new source of history. Matuzeweski was
aware that for cinematography to fulfill its historic mssion it

woul d first have to nove from “purely recreational or fantastic subjects
toward actions and events of docunentary interest; fromthe slice of
of life as human interest to the slice of life as the cross-section

of a nation and a people”. (1) In other words the objectives of the
ci nemat ogr aphers woul d have to differ fromthose of their predecessors
who had devel oped the magic |antern and optical toys, based on the
persistence of vision and the illusion of nmotion, to a very sophisti-
cated level as a neans of personal or public anusement.

It is interesting to note that Matuzewski also foresaw the eventua
need for the appraisal and selection of noving imges. One of the
functions of the “conpetent committee” he proposed to adm nister

the ‘Depository of Historical G nematography’ to be established in
Paris was to “accept or reject the proposed docunents according to
their historic value”. He assuned that the volunme of voluntary
deposits by cinematographers anxious to have their filns permanently
conserved would demand an appraisal policy.

This section is based upon a paper prepared by the author for the Section

of
at

Prof essional Archives Associations, International Council on Archives,
the ICA London Congress, 1980.
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Mat uzewski was not alone in discerning the recording properties of

the motion picture canera. In 1900 the Ethnographic Congress in
Paris proposed and adopted the resolution

Al'l ant hropol ogi cal nmuseuns should add suitable film
archives to their collections. The nmere possession of

a potter’s wheel, a nunmber of weapons or a prinitive |oom
is not sufficient for a full understanding of their funct-
ional use; this can only be handed down to posterity by
nmeans of precise cinematographic records. (2)

Ant hropol i gi sts and et hnographers were thus early to begin utilizing
the new technol ogy as an additional tool along with the still camera
and the audio recorder, but there was little systematic coverage of
traditional cultures undergoing rapid cahnge. As Francis Speed points
out in describing the situation in Nigeria, the irony is that this
product of the new technol ogy has not been more wi dely enployed in
recording cultures threatened by the introduction of all types of
new technology. “Already many of these cultures have disappeared
their ways of life have basically and irrevocably changed and com
paratively few have been reliably and conprehensively document ed.

In a living culture the mgjority of the ritual, social
political and working occupations entail continuous and conpl ex
nmovements. In order to nake conprehensive and reliable records
of these activities it is necessary to use an audi ovisual nedium
capabl e of reproducing novenent” (3)

Despite the enthusiasns of the few who perceived the new nedi um of
nmotion pictures to be capable of capturing a wunique record of human
endeavour in the twentieth century, and despite the alnost universal
public acceptance of notion pictures - the first mass nediumto
transcend both international boundaries and cultural differences -

the nmoving i mages produced were alnost totally neglected by |ibra-
rians, nuseum curators and archivists. In the beginning there were
essentially two approaches to filmmaking as far as the general public
was concerned: the first were those who, follow ng in the footsteps
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of Auguste and Louis Luniére, found their subject matter in the
real world around them the second, inspired by the fantasies of
George Melies, an illusionist turned filmmaker, discovered that
the limtations of the real world in ternms of time and space could
be overcome through the “magic of the novies”, the transformtion
of real time and real space into screen time and screen space. The
initial objectives of both approaches in the commercial cinema was
to entertain, to attract an audience to the profit of the producer,
the distributor and the exhibitor. The followers of Mliés proved
to be nore successful at the box-office, especially after the
devel opment of narrative techniques, and the actualities began to
play a mnor role in the emerging film industry

Movi ng i mages qui ckly became associated with vul gar entertai nnment
and their useful ness was nmeasured by the financial return they
could generate. Al though in nunbers well over half the moving

i mages produced during the first quarter of the twentieth century
continued to be actualities, the feature length fiction film
exenplified by the standard productions of the major Hollywood
studios (“the dream factory”) so dom nated the public consciousness
that all noving images were regarded by the custodians of artifact
and culture as escapist fare of no lasting value. Even as noving
images in the twenties and thirties began to be harnessed in the
service of national and international ideologies, and as the

i npact of noving inmages as shapers of public opinion and noul ders
of public taste began to be recognized by politicians and adver-
tisers alike, there was no concerted effort to systematically acquire
and conserve the nmoving inmages of one generation for the enjoyment
and edification of those to follow As a result it is estimted
that fully one-half of the noving imges produced before 1930 have
been | ost.

One of the major contributing factors was the nature of the nitro-
cel lul ose stock which was used for all theatrical productions prior
to 1950. Although long wearing and with excellent optical qualities,
nitrocellulose is an inherently unstable conmpound that gradual |y but
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inevitably disintegrates over tine, even under optimal storage
conditions. Al productions on 35mm film the industrial standard,
made before 1950 were on nitrocellulose or ‘nitrate’ stock. (4)

The only nethod of conserving noving images on nitrocellul ose stock
prior to 1950 was to transfer the image to fresh stock, and the
prospect of having to do this every few years, along with the storage
probl ems associated with highly flamuable naterials, acted as a
powerful deterrent on archives, libraries and nuseuns that i ght

ot herwi se have assumed responsibility for what was becom ng recog-
nized as a vital part of the public record. The Library of Congress
inthe US., for example, accepted the deposit of moving imges as
series of photographs printed on paper rolls for the purpose of copy-
right registration from 1896 through 1912 and thus acquired an in-

val uabl e collection of more than 3,000 pioneer moving image productions.
However, when new | egislation on copyright permtted the deposit of
nitrocel lul ose stock prints, the Library changed its procedures so
that presentation of a copy could serve as evidence for copyright
registration in place of the actual deposit. The Library did not
resume the acquisition of noving images (Wth rare exception) unti
the forties, and did not develop a full scale acquisition and conser-
vation program until the end of the sixties. (5)

It was not until the early thirties, when the introduction of sound
had placed all silent filnms in danger because they were no | onger
comrercially conpetitive, that the first archives specifically devoted
to the acquisition and conservation of noving images were organized.
These first archives were founded on the work of individuals, and
frequently were based on private collection that were “institutionalized”
in order to ensure funds for conservation, control over access, and
the continuity of support necessary to enlist the cooperation of de-
positors. Perhaps the nost influential pioneers were Henri Langlois
(G némat heque Francaise, Paris), Ernest Lindgren (National Film
Archive, London), and Iris Barry (Miseum of Mdern Art, New York)
Through the force of their personalities they secured public recogni-
tion of the need for noving image archives, and established the |egi-
timacy of their calling
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1.9.  In 1938 four of the pioneer organizations, the G nénatheque
Francai se, the Mseum of Modern Art FilmLibrary, The National
Film Archive, and the Reichsfilmrchiv, Berlin, founded the
International Federation of Film Archives (FIAF). WV II inter-
rupted that developnent, but the Federation was re-established
in 1946 by the archives :in Paris, New York and London, with the
addition of Gosfilnofond, Mscow. The Federation had 46 menbers
and 23 observers from 52 countries in 1982. Al though the ngjority
of the menbers are from Europe and North Anerica, all continents
are represented, and it is one of the Federations’ chief objectives
to assist in the formation and growh of noving inage archives
in devel oping countries.

1.10. An analysis of FIAF s menbership reveals that very few nmoving inmage
col I ections have been established in national archives or libraries.
The col lections at the Public Archives of Canada, the Library of
Congress (U.S.), the National Library of Australia and the
Bundesarchiv (FRG, are notable exceptions. The Federation’s
Statutes that demand an aut ononous structure for the noving image
activity as a condition for nenbership may have deterred ot her
national archives or libraries that do acquire noving images from
seeking affiliation, but the National Archives (U S.) is perhaps
the only such organization with a significant collection that is
not a menber

1.11.  The vast ngjority of FIAF menbers and observers in Western Europe,
North America and Latin Anerican are autononous, private organiza-
tions, or affiliated with filminstitutes or film schools. They
usual Iy receive governnmental financial support directly or indirectly
but their policies and prograns are devel oped and inplemented by a
smal | professional staff responsible to some type of governing board
of directors

1.12.  In countries where the production of noving inmages is a state
monopol y most of the FI AF menbers and observers are organizationally
linked with the notion picture industry, usually in a structure
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where they serve as the archives of the production conponents, and
as a resource base for the filminstitutes or schools that carry
out the training prograns for film makers.

1.13.  Wth rare exceptions (Mtion Picture, Broadcasting and Recorded
Sound Division of the Library of Congress, Washington; Nationa
Film Tel evision and Sound Archives Division of the Public Archives
of Canada, OQttawa; and National Film Archive of the British Film
Institute, London) filmarchives do not systematically acquire
noving images from television, either as filmor videotape. Because
so much of television broadcasting, as introduced in the early fifties,
was “live”, there was no pernanent record to select and acquire, and
the filmrecordings (kinescopes) that were manufactured to allow the
re-transmssion of certain broadcasts at a nore convenient tine were
either ignored or allowed to accunulate in the offices of the broad-
casters.

1.14. As broadcast television becane a great consuner of film either
produced for television or purchased for broadcast, nore and nore
newsfilm docunmentaries, and fiction filns ended up on the shelves
of the networks or in local station libraries, usually closed to
the public and frequently neglected in terms of organization and
conservation so that the material could not even serve effectively
as a resource for future production

1.15.  Wth the introduction of videotape in the early sixties a record
of what was broadcast could be retained for archives purposes, but
in fact very few broadcasts left the hands of the producers. for

research or record purposes. Worse still the cost of the raw stock
vi deotape and the fact that it could be erased and re-used conbined
to effect the loss of thousands of hours of progranmng. In short

with regard to archives, the first twenty-five years of television
broadcasting throughout the world replicated the dismal history of
filmmaking in the first forty years. The docunmentation, when it

survived, renmained in the hands of the producers and distributors,

whose mandate sel domincluded conservation or organization for public
access.
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1.16. By the md-seventies, however, the value of televison broad-
casts as a future production resource was becom ng well esta-
bl i shed, and the inportance of television broadcasting as an
integral part of the public record was increasingly recognized
by researchers in many disciplines. The response fromthe tele-
vision producers was to re-evaluate and in many cases to reorga-
nize their production resources as archives, accepting the fact
that even internally the progranmes and programme el enents had
to be protected fromindiscrimnate and irresponsible use due
to the always pressing demands of the broadcast schedule. At
the sane time academcally orientated bodies such as the Inter-
national Association for Audio-Visual Media in Hstorica
Research and Education, and national organizations such as the
Tel evision Archives Advisory Commttee (US), the Association
for the Study of Canadian Radio and Tel evision (Canada), and the
British Universities Film Council (UK), began focussing attention
on the need to conserve the record of television broadcasting and
to organi ze the resources for at least |imted public access by
researchers

1.17.  In 1978, primarily through the initiative of Institut National de
L' Audi ovi sual (Paris), the British Broadcasting Corporation
(London), Radiotelevisione Italiana (Rome), and Norddeut sher
Rundfunk - Fernsehen (Hanburg), the archives of the nmajor tele-
vi sion networks throughout the world established the Internationa
Federation of Television Archives (FIAT). Menbership at present
Is restricted to archives of production organizations, or to those
medi a archives that have been officially designated as the
archives of a television network or production conpany, such as the
National Film Archive (London) for Independent Television Authority
conpanies, and National Film Television and Sound Archives (Otawa)
for Gobal Television. As nore national archival organizations have
acquired responsibility for the conservation of noving images from
television the Federation is considering nodification of its Statutes
to allow their affiliation
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1.18.  There were only 33 menbers in FIAT at the end of 1982 with the
menbership concentrated in Western Europe. The conditions that
prevail in alnost all other state television networks (the norm
for television broadcasting through the world) is simlar, in
that archives, if they exist as functional entities, remin the
responsibility of the producer. In rare cases this responsibility
has been del egated to a national library (as in Sweden and the
U.S.), but this devel opment is so recent that it is too early to
say whether these programs will become nodels for other countries.

1.19. Wth the exceptions noted above, the involvenent of national archives
in the selection and conservation of television broadcasts is
mniml. Substantially less, in fact, than with noving imge
docurments from other sources, although the technol ogy associ ated
with conservation and public service on videotape materials is

actually less conplicated and | ess costly than it is with early
film

1.20. The deterrent in this case is volume. It is not unusual for a
single broadcaster to generate over five thousand hours of
programmng per year. Selection is obviously essential, and
what is needed, in effect, is a records managenent approach that
will ensure the imediate protection of all the records generated
for a limted tine, to allowtine for an evaluation of the tota
production for archival purposes and the preparation of a schedule
which will specify which programmes are to be retained for |ong
term conservation. This is the stated objective of the network
archives that are nenbers of FIAT. (6)

1.21. The Institut National de L’ Audiovisual has established such as
program for television in France, but the normfor television
archives that are not actually part of the production organization
is a much nmore selective approach based on advisory committees
and consultation with subject experts. Since so nuch of television's
out put consists of filnms which may al so have been or will be
avai | abl e through theatrical distribution, there is obviously a
| arge potential overlap with the work of film archives. Television
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world-wide is also a rapacious consumer of theatrical feature filns
and docunentaries. The separation of moving inages by delivery me-
chani sns (television versus theatrical distribution) for archives
purposes may thus be wasteful of public resources, with the poten-
tial for dividing the work of one inage maker between two archives
that may well be in different cities.

The degree to which archives in television networks can serve and
shoul d serve the general public of scholars and researchers is also
an issue. Indicative of the nature of the problemis the Report

of the Advisory Conmittee on Archives, established by the British
Broadcasting Corporation (BBC) in 1978.  (7)

Al t hough recommending that the BBC s archives shoul d be made nore
accessible to outside researchers and the general public through

i n-house services and various diffusion policies, the Report
recogni zes that additional funding will have to be found or allo-
cated to allow the archives to both serve the network and this
wider public. One of the key elenents in any such diffusion pro-
gramis the conputerization of data nowin card catal ogues so that
information on the hol dings of the network could be available in
educational establishnents throughout the country.

In recent years, as the tape recorder becane a ubiquitous wtness

to public events and private conversations, archives at the
national, regional and |ocal |evel have been increasingly acquiring
recorded sound as a conponent of other accessions, whether public
records or private papers. In nuch the same way film and video
recordings are proliferating in archival record or manuscript groups
It is probably safe to say that the annual accession |ist of every
national archives woul d show some intake of moving inmage and recorded
sound, whether or not these organizations subscribe to the theory

of “the global archives”, and systematically acquire and conserve
this type of docunentation

How this type of docunmentation is treated, however, once it enters
the archival system varies widely. The range is froma policy that
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can be termed ‘benign neglect’ , the passive registration and
shelving of the object along with the textual material in the
same group or collection, to an active policy of conservation
and public service that not only recognizes that such docunmen-
tation nust be segregated physically to protect the recordings
and, in the case of filmon nitrocellul ose stock, the reposito-
ry itself, but also that such docunmentation nust be inventoried,
or described in greater detail than is probably the normin a
national archives to nake themreadily accessible to researchers.

1.25. Despite the best efforts of Conmssions in FIAF, FIAT and Unesco’s
International Filmand Television Council that are attenpting to
standardi ze the catal oging of noving inmages, little has been
acconpl i shed beyond sone novenent toward a definition of term-
nol ogy and an acceptable list of minimal data elenments. These
organi zations, together with the International Federation of
Library Associations (IFLA) and the International Association of
Sound Archives (I ASA) are currently collaborating in a joint
effort at standardization. In practise archivists in production
organi zations, such as television networks, tend to nore detail
in describing their holdings in order to neet the needs of their
col | eagues in production who may request highly specific shots or
sequences.  This approach is beyond the capacity of nore general
collections - in fact television archives tend to reserve this
treatment for newsfilm - but there is |ittle general agreenent
as to what constitutes an acceptable conpronise. \Wen one consi-
ders that one mnute of a notion picture, neasured at sound speed,
contains 1440 photographs, sonme of the problens involved can be
appreciated. In order to cope with the volume of data generated
through this type of analysis, many of the television archives
have already adopted machine readabl e catal oging systens, or
are experinenting with conputerized retrieval systems. The
facility to rapidly exchange data on hol dings shoul d accel erate
the nove toward standardization.
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Among the fundanentals in the archival handling of moving

i mage docunentation is the fact that all reference to the

mat erial demands a nmechanical and/or electro-optical reproduc-
tion that inevitably wears out the copy being viewed or audi-
tioned. It is thus at once both difficult to scan a large
quantity of audiovisual docunentation and costly in terns of
the manufacture of reference material and the reproductive
machinery required. As the view ngs nust frequently be super-
vised, although the advent of the videocassette has mnim zed
this need, the cost in human resources is also significant

If the master recordings are not protected by reference copies
the material on deposit is not being conserved. Even restricted
and supervised access to such material is dangerous as the nunber
of times a film videotape or audio tape can be played before
the quality of the recording is affected is very limted, and
there is always the possibility of accidental danage in any

pass through a piece of machinery. Staff responsible for organ-

i zing, describing and controlling access to such material must
therefore have special training that includes sonme famliarity
with the technology involved

The material itself should be stored under environnental controls
that reduce the hazards of airborne contaninants, fluctuations in
hum dity, and meet the needs of the base material - nitrocellul ose
and triacetate stock, videotape fabricated froma range of polyners

with regard to tenperature. In addition colour film emulsions
conposed of fugitive dyes, the industry standard until 1980 (col our
print stocks have recently been introduced with superior keeping
characteristics) , will require cold storage at or below the free-
zing mark if the colour is to be retained nore than six or seven
years. (8)

Staff expertise is also required to establish and to maintain a
systematic acquisition program from major producers, whether
private corporations or state nonopolies. Not only will those
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sources demand access to the naterial deposited, but they will
require access to copies for further production purposes that
meet the standards of the industry. The archivists thus have to
bal ance their prinmary objective of portecting the origina
material with the need to satisfy the donor, a requirenent which
I's probably contractual and which is essential in any case if
further deposits are to be forthcomng. In a Unesco survey con-
ducted in 1973 only twel ve archives enjoyed any formof |ega
deposit with regard to noving images, and ten of those were in
countries where production of noving images is a state nonopoly.
Vol untary conpliance is still the normin building archival
collections of noving images and recorded sound, and the archives
nust be responsive to donor needs, particularly if a program of
record management is to be introduced which guarantees the pro-
tection of material identified as archival while it still rests
in the hands of the producers and distributors.

This very sketchy survey of moving inmages and recorded sound in
archives has attenpted to indicate that almost all of the activity
to date has taken place in non-governmental archives; that histori-
cally there have been physical and technological, and to some
extent prejudicial factors at work to limt the involvenent of
governmental archives; and that the archival involvenment demands
physi cal segregation of the material in environmentally controlled
stores and staff expertise in the processing and custody of such
materials. The Unesco Recommendation concerning the safeguarding
and preservation of noving i mages as adopted by the Ceneral
Assembly in Belgrade, COctober, 1980, called for the establishnment
of officially recognized archives “by each nenber state to acquire
and preserve all moving images of national production .

consi dered by Menber States as an integral part of their ‘noving

i mge heritage’”. (9)
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The Recommendation foresees a mx of governnental and non-
governnental archives as achieving this objective in some
countries, particularly where such non-governnental archives
already exist. What practical effect this Recormendation wll
have remains to be seen, but its existence is an acknow edge-
ment of a world-wi de concern that noving imges are a part of
our global cultural heritage, in every sense of that term

whi ch has already suffered extensive damage through negl ect

and acts of deliberate destruction. National archives will
inevitably be called upon to play a larger role in assuring
that this aspect of the historical record will be conserved

but whether this will be an active role or nerely one of
coordination and the establishnent of standards may wel|l vary
with circunstances from country to country. Certainly in
countries where there is no institutionalized effort to acquire
and conserve noving image docunentation at present there is a
strong argunent for national archives to assune that responsibility,
or at least to ensure that this responsibility is delegated to
an organization serving the public interest.
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APPRAI SAL  STANDARDS AND ARCHI VAL THECRY

Appr ai sal of docunentation for long term conservation has al ways
been a controversial element in archival theory and practice.
Appraisal, in the sense the termis normally used in North America,
can refer to both the assessment of the docunmentation in relation
to its nonetary (or ‘fair market’ or intrinsic) value, or an

eval uation of the historical significance of the documentation (its
docunentary, functional, research or reference value) in relation
to the society supporting the archival activity, now and in the
future. The two approaches shoul d, of course, relate to each other
That they frequently do not is an additional conplication, par-
ticularly in countries in which donations of docunentation can
result in benefits to the donor as a result of tax legislation. (1)

This survey is concerned exclusively with the historical value of
noving image docunmentation. Assessnent of the nonetary val ue of
noving image documents, docunents that may range from 70mm master

el ements of a twenty mllion dollar feature film production to an
amat eur cinematographer’s 8mm “home novie” with a production cost

of twenty dollars, is an onerous responsibility that has been thrust
on archivists in recent years. The experience to date with such
valuation, primarily an attenpt to set a price per foot of film

or per mnute of videotape on broad categories of noving image
documentation, has been generally unsatisfactory for both the donors
and the archivists involved

Because noving images are generally distributed through renta

or leasing agreenments rather than sold outright, and because of

the copyright issues that restrict the uses to which the custodian
of the physical property can legitimtely put the docunents, it has
proven to be extrenely difficult to establish a fair market value
under any broad definition of the term In the absence of actua
transactions at auction, for exanple, such nonetary assessnent can
only be rough estimtes based on the valued placed on conparable
docunentation in other nedia
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2.4.  Appraisal of the historical significance of moving imge
documentation is contentious because it seldom can be catego-
rized as functional or evidentiary with relation to the activities
of an institution, and because appraisal inevitably inplies selec-
tion. At the risk of pressing the obvious, appraisal wthout
selection, without either the deliberate scheduling of the
destruction of documents not selected, or wthout the decision
to acquire and protect certain docunents while others available
to the archives are allowed to self-destruct in private hands, is
hardly a critical issue. If everything that is identified and
schedul ed is eventual |y accessioned then appraisal renmains
nothing nore than the first phase of organization and description
a justification of retention that woul d only be challenged by
financial conptrollers concerned about processing and storage
costs, and by researchers required to sift through too nuch chaff
in order to locate too few kernels.

2.5.  \Whatever the approach to appraisal, archival literature offers
little in the way of concrete and practical guidance. As the
brief survey of noving imges and archives presented here indicates,
moving inmages were largely ignored by national archives, and the
archivists in non-governmental organizations that were established
to conserve the filmthat had survived the years of neglect had no
formal archival training, and in general were not menbers of
prof essional associations of archivists and very sel dom contributed
to archival journals.

2.6.  The basic principles that underpin any appraisal policy, however,
serve all media equally well. These principles are not imutable
but, they should endure |onger than sel ection standards which
shoul d be rewitten every generation in nuch the same way, and for
many of the same reasons, that each generation of historians
rewites its history of the past.
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For nodern archivists working in English, and concerned only
with archival value, appraisal can be defined as “the process
of determning the value and thus the disposition of records
based upon their current admnistrative, legal and fiscal use;
their evidential and informational or research value; their
arrangenent; and their relationship to other records”. (2)
That the termis not always interpreted the same way can be
illustrated in the German equivalents listed in Elsevier's
Lexi con of Archive Termnology: selection by the admnistration
(aussondertung) , worth-taking (wertung), sifting (sichtung),
elimnation of useless documents (aussheidung), and scrapping
(makul i erung). (3)

The purpose of appraisal standards was succinctly stated by

the experts consulting on the devel opment of the RAMP studies.
The statenent which also incorporates a conprehensive definition
of those standards, could serve as a raison d étre for any

ar chi ves:

To ensure the appraisal by archival services

of these noncurrent records and the transfer

to adequately equi pped repositories for perna-
nent preservation of those that have val ue and
useful ness as basic evidence of the origin,
structure, functions, procedures and significant
transactions of the institution that created

or received and used themin the conduct of its
business, or that contains unique information
of value for historical or other research or
reference purposes. (4)

The concept of appraisal, the need for selection as an archiva
function did not, however, energe in archive theory until the

end of the eighteenth century. In his Mdern Archives: Principles
and Techni ques, Schellenberg traces the devel opnent of appraisa
standards in France with establishment of the first nationa
archival institution in 1789. Faced with the accumul ated records
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that docunented the legal, fiscal and political activities of
institutions that had been swept away by the Revol ution, the
decree of 25 June, 1794, established a special committee (Bureau
de triage) to sort the surviving records into classes. Those

that were “useful” in documenting government clains to expropria-
ted properties were retained. Those that were deenmed “historical”
(Chartes et Monunent appartenant a |’ histoire, aux science et

aux art) were also conserved. Al others, including all those

classed as “feudal” in relation to pre-revolutionary rights
and privileges, were destroyed. (s)

The | osses that occurred as a result of this draconi an neasure,

and through the actions of numerous ill-advised comi ssions that
followed in the 19th century, led to the pronulgation of rigid
rules regarding the destruction of public property. In the

ordi nance approved by the Mnister of Public Instruction 1 July
1921, a systematic approach to appraisal is indicated in which
elimnation is to be “considered as exceptional”. Al docunents
that have an historic interest are to be “preserved indefinitely”
and all documents created before 1830 (Article 52) are to be
included in that category. (6)

This concept of establishing a date and then restricting apprai-
sal and selection to documents created after that date was embo-
died in a nunber of articulated appraisal guidelines published in
the last eighty-five years. In Germany the date was 1700, in
England 1750, in Austria 1815, in France 1830, in Italy and in
the U.S. 1861. In 1901, H O Meissner, forner head of the
Prussian Privy State Archives enunciated a set of nmaxinms on
apprai sal that greatly influenced German archivists. The first
of these was that “old age is to be respected”, a recognition

of the obvious connection between scarcity and val ue, and that
the records of the past tend to dimnish in volune the further
back in time the archivist penetrates. (7)
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2.12 Meissner’s appeal for noderation in devel oping appraisal policies,

"extremes are to be avoided”, was acconpanied by a concern fo'‘he

significance of the source of the docunents to be appraised. The
docunents were obviously not created in a vacuum and shoul d,
therefore, not be evaluated without due consideration of the struc-
ture of the organization or administrative unit responsible and the
nature of its activities. Concern for the protection of provenance
inthe traditional archival literature translated itself into guide-
lines that argued for the appraisal of entire groups of records
rather than item by item selection. \Wile this was obviously

sound advice on retention, it could lead to disastrous losses on
disposal if individual files (the enploynment record of a fanous
artist, for exanple) were not evaluated. (8)

2.13 Some archival theorists argued that triage, or selection, while

2.14.

evidently necessary, should be the responsibility of the admnistra-
tors directly involved in generating the documents in the first
place. Hilary Jenkinson held that this reduction should take place
before the docunments reached the archives, and that it was the
archivist's task to conserve all the records entrusted to the
archives. Only in their totality would the records adequately
represent the activities of the governnental administrative units
that produced them (9)

Jenkinson's influential work, A Manual of Archives Admnistration
(1922) was republished in 1937, but the exigencies of World War 11
forced his colleagues in the UK to abandon the theory in favour
of a nore pragmatic approach to record conservation. Paper had

to be salvaged and the Public Record Ofice began to apply the
apprai sal principles of the British Records Association, devel oped
for private industry, to public records. These guidelines, unequi-
vocal Iy entitled Principles Governing the Elimnation of Epheneral
or Uni nportant Docunments in Public or Private Archives, delineated
two broad classes of public records that should be pernmanently
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retained in archives: (1) records that document the history

and the activities of the service organization, and (2) records
that coincidentally or accidently neet potential scholarly needs
In order to drastically reduce the volune of current records the
gui delines urged the regular elimnation of routine procedural
docurments, “purely epheneral”, and the introduction of sanpling
techniques, or at least the retention of specinens selected for
their representative character. (lo)

2.15. In pursuing the principles of appraisal for American archivists
and for a generation of archivists who adopted his Mdern Archives:
Principles and Techniques (first published in 1956) as a basic text
in archival training, Schellenberg divided all records into two
broad groups: 1. evidential, in that the records inforned on the
function and organi zation of the governnental organization or
admnistrative entity that produced them and (2) informational
in that the records informed on people, places, conditions, events,
in the society in which the service organization or entity func-
tioned. (11)

2.16. Schel | enberg was building on the work of Philip Brooks (12) and
Philip Bauer (13) (both staff members of the National Archives
and Records Service in Washington) in attenpting to define the
evidentiary value of nodern records, and in approaching the
volume of twentieth century records he stressed the inportance
of Bauer’s observation that the values of records nust be wei ghed
against ~Costs of their preservation”. \pre recent commentators
on the appraisal of contenporary records such as Brichford (14) ,
Fi shbein (15) and Pinkett (16) have enphasized the pragmatic
factors in appraisal policy. In Brichford's view the “practica
worl d of budget and space” requires the archivist to “weigh his
financial resources against the prospective useful ness” of the
records being appraised.
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If a cost-benefit analysis is justified with regard to records
with evidentiary value, it should be an essential conponent in
dealing with records of informational value. These val ues, which
exist long after the records cease to be of current use to the
organi zation or entity that produced them can range over so nany
possible or potential fields of interest that the retention of
every conceivable type of record can be justified in theory.

In terms of informational value, every document can speak across
the years to some scholar prepared to listen

In recent years this problemhas become conpounded as archivists
have called for an approach to appraisal that would enhance

what Gerald Ham has called the “docunmentation of the day-to-day
deci sions of |ower-echelon |eaders and of the activities and
attitudes of ordinary men and women”. (17) In concentrating

on policy files “in key governnment mnistries and on adm nistra-
tive records documenting the major issues of the day, archivists
may be contributing to a biased and distorted archival record -
the “official” record. Docunenting the comonplace may be dif-
ficult, but it should remain one of the objectives of a ‘total’
ar chi ves.

Wien individual ly assessed every docunent has some value: a

valid argunent, either historical, sociological or cultura

can be nade for the conservation of every docunent, or group of
docunents, by soneone for some purpose. Al archivists accept
this fact, but they nmust still contend with practical obstacles
to universal retention, and the necessity of appraisal to achieve
the greatest good for the greatest nunber.

For the noving image archivist the task is doubly difficult
because the practical obstacles to universal retention are

nuch more formdable. The costs involved in the conservation

of a moving i mge document (for exanple a conbined optical print
of a 30-mnute black and white filmon 35nm nitrocellul ose
stock) over a period of 10 years may easily be 100 times the
cost of conserving a cubic foot of paper records. A rigid
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cost-benefit analysis based on projected use of the filmin
that period mght argue strongly against its retention. Yet
the filmmy be of great value in docunenting an aspect of

the social or cultural life of the comunity the archive serves
and docunenting it in a manner that cannot be equalled by any
other type of record.

As has been indicated, archival literature provides little

gui dance for the appraisal of noving imges. The standard
manual s by Schel | enberg and Jenkinson ignore noving inmages as

an archival resource, although the Manuel d' Archivistique

does contain a section on moving imges and recorded sound that
exam nes the grouping of filminto three broad categories
(oeuvres dramatiques, oeuvres artistique, documents d'historiques)
and the proposition that only “historical” filns belong in an
archives. In fornulating a practical definition of “historical”
for moving image archivists, however, the authors conclude that
not only do actualities qualify (films dealing with real people,
real places, real events), but that fiction films that reflect
the manners, nores, and |anguage of the society that produced
them qualify as well. Such an interpretation could enbrace all
noving images, particularly when the inpact of the imges in
relation to the mass audience they attracted is considered. (18)

It should be clear, based on any understanding of the way in

whi ch moving i mages are produced and distributed throughout the
world, that the end product, the images thenselves, have little
or no evidentiary value. The related documentation - production
files, financial and personnel records, contracts and correspon-
dance - may reveal how the production conpany or admnistrative
entity (whether it be Warner Bros. or the National Film Board

of Canada) functioned, but the value of the end product, while
it may speak volunes as to the producer’s purpose, is prinmarily
i nf ormati onal
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2.23 Unfortunately there has been very little consideration of the

2.24.

2. 25.

2. 26.

archival value of moving inmages in terns of its infornational or
historical significance in the literature on noving image
archives, sparse as that has been (19), and the approach in

the library literature has been restricted to assessments in
terms of client needs (prinarily educational |evel and peda-
gogi c soundness) or objectivity of treatment. (20)

There are for exanple, only three pages in the Internationa
Federation of Film Archives (FIAF) manual, A Handbook for Film
Archives, dealing with appraisal, a result of the Federation's

position that “every archive nust develop its own criteria
for acquiring filnms’. (21) The Federation recomends the
fornulation of a selection policy to guide the archives in
appraising collections. These policy statenents, it is
suggested, could specify the archival objectives in building
col lections, the types of noving images to be selected in
relation to the sources, the physical format in which the
imges are to be acquired, and the areas in which the archive
will attenpt to be conprehensive or representative

The International Federation of Television Archives (FIAT),
perhaps because nost of its menbers were nore honmbgeneous in
character (archives attached to television production organi-
zation) adopted a statement of policy in January, 1981,
Recommrended Standards and Procedures for Selection and Pre-

servation of Television Programme Material, which provides a

more specific guide to the appraisal of television “material”

the broadcasts themselves, and the film videotape and audio-
tape production elenents that were the raw materials for the
broadcasts. (22)

The FI AT recommendations begin with the prem se that al
television material is valuable and that any selection will
reduce its value to the production organization and to the

research comunity as a whole. Selection, however, is essentia
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due to the vast output of television and the danger is that the
elimnation, or de-selection, when necessary, will be inplenmented
by persons not qualified to assess the informational value of

the material, and noreover, by persons acting under the pressure
of short term expediency. These pressures are greatest during
the early years of the life of a television production organization,
state owned or private, and such organizations are urged to
establish selection standards as soon as possible, and to

i npl ement themso as to avoid the m stakes and the | osses
suffered by nmost television organizations that began broadcasting
in the early fifties. (23)

2.27 In particular the FIAT Standards warn of the inpact that
technol ogi cal innovation, such as the introduction of video-
tape recording in the early sixties, can have on retention
policy. It isironic that just as nmore notion pictures fromthe
1896- 1910 period survived as paper prints in the Library of
Congress through the accident of copyright |aw than survived
in the vaults of the producers, so more kinescope recordings
(16mm film records of live television broadcasts in the fifties)
survived than did videotape recordings in the sixties, because
videotapes could be and very frequently were erased to be
recycled in the production process. In the last twenty years we
have seen black and white television replaced al most entirely
by col our television, dimnishing the value of the black and
white videotape recordings to the production organizations
(especially lowband recordings), and we are now w tnessing the
introduction of one-inch helical format videotape for broadcast
purposes to replace the two-inch quadruple format that was the
standard in the industry since 1960. And the one-inch format is
still analogue, while digital video-recording has already been
introduced for internal broadcast production processes, and may
wel | be the standard international broadcast format by the end of
the eighties.
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2.28.  The FIAT Standards also consider the authority for selection
and recommend that responsibility for determning policy be
shared with production departments, sales departments and
technical departnents within the production organization, and
with an advisory committee representing educational, cultura
and critical interests in the community. This consultation
could range from consideration of general policy and devel op-
ment of selection criteria to a review of retention schedul es
and decisions on individual broadcasts. The final decision
shoul d, however, remain with the archivist, a position endorsed
by all archival manuals.

2.29. On the timng of selections, the FIAT Standards recomrend t hat
all actuality material be retained for a mninumof five years
before the initial evaluation, to give the selectors a suffi-

cient perspective on which to perform effectively. For
fictional material this period is reduced to two years. A
re-assessment is recommended after a further five years, after
ten years, and then every decade to determne if the selections
warrant long term retention.  (24)

2.30. Another aspect of timng, and one that concerns archivists of
all moving images, is that all the broadcasts and the produc-
tion elements available for selection should be protected
imrediately after initial transmssion, and that the origina
material s (whether negatives of films, or master videotapes)
be deposited in the archives. Costs may force the archives to
accept |lower standard deposits (%inch videocassettes, for
exampl e, in place of 2-inch videotape), but the objective
must be to acquire and conserve the best possible quality as
close as possible to the date of the first public show ng.

2.31. To the FIAT Standards is appended a suggested set of selection
criteria which is designed to meet both the needs of the pro-
duction organi zation and the conmunity. They include: (1)
Material relating to the history and technol ogi cal devel op-
nment of television broadcasting;, (2) Mterial in which out-
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standing personalities in all aspects of society appear; (3)
Material recording events of historical significance, including
events in which the live television transm ssion becomes part

of the event; (4) Material of sociological interest, including
drama, light entertainment, as well as docunentaries; (5)

Material recording the face of society (institutions, buildings
works of art) and how it functions (machinery in action,
industrial processes, transportation); (6) Material on the

physi cal geography of places, man-nmade and natural, especially
when relating to areas at stages of devel opment, or subject to
rapid change; and (7) Individual broadcasts or series of pro-
grammes (not |ess than six) which record the works of outstanding
practioners in the media and which could be used for retrospective
programmng. (25)

In June, 1980, the International Federation of Film Archives (FlAF)
organi zed a synposium on selection as part of the Karlovy-Vary
Congress. The proceedings of that synposium Problenms of Selection

in FilmArchives, revealed that most noving image archivists

are anbivalent on the subject. On the one hand nost of the
participants accepted the fact that archives nmust select in order
to cope with the volume of material produced in recent years, at
least with regard to actualities. On the other hand, while many
FI AF menber archives have established a mechani smfor appraisal and
sel ection (13 nenbers utilize advisory conmttees, 14 nenbers have
internal regulations based on witten criteria) there were no
volunteers to reply to the question, “Can you give us an exanple

of a moving image or a type of noving imge that you woul d either

not select, or that is nowin your archives that you feel should
be desel ected?”. (26)

In fact all archives select, either systematically, intuitively,
or opportunistically, and while they conpile lists of selections,
they rarely conpile lists of rejections. The reasons are obvious
To do so would be to risk alienating a producer or distributor
whose good will is essential as very few of the FIAF menber
archives enjoy the benefits of mandatory |egal deposit, and even
those who do rely on the cooperation of the sources to
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inplement the law. Another reason may well be recognition of
the fact that a valid case can be nade by soneone for sone
purpose for the preservation of every noving imge. (Schellen-
berg taking up Mei sner’ s warning that “too great an abstraction
Is an evil”, suggested that an imaginative archivist could find
some reason for the retention of every docunent, thus reducing
appraisal to the level of an intellectual game.) (27)

The FIAF survey revealed that relatively few archives have fully
devel oped witten guidelines to govern selection; and even

fewer have regulations for the rejection and fornmal disposa

of rejected material. One such is the Filnms Archive of the
Czechosl ovak FilmlInstitute operating under the general direction
of the Managerial Board of the Czechoslovak Film Al nationa
film productions are systema~j.tally monitored, and all production
el ements, whether negatives or prints, domestic or foreign, in
all categories of production, are scheduled either for retention
for a period of years, and then disposal at the end of that
period, or for deposit with the Archives for long termretention
(28)

The Czechosl ovak programis, in fact, a conprehensive records
managenment programthat identifies all the elements relative to
a given production and places themunder control fromthe nonent
of manufacture (or inportation from another country) to the point
of destruction or deposit with the Archives. In such a program
operating with the full cooperation of the producers and distri-
butors, the principles of selection can be applied at every
stage of the active life of the production to guarantee that

the best possible material will be protected for archiva

pur poses while avoi ding the needless retention of |arge quanti-
ties of material that no |onger serve any useful function

Records nanagement at source may be the only effective way of
coping with the enormous quantity of noving images currently
bei ng produced for both theatrical exhibition and television
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This type of programis, of course, nuch nmore feasible in
countries where production is a state enterprise and thus
subject to central control. In the United States, for
exanpl e, despite the activities of several archives working
in concert with the Library of Congress, the selection and
conservation machinery is still inadequate to cope with the
i mense vol ume of production. The means of production are
in the hands of thousands of independant organizations and
there is no effective means of registration for well over
half the estimated total annual production. In the US.,

as in all major moving i mage production countries, feature
filmand network television production represents only the
tip of the iceberg in noving inmage’ production, and few
archives in countries where there is no central control can
affort the time, the noney and the storage space to do nore
than occasionally dip beneath the surface. (29)

The rewards in appraising the total range of production when
the noving image archivist is given the opportunity to do so
is well illustrated by the collection of the National Film
Archives in London. Wrking with four advisory selection
conmttees (History, Science, General (the filmas art form
and Tel evision) the Archives surveys a very wide variety of
sources fromthe major feature films of the day to amateur
home novies’ on substandard guages (8mm or 16nm) whose in-
formational value with regard to |ocation, association, period
or subject matter may nake them worthwhile accessions. Because
subject matter is as inportant as formin these selection
criteria, the advisory committees include subject specialists
as well as historians, critics and archivists. (30)

Only one FI AF nenber actively reviews the noving images already
in the collection on a regular basis and ‘deselects’ on the
basis of the selection criteria developed in recent years. For
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the Statliches Filmarchive in the GDRit is obviously as
inportant to re-assess the selections of the past as it is to
review the selection criteria of the present. Al selection
criteria are rooted in the cultural and historical biases of
the present, and if they must change it is only |ogical that
the selections based on them should also be open to review
This also argues strongly for some nechanismto delay select-
ion so that some senbl ance of historical perspective can be
achi eved. (31)

Anot her approach to delaying selection was adopted by the

Advi sory Committee established by the National Film Television
and Sound Archives of Canada. In a report dated 11 March, 1980
the Conmttee recommended that only material obviously of very
low priority should be immediately scheduled for destruction.
The estimate was that no nore than 50% of the available mate-
rial would fall into this category, and that woul d be prinma-
rily repetitious television programm ng such as series for
children, sports broadcasts, and game shows. This will reduce
sone of the volune to be stored for a period of no |ess than
five years and no nore than ten. At the end of the designated
period a much more rigorous selection based on specific cri-
teria would take place. (32)

Since all moving inmages have sone infornational value the
criteria to be applied nust incorporate sone exclusionary
factors that [imt the selections. The History Selection
Committee of the National Film Archive in London adopted a
Quide to the Selection of Films for Historical Preservation
in August 1959 that excluded filnms whose subject matter coul d
be adequately dealt with in another nmedium (the test was
actually “does the filmrecord the subject matter better in this
medi um than in any other?”), and filns whose |loss, in the
opinion of the commttee menbers, would not “be regretted”

for either their subject or technique, by researchers severa
years later. (33
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2.41. This suggests that archivists should be prophets, and as
Bauer pointed out in 1946, “prophecy is suspect’’
Neverthel ess, noving inmage archivists nust accept that respon-
sibility, and acting on the best advice available, make those
decisions. The alternative, given the volume of contenporary
productions available, is either to fill the vaults with
material of marginal value (ephenera in terms of content and
form until there is no storage capacity left for records of
obvi ous val ue (based on form content or association), or to
evade the issues entirely, as the national archives of the
world succeded in doing for half a century.

2.42. Although one can only applaud Hernman Kahn's adnonition that
archivists should not act as cost accountants and allow a rigid
cost/benefit analysis to determne what is preserved and what
is destroyed, the question of costs cannot be ignored

Moving images arrive at the archives in a variety of fornmats,
and in conditions ranging fromexcellent to so poor that unless
imediate steps are taken to conserve the image by transfer,

the information the record contains will be lost forever. Filns
on nitracellul ose stock are only one of the types of noving

i mage records that demand an i mmedi ate investnment on the part

of the archivist if the record is to be preserved

Al sub-standard film for exanple, whether due to shrinkage or
excessive wear nust be transferred before it can be safely
consulted for both internal processing or reference service

osol ete videotape formats (all black and white videotape and

| ow band col our videotape) will also have to be transferred
before the records can be described and organi zed by the archives,
and before any public access is possible.

2.43. The imedi ate archival investment can thus be considerable, and
the ongoing costs, in terms of environnentally controlled stor-
age conditions (20°C and 50% RH for black and white filns and
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vi deotape; -4°C and 30% RH for colour filnms) and the need to
manuf acture reference copies for every itemin the collection
if the originals are to be protected (the life of any film

vi deot ape copy can be neasured in the nunmber of times it is
viewed, and the nunber is not very large) and still permt
public access, adds substantially to the costs. If cost is
pressuring archivists in appraising paper records, it is an
unavoi dabl e and very substantive factor in appraising al

nedia records, and often a determining factor in selecting
nmovi ng i mages.

Al t hough the genuine need for appraisal and selection standards
Is not adequately reflected in the [iterature on moving inages,
most moving image archivists woul d probably recognize, and
could accept the basic principles on appraisal theory that

have evolved in the witings on archives in the past half
century. In general these will serve both for non-governnenta
organi zations that relate to noving images primarily as an art
form and to national archives whose orientation toward film
is as an historical record.

The first of these, followi ng Meisner, is that old age nmust be
respected. Despite its conparative youth as a neans of human
communi cation (cinemat ography was being denmonstrated in nost
parts of the world by 1898), noving images have suffered so
extensively from ‘benign neglect’ by archivists, librarians
and nuseum curators, that all noving inages produced before
1930 can be regarded as incunabula. In the United States, for
exanple, only 15% of the estinmated 4000 feature filns and
30,000 short filns produced between 1910 and 1920 are known

to have survived. For the twenties the figure is 25%  For
American archivists triage is a fait acconpli, and there is no
reason to believe that the survival rate in other countries

is any higher. In fact there is every reason to believe it is
consi derably | ower because Anerican filns were being distri-
buted worl d-w de by 1920, while the productions of other
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countries were restricted to national distribution, and if the

Canadi an experience was typical, conpeted unsuccessfully for
screen time with Anerican filns.

For countries in which the production and distribution mechanisns
were devastated by wars and revolutions the date may, of course,
be much later. For countries which have emerged froma col onia
dependency, for exanple, all filns produced in the territory by
foreign filnmakers before independence may be of great value
regardl ess of the treatnent and the prevailing ideology. In
countries in which noving imge production is just beginning

all films produced in the country by foreign filmakers nmay be
of value for their location shots alone, or for their docunen-
tary record of places, people, dress, |anguage and custons which
have changed radically during the upheavals of the twentieth
century.

The concept of ‘docunmentary’ value relates to the second prin-
ciple, defined by Schellenberg and others, to the effect that
records that do not testify to the history, organization or
function of the agency or organization that generated them nmay
still have informational value. As has been indicated in this
study, noving images sel dom possess evidentiary value - notable
exceptions are filns or televison broadcasts that exam ne and/ or
investigate the operations of an organization or agency, often
including interviews with chief admnistrators who explain
policies and procedures - but they always possess sone infor-
mational value. It is the appraiser’s task to determne if
that value, in terns of meeting the established needs of

current researchers, and as perceived as neeting the potentia
needs of researchers in years to come, warrants the cost of
conservation in the immediate term (as accessioned) and in the
long term

The archivist should be aware that noving images intended as
they are for mass audiences, are part of the public record
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In considering their value as part of that record the norma
tests of accuracy, objectivity, coherence or fairness need

not apply. To take an extrene exanple, the faked newsfilm
that appeared follow ng the outbreak of the Boer War and the
Spani sh- American War are early attenpts at the utilization

of filmfor blatantly propaganda purposes, and yet they
remai n significant docunments on understanding that period
because they are fakes. (35) In a less obvious exanple, the
docunentaries produced during the fifties designed to

educate the general public on how to defend thensel ves agai nst
an atomc attack are not now regarded as either reliable guides
to survival or accurate accounts of the probable effects of
nucl ear warfare on a civilian population. The filns are
however, a valuable record of governnent attenpts to conmmu-
nicate directly with the population on an issue that was, and
remai ns, of paranount concern to every person on this planet,
and they accurately reflect the political climte of the day
and the ideologies of their sponsors. (36)

The ‘science’ incorporated in these filns of the fifties,

hi ghly suspect when exam ned fromthe perspective of the
eighties, brings into focus a third and fourth principle of
appraisal. The archivst cannot be expected to have the
expertise in every field necessary to evaluate the diverse
docunentation available for selection, and the appropriate
expert shoul d be consulted on subject content and treatnent.
The final decision should remain with the archivist, that
responsibility should not be del egated, but the advice can
be invaluable in helping to select those noving images which
contain information, and reliable information, that is not
contained in any other formof docunentation, or is presen-
ted in such a manner that cannot be replicated by any other
archival resource.
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To take a very comon exanple, the so-called ‘talking-head’
docunentary, in which someone is filnmed delivering a lecture,
is very seldomof real value if the text of the lecture is
otherwise conserved. |f the filmonly illustrates the subject
matter in a manner which could easily be duplicated by a

t extbook on the subject, and the lecturer is either no one

of consequence or has been captured and conserved on film or

videotape before, such a filmis likely to be a good candi -
date for disposal.

Wiere expert advice is essential is in appraising noving images
in which information is being conveyed in a manner unique to
the medium but the reliability of the recording is in question.
Movi ng i mage documents in ethnography and ant hropol ogy, for
exanpl e, have frequently given rise to queries on the authenti-
city of the record due to the very presence of the cinematogra-
pher and the equi pnent, and only an expert can discern the
degree to which the ceremony or incident being recorded has
been ‘staged’, consciously or unconsciously, for the caneras.
The process is inescapable to sone degree, but the archivist,

in describing the document, should be in a position to indicate
the degree of distortion present. (37

So prevalent is this factor that practitioners of ‘direct
cinema’ or cinéma verité, began to deliberately insert them
selves into the frame so as to remnd the viewer that they

were present. These documentaries, exploiting the [ight-weight
canmeras and faster filmstock that made ci nemat ography possible
with little nore than ordinary roomlight, attenpted to fix the
“truth’ of a situation, a relationship, an event, by ‘observing
the participant continuously over a period of tine, shooting
what happened rather than inposing their own structure on the
matter being recorded. At some point, however, the images
recorded had to be edited, and the image makers then have to

i mpose some interpretation of the ‘truth’ in order to select
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and to shape the material. In order to appraise documents Iike
this the archivist nust then be aware of the process, or rely

on experts who understand that while the inages may record
reality directly, they have still been manipulated both by the
choice of camera position, the decision when and where to operate
the mechanism and the editing decisions that are informed by

the creative vision of the image maker. (38)

ne of the aspects of treatment on which the archivist may need
advice is the document that purports to present a fragnment of

a biography or an historical episode, and does so with what
appears to be a scrupulous regard for the facts, but in which
actors represent the historical figures and reconstruct the
action. Styled ‘docu-dramas’, or dramatized docunentaries,

t hese hybrids have becone a staple itemin television broad-
casting and present the archivist with a dilemma. They are
dramas, and the fiction frequently extends the ‘creating
encounters that never did take place so that characters can
exchange views that were either taken fromtheir correspondence,
or from encounters they had with other people. But they also dea
with fact, and as ‘popular history' they condition public
perception of the fact, a public much vaster than will ever

be exposed to historical studies in an acaden ¢ situation

For millions of people throughout the world the history of

the Black people in the United States is ROOTS. For a whole
generation the Nazi canpaign to externminate the Jews of Europe
1s HOLOCAUST. (39)

Another ‘treatment’ of reality in the manipul ation of noving
images is the conpilation film the use of noving imge fragnents
drawn from newsfilns, documentaries and new material to present
an historical epoch such as WORLD AT WAR, or VICTORY AT SEA

The archivist may require expert assistance in appraising the
reliability of the account and the honesty w th which the noving
i mge extracts have been used. Reduced to fragnents one tank
battle | ooks much |ike another, and
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wi |l probably not distort the facts significantly, but once
the practise is introduced it then becones a question of
degree before real distortion is introduced and at that point
the archivist should add a disclainer to the effect that the
‘evidence’ is faulty and the ‘document’ has been conserved
only because it was part of the public record. (40)

Al'l moving inmages dissemnated to a mass audi ence becones part
of the public record, but not all of it can be, nor necessarily
shoul d be conserved. A staple of television broadcasting, for
exanpl e, throughout the world, is the serial which can run for
years.  Known as ‘soap operas’ in the United States because
they were frequently sponsored by soap manufacturers, these
domestic dramas occupy hours of air time and enjoy an audi ence
of mllions. Faced with this volune, however, the archivist
shoul d adapt a fifth principle of archival theory and sel ect
representative exanples for conservation, perhaps one or two
each year. Over time these will constitute an inportant
record of changing tastes, habits, concerns as detected by

the witers and producers as prevalent in their immediate

soci ety.

This process shoul d not be confused with ‘sanmpling', which is
a statistical concept in which the itemselected mathematically
represents the whole series of records, as persons polled in
opi nion surveys represent the total number of persons in the
comunity being polled. (41) The episodes selected from a
domestic drama series or a situation conedy series on televi-
sion nerely serve as typical exanples, as ‘specinens’ which
illustrate a description of the series. Common practice in
movi ng i mage archives is to conserve the first and |ast epi-
sode of every season, so that changes in theme, format, per-
sonalities, can be docunented.

Sel ecting typical exanples fromsports broadcasts is nore
difficult. What constitutes a typical match in any one season?
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Many archives elect to select the atypical match, the ones

in which records are broken, sensational actions take place
on and off the playing surface, and the matches which decide
the divisional finals and the chanpionships in any one year.

Wiere sel ecting exanpl es becone even nore difficult is in
dealing with commercial nessages, and wth messages sponsored
by private and public interest groups and governnent. In
countries where these are permtted they represent a val uable
resource for sociol ogical studies when anal ysed over tine,

and they docunment the use of the mediumfor public information
(heal th canpaigns, governnent devel opnent prograns), and
public persuasion (political canpaigns, special interest
pleading). Mich neglected in the first twenty-five years

of television broadcasting, as they were in the first fifty
years of theatrical filmexhibition, these 30-second and
one-mnute interruptions in the regular programing (or

‘shop w ndow groupings separating the regular progranmng,

as they are presented in theaters and on television in some
countries) have now proven to be such a rich resource that
speci al archives have been established (at the University of
Texas in the US., for exanple) to acquire and conserve them

Anot her aspect of ‘specimen’ selection, particularly inportant
in the archival preservation of television, is recording and
conservation of an entire day of broadcasting, from sign-on
to sign-off. This provides a cross-section of the output,
and records it in the context of its presentation, with com
nercial interruptions intact and in place. The frequency
with which this type of recording is made varies, but the

m ni mum woul d appear to be at |east once each ‘season’
assum ng that normal broadcasting practise is to introduce
new progranmng at the beginning of the Fall broadcast
schedul e.
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Content and treatnment are selection criteria for moving

i mage archives that evolve naturally fromthe general
principles governing appraisals by all archives, but there
are three other criteria that many non-governnmental archives
apply that lie outside the normal appraisal policies of
national archives

The first of these, and the nost difficult to deal with

is the conplex question of aesthetics. Mny private, non-
profit archives are devoted to the conservation of moving

i mages exclusively as an art form as an aspect of the nation-
al culture, whether the inmges are conceived in the country

of flowin fromabroad. They equate their collections with
collections of paintings in the national galleries, and

their prine criteria is whether the moving imge selected
advances the art by treatnent of theme, or by technique, or

by a conmbination of the two. Aesthetic factors tend to be
hightly subjective and the judgnents are transitory. So
transitory, in fact, that the strongest argunent for uni-
versal retention is the |osses that occurred due to what

has been perceived as the faulty judgenment of the previous
generation of archivists. The Langlois dictum that the archivist
shoul d not play God has been converted into a policy to

whi ch sonme noving image archivists still adhere, although
no national archives has been able to sustain the volune of
intake that such a policy would entail. If aesthetics is a

factor nost archivists rely on advice fromcritics and theo-
rists, and the results of conpetitions at filmand television
festivals.

The second criterion which nmost non-governnental noving image
archives apply and which is not mentioned in the recomenda-
tions on appraisal in the standard archives literature is

sel ection of moving images that docunment the history of the
industry, or the evolution of its technology. Mving inage
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archives attached to production organizations are very
interested in firsts. The first satellite broadcast, the
first colour broadcast, the first use of renmote |ocation
equi prent, the first regional broadcast. in an expanding
network, are all mlestones that such organizations shoul d
retain to document their own activities.

For filmarchives mlestones in the national production are
very important, whether they represent technol ogical change
(the first sound film the first colour filns, the first

wi de-screen production) or the devel opment of production
facilities. Box-office successes which start trends in
genres, or break new ground in themes and treatnent that
press censorship limts, or establish new ‘stars’, are al
significant for such archives, although they may well neet
other criteria set by national archives.

The third criterion that many non-governnental noving inage
archives apply is an aspect of universal retention. In nuch
the same manner as traditional archives designate certain
record groups or series wthin groups (such as those relating
to policy fornulation) as of sufficient value to be retained
in their entirety, sone noving imge archives designate
certain producers or directors (occasionally witers, actors,
ci nemat ographers) as so significant in the devel opment of the
art and the industry that all their work shoul d be acquired
and conserved. In sone cases this criterion may apply to

a production entity (the work of the National FilmBoard in
Canada is an exanple) although this practise tends to be
restricted to production units that have had a linmted his-
tory, or which have dom nated a particular sector of the
national production.

One approach to the appraisal of noving images that has
generated some controversy has been an eval uation based on
the sociol ogical or psychol ogical inpact that noving inages,
especially fictional feature films, are presumed to have had
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on their audience. A pioneer in this field was Siegfried
Kracauer who identified the feature films produced in
Germany in the twenties and thirties with the ‘nationa
will” and the rise of Nazism (43) Al though nmuch of
Kracauer's work has been criticized as overstating the

i npact of noving i mages as opposed to the other econonic
political and social forces at work both inside and outside
the country, recent studies have supported the view that
feature filnms do reflect the currents and undercurrents at
work in the society that produced them  The problem for
the archivist is that universal retention for feature filns
woul d appear to be the only solution if the needs of such
researchers are to be met now and in the future.  (44)

Research on feature films for their sociological or historica
significance can concentrate on a single outstanding film
(BIRTH OF A NATION, LE REGLE DE JEU, CHAPAYEV) but the resear-
cher increasingly wants access to as wide a range of the
national production as is possible, both to place the out-
standi ng productions in context, and because the so-called
‘program features’, the productions that conformto accepted
fornulas as to theme and execution, and which nmeet the needs

of the production/distribution system are |ess self-conscious,
and thus nore reflective of the national mood. This is

anot her argument for universal retention, particularly as

the moving image critics are no more likely to discern either
the masterworks, or the works which indicate significant shifts
in the direction of devel opnent, or to identify energing
talents, today, than the art critics who alnost totally
ignored ‘inpressionisnm were at the turn of the century. (45)

Just as all films have sone informational value, all filns,

it can be argued, have some sociol ogical value, regardless

of how prosaic the subject matter or the treatnent. Even
instructional films qualify, according to this interpretation
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because they incorporate social values, insight on the

rel ationship between citizens and the civic institutions
that serve them people and their environnent, and parents
and their children. In this way the feature filnms that
were designed to nmeet the requirements of a particul ar
market (the so-called ‘youth filns' of the sixties and
seventies for exanple), or the demands of an industrial
production system (the theaters nust be supplied with
‘product’ - new films - on a regular basis) may be as

val uabl e as the ‘block buster’ films decorated with prizes
fromfestivals and generating a vast return fromthe narket-
place. (For every STAR WARS it is now estimated that there
are nine feature filns which do not earn back their produc-
tion costs.)

To select among such productions is extremely difficult, and
for the reasons stated, can result in serious errors in judge-
nent.  Most non-governnmental moving inage archives have adopt -
ed a policy of universal retention for feature films as they
becone available to them In any case, as dépot legal is only
operative in a handful of countries, the filns deposited only
represent a fraction of the total production. At the very

| east such archives would argue that all feature films should
be retained for a nunber of years so that the selection can
be made with the advantage of sone historical perspective.
Experience has indicated, however, that five years is not
sufficient, and that at l|east a generation, or twenty years,
Is required to ensure that the judgments are firmy grounded.

Very few national archives have adopted this policy. The

| egal requirement of deposit in order to register for copy-
right has enabled the Library of Congress in the United
States to build a very inpressive collection of feature film
productions, but even the Library does not expect to be
totally conprehensive. One reason is that many independent
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and experinmental filnms and pornographic filns are never
registered for copyright; another is that many filnms fail

to achi eve any comercial success and in the absence of a
mar ket the producers never conplete registration by deposit-
ing a copy.

In many countries in which the archives is part of the state
controll ed noving image enterprise, deposit of copies (and
the original negatives after initial distribution) of al
feature films is automatic. None of the organizations
however, are national archives. They function as part of

t he productions/distribution system making copies of early
films available to tine clubs, educational institutions, and

for exploitation in secondary markets. In a few cases this
i ncl udes docunmentary filnms, actualities (newsfilns), and
television productions. In nost countries, however, other

governmental or non-governmental archives have been given
responsibility for actualities and television productions.

Perhaps the nost extreme case of division of responsibility
anong noving image archives is that between actuality mate-
rial (newsfilmand docunmentaries) in archives of television
and actuality material in filmarchives, sone of which |ike
the Central State Archive of Film Photographs and Docunen-
tation at Krasnogorsk in the USSR are the third organization
hol ding noving image material in the country (Gosfilnofond is
the fiction filmarchives in the USSR and there is a seperate
television archives).

Much of the actuality material produced for the filmindustry
conpl ements or duplicates the material produced for televi-
sion broadcasting. It can also relate to and conpl enent

other forms of documentation held in the archives. One of
the general criterion for selection is this conplenentary
rol e moving images can play, especially if the moving inage
conservation function is part of a ‘global’ national archives
and one of the criterion for disposal is duplication of
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existing holdings. A division of responsibilities in conser-
ving actuality materials obviously conmpounds the difficulties
in appraising such material, and this can be further conpoun-
ded by the practise of sone news departnents of television
networks of operating their own newsfilm archives independent
from the general archives of television.

Fragmentation of effort and tentative steps to nake up for
years of neglect characterize the world wi de novenment to
conserve noving inmages as historical record and cultura
artifact. In adopting the Unesco Recommendation in 1980
the nenmber states made a noral conmitnment to secure the re-

sources necessary, but it is true to say that the volune of
production far outstrips the machinery necessary to appraise
and then to conserve what has been selected. That this is a
wor | d-wi de novenent demandi ng cooperation and coordination
anong filmand television archives, both governmental and
non-governmental, is becom ng nore and nore apparent each
year. One of the criteria for selection should be whether
or not the copy in hand is unique, at |least as far as archival
hol dings are concerned. Wth the current volune of inter-
national distribution and exchange of noving inmages through-
out the world, one of the prime tasks of the internationa
federations (FIAF and FIAT) is to establish a data network
between archives so that duplication of effort and hol di ngs
can be avoided, and so that only the best surviving copy is
permanent|y preserved.

There are many hazards inherent in a ‘one title - one
archive’ policy, and the experience of two world wars and
i nnurer abl e national upheavals testify to the |osses

that can occur; but with more and nore archives finding it
difficult to secure the resources to protect their nationa
noving inmage heritage, surely some of the effort that is
now expended in safeguarding a copy of the nore popul ar or
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critical successes in every archives, as though it were the
sol e surviving copy, should be avoided.

2.77. As we have seen, the basic principles that underly selection
standards can be readily adopted by both governnental and
non-governmental noving imge archives. Age is a critica
factor, and, conconmttant with age, is the technol ogica
m | estones that have tended to segregate noving inages into
‘pre’ and ‘post’ periods (sound, colour) and thus place the
products of the earlier technology at risk. Although few
moving inmages qualify for their evidentiary value, many do
for their informational value, and those values derive from
their content, their treatment, and their function as part
of the public record.

2.78. Non-governmental noving image archives add val ues for docu-
menting the history and technol ogy of the production organi-
zations, and are prepared to appraise noving inmages as part
of the cultural heritage as well as historical record. Such
archives also give due weight to sociological, and to sone
extent the psychol ogical inpact of the fiction feature film
and as a result many attenpt to be conprehensive in conser-
ving the national production of such films.

2.79. Archives of television attached to production organizations
must serve the organization's interest as well as the public
interest and nust, therefore, evaluate materials for their
potential re-use by the organization, as well as for their
historical and sociological value. Such archives are also
actively engaged in exchanging actuality material for re-use
by other organizations, and data networking is becom ng
essential to accommodate this demand and to avoid duplica-
tion of effort. This is also becoming critical for film
archives, both governmental and non-governnental, to avoid
the long term conservation of nultiple copies of the same
title in many archives.
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2.80., Appraisal of moving images, as is the case with the apprai sal
of any type of documentation is far froman exact science.
In nost archives it is not even an established procedure wth
specific selection standards or a detailed guide. \Were
apprai sal procedures and practises have evol ved fromrecords
management retention and di sposal schedul es these have | arge-
l'y ignored or by-passed nmoving images, concentrating on the
di sposition of broad record groups rather than the conpl exi -
ties of itemby item selection. Few noving inage archivists
have been trained as archivists, in any case, so that the
gui dance in the archival literature and the theory, inadequate
as it may be, is largely unknown to them Anong sone film
archivists there is still a great reluctance to destroy any
noving image, arguing that if they cannot acconmodate the
volume, a world-w de network of archives should nake it pos-
sible to conserve all noving inmages. Both internationa
federations (FlIAF and FIAT) are beginning to officially recog-
nize that while this should be a viable policy, an
intelligently applied appraisal policy is better in the short
run than intuitive selections and chance that condemms many
val uabl e moving inmages to destruction because no effort has
been made to save them Faced with the volume of records
entrusted to their care by daily production, all television
archives have been forced to adopt sone form of appraisa
policy, but like all noving image archivists they look to
advances in technology to ease the cost of conserving moving
i mages and sonehow conpress the volume so that the provision
and cost of storage space alone will no longer force the
di sposal of valuable records.
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TYPOLOGY OF ARCHI VAL MOVI NG | MAGES

Wiet her produced by governnent agencies, by private organi-
zations, or by individuals utilizing the mediumas a neans

of artistic expression or personal docunmentation, moving

i mages can still be categorized by provenance, function and
form  None of these categories is exclusive, of course; pro-
venance can define function, function can dictate form and
formcan limt function

Provenance

If few noving image archives have the opportunity to apply
the archival maximrespect des fonds, all noving inmage
archivists shoul d recognize the fact that no document is
produced in a vacuum and thus the textual docunents asso-
ciated with the production of a moving inmage may be as sig-
nificant as the moving image itself. Conpleted films or

tel evision broadcasts may carry credits that tell the archi-
vist and the researcher who made the imges, and even where
and when, but they rarely tell how and nmost inportant, why.
I nconpl ete production and unedited footage sel dom reveal
anything inherently as to source or purpose

There are three aspects to provenance and moving images

The first is the identity of a docunent as part of a series
or group. Many television productions are broadcast as
series, and individual episodes |ose much of their archiva
value if they are totally divorced fromthe series and the
rel ated docunentation on the production and inpact of the
series. The archivist cannot assune that in fifty years
the researcher will recognize an episode from DALLAS or
CORONATI ON STREET, regardl ess of how popul ar they may be at
the moment. Series episodes should al ways be appraised in
the context of the series, and whether all the episodes are
retained, only specinens, or the entire series is rejected,
the decision shoul d be based on an evaluation of the entire
series.
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In the past documentary films were al so produced in series -
THE MARCH OF TI ME, CANADA AT WAR, WHY WE FICGHT - and the

sane concern for provenance should apply. \Wenever possible
the entire series should be appraised along with all related
docunmentation, as the whole may be considerably nore val uable
than the sumof the parts, particularly in light of the pro-
duction organi zations’ or sponsors’ objectives considered

in the context of the social, political or economc issues

of the day.

Rel at ed documentation in the formof textual records present
all archives, governmental and non-governmental, wth pro-
blens in maintaining the integrity of the series or records
group. By definition noving inmages demand special storage
facilities and handling so that the imges will be physical-
ly separated fromrelated text and nust be Iinked through
inventory or catalogue descriptions. The damage effected by
this separation is intensified in national archives that

el ect to process non-textual materials by nedia in separate

departnents or divisions. If the product:ion entity is a
governnent agency the production files and adm nistrative
records will probably also be accessioned. If there is no

common inventory or catal ogue, the researcher who fails to
make the appropriate inquiries may mss significant nate-
rials in the other nedia

This second aspect of provenance - the symbiotic relation-
ship of the inmages and the docunentation that explains how
and why they were made and how they were used - is equally
inportant with regard to the work of individuals whose noving
i mages documented their lives as a conplenent to the corres-
pondence and diaries that may make up their papers. Here

too the imges shoul d be appraised in the context of the
total collection, although the imges may have informationa
value that warrant their retention even if the rest of the
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of the collection is rejected.

A third aspect of provenance for the moving image archivist
stems fromthe relationship of the work being appraised to
the entire corpus of the image maker or production organiza-
tion. This may be of greater concern to a non-governnenta
movi ng i nmage archives with the docunentation of the career
of a particular individual or a production unit as one of
its objectives. Any archives, however, appraising moving

i mages as part of the national cultural heritage shoul d eva-
luate individual items on offer in the context of the tota
output of a director, producer, or studio. If the decision
has been made to select all of the productions associated
with a personality or production organization, identification
of the itemunder reviewwth the individual or entity wll
be all the justification that is needed

Functi on

Knowi ng why a moving i mage was produced and how successful |y

it reached its intended audience and achieved its objective

can be a very inportant element in the appraisal process

If the purpose was primarily comercial and the venture was

not a success, the moving image will not have functioned effec-
tively as part of the public record. If there are no artistic
factors arguing for its retention, and nothing about the cir-
cunstances of its production to warrant special attention,
there is a prima facie case for disposal

Note that commercial failure alone should not constitute grounds
for disposal. The artistic factors associated with an anbitious
failure, or a critical success whose innovative techniques were
“ahead of its tinme’ , may be sufficient to justify retention.
In sone cases the 'failure’ nmay be due to circunmstance surround-
ing the production and distribution of the moving inage that
docunents the history and devel opment of the mediumin that
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country, and in those cases, especially if related
docunentation is available, the evidentiary value for
researchers interested in the structure and operation
of the noving inmage industry may well warrant retention.

3.10. Were function is overtly associated with a politica
i deol ogy or a conmmitnent to societal change, that may
prove to be a determning factor in appraisal. If the
moving inmage is designed to informor persuade an audience
as part of a deliberate canpaign that involves other forns
of communication, the rules of provenance dictate that the
i mages shoul d be retained as part of the total public
record. If they stand alone they will still illustrate
the intent or the policies of the sponsoring agencies in
a way which may be difficult to replicate with conventiona
textual records, The docunentaries and newsfilns which the
National Socialists in Germany produced to propogate their
political and social philosophies during Wrld VWr Il are
very well known, but there are many exanples of films and
tel evision programes that have influenced public opinion
and had a significant inmpact on national policy even though
most of them were not produced under state control or direct-
ion. The United States’ involvement in Vietnam for exanple
has been described as the first “television war’, and there
is no doubt that it will be difficult to conprehend the shift
in American public opinion, and the changes in American foreign
policy without reference to the inmages that brought the battle
zone into the living rooms of mllions of Americans. (1)
Those images, as nuch as the record of debates in the Congress
the kilometres of government records, and the library shelves
full of reports and books, are all part of the public record
and shoul d be conserved.

3.11. Many noving i mages have a highly specific function, and it is
very unwise to attenpt to appraise themw thout assessing the
entire record created by that activity. The use of noving
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i mages as a research tool, for exanple, may result in high
speed, or slow motion, or infra-red, or photogrametric, or
m crophot ographic filmstudies associated with scientific
experinents that are inconprehensible wthout support docu-
nentation. They may be of immense value in docunenting
scientific discovery, or relatively worthless records of
phenonena that can easily be recorded at any tine. The
same is true of noving image studies of animals in the wld,
and nature studies of all kinds that exploit the cinematic
marvel s of time-lapse, or the canera’'s ability to endure
extremes of heat or cold for long periods and to record what -
ever occurs in front of the taking lens. (2

Archivists nust rely on the advice of experts in assessing
records such as these, and nuch will depend on how the noving
images related to other records already in the archives or
available to the archives to further document the activity.
Careful consideration should be given to the uniqueness of the
movi ng i mages and whether or not the information they contain
is captured el sewhere in the record in a nore readily accessi -
ble form Gven the cost of conservation and storage over the
long term and the kilometres of test film that can result,
the archivist should be convinced that the informational his-
toric value over the long term justifies the expenditure.

Form

Beyond the basic questions of whether the nmoving inages under
review are or pretend to be fact or fiction, an archival
apprai sal should al so consider the inage makers’ method, the
formin which the contents are presented. This can vary from
a straightforward didactic exploration of a stated theme, a
kind of “living textbook’, to a conpletely free form expres-
sionism a sequence of inages, connected perhaps only in the

i mge makers’ subconscious, that are designed to evoke vis-
ceral responses, if they evoke any at all
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In the documentary alone in recent years, experiments in form
and nethod have introduced ‘direct cinema’ or ‘cinema verité
‘dramatized docunentaries’ or ‘docu-drama’ , and the ‘open
inquiry’ , in which the imge makers’ experiences in capturing
the images and in manipulating themare as nuch a part of the
content - commenting on the action, explaining what was shot
(and not shot) and why - as the reality outside the editing
room that the inmage maker set out to explore. In extrene
cases content ( and structure) that proves to be intractable
may be sacrificed to formand the result is frequently a
nmoving image that neither meets criteria as a docunentary
record nor justifies conservation for technique al one.

The nmyth of absolute objectivity that was supposed to be the
i mge makers’ goal at all tines, has not stood up well under
rigorous analysis in recent years. W are now nuch nore
aware of the subjectivity inherent in choice of canera posi-
tion, lighting and nusic as well as in the choice of subjects
to be interviewed and in the portions of those interviews that
will be edited in, or out. The nyth persists because the
early documental ists propagated the concept of film being
“truth at 24 frames per second’, and in the early days of

tel evi sion when nost documentaries were being produced by or
purchased by the news or public affairs departments, those
producers tended to dictate a formin which opposing points
of view are carefully balanced. This ‘on-the-one-hand and
on-the-other-hand” structure is still the standard form for
docunentaries, and they can nornmally only be assessed at one
| evel - the uniqueness of the information conveyed and the
significance of the personalities interviewed.

The formis nost restrictive, of course, in fornmula fare
made for popular entertainment. Television ‘soap operas’
and nost situation conedies, for exanple, are produced to
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such a rigid formula that one or two speci mens can serve

as exanples for a year’s production. Mst dramas (crine,
romance) produced in series fall into this category as the
demands of the formseldomallowthe witers or producers
the luxury of experinents with character, l|anguage or thene.
Archivists concerned with the role of the director as the
chief creative component in filmraking may be interest in
‘“formula’ productions by a director whose oeuvre has been
sel ected for conservation just because the formis so
restrictive. It is, of course, a challenge, to distinguish
such episodes of a series with some senblance of the auteurs’
i ndividual ‘style

Wien considering formthe basic principles of age and quan-
tity can help determne selection practices. If the itemin
hand is the sole survivor of an extensive series it would of
course, be appraised differently than if a hundred were avai-
lable for selection. If the itemis very old, in noving

i mge terms, (prior to 1950 for film prior to 1960 for tele-
vision), and only ten of the hundred original productions
have survived the archives may decide to retain all of them
or at least attenpt to place the episodes not required with
ot her archives
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NOTES

1. Mchel J. Arlen, Living-RoomWar. New York: 1969.
See also Julian Smith on Hollywood and Vietnam Mnvell on
filmand the Second Wrld War; and MacBean on film and revol ution.

2. Scientific Film Association (SFA), The Evaluation of Scientific,
Industrial and Medical Films. SFA 1958. See also Brichford
on the evaluation of scientific and technol ogi cal docunentati on.
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APPRAI SAL POLI G ES AND PRACTI CES

The document adopted by the General Conference of Unesco
in Cctober 1980, Recommendation for the Safeguarding and
Preservation of Myving I nages, based its reconmendations
on three premses. The first was that noving imges, all
noving imges, are “an expression of the cultural identity
of peoples . . . and forman integral part of a nation's
cultural heritage”, as well as constituting “inportant

and often unique testinonies, of a new dinension, to the
history, way of life and culture of people . . . “. (1)

The second was that the establishment of an officially
recogni zed archives, or a network of officially recognized
archives, would be required to safeguard and preserve “any
part or all” of the national production. The |egal and
adm ni strative neasures to acconplish this objective could
include “voluntary arrangements with the holders of rights
for the deposit of noving imges, acquisition of rights

by purchase or donation, or the institution of mandatory
deposit systens through appropriate |egislation or admnis-
trative measures.” (2)

The third prem se was that “the safeguarding of all moving

i mages of national production should be regarded as the

hi ghest objective”. Until such tinme as the technol ogy nmade
this feasible, however, archives could “establish principles
for determning which inmages should be recorded and/or depo-
sited for posterity, including ‘ephenmeral recordings’ having
an exceptional docunentary character”. A high priority should
be accorded all noving images whose “educational, cultural,
artistic, scientific and historical value” form part of the
nation's cultural heritage. Selection, when necessary,
shoul d be based on the “broadest possible consensus of
informed opinion”, should take particular account of the
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“appraisal criteria established by the archival profession”,

and should only take place after “sufficient tine has el apsed
to allow for the necessary perspective”. (2)

The Unesco Recommendation was in many ways a conprom se that
reflected the realities of the existing world-wde relation-
ship between noving image records and archives. Rather than
use ‘national archives’ , for exanple, to describe the orga-
nizations to be charged with the task, the term‘officially
recogni zed archives‘ was adopted so that private, non-profit
organi zations or other state agencies that had been given

or had assumed responsibility for the conservation of noving
images in the public interest could be included. The Recom
mendation al so foresees a network of ‘officially recognized
archives’ to achieve the objectives, with each, perhaps,
specializing in one type of record, either by formor by
sour ce.

Again, although the Reconmmendation proposed total retention
for all nmoving images in the national production as the idea
objective, it recognized that this mght not be econonically
feasi bl e and suggested selection criteria on which an apprai-
sal could be based. Conpliance of the producers or distri-
butors could be either voluntary or mandatory, and it was
left to national legislation to determne exactly when and
how t he deposit would be made, and to specify the physica
nature of the material to be deposited.

At the time the Unesco Recommendation was adopted there was
not one organization, governmental or non-governmental, that
was achieving the ideal objective: the safeguarding of every
nmovi ng i mage of the national production. The situation in
most countries fell into one of four categories: (1) no
organi zed or systematic safeguarding of moving inmages, (2)

a limted program probably highly selective, by an organiza-
tion that may have been ‘officially recognized , but was
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probably not a state institution; (3) a mx of governnen-

tal and non-governnental organizations, with the
governnental organization probably restricting its acqui-
sitions to government record moving inmages (produced by or
sponsored by governnent departnents and agencies) and the
non- governnental organization (probably affiliated with a
filmor television production organization or an educationa
institution) restricting its accessions to the production of
the affiliated production organization or to production from
the private sector (filns as docunent or art); and (4) a
division of responsibilities between two or three govern-
nmental archives, especially where nmoving inmage production is
a state monopoly, with filmrecords in one, television
records in another, and, perhaps a further division between
actualities (newsfilmand filmed documentaries) and fiction
film

Too many countries fall into the first of the above cate-
gories, a situation that the International Federation of

Film Archives, the International Federation of Television
Archives and the International Council on Archives are attenp-
ting to alter. Wth the introduction of television services
in nore countries where there had been little or no previous
film production, the safeguarding of those moving inages have
become a matter of concern. Unfortunately, new television
services have generally been carel ess about protecting their
own production resources. The records accunulate as |ong

as space is available, if the videotape is not ‘w ped and
recycled, and |arge bl ocks of the holdings are elimnated,
often without further exam nation, when space is no |onger
avai | abl e.

Tel evision organi zations learn the value of properly orga-
ni zed production libraries or archives in time, especially
when anni versaries occur and the desire to celebrate their
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own history notivates a review of their holdings. In

fact the recycling of production resources can not only
enrich current productions, but in reducing the quantity

of raw material needed to fill the progranme schedul e it
can effect savings that in sone cases can totally offset
the cost of the ‘library! or archives operations. Footage
from past productions can also be sold to outside producers
for additional revenue.

The problemlies in balancing the obligations the production
organi zation’s archives has to the organization and its
function as a conservator of part of the nationl cultural
heritage. The question of public access to those collections
and who shoul d pay for the cost of those services nust also
be settled, either through the devel opnent of secondary
distribution arrangenents or through deposit of reference
copies with organizations equi pped to provide this service.
If the selection standards are to consider these ‘further
use’ obligations (the Canadian Broadcasting Corporation’'s
secondary distribution through the National FilmBoard is
called the *Further Use Programi) they may have to be nodi-
fied so that both objectives can be met. (4

In fact, the intelligent application of a well devel oped
apprai sal policy by a television production organization

or a well established film production organization, wll
result in selections for permanent retention that should
closely parallel those of an archives established solely to
saf eguard moving inmages in the public interest. In the
United Kingdom for exanple, the National Film Archives (NFA)
sel ects television broadcasts produced by both the British
Broadcasting Corporation (BBC) and by independent production
conpani es regul ated by the Independent Broadcasting Authori-
ty (1BA). The IBA conpanies have designated the NFA as their
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official archives and under contract provide both direct
financial support and regul ar deposits of the broadcasts
selected. The BBC mmintains its own archives, although

it al so deposits copies of certain broadcasts with the

NFA on request of the NFA.  As indicated above, these are
based on sel ections made by one of four advisory conmttees
operated by the NFA and which are conposed of critics
historians and subject specialists. In recent years, as
both the NFA and the BBC have refined their selection
criteria, there has been no nmarked difference in the deci-
sions as to what should be elimnated. The difference lies
in the quantity and type of nmaterial (primarily newsfilm
that the BBC decides to retain to neet its own future
productions requirenents. In order to ensure that every-
thing that should be retained is retained, the BBC protects
its productions in two stages. A very broad selectionis
held in the production ‘library’ and after several years a
further selection is made as additions to the ‘archive
where use of the original materials is very strictly con-
trolled.

Based on the histories of the FIAF menmbership, in countries
in which there is not as yet an organization that is system
atically safeguarding noving imges the activity in film
conservation will probably grow out of cinénatheque exhi -
bition programs, university study prograns, or government
agenci es assuning responsibility for government record film
and then broadening their selection standards

The ci némat héques and university study prograns normally
begin by acquiring projection prints of feature filns that
are regarded as international ‘classics’, and then add both
feature films and documentaries from the national production.
These ‘collections’ are not actually functioning as ‘archives’
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however, until their admnistrators can begin to protect their
projection prints with naster material (original or duplicate
negatives or intermediate printing elenents) and provide se-
cure storage facilities.

At this stage these organizations may select only those titles
that are currently required for the exhibition program or

to meet the inmediate demand for filmstudy. The selection
standards, if any are articulated, may stress aesthetic fac-
tors and documenting the industry. For such organizations to
function effectively as ‘national’ film archives all filns

of the national production would have to be systenmatically
apprai sed so that selections are based on |ong term val ues
rather than short termneeds and special interests.

In restricting accessions only to governnent-produced or
government -sponsored filns, a governnent archives may be
fulfilling its primary responsibility toward governnent
records, but it will not, of course, be functioning effective-
|y as national noving image archives in the neaning of the
Unesco Recommendation.  Such an archives coul d, however, per-
formits primary limted function and still act as one com
ponent of a network of archives which, when acting in concert,
can achieve the objectives of the Recommendation

UNI TED STATES

In the United States, for exanple, the National Archives and
Records Service (NARS) has maintained custody over governnent
record filmto a greater or |esser degree, since that insti-
tution was established in 1934. In the years followi ng the
second World War this activity was greatly expanded in order
to cope with the vast quantity of newsfilmand docunentaries
produced in support of the war effort, as well as the product
of what had become a very substantial government image naking
activity. (5)
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At the same time NARS broadened its acquisition policy

to include all noving images (fromtelevision as well as
fromprivate filnms producers) that related to the history

of the United States. Wth the donation of the Ford Film
Col I ection of newsfilm and documentaries in the fifties

this was interpreted to include all newsreels produced in
the United States, and NARS now has the |argest collection
of newsfilmin the country. The concept of ‘historical’

was always difficult to define precisely, and as it included
filmed biographies of prominent political or mlitary |eaders
even though the films were made in Hollywood and feature the
‘stars’ of the day, it widened the area of overlap with the
movi ng i mage accessions of the Library of Congress (LC) as
evidence of registration of copyright.

As indicated in the chapter on history and organization, the
mechani sm for effecting a conprehensive collection of notion
pictures at LC existed at the time cinematography was first
presented to an audience in 1895  In order to conplete regis-
tration for copyright, producers were required to deposit

a copy of the work, and although LC was only able to retain

a small fraction of the films that were deposited prior to
1950 this nechani sm has now created the world s |argest
collection of noving images. (6)

Not all moving inages produced and distributed in the United
States however, are registered for copyright (television pro-
grammng that will not receive secondary distribution is
excluded for exanple) and of those that are, not all are
acquired by the Library. The estimate is 70%(7) As in the
case of national libraries and |egal deposit, LC can elect

to register wthout accepting custody of the moving inage
itself. Since even the initial cost to LCin acquisition
processing and inmmediate storage is very substantial given
the volume, the percentage of nmoving inmages rejected is
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significant. The grounds are normally repetition as in
the case of series appearing on television or produced for
instructional or educational purposes, subject matter such
as pornographic films where only specinens are selected, or
volume as in the case of comercials where only exanples
drawn from each year’s production are required.

The network that constitutes the ‘national! noving image
archive in the United States is conplex and now incl udes
special collections at other governnent agencies (such as
et hnographi ¢ and anthropol ogi cal filmat the Smthsonian
Institute and aerospace filmat the National Aeronautics
and Space Agency) as well as significant collections at
private, non-profit organizations such as the Miseum of
Modern Art Film Departnent (feature films, docunentaries,
art film and video art), the Film Departnment at George
East man House (feature film documentaries), the Film and
Tel evision Archives at the University of California (feature
films and all aspects of television broadcasting), the
Miseum of Broadcasting (exclusively radio and television
broadcasts), the Vanderbilt Newsfilm Archives (exclusively
network television news broadcasts), and others devoted

to comercials, political canpaign advertisenents, indus-
trial and sponsored films, horror and fantasy films, etc.
In addition, each of the major television networks in the
United States maintains its own archives, with the news
and public affairs departnment maintaining a separate archives
to neet the inmediate needs of that production departnent.

For the non-governnental noving image archives in the United
States selection of both domestic and foreign moving images
is either on the basis of content (highly specific in sone
cases and demandi ng expert consultation) or the significance
of the production in the history of the art and the industry.
These are essentially the same criteria as all cinématheques
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with general collections enmploy, and they relate to
creative collaboration (the individuals or creative
units whose work the archives has selected for conpre-
hensi ve documentation); representation fromidentified
periods of production, regional production or any ‘school’
of production; genre formation and devel opnent (as these
allow critics and archivists to categorize productions
and to sinplify conparisons and quality judgnents);

m | estone production in relation to form to content,

to the technology or to the econom cs of production and
distribution; and critical and/or popul ar successes that
become part of the public record or part of the common
culture and thus part of the national heritage

CZECHOSLOVAKI A

4,20 In contrast to the substantial network of organizations that

4.21.

are engaged in noving image conservation in the United States,
there are only three organizations involved in Czechosl ovakia
and they are all regulated by the State Archive Adm nistration
and the Central State Archive. In accordance with |egislation
passed in 1974 in the Czech Socialist Republic and in 1975

in the Slovak Socialist Republic, the Film Archive of the
Czechoslovak Filminstitute is confirmed as responsible for
the conservation of the Czech film production (the activity
had been established after the Second Wrld War and the prin-
ciples of selection had been introduced as early as 1969), the
Slovak Film Archive has the mandate for Slovak film production
and a Czechosl ovak Television Archive will retain all of the
productions fromthat mediumthat meet the criteria for
selection (8)

As articulated by the Film Archive of the CZechoslovak Film
Institute the appraisal policies are based on the works of
Czechosl ovak archival theorists - in particular Jaroslav
Vobata and Tomas Fiala - as interpreted and codified by a
wor ki ng group attached to the State Archives Administration
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The document this group has been devel oping - “Definition
of the Scientific Principles of the Selection of Film

Audi o- Vi sual / Records” - provides guidelines for the Archives
specific policies in relation to Czech film production

In essence these are very simlar to those stated for ciné-
mat héques with general collections - aesthetic judgnments
as to ‘quality’ , representation of periods of filnmaking,
reflection of social or political character of an epoch

or an historical event, creative collaborators, genre

devel opment, innovation and experinent, award w nners,

t echnol ogi cal m|estones, etc.

VWhat is strikingly different in the application of these
criteria in Czechoslovakia is the method enployed both to
sel ect acquisitions and to dispose of the films that have
not met the criteria. Al filmproductions in the country
are under the surveillance of the Czechosl ovak Film Commi s-
sion for the Discarding of FilmMterials, and no films
can be ‘discarded” without the authorization of the
Commission. Al the major production, distribution and

| aborat ory organi zations are represented on the Conmi ssion
with the representative of the filmarchive acting as
Chairman. It should be noted that the Comm ssion does

not select acquisitions for the archives, the archives
retains that responsibility; the Conmm ssion, however,
controls the disposition of the noving inages while they
are still in the hands of the producers, distributors and

| aboratori es.

In effect, all filmproductions in Czechoslovakia are
subject to a records managenent programin which they

are all scheduled for either eventual deposit with the
archives or elimnation. Wth the totality of the pro-
duction registered and protected, the Film Archive of the
Czechosl ovak FilmiInstitute then works with two conmi ssions
to effect selection: one identifies older productions,
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docunents them and eval uates them as potential acquisitions;
the other, evaluates and selects contenporary productions.
Both commissions utilize the same criteria, although factors
such as uniqueness, scarcity, technological mnlestones and
sinply age obviously play a nore decisive role in evaluating
ol der productions.

4.24. The Czechoslovak system inposing centralized nanagenent and
uni form sel ection standards, drastically reduces the damage
caused by splitting the noving inmage heritage resources anmong
three archives. Researchers will still have to consult three
files, but it may be assuned that there is little duplication
of effort and little chance of inportant material slipping
through the net.

USSR

4.25. Dividing the responsibility for appraising and safeguarding the
national production among two or nore archives wthout centra-
lized management may |ead to some duplication of effort (not
always a bad thing as it ensures that very inportant documents
are conpletely protected) and overlapping of functions. In
the US. SR , for exanple, the state film archive, Gosfilnofond
was established in 1948 to conserve all fiction films nade for
theatrical distribution. This is acconplished by a system of
| egal deposit and is designed to be conprehensive for all filns
in this category. However, comercials advertising filns, films
sponsored by governnent departnents and other state organizations
are not deposited in CGosfilmfond. If films in this category
are classed as ‘docunentaries’ , of any length, they will pro-
bably be deposited in the Central State Archive of Film
Phot ographs and Docunmentation at Krasnogorsk. If the neans
of diffusion was by television they may be conserved in the
separate archives maintained by the state television production
organi zation. Again, three files to consult if the researcher
wi shes to exhaust all the possibilities for noving imge docu-
mentation on a given personality or subject. (9)
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In the case of the US.S.R there are also three sets of select-
ion standards, wth one (Gosfilnofond) focussing on film as

part of the cultural heritage (including selections fromforeign
films circulating in the country), another (Krasnogorsk) focus-
sing on filmas historical record, and a third (television
production archives) building a production resource to neet the
future need of broadcasters. The potential for duplication is
obvious as docunentaries, particularly feature | ength docunen-
taries on central issues of the day, cannot be excluded as part
of the cultural heritage, and in fact Gosfilnofond selects
certain major docunmentaries for retention in that collection
even though the title may be conserved at Kronogorsk. Again
films initially produced for television or later transmtted

by television, both fiction and non-fiction, may also be con-
served by the archives attached to that organization

4.26. Notably absent from noving inage conservation in Czechosl ovaki a
and the U S.S.R , and indeed throughout nmost of the world is
the central state archives. Apart froma regulatory or admnis-
trative role, practical inplenentation of nmoving imge conser-
vation policies has been delegated or in some cases sinply
abandoned to one or nore organizations, state supported or
privately funded.

ARGENTI NA

4.27. The situation in Argentina is sonmewhat atypical of Latin America
inrelation to governnent action, but typical, unfortunately, in
relation to results. Followi ng the Second Wrld War the Archivo
General de la Nation, the national archives, recognized the need
for a programin which nmoving inmage records produced in the coun-
try woul d be systematically appraised, selected and conserved.

An archives of notion pictures, photographic records and sound
recordings was established, and |egislation was enacted to require
the deposit of docunentary films and newsfilms. Feature filns,
television and radio were, however, excluded fromthe deposit
requirenent, and very few early filns were acquired. (lo)
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In the absence of government action on feature filnms a private
foundation, Fundacion C nemateca Argentina, was established to
acquire and conserve what had survived of the noving inage heri-
tage fromthe nitrate era, pre-1950. Wth a loss rate as severe
as that in Argentina (unfortunately typical of countries in Latin
Anerica) - of 350 feature films known to have been produced in
the silent period (prior to 1930) only 20 have been |ocated and
conserved in twenty years of effort - there is no question of
selection for the pre-1950 productions: everything that has
survived is valuable either for its intrinsic nerit, or as a
rare exanple of production in the period. (11)

Governnent |egislation to protect contenporary film production in
the sixties unfortunately failed to appreciate the difference
between a study collection and an archives collection. Al fea-
ture films of the national production are now deposited as a
single copy in the National Institute of G nematography. These
copies are used for student reference and they will be danaged
or destroyed through use. A programfor protecting and conser-
ving contenporary production is obviously an urgent need, but
devel opi ng appraisal policies in the absence of a practical pro-
gramto acquire the filns is a hollow exercise. The national
archives has not yet obtained and commtted the resources neces-
sary to establish an effective programin this area. The pri-
vate archives is concentrating its limted resources on the
productions of the nitrate era as these are in the greatest
danger. Only a limted nunber of current film productions are
real |y being conserved for the long term  Television produc-
tions are being held by the production departments for their

own future needs, and are thus subject to the econom c pressures
of broadcasting. In the absence of a coordinated conservation
program decisions to discard part of the holdings because of

a shortage of space or a need to recycle the videotape may result
in serious |osses to the noving image heritage. (12)
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4.30. The situation in Argentina is typical of the conditions to be

4.31.

4.32.

4.33.

found in practically every country in the world prior to 1960,
and of the situation in nmore than half the countries in the
world today. This is particularly true of the countries in
Africa and Southeast Asia where noving inmage production was
either historically under the control of colonial authorities,
the activities of foreign visitors, or non-existent prior to

i ndependence

Wth the energence of strong, central archives for all govern-
nment records, the need to safeguard the oral and visual records
of the national cultural heritage is being recognized as a high
priority. For countries with a rich oral tradition sound record-
ing collections have already been established in many state
archives, and one of the significant criterion for the selection
of moving inages is its value in the documentation of folklore,
customs, traditional crafts, and |anguage in societies experien-
cing rapid change. \Were such records were produced in the past
by visitors and exist in foreign archives, there is a grow ng
desire to repatriate themunder bilateral agreenents as suggested
in the Unesco Recommendation. There are financial and |ega
obstacles to overcome, but there is |little doubt that this wll
be a key objective for noving image archives in the region

Again, in countries where functional literacy is still far
from universal, the nedia of filnms and television has become
and essential tool in comunicating with the electorate, and

i n propagating governnent policies in every aspect of life.
Central state archives are recognizing the need to acquire and
conserve these both for their evidentiary value in docunenting
the activities of government departments and agencies, and for
their information value in docunmenting people, places, events.

MALAYSI A

The devel opment of a nmoving image conservation programin the
state archives of Malaysia is typical of the situation in many
countries in the region. The highest priority is given to factua
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governnent production or to government sponsored non-fiction
production in film and television. If there is selection
fromtelevision the archives tend to concentrate on non-fiction
films made for television rather than entertai nnent or genera
interest programming. Although there is grow ng awareness of
the sociological and cultural value of fiction feature films

and popul ar television programing such as donestic drana
serials, these are not generally regarded as a high priority.
Once again the cost of conservation and the volune of production
act as a deterrent, and there is a tendency to rely on the

maj or production organizations in filmand television, both
governnental and non-governnental, to safeguard their own pro-
ductions until the central archives are funded and equi pped to
assunme the responsibility. (13

CANADA

Reliance on major porduction organizations, governmental and non-
governmental, to act responsibly in arranging for the archival
preservation of their own productions was, in effect, the poli-
cy of the national archives of Canada, the Public Archives of
Canada (PAC), for the first seventy-five years of cinematogra-
phic activity and for the first twenty years of television broad-
casting in the country. Unfortunately none of the governnenta
movi ng i mage producers were mandated or funded to safeguard their
productions, and the non-governnmental producers reacted to the
exigencies of the market place. |If the material could be ex-
ploited comrercially it was retained and protected. If it

could not, and there were costs associated with retention, it

was frequently destroyed, or in the case of nitrate filmit was
allowed to self-destruct. (14)

Wien PAC first established a division to acquire and conserve
moving inmages in the early seventies the objective was to
coordinate and expand an existing conservation project on rec-
orded sound (oral history and radi o broadcasting) and a project
inidentifying and locating surviving film fromthe nitrate
era, pre-1950. In the process a non-governnental moving inmage
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conservation programwas absorbed and in due course the
National Film Television and Sound Archives (NFTSA) emerged
to assune responsibility for safeguarding all governnent
movi ng i mage records and establishing a conprehensive nationa
collection of noving imges and recorded sound

The issue of whether or not to integrate nmoving inmage and
recorded sound services in central archives is not a sinple one
to resolve. In the Canadian situation the archives had al ready
establ i shed a photography division, as well as divisions in

pi ctures, maps and machine readable records. [|f these non-
textual media were being introduced into the archives today

it is doubtful whether a strict divisional separation by media
woul d be adopted. Arguments for and against integration tend
to revolve around respect des fonds, government files contain-

ing a variety of nedia nust be physically separated (although
every effort is made to preserve the intellectual integrity of

the file by cross indexing or cross listing the contents), or
researcher convenience and efficiency on access (obviously wth
di visional separation by media the researcher will have to nove
fromdivision to division to ensure that he has exam ned al

the relevant docunmentation), or conmunal requirenents for tech-
nical services and storage conditions. These factors were con-
sidered in the decision to integrate noving imges and record-
ed sound at the PAC, but to a large extent the decision was
based on common sources (the Canadi an Broadcasting Corporation
was by far the single |argest source for both radio and tele-
vision broadcasting) and common appraisal criteria. (15)

One of the key questions to ask of any nedia docunent proposed
as an accession for a national archive is whether or not the
information it contains is available in any other format of
docunentation. If the answer is positive there may still be
valid intrinsic reasons for retaining the moving image, but

iIf there are none, the itemin hand is a candidate for disposal
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In considering the integration of noving imges and recorded
sound this question was extrenely inportant as practically
all events in Canadian public affairs (press conferences,
political party conventions, elections, debates in parlia-
nent, conmm ssion hearings) are now normally docunmented by
sound recordings and noving images. If the noving images
capture both the sound and the inages there is obviously no
need to retain the sound recording. Conversely if the sound
recording contains all the information provided by the moving
I mges perhaps only the sound recording, relatively inexpen-
sive to conserve and store, need be retained.

A, simlar relationship between photographs and noving images
needs to be explored. Does the notion add significantly to
the information conveyed, or wll a photograph function as
wel | ? Again, if the answer is positive the relative costs
of conserving a photograph, or even a file of photographs

as opposed to the costs associated with the conservation and
long termstorage of a single reel of filmcan constitute a

strong argument for retaining the photographs and discarding
the film

The situation in Canada al so invol ved establishing a nationa
program of moving inmage conservation that recognized the need
to conserve and service production by |anguage and by region-
al origin. The C nématheque Québécoise in Mntreal had been
in existence for several years prior to the serious involve-
ment of the national archives in noving image conservation,
and continues to carry out its special responsibilities for
French language film productions (in much the same way as the
Slovak Films Archive functions in the context of Czechosl ovak
movi ng image porduction) although the acquisition program of
the national archives is bilingual, and conprehensive, if not
exhaustive, for Canadian feature filns and documentaries.

In addition the national archives has been encouragi ng and pro-
moting the devel opment of moving inmage conservation prograns in
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provincial archives and regional nuseunms for docunentation pro-
duced in the region. This has become particularly inportant
with regard to television production where the quantity of
production on a regional basis is well beyond the capacity of
the national archives, and in any case woul d not neet the
selection criteria that is rooted in a concept of “national”
historic significance. (16

Even if the PAC coul d absorb this docunentation, the argunent
that such records should remain in the regions where they can
service regional research remains, and counters the argunent
that the researcher, present or in the future, will be better
served by centralizing all documentation of any value. Gven
its history, in a country the geographic size of Canada region-
alismis a fact with which all national cultural agencies must
contend. The existence of a coordinated network of regiona
archives will inevitably nodify the appraisal policies and
selection standards of the PAC. Intelligently interpreted and
applied, the results should be a nore effective and efficient
movi ng i mage conservation program

FEDERAL REPUBLI C OF GERMANY

An excel l ent exanple of federal government coordination of
noving image conservation, at |east as far as filmis concerned
can be seen in the Federal Republic of Germany. Not only has
the national program consolidated the physical custody of the
surviving film heritage, centered on the Bundesarchiv, or
national archives, but the acquisition policies of the three
maj or film archives have been integrated to elinminate dupli-
cation and to ensure that as broad as possible a spectrum of
productions will be appraised and saf eguarded

Fol | owi ng the second World War which witnessed the dissolution
of the Reichsfilmarchiv, the archives the National Socialists
established in the thirties and attached to the state control -
led filmindustry, a national archives for the Federal Republic
was established in Coblentz. By 1954 the Filmarchiv, a division
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of the Bundesarchiv, was given responsibility for securing
and safeguarding prints of governnent film productions and
of governnent sponsored or funded feature and documentary
film .

About the sane tinme the German Denocratic Republic established
the Staatliches Filnmarchiv (national filmarchive), and one of
its chief tasks was to secure and safeguard the pre-1945 filns
fromthe Reichsfilmrchiv which were being repatriated by the
US. SR  One of the chief tasks of the Bundesarchiv was to
receive and conserve the filns confiscated from production
organi zations in Gernmany by the U.S. at the end of WAVI, and
which were gradual |y being repatriated to the Federal Republic.
In time as well, the Bundesarchiv, like the National Archives
and Records Service in \shington, began widening its selection
policy to enbrace films which docunented political, social
cultural, economc, or scientific developnments in the Federa
Republic. As an extension of the governnent record film acqui-
sition policy this could be literally interpreted to justify
practically any film of the national production. (17)

In the sixties the activities of the Bundesarchiv was supple-
mented by the formation of two private organizations that |ater
becane state institutions supported at the local level. The
first was the Stiftung Deutsche Kinemathek, which was closely
associated with the Acadeny of Film and Television in Berlin.
The prine objective of the Kinemathek is to conserve and do-
cument the feature filnms of the national collection and to build
an international collection to support filmstudy and educati on-
al distribution

The second, the Deutsche Institut for Filmnmkunde, was actually
initiated as a private collection and was institutionalized

in Wesbaden in the late fifties. W rking in association with
official regulatory bodies and agencies in the German film
industry, the Institut is primarily concerned with documenta-
tion on the donestic and foreign production, the safeguarding
of docunmentary filnms, and non-theatrical distribution
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4.47 The potential for duplication of effort and overlap in func-
tions was apparent for over twenty years, but as cul tural
matters were the prerogative of the states it was not until
1978 that an agreenent between the federal authorities and the
state of Berlin could be concluded. The agreement esta-
blish a ‘C némathéque Association’ (Kinenmathekverbund) enbra-
cing the Bundesarchiv, the Kinemathek and the Institut, under
whi ch the Bundesarchiv would be given the responsibility of
storing all of the master material of the other organizations,
restoring and conserving the filns to the highest possible
standards, and nmaking reference copies available to the Kine-
mathek and the Institut as required for their exhibition, dis-
tribution and film study activities.

4.48 The Cinénathéque Association ensures the application of a coor-
dinated appraisal policy so that no films of value are |ost
and there is no duplication of effort. The criteria remains
as broadly stated by the federal archives, with each of the
state archives enriching the selections fromtheir particular
perspective; films as art and culture, both domestic and foreign
by the Kinemathek in Berlin; and films as informational and
educational documents by the Institut in Wesbaden. (18)

4.49 Al though the C nématheque Association Agreenent allows for the
i nclusion of other organizations, there are still a nunber of
filmconservation activities operating independently (one for
filmin science and education in Minchen-Gunwal d, one for
scientific filmin Gottingen, and the Minich Filmuseum which
specializes in the conservation and restoration of the early
German feature film), and there is no reference to the archives
of television. Each of the three private networks in the
Federal Republic has its own production archives, although
they are coordinated in their appraisal policies and reten-
tion schedules. By utilizing common processing procedures
they function as one large resource for the networks they serve,
but there is only limted public access, and the overlap with
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the work of the Bundesarchiv with relation to filns made for
television and films subsequently transmtted by television
IS apparent. Gven the very heavy invol vement of the networks
in the Federal Republic in the coproduction of filns and in
film financing (both fiction and non-fiction) in recent years,
a conmon phenomena in every country in which these two activi-
ties are not controlled by a single agency, this overlap in
archival activities can only prove a disservice to the resear-
cher and an inefficient use of usually scarce resources.
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RECORDS MANAGEMENT AND THE APPRAI SAL OF MOVI NG | MAGES

The success of the Managerial Board of the Czechosl ovak
Filmin establishing a records managenent program for al
films of the national production indicates that it can be
done with the voluntary cooperation of all the production and
di stribution conponents, as well as in situations where “

the state owns or controls all the elenents in the industry.
That it is not done nmore frequently is a reflection of the
suspicion with which filmand television production organi-
zations in a conpetitive society regard any attenps to
‘control’ their activities. There is also the question of
cost as the designation of prints and/or master material as
“archival ? deprives the production or distribution organiza-
tion of the use of that material for the normal course of
business. That enlightened self-interest should notivate

the producer or distributor to protect his own resources is
an argument which is just beginning to win such support in the
I ndustries.

The nost inportant factor in the nanagement of noving image
resources is the retention of all elenents for all productions
until disposal is actually scheduled. In other words an
authority higher than that of the production departnent is
required before anything can be destroyed, or as in the case
of television production, erased for recycling of the video-

t ape.

In the Czechosl ovak systemthe final decision was that of the
archives, with a representative of the archives chairing the
commttee that controlled the disposition of the production
conponents at each stage of production and exploitation. In
the Canadi an systema series of bilateral agreements between
the archives and the production organizations set up joint
comm ttees to review production resources and to deternmne
the eventual disposition of the production elenents
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5.4 The essential steps are: (1) a precise description of the pro-
duction elenents and their current disposition;, (2) atime frane
to fix the date at which each elenment required (print, negative
fine grain, optical sound track, magnetic track, colour inter-
nediate, 2-inch quadruple 3/4 inch video-cassette) can be
designated as archival; (3) proper identification to ensure protection
of elenents designated as archival; (4) adequate documentation
of the records to be transferred in the form of inventories,
descriptive lists, catalogues and rel evant suppl enmental docunen-
tation in the form of production files, stills, scripts, etc.;(5)
transfer of physical custody of the archival elements selected
to the archival authority; (6) disposal of the itens not selected
over the signature of a duly constituted archival authority such
as the head of the national archives.

5.5 Records managenent of noving images tends to require item by
item scheduling. There are very seldom conplete series for exanple
with the exception of television programming and certain instructiona
films, and it may be necessary to eval uate each episode in a series
to determne whether there are any intrinsic or extrinsic factors
that would add value and justify retention. Scheduling for program
me series where only specimens will be retained should indicate
whi ch episodes (first and |ast of each programme season, etc.) and
when they are to be designated.

5.6 The transfer of physical custody of the el enents designated as
archival may be nore conplicated in the management of television
production resources because it may involve duplicating the
programre content on another format for conservation purposes
In the Canadian system for exanple, the storage medium for 2-inch
quadrupl e videotape, the broadcast standard at the present tine,
is a 2-inch helical scan videotape that permts a conpression of
four to one (four reels of the original videotape recorded on one
reel of the storage medium and pernmits the recycling of the origina
videotape. This systemallows the archives to re-record
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from the storage nedium to restore broadcast quality video-
tape to the donors, the broadcasters.

In other cases, in the archival processing of newsfilmfor
exanple, a lower standard for conservation purposes may be
acceptable, and the original programre content duplicated on
¥xinch videocassettes from either film or videotape originals.
Wth the advances in technology in recent years the |ess
expensive videotape formats (%2inch and %inch videocassettes)
have inproved to the point where the loss in quality is not

a significant factor, the savings in storage costs can be
very substantial, and in the case of |-inch videotape the

qual ity and the efficiencies of operation have inproved to the
stage where I-inch will probably replace 2-inch videotape

for all broadcast operations in the next decade

osol escent technology is a recurrent hazard in noving inage
records managenent. Nothing places a block of records at
greater risk of damage through neglect or deliberate destruc-
tion than the fact that they can no | onger be readily utilized
in the production process. Mving inmage archivists have wit-
nessed devastating losses in silent films when sound was intro-
duced, losses in black and white films when col our became the
standard of the industry, and the experience, to a | esser de-
gree because production has been nore concentrated, has been
repeated in television production with the advent of high-band
videotape, and the introduction of colour

Wat al so distinguishes noving image record managenent fromthe
management of paper records is difficulty in reaching consensus
in what should be retained. In nost cases the producer will
want everything to be retained, including variant versions
(especially language versions), unused footage (’'outs’, ‘overs’
and trims’), and all the production elenments (sound tracks,
‘nmxes’ , location sound, lighting tests, etc.). The archives
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may wel | determne that protection of the original master

el ements (cut negative optical and/or magnetic sound track

in the case of film or original edited nmaster videotape)

will be sufficient. If the appraised value of the edited
nmoving image is judged to be very high the unedited footage
or ‘cuts! , may also be retained for their informational value
(Exanpl es are obvious: a docunentary may use two mnutes of

a sequence showing a traditional craft being practised out of
ten mnutes that were taken; brief extracts from an inportant
speech by a political personality may be used and the whole
speech was recorded; an inportant scene in a filmor tele-
vision recording may have been recorded twice - variant end-
ings perhaps - and the one selected may have generated con-
siderable initial controversy, etc.).

To arrive at a reasonabl e conmprom se the nmoving inage archi-
vist should apply a rough cost benefit analysis and attenpt
to assess probable use of the material by researchers in the
years to cone. As has been nentioned el sewhere in this study
prophecy is dangerous, but if the archivist is to function
effectively he nust nake conparisons, ‘weigh’ the options
(admttedly conditioned by contenmporary cultural values) and
avoid filling the vaults with marginal materials, or over-
protecting certain titles, so that significant historica
materials of obvious value cannot be acconmodat ed.
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6. RELATED DOCUMENTATI ON

6.1 Appraisal policies should include documentation that is gene-
rated both during production (production files, |legal and
financial records, correspondence, scripts, posters, stills)
and after the production has reached its audience (press
books, interviews, reviews, critical articles). This assess-
nment should, of course, consider ancillary documentation
(mermoranda, correspondence) relating to the entire production
program (the series if an episode is being assessed) other
forms of communication that may have been generated for
public information at the same tine, and corporate or govern-
nment policies that relate to the noving inmages in hand

6.2. Appraisal of such docunmentation frequently occurs at two
levels. If the noving imge exists and has been conserved
the documentation should add to what is known about the
circunstances of production and the public reaction; facts
in other words, that are not discernible fromexanning the
noving imge. The material should be distinctive, if not
uni que, and descriptive, and where it is repetitive and
bul ky consideration should be given to selecting only spe-
cimens, particularly of publicity materials, while naintain-
ing the integrity of the file.

6.3. If the moving inage is not known to exist, or has not yet
been conserved in the public interest, the related docunmen-
tation may be the only means of gaining an inpression of the
production. In these cases the assessment should be nore
generous so that the researcher has as nuch material as possi-
ble in order to ‘reconstruct’ the production.

6.4. Docunmentation generated during the course of the production can
include the follow ng:
(1) Production files: Cbviously files should only be retained
for production selected for retention; unless the entire series
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is being retained as a record of production activities. Such
files may contain finding aids, shot lists, continuities,
assignment reports, contracts, disposition of rights, etc.
that can be invaluable in processing the production and in
providing physical and intellectual access to the material.
They can provide insight as to the intent of the inmage makers,
why certain choices were made, and on the constraints placed
on the imge nmakers by econom ¢ and political forces beyond
their control

(2) Scripts. Care should be taken to distinguish between
prelimnary studies (treatnents), shooting scripts, and
cutting copies (scripts which conformexactly to the film

as finally edited). An exam nation of all three in sequen-
ce may reveal nore of the creative devel opnent of the concept
than any one of the three. Shooting scripts that include the
director’s or producer’s handwitten notes, deletions, correc-
tions, are abviously of the greatest value, but any autogra-
phed or marked script may be of value even though the pro-
duction itself may be marginal.

(3) Stills. These may be categorized as (a) scenes fromthe
production taken to publicize the publication at the time of
production - not all such shots actually appear in the fina
edited version; (b) frame enlargenent made fromthe production
itself; and (c) production stills show ng the process of pro-
duction. Again all stills have a much greater value if the
porduction itself is not known to exist. If the production
does exist production stills will probably be of greater

val ue because they are relatively rare, they illustrate
process, and they may capture other creative collaborators -
directors, producers, cinenatographers, witers - who are

not as frequently photographed as the |eading players.

(4) Posters, Press Books, Advertisements, and programres.
Public perception of a moving image production is
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conditioned to a great extent by the manner in which the pro-
duction is presented - the publicity campaign. |f that react-
tion is to be understood the materials that pronpted it shoul d
be conserved. |f the production is not known to exist this
docunentation may al so be a val uable source of information on
the creative collaborates and the organization responsible for
the production.

(5) Newspaper and Periodical Cippings. These contain critica
reviews, interviews and publicity about the production. They
can provide background information that is not apparent froma
viewing of the filmitself. In dealing with documentaries, for
exanple, it may be of great inportance to know when certain
sequences were shot, exactly where they were shot, and who was
actual |y responsible for the shooting. The reuse of earlier
footage from other productions, for exanple, may be identified
and revealed in such interviews, or the ‘faking sometines
necessary because the imge makers were not allowed to shoot

at the actual location. Here too the archivist should query
whet her the information such material contains is worth the
cost of filing, housing and servicing

In assessing all related documentation the general rule is that
the higher the value placed on the production, the higher the
val ue placed on the related documentation. This is not always

the case, however. The press canpaign may be brilliant, for
exanple, a nmodel of its kind, and yet the object of this effort
may be worthless. In other cases the artists, photographers,

witers associated with the canpaign may be significant enough
in their own right to justify retaining the docunentation
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1, CONCLUSI ONS AND GUI DELI NES*

7.1  Appraisal of moving inage records is a contentious issue.
Archivists have just begun to recognize their value as historic
docunments and while many archives have initiated limted programs
of selective acquisition, many nore have deferred action due to
the financial commtnment associated with the technol ogy involved.
In the absence of any action by national archives, and as a
response to the severe |osses that occurred in the first fifty
years of cinematography and in the first twenty-five years of
television broadcasting, a variety of non-governnmental organi-
zations working for the nmost part wth inadquate resources, have
tried to restore part of the moving inmage heritage and to safe-
guard those contenporary noving image records that have obvious
historic, social, cultural or artistic value. (1)

7.2.  These non-governnental organizations, now being joined by state
archives at both the regional and “national level, are linked in
their activities through the International Federation of Film
Archives (FIAF) and International Federation of Television Archives
(FIAT) . Both these federations have been attenpting to devel op
apprai sal standards, but there has been little consensus within
each federation and between the federations. At one extrenme
archivists in non-governnental organizations echo Sir Hlary
Jenki nson and argue that any selection is wong, that the archi-

vist does not have the right “to play CGod”. In the light of this
position all noving images should be safeguarded by a network of
nmoving image archives acting in concert. (1)

7.3.  The argunent for total conservation is encountered nore often
in FIAF than in FIAT where archivists have to contend with the
enormous vol ume of noving images generated by tel evision broad-
casting, and where archivists attached to broadcasting networks
theoretically have the entire production available as acquisitions.
Selection criteria in television broadcasting, however, is inevi-
tably orientated to the needs of broadcasters. Value is determ ned

Nurmbers in brackets follow ng guidelines refer to chapters
and paragraphs in the study.
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to a large extent, on the likelihood of re-use by the produc-
tion organization. That determnation however, is based on
the intrinsic historical or cultural value of the programme
or sequence. In addition television archivists add illustra-
tive specinens of repetitive progranm ng and programmes that
mark a significant advance in the art of the technol ogy.

7.4,  In practise all non-governmental noving inmage archives are
sel ective even though the appraisal standards are sel dom
precise or well-articulated. The enphasis among Fl AF nember
archives is on national productions that docunents the film
and television industries and on international productions
that advance the art of the filmor which constitute inpor-
tant historical or cultural docunents. Selection criteria for
non- governnental depositories also include noving inages that
are part of the oeuvre of producers and directors whose careers
are significant in the history of the filmand television in-
dustries. (2) (4)

7.5.  Appraisal standards for governmental archives may now enbody
simlar criteria, but in the past they have been rooted in the
classic distinction between functional or evidential and inform
ational value. Only a small percentage of the noving inages
produced in the world today nmeet these criteria. The value of
movi ng i mages as historical documentation lies primarily in
their informational value. They seldomreflect the activities
of a governmental or institutional entity, nor do they often
offer insight on the inplenentation of governnent regulations
or the application of corporate policies. (2)

7.6. Mving imges are, however, part of the “public” record, and
they reflect the ideology of their producers, whether they
are governnent departnents or private entrepreneurs. Regar d-
| ess of the nechanismof distribution - theatrical, non-thea-
trical or televison - they are nornally intended for nass
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audi ences and they play an increasingly inportant role in
determ ning how that audience perceives the issues of the
day and the society in which they function. Mving images
may not always be an accurate mrror of the societal struc-
tures that have generated them and of the audiences that
have consumed them but they always inpact on societa

devel opment and thus, for better or worse, become an integra
part of that society's culture. (2)

7.7. For state archives with a broad nandate to conserve all docu-
ments of national historic interest the following criteria
for the selection of noving images, by no means excl usive or
exhaustive, should be considered:
(1) Adnministrative: Mving inmages which are produced as a
result of the activities of government agencies and which docu-
ment the policies and prograns of the sponsoring agencies, or
whi ch conpl enent docunents in other media that have been selec-
ted and conserved. This is sonetinmes referred to as evidentia
or functional value. (2)
(2) Hstorical: Mving images which docunment the political
econonmic, scientific, technological, social and cultural life
of the country, either as actualities (documentaries, and news-
film or as dramatizations. (2)
(3) Sociological: Mving i mages which docunent the significance
of the filmand television as an integral part of the public
record and the popular culture, and which function as an unof -
ficial record of the national cultural heritage, either as
actualities or as dramatizations. (2)

7.8.  Mving inmage archives attached to production organizations or
officially designated as the archives of such activity in a
country should also consider the following criteria
(1) Mving images which document the history and devel opnent
of the imge making activity in terms of significant mlestones
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intime, in form in genre, in technology, and in content.
(2) Mving inmages which document the activity in relation
to a significant personality, an image nmaking unit, or to
a regional or ethnic or racial mnority involvenent.

(3) Moving images which have been distinguished by criti-
cal or popul ar acclaimand which have been instrunental in
influencing the nature and direction of further production
(4) Mving images which have a high potential for re-use
by the production organizations, or which neet perceived

i medi ate or future research needs by the community the
archives serves. (2.63-66)

Movi ng i mage archives which are private, non-profit, non-
governnmental organizations with a mandate to pronote and
devel op public appreciation of the nedia as well as to con-
serve the media could add the following criteria:

(1) Mving images fromboth the foreign and domestic pro-
duction that mark significant advances in aesthetic, artis-
tic or technol ogical devel opment of the media.  (2.63)

(2) Mving imges whose production and/or distribution, both
foreign or donestic, documents major social or politica
changes, or which challenge contenporary comunity standards
and/ or censorship laws on what is acceptable in subject
matter, treatnment or form (2.64)

(3) Mowving imges that explore the relationship between the
audience and the screen, or which reflexively exanine the

| mage- maki ng process. (2.52)

(4) Variant versions of noving inmages regarded as ‘classics’
which are valuable for filmstudy and for the purpose of film
restoration; ‘outtakes’ from such productions if significant
in docunmenting the process of production; and ‘cuts’ made
from such productions on demand of censorship authorities .(2.68)

Factors which shoul d be considered in applying these selection
criteria could include the follow ng:
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(1) First priority should be given to the nmoving inages of the
national production, including moving inmages produced in the
country by visitors or under the authority of former admnis-
trations. \Where such images no longer exist in the country
every effort should be made to repatriate themas part of the
national moving inmage heritage. (4.1-5)

(2) Foreign filnms distributed in the country, especially when
sub-titled or ‘dubbed’ in the |anguage of the country, may be
designated as part of the noving inmage heritage and sel ected

if they neet the appraisal standards. (4.1-5)

(3) Specimens of repetitious or volumnous productions (serials,
advertising comercials) should be selected systematically and
with sufficient frequency in order to docunent the entire pro-
duction schedule. (2.55-56)

(4) Specinens of noving image production for television broad-
casting, in the context of the broadcast schedule, should be
docunented by recording and conserving entire days of broad-
casts with a frequency that adequately reflects schedul e changes. (2.60)
(5) Gven the severe |osses that have occurred world-wide as a
result of technol ogi cal obsol escence (the introduction of sound
on film and during the nitrate era (theatrical filnms on nitro-
cel lul ose stock, pre-1950), any film produced before 1930, regard-
| ess of content, should be seriously considered for selection as
a relatively rare surviving exanple of a very substantial pro-
duction; and all films produced before 1950 on 35nm stock

shoul d be given priority in appraisal and processing because

of the inherent instability of the stock. Special precautions
must be taken to segregate filmon nitrocellul ose stock in
environmental Iy controlled vaults. (2.45)

7.11. In order to achieve the orderly transfer of noving inmage pro-
duction resources to archives custody, the introduction of
modern records nanagenent techni ques shoul d be encouraged at
the earliest stage possible in the production process. A
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production el ements (negatives, prints, videotapes, etc.),

and related docunentation, should be identified, designated,
and schedul ed so that the disposition of the elenents can

be controlled at every stage of the porduction/diffusion
process. The short term (3-5 years) retention of the broadest
possi bl e sel ection of noving images shoul d be the objective,
to provide opportunity for a final selection with sone sense
of historical perspective. (5)

Wienever possible docunentation directly related to the pro-
duction (scripts, stills, posters, press books, etc.) or
associated with the production (production files, correspon-
dence, menoranda, etc.) should be appraised at the sane tine
as the production itself. \Wen selected, such docunentation
must be intellectually linked with the production although it
may be physically separated. (6)

In the final analysis, the appraisal of noving inmages is as
unscientific, as inprecise, and as inherently frustrating as
the appraisal of any type of archival record and indeed, any
judgnental process. After years of personal soul -searching,
open foruns, and professional debates, archivists are stil

wi thout a consensus but some progress has been made since the
first theories of nodern archives admnistration were being
devel oped at the turn of the century. It is the obvious unte-
nability of the alternate positions - let the admnistrator

(i mage naker) decide, or retain everything in perpetuity -
that has forced archivists to practise appraisal, and because
the policies have never been precise, or practical, or con-
sistent over time, the results have normally been a conpro-
mse fully acceptable to neither archivist nor researcher, or
an outright disaster.

Faced with an exponential increase in the volume of production
that shows no sign of levelling off (the introduction of |ow
cost videotape cameras and recorders has expanded and expl oded



Optical Character Recognition (OCR) document. WARNING! Spelling errors might subsist. In order to access
to the original document in image form, click on "Original” button on 1st page.

-08-

the use of moving inmages throughout the world), the archivist
nmust select, and select in a coordinated programwth fellow
archivists in the hone territory and with coll eagues around
the world. Needless duplication nmust be avoided. Even with
the possibility of applying the energing technol ogies of the
vi deodi sc and the digital encoding of moving inmages to the
devel opment of new, |ow cost storage mediuns and instantaneous
modes of diffusion, this generation of moving inmage archivists
will still have to apply appraisal policies to prevent the
archives from sinking under the weight of accessions, and the
researcher of the future fromdrowning in a sea of redundant,
and trivial inmages.
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