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The Archive of the Academy of Motion Picture AM and Sciences has existed as 
a part of the Academy Foundation for over twenty yean. As the film collection 
of the Academy, the collection was created to serve the work of the Academy a d  
foster the study of the motion picture as art and science. The Academy Archive 
now contains approximately 12,000 fims and videotam of divtrsc origin. Early 
cinema is well-represented in the Academy Film Archive by the Paper Print 
collection, p r e ~ ~ e d  by Kemp Niver in conjunction with the Library of Congress, 
important collection8 of film by Melies and Lumiere, an well as negatives of 
Chaplin films and other masters of the cinema. In addition, the c o l l d o n  has 
extensive holdings of American silent film from the Blackhawk, Em-Gee and 
other libraries. Throughout the years the Academy attempted to collect copies of 
Academy Award winners and nominees. Although the core of our c o b t i o n  is 
comprised mainly of motion picture featun~, our holdings include a large number 
of shorn and documentaries. Then arc also manv fllms wlleaed for their value 
as examples of technical achievement in midon picturn, including the 
Technicolor collection of imbibition prints, reels and tests. 

R E  0ve.z the years, the Academy han received the personal collections of many S T U D Y  - prominent Hollywood figures, such ar Alfrsd Hitchcock, Fred Zinnemann, John 
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Ruston, and Sam Peckinpah. These collections often contain long versions or 
A Y  I R A N I I  director's cuts of important motion pictures, as well as personal footage of family 
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and professional life. Much of this material is of gnat value to acholar~ who 
b<l l 'Nl~A I ll)N come to the Academy to study the papers and other documents associated with 

these important figures of the cinema. The Academy Archive also has the most 
complete collection of the Academy Awards ceremonies, which have been 
recorded on film, kinescope and various video formats. 

Our Archive has been a source of programming as well as a pmervation facility. 
Those in the archival field will remember the Academy's catalytic role in the 
preservation of the paper prints. In addition, the distinguished nitrate collection 
of Melies films was entirely copied with funds generated internally. Currently, 
the Archive loans prints to a number of institutions, including the UCLA Film 
and Television Archive, the Pacific Film Archive, the Film Department of 
George Eastman House, the hes Angeles County Art Museum, the British Film 
Institute, the Cinematheque Prancaise, the Pordenone Film Festival, and of course 
the studios. 
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The Academy Archive is located in the Academy's Center far Modon Picture 
Study at 333 So. La Cionega Boulevard. This facility, which is shared with the 
Acadcmy'~ Margaret Herrick Library, contains offim and w o r k q a a  for the 
Academy Archives, and a 1500 square foot, en-tally controlled storage 
area that ha8 been stabilized at 50 degrees fducnhdt md 50% humidity. The 
vault housu all of the Academy's non-nitrate pmcrvation matuial. The 
Academy Archive is actively iawlved with AMIA md FIAF. Other acdvitia 
include work with a number of studior on pruamtion and documsnbtion 
projects, and pmicipation in the Film Dirrctor'a Foundation. 

Many of the moat importnnt issuu concerning pn%cmtion today are being railad 
by our colleaguu on this panel. We would lib to mine two issues that should 
be taken into consideration in the National Pnswadon Plan, and although these 
remarks an directed primarily at prcstrvation of feature motion pichver produced 
and difitributed by major ~tudior, they also pertsin to the. preservation of 
independent filmc. 

When we my films should be pruvved, or that r film hac bean prederved, what 
do we mean? Thue are a number of mutaa that define pruuvation in t m r  of 
using the original medium and gauge for pmcrvation, making protsetian and 
duplicate negative elements, and m forth. In the archival world, we ue often 
confronted with a single, mom or h unique element, a nitrate negative, or a 
print or other element which is the only source for preservation of the film. In 
other cases, there ace multiple m u m  for mstruct ion of a film, and part8 of 
different prints, negativa, fine grains and wundtrack elemento nn combined to 
produce a restored "originalg version of a film. We g m d y  prerume that 
original version to be the longest relear version of the film u indicated by 
contemporary review#, studio m r d s ,  exiating film elements, etc. This 
reconstruction work often requires the wllaboration of d v w ,  studios, 
distributors and mllectors. The first great era of film preservation involved 
duplication of physical materials that were ohcn the proputy of archives, and 
frequently the films being preserved wcre in the public do& (such as silent 
filma whose copyright had expired). 

We are entering a new cra of pnservation. Although them is still a b e  amount 
of nitrate film to be preserved, the focus of prurwation work ia shifting from 
black-and-white nitrate film to color film on acetote base. Most of the original 
film elements an still the property of the ~tudios, and most of the motion pictures 
are undu copyright pmtcctfon and are king exploited in ancillary marlab. In 
the case of film sin= about 1950, there has bem a proliferadon of emulsion, 
llcrecn and mund p m s u  (EastmanColor Alm, Ciemoscope, Techniscqe, 
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Vistavision, 3-D, 65mmprocessca, Cineram, magnetic, Dolby and digital s t e m  
systems, among many others) that matre prwervatlon choices more complicated. 
Although the color instability of the Eartmancolor process ir well known, color 
nqmrations ars not always made for color Alma. Is a film a i r u l l y  retea3ed in 
4-channcl round pmcrved if there is only r monophonic record of the 
soundtrack? 11 a VistaVLdon fflm preserved if color separ~tions have not b m  
made from the negative in the original fonnatl We need a definition of the 
technical minimum requirement for a Alm to be considered prrsaved. Often, 
protection elements m made but never tested. When an orlgid element is 
destroyed or detedomtcs, protection elements arc sometimes found to be 
insufficient to reprOduce the fllm. Standards should be establirhed far quality 
control of preservation work, including t u t  printing and examination of the sound 
and picture elements. Increasingly, modon pichlrei are created to be axhibited 
in a vaxiety of different contexta and often in a variety of vedons. Director's 
cuts, special edition1 for theatrical, cable or home market nleau, md othw 
significant varianh of the Loriginal release v d o n a  my exist. A g e d  policy 
which sddnsru the p m a t i o n  of all important vasions of r film rhould be 
considered. 

If we are going to create a National Preservation Phn to addreu the problems of 
film preservation (rtudio production as well ar film produced in other contuts), 
we need to define pnservation mom precisely in term8 of i t ~ a b n l c  for image 
quality, type$ of elements needed to protect a pardcular typ of film original, 
quality control and other ptoosdura such as documentation. stoxage, maintenance 
and access to preservation elements. The National Pnsengtion Plan should 
support the emergence of standards for film p r e m t i o n  (auch as those being 
studied by the Film Foundation), and promote the institutionathdon of such 
standards through organization: such as SMPTB. 

The widespread apprehension of the physical limitations of film a~ a rupport for 
moving image storage and duplication has led archivists to the realization that 
motion pictum cannot be duplicated beyond a few genustions without drastic and 
visible loss of imue quality. With the rapid development of the electronic 
imaging secton of science and industry, them may come a time when film 
(including stock, printing and processing facilities and expe.rtise) becomes far less 
common. far less available than it is today. Unfortunately, eIectronic forms of 
stofage appear to be considerably less ttable than motion plctun film. There is 
in fact no true preservation medium that will capture a l l  of the information in a 
film image and atom that information in a recoverable form for an archival period 
of time. Of all the typa of representational matuial found in mumma and 
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archives, from bone, clay, stone and bronze to canvas and paper, the motion 
picture and the videotape arc among the most ephemeral, the most temporally 
fragile, We submit that any true National Prcsmtadon Plan must include a 
research component that is ditected toward two goals. The fust of t h e  goals is 
the identifmtion and development of technoloev that allows the ocanninn of an 
original motion picture negadve (or other film &ment) from film into the digital 
domain at full resolution, suppofi the pnscrvation enhancement of the image, 
and allows the digital image to be transford back to fdm at full resolution and 
without artifact. Such a system would overcome the inherent limitations of photo- 
mechanical duplication, the analog process which is the basis of all film 
preservation today. The second goal is the conceptualization and development of 
a true archival system for the long-tum (more than 500 y m )  conservation of 
motion pictures that ia robust, highly reliable, economical, relatively universal (in 
terms of technical standards and deployment), scalable (adaptable to any level of 
image resolution), flexible (in terms of transfer back to film or to other media), 
and low maintenancc (in terms of storage environment and inspection 
requirements). We do not envision the conversion of every motion picture to this 
archival format, only the ones that have been identified as having the perennial 
importance. We do not see the development of these aysms as public sector 
activities, but the National Preservation Plan and subsequent initiativu could 
provide a valuable stimulus and a forum for the conceptudization and validation 
of these systems. The work of prescrvadon is necessarily one of looking to the 
past, and often of adapting tools of the past to recover our motion picture 
heritage. But it would be wrong for those responsible for this heritage not to 
look now to the future and take into account the immense changes occumng today 
in the regime of the moving image. 


