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Martin Scorsese Receives First
FIAF Film Preservation Award

Ivan Trujillo

FIAF Film
Preservation
Award

El Primer Premio FIAF de Preservacion
Cinematografica ha sido entregado a
Martin Scorsese el 3 de octubre de
2001, durante el 39° Festival
cinematografico de New York. En el
discurso pronunciado durante la
ceremonia de entrega del trofeo -una
lata para pelicula 35mm de 300m de
pura plata- Ivan Trujillo sefialé que se
trataba de una oportunidad Unica en
la historia de la FIAF de reconocer la
obra de una personalidad exterior a la
federaciéon que haya dado un impulso
decisivo al movimiento a favor del
rescate y salvaguarda del acervo
cinematografico mundial. El
presidente enfatizé que “desarrollar
la conciencia publica a favor de la
causa de la preservacion del cine era
una meta esencial para la FIAF y que,
al respecto, nadie ha sido nuestro
mejor aliado que Martin Scorsese”.
Concluyé diciendo que “celebramos su
contribucion y empefio en nuestra
causa comun para el futuro del cine”y
le hizo entrega del Primer Premio FIAF
de Preservacion Cinematografica.
También agradeci6 al Festival de New
York y al UCLA Film and Television
Archive, por haber permitido
programar The Night of the Hunter (La
noche del cazador), de Charles
Laughton, pelicula espléndidamente
restaurada por UCLA gracias al apoyo
del Sr Robert Sturm y de The Film
Foundation.

Message delivered by Ivdn Trujillo at the ceremony of the Presentation of
the FIAF Film Preservation Award to Martin Scorsese, on the occasion of
the 39th New York Film Festival on October 3, 2001, at the Lincoln Center.

Martin Scorsese, friends and organizers of the New York Film Festival,
ladies and gentlemen,

Although much has been said about the September 11th attacks in New
York and Washington, the shock and the grief have not yet disappeared,
particularly in this city that is gallantly recovering its everyday life.

The international cultural community has condemned these tragic and
senseless acts. We believe that culture, which is born from a rich and
complex tradition in our society, must continue, as a sign of confidence
that our society will flourish when the sound and the fury fade away.

What brings us together tonight is the task of preserving cinematic
culture as a form of expression unique to the twentieth century, and as
a precious heritage for our descendents.

This is a very special occasion for the International Federation of Film
Archives. For the first time in our history, our Federation is recognizing
the work of someone who has been a major force in supporting film
preservation. | thank the New York Film Festival, and also the UCLA Film
and Television Archive, which has wonderfully restored The Night of the
Hunter. | especially thank The Film Foundation and, in particular, Mr
Robert B. Sturm, for funding the restoration of the print and the
outtakes.

Since its creation in 1938, the International Federation of Film Archives
has been involved in the preservation of all sorts of stories told through
motion pictures. Some are masterpieces, and examples of human
creativity at its very best. Without exception, all of them are cherished
documents that provide important information about our history and
our dreams.

Working together, FIAF's 126 members have preserved thousands of
titles and millions of feet of film. A lot has been accomplished, but, at
the start of the twentieth-first century many new challenges await us.
New technologies, for example, provoke an entirely new set of
questions and have become a priority for our Federation.

Tonight, | want to emphasize that building public awareness for the
cause of film preservation is a critical task for FIAF, and in this regard,
no other person has done more to foster this awareness, no other
person has been a stronger ally of the film preservation movement
than Martin Scorsese.

Martin Scorsese is a great film artist. His work expresses both a unique
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La FIAF a remis son premier prix de la
préservation a Martin Scorsese le 3
octobre 2001, lors du 39éme Festival
du Film de New York. Dans son
discours de remise du trophée —une
boite de pellicule 35mm-300m en
argent - Ivan Trujillo déclara qu’il
s’agissait d’'une opportunité unique
dans I'histoire de |a FIAF de
reconnaitre I'ceuvre d’une
personnalité extérieure a la
Fédération qui ait donné un coup de
pouce décisif a la sauvegarde du
patrimoine cinématographique
mondial.

Le président de la FIAF souligna
'importance de I'événement en
ajoutant que “conscientiser 'opinion
publique sur la préservation du
cinéma a toujours été un but
essentiel pour la FIAF et que, dans ce
sens, personne n'en a aussi bien fait
prendre conscience au public,
personne n’a aussi bien servi notre
cause, que Martin Scorsese”. En
remettant le trophée, Ivan Trujillo
conclu sur ces mots: “Nous célébrons
ici son importante contribution et son
engagement dans la cause commune
du futur du cinéma ». Il remercia
également le Festival du Film de New
York ainsi que la UCLA Film and
Television Archive, pour avoir rendu
possible la projection de The Night of
the Hunter (La nuit du chasseur), de
Charles Laughton, un film
extraordinairement restauré par UCLA
avec l'aide de M. Robert Sturm et de
The Film Foundation.
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Mary Lea Bandy and Ivan Trujillo Bolio present the first FIAF Preservation Award to
Martin Scorsese

personal vision and an extraordinary knowledge of cinema’s history. His
splendid homage to the Italian Cinema, Il mio viaggio in Italia, which
we will see in this Festival, is but one example of this vision.

But even rarer still, Martin Scorsese is a great artist who is also
dedicated to preserving film art for future generations. While he has
greatly helped our efforts to safeguard cinema around the world, | am
also very happy to report that his own films are being preserved in
several of FIAF’s archives. Both his films and his eloquent advocacy for
preservation inspire us in FIAF to work with even greater passion and
dedication.

The International Federation of Film Archives is in your debt, Martin
Scorsese. We celebrate your great contribution and commitment to our
shared goals for the future of film. Today we ask you to receive the first
FIAF Film Preservation Award.
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The Night of “The Night of the Hunter”

Jeffrey Couchman

FIAF Film
Preservation
Award

Agradecemos la gentileza de Jeffrey
Couchman al permitirnos la
reproduccién de su articulo The Night
of “The Night of the Hunter” del que
se publicaron fragmentos en el “Daily
News” de New York, el 30 de
septiembre de 2001. En su articulo,
Couchman anuncia al publico la
inminente entrega del Premio FIAF a
Scorsese, pero —sobre todo- sefiala el
lugar que ocupa la pelicula de
Laughton en la historia del cine
narrando detalladamente las etapas y
vicisitudes de la preservacion de The
Night of the Hunter por el UCLA Film
and Television Archive.

Nous remercions Jeffrey Couchman
d’avoir eu la gentillesse de nous
permettre la reproduction de son
article The Night of “The Night of the
Hunter,” dont quelques passages ont
été publiés dans le “Daily News” de
New York, le 30 septembre 2001. Dans
son article, Couchman annonce la
remise du Prix de |a FIAF a Scorsese
mais, surtout, souligne la place
importance qu’occupe le film de
Laughton dans I'histoire du cinéma,
tout en faisant I'historique de la
préservation de The Night of the
Hunter par la UCLA Film and
Television Archive.

(Portions of this piece incorporate the original draft of an article by
Couchman published in the New York Daily News, Sept. 30, 2001.)

The versatile actor Charles Laughton appeared in some ninety plays
and films and lent his resonant voice to dozens of recordings and radio
broadcasts. But he directed only one film. The Night of the Hunter (1955)
is itself a singular work in American cinema. Fairy tale, horror movie;
realistic, stylized—the film is in an eclectic class of its own.

Audiences had a rare opportunity to see Laughton’s exquisite work on
the big screen at the New York Film Festival, Oct. 3, 2001, where it was
accompanied by outtakes from the film. Best of all, they saw a print
that had been painstakingly restored by the UCLA Film and Television
Archive. (The same print was shown later in October for a week-long
run at Film Forum.)

Also at the festival screening, the International Federation of Film
Archives presented its first FIAF Award for Preservation. The recipient
was Martin Scorsese. Richard Pefia, chairman of the New York Film
Festival selection committee and program director of the Film Society
of Lincoln Center, said in remarks from the podium that although it was
not customary for the festival to give awards, it was in this case “an
honor and a privilege” to help promote the cause of film preservation.

Award, venue and film came together with perfect logic—a
convergence orchestrated by FIAF.

As a 63-year-old organization with 125 members in 71 countries, FIAF has
preserved thousands of films. Yet its work remains obscure to the
general public. “We have discussed for a long time how to make the
organization better known,” said Steven Ricci, secretary general of FIAF
and head of research for the UCLA Film and Television Archive. “And one
of the thoughts that we had was to present films under the FIAF
banner at major festivals.” Along with that came another thought.
Mary Lea Bandy, chief curator of film and video at the Museum of
Modern Art and a co-chair (along with Ricci and Robert Daudelin) of
the FIAF awards committee, explained that FIAF also “wanted to honor
someone outside the Federation who has importantly contributed to
the understanding of preserving our film heritage.” Scorsese was FIAF’s
unanimous choice.

In presenting the award (a 1000-foot film can of pure Taxco silver), FIAF
president Ivan Trujillo said, “No other single figure has done more to
build the awareness for preservation. No one has been a stronger ally
of the film preservation movement than Martin Scorsese.”

The proof of that is in the work of The Film Foundation, which Scorsese,
along with seven other filmmakers, started up in 1990. The Foundation
has supported the preservation and restoration of a long list of films.
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Robert Mitchum in The Night of the
Hunter, Charles Laughton. Courtesy of
MGM.

Prominent on that list is The Night of the Hunter. Robert B. Sturm,
founder and chairman of Catch 23 Entertainment, provided The Film
Foundation with funds for the archival work on Laughton’s film (along
with three other works from the 5os: The Barefoot Contessa, The Big Sky
and Fair Wind to Java).

Scorsese himself holds The Night of the Hunter in high esteem.“It’s an
extraordinary film,” he said at the award ceremony.“I saw it at the age
of 12. It’s never left my consciousness. | envy those of you who’ve never
seen it. You're going to experience something quite unique.”

The unique artistry of the film, as well as its importance to Scorsese,
were good reasons for selecting the restored Night of the Hunter to
accompany the FIAF award. But there were other reasons. “We were
looking for a film which had international elements,” said Ricci. As an
American work directed by an Englishman, The Night of the Hunter met
that criterion. Also, the picture stars Lillian Gish, an icon of film history
and, in Bandy’s words, “the best friend that MOMA ever had, who
created her own preservation fund so we could go on restoring the rest
of the Griffith films.”

A reason even more compelling to a federation of film archives was the
fact that Charles Laughton, in preparing for his directorial debut,
screened DW. Griffith films preserved by the
Museum of Modern Art. Terry Sanders, second-
unit director on The Night of the Hunter (and
active today as a documentary filmmaker whose
works include Lillian Gish: The Actor’s Life for Me),
recalled that he and Laughton watched a 35mm,
hand-colored print of Intolerance which MOMA
had sent out to Hollywood. From the poor-quality,
16mm prints that Sanders had seen at UCLA film
school, he had gained the impression that “those
people back there had terrible equipment and
their film was awful, and they didn’t know
anything.” Then he saw the archival print,“and it
was the sharpest, clearest, most beautiful
photography I'd ever seen in my life, much
sharper than anything that you see today.”
Laughton also had his cinematographer, Stanley
Cortez, look at Criffith films from the Modern. The Night of the Hunter,
then, is a monument to the very idea of film preservation. “It’s a film
that was restored by an archive,” said Ricci, “but its making was
influenced by the work of another archive. Once this title was put on
the table, everybody agreed that we should show it.”

The New York Film Festival selection committee readily concurred in the
choice. To Pefia, the film is “one of the great examples of an absolutely
personal work emerging from Hollywood cinema.” And personal vision
is, he believes, “what the New York Film Festival has always been
about.”

Which brings us to the film itself.

Laughton’s work is based on a best-selling 1953 novel by Davis Grubb, in
which a psychopathic preacher (played by Robert Mitchum) murders a
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young widow (Shelley Winters) and pursues her two children, John
(Billy Chapin) and Pearl (Sally Jane Bruce), down the Ohio River. In
conventional hands, the film would no doubt have been a
straightforward thriller. But it was the independent producer Paul
Gregory (the man behind Laughton’s legendary stage productions of
Don Juan in Hell and John Brown’s Body) who bought the book,
persuaded Laughton to direct and convinced United Artists to back the
film. Although James Agee was hired as screenwriter, various accounts
credit Laughton himself with shaping the final script. In doing so, he
remained faithful to the novel’s story and dialogue.

Yet nothing in Grubb’s book suggests the stylistic variety of the film. At
times, it has a pastoral feel reminiscent of silent movies by DW. Griffith
(those archival viewings paid off). At other times, its shadowed imagery
evokes German Expressionism. Laughton depicts a world that is by
turns familiar (precisely observed details of small-town life) and other-
worldly (a nighttime journey along a river where, for a time, innocence
eludes evil). Through visuals lyrical and grotesque, and through a score
by Walter Schumann that is both magical and menacing, Laughton
creates a tender nightmare.

The film'’s visual audacity reveals a first-time director happily
experimenting. Laughton was helped in his explorations by a
cinematographer with a kindred spirit and a
touch of genius. Stanley Cortez was a born
experimenter, best known for his work on Welles’s
The Magnificent Ambersons (1942). In Charles
Higham’s book Hollywood Cameramen, Cortez
claims that of all the directors he worked with,
only two understood light: Welles and Laughton.

Indeed, The Night of the Hunter may be a
dramatic study of good and evil, but it is also a
film about the drama of light.

All the more important, then, to view a pristine
print. “Copies had been made in the past, but
those were mostly from dupes that were a couple

m Cutarvised the work on Night of the Fnter 2
supervised the work on Night of the Hunter as

Lilian Gish in The Night of the Hunter,
Charles Laughton. Courtesy of MGM.

preservation officer at the UCLA archive (his many previous restoration
projects include Rouben Mamoulian’s Becky Sharp and Frank Capra’s
Lost Horizon). “We wanted to go back to the original camera negative
and get the best possible new prints and new preservation materials.
And that’s what we did.”

Simple as that sounds, the work took an entire year and required the
efforts of more than a few people (among them, Nancy Mysel at UCLA;
John Kirk from MGM; David Cetra and Joseph Olivier from Cinetech;
John Polito of Audio Mechanics; Simon Daniel and Peter Oreckinto at D)
Audio). The project involved both preservation (the safeguarding of the
film for the future) and restoration (trying, as Gitt said, “to bring back
the quality of the original”).

The negative had to be repaired first. Gitt and his colleagues fixed bad
splices and replaced three damaged sections with high-quality footage.
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They were able to print that footage from a 1955 “protection master”
just before it succumbed to vinegar syndrome—the breakdown of
acetate film into an acid that smells like Newman’s Own salad
dressing.

The original soundtrack negative had vanished, probably as a victim of
vinegar syndrome. That could have been a blow to the restoration—
and not only because of Schumann’s haunting score. Laughton
occasionally heightens the sounds on his track for dramatic effect, and
the voices of Mitchum and Gish (a kind of fairy godmother to the
children in the film) are both rich and hypnotic on either side of the
moral divide.

Luckily, the protection master yielded good sound. Luckier still, film
enthusiast Weimer Gard (a friend of Elsa Lanchester, Laughton’s widow)
donated to UCLA original magnetic recordings which provided even
better sound for roughly sixty per cent of the film. The latest digital
technology was used on the entire soundtrack to remove pops, clicks
and other noise without hurting the original analog sound.

Masters and prints are now on polyester film stock meant to last
hundreds of years. But that, Gitt pointed out, is what “we used to be
told about acetate. We’ll keep our fingers crossed.”

The restored prints contain no new scenes, but they can truly be called
“new and improved.” As Gitt explained, “printing technology has
improved so much in the last fifty years that the new prints are
actually slightly better than the 1955 prints made off the same
negative.”

The sharpness and depth of the image restore the range of grays in, for
instance, a picnic sequence of dappling sun that reveals Laughton’s
Impressionistic sense of light. Also more sharply defined now are
scenes of high contrast, studies in the art of chiaroscuro: houses lit up
against the night or the preacher riding a horse on the horizon, singing
a hymn to the dawn.

Seeing The Night of the Hunter in its restored splendor is a poignant
reminder of what might have been had Laughton directed more films.
In addition, the outtakes seen at the New York Film Festival display
Laughton’s encouraging and patient manner on the set. (UCLA has
preserved some eight hours of outtakes from The Night of the Hunter,
which provide invaluable understanding of Laughton the director.) We
glimpse his skill with actors—and witness his unusual technique of not
slating individual takes, thus letting the actors stay in the moment as
they try out different approaches—and we gain a sense of why cast
and crew have always spoken highly of Laughton.

Unfortunately, the film was a commercial failure on its release.
According to Paul Gregory, that disappointment was “killing” for the
novice filmmaker. Plans to direct another film—an adaptation of
Norman Mailer’s The Naked and the Dead—withered away, and
Laughton resumed his acting career (and continued to direct in the
theater).

Today, of course, audiences savor the imagery that apparently
bewildered the 1955 viewers. Witness the extended applause at the end

7 Journal of Film Preservation / 64 / 2002



of the New York Film Festival screening. Thanks to Bob Gitt, the UCLA
archive and the many collaborators on The Night of the Hunter
restoration, we—and future generations—can appreciate all the more
the one film Charles Laughton left us.

Indeed, if | may add a final topical thought, the restored print helps us
see the film anew in more ways than one. The Night of the Hunter, with
its iconic image of fingers tattooed “LOVE” and “HATE,” is tragically
pertinent these days. It is, after all, a portrait of evil cloaked in piety. The
preacher adheres to what he calls “the religion the Almighty and me
worked out betwixt us”—a religion driven by hate, praying to a god of
violence (“Not that you mind the killin’s,” says the preacher to his god).
The film well knows, as Gish’s character says, that “it’s a hard world for
little things.” Yet it assures us the children will survive, for “they abide
and they endure,” even as it reminds us to keep watch, by day and
night, for the hunters among us.

Bob Gitt restoring Charles Laughton’s The Night of the Hunter. Courtesy of UCLA Film
and Television Archive.
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Preserving Film Outside the Vaults:
A Report on Projection, Shipping and
Temporary Storage Facilities

Paolo Cherchi Usai

Editor’s note: What follows is an excerpt from an essay prepared for the

Open Foru m conference held by the Danish Film Institute in Copenhagen on
November 2001, in celebration of its 6oth anniversary. The complete
version of the paper will be published by the Danish Film Institute in
the proceedings of the symposium. The "Facility Condition Report”
referred to in the essay will be reproduced in the book, and will be
made available by George Eastman House via internet in the near
future.

Let us assume, for the sake of argument, that production of motion
picture stock for projection prints has been discontinued already.In a
scenario of this kind, archive and museum curators are likely to find
themselves split between two currents of thought. Some (labeled by
some as the right-wing party of the archival community) have already
determined that because film is now irreplaceable, no print held by the
institution is going to be shown ever again as such, in the name of
long-term preservation. (Film festivals will be the first casualties of the
new state of things, as they will have no choice other than showing the
history of cinema through other media.)

The other half of the archival world (let's call it, for the sake of
symmetry, the "liberal" party) takes a slightly different approach. While
digital preservation is being made, they want to do something with the
viewing prints created before the demise of film stock. They were called
“projection prints” for a reason, right? They were meant to be screened
(there are even intermediate negatives that were meant to protect the
film in the event that a copy was
damaged), and they are in fine
shape, so let’s exhibit them. In the
archive itself? Yes, because archives
are supposed to know how to better
handle them. Loan them to other
archives and festivals as well? It
depends. Certainly not to the
festivals which used to return the
prints in a sorry state. After debating
which venues are worth being given
the privilege to continue showing
photochemical versions of the
cinema (possibly with some
attempts to create a Guild of
Worthwhile Festivals, an élite of
institutions whose reputation is

George Eastman House, the Dryden Theatre.
Courtesy of George Eastman House
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earned through a consistent respect for the artifacts), a compromise is
suggested as a sort of ideological bridge between the moderates and
the extremists: as FIAF was originally supposed to be a club of
institutions trusting each other, a way can be found to let fellow
members continue to enjoy what was once their exclusive privilege --
being allowed to exhibit prints coming from another archive or
museum, at specific conditions and under clearly defined restrictions.
Being friends or members of a Mutual Admiration Society is no longer
enough: you also have to guarantee that the print dispatched to your
archive will be treated exactly in the same way it would be treated in
mine, so that there would be no difference between the look of a copy
before and after its screening in a different venue.

The word “guarantee” is of course loaded with problematic
implications, and needs to be qualified. There are a number of criteria
by which the physical integrity of a print can be ensured. Fine arts
museums have been borrowing artworks from each other for centuries,
and have come up with a precise set of requirements in order to do so.
These requirements are spelled out in a document called a “condition
report” -- a totally unknown entity for moving image archives, whose
managers are aware at best of a one-page document called “inspection
sheet”, or, at worst, have some subjective memory of what prints are in
good shape and what aren’t. But in a fine arts museum there are at
least two types of condition reports: one dealing with the physical
status of the object itself (which is what moving image archives have
been doing so far); the other with the technical, environmental and
logistical issues surrounding the exhibition of the object outside the
museum’s premises.

The structure of a typical condition report of this kind reflects the
various phases of the collaboration between two institutions loaning
prints to each other; we will now browse through these documents, so
to speak, chronologically rather than structurally, addressing questions
in the order in which they arise in the actual museum practice. When
an artifact is temporarily moved from one institution to another, the
transaction normally takes the form of a contract specifying the terms
and conditions for the loan. This practice is unknown or unfamiliar to
the majority of moving image archives of the present time, for at least
two reasons. The first is connected to the tradition of the archival
community, where exchange of prints for screenings has always been
decided upon a verbal agreement between the parties or through a
fairly straightforward correspondence: a curator or a programmer asks
for another curator or progammer about the availability of a certain
print, and if the print is there the copy is sent to the borrowing venue
after copyright has been cleared. Things are not so simple in a museum,
as the parameters of the loan must be spelled out in much greater
detail; interestingly enough, the moving image archive is more than
reluctant to follow this approach. The fact that most archives do not
have staff assigned to perform this specific task is beside the point. A
more convincing reason for their reluctance is that moving archives
don’t really care much about contracts when it comes to fellow
institutions: there is a promise that a certain print will be shipped back
by a certain date, but then who cares if the copy actually comes back a
few days after the agreed term? A contract including the provision that
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George Eastman House (GEH) ha
elaborado un modelo de ‘Informe
sobre condiciones de utilizacion’
aplicable al trato de las peliculas
durante su transporte y proyeccion
fuera del archivo. Este informe fue
inspirado del Gallery Condition Report
habitualmente utilizado por los
museos que tienen a su cargo el
transporte y exhibicion de pinturas,
esculturas y otros objetos de valor.
Este tipo de Informe apunta a
plantear tres series de cuestiones:
¢Cémo son tratadas las peliculas
durante la delicada fase del
transporte al prestatario? ;En qué
condiciones ambientales son
almacenadas antes y después de la
proyeccion? ;Cémo son tratadas en la
cabina de proyeccion?

Hasta ahora, tanto los malos tratos
suministrados a las copias durante la
proyeccién y el transporte como su
almacenamiento transitorio
inadecuado eran considerados como
problemas secundarios, ya que se
estimaba que era facil remplazar las
copias en caso de dafos graves o
irreversibles. Con toda probabilidad
esto cambiara en el futuro, ya que la
pelicula fotografica va a ser
remplazada por la tecnologia digital y
que, por ende, al disminuir la
produccion de pelicula
cinematografica, cada copia se ira
transformando en un objeto Unico e
irremplazable. Resulta pues
importante que, como medida de
prevencion, se adopten e
implementen criterios de
manipulacién de materiales
cinematograficos mas coherentes que
los que rigen actualmente. El modelo
de informe (cuyo cuestionario estara a
disposicion en el sitio Web de GEH), es
a la vez un documento de discusién y
un instrumento de trabajo que
anticipa el tiempo en el que las copias
de proyeccién ya no seran
consideradas como objetos
desechables.

no unauthorized duplication will be made of the borrowed film is
perceived as an insult, even though everyone knows that the history of
the film archive movement is constellated with illegal copies made in-
house (when there is a laboratory or a video duplication machine) or
even off-premises, in the period during which the archival print is
abandoned to its own fate; besides, who will ever check? Who has the
authority to administer sanctions in the event of a breach of the
contract? Because they know there can be no such sanctions except for
the (unlikely) ostracism from the archival community, contracts are
regarded with a mixture of indifference and contempt. However, we are
dealing here with a different scenario (remember, film stock is no
longer in production). When film was duplicated onto film, few archives
would ask the borrower to submit a proof of insurance: if a print was
lost, stolen or damaged, the borrowing institution would probably say
“sorry”, and that was that. In the event of a flagrant error of the
borrower, the loaning archive would probably ask to be reimbursed for
the cost involved in the creation of another print, which is to say that
the insurance cost of an archival loan in the photomechanical age
would probably not exceed a few thousand dollars or euros, because
that is the cost of replacing the damaged or lost copy. (Never mind that
you're using over and over again the preservation negative, which is
exactly what you are trying to avoid.) In the digital age, however, there
is no such possibility. It is assumed that the object to be loaned has
been previously duplicated in electronic form, so that a lost print would
not involve the definitive loss of the film itself. But now that the print is
no longer replaceable, what insurance cost are we going to give to it?
The insurance for an average painting of the 19th century is several
hundred thousand dollars, and a similar course of action would be only
logical for the loan of a film that is now as unique as a Picasso or a
Cézanne. It is indeed possible that this factor will play a pivotal role in
the archive’s decision not to move the film from its premises; but this,
too, is beside the point given the circumstances described here. In our
hypothetical framework, the museum has already decided to loan the
print, and the borrower is ready to play by the book. Let’s just add, as a
footnote, that sooner or later all repositories of archival moving images
where the film on a photographic carrier has an archival value in itself
will be forced to address this rather unpleasant hurdle in the course of
their dealings with other organizations.

But this, unfortunately, is only the beginning of our story. Let’s assume
that a contract has been drafted and agreed upon, and that the
insurance value has been established. It must also be assumed that the
agreement specifies the criteria for the shipment of the artifact from
one institution to another. In a fine arts museum, insurance is covered
on a so-called “wall-to-wall” basis, meaning that the insurance
company will pay for whatever happens to the print from the moment
it leaves the premises of the loaning institution to the time when it
reaches the borrower, and vice versa. This doesn’t mean that the
dispatcher just takes the print from the archive as it is; in a museum, a
staff member (the preparator) ensures that the print is packed in a way
that will minimize the possibility of damage during transportation. As
we all know, this is a sore point in the current state of things. A good
portion of the damage suffered by the copy during the loan process
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La George Eastman House a élaboré
un prototype de Facility Condition
Report sur le traitement des copies
lors de leur transport et de leur
projection en dehors de I'archive. Ce
rapport est basé sur le Gallery
Condition Report utilisé
communément par les musées en
charge de peintures, de sculptures et
d’autres objets de valeur. Le but
principal de ce rapport est de poser
trois séries de questions: Comment
sont traitées les copies durant la
délicate phase du transport vers
'emprunteur ? Dans quelles
conditions environnementales sont-
elles entreposées avant et apres leur
projection ? Comment sont-elles
traitées dans la cabine de projection ?
Jusqu’a aujourd’hui, les mauvais
traitements infligés aux copies lors de
le projection ou du transport ainsi
que leur entreposage temporaire
inadéquat étaient considérés comme
des problémes secondaires, estimant
qu'il était aisé de remplacer les copies
en cas de dommages graves ou
irréversibles. Cependant, a longue
échéance, la technologie digitale va
remplacer les films photographiques.
Ainsi, comme on ne produira plus de
pellicule, il y a de fortes chances pour
que chaque copie devienne un objet
unique et irremplacable. Par
prévention, il est important que des
critéres plus cohérents en ce qui
concerne la manipulation, en dehors
de l'archive, des objets relatifs au
cinéma soient mis en place et agréés.
Le rapport proposé ici est un
document de travail qui ouvre la
discussion, un outil de travail pour le
temps ou les copies de projection ne
seront plus considérés comme des
objets jetables.

happens precisely because of the uneven or insufficient care in
preparing the print for delivery. In many archives, an inspection report
is prepared before the print is sent out: splices are counted and
reinforced when necessary, footage is measured, heads and tails are
verified; so far, this is the only “condition report” we know of in moving
image archives, but what is worth pointing out here is that the very
same control procedure should be implemented when the print is
returned to the loaning institution. Some institutions do it, some don't,
and this is in itself a source of significant concern.

Let’s pretend, however, that in the post-photomechanical world this
procedure is already in place. The print has been pulled from the
refrigerated vaults and has been staged for at least 24 hours in order to
minimize the stress deriving from the abrupt change in temperature
and humidity, and is now ready to be shipped. Do we still want to
deliver it in cardboard boxes? For some reason, the way archival prints
are packed is more or less similar to the way you would pack an object
of little or no value. This is because it is taken for granted that the
package will be treated quite carelessly during transportation anyway:
thrown across hallways, dropped in the runway of an airport, piled up
by the door of a projection booth. In some cases, the cardboard box is
substituted by a metal container known as a Goldberg (after the name
of the manufacturing firm), which offers an only slightly greater degree
of protection to the artifact. But the parcel will be treated more or less
the same way, if not worse. Professional organizers of exhibitions
dedicated to painters, sculptors, photographers and craftsmen designed
and adopted many years ago very sophisticated containers or crates for
the transportation of their treasures; it’s too bad that we had to wait
for the end of motion picture stock to recognize the legitimacy of the
same need. If it’s a projection print or a non-flammable element, come
get some more cardboard; if it’s nitrate, it will probably be a barrel,
probably good enough to satisfy the questionable or bizarre
requirements of shipping agencies (one fireproof cardboard box per
reel, safety stickers all over the box, even sealed containers!)

But now, in the digital age, the unique print (as all prints have now
become very much unique) is no longer wrapped in newspapers to
avoid its bouncing within the can; instead, strips of tiny airbags made
of neutral material are put in the cans, and then removed before the
print is returned to the vaults. Containers are made of fireproof,
waterproof fiberglass that can even float on water, and is resilient to
bumps and the roughest treatment you can imagine. It is assumed that
the people responsible for such treatment are the shipping agents, who
don’t know how valuable the film has become. In the photomechanical
age, films were shipped by mail, courier, or by one of those commercial
(and expensive) carriers known for their rapidity in service. Of course, if
they lose or damage the print, their financial responsibility is
proportional to the insurance you are willing to pay. In the United
States and abroad, Federal Express is widely used for film shipping, yet
few archives know or make use of a specialized branch of the company,
known as FedEx Custom, specifically designed for the transportation of
extremely valuable artifacts. If your institution doesn’t have a
preservation lab, you now send your film to be preserved somewhere,
whether Cinema Arts or Cinetech in the United States, Hendersons in
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fack
Fear and Desire, Stanley Kubrick, (USA,

1953). Frame enlargment from a 35smm
Print. Courtesy of George Eastman House

the United Kingdom, Haghefilm, L'lmmagine Ritrovata or Studio Cine in
continental Europe. Let’s imagine that you found the only surviving
nitrate of a very rare film. What you do in this case isn't much of a
choice, as you really have no choice: you give the nitrate print to a
commercial carrier, then wait and hope for the best. There is something
illogically perverse in this challenge, often ignored in the name of
statistics or past experience (with allegedly reassuring statements such
as “FedEx never loses anything”, or “it never happened before”), but
now that film no longer exists as a commercial entity, sending a film by
standard courier should no longer be an option. In a museum, objects
of exceptionally high value are hand-carried by a representative of the
institution, often by the preparator himself; | don't see how a restored
print of Cabiria could be safely hand-carried in a suitcase, but maybe
two or three people can, and the decision to be in the same aircraft
where the print is transported is certainly less arbitrary than giving it
to an unknown entity.

So let’s assume that the properly staged, thoroughly inspected,
adequately crated archival print covered by a substantial insurance
value has safely reached the premises of the
borrowing institution. Normally, the print is not
screened immediately; it arrives a few days or
even some weeks before the screening event, and
is therefore stored somewhere. Where, exactly?
An art object is supposed to be stored in a high-
security facility whose keys are held by
responsible staff members. The area is climate
controlled, very much like the archive’s vault itself.
In fact, exhibition preparators never open the
crates immediately after the object has been
dispatched; instead, they let it stay closed for at
least one day or two in the climatized room in
order to let the object adapt to the new
environmental conditions. The same, therefore,
will apply to the film. The print won’t lay around
in the heat of the projection booth; in fact, the
projection booth itself will be climate controlled,
although not at the same severe conditions of a
vault. The conditions of temperature and humidity where the print is
kept before the screening will be known and agreed upon by the
lending institution, who will also be notified of who has the keys to the
vaults and how many guards are in charge of the building’s surveillance
during the day and at night.

Time will come for the print to be screened. The most secretive area of
a moving image archive, where even qualified staff receives a
lukewarm welcome at best, the projection booth is also the place
where the film print receives a good deal of damage. No matter what is
written in the contract, and regardless of what understanding you have
reached with your fellow archive, the projectionist will ultimately do
whatever is deemed convenient. The list of manipulations suffered by
the artifact at this crucial stage of the exhibition process is well known,
and goes far beyond the projection of the print on a “platter” system,
where all reels are merged together into a single, very large reel in
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Prospero’s Books, Peter Greenaway
(1991). Courtesy of George Eastman
House

which all heads and tails have been cut off and the last image of one
reel has been spliced to the first frame of the following one. No matter
how long the leader is, no matter how clearly you write "reel 1" on the
strip of blank film which precedes the film, no matter how clearly the
label on the can has been marked, the projectionist will write
something else, either on a tape or on the film leader itself, as well as
on the can. You can often tell what archive or festival a certain print
went to by simply looking at the lid of a container. Cue marks are
superimposed on top of each other until they create a puzzling
labyrinth of punched circles, lines and crosses with grease pencil (or
permanent marker), or even scratches on the film emulsion itself. The
projection booth is perhaps the place in the archive where dust and
dirt are most tolerated or even taken for granted, and the projectionist
is reluctant to bring in a cleaning crew because he or she believes that
the machines should not be treated carelessly (which is true) and there
is no better cleaning crew than the projectionist himself (which is not
necessarily true). Is it entirely their fault? No, because curators have
basically allowed them to make decisions all by themselves; the
authority of a preservationist seems to have clearly defined boundaries
in the institution, and the projection booth is normally on the other
side of the border. If the film is not shown at the correct aspect ratio, or
with lower sound, or at the wrong speed, or with a light source that’s
too weak, it will be easy for the projectionist to
say that things are the way they are because
there’s no way to do otherwise; the aperture plate
has always been that way, the motor won'’t take a
certain speed, the sound level has always been
that way as well, and there is no compelling
reason why it should be otherwise. To continue in
our parallel with the fine arts, it is as if the crew
in charge of installing the paintings in a gallery
would mark each canvas at the bottom corner, or
put on a certain picture frame because that’s the
kind of frame they have always used.

Seen from this perspective, the condition report
employed by fine arts museums seems no less
than astonishing to a moving image curator.
What kind of light bulb is being used in the
gallery where the paintings are exhibited? At
what distance from the object? How strong is the light itself? How are
the paintings being hung on the wall? What kind of security system is
in place in order to prevent unintentional damage or vandalism? An
archivist who receives one or any questions similar to these is likely to
take offense, but in a situation where a film cannot be replaced if
damaged there will be no other choice than asking the same set of
questions. What kind of projectors and rewinders are being used?
When were they last inspected, or how often are they being reviewed?
What is the light source? At what level is it being kept during
projection? When was the last time that worn out light sources were
replaced with new ones? When were the mirrors aligned? How old are
the lenses? A museum of fine arts normally asks the borrowing venue
to provide a plan of the gallery where the works are about to be
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exhibited; if that’s the case, why not ask that photographs of the
projection equipment and the auditorium be submitted together with
the condition report?

In the photomechanical era, the best you could do when a print was
returned with cut leaders, additional cue marks, or in poorly packaged
containers was to file a complaint, or -- in the worst case scenario --
refrain from lending again any print to the institution responsible for
the damage. Today, nobody has the guts to ask the borrowing venue to
pay for the cost of a new print in the event that heads and leaders are
cut; nobody would believe such threat, and in some cases the archive
will reply that such a requirement makes no sense, considering that the
print already has splices, and is therefore only a matter of opening and
closing them again with (allegedly) no further damage to the print.
This, too, is no longer possible in the digital era: as it stands, a condition
report for a fine arts museum could therefore be translated into a
document specially designed for moving image archives (hence the
questionnaire reproduced below). But let’s go back to the example of
an art object of great value, which needs to be hand-carried by a
representative of the lending institution. Some archives have
announced that institutions asking for a print of a silent film from their
collection will have to pay for the travel, accommodation, per diem and
honorarium of a pianist selected by the archive itself. This has caused
considerable stir in the archival community, but it shouldn’t; in fact, it
could probably be further developed in another requirement: agreeing
to loan a print on the condition that the lending institution will also
provide a qualified projectionist who will take responsibility for the
proper handling of the print. In other words, if you want a restored film
from an archive you’ll also have to pay a projectionist to go with it. A
decision of this kind would probably cause an immediate uproar in the
projection booth, and probably a strike in the institution whose
personnel works under the aegis of a trade union. No such protest,
however, would be heard in a fine arts museum (where the exhibition
preparator works in tandem with the institution’s staff), and the
exhibition venue of the digital world will have to come to terms with
two options: either getting its act together and training its projection
crew to act more responsibly, or accepting that someone else, from
another institution, will work with the chief projectionist of the
borrowing institution and at least be there when the film is exhibited.

It could be argued that talking about the need of a museography of the
moving image doesn’t make much sense if moving image archives
don’t actually start behaving like museums. Better do it now, get
prepared and set up a rational procedure of some kind, rather than
being (once again) late and rushing to makeshift solutions when the
disappearance of photographic film laboratories will be a fait accompli.

*This is the abridged version of a paper originally prepared for the
conference “Preserve — then show”, organized by the Danish Film Institute
in Copenhagen for its 6oth anniversary (November 11-13, 2001). The full
version will appear in the proceedings of the symposium (in preparation).
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Cineaste, Collector, National Socialist
Frank Hensel and the Reichsfilmarchiv

Rolf Aurich

Historical
Column

Chronique
historique

Columna
historica

Frank Hensel

“Things became even more dangerous, the man said, when “I had to
apply for permission from the French to film in an emigrant camp and
in a French coal mine. | was quite aware that in the event of my arrest |
would no longer be condemned for treason as a film cameraman, but
instead, since | had penetrated French soil, be taken for a German spy
and probably have to pay for it with my life. From this moment on |
began carrying my Browning on me. Hansen did the same, for it was a
matter of all or nothing now!” Frank Hensel proudly recounts here the
difficulties he faced at the turn of 1934/1935. With the assistance of a
Danish cameraman, he filmed the political activities of German
emigrants who had fled to the Saarland in 1933. He wanted to “show
the German people the future of men who had committed treason in
their fight against our Fatherland”. His film was entitled Volksverrat
gegen deutsches Land/Treason against German Territory, although
Hensel always called it the “Saar film”, as seen in these notes for a
lecture drafted at the earliest in 1936 and cited by way of introduction
here. In the Saarland, Hensel assumed a false identity as the
representative of a company called Rochling. At the time, the Saarland
was still under the administration of the League of Nations; it was
brought back “home to the Reich” by the “Saar referendum”, held under
repressive Nazi terror tactics in March 193s.

Double identities, gaps in his biography, obscure circumstances
- these are typical for Frank Hensel. Just the same, for the
history of film in Germany and for the history of international
film archives, this man - who had joined the NSDAP in 1928 -
was instrumental. Stages in his career included putting
together propaganda films for the NSDAP in the early 1930s
(he was crucial to the making of Hitlers Kampf um
Deutschland/Hitler’s Fight for Germany in 1932), and taking
over the Capitol cinema in Frankfurt on the Main in a kind of
“private Aryanization” in 1933 (depicted in “Lebende Bilder einer
Stadt. Kino und Film in Frankfurt am Main”, published in 1995).
Between 1935 and 1937, he was the director of the
Reichsfilmarchiv in Berlin. In 1938 he helped create the
Fédération Internationale des Archives du Film (FIAF) and in
1939 he became its president. From 1940 on, in German-
occupied France, Hensel was in contact with Henri Langlois.
Meanwhile, in a leading position at a travel agency, the
Mitteleuropaisches Reiseblro (MER), he proved very adept at
getting foreign film prints for the Reichsfilmarchiv from
countries occupied by Germany. Yet in German film histories,
Frank Hensel and the Archive, which he influenced so greatly,
are rarely even mentioned. His biography and the story of the
development of the Archive can best be examined by referring
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In 1942, Frank Hensel survived an
airliner crash

to sources related to the Reichskulturkammer (Reich Chamber of
Culture), Reichsfilmintendanz (Reich Film Office), Reichskanzlei (Reich
Chancellor’s Office), and the Reichministerium fiir Volksaufklarung und
Propaganda (Ministry for Enlightenment and Propaganda) [see:
Bundesarchiv Berlin], as well as the municipal files from the Institut fur
Stadgeschichte Frankfurt am Main (Institute for the History of the City
of Frankfurt on the Main). In this context, letters from the collections of
the Film Study Center at the Museum of Modern Art in New York were
also particularly helpful.

Jacob Franz Hensel was born on July
9,1893 in Bingen on the Rhine - the
second son of a hotelier and
winegrower, and an Englishwoman.
As Hensel himself reported, he was in
England for quite some time at the
age of 18, he had wanted to become a
sailor; later his knowledge of the
language was to work to his
advantage. He was engaged as an
interpreter for English for the
Territorial Field Infantry Regiment 349
in fall and winter 1915/16. Decorated
with the “War Wound Badge in
Black”, he was discharged from the
forces as a corporal of the reserves in
spring 1919. Hensel began to travel
« and was in France several times from
1920 on and, as he himself stated,
spent time in Italy and the USA “for study purposes” and “on business
trips”. His commercial education enabled him to work as a “head
receptionist” in Germany and abroad; further schooling - in
photography - made him in 1922 the official “photographer of all
national organizations”, as stated in his NSDAP party membership
book. Beginning in 1926, he became the “photographer of the
administrative district of Hesse-South Nassau”, a position he held until
he was assigned the departmental head of the local film and slide
office until 1932. He was then appointed head of the Landesfilmstelle
Sld-West, a state film office, within the Reichspropagandaleitung
(Reich Propaganda Office). From Berlin in late November 1934, he
embarked on making the “Saar film”, sponsored with 6,000
reichsmarks from the Propaganda Ministry’s “Saar section”. This
occurred after he had avoided paying back taxes on manipulated
transactions in conjunction with diverse cinemas in Hesse. As a
consequence, however, trouble arose between him and the municipal
authorities, in particular the Mayor of Frankfurt: it was claimed that
Hensel had been actually encouraged to violate the law by the
“national revolution”. In summer 1934 the Propaganda Ministry’s film
section removed him from the line of fire by giving him a job at the
NSDAP’s propaganda office in Berlin, where he first worked on a film
about the “Winterhilfswerk”, a relief organization.

Neither this film, whose title is not known, nor the “Saar film” have
been found. Nevertheless, it can be assumed that the material first
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Frank Hensel se souvient des risques
qu'’il avait pris en filmant les activités
politiques des émigrants allemands
qui avaient fuit en Sarre en 1933. Son
but était “de montrer au peuple
allemand ce qui attendait les
hommes qui trahissaient leur Patrie
en la combattant”.

La biographie de Hensel est truffée de
zones d’'ombre et d’'omissions.
Membre du Nationalsozialistische
Deutsche Arbeiterpartei (NSDAP)
depuis 1928, il allait devenir un
personnage phare dans le monde des
archives de film, aussi bien en
Allemagne qu’a I'étranger. Aux débuts
des années 30 il montait des films
pour le NSDAP et entre 1935 et 1937, il
dirigea la Reichsfilmarchiv. Il fut I'un
des fondateurs de la FIAF en 1938 et
en devint le président en 1939. Il
s'attelait a obtenir des films étrangers
pour la Reichsfilmarchiv. Né a Bingen
en 1893 d’un pere hotelier et
viticulteur et d’'une mére anglaise, sa
connaissance de I'anglais lui sera fort
utile. Il voyagea en Italie et aux Etats-
Unis. Pas a pas, il a gravit les échelons
des organisations nationales.

Un des premiers rapports sur la
Reichsfilmarchiv montre que ses
collections contenaient aussi bien des
copies des films clés allemands que
des films interdits. Beaucoup de
documents provenaient également de
la Reichsarchiv de Potsdam. Cette
grande variété de matériel, qui
comprenait méme pendant un temps
un titre interdit de Fritz Lang, était
également a la disposition d’'un
groupe d'étudiants de I'Université de
Leipzig.

De 1935 jusqu’a I'éclatement de la
guerre, Hensel a contribué largement
a l'obtention de copies de films
n‘ayant jamais été projetés en
Allemagne. Il profitait de ses voyages
aux Etats-Unis et dans un grand
nombre de pays européens, ainsi que
de ces contacts avec les ambassades,
pour se les procurer. Ces films étaient
a la disposition du contre-espionnage
allemand. A cette époque, Hensel
était capitaine dans la police sous les
ordres du Haut Commandement de
I'Armée, bien qu’il ne se soit jamais
enrdlé. Aprés 1938, la FIAF pouvait se
procurer plus facilement les films
étrangers. Hensel pensait que la FIAF
devrait cesser ses activités en cas de
guerre, qu'il croyait improbable. Le

made its way into the collections of the Reichsfilmarchiv, established
on January 29,1934 in Berlin-Dahlem. The Archive opened its doors to
the public in rooms belonging to the Kaiser Wilhelm Society on
February 4 of the following year. In mid-September 1934, the first
director of the Archive, Leonhard Bottger (1902-1965) - who had initially
been in the foreign service and was a senior officer at the film
censorship board since September 1933 - was able to issue a
preliminary overview of the collection. It reveals that alongside Fritz
Lang’s prohibited film Das Testament des Dr. Mabuse/The Testament of
Dr. Mabuse and Sergei Eisenstein’s Bronenosec Potemkin (with German
intertitles), the Archive had positive prints of all those German films -
silent and talkies - which an archive considered essential at the time.
Just the same, the collection clearly focused on documentary material,
which had come from different locations: the largest part was from the
Reichsarchiv in Potsdam, presumably over 800 reels, mainly state
propaganda and news from World War | - i.e. material from the
military’s photography and film office from 1916 on. Police
headquarters in Berlin entrusted the Archive with prohibited film
footage from before the film code established in 1920, as well as with
titles previously banned entirely. Other “donations” were from the film
industry and included Ufa’s weekly newsreels and some 10,000 meters
of material from diverse producers of “Kulturfilme”.

Section 3 of a statute which came into effect on January 30,1935 laid
down that the “films accepted” be: “1) films passed on to the
Reichsfilmarchiv by the Reich, state or communal authorities or other
public bodies; 2) feature, documentary, cultural, educational and
promotional films, weekly newsreels and the like, selected by the
president of the Reichsfilmarchiv for the Reichsfilmarchiv”. Initially, the
Archive was intended to form a basis for a film academy yet to be
established: “valuable material for study can be preserved and later
made accessible”, as Alexander Jason’s “Handbuch des Films”, published
in 1935/36, notes. These ideas for “the advancement of German film”
disappeared over the next years, although indirectly they lived on: the
journalist Eva M. J. Schmid reports in an interview how a student work
group for film was founded in the Department of Journalism at the
University of Leipzig in the mid-1930s. Alongside their own cine prints,
the group had access to a number of the films on stock at the
Reichsfilmarchiv. This made it possible for them to compare, for
instance, two Sudermann adaptations, Murnau’s Sunrise (1927) and
Harlan’s Die Reise nach Tilsit/Journey to Tilsit (1939). They also held a
rather secret unofficial screening of the long-banned film Das
Testament des Dr. Mabuse.

During the Occupation in France, Lotte H. Eisner - who had emigrated
to Paris and worked under the pseudonym of Luise Escoffier at the
Cinémathéque francaise - hid films in old cans in and around Paris.
These included Charles Chaplin’s The Great Dictator (1940), which Hitler,
as Eisner once said in a radio interview, would have liked to have seen.
In fact, it can be presumed that he did see it: the Propaganda Ministry
was in possession of a print of the film, and on Hitler’s orders did not
turn it over to the Archive, where all other foreign productions of great
interest to the Germans were kept. The Archive acquired a selection of
titles that had never been shown in German cinemas and Frank Hensel
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deuxieme Congrés de la FIAF, qui n'eut
pas lieu, devait se tenir a Berlin en
1940. Lors de I'Occupation francaise,
une « FIAF restreinte » subsistait
grace aux excellentes relations qui
existaient entre la Reichsfilmarchiv et
la Cinémathéque francaise.

La Reichsfilmarchiv possédait de
nombreux films américains, sortis
alors que les Etats-Unis étaient entrés
en guerre. Avec la guerre se
développérent la contrebande et la
confiscation de copies. Les affaires
politiques internes ont largement
influencé les cercles non officiels a
regarder des films cachés au grand
public, mais tout cela restait sujet a
l'autorisation de Goebbels lui-méme.
Joachim von Ribbentrop, Erich Engel,
Wolfgang Leibeneiner et Helmut
Kaeutner figuraient parmi ceux qui
recurent 'autorisation de voir de tels
films.

Hensel s’attribue le mérite d’avoir
inspiré d’autres pays a créer des
archives de film basées sur le modéle
allemand, qu'il qualifiait de « premier
au monde » et qu’il voyait comme un
moyen de collaboration non politique
entre les nations.

Hensel fut blessé dans un accident
d’avion de ligne fin 1942. Il aurait
exercé plus tard la profession de
directeur de cirque et fut également
emprisonné pendant quelques
années a Darmstadt pour avoir fait
partie du NSDAP et du mouvement
SS. A partir de 1951, il dirigea un sauna
et mourut en 1972, deux ans apreés
s'étre retiré a Bad Breisig.

Theatre of the Reichsfilmarchiv
in the Thirties

was involved: “From 1935 on and until the war broke out, Hensel was
often in England, France, Italy, Belgium, Holland, Spain and America to
organize enemy war and anti-Nazi films from the Russian, French and
English embassies, and for the most part he was successful”, as the
Propaganda Ministry’s film section wrote on August 6,1940 to Hans
Hinkel, head of the infamous “Special Cultural Missions” office housed
in the same building. “Certification of his [Frank Hensel’s] previous
propagandist activities” was wanted in order to demonstrate “that
since 1934/35 he had been actively involved in propaganda and defense
work for the nation”. Even before the confiscated films arrived at the
Archive, they had served a purpose: “Through a special agreement
between my film department and the O.KW. (Oberkommando der
Wehrmacht - the High Command of the Army), the films were
automatically put at the disposal of counterintelligence for military-
technical uses. After war broke out with Belgium, Hensel was engaged
as a field police captain by the O.KW., where - in connection with my
ministry - he sought out the Secret Service’s stashes and secured the
material there.” And although the O.KW. had not been officially
informed of these proceedings by spring 1941, Hensel was given a
uniform without actually enlisting. The creation of this “Special Hensel
Unit”, as he himself called it, was a purely private arrangement
between him and a Major Heidschuch (or Heitschuch). Nevertheless,
Hensel continued to receive his salary from MER, claiming only his
expenses from the Propaganda Ministry.

The procurement of foreign films became easier after the FIAF was
established in Paris on June 17,1938. An important principle of the
Federation was that whenever an exchange of films occurred between
two member archives prints were to be sent to the other members.
Although no longer the director of the Reichsfilmarchiv, Frank Hensel
and his successor Richard Quaas (whose NSDAP membership number
was - like Hensel’s - lower than 100,000) signed the FIAF founding
statutes for the Reichsfilmarchiv, alongside Henri Langlois and Paul-
Auguste Harlé for the Cinémathéque francaise, Harry Price and Olwen
Vaughan for the British National Film Library, as well as John Hay
Witney and John E. Abbott for the New York Museum of Modern Art. In
a letter to Abbott, dated May 13,1939, which mainly focused on
preparations for the first FIAF congress in July that year in New York,
Hensel formulated his thoughts on the future of the
FIAF if war broke out - an event which he claimed he
did not believe likely. The Federation would then have
to discontinue work immediately, and it would be
absolutely irrelevant where a film print might be at
that moment - for war would mean “a total
revolution of all the world”. Hensel went on to
comment that while all was peaceful in Germany, on
his trips abroad he was repeatedly astonished at the
tension and fear of war in other countries. At any rate,
the FIAF had absolutely nothing to do with politics -
and any country that saw it differently would not get
far with such an attitude. The second FIAF congress,
planned for 1940 in Berlin, never convened. Since the
Reichsfilmarchiv and the Cinématheéque francaise had
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Frank Hensel recuerda los riezgos que
corrié filmando las actividades
politicas de los emigrantes alemanes
que habian huido de Sarre en 1933. Su
objetivo fue de “mostrar al pueblo
aleman lo que esperaba a los
hombres que traicionaban a su patria
combatiéndola ”

La biografia de hensel contiene zonas
poco nitidas y numerosas omisiones.
Miembro de la NS Deutschen
Arbeiterpartei (NSDAP) desde 1928, se
convirtié en un personaje importante
en el mundo de los archivos
cinematograficos, tanto en Alemania
comoi en el extranjero. A principios de
los anos 30 exhibia peliculas para la
NSDAP y entre 1935 y 1937, dirigi6 el
Reichsfilmarchiv. Fue uno de los
fundadores de la FIAF en 1938 y su
presidente en 1039. Se empefié6 en
obtener peliculas extranjeras para la
coleccion de su archivo

Naci6 en Bingen en 1983, de un padre
hotelero y viticultor y de madre
inglesa. Sus conocimientos del idioma
inglés le fue de gran utilidad. Viajé a
los Estados Unidos y fue escalando
posiciones en los organismos
nacionales.

Uno de los primeros informes sobre el
Reichsfilmarchiv muestra que sus
colecciones comportaban tanto copias
de peliculas importantes alemanas
como peliculas prohibidas. Muchos
documentos provenian del
Reichsarchiv de Potsdam. Estos
materiales, entre los que figuraban
numerosas peliculas prohibidas,
también eran accesibles a un grupo
de estudiantes de la Universidad de
Leizig.

De 1935 hasta el comienzo de la
Guerra, Hensel impulsé la adquisicion
de peliculas que nunca habian sido
exhibidas en Alemania. Aprovechaba
de sus viajes a los Estados Unidos y
numerosos paises de Europa, asi como
de sus contactos con las embajadas
para procurarselas. Estas peliculas
estaban a disposicion del contra-
espionaje aleman. En esta época,
Hensel era capitan de la policia y
respondia a las 6rdenes del Comando
del Ejército, a pesar de que nunca
haya estado enrolado. A partir de |a
creacion de la FIAF en 1938, fue mas
facil obtener peliculas extranjeras.
Hensel pensaba que la FIAF debia
interrumpir sus actividades en caso
de estallido de la guerra (que creia

cultivated excellent relations before the war, a cooperation of sorts - a
so-called small FIAF - came into being in Paris during the Occupation, as
Patrick Olmeta describes in detail in “La Cinémathéque francaise de
1936 a nos jours” (Paris: CNRS Editions 2000).

A look in the Reichsfilmarchiv’s enormous catalogue reveals that the
collection included many American films from the period after
Germany declared war on the USA in late 1941 (a list of US feature films
officially screened in Germany between 1933 and 1940 can be found in
Markus Spieker’s brilliant study “Hollywood unterm Hakenkreuz”,
published in 1999 by the Wissenschaftlicher Verlag Trier). On several
occasions Hans Barkhausen, who had worked at the Archive from 1938
to 1943 and died in December 1999, mentioned illegal operations to
procure films. For instance, in fall 1943, German “military authorities” in
the Norwegian town of Kristiansand had seized American films “which
were to be smuggled into Sweden on the Swedish steamer
‘Drottningholm™, as Hans Hinkel informed his minister, Goebbels, on
July 5,1944. Hinkel wrote to complain about the “considerably delayed”
arrival of the confiscated film prints: they had never made it farther
than Oslo or had been sent on to Paris. These included Charles Vidor’s
Western The Desperadoes, Walter Lang’s musical Coney Island, Jacques
Tourneur’s horror film The Leopard Man and Billy Wilder’s anti-war film
Five Graves to Cairo - all productions made in 1943. According to a
“Fuhrer’s decree” issued on January 15,1943, prints were to be handed
over at once to the Reichsfilmarchiv, “so they could be lent to interested
military authorities”. Yet in the meantime, the military had established
its own small archives. Hinkel, who designed to “crack down hard” on
the high commands of the army and navy, criticized their departure
from official channels: Goebbel’s approval was required any time a
Reichsfilmarchiv film deemed not for the public was to be screened to
unofficial circles. Party members and politicians, ministers and
undersecretaries, artists and soldiers were all regular customers of the
Archive. Prominent names were successful with their applications,
including Reich Foreign Minister Joachim von Ribbentrop, who received
permission on December 20,1944 to see Fritz Lang’s anti-Nazi film
Ministry of Fear (1944) and Frank Borzage’s romantic war film Till We
Meet Again (1944). At around the same time, Erich Engel was granted
permission to view Jean Renoir’s adaptation of Zola’s La Béte humaine
(France 1938), in preparation for his project “Wo ist Herr Belling?”, which
was, however, never realized. Wolfgang Liebeneiner who planned a new
project with Hilde Krahl was allowed to see Max and David Fleischer’s
full-length cartoon Gulliver’s Travels. “For study purposes and inspiration
for a new project”, Helmut Kautner needed the American films Eternally
Yours (Tay Garnett, 1939), Phantom Lady (Robert Siodmak, 1943), Lady of
Burlesque (William A.Wellman, 1943), His Girl Friday (Howard Hawks,
1940) and The Talk of the Town (George Stevens, 1942). Permission to
lend Ernst Lubitsch’s delicate comedy Ninotschka (1939) to a school of
aerial warfare for a conference of Nazi Luftwaffe leaders in late January
1945 seems extremely absurd, especially as it was granted in strict
compliance with the regulations.

How did Frank Hensel see himself and his days at the Reichsfilmarchiv?
By late 1935, he was already giving himself credit for having successfully
prompted other countries at an international film congress held in
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improbable). El segundo Congreso de
la FIAF, que debia reunirse en Berlin en
1940, se cancelé. Durante la
Ocupacion de Francia, funcioné una
“FIAF restringida” gracias a las
excelentes relaciones que entretenia
el Reichsfilmarchiv con la
Cinématheque Francaise. El
Reichsflmarchiv poseia numerosas
peliculas americanas, estrenadas
mientras que los Estados Unidos
entraban en la Guerra. Con la Guerra,
se desarroll6 el contrabandoy la
confiscacion de copias. Los dirigentes
politicos permitian que ciertos
circulos vieran las peliculas
extranjeras, pero esto ocurria s6lo con
la autorizacién del mismo Goebbels.
Entre los que fueron autorizados a ver
estas peliculas figuran Joachim von
Ribentropp, Erich Engel, Wolfgang
Leibeneiner et Helmut Kaeutner.
Hensel se atribuye el mérito de haber
inspirado otros paises a crear archivos
seglin el modelo aleman, que
calificaba de “primero en el mundo”y
que consideraba como un medio de
comunicacién no-politico entre
naciones.

Hensel sufrié heridas en un accidente
de aviacién a fines del 42. Segun el
articulo, mas tarde habria ejercido la
profesién de director de circo. Después
de la guerra estuvo en prision por
haber pertenecido a la NSDAP y
puesto en libertad en 1951. A parir de
ese afio dirigié un sauna y fallecié en
1972, luego de jubilarse en Bad Breisig.

Berlin eight months earlier to create their own film archives based on
the German archive. A key document here is a confidential letter he
wrote to Hans Hinkel on February 6,1937. Aside from an impressive list
of his own achievements, it contains a reckoning with the “authorities”.
Hensel criticized in particular the Reichsfilmkammer (Reich Chamber
for Film) which, according to him, had never paid due regard to the
Reichsfilmarchiv, although it ranked “first in the world”, and archives in
London, America and Poland were working according to “its system”.
Hensel emphasized that this form of “non-political collaboration” was
praised even by America as the best “way toward rapprochement
between nations” - words of thanks from President Roosevelt had even
been promised. At the same time, Hensel stated it had always been his
aim “to reconcile the National Socialist idea” with the Archive. It is also
evident from this letter that Hensel did not - as often presumed - stop
working on a full-time basis in December 1937, but earlier. Apparently
he took this step voluntarily, as he was still in need of “squaring his
debts from the party’s days of combat for power”, in other words, the
proceedings from Frankfurt had caught up with him.Just the same, as
a MER employee he was able to continue to represent the interests of
the Archive on business trips. On April 1,1938, the Reichsfilmarchiv was
removed from the Reichsfilmkammer, to which it had belonged until
then, and put under the jurisdiction of the Propaganda Ministry.

In December 1942, Frank Hensel was injured on an emergency landing
made on a civilian Lufthansa flight from Lisbon to Paris. In early 1944,
with a list of the sums he had received from accident insurance, all
traces of Hensel in the Propaganda Ministry files disappear. In “A
Passion for Films. Henri Langlois and the Cinématheque francaise”
(London: Secker & Warburg 1982), Richard Roud mentions that he was
later a circus director. His son-in-law recounts how in March 1945
Hensel fled to West Germany from the estate he had purchased six
years earlier in Zechliner Hiitte in the Mark of Brandenburg. He was
then imprisoned for several years in a camp in Darmstadt for being a
member of the NSDAP and the SS. From 1951 on, he lived in Bonn, where
he ran a sauna. In 1970 he moved to Bad Breisig. Frank Hensel died two
days before Christmas 1972. His career as a film functionary was
inseparably connected with the history of National Socialism.

Translated from German into English by Catherine Kerkhoff-Saxon
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La Collection coloniale de la Cinemateca
Portuguesa-Museu do Cinema :1908-1935

Joana Pimentel

Historical
Column

Chronique
historique

Columna
historica

Au moment de sa fondation, en 1946, et pour plusieurs années encore,
la Cinemateca Nacional du Portugal n’abritait pas de collection dite «
coloniale ». On y trouvera bient6t, comme dans presque toutes les
collections portugaises, des copies de Chaimite, |a saga coloniale de
Jorge Brum (1953) ; quelques documentaires sur Luanda ou Lourenco
Marques (I'actuel Maputo) ; des images de paysages et des bétes dans
les réserves de chasse. Et c’était tout !

De 1924 a 1974 - une année donc avant I'indépendance des colonies
portugaises, ou « provinces d’outremer », comme on désignait alors
I'Angola, le Cap-Vert, la Guinée (Bissau), le Mozambique, Sao Tomé et Le
Prince, sur le continent africain — c’est une agence du ministére
d’outremer qui était chargée en exclusivité de tout ce qui touchait a la
production et a la distribution des images de propagande coloniale, sur
le territoire métropolitain et a I'étranger, et méme dans les colonies.
Macao, qui se retrouvera dans une situation trés particuliere au
lendemain de la Révolution culturelle chinoise, le Timor, et les territoires
de I'Inde portugaise (jusqu’en 1961) relevaient de cette méme agence.
Démantelée au moment des indépendances, cette agence remit son
patrimoine, soit a de nouveaux organismes de I'Etat, soit a des
institutions ayant survécu aux réformes mises de I'avant par les
différents gouvernements issus de la révolution de 1974.

D’abord abandonnée a des conditions de conservation pour le moins
déplorables, ce n'est qu’en 1982 que la collection de films de I'ex Agéncia
Geral do Ultramar fut enfin confiée a la Cinemateca Portuguesa. Une
partie considérable avait déja été perdue en cours de route. En 1984, un
lot important de matériel négatif, toujours en possession des
laboratoires Tobis Portuguesa, fut également remis a la Cinématheque.
Enfin, les sources documentaires liées a cette production, ont été
intégrées aux archives historiques d’outremer, mais ne sont pas encore
accessibles pour consultation.

La Cinemateca Portuguesa s'est attaquée a la sauvegarde et a la
préservation de cette importante collection dés 1982, en privilégiant les
films sur support nitrate. Au moment d’entreprendre le travail, nous ne
connaissions pas toujours les titres (réels ou supposés), ni méme les
dates de tournage des documents en question ; la plupart étaient de
tres courts segments documentaires, de 100 a 300 meétres, dont nous ne
savions rien : rien sur leurs auteurs, rien sur les conditions de
production. Qui plus est, plus le contenu des images appartenait a une
époque ancienne, plus il était difficile pour les techniciens de la
Cinémathéque de les identifier sans I'aide d’experts. Ce n’est qu’aprés la
création de [Arquivo Nacional das Imagens em Movimento (en 1996)
qu’il nous fut enfin possible d’identifier et de répertorier ces matériaux
de provenances diverses et de constituer, enfin, une collection coloniale.
Reste a constituer une filmographie coloniale!
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Lhistoriographie du cinéma portugais nous apprend peu de choses sur
la production des films qui traitaient des colonies ou des événements
s’y déroulant avant 1938. Ainsi, seul I'ouvrage de A. Videira Santos «
Ernesto de Albuquerque » nous fournit des détails sur la production du
long métrage documentaire Cultura de Cacau de 1908, premier film
colonial portugais — également considéré par Guido Convents, dans son
ouvrage « A la recherche des images oubliées », comme le tout premier
film de propagande coloniale.

Il faut ensuite faire un bond d’une trentaine d’années, jusqu’a la sortie
en 1940 de Feitico do Imperio d’Antonio Lopes Ribeiro. Avant méme sa
premiere, Feiticio était déja identifié comme « le grand film colonial
portugais ». Le film fut produit par la Missao Cinematografica as
Colonias de Africa, une agence du ministére des colonies, créée en 1937
pour produire des films de propagande traduisant I'effort colonisateur
et témoignant du niveau de développement atteint par les colonies. Le
mandat initial de la Missao se limitait a la production de
documentaires ; I'idée de fiction naquit a la derniére minute, au
moment ou l'agence partait pour son premier tournage. En plus de
tourner les extérieurs de Feiticio do Imperio, 1a Missao filma la visite de
1938 du Président de la République portugaises aux colonies. (Feiticio
do Imperio faisait partie des collections de I'’Agéncia Geral do Ultramar
et a été remis a la Cinémathéque portugaise dans une version
incompléte, ce qui rend difficile de confirmer sa « célébrité ».)

Nos premiéres recherches ont pourtant permis des découvertes. Nous
n‘avons trouvé aucun film antérieur a Chaimite, et il n'y a pas de

fiction avant Feiticio do Imperio qui traite des colonies, ou met en scéne
un colon ou un conquérant, en un mot : aucune représentation de «
l'autre ».

En fait, ce qui nous préoccupe toujours au moment de visionner ces
images, c’'est de trouver un lien entre les images elles-mémes et les
conditions de leur production : qui a commandé ces images et dans
quel but ; qui a produit ces films, qui les a tournés, et en quelle année ;
ou ces films ont-ils été projetés et dans quelles conditions ?

Le contenu des images et leur analyse sera le lot des historiens et
autres experts. Il faut bien sir admettre qu’il y aura toujours un « gap »

Deserto de Angola, Anténio Antunes da Mata, 1929. | Cruzeiro de Férias as Colonias do Ocidente, Manuel Alves de
Source: Cinemateca Portuguesa. San’Payo, 1935. En Guinée. Source: Cinemateca Portuguesa.

-

By i
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Angola - Exposicao Provincial,
Agricola, Pecuaria e Industrial, Anténio
Antunes da Mata, 1923: La foule, a
l'ouverture de I'exposition a Luanda.
Source: Cinemateca Portuguesa.

entre ce que nous savons et ce que nous
ignorerons définitivement. Il nous faudra encore
établir avec plus de certitude la date du début de
la production d'images dans les colonies elles-
mémes ; et savoir aussi si cette production se
développait a I'écart du pouvoir central, a
Lisbonne — ce qui devint virtuellement impossible
aprés 1924-26. (Le doute existe cependant du fait
de I'activité du cinéaste portugais Artur Pereira, a
peu prés inconnu au Portugal mais dont les
images figurent dans Across Africa in the Film via
Rhodesia to Katanga and Lobito Bay de 1914, un
film présenté en Europe par African World. Il
existe aussi quelques images datées des années
vingt dont on trouve une faible trace dans les
rapports de la Sociedade de Geografia, voire
méme dans la presse de I'’époque.)

Les premiéres images

Exception faite d’'un trés court extrait (quelques photogrammes a
peine) de Cultura do Cacau, offert a la Cinémathéque par les héritiers
d’Ernesto de Albuquerque, les images les plus anciennes de notre fonds
colonial datent de 1923 : Angola — Exposicao Provincial , Agricola,
Industrial e Pecuaria (224 métres), titre de la premiére actualité incluant
trois sujets. On ne trouve aucune trace de projection de ce titre au
Portugal a I'époque, ni aucune référence a des sujets coloniaux dans le
répertoire des films portugais ayant obtenu un permis d’exploitation au
Portugal.

Le second événement filmé nous éclaire davantage. Il s’agit d’'un
congrés de médecins a Luanda, avec participation significative de
médecins étrangers, ce qui justifiait sans doute le déplacement d’une
équipe de cinéastes pour enregistrer ce tournant de la politique
coloniale portugaise mise de I'avant par le commissaire général Norton
de Matos. On peut d’ailleurs trouver des échos de cet événement dans
la presse ainsi que dans les rapports de la Sociedade de Geografia, a
Lisbonne. Il s'agirait vraisemblablement d’'un numéro incomplet d’un
des deux journaux d’actualités produits au Portugal a I'époque. Mais
nous n’écartons pas encore I’hypothése d’'une production qui eut son
siege dans la colonie, méme si, pour le moment, le seul exemple certain
est un documentaire de 1931-32, Angola-Aspectos Historicos (251
métres), réalisé par Manuel Figueira, avec comme opérateur un certain
Peixinho, tous deux absents du répertoire du cinéma au Portugal.

En 1924, au moment de la création de |/Agéncia Geral das Colonias, il y
avait encore des campagnes militaires, dites de pacification, aux
Dembos (au nord de 'Angola), mais surtout en Guinée. l'Agence a
possiblement fait appel a plusieurs sources pour obtenir les images
nécessaires a ses opérations de propagande. Un article publié dans
Cinéfilo du 5 juillet 1930 nous dévoile une autre sources d'images
coloniales diffusées au Portugal dans les années 20. A I'occasion de la
premiére projection privée a Lisbonne d’un court métrage
documentaire intitulé Festa das Escolas de Nova Goa (retenu pour
projection a I'Exposition coloniale et maritime d’Anvers), on apprend
que son auteur, un instituteur du cadre colonial nommé Manuel
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The Cinemateca Portuguesa, founded
in 1946, did not have a collection
called “colonial” until many years later.
The archive had copies of Chaimite
(1953), found everywhere, and a few
documentaries. From 1924 to 1974,
one year before the independence of
the Portuguese colonies, the
government produced colonial
propaganda films, distributed not
only on the mainland but also in the
colonies themselves. Later, these films
were distributed by new state
organisations and dispersed. It is only
in 1982 that the films of the ex-
Agincia Geral do Ultramar, found
abandoned and in deplorable
condition, were deposited in the
Cinemateca Portuguesa. A lot was
lost. A large part of the negatives
were found deposited in laboratories
and were added in 1984.
Documentation on this production
was not yet available. The archive
undertook the preservation of this
collection beginning in 1982, giving
priority to the nitrate material. The
titles and dates, directors, production
conditions were scarcely known.
Many of them were only small bits of
unidentified documentaries. It is only
after the Arquivo Nacional des
Imagens en Movimento began to
function in 1996, that it was possible
to begin to identify and recover
materials and to finally establish a
colonial collection. A colonial
filmography was needed. There was a
black hole of ignorance between the
documentary Cultura de Cacau (1909)
and Feitico do Império (1940), directed
by Anténio Lopes Ribeiro, “the great
Portuguese colonial film “as it was
known even before its premiere.
With research, there have been new
discoveries : there were other
predecessers to Chaimite. The
researchers hope to find more about
the conditions of production of these
films and their production credits. The
content of the images waits analysis
by historians and others. This article
gives some information about this
little known history. The earliest
images, not counting the few frames
of Cultura do Cacau, date from 1923:
Angola - Exposicao Provincial,
Agricola, Industrial é Pecudria. The
most valuable may be Angola -
Espectos HistUricos (1932), directed by
Manuel Figueira and photographed

Antunes Amor, fraichement rentré d’Inde portugaise, est un cinéaste
amateur passionné, profondément convaincu des vertus pédagogiques
du cinéma. Ce méme Antunes Amor, avait déja présenté (en 1924)
d’autres documentaires sur la colonie de Macao a Lisbonne et a cette
occasion avait profité de la couverture de presse pour faire appel aux
pouvoirs publics pour qu’ils subventionnent le tirage de nouvelles
copies pour assurer une diffusion plus large de ses films. Son aventure
cinéphilique et pédagogique s’est vraisemblablement terminée peu de
temps aprés. Lannée suivante, il recoit une médaille d’argent a
I'Exposition coloniale de Paris pour son essai « Método Especial de
Leitura e Escrita ». Selon son neveu, la maladie qui avait forcé Antunes
Amor a rentrer des Indes, I'a probablement empéché d’y retourner.
Nous trouvons des traces de la projection de ses films dans les séances
de propagande coloniale organisées par 'Agéncia Geral das Colonias
pendant les années trente. Nous avons pu identifié des tirages
nouveaux de ses films sur Macau et Goa vers 1935 ; ce méme lot,
conservé par la Cinemateca Portuguesa, contient aussi un petit
documentaire muet, en 35mm, intitulé Macau, Cidade Progressiva et
Monumental (112 métres) dans lequel on a beaucoup de mal a trouver
un indigene, mais ou l'on voit longuement la grotte dans laquelle, selon
la Iégende, s’est réfugié le grand poéte Camodes aprés son naufrage sur
les cotes chinoises au XVle siecle. Les images de Manuel Antunes Amor
furent trés probablement les premieres et les seules images que les
Portugais ont vu des deux colonies d’Asie jusqu’au début des années
cinquante.

Macau, Cidade Progressiva e Monumental se présente comme un
glorieux survivant de la « loi des 100 métres » de 1927, loi promulgée
dans le but de susciter I'activité cinématographique au Portugal. Une
autre loi de 1920 ayant les mémes ambitions avait tourné court, malgré
le support budgétaire promis a la production de documentaires
éducatifs, notamment sur des sujets coloniaux. Mais la loi de 1927,
promulgée sous la dictature, était faite pour étre suivie ! Elle prévoyait
notamment la projection obligatoire, en début de toute séance de
cinéma, d’un petit film de production portugaise d’'un minimum de 100
metres. Mais si, dans un premier temps, cette loi a effectivement
permis I'accroissement du mombre de titres documentaires
disponibles, il n'en demeure pas moins que la mauvaise volonté
combinée des producteurs et des distributeurs, convaincus de la non-
rentabilité d’'une telle production et trafiquant le moindre bout de
pellicule pour refaire des 100 métres, a effacé jusqu’au dernier
photogramme.

Les missions cinématographiques en Afrique

Ce que la « loi des 100 métres » révéle par ailleurs, c’est que le
gouvernement, I’Etat, se soucie de I'activité cinématographique et est
prét a associoer le cinéma a son ceuvre de propagande. Méme avant
que le régime issu de la révolution de 1926 ait eu le temps de mettre
sur pieds une politique coloniale cohérente, ou méme de redresser les
finances publiques au bord de la faillite depuis un siecle, I¢tat
portugais tient a étre présent dans une série de manifestations
européennes a caractere international sur le théme des colonies. Le
Portugal veut y présenter son nouveau régime (plus tard baptisé «
Estado Novo »), mais aussi légitimer parmi ses pairs son statut de pays
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by Peixinho.

Other sources were found for films
outside of Agéncia Geral das Colonias.
The article relates some production
history : the effects of “100

meter law” that required cinemas to
show short Portuguese films at every
performance ; the production teams
sent to the colonies to make films
that glorified the colonial mission, or
documented the exotic “other”. It also
speaks of the sources for a number of
films discovered and recovered for
the colonial film collection at the
Cinemateca Portuguesa.

The film titles in bold type are
available for access, the titles marked
with * are waiting preservation.

colonisateur. Et méme si le cinéma n’était plus la nouveauté qu’il était
lors des expositions coloniales tenues a Marseille et Tervueren au début
du siecle, le Portugal, n’ayant pas encore eu la chance d’exhiber les
images de son effort colonisateur, décida de le faire a I'occasion de
I'Exposition ibero-américaine de Séville (1929), de I'Exposition
Internationale et Coloniale d’Anvers (1930), et enfin a I'occasion de
I'Exposition Internationale de Paris (1931). Lagent général des colonies
et commissaire de I'Exposition de Séville, Armando Cortesao, s’était
chargé de commander les films et, avec le concours des autorités
coloniales et le support de companies privées, il envoya trois équipes de
cinéastes dans les colonies d’Afrique. Nous n'avons pas trouvé traces
d’images enregistrées dans I'archipel du Cap-Vert - trop séche sans
doute pour étre célébré- et si des images de Macau et des Indes y
figurent, elles proviennent des films d’Antunes Amor.

La premiére équipe au départ fut celle de 'armée portugaise, les
Servicos Cinematograficos do Exército, avec a sa téte I'opérateur Augusto
Seara. Arrivé a Sao Tomé au début de 1929, Seara y tourna quelque 3
000 métres de pellicule, puis 200 métres au Principe et enfin 2 coo
meétres en Guinée. Seara précisa au Cinéfilo (avril 1929) qu’il avait utilisé
un filtre jaune pour contrer I'excés de clarté sous les tropiques. Nous
avons pu identifier deux films de la production en question : Guiné-
Aspectos Industriais e Agricultura (229 métres) et S. Tomé Agricola e
Industrial (environ 265 métres) — ces titres correspondent
vraisemblablement aux films présentés aux expositions de Séville,
Anvers et Paris sous les titres Guiné Portuguesa et S. Tomé. Enfin nous
avons pu visionner sur table aux archives de I'armée d’autres matériaux
(sans date) également originaires de ces mémes deux titres et
identifiés Guiné-Bafata, série colonial et S. Tomé, série colonial.

Une deuxiéme équipe, baptisée Missao Cinegrafica a Angola, partit
pour 'Angola presque en méme temps que I'’équipe de Seara. Elles était
composée de deux personnes : Antonio Antunes da Mata et César de
Sa, un opérateur qui se fit connaitre plus tard comme photographe de
scéne. De retour a Lisbonne, tous deux commentérent leur travail ce qui
nous permet de mieux connaitre le contenu des films tournés et le
programme de leur mission. Pour I’Angola, colonie la plus vaste et la
plus riche, 'agent-général avait obtenu plus de moyens : 20 ooo metres
de pellicule. Le gouvernement général, aussi bien que les gouverneurs
des provinces du nord et du sud, avaient multiplié les efforts pour que
les cinéastes puissent se déplacer dans tous les coins de la colonie, sans
restriction et dans les meilleures conditions. C'est Antonio Antunes da
Mata qui fut chargé du montage et du titrage, en premier lieu des films
destinés aux expositions internationales, puis des films destinés a la
distribution interne.

Ce n’est qu’en 1931 qu’eut enfin lieu la premiére du long métrage
documentaire Angola. Par ailleurs, grace aux informations publiées par
la presse cinématographique, nous avons pu identifier entre g et 13
courts métrages (de 100 a 300 metres) conservés par la Cinématheque
portugaise et connaitre par la méme occasion leur parcours au
lendemain des expositions coloniales. Curieusement, quatre de ces
films ont des intertitres en portugais, anglais et espagnol : Aspectos de
Rio Quanza - Quedas do Lucada (266 métres), Quedas do Dala (118
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Quedas do Dala, Anténio Antunes
da Mata, 1929: Les chutes du
Dala, a I'interieur de 'Angola.
Source: Cinemateca Portuguesa.

| Cruzeiro de Férias as Colonias
do Ocidente, Manuel Alves de
San’Payo, 1935. Mise-en-scene de
la descente a Luanda d’une
ambassade de I'intérieur.

Source: Cinemateca Portuguesa.

métres), Fazenda Acucareira « Tentativa » (212 métres), Pesca da Baleia
em Angola (388 métres). Un cinquiéme titre, Estradas e Paisagens de
Angola (229 métres), a des intertitres en francais. Un certain nombre
de ces films faisaient partie du fonds Agéncia Geral do Ultramar,
déposé a la Cinemateca en 1982-84. Les autres proviennent notamment
des distributeurs : Planalto da Huila (341 métres) exploité
commercialement en 1931, A Accao Colonizadora dos Portugueses em
Angola (391 métres), De Lisboa a Luanda (290 métres), O Deserto de
Angola (149 métres), en distribution en 1932, et enfin De Lisboa a Sao
Tomé, en distribution en 1933.Jusqu’a la fin des années trente, et a des
dates différentes, les mémes films sont projetés par différents
distributeurs, un effet pervers de la « loi de 100 métres ».

Une troisieme équipe de cinéastes, connue sous le nom de Brigada
Cine-Portuguesa, ou encore Brigada Cinematografica Portuguesa, ayant
a sa téte Fernandes Tomas, devait en principe couvrir le Mozambique.
Mais I'’équipe en question fit un arrét a S. Tomé e Principe, dans le but,
semble-t-il, de tourner quelques films de commande pour les
propriétaires des plantations de cacao. Elle fit aussi la rencontre, peu
amicale, de I'équipe cinématographique des armées. Une sorte de
brouillard entoure les activités de cette troisieme équipe : de fait, elle se
serait installée au Mozambique pour la simple raison qu’aucun film
n‘avait été tourné ! Une lettre de Joao Quaresma,
publiée dans Cinéfilo de 1933 nous permet de
mieux comprendre les périples de I'équipe. On y
apprend que quelque 6 200 métres de pellicule
furent tournés a Sao Tomé et qu’une séance de
projection eut lieu, aprés quoi les films furent
remis a leurs commanditaires. Une fois rendus au
Mozambique, répondant a une commande du
Gouverneur général, les cinéastes tournérent des
images au Nord, comme au Sud, images montées
en un film qui, sous le titre A Colonia de
Mocambique, fut projeté a I'Exposition coloniale
de Paris, en 1931, et y obtint méme un Grand Prix !

En 2000 la Cinemateca Portuguesa recut en
dépot des éléments (1 429 metres de positif, 1 074
métres de négatif) d’'un long métrage
documentaire de 1929 sur support nitrate intitulé
Uma Visita as Propriedades da Sociedade Agricola
Valle Flor, Limitada, na Ilha de Sao Tomé. Le
déposant, petit-fils du marquis de Valle-Flor, un
riche planteur de cacao, avait trouvé ce matériel a
Sao Tomé, dans une des installations de
I'ancienne plantation, ou il avait été oublié, en
plein Equateur, depuis quelque soixante-dix ans.
De ce fait les propos de Joao Quaresma sont
confirmés. Enfin, dans la collection de I'Agéncia
Geral do Ultramar se trouvent également
d’autres courts métrages de 1929,
vraisemblabement rescapés des projections de
Paris en 1931. : A Cidade de Lourenco Marques (212
métres, incomplet), Festejos em Lourenco Marques
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La Cinemateca Portuguesa, fundada
en 1946, no tuvo una coleccion
“colonial” hasta muchos afos
después de su creacién. El archivo
apenas tenia copias de Chaimite
(1953), encontradas en distintos
lugares, y algunos documentales.
Desde 1924 hasta 1974, un ano antes
de la independencia de las colonias
portuguesas, el gobierno produjo
filmes de propaganda colonialista,
que fueron distribuidos no sélo en el
continente sino también en las
mismas colonias. Mas tarde, estos
filmes fueron distribuidos por nuevas
organizaciones estatales y se
dispersaron. Recién en 1982 se
encontraron los filmes de la ex-
Agéncia Geral do Ultramar,
abandonados y en pésimas
condiciones, y fueron depositados en
la Cinemateca Portuguesa. Una buena
parte se perdié. Numerosos negativos
fueron encontraron en laboratorios e
incorporados a la coleccién en 1984.
En ese entonces, la documentacion
sobre esta produccion no estaba
disponible. En 1982 el archivo se
encargo de la preservacion de esta
coleccion, dando prioridad al material
de nitrato. Los titulos y fechas; los
directores y las condiciones de
produccién eran poco conocidas.
Muchos materiales eran pequenos
trozos de documentales no
identificados. A partir de 1996 el
Arquivo Nacional des Imagens en
Movimento comienza a funcionar,y es
posible comenzar a identificar y
recuperar los materiales y finalmente
crear una coleccion colonial. Era
necesaria una filmografia colonial.
Habia un agujero negro de ignorancia
entre el documental Cultura de cacao
(1909) y Feitico do Império (1940),
dirigida por Antonio Ribeiro, “el gran
filme colonial portugués” conocido asi
inclusive antes de su estreno...
Gracias a la investigacion hubo
nuevos descubrimientos: Chaimite
tenia otros predecesores. Hoy, los
investigadores esperan encontrar mas
sobre las condiciones de produccién
de estos filmes y sus créditos de
produccién. El contenido de las
imagenes requiere un analisis de los
historiadores y otros investigadores. El
articulo brinda informacién sobre esta
historia poco conocida. Las primeras
imagenes, sin contar los pocos
fotogramas de Cultura du Cacao,

pela Passagem dos Territorios do Nyassa para a Posse do Estado e
Costumes (107 métres) et Primitivos dos Indigenas de Mocambique (264
metres).

Fernandes Tomas, le chef de cette curieuse Brigada, s'établit a Lourenco
Marques ou, en 1931, il mettra en scéne un film intitulé A Grande Actriz.
Son nom fut aussi associé a un court métrage documentaire semi-
amateur, No Pais das Laurentinas — Colonos (1934 / 664 métres),
distribué en métropole durant les années trente. Deux autres films,
provenant des fonds des distributeurs portugais, sont sans doute
également de lui : Dragoes de Mocambique (1934 / 521 métres) et
Missoes Franciscanas de Mocambique (1937-38 / 689 métres, incomplet).

Les films d’Augusto Seara, comme les films d’Antonio Antunes da Mata,
furent I'objet de critiques séveres lors de leur projection a Lisbonne. On
leur reprocha notamment... la mauvaise qualité de la photographie, de
I'éclairage et des cadrages ; I'absence de sens artistique, comme de
connaissances scientifiques ; l'utilisation insuffisante de
I'anthropométrie ; le titrage incorrect révélant la méconnaissance des
sites, de la géographie et de I'ethnographie. Bref, malgré les grands
espoirs mis dans le projet de ’Agencia a son départ de Lisbonne, le
grand public, traumatisé par la loi des 100 métres, aura t6t fait de
rejeter ces films et leur projection se limitera bient6t aux séances de
propagande coloniale ou des conférenciers s’en serviront pour susciter
des sentiments de sympathie pour les colonies et leur avenir. Il ne faut
pas oublier que ce public du début des années trente avait pu voir sur
les écrans portugais La Croisiére noire ; il était habitué aux
documentaires de la UFA et les noms de Flaherty, Murnau et Shoedsack
lui étaient familiers. White Shadows of the South Seas de W.P.van Dick
fut le premier film sonore projeté au Portugal, rapidement suivi par
Trader Horn. Le public révait donc d’un exotisme a lui, d’un exotisme de
« chez nous ».

Et pourtant, elles sont plutdt émouvantes et belles, rares méme, ces
images qui nous arrivaient de loin, modestes, sans artifices, portées par
le regard fasciné d’Augusto Seara, Antonio Antunes da Mata et
Fernando Tomas : les grands arbres de |a forét, les hommes et les
femmes au travail sur les plantations de Sao Tomé, I'enfant qui déméle
le fil de tissage en Guinée, le baobab avoisinant |a route qui se perd au
loin sur la plaine en Angola, ou encore la cavalcade sur le dos d’un zébre
dans le désert de Namibie, les danses des Macondes ou I'extraction de
I'or jaune sur une riviere du Mozambique, et tant et tant d’autres.

Limport de « I'autre »

Sensible a I'air du temps, le gouvernement portugais tentera de
répondre aux attentes du grand public en suscitant quelques
manifestations susceptibles de permettre un contact direct avec «
l'autre », notamment, en 1931, a 'occasion d’une foire industrielle,
I'installation a Lisbonne d’un vrai village indigéne (avec des cases, des
familles, des artisans, des marabouts, des enfants, des poules et des
brebis importés de Guinée). Ce fut un grand succés | Deux
documentaires ont enregistré I'événement : Africa em Lisboa — Os
Indigenas da Guiné na Grande Exposicao Industrial Portuguesa (271
métres) et Guiné — Aldeia Indigena em Lisboa (222 métres).
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datan del afio 1923: Angola-Exposicao
Provincial, Agricola, Industrial é
Pecudria. La mas valiosa podria ser
Angola — Espectos Histdricos (1932),
dirigida por Manuel Figueira y
fotografiada por Peixinho.

Se descubrieron otras fuentes fuera
de la Agéncia Geral das Colonias. El
articulo relata la historia de la
produccion: los efetos de “la ley de los
100 metros” que obligaba a los cines a
mostrar cortometrajes portugueses
en cada exhibicién; los equipos de
produccién enviados a las colonias
para hacer filmes que glorifiquen la
misién colonial, o que documenten lo
exotico del “otro”. También aborda el
problema de los recursos de la
Cinemateca Portuguesa para el
descubrimiento y recuperacion de
filmes para la coleccién colonial.

Un second événement de méme nature, la visite d’'une compagnie
indigene au Portugal en 1933, fut aussi enregistré sur film : A 1e
Companhia de Infantaria Indigena de Angola em Lisboa (246 métres).
Tout était désormais prét pour la premiere exposition coloniale
portugaise, qui se tint a Porto en 1934. Porto avait été choisi car s’était
au Nord du Portugal que se concentrait I'industrie de transformation
des matieres premiéres importées des colonies. Nous avons récemment
retrouvé des images des documentaires produits a cette occasion par
Anibal Contreiras : le long métrage (incomplet, 979 métres) Primeira
Exposicao Colonial Portuguesa et Cortejo Colonial do Porto (197 métres),
film du cortége de cl6ture de I'exposition.

Les années de réflexion

En 1933, le Portugal de Salazar, en promulgant I'Acte Colonial, confirme
son statut d’'empire colonial, aux c6tés de la France, de 'Angleterre et de
la Hollande. Dorénavant il serait officiellement admis que « ... a nation
portugaise, dans son essence méme, doit assumer son réle historique
d’avoir sous son autorité et de coloniser les domaines d’'outremer et
d’en civiliser les populations indigénes ».

Mais la période de réflexion que se sont imposée les pouvoirs publics
ne sera pas trés productive pour le cinéma colonial. Plus question de
commandes du genre « allez-y et rapportez-nous des images », comme
Seara, da Mata et Fernandes pouvaient en recevoir de I'Agent général
des colonies une demi-douzaine d’années auparavant. Plus question
non plus d’initiatives privées ou de commandes de compagnies
coloniales ; il y avait désormais trop de risques a affronter la censure et,
qui plus est, filmer dans les colonies sans la participation de I'Etat était
en dehors des possibilités financiéres des producteurs portugais. Plus
question non plus de projeter des images qui ne traduisent pas
I'idéologie officielle. Et I'idéologie, ca ne s'improvise pas !

[l n’y aura donc plus sur les écrans d’images des colonies portugaises,
sauf celles dles a des productions étrangeéres. Tel fut le cas avec fle et
Angola Pullman du francais René Ginet exploités au Portugal en 1935.
Portant le titre portugais de S. Tomé — Joia do Império (218 métres,
sonore, incomplet), lle, filmé en 1933 a I'occasion d’une escale a Sao
Tomé, bénéficia d’une large couverture dans la presse cinémato-
graphique, avant méme sa premiére d’avril 1935. La critique en fit le
modele du bon documentaire colonial : s’y retrouvaient tous les
éléments naturels, humains, économiques et sociaux nécessaires et, en
plus, le film possédait de réelles qualités artistiques. « Le Sao Tomé
qu’on découvre a travers le merveilleux film de Ginet nous surprend par
ses charmes naturels autant qu’inattendus, sans jamais évoquer sa
macabre réputation de cimetiére de blancs (...) », écrivait avec beaucoup
d’enthousiasme José da Navidade Gaspar dans Cinéfilo du 20 avril 1935.
Et il ajoutait : « (..) Quelques unes de ces négresses sont de belles
statues d’ébéne dont la beauté n’a pas échappée a I'intelligente caméra
de Ginet ».

Peut-étre était-ce ce genre de pensées qui habitaient 'Agent général
des colonies quand, la méme année, il invita un photographe d’art a
tourner ce qui allait étre la derniere production de I'Agence, avant la
Mission cinématographique aux colonies de 1938. Excellent

photographe, Manuel Alves de San’Payo fut I'auteur de I Cruzeiro de

29 Journal of Film Preservation / 64 / 2002



Férias das Colonias do Ocidente (1 965 métres, muet), long métrage
documentaire sur la croisiére en Afrique a I'’été de 1935 d’un groupe
d’étudiants et d'écoliers portugais. Malgré les ambitions de San’Payo, le
film demeura presque inédit, ne survivant pas a I'épreuve d’une
premiere projection privée. Le film reste pourtant un document
intéressant car, en plus des images rares de I'arrivée a Luanda d’une
délégation de I'intérieur et des danses des « contratados » du
Mozambique a Sao Tomé, il témoigne d’une sérieuse tentative de
former des cadres pour assurer la future politique coloniale. Avaient en
effet participé a cette croisiere, Marcelo Caetano, dernier Gouverneur
général dAngola qui succédera a Salazar coimme premier ministre en
1969 ; Silvino Silvério Marques ; I'écrivain Jorge de Sena ; le poéte-
anthopologue Ruy Cinatti (dont la Cinémathéque vient de préserver les
images filmées au Timor en 1962) ; et plusieurs autres personnalités.

Epilogue a l'intention des Raiders of the Lost Ark

Les films suivants dans la filmographie coloniale portugaise sont de
vrais « best sellers » | Je veux parler des films de Antonio Lopes Ribeiro,
ou d’un film comme Missao Cinegrafica as Colonias de Africa (1938). Ce
sont a ces films qu’on fait appel quand on veut illustrer I'histoire du
colonialisme portugais et essayer d’en faire la synthése. En fait, tout est
la : 1a découverte, la conquéte, 'empire, I'exploitation et la mystique
(qui cache la violence, la cupidité et I'arrogance), bref 'emballage
parfait de I'idéologie coloniale, version « Estado Novo » (1926-1974). On
a d’ailleurs du mal a apercevoir les colonisés dans ces films, sauf pour
faire une démonstration de force physique ou de capacité au travail.

Jaurais pu commencer mon récit avec Cultura do Cacau (1908)
d’Ernesto de Albuquerque, notre premier film colonial perdu. Et faire
comme Guido Convents dans son ceuvre « A la recherche des images
oubliées », en transcrivant la description du film a I'intention des «
raiders of the lost ark » de la FIAF. Et si, avant Cultura do Cacau, il y avait
eu d’autres films | ? Au début de notre enquéte, nous voulions en savoir
davantage sur une mission cinématographique de 1929. Or il y avait
trois missions | Et avant ces missions de 1929... 2 Méme en 1908, il y
avait au départ deux équipes qui tournaient a Sao Tomé des images
pour combattre la propagande de la Cadbury contre le cacao-esclave
portugais ; or nous ne connaissons qu’un titre...

Et si on reculait jusqu’en 1907, peut-étre retrouverait-on des images
d’un jeune prince, étonné et respectueux, acclamé par des guerriers
vaincus a Marracuene ? Inspirée par un ange descendu du ciel de T.E.
Lawrence, je ne résiste pas a conclure en citant les mots (d’une carte
postale) de Luis Filipe de Braganca a son frere, le dernier roi du Portugal
: « (...) La réception a Lourenco Marques fut la plus belle chose qu’on
peut, je ne dis pas voir, mais réver. 20 000 négres avec leurs armes
encadraient les rues que j'ai traversées, criant « Bahete InKosso », ce qui
veut dire Salut, Seigneur. Ce fut plus que magnifique ! Et le salut final
des 25 000 batouque fut fantastique (...) ».
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CINE-TV : Un logiciel pour gérer les

collections des

Pierre Véronneau
Cataloguing
Catalogage

Catalogacion

1- Catalogage d’'une copie : fenétre de
la collection Films

2- Catalogage d’une affiche : fenétre
des Collections afférentes au film

cinématheques

Aprés plusieurs années de travail, la Cinémathéque québécoise s'est
finalement dotée d’un outil informatique pour répondre aux besoins de
gestion de ses collections. Nous serions donc trés heureux de partager
avec les autres cinémathéques et archives le résultat de notre travail et
de susciter ainsi de la curiosité et de I'intérét pour cette réalisation
assez unique dans son envergure et sa complexité.

Cet outil, que nous avons nommé Ciné-TV, est une base de données
relationnelle développée sur Microsoft SOL qui permet de gérer autant
la collection de films que la documentation et les collections afférentes
au film. Cette base posséde des points d’accés spécifiques aux
collections (Films, Documentation, Afférentes, Vidéocassettes) ainsi
qu’aux multiples fichiers d’autorité. Il s’agit en fait de plusieurs
modules qui sont reliés ensemble, qui partagent au besoin de
I'information commune et sur lesquels plusieurs personnes peuvent
travailler simultanément. Chacun de ces accés, ci-aprés prénommé «
base », se divise en plusieurs fenétres (indiquées chacune par un
onglet) ou se retrouvent les divers champs de catalogage. En cliquant
sur un onglet, on passe d’une fenétre a l'autre mais

EEE-_W_E certaines données (par exemple le titre et le numéro
iﬁm ;'#.,, d’enregistrement) demeurent affichées pour plus de
S w I commodité, I'utilisateur sachant toujours dans quel
e Lo enregistrement il travaille. Cette présentation a été
== B e -uu-l choisie afin de faciliter la navigation et d’éviter les
= — ssrer s inconvénients des barres défilantes. Chaque fenétre
= — — ®| contient un nombre d’informations réduit regroupées
1| LS ] =| selon une logique de catalogage.
e —

s Bien qu'il ne soit pas facile de décrire le fonctionnement
e d’une base de données qui s'expérimente sur ordinateur,
e je vais essayer de rendre cette description la plus

e - - — « parlante » possible. La base Films comprend, répartis sur
e T— " six onglets, tous les champs nécessaires au catalogage
E“E’E—I technique, physique et filmographique des copies
Pl ettt = ) - =55 spécifiques. Evidemment le tout est compatible avec les
el e L e & [T regles de la FIAF. Dans certains champs, on ne peut saisir
__': ; e Gl s qu’une seule information, tandis que d’autres (ceux qui

e ey e présentent une bande gris foncé) permettent la saisie de

e T ""'"] plusieurs données. On les dit & « occurrence multiple ».
_ e o La base Collections afférentes compte huit onglets. Elle

= | EE ] 4=] 3 permet de traiter photos, affiches, appareils, scénarios,

T ———— — archives textuelles, enregistrements sonores, etc. bref

= tout ce qui se rapporte aux ceuvres cinématographiques

—_— = == et télévisuelles. Vu la nature et |a diversité des documents
A = e et des objets a cataloguer, outre les reégles de la FIAF, on
e —— e ~ utilise ici des régles qui ont cours en muséologie, en
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Hace varios afios que la Cinémateque
Québécoise ha estado desarrollando
un sistema de catalogacion en
Microsoft SOL para la administracién
de todas sus colecciones, filmes, video,
documentacion, posters, foto fija, etc.
La informacion base en relacion a los
filmes enlaza las colecciones, para lo
cual el archivo ha desarrollado varios
authority files. A través de una red
muchas personas tendran acceso al
mismo tiempo a la informacién
compartida de acuerdo a sus
necesidades. Cada lugar de acceso
esta dividido en varias ventanas
donde uno encontrara los distintos
campos del catalogo, pero cliqueando
de uno a otro, algunos datos, como el
titulo y el nimero de adquisicion se
mantedran constantes. El articulo
describe varias secciones : 1) Films
incluye los campos necesarios para los
detalles técnicos, fisicos y
filmograficos, de copias especificas,
compatibles con las reglas de la FIAF.
2) Related Collections es para la
catalogacion de fotos, pposters,
aparatos, guiones, textos, grabaciones
de sonido, etc. La diversidad de estos
materiales requiere que uno utilice las
reglas de museologia, bibliotecologia
y archivos. 3) Documentation permite
la catalogacion de monografias y
periddicos. Por ejemplo, si el equipo de
la Mediateca hace la primera
investigacion tomando en cuenta el
nombre del director en un articulo,
sera puesto en el authority file donde
podra ser utilizado mas tarde por el
catalogador cuando el film o el poster
llegue al deposito. Salva el doble
trabajo y asegura que el mismo
nombre sera siempre indexado mas
alla de las variantes. 4) Circulation :
sigue el movimiento del material,
externo o interno.

El sistema esta disefado para el
trabajo interno del archivo, sin
embargo esta previsto el acceso
limitado del publico. Los colegas de la
FIAF estan invitados a ver una
demostracion de este sistema. Ya que
la Cinemateca es la propietaria de
este sistema, se espera que otros
archivos puedan hacer uso del mismo.

bibliothéconomie et en archivistique. Longlet « Images » permet de
relier chaque fiche aux images numeérisées qui la complétent ce qui
permet de voir a I'écran I'artefact dont il est question.

La base Documentation compte huit onglets. Elle permet de traiter les
monographies et les périodiques. Vu la nature des documents, on se
référe en outre ici a des régles qui ont cours en bibliothéconomie pour
le traitement des monographies, mais dans le cas des périodiques, ce
sont les regles d’indexation du PIP de la FIAF qui sont appliquées tant
pour la description des articles que pour I'attribution des descripteurs.
Longlet « Images » permet de relier chaque fiche aux coupures de
journaux numérisées qui la complétent.

La base Documentation est complétée d’'un module spécifique, «
Publications en série », qui permet de gérer I'inventaire et les
abonnements aux périodiques.

Ces bases partagent entre elles plusieurs tables d’autorité et en
utilisent aussi de spécifiques. Une table d’autorité est en fait une mini-
base de données ou chacun des termes qui la constitue est vérifié et
validé par un spécialiste. lavantage de travailler avec des fichiers
d’autorité est d’éviter le dédoublement du travail. Cela permet ainsi une
plus grande collaboration entre le personnel d’'un méme service et
entre les services, ainsi qu'une meilleure intégration des données qui se
rapportent a toutes les collections de la Cinématheque. Ainsi, si le
personnel de la Médiathéque effectue le premier la recherche
concernant le nom d’un réalisateur dont parle un article de revue, celui-
ci sera versé dans le fichier d’autorité des noms de personnes ou il
pourra étre utilisé pour cataloguer ultérieurement une copie de ce film
qui arriverait en entrepdt ou encore une affiche.

Les fichiers d’autorité permettent aussi de s’assurer qu’un terme utilisé
aura toujours la méme forme peu importe ses variantes. On imagine
aisément tout le gain en temps et en travail pour 'ensemble de la
Cinématheque. Le recours a des fichiers autorité limite également les
erreurs d’appellation et les fautes de frappe car 'utilisateur doit aller
sélectionner une information déja définie. Par exemple, dans le cas des
noms de personnes, les différentes variantes ou les pseudonymes sont
validés sous une seule forme, chaque variante renvoyant a la bonne
forme.

Pour vous donner une idée des fichiers d’autorité dont nous parlons, je
pourrais mentionner, parmi ceux qui sont communs a plusieurs
collections : Titre original du film, Titre de série, Noms de personne,
Pays, Vedettes matiere, Support, Langues, etc. Pour les collections
particulieres, signalons, pour Film : Type de pellicule, Procédés couleurs,
Maisons de production, etc. ; pour Collections afférentes : Marques de
fabrique, Matériaux, Noms d’objet, Types de I'objet, etc. ; et pour
Documentation : Genre de document, Contenu général, etc.

Puisqu’il s’agit d’'une base de données relationnelle, la correction d’une
entrée dans un fichier autorité se répercutera sur toutes les fiches qui
l'ont utilisée. Toutefois, pour éviter d’éventuels cafouillages, on peut
définir pour chaque fichier des niveaux d’autorité a la fois pour la
consultation, pour I'écriture et pour la modification. Cela garantit une
meilleure intégrité de tout le systéeme.
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3- Catalogage d’un livre : fenétre de
Documentation
4- Inscription d’une sortie de film :

fenétre du module Circulation vérification.

Qui plus est, ces trois bases ont aussi en commun un
module Circulation qui permet de suivre le va et vient des
copies, des livres ou des objets et d’inscrire
automatiquement dans la fiche les données
correspondant a leur sortie et leur retour. Cet historique
demeure attaché au film ou a l'objet. Lidentification de
I'emprunteur ne se fait qu’une fois et demeure disponible
pour les échanges subséquents. Pour la collection de
films, on distingue méme la circulation externe (prét) et
I'utilisation interne dans le cadre de notre activité
réguliere de projection. Certaines informations sont
spécifiques a une collection, d’autres de nature plus
générale.

Il faut attirer I'attention sur Données filmographiques. Ce
fichier d’autorité constitue en fait un immense
dictionnaire universel des films, des vidéos et des
émissions de télévision. On peut y inscrire tout ce qui se
rapporte de facon permanente a une ceuvre, comme les
titres (originaux, versions, travail, série, etc.), les
génériques (avec fonctions), I'année, la durée, etc. Ce
fichier d’autorité fait des ceuvres le principal critére de
catalogage des collections des cinématheques ; selon les
besoins de sa collection, chaque catalogueur peut, selon
des régles bien définies, y compléter les informations qui
s’y trouvent. Actuellement on y retrouve plus de 57 ooo
titres pour lesquels on indique au moins le titre original,
le réalisateur, le pays et I'année. On imagine la quantité
énorme de travail que cela représente et le bénéfice

qu’auraient les cinématheques qui se le procureraient. On peut méme
réver de partage entre institutions, autant des informations que de leur

La table des Vedettes matiére est également a souligner. On y retrouve,
liés au sujet lui-méme, les termes spécifiques, génériques, associés,
rejetés et méme le terme anglais correspondant. Inspiré des thésaurus
de la FIAF pour les termes de cinéma et télévision, il comprend
plusieurs termes non utilisés par ces thésaurus et est régulierement
enrichi de nouveaux termes et validé par une spécialiste en
documentation.

Ces bases et quelques fichiers autorité (dont Vedettes matiére et
Données filmographiques) sont dotés d’un moteur de recherche qui
permet de définir et de combiner plusieurs critéres qui utilisent les
opérateurs logiques habituels. Les résultats sont affichés sous une
forme synthétique qui permet au chercheur d’avoir une idée assez
précise de ce qui a été trouvé ; en cliquant sur ce résultat bref, on
accede a la fiche compléte.

A cause des nombreuses informations qu’elle contient, cette base est
concue pour le travail du personnel des archives, non pour le grand
public. Dans une étape ultérieure, la Cinémathéque se propose de
développer des modules de recherche grand public utilisant les critéres
les plus usuels pour celui-ci (titre, nom, pays, année, sujet, etc.) et qui
afficheront des informations choisies de la base de données. Ces
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During the past several years a
cataloguing system has been
developed by the Cinématheque
Québeécoise on Microsoft SQL for the
administration of all of its collections,
films, video, documentation, posters,
stills, etc. The base information
concerning a film links the collections,
for which the archive has developed
multiple authority files. Several
people may have access at the same
time to the shared information
according to their needs, through a
network. Each access point is divided
into several windows where one may
find the diverse catalog fields, but in
clicking from one to the next, certain
facts, such as the title and acquisition
number, remain constant. The article
describes various sections: 1) Films
includes the fields necessary for
technical, physical, and filmographic
details, of specific copies, compatible
with the FIAF rules. 2) Related
Collections is for the cataloguing of
photos, posters, apparatus, scenarios,
texts, sound recordings, etc. The
diversity of such materials demands
that one apply the rules of
museology, libraries, and archives.

3) Documentation allows for the
cataloguing of monographs and
periodicals. As an example, if the staff
of the Médiathéque does the first
research concerning the name of a
director in an article, it will be put in
the authority file where it may be
utililized by the cataloguer later when
the film or poster arrives for deposit.
It saves duplication of effort and
ensures that the same name will
always be indexed no matter the
variants. 4) Circulation tracks the
movements of material, external and
internal.

While the system is designed for the
internal work of the archive, a limited
public access is envisioned. FIAF
colleagues are welcome to see a
demonstration of the system. Since
this system is entirely the property of
the Cinémathéque, it is hoped that
other archives may be able to make
use of it as well.

modules seront adaptés au web et permettront également une
recherche combinée dans plusieurs « bases ». Ainsi, par exemple,
l'utilisateur pourra savoir que pour tel titre, la Cinémathéque posséde
des photos, des scénarios, des publications, des vidéocassettes de
consultation et des copies. La Cinémathéque québécoise ne compte pas
rendre public son catalogue de films.

Nous pourrions évidemment décrire par le menu toutes les riches
potentialités de cette base. Mais le mieux serait de la voir en fonction.
La Cinématheque québécoise se propose d’ailleurs de faire connaitre
cette réalisation et prévoit des démonstrations a cet effet. Elle est
ouverte a toute invitation en ce sens. Puisqu’elle est entiérement
propriétaire de cette réalisation, la Cinémathéque souhaite la mettre a
la disposition des autres archives qui pourraient y étre intéressées. Il est
méme envisageable d’en produire des versions en langues autres que le
francgais, en anglais et en espagnol notamment.

Pour la Cinématheque québécoise, il s’agit d’une étape majeure dans le
développement de la gestion informatisée de ses collections, gestion
entreprise il y a plus de dix ans maintenant et qui a suivi le
développement des outils informatiques. Il en découle une meilleure
intégration du travail de son personnel, une harmonisation des regles
et des procédures de catalogage et de traitement de I'information et il
est a prévoir qu’il en résultera une plus grande efficacité dans le
traitement de la masse énorme que constituent les collections d’une
institution comme la nétre.
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“Treasures from the Film Archives”
and International Film Cataloguing

Data Exchange

Sarah Ziebell Mann

Documentation
Documentation

Documentacion

In 1988, Ronald Magliozzi published Treasures from the Film Archives: A
Catalog of Short Silent Fiction Films Held by FIAF Archives, which
contained brief archival directory information for over 9,000 titles.
Recognized as a valuable resource with tremendous potential, by the
early 1990s the FIAF Documentation Commission began building on
this work: converting it to a database, adding data, and making it
available on the FIAF International FilmArchive CD-ROM. The database
had not been updated in some time when, with the generous support
of the National Film Preservation Foundation, | was hired to help
conduct a comprehensive update of “Treasures.” Last November, with
the participation of 9o FIAF archives, FIAF published the newly updated
and expanded “Treasures from the Film Archives”on the FIAF
International FilmArchive Database. Even more new data will be added
in upcoming releases of the FIAF Database.

“Treasures from the Film Archives,” a part of the FIAF International
FilmArchive Database, now contains over 35,000 records documenting
the fiction and nonfiction silent film holdings of FIAF archives from
around the world, including both features and shorts. Each database
record contains information such as release date, country of origin,
original and other known titles; production company and key cast and
credits details; notes about which archives hold the work and, in some
cases, whether these institutions hold access or non-access copies.
Some archives also have provided details about the types of copies they
have. (See illustration for an example of a database record.) Data is
supplied to “Treasures” by FIAF archives in a number of formats that are
edited to conform to database standards and subsequently merged
into a FileMaker Pro version of “Treasures,” housed at Pacific Film
Archive in Berkeley, California.

The “Treasures” database has three primary uses. As a preservation tool,
“Treasures” aids archives in locating other copies of works in their
collection, thus helping to avoid overlapping preservation projects. As a
directory, “Treasures” helps researchers identify those archives where
they may view particular works. Finally, as a documentation resource,
“Treasures” provides access to a wealth of silent-era filmographic
information for scholars, silent film enthusiasts, and the general public.
Users can access “Treasures” on the FIAF International FilmArchive
Database, available on CD-ROM or via Internet subscription from the
FIAF Secretariat for all FIAF affiliates, or from SilverPlatter for non-
affiliates.

The project of updating database records comprised two distinct tasks:
(1) contacting archives that previously had supplied data to “Treasures,”
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Rapport de S_arah Z_iebgl! Mann sur le asking them to review their data and provide us with any corrections or
récent travail de mise a jour de additions; and (2) inviting FIAF archives that previously had not
Treasures from the Film Archives”, supplied data to participate in the project. We requested that both new

publié en 1988 par Ron Magliozzi. R . .
Cette publication tait 2 Ipoque une and continuing archives designate whether they had access or non-

liste de plus de 9000 titres. A la fin access holdings for each title and asked them to provide the

des années 9o, la National Film format/gauge of their holdings if they wished. This was the first time
Preservation Foundation a patronné this information had been solicited, and we received an excellent
lelargissement de cette base de response. To date, some 80% of our records have holdings information

données. Elle comprend désormado
plus de 35000 fiches détaillées sur
des films muets, de fiction ou non,
conservés de par le monde dans plus

attached to them.The update culminated in the release of “Treasures”
as part of the FIAF International FilmArchive Database in November
2001.This release contained 28,127 silent films held in 91 archives. We

de 9o archives de la FIAF. Aujourd’hui, received new data from 55 archives, with many of them providing

la base de données est devenue non holdings information.

seulement un outil plus efficace pour . . .

localiser les copies, améliorer les Through conducting the update, we learned quite a bit about the
projets de préservation et éviter les exchange of international film cataloguing data. Archives sent us their
doubles emplois, mais aussi une “Treasures” data in the form of paper lists, word processing documents,
formidable source de documentation spreadsheets, FileMaker databases, in the body of e-mail messages, and

filmographique. Pour la premiere fois,
des informations sur I'accessibilité des
collections ont été demandées et 80%

as MARC exports. Additionally, for archives that wished to receive their
data electronically, we created a file from “Treasures,” which was then

des fiches comprennent de tels edited by the archive and returned to us. Every archive’s submission
détails. Une flexibilité accrue était required some editing to meet our data standards. Language barriers
indispensable vu les différents sometimes presented obstacles, as we had to figure out how credits
formats dans lesquels les archives and holdings terminology translated. We discovered that there was no

participantes fournissent la liste de

i standardized way that archives listed articles (at the beginning of the
leurs collections. En I'espace de 18

) . " title or at the end); personal and corporate names (“Last Name, First

mois, plus de 13000 titres ont été " R X X

ajoutés et on espere qu'il y aura Name,”or vice-versa); country names (United Kingdom versus Great

encore beaucoup plus de Britain versus England); dates (1920s versus 1920-1929). Matching titles

contributions de la part des archives. often was a challenge because slightly different spellings of titles were
extremely hard to systematically detect. Holdings information was
particularly complicated because we had not yet developed a controlled
term vocabulary. Even data that was sent to us encoded in the
international cataloguing protocol, MARC, had to be carefully analyzed,
as we discovered that archives sometimes found space to
idiosyncratically apply MARC standards.

In projects such as “Treasures,” we must balance our desire for data
submission standards against what archives (often limited in staff and
fiscal resources) can reasonably do to accommodate our requests for
information. We especially would like to see archives that previously did
not contribute to “Treasures” send in their data, but these are often the
Record as seen in the “Treasures” archives that are least able to send us computerized, much less
database standardized, information. We are exploring ways to make further
updates less strenuous for archives
by developing more database
features at our end. In the future, we
hope to create an on-line interface

! b P Tt B for “Treasures” into which archives
ki e i, Pl i i i .S | Y, e Pl | B R Ty T — could enter their own data, to be
by o i g TR examined by an editor. However,
Ban- ey dnibieg I ey S G (8 e EF 1 e md o e B
s T ey s ey e

e i i e because of the technology and time

e ot T o B e g, 5 b P el e B B e B limitations of many archives and the
need for further data standards, we

do not think that option is feasible
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Informe de Sarah Ziebell Mann sobre
la actualizacion y desarrollo de le
publicacién de Ron Magliozzi de 1988,
“Treasures from the Film Archives,”
que contenia breves comentarios
sobre mas de 9.000 titulos. A fines de
los afos 90, el National Film
Preservation Foundation de los
Estados Unidos ofrecié su apoyo a la
ampliacién del proyecto. Actualmente,
la base de datos comprende mas de
35.000 entradas documentales sobre
peliculas de ficcion y no-ficcion de la
época del cine mudo, proveniente de
mas de 9o archivos FIAF a través del
mundo. Esta base de datos se
convirtié en el instrumento mas
apropiado para ubicar las peliculas,
facilitar los proyectos de restauracion
y evitar la superposicién de proyectos.
También se convirtié en una fuente de
documentacion filmografica de gran
utilidad para los investigadores
cinematograficos. Por primera vez se
solicité acceso a la informacién sobre
el acceso a las colecciones y 80% de
las fichas contienen estos detalles. La
diversidad de los formatos en que se
suministraron los datos hizo necesaria
la adopcién de métodos de trabajo de
mayor flexibilidad. En 18 meses, mas
de 13.000 titulos fueron ingresados en
la base de datos, y se esperan
numerosas contribuciones adicionales
por parte de los archivos.

at present. Despite the difficulties of the current system, we have
gained valuable insight into the different methods institutions use to
catalog their data and have developed strategies for managing this
data when it comes to us.

These challenges are not unique to our experience. Most international
cataloguing projects certainly face similar issues, especially when
participants vary widely in their record-keeping practices, languages of
origin, and technological sophistication. Our foremost goal lies in
refining the “Treasures” database to include expanded information
from countries with less-documented si