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Television affects our lives frombirth to death. Most
Americans informand entertain thenselves through it, and we
use it to distract our children by providing (to paraphrase a
fanmous quote) pchewing gumfor their eyes.p Sadly, we have
not yet sought to preserve this powerful nediumin anything
like a serious or systematic nmanner. At present, chance
det ermi nes what television prograns survive. Future schol ars
will have to reply on inconplete evidence when they assess the
achi evenments and failures of our culture.

The 1992 National Film Preservation Act directed me, with
advice fromthe National Film Preservation Board, 1) to
prepare a study on the state of American film preservation and
2) then to design an effective programto inprove current
practices and to coordinate the preservation efforts of
studi os, archives and others. Wth cooperation fromthe film
comunity, the Library of Congress conpleted the study and
plan, and is now i npl enenting the planps recomendati ons. The
plan called for a simlar initiative involving television and
vi deo.

The 1976 Copyright Act established the Anerican
Tel evision and Radio Archive in the Library of Congress.
Since then we have acquired a treasure house of television
prograns in the formof copyright deposits or gifts. W have
the entire output of National Educational Television and its
successor, the Public Broadcasting System all of NBCps extant
entertai nnment prograns; the main network evening news
transm ssions-- through an arrangenent w th Vanderbilt
Uni versity; tapes of floor proceedings fromthe U S. Senate
and House of Representatives, and nuch nore. The Act al so
gave us a nodest annual budget to enhance, preserve, docunent
and neke avail abl e the archive of Anerican television



The Library has prepared this report in just alittle
over a yearps tine under the | eadership of WIIiam Mirphy of
the National Archives and Records Administration. Hearings in
Los Angel es, New York and Washington, D.C. enabled a wide
variety of interested parties to testify in person. Nearly
100 individuals and institutions subnmitted witten statenents.
The acadenic comunity stressed both the inportance of
television as a source material for the study of history, and
the difficulties in gaining access for educational use to
prograns whi ch have survived. Production conpani es and
networ k executives suggested i nnovative ways to make news
progranm ng available to the academ ¢ comunity.

Tel evision artists are rightly sensitive about |iving
life in the shadow of cinenma. Their achi evenments shoul d be
honored in their own forum and individual donors should be
able to direct their generosity toward safeguarding the
tel evision and video heritage just as they do for cinena.

Lack of resources is a mpjor problemidentified in this
report: and the plan presents some innovative fund-raising
proposals to help protect our television and video heritage.

| thank the nmenbers of the National Film Preservation
Board for their help, counsel and testinony. | also conmend
t he Associ ation of Myving I nage Archivists, an organization
that has succeeded shown over the last few years in uniting
under a single banner preservationists in the industry and
nonprofit archives, in order to help us inplenent the
recommendations in this report. The Library of Congress has
i nvested considerable resources in preparation of this report.
We are therefore encouraged to know that the community that
will benefit fromthe planps anbitious ideas has vol unteered
to help bring theminto reality.

EXECUTI VE SUMVARY

The Anerican television and video heritage is at risk. Early
tel evision was broadcast |ive, kinescope or filmcopies were
made sel ectively, other prograns were deliberately destroyed
and vi deot apes were erased and recycled, still an unfortunate
practice in the production of local television news.

Tel evision filmand videotape vulnerability to deterioration
further inperils this rich heritage, and additional videotape
recordings may be lost to posterity if archival prograns do
not address format obsol escence.

That this heritage is worth preserving is a major theme of
this report. Archival holdings of television and video

mat eri al s have enornous educational and cultural value, as
recogni zed in the American Tel evision and Radi o Archives Act
(1976) and expressed in the testinony of educators who
participated in Library of Congress's public hearings. Public
archives are obliged to preserve television materials because
of the popularity of television in Anerican society and
because of educational interests that focus on television's
interactive role in nunerous social and political processes.
Qur heritage would be dininished if this vast record of our
culture is allowed to vanish. Inaction will eventually take
its toll.

The scope of the report includes television and video
materials in all their nmgjor dinensions: entertainnent,
nonfiction, news and public affairs, public television, |ocal
tel evision news, video art, and independent video. Mdtion
picture filmnade for television is included because film



along with videotape has played a fundanental role in

tel evision production since its earliest days. Just as the

Li brary of Congress spearheaded the initiative to assess the
general state of Anerican filmpreservation in 1993, it is
appropriate that the Library, the hone of the Congressionally-
aut hori zed American Tel evi sion and Radi o Archive (ATRA),
assune a simlar leadership role in assessing the state of
Anerican tel evision and video preservation. Two key

obj ectives of the report are to lay down a factual foundation
for understanding the issues confronting the preservation of
Anerican tel evision and video, and to recommend a nationa
pl an of action based upon a broad consensus of the archival
comuni ty.

Maj or Fi ndi ngs

Educati onal access renmmins largely unattai nable for
a variety of reasons, including underfunding in
public archives, lack of descriptive catal oging and
reference copies, copyright interests and very
restrictive usage policies.

Schol ars best qualified to judge the long-term
research value of television and video materials are
generally not given anple opportunity to participate
in decision making in public and corporate archives
on what will be saved and nade avail abl e.
Consequent |y scholars do not believe archives can
al ways act in their best interests. The academ c
conmunity, however, is not prepared to put funding
into filmpreservation to ensure the availability of
the prograns it needs for teaching and research
pur poses.

Few tel evision prograns held by the major studios

and networks are destroyed as a result of deliberate
deci sions or policies. The growh of the cable

i ndustry, video cassettes, multinedia, and overseas
sal es has encouraged the preservation of television
and video materials. Each of the eight mgjor studios
that have produced extensive prine tinme progranmm ng
has an assets protection programthat includes film
and television inventories. Past prograns are
protected rather than destroyed since they represent
the real asset value of the corporations. Studios
have been able to inplenent strategies for the
preservation of videotape as part of managed
prograns.

The network news divisions have the greatest
preservation difficulty because of the sheer
quantity of filmfootage and vi deot apes they
produce. The network archives are focused on the
dai ly production needs of broadcasters, constantly
posi ng a danger that precious inmages so inportant to
the collective nenory of the American people will be
|l ost, altered, or destroyed. Every group that has
studi ed the selection of television for preservation
has concluded that all news prograns should be
retai ned and preserved as aired. The major networks
have recently sought to i nprove storage conditions
and set up prograns for the conversion of obsolete
or deteriorating videotapes.

Public tel evision has always faced financi al
uncertainty, relegating preservation to a | ow
priority. Yet, in the aggregate, public television



programr ng has recorded the rich cultural history
of the United States, especially in the performng
arts. The preservation provision of the Public
Broadcasting Act of 1967 has not been carried out,
and it is only with the signing of the 1993 PBS-

Li brary of Congress Agreenent that there is a
systemati c neans for assuring that these prograns
will be preserved

The nost devastating | osses have al ready occurred
anong news filmand videotape files of |ocal
television stations across the United States. These
| osses were pronpted by the switch froml6émmfilmto
3/4-inch U matic for Electronic News Gathering in
the md-1970's. Sone 25 years (covering
approxi mately 1950-75) of Anerican state and |oca
hi story were destroyed. Less than 10% of the news
filmlibraries survive in public archives. Even
today |l ocal news tapes are rarely kept nore than a
week before they are recycled. About 20 states have
no local television news collections in public
archives, and very few libraries or archives take
advantage of the right to make and retain off-air
copi es of daily newscasts. The Vanderbilt University
Tel evision News Archive is the only archive to do so
at the network |evel

The works of video artists and of independent video
producers al so face a precarious existence. Few
productions have found their way into traditional
archives. Researchers find it difficult to
under st and what was produced and what still exists.
Many of the earliest open reel tapes made on the
consuner format ElAJ have al ready decayed. No
conprehensive effort has been nade to list, catal og
or docunent, let alone preserve this remarkabl e
record of American history and cul ture.

Fundi ng of television and video preservation has
been, in a word, inadequate. Foundations have
rejected video preservation grant applications
because of a perceived inadequacy of videotape as a
preservation nedium However inadequate funding for
notion picture preservation nay appear, television
and video archivists look with envy at the prograns
that have been set up to preserve Anmerican cinena
Advocates of television and video materials fee
that their second-class status is no |onger
justified.

Recomendat i ons

The final part of the report constitutes a national plan of
action in four critical areas: preservation, access, funding
and public awareness.

Preservati on:

Pronotes the concept of a shared responsibility for the
Anerican tel evision and video heritage, and calls for
public and corporate archives to rationalize and
coordinate their preservation prograns to avoid
unnecessary duplication and ensure that no significant
portion of this heritage (held in collections throughout
the nation) is endangered

Provi des a working definition of video preservation as



part of a total nmanagenent system and proposes
appropriate considerations and strategies with respect to
t echnol ogi cal obsol escence of video formats, restoration
and storage.

Reiterates the inportance of the 1993 notion picture
study as gui dance for safeguarding and preserving film
and addresses specific technical issues relating to
television film

Defines the role of filmand videotape in preservation
copyi ng.

Reconmmends the establishment of a Video Preservation
Study Center to collect bibliographic materials,
manufacturersp literature, and obsol ete equi prment.

Access

Encour ages public and corporate archives to seek the
advi ce and gui dance of scholars and educators to
establish apprai sal standards and detern ne appropriate
sel ection gui delines.

Urges the identification of inportant television prograns
and coverage of events each year to encourage pronpt
availability in a public archives

Urges local television stations to work closely with
advi sory boards and | ocal archives to halt further
destruction of |local news coverage

Recogni zes the inportance of video art and i ndependent
video production and calls for increased efforts to
stinulate their collection.

Urges the support of public policies that encourage the
wi despread di sseni nation of information through the
Internet and other sources, and asks for a national union
listing, a network of publicly shared databases, and a
conprehensi ve catal og of Anerican tel evision prograns by
decade.

Suggests ways for increasing the physical availability of
television materials, mnimzing regional or economc
barriers.

Urges the Library of Congress to use its current
authority under the Copyright Act of 1976 for off-air
taping to the fullest extent possible, and encourages
other libraries and archives to establish off-air
recording projects as authorized by the Copyright Act for
daily newscasts

Identifies steps to make it easier for scholars and
educators to use television and video materials in their
research, witing, and teaching, and calls for interested
parties to intensify discussions (through conferences
i nformal channels and ot her neans), regarding copyright
and educational access to television and video archives.
Only through such dial ogue can these difficult issues be
fully addressed and perhaps sol ved.

Fundi ng

Recommends t he establishnent of an independent nonprofit
organi zation in the private sector to raise funds for

tel evision and video preservation, to recognize through
an awards programindividuals and organi zations in this
endeavor, and to keep television and video preservation
at the forefront of the national archival agenda

Urges public archives to build a consensus around the
principles of television and video preservation and nake



t hem under st andabl e to fundi ng organi zations, which
shoul d then be nore responsive to the needs of television
and vi deo archives.

Asks federal agencies to inprove coordination of their
much val ued funding efforts

Proposes di scussions (anong all affected parties) be held
regarding possibility of two new avenues of funding: a
dedi cated sales tax and a share in future FCC auctions of
br oadcast spectrum

Asks the CPB to establish a preservation grants program
pursuant to the Public Broadcasting Act of 1967
Recommends direct public appeals for donations through
appropriate archival progranm ng.

Proposes the Library of Congress use off-air recordings

as a possible substitute for copyright deposit copies, if
such an operation could be funded by the industry.

I ncreasing Public Awareness

Recommends the creation of a National Registry of
tel evision and video treasures at the Library of
Congr ess.

Encour ages professional and industry organi zations to
advance the cause of preservation through awards and
grants.

Identifies the need for a docunentary about the problens
of television and video preservation ained at genera
audi ences and potential funders.

Urges the inclusion of video art and i ndependent video in
all public awareness canpai gns.

This report marks only the beginning of a process to safeguard
and preserve the Anerican television and video heritage.

Devel oping an inplenmentation plan is the next crucial step, a
plan that will assign lead responsibility for each
recommendati on to appropriate institutions and organizations.

CHAPTER ONE: | NTRODUCTI ON

| NTRODUCTI ON
A. Origins of Study

The origins of this study are interwoven with the history of
the filmand tel evision preservation novenent in the United
States. It was in fact a filmpreservation study conducted by
the Librarian of Congress, under the National Film
Preservation Act of 1992, in consultation with the Nationa
Fil m Preservation Board, that provided the particular inpetus
to begin a study of the preservation status of Anerican

tel evision and video nmaterials. (1) A key reconmendati on asked
for "a national study on the state of Anerican television and
video materials." The Librarian decided to conduct the study
under the franmework of the Anerican Tel evision and Radi o
Archives(2) (ATRA) legislation incorporated into the 1976
Copyright Act. The recommendati on energed fromthe Library's
earlier study, Film Preservation 1993: A Study of the Current
State of Anerican Fil m Preservation, which described the nost
i mportant problens facing filmarchives such as nitrate and



acetate filmdeterioration, color fading, and the need for

i mproved storage conditions. The earlier report and plan
included a full range of archival issues relating to noving
i mges relevant to the present discussion.

This report also re-defined filmpreservation, taking into
account the practices of the nmgjor studios and larger film
archives, and the accunul ated experi ence and know edge of
preservationists. For television and video preservation it is
not so much a question of re-definition as it is defining
preservation for the first tine. Anobng the many reasons that
a cohesive, nationwi de effort to safeguard and preserve
Anerican tel evision and video has yet to be organized is the
absence of an archival paradigmthat could include the

i mper manence of videotape with all its formats, the massive
vol une of generated material, and the decentralized and
fragnentary nature of production processes in the United
States conpared to those of other countries. Preservation, to
be sure, is central to the discussion, but whatever success
the archival comunity has been able to achieve has been in
the absence of an agreed-upon definition of television and

vi deo preservation and a conprehensive archival view Thus
the overall purpose of the study is to lay down a factua
foundati on for understandi ng the i ssues and probl ems facing
the preservation of American television and video material s,
and, based upon this information, to devel op a national plan.

Just as the Library of Congress spearheaded the initiative to
assess the general state of Anerican filmpreservation in
1993, it seens even nore appropriate that the Library assune a
simlar |eadership role in this endeavor. The Copyright Act of
1976 gave the Library the awesone responsibility for
establ i shing the Anerican Tel evision and Radi o Archives which
woul d house a permanent record of the television and radio
prograns which are the heritage of the people of the United
States and to provide access to historians and schol ars

wi t hout encouragi ng or causi ng copyright infringenent. (2A)
Twenty years have el apsed since the passage of this historic

| egi sl ation, and remar kabl e changes have taken pl ace since
then that nake sonme general re-assessnent necessary. Among

t hese changes are a university curriculumincreasingly focused
on the inter-relationship of media and society; broadcast

i ndustry expansi on; and technol ogi cal innovation. The
audi ovi sual archival community itself has changed
significantly in the last twenty years, in its nunbers and its
degree of professionalism increasingly willing to articulate
its genuine needs in conpetition with other national funding
priorities. Such changes inevitably influence the shape and
character of archival prograns.

B. Scope of Study

This report concentrates on the preservation status of

tel evision and video created over the preceding fifty years
of Anerican history. Radio broadcast materials, inportant in
their own right, are not included in the present discussion
but nmay be the focus of another archival report. Anerican
television includes all prograns regardl ess of their delivery
or distribution systens; entertainnment, docunentary, news and
public affairs, commercial prograns, public broadcasting
prograns. For news and docunentary, the scope includes

unedi ted footage, or outtakes and trins, what sone have called
the raw materials of history. The scope al so includes nationa
as well as local programming. Local television news is
represented in nunerous collections throughout the nation.
Video materials nade only for video display and not



necessarily for broadcast are also an inportant part of the
audi ovi sual heritage; these include video art, works conceived
in the context of video display and fixed on vi deot ape

i ndependent or community video, productions made outside the
mai nstream nedi a and used in the struggle for social and
political change; and video as docunentation, such as used by
Federal agencies to record inportant events in our collective
history as a nation. Al this discussion of video and

vi deot ape makes it easy to overl ook the inportance of filmas
part of the Anerican television heritage. Fromtelevision
broadcasting's earliest days to the current era, notion
picture filmhas played a fundanental role. Thus filnms nade
primarily for broadcast are included in the scope of this
report.

C. Fact-finding Process

Informati on and conments were invited relating to television
and vi deo preservation nationw de. A notice was published in
the Federal Register on January 3, 1996 (See Appendi x A)
Copi es of the notices, along with a survey questionnaire, were
mailed to over 700 institutions and individuals inviting their
contribution or participation. In addition, a nunber of site
visits, interviews, and presentations were nade to obtain

rel evant information and stinulate interest in this research
proj ect.

The core of the information presented in this report is based
on the statenents and di scussions nade in three day-Ilong
public hearings conducted by the Library of Congress in 1996:
Los Angeles, March 13; New York, March 19; and Washi ngton,
March 26. Altogether 73 "w tnesses" (not actually deposed and
sworn in) addressed many of the key issues and concerns,
descri bed their own experiences in the field, and nade

nuner ous thoughtful reconmendations for inprovenent in basic
areas |ike preservation, access, training, public awareness,
and funding. (See Appendix E.) To the extent possible these
recommendati ons take into account the needs of public and
corporate archives and have been adopted and consolidated in
the "national plan,"” which forns the final part of this
report. (See Chapter 8.)

In each city a panel of Library officials and distinguished
representatives fromdifferent fields heard the statements and
l ed the discussions. Presentations were organi zed according to
affinity groups such as educators, nmgjor studios, network

tel evision, public broadcasting, and public archives. Every
person who requested to nake a statenent before a panel was
accompdated. Due to time constraints, however, w tnesses
coul d not always present their entire witten statenents.
However, both the oral and witten statenments have been
publ i shed el sewhere in this report. (See volunes 2,3,4 and 5.)

D. Urgency

In an ideal world television and video materials are recorded
on a durable preservation format and carefully nmanaged and
stored fromthe first day of production. They are fully
descri bed in conprehensive catal ogs and dat abases within reach
of the nearest Internet connection, reference copies of the
prograns thensel ves are as ubi quitous as books, and
restrictions governing nonprofit, educational use are few
Unfortunately the real state of television and video
preservation is just the opposite of this ideal picture.

Vi deotape is at best a nediumterm storage format whose



useful ness is shortened by adverse storage conditions and

t echnol ogi cal obsol escence. Cataloging is scarce, linted to a
few institutions or selective parts of collections, nmaking it
difficult to know what existed, what still exists, and where

it may be found. Access to television and video materials for
educational purposes is severely linmted for a variety of
reasons, the nobst inportant being copyright ownership .
Archival access neans a researcher's ability to consult
records or docunents together with the ability to reproduce
them The copyright owner has exclusive rights of
reproduction, exhibit, or display except for specific
limtations on exclusive use that Congress created for
archives and libraries with respect to daily newscasts and for
i nstances of "fair use."

It is inportant to view these lintation in the context of the
hi story of television, nmuch of which has already been | ost.
Early commercial television, roughly dating fromthe late
1940's, was live television, although recordi ngs were nade on
film called "kinescopes," and used sparingly for repeats

ti me-del ay broadcasts to the west coast, and syndication in

ot her markets. Anpex introduced professional recording

vi deotape in 1956, an expensive 2-inch open-reel format used
sel ectively, and often erased and reused.

As the first witness at the Los Angel es public hearing

tel evision star Edie Adans described her difficulties when she
tried to obtain kinescopes and vi deot apes of the television
shows of conedi an Erni e Kovacs, her husband who had died
suddenly in 1962. After his death she enbarked on a search and
found it difficult to confirminventories and titles; she

|l earned that the prograns he did for the DuMont network were
dunped in a bay. She deposited what she found in UCLA's Film
and Tel evision Archive. 1In the history of television nmany

i mportant transm ssions were not recorded or copies have been
| ost.

Losses from Early Tel evision Hi story

b Opening of the World's Fair in New York
showi ng Presi dent Roosevelt with David
Sarnof f, April 20, 1939; the first
comerci al broadcast . *

b President Truman's address, Septenber 30,
1947; first televised address fromthe
Wit e House.

b Opening nights fromthe Metropolitan

Opera broadcast by ABC in 1948 and 1950.

b Al'l television coverage of the 1948
presidential election.

b Jacki e d eason's Caval cade of Stars,
1950- 1952.



b I Love Lucy pilot, 1951. [Found!]

b The first episode of CBS Eveni ng News
recorded on videotape, Novenber 1956

b The first Super Bowl recorded on
vi deot ape and subsequently erased
January 15, 1967.

b MIlton Berle's Texaco Theater, many

epi sodes | ost. (3)
b Soupy Sal es prograns during the 1960's.
b The first ten years of the Tonight Show

were erased or destroyed, including the
tel evision singing debut of Barbra
Strei sand. (4)

b Net wor k copies of You'll Never Get Rich
starring Phil Silvers, who fortunately
saved sone epi sodes and donated themto
UCLA.

b Patsy Cine perfornmances during the
1950's on local Washington, D.C.
tel evi sion.

b Hul | abal oo and Shindig, early rock and
roll shows.

b The conpl ete version of The Twel ve Angry
Men.

b Only 26 episodes of Big Town survive

b CBS broadcast of Cinderella, a nusica

speciality witten for television by
Rogers and Hammerstein starring Julie
Andrews, March 21, 1957. Only the sound

*This and nmany itens listed below are froma flyer distributed
by the Museum of Tel evision and Radio(fornerly the Miseum of
Br oadcasti ng)

Few early soap operas survive. There were few tel evision
newscasts saved prior to August 1968. Many local television
news filmlibraries, sone representing four decades of

regi onal and local history, were destroyed by the truck | oad.
Through sal es, sonme copies of American prograns and nore
footage ended up in foreign broadcasting organi zations or
archives, but no systematic survey has been undertaken to
ascertain what may survive

E. Earlier Efforts to Preserve Tel evision

Needl ess to say, extensive and irretrievable | osses have
occurred in the past. Sone of the |osses can be attributed to
the limtations of technol ogy and short-sighted comercia
practices. Part of the blame can be placed on the lack of a
preservation sensibility for television, a need not clearly
articulated by public archives until the |ast few decades. The
Li brary of Congress accepted copies of television prograns for
copyri ght purposes as early as 1949, but tel evision
preservation was not identified as a separate program apart



fromits other activities. In 1965 the Acadeny of Tel evision
Arts and Sciences established a national television library at
UCLA, which has evolved into the second | argest public
archives of its kind in the United States. In 1976 UCLA
changed its name to the UCLA Film and Tel evi si on Archive.

Al so, in the sane year the Peabody Award Archive of broadcasts
was established at the University of Georgia.(5)

From 1967 to 1971 the WIIliam Pal ey Foundati on comi ssi oned
Dr. WlliamB. Bluemto study the possibility of creating a
master collection of broadcast progranms. The Bl uem report
found that "there is an urgent and vital need to create a
master plan and a centralized collecting institution to
prevent destruction and loss."(6) This and subsequent actions
carried out by the Paley Foundation led to the founding of the
Museum of Broadcasting in 1976 in New York

The inpetus for the preservation of network news started not
with the networks but with the Tel evision News Archive of
Vanderbilt University founded during the tunultuous
presidential election canpaign of 1968.

The American Filmlinstitute, which in 1972 decided to include
television in its preservation interests, through the speeches
and witings of its first director, George Stevens, Jr.
articulated a need to preserve television programm ng. The AFI
formed a coordinating commttee and encouraged the Ford
Foundation to devel op gui dance on acquisition, selection and
preservation issues. Despite the work of three committees
wor ki ng under Ford sponsorship no final report was ever

i ssued. Nevertheless, the AFl hel ped to establish regular
lines of conmunications anpbng tel evision archives, at first
through small informal groups, and then through the Tel evision
Archives Advisory Committee (TAAC), which subsequently merged
with the Film Archives Advisory Committee (FAAC). The conbined
FAAC/ TAAC re-constituted itself as the Association of Myving

I mage Archivists (AMA) in 1990. Since then AM A has served
as an inportant forumfor the regular exchange of information
bet ween public and corporate archives that share a nutua
interest in noving-inmage preservation and other rel ated

subj ect s.

The Library of Congress activities in this area have stenmed
fromits responsibilities under the copyright |law and the
donati ons of various individuals and organi zati ons. The
Copyright Act of 1976 significantly increased the nunber of
television registrations. In 1977 the Library hired the

em nent nedia historian Erik Barnouw as a consultant to
establish policies for ATRA; subsequently, he became Chief of
the Library's Mdtion Picture, Broadcasting and Recorded Sound
Division. A year later, the Library hosted a | arge neeting of
institutions involved in collecting and preserving tel evision
materi al s.

Anot her inportant trend in public archives leading up to this
report was the increase in |ocal television news archives,
prompted by the broadcast industry's switch during the 1970's
fromfilmto videotape in news gathering. Mny institutions
such as state historical societies and nedia centers began to
recei ve donations of news filmlibraries but w thout the
resources or experience necessary for managi ng | arge
television filmcollections. This generated demand for
information and technical training. The National Historica
Publ i cati ons and Records Conmi ssion funded a request fromthe
AFl National Center for Filmand Video Preservation to hold a
I ocal television news archives conference in 1987 in Madison,
W sconsin, the first opportunity for representatives of these



collections to coordinate their efforts and share their
experiences. The creation of these new tel evision archives
dramatically increased the need for resources. NHPRC has been
the only federal agency to provide nmmjor assistance. It is
important to note that the introduction of so many new
archivists into television archives in the 1980's has changed
the character of the profession by linking the managenent of
news filmto traditional archival theory.

F. Major |ssues

The followi ng chapters of this report center around the nmain
sources of broadcast production since World War I1; for the
vast mpjority of prograns, these include the television
networ ks, the mgjor notion picture studios, public
broadcasting, and local television news. The nobst inportant
issues to energe relate to educational access, divided
responsi bilities between public and corporate archives, the
preservation of television filmand videotape, |oca
tel evi sion news, and i ndependent video.

1. Archival holdings of television and video materials have
enor nous educational and cultural value as recognized in the
American Tel evision and Radi o Archives Act and underscored by
the testinony of educators who participated in the public
heari ngs. Public archives are obliged to acquire nore and
nore television materials because of tel evisionps pervasive
influence in contenporary Anerican society and because of
educational interests that frequently focus on television's
interactive role in nunerous social and political processes.
Yet full access, as defined by a researcher's ability to
survey, consult, copy, and use the audiovisual record, remains
largely unattainable. The reasons are varied and conpl ex, but
nost relate to the continuing underfundi ng of public archives,
the isolation of scholars fromarchival issues, and copyright
interests.

Educat ors who described a conpelling need for access to the
American tel evision and video heritage for research and
teaching al so cited nunerous obstacles that prevent rea
access, including significant |osses, restrictive network
policies, unavailability of original sources, expense of
purchasi ng copi es and el ectroni c equi pnent, and | ack of

regi onal or local access. Educators believe that an
insufficient amount of progranming is being recorded off-air
and saved by public archives. As a group, they would like to
see ATRA's authority increased to enable the Library of
Congress to record prograns off-air conpletely at its

di scretion. Ohers also believe that the "fair use"

provi sions of the copyright law are too restrictive, and
shoul d therefore be revised to allow nore non-profit
educational usage. The Vanderbilt University Tel evisi on News
Archive and the network news departments or archives appear
|l ocked into an adversarial relationship that may be
unwarrant ed. Broadcast organi zations |i ke NBC News are not
regi stering their news prograns for copyright, |eaving a gap
in the public record for sone of the nost inportant and
influential news broadcasts.

2. The television and video heritage represents an inportant
part of the collective experience and nenory of the Anmerican
peopl e, yet much of the public record--as it were--is retained
in the custody of private corporations whose policies are
subject to the ebb and flow of the nmarket place. For the |ast
few years the growth of broadcasting and nedia narkets has
been the driving force behind preservation projects in



corporate archives. Unlike in past horror stories, virtually
no prograns are now deliberately destroyed. Television titles
have al so benefitted fromfilm preservation projects at the
maj or studios. Gven the huge quantity of filmand vi deotape
in network archives and the growi ng demand for educationa
access, a partnership with public archives seens requisite and
inevitable. Corporate and public archives share
responsibility for television and video preservation. Yet the
li kelihood that corporate let alone public archives will
transfer news filmto filmfor preservation is renote, to say
the least. The alternative to not copying the filmat all is
certain destruction, although proper storage can delay the

out cone.

3. Television archives are typically a mxture of film and
vi deot ape hol dings. One of the virtues of the Library of
Congress' report on the status of Anerican film preservation
was that its recomendati ons addressed not only theatrica
films but filmdocunments in all forms, fiction and nonfiction
But aside fromthe mmjor studios and several public archives,
nost public and corporate archives have not inplenented the
report's recomendations. In sonme ways the future of
television filmis even nore doubtful than videotape's.

4. Considering the extensive ampbunt of television film
particularly news and docunentary, including field footage, to
what extent can videotape offer a practical and cost-effective
substitute for filmto-filmcopies? Supervised filmtransfers
made on nodern scanners yield excellent results. The main

di sadvant ages of filmto-videotape copying are a reduced life
expectancy of the new copy, conpared to film and the

i nadequacy of such transfers to neet the future needs of
advanced tel evi sion systens.

5. The accunul ated practical experience of videotape
technicians as it relates to the longevity of videotape seens
fairly inconclusive. Many 30-year-old 2-inch tapes are stil
pl ayabl e, and thus, in theory, capable of being re-fornmatted
The scientific literature, however, indicates an inherent
potential for deterioration, sonething already observed in
television or video collections or in the work that passes

t hrough vi deotape | aboratories. In view of the deleterious
effects of elevated tenperature and hunidity and pol | utant
gasses, archives have expressed a renewed interest in

i mproving storage conditions and in the possibility of shared
or regional storage. There is insufficient experience with
the new digital formats. Many variables such as conpression,
m ni aturization, tape thinness, and al nbost mcroscopic
recording tracks suggest that digital fornats may not be a
conpl ete panacea. The use of disk-based technol ogy, however
promising, is viewed by archives as only experinmental. A
general consensus exists, however, that the preservation of
videotape is |l ess a question of preserving an artifact and
nmore one of possessing the resources to transfer videotapes
due to format obsol escence. Equipnent, requisite technical
skills, and copying capacity are therefore central to any

di scussi on of videotape preservation. Public archives cannot
be self-sufficient; they need the cooperation of equipnment and
vi deot ape manufacturers and of video | aboratories.

The preservation of videotape itself nay not be the rea
archival issue conpared to that of format obsol escence. In
this context video preservation is not an end product but a
process of archival nanagenent that requires re-formatting and
copies, and quality control. Based on this system a tentative
definition of video preservation nmay be ventured.



Vi deo preservation, regardless of image source, is
an archival systemthat ensures the survival in
perpetuity of the programcontent according to the
hi ghest technical standards reasonably avail abl e.
There are three major facets of video preservation
(1) safeguarding the recording under secure and
favorabl e storage conditions, (2) providing for its
proper restoration and periodic transfer to nodern
formats before the original or next generation copy
is no |onger technol ogically supportable, and (3)
continuing protective maintenance of at |least a
master and a copy, physically separated in storage
preferably in different geographic |ocations.

"Vi deot ape possesses a special challenge to archivists, librarians

hi storians, and preservationists. As an information storage nedium

vi deotape is not as stable as photographic paper filmor paper. Properly
cared for, filmand paper can last for centuries, whereas nost vi deotapes
will only last a few decades." Dr. John Van Bogart

6. The creation of numerous |ocal television news archives
during the 1980's, including the off-air recordi ng of news,
assures that sonme progranmng will be saved despite enornous
| osses brought about by the disposal of many news film
libraries and the recycling of videotapes. Less than 10% of
the local news filmlibraries still survive--in an uneven
patchwork across the United States that excludes nany nmjor
netropolitan areas.

7. Media artists and comunity activists were in the late
1960's and the 1970's anong the first to use 1/2-inch EIAJ
tapes and other formats for experinental artistic expression
and for docunmentary production outside mainstream media. The
tapes are now held in a variety of places and circunstances--
in archives, in non-profit distribution services, and in
garages, closets, and attics. Their continued existence has
reached a critical stage due to format obsol escence and tape
deterioration. Wth the notable exception of highly
capitalized prograns |ike the Andy Warhol Foundation, few
resources are being nade available to restore and re-fornat
these tapes. Works by nedia artists and comunity activists
attract interest across the United States although nmany

vi deot apes have not been catal oged nor described in union
lists or on-line finding aids.

CHAPTER TWO
THE MATERI ALS AND THEI R PRESERVATI ON NEEDS

2. THE MATERI ALS AND THEI R PRESERVATI ON NEEDS

A. FILM5S MADE FOR TELEVI SI ON AND KI NESCOPE RECORDI NGS



(1) Extent of use of filmbased materials

Motion picture filmplays a key supporting role in the
preservation of television materials. In the first place

vi deot ape as a technol ogy was not avail able comercially unti
the end of 1956, yet by 1950 107 tel evision stations were

al ready broadcasting throughout the nation.(7) Broadcasters
used filmin several critical areas. First, caneranen used
16mm f oot age to cover news events in the field, and
subsequently editors selected and cut the footage for use as
clips or inserts in newscasts. Sonething akin to this process
was al so used for the production of docunentaries. Mjor
docunentary productions like CBS's Air Power and NBC s
Victory At Sea were produced on 35mmfilm In addition
broadcasters al so purchased news filmfrom newsreel conpanies
and news film services

Second, broadcasters used notion picture filmto nake copies
of television prograns. Called kinescopes, these recordings
were made froma bright television inage on to 16mmfilm
negative or positive, with conposite or separate optical and
magneti ¢ sound. The ki nescope process, first nade available in
1947-48, enabled a filmcanera to record a television inmage in
synchroni zation; the i mage, however, had a flat, |ow contrast
appear ance which was never quite satisfactory when conpared to
the tel evision broadcast. Col or kinescopes, available in the
1970's, were even less satisfactory for broadcasting. The

ki nescopes surviving today are for the nost part 16mm bl ack
and white. Broadcasters took advantage of kinescopes for
repeat broadcasts, in particular, tinme-delay broadcasts to the
west coast. Tel evision producers or sponsors took advantage of
themto syndicate prograns in other broadcast narkets.

Third, even to this day the nmgjor studio producers for prine-
time television entertainment prograns |ike mniseries
sitconms, television feature films continue to shoot on 35mm
filmor super 16mmfilm edit on conputer systens, and
transfer the final copy to videotape. In nore and nore cases
the filmoriginals are not "confornmed" but "edit decision
lists" are retained so that in theory at least the filns can
be subsequently edited to match the final production; in
practice, the television producers rarely edit the origina
film A gradual shift to original videotape production for
prime-time prograns is taking place.

Ampex' s introduction of a practical videotape systemin 1956
shoul d not be taken too literally as a clear demarcation
between the era of filmand that of videotape. Filmas

ki nescopes continued to play a vital role until the early
1970' s when the cheaper, nore convenient 3/4-inch video
cassette sparked the real beginning of the end of filmin the
world of television. The Bluemreport indicated that for the
period 1948-1951, NBC had accumul ated 1, 270 ki nescopes and by
1970 there were alnost 17,000. NBC | ater donated these
prograns to the Library of Congress. 2-inch tape was used
relatively sparingly to record prograns pernmanently and was
often then erased and recycled for broadcast.

Filmcontinued to be used in news and docunentary production.
The nost popul ar format from about 1950 to the m d-sixties was
16mm bl ack-and-white news filns in an original negative
conposite sound format. 16nmmcolor reversal filmwas used in
news production well into the 1970's, primarily, Ektachronme in
conbi nation with nagnetic sound stripe or a separate full-coat
magneti ¢ sound track.

Filmas an original recording nediumis still the format of



choice in nany instances where it is necessary to reproduce
scenes with high contrast ratios and render greater detai
than is possible with video.(8) In sum filmcontinued to be
used as a regular part of television production side by side
wi th videotape, and thus nuch of the early period that
survives, above all in news, has been recorded on film

(2) Preservation problens

The archival issues central to the preservation of Anerican
notion picture filmhave been discussed in the Library of
Congress's earlier report, FilmPreservation 1993: A Study of
the Current State of Anmerican Film Preservation, 4 vols.
(Washi ngton: Government Printing Office, 1993). This report
descri bed three overriding preservati on concerns:
nitrocellulose film cellulose acetate filmdeterioration, and
the i npermanence of color film The first major preservation
concern can be dism ssed, because, happily, nitrate film a
chemically unstable and highly inflammable film stock | ast
manuf act ured by Eastnman Kodak in 1951, had little or no inpact
on television. Neverthel ess, acetate deterioration and the

i mper manence of color filmare germane to any di scussi on about
the preservation of television filmmterials.

a. Acetate filmdeterioration

Extant television filmconsists prinmarily of safety-based
cellulose triacetate or earlier forns of cellul ose acetate
with | ower acetyl content that continued to be manufactured in
a 1émm format into the 1960's. Filmworkers often confused
hypo staining or the result of excessive sodiumthiosulfate
with filmdeterioration. But filmarchives have been aware of
the potential deterioration of this class of acetate-based
filmsince 1987, and subsequent studies have clarified the
roles of tenperature, noisture or humdity, air pollutants

and various types of containers in causing or accelerating
acetate deterioration. In archival parlance, this
deterioration has becone known as the "vinegar syndrone," due
to the emanation of acetic gases that produce the faniliar
odor of househol d vi negar. Filmw th a history of poor
storage conditions is especially vulnerable to the onset of

vi negar syndrone.(9) As a support base material, polyester or
PET (which not incidentally is the substrate for videotape)
has proven to be nore inpervious to adverse anbi ent storage
condi tions.

b. Color film

The Library of Congress report also discussed the instability
or dye-fading of color filmenulsions.(10) This is pertinent
to television news filmprimarily fromthe late 1960's through
the 1970's, even later for docunentary production, and to
prime-time prograns nade by the major studios. Wereas the
maj or studi os used Eastman col or negative, starting in 1966-
67, news broadcasters used Kodak's Ektachrone film a color
reversal filmeven |ess stable than the Eastman col or which
was the main target of Martin Scorsese's criticismtoward the
end of the 1970's. In response to this very public criticism
fromdirectors and archivists, Kodak in the early 1980's
introduced its line of "low fade" enul sions with inproved
color-dye stability, but there is no evidence that
broadcasters took advantage of this nore expensive stock.

Color filmfromthe 1960's and 1970's that has not been pl aced
in cold storage is probably already faded beyond 30% As the
| east stable, yellowdye is first to fade beyond recovery.



(3) Cold Storage

What acetate filmdeterioration and col or-dye fadi ng have in
comon is the need for cool and dry storage conditions that
decel erate the chem cal changes that ultimtely destroy the
filmbase and i mage. Accordingly, the Library of Congress in
a subsequent report recomended "the inprovenent of storage
conditions as the cornerstone of national film preservation
policy and an integral part of federal funding prograns."(11)
The Anerican National Standards Institute (ANSI) maxi nmum
extended-term storage standards for silver-gelatin black-and-
white and color filmare: 70gF/ 20-30% RH, and 35gF/ 20- 30% RH,
respectively.(12) Yet few of the public archives that
responded to the storage survey carried out in conjunction
with this report have long-termstorage facilities that neet
this standard. For the nobst part, the networks have

i nadequate cold storage facilities for their color film The
maj or studi os and several public archives have storage
facilities meeting or exceeding this standard, with sonme
exceptions.

Even if these goals are not net, research by the I nage

Per manence Institute and East man Kodak denonstrates that

Il owering tenperature and relative humdity by as little as ten
degrees and 10% RH can increase filmlife expectancy and col or
stability by many years.(13) Providing good storage
conditions, while not entirely a panacea, is the single nost

i mportant step an archives can undertake to protect its
hol di ngs.

(4) Oher Preservation Problens

There are other preservation problens associated with
television filmarchives that nake the prospect of long-term
survival problenmatic at best.

Bl ack- and-white and Ektachrone reversal enulsions, rarely

enpl oyed by the major studios, were widely used in television
news and docunentary production, and they are | ess stable than
negati ve/ positive emul sions. Mreover, due to the i medi acy of
br oadcast deadlines, the chem cal processing of these filns
was sel domcarried out according to the nmanufacturer's
specifications; filmwas inproperly washed | eavi ng excess
amounts of residual hypo, which stains the films surface and
increases the rate of color-dye fading.

Fil m sound poses a problemfor television preservation because
of the wi despread use of magnetic sound on film which was
never copied to optical sound. Many television docunentaries
shot and edited on filmwere directly transferred to vi deot ape
for broadcast; the preprint exists as filmnegative or

original reversal acconpanied by a separate magnetic sound
track, unfortunately often stored in the sane can. A nagnetic
stripe sound track on Ektachrone is essentially a thin
coating of ferrous oxide. Over the years the oxide peels or
separates fromthe filmbase. In separate tracks, striped or
full coat, the same process can be observed. Moreover, a
study by Manchester Pol ytechnic in the United Ki ngdom
indicates that as the fil msound track ages, the oxi de gases
act as a catalyst in the process of acetate deterioration.(14)
Copyi ng separate magneti c sound tracks has understandably
becone a priority at the mjor studios, but not at other
archives that cannot afford to make the transfers. The

exi stence of separate sound tracks poses an extra equi pnent
burden on the smaller archives, because working with them
requires the purchase of nore expensive and technically



sophi sti cated doubl e-system editi ng nachi nes.

In addition to the above concerns, television news film
collections invariably consist of poorly arranged nunerous
short rolls of 16mmfilm For broadcasters, filns in this
state of disrepair were too difficult to access and certainly
too difficult to integrate with ENG techni ques and procedures.
This is one of the main reasons why broadcasters decided to
dunp their news filmfiles or donate themto a public
archives. To bring these rolls under archival control it is
necessary to devote thousands of work hours to such activities
as arrangenent, inspection, splicing, repairing, and cleaning
Few | ocal television news archives are sufficiently staffed to
carry out this necessary but painstaki ng work. (15)

For these reasons, then, notion picture filmrepresents an
integral part of the television and video heritage with its
own array of physical vulnerabilities and preservation
priorities. Wiether in public or corporate archives, nobst
tel evision collections consist of filmand videotape which
have little in comobn physically and technically save for
their ability to record noving i mages and sound.

(B) VI DEOTAPE RECORDI NGS

(1) GCeneral Introduction

Vi deot ape, as Librarian of Congress James H Billington said
at the first public hearing, has proved to be both a bl essing
and a curse. Unfortunately there isn't enough space in this
report to describe all the ways videotape has benefited
Anerican civilization in science, education, entertainnent,

i ndustry, governnent, and culture. Filmserved as video's
predecessor since the turn of the century, |eaving a enornous
| egacy of Anerican life and culture despite extensive |osses
in the wake of deterioration, disasters, neglect, and
indifference; regrettably, a continuing process to this day.
In conparison with video, though, the use of the filmcanera
or projector was always a special event. Filmnever achieved
the ubiquity of videotape, the ever-present ability to record
al nost every facet our society in a fixed and tangible form
cheaply and conveniently if one desired, or as extravagantly
as the latest technology allowed. The possibilities are
essentially without limt.

Whet her by design or default, the collective nenory of our
preci ous i mages has been entrusted to vi deotape for sone forty
years, 1956-1996. But vi deotape was never engineered to be a
permanent record, and no professional society recognizes it as
a pernmanent recording nmedium Next to nitrocellulose film

vi deotape i s probably the next best nediumfor a society which
did not wish to be rem nded of its past. Prolonging the life
of videotape is a conplex task dependent upon nunerous

vari abl es, sone of which are beyond the archives's control

Havi ng conpl eted several intermttent years of research and
devel opment, Anpex in 1956 denonstrated its Mark series of

vi deot ape recorders for CBS broadcast executives, and in |ess
t han one year Anpex was overwhel ned with orders. The first
broadcast utilizing videotape occurred on Novenber 30, 1956
when CBS Television City in Los Angel es re-broadcast "Dougl as
Edwar ds and the News" from New York. (16)

Wel|l before the years of the silicon chip, the first recorders
were free-standing boxes about the size of a washer and



dryer. The player/recorders were designed to transport |arge
open reels of 2-inch-w de magnetic tape that wei ghed as nuch
as 25 pounds and operated at speeds of 15 inches per second.
Due to its expense and technical conplexity, 2-inch recording
had little inpact outside the broadcast industry. For the
first few years, players were not even conpatible with one
anot her, further localizing use.

(2) Basic conposition

Vi deotape is a | ayered product conposed of a nunber of
different elenents.(17) Al though the first audio tapes were
acet at e-based, the underlying support of videotapes consists
of a fairly durable polyester film (polyethylene teraphthal ate
(PET)). A back coating added to professional tapes eases
transport through the tape drives and inproves overal
reliability. The nmagnetic particles, iron oxide or chrom um
di oxi de, are contained in a polyurethane binder coated to the
filmsubstrate. The binder is a conplex compound including
many different elenments such as |lubricants, dispersing agents,
resin-type materials, plasticizers, anti-static agents,
protective additives, wetting agents, polyners, and

adhesi ves. (18) The exact fornul ations are cl osely guarded
secrets which vary fromone nmanufacturer to another

Moreover, since there are no industry standards for the
formul ati on of videotape the chemical conmposition of newy
manuf actured tape is subject to change at any tine.

Wth the introduction of digital videotape in 1987, the
industry has shifted to a nmetal particle tape because it can
retain far nore data than oxide tape.(19) Barriumferrite is
al so available for some advanced applications.

(3) Deterioration and obsol escence

Many things can go wong with videotape that will prevent
conpl etely successful playback or, in the worst case, result
in catastrophic failure. Causes are often traced to carel ess
or indifferent handling or poorly nmaintai ned equi pment, in
ot her words, problens that can be corrected through training
and i npl enenting nore appropriate procedures.

These probl ens, however, pale in conparison to the
overarching i ssues of inherent deterioration and technol ogi ca
obsol escence of video formats and their related equi pnent.
These are fundanmental concerns for archives that make the
preservation of videotape far into the next century a
difficult and perhaps unattainabl e goal; however, a carefully
managed plan with sufficient financial support can minimze
potential |osses to the American television and video
heritage.

Al though an el ectronic nmedi um videotape possesses a physica
di mension that makes it vulnerable to deterioration. |Its
physi cal properties consist of organic materials that degrade
under the influences of heat, noisture, and pollutant gases.
In archives, control of storage conditions has, rightfully,
becone a core strategy to prolong the life of videotape. As
an electronic medium the manufacture of videotape foll ows the
dictates of the market place with its denmands for cost-
effective, smaller, and hi gher performance formats,

i mprovenents that may |lack any relationship to |longevity. As
vi deo production formats, 2-inch quadraplex and 3/4-inch U
matic were viable for about 15 years; now formats seemto
change every four or five years with a bewi ldering array of



inconpatible options. Gven the rate of technol ogica

evol ution since 1956, a clear consensus exists anmong
archivists and technical experts that the real problem of

vi deo preservation is how to cope with technol ogi ca

obsol escence. This phenonenon has reached acute proportions
in respect of the copying of 2-inch tapes and open-reel 1/2-
inch EIA) tapes, for which it is already difficult to |locate
and nmintai n appropriate equi pnent and technicians experienced
with these formats

(4) Longevity of the nmmgnetic signal

From an archival standpoint one of the conforting features of
videotape is its relatively stable magnetic signal. Mbst
problens attributed to videotape are physical rather than

el ectronic. Moddern magnetic coatings, according to guidance
fromthe 3M Conpany, can retain the recorded information for
an indefinite period of tinme unless altered by erasure or re-
recording or renoved by a magnetic field.(20) The coating's
coercivity or its power to resist denmmgnetization has steadily
increased with the introduction of new formats. Extrene heat,
however, basically froma fire, can demagnetize tape.(21)
Magnetic performance is not really an i ssue under nobst storage
condi tions.

Factored over nany years, however, the particles will begin
to denagnetize. Referring to netal particle videotape, one
Ampex vice president estimated it woul d take sone 90 years
under normal storage conditions before | osing sufficient
magneti zation that woul d create noticeabl e degradation. (22)

Destruction fromstray nagnetic fields on the order of

nmagni tude needed to alter videotapes is unlikely to be found
in archives. The gauss output of nobst electric nmotors is too
smal|l to pose a danger.(23) Nonetheless, as a precaution it is
advi sabl e not to store tapes near notors.

Tape's ability to be erased and re-recorded is a genuine
concern. This can happen accidentally or deliberately by the
flip of a switch unless procedural safeguards are enforced

(5) Chemical stability of videotape

As videotape ages, it begins to break down chemically until it
reaches a point where it is no |onger capable of being tracked
for satisfactory playback and transfer to another format. How
and when this occurs depend on several factors, the nost
important being tinme in storage and exposure to heat,

at nospheric noisture, and pollutant gases. The earliest

vi deot apes, | acking protective cassette housings, are the nost
vul nerabl e to damage and deterioration.

The chem cal breakdown of videotape binders due to hydrolysis
has been wel |l docunented. (24) The binder's hygroscopic
tendency to absorb atnospheric noisture rel eases acids and

al cohol, products or catalysts that hasten the tape's
destruction. Aged tapes are nore hygroscopi c than newer tapes.
El evated hunmidity in conbination with warmtenperatures

accel erates the process while drier and cooler conditions slow
it down. Videotapes kept in hot and humid climates have little
chance of long-term survival unless placed in carefully
controll ed storage conditions. Hydrolysis weakens the binder
causi ng oxi de sheddi ng, dropouts, and the eventual |oss of the
tape t hrough severe degradation. (25) Peeling oxide and the



evaporation and migration of lubricants in the formof white
crystal powder causes tracking problens and | eads to nagnetic
head cl oggi ng. The National Mdia Lab's work on
instrunentation data tape, 1978-1981, for EROS (Earth
Resources Cbservations Systens) is a good illustration of the
sticky tape syndrone. All tapes were capabl e of being
reproduced after very slow baking at 130 degrees F, however.

When the tape was run on a tape transport or

wi nder/cl eaner, the heat of friction nelted the tape
coating conponents. Adhesive in nature, these
conponents collected on the stationary elenments in
the tape path, such as magnetic tape drive heads,
tape gui des, and w ping stations. Wen the tape
notion stopped the material cooled and "stuck” to
the stationary el enents, stopping the ply of tape
and damagi ng the tape and the tape transport. (26)

Hi gh humi dity--besides increasing the rate of noisture
absorption and binder deterioration--has other del eterious
consequences. |t can cause further danmage by increasing tape
pack stresses, distortion, tightness, and dropouts fromdebris
and exudations.(27) H gh humdity results in clogging, sticky
shed syndrone or "stiction," scoring, and head wear. One tape
can contami nate another if machines are not carefully cleaned
between plays. In conbination with warm tenperatures, high
hum dity will encourage the growth of fungus which attacks the
organi ¢ conpounds in the tape's binder.

Condensation on the tape edge causes "spot hydrolysis,"”

gl uing the edges together and causing the tape to tear if
played in this condition w thout treatnent, especially in the
newer and thinner tapes. (28)

Hi gh tenperatures can al so cause damage such as increased tape
tightness, pressure, distortion, dropouts fromwound in
debris, layer to layer adhesion, changes in dinmensions, all of
which pronmote tracking errors. High tenperatures will also
have a tendency to separate the substrate fromthe backing
since they shrink at different rates. (29)

(6) Air pollutants

Traces of acid produced by air pollution accelerate
hydrol ysi s. Sul phur dioxide, according to NIST, forns strong
acids in humd air.(30) O her comon gases are nitrogen

di oxi de, ozone, acetic acid, and fornal dehyde. Vi deotape
restorers see the worst damage stemming from hostile storage
envi ronment s

(7) Common magnetic pignents and tape | ongevity

The npst comon nagnetic pignents are iron oxide, netal
particle, and evaporated netal, each differing in stability;
chrom um di oxi de has been used | ess frequently. Iron oxide
and cobalt-nodified iron oxide are the nost stable, but netal
tapes have the ability to record a higher signal output, a
capability which nakes them desirable for inproved

prof essi onal performance and greater packing or concentration
of data. The single honbgenous netal alloy evaporated on to
the substrate in 8mm formats consists of a very thin nmagnetic
coating that is not very durable.(31)

In 1991 Sony's best estimate of longevity for these materials



was about 15 years. 3Mindicated that its research was
consistent with Sony's. Maxell declined to predict any life
expectancy for its tape products, and a TDK representative

i ndi cated he knew of no published data on tape |ife expectancy
by his conpany, BASF, and that 15 years was a good guess. (32)
Evi dently manufacturers have been reluctant to provide any
assurance for the extended |ife expectancy of their videotape
products. Since the first netal particle pignents were
unsati sfactory, several tape manufacturers collaborated in
laying to rest naggi ng concerns about the durability of D2, a
netal particle tape that has becone the principal recording
format for the broadcast industry since its introduction in
1988. Tests indicated a 14-year mnimumdurability of the

pi gment before serious signal |oss could occur under average
conditions; basically, a conputer environnent.(33) Sony

pl otted much longer durability for the pignent; 24 years for
one type and 96 years for another.(34) It is inportant to
note that these tests relate to the pigment or coating
stability, and do not solve the probl emof binder hydrolysis.
Any tape, regardl ess of coating, can potentially turn into a
sticky goo in extended storage at el evated tenperatures and
humi dities.(35) In recent years npost manufacturers have
changed to nore stable binders, but conparisons remin
difficult if not inpossible. Tape manufacturers will not

di vul ge the conmposition of binders or pignments. (36)

(8) Oher problens

Vi deotape is associated with a host of other problens that can
interfere with playback and result in the tape's utter
destruction.

a. [Edge Danmge

One of the npbst conmon problens is tape edge danmge typically
caused by nisaligned transports. Physical danmage (stretching
ni cks, and dents, etc.) cause mstracking as the tape noves
t hrough the gui de paths.

b. Sheddi ng

In addition to the shedding that results from chem ca

br eakdown, sheddi ng can be caused by poorly nmaintained

equi pnent. Many tapes manufactured up to the early 1970's are
notorious for their shedding due to difficulties inherent in
the rel atively weak bond between the binder and the substrate.
By 1970 3M Anpex, and Menorex had devel oped nore reliable
techni ques for binding the magnetic |layer to the pol yester
base. (37) The shedding seen in later tapes is the result of

bi nder breakdown or poor operating conditions. Nonethel ess,
the ol der tapes are larger and they shed nore. A one-hour 2-
inch Quad tape has 108, 000 square inches; a one hour 1/2 inch
VHS at standard speed has only 2,360 square inches.(38) The
ol der tapes were designed for nore tape-to-head contact and
thus produced nore friction.

c. Fungus

Cont ami nati on of videotape by fungus or mildewis fairly
comon. Warm and humi d conditions encourage fungus, which
attacks the organic nmaterials in the binder. Tapes or
cassettes exposed to water or noisture fromfloods or
sprinklers are prone to fungus, especially if noisture beconmes
trapped inside the cassette.

d. Drt



Dirt and other debris can destroy a tape or inpede its ability
to be tracked. Dirt fromany source can becone enbedded in the
bi nder emulsion. Static electricity will attract dirt.
Evidently dirt is all pervasive, and |like notion pictures,
restorers recommend cleaning all tapes before re-mastering if
they have a history of poor storage conditions or have
detectabl e signs of deterioration. Foreign broadcast archives
that have done a lot of 2-inch copying, routinely clean all 2-
inch tapes before copying rather than risk damage to expensive
and hard-to-replace magneti c heads.

e. Containers

Littl e research has been conducted on containers or cassettes
for videotape, but they are also a factor in longevity. Open-
reel recordings are far nore vul nerable to danage than those
protected by cassettes. Sone cassette housings are not dust
proof in the |ocked position. Many are nmade fromrel atively
inert polyethylene, but sonme are fabricated fromrecycled
plastics with high acid content which can distort at high
tenperatures. Interior conponents can degrade, such as
springs and rubber materials fromthe noisture trapped inside.
Hi nges can wear out. Standard VHS cassettes contain nore than
30 parts in assenbly. In a pilot study, N ST observed that
many cassettes showed nmechani cal problens after accel erated
aging or after five years of natural aging.(39) As for the
wor st cases, sleeves and cassettes can be changed but not

wi t hout increasing the cost of preservation and
processing. (40) A damaged cassette, if not detected, can
result in irreparable tape damage

(9) Storage

As John Van Bogart has pointed out, earlier storage guidelines
for videotape were a conpronmise to allow playback, and not

i deal for preservation.(41) Significant differences between

pl ayback and storage areas require videotape to acclimte
before it can be played, but conplete re-humdification or re-
noi sturi zing can take days or even weeks dependi ng upon the
size of the tape, though such extrene nmeasures are rarely

enpl oyed. Tenperature equilibration can take place after
several hours. Failure to allow sufficient warmup tinme can
result in undetected condensation on the tape edge, while
failure to re-noisturize causes stress in the tape backcoat.
Recommendati ons for the long-term storage of videotape are
nmovi ng toward cool er and drier conditions, which although not
unreasonably | ow, are unavail able to many archives

The storage issue represents sonmething of a dichotony between
broadcasters and archives. On one side, broadcasters who need
fairly quick access to the materials have said | ow humdity
storage is a waste of noney because the technol ogy that
supports the videotape format will be obsolete in only a few
years, and that the noney would be better spent on re-
formatting rather than constructing and nai ntai ni ng expensive
storage conditions. On the other side, archivists have argued
that we have insufficient funding for re-formatting, we are
uncertain about the new formats, and our goal is to safeguard
and preserve the original videotape as |ong as possible
because it is all that exists. Unfortunately there are no easy
answers for the questions this issue raises. Few dispute the
i keli hood that videotape will outlast the equi pnent intended
for playback. Archivists can only conproni se based on an
under st andi ng of the benefits of storage at specific stages,
measured against format obsol escence and projected resources
for re-formatting copies. Filmarchivists can consult the



I mage Permanence Institute Storage Guide, but no conparable
guide is yet available for videotape

Tabl e 1: Vi deotape Storage Reconmendati ons
Sour ce Tenperature (F) Rel ative Humi dity(RH)

Nati onal Archives and
Records Admi ni strati on ( NARA) 65 30%

National Institute of Standards
and Technol ogy Report

(for NARA) 30-40%
SMPTE RP103 (draft wversion) 63+/ -4 30%/ -5
ANSI, I T/9, 1996 version 68 20- 30%
59 20- 40%
50 20- 50%
Arpex(42) 68 30%
Peter Adel stein, [PI(43) 50 20-30%

(10) Shel ving

Met al shel ving, widely used for storing videotape, does not
appear to be a problem provided the shelves are properly
grounded. Certain paints and finishes nay be a problemif they
continue to off gas after tapes have been shelved. Wod is not
acceptable for archival storage of videotape because of acid
vapors enitted fromwood or wood finishes. |In addition, wood
shelves are a factor in spreading flanes in a fire energency.

(11) Security and Fire Protection

Security is the first line of defense for the protection of
archival hol dings--as a neans to safeguard agai nst theft and
ot her unaut hori zed access. Alnpost all the respondents to the
survey reported the availability of secure vaults or
bui | di ngs; sone even had 24-hour guards.

Li ke nost archival materials, videotapes are susceptible to
wat er danmage fromfire emergencies and sprinkler accidents
Many fire protection systens, therefore, have dry-pipe
sprinklers with heat-activated sensors that provide good fire
protection but localize the effects of water spray. Sone fire
protection systens enpl oy Hal on gas or other gaseous agents
which at least elimnate potential water damage from sprinkler
acci dents. (44) Wat er danage frequently occurs from basenent
floods and fromstorage areas located in a flood plain.

Addi tional security protection can be obtai ned by storing
multiple copies in different |ocations. However, only the
maj or studios and very few public archives have been able to
practice a policy of "strategic dispersal” on a geographic
scal e.

(12) Copying, Transferring and Restoration

It bears repeating that inperfections develop in nmagnetic tape
primarily frominherent deficiencies such as poor |ayer
adhesion in the early formulations, fromthe ravages of poor
storage conditions, and from physical problens such as
creases, edge dammge, poor wi nds, and enbedded dirt. Dirt is
al | pervasive, observed one video restorer. "There is



sufficient debris on every single tape we have examned to
interfere with sone degree of signal retrieval."(45) To a
great extent and dependi ng upon the degree of danmge, a
certain anobunt of recovery is possible. To be sure, the
techni ques used for recovery, sonme of which are proprietary,
are designed to all ow successful playback in order to be able
to re-record the damaged original. They do not necessarily
extend the life of the original videotape. Sone techniques
even accelerate its destruction.

It is inportant to distinguish between copying, transferring
and restoration. Copying is the straightforward dubbing or
duplication of a tape, as in nmaking a reference copy for
routine use or to service another format. Transferring, re-
mastering, or re-formatting involves converting the origina

to an updated format. Restoration inplies a deliberate effort
to make a conplete and error-free copy fromthe best avail able

original, mnimzing all inperfections, while transferring the
tape to a new copy. Cleaning the tape beforehand is part of
restoration. In theory, digital technol ogy all ows sone

i mprovenent even beyond the original through error-correction
and signal enhancenent. Generally restoration entails tine-
consum ng and pai nstaki ng steps, which drive up the cost of
preservation.

A systemof triage is necessary in order to establish
priorities for copying, restoration, and nmai ntenance. The
overall priorities in conmon use are (1) obsolete formats,
which will be discussed in nore detail below, and (2) unique
or single copies. For other archives, priorities mght be
determ ned from a physical exam nation of representative

t apes.

Physi cal inspection includes a nore or |ess autonated or
manual eval uation of the tape, examning for inperfections
visible to the I aboratory technician such as exudations of
white crystal powder, shedding, stiction, scratches, or fungus
and deformities in the tape pack such as creases, cracking,
stretching, uneven wi nd, or edge danmage. Sone of the physica
def ects such as edge danmage, winkles, and creases can be
identified through the use of electronic cleaning/inspection
machi nes. These machines will al so neasure dropout according
to preset standards. In reality these machines are both

i nspectors and cl eaners, designed for use with pre-recorded
tape. They are designed to renove dirt, dust and | oose
particles that cause dropouts. Mst of the machinery is ained
at the video cassette rental industry or at broadcasters who
recycle and re-record tapes. The value in an archival setting
is not apparent. Indeed the wong application of an autonatic
cl eaning or burnishing device to renove | oose oxi de,
particularly to a creased tape, can have disastrous
consequences. (46)

Vi deo restoration | abs have devel oped sophisticated techni ques
for removing or mnimzing the effects of tape faults.
Archives have little objective guidance on the eval uation of
these techniques and equi pnent since they are proprietary.

In conparison to filmarchives where basic repairs and

cl eani ng can be done within the archives, public archives
depend on outside vendors if they have sufficient funding

Before transferring, the cleaning of the tape's |oose oxide
and other debris is necessary. Most of this is acconplished

wi th cl eaning blades or burnishing points or dry paper w pes
or even washing with water. One innovative archives devi sed
its own 1/2-inch cleaner by attaching a mcroscreen shaver and
vacuum punp to clean the recording as it played for re-



recording. (47) Another technique used in the worst
circunstances is that of baking the tape at relatively | ow
baki ng tenperatures for several hours or |onger; the
tenperature of the tape must be ranped up and down at a sl ow
rate. This serves the purpose of fixing the | oose oxide so
t hat successful playback can be acconplished. None of these
techni ques yields permanent results; tape deterioration wll
still continue.

The use of Time Base Correctors (TBC) will tend to conpensate
for many of the video signal problens in transferring or re-
formatting tapes. Unfortunately sone of the earliest open-ree
t apes had nonstandard signals where TBC's will not provide
much assi stance. (48) In such cases copying fromthe earliest
generation will be extrenely inportant.

For the foreseeable future copying of videotape for re-
formatting or re-mastering will be done in "real time"--i.e.,
the recording tine--plus the time for set up and quality
assurance. Aratio of 1.5 to 2.0 work hours to every 1.0 hour
of recorded time is not unreasonable. Two or three recording
stations could be operated sinultaneously though it inplies
sonme reduction in quality assurance. For 1-hour, 2-inch tapes,
2.0 to 3.0 hours are generally needed.(49) On such conversion
projects both digital and anal og copi es have been made. High
speed vi deo duplicators--four brands available at |ast count--
wer e engi neered for the video duplication industry and not the
studi o or broadcast industry. The copies are acconplished by
nmeans of "contact printing," in which the oxides are placed in
contact and a transfer takes place froma mrror naster.(50)
Ar chi ves having thousands of hours of original video
recordings can only be discouraged by the overwhel m ng
prospect of re-formatting obsol ete vi deotape formats

Anot her di mension of restoration is aesthetic or ethical
Digital technology allows such an extensive nmani pul ati on of
original inmages in terns of content, image and sound val ues
colorization, and signal enhancement that the archivist's
ideal of preserving the aesthetic or docunentary integrity of
originals can be lost if sufficient safeguards and standards
are not inplenented. |n addition, converting an anal og tape
to digital can nodify the original inmage in unexpected ways,
such as toning and softening details and the appearance of
image artifacts.

(13) Rewi ndi ng

The periodic rew nding of videotape as part of an archiva

nmai nt enance program (al though accepted in principle) is
generally ignored in practice as too tinme consunmi ng and | abor
intensive. The reasons for rewinding are basically to relieve
stress in the tape pack in order to prevent deformties such
as |l ayer-to-layer adhesion ("blocking"), and pack slippage
("wavy pack"), and print through. The backcoating helps to

m ni mze such deformities in storage. Cooler tenperatures and
lower RH help to reduce the need for period rew nding. Thus
backcoated tapes in good storage conditions, according to Ji m
Weel er, should be rewound every ten years. (51)

(14) Mpjor Formats for Archives

From 1956 to the present nore than 100 fundamental |y

i nconpatible video formats have been introduced into the
mar ket pl ace. (52) (See Appendix J) Froman archiva
viewpoint, it is fortunate that only about a dozen were or



continue to be viable comrercially.

More than a dozen fornats al one were introduced for the

i ndustrial and educational narkets such as CBS s short-1lived
El ectron Video Recording systemwhich utilized a fil ned-based
color video cartridge. Oher failed formats include
Cartrivision or Cartridge Tel evision, Selectavision,
Supernmatic Video, and, though a well engineered product,
i nf anous Bet anmax. (53) Except in very specialized
collections, these short-lived formats are not expected to
have nuch of an inpact on archives

Kodak
t he

The formats of greatest archiva

concern are those that were

t he nost popular from 1956 to 1996 in broadcasting,

i ndustry/ education, government, and the consuner narkets

These formats are |isted bel ow

Tabl e 3: Sel ected Anal og Vi deot ape For mat s*

For mat Coating Noni nal W dth Maj or Mar ket

2-inch I ron oxide 1.4 ml 2-inch Br oadcast er s/ St udi os

1/ 2-inch

open reel lron oxide 1/2-inch 1ndependent Production

1-inch

Type A I ron oxide 1-inch CGover nnent / St udi os

3/ 4-inch

U matic Cobal t - 1.1 ml 3/ 4-inch ENG | ndependent Production
nodi fi ed
i ron oxide

3/ 4-

Unati c

SP Cobal t - 1.5 ml 3/ 4-inch ENG | ndependent Production
nodi fi ed
i ron oxide

Bet a 1/2-inch Consuner

Bet acam Cobal t - 0.8 ml 1/2-inch ENG I ndependent
nodi fied iron Producti on/ Gover nnent
oxi de, chrom um
di oxi de

Bet acam SP Metal particle 0.55 ml 1/2-inch ENG I ndependent

Producti on

M Metal particle 0.55 ml 1/2-inch ENJ Broadcasting

1-inch Cobal t - 1.1 ml 1-inch Br oadcast i ng/ St udi os

Type C nmodi fi ed
oxi de

8mm Hi 8 Met al 0.8 nil 8mm Consuner s/ ENG Gover nnment /
particle, I ndependent Production
Evapor at ed
net al

VHS Cobal t - 0.8 nil 1/2-inch Consumers/ Gover nnent
nodi fi ed
oxi de,
chromi um

di oxi de



S- VHS Cobal t - 0.8 ml 1/2-inch I ndependent Production/ ENG
nodi fi ed
oxi de

*In addition to the NTSC versions, there are also PAL and
Secam versi ons, though these are less likely to be found in
American public archives

Granted this listing may be considered arbitrary, but these
formats represent the nost conmonly used gauges and probably
represent nore than 95% of the anal og vi deotapes recorded in
the last 40 years that need to be preserved. Each was

manuf actured for a particular segnment of the narket place. It
wasn't the format itself that limted its use but the cost,
conplexity, and size of its ancillary equipnent.

Since two-inch tape was designed for broadcasters, there was
little use of 2-inch tape outside the broadcast industry.
Even the Departnment of the Defense and the U. S. Information
Agency enployed it on a relatively linmted basis for origina
vi deo productions. Mreover, 2-inch was basically a studio
format rather than one that could be used conveniently for
shooting in the field. Caneras still had to be tethered to
relatively large recorders.

Sony's 1/2-inch EIAJ open-reel videotape introduced in 1969
was narketed as a consuner format. However, it quickly found a
ni che in education and anbng community activist groups and
video artists. It was the first tinme that such groups had
cheap and conveni ent access to video recordi ng technol ogy.
Usi ng port-a-packs, they pioneered the use of portable video
for news and docunentary production and paved the way to ENG
(El ectronic News Gathering).

The 3/4-inch, U-matic format, nade available in the early
1970's, spread the video revolution even further by naking
professional quality videotape recordi ng economcally
accessible to a wide spectrum of users, including broadcasters
who used it for ENG and for recording conplete prograns; it
was used by industry and governnment for a nyriad of purposes;
and by docunentary groups and video artists. Refinenents in

t ape conposition, caneras, recorders, and editing equi pnent
hel ped to maintain the format's viability as a production
medi um for al nost 15 years. Al though no |onger used as a
producti on nedium there are hundreds of thousands of U-matic
cassettes stored in a variety of organizations throughout the
nation. The continued availability of players seens assured
for sonme years to cone, though nmuch of the ancillary
production equi prent is no | onger manufactured

As the first high-quality videotape recorder, one-inch Type C
devel oped jointly by Anpex and Sony and narketed in 1978
becane the nmminstay of the studio recording industry,
replacing the two-inch format and several other short-lived
one-inch formats. This fornmat was used as a studio format to
record conplete prograns for |ater broadcast or reuse.

Sony's Betacam and its subsequent SP version, has grown in
popul arity since the late 1980's. They essentially replaced
3/4-inch U-matic in ENG and docunentary producti on because of
their conparatively superior resolution. However, the
relatively high cost of Betacam equi pnent di scouraged use
outsi de the broadcast industry. CBS News and ABC News adopted
Betacamas a uniformformat as did many | ocal television
stations throughout the United States. NBC News adopted

Mat sushita's M1l format, which was Betacam s nmain conpetitor



but subsequently switched to Betacam SP. NBC has recently
adopted the use of Panasonic's D-3 format, al so devel oped by
Mat sushi t a.

The dom nant consuner format since the late 1970's was 1/2-
inch VHS, and since 1990 it has had conpetition from 8mm or

H -8 formats conposed of netal particle or evaporated netal

pi gments. VHS and Hi -8 nonet hel ess gave individuals the
opportunity to record the world around them including the
nost inmportant events in their lives such as weddings, famly
vacati ons, and the occasional unanticipated news event. VHS
and H -8 have al so been used for scientific and et hnographic
research. It is difficult to describe all the potential uses
just as it is difficult if not inpossible to estimate their
nunber or how many consuner-produced vi deot apes m ght possess
sufficient value to warrant preservation in an archives.

Never intended as a production format, VHS is satisfactory for
vi ewi ng purposes but the image resolution significantly
degrades when copi ed to another generation. S-VHS format and
its equi pment at three or four tines the price provide
superior resolution thanks to its fine grain ferrous oxide
binder. It is worth noting that S-VHS and H -8 have
obliterated distinctions between consuner and professi ona
formats, chiefly because they deliver high resolution with
relatively noderate equi pment costs. For exanple, military
canera operators routinely use S-VHS and Hi -8 in their
activities. CNN and CBS News enployed the H -8 format in their
coverage of the Gulf War. Further, in 1992 the Fox

Br oadcasti ng Conpany nade a policy decision to use S-VHS for
its ENG operations, affecting some 150 stations.(54) For many
prof essional uses H -8 is typically "bunped" up to a standard
prof essi onal copy for editing and retention. (55) Television
news organi zations that had previously used H -8 (e.g., Video
News | nternational) are now beginning to switch to

pr of essi onal / consuner digital formats.

Until now in this survey of common formats, 1956-96, the video
signal systens all have been anal og. The tel evision industry
is presently in the process of converting to digital recording
and production systens. Anpng the advantages of digita
recording are higher resolutions, error neasurenent and
correction, the ability to record--or clone, as it were--
copi es w thout generational |oss, and, for postproduction,
nonlinear editing. Two digital recording formats have been
available to the industry since the late 1980's, D1 and D 2.
D-1, an iron oxide tape, has been prinmarily used for

post production; major studios retain long-form prograns in D
1, an expensive format beyond the nmeans of public archives.
The D-2 format was an appropriate vehicle to ease the
transition fromanalog to digital, because it is conpatible
with sone anal og systens and thus did not require a conplete
and expensive studi o equi pnent change. D-2 has been used
extensively to record and save conpl eted prograns by producers
and studi os.(56) First generations of Sony's D1 and D2

equi pnent are al ready obsolete in production environments.

Mat sushita's D-3, based on a 1/2-inch format, lends itself to
studi o recordi ng, because its resolution exceeds D-2's and is
portabl e for ENG (57)

The | ast few years have seen the introduction of a plethora of
new vi deo formats, including D5, D-6, DCT, Digital Betacam
DV, DVC, and Digital-S, and probably several nore in the

of fing. (58) One hopeful sign is the introduction of sone
conpatability between Panasoni c and Sony "prosuner"” fornats,
DVPRO and DVCAM (59)

Table 4: Digital Videotape Formats



For mat Si gnal Coati ng Noni nal W dth Maj or Users

D1 Conponent I ron oxide 0.5-0.6 3/ 4-inch Studios
('Sony)
D2 Conposite Metal Particle 0.5 3/ 4-inch Studios/
Br oadcasti ng/
Cover nnent

D3 Conposite Metal Particle 0.4-0.55 1/2-inch Broadcasting/ ENG
D5 Conponent Metal Particle 0.43 1/2-inch Studios/Production
D 6% Conponent Metal Particle 0.54 1-inch HDTV
DCT Conponent Metal Particle 0.5 3/ 4-inch Studios

conpr essed
Bet acan5X Conponent Metal Particle 0.57 1/2-inch Broadcasting

conpr essed
Digital Conponent Metal Particle 0.54 1/2-inch Broadcasting/ ENG

Betacam conpressed

Di gital -S Conponent Metal Particle 0.57 1/2-inch ENG

conpr essed I ndependent Prod
DVCAM Conponent Metal Particle 0.33 1/ 4-inch Consuners/ENG

conpr essed I ndependent Prod
pvc/ Conpr essed Metal Particle 0.33 1/ 4-inch Consuner s- DVC/
DVCPRO ENG | nd. Prod.

(D-7*)

* Not yet SMPTE official designations

Thi s overvi ew of videotape formats suggests several trends
taking place. One is the nove toward conpactness and reduced
tape consunption in newer formats.(60) Another is the use of

t hi nner tapes. For exanple, D-2 videotape is about half the

t hi ckness of 1-inch type C. Thinner tape is nore vulnerable to
physi cal damage. There is also a trend toward nore densely
packed recording tracks. Video conpression is also a hallmrk
of sone of the newer formats, e.g. DCT, Digital Betacam and
DVC. New formats are being introduced with nore frequency and
presumably will have a shorter period of comercial viability.
Cheaper products as neasured by performance and equi pnent
costs are driving out the nore expensive ones follow ng a

ti me-honored | aw of the nmarket place. Since preservation is
not a market-driven issue, industry provides little guidance
to archives on the suitability of new formats; sonme are
definitely inappropriate for archiving

The aging properties of nmagnetic tape is a field that requires
nore research. There is no agreed upon system for eval uating
tape formats. Adhesion, friction, and hydrol ysis have been
proposed as physical tests for standard eval uati on and

accel erated age testing, but Japanese tape nmanufacturers woul d
not cooperate with industry efforts to create and i npl enent
standardi zed tests. Three Anerican conpani es who were
participating have all but ceased their activities in this
area. There are currently no standard nethods for

determining life expectancies of videotape, making it



difficult if not inpossible to conpare data fromdifferent
nmanuf acturers. (61)

(15) Obsol escence as the Key Technical |ssue

To ensure retrieval of recorded information in the future, a
3M product neno advi sed users to pack a tape player, nmanuals,
and schematics along with the tape(62), a thene repeated by
several witnesses at the public hearings. Such advice may
have been given tongue in cheek, but begs the question of how
to cope with evolving technol ogi es and the obsol escence of
others, surely a strategic question for industry and archives.
For industry it neans a considerable investnent in re-

equi ppi ng production and broadcast facilities and re-
formatting prograns retained for re-broadcast or sale to other
mar kets. These changes closely parallel the choices faced by
public archives in their need to ensure that their videotapes
can be transferred to new video systens. Although archives are
not a leading force in the video nmarket place, they are deeply
influenced by trends in format sal es and vi deo technol ogy.
Archives have no control over the fornmats they accession or
inherit that become problens for the future. But they can
exerci se sone judgnment about the formats they use for off-air
recording and for re-formatting projects.

The video nmanufacturers will not support a specific technol ogy
beyond its comrercial viability. U-matic, a format nore than
25 years old, is sonething of an anonaly due to the sheer
nunber of recorded cassettes that remain in public and private
inventories. As the era of 2-inch and 1/2-inch EI Al has been
over for sonme years, nmachine parts are no |onger manufactured.
Transferring these formats has becone an understandabl e
priority in archives because the technology is on the verge of
extinction. It is difficult to locate players in working
condition. Parts nust be cannibalized. Transferring has becone
increasingly a specialized skill.

In order to conplete a large 2-inch transfer project, CBS
Television City found it necessary to induce sone of its
retirees to return to work to help in re-formatting. CBS
achi eved an excellent transfer rate with thousands of tapes
that had been stored in |l ess than desirable conditions. They
had as nany as ten 2-inch players in operation with six others
set aside for parts replacenent, probably the |argest
concentration of such equi pnent available in the United

St ates. Nonet hel ess, as the project nanager observed, the
machi nes are dying, and in three to five years even CBS will
not have the capability to transfer |arge anounts of 2-inch
t ape. (63)

Sonme of the short-lived formats fromthe 1970's and 1980's
have been hopel essly beyond recovery for years due to |ack of
players in working condition. It is inportant to | ook at

t hese changes not in isolation but as part of an inevitable
trend that will characterize video evolution with nore and
nore frequency.

Re-formatting as a neans of converting obsol ete vi deotape
hol di ngs poses two mgjor dilenmas for the archival world: the
lack of an ideal video format and the grow ng vol une of
material to be copied. Beyond the need to go to a digita
format to avoi d generational |oss, absent fromthe archival
field is anything renotely approachi ng what night be called
an ideal format or a "preservation copy." Until an ideal or
uni versal preservation format is introduced, video
preservation should be viewed not as a tangi ble product but a



continuing process ainmed at protecting information that can
mgrate fromone technology to another as the need ari ses.
The current nerger of video technology and conputers suggests
that the ideal format in the future may not be videotape but
bi tstreans of conpressed data recorded on disks. It is
probabl e that video programs will have to be copied several
times over the next twenty or thirty years if current

t echnol ogi cal trends continue

Hoveri ng over obsol escence as a preservation issue is the nore
prosai c need of large archives to be able to copy tens of

t housands of hours of videotape before the supporting

t echnol ogy di sappears fromthe nmarket place. The federa
repositories of the Library of Congress and the Nationa
Archives and Records Adm nistration have original anal og video
hol di ngs exceedi ng 200, 000 hours, which will have to be copied
to another format early in the next century if the program
content is to survive. Qher large collections like the
Vanderbilt University's Tel evision News Archive and New York
Public Library's Dance Collection will face a simlar dilenmm.
Additionally, these are not static collections but grow ng
dramatically in direct proportion to the expansi on of video
progranm ng brought about by the increase of broadcasting

outl ets and the other uses of videotape as a form of
docunentation. If the volune of material continues to exceed
archival resources, re-formatting will no doubt become a

hi ghly sel ective process which inplicitly risks additiona

| osses to the American tel evision and vi deo heritage.



CHAPTER THREE
TELEVI SI ON AND VI DEO PRESERVATI ON
I N CORPORATE AND PUBLI C ARCHI VES

TELEVI SI ON AND VI DEO PRESERVATI ON | N PRACTI CE
I N CORPORATE AND PUBLI C ARCHI VES

Cor por at e:

A. Maj or Studios
I ntroduction

Hol | ywood maj or studi os have produced the vast mgjority of
entertai nnent prograns for the first 45 years of Anmerican

tel evision history. Seven or eight studios by thenselves or in
partnership with other conpani es have produced nobst prinme-tine
entertai nnment prograns as well as daytime drama series known
as "soaps" or "soap operas." To cite a few fam liar exanples,
Sony/ Col unbi a has produced Days of Qur Lives, The Young and
the Restless, and Maude; Di sney has produced nunerous
television prograns directed at children as well as sitcons
such as Hone | nprovenent and Golden G rls; Paranmpunt has been
responsi bl e for successful series like AlIl in the Famly, Star
Trek, and Entertai nnment Toni ght. Through its acquisitions,
Turner controls Medical Center, The Man from U N C. L. E
CHI.P.S, and Glligan's Island; through subsidiaries, it
produces Seinfeld and original feature filns for television
Wil e the general public identifies these prograns with the
networ ks that broadcast them the studios in fact produced
them own the underlying rights, and ultimately are
responsi ble for their preservation.

Each of the eight major studios has an assets protection
program ai ned at preserving extensive inventories of
television titles which, like theatrical filnms, are a
continui ng source of potential income. Past prograns renain
the life blood of these corporations. New productions al one
are insufficient for economc survival. The studios nmust be
able to recycle their products in syndication and in ever-
expandi ng nmarkets represented by cable outlets, video
cassettes sales, and foreign sales. Al genres--dranas,
sitcons, thrillers, even old game shows--have sal es potenti al
donestically and internationally. Past prograns are protected
rather than destroyed since they represent the essentia
underlying and future value of the corporations for
forecasting incone and for insurance, taxes, and potentia
sale to another studio or conglonerate. These activities are
the driving force behind their efforts to provide good storage
condi tions, geographical separation of copies for security,
and preservation copying. WIIiam Hunphrey, representing Sony
at the Los Angel es public hearings, outlined a position that
all the studios could accept--basically, that preservation
makes good econoni c sense

Wth the energence of pay cable, hone video, and the denmand of
progranm ng for international territories, including our new



Sony Entertai nment television network in Latin America and
India, the ability to service clients is dependent not only on
the quality of the product but also on the care and handling
of the assets used to create the product. Continued
accessibility and exploitation of the Ilibrary helps us fue
our preservation efforts

The maj or studi os have preservation/protection prograns other
organi zations mght enmulate if they had conparabl e resources
and coul d expect a significant financial return on their
investnent. For many of the nation's tel evision archives whose
value stens fromtheir historical and cultural content, the
notion of financial returns is not only renpte but tangential
to the educational value of their holdings

Production practices

The use of notion picture filmas original source material for
entertai nnent television production occurs frequently owing to
films superior resolution and its ability to capture shades
and tones under a variety of lighting conditions. Today 35mm
filmis primarily used in the production of |ong-form prograns
like tel efeatures and mini-series. Super 16mmis also enpl oyed
to save on equi pnent and filmstock costs. Sony/Col unbia, for
exanpl e, requires producers to deliver an original negative
plus a D-1 videotape; for series, it requires an origina
negative plus a tape with a 16:9 w de screen aspect ratio.
Shorter prograns, including those produced on specul ation, are
originated increasingly on videotape.

Regar dl ess of image source, productions are pieced together or
created on nonlinear editing systens and then output back to
digital videotape. Nonlinear editing systens, such as Avid
Technol ogy's, formthe basis for electronic editing. Described
briefly, nonlinear editing occurs in post-production in which
digital videotape is downl oaded in increnents, comensurate
with hard-drive storage capacities; through the use of a
conputer, inmmges are rapidly and efficiently interm xed or
edited along with graphics, optical effects, and sound
elenments in any order, limted only by one's creativity.

El ectronic editing has nmade manual or traditional film
editing--with its cunbersone array of splicers, blades, film
cenent, and bins--a dying art.

The use of videotape for originals and nonlinear editing cone
to the industry at a tinme when tremendous pressure exists to
keep production costs |ow Television advertisers, who
basically pay the networks for prograns through the purchase
of air tinme for their ads, cannot be taken for granted; there
are nore outlets than ever fiercely conpeting for their ad
accounts. The economics of television production wll
therefore gradually mninmze the use of notion picture filmas
the original elenent in favor of videotape, a nore cost-

ef fective production fornat.

This shift in technology will have profound inplications for
preserving American entertainment prograns originated on film
because, after the video transfers have been nade, technol ogy
relegates the filmoriginal to secondary inportance if it does
not nmake it entirely superfluous. The filmoriginal is not

al ways edited or confornmed to the finished version, sonething
which only exists as a videotape; graphics and optical effects
exist only as a datafile output to videotape. |In theory, a
filmversion can be reconstructed based upon data contained in
the Edit Decision Lists (EDL). But several studios have found
that it is too expensive to conformall filmoriginals as a



general practice, especially if the videotape version
satisfies future broadcasting and syndicati on needs. Studios
nonet hel ess plan to store filmoriginals indefinitely in
anticipation of a future need to conformthem for re-broadcast
on advanced tel evision systens. The lynchpin in this strategy
is the EDL, a proprietary software-dependent datafile whose
physi cal preservation and future readability cannot be
presuned. The studi os now seens divided i f not anbival ent on
the issue of conforming filmoriginals nade for television

pr ogr anmi ng.

Preservation policies

The preservation policies fromone nmgjor studio to another
follow simlar principles, operations, and standards. The
followi ng describes the strategy in general; mmjor digressions
or variations are noted

a. No prograns are destroyed as the result of a
deli berate decision. In the studios' view, all programformats
potentially represent sone future revenue source. Accordingly,
prograns are copied and protected by additional copies but not
necessarily to the same degree, as will be expl ai ned bel ow.

b. Filmoriginated prograns whose negatives are conforned
are protected at a mninmum by master positives (b/w) or

interpositives (color). |In conparison, color feature filns
made for theaters are al so protected by bl ack-and-white silver
separations, three separate reels comonly terned YCMs--i. e,

for the yellow, cyan, and magenta tints in each separation. A
YCM separation costs about $25,000 for each feature film The
television mni-series Roots, produced by Warner Brothers, is
probably the only tel evision program protected by YCMs.
Studi os as a general rule do not nake YCMs for television
prograns. In addition, Color Reversal Internegatives, fornerly
regarded as protection copies for sonme tel evision prograns,
are being converted to interpositives due to doubts about the
long-termstability of CRI's. Matching sound track el enents
are usually protected on multi-track magnetic tape

c. Filmoriginated prograns whose negatives are not
conforned exist as single filmcopies. The finished version
exists as a master videotape and nultiple video copies. A ong
with the EDL, the unconfornmed negatives are retained
indefinitely.

d. Videotape-originated prograns are protected by
addi ti onal videotape copi es.
MaM s standard policy is to nake a D-1 copy and two digita
clones; the studio assunes ten years viability for the tapes
and plans to recopy themin seven years. D-1 appears to be the
format of choice for the nost inportant productions. As for
obsol ete 2-inch videotapes, the studi os conbined reported only
arelatively small nunber of uncopied itens (approx. 900).
Si nce nost 2-inch videotapes were copi ed sonme years ago, they
were transferred to 1-inch type C, a then state-of-the-art
anal og vi deotape. More typical in the |ast few years as
protection copies are D1, D2, and Digital Betacam Fox is
using DCT. Turner Entertainnent's approach to re-nmastering may
be the nost representative: prior to 1988, 1-inch type G
1988-1994, D-2; and in recent years D1, which has been
reserved for long-formprograns and Digital Betacamfor the
rest. Turner plans to re-master all tapes ol der than seven
years.

e. Though an anal og vi deotape, 1l-inch type Cis not



exactly viewed as an obsolete format for a priority conversion
program but such tapes are nonitored, eval uated, and copied
as necessary for programing reasons or for deficiencies in
the original transfers. (64)

f. No studio reported a policy of disposing of originals
after copying; they are held indefinitely.

g. Only one studio reported a policy of periodic
rewi ndi ng of naster videotapes for preservation naintenance;
as for the rest, the sheer nunber of itens remains too
daunting even to contenplate such a policy. Rather, enphasis
is placed on periodic re-mastering, good quality control of
copi es, and appropriate storage conditions.

h. In addition to fairly extensive copying prograns, the
studi os have placed a great deal of enphasis on inproved
storage conditions as a key part of their preservation
strategies and, in the last ten years, have invested
consi derabl e funding in building new vaults, refurbishing
studio properties for storage, and using contract storage
facilities in other parts of the country. Both theatrica
films and television materials benefit from proper storage

condi tions.
Tabl e 5: Studi os' Average Storage Conditions
Conpany Film Vi deo
Tenmp F/ RH% Tenp F/ RH%
Di sney 55/ 50% 65/ 50%
Fox 34/ 25% 65/ 55%
MCA/ Uni ver sal 48/ 45% 67/ 40%
Par amount 40/ 25% 70/ 50%
50/ 40% (m ne)

Sony/ Col unbi a 40/ 25-30% (originals) 68/ 40-50% (originals)

45/ 309 i nt er nedi ates) 60- 70/ 40- 60%

(i nternedi at es)

Turner Entertai nment 45/ 40% (ori gi nal s) 65/ 50%

40/ 40% (i nterpositives)

68/ 50% ( b/ w)
Warner Brothers 35/ 30% 68/ 50%

I. Anot her aspect of storage is the geographical
di spersal of copies for reasons of security. Originals and
protection copies are stored in separate parts of the country.
The studios utilize their west coast and east coast
facilities, including contract storage in the Los Angel es area
li ke the advanced Pro-tek system operated by Eastnman Kodak,
and commerci al underground storage in Kansas and Pennsyl vani a.
A natural or other disaster in Los Angel es shoul d not
catastrophically affect their ability to retrieve high quality
copies for continuing conmerci al use.

Table 6: Some Studio Statistics for Television Materials

Di sney 6,500 tel evision prograns on 80,000 reels and tapes



Fox 54,000 television prograns on 780,000 reels and tapes

MCA/ Uni ver sal 18,000 (through 1994) television prograns on 217,000 reels
and tapes

Par anmount (Vi acom 8,000 television prograns on 1,200,000 reels and tapes

Sony/ Col unhi a 35,000 television prograns on 600,000 reels and tapes

Turner Entertai nment 20,000 television prograns on 337,000 reels and tapes

War ner Brothers 28,000 television prograns on 1,000,000 reels and tapes

Deposit of copies in other archives is not an integral part of
their preservation strategy; rather their goal is to remain
self-sufficient in controlling quality copies and in their
ability to reproduce new ones despite changes in technol ogy.
However, copies of prograns registered for copyright are
deposited in the Library of Congress. Usually these copies
consi st of 3/4-inch and, even, 1/2-inch video cassettes. Sony
deposited 1-inch type C for television features, Disney
deposited sone air prints if available, and Fox deposited
Betacam SP, also if available as an extra.

St udi os have retained nost of their television script files,
some of which have been mcrofilned; in the |ast few years
some exi st only as conputer diskettes, a precarious record
format. In addition, Turner Entertai nnent has created an

ext ensi ve photo database of production still picture inages.
Only Disney, however, has a fornmal research archives, the Wlt
Di sney Archives, where research naterials such as
publications, stills, annual reports, photographs, and
publicity materials, are available to outside researchers.

Supported by their own nain-frane conputers, the studios have
fairly conprehensi ve database inventories for film and
television materials. The title--individual, series, or

epi sode--is the primary point of access. Elaborate data
screens describe the nyriad conponents that back up each
producti on. Shelving and novenent to and from /|l aboratories are
tracked through bar code interfaces. Unfortunately these

dat abases are not too helpful for facilitating subject-matter
research such as fornmal titles and variants, dates, production
credits, synopses, etc. The sales and narketing staff have
access to this data through lists, old catal ogs, and a variety
of other finding aids.

Cooperation with Public Archives

The maj or studi os have good records of cooperation with public
archives, and, despite periodic changes in ownership and
managenent, there is no reason to doubt that this basic
relationship will change. They are usually obligi ng when

archi ves request copies of particular television prograns or
perm ssion to exhibit. Studios have noted, however, that
public archives have not actively sought many tel evision
materials fromthemor financial assistance for preservation
projects, with the exception of the Library of Congress and

t he Museum of Tel evision and Radi o. Sony/ Col unbia's financia
support of the University of Wsconsin's project to convert 2-
inch tapes in the David Susskind Collection is a good exanple
of cooperation. Studios recognize and appreci ate the research
interest in their prograns and are content to have those
interests served through a public archives rather than through
the studios. In fact, research requests received from



individuals are initially referred to the | egal departnents
and responses, if any, are ad hoc

Concerns have been expressed over the extra costs that may be
incurred in making a copy for a public archives if one is not
readily available. Copyright is another concern, but not in
the sense of copyright abuse or infringenent, for the public
archives have a good record of enforcenent and studi os trust
public archives to respect their ownership of underlying
rights. It follows that transacti ons based on poor judgnent or
bad faith will reduce the cooperation public archives receive
Nonet hel ess, studi os are concerned about |oss of control of

hi gh-qual ity copies even in public archives for fear that they
will be used as nasters for broadcast or commercia

di stribution. Asking for a 1/2-inch videotape or 3/4-inch copy
is one thing, while D1 or D2 is sonething else indeed. In
the long run, studios will be concerned about quality copies
in public archives when the ol dest syndicated tel evision
prograns start to |lapse into the public domain several decades
fromnow On the other hand, a high-quality copy in a public
archives offers the studi os an additional dinension of
protection of their assets. However, the loss of control of
broadcast-quality or master material raises questions and is
perceived as threatening to the studi os as copyright owners.

General Assessnent

The preservation of entertainment television prograns produced
by the major studios has benefitted fromits association with
the theatrical filmindustry. Interm xed with theatrica

films, they receive the sane benefits of conprehensive
inventory control, appropriate storage conditions, and
strategi c dispersal of copies in different geographic
locations. In addition, they are a highly visible part of the
assets protection prograns which aimat securing high-quality
protection copies and at updating or re-nmstering vi deot ape
formats before they becone obsolete or difficult to restore.
Few or gani zati ons outside the major studios could afford to
preserve prograns in the D1 fornmat.

The nation's archives and tel evision organi zati ons woul d do
well to be able to enulate the studios' preservation
strategies if they were in a financial position to do so. But
t he studi os have a uni que econom c paradigmthat is irrel evant
to the nation's public archives and only applicable in part to
ot her television organizations |ike the networks and public
broadcasting. Preservation prograns nanaged by the studios,
though relatively recent in origin, are not likely to change
because of new owners or mmnagenent. Absorption of the
nation's nedia organi zations into |arge congl onerates shoul d
not adversely affect on-going preservati on operations.

The growing trend to retain but leave filmoriginals
unconformed to the finished videotape version should be vi ewed
wi th sone concern, because it represents a m ssed opportunity
to conserve a longer lasting, universal copy. The commercia

i ntroduction of advanced television nowin the offing may

pl ace renewed value on filmoriginals.

Studi os | ack a conprehensive descriptive database of their
productions, including traditional catal oging information
based upon established national and international standards
for the description of noving i mages, though the advantages of
such a catal og should be manifest. Availability of catal ogs
can only stimulate nore research interest in past television
progranm ng. At the sane tine, conprehensive catal ogs would



enabl e sal es and nmarketing staffs--not to nention new owners--
to achieve a better understanding and famliarity of their
corporate assets for comercial exploitation. It is likely
that a public archives would be interested in preparing such a
descriptive database under the terns of a grant froma studio.
If each studio prepared or sponsored a database and subsequent
publ i shed catal og, together they would constitute an

i mpressive historical record of Anmerican television
producti on, conparable in research value to the Anerican Film
Institute's nulti-volume catal og of Anerican cinema. In the
archival field, there is probably no better exanple of how
corporate interests could yield a significant public benefit.

Studi o preservation personnel interact with the archiva
comunity, for exanple, through the Association of Mving

I mage Archivists, which provides a useful nmeans for the
exchange of information on preservation issues. In aggregate
studi os have a great deal of experience and expertise that can
be i mensely hel pful to the public archives if studio staff
are allowed to share their know edge in a professional forum

I nportant precedents have been establi shed between the studios
and the nitrate filmarchives, and this spirit of cooperation
shoul d continue with respect to the preservation of television
material s.

Public archives have an opportunity to fornulate their
polici es based upon the assunption that the major studios wll
be prinmarily responsible for the preservation of their own
productions. It would be extrenely wasteful for public
archives to attenpt to replicate the work carried out by
studios. As long as the studios are providing protection

copi es, proper storage, and re-mastering of obsolete

vi deotape formats, public archives can treat their television
films or videotapes as prinmarily study copies that can be

repl aced if damaged or destroyed. Archives can re-direct their
preservation efforts to other priorities. By the sane token,
studi os shoul d accommodat e public archives when they request
study copies for their collections since this helps to
facilitate public access for the outside researchers who can
only receive limted studi o assi stance.

B. TELEVI SI ON NETWORKS

I ntroduction

The maj or tel evision networks ABC, CBS, Fox and NBC, joined by
CNN in the areas of news and public affairs, have been
responsi bl e for produci ng nost of American television
progranmm ng over the years in entertai nnent, sports, and news
and public affairs. In addition to their own productions, the
news divisions possess extensive audi ovi sual docunentation of
hi storic public events like Congressional conmmittee hearings
that were not recorded el sewhere. CBS News, for exanple, was
the only network to retain a fairly conplete ki nescope record
of the 1954 Arnmy-MCarthy hearings, a seminal event in
American history during the television era.

Vying for audience ratings and the sanme comercial sponsors,
the networks are conpetitors in every sense of the word. They
have simlar responsibilities and interests, they operate
paral l el organi zations with conparabl e adm nistrative

di vi si ons. What has worked wel |l as programm ng by one
network has been frequently inmtated by the others



Their news divisions face precisely the sane probl ens,
chal l enges, and priorities every day. Their archives and
libraries exist to support the production needs of the
corporation. Though the network managenent recogni zes the
value of their work as a record of Anerican history, it is
only a secondary consideration, a byproduct of their
obligation to broadcast the news. Perry WIf, a CBS News
docunentary producer, once said: "The nane of the organization
is CBS News. It's not the CBS Public Library,"(65) aptly
alluding to the role of archives within the network news

di visions. The news archives and libraries operate 24 hours a
day; their holdings are in great demand, with thousands of
tapes in circulation within the conpany at any given tine.

Vi deot ape' s conpact ness, noderate cost, and conveni ence have
produced an aval anche of cassettes which challenges the

net wor ks' best managenent skills.

They all share simlar percentages of television filmand
nmaj or video formats, and thus face the sane problens of film
and tape deterioration and format obsol escence. NBC News,
however, is unique in its adoption of the MII fornmat. (66)

The increased enphasis on video preservation is a fairly
recent phenonenon for all the networks, pronpted by the
recognition of the asset value of their holdings and by the
declining availability of 2-inch players and necessary
operational expertise. Finally, NBC has started a 24-hour
news channel, and ABC has a plan in abeyance for now, should
these ventures prove successful, CBS no doubt will follow suit
at sone point. Such an anbitious production schedule will

pl ace extraordi nary demands on the corporate archives while at
the same tinme underscoring their continuing val ue

Managenent of entertai nnent prograns seens nuch | ess
concentrated. In the first place, unlike the news prograns
many prime tine prograns are not owned by the networks.
Responsi bility and ownership rest with the major studios or

i ndependent producers. (See the earlier section on the major
studios.) In principle, the networks return the physica

copi es of these prograns to the owners after their broadcast
license has expired. In practice, copies of many entertai nnment
productions remain in linbo in a network storage facility |long
after license expiration. These copies tend to be filmprints
or tapes for broadcast. |In past years, networks produced far
nore of their own entertai nnent prograns than they do today.
CBS produced the popul ar Gunsnoke series for twenty years,
1955-1975, as well as numerous plays, telefeatures, and

vari ety shows. In such cases ownership and copyright generally
have remai ned with the networks.

Al the networks and CNN are owned by | arger nedia

congl onerates. The changes in ownership are relatively new
and it remains to be seen what inpact the new owners will have
on the archival prograns in each conpany. Disney's inpact on
its Capital Cities/ABC subsidiary may benefit preservation in
view of Disney's excellent experience in preserving notion
picture film Cccasional changes in ownership pronpt
manageri al di scussi ons about the fundanental value and pl ace
of archives in a commercial enterprise. Are the archives a
liability or an asset? Do the large news filmholdings stil
have value in an el ectronic environnent? Wiat is the purpose
of keepi ng obsol ete videotapes that will never be broadcast
agai n? Does any of the unedited footage represent potenti al
legal liabilities? While questions such as these have not
resulted in the whol esal e destruction of network filnms and

vi deot apes, they have had devastating consequences at the
affiliate level, where many | ocal station nanagers and owners
across the United States have allowed the destruction of the



Anmerican television heritage to take place.

The networ ks and CNN have shown several signs of cooperating
with public repositories to permt the educational use of
their prograns. The networks have a strong record of
cooperation with the Library of Congress, the Nationa

Archives (including its Presidential Libraries), UCLA and the
Museum of Tel evi si on and Radi o, founded by WIIliam Pal ey,
former owner of CBS, and there is little reason to doubt that
such cooperation cannot continue, based on the relationship of
trust and goodw Il that has already been established

ABC

ABC is working toward a unified filmand vi deotape archive for
news, sports, and entertainment. The conpany's nassive
hol di ngs of film and vi deotape include nore than one million
items, 80% of which consist of news field cassettes. These
materials, according to Mchael Lang, "were bal kani zed into
different collections, located in different places, operated
by different divisions or departnments, catal ogued in different
ways and to different standards, and stored with different

| evel s of care.”

Table 7: ABC Fil mand Vi deotape | nventory

Ent ert ai nnent 64,000 filns/tapes

News 850, 000 """ (i ncludes 100, 000,000 feet of film
60,000 """ (off-air records)

Sports 63, 000 tapes, including 10,000 uncopied 2" tapes

N.B. In addition, ABC News hol ds sone 15,000 cartons of film
and tape representing outtakes and trins and ot her production
materials fromtel evisi on magazi ne series and docunentaries
produced by ABC News. These materials are generally controlled
by the production units and are not interm xed with the
general news hol di ngs because of restrictions, including
broadcast rights limtations

ABC News has had a filmor videotape library since 1963

al t hough the physical custody was del egated to Sherman
Ginberg FilmLibraries, Inc., which handled all outside stock
footage sales in a contractual relationship that |asted about
thirty years. ABC News has now taken back custody of all its
filmand tapes and operates its own research and sal es
departnent. Like NBC and CBS, ABC uses a great deal of file
filmin many of its productions. The file copies are so
interwoven with daily research and production activities that
as many as 90,000 "archived" cassettes fromthe library can be
in circulation at any one time even before any preservation or
security copies are made, and ensuring their return is
sonetinmes very difficult am dst the exigencies of the the

br oadcast worl d.

The field cassettes undergo an initial screening process to
det erm ne which ones should be recycled or retained. As they
prepare descriptions, staff catal ogers attenpt to identify
potentially useful footage and its significance. Most of the
time this work is prepared on the basis of reviewing a witten
description, not by actually reviewing the cassette. At the
present tinme ABC News library staff reviews about 4,000
cassettes each nonth. In an election year |ike 1996, the rate



coul d exceed 5,000 nmonthly. Descriptions are entered into
ABC s Stairs database system available to the conpany through
a Wi de area network. ABC News made this database avail able on
a CD-ROMin 1989, and in 1996 made it available on Internet,

| ocated at the FootageNet website

Al though the materials have a history of poor storage
conditions, inits newfacility there are separate vaults for
news filmand videotape; filmis stored at 62 degrees (F) with
50% RH, tape, 67 degrees (F), also 50% RH. ABC s worl dw de
bureaus, in such far away places as Beijing, Mscow, Tel Aviv,
and Tokyo, eventually send all their tapes to the New York
headquarters for centralized storage and admi nistration. ABC
entertai nnment materials are housed in the Los Angel es area
broken down into three large adm nistrative categories

Di stribution, Production, and ABC Circle Filns. Aside from
vault security and fire protection, no special storage

condi tions were evident.

ABC s Medi a Conservation Facility is the npbst prom nent
feature of the network's unified archive program Basically,
the MCF consists of screening areas and dubbing facilities for
t he nost endangered videotapes. It will be stocked with video
equi pnent capabl e of playing back all formats that ABC has
worked with over the years ( 2-inch Quad, 1-inch Type B and
C, 3/4-inch U-Matic, BetacamiSP, D-2 (Digital)). If the
current plan is carried out, the MCF will have as nmany as 41
pl ayers. The ability to perform physical restoration on

vi deot apes that have started to deteriorate wll also be
incorporated into the MCF's basic design.

ABC s plan of work enphasizes the npbst endangered tapes due to
format obsol escence (e.g., 2-inch Quad) and tape
deterioration. Tapes fromany of its divisions can be sent to
the MCF. Another goal is to reduce the gargantuan copying
wor kl oad which the field cassettes represent. Each cassette
contains 20-30 minutes of running tine, or in their entirety
several hundred thousand hours of running tine for all the
field cassettes. (67) Through a series of editorial decisions,
ABC will elimnate sone extraneous footage in transferring
originals to the new formats

--Enpty podium shots. Often caneras are set up and tested

before the speaker's entrance.

--"Standuppers." These consist of shots or retakes of on-

canera reporters who rehearse their presentations but

don't get it right the first tine.

--Graphic builds. These consist of title information and

ot her graphic content.

--Miltiple canera set ups. Footage of the sane subject

fromdifferent caneras.

These editorial criteria will be applied during a screening
revi ew process during which the tapes will be scanned at
normal and faster than normal speeds. The edit information
file will be placed in a database for use during the dubbing
ABC believes in principle that original tapes can be disposed
of after copying, but plans to retain themas |long as the
availability of shelf space is not a problem

The new copies will be nade on two 60-m nute video cassettes
one Betacam SP (anal og) and the other D-2. The former will
constitute the working copy while the D2 will be stored off
site. For ABC D2 is only an initial choice as the "long-term
archival storage copy." D2 was chosen because it is digita
and, in ABC s opinion, not ridiculously expensive. Aso, D2
can render additional copies w thout generational |oss.
Endangered tapes fromany part of ABC are eligible for



conver si on

As for television filmmaterials, other than air conditioned
storage in New York and Los Angeles, there is no specia
preservation or assets protection programat the present tine.
ABC deposited its collection of early kinescopes with UCLA's
Fil mand Tel evision Archive; as the donor, ABC has retained
its rights to the intellectual property.

CBS

CBS has the |l argest hol dings of television filmand vi deot ape
well over one million itens. Adm ni stratively, they fal

under three separate mmjor divisions: Entertainment, News, and
Sports. The entertai nment materials have been recently

consol idated in Los Angeles and news filmand tapes in New

Yor k.

Table 8: CBS Fil mand Vi deotape | nventory

Ent ert ai nnent 45, 000 vi deot apes
100, 000 reels of film

News 1, 000, 000 vi deot apes
150, 000, 000 feet of film

Sports 10,000 2-inch tapes (Bal ance: NA)

N.B. In addition, the News Division holds sone 80,000 cartons
of mixed filmand tape which represent the outtakes and trins
from docunentary productions and tel evi sion news nagazi nes.

Li ke ABC, CBS has only recently initiated its archival
program for entertai nment material s.

It was pronpted by the closing of its contract storage
facility in Fort Lee, New Jersey. CBS nmnagers decided to
consolidate all of their entertainnent materials on the west
coast under the supervision of the videotape operations staff
located in CBS Television City. Copies are geographically

di spersed, with prints separated frompreprint and tapes
separated fromfilm Some filns are kept in cold storage with
low relative humdity at a vendor facility. Videotape is
stored at 66gF and 50% RH. Filnms, however, have a m xed
storage history, npbst very poor. CBS plans to enpl oy nol ecul ar
sieves(68) in conbination with good storage conditions to
retard deterioration in filns show ng signs of vinegar
syndrone. Many ol der prograns have been copied in recent years
due to hone video sal es through Col unbi a House, a CBS
subsi di ary.

CBS is in an advantageous position since it possesses the
largest 2-inch copying facility in the country. It has ten
wor ki ng 2-inch players with six additional nachines that may
be used for spare parts to keep the other ten running. CBS
Ent ertai nment has about 20, 000 uncopi ed 2-inch tapes. The
Sports Division has about 10,000. 1In addition, CBS will
performtransfer work for outside organi zations. A recent

| arge custoner, Martin-Goodson Productions, ordered the
transfer of about 32,000 kinescopes and 2-inch tapes to
Digital Betacam "Eventually," as CBSp Dan Sullivan reported
"it will not be financially possible for CBS to keep these
machi nes running and when that point is reached | arge scale
transfer projects will no |onger be possible sinply because
there will be no nachines to do themon."



CBS is the only network that still retains its kinescopes,

whi ch are divided between the News and Entertai nment

Di vi sions. ABC and NBC have donated their kinescopes to UCLA s
Fil mand Tel evision Archive and to the Library of Congress,
respectively.

CBS News has had a conbi ned audi ovi sual archi ves depart nent
since 1969 when it was established under the managenment of
Sam Suratt, who, with a doctorate in Anerican history, was not
unsynpathetic to the interests of scholars in obtaining
research access to past news prograns. CBS News' current
preservation strategy, as set out by Suratt, now retired,
consists of (1) consolidated storage in a newy refurbished
facility at the CBS Broadcast Center in New York, (2)

enmpl oynent of professional archivists , and (3) since 1975 the
pl acenent of security copies of CBS daily news and specia
events broadcasts at the Library of Congress and the Nationa
Archives and Records Administration. These 3/4-inch video
cassettes were also originally intended to serve as access
copi es for educational use throughout the United States
through inter-library |oans

The deposit agreenment with NARA (then, NARS) occurred around
the sanme tinme CBS was conducting a |legal suit against
Vanderbilt University's Tel evision News Archive for the of f-
air taping and distributing of CBS eveni ng newscasts wi thout a
license or permssion. Faced with a barrage of criticism
some frompolitically conservative groups, that the networks
were exercising a kind of tyrannical control over news
broadcasts that were not subject to review and anal ysis, CBS
News deci ded to nmake copies of its future newscasts avail able
for public scrutiny. The availability of U-natic cassettes
made this economically possible. CBS s adanant refusal to
al l ow excerpting and its restriction on use to library or
archives premises irritated sone schol ars, who found
Vanderbilt's liberal access policy nmuch nore convenient. In
any event, the issue was settled in Congress instead of a
court roomwi th passage of the Copyright Act of 1976, which
clearly affirned the right of archives and libraries to nake
and retain videotape recordings of daily news broadcasts.
These events have colored CBS' s relationship with public
archives ever since. In principle, CBS still remains opposed
to off-air taping and excerpting and conplains each tinme its
f oot age appears on air w thout authorization. (69)

CBS News' nore immediate preservation priorities are focused
on 2-inch and 3/4-inch formats, which they plan to copy to D-2
and Betacam SP. There are approximately 20,000 2-inch tapes
hal f of which have yet to be renastered or copied. The plan
calls for copying themat the Broadcast Center; however, CBS
News has a limted nunber of machines and a dwi ndling supply
of experienced technicians. The staff at CBS News sees 3/4-
inch Umatic as the next problem because of tape deterioration
and the sheer volune of cassettes.

They have not begun to screen field cassettes to reduce

vol une, nor have they donated their kinescopes to any
repository. The archives holds everything CBS has ever done
aired and unaired, including audio, film tapes, scripts, etc.
Only last year a CBS nmanager was pessinistic about their
ability to copy the 2-inch tapes and expressed the feeling
that if they are not already copied they may be beyond
recovery. (70) The successful conpletion of the Mrtin-Godson
gane show project, however, has suggested a | arger w ndow of
opportunity for copying 2-inch, and sone CBS News may be

shi pped to Los Angel es for copying.



NBC

On the occasion of its 60th anniversary in 1986, NBC donated
to the Library of Congress sonme 20,000 ki nescopes of prinmarily
entertai nnment prograns, 1948-1977, nearly half which were
fromthe era of "live TV', 1948-1960. This transaction
represents the largest single donation of television prograns
to an Anmerican archives or library. The NBC News Archives
remai ns responsi ble for the preservation of news film and

vi deot ape, archival databases, filmand tape libraries and

war ehouses wor| dwi de. Most of its holdings are consolidated in
the New York area

NBC Fi | m and Vi deot ape | nventory

News 600,000 filmreels (currently estimated at
100, 000, 000 feet) (71)
1, 600, 000 vi deot apes

Ent ert ai nment included in above figure
Sports included in above figure

N.B. They did not indicate any separate figures for |ong-form
docunentari es and screen nmagazi nes; the outtakes and trins
that survive are incorporated into the above nunmber for NBC
News.

The preservation program ains at providi ng good storage
conditions and the |arge scale transfer of 2-inch and 3/4-inch
tapes. Inits facilities in New York, NBC stores its film at
50 degrees F and 50% RH and its tape at 65 degrees and 50% RH
For reformatting, NBC is also going to analog and digita
copies in Betacam SP and D-3. NBC News distinguishes itself
fromABC and CBS by its continuing loyalty to Matsushita
formats. Thus, NBC News has |arge quantities of MIIl and a
growi ng nunber of D-3 video cassettes, both marketed under the
Panasoni ¢ brand nane. NBC s operation of the NBC Super

Channel in Europe, its joint venture with McroSoft, and its
deci sion to establish a 24-hour news channel will place

i ncreased demands on the archives since the requirenent for
program footage will significantly increase

NBC News plans to upgrade its database systemto inprove
access to the archival holdings. The new systemwi |l use
digitized sounds and i nmages to accelerate access to the
audi ovi sual content of the footage. The plans also call for an
i mproved storage facility with cool er storage conditions as
well as the ability to separate nultiple copies to prevent
catastrophic loss. By the end of 1996 NBC expects to conplete
transferring all of its uncopied 2-inch tapes using an outside
vi deot ape restoration |aboratory as well as its own
facilities. Consistent with reports fromthe other networks
NBC News has observed that the 3/4-inch tapes have shown the
nost dramatic deterioration and they too believe the vol une
of 3/4-inch will be the next greatest challenge to the
preservati on of television news. Notw thstandi ng, NBC News
plans to preserve all of its footage. In 1996 NBC began a
programto transfer 70,000 hours to a digital format.(72)

CNN
CNN, established in 1980, has amassed nore than 600, 000 vi deo

cassettes, nostly housed at the CNN headquarters in Atlanta.
As byproducts of CNN s el ectronic news gathering, the tapes



are used in support of the conpany production needs for CNN
Headl i ne News, CNN International, and other prograns. CNNis
too young to have inherited the problens of the ol der tapes,
and so the archives consists of 1-inch type C, 3/4-inch W
matic, and Betacani SP, all analog formats. Since these formats
are still viable no large scale transfer program has been
undertaken. The tapes thenselves are stored in an air

condi tioned environment with office-like settings. Many
cassettes are held in CNN bureau libraries which share

inventory information through a central library conputer
system Approxi mately 5% of the database is avail able on the
Foot ageNet website; like ABC's, the entries are primarily

tailored for production use.

Copi es of featured shows such as Crossfire, Inside Politics,
and Larry King Live, are recorded and saved. However,

conpl eted or anchored news broadcasts are not recorded and
saved as separate entities, only the video fromthe news
stories covered in the broadcasts.

Al stories fromCNN reporters and all field cassettes are
retained. Al broadcast programrng on nmjor news stories
like the dismantling of the Berlin Wall, the Okl ahoma City
bonbi ng, and the six weeks of the Qulf War are saved.

Li ke NBC News, CNN does not register its newscasts for
copyright, and as a result, few copyright deposit copies have
found their way to the Library of Congress. Virtually none of
the featured news prograns have been registered. Recently,
however, CNN agreed to nake for the Library of Congress copies
of its six weeks of 24-hour coverage of the @ulf War,
including its satellite feeds, and selected Larry King Live
prograns. (73)

General assessnment of network prograns

Despite several recent positive steps to advance preservation
wi thin the corporate environnent, filmpreservation as
practiced by the larger filmarchives and the major studios
scarcely exists in the world of network tel evision. The
resources allocated to the preservation of television filmare
neager, matched against the footage's potential historica

val ue. Though the networks have inpressive resources,

i ncl udi ng outstandi ng technical expertise, for the
preservation of videotape, they are awash in an ocean of
cassettes that will potentially lead to great |osses. Under
present circunstances, filmand vi deotape are too nuch a part
of the production process. Few fundanental changes are in the
offing. A strategic plan for the future of television film
and vi deot ape seens lacking. This failure is rooted in a
certain reluctance to establish a formal archival programthat
requires sone tough decisions about appraisal criteria,

di sposition, and preservation.

None of the networks really has an archival programin any
traditi onal sense. They have "archives," to be sure, that are
the uni que records of a corporation, filmand vi deotape

i ncl uded, produced and accunul ated during the course of its
busi ness or day-to-day activities. The records have a

consi stent form and character dependi ng upon when they were
made, and they have an organic quality which nakes them part
of a larger entity. Two other features traditionally

di stinguish archives in a corporate environment. One is the
records nust be noncurrent in nature, i.e., not needed for
current business operations. The other is that they have sone
permanent or enduring value to warrant the continuing expense
of long-termretenti on whether for research or production



purposes. Once appraised or otherwi se identified as archives
the records, regardless of form are physically separated and
af forded special status in order that they can be safeguarded
and prioritized for preservation work. Myst inportantly,
because they are corporate archives, their historica
integrity as records nust be protected and they nust be

saf eguarded fromloss, theft, physical danage, erasure, or
alteration. These are fundanental concepts in any records
nmanagenent program

Many of the preservation problens which the networks face stem
fromtheir apparent inability to apply records nanagenent
principles to their filmand videotape hol di ngs, perpetually
treated as stock footage and not as part of the records of
Anerica's greatest corporations. For all practical purposes
all their holdings are considered current since they are
potentially needed for re-broadcast or, nore frequently, as
inserts or stock footage. In considering news filns and field
cassettes few distinctions are nade between originals and
copies. In extrene cases, filmoriginals have been cut and
exci sed. Thousands of itens may be in circulation, essentially
beyond the control of the archives staff, for any |length of
time since everything is subservient to the always conpelling
needs of producers. Under current patterns of use all footage,
however culturally or historically valuable, recent or
vintage, is subject to |oss or abuse.(74)

The failure to identify the real archives in nmanageable
increnents has been detrinmental for the corporation as well as
for the public, which needs to be reassured that the nost
important itens will be preserved. The benefits of cold
storage for color filmhave been widely known anong the
public filmarchives since the early 1970's. Yet the networks
have only recently started to use cool er conditions, and even
now none neets the ANSI standard of 35gF., the maxi mum
recommended tenperature setting for the |ong-term storage of
color film For this reason, it is easy to predict that
network color filmwll eventually fade beyond reasonabl e
recovery. NBC now stores its filmat 50 degrees/50% RH and
CBS Entertai nnent at 40 degrees/20% RH, inportant steps in the
right direction. But no conponent of ABC, including ABC Gircle
Filnms, nor of CBS News is using cold storage facilities for
color filmholdings. There is no systematic film preservation
programin place for either the television features or the
news film no making of interpositives, no copying of magnetic
sound tracks, no transfers to inproved col or enul sions or even
to videotape, and none of the other steps necessary to ensure
that the films subject matter will survive in a quality form
The networks are |ight years behind the major studios in
setting up systematic preservation prograns to protect their
motion picture filmassets. As the news divisions do not at
the present tinme seem capable of taking film preservation too
seriously, one can envision crash prograns in the not too
distant future to transfer large quantities of their filmto
vi deot ape.

The networks have fared better with video preservation and al
have rightfully singled out their 2-inch tapes for action,
copying themto analog and digital formats. NBC will have
copied all of its tapes by the end of 1996. ABC has conpl et ed
theirs except for 10,000 hours fromthe Sports Division. CBS
however, has about 20,000 left to copy in Los Angeles and the
facilities to acconplish this work in the next two or three
years. CBS News has 10,000 2-inch tapes in New York, but given
the priorities at the CBS Broadcast Center, it remmins to be
seen whether they can be copied using CBS' s interna
resources. A CBS official once opined it may al ready be too



late, but is now nore optim stic based on the successfu
conpl etion of the Martin-Goodson transfer project.

Net wor k news departnents face nmany sinmlar chall enges and
preservation problens. Anbng the nost inportant are the tens
of thousands of unprocessed cartons of filns and tapes from

| ong-form docunmentary, public affairs, and screen magazi ne
prograns. As the outtakes and trinms and other production

el ements, they contain nuch nore footage of interviews and
events than could be shown in the final cuts. Sone years ago
the National Archives received the outtakes fromtwo excellent
NBC News docunentaries on the decision to drop the first
atonm ¢ bonb on Japan during World War Il and the Japanese
surrender. The outtakes contai ned | engthy and renarkabl e
interviews with many of the principals, including Robert
Qppenhei mer and CGeneral Leslie Goves. As Anerican Experience
producer Judy Crichton noted at the New York hearing, "Were
I'"'m concerned about what was said earlier is that as a forner

television journalist, |I know that the single nost val uable
material is often in the outtakes, that the conpression of
tinme--yes, you'll have minutes of enptiness at a podium but

that isn't what we're tal king about. We're talking about the
attitudes of people before they make public pronouncenents.
Their asides, the things that strip away the facade and | et
you begin to understand what is real and what is contrived."
Yet at CBS and ABC materials such as these outtakes and trins
remain boxed with no provision for preservation. NBC News does
not maintain separate files of filmand tape fromthe |ong-
form docunment ari es and screen magazi nes but integrates them
into the larger files.

Anot her maj or probl em which they share is that of the mllions
of video field cassettes, already approachi ng unmanageabl e
proportions. Al networks agree that 3/4-inch video cassettes
pose the next challenge due to noticeable deterioration on
sonme tapes and the nassive quantity they represent;
conservatively estimted as 3-4,000,000 for ABC, CBS, NBC, and
CNN conbi ned. The cassettes possess the same potential

hi storical value as outtakes and trins fromthe docunentary
productions for simlar reasons. Al the networks have stated
inprinciple their desire to retain all cassettes. CBS
maintains it still has all of theirs, but some |arge-scale

di sposal has already taken place by ABC

In fact all networks initially review field cassettes to

det erm ne what should be "archived" or erased and recycled
The initial screening criteria are of a very general nature,
enphasi zing potential production values and | eaving nmuch to
the discretion of staff who may or nmay not have appropriate
trai ning or research experience outside the field of broadcast
comuni cations. This poses the danger that research needs
beyond tel evision producti on may go unrecogni zed.

However well intentioned, the networks tend to keep too much
of the unedited news filmand the field cassettes. On the
positive side, it is less likely that inportant materials will
be di scarded because it didn't match the corporate criteria or
sone whinmsical notion of what constitutes historical val ue.
But failure to refine these inventories can also have dire
consequences in this contenporary era of abundant
docunent ati on. The huge volune of materials nakes the
acquisition of a facility for long-termstorage too expensive,
and so it just isn't done. Inportant itens are interm xed with
ephenera. Prioritization and preservation planni ng becone
inmpracticable. The risk of |oss or damage to uni que copies is
ever present. Associated costs such as contract storage



catal oging, research tine, etc., are all increased. Any
expectation that several mllion 3/4-inch field cassettes,
only the first such format, will be re-formatted even in the
next century is naive or unduly optim stic. The econom c
resources will not be avail abl e under any foreseeable
circunstances. What is foreseen is a helter-skelter pattern of
survival that will serve neither the corporate nor public
interests.

The networ ks shoul d inplenment a self-inposed noratorium on
destruction of filmand tape until a conprehensive records
managenent plan has been fornul ated which takes into account
the corporate needs, the interests of public archives, and
future research by scholars. Wile the networks may be well
equi pped to forecast the comrercial value of their prograns
and potential production useful ness and while they can
identify award-w nning prograns or other prograns of nerit, it
is unfair to ask themto judge what nmay be useful for the
future research needs of historians and other scholars. From
the viewpoi nt of scholars, the networks are | east equi pped to
deal with questions of historical or cultural value, yet this
is the area where scholars feel so powerless and isol ated
Accordingly, the networks shoul d establish advisory

conmi ttees, conposed of representatives from public archives
and the scholarly comunity, to assist in devel oping

di sposition policies, including retention, disposal, or

donati on.

The networ ks should begin to identify and set aside the rea
filmand videotape archives and allocate to themthe specia
status they nerit as the pernmanent archives of a great
corporation. In order to acconplish this they will need to
draw up a set of appraisal criteria that should include at a
m ni mum al | prograns produced by the news divisions as aired
and special events coverage.(75) CNN, in particular, should
record and retain at | east one "anchored news broadcast" every
day in addition to all featured prograns. Suitable cutoff
dates need to be established for retirenent of prograns to the
corporate archives or, preferably, to a public repository
where they can be nade available for research and study. For
exanple, there is little reason for any programdated prior to
1980 to remain in active use

The application of appraisal criteria will present the
greatest difficulty in the areas of news filmand field
cassettes and unprocessed cartons of docunentary/nagazi ne

mat erials. Managing these materials en masse risks the | oss of
the nost historically valuable subjects, because there is no
systemof triage to ensure their survival. Under the present
systens, sonething as inportant as the kinescope recordings of
Arny-McCarthy hearings are not singled out for specia
treatnent. No transcript can ever convey the intense drama of
this event captured on film and snippets in subsequent
productions just will not suffice. Any |loss or damage woul d be
unconsci onable. Sanpling as a nethod of selection would not
be acceptabl e because it does not take into account future
research needs but dictates them

For commercial reasonsl, the networks aimto save all sports
and entertai nnent prograns, which is all well and good
However, their efforts may be derailed if the basic filmstock
preprint elenments are not identified and placed in proper
storage, particularly for color film In addition, they need
to follow the major studios' prograns for making
interpositives for protection and security, copying

di sintegrating magnetic sound tracks, and storing copies in
separ at e geographi c | ocations.



Al t hough the networks contribute generously to the activities
of the Museum of Tel evi sion and Radi o, whose acqui sitions
docunent the history of broadcasting in the United States, it
isintheir interests to enlarge the flow of copies into
public archives where they can be housed and serviced to
schol ars consistent with the protection afforded under
copyright Iaw. NBC News shoul d be encouraged to register its
eveni ng news broadcasts for copyright, joining ABC and CBS
CNN has registered a very small nunber of prograns, but its
recent agreenment to transfer a copy of its entire Gulf \War
broadcasts to the Library of Congress is a good precedent.
They shoul d continue with other donations as well as
registration. CBS still retains all of its kinescopes of
prograns or coverage that was broadcast, while ABC and NBC
have deposited theirs with public archives. CBS should be
encouraged to follow this exanple.

Only through periodic transfers or donations and through
continuing dialogue with public archives and scholars can the
networ ks denonstrate their conmitnent to preservation. Public
archives can help the networks by offering security of copies,
preservation, catal oging, and public access, including
fulfillment of scholarly requests which are too expensive for
the networks to handle. Public archives benefit by enhancing
their holdings, which attract nore researchers; by fulfilling
their mssion or institutional objectives; by positioning
their institution for grants and additi onal donations; and,
overall, by justifying their existence as research
institutions. Cl ose cooperation between the networks and
public archives is therefore nutually beneficial.



C. PUBLI C TELEVI SI ON

General Introduction

Despite historically small audi ences, public tel evision has
been responsi bl e for the production, broadcast, and

di ssemi nation of sonme of the nbst inportant prograns which in
aggregate formthe richest audi ovisual source of cultura
history in the United States. In an age where the
multiplicity of cable television programoutlets has shifted
t he paradigmto nonconmercial/public television, it is stil
not easy to overstate the i mmense cultural value of this

uni que audi ovi sual |egacy, whose | oss would synbolize one of
the great conflagrations of our age, tantamount to the burning
of Alexandria's library in the age of antiquity.

The history of public television in the United States has

al ways been one of financial uncertainty that has di scouraged
| ong-range pl anning, |eaving few resources for the devel opnent
of archives or preservation projects. Furthernore, public
television's adm nistrative conplexity has fragnented and

di luted preservation to such an extent that extensive
duplication of effort and serious | osses seem al nost

i nevitable.

Three key events in the history of public broadcasting may,
however, provide a reason for optimsm First, the Public
Broadcasting Act of 1967, which created the Corporation for
Publ i ¢ Broadcasting, mandated the CPB "to establish and
maintain a library and archives of noncommercial educationa
television or radio prograns and rel ated prograns." Second
the National Public Broadcasting Archives was established in
1990, with very nodest startup nmoney from CPB. Third, in 1993
the Public Broadcasting Service and the Library of Congress
entered into an agreenent providing for the periodic transfer
(after their rights have expired) of virtually all television
prograns that pass through the PBS system

Corporation for Public Broadcasting

The public tel evision system (|l eaving aside the radio

di nension, though it is also an inportant conponent) consists
of the Corporation for Public Broadcasting, the Public

Br oadcasting Service, and PBS affiliate stations around the
nation. (76) There were only el even public or noncomerci al
tel evision stations in 1955, broadcasting several hours a day.
They increased very slowy at first until federal funding for
tel evision was introduced in 1962; by 1985 290 were
operating; (77) and today there are 345.

As recommended by the Carnegi e Conm ssion on Educationa

Tel evi si on, Congress created the Corporation for Public
Broadcasting in 1967 under the provisions of the Public
Broadcasting Act.(78) Under this |law Congress intended to
pronote the grow h of nonpolitical and noncommercia
educational broadcasting and progranm ng diversity respondi ng
to the needs and interests in particular |ocations throughout
the United States. Congress intended to pronote public

tel evision as a neans of expression of diversity and

excell ence nationally and locally. Under this |legislation CPB
acts as a federally funded grant-neki ng organi zation that

i ssues grants or contracts to program makers and distributors,
particularly public broadcasting stations. CPB receives
virtually all of its funding fromthe federal government. This
infrastructure consisting of CPB, PBS affiliates, and other
grantees has resulted in extensive progranm ng directed at



viewers with cultural and intellectual interests and at those
having an interest in docunentaries, children's progranm ng
and subjects relating to ethnic mnorities. Performng arts
progranm ng has been the hall mark of public television.

Since 1981 the CPB has coll aborated with the Annenberg
Foundation to devel op educational prograns based on a grant
from publisher Walter Annenberg of 150 million dollars.(79)
The Annenberg Foundation retains distribution rights for any
prograns devel oped under this project. Over 1700 prograns have
been produced since 1983. As a rule CPB has no copyright or
distribution rights to any of the prograns that it hel ps
devel op or support. Such rights usually reside with the
affiliate or independent producer

Anong the responsibilities Congress nandated to CPB is "to
establish and maintain a library and archives of noncommercia
educational television or radio prograns and rel at ed
materials...," a requirenent never fulfilled. Overall CPB

beli eves that preservation is effected through the work of PBS
and its affiliates, and therefore has never nmaintained an
archives of past programing. CPB requires grantees to furnish
vi deo copies for review, those for the period 1969-87 have
been donated to the National Public Broadcasting Archives,
established at the University of Maryland in 1990. Cassettes
from 1987 onward, about 2,800, are still maintained by CPB

but there is no provision for public access by
researchers. (80) Periodically additional cassettes along with
noncurrent CPB paper records will be transferred to the NPBA
where they will be accessible to researchers

CPB's other mmjor activity relating to the preservation of the
hi story of public broadcasting has been an annual donation to
the Museum of Tel evision and Radio that has resulted in the
acqui sition of about 30 hours of progranmm ng per year and the
cat al ogi ng, mai ntenance, and preservation of 60 hours per year
fromearlier acquisitions.(81)

Publ i ¢ Broadcasting Service

CPB established the Public Broadcasting Service in 1969 as a
nati onal broadcaster and distributor of the prograns produced
with CPB funds or by PBS affiliates. Like CPB, PBS is neither
a producer nor a copyright holder of the prograns it
broadcasts or distributes. But it is the essential

organi zation that provides the network and a sense of unity
within the public broadcasting family. PBS derives its incone
froma pro-rated system of fees charged to affiliate stations
for different kinds of progranm ng; from corporate donations
and fromCPB itself. In 1986, for exanple, the breakdown was
estimated at 27% 37% and 15% respectively. (82)

An internal report in January 1977 concluded that after 24
years of noncommercial television, "there is no program
archive or aural-visual history of public television in the
United States.... There is no full-tinme staff nenber at any
nati onal public broadcasting organi zati on who devotes his tine
exclusively to archive planning--let alone inplenentation.”
The report held out sonme hope with the passage of the Anerican
Tel evi sion and Radi o Archives Act as part of the Copyright Act
of 1976 that the Library of Congress would devel op a
conprehensive plan "to preserve the nation's radio and

tel evision history, both commercial and non-commercial . " (83)
The expectation that the Library of Congress would eventually
assune responsibility for the preservati on and access of past
prograns broadcast by PBS was reinforced by the 1976 agreenent
that National Public Radio nade with the Library and the

Nati onal Archives for the transfer of cultural prograns and



news and public affairs prograns, respectively, to each
repository.

From 1979 to 1983 PBS operated a Public Television Library and
Br oadcast Archive Services for internal use. During this tineg,
assi sted by an earnmarked CPB grant, PBS relocated the NET
prograns from Mchigan to an off-site facility in Virginia
with inproved storage conditions. |In response to a | owered
budget forecast, archival operations ceased in 1983, the
director of the programwas term nated, an action that
prompted public criticismby the archival comunity. PBS
retains custody of a staggering anount of past broadcasts,
estimated at over 100,000 itens, virtually every PBS
broadcast.(84) Only sone 7,000 prograns are current in the
sense that PBS still has either re-broadcast or distribution
rights. Rights to the bul k of the hol dings have expired. The
copies on file represent everything that went on the air since
1970, often with two copies of each program since producers or
suppliers were required to submt a master or backup copy. The
formats are varied but include 1-inch, 2-inch, D-2 and D-3

vi deot apes. Currently PBS requires producers to supply a D3
mast er and backup copy which PBS keeps indefinitely. Finding
aids are partial or inconplete, there is no conprehensive

dat abase inventory, and researchers do not have any access
privileges. Researchers are referred to the NPBA, which has
2,000 3/4-inch PBS view ng cassettes on file, or to the

Li brary of Congress.

After several years of negotiations in Septenber 1993 PBS and
the Library of Congress signed a nmjor agreenent for the
transfer of the "best copy" of "all PBS prograns that have
been or will be broadcast, whether on film videotape, or

ot her broadcast format yet to be developed...."(85) In
effect, this agreenent makes the Library of Congress the
ultimate custodian and public repository for virtually al
prograns broadcast on PBS, past, present, and future. Wen
fulfilled just for the past prograns al one, the agreenent will
represent the largest single donation of television materials
to any one institution. Estimated noncurrent broadcasts
exceed nore than 90,000 itens. Unfortunately neither neither
PBS nor the Library is in a position to accept or prepare al
the materials for transfer. So far the Library has received
about 9,000 National Educational Television filns and tapes
fromthe 1950s-1970s, and 16,000 2-inch vi deotapes and

ki nescopes. PBS needs assistance to inventory and prepare the
bal ance of materials for transfer. The Library requires
addi ti onal storage space and processing staff to handl e them
As PBS requires fairly quick access to the donated materials
for on-going operations, the tinme frame needed to nake copies
has been a matter of concern between the two

organi zations. (86) PBS no |onger has the resources to re-
format 2-inch videotape and depends upon the Library for this
servi ce.

Nati onal Public Broadcasting Archives

At this juncture it is inmportant to understand the

rel ationship of CPB and PBS to the National Public

Br oadcasting Archives established in 1990 at the University of
Maryland by the late Dr. Donald R MNeil. His interests
focused primarily on the paper records of public broadcasting
organi zati ons which he believed, justifiably so, have great
research value in docunenting the devel opnent of public
broadcasting organi zations in the United States. Prior to the
establ i shment of the NPBA "nothing existed in the way of
systematic archive activity within public broadcasting,"



according to the current director.(87) Accordingly, MNei
arranged for the deposit of the records from CPB, PBS, and
NPR, assuming the Library of Congress and the Nationa
Archives woul d eventual ly take care of the audiovi sua

col |l ecti ons.

Subsequently collections policies were nodified to allow
acceptance of audiovisual materials with the argunent (1)
that some program material was in danger of being overl ooked
and (2) that the NPBA coul d enhance the research value of the
archi ves by having video reference copies available for
consultation along with the paper records. The acquisition
however, of 1-inch and 2-inch tapes goes beyond the concept
of reference or study copies.

Tabl e 10: National Public Broadcasting Archives

Vi deot ape/ Ki nescope | nventory

2,000 3/4-inch study copies from PBS

100 1-inch tapes from Maryl and Public Broadcasting (MPB)
500 3/4-inch and 1/2-inch tapes from VWVPB

500 ki nescopes from American |Instructional Technology (AIT)

200 2-inch tapes fromAIT

The hol di ngs al so include coverage of town neetings, concerts,
and professional tennis matches fromthe 1970's.

The archives expects to receive additional materials from PBS
MPT, and VETA.

The NPBA is naking a deliberate effort to save and docunent
sone representative exanpl es of educational or instructiona
television, and it is developing a systemof selection to
prioritize materials for re-nmastering. But it al so assunes
that sonme materials will be left as is with little opportunity
for converting themto nodern formats.

PBS Affiliate Stations

Currently there are 345 PBS affiliate stations throughout the



United States and its territories. Some fall under the
control of state or nunicipal governments. Others are part of
universities or public school systens. And others are

i ndependent communi ty-based organi zati ons whose mmj or sources
of income depend upon CPB and foundation grants, donations,
and solicitations.

Two public television stations, WNET in New York and WGBH in
Bost on, produce the majority of programm ng broadcast on PBS.
Br oadcasting since 1962 (then WADT), WNET reaches the | argest
audi ence since it is licensed in densely popul ated New York
and New Jersey. It has presented prograns on arts, history,
nature, science, public affairs and is the prenier perforning
arts station through its |ong-running G eat Perfornmances
series. Like npbst stations WNET has acquired a |large inventory
of program materials even though it has donated unedited film
and tapes and other materials such as filminserts to

speci alized performng arts collections. Nonethel ess, WNET
occasionally relies upon the "master" collection at PBS and
the Library of Congress, in cases where copi es have al ready
gone to them Prograns that originated on film such as
nurmer ous docunentaries, only exist as videotapes. WNET had no
means to maintain filmversions. Many progranms are endangered
because the neans to identify themare not avail able. Changes
or nuances fromprogramto programwi || be oblivious due to

| ack of adequate docunentation. Two-inch tapes |ack view ng
cassettes, mmking themvirtually unavailable for staff use.
Public television has created a unique video record, according
to a WNET spokesman, but "but public television is far too
financially vul nerable to sal vage what it has created."(88)

WGEBH i n Boston produces about a third of the prograns
broadcast on PBS, including such well known series as NOVA,
This A d House, The French Chef: Julia Child, Frontline, and
The Anerican Experience. Anong all public broadcasting
stations, WEBH i s uni que because it has established a form
records managenent and archives prograns staffed by fulltine
professional archivists. Founded in 1979 and intended as a
nodel for other PBS stations, the Media Archives and
Preservation Center operates under the auspices of the WEBH
Educati onal Foundati on. The tel evision archives probably has
the | argest hol dings anong all the affiliates.

Table 11: WGEBH Medi a Archives and Preservation Center Inventory

37,000 reels of film
131, 000 vi deot apes

14,000 cartons of outakes and related producti on docunentation

N. B. I ncludes approxi mately 6,000 hours of masters of WEBH progranm ng.

Unli ke the other stations, WEBH retains outtakes and other materials relating to
docunentary productions, devel ops finding aids, and nmakes them
avai | abl e to outside researchers and scholars. Producers are
required to turn in outtakes at the project's conpletion.

The outtakes to The Pronise of the American Negro, for
exanpl e, contain lengthy interviews with Janmes Bal dw n,

Mal col m X, and Martin Luther King.(89) As an indication of
their continuing research value, the outtakes and production
files relating to WaBH s production of Vietnam A Tel evision
Hi story, were donated to the University of Massachusetts
where they are avail able for study.(90) WEBH retains the



rights to the docunentaries produced for The Anmerican
Experi ence

Anot her uni que aspect of WEBH s preservation programis the
use of bariumferrite videotape for archival nasters, one of
the nost stable forns of videotape designed for special
appl i cations.

Nonet hel ess, WGEBH | acks facilities for the | ong-term storage
of color film 85%of their filmis color. Al npst 6,000 reels
of obsol ete 2-inch tape and 1200 hours of open-reel 1/2-inch
tape remain uncopi ed. Assisted by a Bentley Library grant,
they are in the process of devel oping selection criteria to
assist in determning the priority of tapes to be copied

VWETA is the third | argest producer for public television, well
known for such prograns as The Newshour with Jim Lehrer,
Washi ngt on Week in Review, The Kennedy Center Presents, In
Perfornmance at the Wite House, and The Cvil War. It has
already transferred sone vi deotapes, 1966-1977, to the NPBA
and sone copies to the National Archives and the Library of
Congress (Watergate hearings). |t has about 10,000 hours on
hand representing programmaterials from 1978 to the present,
and anticipates increases as the rate of about 400 hours per
year. WETA does try to assist outside researchers when
possi bl e despite catal oging and staffing limtations. The
rights to the materials are very conplex to adninister and in
recognition of this problem VWETA keeps a "pedigree" file on
each programto docunent ownership. (91)

Assessnent

1. Fromthe 1950s to 1962 the Ford Foundation was the main
sponsor of educational television, contributing 82 mllion
dollars for the productions and operations of NET. Yet there
is little evidence that the Foundation has tried to assist in
saving any record of early educational television.

2. CPB has never fulfilled the Congressional nmandate to
establ i sh an audi ovi sual archives, assum ng the work was being
carried out through PBS and its affiliates. The traditiona
nmeani ng of archives in the United States, particularly those
based on tax-supported funding, inplies public access and
preservation activities taking place. CPB has never taken
these responsibilities for itself but assuned they were being
carried out by other organizations. Since production and
transm ssion remain the nost inportant priorities, little is
left over for preservation. Therefore, CPB cannot carry out
Congress' other mandate at a neani ngful |evel.

3. Probably the greatest need to shore up the preservation
activities of public broadcasting is sinply coordination,

whi ch can be brought about by the sharing of information. A
multiplicity of copies exist throughout the PBS system Any
program that goes out on the air could have been vi deot aped
and retained. Theoretically as many as 345 copi es of one
program for which PBS no | onger holds broadcast rights can be
di spersed anong PBS affiliates. |In the absence of

coordi nation these duplicates will adversely affect
preservation storage and re-nastering plans.

A. Affiliates should identify their own indigenous
prograns and nake thema priority for preservation. Prograns
that no | onger have any potential for re-broadcast should be
offered to |l ocal area archives or to specialized archives



before outright destruction. Quttakes from docunentary
producti ons shoul d al so be considered for transfer rather than
di sposal .

B. The creation and sharing of conprehensive inventory
dat abases seem essential for achieving any real success in
coordinating the efforts of affiliates

C. The PBS-Library of Congress agreenent should be viewed
as conplenentary to the individual preservation efforts of
affiliates. There are nmany affiliate productions that were
never broadcast on PBS.

D. PBS should take a leading role in comunicating vita
preservation information to its affiliates through mailings or
through its el ectronic comunications system

4. Since the Library of Congress has assuned responsibility
for storing, processing, re-formatting and servicing all past,
present, and future PBS transmi ssions, the Library wll
ultimately require additional funding which should come from
CPB.

5. Like the networks, none of the public broadcasting

organi zations is taking the preservation of color filmvery
seriously. Color originals, negatives, or nmasters are not

pl aced in cold storage neeting ANSI's m ni num specifications.
Their color filmw |l therefore fade at a rapid rate, and nmuch
val uabl e historical information, particularly interviews, wll
be lost. Their magnetic, double system sound elenents are
also at risk of loss. As reconmended el sewhere in this report,
their nost inportant filmel enents should be copied to

vi deotape if they do not intend to carry out a color filmand
sound track preservation program

6. Affiliates that are part of state or nunicipal entities
shoul d seek local or regional funding for preservation
activities: some funding from NHPRC nay al so be avail abl e.

7. Affiliates should take a close |ook at the WEGBH Medi a
Archives and Preservation Center as a nodel for sone of the
| arger producers of programm ng material.



LARGEST PUBLI C ARCHI VES

A. Library of Congress

Soon to have custody of al most 300,000 television itens, the
Li brary of Congress is the largest public archives in the
United States. The Library's extensive tel evision holdings,
not to mention other audiovisual collections, stemfrom
copyright registrations as required by law, and, from

donati ons received through the generosity and cooperation of
private individuals and organi zations. The Library received
its first television programin 1949 as a copyright

regi stration. The Copyright Act of 1976 rapidly accel erated
the registration and recei pt of television prograns.

Anong the | argest donations are the NET, PBS, and NBC

Col I ections. Under a 1993 transfer agreenent, the Library is
schedul ed to receive all prograns aired and retai ned by PBS,
in the past, present, and future, which in the next few years
coul d exceed over 100,000 itens. Like the National Archives,
the Library also receives videotapes of Congressional floor
proceedi ngs. The Mdtion Picture, Broadcasting, and Recorded
Sound Division is responsible for the managenent of the

tel evision collections and provi des services to researchers.

The Copyright Act of 1976 established the American Tel evi sion
and Radi o Archives within the Library of Congress. This has
resulted in the creation of a broadcasting preservation
activity rather than a separate admi nistrative unit or
collections maintained as separate entities under ATRA. One
activity, for exanple, is the Library's cooperative
arrangenment with the Vanderbilt University's Tel evision News
Archive for the acquisition of videotapes of network

tel evision newscasts. For administrative efficiency, archiva
processi ng and reference services for television materials are
conbined with simlar work for notion pictures

The Library's television preservation strategy relies upon
beneficial storage conditions, in particular, cold or coo
storage, with fairly lowrelative humdity, for its archiva
or master copies of filmand videotape. Mich to the envy of
ot her public archives, the Library maintains a |large

| aboratory, capable of working with many different video
formats, although nuch of the 2-inch transfer work is
contracted to a commercial vendor. The Library currently
reformats vi deotapes to 1l-inch type C as a master and to 3/4-
inch Umatic for access, both of which use anal og signa
systens. The Library considers 1-inch to have a conti nuing
viability for at |east another ten years, in terms of the
avai lability of equi pment. Because of security concerns, the
Li brary uses U-natic tapes (not VHS) for reference services
because U-matic is not suitable for hone use. Oiginal

vi deot apes accessi oned as Betacam SP or D2 are consi dered
masters in their own right

B. UCLA' s Filmand Tel evision Archive

UCLA' s Fil mand Tel evision Archive naintains the second
largest television collection in the country accessible to
schol ars and other researchers. Fromits vantage point in the
Los Angel es area as a center of production, the archives has
been able to interact with the Acadeny of Television Arts and
Sci ences, the creative and production comunities, independent
producers and the mgjor studios, even wi dows and heirs of



tel evi si on personages, to amass a huge and eclectic inventory
of television prograns dating fromthe start of broadcast
history. Current estinmates are 60,000 television titles, and
al nost 200, 000 including news and public affairs. The hol di ngs
include a broad range of American conmmercial and public

tel evision progranm ng both regional and local, with specia
strengths in the 1950's. The archives's origin stemmed from an
agreenent with the National Acadeny of Television Arts and
Sciences in 1965, resulting in the creation of a Nationa

Tel evi sion Library, subsequently conbined with the
university's growing collection of Anerican cinema. Anobng
UCLA's npost inportant collections are the Enmy nomi nees and

wi nners, early broadcasts fromthe Dunont Network, Hall mark
Hal | of Fanme prograns, and the ABC ki nescopes for 24,000
prograns.

The archival programclosely supports and suppl enents the
academic curriculum especially at the university's film and
tel evision school. Therefore the archive has properly
enphasi zed catal ogi ng access as a very high priority.

Accordi ngly, al nbost 95% of the hol di ngs, though not fully
catal oged, are retrievable through the university's conputer
network, ORION, also accessible through the Internet. The
university has recently constructed a new storage facility to
house this inportant collection.

SPECI ALl ZED PUBLI C ARCHI VES: A SELECTI ON

A.  National Archives and Records Adm nistration

A federal repository for the permanently val uabl e records of
the United States

Governnent, NARA has accessi oned extensive quantities of
broadcast television prograns as well as videotape records
used for docunentation. Current estimates include 75,000 reels
of filmmade for televised use and 42,000 vi deotapes. Wthin
the federal establishnent videotape has suppl anted notion
picture filmas the prine recording nedi umfor noving imges
for both civilian and mlitary agencies. Public information
prograns, research and devel opnment footage |ike NASA' s, the
Ofice of Economic Qpportunity's experinments with community
prograns, and USI A Worl dNet prograns intended for overseas
audi ences, to nmention a few exanples, exist as videotape
recordings. Mlitary operations, including the invasions of
Grenada and Panama and the GQul f War, are docunented on

vi deot ape. The House and Senate floor proceedings are another
i mportant source of video docunmentation, anopunting to nore
than 2,000 recorded hours each year.(92) Even sone federal
courts have required videotape recordi ngs of proceedi ngs on an
experinental basis. In viewof all this activity, it is clear
that the primary noving i mage record of Anerican heritage at
the national |evel of experience will depend upon the
successful management of large inventories of videotape
recor di ngs.

Anmong NARA' s hol di ngs are ki nescopes of the inportant
Chronoscope television interview series broadcast by CBS
1951-55, donated by the sponsor, Longi nes-Wttnauer, without
restriction. NARA has al so received vi deotapes of the MacNeil -
Lehrer News Hour, C- SPAN original programm ng, and CBS News
daily newscasts and special events coverage dating from 1974
to the present. During the Vietnam War the Defense Depart nent
made ki nescopes of network newscast coverage of the war, 1965-
74, fromthe three major networks and circulated copies to
mlitary posts overseas. Now in NARA s custody, the kinescopes



for the first three years, 1965-1968, including newscasts of
the Tet Offensive, are uni que because the Vanderbilt
Tel evi sion News Archive only started operating in August 1968
and the networks thensel ves did not save copies of entire
newscasts until the 1970's, when they could do so using 3/4-
inch cassettes.

The presidential library system nanaged nati onwi de by NARA
contai ns extensive hol dings of television and video materials
pertaining to individual presidential admnistrations from
Her bert Hoover to George Bush. Altogether there are

approxi mately 36,000 tel evision subjects on 10,000 reels of
filmand 53,000 videotapes. The nmajority of them stem from
Wi te House coverage of official public appearances and acts,
solicited and unsolicited donated materials, and prograns
copied off the air.

Technically, NARA' s holdings reflect a variety of video
formats al though the 2-inch format failed to make nuch of an

i mpact anong federal agencies, except in the Wite House
itself during the Lyndon Johnson and Richard Ni xon

adm nistrations. NARA s video preservation strategy centers
on providing good storage conditions for the |ong-term storage
of videotape originals as exenplified in Archives Il at
Col | ege Park, Maryland, and on naking reference copi es upon
request. Presidential Libraries have generally nade excellent
progress in copying obsolete formats.

B. Public Affairs Video Archives

The Public Affairs Video Archives located at Purdue University
has a cooperative arrangenent with C SPAN, the public affairs
vi deo network supported by cabl e tel evision conpanies. (93)
Started in 1987, PAVA records all C SPAN progranmng off-air,

i ncl udi ng Congressional floor proceedi ngs and sel ected

conmmi ttee hearings, catal ogues them and distributes themto
schol ars and researchers. Al events are covered in their
entirety without comercial breaks. Approximtely 5,000
prograns totalling 7,000 hours each year are recorded on 6,000
S-VHS vi deotapes. For the first few years of operations, PAVA
used VHS as the master recordi ng. PAVA hol di ngs al so include
about 3,000 3/4-inch cassettes deposited by C SPAN. C SPAN
transfers its programoriginals to the National Archives and
Records Adm nistration under a separate deposit agreenent.

Excl uded fromthe agreement with NARA are video recordings of
Congr essi onal proceedings, since NARA al ready receives copies
directly fromthe House and Senate.

As a unique feature, C SPAN |icenses PAVA to sell videotapes,
in their entirety or as conpilations; the incone returns to
PAVA to help defray the cost of operations. An estinated
12,000 videotapes will be distributed in 1996. In order to
stinmulate interest in use of the prograns, C SPAN issues
grants to teachers or scholars which are redeened at PAVA for
t he purchase of video cassettes. This unusual arrangenent
between a public archives and a broadcaster may serve as
useful nodel for the devel opnent of additional public-private
partnerships to safeguard Anerican tel evision and make it
avai | abl e for use.

C. Political Commercial Archive

Anot her institution worth a special nention is the Political



Commercial Archive of the University of Oklahoma, which houses
about 37,000 television political commrercials produced from
the 1950 to the present, illustrating many facets of American
political life at every level of government, including

el ections, ballot issues, and advocacy on public policy

i ssues. (94) By a large neasure, the archives owes its success
toits integration into the conmuni cati ons and political
science faculty where its hol dings support the educationa

obj ectives of the university. |In fact, the archives is
extensively used by scholars and individuals froma variety of
institutions and backgrounds, further attesting to the
research value of these television materials. In recognition
of this value, the U S. Departnent of Education over nine
years awarded the university $750,000 under Title I1-2C of the
H gher Education Act, Strengthening Research Library
Resources, for use in catal oging the hol dings, providing a

| ocal database, and collections-level description for

OCLC. (95) The grant al so enabl ed the archives to prepare 3/4-
inch and 1/2-inch video cassette access copies. The archives
has been the only television recipient of this award, and this
recognition encouraged the university to install a climate-
controlled vault for the |Iong-termstorage of the collection.
In addition, the National Endowrent for the Hunanities
announced a substantial grant for the archives's use only this
year.

D. New York Public Library Collections

Oiginal docunentation of the performng arts represents stil
anot her kind of television or video genre, the |argest

col l ections of which are held under the adm nistrative
unbrella of the New York Public Library.(96) Such recordings
represent uni que audiovi sual docunents of past performances,
sonmet hing for which no witten record can ever substitute.
When the recording deteriorates beyond use or succunbs to
format obsol escence, the researcher will never be able to
judge the performance for hinself or herself. New York's
Library for the Performing Arts contains one of the world's
forenpst collections of filmand videotape of live theater
performances. The Dance Coll ection contains nore than 8,000
vi deot apes that in aggregate have encouraged revol utionary
changes in the study of dance choreography since the
collection was established over thirty years ago. In addition
to acquisitions, both collections contain original video
recordi ngs shot under the supervision of the archives to
docunent inportant performances. The archives also contains a
great deal of collateral docunentation such as manuscripts,
menorabilia, clipping files and so on. The library funds the
operations of the collection, but nust rely on outside support
for preservation activities. The collections receive frequent
use, aided by their ideal location at Lincoln Center, but |ack
access copi es and adequate storage conditions. Converting
obsol ete formats has been done very selectively.

E. Awards Associ ations and Archives

Br oadcasti ng awards associ ati ons have been inportant over the
years for identifying progranms that have been recogni zed by
broadcasti ng professionals as superior productions based on
perfornmances by actors, or on witing, directing, or sone

ot her aspects of production by which the prograns are judged.
Entertai nment progranms as well as docunentaries, news, and
public affairs prograns have recei ved nunerous awards and
conprise an inportant historical record of American
broadcasting. As a side benefit of the awards process, copies



of sone program wi nners and nomi nees have been placed in
archives for safekeeping and public access. As noted above,
the Acadeny of Television Arts and Sciences regularly deposits
in UCLA its Emy-award wi nning prograns, plus the nom nated
ones. The Leonard Library of San Francisco State University
receives Emmy winners fromthe local chapter of the Nationa
Acadeny of Television Arts and Sciences. The Dupont Award-

Wi nni ng prograns in broadcast journalismare housed at the
Departnment of Communi cations at Col unbia University.

The | argest award collection is the Peabody Award Archive

nmai ntai ned at the University of Georgia. Although the
archives was founded in 1976, its television holdings date
from 1948 and consi st of 2800 reels of filmand about 21, 000
vi deot apes, including entries and wi nners. The col |l ection
grows by nore than 1,000 itens yearly. Scholars and other
researchers benefit fromthese collections because of their
wi de range of subject natter and because they represent al
tel evision genres in national and | ocal broadcasting, public
broadcasting, and even children's progranmm ng. Col unbi a

Uni versity does not have an archival programfor its copies.
San Francisco State |acks the nmeans to duplicate its

coll ection. UCLA can only make sel ective preservation copi es,
and the Peabody Archive is limted to anal og-to-anal og
copying. Al in all, there is no assurance that the content of
these collections will survive into the next century.

BROADCASTI NG MUSEUMS
A.  Miuseum of Tel evision and Radi o

As an institution dedicated to pronoting public access to the
audi ovi sual history of Anerican broadcasting, the Museum of
Tel evi si on and Radi o has perhaps the nationps nost visible
tel evision collection.(97) The basis for its success started
with a handsone endownrent fromWIliam$S. Paley, who fromhis
vant age poi nt as founder of CBS, persuaded the other networks
to contribute programming to the nuseunms collections. First
established in 1975, the nmuseum noved into a newy desi gned
building in mdtown Manhattan in 1991, and, as another

m | estone, opened a sister nuseumin Los Angeles in Mrch
1996; it is now described as "one nuseumw th two | ocations."

Approxi mat el y 50, 000 tel evision prograns are included anong
its holdings as well as sone 10,000 tel evision comerci al s.
Oiginals consist of videotape except for 5,000 fil mbased
subj ects. The growth rate is estimated at 6% a year.

MIR has established a protection program based on the

princi ple of nmaking a consistent or systematic nmaster tape of
each program This suited the museum objectives because in
many i nstances donors did not deed originals to the nuseum
only copies made by the donor or by MIRitself. During the
1970's, when MIR first started operating, its master format of
choice was 3/4-inch U matic; today it is nostly D2, a digita
format. MIR uses Hi -8 for its reference copies and D-3 to
support its exhibits and other outreach activities. The entire
t el evi si on hol di ngs have been replicated in D3 for the Los
Angel es site. MIR s preservation strategy assumes repl acing
the U-matic nasters, either by retrieving the originals and
re-copying themor by reproducing fromthe 3/4-inch cassettes.
Additionally, another feature of its strategy is to store
masters off site in a climte-controlled storage facility.

MIR conpl enents the work of television archives prinmarily
through its efforts to interpret the history of Anerican



broadcasting to the general public. Paley hinmself saw nuseum
interpretation as one of the greatest benefits for the genera
public. MIR has carried out his vision by providing a user-
friendly research environnent in attractive surroundi ngs, open
to all visitors regardl ess of purpose or credentials, with
speci al accommmodations for schol ars, school groups, and

sem nars. Altogether, the nuseum s outreach prograns have
done nuch to raise the level of public awareness of the

i mportance of broadcasting in our history and culture. The
nmuseum obtai ns funding fromits endowrent, from cash

donati ons, through in-kind donations from nmanufacturers of
tel evi si on equi pnent and vi deot ape, through voluntary
contributions at adm ssion, nmarketing of nmuseum products, and
t hrough ot her sources.

In addition to exhibits and a variety of special prograns, the
act of interpretation nmanifests itself in the collections. The
materials are acquired through contractual arrangenents with

t he networks, studios, and other producers, and through
solicited and unsolicited offers.

Regardl ess of source, the selections are governed by a desire
"to establish a balanced collection of significant progranm ng
that represents all inportant genres." Selections are nmade of
national and | ocal programm ng, including sonme representation
of international programing. Evaluation criteria include

hi storic significance, social relevance, and artistic
excel l ence, evidenced by awards. Scholars and the creative
comunity have an opportunity to influence staff selections.
Rarely does MIR keep entire runs of series, only what
represents the nost inportant episodes or issues. Truly a
collection, with each itemcarefully selected according to the
staff's working criteria, the nuseum s holdings tend to

stinul ate research in sone areas while precluding it others,
and al though its holdings may represent highlights of
materials held in television archives around the country, by
virtue of its selective policy, they do not duplicate other
hol di ngs, in particular, in the area of television news.

B. Miseum of Broadcast Conmunications

Founded in 1986, the Miuseum of Broadcast Communications is the
second | argest broadcast museum programin the United States
its collections docunent broadcasting history on a nationa

Il evel with special enphasis on the Chicago netropolitan area
and the mdwest. Currently it holds approximately 10, 000

tel evision prograns and 8,000 comercials. The nmuseumtends to
acquire originals and prepares naster recordings on 3/4-inch
cassettes. Faced with significant arrearage in catal ogi ng and
transferring originals, MBC has undertaken several innovative
steps to raise funds to support its work. It devel oped a
partnership with NBC for the transfer of 2-inch tapes of
Tonorrow i nterview shows featuring Tom Snyder in the 1960's
and 1970's. Though directed at its radio hol dings, MBC

negoti ated a donation to acconpany the acquisition of radio
prograns sponsored by the Wigley Conpany of Chicago. It has
al so experinented with grass roots canpaigns to raise

noney. (98)



CHAPTER FOUR:
LOCAL TELEVI SI ON NEWS ARCHI VES

LOCAL TELEVI SI ON NEWS ARCHI VES
I ntroduction

The nost devastating | osses have al ready occurred anong files
of news film and vi deotape produced by | ocal television
stations throughout the United States, devastation that has
taken pl ace because station owners and executives, often
renote fromdaily broadcasting operations, failed to see nuch
cost-benefit value in keeping recordings of old news. In the
m d-1970's, a period marked by the transition from 16nm news
filmto 3/4-inch U-matic cassettes, about 700 conmercia

tel evision stations were operating in the United States. Less
than 10% of the stations transferred their news filmto public
archives. The rest was nostly destroyed.

Converting broadcast operations to Electronic News Gathering
(ENG pronpted the whol esal e destruction of entire film
libraries, sone of which had spanned 25 years of |ocal and
regional history, fromthe fifties to the seventies. From
managenent's point of view, news filmfiles were unw el dy,
difficult to access, took up costly storage space, and, in an
industry that rarely | ooked toward its past, offered little
potential for rebroadcast. Sone managers felt the files
represented legal liability if placed in the wong hands
Copi es of conpl ete newscasts were never saved because very few
were recorded; only the filminserts and mllions and millions
of feet of field footage in small rolls were |eft over. Over
the years canera operators and archivists have traded ironic
stories of how entire libraries were discarded in dunpsters,
del i berately burned, or just given away. News film caneranen
frequently took what they wanted assuming it would only be
destroyed in the end.

Devastation of local news filmlibraries still continues
Earlier in 1996 the U S. Assassination Records Review Board
transferred | ocal news footage to the National Archives
showi ng events in Dallas just before and after the

assassi nation of President Kennedy. A station enployee had
kept the original footage for years as a personal possession
and later entrusted a copy to a friend. Last year a
projectionist noticed several cartons at a | ocal Washi ngton,
DC, station about to be discarded and casually asked for them
The cartons contained rare |local news filmfromthe 1960's and
1970's, in a capital city where no news filmlibraries
survive. An on-canera interviewwith Sirhan Sirhan at a
protest against the United Nations taken before his

assassi nation of Senator Robert Kennedy was destroyed. (99)

At | east one local station in New York has under consideration
a plan to destroy its news film in a city where no comercia



f oot age has been placed in a public archives

W despread indifference toward the historical value of |ocal
news footage has also continued into the era of videotape

Li ke the network national news there is no FCC requirenent
that | ocal newscasts be saved. Video cassettes are nostly
erased and recycled. Stations rarely keep copies of conplete
news prograns nore than a week. One journalist reported that
the video coverage of Jerry Brown's governorship in California
was expunged. "Unt ol d whol esal e destructi on has taken pl ace
through the erasure and recycling of $20 video
cassettes. " (100)

Harry Sweet, a |ocal news caneranan who worked in the
Sacranento area, is one of the genuine rescuers of this
heritage. He persuaded KCRA to donate nine mllion feet to the
Sacranento History Center. Upon learning that KOVR s news
filmwas scheduled to be thrown out when their station noved
to new facilities, he rescued six mllion feet, 1967-81, for
the California State University at Sacranmento. Anobng ot her

hi storic subjects, it contained coverage of the Robert Kennedy
presidential canpaign in California and his assassination in
Los Angel es, the Synbionese Liberation Arny's ki dnapping of
Patty Hearst, and Ronal d Reagan's inauguration as
governor.(101) Anong his recollections, Sweet renenbered

tal king to someone who worked in a Pittsburgh station that had
just burned three nmllion feet of news film

A survey presented to the National Center for Filmand Video
Preservation of the Anerican Filmlnstitute in 1986 sketched
out the devastation taking place to our television heritage
across the nation. The survey included 107 of the ol dest
television stations in the United States, which tended to be
in the larger broadcasting markets. O the 69 stations which
responded, only 22% kept news film if one assunes stations
not responding likely did not retain news filmeither, then
only 14% of the surveyed 107 stations kept news film This
confirned the destruction of the vast mpjority of America's
earliest news film The report further concluded that station
enpl oyees were generally not well informed about their film
hol di ngs or about the voluntary noratoriumon destruction the
Center was trying to pronote. (102)

Currently almost 1700 conmercial stations are broadcasting in
the United States. (103) In 1980, pretty nuch the end of
the news filmera, 706 comercial stations were operating in
the United States. By any neasure |less than 10% of the news
filmlibraries survive

A variety of institutions throughout the United States have
indicated custody of daily collections of television news.
(See Appendix C.)
--There are about 48 local television news collections in the
United States. (104)
--The total footage nationwide is estimated at over 100
mllion feet.
--Most have acquired | ocal television news collections by
donation or solicitation.
--Only a very small nunber of local television news archives
acquire collections by recording off-air.
--At the present tinme local television archives have over
11, 000 obsol ete vi deot apes to copy.
--Organi zationally local television archives can be descri bed
as foll ows:
a. Historical societies: 13
b. Universities, public and private: 20
c. State and nunicipal organizations, including public



libraries, state archives,

and nuseuns: 11

d. O her categories: 4

--Only 31 states have at | east one | ocal television news
col |l ection.
--19 states have none.
--Many |l arge netropolitan areas have no commercial |oca
tel evision news collections in public archives, including
Bost on, New York (public television news only), and
Washi ngt on
--The nunber of local television news archives by region is as
fol |l ows:

Nor t heast 03
Md-Atlantic 08
Sout h 12
Central 14
West 11

At best these organi zations maintain a | oose professiona
affinity, some through the Association of Myving | nmage
Archivists or the Society of American Archivists, and, due to
budgetary reasons or |lack of interest, sone not at all. In
1987 the National Center for Filmand Video Preservation and
the State Historical Society of Wsconsin hosted the first

| ocal television news conference, held in Mdison and
sponsored by a grant fromthe National Historical Records and
Publ i cati ons Commi ssion (NHPRC). Representatives of 30 |oca
coll ections attended. Subsequent neetings have taken place
within AM A's annual conference, and |ocal television news
archivists have a neans of communicating within AM A" s News
and Docunentary Working Group. They represent the |argest
constituency within AM A Nonet hel ess, this conmunity needs to
define itself and inprove comunications between | oca
archives. The need for a second major |ocal television news
archives conference is inperative. Ten years since the first
maj or conference is too |ong.

As it happens, the NHPRC has becone the nmjor financial
supporter of | ocal television news collections. |n 1991 the
Conmi ssi on gave a grant to the National Center for Filmand
Video Preservation to prepare a curatorial nmanual for the
managenent of television news filmand videotape
collections.(105) |In addition, the Conm ssion has granted
about a half-mllion dollars to 11 local television news
projects to inprove preservati on and access. (106) Were

ot her maj or funding organi zati ons have failed to take notice
t he Commi ssion early recogni zed the historical value of these
collections. "From New York to California," Gerald George
testified, "fromNorth Dakota to M ssissippi, future scholars
and the public are going to be able to get at |east sone
glinpses of what life was like in 20th century America and
what our history |ooked |ike as it happened, thanks to the
wor k of NHPRC grantees with news filmand video collections.™
The Conmi ssion realizes, however, that its contributions can
scarcely address the full work load if "we are to assure the
peopl e of this nation sonething nore than a haphazard vi sua
record of its remarkable history...."

Regardl ess of NHPRC s very hel pful support, the state of the
nation's local television news collections remains inreality
extrenely desperate. Local archives have acquired television
collections without the necessary resources to care for them
As result, several deplorable conditions typify the state of
nmost of these collections.

Insufficient staff for processing thousands of small film
clips or rolls, thus inhibiting access and preservation



wor k.

Nonexi stent or idiosyncratic finding aids conpiled at

| ocal stations usually w thout the benefit of
professional librarians, again inhibiting research
access.

Use of originals and | ack of reference copies, risking
per manent danmge.

Lack of internedi ate copies or protection copies.

Lack of a sufficient nunber of filmviewers.

Lack of appropriate video playback and recording

equi pnent for anything but 3/4-inch and 1/2-inch formats.
Use of low resolution 1/2-inch for off-air copies as an
econony neasure.

Lack of shelving space and other storage facilities,

whi ch di scourages di spersed storage

Lack of professionally trained technical staff.

Lack of staff to devote exclusively to the managenent of
the tel evision news collections.

No | ocal television news archives indicated the
availability of cold storage facilities for color film
originals, and only small nunber indicated | ow humdity
storage, below 40% for filmand videot ape

Most | ocal archives did not receive underlying rights and
title along with the physical property, a condition that
has prevented them from earning preservation funds from
the potentially lucrative sale of stock footage.

Two case nodel s: San Francisco State University and the Louis
Wl fson Il Media History Center.

These two archives are worth discussing in sone detail not
because they represent two extrenmes but because their problens
are synptomatic of the entire field, and yet they have

achi eved a certain neasure of success while working with
limted resources.

Established in 1981, the archival programat the Leonard

Li brary of San Francisco State University centers around news
filmfromKPI X and KQED, both local affiliates. The hol di ngs
docunent the rich and colorful history of San Francisco.

Al together there are about ten mllion feet. Not having
received a transfer of copyright, the archives earns no incone
fromthe sale of stock footage but does charge a $35 per hour
research fee to reinburse the archives for sonme of the staff
tine.

Since 1981, the archives has received $135,000 in grants,

i ncl udi ng $55,000 fromthe NHPRC to organi ze, repair, and
transfer part of the collection. Interns and volunteers, for
lack of permanent staff, performessential roles in reducing
the arrearage in examning, repairing, |ogging, conpiling
small reels on to uniformsize reels, and re-housing. Only a
smal|l portion of the collection is catal ogued and i ndexed.
Searching is difficult for the bulk of the collection because
a great deal is still stored in huge cartons

Fol | owi ng the archives' own established procedures, it takes
one person to process 50,000 feet each nonth. At this rate, a
backl og of about 17 work years exists; not an unmanageabl e
nunber if two or three staff positions were nade avail abl e.
In addition, there is an acute equi pnent shortage with no
backup players and no players for basic formats |ike Betacam
Little or no preservation copying has taken place and in nost
instances originals nust be used for reference. Storage
conditions are al so inadequate. Faced w th overcrowdi ng and
under funding, the university nust increasingly focus on its



basi ¢ educational mssion, |eaving few resources for
audi ovi sual archives.

Founded in 1986, the Louis Wl fson Media History Center has
been abl e to succeed because its frequent educational prograns
have pronoted public awareness of the val ue or preserving

| ocal television news and have brought recognition to and
support of the Wil fson Center's work. Established jointly by
the M am -Dade Public Library and Community Col |l ege, the
University of Mam, and the Wl fson Foundation, the Center
was set up in 1986 to receive the first transfer of the news
filmfrom WV dated at early as 1949, sone three nmillion
feet, the only news filmcollection to survive in South
Florida. This collection now anbunts to nore than ten mllion
feet in addition to the other Florida-related collections
donated to the center by a variety of donors. Also, the Center
records sixty hours a week off-air since the local stations
only keep their broadcasts about one week. Mst inportantly,
the Center received the transfer of copyright fromWJV, thus
all owing earnings fromthe sale of stock footage to be used to
fund preservation and other archival activities.

The Center has a fairly active stock footage sal es program
that attracts research requests worl dwi de. The collection
richly docunents the entire transformation of Mam and South
Florida, profoundly influenced by the consequences of the
Cuban Revol ution. The inpact of the Bay of Pigs invasion in
1961 and the Mssile Crisis of 1962 on Floridians is shown.
But the val ue does not have to relate to conpelling nationa
topics to be inportant to the state or locality. The

coll ection shows the ethnic transformation of the region with
its new human dynamics and interrel ationships. In recognition
of the inportance of the Center's work the Florida legislature
gave it an official designation in 1989 as a statew de
repository for filmand television materials relating to the
hi story of Florida.

Nicely situated in the M am -Dade Public Library, which covers
over head costs, the Center enphasizes public outreach and
education. The Center conducts nunerous sem nars and

screeni ngs each year, often inviting guest television
producers. Among the seminars are, "Historical |mages: Ethnic

Diversity in Mam ," "Eyew tness Tel evision: Mving Archives
and Regi onal History,: "Eyew tness Tel evision: The Cuban
Mssile Crisis," "Eyew tness Tel evision: 1968, "and Wtness to
Hi story: with Congressman Dante Fascell"; the latter,

conduct ed on the occasion of Fascell's retirenent presented
i ssues, events, and legislation that related to Fascell's
career, 1954-1993, as reflected in the collection. In

addi tion, there have been nunerous retrospective screenings
and filmand tel evision sem nars connected with the M ani
International Film Festival, all of which have increased
publ i c awar eness

El i zabeth Drew, born and raised in South Florida, who has
produced a nunber of award- wi nning docunentaries for public
tel evision, spoke at one Wl fson sem nar:

The Wol fson Center's facility at the M am -Dade Public Library
may not | ook anything like Jules Verne's tinme machine, but
it's nmuch better. Real pictures of what life was |like from
all kinds of sources, all kinds of people, all kinds of
perspectives. And that is pure gold to historians and to
filmuakers like nme and really to all of us. Because it's a way
of preserving our stories, the place where the raw nmaterials
of history are kept safe for the future, visions of the

Fl orida comunity not only for us and our children, but for



everyone everywhere.. ..

The Wbl fson Center has nade good progress in
cleaning repairing, splicing and copying its filmto
3/ 4-inch and 1/2-inch tapes. Still the Center |acks
storage space, equipnent, and staff to acconplish
sone of its mmjor objectives. Nevertheless, the

hi storical value of the hol dings conbined with
public visibility in an educational context has
given the Center useful |everage for obtaining
grants fromstate, local, and national sources.

General Assessnent

For nost local television news footage fromthe late 1940's to
the 1970's it is already too late to do anything. Prograns
were just not recorded and millions of feet of filmclips and
outtakes were destroyed. Television stations still erase and
recycle their video cassettes. Extant collections scattered
around the nation in public archives are in a kind of hold
pattern. Wiile they may not be destroyed, it is far from
certain by any neans that they will be preserved. A
consistent refrain fromthe archival community points to a
uniformty of needs for greater operational resources. Wthout
sufficient resources (staff, supplies, equipnent, facilities)
the local television archives cannot hope to acconplish even
rudi nentary preservation steps. Acetate filmwll succunb to
vi negar syndrone, color filmwll fade, and originals wll
deteriorate from abusive handling. Inexorably a unique record
of contenporary Anmerican history will be |ost forever

The states, localities, and regions, nust take primary
responsibility for contributing the resources that docunent
their own history. However, |ocal news television projects
that have broad positive results (such as establishing node
prograns that can be shared with other archives, encourage
consi stent procedures, or encourage sharing of information for
the benefit of a w der archival or educational community) are
al so appropriate for funding at a national |evel. Further

| ocal archives should negotiate for the transfer of copyright
bef ore accepting tel evision news collections, perhaps even re-
openi ng negoti ations on past transactions. Archives should
seek donations of equi pnent fromstations, and while it may be
too late to seek the donation of filmequipnent, video

pl ayers/recorders and ancillary equi pment nmay be avail abl e
fromtine to tine

The idea of a noratoriumon further destruction proposed by
the National Center for Filmand Video Preservation should be
re-introduced, specifically aimed at commercial television
stations and conveyed through the National Association of
Broadcasters. These stations should be encouraged to seek the
cooperation of local archives to discuss donations or
transfers. In addition, in view of the unconscionable practice
of recycling news tapes, |ocal archives should be encouraged
to set up off-air taping prograns of news prograns as
pernmitted under the Copyright Act of 1976.

CHAPTER FI VE



VI DEO ART AND | NDEPENDENT VI DEO
VI DEO ART AND | NDEPENDENT VI DEO

I ntroduction

So far this discussion has addressed the preservation of
television and video materials in terns of established or
mai nstream nedi a. Yet another universe of culturally and

hi storically significant videotape exists on the fringes of
establ i shed broadcast nedi a where preservation is the nost
difficult to acconplish. To be specific, the works of video
artists and i ndependent video producers face a precarious
exi stence. Researchers find it difficult to determ ne what
was produced and what still exists. Many of the earliest
t apes have already decayed.

I mportant video collections, nmaintained on the east and west
coasts and in such cities as New Ol eans, Chicago, and

M nneapolis, are held by nuseuns, libraries, nedia centers,
col | ege audi ovi sual departnments, nonprofit distribution
outlets, conmmunity organi zations, and production units;
individual titles are held by original producers or artists in
cl osets, basenents, and other unsuitable places. Many titles
are located in collections in New York state as a result of
the New York State Council on the Arts's early interest in the
devel opment of video as an art form beginning as early as
1969 and 1970. By the 1980's NYSCA, joined by other funders,
was supporting over 80 organizations involved with

vi deo. (107) Few of these productions have found their way to
traditional archives. Virtually none have been registered for
copyright, and consequently the Library of Congress has had
little opportunity to acquire them

The Experinental Tel evision Center, whose collection shows
contenporary technol ogy-based art practices since 1969,
confronts problens synmptomatic of a larger video culture.
Their staff has observed severe sticking on open-reel tapes,
whi ch are gummy, jamin players, and cause heads to clog

Pl ayback equi pnent for obsolete formats is difficult to

mai ntain and al nost inpossible to repair. Simlar problens
have been observed with 3/4-inch U-nmatic tapes recorded only
10- 15 years ago. The record of the Center's past is
inextricably linked to the future of 1/2-inch open-reel tape
a nmediumon verge of total extinction.

Born out of the social and political turmoil of the 1960's,

t hese video works were anong the first tangible artistic and
docunentary productions nade with Sony's |ightweight portable
vi deo system known as the "port-a-pack," originally marketed
for the consuner but adopted by artists and activists. In
contrast to the networks whose | arge video caneras were
tethered like unbilical cords to relatively inmobile 2-inch
vi deot ape recorders in studi os or equipnment trucks, artists
and activists adopted port-a-packs as a new neans of
docunent ati on and expression. Wth unencunbered nobility,
they were free to experinment, to explore new rel ati onshi ps
between light, space, and objects, still or in notion, and
outward and i nner personal experiences. Others, nore focused
on their own political and social environnents, chose to
docunent aspects of society they perceived were rarely treated
by the mai nstream nedi a or which needed to be presented in a
di fferent perspective, and thus they challenged the often
monolithic world of network television. They found outlets in
community centers, libraries, college canpuses, public access
channel s, and public television. Video as original art and
video as social and political commentary were two identifiable



trends of production, occasionally overlapping in style and
content. According to one assessnent,

The collections reflect a unique period in the Anerican socia
hi story, where the boundaries between art and conmmunity

devel opnment were blurred; in nmany cases artists becane
community activists and activists experinmented with creative
uses of the new nedium of video to interact with and energize
comunity nenbers. (108)

Many prograns, originated by experinental television

wor kshops, were carried out in conjunction with public

tel evision; sonme were aired on public television; others were
synt hesi zed for network tel evision and, arguably, influenced
networks' future production in content and style. Nonethel ess,
their enduring significance is not so nuch their innovative
use of a new communi cations technology as it is their rich
docunentation of an era that goes well beyond the broadcast
nedia's then-prevailing attitudes and concerns. (109) Because
these genres are not as well known as the broadcast nedia,
sone review of their production may provide hel pful background
i nformati on.

Two novenents energed out of independent video; one had a kind
of engag, confrontational style and the other represented a
process of self-discovery in which comunities could identify
for thensel ves the underlying dynamcs that nilitated agai nst
soci al change and econonmic inprovenent in their lives. Wat

t he novenents both had in common was their ability to make
television transcend the limtations of nere entertai nnent. As
Dei rdre Boyl e has observed,

Hundred of hours of docunentary tapes were shot by
under ground groups, tapes on New Left polenm cs and
the drama of political confrontation as well as
video erotica. Video offered an opportunity to
chal l enge the boob tube's authority, to replace
television's often negative i mages of youthful
protest and rebellion with the counterculture's own
val ues and televised reality.

TVI TV covered the 1972 Denocrati ¢ and Republican Conventions
wi th port-a-packs produci ng docunentaries that had a sense of
irreverence and verve. Downtown Community Tel evision (DCTV)
produced prograns on social issues at the local level like
The Police Tapes (1976) and occasionally on internationa
ones, |ike Cuba: The People (1974).(110) Started in 1986

Deep Dish Television, the nation's first grassroots satellite
tel evision network, downlinks to over 300 public access
stations and sonme PBS stations. G ven broadcast nedia's
enphasis on New York and Los Angel es, one of the Deep Dish's
ains is to cover other parts of the country, for exanple,
Native Anmericans and Chicanos in the southwest. The Peopl es
Vi deo Theater and the April Video Co-op are still other
exanpl es. Paper Tiger produces critiques of mainstream nedia
whi ch are shown on public access channels and universities
for exanple, they produced prograns that were critical of the
tel evision news coverage of the Qulf War. Many of these groups
participate in an organi zation called the Alliance for
Conmuni ty Medi a.

I ndependent video includes community video, an innovative
genre used to assist in the aneliorating the lives of people
who lived in poverty and were victins of racial

di scrimnation. During the 1960's and 1970's comunity video
appeared all over the United States nodell ed on Canada's
"Chal | enge for Change" project which enployed filmand video



to involve communities in their econom c and soci al

devel opment. In the United States, the Ofice of Econonic
Qpportunity, a federal agency, sponsored film and video
projects ainmed at urban and rural groups, pronpting themto
speak on and off canera in dial ogues on poverty and racismin
their own communities.(111) The tapes were shown to the sane
groups to pronpt further discussion and they were used in

ot her communiti es.

As anot her exanple, Broadside TV originated |local cable
progranm ng produced by comunity video activists in

Appal achia during the 1970's. As Boyl e has observed, "they
hel ped extend the concept of oral history to video and gave
isolated people living in the hills and holl ows of Appal achia
a tool to confront strip mners, state legislators, and future
generations. " (112)

Comuni ty-based video producti on grew out of these denobcratic
traditions and the idea was a free speech of equa
opportunity, of active participation in government and

gover nnent responsiveness to | ocal needs that are so vital
When artists and community producers picked up the first open
reel half-inch video port-a-packs in the late sixties, the
rel ationship of regular ordinary folks to the

t el ecommuni cations industry changed dranatically. (113)

As far as can be deternined, no conprehensive effort has been
nmade to list, catalog, or docunent |et alone preserve this
remar kabl e record of the use of video as a two-way street of
comuni cations, especially for the era of the Vietnamwar when
many Anericans rai sed fundanental questions about the
credibility of our institutions and the direction of our

social policies. Tragically, for lack of preservation funding,
t he remai ni ng audi ovi sual evi dence hangs on the edge of the
abyss.

Advocates of video art |look with envy at the prograns
established for filmpreservation, an indication of their

i mpoveri shed state of funding.(114) Many early works, 1965-
1975, have been lost or left to decay.(115) Wth nore and
nore frequency, debates about the origin, character, form and
nmeani ng of video art are becomi ng theoretical and abstract,
because of a nationwide inability to identify sources, consult
original materials, and nake them available to a wi der public.

The preservation of video art faces severe difficulties. For
exanple, multiple or multi-channel video has been descri bed
nore |like a work of environnental or |ight scul pture that nust
be "installed" by the artist because it often requires
several caneras, nonitors, and players that interact with
objects and viewers. Arguably, no two installations can ever
be alike, and the task of fixing this artistic experience may
be unattainable. Video art works consisting of single channe
or conventional videotape have their own set of typical
preservation problens, anbng themthe critical inmportance of
working froman original in an era of anal og recording nowin
decl i ne.

Fortunately, under MoMA's video art acquisition requirenments

t he museum obtains three copies: a submaster, 3/4-inch and
later 1l-inch (the artist retains the original), an exhibition
copy, and a study copy. MoMA has about 800 titles in its video
art collection, and it too has been a beneficiary of NYSCA
MoMA has had some success in raising preservation noney from
exhibition of video art. Like filmpreservation, MoMA is a
leader in this field, but few other organizations are in a
position to enulate their policies w thout additional funding.



Est abl i shed 25 years ago, Electronic Arts Interm x has a
library of about 2,000 titles representing work by over 200
artists. EAl is primarily a distribution center but tries to
transfer early tapes upon request. Anpbng its nost frequent
requestors are curators, witers, and artists who woul d not,
presunmabl y, support higher fees even for EIA s preservation
activities.

One exceptional bright spot in this litany of generally
underfunded arts projects is the Andy Warhol Preservation

Proj ect, which receives the support of the Warhol Estate and
Foundation. Wien he died in 1987, the artist Warhol |eft some
1, 000 hours of videotapes which he and his associ ates had nade
since 1965, including about 100 hours of port-a-pack video, 1-
inch helical, 3/4-inch, and Betacam The Estate and Foundati on
supported the copying of the tapes primarily to 1-inch Type C
and 3/4-inch. Provisions have al so been nmade for catal oging.

The earliest video art works were recorded on the 1/2-inch
open-reel format, a far |ess stable videotape than anything
used by the networks. (116) Accel erated by generally poor
storage conditions, videotapes are decaying due to fundanental
deficiencies in the product's engineering--after all, it was
only designed for consuners--to the destruction of video
heads, and to the scarcity of playback equi pnment | ast

manuf actured nore than twenty years ago. As a group, these
collections and the organi zati ons that work with themare nore
concerned with salvagi ng 1/ 2-i nch open-reel videotape than any
ot her groups or organi zations. (117)

A Media Alliance grant application submtted to NEH for funds
to catalog this video genre was rejected in 1995 and in 1996.
As the grant points out, many nedia arts groups are unfamliar
wi th professional catal oging practices and | ack conputers and
training facilities, making the devel opnent of shared data
fairly difficult.

"Wthin the nedia arts field we are acutely aware that
access to nost nedia arts collections is extrenely
limted, and in some cases inpossible. Qutside the

catal ogs of a few distributors, organizational and funder
records, and a | oose network of contacts within the
field, there is no way to locate early works."(118)

Fortunately several organizations have been ai ded by
catal ogi ng support fromthe Anerican Filmlnstitute's Nationa
Center for Filmand Video Preservation and have entered their
descriptions into the NAM D MARC- conpati bl e dat abase

mai ntai ned by the Center. Notwi thstanding, an overal
intellectual franmework based on cataloging is sorely |acking
It is difficult for researchers to ascertain what was made and
what may still exist on a nationw de basis.

The interests of the diverse organi zations that maintain
coll ections of these videotapes have been well served by arts
advocacy groups such as the Media Alliance in New York and
the National Alliance of Media Arts and Culture in Qakl and,
and al so through the production facilities and technica
assi stance of the Bay Area Video Coalition in San Franci sco
In 1991 Media Alliance held a Video Preservati on Synposi um
whi ch brought together nore than 60 representatives of arts
and i ndependent video groups, who were given an overvi ew of
probl ens of preserving early videotapes.(119) BAVAC held a
simlar conference in March 1996 as a way of advocating and
advanci ng preservation efforts. BAVAC, though primarily a
production center for nonprofit organi zations, has perforned
| ow cost transfer work for such groups as the M nnesota



Hi storical Society, the Gay and Lesbi an Archive of the San
Franci sco Public Library, the Video Data Bank, and El ectronic
Arts Interm x.

In addition to those already nentioned, there are inportant
collections held at the Long Beach Museum Video Free Anerica
Uni versity Comunity Video, Art Institute of Chicago's Video
Dat a Bank (120), Appal achian Archives, New Ol eans Video
Access Center, Media Bus, Videofreex, dobal Village, and the
Kitchen, Buffalo's Media Study Center, anobng others.

Assessnent

These video materials represent a uni que body of work, "a
nmaj or investnent of both public and private funds into a

hi storical and cultural |egacy that unfortunately renmins
largely out of reach of both scholars and the public."(121)
There appears to be little awareness of their val ue outside
specialized arts circles. Many of the organi zati ons having
custody of these materials |ack preservation expertise
appropriate facilities, and even the staff to catal og or
descri be them

Media arts tend to be the nost underfunded of all the arts,
and any avail able funds usually go to production and not
preservation, a state of affairs that closely parallels the
situation in public broadcasting. Current and proposed cuts in
NEA's grant allocations are perceived as very threatening to
video art, not only to its past record as a genuine art
nmovenent but also to its future

None of the community video organi zati ons have funding to
archive their prograns, and no najor nationally oriented
repository has collected them However, it is easy to see that
in the future these programs will take on conparable

hi storical inportance to the filns fromthe 1930's nmde by the
| abor activists of the Filmand Photo League now housed in the
Museum of Mbdern Art. Only the videotapes in current

di stribution have a chance of survival. This gap will distort
the history of several decades

The persons who produce or work with these materials are
unconprom si ng advocates of the historical and cultural value
these coll ections represent, such as Robert Haller of

Ant hol ogy Archi ves:

Decades from now t he vi deotapes nade by i ndependent and
experinental artists will be at least inportant if not nore so
as the product nmade by the networks and see by mllions.
Though the audi ence for independents is snmall, they speak with
an unconproni sed authenticity less frequently found in the
mass nedi a. (122)

Bar bara London of MOMA has described video art as the "true
art of the 20th century"

Video is a major art of our time. There are a significant
nunber of international artists who have concentrated on video
and installation throughout their distinguished careers. They
have devel oped distinctive thenmes and stylistic

vocabul aries. (123) Video art has already nerged with

conputer art and through digital imagery will no doubt energe
in other forms and pernutations.

The needs of the independent nedia arts conmunity nmerit an on-
going task force devoted to preservation and access issues, a
task force linking the expertise of local groups with that of



nationally recogni zed centers for video preservation. One
place to begin is to conduct a nationw de survey to determ ne
where and how these coll ections are stored and whet her

col l aborative strategies are possible. In addition, it is
necessary to conserve, catalog, and bring these works to the
attention of a wider public and to scholars and educators.
Public tel evision, cable television, and other broadcast

outl ets should be explored for this purpose

Col | aborative preservation efforts are needed such as the
shared use of storage facilities, technical expertise, and
access to proper equipnent. Because it may not al ways be
possible to place these collections in major repositories,
shared or regional storage facilities may be nore appropriate.
As a nonprofit production center, BAVAC has re-formatted sone
early tapes at relatively low cost to other nonprofit groups
but nore nonprofit facilities, services, and equi pment are
needed.

CHAPTER SI X:
ACCESS
ACCESS

A. Educational Val ue

By passing the Anmerican Tel evision and Radi o Archives Act,
Congress denonstrated that it recogni zed the research and
educational val ue of broadcast programm ng and therefore
mandat ed the Library of Congress "to preserve a pernanent
record of the television and radi o prograns which are the
heritage of the people of the United States and to provide
access to such prograns to historians and schol ars without
encouragi ng or causing copyright right infringenment." Further
defining this area of interest very broadly, Congress included
prograns of present or potential public or cultural interest,
hi storical significance, cognitive value or otherw se worthy
of preservation. The mandate included published and
unpubl i shed works, which, in terns, of television have their
own neani ngs. (124) Congress also defined its interests to
include tel evision programming in other countries as
categories appropriate for preservation in the Library of
Congr ess.

The law s origin was based, in part, on an increased
recognition of the growing inportance of television in
contenporary American society and, that to achieve an
under st andi ng of our civilization in any scholarly manner, it
woul d be necessary to have access to past tel evision
progranm ng. To be sure, the history of television as a
discipline is a legitinmte academ c area of inquiry, but
Congress al so envisaged nultidisciplinary values, in

saf eguardi ng and preserving the television heritage; in

hi story, political science, cultural studies, sociology,

et hnography, and so on alnpbst without limt. Television has
becone the primary formof entertainnment and information. By
1960 al nbst 90% of the public had a tel evision set and watched
about five hours each day.(125) Since the early 1970's
trends in university curriculumand research and publi shing
interests have nore than justified Congress's expectation



Tel evi si on prograns used as part of classroominstruction
al l ow teachers to introduce many aspects of nodern Anerican

hi story and a wi de range of social issues. Al television
subj ects have sone educational value. "It is the tota
tel evi sion experience," as nmedia historian Tom Cri pps
observed, "that will teach our offspring what our culture was
like."(126) Whether its politics, gender relations, racial
and ethnic issues, or national psychoses or anxieties, al
genres have sonmething worthy of academic anal ysis. Rather than
dismiss it as a vast wastel and, Thonmas Doherty observed that
tel evi si on shapes our inmagination and colors our existence; it
reflects the values Americans esteem and the val ues by which
they live; and even the |l eaders we elect are transmitted and
nedi at ed by tel evision.

"But in tracing a half century of Anerican life via
television, I--and nost of ny students, | really believe--
found the material rich, conplex, and denandi ng: the death of
presidents, the inmediacy of war, the constitution in action.
The chronol ogy al one tracks a whole range of cultura
transformati ons, nmany inpossible to imagi ne wi thout the
influence--salutary and bal eful --of television. Wuld the
civil rights novenent have finally penetrated the Anerican
consci ence without television? Wwuld crinme and illegitinmacy
have expl oded wi thout the commercial drunbeat of self-
gratification and instant gratification? Surely, these are
subj ects and questions to be pondered in an undergraduate
education. " (127)

One witness conpared the study of television to the val ue of
the 19th-century American novel in a different historica
context. "To talk about politics business, and donestic
life," Mchael Curtin argued, "to talk about these and nany
other issues in the latter half of this century w thout naking
reference to television is to delude oneself with the notion
that television doesn't really matter because it's just cheap
entertainment. On the contrary, a grow ng nunber of prom nent
schol ars woul d now suggest that inscribed in these texts are
the aspirations, fantasies, and power relations of this
society. They are as nuch a part of our social and cultura
heritage as the billions of printed pages in archives and
research libraries across the country."(128)

Nurrer ous schol ars have been acutely interested in the role
television plays in defining social relationships anong
groups, with local communities and national |eaders, and the
world at large. "These interests," stated Lynn Spigel
"necessitate the preservation of our televisual past as a
source of understanding a maj or conponent of the nation's
history and life."(129) Wthout the preservation of
television and video materials, said Janet Bergstrom
representing the thousand-nenber Society of C nema Studies
(SCS), "we would be prevented fromcarrying out our prinmary
m ssion as educators and researchers. Qur academic field,
which is central to charting the history and culture of the
United States, would cease to exist."(130)

Researchers generally favor broad and conprehensive collection
policies. However well intentioned, artful selections preclude
research possibilities rather than facilitate them Preserving
a few popular hits, special episodes of series, highlights,
and ant hol ogi es of prograns tend to dictate research trends to
t he next generation. Selections cannot, they argue,
accommpdate the nultidisciplinary interests of researchers and
schol ars. As described by Spigel, scholars place significant
enphasis on the close analysis of television series as a way
to understand how these series have both shaped and been



shaped by larger, social econonmic, cultural, and artistic
trends." They need to understand the rhetorical and aesthetic
forms, and in order to do this entire series are

necessary. (131) John Caldwell argued that skewed sanpl es
falsely "totalized" the early 1950's as a "gol den age" of |ive
ant hol ogy dranma when Hol | ywood telefilns were just as
important fromthe start. (132)

Schol ars who inpart their know edge and understanding to their
students al so influence future tel evision production.
Producers and witers, Caldwell has observed, use insights
fromtel evision and cultural studies because they have

revi ewed and anal yzed them at universities. Good studies
therefore, are in the production industry's interest. (133)

Tel evi si on News and Docunentari es

Tel evi si on news and docunentaries are also an inportant part
of this audiovisual |egacy. Scholars continually debate the
role of television network news in Anerican life and politics.
The nunber of viewers for evening news for all three networks
in 1980 was 56 million, contrasting with a steady decline in
newspaper circulation. The popularity of prograns |like Sixty
M nutes and other television magazines attest to television's
influence in the news arena. Whuld the civil rights novenent
and the peace novenent against the Vietnam War have entered so
many Anerican lives without tel evision news? Perhaps, but
certainly not as fast and as not as dramatically and

persuasi vely, day after day, with i mages and words that only
tel evision can convey. Was tel evision news just a neutra
observer in these nmonentous changes in American political and
social attitudes or did it act as a catal yst hastening events
and steering themtoward an underlying agenda consistent with
the political beliefs of the broadcasters thensel ves? As
medi a historian Erik Barnouw has suggested, television news
has been used by many different persons and groups for

di fferent reasons: "Thus television news is seldoma record of
events that would in any case have happened. It is rather the
dramaturgy of current history, in which many, with diverse
nmotives col |l aborate."(134) It is easy to predict that

scholars will continually debate the role of television news
coverage in areas that have been critical in our collective

hi story such as international conflicts, presidential election
canpai gns, gender, race, poverty, crine, and the

envi ronment . ( 135)

If the visual record does not survive, such debates can only
lead to frustration. The Federal Communi cations Conm ssion
never required an audiovisual or witten record of television
news broadcasts, only logs, until 1984 (when even this npdest
requi rement was renoved). Speaking to the National Association
of Broadcasters on April 1, 1968, President Johnson said,

Unlike the printed nedia, television wites on the w nd.
There is no accunul ated record which the historian can
exam ne |later with 20-20 vision of hindsight, asking
questions: "How fair was he tonight? How inpartial was he
today? How honest was he all al ong?(136)

The Copyright Act of 1976 provided a persuasive incentive for
the networks to record and retain fixed copies of their
newscasts, because federal copyright protection extends only
to works fixed in a tangible nmedi um of expression, e.g.,

vi deot ape. However, the | aw does not require that the

vi deot ape be preserved to enjoy copyright protection.(137)
Since the md-seventies the networks have tended to record and



retain copies of newscasts. As part of the Copyright Act, the
American Tel evision and Radi o Archives (ATRA) | egislation
authori zed the Library of Congress to record off-air regularly
schedul ed newscasts and on-the-spot coverage of news events.
The Tel evi si on News Archive of Vanderbilt University has

wor ked cooperatively with the Library to help fulfill ATRA's
mandat e.

Systematic retention of televised network news broadcasts did
not begin until August 1968 when Vanderbilt University,
encouraged by Paul Sinpson, a Nashville area busi nessman and
al umus, established the Tel evision News Archive. As an acute
observer of Anerican politics, Sinmpson was nothing short of
outraged by the public's inability to review and scrutinize
tel evision news coverage of the bitterly contested
presidential election canpaign of 1968. The networks

t hensel ves did not keep a videotape record of their nightly
news broadcasts until well into the 1970's when the advent of
3/4-inch U-matic video cassettes nade it cost-effective to do
so. Since the networks are not required by law to retain
audi ovi sual copies, it is fair to ask whether they will in
fact maintain and re-format some of the early cassettes which
are now al nost twenty years old and well past their nornma
life expectancy. Nor are the networks required to register
their progranms for copyright although CBS and ABC have done so
since the 1970s, depositing U-matic cassettes at the Library
of Congress. In addition since 1976 CBS News has deposited as
a gift to the National Archives 3/4-inch copies of its hard
news and speci al events coverage

Li ke the 35mmtheatrical newsreels before them television
news broadcasts have nmany shortcomi ngs as scholars are wont to
point out. The format doesn't exactly lend itself to ful

expl anations: reports are necessarily superficial, transitory,
and often inaccurate; cause and effect relationships fromone
story to another are often elusive. Neverthel ess, viewed
collectively as a daily accunul ati on of audi ovi sua
information, the news broadcasts constitute a trenendous
record of Anmerican history in all its political and socia

mani f estati ons.

Local television news represents this sane research potenti al
on a regional scale. As Lisa Wod put it, "People trust and
respect their local news stations for infornmation gathering on
issues that effect themdirectly. Local stations act as
filters through which Anericans get their world and nationa
news, shape their political opinions, their sense of culture
and their neasurenent of the quality of life."(138) The
accunul at ed audi ovi sual record of |ocal television news
broadcasts, potentially, represents a treasure trove of
informati on about the history of states, cities, towns, and
regi ons throughout the United States, including its | eaders
and residents, the architecture and | ook of buildings and

pl aces, crises and disasters, cerenopnies and parades, trades
and crafts, and other social phenonena that in their entirety
docunent the routines and processes of daily life as they have
evol ved over the last fifty years. Wiat would be the val ue of
a conparabl e visual record fromEurope in the Mddle Ages or
fromthe United States in the 19th century?

Regrettably, the preservation of |ocal television news is
precarious. Mst of the local television news filmlibraries,
many of which dated fromthe late 1940's, were destroyed at
the direction of station managers or owners concerned with
bottomline profits and | osses and cost-benefit val ues. Such
deli berate and willful destruction, arguably, stens fromthe
failure of the archival and educational communities to create



a sense of awareness of the value of local news film
collections. Fortunately sone collections have survived. (See
Chapter 4 for a discussion of |local television news archives.)

Publ i c Tel evi sion

Schol ars benefit fromthe study of comercial television
because of its broad audi ence appeal and its influence on
political and social life in the United States. Al though
hi storically not as popular, public television deserves
special recognition as a unique record of Anmerican arts,

i deas, history, nature, and sciences whose enduring
educational value is magnificently evident.

Anmong the dramatic works, for exanple, are the first

tel evision productions of the early plays of Sam Shepard and
Edward Al bee recorded for NET's Pl ayhouse and Theater in
Anerica as well as the tel evision debuts of nunerous Anmerican
actors such as Dustin Hoffrman, Meryl Streep, and Kevin Kline
The |l ong-running series Geat Performances is a unique record
of Anmerican opera and dramatic works throughout the United
States. Public television broadcasts contain prograns about or
performances of Anerica's greatest nusical artists: Aaron
Copel and, Leonard Bernstein, George Gershwi n, Duke Ellington
Itzak Perlman, Beverly Sills, and Kathleen Battle, to nane
only a few. The prograns al so constitute a record of Anmerican
dance since the 1960's, made with the col |l aboration of the
choreographers. Many artists, interviewed and recorded on
canera, described the ideas and events that influenced and
shaped their works

Taken together, the performances and intervi ews provide an
incredibly rich and conprehensive record of Anmerican cultura
life, arguably, at its best.

Past public television also includes coverage of news and
public affairs in the MacNeil -Lehrer Newshour and Frontline.
Because their formats are | onger than conmerci al newscasts,
they can report topics in depth and explore rel ationshi ps and
causes and effects. This is in contrast to network reporting
whi ch can often be cryptic in its brief presentation. Public
tel evision news prograns represent a uni que record of Anerican
political life for the last 25 years

O her progranms |ike the American Experience consist of
docunentaries that provide a record of Anmerican civilization,
its history, institutions, portrayals of life in the United
States, enphasizing ethnic mnorities. Many of these
producti ons represent years of research by determ ned
docunentari ans, usually funded by government and foundation
grants and donations, frompatrons, friends, and relatives,
and even by second nortgages.

B. (Obstacles to Educational Use

From the vi ewpoi nt of scholars numerous difficulties nake the
use of television materials for research and teaching an
arduous task. These obstacles range fromfairly nundane

probl ens such as not having the right playback equi prment to
conpl ex |l egal questions incorporated in copyright |Iaw and

i ssues of fair use. There are econonic, institutional, and

| egal obstacles to educational use that do not always arise in
the world of printed materials.

Despite the apparent surfeit of ol der tel evision prograns on



cabl e broadcast channels like Nick at Nite, SciFi Channel

Arts and Entertai nnent, the History Channel, and The Fanm |y
Channel, scholars argue that access to older programs is one
of the main problens. Few old television prograns are in
distribution via video cassettes. Certainly very few ol der
news prograns are in distribution except as recycled into new
docunentaries. The avail able prograns tend to be the popul ar
hits and not the nundane and ordinary. The public identifies
popul ar prograns with the network that broadcasts them without
realizing that nost of the entertainnment prograns are produced
and owned by maj or Hol |l ywood studi os or independent producers.
Net works do not usually retain file copies if re-broadcast is
not anticipated and return the prograns to the producers or
studi os that made them Networks cannot accommpdat e schol ars,
nor can studios or independent producers, who frequently sel
off their rights. Service for scholars just does not fit
within the corporate mssion of production or syndication
conpani es.

Scholars with easy access to cities |ike Washington, Los
Angel es, and New York, which house the |argest television
coll ections, have a great advantage over those who live in

ot her parts of the country. The cost of travel for research
and on-site visits has becone increasingly prohibitive as the
nunber of grants has declined. For snall colleges not only
travel but the cost of equipnent and off-air |icenses nakes it
difficult for libraries to service research interests. "And
so," concluded Thomas Cripps, who teaches at Morgan State, a
hi storically black university, "our distance fromthe

mai nstream of Anerican intellectual life remins the subject
of constant struggle."(139)

The scarcity of regional access has increased the demand for
on-line cataloging infornation avail abl e through the Internet
and for the greater circulation of prograns through rentals or
inter-library loan. Scholars point to UCLA as a good node
because the tel evision holdings are described in the
university library's database, avail able on the canpus network
and through the Internet.

Due to the generally poor funding situation anong the nation's
tel evision archives, scholars often encounter unprocessed
collections that are effectively inaccessible. Lack of
descriptions, unarranged filmand videotape materials, and
staff shortages nilitate against real access. Left

unprocessed, the materials cannot be prioritized for
preservation work, and in the end may inexorably, deteriorate
beyond recovery.

In an era of declining library purchasing power, universities
have nore restrictions on purchasing copies of television
footage for classroomuse. If a programis not in retai

di stribution, the one-tine purchase cost of a copy fromthe
copyright owner is often prohibitive. The proliferation of
educational CD-ROM's, while opening up a nunber of
possibilities for creating texts and audi ovi sual files,
together with the expansion of the television industry, has
had the chilling effect of increasing the nonetary val ue of
ol d tel evision prograns.

Schol ars realize that archives can't save every tel evision
program But selections are often inconplete and
unrepresentative. Scholars feel excluded fromthe selection
process. Critical decisions about what to save are bei ng nade
wi t hout the benefit of those best equi pped to understand
hi storical and cultural val ue.



Franme enl argenents fromtel evision prograns intended for
publication in books or articles are always difficult to
obtain. Enlargenents are often poor in quality, and the rights
are al ways uncertain. The problem of frame enlargenents from
television filmand tape for use in scholarly publications is
no different fromthe situation described in the Library of
Congress/ NFPB national plan for film preservation. (140)

Ar chives have inconsistent policies about providing

enl argements. To protect thensel ves against liability,
publishers usually require a copyright authorization. The
resulting fee often exceeds $100 per franme. Scholars, on the
ot her hand, tend to view the publication of frane enlargenents
as "fair use," sonething akin to citing quotations from

anot her work. They consider the fees excessive, especially in
the context of academic publications, with limted
circulation. Even when scholars are willing to obtain

cl earances, ownership is often difficult to establish for many
ol der prograns and referrals to |l egal departnments in |arge
corporations result in |long delays and excessive m ni mum
changes.

Access to television news coverage is a difficult case. Past
tel evision news prograns are not available |ike newspapers on
mcrofilm The earliest systematic collection of television
news did not begin until August 1968 at Vanderbilt University
and, though it continues to the present, the archives and

di stribution programhas only started to include sone of the
influential CNN daily news broadcasts. CNN and NBC News
broadcasts are not registered for copyright, so not even the
Li brary of Congress has copies. Sone scholars feel that
Vanderbilt's rental costs are high and therefore discourage
schol arly use. Many of Vanderbilt's requests are actually
busi ness-rel ated rather than educational. The networks

t hensel ves do not encourage scholarly research; they are not
set up to acconmodate individual researchers. Sonetinmes they
can cooperate, but it is not their main line of business. To
obtain copies may take as long as six weeks. Union rates are
charged where applicable. One network library contractor
charges hourly research fees. The networks will not sell the
face and voice of a broadcast journalist. Networks wll not
sel |l unedited footage based on any consistent policy, only
what was broadcast. Schol ars believe that extensive anpunts of
unedi ted footage and field cassettes are being destroyed
according to corporate criteria that preclude future scholarly
research. Scholars would |ike the networks to state publicly
that they will preserve these materials.

On the other side, it can be said that the ABC, NBC, and CBS
have done an excellent job in nmaking transcripts avail abl e,
and since the md-1970's ABC and CBS have nade 3/4-inch video
cassettes available at the Library of Congress and the

Nati onal Archives. ABC News and CNN have nmade their
descriptive databases partially available on the
Internet.(141) Nonetheless there is no | ow cost access to

tel evision news and public affairs. David Cul bert, editor of
the Historical Journal of Film Radio, and Tel evision, noticed
that he has received few nonographs about television news. He
beli eves that tel evision news has hardly been studied in
conparison to print journalismbecause of the difficulties of
accessing ol der prograns. (142)

The nost recurring theme in the discussion of obstacles
encunbering research and teaching is that of copyright and
fair use of all television progranm ng. Mchael Curtin, for
exanple, said "that in an era when television is the

preem nent node of popul ar conmuni cation, nuch of what the
mediumcircul ates is unavailable for legitimte scholarly



scrutiny. It is as if we have bl anked out an inportant part of
our cultural heritage because conmercial interest and

copyri ght concerns had overridden public interest and free
scholarly inquiry."(143)

Schol ars believe that the Copyright Act of 1976, including its
provisions for "fair use," are nmuch too restrictive and
effectively thwart and di scourage educati onal use of
television materials. Scholars would Iike to see all nonprofit
educational use be considered fair use of copyrighted work.
Medi a producers from public or comrercial television, on the
ot her hand, see education as a |large market for many of their
producti ons whose use nust be controlled and |icensed through
conpensatory fees. The production industry has conceded
little to educators. Fair use standards as defined by a
Negoti ati ng Conm ttee, which worked under the auspices of the
House Subconmittee on Courts, G vil Liberties, and
Administration of Justice, limt retention of off-air

vi deot apes made for classroomuse to 45 cal endar days. Further
retention would require the acquisition or purchase of a
license fromthe copyright owner or distributor and paynment of
requisite fees.(144) Despite the publication of these

gui del i nes, educators feel the question of fair use is still
unresol ved and that current practices are detrinmental to

schol arshi p. Accurate copyright information on ol der prograns
is often difficult to obtain despite good faith efforts. There
is no copyright clearing house for television materials
conparabl e to ASCAP, which through collective |icense
arrangements nakes it possible to streamine clearance
procedures and payments. Teachers, librarians, audiovisua
techni cians, and the university as an institution are working
under threats of litigation

Schol ars have noted that the authority given to the Library of
Congress under the Copyright Act for off-air taping of
prograns has been limted to news and nonconmerci al

broadcasts, to the exclusion of entertainment prograns. (145)
This restriction places all other genres off limts, including
docunentaries and soft news, which may be acquired only if
they are formally registered for copyright. In addition, ow ng
to copyright restrictions, the Library of Congress cannot
circulate its television materials. A few other libraries and
archives, especially at regional and local |evels, are taking
advant age of the so-called Vanderbilt provision of the
Copyright Act by taping hard news off air. Scholars are
fearful that current restrictions will nmake it inpossible or
difficult to access older progranms through the new

t echnol ogi es.

Research and access to past public television prograns are
extrenely difficult, prinarily limted to prograns placed in
commercial distribution via the sale of video cassettes.

Nei ther the Corporation for Public Broadcasting nor the Public
Broadcasting Service maintains a public research facility.
However, sone programs are available at the Library of
Congress and the newly established National Public

Br oadcasti ng Archives.

CHAPTER 7:



CURRENT FUNDI NG FOR PRESERVATI ON

CHAPTER SEVEN: PAST AND CURRENT FUNDI NG

Fundi ng tel evision and video preservation in public archives
has been, in a word, inadequate, though there have been
several inportant exceptions (noted below). Unlike the forner
Nati onal Endownent for the Arts/Anmerican Filmlinstitute "pass
t hrough" program devoted exclusively for film preservation, no
clear pattern has energed for television and vi deo. However
insufficient filmpreservation funding may appear, television
archivists look with envy at the past NEA/ AFl preservation
program The Film Foundation, and other recent initiatives to
preserve Anerican film

Federal funds have been awarded to libraries and archives for
tel evision projects, but there has been little or no

coordi nati on and comuni cati on anong fundi ng agenci es; and
thus areas of interest and agreenents on responsibility remain
vague.

Federal agencies awarded funding to public archives primarily
to inprove access. The NHPRC contributed a total of

approxi matel y $500,000 in the past decade to ten |oca

tel evision news archives. The NEH awar ded $220, 000 to
Vanderbilt University's Television News Archive. The
Departnent of Education awarded $750, 000 over nine years to
the Political Commercial Archive of the University of Cklahoma
under the Higher Education Act of 1965. The J. Paul Leonard

Li brary of San Francisco State University received $50, 000 for
the preservation of |ocal television news under the Library
Construction and Services Act. The Library of Congress has
recei ved about $500, 000 from Congress each year since 1978 to
fund ATRA activities.

In the private sector, only the Museum of Tel evi si on and Radi o
in New York, which enphasizes research and public education
about the Anerican broadcast heritage, has had an outstanding
record of success for raising funds to support its activities
and to achieve its |long-range objectives, including the
openi ng of a second nuseumsite in Los Angel es. The Museum
derives its inconme froman endowrent, individual donations
donations at adm ssion, and in-kind contributions from

manuf acturers. The Corporation for Public Broadcasting

contri butes $50,000 each year to the Museum for catal ogi ng and
preservation work on public broadcasting materials. Around
the country other foundations, corporations, and individuals
have provi ded sone support to local television news

col l ections. For exanple, the Louis Wl fson Il Foundation
establ i shed the Wl fson Media History Center in Mam for the
preservation of |ocal television news (WVJ).

One of the mmjor problens has been the inability of public
archi ves having custody of television and video materials to
conpete for funding on a fair and equitable basis with other
audi ovi sual preservation projects. Foundations have rejected
many grant applications because of the perceived inadequacy of
vi deot ape as a preservation nmedium Projects proposing film
to-tape or tape-to-tape transfers have al so been
categorically rejected or given low priority. Foundations can
hardly be faulted for their past reactions because public
archives had yet to establish the principles for video
preservation.

Several state councils on the arts have been vital sources for
fundi ng i ndependent television production, public television,



and video artists. In recent years, their budgets have
general ly been cut or have stagnated. Only linited funds have
been made available for re-formatting the early work of their
grant ees, now endangered by fornat obsol escence or videotape
deterioration.

Lack of official state recognition has weakened | ocal and

regi onal funding efforts for nost local television and video
archives. Preservation prograns that are part of state
universities have only inplicit recognition. Sone archiva
prograns are part of the state governnents, and sone

| egi sl atures have recogni zed the statew de responsibility of
local television archives. Still others have no recognition
for the efforts of archives to preserve television or video
materials that are highly relevant to state and |l ocal history.

No single arrangenent can best describe how public archives
hol di ng tel evision or video collections receive their funding.
In the worst case, often too typical, television materials are
accessioned without any additional resources in sight. Sone
public archives have received the underlying rights and title
along with the physical nmaterials, thus offering a potentia
source of income through stock footage license fees. At |east
one nodel arrangenent has been identified between a public
archives and a broadcaster: Public Affairs Video Archives
(PAVA) and C SPAN (see pp. 79). Even nore encouraging is the
success of the Museum of Tel evi sion and Radi o.

CHAPTER EI GHT: A NATI ONAL PLAN

RECOMVENDATI ONS FOR
SAFEGUARDI NG AND PRESERVI NG THE
AMERI CAN TELEVI SI ON AND VI DEO HERI TAGE

A National Plan: Recommendations for Safeguardi ng and
Preserving

the Anerican Tel evision and Video Heritage
I ntroduction

The Anerican television and video heritage is a heritage at
risk. Early tel evision was broadcast |ive, kinescope copies
were used selectively, other prograns were deliberately
destroyed, and tapes were erased and recycled, stil
unfortunately the frequent practice in the production of
local television news. Filmand videotape vulnerability to
deterioration further inperils this rich heritage, and

vi deot ape recordings may be lost to posterity if archiva
prograns do not address format obsol escence.

That this heritage is one worth preserving has been a mmjor



theme of this report. The passage of the Anerican Tel evision
and Radi o Archives Act as part of the Copyright Act of 1976
officially recognized the historical and cultural value of
American broadcasting naterials as a key to understanding our
civilization. Educators who participated in the hearings

el oquently and convincingly defined these values in ternms of
their own curriculum research and witing. Mreover, every
group or conmittee that has ever exami ned the role of

tel evision news in Anerican political and social processes--so
conspi cuous during the 1996 presidential canpai gn--has never
failed to recogni ze the critical inportance of saving all news
as aired. Qur heritage would be dimnished if the vast record
of our history and culture, above all in the performng arts
as shown on public television, were allowed to vanish. So too,
the works of video art that have enhanced our nuseuns and
gal l eri es, expanding our inmgination and sensibility, and the
i ndependent vi deo productions that have taught Americans to
see their lives froma different point of view Inaction wll
eventual ly take its toll

Appropriately, the final part of this report contains
recommendati ons that forman action plan in the follow ng
critical areas: preservation, access, funding, and public
awareness. Wiile the Library of Congress will exercise strong
| eadership in these areas, the plan can succeed only with the
active participation of public and corporate archives

t hroughout the United States and the organi zati ons they
represent. The participation of the educational community,

prof essi onal associ ati ons, and nenbers of the industry is al so
needed for continuing guidance and for ensuring that
initiatives to preserve Anerican tel evision and video reflect
a broad consensus of views and interests simlar to the
process that produced this report.

This report marks only the beginning of a process to safeguard
and preserve the Anerican tel evision and video heritage.
Devel opi ng an inplenentation plan is the next crucial step, a
plan that will assign lead responsibility for each
recommendation to individuals, institutions and organi zations.
The Library of Congress will do this after it has had an
opportunity to ascertain the interests and w llingness of
other institutions and organi zations to join in a partnership
to preserve this heritage and to renpve as many obstacles to
access as practicable within the guidelines of copyright Iaw.

A, DEFI NI NG THE PRESERVATI ON OF TELEVI SI ON AND VI DEO
MATERI ALS

RECOMVENDATI ONS
GENERAL

The Anerican television and video heritage is now at a
crossroads. One direction | eads toward catastrophic | osses of
filmand videotape, with the likely exception of studio and
network prograns in corporate archives that can be recycled
for new income. Another direction |eads toward the nanaged
preservation of extant television and video nmaterials that
bear an inportant relationship to Anerican history and culture
regardl ess of their reuse potential or nobnetary val ue.
Preserving this heritage is enornmously conplicated by the
sheer size of the Anerican television and video industries,
the expl osive growt h of cable broadcasting, the decentralized
and fragnmentary nature of broadcasting in the United States,
and its conpetitiveness. Further, inportant parts of the
Anerican tel evision heritage are already divided among public



archives, libraries, historical societies, nuseuns,
universities, and a variety of other nonprofit institutions,
all seeking preservation funding fromlimted sources.

Al though this report tries to identify filmand vi deotape as
separate preservation activities in the history of television
and video, in the future this separation will becone nore
artificial and abstract, as television breaks down the
boundari es, indeed as conmuni cati ons technol ogy nerges al
fornms of information into one giant bitstreamlike the

I nt ernet.

1. Al organizations having custody of American tel evision
and video nmaterials, whether private or public bodies, should
recogni ze their responsibilities for preserving a part of the
hi storical and cultural heritage.

The national collection of television and video materials is
not a single collection in one institution but a vast network
of audi ovi sual hol di ngs di spersed in public and corporate
archives throughout the United States. Television and video
preservation is, therefore, necessarily a shared

responsi bility. These hol dings should be held in trust for
the Anerican people, for the research comunity and the
general public, who treasure the uni que audi ovi sual dinension
of television and its significance in American history, art,
and culture. The custodians of the national collection should
share a common bond in 1) recognizing their responsibilities
under this trust and 2) their cooperative and separate efforts
to safeguard and preserve television and video for the use and
enjoynment of future generations.

2. Under the concept of shared responsibility, archives
shoul d carefully consider the preservation status of materials
in other archives before embarking on costly restoration or
re-formatting prograns. For exanple, public archives should
eval uate the uni queness of their materials before beginning
these costly prograns. Duplication to allow or inprove access,
however, may be an over-riding consideration. This concept
cannot succeed w t hout open comunications between public and
corporate archives

Providing for the preservation of Anerican television and
video is the responsibility of public and corporate archives,
whi ch, despite their diversity in mssion and purpose, need to
cooperate with one another to ensure that their preservation
efforts are conplenentary and that no significant portion of
our television and video heritage is in danger of destruction
or loss. This cooperation should be based upon the publicly
stated conmitnments of corporate archives to safeguard and
preserve television materials they created or acquired and on
the public archives' conmmitnent to fulfill their own m ssions
of preservation and access. To achieve these goals corporate
and public archives should conmuni cate openly and frequently
about their hol dings and on-going preservation prograns. G ven
this framework of cooperation, public archives can direct
their preservation efforts to other inportant preservation
priorities, thus avoiding redundant and costly duplication.

PART ONE: TELEVI SI ON FI LM

Fil mbased materials represent an integral part of the
Anerican tel evision heritage because producers frequently used
35mMm and 16mmfilmto originate or record tel efeatures

m ni series, weekly conedi es and dranmas, docunentaries, and



ot her kinds of prograns. In reality, the holdings of public
and corporate archives consist of filmand videotape

especi ally those archives whose hol dings date fromthe
earliest days of television history when sel ected prograns
were recorded on 16mm ki nescopes. The networks, for exanple,
hol d several hundred mllion feet of news and docunentary
film and local television news archives hold over one hundred
mllion feet nationw de. As photographic records, these filnms
are vulnerable to deterioration fromelevated | evels of
storage tenperatures, relative humdity, and pollutant gases
not to mention physical abuse. In recognition of the extensive
| osses that have already taken place, the Library of Congress
published a filmpreservation study in 1993: Film Preservation
1993: A Study of the Current State of Anerican Film
Preservation, Volunme 1, Report, and one year |ater, Redefining
Fil m Preservation: A National Plan: Recommendations of the
Library of Congress in consultation with the National Film
Preservation Board. The preservati on recomendati ons and
guidance in this report and the national plan are equally
pertinent to television film particularly with respect to the
need for inproved storage conditions. The national plan for
filmdescribed seven reconmendations relating to preservation
that are equally germane to the preservation of television and
vi deo.

Recommendation 3.1: Storage
Establ i sh the i nprovenent of storage conditions as the
cornerstone of preservation policy and an integral part
of federal funding prograns.

Recommendation 3.2: Saving Original Film
Recogni ze the inportance of saving the original film
even after copying, unless it has deteriorated beyond any
use.

Recommendati on 3.3: Archival Laboratory Copying
Convene a working group to screen and di scuss archival -
quality laboratory duplication work.

Reconmendati on 3.4: Technical GCuidelines
Encour age devel opnent and acceptance of standardi zed
technical guidelines for the |aboratory duplication of
bl ack-and-white and color filmof archival quality.

Reconmendation 3.5: Substitutes for Harnful Chem cals
Encour age the devel opnent of substitutes for
environnental | y dangerous chemicals vital for film
preservation.

Recommendation 3.6: Sharing Preservation |Information
Lay the groundwork for sharing information on the
surviving preservation el ements.

Recommendation 3.7: Digital Preservation
Encourage a "two-path" approach that (1) actively
expl ores the preservation potential of digital and other
copyi ng technol ogi es while also renenbering that (2) it
remai ns essential to save original films for as long as
possi bl e.

Tel evision archives will eventually experience extensive film
| osses due to deterioration, exacerbated by a history of poor
storage conditions. Forenpst as a problemis "vinegar
syndronme,"” a chemical process that rel eases acetic acid and
ot her gases, slowly causing utter destruction of base and
image. Color fading is the other nmmjor source of
deterioration, leaving i nages a washed-out or pal e nagenta
version of their original color values. |Inproved storage
condi tions generally consisting of cooler tenperatures and
drier air are effective against chenmical deterioration in
film Detailed storage specifications for the storage of

bl ack-and-white and color filmmy be found in ANSI, 1T9.11-



1991, Processed Safety Photographic Film Storage, though nmany
archi ves have chosen even cool er conditions. The | nmage

Per manence Institute provides guidance for plotting life
expectanci es of acetate film (James M Reilly, The |IPl Storage
Guide for Acetate Film (I mage Pernmanence Institute: Rochester
1993).

1. Recognize the inportance of saving the original filmeven
after copying unless it has deteriorated beyond any use

There is a tenptation to discard the original filmafter its
has been transferred to videotape. If nothing else, the
original should be viewed as a security copy to be set aside
in a different location, as insurance agai nst danage to or

|l oss of the new copies. |In addition, the original filmnay
have sone intrinsic value, an associated or conmenorative

val ue derived fromits provenance. But probably the nost

i mportant reasons for keeping the original filmafter copying
are its imge resolution and |ife expectancy conpared to that
of videotape. Even copying filmto film produces generationa
loss. The best filmto-tape transfers nmade on noder n-day
scanners, though quite acceptable for broadcasting, capture
less than half the resolution of 16mmfilm Future
installation of advanced tel evision systens will create a need
to transfer filminmages at much higher |evels of resolution
Destruction of the original filmwll preclude this
possibility.

2. Deaccessioning of original filmby public or corporate
archives should be made in consultation with the archiva
comuni ty.

This recommendation is offered as an alternative to outright
di sposal. Consultations will help to ascertain the interests
of other archives in taking custody of deaccessioned fil ns,
under a deposit agreement or instrument of gift.

3. Monitor the chemical stability of the following filnms and
schedul e them for copying as quickly as resources permt:

A. Reversal film especially early color reversal film
used for for television news and filmw th conposite nagnetic
stripe sound tracks.

B. Poorly developed film characterized by staining from
excessive anpunts of residual hypo (sodiumthiosulfate) |eft
on the films surface during hasty processing

Tel evi si on news and docunmentary film especially in the period
before Electronic News Gathering, pose several preservation
probl ens that make television filmparticularly vul nerable.
Accordingly, the follow ng technical reconmendations attenpt
to draw attention to troubl esone areas that may suggest a re-
ordering of television filmpreservation priorities.

Magneti c-coated sound film w dely used in television news and
docunentary production is far |less stable than optical sound
Anot her fragile format for television sound is synchronized

1/ 4-inch audi ot ape recordings, typically found anong outtakes
and trinms fromtel evision docunentaries. To make natters even
worse fromthe standpoint of preservation, filnms and magnetic
tracks, and sonetinmes audi otapes, are often all stored in the
sane container, nmuch to their detrinent, because the neta

ions act as a catalyst in the deterioration process of vinegar
syndr one.

4. The follow ng recommendati ons are addressed to probl ens
identified with sound elements for television film
A. Monitor the peel force or iron oxide sheddi ng of



nmagnetic stripe or full-coat sound tracks and, dependi ng upon
results, schedule the tracks for copying

B. Transfer 1/4-inch synchronized sound tracks, also
hi ghly susceptible to deterioration, to archival recording
tape as defined by the Association of Recorded Sound
Col I ections (ARSC): nanely, anal og, backcoated 1.5 m| tape
recorded at 7 or 15 ips, full track.

C. Store nagnetic tracks in separate containers and never
in the sane container with the original film

5. Arrange, inspect, and repair small rolls of news footage
or outtakes and assenble them into larger reels to pronote
efficient preservation, nanagenent and access.

Smal | reels or rolls squeezed into a | arge can pose a probl em
for local television news archives, a problem which nakes
preservati on nanagenent and access extrenely difficult and

| abor intensive. This preval ent condition represents one of
the reasons why in the 1970's local stations decided to
destroy their news filmlibraries or give themto a public
archives. Local television news archives generally lack the
resources for the archival processing of news footage. Yet
internal arrangenent is critical for archival control
Preservati on managenent, description, and research access al
assune sone archival control. Two approaches to the problem
may be ventured. One is to conduct the internal arrangenent
first and then nake copies. Another is to make new copies
first and then subsequently performthe internal arrangenent.
This seenmed preferabl e because the separate rolls may have
been shot under different circunstances and therefore require
different grading. Internal arrangenent should take into
account the "wi nds" or enulsion position of the rolls,
negative and positive el enents, separate tracks, chronol ogica
order, and any captioning usually indicated on adhesive tape.

6. The archival considerations governing the copying of
television filmare both technical and philosophical. Filns
are routinely transferred to videotape for production and
broadcasting. Public archives regularly transfer filnms to tape
in order to make access copies. Qutside the major studios, few
television filnms are being copied to new filmfor

preservation. Local television news archives, to be sure, have
traditionally lacked the resources to make filmcopies. Even
the news divisions of the major networks with all of their
resources have no current plans to nake filmcopies of their
extensive news footage. The preservation of |ocal and network
television news filmseens to be in a hold pattern, with no
strategic plan for the future. The reconmendati ons bel ow
descri be two avenues of approach that, in the final analysis,
may be conpl enentary.

A It is recommended that television filmshould be preserved
as filmand that any new copi es shoul d neet the highest
standards within |l aboratory capabilities, so as to replicate
the picture and sound quality and character of the original
Filmto-filmcopying is especially reconmended for filns or
footage of exceptional historical or other value. Except for
hi gh-end production, video transfers cannot match filnms
resolution or its |life expectancy when placed in proper
storage. Nor can videotape formats match film s technol ogi ca
stability.(146) For a realistic conparison between film and
vi deotape as alternatives, it is necessary to consider |ong-
termcosts for periodic re-formatting conpared to one-tine
costs for duplication as film

B. Filmto-videotape transfers nmay serve as preservation
copies in situations that require the copying of extensive



quantities of unedited news or docunentary footage show ng
signs of deterioration and for which it appears inpracticable
to acconplish filmto-filmcopying in a tinme frane that wll
prevent significant |osses. Such copies should be nmade on
nodern tel eci ne scanners; the copying should be "supervised"
rather than "unsupervi sed"; and the copi es shoul d be broadcast
quality as judged by the npbst current standards.

Wiere tine is an essential consideration, scanning may be a
cost-effective neans for copyi ng extensive news footage,
outtakes, and other kinds of film docunentation yet achieving
hi gh quality reproductions. Due to inprovenents in the design
of nmodern tel ecine scanners, excellent results are often

achi eved, especially in conbination with supervised transfers
that provide for color and contrast correction scene to scene
I nexpensi ve video study copies can al so be nade sinul taneously
with the new video master. Anpbng the di sadvantages of
scanning is a reduction in resolution fromthe film copy.
However, this | oss becones noot if the only intended use is
broadcast or the production of video study copies. This nethod
of approach assunes that the new video masters will be managed
like original videotape recordings. The nain disadvantages of
scanning are the reduced |ife expectancy of the new copy,
conpared to film and, the inadequacy of copi es nade under
current NTSC standards to neet the future needs of advanced
television systenms. If the original filmis still extant, re-
scanni ng woul d be needed to take advantage of higher
resolution capability of advanced systens; a further argument
for not only retaining filmoriginals as |ong as possi bl e but
al so making filmpreservation copies for the start.

These technical considerations aside, the recormendati ons on
copying television filmfor preservation offer public
archives, in particular, local television news archives, a
dual strategy for preservation planning and funding. ldeally
all television film having permanent val ue shoul d be copied to
film and, if plotted over the next hundred years, the film
choice may be the npbst econonical one. However, when this
option is not available, public archives can still act
responsi bly by converting to broadcast-quality video

7. Encourage television producers to re-examne their
policies with respect to "conformng" filmoriginals.

This recommendation is directed at a growing trend in the
production industry that has alarmng archival ramfications
Nonl i near editing systens have relegated the filmoriginal to
a virtual obsolete status. Because filmoriginated prograns
can be edited on a conputer harddrive, together with graphics
and opticals froma separate source, and output to a vi deotape
master, all subsequent editing, duplication, and broadcast are
based upon the videotape copies. As an econony neasure, the
filmoriginals are not fully edited to match the finished
version but only placed in storage along with an Edit Deci sion
List (EDL), on the basis of which an edited version m ght be
reconstructed. This practice allows producers to reduce
production costs; however, the tradeoff is the potential |oss
of the nost stable version. The EDL's al so represent a | ong-
termrisk when they are nmintained as disks or conputer files
outside the control of records prograns for the managenent of
el ectronic records. For these reasons it is inperative to
treat the video nmaster as an original to be managed in
accordance with the principles of video preservation as

descri bed in the next part.

PART TWO. VI DEOTAPE RECORDI NGS



Gener al

Most of America's television and video heritage has been
recorded on videotape. Due to the technical limtations of
past and current manufacturing processes and recording

t echnol ogy, no vi deotape copy by itself reasonably constitutes
an archival copy. Rather, video preservation is a continuing
process sinilar to the archival managenent of any electronic
data that migrates fromone storage technology to another to
avoi d | oss through obsol escence. Fundanental ly, fornmat

obsol escence and the videotape's tendency to deteriorate in

| ong-term storage pose equal risks to America's audi ovi sua
heritage. Nonethel ess, given sufficient funding, archives can
mnimze these risks by follow ng guidelines identified in
this report.

It is inportant to understand that the paraneters of video
preservation as defined below, in terns of current

t echnol ogi es, avoi d specifying either analog or digital
systens. To be sure, there are persuasive argunents for each.
For exanple, analog 1l-inch type C, widely used in the
industry since the late 1970's, has proven to be fairly
reliable, and, as an analog signal system its deterioration
is measurable, occurring in progressive stages that allow
sufficient time for recopying. The technical viability of 1-
inch Type C systens may be assuned for another ten years. As
relatively new recording nmedia, digital tape systens offer

hi gher performance because their coatings are able to record
nmore data, but their nost attractive archival feature is an
ability to clone new copies. Anpbng sone aspects giving cause
for concern are the proliferation of digital formats and early
obsol escence, miniaturization of tape wi dth and thickness,
densely packed recording tracks, vulnerabilities of meta
coatings, and a potential for catastrophic failure of the
recording without any warning. In sone instances a digita
copy of an anal og recording does not yield the best results.
In the future the issue of analog versus digital will become
moot as industry phases out the production of anal og recorders
and parts. Currently, archives have a choice

Wor ki ng Definition of Video Preservation
Vi deo preservation, regardless of inmmge source, is an
archival systemthat ensures the survival in perpetuity
of the program content according to the highest technica
standards reasonably avail able. There are three nmjor
facets of video preservation: (1) safeguarding the
recordi ng under secure and favorabl e storage conditions,
(2) providing for its proper restoration and periodic
transfer to nodern formats before the original or next
generation copy is no |onger technol ogically supportable,
and (3) continuing protective mai ntenance of at |east a
master and a copy, physically separated in storage
preferably in different geographic |ocations.

1. Storage

The storage of videotape is a conplex issue because of the
continui ng debate about whether to save the artifact as |ong
as possible or only long enough so that it can be mgrated to
another format. Proponents of the former position, usually
public archives, tend to favor cooler and drier storage
conditions. The reason is to prolong the |ife-expectancy of

vi deot apes as | ong as possi ble, because the resources to re-
format them do not seemto be available in the foreseeable
future. Those who take the other position, usually
broadcasters, tend to favor storage climtes that approxi mate



conditions of actual use. Inreality the |ife expectancy of

vi deot ape as neasured in various storage conditions cannot be
plotted with nmuch accuracy. Mich nore research and gui dance
are needed in this area.(147) Nonethel ess, the inmprovenment of
storage conditions renmins one of the nobst inportant
strategies for maintaining tapes in good condition.

1.1 Depending upon an institution's mssion and objectives,
the followi ng standards are applicable to extended-term
storage of videotape

A. Anerican National Standards Institute 1T9.23 Pol yester-
based Magnetic Tape: Storage (1996, approved in draft). See

t he published version of this docunent for additional details
on storage conditions.

Tenperature F RH%
68 20- 30
59 20- 40
50 20-50

B. Society of Mtion Picture and Tel evi si on Engi neers,
Recommended Practice 103. See SMPTE, RP 103, "Proposed SMPTE
Recommended Practice: Care, Storage, Qperation, Handling and
Shi ppi ng of Magnetic Recording Tape for Tel evision," SMPTE
Journal (Cctober 1994), pp. 693-695, for a detailed discussion
of storage practices. RP103, published in draft, may not be

fully accepted in all its provisions.
Tenperature F RH%
63 +/-4 30%

These recommended storage standards represent relatively cool
tenperatures and | ess hum d conditions. Reductions in
tenperature and humdity will slow down the chem cal aging of
vi deot ape and may therefore be beneficial; freezing videotape,
however, generates harnful effects, and conditions bel ow
500/ 20% shoul d be avoided. Utilizing cooler and drier storage
conditions requires appropriate periods of acclimation before
use.

1.2 Create regional or shared storage facilities for public
archives that cannot afford to install or maintain clinate-
controlled vaults; encourage public and corporate archives to
use comercial facilities if their own storage areas are

i nadequat e; and, establish national standards for videotape
storage facilities.

The admi nistrative and financial conplexities of creating
regi onal or shared storage are no doubt manifest, but at

m ni nrum such storage can be acconplished informally between
institutions. Commercial storage nmay be suitable if the
facilities neet established archival guidelines in terns of
security, fire protection, and protection fromflood damage,
tenperature, humidity, and air quality. Tenperature and
relative humdity should be docunented electronically or

t hrough the use of a hygrothernograph. Archives using
comerci al storage should inspect the facilities at |east once
each year.

1.3 Encourage the dispersal of copies in separate geographic
storage sites to guard against conplete loss in the event of a
maj or catastrophe at one site

Production organi zations with a significant economc
investnent in television materials have already sensed the
critical inportance of placing copies in different |ocations
for security. Catastrophic |loss at one |ocation should not
affect their ability to conduct business or generate new



copies and thus secure their creation for posterity. Relying
on one central storage |ocation assunes a certain amount of
risk. Budget limtations often prevent public archives from
practicing strategic dispersal. Storing all copies in the sane
building but in different vaults or in different parts of the
same vaults often represents a formof conpronmise. Inits
effect, this reconmendation pronotes the duplication of
multiple new copies as a security neasure agai nst possible
loss. Al archives should ask thensel ves whether they possess
collections or individual titles of exceptional inportance
whose total loss to the national heritage would be tragi c and
unconsci onabl e. This question may provide sone gui dance on
what copi es should be stored at nultiple sites

1.4 Sponsor storage studies ainmed at providing archives with
information that will enable themto plot |ife expectancies
for videotape maintained under a variety of conditions, in
order that this information nay be used in designing videotape
storage facilities and in planning duplication prograns.

Tel evi si on archives | ack guidance for estimating the life
expect anci es of videotapes under various storage conditions.
Conpared to data for filmstorage, for which excellent studies
exist, current storage information on vi deotape provides
insufficient guidance for the design and construction of
vaults. Archives need to know in nore precise terns the
effects of storage histories. Also, archives need cost-
effective options, especially the requirenents for storage at
different intervals, fromten to twenty years and beyond
Real i stic assunptions about |ife expectancies in storage form
the basis of preservation duplication prograns to counter the
effects of deterioration and format obsol escence

2.  Maintenance of Videotape Hol di ngs
2.1 Disseninate information on the life-cycle nmanagenent of
vi deot ape.

Li fe-cycl e managenent of videotapes runs fromtheir creation
or acquisition, through naintenance and use, and their
ultinmate disposition or retention in an archives. Life-cycle
managenent can include such features as the initial purchase
of videotape stock, its utilization by producers and others,
handl i ng and storage, aging characteristics, and disposition
alternatives, including transfer to a public archives.

Manuf acturers coul d hel p considerably by attaching an advi sory
notice on each cassette to the effect that the product should
be handl ed with care and stored properly. (See Appendix H for
a suggested advisory label.) Preservation can start with the
first day of the videotape's use. An indication of the date
of manufacture would al so be i mensely hel pful.

2.2 Provide archives with a standardi zed set of procedures
and evaluation criteria for the initial inspection and
exam nation of videotape

The archival field | acks a commobn vocabul ary and standards for
docunenting the physical and el ectronic condition of

vi deot apes newl y accessi oned or acquired by an archives. Mbst
vi deot apes are placed in long-termstorage without an initial
exam nation or inspection. Inspection records or reports are
rare. This stands in sharp conparison to the care and
treatnent of filns whose physical condition is carefully
docunent ed

2.3 Sponsor research for evaluating the surface contam nants
on vi deotape and for determ ning appropriate cleaning techni ques.



The products of videotape contami nation are not fully
understood or easily identifiable. There is strong

di sagreenment anong experts concerning the identification of
contami nants. Effective cleaning techniques for one kind of
contam nant can be disastrous for another.

2.4 Sponsor or prepare a manual on the preservation
nanagenent of vi deotape collections and an ant hol ogy of
previously published articles and other witings relating to
the history and preservation of videotape.

There is no single publication that may be regarded as a

conpl ete manual for the preservati on managenent of vi deotape
archives. Although studi os and networks have inpressive
technical expertise on their staffs, nobst public archives nust
rely on published sources. Many useful articles and other
publications have appeared over the years on specific and
general aspects of video preservation, but they are widely
scattered in journals, newsletters, conference papers and

ot her sources now difficult to obtain.(148) Conpil ation of
such an ant hol ogy assunmes copyri ght pernission can be

negoti ated. Both the manual and ant hol ogy shoul d incl ude
essential information on all aspects of the technica
managenent of vi deotape archives, including topics such as the
hi story of videotape formats, arrangenent, storage, container
housi ngs, inspection, rew nding, handling, naintenance and
use, duplication, restoration and cl eaning, and re-nmastering.
Simlarly, workshops, |ectures, synposia, and university
curricula can enlarge the know edge baseline in the managenent
of video archives. Wthout this know edge baseline, it is
difficult for archivists to understand the inportant issues,
pose the right questions to | aboratories, and make i nforned
choi ces.

3. Duplicating, Transferring, and Restoration

3.1 Encourage archives and other interested organizations to
transfer obsol ete videotapes to new formats well before the
comerci al dem se of the support technol ogy.

Thi s recommendati on encourages a nmanaged approach to re-
formatting which ains at the increnental and systematic
copyi ng of obsolete formats while experienced technicians,

pl ayback equi pment, and spare parts are still reasonably
avai |l abl e. Collections of already obsol ete recordings should
receive the highest priority for conversion. Excessive
deferral of this work can only lead to unwi el dy conversion
projects with questionable, even inpossible standards and high
costs.

3.2 Encourage public and corporate archives to rationalize or
apportion their priorities for re-mastering or transferring.

Publ i ¢ archives should avoid replicating the preservation work
carried out in corporate archives but should instead build
upon it as part of an overall strategy. In other words,
public archives should adjust their resources for re-mastering
to accompdat e vi deotapes not likely to be copied in corporate
archives---assumng that corporate archives are willing to
provide information about their collections. Public archives
have a legitimte need to identify the |ocation of master

copi es; therefore, open and continuing di al ogue between public
and corporate archives is necessary.

3.3 Select a video host format for re-mastering guided by the
follow ng considerations: (1) its overall physical durability;
(2) its general availability and non-proprietary nature of the
support technol ogy, i.e., videotapes and playback equi pnent;



(3) its ability to replicate the maxi mum i nformational content
and aesthetic appearance of the original as closely as
possible; and (4) its ability to reproduce new copies with the
| east ampbunt of signal |oss.

Thi s recommendati on cautions archives agai nst adoption of the
latest or cutting edge video technology for its own sake. Such
choices linmt the chances for |long-termsurvival of
collections if archives are commtted to a format that may
prove to be nondurable, used only in a restricted market, and
dependent upon only one nanufacturer who faces no conpetition
and whose supply policies are subject to change. Al so, sone
anal og-to-digital conversions can change the character of the
image in the new copy to such an extent that it cannot
constitute an accurate copy of the original. Video art often
exceeds broadcast standards, which causes reduced | um nance in
new copies, altering the look of light and shadows. Despite
the extraordinary mani pul ati ve or creative techniques that can
be enployed in making a digital copy of an anal og recording,
archives nust still strive to preserve the content and
character of the original recording without creating doubts
about its integrity or authenticity as a historical record or
cultural artifact.

The followi ng recommendations will help to ensure the
techni cal adequacy of archival copies.

3.4 Transfer analog videotapes fromthe earliest generation
or best surviving copy.

As a guiding principle for all anal og video copying, this is
especially critical for works of video art and recordi ngs nade
on consuner formats where there is little tolerance for
generational loss. Consultations with the original video
artists, if possible, on the quality or adequacy of transfers
are al so advi sabl e.

3.5 Cl ean vi deotape originals before transferring or re-
nastering to a new fornat.

This recommendation is especially critical for tapes stored
under poor conditions or if they possess any detectable
contami nation. Several organizations, having conducted | arge-
scale 2-inch transfer prograns, found it cost-effective to
clean all tapes beforehand rather than risk danage to
expensi ve magnetic heads fromdeteriorating tapes. Valuable
t apes shoul d be cleaned only by |aboratories that use

equi pnent proven to be safe and effective. Since there are few
pertinent industry standards governing such work, conducting
tests and restricting work to | aboratories of known
reliability are prudent neasures

3.6 Record new copies on previously unrecorded bl ank
vi deot ape made by wel | -established brand-nane manufacturers.

The purpose of this reconmendation is to ensure the best
possible recording and to use tapes of a known reliability in
terns of manufacturing processes and warranties. As another
precauti on, new vi deot apes should be evaluated for dropouts
before being used to carry preservati on masters.

3.7 Re-record consuner and mniature formats to durable
prof essi onal format vi deot ape.

Formats like EIAJ, VHS, 8nm and Hi 8, or their digita
successors may have been very effective in recordi ng i nages
for viewing and study and for sone aspects of docunentary



producti on and ENG, but they nmay not be the best formats for
preservation. Choices for preservation shoul d be guided by the
consi derations identified in Recormendation 3.3 of this part.
(See also Tables 3 and 4, Chapter 2.)

3.8 Record prograns off-air through an of f-line connection
and use professional fornmat videotape.

Thi s recommendation pertains to archives and |libraries that
t ake advantage of the federal authority to copy and retain
newscasts or, through |icense agreenents, other television
prograns. |If the intention is to create a permanent record
the use of a professional tape fornat is essential. Mire
format options are avail abl e for naking study copies.

4. Laboratory Services

4.1 Encourage conmercial vendors to offer services for
obsolete video formats at a reasonable cost to accormpdate the
needs of public archives as well as those of the industry.

The crisis represented by obsolete EIAJ and 2-inch recordi ngs
under scores dependence upon comercial vendors. The

acqui sition, nmaintenance, and operation of obsol ete nmachines
lie beyond the technical capabilities of nobst public and
corporate archives. Under the present circunstances, such

| aboratory work nust be carried out in the private sector
Until now a lack of funding for television preservation limts
what can be sent to a vendor |aboratory. It is also

concei vabl e that the vendors will significantly reduce or
elimnate 2-inch service after industry needs have been net.
If this occurs, the remaining uncopied 2-inch tapes in public
archives will be useless. Finally, public archives can
encourage vendors to |l ower costs through flexible tine-
delivery franes, group purchases of services and |ong-term
conmi tnents and, possibly, through other |ess tangible nmeans
such as referrals. Vendors can also |ower costs to public
archives by offering grants and subsi di es.

4.2 Establish nonprofit video preservation centers.

The Bay Area Video Coalition (BAVC) in San Francisco serves as
an exanple of a nonprofit media production center that can
provide critical services for restoration of obsolete formats,
such as EIAJ open-reel tapes and U-nmtic cassettes, to arts
groups and nonprofit comunities. Simlar facilities are
needed in other parts of the country, in particular in those
regi ons not adequately served by vendor facilities, so that

hi storic video prograns sponsored by federal, state and
private funders can be restored and re-formatted as part of
preservation prograns. Wthout access to such facilities and
their services, the higher costs of commercial |aboratories
may effectively consign historic video collections held by
arts groups and i ndependent vi deo organi zati ons to oblivion.

I nproved preservation fundi ng, however, would nmake conmerci al
services nore affordable.

4.3 Establish a Study Center For Video Preservation.

A conpel ling national need exists for a Study Center for Video
Preservation. Resources allocated to the study of video
preservation have been neager relative to the w despread

i mportance of television and video in so many facets of
Anerican life. It is as if there were little concern with
saving a noving-inmage record of our history and culture in al
their manifestations. Yet concerns about the transience of

vi deot ape and the threat of technol ogi cal obsol escence are
genui ne and pervasive, having been expressed by schol ars,



archivists, and representatives fromindustry. The purpose of
a study center, therefore, would be to collect all relevant
resources relating to the technol ogical history of television
and video, and to nake these resources available to any

i ndi vidual or organization in need of them including public
archives and other nonprofit organizations as well as private
industry. The resources should include, at a mninum a
library of publications such as books, journals, nmanuals,

equi pnent catal ogs, manufacturers's literature, newsletters,
and rel ated ephenera. Second, the center should maintain a
conpr ehensi ve inventory of obsol ete vi deotape playback

equi pnent in good working order, plus spare parts. Equi pnent
could al so include a museum of historically significant

obsol ete vi deo production equi pment, such as the first stand-
alone tinme base corrector and artist-built video colorizers
and synt hesizers, and a representative selection of obsolete
television sets retained to replicate broadcasts froma given
era. Mst equi pnment could cone fromdonations. Third, the
center should work closely with restoration |aboratories and
tel evi sion engi neers and other experts in order to comm ssion
tests of videotape binders in an enpirical setting outside the
considerations or influence of manufacturers, and to maintain
alist of referrals for the benefit of the archival community
and all others who may have need of guidance and expertise in
vi deo preservation. Fourth, the center should devel op and
offer a variety of training prograns about video preservation
techni ques. 1In conclusion, dividing these responsibilities
over a nunber of institutions may be wasteful and woul d not
take into account the required |l evel of skills and expertise
that woul d be needed for effective operations. Yet one
facility, properly staffed and equi pped, could performa great
nati onal service



B. ACCESS TO TELEVI SI ON AND VI DEO ARCHI VES

Recomendat i ons

Educators who testified in the public hearings strongly and
consistently indicated that access to television and video
archives for educational purposes is linmted for a variety of
reasons, the nobst vexing of which they attribute to copyright.
Accordingly, the purpose of these recomendations is to
suggest nethods or policies that renbve obstacles or at |east
mtigate their inpact on research and education. The careful
preservation work of an archives is only validated when it
provi des public access. The nobst thorough and pai nstaking
preservation work on television and video naterials is
inconplete without inproving public access in sone way.

What does it mean to define access in an archival context?
"Access" is the freedomor ability to obtain and nake use of
sonmet hi ng. Archival access neans a researcher's ability to
consult records or docunents together with the ability to
reproduce them Broadly speaking, many archival policies
directly or indirectly affect access. First, appraisal and
sel ection policies determ ne what naterials will be housed in
an archives. Second, archival accessions or acquisition
agreenents nake it possible for the donor to control use of
mat eri al s above and beyond the normal protection of copyright
law. Third, preservation policies determnm ne what copies wll
be available for consultation, |oans, or exhibition. Fourth,
description policies determne what will be catal oged first
and the degree of subject detail. They al so deternine what
wi Il be nade avail abl e through the Internet. These policies
are especially pertinent to public archives, which exist to
serve the needs of researchers. Corporate archives exist to
serve the needs of their own organizations. In their view,
public access is not a prinmary issue, yet it has becone
increasingly clear that the comercial value of these hol di ngs
actual ly increases as the public beconmes nore aware of their
contents. Consequently, the interests of corporate archives
may be served by increased scholarly and public access.

Access to television and video nmaterials may be divided into
four broad areas: description, consultation, reproduction, and
use. Description includes general guides, catal ogs, or other
finding aids. A nodern assunption is that these materials
shoul d be searchable on the Internet. Consultation refers to a
researcher's ability to view and study the audiovi sua
docunent. Reproduction refers to a researcher's ability to
obtain a copy. Finally, use refers to the ability to reproduce
t he audi ovi sual docunment for such purposes as public

exhi bition, display in a classroom docunentary production,
and re-broadcast.

1. Appraisal and Sel ection

Public and corporate archives should act in concert to ensure
that no significant part of the national collection is
destroyed, and they should seek the advi ce and opi ni ons of
schol ars, educators and other interested parties to determ ne
appropri ate apprai sal and sel ection guidelines.

Apprai sal and selection of television materials should be
viewed as a process |leading toward the accunul ati on of a
national collection essential for docunenting the audi ovi sua
heritage of the Anerican people. This process is not
necessarily limted to public archives, since corporate
archives al so make deci sions on what will be saved or
destroyed. For exanple, the huge inventories of 3/4-inch U



natic cassettes in corporate archives will require a system of
triage to distinguish between tapes that can be re-formatted
and those that can be left to deteriorate or donated to a
public archives. In the world of videotape, local television
news stations tend to erase everything. Decisions to retain
or destroy television or video materials should be based upon
broadly determined criteria. To do otherw se nakes it

i mpossi ble to docunent the Anerican intellectual heritage. Yet
the expertise for identifying the materials nost inportant to
this heritage is often found outside public and corporate
archi ves. When apprai sal decisions are made in isolation,

wi t hout any reference to users, to scholarly publications,
research trends, and | acunae, they tend to be arbitrary,

m st aken, and presunptuous. Archives |ocated at universities
have an advantage in their ability to seek guidance from
historians, political scientists, sociologists, and other
scholars. To increase their ability to nake inforned
deci si ons, other archives shoul d organi ze outside advisory
groups conprising scholars fromdifferent disciplines. The
follow ng actions may be viewed as part of an effort to take
advant age of the expertise and interests of educators who
represent the research community.

1.1 Devel op recommended standards or appraisal criteria for
sel ection and preservation of television programi ng. The
draft standards circulated by the International Federation of
Tel evi si on Archives (I FTA/ FIAT) serve as a useful nodel. (See
Appendi x F.) We should nmake the earliest surviving television
materials a major national and local priority because so nuch
has already been | ost and extant materials continue to
deteriorate.

1.2 Create an inter-disciplinary advisory board to identify
the nost inportant progranms and events tel evised each year to
ensure that appropriate copies are safeguarded and to
encourage pronpt availability in public archives.

1.3 Devel op recommended standards or appraisal criteria
specifically for television news in a 24-hour environnment and
for unedited news and docunentary naterials.

1.4 ldentify broadcasts of national television news, news
nagazi nes, and docunentaries, past, present, and future, as
i mportant historical records of the American people that
shoul d be preserved in their entirety.

1.5 Encourage | ocal television news stations to work closely
wi th advisory boards and | ocal public archives (1) to halt
further destruction of extant filmnews libraries; and (2) to
identify videotape coverage of enduring significance to the

hi story and culture of the locality or region.

1.6 Recogni ze the inmportance of video art and i ndependent
docunentary production, especially those works that offer an
alternative perspective, and stimulate their collection

1.7 Support the acquisition of selected advertising
comerci al s and educational and industrial videos dealing with
public and private concerns, including political comercials
and canpai gns for public awareness of social issues.

1.8 ldentify hone video as a potentially val uabl e source of
soci al docunent ati on.

1.9 Devel op collaborative nmethods for deaccessi oni ng unwant ed
nmaterials so that other repositories can review them before
destruction takes place.



1.10 Survey foreign archives and other sources to repatriate
copi es of Anerican tel evision and video prograns neither
preserved nor accessible in the United States.

2. Description: Catal ogi ng, Documentation, and Data Exchange.
Support public policies that encourage the w despread

di ssemi nation of information through the Internet and ot her
net wor ked sources.

Access to information about television and video materials is
essential (1) to foster the interests of the research
comunity, and (2) to rationalize descriptive and preservation
priorities among archives with overl apping collections.
Archivists need to devel op the sanme ardor for television and
video materials that librarians have for bibliographic contro
and di ssem nati on of book-related information throughout the
United States. The need for information is acute on nmany

|l evels. What particularly inpedes research is the absence of a
national union listing of television and video holdings in
public and corporate archives. Beginning a research project
results in nmuch wasted effort through trial and error, and
this at a tine when researchers have rising expectations
about quality of information that can be found on the
Internet. Happily, nore databases, selective though they nmay
be, are beginning to appear on-line, but television archives
typi cally have extensive backl ogs of uncat al oged

mat eri al s. (149) Video art and independent vi deo hol di ngs
are even nore difficult to identify because of a history of
insufficient funds for catal oging or descriptive prograns and
because nost are not held in traditional archives. Corporate
dat abases, to the extent they exist, have barely noved beyond
title and audi ovi sual components. Corporate marketing staffs
could nore fully exploit their extensive tel evision assets
with better automated subject control. A shared need for
catal oging may formthe basis for partnerships between public
and corporate archives. Ways need to be found so that

cat al ogi ng benefits corporate, scholarly and educational use.
At a mnimum public archives should coordinate their own
catal oging efforts; repositories should be encouraged to
contribute descriptive information and make it known to
researchers.

2.1 Take steps to increase the anount of descriptive
informati on about television and video hol di ngs, past and
present, in public and corporate archives across the country
to order to create an easily shared know edge basel i ne of what
prograns existed, what still survives, and where it is

| ocated. This know edge basel i ne should include the follow ng:

A. A national union listing of public and corporate
archives and any other rel evant coll ections.

B. A network of publicly shared databases, including the
Nati onal Moving | mage Dat abase (NAM D), and ot her dat abases
created by public and corporate archives. This recommendati on
recogni zes the likelihood that organi zati ons may want to
restrict sone information for only staff use, and that
editorial standards will vary.

C. A conprehensive catal og of Anerican tel evision and
vi deo by decade

2.2 Underscore the inportance and necessity for funding
standar di zed catal oging to i nprove subject access. Funding of
tel evision and video preservation prograns shoul d i ncl ude
provisions for catal oging. Description of mninmmdata

el ements should be viewed as a tenporary but highly useful
first alternative step to catal oging



2.3 Encourage the collection and preservation of the
informati onal content of scripts, canera notes, pronotiona
itens, and ot her documentation that provide historical context
to tel evision and video materials.

3. Physical Availability of Television and Video Materials
I ncrease the physical and electronic availability of
television materials, mnimzing regional and econom ¢
barriers.

Using television and video nmaterials effectively for research
and teachi ng depends upon havi ng physi cal access to copies on
prem ses and off site. Inprovenents in technol ogy suggest that
increasingly access will be provided through el ectronic
comuni cations systens. At the present tine researchers having
access to cities like New York, Washington, and Los Angel es
are wusually well served by the archives, libraries, and
nmuseuns | ocated there. But there are great disparities in

avai lability throughout the rest of the country. Public
archives are typically set up to accommobdate individua
researchers, but poor funding inpedes research, particularly
the lack of appropriate playback equi pment, reference copies
and poorly arranged coll ections. Excessive donor restrictions
on study access and reproductions over unreasonably |ong
periods of tine can al so hanper access. Corporate archives

i ncluding the networks and studi os, cannot typically
accommodat e schol ars. Yet, by working through public archives,
corporations can provide access, nminimzing their burdens of
tinme and cost. The following recormendations will help to
increase the availability of copies for study on a nationw de
basi s:

3.1 Secure funding to enable public archives to carry out
basi ¢ archival processing, which includes naking reference
copi es.

3.2 Seek the opinions of scholars and educators in devel opi ng
priorities for making access copi es.

3.3 Pronote the use of inter-archival or library |oans on a
cost basis.

3.4 Negoti ate "pre-agreenments" between public and corporate
archives so that scholars will have an ability to request
individual titles fromcorporate archives. For exanple, a
public archives woul d nake a request on a scholar's behal f,
secure a copy fromthe corporate archives, and retain it for
future research needs. The terns and conditions of such
acqui sitions and deposits should be worked out in advance and
not left to ad hoc agreenents.

3.5 Encourage corporate archives or the video distribution
industry to increase the comercial availability of vintage
prograns on video cassettes at reasonable prices

3.6 Encourage the Library of Congress to use its current
authority under the Copyright Act to the fullest extent
possible for off-air taping of "published" and "unpublished"
tel evision prograns so that they will be pronptly available
for on-prem ses research. (For a possible solution, see
Recommendati on 10 under the funding section later in this
chapter.)

3.7 Encourage libraries and archives throughout the nation to
establish off-air taping projects for local and nationa
newscasts as authorized by the Copyright Act; and, through,
license arrangenents, entertai nnent and ot her prograns that



nmay be needed for research.

4. Reproduction and Use

Take steps to nmake it easier for scholars and educators to use
tel evision and video nmaterials in their research, witing and
t eachi ng.

A basic requirenent of access is the researcher's ability to
reproduce and use copies of television and video materials in
a classroomor lecture. Yet the ability to use the
reproduction for such scholarly purposes is governed by the
Copyright Act, which reserves these rights to the owner
Congress has limted these rights to exclusive use through the
concept of "fair use," though in practice, it is rarely
applied to television and video materials. Researchers feel
they are confronted with two sets of contradictory fair use
standards, one set that pernmits sone fair use in publishing
and another for audiovisual materials which effectively

di scourages use. Teachers and scholars do not w sh to work
under a constant threat of litigation. Nevert hel ess, such
fears are always anobng the concerns of archives and

resear chers.

4.1 Sinmplify the process of rights clearances for television
and video nmaterials along the lines of ASCAP for the nusic
industry or the Copyright O earance Center for publishing and
take other steps to streamine procedures for obtaining rights
for classroom exhibition or other exhibitions in a nonprofit,
academic setting

4.2 Make a strong case for price-breaks or noderate |icensing
fees for noncomercial, educational use, including docunentary
production and digital publishing formats such as CD- ROV
above all in cases where there will be no adverse inpact on
the market val ue of the audiovisual materials.

4.3 Encourage university admnistrators to allocate
sufficient funding for the creation of resources and the
acquisition and distribution of appropriate teaching materials
relating to nmedia studies and to other academ c disciplines
whi ch make use of television as a subject matter.

Medi a resources, including descriptive information, should be
commrensurate with the curriculum Printed nmaterials al one
will not suffice. 1In view of copyright or |icense
restrictions, universities may have to provide closed-circuit
del i very systens.

5. Copyright and Fair Use

Intensify formal and informal discussions (through
conferences, working groups, etc.) anong educators, archivists
and industry officials as a neans to seek workabl e sol utions
on issues relating to copyright and educational access to

tel evision and vi deo archives.

In the view of scholars, the current effects of the Copyright
Act of 1976 and Congressional fair use guidelines discourage
research, witing and teaching with respect to the use of
television materials and i npede the flow of programs into
public archives. At the sanme tine, these materials are
becom ng increasingly critical to the study of contenporary
American society, educators find that their efforts to obtain
access are inefficient, prohibitively expensive, or fruitless.
Copyri ght owners, on the other hand, see educational use as a
primary or ancillary sales market for audi ovisual products.
Current off-air taping guidelines are inefficient for the
educational use of television materials. Especially



frustrating is the absence of fair use guidelines for the
publication of frame enlargenents. Scholars viewthe
enlargements as critical to illustrate their research and
witing, and believe that publication of enlargenents
represents an inconsequential part of the total program and
that doing so in scholarly works with linmted readership has
little or no adverse inpact on the program s nmarket val ue
Sone publishers accept this prenmise while others do not; in
the latter case, excessive copyright fees are often required
Publ i cati on aside, archives should routinely provide frane
enl argements and nake this right a standard clause in a deed
of gift or instrunent of deposit.

Anong the proposed issues for discussion by interested parties
are:

b The fair use of filmand video frane
enl argenents for publication in scholarly
wor ks.

b Current off-air taping practices by archives
and libraries throughout the United States.

b Possi bl e revision of fair use guidelines and

policies for off-air recording television
prograns for use in classroomteaching and for
retention by public archives and libraries.

b Inter-archival and educational dissem nation of
tel evision prograns through new technol ogi es.

b The adequacy of the Library of Congress off-air
taping authority for the Anerican Tel evision
and Radi o Archives (ATRA).

b The reproducti on and use of tel evision and
video nmaterials whose owners can no | onger be
identified.

These di scussi ons shoul d be w dely based, draw ng upon
schol ars and educators, archivists, legislators, copyright and
broadcast attorneys, and industry representatives.

C. FUNDI NG PRESERVATI ON AND ACCESS AND | NCREASI NG PUBLI C
AWARENESS

Recomendat i ons
Part One: Funding

Hi storically, television has existed in the shadow of

Hol | ywood' s filmindustry. The gl amour of the filmindustry's
stars, intensive publicity canpaigns, negadeals, and huge box
of fice grosses draw public attention away fromthe prograns
created for commercial and public television that are equally
i mportant and often nore creative than the output of
contenporary Anmerican cinema. Tel evision has been responsive
to and reflective of societal issues and concerns. C nema nmay
have been the common bondi ng experience of this century's
first half, but television has taken over the mmjor part of
that role. Yet, because of its constant appearance in Anerican
honmes, television has been seen as a | ess special nedi um

This difference between filmand tel evision serves as a usefu
i ntroduction to understandi ng why funding for television and
vi deo preservation has been so linmted in conparison to what
has been made available for film preservation, nost notably

t hrough the National Endownent for the Arts/Anmerican Film
Institute grant program (150) The urgency to rescue
nitrocellulose film a much older nediumthan television film
or videotape, has overshadowed the needs of television and



vi deo preservation. Respect for the age of docunents is
usually a good nmaxi mfor archives to follow, but when applied
to audi ovi sual docunents |ike photographs, film and videotape
age is only relative. Thus sone materials dating fromthe
early history of television have nore historical or cultura
val ue than sone silent-era nitrate filnms that have already
been preserved, even though the television records are |ess
than half as old. Public policies have tended to favor film
over television preservation.

As discussed earlier in this report, there are other reasons
that have tended to di scourage funding for tel evision and
video. Filmpreservation techni ques and processes, having
been practiced for decades, are fairly well defined, and the
maj or practitioners in the United States are concentrated in a
relatively small nunber of organizations. Until now the
preservation of television and video has not been well

defined; building a consensus on preservation issues anpbng
many and varied organi zati ons has been a sl ow process. Left
unaddr essed, genui ne concerns over the transi ence of videotape
as a recordi ng nmedium and video format obsol escence will
continue to discourage public or private funding for
preservation.

1. Establish in the private sector a pernmanent, nonprofit
entity dedicated to the cause of television preservation and
access. The organizationps main duties will include: 1)
recogni zing and denonstrating the continuing vital inportance
of television and video to Americaps cultural heritage, 2)
raising private funds on a national basis for preservation of
this heritage, 3) providing grants to support preservation and
access projects at nonprofit institutions with television and
vi deo collections throughout the United States. 4) recognize
in a public manner individuals, conpanies, or other

organi zations for outstanding achi evenents i n saf eguardi ng and
preserving the television and video heritage or for their

ot her contributions to this endeavor; and, otherw se using
every opportunity to keep television and video preservation
and access issues at the forefront of the national archival
agenda.

A conpel ling need exists for a separate organi zation that can
devote its energies to pronote the needs of television and

vi deo archives and to secure commitnents for their support.
The Library of Congress, working closely with the Association
of Moving Image Archivists, industry representatives

prof essi onal associ ations and other interested organizations,
will take the lead in developing the fornal structure of this
institution, including its mssion and responsibilities,

gover nance, etc

2. Public archives should build a consensus around the

techni ques of television and video preservation and nmake them
known to funding organi zati ons. Foundati ons and ot her funders
should in turn review grant applications fromtelevision and
vi deo archives on a equitable basis with those fromfilm and
phot ogr aphi ¢ archives. Al funding sources should be nore
responsive to the needs of television and video archives.

In the past television archives could not successfully conpete
for grants based on the need for preservation because of a

bi as favoring cinema and because the archival comunity had
not yet already defined preservation techniques for television
and video materials. The basic procedures and techni ques for
vi deo preservation are known and have been put into practice
at least partly by the major studios and other industry

organi zations. Public archives by and | arge have not had nuch



of an opportunity to inplenment themdue to a | ack of funds

3. Public archives should continue to expect federal agencies
to serve as vital sources for funding neritorious projects and
shoul d therefore apply for every grant award for which they
feel qualified. Federal agencies should establish a

subconm ttee of the Federal Funders Conmittee to inprove
coordi nation of their policies with respect to funding
projects that involve videotape, film photograph, and sound
recordi ngs preservation and access.

During the last ten years three federal agenci es awarded
approximately 1.5 mllion dollars for television preservation
and access projects. The agencies are the National Historica
Publ i cations and Records Commi ssion of the National Archives
and Records Adm nistration, the Departnent of Education, and
the National Endownent for the Humanities. Under its nost
recent guidelines, the National Endowrent for the Arts would
seemto wel come preservation and access grant applications
relating to television and video materials having strong
artistic nerit--indeed sone past NEA nedia grants have
included a preservation provision. Declining budget resources
have restricted grant levels, particularly in the endowrent
agenci es. Yet these agencies still represent a source of
significant funding that could benefit tel evision preservation
and access. Preservation has indirectly benefited since access
copi es made under grants provi de an additional dinension of
protection as a second copy, thereby elimnating the need to
handl e the originals for routine use

4. Pursue new avenues of financing of television and video
preservation should the opportunity occur to share in
dedi cat ed tax prograns.

The issue of a special tax has surfaced in past discussions
about alternative nmethods to funding public television, but
t he approach has never been inplenented owing in part to

obj ections fromthe industry and fromthe Departnment of
Treasury, traditionally opposed to dedi cated taxes.

Neverthel ess, this issue should be re-visited in consultation
with appropriate governnmental and industry representatives
Over the years, individuals have proposed at |east, four
practical categories for the inposition of sales taxes to
benefit public archives: (1) on the purchase of new tel evision
sets, VCR s, or blank videotape; (2) on the purchase of

tel evision prograns by a broadcaster; (3) on the sale of air
time for commercial ads; and (4) on the purchase of satellite
time. On bal ance, the additional costs to an individua
consuner or to a broadcaster could be negligible and stil
raise three or four mllion dollars annually for public
archives. Rigorous econom c analysis of the pros and cons of
various options is needed. To stand any chance for success in
this area, any proposal nust be a consensus plan devel oped
with the participation of all affected parties.

5. Make a case for public archives to receive a benefit from
the FCC auction of broadcast spectrum

No | ess controversial than dedicated taxes is the FCC auction
of broadcast spectrumto the industry, a public policy
steadfastly opposed by the National Association of
Broadcasters. The FCC has al ready auctioned spectrumto the

t el ecommuni cations industry, including Direct Broadcast
Services (DBS), raising alnost twenty billion dollars for the
national treasury. A bill in the 104th Congress (H R 2979)
proposed use of spectrumsales to establish a trust fund for
the Corporation of Public Broadcasting. A readjustnent of



spectrum all ocation is necessary to accormbdate a shift from
analog to digital transmi ssion. President Clinton has directed
the FCC to auction additional channels. The point is for the
archival conmmunity not to becone engaged in the debate on
spectrum policy-- though some archives may wish to do so-- but
only to advocate the principle that broadcasters or

t el ecommuni cati ons conpani es whi ch recei ve such lucrative
privileges should be obligated in sonme way to return a service
to the public archives that provide preservati on of and access
to television materials. This service should take the form of
a percentage of auction sales of channels or, at a mnimm a
voluntary donation. Conversely, governnent could be asked to
consi der maki ng avail abl e a percentage of incone from auction
sales to the proposed nonprofit organization (described
earlier) which will benefit all television and video archives.

These approaches to the public financing of television and

vi deo preservation are worth pursuing. In conjunction with
their partners in production and in the broadcast industry,
public archives should consider presenting to Congress a
unified public-private request to initiate suitable
legislation. Broad industry support is a prerequisite for the
success of these initiatives.

6. The Corporation for Public Broadcasting should establish a
preservation grants programs pursuant to the Public
Br oadcasting Act of 1967.

Throughout its existence the CPB has failed to provide funds
for the preservation of the prograns it finances although this
responsibility is stated in its own enabling legislation. It
finances a small programat the Museum of Tel evision and Radio
which allows the Musem to acquire access copies of a snal

sel ection of each year's PBS output. Nor have PBS affiliates,
due to a constant shortage of funds, been able to accept
responsi bility for preservation because producti on and

transm ssion are their main priorities. As the mjor custodian
of public television, PBS ended a short-1lived archival program
several years ago, and in 1993 signed an agreenent with the

Li brary of Congress which in effect nakes the Library the
ultimate preservation custodi an of PBS s extensive hol di ngs.
WEBH in Boston is the only public television station with a
formal archival program The PBS hol dings are so extensive,
about 100,000 itens and grow ng, that the Library of Congress,
whi ch can provide proper storage, will need significant

assi stance to ensure the preservation of the materials.

Accordi ngly, CPB should allocate funding for the establishment
of a grants prograns for which organizations |ike the Library
of Congress, the Miuseum of Tel evision and Radi o, and the

Nati onal Public Broadcasting Archives can apply. Finally, the
Ford Foundation, which was the mainstay of educationa

tel evision before CPB, spending nore than $82 million, should
be asked to consider assisting public archives to preserve
early educational prograns.

7. ldentify one or nore broadcast conpanies willing to host a
direct public appeal for the benefit of television and video
preservation, an appeal to be acconpani ed by prograns and
conpilations fromnmaterials held in public archives.

In conjunction with the Film Foundation and the nitrate film
archives, Anerican Mvie Cassics (AMC) has conducted at | east
four public appeals for donations to support the preservation
of the American filmheritage. These canpai gns have succeeded
in raising several hundred thousand dollars for the benefit of
filmarchives.(151) A conparabl e broad-based canpai gn shoul d
be conducted enphasi zing the rich cultural value of the



American tel evision and video heritage.

8. Although grants will be available fromtine to tine from
nati onal agencies, local television news archives shoul d
approach regional, state, local, or nunicipal sources for the
primary funding of their activities.

To begin, local archives may need assi gnnent of copyright so
that they can earn incone to support archival activities
Donors shoul d wei gh the benefits of donating rights for tax
purposes conpared to potential earnings fromthe sale of stock
footage. Failing transfer of rights, |ocal archives should
negotiate a share in any license or royalties fromthe sal e of
stock footage and provide other services to commercial users
on a cost-plus basis. Second, |ocal archives should ask for
sti pends from broadcasters to support preservation and ot her
activities that benefit broadcast operations such as

catal ogi ng and i ndexing. Such gifts may qualify as charitable
donations under tax codes. Third, |ocal archives should ask
for donations of in-kind equipnment and services from
broadcasters in their locality. Fourth, the Nationa

Associ ation of Broadcasters and state broadcasting

associ ations, preferably w th corporate sponsorship, should
establish preservation funds for the benefit of the nost
outstanding materials held by local television archives.
Fifth, since several state lotteries generate incone to
support public education, |ocal archives should consult with
their state governments to determne if they can be nade
eligible to receive part of lottery earnings to expand
educational access to their holdings. Sixth, since alnbst ten
years have el apsed since the first and | ast |ocal television
news archives conference, it is inperative that another be
held to address fundi ng i ssues, ampbng other inportant topics
relating to the managenent of |ocal television news archives.

9. Public archives, producers, and broadcasters should
expl ore partnerships which serve the interests of the
nonprofit educational community.

The rel ati onship between C SPAN and the Public Affairs Video
Archives of Purdue University may serve as a useful nodel of
cooperation between a broadcasting organi zation and a public
archives. C-SPAN |icenses PAVA to duplicate and distribute C
SPAN progranming for a fee which PAVA retains to support its
activities, including its off-air taping, description
preservation, and reference. To stinulate usage, C- SPAN gives
grants to educators for the purchase of prograns from PAVA

10. Use the off-air recording facilities of the Library of
Congress to make copies of television progranms for copyright
regi stration and charge copyright owners an appropriate fee to
cover the costs of this service

Reduction in costs is an inportant incentive for broadcasters
to support this service, because it would be | ess expensive
for the Library of Congress to nmake copies automatically off-
air than for broadcasters and/or copyright owners to nake them
as needed for copyright registration. The savings would derive
fromsystematic recording of all output in one location. To
cite an exanple, the National Film and Tel evision Archive of
the British Film Institute for sone years has received
substantial annual grants from comrercial broadcasters to
record their prograns off-air, using professional and study
quality formats. The BBC al so provides a substantial grant to
the archives for recording off-air on S-VHS only, for public
access purposes. The |Independent Tel evision Authority, which



regul ates comercial television, determ nes the anpbunt of the
grants. Though the BBC grants are voluntary, its new Charter
obliges it to cooperate with the BFI/NFTA on archival issues
In this manner both the archives's interests and those of
broadcasters are well served. (See Appendix J.)

Part Two: Increasing Public Awareness

Many early | osses of television nmaterials, including the
destruction and continuing erasure of local television news,
can be attributed to a | ack of understanding of their

hi storical and cultural value. Wth a few notabl e exceptions,
it took the archival comunity too long to espouse a
preservation philosophy for television and video materi al s.
The urgency to save Anerica's notion picture heritage, however
justified, has | ong overshadowed the needs of television and
vi deo preservation. There are no television counterparts to
the National FilmPreservation Board, the American Film
Institute, and the new National Film Preservation Foundati on.
Publ i ¢ awar eness prograns should redress this inbal ance.
Museum based prograns, though for the nost part limted to
Chi cago, Los Angeles, and New York, have been fairly
successful in denonstrating the artistic and educati onal val ue
of materials in their custody through exhibits, semnars,

| ectures, and repertory showi ngs. These activities enlarge
and enrich public understanding of the need to preserve the
tel evision and video heritage, and they provi de usefu

| everage for attracting financial assistance. |In addition to
supporting educational work of broadcast nuseuns, the
following initiatives are recomended

1. Increase public awareness of the quality and broad range of
Anerica's tel evision and video heritage by conpiling a
national registry of television and video treasures and
conducting a nationw de tour of selected prograns.

2. Pronbte the need for television preservation in neetings,
newsl etters, and journals of organizations |ike the NAB, ATAS
NATAS, and the Peabody Awards and encourage themto give
periodic preservation awards, possibly supported by a

cor por ate sponsor

3. Work through NAB in order to convey the preservation
nessage to local television news stations.

4. Produce a docunentary on the problens of television and
vi deo preservation and air related public service
announcenents ai ned at general audiences and potentia
funders, and have these shown on public television stations,
cabl e television, and other outlets.

5. Include video art and i ndependent video in public awareness
canpai gns.



