idg  » Oliver Hanley' Adiiana Noviello man expressionism to produce a film that proved to be as commercially popular as critically 149

polarising.

Sergej Eisenstein was among those who were openly critical of the film, claiming it reduced

Un ‘ .r ps exqu 'S (Re ) ReStor]ng Soviet montage technique to »lifeless’ Iite'rar;y"symboiisrrt' and stykistic mannerism.«? Qthers,
Fe‘dor "“Ocep S DER LEBENDE

)J TRUP

eanwhile, hailed it as a masterpiece. The Austrian critic Friedrich Porges called it a film of
...] high artistic qualities [...] A valuable, memorable [and] beautiful film! Those unfamiliar

th Tolstoj's stage play will find themselves in the mldst of an incredibly powerful motion
picture.<® In an international poll conducted by the German newspaper Der Deutsche, THE
LIVING CORPSE ranked fifth m the top fllms of 1929 a

Often at the receiving end of the critics' praise- was the towermg central performance of Vse-

volod Pudovkin as Fedja. The film prowded the great Soviet film theorist and director of such
masterworks as MAT’ (THE MOTHER, 1926), KONEC SANKT PETERBURGA (THE END OF
SAINT PETERSBURG, 1927) and POTOMOK CINGIS-CHANA (STORM OVER ASIA, 1928)
with his only leading role. Recailing his experience in taking on this »big and complex: task,

Moscow before the Revolution: Fedor >Fedja< Protasov a S|mple man from the upper classe
belleves hlS wn‘e Liza. to.be m Iove wrth another man ‘Not wanting to stand in their.wa
rlgidrty of the.Qrthodox Church, Aft
encountermg Liza and her tover, Viktor’ Karenm at home a demoralised Fedja seeks solace

Fedja pleads for a dlvorce only to be b]ocked by th udovkin later remarked: »my work in THE LIVING €ORPSE was carried out to an extent with

considerable and profound inner feeling and was heavily charged emocticnally [.,.].«5

Although its anti-religious tone brought it into conflict with the censors in some countries,

in Moscow's- gypsy quafter When he meets Maéa ayo gypsy girl, Fedja’s joie de viwi

renewed. Liza, still in love with Fedja; goes 1o the gypsy quarter to convince Fedja to return to: the film was a worldwide success; the sthunderous applause« that reportedly foliowed the

her-but when she catches him with Ma%a, there ¢an no longer be any salvation for their ma premiere screening at Berlin's Capitol Theatre on 14" February 1929 echoing internation-

riage. To forcibly bring about a dworce Fedja is roped into a farcical arranged liaison with y.6 When the film arrived in Vienna on 9% April 1929, its Austrian distributor - the Allianz-

' prostrtute but, unable to commit such a dishonest act, he flees. Rescued from an attempte Filmfabrikations- und Vertriebsgesellschaft m.b.H. — marketed it with the slogan, sthe film

suicide bid by Masa, a desperate Fedja finds himself reduced to faking his own death and ta everyone must see<; a claim, which turned out to be something of a self-fulfilling prophecy.

ing to the streets as a »living corpse«. Fedja s tragic journey concludes in a Moscow courtroo Before going on general release on 17 May 1929, the film played in a four-week exclusive

where, unmasked and with his newly remarried wife now facing a brgamy charge, he is le fun at the Schwedenkino to a constantly packed house.”

with no other solition than to take his own life. - : Even before it was seen by audiences, the film already existed in two different versions: an

An ear[y' German-Soviet co;production’ director Fedor Ocep's 1929 film adaptation of ' To initial 3,552m cut rushed together to fulfil the yearly qUOta was later reduced to 2,968m f-ust
stoj's socio-critical stage play ZIVOJ TRUP (THE LIVING CORPSE) is a fascinating exam

of the kind of cross-cultural exchange which took place in filmmaking at the tail end of tf

prior to.the film's Berlin premiere.® The film’s. widespread popularity led to the creation of
several other versions, as international distributors each took it upon themselves to conform

silent era: A mixed Soviet-German film crew created an atmospheric depiction of pre- the film to local tastes. The exient of the changes made by distributors couid at times be

olutionary Moscow from almost entirely within the Jofa film studios in Berlin-Johannistha
By the time THE LIVING CORPSE had reachied America in January 1931 (its delay in no
smell'part due to the appearance of & stalkie« version of the same Tolstoj play directed by

Writer-director Ocep, now out of the Séviet Unioh and on the way to ‘devel

cinematic -transnationalisme!, combmes Soviet montage techmques wath elements of Ge
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150 igital technology for use in archival film restoration projects meanwhile opened up new pos- 151
bilities for realising the comblex technical work required. '

he new restoration of THE LIVING CORPSE was a collaboration between the Deutsche
inemathek and the Austrian Film Museum: For the Film Museum, who provided not only an

f“ """"""""""" "“”“ o mportant source element but also (thanks to a collaborafive project with the Austrian Film
. allery and Filmarchiv Austria) key technical resources, the restoration would serve a dual

nction: on the one hand, it would ensure the preservation of a valuable artefact from the

DER LEBENDE LEXCHNAM / FIV0J TRUP iim Museum’s collection, and on the other:hand, would allow contemporary (and future)
_Vintage publicity still of Gustav Diessl as ‘ s
Viktor Karenin and Maria Jacobini as Liza
~~Protasov-(Courtesy of the Austrian Fil remiere version. . .
Museum Stills Collection)

udiences to. experience Ocep's film:in "fhe"'c::"l'bé'é'é't:':'fdr'm' possible to its no longer existent

he project was a complex undertaking, invojviné the use of both analogue and digital tech-
iques to combine footage from four different film elements. The experience has proven an
SRR 3 TR T ) valuable one for the Austrian Film Museum’s restoration staff. Being their first large-scale
Fred Niblo and starring John Gilbert), the film was a pale shadow of its former self: shorten igital restoration project involving several different source elements, a great deal of learning-
) drastically and with an added soundtrack. Ironically, Variety, which praised the film, fel y-doing was inevitably required. However, the knowledge gained from the experience will
: might have been even better had it been one or two reels longer. »And,« the reviewer:con: arve to aid future projects of a similar nature. This article charts the steps in the restora-
cluded, »there is no higher praise than that.«® : . i
Ih t'h'e long run, the success of THE LIVING CORP“S';E :'haé proven bittersweet: the film'

original negative no longer survives. While the film’s international popularity has ensured t

on,-explaining the -main curatorial and practical decisions that were taken and providing a
"ailed account of the technical processes applied.

he first step in the restoration was to collate the various film elements that had been pro-
prints and duplicates of varying lengths and quality have ended up'in film archives around i ded for the project by the two partners and fellow members of the International Federation
world, none of these elements correspond exactly to the film that was seen by Berlin audi “of Film Archives (FIAF). An assessment was carried out in May and June 2011. .

ences in February 1929, vailable from the previous restoration was a 35mm duplicate negative printed (for the most

A major restoration carried out by Martin Koerber for the Deutsche Kinemathek in 1988:at art) from a fine grain duplicate positive of the Danish distribution version belonging to the

tempted to return Ocep's film to some semblance of its original form by combining footag fDanske Film Museum in Copenhagen. The analogue duplication work had been carried out by
from three different sources. However, owing to the deficiencies of the available film ele: “the Staatliches Filmarchiv der DDR in East Berlin, one of very few archives in Europe with a
ments, there was stilt room for improvement. When it was decided that the retrospective : orking film laboratory.
the 2012 Berlin International Film Festival would be dedicated to the work of the productio -The Danish duplicate positive originated from a nitrate dupe negative, which itself had been
companies behind THE LIVING CORPSE — the sred dream factory« MeZrabpom-Fil'm and it

German counterpart Prometheus — an opportunity arose to.revisit the restoration.

‘printed from a vintage nitrate release print. While no less than four generations removed from
fthe original ‘camera negative, the dupe negative nonetheless bears images of high photo-
_ In the quarter century that had passed since the first restoration, several film elements. ha - graphic quality. Unfortunately, a number of key scenes were missing from the Danish source
resurfaced in European film archives that-would-allow for a more complete; ‘authentic recon “element—Martin Koerber-attributes these-losses; which-include virtually all of the -kaleido-

struction of the film’s original premiere. cut. The increasing affordability and availability o sCopice Soviet montage sequences, to the more conservative tastes of the original Danish
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152 distributor:3®-Forthe sake of completeness; these scenes had to be inserted from an |nfe 153

quality duplicate, sourced from 35 matsrial heid by the DDR film archive. These seque
es--are easny |dent|f|able o account of their: hlgher contrast and lower definition, as we|

| resence of a th|ck double frame I:ne at the bottom of the frame the result of cal
f"'_‘“"‘""""‘““““‘“ﬁ?ﬁln’g’%rR‘Uﬁ“dértaken m the“p"a?st
The ongmal German mtertltles play a 51gn|f:cant role to serve the film's narrative, their

stylised desrgn prowding a graphlcal expressuon of Fedja's inner emotional turmoil. These ha

to be recreated for the 1988 restoratlon by Thomas Wl|k modelled after flash titles WhICh Hha DER LEBENDE LEICHNAM / 2IV0J TRUP
Scanned frame from the Austrian Film
Museum’s nitrate print. Note the triangular '}
. printer mark top left (Courtasy of the - f

Austrian Film Museum, Vienna)

"nitrate dupllcate negatlve he[d by the: BFI Nationa! F:Im Archwe in London. Flas

: "”f:ﬂc:”hamed?s%meecmthéﬁypmﬂymamWsHWO orthree frames and’ would thi
appear as a short >flashe if the film were to be pro;ected at full speed, were often spliced it

sarvived-in’

negatives as reference markers for domestic and foreign distributors. In prints struck fromz-th_
negative, the flash titles were intended to be cut out and replaced by full length intertitlés. B
he reconstructed opening titles of the 1988 restoration. Where Anatolij Mariengof and Boris
G_uéman are credited as scriptwriters in the 1988 restoration, director Fedor Ocep receives

ole credit for the screenplay in the Austrian print. Another curious revelation was that the

their very >ephemeralc nature, they are not usually suited to reprinting. The opening cred

missing in.the BFI's negative, were created from scratch, imitating the design of the origina

In addition, three vintage 35mm black and white nitrate prinis were provided by the Aust'rié
; F|Im Museum;, the- Cinémathéque suisse and the Fondazione Cineteca Italiana respectivel ame of the Soviet production company — Mezrabpom-Fil'm - had been originally misspelled,
he titler having inexplicably left out the sb«.

Since the flash titles were still present, the Austrian print had clearly not been prepared for

The Austrlan Film Museum’s print is a fll’St generation print struck on German Agfa and Zei

tkon film stock directly. from the original camera negative, most likely at the time of the film
initial release. Since the original camera negative itself is not known to exist, such a p public screening at the time of release. As a result, the print is in remarkable physical condition
represents the earliest surviving element and therefore the most valuable source for a restora ompared to a well-used projection print of the same vintage. Unfortunately, in the interim years
tion. Triangular marks are present on the edge of the frame, left by the printer originally used: he 83-year-old print has suffered some damage, including a number of splices and scratches
on both the base and emuision sides (its journey before reaching the Film Museum’s archive

still somewhat clouded in mystery}. The editing of the Austrian print is identical to the 1988

to strike the print. The marks, which alternate between a single and a pair of triangles, wer

a convenient method employed by German film. laboratories to denote the particular machin
that had been used to print-the film: [n the event of a problem, the markings could be use estoration except for one short sequence, in which three shots were mistakenly printed twice in
to identify the printer in question and thus solve the problem more rapidly.’! The same méfk “"the DDR archive's source material used for the previous restoration. The print measures 2,357m
can be seen on the Deutsche Kinemathek’s dupe negative, although they have been partially. ~ but, on account of the flash titles, its missing footage amounts to only 190m (corresponding
| " to seven and a half minutes of screen time). This makes it the longest of the surviving prints.

The nitrate print provided by the Cinémath&que suisse is, like the Austrian print, a first genera-

obscured as a result of several generations of reprinting. This suggests that the no long
existent Danish release print-had, like the Austrian print; been produced in Germany.
Like the BFi's dupe negative, the Austrian print contains the original German language titles . _tion print struck directly from the original camera negative on the same kind of film stocks at
as flash titles. However, the Austrian print-also-significantly contains the long=unknownorigi= : 'the"samfevGerman'laboratorerhe*print"features'thefsame triangular- marks-on-the-edge of the

nal opening titles. The opening titles present in the Austrian print reveal subtle differen'c'és"to - frame as the Vieninese print and which were also still present on the 1988 restoration nega-
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154 tiveUnsurprisingly;-as-a result-of their-common origins, the Swiss print is virtually identical- as played by the popular ltalian actress Maria Jacobini seems hardly coincidental). Fedja, 155

eanwhile, has been reduced to little more than a villainous supporting player now actively

the Austrian print, in"termis of p_hoto"g'_'ra"p'l':l'ic quality; though it tends to air on the darker si
tanding in the way of Liza and Karenin’s happiness. A number of key supporting characters,

The: print represents-a- version produced fot distribotion in Switzerland containing bi- Iing
e 1-particular those of a dubious moral nature (such as the prostitute with whom Fedja must
onduct his staged affair), have been removed from the story entirely.

t only 1,320m in Iength, the ltalian print is the shortest of the surviving prints. Gaps in the

arrative and surviving censorship records suggest that it may have once been longer (the
Wl talian release version is recorded as originally being 1,930m). lts physical condition is also
lee the Austrlan prmt he Swiss: prlnt follows the edntmg pattern of the 1988 restoratm gss than perfect, with much damage pkeéenf to the perforated area.

he“aforementroﬂed*superﬂuoue”shots*“Measurmg 2,644m- with ul

m:.wn..m..mmtll:'t
iength lntert|tles the SW|ss prlnt is m|ssmg more footage than the Austrian one. Most notabl

While inspection work was being carried out, tests were made to determine a suitable restora-

ion workflow. Although the Berlin Film Festival would provide a prestigious venue for the new
estoration, it also imposed a strict deadline upon it. It was important therefore to establish

alt-of the Soviet montage sequences have been removed from the print in what appear:

- workflow that would ensure the project could be completed on time without compromising

have been a deliberate act simiiar in nature to the »conservatism« of the film’'s Danish dis

tributor. Despite this, the Swiss print still contains several shots and sequences not pre’s_en he-archival and curatorial standards set by the archival partners.

in the Austrian print. -  sample of the Austrian Film Museum’s print was scanned on the Arriscan 084 installed at

The third nitrate print, coming from the Fondazmne Cmeteca Itallana in Mltan was not struc

ilmarchiv Austria's archival storage facitities in Laxenburg. The scan data was then graded
nd recorded: out-to- 35mm negative film.-A-35mm: answer print was struck from this nega-
ive and the result compared side-by-side with a 35mm print of the 1988 restoration. While

from the:original.camera negative like the Swiss and Austrian prints but rather from a duplic

negatitre. While 'edge-markings printed through from the riégativé reveal it to have been produo _

on Pathé safety film stock of French origin, the print itself is on nitrate film stock made by Ferra he test print marked a definite improvement in visual quality over the previous restoration

nia, Italy’s only manufacturer of raw.stock, and was presumably struck at an Italian laboratory.2 fi-some regards, the improvement was not deemed significant enough to warrant a full-scale
Belonging to a later printing generation, the Italian print falls much below the Austrian an igital restoration on the basis of the nitrate prints.
ests carried out on the 1988 restoration negative at Synchro Film laborateries in Vienna

‘proved that good resuits could still be obtained using standard analogue printing methods.

Swiss prints interms of photographic quality with soft images facking in any fine details and:

featuring muddy shades of grey in place of strong blacks and whites. Damage printed throug
from previous generations is also apparent.

It was decided, therefore, to retain this duplicate negative as a printing master, removing the

The Italian print-is the only one of the available prints where the editing deviates sharply fro oorer quality sequences originating from the DDR material {around 10% of the total film)

the familiar. pattern- of the other-prints; as well as the 1988 restoration. Many -key sequences: --and replacing them with the equivalent footage from the Austrian, Swiss and ltalian prints to

have been either moved to a different position-within the film or removed altogether. Likewise --achieve a more uniform image quality. The 1988 restoration negative had itself already been

individual shots within sequences have also been rearranged or cut out. Indications in the"

- preserved in the form of a duplicate positive and several screening ptints. Records of this

print: reveal. that: much: of the. re-editing work had already. beén carried out on the duplicate: ersion therefore would remain for future reference, despite the inevitable >destruction< of the

_ negative before printing..

. negative as a result of the chosen workflow.

The distributor’s re-editing and re-titling work removes the antireligious-overtones of Tolstol's ~The-comparison-had-shown-that no-major-editing changes were required, other than removing

original tale and places the character of-Liza at the centre of the drama (the fact that she" “the three superfluous shots carried over in the previous restoration from the DDR archive’s
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‘source-material:-New renditions: of the film’'s original opening titles, created digitally:{f

156 157
the flash titles in the Austrian print, were added in place of the reconstructed titles o'f":
1988 restoration.-Although- historio-ethically suspect by today's standards, occasional: sp
‘ing’ mistakes had been corrected in some of the intertitles in 1988, For consistency'ss; y
f‘"__fj”""_’_f‘”“""“”‘th‘e“refo”re“th‘e—stsTng“ s Me‘irabpom Fil'm was re-instated. ; 5’:{?} ﬁ@iﬁ ; ; 5}’%&%’%
Of the 51 individual sequences that wou!d have to be replaced, 48 existed (either wholl - :
partly} in the Austrian print, while 40 had survived: in-the Swiss print, and 23 were avaiia @f;’?@fﬁ ﬁﬁfﬁz ,iﬁgﬁ : ‘
in the Italian print.. Owing: to the Austrian print’s- completeness and superior quality, .it’
-demded ‘where: possible; to: take: the replacement footage from this prmt If the seque
mmmmmmm was.noLpresent—heremt*wcn*td*be*takerrfrdwth“e“Smss*prrnt “determined-to-be-n- "SECH ———
best condition and photographically the closest match to the Austrian print. One sequenc
‘missing ‘from-both: the ‘Austrian “and Swiss prints could:be recovered from the Italian: 'ph_n
which despite its inferior picture quality still represented an improvement over that which ha
previously been available. _ . - Pfﬂd”kflﬂ” ‘
Since the Austrian print was to provide the majority of replacemerit sequences, and in’
to produce a record of the archival artefaét in the 'exa& same state in which it surviﬁé:d,- 'fh ME/if”ﬂbﬂﬂm ﬁ/’” Mo.fk””
, Film Museum decided to scan its.own print in its entirety. This record would then be retai p,” e#’ f / E /
for étddj}:purpos'es and. could potentially 'serve as a basis for future restoration atte’ﬁip DER LEBENDE LEICHNAM / #1V0J TRUP' m e”"' Im er ,”
should it-one day prove necessary to revisit the film again. -~ oo x;f:gﬁ:fﬂO&ﬁ::\nugsm; f;;srﬁogzif;mzﬂft::;: lﬂﬂdﬂﬁ/ﬂl ﬂer/l”
The: required- sections of each:-print were scanned on the Arriscan in »soft archive mode print (top) and restored title with scorrecteds
whereby less tension is applied to the fragile film elements as they are transported througH Spe“mg mt::;i?::i?]mnz ;azz;t;%iﬂ;
the 'scanner. gate. A wet-gate appliance was used to hide the appearance of superfi
scratches to the film base on the scans, thus reducing the amount of correction work 1 .
would need to be carried out later on. Samples of the Deutsche Kinemathek’s duplicate nega- wo different kinds of image instability present in the raw scans had to be corrected. The
tive were also scarined to provide a visual reference when conforming the various digitised’ “first, resulting from the scan process itself, appeared at points in the prints where particularly
source elements later on.. All-elements were scanned-at-3K resolution-(3072x2160 pixel ‘thick splices were present, causing the film to >jump« as it passes through the scanner gate.
and. a 10-bit logarithmic colour depth. The scans were saved as sequential image files i “The other form of instability derived from the mechanical imprecision of the printers used
Digital Picture Exchange (DPX) format. The scanning of the Film Maseum’s nitrate print took: o produce the prints originally. In contrast to the jump effect caused by the scanner, which
the entire:month.of June 2011; with the partial scanning of the Swiss and Italian prints being ‘usually lasted for only one or two frames, this latter kind of instability could affect entire
performed in August. The raw scan data was then transferred to the digital restoration facili: sequences or even whole reels.
ties in-Krems, whéré arsund 28,000 individual frames were digitally stabilised, cleaned-and" “Tests showed that autormated digital tools could not suitably correct the instability caused
graded before being recorded back onto-35mm film.. 4 by the scanner. This work was therefore carried out manually using the HS-Art programme
CASE STUDIES: Digital Film Restoration Within Archives » Qliver Hanley, Adriana Noviello. - Un corps exquis. (Re-)Restoring Fedor Dcep's DER LEBENDE LEICHNAM / ZIVOJ TRUP (THE LIVING CORPSE)
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‘158 Dust Buster Plus in Clone mode. Up to 30 seconds were required to correct each ind . o the day since the film's world premiere in 1929. The screening was .

f.rame"in'-'order 'toisuc'ce'ssfullyremo\re't'h‘e' jumo'effect without altering the film's natu'r'a ve recording of the original musical score compited by Werner Schmldt—BoeIck'

tion. _Automated processes could be used to reduce the mstabuhty caused by the pnn iere. The score had been reconstructed from fragments surviving in the Lubrary-of ongres:

y Frank Strobel and Gerd Luft at the time of the last restoration and’ recorded fo

n the German television channel ZDF that same year.

new replacement sectlons would not appear over- € he reinsertion of the original opening titles now brings THE LIVING CORPSE closer to mat'c'_hié"

the exust:ng dupllcate negatnve ng its premiere version than had been oreviously possible. The improved picture ouatit'y“ of

he replacement sequences, meanwhile, has produced a more homogenous result, which aids

he viewing experience greatly. The result still remains, however, a compromise between cu-

m~w~mr~-~m~gresswe—cleamng treatments prior- to the scan on account of its fragrle state proved part atorial fantasies and archival realities, influenced by the availability and state of the source

Iarly problematlc To clean the one sequence reqmred from this print took several hour aterials, as well as the technological{ and practical limitations that every restoration is ulti-

'work and’ utmost care an atten |on' as’ drgrtal dirt Temoval can often lead to unwanted vi iately subject to. While a handful of the shots to be replaced had not survived in any of the

artefacts : After the rmages were_ stabllrsed and cleaned-- they were graded using the digita itrate prints, they may resurface in a better form in future. That these shots must for now

post—productron software Scratch"deve[oped by Assumrlate Inc. in the US. The sample sca emain in poor quality serves as a reminder that the restoration of THE LIVING CORPSE,

the Deutsche Krnemathek’s dupllcate negative. served as-a reference for the grading.to ensu espite the film’s literary origins, is far from being a sclosed book:.

a level of cons:stency between the >new< d:grtally restored material and the pre-existing neg

| Russian names and film titles Newspaper Selects Best Produc- 1 Koerber, Martin (1988). »Uber die
here transliterated from the tiops of 1929«. The Film Daily 51 Restaurierungs. From the distribu-
riginal Cyrillic script following the {3 = Sunday, 5" January), 14. tien leaflet produced to accompany
cientific transliteration standard. the film, available on the Deutsche
his standard is employed by the 5 Pudovkin, Vsevolod & Ivor Montagu  Kinemathek’s online rentals cata-
trian Film Museum in all its (trans.) (1949). Film Acting, New logue, accessible at http://verleih-

resolutlon (4096x3112 prxels) and recorded out to 35mm negatrve film using an AmlaserO
' ublication activities. York: Lear, 147-149. filme.deutsche-kinemathek.de/

Smce the Deutsche Kmemathek's dupllcate negatrve had been printed on acetate film stoc

L. MacKenzie, Scott {2003). »Soviet ¢ Anon. (1929). »Tolstois LEBEN- 1 Wilkening, Anke (2010). Filmge-
xpansionism: Fédor Ozep’s Trans- DER LEICHNAM im Film<, Wiener schichte und Filmiiberlieferung: Die
“national Cinema«. Canadian Journal  Allgemeine Zeitung (Wednesday, 3% Versionen von Fritz Langs SPIONE

the digita! intermediate data was recorded onto Kodak 5234 acetate film to facilitate the joining

of the two negatives by >wet splicing:. To avoid the loss of frames through re-splicing, it was d

. . . . . R . - -of Film Studies 12 {2}, 92-104, April), 6. 1928 (=Filmblatt-Schriften Beitrége
cided to incorporate always the shot preceding and following the required sections. This meant : zur Eilmgeschichte 6). Berlin: Cine-
that a new splice could be made at a point in the film where no splice had previously existed 2 Eisenstein, Sergej {1929). »A 7 Anon. (1929). »DER LEBENDE Graph Babelsberg, 19.

L o . . ; - Dialectic Approach to Film Forme«. LEICHNAMc«. Der Tag (2274 =
The editing of the two negatives was carried out in two days at the close of 2011 by Edith “In: Eisenstein, Sergej & Jay Leyda Friday, 26t April}, 8. 12 Giuliani, Luca & Sabrina Negri
T . . . . . . s {eds./trans.} {1949). Film Form: Es- (2011). »Do you have any 16mm
Schlemmer, the Austrian Film Museum's senior archivist. The cut negative was then delivered 'says in Film Theory. San Diego, New  ® Meier, Gerd (1962). »Materialien nitrate films in your collections?
to Synchro Film for the production of a new 35mm print. Inevitable differences in the two neg- Yok, London: Harcourt, 55. zur Geschichte der Prometheus The Case of Ferrania materials in
) . o - Film-Verleih und Vertriebs GmbH. the San Paolo Film Collection at
atives, dueto them having been produced: by very different means at different times on differ- “3'Porges, Friedrich (1929), #Tolstoi-  1926-1932« (Part 3 of 8). Deufsche  the Museo Nazionale del Cinema in
, . . . . o Film. DER LEBENDE LEICHNAM Filmkunst 10 (3), 97. Turine. Joumal of Film Preservation
ent film stocks, could be compensated to a certain extent in the grading of the positive prin “mit Pudowkin als Fedjae. Der Tag (64), 36.

(2260'='Wednesday;'10""Apri!). Q9w \Waly.e -(1931): »THE- LIVING
CORPSE (Russian Made} (Synchro-

The debut screening of the newly restored 35mm print of THE LIVING CORPS
'Gilette. Don C. (1930). »German nized)«, Variefy {14t January).

during the Berlin Film Festival on 12" February 2012 - in the same city and almost 83 year,

CASE STUDIES: Digital Film Restoraticn Within Archives E - » Oliver Hanley, Adriana Noviello~ Un corps exquis. {Re-)Restoring Fedor Ocep’s DER LEBENDE LEICHNAM / ZIv0l TRUP {THE LIVING CORPSE)

4y



