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This was the reason why it was so necessary to be taken over urgent
steps for preservation of the Manaki brothers’ film opus. Further on, the
restoration activity will be described more precisely, however, we would
primarily like to emphasize the first and the greatest problem we faced
with during the copying (printing) of the films. Namely, it was not possi-
ble to be used the standard copying (printing) machine because of the
problem with the position of the frame (the image), particularly with the
line between, separating the two frames. Unlike standard films, where
the line is situated between two perforations, in the case of the Manakis’
film footage, the line was right on the perforation!?

After providing the necessary premises and after solving the problems,
the whole process of preservation and restoration has been carried out in
the Hungarian Film Laboratories, in Budapest. We use this opportunity
to thank once again the Hungarian Film Laboratories for the good
understanding and cooperation.

Hereby, we would like to elaborate the measures and working steps that
have been taken during the preservation work:

1. Controlling the present physical condition of the nitrate originals.

2. Testing and identifying of the extent of shrinkage.

3. After the experiences of the modification on the dry gate, the wet
gate of the trick machine has been modified for the best results of
restoration.

4. Results of the next tests: the perforation size was unlike any stan-
dards of today, so the nitrate originals could not be printed on the
printing machines that are normally used for printing of archive
films with extended shrinkage.

5. The next result was that neither the optical trick machine OXBERRY
could not be used unless doing a very precise modification on the
dry gate of the machine.

6. For some reasons, perhaps it was caused by the defect of the cam-
era at shooting, the frame separation line of the nitrate originals
took place not symmetrically between the two perforations, but
with two millimeters difference, exactly at the center of the perfora-
tion.

7. The original OXBERRY film mover system was not capable to han-
dle this problem with any kind of correction, so that a new solution
was needed with a totally different film mover system which was
connected to the gate - plans and production, though time was run-
ning endlessly.

8. After having made modification of wet gate, and tests, there was no
obstacle to printing the Dub materials from the nitrate originals.

9. All DubNegatives were made with:

- picture size reduction to size 1:1,37 from S-35mm

- speed correction from 16 frames/sec to 24 frames/sec by duplica-
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tion of every 2nd frame (for which a new computer program for
the trick machine was made).

10. Editing of DubNegatives (in Cinémathèque of Macedonia)

11. Processing of two preserved positive prints

12. Transferring to BETA video system

Now, we are finishing the final working processes of editing the
DubNegatives, and we sincerely hope that it should be finished soon.
Anyway, we have done a great work of saving the film materials that
recover the past, which easily could be lost forever.

As a kind of curiosity, we would mention the way of transportation and
shipment of the film footage to Budapest. Manakis’ film heritage is con-
sidered as a national cultural heritage (cultural monument) by our
Government. Beside the special precautions taken by our archive person-
nel, having on mind that it was the matter of nitrate film, and on the
other hand, having on mind that the traveling by car and transportation
of such a precious material is too dangerous, our archive personnel,
including myself have a police escort with us, and also all the way in
Federal Republic of Yugoslavia. All with an aim to avoid any unexpected
and unpredictable troubles. Fortunately everything ended well.

The whole film opus by the Manaki brothers on deposit in Cinéma-
thèque of Macedonia is completely indexed and catalogued (shot by
shot, frame by frame) according the available knowledge, sources and all
researching that refers to their work. Consequently, their work can be
divided into 42 separate titles (stories). Such a division has not been fin-
ished yet and it is not still definitive. It depends on the further knowl-
edge which we achieve with each day and that certainly will be revealed
in the future.

A consisting part of the future programs of the Cinémathèque of
Macedonia is the long-termed project for researching of the whole
Manaki brothers activity; as photographers, their cinematographing activ-
ity as well as the film showing activity. That means several profound
researching in foreign Archives, Museums and Libraries, where we have
some indications and knowledge for records and materials on the Manaki
brothers. In that way, their entire rich and significant work should be
completely identified, catalogued and researched for the next genera-
tions.

We sincerely hope that in our further activities related to the identifica-
tion, preservation and entire research of the cultural heritage left by

Yanaki and Milton
Manaki we shall
have fully support by
our FIAF colleagues
world-wide.

Preservation of the Manaki 
brothers film heritage
Sample of the film positive.



Cataloguing and Filming of
Motion Picture Films
John E. Abbott

Until June 1935, no organization existed for preserving films of out-
standing merit or for arranging for their distribution and study by those
interested in film as living art, and in its history and development. A
grant from the Rockfeller Foundation and private gifts permitted the
Museum of Modern Art to establish such a Film Library, under the presi-
dency of John Hay Whitney.

The functions of the Film Library are to trace, obtain, and preserve
important films, American and foreign; to edit and assemble such films
into programs available for educational and non-commercial exhibition;
to arrange notes and critical appraisals of them; to assemble a library of
books and data on the film; and otherwise to make available information
concerning their artistic, dramatic, and historical aspects to all who may
be seriously interested.

When a film is received by the Film Library, it is first inspected by hand
and the various important physical characteristics are entered in the
“master” or “inventory” file. This file uses as its prime index the title of
the film and filing is done alphabetically. In cases where inspection does
not disclose the title, a tentative or “working” title is given the film until
later research discloses the correct title. A specially designed printed card
(4x6) is used for this “master” file and is so set up that the pertinent data
concerning the film, such as length, width, etc., date of acquisition,
costs, type of stock, type of film (i.e., negative or positive, black and
white, or color) can be readily listed with a maximum of electrical work.
The film is then inspected to determine the amount of scratches and
shrinkage and the condition of sprockets and splices. If the film is in bad
condition, it is rejuvenated by the following processes before it is pro-
jected and reproduced. Splices are strengthened to eliminate breaking
while passing through the various operations. One of the problems in
making splices on very old film is the difficulty in finding film cement
that will bind some of the old film, due to the difference in chemical
characteristics of the stock of the old films from that which has been
used during the past ten or fifteen years. In many instances, it becomes
necessary to have the chemists prepare various cements for this purpose.
This is done by analyzing the chemical properties of each different stock.

After inspection, the film must be thoroughly cleaned to remove all for-
eign substances from the surface and base of the scratches. This is done
by a specially designed cleaning machine equipped with wire-hair
brushes. After cleaning, the film is inspected again, and if the reel is
made up of stock from various manufacturers, the reel is split according
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to the class of stock. This is necessary because various classes of stock
call for different formulas in treatment.

Treatment consists of applying chemicals to the surface of the film. These
chemicals cause a partial liquefaction and swelling of the photographic
layer. The chemical reaction during the swelling period pushes the pho-
tographic layer at the base of the scratch upward. When the swelling
subsides and the film returns to normal, which occurs while the film is
passing through the machines, the density of the photographic layer has
become equalized and scratch on the screen disappears. Care must be
taken in the application of chemicals so that the solution used on the
emulsion, or gelatin side, does not pass through the perforations to the
celluloid side. Each side of film calls for a different formula. Scratches on
the celluloid side are eliminated by the same method as the gelatin side.
After the film has been treated chemically, it must season for a varying
period of time depending upon the chemical characteristics of the cellu-
loid used in the base.

Special technique and special devices had to be created to handle the
films secured by the Film Library, because it was necessary to restore
films much older and in much worse condition than the laboratories
were accustomed to handling. In some of the early films, the perfora-
tions were torn and broken to such an extent that the film could not be
projected. It is then necessary to repair these broken perforations manu-
ally by cementing in new stock.

In the early days of the motion picture, each producer perforated his
own stock to conform to his own production and laboratory procedure.
When such films are acquired by us, it is necessary either to reproduce
them frame by frame, a long and costly procedure, or else eliminate the
original perforations and reperforate the film before duplicates and
prints can be made on modern laboratory equipment. Badly shrunken-
film is made usable by making the sprocket holes very elastic, so as to
permit passing over standard sprockets in the printing machine without
ripping; in other words, the sprocket holes stretch to fit the sprocket
teeth without distorting the image. If the film which we acquire is a neg-
ative, we first make up a 16 mm print which is used by the Library staff
for study in the preparation of program notes, musical scoring, and title
composition. This reference print is made up on 16 mm size since it is
more convenient for the staff to use. If the film which we acquire is a
positive rather than negative, it is necessary to make a duplicate negative
before following the procedure outlined above.

When a film is incorporated in one of our circulating programs, the req-
uisite number of 35mm and 16mm prints are made up (all on acetate or
safety stock) to cover our distribution requirements. As each new print is
produced, a card on the print is prepared and added to our inventory
file, the individual card being identified first by title and second by print
letter. On these cards is kept a physical case history of the print, entries
being made as required. The film is then projected for inspection by the
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Films et catalogues... 
A partir de 1935, grâce à une donation de
la Fondation Rockfeller, le MoMA de New
York crée un lieu où les films seront
désormais conservés.

La fonction d’un tel lieu est la préservation
des films, leur présentation au public ainsi
que la production d’ouvrages jetant un
regard critique sur eux.

Cette tâche réclame un travail important
d’inspection, de traitement et de restauration
des films mêmes. Elle nécessite aussi un
travail de traitement de l’information qui
doit être la plus précise et la plus complète
possible.

Un système de fichiers donnant accès aux
données les plus importantes a été mis en
place. Depuis lors, toutes les informations
concernant un film ou un auteur peuvent
être à tout moment consultées.

Películas y catálogos...
A partir de 1935, gracias a una donación de
la Fundación, el MoMA instalaciones donde
se conservar las colecciones. 

La función primordial de un centro como
éste es la conservación de películas, su
exhibición pública y la edición de
publicaciones. Este cometido requiere un
trabajo importante de inspección,
tratamiento y restauración de las películas.
También presupone una tarea precisa y
completa de archivaje de la información
referente a las películas conservadas. Desde
entoncesz, un sistema eficiente de
catalogación permite el acceso a través de
múltiples criterios. Gracias a el, las
informaciones referentes a una película o a
un autor de películas pueden ser consultadas
con facilidad por el público.
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Curator and staff. In certain instances, when it is necessary to project
negatives or very old and rare positive prints, a projector with a properly
protected film path, using felt padding on the metal guides and with the
gate adjusted for minimum pressure, is used to eliminate scratching or
injuring the film.

A reference 16mm print is filed by number, recorded in the Master File
in the Film Library offices, but all 35mm film, both negative and posi-
tive, must be stored in a film vault. Due to the highly inflammable
nature of the medium with which we are working, the storage of film
has many stringent regulations which must be observed for safety. In the
metropolitan area, there are only a very limited number of buildings in
restricted areas which are permitted to build vaults and store films. In
addition, the size of the vault, its construction, ventilation, and method
of storing the film are all minutely regulated by law. As a consequence
the cost of storing film is extremely high, averaging approximately 1$ a
reel per year. This economic factor necessitates the use of a storage sys-
tem which utilizes all available space without waste.

A progressive numerical method of identifying the film for storage pur-
poses is used, by which each film, as it is added to our collection and
filed in the vault, is given a can number, which is then inscribed on the
appropriate card in the “master” file so that a cross reference between the
title of the subject and the physical location of the film in the vault is
complete. In addition, to further insure the safety of the film, a duplex
vault system is used with vaults in two widely separated locations. In
one vault the negative of a subject is stored and in the other a “master”
positive or lavender duping print which eliminates the possibility of the
irredeemable loss of a rare subject in case of fire.

After a film has been viewed, a card relating to it is made up for the file
of “Films Owned by the Film Library”. These cards are filed alphabeti-
cally by original title (in French, German, Swedish, Russian or English,
etc., as the case may be) and if an English translation of the foreign title
is to be used, this cross is indexed to the original title. On these cards is
recorded the length of the film, its type (i.e., sound or silent, colored or
black and white), the date of its production, its producer, director, cam-
eraman, scenarist, its cast list, the source whence the Library received it,
and the vault storage number from the master file. The cards used are
3x7.

Also in the Curator’s office is another file which lists all notable films
whether owned by the Film Library or not. This file is set up by country
of origin and then, under each country, by director and then, under each
director, by date, each file arranged on a separate card. It provides in this
way a practical summary of each man’s work. On each individual card is
listed on the left, below the main heading of title, all available informa-
tion as to: Source of plot; scenarist; director; photographer; scenic
designer; costume designer and editor. On the right, the cast list is given.
On the back of the card is added, wherever possible, references to
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books, magazine articles, etc., where more detailed information is to be
found. When completed this file will contain additional cards to cross
index each film title to director and country. The information provided
by this file is taken from all available sources and added to, as received,
until complete. The staff uses this file every day in its work of preparing
films for circulation, issuing program notes, answering inquiries by tele-
phone or by letter. It has proved particularly valuable in practice in that
it lists each film (on one card) by its respective title in various countries.
As an example, under the main heading of “Sweden” and the subheading
“Seastrom (Sjostrom), Victor” is a card for the specific film:

Korkarlen (Swedish)

Stroke Of Midnight, The (USA)

Thy Soul Shall Bear Witness (England)

Charrette Fantôme, La (France)

Fuhrmann Des Todes (Germany)

Still further information is provided by fugitive material, in the form of
clippings, advertising leaflets and a large and interesting amount both of
manuscript and sporadic articles culled from non-movie periodicals of
all types. This is kept in folders filed alphabetically in a series of steel
cabinets. Thus under “Seastrom, Victor” will be found biographical and
critical material on the director; under “Swedish films” material on the
development, corporate set-up, and critical appreciation of the national
product as a whole; while under “Korkarlen” is found specific informa-
tion and criticism of the film itself.

Photographic stills as well as enlargements of single film frames are often
useful (apart from their more obvious uses for reproduction) for the
identification by comparison of otherwise unidentified film actors and
even, at times, for the identification of otherwise unidentified films. Stills
are filed separately in a second series of steel cabinets in folders in alpha-
betical order of film-title or of actor’s or director’s name.

From the two files above mentioned, and two sets of folders, it is possi-
ble to obtain rapidly and conveniently the widest possible information
about any particular film or individual. A library of books and periodi-
cals is also available to the public: some of the more important of these
which lacked indexes are now being indexed.

The Library Journal, February 1938.



Introduction

Transfer systems like Cineon, Domino and others have shown that film-
to-film copies can be made via the electronic digital domain effectively
without distortion or loss; that is, in a transparent manner. These systems
were introduced to enable the feature film industry to take advantage of
digital picture manipulation and processing without any apparent degra-
dation of the elusive film quality.

The requirement is to scan each frame of film at a resolution (usually
3,000 x 4,000 pixels) which will not degrade the image, pass the signal
to a work station where the image can be altered, and the information
then transferred back onto film. This process suggests that this would be
a practical digital electronic way of restoring archive film frame by frame.

Standard Television Systems

Many film faults can be corrected or concealed using current digital tele-
vision techniques. Devices are available to remove grain, dirt and
scratches, correct colour, modify contrast (gamma) and steady (pin) the
images. All in real time. Unfortunately, there is a penalty; namely that the
architecture of the television signal will be imprinted on the picture. This
is usually assumed to be only the line structure in the case of standard
broadcast television systems; however, there are other limitations, partic-
ularly the restricted resolution inherent in each system and the 24-to-30
frames per second (fps) conversion problems associated with the 525-
line system. The 625-line 25-fps system avoids the frame conversion
problem as a 24-fps film can be played at 25 fps, processed as a standard
digital television signal, then transferred back to film. The resulting film
will then be correct when played at 24 fps.

Historically since the late 1930s, ‘film recording’ of the television picture
has been carried out by photographing the image displayed on the face
of a cathode ray tube (CRT). Television is a real-time system, which
means that each element of the signal, line, field and frame occupies a
precise time period. A frame consists of two interlaced fields. The period
between fields was originally determined by the time it takes for the CRT
electron beam to move from the end of one field to the start of the next.
In the 625-line case this is about 1.5 milliseconds. It is impracticable to
advance the film one frame and relocate it in this short time. This
resulted in photographing only one of the two fields and relocating the
film during the other, thus halving the vertical resolution. Although cam-
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The Restoration of Archive Film
Using Digital Techniques
Brian Jenkinson

for the FIAF Technical Commission
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eras were developed that could relocate the film during the field blank-
ing period, they were soon overtaken by advances made in magnetic
recording.

The Dilemma

High resolution systems, like Cineon, transfer one frame at a time into
the digital domain. This has become possible by the development of
high resolution digital frame stores. The data rate is very high and the
process takes about 20 seconds for each frame. To this must be added
the time taken to restore each individual frame and return it to a film
image. With current technology it is not possible to scan the film at this
high resolution and digitally correct the film image in real time. This is
due to the very high data rate and the time it would take to process the
data in order to maintain the image quality and provide the necessary
transparency.

A television restoration process could provide most of the physical
restoration required as the film is played in real time. The overall quality
of the results would be less than film quality as it would carry the foot-
print and constraints of the original television architecture.

The requirements for the restoration of archive film would ideally be
transparent, error free, high resolution quality and real time restoration.

Investigation

The British Film Institute’s National Film and Television Archive is cur-
rently looking into the possibility of real-time restoration of archive film.
In order to do this it was first decided to investigate the transparency of
possible film-to-film transfer processes via the video digital domain.

The archive film chosen consisted of a short scene which a normal tele-
vision system could not resolve correctly because of interference
between the television line structure and the detailed film image.
Although this is an extreme case, it was chosen to show the resolution
restrictions inherent in each transfer process. This was followed by cor-
rectly graded colour material.

Initially four methods of transferring film into the digital domain were
chosen to be investigated and have been progressed as follows:

1. High Definition Television (HDTV) 1,125-line x 2,000-pixel CCD
camera, one frame at a time transfer; that is, each frame is
scanned 1,125 x 2,000 pixels and transferred to digital tape.
Although not real time, this system avoids the problems of 24 to
30 fps conversion associated with the 1,125-line HDTV standard.

2. HDTV 1,125-line x 2,000-pixel CCD telecine, real-time transfer.
This real-time HDTV telecine is a 30-fps system and the digital
transfer is therefore a conversion from 24-film-fps to 30-HDTV-
fps, which is then converted back to 24 fps when returned to
film.



3. Standard broadcast 25-frame television 625-line x 1,000-pixel
CCD telecine; real- time transfer. Two methods of transfer back to
film are being attempted.

4. Cineon 3,000 x 4,000 pixels; one frame at a time transfer using
the Cineon Genesis scanner. 
Repeating this transfer at the reduced resolution of 1,500 x 2,000
pixels is being considered.

The above work is in progress; however, other systems are now available:
one working at a horizontal resolution of 6,000 pixels and another capa-
ble of real-time transfer at 2,000 x 2,000 pixels. This is developed from
the Philips BTS HDTV telecine, and it is intended that it will include
real-time digital correction similar to standard television systems. This
system may be capable of providing a practical method of real-time
restoration of archive film at a resolution satisfactory for transfer back to
film.

Although the inclusion of these extra systems will delay the work in
progress, it is considered that they must be assessed because of their very
high resolution or practical real-time restoration capabilities.

Transfer back to film:

Although the ideal would be to transfer the film and carry out the
restoration in real time, the transfer back to film need not be real time; it
can take advantage of digital frame storage, avoiding the problem of relo-
cating the film in the field-blanking period.

Re tests nos. 1 and 2: Electron-beam recording of stepped red-green-blue
(RGB) frames onto black-and-white positive film. The digital signal is
line doubled with interpolation before recording, effectively making it
2,250 x 2,000 pixels.

Re test no. 3: Two methods of transfer back to film are being attempted.
Firstly, by standards conversion to 1,125-line 30-frame HDTV, then
transferred back to film as in test no. 2. Secondly, the 625-line signal is
line doubled to 1,250 with line interpolation and transferred frame by
frame avoiding the frame conversion problems.

Test no. 4: The transfers will be via the Solitaire Cine Recorder directly
to colour film.

The systems used to return the image information to photographic film
are proprietary. They cover a range of different methods and technolo-
gies.

a) Electron-beam recording uses an amplitude modulated, precisely
focused electron beam to scan the film surface directly within a
vacuum. The process produces stepped black-and-white colour
separation positives from which a colour negative can be made.
Holding the image on black-and-white film could be considered
an ideal way of archiving colour film images.
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Restauration de films et techniques
digitales
Les systèmes transférant les films sur
support pellicule en images digitales pour
ensuite les transférés à nouveau sur pellicule
après manipulations, sont aujourd’hui des
outils incontournables dans l’industrie des
films de fiction. En effet, les systèmes actuels
de télévision sont capables de corriger de
nombreux problèmes rencontrés dans la
conservation des films. Et si l’avantage des
transferts pellicule-vers-digital-vers-pellicule
et la restauration en temps réel pouvait être
combinés, on aurait là un outil puissant et
efficace pour la restauration de films.

Restauración y técnicas digitales
Los sistemas de transferencia de películas
cinematográficas a imágenes digitales y su
re-transferencia sobre película después de
manipulación, son hoy día procedimientos
corrientes en la industria de las películas de
ficción. 

Los procedimientos utilizados actualmente
permiten la corrección de numerosos
defectos detectados en el proceso de
conservación de los filmes. Si se pudieran
combinar las ventajas del proceso film-
soporte digital-film con restauración en
tiempo real, se dispondría de una
herramienta súmamente valiosa de
restauración de películas cinematográficas.  



b) Photographing the image on a high resolution CRT via colour fil-
ters onto colour film.

c) Three CRTs used to carry the RGB images which are combined by
dichroic mirrors for photographing.

d) Direct RGB laser scanning of colour film.

Assessment of the Results

The final film recordings will be assessed by projected comparison with
the original film. Because there are a number of different processes
involved in film scanning and transfer back to film, it may be necessary
to repeat some parts of the exercise. The results will determine which
future experiments are necessary before a practical restoration system
can be proposed.

Progress

Most of the transfers from the test film to the digital domain have been
completed. The transfers back to film will be progressed as they become
available. Progress has inevitably been slow as there is no funding to
carry out this work and everything has had to be done as spare equip-
ment and time are available. Cinesite using the Cineon process have had
the test film for over seven months without providing results.

Aims

The main aim of this investigation is to assess in a practical manner, the
transparency of film to digital video to film transfer processes using sys-
tems which are current or about to become available. Later we will
attempt to use digital techniques to enhance or restore the original film.

Although the quality of the transferred image is the main object of this
investigation, the transfer processes are different and each has some
inherent limitation. Clearly, real-time transfer of film into the digital
domain has advantages. It is much quicker than scanning each frame at
a slow rate, often in excess of ten seconds per frame. Real-time transfer
also allows real-time enhancement and correction. However, slow scan-
ning rates can produce better resolution.

The process of returning the image to film is inherently a slow scanning
process. To do this in real time, it would be necessary to advance the
film and relocate it in the television field blanking period. This can be
avoided by photographing stored frames. We hope that all four of the
above processes will be used to return the images to film.

Frame Rates and Real Time

The ideal system would be a 24-fps one working in real time providing
truly transparent quality. Systems which require field rate conversion will
be a compromise. Transferring individual film frames, one at a time, into
a system which in real time would run at 30 fps, would still, when pho-
tographed one frame at a time, be 24 fps. However, if the transfer is real
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time, field rate conversion would be necessary introducing an inevitable
quality loss. One advantage of using a standard 25-fps television system
in real time is that the original film can be transferred to a digital format
at 25 fps. When this is transferred back onto film, the results will be a
24-fps film.

Single-frame scanning and recording has obvious advantages, but the
time taken can be excessive and if the frame-by-frame image restoration
time is added, it would be prohibitive. Real-time scanning and restora-
tion has cost and time advantages if the possible reduction in quality can
be accepted.

Conclusions

These transparency tests should indicate the acceptability of each
method and system investigated. The development of a practical film-to-
digital-to-film restoration tool, preferably in real time, will have to be the
next step.

Synopsis

Systems transferring film images to the digital domain for manipulation
and then returned to film are major tools in the feature film industry.
Current television systems are able to correct many of the problems asso-
ciated with archive film in real time. If the advantages of film-to-digital-
to-film transfer and real-time restoration could be combined, it would
make a powerful and effective film restoration tool.

Dye stability, like other issues of film longevity, will vary depending on a
number of physical factors. At a broad level, these may be broken down
into the concepts of dark stability and light stability. Dark keeping refers
to fade resistance when a film is stored in darkness, while light keeping
indicates its fade resistance to exposure to light. Different films will thus
have different conditional stabilities, depending on both their physical
makeup, and storage/usage. In previous research, I had been incorrectly
informed that Kodak’s “low-fade” stocks incorporated dye “stabilizers”
which addressed a deficiency in their light-keeping ability. This mistake
led me to several incorrect assumptions which I would here like to 
clarify.

While current print stocks, such as 53/7386 do indeed have the afore-
mentioned stabilizers, the stabilizers are quite distinct from the “low-

A Brief Note on Dye Stability
Ross Lipman

(The following comments include corrections of errors in the essay “Problems of Independent Film
Preservation”, published in the last issue of the Journal of Film Preservation.)
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fade” technology. Richard Patterson observes in American Cinematogra-
pher that until the introduction of the LF line of print stocks in the late
1970’s print stability was not an issue, because Kodak believed most pos-
itive prints would be destroyed after use (1). Therefore, they actually had
an inferior dark stability when compared with negative stocks, which
had a need for greater longevity. As issues of preservation became
increasingly apparent, Kodak introduced the more stable line of “low-
fade” stocks to compliment their normal print stocks (2). Beginning with
53/7384 (and also the low contrast 53/7380), these changes were
adopted for all Kodak color positive materials, and the distinctive LF
designation dropped.

In terms of preservation, the key issue is dark stability. While negative
materials do not have the “stabilizers” present in positive films, the dan-
gers of exposure to light are in general less significant than the inherent
dark-keeping properties of the film itself, and its storage conditions.

If one then compares different stocks as potential preservation media (3),
some clear distinctions arise. Kodak’s 7399 reversal material, which I had
hypothesized might have better dye stability than the 7272 internegative,
decidedly does not. The dark-keeping properties of the 7272 are clearly
superior (4), and its light fading risks are not critical. Current camera
negatives are of a similar quality to the 7272. I have not obtained data
on the higher-contrast Kodachrome, but Kodachrome films traditionally
exhibit excellent longevity.

A final remark would be that dye stability itself is only one of several fac-
tors that should be considered in the selection of a printing stock - albeit
a very important one. The color palette as well as other rendering prop-
erties - of each of the stocks mentioned is quite different, and will vary
further in the course of a printing path. A traditional 7272/7386
approach, without alteration, may prove inappropriate for many positive
subjects originals (5). Thus, depending on the intended purpose and life
of a preservation project, variations may be a p referred option if they
offer aesthetic advantages. Ideally, specific printing and preservation pro-
jects will indicate their own solutions.

Dye stability...
L’équilibre des couleurs est un élément qui
doit être pris en considération dans la
sélection du matériel d’impression. Mais,
bien d’autres facteurs doivent aussi faire
l’objet d’attention. C’est pourquoi l’approche
traditionnelle 7272/7386 peut s’avérer
inappropriée dans bien des cas. En effet,
selon l’auteur, chaque cas devrait être
analysé de manière unique.

Dye stability...
El equilibrio de colores es sólo uno de los
elementos que deben ser considerados para
la selección del material de impresión.
Numerosos otros factores deben ser tomados
en cuenta. Es por ello que el enfoque
tradicional 7272/7386 suele a menudo ser
inoportuno. En efecto, idealmente, cada caso
debería ser analizado como un caso único. 

1. Richard Patterson, “The Preservation
of Color Films, Part 1”, American
Cinematographer, July 1981.

2. The change consisted of a substan-
tially improved cyan dye, which was his-
torically the least stable of the three
layers in Eastmancolor stocks.

3. This discussion is intended to be of
relevance to the printing of films which
exist in reversal or positive viewing
copies.

4. Although such valuations are subjec-
tive, it is estimated that a trained eye will
notice dye fading at 20% dye loss; an
untrained eye at about 30%. Stored at
40% RH and 59 degrees F, 7399 should
suffer 25% fading only 17 years. Under
the same conditions, 7272 should last
about 100, based on accelerated aging
tests.

5. A thorough discussion of the draw-
backs of 7272 is contained in my earlier
article, ‘Problems of Independent Film
Preservation”, Journal of Film Preservation,
Vol. XXV, N° 53, 1996.
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On the occasion of the centennial of the cinema, the
Association of German Cinémathèques conducted a sur-
vey among film historians, film journalists, film critics,
filmmakers, and cinéastes to select the 100 most impor-
tant German films from the beginnings to the present day.
Three hundred and twenty-four film experts took part in
a first vote to decide ranks 1 to 75. The outcome was
announced in February 1994 at the Berlin International
Film Festival. Two hundred and twenty-two people par-
ticipated in the second round of voting to choose places
76 to 100. Counting was completed in autumn 1994.
Two of the 100 films selected date from the period before
1914, thirty-seven from the Weimar Republic, eight from
the National Socialist period, five from the early post-war
years, thirty-six from West Germany (Federal Republic),
twelve from East Germany (German Democratic Republic). Among the
100 titles are 24 silent films and 76 sound films. Fritz Lang, Georg
Wilhelm Pabst, and Rainer Werner Fassbinder are each represented with
six titles (Fassbinder is additionally represented through his participation
in Deutschland im Herbst, Pabst through his collaboration as unit director
on Die Weisse Hölle vom Piz Palü), Helmut Käutner, Wolfgang Staudte,
Wim Wenders, and Konrad Wolf with four each, Friedrich Wilhelm
Murnau and Volker Schlöndorff with three titles each. Where this has
not yet been done, the selected films are to be preserved and held avail-
able in at least one good copy. As far as National Socialist films are con-
cerned, which cannot be excluded from German film history, the strict
reservations about public performance are, of course, to be maintained.
In 1993 the Federal Ministry of the Interior already allocated DM
320,000 for various preservation measures. In 1995 the Deutsches
Institut für Filmkunde and the Stiftung Deutsche Kinemathek received a
further sum of ca DM 200,000 for the production of new distribution
copies.

Result of a Survey

Votes
1. M Fritz Lang 1931 306
2. DAS CABINET DES DR. CALIGARI Robert Wiene 1920 292
3. BERLIN . D. SINFONIE D . 

GROSSTADT Walther Ruttmann 1927 290
4. NOSFERATU F. W. Murnau 1922 287
5. MENSCHEN AM SONNTAG Robert Siodmak 1930 285
6. DIE MÖRDER SIND UNTER UNS Wolfgang Staudte 1946 280
7. DER BLAUE ENGEL Josef von Sternberg 1930 278
8. METROPOLIS Fritz Lang 1927 273

The 100 Most Important German Films
A survey by the Kinemathekverbund
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M. (Fritz Lang)
Collection: Cinémathèque Royale
(Bruxelles)



9. DIE FREUDLOSE GASSE G. W. Pabst 1925 264
10. DER UNTERTAN Wolfgang Staudte 1951 262
11. KUHLE WAMPE Slatan Dudow 1932 260
12. DER STUDENT VON PRAG Stellan Rye 1913 256
13. DIE BRUCKE Bernhard Wicki 1959 254
14. ABSCHIED VON GESTERN Alexander Kluge 1966 251
15. MUTTER KRAUSENS FAHRT 

INS GLÜCK Phil Jutzi 1929 246
16. D. GOLEM, WIE ER IN DIE 

WELT KAM Wegener/Boese 1920 239
17. DR. MABUSE, 

DER SPIELER (2 Teile) Fritz Lang 1922 233
18. UNTER DEN BRÜCKEN Helmut Kaütner 1945 230
19. DIE NIBELUNGEN Fritz Lang 1924 228
20. DER LETZTE MANN F. W. Murnau 1924 228
21. DER MÜDE TOD Fritz Lang 1921 227
22. LIEBELEI Max Ophüls 1933 227
23. SPUR DER STEINE Frank Beyer 1966 224
24. WINTERGARTENPROGRAMM Max Skladanowsky 

1895 219
25. LOLA MONTEZ Max Ophüls 1955 216
26. FAUST. EINE DEUTSCHE 

VOLKSSAGE F. W. Murnau 1926 214
27. HEIMAT. EINE CHRONIKIN 

11 TEILEN Edgar Reitz 1984 211
28. DEUTSCHLAND IM HERBST Alexander Kluge u.a. 1978 209
29. MADAME DUBARRY Ernst Lubitsch 1919 206
30. BERLIN -ALEXANDERPLATZ Phil Jutzi 1931 205
31. DIE EHE DER MARIA BRAUN R. W. Fassbinder 1979 204
32. . MÜNCHHAUSEN Josef von Baky 1943 200
33. DIE BUCHSE DER PANDORA G. W. Pabst 1929 198
34. DIE BLECHTROMMEL Volker Schlondorff 1979 197
35. DAS TESTAMENT DES 

DR. MABUSE Fritz Lang 1933 196
36. IM LAUF DER ZEIT Wim Wenders 1976 194
37. TRIUMPH DES WILLENS Leni Riefenstahl 1935 191
38. DER JUNGE TÖRLESS Volker Schlöndorff 1966 186
39. KATZELMACHER R. W. Fassbinder 1969 186
40. GROSSE FREIHEIT NR. 7 Helmut Kaütner 1944 183
41. ROTATION Wolfgang Staudte 1949 183
42. WIR WUNDERKINDER KurtHoffmann 1958 182
43. DAS WACHSFIGURENKABINETT Paul Leni 1924 180
44. MADCHEN IN UNIFORM Leontine Sagan 1931 179
45. VARIETÉ E.A. Dupont 1925 177
46. ROSEN FUR DEN STMTSANWALT Wolfgang Staudte 1959 175
47. ALICE IN DEN STÄDTEN Wim Wenders 1974 174
48. DIE HALBSTARKEN Georg Tressler 1956 173
49. D. VERL. EHRE D. 

KATHARINA BLUM Schlondorff/v.Trotta 1975 173
50. WESTFRONT 1918 G. W. Pabst 1930 169
51. DIE 3-GROSCHEN-OPER G. W. Pabst 1931 168
52. SOLO SUNNY Konrad Wolf 1979 166
53. ANGST ESSEN SEELE AUF R. W. Fassbinder 1974 165
54. DER VERLORENE Peter Lorre 1951 163
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Les cent films les plus importants du
cinéma allemand
A l’occasion du centenaire du cinéma,
l’Association des Cinémathèques Allemandes
a demandé à des historiens du cinéma, à des
journalistes, à des critiques de films, à des
metteurs en scène et à des cinéastes de
choisir les cent films les plus remarquables
du cinéma allemand. Fritz Lang, George W.
Pabst et Reiner W. Fassbinder sont les
grands “gagnants” de cette sélection avec
chacun six films représentés.
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55. DIE DREI VON DER TANKSTELLE Wilhelm Thiele 1930 160
56. IN JENEN TAGEN Helmut Kaütner 1947 160
57. OLYMPIA (2 Teile) Leni Riefenstahl 1938 157
58. JUD SUSS Veit Harlan 1940 156
59. DER GETEILTE HIMMEL Konrad Wolf 1964 155
60. HIMMEL ÜBER BERLIN Wim Wenders 1987 153
61. NICHT VERSÖHNT Jean-Marie Straub 1965 151
62. VAMPYR Carl Theodor Dreyer 1932 150
63. TAGEBUCH EINER VERLORENEN G. W. Pabst 1929 149
64. DER PROZESS (3 Teile) Eberhard Fechner 1984 148
65. HÄNDLER DER VIER 

JAHRESZEITEN R. W. Fassbinder 1972 147
66. ROMANZE IN MOLL Helmut Kaütner 1943 146
67 EHE IM SCHATTEN Kurt Maetzig 1947 146
68. D. LEGENDE VON PAUL UND 

PAULA HeinerCarow 1973 146
69. CHRONIK D. ANNA 

MAGDALENA BACH Jean-Marie Straub 1968 145
70. AGUIRRE, DER ZORN GOTTES WernerHerzog 1972 145
71. ICH WAR NEUNZEHN Konrad Wolf 1968 144
72. D. ABENTEUER D. 

PRINZEN ACHMED Lotte Reiniger 1926 143
73. STERNE Konrad Wolf 1959 143
74. DIE BLEIERNE ZEIT Margarethe von Trotta 1981 141
75. DIE STRASSE Karl Grune 1923 139
76. DEUTSCHLAND IM JAHRE NULL Roberto Rossellini 1948 80
77. KAMERADSCHAFT G. W. Pabst 1931 76
78. EMIL UND DIE DETEKTIVE Gerhard Lamprecht 1931 73
79. BERLIN - ECKE SCHÖNHAUSER Gerhard Klein 1957 71
80. BERLIN ALEXANDERPLATZ 

(14 Teile) R. W. Fassbinder 1980 70
81. DER KONGRESS TANZT Eric Charell 1931 68
82. DAS KANINCHEN BIN ICH Kurt Maetzig 1990 68
83. D. ARTISTEN IN D. 

ZIRKUSKUPPEL:. . . Alexander Kluge 1968 67
84. FONTANE EFFI BRIEST R. W. Fassbinder 1974 65
85. DER AMERIKANISCHE FREUND Wim Wenders 1977 64
86. ASPHALT Joe May 1929 62
87. JAKOB DER LÜGNER Frank Beyer 1974 60
88. JEDER FÜR SICH U. GOTT 

GEGEN ALLE Werner Herzog 1974 60
89. NACHTS WENN DER TEUFEL KAM Robert Siodmak 1957 59
90. MYSTERIEN EINES FRISIERSALONS BrechVEngel 1922 58
91. DIE WEISSE HÖLLE VOM 

PIZ PALÜ Fanck/Pabst 1929 57
92. DAS MADCHEN ROSEMARIE Rolf Thiele 1958 57
93. AUS EINEM DEUTSCHEN LEBEN Theodor Kotulla 1977 57
94. VIKTOR UND VIKTORIA Reinhold Schünzel 1933 56
95. DAS BOOT Wolfgang Petersen 1981 56
96. JAGDSZENEN AUS NIEDERBAYERN Peter Fleischmann 1968 55
97. LEBENSLÄUFE Winfried Junge 1981 55
98. BERLINER BALLADE R. A. Stemmle 1948 54
99. MEPHISTO István Szabó 1981 54
100. DIE ZWEITE HEIMAT (13 Teile) Edgar Reitz 1992 53



L’arrivée du Cinématographe Lumière dans un pays fut souvent un
événement mondain. Ainsi, à Bucarest, la première projection de
l’invention des frères Lumière se déroula dans le salon du journal
francophone « L’Indépendance roumaine », le 27 mai 1896.

Les articles de Claymoor (Mihai Vacaresco), journaliste à l’Indépendance,
relèvent d’ailleurs de la chronique mondaine, entichée de francophonie,
ce qui ne les empêchent pas de faire état d’intuitions critiques
surprenantes.

Le terrain était donc prêt pour que le 10 mai 1897 l’opérateur français
Paul Menu enregistre des prises de vues du défilé de la fête nationale à
Bucarest, marquant de ce fait les débuts du cinéma roumain(1).

Le premier disciple de Menu sera un neurologue, le docteur Gheorghe
Marinesco qui, même s’il n’était qu’un amateur, a démontré, en même
temps que le français Eugène Doyenne, l’intérêt pour la recherche
scientifique de faire appel au film. De 1898 à 1901 le docteur Marinesco
réalisa plusieurs films de ce type (2). On peut voir dans Marinesco un
précurseur du documentaire roumain qui se développera à partir de
1906.

L’ouverture d’une succursale Pathé à Bucarest, avec son propre
laboratoire où l’on fabrique même la pellicule, est un autre élément
déterminant dans l’implantation du cinéma roumain (3).

En 1910, l’opérateur Constantin Theodoresco et l’ingénieur-chimiste
Gheorghe Ionesco-Cioc fondent la société de production Traian et le
laboratoire Carmen Sylva. La collaboration entre ces deux cinéastes fut
cependant de courte durée: Theodoresco créera son propre laboratoire
Romania Film et la salle National, tandis que Ionesco-Cioc restera à la
tête du laboratoire Carmen Sylva, tout en dirigeant la salle Vénus. Tous
les deux produiront des actualités, en concurrence avec Pathé et son
opérateur Victor de Bon. Deux films ont survécu qui témoignent de
l’activité de producteurs de Theodoresco et Ionesco-Cioc: Cilatoria
familiei regale pe Dunare (Le Voyage de la famille royale sur le Danube /
1911) et 10 mai 1912. Quant à de Bon, on peut encore voir certains des
films qu’il a réalisés avec Nicolae Barbelian pour le compte de la Filmul
national român.

C’est d’ailleurs aussi au nom de Victor de Bon, comme opérateur, et de la
maison Pathé que sont liés les débuts du cinéma roumain de fiction.
Réalisé par l’acteur Grigore Brezeanu, Amor fatal eut sa première en
1911. L’année suivante, Brezeanu récidiva avec la première production
nationale de réelle importance: Independenta României, film historique
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Sur les traces du film roumain muet
Dinu-Ioan Nicola

Tigancusa de la Iatac (La petite gitane 
d’alcôve / 1923) par Alfred Halm
A gauche : Elvire Popesco



traitant de la guerre de 1877 alors que la Russie et la Roumanie
combattent l’Empire ottoman sur le territoire bulgare.

L’ambition du film de reconstituer les épisodes de cette lutte,
l’importance de la figuration (avec toutes les maladresses coutumières à
l’époque dans ce genre de productions) et la présence au générique des
meilleurs acteurs roumains d’alors, font du film de Brezanu la pierre
angulaire du cinéma roumain (4).

Le grand responsable de la production du film fut la magnat Leon
Popesco. Passionné de théâtre, il découvrit les vertus du Cinématographe
et fonda la société Filmul de arta Leon Popesco. Il investira par la suite
dans la production d’une série de mélodrames mis en scène et
interprétés par la grande actrice Marioara Voiculesco, secondée par son
collègue Constantin Radovivi. La qualité de ces productions laissait à
désirer, à tel point que leur protagoniste regrettera plus tard qu’elles
n’aient pas toutes été détruites dans l’incendie des installations Popesco!
Une autre initiative de Popesco se révélera plus heureuse: la création de
la société CIPETO-Cinepatograful pentru toti, en association avec
Nunuca Protopopesco et qui se consacrera à la diffusion du cinéma dans
les écoles et dans les campagnes.

Contemporain de Leon Popesco et aussi actif que lui, le hongrois Jenö
Janovics, originaire de Transilvanie (qui n’était pas encore réintégrée
dans la Roumaine) avait en sa faveur une formation artistique sérieuse.
Son rôle de producteur est lié aux débuts de Michael Curtiz (Mihaly
Kertesz) et Alexander Korda (Sandor Korda) dont les premiers films,
Bank ban et Nopti Albe (Fedora) furent réalisées à Cluj. Janovic continuera
son activité, en tant que metteur en scène à Cluj après la réunification de
la Roumanie. Din Groazele Lumii (Sur les horreurs du monde / 1920),
mélodrame qui traite de la lutte contre la syphilis, est le seul film qui ait
survécu de cette production à laquelle est également lié le nom de
l’opérateur Laszlo Fekete.

Pendant les années de guerre, le tournage de films de fiction est
interrompu. La seule production est constituée de documentaires du
Service photo-cinéma de l’armée roumaine sous la responsabilité de
l’opérateur Tudor Posmantir qui réalisera en 1920-1921 le long métrage
en 35 bobines Peste Mari si Tari (Outre mers et pays / 1920-21),
reportage sur le tour du monde du prince héritier Carol.

C’est à cette même époque que le metteur en scène Dolly A. Sigetti, sous
l’égide de la société Soarle de l’allemand Erich Pommer, commence le
tournage de Pe Valurile Fericirii (Sur les vagues du bonheur). Le film ne
se fit jamais, mais le projet est resté dans l’histoire parce qu’il devait
marquer les débuts à l’écran de la future vedette d’origine hongroise Lya
de Putti. D’ailleurs les plateaux roumains de ces années-là ont produit un
certain nombre de célébrités: Elvire Popesco et Alexandre Mihalesco qui
font leurs débuts dans Independenta României (1912), ou Pola Illery dont
le premier rôle fut dans Apasa Paulette (L’apache Paulette / 1927) de
Cornel Dumitresco.
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On the tracks of the romanian cinema
An outline of Roumanian silent cinema from
the first arrival of the Lumière films on 27
May 1896 to the beginning of the thirties.
The Roumanian Film Archive was founded
only in 1957, when almost all of the silent
films were already lost. The few surviving
films that witness the silent period are listed.

Among the highlights of the history of silent
film in Romania are : the first film made in
Bucharest, a parade held on the national
holiday, 10 May 1897, made by the French
photographer Paul Menu ; a neurologist,
Marinesco, who made scientific films during
1898-1901 ; the first Roumanian production
company and laboratory in 1910, producing
actualities and news films, in cooperation
with Pathé and its photographer Victor de
Bon ; the beginning of the fiction cinema in
1911, with Amor Fatal, photographed by
Victor de Bon, featuring Grigore Brezeanu,
who also starred in the first important
national production in 1912, Independenta
Romãniei, an historical film on the war of
1877 ; the career of major producers such as
Leon Popesco and the Hungarian Jeno
Janovics, the producer of the first films of
Michael Curtiz and Alexander Korda ; the
links established after the first World War
with the rest of European cinema ; the
founding of Romania-Film in 1921 ; the
work of Horia Igirosanu, who founded
Clipa-Film, published reviews, founded a
ciné-club, and a film school through which
he hoped to create a national cinema ; and
the filmmaker Jean Mihail, who on the other
hand sought to promote internationalism
with his films ; the director Ion Sahighian
who came from the theater ; the great comic
actor Jean Georgesco ; in 1927 the first
Roumanian film directed by a woman, Irma
Gheorghiu ; the beginning of the animation
film.



Dès cette époque des relations s’établissent entre le cinéma roumain et le
reste de l’Europe. Notamment par l’arrivée en Roumanie de metteurs en
scène étrangers, le plus important étant Alfred Halm, réalisateur de
Tigâncusa de la Iatac (La petite gitane d’alcôve / 1923), une co-production
germano-hollando-roumaine. Il faut aussi mentionner le français
d’origine italienne Fernand Gabriel Rosca avec Drumu Iertârii (Le chemin
de la rémission / 1927) et l’allemand Martin Berger avec Venea o Moarâ
pe Siret (Un moulin venait sur le Siret / 1929) (5). C’est ce même Berger
qui, en 1930, réalise le premier film en langue roumaine (tourné
simultanément en allemand).

Ces expériences demeurent néanmoins des faits isolés, comme aussi la
venue en Roumanie du célèbre Ermolieff en 1924. Fort d’avoir
convaincu certains cercles politiques locaux qu’il était la personne
capable de doter la Roumanie d’une industrie cinématographique, il
formula des exigences telles que les négociations furent rapidement
interrompues.

Les producteurs roumains en furent donc amenés à s’occuper eux-
mêmes de leurs affaires. En 1921, le premier en liste, Eftimie Vasilesco,
fonde Romania-Film (6), société de production doublée d’un laboratoire
qui lui apporte les capitaux nécessaires à la mise en chantier de ses
premiers films.

Entré très jeune dans le cinéma, Vasilesco avait d’abord travaillé comme
opérateur auprès de Tudor Postmantir, d’abord sur le front, puis sur le
tournage de Peste Mâri si Târi. Ayant acquis ainsi une certaine formation
artistique, il aborda la mise en scène en 1925 avec Legenda celor douâ
Cruci (La légende des deux croix), en collaboration avec l’acteur Ghitâ
Popesco. Suivra en 1927 Vitejii Neamului (Les vaillants du peuple) qui,
dans son désir de reconstituer fidèlement l’atmosphère des combats de la
Première Guerre mondiale, fit usage de séquences filmées sur le front dix
ans auparavant. L’Allemagne protesta auprès de Bucarest, alléguant que
l’armée allemande était diffamée dans le film, ce qui eut pour
conséquence de valoir au cinéaste des démêlés avec la censure.

Vasilesco réalisera ensuite Nâpasta (Le malheur / 1928), toujours en
collaboration avec Ghita Popesco, après quoi sa carrière s’interrompit
brutalement suite à l’incendie de son laboratoire dans lequel périrent
tous ses films (7).

L’autre grande figure de la production cinématographique roumaine des
années 20 fut Horia Igirosanu, fondateur de la société Clipa-Film, mais
aussi des revues Clipsa et Clipa cinematografica. Venu de la céramique,
Igirosanu, désireux d’élargir son champ culturel, créa d’abord un ciné-
club, un des premiers en Europe, Associatia Prientenii Cinematografului;
puis une école, l’Academia de Mimodramâ, aussi active que controversée
(8).

De fait, Igirosanu démarra la production de films pour créer un cadre
d’activités pratiques pour les étudiants de son école: Iades (1926)
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Sobre las huellas del cine mudo
rumano
El autor presenta un panorama de la
cinematografía rumana desde la llegada de
las películas Lumière el 27 de mayo de 1896
hasta principios de los años 30. Los Archivos
cinematográficos de Rumania recién fueron
fundados en 1957, cuando la mayor parte
de las películas mudas ya se había perdido.
El artículo menciona las pocas películas que
subsisten del período silente. 

Como hitos importantes de la historia del
cine mudo en Rumania, se evoca la primera
película rodada en Bucarest, un desfile del
10 de Mayo de 1897, por el camarógrafo
Paul Menu; un neurólogo, Marinesco, quién
realizó películas científicas de 1898 a 1901;
la primera compañía productora y
laboratorio rumana que en 1910 produjo
noticiosos y nuevas películas en cooperación
con Pathé y su fotógrafo Victor de Bon; los
comienzos en 1911 del cine de ficción con
Amor Fatal, con Victor de Bon como
camarógrafo, Grigore Brezeanu como actor
principal, qién a partir de 1912 actúa en la
primera producción nacional importante,
Independenta Romaniei, película histórica
sobre la guerra de 1877; la carrera de
productores importantes, como Leon Popesco
y el húngaro Jeno Janovics, productor de las
primeras películas de de Michael Curtiz y
Alexander Korda; los lazos establecidos
después de la Primera Guerra Mundial con
el resto de la cinematografía europea; la
fundación de Romania-Film en 1921; la
obra de Horia Igirosanu, fundador de Clipa-
Film, editor de revistas de cine, fundador de
un cineclub y de una escuela de de cine
gracias a la que se esperaba crear una
cinematografía nacional; el director de cine
Ion Sahighian, quién venía del teatro; el
gran actor cómico Jean Georgesco; en 1927,
la primera película dirigida por una mujer,
Irma Gheorghiu; los comienzos del cine de

animación.
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marque les débuts de cette production. Suit la célèbre trilogie nationale:
Haiducii (1929), Iancu Jianu (1930), Ciocoii (1931) qui fit l’objet de
grandes campagnes de presse (9). A travers ces trois films Igirosanu
voulait imposer l’idée du caractère national roumain, mettant au premier
plan la lutte de ces hommes épris de justice sociale contre le pouvoir
ottoman qui imposait ses princes à une partie du pays. Le metteur en
scène fera lui-même de longues tournées à travers le pays avec sa
trilogie, dans le même esprit, il militera plus tard en faveur de la création
d’un réseau cinématographique rural. Le sonore aura raison de
l’enthousiasme de ce cinéaste déjà prolifique: après une modeste
tentative de sonorisation sur disques de Ciocoii et un film parlant Insula
Serpilor (L’île des serpents), il renonça à la mise en scène pour se
consacrer à des activités d’animation liées au cinéma.

Promoteur d’un cosmopolitisme hérité de son
apprentissage viennois auprès de Max Neufeld, Jean Mihail
se situe tout à l’opposé de Horia Igirosanu. Assistant
d’Alfred Halm pour Tigâncusa de la Iatac, Mihail se fait
d’abord remarquer pour Manasse (1925), description
réaliste de la vie des Juifs de Roumanie. Puis il signe un
mélodrame, Lia (1927), mettant en scène une jeune
Bucarestoise d’allure occidentale, au centre d’histoires
d’amour ayant comme toile de fond la Première Guerre
Mondiale (10). Après un dernier film muet, le ruttmanien
Viata începe Maine (La vie commence demain / 1930) le
metteur en scène s’enfoncera dans un magma d’un
éclectisme qui le conduira à la réalisation des versions
roumaines des films de Paul Fejos et Ludovic Lazar.

Plus constant artistiquement, et déjà unanimement
apprécié comme metteur en scène de théâtre, Ion
Sahighian fut aussi un cinéaste hybride, se promenant
entre la comédie basée sur l’anachronisme historique
(Nabadaile Cleopatrei / Les caprices de Cléopâtre / 1925), le
drame de guerre (Datorie si Sacrificiu / Devoir et sacrifice /
1926) et le film sentimental (Simfonia Dragostei /
Symphonie d’amour / 1928) (11).

Nabadaile Cleopatrei permettait de faire connaissance avec
le jeune acteur Jean Georgesco, une des figures les plus
remarquables du cinéma roumain. Comique naturel, Georgesco avait mis
en scène en 1924 Milionar Pentru o Zi, puis, en 1927 et 1928, conseillé
Marin Iorda et Ion Timus pour la réalisation des films Asa e Viata et
Maiaorul Mura, où il interprète lui-même des rôles importants. Ces deux
titres tranchent nettement sur les comédies roumaines de l’époque,
généralement assez ternes (12).

Georgesco sera le premier metteur en scène roumain qui réussira à
travailler avec succès à l’étranger, notamment en France où il réalisera
entre autres L’heureuse Aventure (1935) et Les Compagnons de Saint-Hubert

Le metteur en scène Horia Igirosanu 
(à droite) et l’opérateur Iosif Bertok 
(à gauche)

Independenta României (1912) 
par Grigore Brezeanu
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(1937). Après son retour en Roumanie, Jean Georgesco mettra à profit
son expérience occidentale en réalisant O Noapte Furtunoasâ (Une nuit
orageuse / 1943) d’après Ion Luca Caragiale, un des chefs d’oeuvre du
cinéma roumain.

La renommée internationale de Jean Georgesco avait été précédée par
une réussite importante des cinéastes roumains dans un autre genre: le
documentaire sociologique, dont le mentor fut le professeur Dimitrie
Gusti, fondateur de l’école roumaine de sociologie.

Avec Dragus (1929), réalisation de Paul Sterian et Nicolae Argintescu-
Amza, le professeur Gusti et son équipe démarrèrent une véritable
campagne de recherche sociologique dans diverses zones rurales du pays
- l’utilisation du cinéma conférant à l’entreprise une valeur européenne.
L’expérience, menée par la même équipe de sociologues, sera poursuivie
avec l’arrivée du cinéma sonore.

Il faut également mentionner le documentaire O Fiica a Romaniei in eel
Mai Frumos Oras din Lume (Une fille de la Roumanie dans la plus belle
ville du monde / 1927), filmé au Brésil par Irina Gheorghiu, premier film
roumain réalisé par une femme.

Dans le domaine du film d’animation, le cinéma muet roumain compte
deux fervents pionniers: Aurel Petresco et Marin Iorda. Connu comme
caricaturiste politique (13), Petresco débuta avec Pacala in Luna (1920),
réalisé à Bucarest, pour la société Soarele d’Erich Pommer. Petresco

réalisera par la suite de nombreux films publicitaires animés et
abordera le film d’acteurs, comme opérateur et metteur en
scène (Pacala si Tandala la Bucuresti / 1926) (14);

Le même éclectisme qui a empêché Aurel Petresco de parfaire
sa vocation d’animateur marquera aussi Marin Iorda qui, après
avoir débuté avec un film d’animation (Haplea /1927), passe
au film avec acteurs (Asa e viata / C’est la vie / 1927) et
s’intéresse à d’autres domaines (la littérature, la mise en scène
de théâtre) qui l’éloigneront progressivement de l’animation
(15).

Le manque de solidarité parmi les cinéastes a sans doute pesé
négativement sur les débuts du cinéma roumain. Les
problèmes financiers, il est vrai, étaient innombrables, mais le

fait que les hommes de cinéma aient cherché des solutions personnelles,
à l’image d’orgueils exacerbés, a été néfaste. Un meilleur esprit de groupe
aurait sans doute aussi permis la sauvegarde des films! Quand, en 1957,
furent créées les Archives roumaines du film, la plupart des films de
l’époque muette étaient déjà perdus. Ce qui reste de cette époque doit
être étudié avec passion et imagination: dans le monde de l’éternité, les
ombres de tous ces pionniers du cinéma roumain se serrent peut-être
enfin la main en nous surveillant avec intransigeance!

(1) 15 mètres ont survécu de ce premier tournage. Quant à Menu,
après avoir filmé quelques actualités au cours de 1897, il

Haplea (1927) par Marin Iorda



abandonna le cinéma devant le peu d’intérêt du public pour ce
nouvel art.

(2) Longtemps considérés comme perdus, ces précieux films furent
découverts dans une armoire de l’hôpital neurologique qui porte
justement le nom de Gheorghe Marinesco!

(3) Le nom de l’opérateur Hugues d’Eywo est étroitement lié à
l’arrivée de Pathé en Roumanie.

(4) Le films existe dans les collections des Archives nationales du film
de Roumanie et sa restauration revêt une grande importance.

(5) 150 mètres du film de Rosca ont survécu qui témoignent du goût
du cinéaste pour le genre aventure. Quant au film de Berger, 5
bobines ont été retrouvées en Tchécoslovaquie qui contiennent
quelques scènes frustes de la vie des ouvriers du pétrole, bien
inférieures aux descriptions du grand écrivain roumain Mihail
Sadoveanu.

(6) Aucune parenté avec l’ancienne firme de Theodoreco.
(7) Avec une persévérance qui a caractérisé toute sa vie, Vasilesco

reconstruisit son laboratoire qui reprit un rythme de travail
normal, jusqu’au jour des nationalisations. Le changement de
régime politique fit de l’ambitieux cinéaste un modeste
propriétaire d’atelier de photographie.

(8) En particulier à cause de son principal professeur, Pierre d’Allick
(de son vrai nom, Alexandru Petresco).

(9) Le second film de cette trilogie est conservé intégralement.
Récemment, l’auteur de ce texte a découvert, dans le dépôt nitrate
des Archives nationales du film de Bucarest, les premiers 18
mètres de Ciocoii.

(10) Conservés intégralement, ces deux films sont très supérieurs aux
autres oeuvres muettes de Mihail (Pacat et Povara, tous deux de
1928), dont il ne reste que des fragments et dans lesquels le
cinéaste essaie d’aborder des thèmes nationaux, cadre dans lequel
il n’est évidemment pas à l’aise.

(11) Tout ce qui a survécu du travail de Sahighian, ce n’est
malheureusement que 625 mètres de son second film.

(12) On peut exemplifier avec Lache in Harem (Lake en Harem, 1928),
par M. Blossoms et M. Kellerman et Guguta la Strand (Gugutza à
la plage, 1929) par Cornel Dumitresco.

(13) Passion qu’il retrouvera dans on serial animé D-Ale Zilei (1923-
1927).

(14) Les films d’animation d’Aurel Petresco sont tous perdus; ne reste
qu’un album de photogrammes conservé par les Archives
roumaines du film.

(15) Quand, après 1950, Marin Iorda souhaitera à nouveau faire de
l’animation, il sera trop tard... les places étaient désormais
occupées par des jeunes peu disposés à les céder, même à un
vétéran aux mérites incontestables.
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One of the most exciting recent events in Britain to affect early cinema
studies has been the discovery of the film copyright collection at the
Public Record Office, Kew. Hidden among the tens of thousands of copy-
right records for photographs that exist between 1862 and 1911 are a
few hundred records for motion picture films. While the numbers of
films involved do not match the many thousands copyrighted in the
United States during the same period, and in Britain single frames or
small strips are what exist rather than complete paper prints as is the
case at the Library of Congress, nevertheless this is a discovery of con-
siderable interest and importance. The original frames or photographic
prints have all been copied by the National Film and Television Archive,
and research has been undertaken into the collection by film historian
Richard Brown, who here gives some of the background to the collec-
tion.

History of the Collection
The British film copyright collection forms part of the much larger pho-
tographic copyright deposits preserved for many years at Stationer’s Hall
in London, and now held at the Public Record Office, Kew. Photographic
copyright protection in the UK was first included in the providence of
the Fine Arts Copyright Act of 1862 and these provisions were in force
until the passing of the International Copyright Act in 1911. Applicants
were required to complete an entry form at Stationer’s Hall, giving both
the name of the ‘author of the work’ - the cameraman in the case of a
film - and the owner of the copyright, which might of course be a com-
pany. A clerk then dated the form, assigned a number to it, and trans-
ferred the details into a copyright register which was available for public
inspection. Although it was not necessary to submit a photographic
image in order to gain protection, most applicants fortunately did so.

The existence of the film collection, and an indicator of its extent were
first reported to the National Film and Television Archive in April 1993,
and the work of copying the rediscovered images (including some on to
CD-ROM) has recently been completed. The value of this collection as a
unique part of the national film heritage is emphasised by the fact that in
the majority of cases the surviving images are the only visual record of
the films from which they were taken. In a number of cases the copy-
right collection has revealed the existence of previously unknown early
British film-makers.

Because of the expense involved in registration, both photographers and
film-makers tended to be highly selective, only submitting images that
were either prestigious or popular, and therefore likely to be copied by
others. Most simply waited to see if any of their work was infringed, and

The British Film Copyright Collection
Richard Brown



only if it was did they then register with the intention of taking legal
action. This practice, combined with the impracticality of enforcing an
obligatory registration system, was directly responsible for the somewhat
random and fragmentary state of the film collection.

Condition of the Images

Film images were submitted in three forms:

1) As a clip - usually a single frame - taken from a projection print.
This was the method used by both British Gaumont and the
Warwick Trading Company.

2) As a contact-print - of varying length, but usually consisting of at
least half-a-dozen frames. Film-makers who favoured this method
included the Edison Manufacturing Company, the Velograph
Syndicate, and John Le Couteur. (A hitherto little-known film-
maker, Le Couteur is represented in the collection by forty-six
60mm prints taken on a Demeny camera.)

3) As a contemporary frame enlargement. Both the British
Mutoscope and Biograph Company and the Charles Urban
Trading Company used this method.

In the case of some later multi-scene films such as A Railway Tragedy
(Gaumont 1904) and The Smugglers (Warwick 1904), a single frame
was submitted from each scene and registered separately - in effect,
copyrighting the appearance of the entire film.

Generally the original frames are in excellent condition despite their age,
and even in the case of nitrate clips, significant deterioration is evident
in only a small number of cases. Far more unfortunate for the integrity
of the collection was a clumsy attempt at copying undertaken at an
unknown date, but perhaps thirty years ago. During this exercise, muti-
lation of some of the clips was caused by careless handing when
attempting to remove them from their entry forms (an example is
Warwick’s His Master’s Voice). Although it appears to have been the
intention to preserve the original, this was apparently not done, nor was
any documentation kept, and as a result - and despite a search - the
original clips in these cases cannot now be found. Selection for this
mode of copying, however, was fortunately not comprehensive.

The Films

Although moving picture film as an artistic work could not be protected
in the UK at this period, a film performance that was distinctive in some
way could be registered as a ‘Dramatic and Musical Representation’. A.J.
West’s Our Navy (1898) and R.W. Paul’s How Soldiers are Made (1900) are
examples of this practice. A film-maker could also use photographic reg-
istration to prevent the unauthorised use of a frame enlargement as an
illustration in a book or magazine. During March 1899, the British
Biograph company brought three successful actions against publishers
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La British Film Copyright Collection
La découverte de la Film Copyright
Collection est l’un des événements les plus
marquant survenu au Royaume-Uni. Ainsi
quelques centaines de films de fiction ont été
retrouvés au Public Record Office - le
registre officiel des oeuvres. Les copies, pour
la plupart dans un excellent état,
proviennent principalement d’Angleterre
mais aussi des Etats-Unis ou encore de
l’Australie.

Ils ont tous été copiés par la National Film
and Television Archive afin de permettre des
recherches plus approfondies. Attendez-vous
donc à de nouvelles révélations!

La British Film Copyright Collection
El descubrimiento de la Film Copyright
Collection es un hecho importante de la
historia de los archivos de Gran Bretaña.
Varias centenas de películas de ficción han
sido localizadas en la Public Record Office -
el registro oficial de las obras. Las copias, en
su mayoría en excelente estado, provienen
principalmente de Inglaterra y fueron
duplicadas por el NFTVA. Investigaciones
más completas revelarán nuevos detalles. 
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who had illegally used their pictures for this purpose. (Since Biograph
films were not sold, the image had probably been taken from a
Mutoscope card.) The films in question were of Pope Leo XIII, which
had been taken in June 1898 by W.K.L. Dickson. Many other registra-
tions are probably linked to legal cases, and further details about early
film-making history from a legal point of view could prove to be valu-
able and informative.

As one would expect, the majority of the copyrighted images are British
in origin, although the collection does include a small selection from the
United States, Australia and South Africa. The film collection began on
18 March 1897 with the copyrighting of a clip from R.W. Paul’s Sea Cave
Near Lisbon shot by H.W. Short. Since Paul did not submit any further
films for copyrighting until 1902, this registration is probably related to
a legal case. Overall, the subject matter of the films chosen for copyright-
ing parallels the development of film itself, with examples registered
before 1902 being exclusively non-fiction and actuality, while those from
1904/5 include comedies and longer dramatic film from both Warwick
and Gaumont. Larger companies such as British Biograph, Warwick and
Charles Urban reflect the international range of their activities with both
Urban and Warwick copyrighting images from the Russo-Japanese war of
1904 and Biograph submitting an eclectic mixture including a
Shakespeare play (King John), a royal garden party, the Pope, and scenes
from the coronation of Queen Wilhelmina of Holland. There is also a

particularly interesting selection of the work of lesser known
British regional film-makers, such as John James Wood of
Liverpool, Alfred John West of Southsea, and William Haggar
of South Wales, whose definite involvement in particular films
can now be established through these records.

Future practical use for this collection will probably lie in the
value it has as a means of identification and correct dating of
complete films, and as use as illustrations to work on the era of
Victorian and Edwardian cinema. The value to researchers and
historians is of course that of a fresh resource, shedding new
light on the still little-known world of early cinema.

L’Entente cordiale  -  Jack and his
Sweetheart (A.J. West, 1905)
Credit: Public Record Office. Copy 1/488
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The 15th Pordenone Silent Film Festival was decidedly low budget, but
given the financial and organisational difficulties of the last several years,
due to the city fathers’ lack of support and the Cinema Verdi’s uncertain
status, it was a miracle that the festival took place at all. In any case, sev-
eral hundred film historians and cinéphiles happily made the pilgrimage
to this Italian provincial capital to see a full program of films from
Russia, the United States, Hungary and Germany. While few master-
pieces were to be discovered, Pordenone continued its tradition of tra-
versing cinematic terra incognita.

The main program this year was entitled « In the Land of the Soviets,
1918 - 1924 », dedicated to the transition period in Soviet cinema
between Czarist Russia and the modernist Soviet cinema of Eisenstein,
Pudovkin, Vertov, et al. Conceived of as a direct sequel to Pordenone’s
seminal 1989 festival retrospective, « Silent Witnesses », which discov-
ered the pre-Revolutionary Russian cinema, and its foremost auteur,
Egeni Bauer, the program certainly filled another gap in our knowledge
of Russian and international cinema history, but also failed to reveal
major works or auteurs of the stature of Bauer. Given the fact that many
of the films had been printed by Gosfilmofond (Moscow’s film archive)
from original nitrate materials without any subsequent handling - flashti-
tles, fragments, and scenes out of order being not uncommon - the
week’s viewing offered more hard work than viewing pleasure. Indeed,
sightings of Trotsky in several different films confirmed that no one at
the Russian State Film Archives had probably viewed these films since
the 1920s. This is not to say that the program did not have its share of
surprises, or did not annihilate some long-held myths.

For example, the dictum articulated by Henri Langlois that early Soviet
filmmakers wrote films in their heads, rather than on celluloid, due to
extreme shortages in raw film stock in the immediate post-revolutionary
period, proved untenable, given the sheer number of films presented,
that number being itself a selection of the most interesting titles.
Secondly, the notion that the Soviet « agitki » or agit-prop films con-
sisted solely of newsreels and documentaries of red guard troops and
dedicated communist proletarians marching across the screen, also
proved false. Except for a wonderful agit-prop short by Vertov from
1919, the « agitki » shown in Pordenone depicted fictional situations of
class struggle: a family melodrama (Cohabitation, 1918), a father and son
story (For the Red Flag, 1919), a simultaneously anti-Semitic and philose-
mitic tale of a Jewish Red Army officer (Comrade Abraham, 1919).
Produced for the most part by amateurs, because the revolutionary cin-
ema committees mistrusted professionals as bourgeois, these early Soviet

Les 15 émes Journées du cinéma muet
de Pordenone
Malgré des difficultés financières, le 15ème
Festival de Cinéma Muet de Pordenone a
ouvert ses portes du 12 au 20 octobre 1996.

Le programme principal, intitulé “Au pays
des Soviets, 1918-1924”, était dédié à la
période de transition entre la Russie tsariste
et le cinéma moderniste de Eisenstein,
Pudovkin ou Vertov.

Parallèlement, d’autres rétrospectives étaient
consacrées au réalisateur anglo-américain
Herbert Brenon, au comédien Max
Davidson, aux films d’animation de Gregory
La Cava ou encore aux efforts fournis par
l’UCLA dans la restauration de films.

Enfin, le festival s’est aussi arrêté sur le
cinéma hongrois. Mais, les premiers films
d’Alexander Korda, de Michael Curtis et de
Bela Balogh n’ayant malheureusement pas
survécu, le programme nous a laissés
quelque peu sur notre faim.

Le Giornate del Cinema Muto, Pordenone
Jan -Christopher Horak
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films were often technically inept and a far cry from the competence
achieved by Imperial filmmakers a few years earlier.

More surprising was the realisation that the fiction features from the
period after 1920 (the so-called NEP era) achieved an astounding techni-
cal proficiency, even if their aesthetic strategies evidenced strong conti-
nuities with pre-Revolutionary Russian cinema. Indeed, looking at films
by Vladimir Gardin (Hammer and Sickle, 1921), Alexander Rasumny
(Brigade Commander Ivanov, 1923), Ceslav Sabinsky (Enemies, 1924), one
could see a genuine attempt to wed revolutionary themes with popular
cinema formats. Rasumny’s version of Gorki’s Mother (1920), made well
before Pudovkin’s far more famous, but less faithful version, and
Sabinsky’s Enemies (1924) were in fact moving dramas that could have
competed in the international film market. One of the major discoveries
was Ivan Perestiani’s Georgian folk legend, The Fortress of Suram (1923).
Another discovery, albeit harking back to the pre-Revolutionary nihilism
of Czarist cinema, was Alexander Panteleev’s There is no Happiness on
Earth (1922), a steamy melodrama, involving a love triangle, which ends
typically for pre-1918 films as the story flees into insanity. Clearly, one
might theorise that such films place the Soviet classics in a new light,
namely as representatives of an art cinema, while more popular forms
apparently continued to exist (and would indeed re-establish their domi-
nance in the later period of Stalinist social realism).

Which is not to say that many of these films did not have aesthetic
ambitions of their own. Gardin’s There is a Spectre over Europe (1922) or
The Locksmith and the Chancellor (1924), are both visually extravagant in
their design, employing, as Yuri Tsivian notes in his essay in Griffithiana
(« Between the Old and the New, Soviet Film Culture / 1918 - 1924 »),
the aesthetic doctrine of « Empirio-Symbolism », as promulgated by the
Soviet Protokult theorists around Alexander Bogdanov. Indeed, Gardin
seems to have been a much more ambitious director than Pudovkin and
Jay Leyda have led us to believe. As noted by Tsivian in Pordenone’s final
panel discussion, Gardin suffered the rest of his life pangs of jealousy,
because Lev Kuleshov and not he received credit for inventing Soviet
style montage. Ironically, the Kuleshov films shown (Engineer Prait’s
Experiment, 1921, Your Acquaintance, 1927) proved disappointing,
because they were only fragments. Sensational for any film historian who
has read the countless descriptions of the so-called « Kuleshov-Effect »
was the screening of two of three surviving experiments. Both experi-
ments were printed and projected three times, since if you blinked you
missed them. For the record, both experiments demonstrated « continu-
ity editing » (creating spatial and temporal unity out of four or five des-
perate shots), rather than the « associative » montage of the mythical
descriptions of these experiments.

Pordenone’s other major retrospective was dedicated to the Anglo-
American director, Herbert Brenon. Best known for his version of Peter
Pan (1924), Brenon has always had his defenders, most notably the late
William K. Everson, but for the rest of us he has been an unknown

Las 15as Jornadas del cine mudo en
Pordenone
A pesar de sus dificultades financieras, el
15° Festival de cine mudo de Pordenone ha
abierto sus puertas del 12 al 20 de octubre
de 1996. El programa principal, intitulado
«En el país de los Soviets, 1918 - 1924», fué
dedicado al período de transición entre la
Rusia de los zares y el cine modernista de
Eisenstein, Pudovkin o Vertov. 

Paralelamente, otras secciones fueron
dedicadas al director anglo-americano
Herbert Brenon, al actor Max Davidson, a
las películas de animación de Gregory La
Cava, a una selección de películas húngaras
y a restauraciones de la UCLA. 
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quantity. Unfortunately, Brenon turned out not to be a major rediscovery,
has had been Malcom St. Clair, Cecil B. DeMille or Maurice Tourneur at
previous festivals, but rather the Jack Conway of the 1920s: a studio
hack who worked in every conceivable genre, Brenon’s style is virtually
invisible, and totally subservient to the studio for which he happened to
be working, whether Imp, MGM or Paramount. Thematic consistency
also does not seem to have been his strong suit. While Dancing Mothers
(1926) may deserve its reputation as the ultimate jazz/flapper film, and A
Kiss for Cinderella (1925) had its moments, The Spanish Dancer (1923),
The Breaking Point (1924), Beau Geste (1926), and Laugh Clown Laugh
(1928), were spectacularly mediocre. Even John Lodge’s long and
detailed essay in Griffithiana (which functions as a catalogue for the festi-
val) could do little to resurrect Brenon’s reputation.

Other smaller programs were dedicated to Max Davidson (Pordenone
has in past years led the renaissance of this neglected silent film come-
dian), Gregory La Cava’s silent animation, and UCLA’s film restoration
efforts. In the last named program, special mention should be made of
John Robertson’s The Bright Shawl (1923). While the film is not a major
rediscovery, just a good piece of Hollywood entertainment, UCLA’s
restoration is a miracle of modern technology. Since only two damaged
16mm prints of the film survive, Bob Gitt used them to make a 35mm
blow-up dupe negative, and then generated a color print which hardly
betrayed its origins.

Although this reviewer hesitates to mention it, there seems to have been
a consensus among festival participants that the best film of Pordenone
’96 was Joe May’s Das Indishe Grabmal (1921/22), a two part adventure
film, scripted by Fritz Lang and restored by the Munich Film Museum.

Finally, Pordenone focused on another unknown national cinema:
Hungary. Unfortunately, few of the first films of such talents as Alexander
Korda, Michael Curtiz or Bela Balogh survive, so that the brief program
left one wishing to see more. Ironically, several Hungarian melodramas
featured totally amoral anti-heroes (The Golden Man, 1918, The
Fourteenth, 1920) or heroines (The Young Wife, 1918), who continually
reinvent themselves as they move from place to place, situation to situa-
tion. In retrospect these narratives eerily presage the nomadic existences
of such flamboyant Hungarian film producers as Alexander Korda, Joe
Pasternak and Gabriel Pascal.
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Light and Movement. 
Incunabula of the Motion Picture 
Luce e movimento. 
Incunaboli dell’immagine animata 
Lumière et mouvement. 
Incunables de l’image animée 1420-1896

par Laurent Mannoni, Donata Pesenti Campagnoni, David Robinson.
Pordenone, Paris, Torino: Le Giornate del Cinema Muto, Cinémathèque
française-Musée du cinéma, Museo Nazionale del Cinema, 1995, 470p., ill.,
ISBN 88-86155-05-0

Cette publication met à contribution trois spécialistes et trois institutions
dont la renommée n’est plus à faire. On connaît tous les états de service
des auteurs et leur contribution fondamentale à la connaissance de leur
sujet. Celui qui a écrit Le grand art de la lumière et de l’ombre et à qui l’on
doit Le mouvement continué, le superbe catalogue illustré de la collection
des appareils de la Cinémathèque française, celle qui nous avait déjà
donné Verso il cinema. Macchine spettacoli e mirabili visioni et qui a monté,
avec son collègue Paolo Bertetto, l’exposition “La magia del immagine”
dont le catalogue fourmille d’informations précieuses, celui qui a rédigé
bon nombre de textes sur la lanterne magique et les origines du cinéma
et dont on se rappelle la contribution à l’exposition d’appareils qui a
marqué le congrès de la FIAF à Bologne en 1994, ces trois personnes
constituent une troïka dont la qualité n’est pas à démontrer et qui laisse
présager un travail stimulant.

Comme le dit Dominique Païni en présentation, “cet ouvrage n’est pas
une simple anthologie de textes fondateurs”. En effet telle pourrait être la
première impression de celui qui feuillette rapidement l’ouvrage et qui
serait séduit par ses indéniables qualités graphiques. Il y trouve des fac-
similés de manuscrits, d’imprimés et d’illustrations qui s’échelonnent de
1420 à 1896 et que les auteurs regroupent sous quelques têtes de
chapitre : l’ombre, boîtes magiques, sensation de perspective, l’image
capturée, persistance des images, le mouvement capturé, la photographie
animée, émergence. Certains de ces documents sont rares, d’autres plus
familiers. Une des grandes qualités de cette monographie est de les
rassembler pour permettre au lecteur de les confronter, d’effectuer des
relations nouvelles, des mises en perspective renouvelées, de tenter de
les enchaîner autrement que par leur chronologie.

Le livre ne serait que cela qu’il mériterait déjà un détour. Mais il ne se
limite pas à faire connaître les trésors archivistiques des musées du
cinéma. Il les présente, il les commente, il les critique. Chaque chapitre
est introduit par un des auteurs qui en définit les enjeux et la
problématique, qui en précise les contextes. Puis d’autres textes sont
consacrés aux principaux inventeurs, inventions ou sujets qui font l’objet

Light and Movement. Incunabula of the
Motion Picture
Texts in facsimile, some rare, some well
known, from 1420 to 1896, are grouped in
categories given in the chapter titles :
Shadows, Magic Boxes, Perspective,
Captured Images, Persistence of Images,
Captured Movement, The Animated
Photograph, Emergence of Cinema. One of
the benefits of this arrangement, instead of
the more traditional chronology, is to reveal
new relationships and to give the reader a
new perspective. The texts are discussed and
their significance analyzed. The
methodology enables the authors to privilege
the convergence of inventions rather than
noting isolated achievements of genius. The
mythic tear of 1895 is no longer a year of
miracles but a year of incertitude and
hesitation, while the period 1888-1893
appears on the contrary decisive. Rather
than redefine history, the authors provide a
history-construction instead of narrated
history, and permit one to see the
importance of all the collections in the
cinema museums that relate to the
archaeology of images in movement.
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de reproductions. En tout 50 notices et 100 documents et illustrations :
une masse documentaire impressionnante. On n’y voit pratiquement pas
les appareils et objets dont on parle mais on présente surtout les textes
qui les ont précédés, décrits ou commentés.

Naturellement ces textes historiques font le point sur l’état des
connaissances en la matière.

Les auteurs ne reculent pas devant le rétablissement des faits. Un
exemple parmi d’autres : on rappelle l’existence de l’Anglais T.W. Naylor
qui, deux ans avant l’Autrichien Franz von Uchatius, proposa un
dispositif pour projeter les images en mouvement du phénakistiscope. Si
les textes reproduits formulent des prétentions inexactes ou carrément
imaginées, les auteurs les signalent.

La méthode utilisée par les auteurs les conduit à privilégier le faisceau et
la convergence des inventions plutôt que l’utopique paternité et la stérile
préséance, à rappeler les synergies (et même les plagiats) plutôt que le
solitaire éclair de génie. Ils ne craignent ni les ruptures avec quelques
idées reçues, ni les affirmations à saveur polémique. Ainsi la mythique
année 1895 n’est plus l’année miraculeuse mais celle de l’incertitude et
de l’hésitation, tandis que la période 1888-1893 apparaît au contraire
terriblement décisive.

En fait, plutôt que de définir l’histoire, les auteurs la laissent se dégager
des matériaux qu’ils soumettent au lecteur. Ils exigent d’ailleurs de celui-
ci un effort de lecture et de sens car la fragmentation de l’information, le
déchiffrement de manuscrits, le renvoi aux notes et commentaires,
génèrent davantage une histoire-construction qu’une histoire-récit. Cette
construction laisse bien voir l’importance, dans les musées du cinéma,
de toutes les collections qui se rapportent au film et à ce qui l’a annoncé.
Ainsi cet imposant volume, fruit d’une recherche dont on devine
aisément l’envergure, documente-t-il l’archéologie du cinéma dans ses
dimensions scientifiques, techniques et spectaculaires.

A la fin de son parcours on comprend mieux l’aventure des images
animées et la magie qu’engendre depuis l’impression de réalité qu’elles
dégagent.

Pierre Véronneau

Luz y movimiento. Incunables de la
imagen en movimiento
El artículo presenta reproducciones de textos
de 1420 a 1986, raros algunos, conocidos
otros, agrupados en categorías definidas por
los títulos de capítulos: Sombras, Cajas
mágicas, Perspectiva, Imágenes capturadas,
Persistencia de imágenes, Movimiento
cautivo, La fotografía animada, Emergencia
del cine. 

Una de las ventajas de esta presentación
sobre la cronología de tipo tradicional, es la
puesta en evidencia de nuevas relaciones y
perspectivas. Los textos son discutidos y
analizados. La metodología empleada
permite considerar la convergencia de
invenciones en lugar de destacar proezas de
genialidad aisladas. El mítico 1895 ya no es
el año de los milagros sino un año de
incertidumbres y vacilaciones. El período
1888-1893 adquiere una importancia
decisiva. 

Más que una narración la historia, los
autores proponen una redefinición de la
misma y permiten captar la importancia de
los museos del cine en relación con la
arqueología de las imágenes en movimiento.



Disorderly Order: Colours in Silent Films

This book is a direct result of the second Amsterdam Workshop. This
workshop, an initiative of NFM’s Research Department, is a festival-cum-
conference in which, on the basis of screenings of a selection of films
from the NFM collection, film historical themes are addressed that have
been neglected or overlooked. The first Amsterdam Workshop, in July
1994, was devoted to non-fiction films from the teens; the second
Amsterdam Workshop took place in July 1995.

Colour, particularly its use during the silent era, is an example of a
theme that has for a long time remained outside film history. The resur-
facing of this theme in thinking about film history and film presentation
was in no small part a result of NFM’s decision to preserve its largely
coloured silent film collection in colour. Until quite recently, actually,
film archives routinely preserved their silent films in black-and-white.
Lack of funds will undoubtedly have been the deciding factor. What is a
mystery, though, is why archives and researchers have omitted to even
state that the inflammable nitrate positives were in the main coloured.

The aim of the 1995 Amsterdam Workshop was to stimulate reflection
on the use of colours in silent film. To this end a select party of some
fifty film historians, filmmakers and representatives of film archives gath-
ered for four days in Amsterdam. During six informal sessions they
viewed film programmes and exchanged thoughts and ideas. The discus-
sions were cranked up by six moderators, each of whom addressed a
specific subject or aspect: the variation of colour systems (Giovanna
Fossati, Nederlands Filmmuseum), colour experiments, then and now
(Canadian filmmaker Don McWilliams), the variety of functions and
meanings of colour (Tom Gunning, University of Chicago), colour as
event (Jacques Aumont, Université de Sorbonne Nouvelle, Paris), mono-
chrome colour systems (Peter Delpeut, Nederlands Filmmuseum / film-
maker) and preservation methods (in collaboration with representatives
from, among others, the archives of Amsterdam, Brussels, Bologna and
Rome). Evening sessions consisted of screenings of a number of feature
films and feature length documentaries, each of which was preserved
according to a different methods. These screenings were open to the
public.

The basis for “Disorderly order”: colours in silent film was formed by the
six discussion sessions, which were taped and edited to a readable form.
These proceedings are followed by an essay that takes as its starting
point the finiteness of the nitrate material, its colours in particular, and
discusses the question of what value to attach to preservation of nitrate
prints now that the originals are about to disappear forever.
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La couleur dans les films muets
Ce livre est le produit direct du second
atelier d’Amsterdam de juillet 1995 consacré
à la couleur dans les films muets.

Il reprend, de manière intelligible, les points
forts des discussions qui ont eu lieu à
Amsterdam.

El color en las películas mudas
Este libro es el resultado directo del segundo
Taller de Amsterdam de julio de 1995,
dedicado al estudio del color en las películas
mudas. Propone, de manera sistemática, los
principales temas abordados en las
discusiones que tuvieron lugar durante el
encuentro. 
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Cinema 1900 - Thirty Films in a Shoe
box
The romantic legend with which we are
familiar is the discovery of original
Georges Méliès films and works by his
contemporaries nearly one hundred years
later in barns, attics and caravans but
today such finds are much more likely to
occur in archives and museums, through
the work of cataloger, archivist, historian,
restorer, and perhaps even a curious
amateur. Such a discovery was made at
Vevey, in the Swiss Museum of
Photographic Apparatus. Thirty original
copies of films produced between 1896 and
1900 were discovered. They were
identified, restored, copied, and put into
distribution, a model project of historical
research and restoration work carried out
by Hermann Wetter, with the collaboration
of the Cinémathèque Suisse. This book
examines the films as a representation of
the films to be seen in the very earliest
period of exhibition.

Cine 1900 - Treinta películas en una
caja de zapatos
La leyenda romántica que todos conocemos
es la del descubrimiento de obras originales
de Georges Méliès o de trabajos de sus
contemporáneos, casi cien años más tarde,
en establos, graneros y casillas rodantes.
Hoy día estos descubrimientos suelen
producirse más bien en archivos y museos,
gracias a catalogadores, archivistas,
historiadores, restauradores y, tal vez, a
algún amateur curioso. 

Es precisamente lo se produjo en el Museo
de aparatos fotográficos de Vevey en Suiza.
dónde fueron descubiertas treinta copias
originales de películas producidas entre
1896 y 1900. Estas fueron identificadas,
restauradas, copiadas y puestas en
circulación. Se trata de una experiencia
modelo de cooperación entre investigación
histórica y trabajo de restauración,
conducida por Hermann Wetter, y la
Cinemateca Suiza. El libro propone el
análisis de estas películas como fenómeno
representativo de las primeras exhibiciones
llevadas a cabo en Suiza. 

Cinéma 1900 - 
Trente films dans une boîte à chaussures
par Roland Cosandey. Lausanne: Editions Payot, 1996, ISBN 2-601-03200-6,
160 pp, ill.

Trouver des films originaux de Georges Méliès, c’est toujours possible.
Trouver des oeuvres contemporaines produites par ses concurrents, voilà
qui se produit encore, près de cent ans plus tard. La légende veut que ce
genre de découverte ait lieu dans des endroits romantiques: granges,
greniers et roulottes. Si elle se révèle parfois exacte, c’est plus souvent
dans les archives et les musées, en rangeant des objets en souffrance,
qu’un frisson saisit le catalogueur, l’archiviste, l’historien, le restaurateur,
et peut-être même l’amateur curieux. On croit que cela n’arrive qu’aux
autres, à Rochester, à Montevideo, à Berkhamsted ou à Amsterdam. Or,
rien n’empêche que cela ait lieu à deux pas de chez soi. A Vevey, au
Musée suisse de l’appareil photographique, par exemple.

Ensuite, c’est le petit ballet savant qui commence: identifier, restaurer,
transférer et remettre en circulation - autant d’opérations liées qui sont
présentées ici comme un projet exemplaire, associant la recherche
historique à la démarche de restauration, confiée à Hermann Wetter.

Trente films d’un coup, trente copies originales uniques de films
produits entre 1896 et 1900, montrés à l’époque par les nouveaux
entrepreneurs du spectacle cinématographique, le premier venu un peu
culotté et mécanicien, le forain changeant de “métier”, le directeur de
théâtre de variétés cherchant à renouveler ses numéros, en Suisse comme
partout en Europe.

C’est d’un fragment retrouvé de leur répertoire de “photographies
animées”, que traite cet ouvrage. Il s’agit du cinéma des années 1896-
1900, le plus ancien que l’on puisse encore montrer, un héritage restitué
grâce au soutien de Memoriav et à la collaboration de la Cinémathèque
suisse. Scènes urbaines, sketches comiques, tableaux d’histoire,
reportages, actualités reconstituées, films à trucs: rien n’y manque ou
presque.



La Bibliothèque du film
(BIFI) recherche des
numéros de revues
En fusionnant les divers fonds de périodiques dont elle a la charge, la
BIFI a pu reconstituer des collections pour cinq cents titres de revues.
Certaines de ces collections restent incomplètes et ne peuvent, de ce fait,
être communiquées au public de la bibliothèque. Nous disposons par
ailleurs de nombreux numéros de revues échangeables.

Nous signalons ci-dessous les numéros manquants pour les titres que
nous aimerions compléter en priorité, ainsi que les principaux titres de
revues pour lesquels nous pouvons fournir des numéros en échange de
ceux que nous recherchons.

1. Numéros recherchés par la BiFi:

France

Cahiers du film (Les) (1933-1934) (1941-1944) (Marseille) : 
n°4, 1ère série, septembre 1934.

Ciné sud est (1950-1959) (Lyon) :
n°13 (janvier 1951); n°22 (octobre 1951); n°48 (janvier 1954); n°50
(mars 1954); n°63 (mai 1955); n°111; n°112 (fin 1959).

Cinéa devient Cinéa-Ciné pour tous devient
Cinéa et Ciné pour tous réunis (1921-1932) (Paris) : 
1921 : n°s 4, 8, 9, 10, 12,13, 18, 21, 27
1922 : n°s 49, 50, 53, 63, 64, 67 à 70, 81
1923 : n°s 82 à 86, 88, 90, 91, 93 à 101
1929 ou 1930 : n°s 147, 148, 150
1930 : vol.1 n°s 1, 3, 8
1931 : n°s 14, 17, 19. 

Cinémagazine (1921-1935) (Paris) : 
1930 : n° de septembre
1931 : n°s de mars, mai
1932 : n° de mars
1933 : n°s de mai, septembre
1934 : année entière

Gazette des 7 arts (1923) (Paris) : n°1, 6, 7.

Filmafric (1936-1962) (Alger) : n°1 (1936)

Miroir de l’écran (1941-1945) (Nancy) : 
1942 : n°s 4, 6
1943 : n°26

Nouvel art cinématographique (1925-1930) (Brest) : 
1ère série : n°s 1, 2, 4
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Photo-ciné (1927-1929) (Paris) : 
1927 : 5, 7, 9
1928 : 10
1928 ou 1929 : 13, 15, 17, 20

Revue du cinéma éducateur (1935-1939) : 
1ère série : 1, 2, 4
nouvelle série : 3

Technique cinématographique (La) (1930-1973) : 
n°10 (octobre 1932)

UFOCEL informations (1946-1951) (Paris) : 
n°2 (1946); n°8 (1947).

Vedettes (1940-1944) (Paris) : 
n°5 (1940); n°8 (1940 ou 1941); n°9 (1941).

Belgique

Documents .. : 
cinéma, critique littéraire, artistique et sociale (1933-1936) (Bruxelles) : 
1933 : n° 1, 2, 5, 6
1934 (nouvelle série) : n° 1, 3.

Travelling : revue culturelle de cinéma (1945-1947) (Bruxelles) : 
n°7 (fin 1945), n°15 (juin 1946).

Espagne

Cine universitario (1955-1963) (Salamanca) :
1957 : n°5
1961 : n°s 14, 15
1962 : n°s 17, 18.

Objetivo (1953-1955) : 
1955 : n°s 7, 8, 9.

Etats-Unis

Cinemages (1955-1959) (New York) : 
1ère collection (1955) : n°1, n°4, n°spécial « Birth of a nation »

Grande-Bretagne

Cinema quarterly (1932-1935) (Edinburgh) : 
vol.2 n°3 (spring 1934), vol.2 n°4 (summer 1934).

Close-up (1927-1933) (London) : 
1927 : vol.1 n°s 1, 2, 4, 5, 6
1928 : vol.2 n°s 1 à 5; vol.3 n°s 4, 5, 6
1929 : vol.4 n°s 3, 4; vol.5 n°s 1, 5
1931 : vol.8, n°4
1932 : vol.9 n°3
1933 : vol.10 n°s 1, 2.



Documentary news letter devient Documentary film news (1940-1949)
(London) : 
1940 : vol.1 n°s 1, 2, 3, 10
1941 : vol.2 n°9, 10
1942 : vol.3 n°11, 12
1943 : vol.4 n°4, 5, 7 à 12
1944 : année entière (vol.5)

Penguin film review (1946-1949) (London) : 
n°9 (mai 1949).

Science and film (1952-1960) (London) : 
1952 : vol.1 n°1 (mars), n°2 (juin).

Sequence (1946-1952) (Oxford) :
n°5 (automne 1948)

2. Titres de revues pour lesquels la BiFi a des doubles 
échangeables :

France : 

L’âge du cinéma / A. Kyrou Film (Le) (1940-44)
Avant-scène cinéma Film complet (Le)
Banc-titre Film français (Le)
Cahiers du cinéma Filmafric
Ciné-jeunes Gazette du cinéma (La) / Rohmer
Cinéma (1955- ..) Image et son (+ La revue du cinéma)
Cinéma nord-africain (1938-53) Jeune cinéma
Cinéma-spectacles Mon film
Cinémagazine Petite illustration cinématographique
(La) Cinématographe / Langlois, Franju Le photographe
La cinématographie française Positif
Cinémonde Pour vous
Cinéopse (Le) Premier plan
Cinévie-Cinévogue Première
Ecran (1972-79) Revue du cinéma (La) / Auriol
Ecran (L’) (1916-51) Studio magazine
Ecran français (L’) Technicien du film (Le)
Exploitation cinématographique (L’) Technique cinématographique (La)
Fiches du cinéma (Les) Voix du cinéma (La)
Belgique : Ciné presse, La cinégraphie belge, Ciné-revue
Etats-Unis : Film comment, Film TV daily, Journal of the SMPTE,
Motion picture herald
Grande-Bretagne : The cinema, The daily cinema, Today’s cinema, The
british kinematography, Kinematograph weekly, Monthly film bulletin
Italie : Araldo dello spettacolo, Cinema d’oggi, Cinema nuovo

BIFI. 100 rue du Fg Saint Antoine. 75012 Paris. France
tél. : 33 01 52 02 22 40
fax : 33 01 52 02 22 49
Dossier suivi par Fortunée Sellam et Laurence Lecuyer.
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Todor Dimitrov Andreykov
(1933-1997)
Directeur de la Bulgarska Nacionalna Filmoteka de 1976 à 1981, Todor
Andreykov est décédé à son domicile de Sofia le 19 janvier.

Diplômé de l’Académie des arts du théâtre, Todor Andreykov commença
dès 1953 à publier des articles sur le cinéma. A partir de 1956, il
enseigne, programme des cycles et parcourt la Bulgarie pour donner des
conférences.

En 1958, il participe à la fondation de la Filmoteka, puis (de 1961 à
1963) travaille comme programmateur cinéma à la chaîne nationale de
télévision. En 1972, il met sur pieds un circuit national de salles art et
essai. En 1973, il devient professeur d’histoire générale du cinéma à
l’Académie du théâtre et du cinéma.

Pendant ses années à la tête de la Cinémathèque, Todor Andreykov avait
été l’initiateur d’un ambitieux projet d’histoire mondiale du cinéma qui
regroupa plusieurs dizaines d’historiens du cinéma de tous les coins du
monde, de 1977 à 1982. Durant cette même période, Andreykov siégea
au Comité directeur de la FIAF.

Depuis 1981, Todor Andreykov était devenu professeur à temps plein.
Historien, critique, archiviste et animateur, Todor Andreykov était aussi
cinéaste, auteur de 12 documentaires et d’un long métrage de fiction
godardien.

Tous ceux qui ont eu le bonheur de fréquenter Todor Andreykov
garderont de lui le souvenir d’un homme passionné en toutes choses et
porteur d’une immense connaissance du cinéma. (R.D.)

Todor Andreykov, director of the Bulgarska
Nacionana Filmoteka from 1976 to 1981,
and former member of the FIAF Executive
Committee, died January 19. He helped to
establish the Filmoteka in 1958,
programmed films for television, set up a
national circuit of art film cinemas, and
initiated an ambitious world film history
project that brought together historians from
all over the world during the years 1977 to
1982. Since 1981 Todor Andreykov became
a full-time university professor. Archivist,
historian, critic, and educator, he made films
as well, 12 documentaries and a feature
film. His passion for everything he did and
his knowledge of cinema is remembered by
all who knew him.

Todor Andreykov, director de la Bulgarska
Nacionalna Filmoteka de 1976 a 1981,
falleció en su domicilio de Sofía el 19 de
enero. Quiénes tuvieron la suerte de haber
encontrado a Todor Andreykov, guardarán
de él el recuerdo de un hombre apasionado,
dotado de un inmenso conocimiento del cine. 
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Louise Beaudet 
(1927-1997)
Conservateur du cinéma d’animation à la Cinémathèque québécoise
jusqu’au 15 octobre 1996, Louise Beaudet est décédée à Montréal le 3
janvier dernier.

Auteur de nombreux textes historiques, essais et monographies, Louise
Beaudet avait consacré sa vie à l’animation. Etroitement liée à la
redécouverte des pionniers américains de l’animation, elle avait
notamment travaillé à éclairer la carrière et l’oeuvre d’Otto Messmer, père
de Felix the Cat, de Charlie Bowers (avec son ami Raymond Borde) et
Raoul Barré.

Plusieurs festivals internationaux (Annecy, Zagreb, Ottawa) avaient fait
appel à ses talents de programmateur pour de grandes rétrospectives:
Chomon, McLaren, Fischinger et Tsarévitch, entre autres.

En 1995, Louise Beaudet avait reçu le Prix Asifa-East, soulignant son
apport au cinéma d’animation et, en 1996, le prix Héritage Norman
McLaren.

Au cours des 28 années passées au service de la Cinémathèque
québécoise, Louise Beaudet avait participé à plusieurs congrès de la FIAF
et était bien connue dans les archives du film où l’on avait fréquemment
recours à ses bons offices. (R.D.)

Louise Beaudet, Curator for animation
cinema at the Cinémathèque Québécoise,
died on January 3rd. For thirty years she
dedicated herself to the animation cinema,
rediscovering the work of Otto Messner,
Charlie Bowers (with Raymond Borde), and
Raoul Barré, writing about animation and
helping program important animation
retrospectives at the international festivals of
Annecy, Zagreb and Cannes. In 1995, she
was awarded the Prix Asifa-East and in
1996, the prix Héritage Norman McLaren.
In her 28 years at the Cinémathèque
Québécoise, Louise Beaudet attended several
FIAF congesses and was well known to
colleagues in the film archive world for her
generous help.

Louise Baeaudet, conservadora del cine de
animación en la Cinémathèque Québécoise ,
en la que trabajó durante 28 años, falleció
en Montreal el 3 de enero. Habiendo
participado de varios Congresos de la FIAF,
Louise Beaudet gozaba del aprecio de los
colegas de numerosos archivos. 
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Journal of Film Preservation
(previously FIAF Bulletin) 

Published twice a year by FIAF Brussels
Biannual subscription 1500BEF + 300BEF
banking costs

Annual Bibliography of FIAF Members’
Publications
from 1979, BF350 + banking costs.

Bibliography of National Filmographies
Annotated list of filmographies, journals
and other publications. Compiled by
D.Gebauer. Edited by H.W.Harrison. FIAF
1985, 80p. BF900

Cinema 1900 - 1906: An Analytical Study
Proceedings of the FIAF Symposium held
at Brighton, 1978.
Vol.1 contains transcriptions of the papers.
Vol.2 contains an analytical filmography of
550 films of the period. FIAF 1982, 372p.
BF1500

Glossary of Filmographic Terms
A polyglot dictionary (English, French,
German, Spanish, Russian) with definition
of film and television credits terms.
Compiled by Jon Gartenberg, FIAF 1985,
141p. BF1000

Glossary of Filmographic Terms, Version II
This new edition includes terms and
indexes in English, French, German,
Spanish, Russian, Swedish, Portuguese,
Dutch, Italian, Czech, Hungarian,
Bulgarian. Compiled by Jon Gartenberg.
FIAF 1989, 149p. BF1500

Manuel des archives du film
Version française. Manuel de base sur le
fonctionnement d’une archive de films.
Edité par Eileen Bowser et John Kuiper.
FIAF 1980. 151p. illus. BF1000

Handling, Storage and Transport of
Cellulose Nitrate Film
Guidelines produced with help of the FIAF
Preservation Commission. FIAF 1992, 20p.
BF600

Preservation and Restoration of Moving
Images and Sound
A report by the FIAF Preservation
Commission, covering in 19 chapters the
physical properties of film and sound tape,

their handling and storage, and the equip-
ment used by film archives to ensure for
permanent preservation. FIAF 1986, 268p.
illus. BF1500

Physical Characteristics of Early Films as
Aids to Identification
by Harold Brown. Documents some fea-
tures such as camera and printer apertures,
edge marks, shape and size of perforations,
trade marks, etc. in relation to a number of
the early film producing companies.
Written for the FIAF Preservation
Commission. 1990, 81p. illus. BF1400

Technical Manual of the FIAF
Preservation Commission /
Manuel technique de la Commission de
Préservation
A user’s manual on practical film and video
preservation procedures. Ongoing loose-
leaf publication in A4 + folder. FIAF, 192p.
by end 1993, BF2300. (Plusieurs chapitres
sont traduits en français.)
or BF3300 incl “Physical Characteristics of
Early Films as Aids to Identification”

Third FIAF Study on the Usage of
Computers for Film Cataloguing
Provides description of computers, software
and systems in use in various archives
around the world, analysing differences and
similarities. By Roger Smither for the FIAF
Cataloguing Commission, FIAF 1990, 59p.
BF900* 

Evaluating Computer Cataloguing Systems
- A Guide for Film Archivists
by Roger Smither, for the Cataloguing
Commission.FIAF 1989, 35p. BF900*
*These last two publications are available
together at a special price of BF1500

The Slapstick Symposium
Dealings and proceedings of the Early
American Slapstick Symposium held at the
Museum of Modern Art, May 2-3, 1985.
Edited by Eileen Bowser. 
FIAF 1988, 121p. BF800

50 Ans d’Archives du Film 1938-1988 /
50 Years of Film Archives
Annuaire de la FIAF publié pour son
50ième anniversaire, contenant une
description de ses 78 membres et observa-

teurs et un compte rendu historique de son
développement.
FIAF yearbook published for the 50th
anniversary, containing descriptions of its
78 members and observers and a historical
account of its development. 
FIAF 1988, 203p. illus. BF950

Rediscovering the Role of Film Archives: 
to Preserve and to Show
Proceedings of the FIAF Symposium held
in Lisboa, 1989. FIAF 1990, 143p. BF1050

Handling, Storage and Transport of
Cellulose Nitrate Film
Guidelines produced with help of the FIAF
Preservation Commission. FIAF 1992, 20p
BF600.

The Categories Game / 
Le Jeu des Catégories
Une enquête menée par la Commission de
Programmation de la FIAF, établissant les
films les plus importants dans les dif-
férentes catégories suivantes: histoire du
cinéma, cinéma et réalité, cinéma et autres
arts, productions nationales, travail des
archives. Quelques 2250 titres cités et de
nombreux index 
ISBN 972-619-059-2. FIAF 1995. BF600 +
Banking and Mailing costs.

Newsreels in Film Archives edited by
Roger Smither and Wolfgang Klaue
A survey based on the proceedings of the
‘Newsreel Symposium’ that was part of the
1993 FIAF Congress in Mo i Rana, Norway.
The book contains more than 30 papers on
newsreel history, and on special problems
and archival experiences in preserving, cat-
aloguing and providing access to newsreel
collections.
Published in 1996 in the United Kingdom
by Flicks Books ISBN 0-948911-13-1 and
in the United States by Associated
University Presses ISBN 0-8386-3696-9.
224 p. illus. Price 1.600,- BEF + Banking
and Mailing Costs.

FIAF Bookshop / Librairie FIAF
FIAF publications available from the FIAF Secretariat,

1 rue Defacqz, 1000 Brussels, Belgium
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Recent publications:

International FilmArchive CD-ROM
Includes International Index to Film/TV
Periodicals 1982 to present; Bibliography
of FIAF Members Publications 1966 to
1995; International Directory of Film and
TV Documentation Collections, Database
of FIAF holdings of over 20,000 silent
films, Bibliography of Latin-American 
cinema, etc.
Annual subscription (two disks,
Spring/Autumn, updating all files)  £295 or
US$ 450.

International Index to Film Periodicals
vol. 24. 1995
Edited by Michael Moulds. 571p. £90.00

International Index to Television
Periodicals 1987-1990
Edited by Michael Moulds. 636p. £80.00

Subject Headings (Film) 1996
127p. £18.50

Subject Headings (Television) 1992
98p. £16.50
The lists of headings incorporate all the
terms used in the Indexes, and are
intended for use in documentation 
departments of film/television archives and
institutes.

International Directory of Film and TV
Documentation Collections 
A publication of the FIAF Documentation
Commission, this 220 page volume
describes documentation collections held
by 125 of the world’s foremost film
archives, libraries, and educational institu-
tions in fifty-four countries. The Directory
is organized by country and indexed by
city and special collections. Edited by René
Beauclair. 1994. £50

FIAF Classification Scheme for Literature
on Film and Television
by Michael Moulds. 2d ed. revised and
enlarged, ed. by Karen Jones and Michael
Moulds. FIAF 1992. £38

Handbook for Film Archives, A
Basic manual on the functioning of a film
archive. Edited by Eileen Bowser and John
Kuiper. New York 1991. 200p. US$ 30.
ISBN 0-8240-3533-X. Available from
Garland Publishing, 1000A  Sherman Av.
Hamden, Connecticut 06514

Archiving the Audiovisual Heritage (I)
Proceedings of the 1987 Technical
Symposium held in West Berlin, organised
by FIAF, FIAT & IASA. 30 papers covering
the most recent developments in the
preservation and conservation of film,
video and sound. Berlin 1987, 169p. DM
45. Available from Stiftung Deutsche
Kinemathek, Pommernallee 1, 14052
Berlin, Germany.

Archiving the Audiovisual Heritage (II)
Proceedings of the 1990 Technical
Symposium held in Ottawa, organised by
FIAF, FIAT & IASA. Ottawa 1992, 192p.
US$40. Available from George Boston, 14
Dulverton Drive, Furzton, Milton Keynes
MK4 1DE, United Kingdom.

Règles de catalogage des archives de films
Compilé et édité par Harriet W. Harrison
pour la Commission de Catalogage de la
FIAF et par Hans Karnstädt pour la
Commission de Préservation. 1994. ISBN:
2-12-484312-5. Disponible chez AFNOR,
Tour Europe - 92049 Paris La Défense
Cedex.Cedex. 284FF

International Directory of
Cinematographers, Set and Costume
Designers in Film
Twelve volumes related to German
Democratic Republic, Poland; France;
Albania, Bulgaria, Greece, Rumania,
Yugoslavia; Germany; Denmark, Finland,
Norway, Sweden; Italy; Spain, Portugal;
Hungary; Czechoslovakia; Cuba, Soviet
Union; Edited by Alfred Krautz. Compiled
by FIAF.

Terms and Methods for Technical
Archiving of Audiovisual Materials
In English, French, German, Spanish and
Russian.  Compiled and edited by Günter
Schulz for the FIAF Cataloguing
Commission and by Hans Karnstädt for the
FIAF Preservation Commission, 1992.
ISBN 3-598-22592-X. 87p. 

The FIAF Cataloguing Rules for Film
Archives
compiled and edited by Harriet W.
Harrison for the FIAF Cataloguing
Commission, 1991.  
ISBN 3-598-22590-3. 240p. 

World Directory of Moving Image and
Sound Archives
Detailed listing of 577 audiovisual archives
in 100 countries; compiled and edited by
Wolfgang Klaue. 1993. 
ISBN 3-598-22594-6.  192p.

FIAF publications available from the 
International Index to Film and
Television Periodicals, FIAF, 
1 rue Defacqz, 
1000 Brussels, Belgium Available from other sources

Available from K.G.Saur, 
Postfach 771009, 
8000 München 71, Germany



SUBSCRIBE TODAY AND YOU RECEIVE TWO CD-ROM DISCS A YEAR!!!
To order by credit card call: (32-2) 534 91 30

Or use the attached order form:

FIAF INTERNATIONAL FILMARCHIVE CD-ROM

The FIAF Filmarchive 
CD-ROM is
the easiest to use  - 

and the most authoritative  

- film reference 
CD-ROM on the market.

The only CD-ROM 
produced by THE 
INTERNATIONAL
FEDERATION OF
FILM ARCHIVES  -
the world’s leading
experts in film
research and
archive science.

- International
Index to Film
and TV
Periodicals

- Database of
film holdings in
FIAF Archives

- and much
more.....

I would like to order:
International FilmArchive CD-ROM 1997

Subscription May/November 97, updating all files, at US$450 or £295*
(Includes International Index to Film/TV Periodicals 1979 to present)

■■ I enclose payment:    ■■ Please invoice me:    Order No: ____________

name:

institution: 

address 

Send to: International Federation of Film Archives
1 rue Defacqz, 1000 Brussels, Belgium

Fax: (32-2) 534 4774     VAT reg. GB 340 3896 56
* UK customers please add VAT

EC customers please record their VAT reg. no. _______________________
Please add 12% to the total if you want to network the CD-ROM
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DEBRIE has during a period of 100 years acquired an International reputation in the manufacture of Film lab-
oratory equipment.

The merger in 1993 with CTM, a very forward looking company with dynamic postproduction equipment
broadened DEBRIE’s product line and allowed the group to supply a very wide range of machines and systems
for the Motion Picture Industry, the preservation and restoration of moving images.

The DEBRIE TAI step printers are highly advanced equipment recommended for linear, blow-up and reduc-
tion optical printing. This includes the famous and unique Archive suited printer which is able to print out the
most delicate of visual details.

Till the mid 50’s, films were made on highly inflammable and chemically instable nitrate stock. To prevent these
masterpieces from being lost and to preserve their splendor, they must be restored and duplicated on modern
acetate and safety stock.

STEP OPTICAL PRINTER: TAI



In order to guarantee safe passage of the original through the wet printer gate and a stable image for the dupli-
cate, the TAI step printer is equipped with unique film transports systems with pin & registration pin whereby
the distance inbetween is adjustable. The new generation of TAI step optical printer now features:

• full modularity: all machines feature interchangeable printing heads for both original & unexposed film
stock format including liquid gate & projection lenses. These heads may be changed in minutes without the
use of special tools. Translation of the camera film transport mechanism is controlled by block micrometer.
Sprocket location, film transport rollers & printing aperture gate rollers are all factory pre-aligned. The lens
support is mounted on ball rails to make movement easier & is controlled by micrometric screw & clock
micrometer.

• new original optical components along with a reduced distance between the lamphouse & the optical bar
providing a major increase in light available at the printing aperture and higher operating speed (5 to 25 fps).

• new PC based printer control system including diskette driver & program tape reader. 

• new unique wet printing liquid circulation system assuring reliable anti scratch & bubble free wet printing.

• new closed wet printing gate with special devices to capture solvent vapours and to exhaust fumes. 

• new extended drying cabinet ensuring that the film is perfectly dried before it is being spooled.

CTM / DEBRIE also manufactures:

Processing machines
A complete range of demand drive from 50 to 200 fpm suitable for every type of film ECN2, ECP2, Black &
White.

Video color analyser
For professional grading, the Setter allows: negative & positive film inspection directly on video, Data collec-
tion, Color analysis ie grading of negative/positive film with storage in memory of RGB, FCC, fades.

Different models of 16, 35, 16/35 mm, 2 or 4 plates flatbeds viewing tables with projection by prism in order
to view & check copies. Possibility to view movies in their original speed 16, 18, 20, 22, 24 or 25 frames per
second & to accept shrunk copies. Upon request, low cost film to tape transfer system for the format of your
choice (silent or with sound), 16 or 35 mm, negative or positive. Your video copy is instantly for workprint or
demonstration purposes.

Complete range of Inspection desks and manual electric rewinders or electronic rewinders for all film for-
mats 16, 35 mm with or without shrinkage.

A low cost environmentally safe film cleaner
Designed for CTM rewinding table, 2 mounting devices with PTR rollers made from polyurethane allow to
remove from both side of film, dust, dirt & unwanted particles. No less than 95 % cleaning efficiency. Rollers
can be cleaned with water.

A sprocketless film cleaning machine safe for your old films. It works with Perchloroethylene and uses both
ultrasonic cavitation and 5 velvet covered rollers for eliminating all marks of grease, dust, dirt, fingerprints, oil.
Variable speed up to 4000 m/h (220 feet/minute).

CTM / DEBRIE: 125 Avenue Louis Roche - 92230 GENNEVILLIERS - FRANCE
Tel: +33 1 40 85 85 82 - Fax: +33 1 40 85 82 63 - E-mail: ctm@club-internet.fr



Advertising Rates / Tarifs publicitaires

The FIAF Journal of Film Preservation has a print-run of 1000 and reaches more than 200 film and television
archives, libraries which means about 2000 individual professionals all over the world.
Le Journal of Film Preservation de la FIAF est tiré à 1000 exemplaires et touche plus de 200 archives et biblio-
thèques, soit environ 2000 professionnels dans le monde.

Printing / impression black and white / blanc et noir

Journal page format / format page 23.6 x 17.8cm

To be provided / matériel à fournir copy in camera-ready form, graphics and text/
prêt à imprimer tel quel, graphiques et textes inclus

Price / Prix 600, - US$ per page

2 years (4 ads) / 2 ans (4 annonces) 450, - US$ each / 450,- US$ p. annonce

Special offer for Subscribers: two years (4 ads) 300, - US$ each

Offre spéciale Souscripteurs: 2 ans (4 annonces) 300, - US$ p. annonce

Subscriptions / Abonnements
Subscribe for 2 years at the special price of 1500,-BEF (50,-US$)
Abonnez-vous pour 2 ans au tarif spécial de 1500,-BEF (50,-US$)
Annual Subscription / Abonnement annuel 1000,-BEF (35,-US$)
+ banking costs if bank transfer / + frais bancaires si virement

Name / Nom

Address / adresse 

Postal code / Code postal Town / Ville

Country / Pays

Please debit my credit card / Veuillez débiter ma carte de crédit

■■ American Express     ■■ Visa     ■■ Diners Club     ■■ Master Card / Eurocard

N° ___  ___  ___  ___     ___  ___  ___  ___     ___  ___  ___  ___     ___  ___  ___  ___

Expiry date / date d’expiration

or please transfer directly from your bank account to FIAF account, Brussels 
ou veuillez transférer de votre compte bancaire au compte de la FIAF, Bruxelles - 

■■ Crédit Communal 068-2107754-68

Date: Signature

FIAF - rue Defacqz, 1 - 1000 Bruxelles, Belgium
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John E. Abbott was the first Director of the
Film Library of the Museum of Modern Art
(New York).

Richard Brown is an independent film historian
and co-author with Barry Anthony of the forthcom-
ing A Victorian Film Enterprise: The History of the
British Mutoscope and Biograph Company.

Francisco Gaytan is Head of Preservation of
Filmoteca de la UNAM (Mexico).

Christopher Horak is the Director of
Filmmuseum / Muenchner Stadtmuseum.

Brian Jenkinson is a member of the technical
staff of the National Film and Television Archive
(London) and a member of FIAF Technical
Commission.

Ross Lipman is an independent filmmaker,
archivist, and instructor. Currently cataloger at the
Pacific Film Archive, he has previously taught at the
San Francisco Art Institute, the University of
London, and the Hungarian Academy of Film and
Drama. His recent film, Rhythm 93, was honored
with Director’s Choice at the 1995 Black Maria Film
Festival

Dinu-Ioan Nicula est filmologue et fait partie
de l’équipe de l’Archiva Nationala de Filme de
Bucarest.
Il est également l’auteur d’une histoire du cinéma
roumain d’animation et, travaille à plusieurs
études sur les pionniers du film roumain.

Roger Smither is Head of Film Archive of the
Imperial War Museum (London).
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