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fovanna Fossati

he Restoration of

Austrian Avant-Garde Film e |
Another focus of Filmarchiv Austria’s digital restoration department concerns Austrian ava
gade fim. 2011 saw

the rediScovery of one of the. most'-important Austrian auteur filmmak
Mansur Madavi. Two of h|s 'ar[y works, HO ANTHROPOS and GU'

BEYOND THE ROCKS

dlgltal restoratlon and were shown dunng the flrst blg Madaw retrospectlve at Fllmarchw A

tna s Metro Clnema as well at the Czech film festlva! |n Uherské Hradlsté and in Mexico |

followmg a guest 1ecture by F:!marchw Austna at the Centro de Capamtacnon Cinematogréfi
The only elemenits known to be in ex1stence each.a 16mm blw reversal film with a variabt
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area-optical-soundtrack; served as source materials for the two restorations. Only in the

of GUCKLOCH a magnet:c sound tape could also be Iocated which served as a source for th
sound After the image restoratnon and the creat|on of a new sound negatwe from the
netic audio tape of GUCKLOCH the synohromsatlon turned out to be a confusmg obstacle ~long-thought-lost film, BEYOND THE ROCKS - directed by Sam Wood in 1922 and
the f||m is. h:ghiy expenmental in character and.| no. synchronlsatlon marks were mamfest ing Gloria Swanson and Rudolph Valentino — was found by the Nederlands Filmmuseum

' ch ce 2010 known as EYE Film Institute Netherlands) in 2004 and restored in 2005. Both
igital and photochemical techniques were used for this restoration project, which resuited

hie' production of seven different versions, namely two silent restoration film versions, two

 HO ANTHROPOS A 1970 directed by Mansur Madavi, with sound biw, 264 metres »GUCKLDCH A 1970; directed nd distribution film versions, one sound distribution digital version and two DVD versions

Mansir Madavi; with-sound biw, 356 metres - jith two different soundtrack options.

-of the retrieval and restoration of this title has travelled across the globe. The different
H.istory of the Austrian Advertising Film sions of the film have been shown at several festivals and in hundreds of venues in Europe,
In the course of an ongoing research prolect Filmarchiv Austria has been worklng in coo" rth-and South America, Australia and Asia. Such wide theatrical distribution, together with
eratlo' he:DVD release and the television broadcasts (on Turner Classic Movies and on Dutch public
rim elevision), made it possible to reach a much larger audience than the quite specialised one
hat is usually exposed to silent films. Obviously, such a wide exposure has opened the forum
-an-unprecedented, broad discussion on film restoration. The discussion focused, on the
ne:-hand, on the new possibilities given by technology.and, on the other hand, on the ethical
ues related to its application. Some of these ethical issues will be discussed while describ-
;the restoration of BEYOND THE ROCKS and the decisions taken along the way.

il:2004, BEYOND THE ROCKS was one of the many silent films considered lost for good.

s [LERNE SCHWIMMEN] A 1926, directed by Peter Eng; b/w, 44.4 metres » SCHILLERS RAUBER A 1926, directed by Pet

Eng, b/w, 56 metres

[by reel__, at the Nederlands Filmmuseum. The film was held in several unlabelied cans

Between-2000-and-2004; analmost complate nitrate print of the fitm resurfaced, literally .
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‘112 scattered throughout 4 large film collection donated to the Nederlands Filmmuseum by

_ ' ginal Digital DIGITAL INTERVENTION : i e 13
family of a Dutch film collector after his death in 2000. Under the supervision of Collec jitrate Print | | Intermediate | | & sStabilisation : '
Tinting 2K Wet-Gate Scan x: deflicker
Specialist Elif Rongen-Kaynakgi, it ook approx1mateiy three years 1o register and ldent| <h Title Cards Film > Data = dust re!]‘noval
. g = interpolation
large collection and with it all the reels ‘of BEYOND THE ROCKS. The nitrate prmt in’ i grading

digital tinting for HD Master
:: stretching 18 to 24 fps for sound version
:: reformatting image ratio for sound version

v

Transfer to Film 2K Data » Film {B/W Duplicate Negative)

|2 S B ! !

turiied out to be almost comiplete, With only a few frames and shots missing. Remarka

only two minutes of the recovered film were damaged beyond restoration and the overal

of the nitrate was relatively good.

The valuable collaboration with the University of'Texa'é, Harfy Ransom Research __C'é'ht‘

where the Gloria' Swanson Collection is held, and,the Margaret Herrick Library at the Aca

ey of-Motion- Ricturg-AFts and Scignices; Which préserves the Paramount Scripts Colle , Duteh English Silent
helped the Nederlands Filmmuseum to reconstruct the film's editing and its title cards —w| Digital Backup | S%‘:&?ﬂ:‘i:?}cﬁn - S%‘;]’;‘ijn\éeﬁ,‘cﬁ” - ?ﬁ}%ﬁ;ﬂ%ﬂ
ING Real Estate financially supported this restoration project, which was carried out'in Desmet Method Desmet Method Desmet Method
laboration with the Haghefilm Conservation Center.. From the very beginning, it was decid
that not only would the film be restored to.its original silent version, but that a version: ' h 4

HD Master: Digital Distribution, DVD, Broadcasting

also be produced with. a newly _composed soundtrack, written and performed by the )

composer Henny Vrienten. S ,
The flrst dlgatally restored- sound verswn of BEYOND. THE ROCKS carrylng the Dutch trt
cards that were found in the nitrate print, premiered in Amsterdam in April 2005 durlng_t

toration workflow of BEYOND THE ROCKS (Sam Wood, USA, 1922 — courtesy of EYE Film Institute Netherlands)

Nederlands. Filmmuseum biennial. festival, the Filmmuseum Biennale. A second sound ¥
sion was shown in May 2005 at the Cannes film festival in the Cannes Classics selectio ture-length silent film is, even today, still significantly less than that of a digital restora-
for this version more digital restoration had been applied to the image (i.e. more scratch n. Nevertheless, a solely photochemical process could have never given results comparabie
were removed) and new English title cards, based on the continuity script, had replaced t those obtained by also applying the digital. Let us look at the restoration process step by
Dutch ones. In July 2005, the same restoration version was shown at the festival il Cinen p.:

Ritrovato, held each year in Bologna. Both the sound and the silent restoration versions we ce the nitrate print was recovered and inspected, the first step for its preservation was
sﬁoWn"at_ Le Giornate del Cinema Muto in October 2005.

_ reconstruct the correct editing of the film. As mentioned above, this was made possible
‘BEYOND-THE ROCKS was: by far the: most ambitious restoration: and-distribution project ¢

ks to the availability of the original continuity script, kindly provided by the Margaret

 ried out by the Nederlands Filmmuseum at that point, in terms of investment, exposure and rrick Library at the Academy of Motion Picture Arts and Sciences, with Paramount's per-

techniques employed. The whole project cost around 200,000 Euros, including the costs for ssion. After minor re-editing, the nitrate print was sent to the laboratory, in this case

the analogue and digital restoration process, the néw preservation film elements, the dist the Haghefilm Conservation Center in Amsterdam, which specialises in the restoration of
archival films. There, the nitrate print went through careful inspection and physical repair.

projection, DVD and broadcasting. The cost of the restoration alone was about half of the Every single joint, tear and sprocket hole was inspected and, where necessary, repaired by.

bution film prints, the realisation of the new soundtrack and-the digital masters-for digital

total amount. It should be noted that the average cost of a photochemical restoration f(_)___l} A ,'_and_:_Subs_equentIy, the nitrate print was carefully cleaned. After repairing and cleaning, a
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“‘“”ré“s“bruﬁ“o“h““a‘ﬁa bt depth for e capturing all the détails of the print in the scan. Based o'_-‘

oscanningsprotesshad to“b*e“"é’a*r?e“fﬁ \j rvnsed ardoftan the filim had to 'be fed i nt

one-to-one photochemical duplication of the nitrate print was made to produce a black
white duplicate negative. This negative serves as the preservation element of the nltratea j
before any kind of digital interventions are carried out, _ :

Before digitising the nitrate print, a series of tests were performéd to establish the rie

tests, it was demded to scan the nitrate print at so-called 2K resolution (i.e. 2048 x
pixels per frame) and at a colour depth of 10-bit logarithmic. The scan was carrled_
Haghefitm on an Oxberry scanner custom fitted with a wet-gate tb eliminate the apbe'é
of superficial scratches-on the base s:de of the fUm Due to the fragullty of the matena

into the scanner’s gate. _
For the digital restoration 6f 4 film,i'evéry‘”sin'g'!e frame is typically stored as a separate filg
the case of BEYOND THE ROCKS, 80,000 files were produced accounting fora total'of'hi

stablhsatlon deflickering and dust removal.
Digital stabilisation was needed because, mainly due to the shrinkage of the nitrate ptin

the image often shook on the screen during projection. Although it is possible to correct th
BEYOND THE ROCKS 1922

Image before {top) and after (bottom)
digital restoration of a patch in a frame
(Courtesy of EYE Film Institute Netherlands)

instability with digital tools, the restorer's goal should not be that of total stabilisation. Film
born films, especially silent ones, have never been >rock steady«. For BEYOND THE ROCKS

some image instability was preserved, which replicates the criginal appearance of the filrri_:i_
projection.
riginal image from one or more frames, the only option is to recreate the missing patt in
‘digital domain. This is possible by copying it from the previous or the foliowing frames.
ust-removal is a very powerful tool but also the most delicate to apply. A film consists of

aral thousands of frames, each one containing hundreds of scraiches as a result of heavy

Some of the scenes also suffered from quite heavy flickering, i.e. the instability of light wi_th'j
the same shot. After a set of reference frames was chosen, shot by shot; the Diamarit sof
ware averaged all the frames accordingly. As in the case of stabilisation, the choice was no
for a complete deflickering, but rather for a-lower level of flicker, typical of film projection and
not disturbing for the eye.. ' : ' se‘and decay. Only an automated filter can tackle such an enormous number of corrections.

Dust removal (also. known. as scratch. removal) was also largely applied. Before digital tooIS"‘ ce computer software can easily misread the image and, by mistake, remove part of it as

for restoration were developed, it was possible 16 reniova ohly sUperficial seratéhes that ha_d__ cratch, constant supervision is required and, when necessary, software mistakes must be

not reached the image via wet-gate duplication. When a scratch has removed part of th rected by the restorer.
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: BEYOND THE ROCKS 1922
Example of nitrate deterioration to
a point beyond restoration
{Courtesy of £YE Film
Institute Nethertands)

ation by necessity of a completely new image to replace one that had been heavily dam-
ged:This-image did not exist before and we can only assume it to be very similar to the dam-
d:one. From a restorer's perspective this is an ethically questionable intervention. Most
t"o‘rers, though, would accept it as long as it is well documented and supposedly does not
tort the original appearance of the film.

BEYOND THE ROCKS 1922

Image before (bottom) and after {top}
digital restoration of a patch in a frame
(Courtesy of EYE Film Institute Netherlands)

y: two sequences of the nitrate print were so severely damaged by chemical degradation
t:it was impossible to recover the image significantly. It was decided to keep these two
tiences in the restored version anyway, as the narrative in these damaged fragments was
tilliclear enough to preserve continuity.

nce-the digital restoration was completed, the data (known as the :digita! intermediate:)
Orice stabilisation, deflicker-and dust rermoval were carried out; there was still much damia ed to be graded to establish the correct printing lights for the entire film. Grading was

in the image that needed to be addressed manually. Diamant, as with most software for dig ried out at. Haghefilm and the final result was approved by the Nederlands Filmmuseum

tal restoration, includes tools for correcting damage, such as tears or patches, individuall ¢fore printing the graded digital intermediate on 35mm black and white negative (in this
When BEYOND THE ROCKS was restored, in 2005, the only available tool for this in Diama

was the interpolation tool. in these cases the missing image information was reconstructed-by:

Kodak 5234 film stock was used). Re-recording back to film was done on an Arrilaser at

esolution of 2K, the same used for the scan.
mixing the previous and the following fraries, ohly in‘the place of spots, scratchés or & as decided tosimulate the original tinting effects present on the nitrate print photochemi-

One extreme example of a digital intervention carried out on BEYOND THE ROCKS w'a_.s.__th_ :Th_is was achieved by applying the flashing method developed by Noé&l Desmet from the
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" Cinémathéque - Royale de- Beiglque in“Brussels. With this method, the tint is artn‘lmally re

film negatlves (sﬂent and sound) from which the silent restoratioh and the new
ated in the prOJectlon pr:nt by prlnttng the biack and whiite négative onto colour film stock ap on were made, a High Definition tape was also produced directly from: the restored dat

then‘flashing it with the’ approprrate coloured hght Projection pnnts were printed on a part master for digital projection, the production of a DVD, and for television broadcastmg

namely Agfa CP30 as it gave the best results based on a series of wo most radical interventions were done to convert an originally silent film into a eodd'd '

_ _New Englhsh™ tltle cards tnat were mlssmg'ln the Dutch version were created for the s

on. Two modifications were needed for the purpose: first, stretching the film from its

restoratlon versmn followrng the: contmwty scrlpt As no reference for the orlgmai styl al. frame rate of 18 frames per second to the standard sound frame rate of 24 frames

econd; secondly, the film's full frame had to be reformatted to a smaller size, the so-
—sAcademy< format, in order to make space on the left side of the image for the sound-
present, these are still the only ways to add a soundtrack to a silent film and to make

rojecteble {as film} in any commercial cinema. With digital projection, which is now more

sual cholce smce rt affects the overall receptron of the f|Em consrdermg that title cards are an jespread than it was at the time the restoration of BEYOND THE ROCKS was carried out,

‘need to stretch a silent film to show it in regular cinemas is technically no longer neces-

mtegral-part ‘of the whole: From a conservatwe perspectwe, only the restoration version wi
criginal Dutch tltle cards would be consrdered the restoration of what the film had been wh y-This is still a controversial point of discussion, however, as Hollywood studios’ Digital
shown to a Dutch aud|ence at the time of the original distribution. The English versmn ' ma Initiatives (DCI) and the Society of Motion Picture and Television Engineers (SMPTE)
new[y made title cards could be con5|dered from this perspectwe no less >tampered it xed the standard projection speed for digital cinema at 24 and 48 frames per second.
than the version with added soundtrack discussed below. chnically, the stretching effect could have been obtained in two ways, either by creating

Asmentroned ear'li'er, t_)esides'restoring the film to its original silent version, the Nederlary frames as interpolations of the existing ones or by doubling existing frames. Based upon

Vnenten'ssoundtrackwasthesubject of much criticism from within the archival communi

Filmmuseum decided-also to produce two distribution versions of BEYOND THE ROCKS wi Eresults, in the case of BEYOND THE ROCKS, the latter was chosen as interpolation fed to

a.new soundtrack by Duich.composer Henny Vrienten, one with the original Dutch title c‘aiii creation of weird looking frames that were not acceptable. On top of that, from an ethical
and one with the newly' made English title cards, based on the original continuity script. . .‘ pective, creating new frames means adding images to-the fiim that have never been there
d-rcould easily be mistaken for original frames. If badly documented, these interventions
indeed; although' the 'music itself was widely appreciated, the heavy use of sound effec uld'also become irreversible. The stretching process that was chosen for BEYOND THE
ICKS in the end, namely to double every third frame of the film, gaing from 18 to 24 frames
t second {i.e. 123345667899... ), is in contrast both detectable and reversible. The draw-

¢k of this choice, though, is that a stuttering effect can be noticed in projection. In reality,

(such as opening doors, barking dogs, and such) became the main point of criticism fro
fellow archivists and scholars. Mainly for this reason, the Nederlands Filmmuseum decid
to add an alternative sound option to the DVD edition where sound effects are reduced and
well integrated in the score. Nevertheless, both of these versions, as well as the other-fiv ly-an expert eye will notice the stutter, which becomes more visible in combination with
are still very much in line with the Filmmuseum’s policy of creating presentation versions:o ateral movement within the image and with panoramic shots,
silent films meant for a contemporary audience. ially, a different path for simulating the original tints was foltowed in the creation of the HD
Although the workflow described-above was used.for both the silent and the sound versions; ster meant for digita! projection, the DVD release and the television broadcast. As the Des-
some extra steps were needed for producing the sound versions and the digital master for.the met. method, a photochemical process, was used for making the film prints, a digital process
DVD and for broadcasting. For the production of the sound version an extra-digitalstep-was ad-to-be-applied-for-making the-digitai-versions:-Here-colour-filters;-simulating the original.

needed together with the production of a separate negative for the sound yers_iorr_._Be_sidee the tints, were added digitally to the black and white digital image.
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‘120 The restoration of BEYOND THE ROCKS made use of everything that film technolog
offer in 2005, on both the photochemical and the digital front. Although the use
tal tools made it possible to make the film cleaner, more stable and more pleasant:tg

anging Perspectwes

S EINKUCHENHAUS' as an
xample of Film Historiography
d Contemporary Restoration

viewer's eye, great care was also taken to ensure the characteristics of the original i

were Tespected, The Nitrate print was also duplicated »>one-to-one« photochemically, to m
sure that this unique print of the film could be preserved as it was found, even if the nit
original would be damaged beyond recovery. - — SRR
BEYOND. THE ROCKS is also a good example of the practical application of the Neder|

Filmmuseum’s progressive policy for- present_in_g_a_pd distributing historical films. The film
Crnrbeensshowntwithinrareconstrocted originarsetting (i 1921 Tuschinski theatr
sterdam) but with a newly composed musical score and not-original apparatus (i.e. a so

print’ instead of live music accompaniment); as a digital projection in several cinemas:d¢tg : ‘ : o
23 the film DAS EINKUCHENHAUS was produced under the direction of Leopold Niern-

r; a pioneer of Austrian documentary and educational filmmaking. The film's centrepiece

the Netherlands; as a DVD with two different soundtrack options (i.e. with and without sou

effects); as a television broadcast; and, finally, as a silent film with live accompanimen
ocial architecture project of the same name, realised during the interwar period by the

tect Otto Polak-Hellwig in the 15% district of >Red Vienna«. Construction of the single-
en-house, »Heimhof, began in 1922 and was completed five years later. The main ele-

nt:of this new housing model was the controversial idea of centralised housekeeping. The

festivals and cinémathéques worldwide. .
Finally, the case of BEYOND THE ROCKS shows how users, with the turn to digltal are gai
!_ng_-__g-__g_rOWIng-Ievel of inclusion in the film archival technological frame. A fiim like BEYOND

THE ROCKS, thanks to the great popularity of its leading actors, especially that of Valentin

belongs to the audience. Once the retrieval was announced, the expectation of being'd lding in Pilgerimgasse was thus equipped with facilities such as a central kitchen, a kin-

to see the film instantly rose everywhere. This clearly influenced the restorers, also wi parten, a service lift, a laundry, a vacuum-cleaning system, central heating, waste chutes

d-more besides. If requested, domestic chores such as cooking, cleaning and laundering
taken over by centrally employed staff paid for by the tenants.! Thus, the multi-story

respect to the choice of using multiple presentation platforms (traditional film projectio
digital cinema projection, television and DVD). And, in turn, it is thanks to this choice th
the restoration of BEYOND THE ROCKS has reached many mare users than restored sile artment complex did not amount to a mere accumulation of conventional residential units,

;':,was much rather an attempt at a socio-political restructuring of human living space.?
S EINKUCHENHAUS covers numerous aspects that lend themselves to investigations in

films usually do.

sicontext of spatial theory. After a brief summary of the film's contents, this will be at-
mpted in three points, as follows:

a localisation of the film within aesthetic and film-historiographical space;

5a content-level analysis of social spaces undergoing transformation, as featured in the film;
an examination of the transformative processes at-the material level of the film, which
Authorised, abridged extract from: Fossati, Giovahna (2009). From Grain to Pixel. The Archival Life of Eili in Transition; cover-arange of different media-and their respective spaces.
Amsterdam: Amsterdam University Press, 235-245: : ) )
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