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Abstract	
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This	 is	 an	 applied	 project	 wherein	 86	 films	 by	 independent	 filmmaker	 Roberto	

Ariganello	 were	 catalogued	 at	 Canadian	 Filmmaker	 Distribution	 Center	 (CFMDC)	

from	January-June	2018.	Ariganello	is	acknowledged	as	one	of	the	most	vital	cultural	

workers	when	 it	comes	to	his	devotion	to	the	independent	 film	and	art	 industries,	

and	as	a	grouping	of	orphan	films,	this	collection	of	Ariganello’s	has	been	ignored	for	

a	 long	 period	 of	 time.	 The	 outcome	 is	 an	 inventory	 for	 a	 box	 containing	 Roberto	

Ariganello’s	collection,	which	is	stored	at	CFMDC.	There	are	two	chapters:	the	first	is	

a	 biography,	 and	 study	 of	 the	 status	 and	 achievement	 of	 Ariganello	 as	 an	

independent	 filmmaker,	 as	well	 as	 a	 brief	 history	 of	 different	 gauges	 of	 film.	 The	

second	chapter	offers	a	reflection	on	the	process	of	cataloguing,	a	critical	analysis	of	

the	collection,	and	preservation	recommendations.	
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Introduction 
	 	 Roberto	 Ariganello	was	 born	 in	 Thunder	Bay,	 Ontario,	 Canada	 in	 1961.	 He	

was	the	Executive	Director	of	LIFT	(Liaison	of	Independent	Filmmakers)	from	2003	

to	2006,	and	he	served	on	the	board	of	CFMDC	(Canadian	Filmmakers	Distribution	

Center)	from	1999	to	2002.	He	made	a	total	of	six	films,	including	“Yesterday’s	Wine”	

(1999),	 “Shelter”	 (2001),	 “Non-zymase	 Pentathlon”	 (1995),	 “Contrafacta”	 	 (2000),	

“Lotería”(1996),	and	“Gesture”(1999).	He	tragically	drowned	in	2006	in	an	accident,	

shortly	after	donating	a	 truckload	of	editing	equipment	to	 the	Atlantic	Filmmakers	

Co-operative	 in	 Nova	 Scotia.	 He	 completed	 six	 independent	 films	 that	 made	 a	

significant	contribution	to	Canadian	independent	cinemas.	

According	 to	 Ariganello’s	 friends	 and	 colleagues,	 he	 was	 obsessed	 with	

filmmaking,	especially	the	use	of	super	8mm	film.	His	passion	for	independent	films	

is	reflected	in	the	collection	discussed	in	this	thesis.	The	main	collection	at	CFMDC	

consists	 of	 eleven	 8mm	 films,	 twenty-two	 super	 8mm	 films	 and	 fifty-four	 16mm	

films,	comprising	home	movies,	unfinished	work	and	experimental	film	clips	created	

by	 Ariganello	 himself.	 The	 content	 of	 these	 films	 is	 diverse,	 from	 landscapes	 of	

different	cities	 to	documentations	of	daily	 life	(Figures	1.1	and	1.2).	The	collection	

was	 donated	 by	 Chris	 Gehman	 and	 Ariganello’s	 other	 friends	 to	 CFMDC	 in	 2006.	

However,	no	documentation	regarding	the	donation	could	be	found,	which	means	all	

the	information	on	donation	process	was	provided	to	the	author	by	Chris	Gehman.	

My	 project	 at	 CFMDC	 included	 inspecting,	 cataloguing,	 and	 rehousing	Ariganello’s	

collection.	 Most	 of	 the	 films	 are	 found	 in	 the	 original	 Kodachrome	 color	 reversal	

stock	box	 (Figure	1.3).	Labels	and	handwriting	 can	be	 found	on	 some	of	 the	 films.	

However,	 metadata	 such	 as	 the	 year	 of	 production	 and	 the	 title	 are	 too	 limited.	

Dating	the	films	must	rely	on	their	manufacturing	codes	on	the	film	stock.	Due	to	the	

condition	of	 these	 films,	 they	 could	not	be	projected	 for	 this	project;	 instead,	 they	

were	 assessed	 by	 running	 them	 through	 a	 magnifying	 lens,	 reading	 Ariganello’s	
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handwriting	 on	 the	 film	 box,	 and	 any	 information	 that	 can	 be	 found	 during	 the	

research.	 	

This	thesis	consists	of	two	chapters	and	three	appendices.	The	first	chapter	is	a	

literature	 review,	 presenting	 background	 information	 on	 CFMDC,	 Ariganello	 as	 an	

independent	 filmmaker,	and	articles	regarding	his	death	 in	2006.	 It	also	includes	a	

brief	history	of	8mm,	super	8mm,	and	16mm	films,	which	is	important	in	dating	the	

date	 of	 Ariganello’s	 films.	 Some	 relevant	 bibliography	 on	 film	 cataloguing	 and	 the	

preservation	of	orphan	films	is	discussed	in	this	chapter	as	well.	The	second	chapter	

is	 the	 case	 study	 of	 The	 Roberto	 Ariganello	 Home	Movie	 and	 Personal	 Collection,	

which	 gives	 specific,	 and	 practical	 information	 on	 the	 donation	 process,	 research	

methodology,	inventory	making,	and	a	recommendation	on	preservation.	 	

Before	 this	 project,	 no	 preservation	 work	 had	 been	 completed	 on	 the	 films.	

Therefore,	preserving	the	original	prints	 is	a	matter	of	urgency.	 It	 is	also	crucial	to	

investigate	Ariganello’s	earlier	work,	the	formation	of	his	film	style,	the	influence	of	

his	family	and	his	early	experiences,	as	well	as	the	production	of	small	gauge	films	

because	 of	 Ariganello’s	 passion	 for	 8mm	 and	 super	 8mm	 film.	 The	 inventory	

generated	 as	 part	 of	 this	 thesis	 will	 provide	 greater	 access	 to	 anyone	 who	 is	

interested	in	Ariganello’s	work.	
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Chapter 1: Literature Review 

In	 what	 follows,	 I	 offer	 a	 brief	 introduction	 to	 Canadian	 Filmmakers	

Distribution	Centre	–	the	institution	where	Roberto	Ariganello’s	personal	collection	

is	stored,	 the	life	and	professional	status	of	Ariganello,	background	 information	on	

different	 film	 gauges,	 film	 cataloguing,	 and	 the	 preservation	 of	 orphan	 films.	 This	

survey	 provided	 me	 with	 adequate	 preparation	 before	 my	 on-site	 research	 at	

CFMDC.	Together	with	the	literature,	the	inspection	and	cataloguing	of	the	collection,	

and	 the	 conversations	 with	 Chris	 Kennedy	 and	 Chris	 Gehman,	 they	 provide	 a	

comprehensive	survey	of	my	topic	of	research	and	my	working	methodology.	

	

1.1	Canadian	Filmmakers	Distribution	Centre	

Founded	 in	 1967	 and	 based	 in	 Toronto,	 Canada,	 CFMDC	 is	 a	 non-profit	

institution	whose	mission	 is	 the	distribution	and	material	 and	spiritual	 support	of	

independently	 produced	 films,	 as	well	 as	 contributing	 to	 the	 creation	 of	 a	 culture	

receptive	 to	 both	 independent	 filmmakers	 and	 the	 exhibition	 of	 their	 work.1	

According	to	Ilinka	Mihailescu,	it	was	founded	by	a	group	of	young	filmmakers,	who	

met	 at	 the	University	 of	Toronto’s	 Victoria	 College	 to	 screen	 various	 experimental	

works.	This	meeting	led	to	the	creation	of	CFMDC.2	

Based	on	the	catalogue	brochure	of	CFMDC	(published	with	the	support	of	the	

Ontario	Arts	Council	Arts	Investment	Fund)	CFMDC	distributed	over	3,700	film	titles	

by	3,500	filmmakers	worldwide.3	 The	 films	were	produced	from	the	1950’s	 to	 the	

present,	and	the	collection	continues	to	grow	steadily.	CFMDC	also	makes	 its	 films	

available	 for	 rental	 and	 sale	 to	 both	 institutions	 and	 private	 individuals.	 With	 an	

																																																								
1	 Canadian	Filmmakers	Distribution	Centre	(Toronto:	Lisa	Kiss	Design).	2013.	
2	 Ilinka	Mihailescu,	"No	Judgement:	A	History	of	the	Canadian	Filmmakers	Distribution	Centre,"	Local	Film	
Cultures:	Toronto,	August	31,	2015,	,	accessed	November	19,	2017,	
https://localfilmculturestoronto.wordpress.com/no-judgement-a-history-of-the-canadian-filmmakers-distributi
on-centre/.	
3	 Canadian	Filmmakers	Distribution	Centre	(Toronto:	Lisa	Kiss	Design).	2013.	
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open-door	 policy,	 all	 filmmakers	 are	 welcome	 at	 CFMDC,	 and	 they	 can	 become	 a	

member	and	also	have	their	own	films	distributed.	CFMDC	also	regularly	organizes	

touring	 and	 curated	 programs	 from	 their	 collection	 for	 festivals	 and	 marketing	

events	around	the	world.4	

	

1.2	Roberto	Ariganello	

The	 few	 extant	 secondary	 sources	 on	 Ariganello,	 comprise	 of	 his	 personal	

website,	 his	 obituary,	 and	 the	memorial	 articles	written	 by	 others.	The	website	of	

Roberto	Ariganello	mainly	introduces	his	six	films,	and	includes	a	Curriculum	Vitae,	

and	a	report	on	the	memorial	event	set	up	for	him.	Ariganello	was	the	president	and	

the	 chair	 of	 the	 Board	 of	 Directors	 of	 CFMDC	 from	2001-2003,	 and	 the	 executive	

Director	 of	 Liaison	 of	 Independent	 Filmmakers	 of	 Toronto	 (LIFT)	 from	 2003	 to	

2006.5	 	 	

The	 “Super8porter”	website,	 run	by	 the	Canadian	 super	8mm	 filmmaker	 John	

Porter	since	1968,	presents	four	short	news	reports	on	Ariganello.	The	first	one	is	a	

draft	of	a	speech	delivered	by	John	Porter.	Porter	gave	a	memorial	talk	recalling	his	

relationship	 with	 Ariganello	 and	 offering	 a	 personal	 perspective	 on	 him	 and	 his	

work.	He	mentions	that	Ariganello	was	a	filmmaker	with	humor	and	affection	for	the	

arts	 and	 a	 luminous	 personality.	 Ariganello	made	 a	 great	 contribution	 to	 LIFT,	 as	

well	 as	 to	 the	 development	 of	 Canadian	 independent	 film.6	 According	 to	 his	

obituary	published	in	the	Globe	and	Mail	by	Noreen	Shanahan,	Ariganello	supported	

many	independent	filmmakers	by	setting	up	his	own	film	salon.	Ariganello	was	also	

obsessed	with	super	8mm	films:	the	filmmaker	Siue	Moffat	mentions	in	the	obituary,	

that	Ariganello	“was	the	spark”	that	began	her	love	of	super	8.	Similarly,	Ariganello’s	

long-time	 friend	 and	 colleague	 Chris	 Kennedy	 recalls	 that	 “he	 provided	
																																																								
4	 Robert	Everett	Green,	"CFMDC	Unreels	History."	The	Globe	and	Mail	(1936-Current),	Jul	13,	1987.	 	
5	 "Roberto	Ariganello,"	Roberto	Ariganello,	accessed	November	19,	2017.	
http://robertoariganello.com/?page_id=2	
6	 John	Porter,	"Speech	Delivered	by	John	Porter	at	LIFT's	Community	Memorial,"	Super8porter,	August	23,	2006,	 	
accessed	May	29,	2018,	http://www.super8porter.ca/Roberto.htm.	
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opportunities	to	use	up	the	last	rolls	of	regular	8	mm…”7	 	

A	 news	 report	 on	 his	 death	 published	 by	 the	 Toronto	 Daily	 Star	 states	 that	

Ariganello	drowned	in	2006,	shortly	after	donating	a	truckload	of	editing	equipment	

to	 the	Atlantic	Filmmakers	Co-operative	 in	Nova	Scotia.	 In	 this	 report,	Ariganello’s	

friend	and	colleague	Deirdre	Logue	states	that	“Ariganello's	influence	and	impact	on	

the	national	film	community	is	 ‘‘immeasurable,’’	and	that	the	death	of	Ariganello	is	

“really,	 really	 tragic.”8	 Lastly,	 an	 article	 by	Kristen	 Lipscombe	published	 in	Halifax	

Chronicle	 Herald,	 which	 is	 similar	 in	 content	 to	 previous	 articles,	 additionally	

mentions	 that	 Ariganello	 was	 a	 helpful	 person	 “who	 loved	making	 films,	 helping	

others	and	living	life	to	the	fullest.9	

Ariganello’s	 status	 and	 dedication	 to	 Canadian	 independent	 filmmaking	 is	

undeniable,	and	he	is	acknowledged	as	one	of	the	most	vital	cultural	workers	when	

it	 comes	 to	 his	 devotion	 to	 the	 independent	 film	 and	 art	 industries.	 Logue,	 the	

former	 director	 of	 the	 CFMDC	 comments	 that	 his	 influence	 and	 impact	 on	 the	

national	film	community	is	“immeasurable.”10	

	

1.3	16mm,	8mm	and	super	8mm	

Since	the	collection	that	I	worked	on	consists	of	16mm,	8mm,	and	super	8mm	

films,	 it	 is	 significant	 to	 discuss	 the	 background	 of	 these	 film	 gauges.	 In	 The	

Preservation	 Management	 Handbook:	 A	 21st-Century	 Guide	 for	 Libraries,	 Archives,	

and	Museums,	Liz	Coffey	and	Elizabeth	Walters	provide	basic	information	about	the	

most	 common	 film	 gauges,	 including	 the	 purposes	 of	 use,	 dates	 in	 use,	 and	

identification	 factors.	They	also	give	detailed	advice	on	 the	preferred	environment	

and	 recommendations	 for	 storage	 and	methods	 of	 handling.	 The	 following	 points	

discussed	 in	 the	 book	 are	 applicable	 to	 the	 preservation	 of	 Ariganello’s	 personal	
																																																								
7	 Noreen	Shanahan,	"ROBERTO	ARIGANELLO,	FILMMAKER	1961-2006,"	The	Globe	&	Mail,	October	4,	2006,	
accessed	November	19,	2017,	http://www.super8porter.ca/Roberto.htm.	
8	 “Toronto	filmmaker	drowns	in	Nova	Scotia,”	Toronto	Daily	Star,	August	15,	2006.	
9	 Super8porter	/	ROBERTO	/.	Accessed	November	19,	2017.	http://www.super8porter.ca/Roberto.htm.	
10	 Noreen	Shanahan,	"ROBERTO	ARIGANELLO,	FILMMAKER	1961-2006,"	The	Globe	&	Mail,	October	4,	2006.	
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collection:	 “avoid	 wide	 variations	 in	 and	 extremes	 of	 temperature	 and	 relative	

humidity,”	 “reduce	or	eliminate	exposure	to	direct	sunlight,”	and	“keep	objects	 in	a	

clean	 environment,	 free	 from	 dust,	 fumes,	 and	 smoke	 and	 free	 from	 animal	 and	

insect	pests.”11	 	

They	 state	 the	 differences	 between	 16mm,	 8mm	and	 super	 8mm	 in	 terms	 of	

amateur	 and	 home	 use:	 16mm	 was	 the	 most	 commonly	 used	 by	 amateur	 and	

semi-professional	filmmakers;	8mm	film	was	more	affordable	for	home	filmmaking;	

and	Super	8	“brought	a	revolution	in	amateur	film	stocks	in	1965.	It	has	two	major	

advantages:	 it	was	 sold	 in	 a	 cartridge	 (which	made	 loading	 the	 camera	 extremely	

simple),	 and	 it	 had	 a	 larger	 image	 area	 than	 8mm.”12	 16mm	 was	 introduced	 by	

Kodak	 in	 1923,	 and	most	 16mm	 films	 stored	 in	 archives,	 libraries,	 and	museums	

date	 from	 the	 1920s	 through	 the	 early	 1980s;	 8mm	was	 introduced	 by	 Kodak	 in	

1932	 for	home	moviemakers;	 and	 super	8mm	was	 first	 sold	 in	1965.13	 Regarding	

Ariganello’s	collection,	although	the	dates	of	most	films	are	too	difficult	to	clarify,	it	

is	can	still	be	estimated	from	the	film	box	and	edge	codes	of	the	prints	that	film	was	

manufactured	and	boxed	in	the	1960s	or	1970s.	 	 	

	

1.4	Film	Cataloguing	 	

Cataloguing	is	one	of	the	most	important	procedures	in	audiovisual	archives,	as	

“carriers	 cannot	 easily	 be	made	 accessible	 until	 they	 are	 brought	 under	 inventory	

control.”	It	is	defined	as	“the	intellectual	description	of	the	content	of	a	work,	done	

according	to	precise	and	consistent	rules.”	Cataloguing	is	“a	professional	discipline,”	

and	should	be	“developed	according	to	international	professional	standards.”14	

In	Moving	 Image	 Cataloging:	 How	 to	 Create	 and	 How	 to	 Ese	 a	 Moving	 Image	

																																																								
11	 Liz	Coffey	and	Elizabeth	Walters,	"Moving	Image	Materials.,"	in	The	Preservation	Management	Handbook:	A	
21st-Century	Guide	for	Libraries,	Archives,	and	Museums	(USA:	Rowman	&	Littlefield	Publishers,	2014),	104.	
12	 Ibid.	
13	 "PRESERVATION	BASICS,"	National	Film	Preservation	Foundation:	Download	PDF,	7,	accessed	November	20,	
2017,	https://www.filmpreservation.org/preservation-basics/the-film-preservation-guide-download.	
14	 Ray	Edmondson,	Audiovisual	Archiving:	Philosophy	and	Principles,	3rd	ed.	(Paris:	UNESCO,	2016),	80.	
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Catalog,	 the	 author	 describes	 effective	 cataloguing	decisions	 that	 not	only	 capture	

adequate	metadata	of	 film	collections,	but	also	meet	 the	needs	of	 the	users	within	

the	 institution.	 It	 is	 easier	 for	 the	 users	 to	 access	 information	 about	 a	 collection	

quickly	when	its	description	is	concise.	However,	budgets	for	cataloguing	are	always	

limited,	 thus,	making	 the	 judgment	 on	 the	 value	 of	 the	 collection	 and	 the	 level	 of	

description	very	important.15	 	

Regarding	Ariganello’s	collection,	the	metadata	that	are	relevant	for	cataloguing	

include	 coverage	 (place	 and	 time),	 creator,	 date	 (production	 date	 and	 edge	 code	

date),	 description,	 format	 (gauge	 and	 length),	 color,	 sound,	 identifier,	 language	

(dialogue	 and	 title),	 film	 polarity	 (positive	 or	 negative),	 base	 type	 (acetate	 or	

polyester),	copyright,	subject	(genre),	title,	type,	note,	and	condition.	The	metadata	

standard	 chosen	 for	 the	 inventory	 of	 Ariganello’s	 collection	 is	 Dublin	 Core.	 Using	

Dublin	 Core	will	 increase	 the	 efficiency	 of	 the	 discovery	 and	 the	 retrieval	 of	 each	

work.	 According	 to	 the	 Dublin	 Core	 Metadata	 Initiative,	 Dublin	 Core	 metadata	 is	

“used	 to	 supplement	 existing	 methods	 for	 searching	 and	 indexing	 Web-based	

metadata,	 regardless	 of	 whether	 the	 corresponding	 resource	 is	 an	 electronic	

document	or	a	‘real’	physical	object.”	 16	

In	 “Documenting	 the	 Process	of	 Film	Preservation,”	 Karen	Gracy	presents	 the	

film	preservation	process	in	detail	with	the	aid	of	diagrams.	She	divides	the	process	

into	eight	steps,	 the	third	of	which	 is	about	 the	 inspection	and	the	 inventorying	of	

the	 films.	 In	 the	 conclusion,	 the	 author	 argues	 that	 the	 purpose	of	 her	 study	 is	 to	

remind	archivists	 to	 consider	 film	as	a	medium	carrying	 its	 cultural	 value	with	 it:	

“By	 studying	 this	 community	 as	 a	 sociocultural	 phenomenon	 rather	 than	 as	 an	

object	of	historical	or	 critical	 analysis,	we	can	 reflect	not	only	on	what	we	do,	but	

																																																								
15	 Martha	M.	Yee,	"	Introduction	to	Moving	Image	Cataloging,"	in	Moving	Image	Cataloging:	How	to	Create	and	
How	to	Use	a	Moving	Image	Catalog	(USA:	Greenwood	Publishing	Group,	2007),	1-24.	
16	 "Dublin	Core	Metadata	Initiative	Frequently	Asked	Questions	(FAQ)."	DCMI:	Dublin	Core	Metadata	Initiative	
Frequently	Asked	Questions	(FAQ).	Accessed	December	11,	2017.	http://dublincore.org/resources/faq/.	
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also	 on	 what	 we	 value	 and	 how	 those	 values	 affect	 our	 actions.”17	 Although	

Ariganello’s	personal	collection	may	not	be	seen	as	significant	as	his	finished	work,	

or	its	preservation	may	not	be	treated	as	a	priority	task,	it	still	carries	its	value.	By	

looking	 into	 this	 collection,	 anyone	 who	 is	 interested	 in	 Ariganello’s	 work	 can	

acquire	more	information	of	Ariganello’s	beginnings,	the	formation	of	his	film	style,	

the	 influence	 of	 his	 family	 and	 his	 early	 experiences.	 A	 variety	 of	 cultural	

conventions	 are	 represented	 in	 this	 collection	 as	 well,	 as	 the	 films	 were	 shot	 in	

different	 countries.	 The	 collection	 will	 be	 more	 accurately	 appraised	 when	 its	

intrinsic	value	is	discovered.	

	

1.5	Preservation	of	Orphan	Film	

As	orphan	films,	this	collection	of	Ariganello’s	work	has	been	ignored	for	a	long	

period	 of	 time.	 Ariganello’s	 home	 movie	 and	 personal	 collection	 may	 not	 be	 as	

famous	as	his	other	film	productions	that	are	distributed	at	CFMDC.	Nonetheless,	it	

is	 crucial	 to	 investigate	 his	 earlier	 work,	 the	 formation	 of	 his	 film	 style,	 and	 the	

influences	 on	 his	 films.	 Toni	 Treadway	 addressed	 the	 significance	 of	 preserving	

home	 movies	 in	 "Home	 Movies:	 A	 Basic	 Primer	 on	 Care,	 Handling,	 Storage”	

published	in	2016:	 	
	
Home	movies	 hold	 both	 a	 personal	 and	 cultural	 treasure	 that	 can	 last	 a	 long	 time	 for	 future	
generations	 to	enjoy…	Home	movies	are	as	 important	 to	preserve	and	share	as	old	photos,	old	
diaries,	 old	 paintings	 and	 sketches,	 great-grandmother's	 quilt	 or	 great-grandfather's	 carving.	
They	are	a	folk	art,	sometimes	high	cinema,	and	always	a	very	close-up	window	on	the	culture.18”	

	

He	considers	home	movies	as	“unique	cultural	documents.”19	

Orphan	 films	 have	 been	 getting	 more	 and	 more	 attention	 since	 the	 First	

Orphan	 Film	 Symposium	 in	 1999.	 However,	 researchers	 began	 to	 notice	 the	
																																																								
17	 Karen	F.	Gracy,	"Documenting	the	Process	of	Film	Preservation."	The	Moving	Image,	Vol	3,	No	1	(Spring	2003):	
39,	accessed	May	30,	2018,	http://muse.jhu.edu/article/43865.	
18	 "Home	Movies:	A	Basic	Primer	on	Care,	Handling,	Storage,"	Little	Film,	for	lovers	of	8mm,	February	19,	2009,	,	
accessed	November	20,	2017,	http://www.littlefilm.org/.	
19	 Ibid.	
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importance	 of	 preserving	 orphan	 films	 back	 in	 1993.	 Dan	 Streible	 traces	 the	

development	of	preservation	work	of	orphan	films	in	“The	Role	of	Orphan	Films	in	

the	 21st	 Century	 Archive.”	 He	 states	 that	 the	 phrase	 “Orphan	 films”	 “formally	

categorized	 orphan	 films	 as	 a	 problem	 child	 for	 archives”	 starting	 in	 1993.20	

Preserving	 orphan	 films	 is	 still	 a	 challenging	 task	 for	 institutions	 at	 the	 present	

time.	As	Streible	concludes,	“the	study	of	film	may	not	long	remain	dominant	in	the	

postcelluloid	age	ahead,	but	the	concept	of	‘orphan’	should	continue	to	serve	as	an	

incisive	 metaphor	 for	 archivists	 and	 scholars	 in	 the	 twenty-first	 century.”21	

Ariganello’s	 personal	 collection	 consists	 of	 a	 variety	 of	 amateur	 films	 that	 fall	

under	the	umbrella	of	 “orphan	films”:	home	movie,	 travel	 film	and	documentary.	

According	 to	Ariganello’s	 friend	 Chris	Gehman,	who	was	 involved	with	 donating	

the	 collection	 to	 CFMDC,	 most	 of	 the	 films	 of	 this	 collection	 were	 not	 shot	 by	

Ariganello	himself.	This	 is	not	surprising	since	Ariganello	was	keen	to	use	 found	

footage	 to	 make	 films.	 Therefore,	 the	 creator	 and	 date	 of	 most	 films	 in	 the	

collection	 are	 impossible	 to	 clarify,	 which	 makes	 the	 copyright	 status	 of	 this	

collection	hard	to	judge.	It	requires	archivists	or	researchers	to	devote	additional	

time	and	resources	to	discover	its	value	and	significance.	 	

	

	

Chapter 2: Case Study: The Roberto Ariganello Home Movie 

and Personal Collection 

	 	 	 	 This	 chapter	 focuses	 on	 the	 details	 of	 the	 donation	 process	 of	 the	 Roberto	

Ariganello’s	collection,	the	methodologies	of	my	research,	and	the	difficulties	I	ran	

into	 during	 the	 cataloguing	 process.	 As	 “orphan	 films,”	 this	 collection	 needs	 a	

different	 set	 of	 metadata	 than	 commercial	 (fiction)	 films	 when	 making	 an	
																																																								
20	 Streible,	Dan.	"The	Role	of	Orphan	Films	in	the	21st	Century	Archive."	Cinema	Journal	46,	no.	3	(2007):	124.	
21	 Ibid,	128.	
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inventory.	 Additionally,	 ethical	 issues	 arose	 during	 the	 cataloguing	 process.	 This	

chapter	 also	 outlines	 some	 preservation	 recommendations	 and	 suggestions	 of	

more	 suitable	 institutions	 for	 the	 storage	 of	 this	 collection.	 The	 appendices	

includes	my	 interview	with	 Chris	Gehman	 and	Chris	Kennedy	who	provided	me	

with	much	 information	on	this	collection,	 the	tables	of	catalogued	films	with	the	

relevant	 metadata,	 and	 other	 relevant	 documentation	 of	 Roberto	 Ariganello,	

including	 his	 curriculum	 vitae	 of	 Ariganello,	 the	manuscripts	 related	 to	 his	 film	

Gestures	about	the	sound	tape,	and	stills	from	the	film	Lotería	shot	by	Ariganello.	

2.1	Donation	Process	

	 	 	 	 	 	 Roberto	Ariganello’s	personal	collection	was	donated	by	his	old	classmate	

and	friend	Chris	Gehman,	the	former	executive	director	of	CFMDC	Deirdre	Logue,	

and	the	director	of	the	technology	department	of	LIFT	Karl	Reinsalu,	to	CFMDC	in	

2007	or	2008.	However,	 Gehman	 couldn’t	 remember	 the	 details	 of	 the	 donation	

and	 no	 documentation	 regarding	 the	 donation	 process	 could	 be	 found	 after	 ten	

years.	

	 	 	 	 The	 reason	 for	 choosing	CFMDC	as	 the	place	 to	 store	Ariganello’s	 collection	

was	 twofold.	 Firstly,	 CFMDC	 is	 equipped	 with	 the	 appropriate	 storage	 space	 to	

keep	the	collection	in	a	safe	vault	with	a	temperature	and	humidity	control	system.	

Secondly,	 Ariganello’s	 finished	works	were	 already	 in	 CFMDC’s	 collection	 before	

this	donation,	which	provides	researchers	with	greater	possibilities	for	access	and	

study	opportunities.	However,	since	CFMDC	is	not	an	archive	and	the	collection	is	

not	 suitable	 for	 distribution,	 the	 collection	 should	 probably	 be	 sent	 to	 a	 more	

suitable	 institution	 in	 the	 future.	 Several	 recommendations	 are	 given	 in	 the	

“Preservation	Recommendations”	section	of	this	thesis.	 	

	

2.2	Methods	

2.2.1	Text-based	Research	
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	 	 	 	 	 Research	into	Roberto	Ariganello,	CFMDC,	and	film-related	resources	started	

before	my	placement	at	CFMDC	and	provided	me	with	background	and	contextual	

information.	 Even	 though	 there’s	 a	 scarcity	 of	 information	 on	 Ariganello,	 my	

interview	 with	 Ariganello’s	 colleagues	 and	 friends	 Chris	 Gehman	 and	 Chris	

Kennedy	provided	me	with	useful	context	on	both	Ariganello	and	this	collection.	 	

My	 research	 on	 CFMDC	 included	 the	 official	 brochure	 of	 CDMDC	 and	 its	

website,	as	well	as	relevant	journal	articles.	Visiting	the	institution	and	taking	part	

in	 the	 rehousing	 work	 (the	 physical	 relocation	 of	 all	 the	 collections)	 of	 CFMDC	

were	also	useful	 in	my	research	process	and	 in	my	training	to	use	the	FileMaker	

system	to	make	the	inventory.	 	

It	 was	 significant	 to	 research	 different	 edge	 codes	 and	 information	 on	 the	

Kodachrome	and	Ektachrome	film	boxes	where	the	collection	is	stored	to	decipher	

the	locations	and	date	range	of	the	film.	However,	Chris	Gehman	found	that	all	the	

16mm	 films	 stored	 in	 the	 boxes	 are	 not	made	 by	Ariganello;	 instead,	 they	were	

collected	by	Ariganello	from	others’	work,	which	means	it	might	be	not	useful	to	

research	into	the	information	on	the	boxes.	 	

Primary	resources	also	include	Ariganello’s	six	finished	films	that	are	stored	

at	CFMDC	and	watching	them	was	also	an	important	way	for	me	to	become	more	

familiar	with	 his	 personal	 collection.	 According	 to	Gehman’s	 introduction	 in	my	

interview	with	him,	most	of	the	films	from	this	collection	were	collected	from	flea	

markets	or	camera	stores	by	Ariganello.	This	speaks	to	his	passion	for	using	found	

footage	to	make	experimental	films	such	as	Yesterday’s	Wine	(1999),22	 and	Shelter	

(2001).23	 However,	out	of	concern	 for	 the	condition	of	 the	 film	prints,	 I	watched	

the	films	on	DVD.	There	is	also	some	relevant	documentation	stored	in	the	cabinet	

at	CFMDC	that	provide	me	with	certain	information	on	Ariganello	and	his	work.24	

																																																								
22	 Yesterday's	Wine,	dir.	Roberto	Ariganello	(Canada:	Canadian	Filmmakers	Distribution	Center,	2007),	DVD.	
23	 Shelter,	dir.	Roberto	Ariganello	(Canada:	Canadian	Filmmakers	Distribution	Center,	2007),	DVD.	
24	 See	“Appendix	B.”	
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2.2.2	On-site	Research:	Physical	Inspection	

	 	 	 	 	 Roberto	 Ariganello’s	 collection	 is	 stored	 in	 a	 plastic	 box	 that	 is	 about	 48	

inches	in	length,	37	inches	in	width,	and	26	inches	in	height.	It	consists	of	eleven	

8mm	films,	twenty-one	super	8mm	films,	and	fifty-four	16mm	films.	The	8mm	and	

super	8mm	 films	are	kept	 in	 random	 film	boxes	or	winded	on	metal	 and	plastic	

reels	 (Figures	 2.1	 and	 2.2),	 while	 most	 of	 the	 16mm	 films	 are	 in	 the	 Kodak	

Ektachrome	and	Kodachrome	cardboard	boxes	 from	 the	 film	 laboratory.	 In	most	

instances,	there	is	a	100	feet-long	silent	film	in	the	color	boxs,	with	handwriting	on	

the	box	(Figure	2.2).	A	small	number	of	films	in	the	box	are	in	several	pieces	that	

required	 re-attaching	 or	 splicing.	 In	 that	 case,	 artist	 tape	 (a	 tape	 that	 has	 a	 low	

tack	adhesive)	was	used	 to	attach	 them	 together	 temporarily.	Almost	half	of	 the	

boxes	contain	a	blue	sticker	with	a	number	on	them.	However,	the	meaning	of	the	

numbers	 is	 hard	 to	 clarify	 due	 to	 the	 limited	 information	 that	 exists	 on	 the	

collection	(Figures	2.3	and	2.4).	 	

	 	 	 	 	 Some	of	 the	 films	were	 in	a	relatively	bad	condition;	the	biggest	problem	is	

mold	and	shrinkage.	 I	cleaned	the	mold,	dirt,	oil	and	adhesive	on	both	reels	and	

prints	 with	 alcohol	 before	 each	 inspection,	 but	 the	 damage	 to	 the	 prints	 is	

irreversible.	It	can	be	speculated	that	most	damage	was	caused	by	humidity	as	the	

collection	 hasn’t	 been	 stored	 in	 a	 proper	 place	 for	 a	 long	 period	 of	 time.	 The	

condition	of	each	film	can	be	found	in	the	“Condition”	section	of	the	inventory	in	

the	Appendix	C.25	

	

	

	

	

	

																																																								
25	 See	“Appendix	C.”	
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Figure 2.1  

Figure 2.2  
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Figure 2.3  

Figure 2.4  
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2.2.3	On-site	Research:	Cataloguing	and	Making	the	Inventory	

The	 films	were	 catalogued	 on	 FileMaker	 Pro	 after	 inspection	 and	 necessary	

repairs.	 CFMDC	 uses	 FileMaker	 Pro	 to	 catalogue	 all	 its	 films	 in	 distribution.	 It	

provides	staff	with	a	complete	database	with	information	on	each	 film,	 including	

film	 title,	 filmmaker,	 year,	 film	 length,	 country,	 region,	 language,	 format,	 sound,	

color,	category/subject,	and	so	on.	The	physical	condition,	the	booking	information	

including	the	client’s	name,	shipping	date	and	the	price	can	also	be	 found	 in	the	

FileMaker	system.	Although	all	six	of	Ariganello’s	films	are	stored	and	distributed	

by	CFMDC,	the	box	with	his	personal	collection	is	not	meant	for	distribution	since	

it	 only	 consists	 of	 unfinished	 clips	 and	 home	movies.	 Therefore,	 CFMDC	 is	 now	

considering	creating	a	new	archival	database	for	the	collections	that	are	not	meant	

for	distribution	featuring	additional	documentation	on	these	films.	The	inventory	

made	for	Ariganello’s	collection	consists	of	spreadsheets	(See	Appendix	C),	and	it	

will	 be	 imported	 into	 FileMaker	 once	 the	 archival	 database	 with	 the	

corresponding	metadata	fields	is	created.	

The	metadata	of	the	archive	will	be	different	from	the	database	of	the	films	in	

distribution.	 The	 Ariganello	 collection	 hasn’t	 been	 officially	 accessioned	 yet.	

Therefore,	there’s	no	current	metadata	or	physical	description	of	the	collection.	As	

I	already	mentioned,	the	metadata	standard	that	we	used	to	provide	access	to	the	

Ariganello’s	collection	in	the	inventory	is	Dublin	Core.	The	fields	necessary	for	the	

archival	database	 include	 contributor,	 coverage	 (of	place	and	 time),	 creator,	date	

(production	 year	 and	 edge	 code	 year),	 description,	 format	 (gauge	 and	 length),	

identifier,	language,	publisher,	relation,	right,	source,	subject(genre),	title,	and	type.	

After	 inspecting	all	 the	 films	in	Ariganello’s	collection,	 I	decided	to	remove	some	

fields	(contributor,	publisher,	and	relation),	but	add	fields	for	“Notes,”	“Condition,”	

“Film	Polarity,”	 and	 “Base	Type”	due	to	 the	specific	nature	of	 this	 collection.	The	

following	three	sections	introduce	the	fields	that	need	to	be	explained.	
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2.23i	Naming	Conventions	

The	 naming	 process	 is	 related	 to	 two	 metadata	 fields	 in	 the	 records:	

“Identifier”	 and	 “Title.”	 The	 identifier	 is	 “an	 unambiguous	 reference	 to	 the	

resource	within	a	given	context.”26	 In	this	case,	the	films	were	roughly	categorized	

by	 their	 film	 gauges,	 and	 were	 given	 accession	 numbers	 starting	 with	

“2018.0001.0001.”	The	 first	 four	digits	show	the	accession	year	of	 the	collection;	

the	four	digits	in	the	middle	represent	the	accession	number	of	the	collection.	As	

all	86	 films	 in	 the	box	are	 considered	as	a	 single	 collection,	 this	number	will	be	

“0001”	for	all	films.	The	films	can	be	distinguished	by	the	last	four	digits:	each	film	

in	the	collection	was	given	a	unique	number	from	“0001”	to	“0086”.	All	films	were	

labeled	by	tape	with	handwritten	identifier	number	(Figure	2.5).	 	

Since	 all	 the	 films	 in	 Ariganello’s	 collection	 are	 unfinished	 clips,	

documentaries,	 and	 home	movies,	 they	 don’t	 have	 official	 titles	 like	 commercial	

films.	 Handwritten	 single	 words	 or	 numbers	 can	 be	 found	 on	 some	 cardboard	

																																																								
26	 "Dublin	Core	Metadata	Element	Set,	Version	1.1:	Reference	Description,"	DCMI:	DCMI	Metadata	Terms	,	
accessed	May	30,	2018,	http://dublincore.org/documents/dces/.	

Figure	2.5	
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boxes	or	labels,	which	may	indicate	the	location,	time	period,	and	people	involved.	

However,	 Ariganello’s	 death	 made	 it	 impossible	 to	 clarify	 the	 name	 and	 the	

content	of	most	prints.	The	handwriting	and	 labels	on	 the	boxes	and	 reels	were	

used	 as	 a	 reference	 when	 creating	 names	 for	 some	 prints.	 Films	 without	 any	

legible	information	on	the	boxes	or	reels	were	labeled	“[Untitled]”.	Square	brackets	

were	put	on	the	outside	of	all	 the	titles	 indicating	that	 the	title	was	given	by	the	

archivist	instead	of	being	assigned	by	the	filmmaker.	

	

2.23ii	Creator	 	

Chris	 Gehman,	 the	 classmate	 and	 co-worker	 of	 Roberto	Ariganello	 provided	

much	 assistance	 in	 figuring	 out	 the	 details	 of	 the	 films	 in	 the	 collection.	 After	

looking	into	the	collection	and	inspecting	the	contents,	Gehman	found	out	that	the	

film	 with	 the	 identifier	 [2018.0001.0021]	 was	 part	 of	 the	 raw	 footage	 of	

Ariganello’s	 film	Yesterday’s	Wine	 (1999)	 and	 the	 shooting	 location	was	Mexico	

City.	The	film	[2018.0001.0029]	was	shot	by	Ariganello	as	well.	The	following	films	

were	 probably	 made	 by	 Ariganello:	 [2018.0001.0001],	 [2018.0001.0010],	

[2018.0001.0011],	 [2018.0001.12],	 [2018.0001.0013],	 [2018.0001.0014],	

[2018.0001.0015],	 and	 [2018.0001.0016];	 however,	 Gehman	 couldn’t	 define	 the	

creator	with	certainty.	As	a	result,	all	the	fields	with	an	uncertain	attribution	are	

followed	by	a	question	mark	in	the	inventory.	

It	is	also	worth	mentioning	that	there	is	a	VHS	tape	and	a	magnetic	tape	with	a	

letter	 in	 the	 collection.	 The	 VHS	 tape	 formely	 belonging	 to	 CFMDC	 contains	 the	

documentary	 Lotería	 (1996)	 made	 by	 Roberto	 Ariganello	 and	 Federico	 Hidalgo	

about	the	street	lottery	business	in	Mexico	(Figure	2.6).	CFMDC	returned	the	tape	

to	Ariganello	 since	 the	 format	 of	 tape	 had	 fallen	 into	 disuse.	 The	magnetic	 tape	

represents	the	interview	with	Ariganello	conducted	by	the	journalist	Carsten	Knox	

(Figure	2.7).	The	typewritten	letter	with	Knox’s	signature	is	dated	August	28,	2006,	



	 19	

stating	 that	 the	 interview	happened	 the	week	before	Ariganello’s	death	and	was	

thus	Ariganello’s	final	interview.27	 In	the	interview	Knox	conducted	for	a	story	he	

was	writing	for	the	Halifax	Alternative	Weekly	Ariganello	spoke	with	passion	about	

his	work.28	 	

	

2.23iii	Ethical	Issues	

	 	 The	 collection	 of	 Ariganello	 had	 not	 been	 inspected	 or	 catalogued	 before	

this	project.	Therefore,	there	was	no	inventory	or	any	note	that	could	be	referred	

to.	Due	to	the	paucity	of	information	on	 it,	 it	was	a	challenge	 for	me	to	 interpret	

the	 details	 such	 as	 the	 creator	 and	 the	 content.	 As	 I	 mentioned	 in	 the	

“Introduction,”	due	to	the	condition	of	these	films,	the	description	of	the	content	is	

based	 on	 viewing	 the	 film	 through	 a	 Light	 Box	 Loupe,	 reading	 Ariganello’s	

handwriting	on	the	film	boxes,	and	any	information	that	could	be	found	during	the	

research	 instead	 of	 screening	 them	 through	 a	 projector.	 As	 a	 result,	 the	

interpretation	was	necessarily	subjective	to	some	extent,	which	may	bring	about	

misconceptions	and	affect	the	future	access.	Since	some	of	the	handwriting	on	the	

film	box	is	illegible,	the	omission	of	some	information	was	inevitable.	 	

																																																								
27	 See	“Appendix	C.”	
28	 Carsten	Knox	to	Mr.	Barker,	August	28,	2006,	Toronto,	Canada.	
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Figure	2.6	

Figure	2.7	
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2.3	Preservation	Recommendations	

 Since	no	preservation	work	has	been	completed	on	the	films	yet,	it	is	urgent	
to	preserve	 the	 original	 prints.	 The	 condition	of	 Roberto’s	 home	movie	 series	 is	

stated	 in	 the	 “Condition”	 field	of	 the	 inventory	 in	 “Appendix	 C.”	Most	 films	have	

slight	emulsion	and	base	 scratches,	 slight	warpage	and	shrinkage,	moderate	dirt	

adhered	to	the	print	and	one	reel	shows	slight	color	fading.	However,	some	of	the	

16mm	films	that	are	stored	in	the	Kodak	box	of	Roberto’s	film	collection	are	in	a	

bad	condition,	 including	mold	on	 several	 films.	Therefore,	work	 still	needs	 to	be	

done	 after	 the	 cataloguing,	 including	 rehousing	 the	 original	 prints,	 and	 storing	

them	in	a	place	with	constant	temperature	and	humidity	control	to	avoid	further	

contamination.	 Digital	 preservation	 is	 another	 option,	 which	 will	 make	 the	

collection	more	accessible	to	researchers.	However,	due	to	the	limited	budget	and	

resources,	this	collection	may	not	be	considered	as	a	priority	to	be	digitized.	 	

Roberto's	 own	 films	were	 already	 in	 distribution	with	 CFMDC,	 and	 after	 he	

died,	his	family	and	friends	who	cleaned	out	his	home	passed	this	collection	onto	

CFMDC.	Therefore,	 the	 collection	 is	 the	original	 and	only	available	 film	prints	 in	

existence.	 According	 to	 Chris	 Gehman,	 Ariganello	 was	 planning	 to	 make	 a	 film	

about	 his	 grandfather	 living	 in	 Argentina	 before	 he	 died.	 In	 this	 collection,	 few	

films	were	found	that	were	shot	in	Argentina.	It	is	often	hard	to	confirm	whether	a	

film	was	shot	by	Ariganello	himself	or	was	purchased	from	a	flea	market,	owing	to	

the	unique	character	of	the	collection.	 	

Since	the	collection	will	not	be	distributed	in	the	future,	looking	for	a	suitable	

place	to	store	Ariganello’s	collection	permanently	is	another	matter	of	concern	to	

CFMDC.	The	best	place	for	this	collection	may	include	local	archives	and	libraries.	

Chris	Kennedy	and	Chris	Gehman	provided	some	advice	on	the	proper	institutions	

to	store	the	collection,	which	can	be	found	in	“Appendix	A.”	He	suggested	that	the	

collection	could	be	sent	 to	archives	 like	the	Media	Commons	of	 the	University	of	
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Toronto	 Public	 Library,	 Cinémathèque	 Québécoise	 and	 Library	 and	 Archives	

Canada,	where	more	staff	and	budget	may	be	allocated	to	storing	and	preserving	

the	collection.	Besides,	CFMDC	is	also	considering	setting	up	an	archival	database	

to	 catalogue	 and	 track	 all	 the	materials	 that	 are	 not	 suitable	 for	 distribution	 as	

well	as	relevant	documentation.	 	

 

Conclusion 

Cataloguing	 and	 making	 the	 inventory	 for	 Roberto	 Ariganello’s	 personal	

collection	 is	one	of	 the	most	 important	 steps	 for	 researchers	or	people	who	are	

interested	in	Ariganello’s	films	to	get	greater	access	to	his	finished	and	unfinished	

work.	 It	 is	 also	helpful	 to	discover	 its	 intrinsic	value	 so	 that	 archivists	 can	make	

better	decisions	on	the	preservation	work	needed.	This	project	 focused	more	on	

the	basic	metadata	of	the	collection,	rather	than	the	details	of	each	film.	However,	

the	 information	on	most	 films	 is	 too	limited	to	clarify	at	 this	stage,	which	means	

there	is	still	plenty	of	work	to	be	done	for	and	by	researchers	in	the	future.	

Many	decisions	made	in	this	project	were	subjective,	as	a	result	of	the	limited	

availability	 of	 information	 on	 this	 collection.	 However,	 the	 interpretation	 was	

made	carefully,	 combining	 text-based	and	on-site	 research,	 as	well	 as	 consulting	

people	with	experience.	No	matter	how	much	depth	the	research	could	go	into,	as	

a	researcher	and	an	archivist,	the	priority	is	always	the	preservation	of	the	films.	 	
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Appendix A: Interviews with Chris Kennedy and Chris Gehman 

Chris Kennedy is an independent filmmaker, film programmer and writer based in Toronto. 

He is the executive director of the Liaison of Independent Filmmakers of Toronto (LIFT). He 

met and became a friend of Roberto Ariganello at the LIFT. The interview took place on April 

5th, 2018 at the LIFT offices. 

--- 

NJH:	Could	you	start	by	introducing	your	background	and	your	relationship	

with	Roberto	please?	 	

	

CK:	Well,	I	have	been	a	LIFT	member	since	1999.	And	when	I	started	to	work	at	LIFT,	or	be	

a	member	of	LIFT,	Roberto	was	in	the	cage,	in	the	technical	department.	And	I	knew	him	

through	there,	through	the	community,	and	when	he	became	the	executive	director	at	that	

point;	And	a	couple	of	more	social	occasions.	So,	I	knew	him	as	a	friend	in	the	community.	 	

	 	

NJH:	What	made	you	interested	in	working	on	independent	film	and	

experimental	film,	for	yourself?	

	

CK:	For	myself,	I	was	looking	for	a	way	of	making	certain	types	of	work,	and	in	fact	there	is	

a	community	that	supports	that	type	of	film	making,	and	a	lot	of	people	who	were	

interested	to	work	self-reflexively	about	what	cinema	is	or	comes	from	personal	narrative	

discussion.	That	was	my	interest	as	a	filmmaker,	and	I	wasn’t	so	interested	or	became	less	

interested	in	the	conventional	world	of	narrative	and	dramatic	filmmaking.	I	realized	that	

I	wanted	to	approach	filmmaking	as	an	artist.	 	

	

NJH:	As	far	you	as	know,	how	about	Roberto?	Why	did	he	become	interested	

in	experimental	film?	
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CK:	From	my	experience,	Roberto	was	a	photographer	first.	And	I	think	Chris	[Gehman]	

and	Roberto	actually	met	or	overlapped	in	university,	but	Roberto	was	interested	in	

photography	and	then	discovered	independent	filmmaking.	And	then	when	he	was	at	LIFT,	

he	was	very	keen	on	people	just	making	stuff.	He	always	tells	people	and	asks	anybody	

when	they	were	making	first	film.	And	that	was	even	people	who	were	not	filmmakers	at	

all	or	didn’t	try	to	be	filmmakers,	he	would	try	to	inspire	people	to	make	their	first	film.	

People	like	Kathrin	Molène	for	example	who	was	a	programmer	and	a	curator	of	film	for	

Inside	Out.	He	got	on	that	case	and	she	eventually	ended	up	making	her	own	films.	So	I	

think	he	was	really	interested	in	the	idea	of	making	and	had	kind	of	a	passion	for	it	and	

after	he	stumbled	on	his	way	to	doing	stuff.	

 

NJH:	Regarding	Roberto’s	collection	(the	box),	could	you	tell	me	about	the	

donation	process	and	why	you	chose	CFMDC	to	send	it	to?	

	

CK:	That	was	before	my	time,	so	actually	Roberto	died	when	I	was	moving	to	San	

Francisco.	I	wasn’t	involved	in	any	of	the	donation	stuff.	I	was	in	San	Francisco	for	about	

two	years.	When	I	came	back,	everything	was	already	being	established.	I	didn’t	start	

working	on	it	until	I	became	an	employee	in	2013.	Chris	(Gehman)	may	have	a	better	idea	

for	that.	Chris	(Gehman)	is	one	of	the	people	who	were	handling	that	whole	thing.	 	

	

NJH:	The	next	step	for	me	is	entering	information	on	FileMaker.	So	I	need	

some	metadata	about	this	collection.	I’m	wondering	what’s	the	copyright	

[status	of]	the	collection	now?	Does	it	still	belong	to	Roberto?	

	

CK:	I	don’t	know	how	the	copyright	works.	I	think	it	belong	to	the	estate	wherever	that	is.	 	

	

NJH:	Have	you	looked	at	the	content	of	the	collection	yet?	  
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CK:	No,	I	have	never	opened	the	box.	I	mean	I	have	seen	his	films,	as	someone	in	the	

community,	as	a	programmer.	But	I	have	not	seen	what’s	in	the	box.	

	

NJH:	The	biggest	problem	for	me	is	that	the	content	of	the	films	is	not	

clarified,	and	most	of	them	are	unfinished	work,	such	as	home	movies	and	

experimental	short	clips.	Therefore,	I’m	not	sure	which	genre	the	films	

belong	to.	And	the	metadata	of	the	films	are	very	limited,	most	of	them	don’t	

even	have	years,	the	date	and	the	title.	So,	we	can	only	find	the	year	from	the	

edge	code.	 	 	

	

CK:	It	is	a	good	question.	Because	the	edge	code	is	from	when	the	print	is	made,	not	when	

the	film	was	made29.	He	left	behind	few	a	unfinished	projects,	and	I	assume,	because	you	

know	he	was	a	personal	filmmaker	that	the	material	looks	like	home	movies	and	became	

potentially	part	of	the	project.	I	think	Chris	(Gehman)	may	have	a	better	idea.	I	would	

think	that	if	you	could	put	home	movie,	experimental	film	and	unfinished	film	into	

metadata,	I	don’t	think	you	can	be	far	wrong.	As	you	can	see	his	completed	work,	for	

example,	“Shelter”	was	made	from	film	and	shot	elements,	and	a	lot	of	independent	and	

experimental	film	is	working	with	what’s	available,	what	we	come	across,	so there	is	a	

good	chance	that	collection	was	in	his	mind	sitting	somewhere	for	where	I	am	going	to	

put	this	film	with	that	film,	and	make	something	out	of	[…]	

	

NJH:	If	you	need	to	catalog	a	home	movie	or	unfinished	work	clips,	what	kind	

of	metadata	do	you	think	is	necessary	for	this	kind	of	film?	I	think	they	are	

different	from	commercial	films.	

	

CK:	Yes,	the	metadata	that	I	would	include,	I	don’t	know	if	this	is	industry	standard,	but	

																																																								
29	 Print	stocks	do	not	have	edge	codes,	just	camera	stocks.	
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like	found	footage,	home	movies,	abstract	perhaps,	travel	footage	are	good	if	you	can	

figure	out	where	the	footage	is.	He	traveled	a	lot	himself.	I	know	he	was	working	on	

something	about	his	grandfather	in	Argentina	as	a	personal	documentary.	The	nice	thing	

about	those	type	of	filmmaking	is	he	does	absolve	a	lot	of	different	descriptions.	 	

	 	 	

NJH:	As	unfinished	work,	the	collection	may	not	be	seen	as	important	as	his	

finished	work.	The	box	has	been	ignored	for	a	long	time,	so	do	you	have	any	

suggestions	for	the	preservation	of	this	film?	 	

	

CK:	It’s	a	good	question.	You	have	already	seen	the	box;	are	there	any	notes	or	paper	

work?	

	

NJH:	You	mean	from	Roberto	himself?	

	

CK:	Yes.	

	

NJH:	Just	some	words	on	the	film	box.	Like	“Bowling,”	“Beach”,	and	something	

like	that.	

	

CK:	So,	there	is	no	real	direction	as	to	where	these	films	were	meant	to	be.	Sometimes	you	

have	an	artist	who	passed	away	and	you	have	their	material,	and	there	is	actually	a	decent	

sense	of	how	the	film	might	look	if	it	was	completed.	And	although	I	know	a	little	bit	of	the	

story	of	his	grandfather	in	Argentina,	if	there	is	no	narrative	around	them,	then	I	don’t	

know.	In	terms	of	preservation,	I	think	if	an	artist	is	close	to	him,	and	want	to	use	that	

work	to	make	a	film,	then	I	think	that	would	be	fair.	It’s	a	good	question.	I	mean	as	a	

researcher	into	Roberto’s	work…	you	have	seen	his	finished	pieces,	right?	 	
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NJH:	Yes,	I	have	seen	them	from	his	personal	website.	

	

CK:	Right.	Beyond	of	what	you’re	doing…in	terms	of	the	library	level,	do	you	find	that	

material	in	the	box	interested	you	to	knowing	his	work?	 	

	

NJH:	From	my	perspective,	I	feel	that	they	are	more	like	home	movies	than	

his	“work”	[…]	it’s	about	family,	travel,	and	they	are	very	short.	For	example,	

within	a	two-minute	film,	there	are	several	different	clips	that	seems	like	

they	have	no	connection	to	each	other…	different	places	and	activities,	so	

that	is	the	biggest	problem.	

	

CK:	Are	they	shot	by	him	or	his	family	when	he	was	a	kid?	 	

	

NJH:	Maybe	it’s	by	him.	Not	sure	yet.	 	

	

CK:	Not	knowing	his	collection	it	sounds	like	a	lot	of	them	are	personal	home	movies	and	

have	an	intrinsic	value	in	term	of	preservation.	Depending	on	what	the	content	is,	and	

what	the	subject	is	as	well,	you	can	learn	a	lot	about	the	culture	through	the	home	movie.	

So,	there	is	a	friend	from	Mexico,	she	is	collecting	an	archive	of	Mexican	home	movies.	And	

so	that	is	worth	preserving	because	you	basically	have	a	picture	of	Mexican	culture	

between	1930s	and	1980s	in	the	record	of	the	database.	 	

	

NJH:	Yes,	I	saw	one	of	the	films	says	Mexico,	and	it	has	Mexican	dance,	so	I	

think	it	is	a	travel	film.	

	

CK:	Right.	So,	they	may	not	necessarily	have	a	preservation	interest	as	[…]	you	know	

showing	what	Roberto	was	interested	in.	I	mean	that	could	be	interesting	for	someone	
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who	wants	to	write	about	Roberto.	Although	he	is	actual	better	known	as	a	committee	

person	then	a	filmmaker.	So,	when	that	committee	disappears,	his	residence	probably	will	

disappear.	Then	they	kind	of	become	more	like	home	movies	or	artifacts	from	the	

filmmaker.	For	their	preservation	value,	they	should	be	kept	in	a	good	shape.	

	

NJH:	But	they	may	not	be	seen	as	their	first	priority.	 	

CK:	No.	I	mean	fortunately,	CFMDC	has	a	much	bigger	vault	now.	It	probably	would	not	

have	space	problems	with	this	work,	so	it	would	not	be	an	issue.	But	if	it	is	a	larger	archive,	

I	think	it	would	probably	be	in	a	lower	priority.	 	 	

	

NJH:	Another	problem	is	CFMDC	is	actually	a	distribution	center,	but	this	

collection	should	be	sent	to	an	archive	or	library.	Do	you	have	any	

recommendations	on	other	institutions	including	libraries	or	archives	to	

store	this	collection?	

	

CK:	Yes,	it’s	a	good	question.	I	don’t	know	the	archives	very	much,	but	there	is	a	Media	

Commons	in	U	of	T	[…]	it	might	be	an	appropriate	place.	That	might	be	a	good	place.	It	

was	housed	at	CFMDC	because	he	was	an	important	part	of	community	and	people	

surrounded	him	to	gather	his	material	at	CFMDC.	 	

	

NJH:	But	the	good	thing	is	CFMDC	is	actually	building	their	archive	database,	

so	they	can	track	this	collection.	They	also	have	some	documentation	or	

other	things	that	shouldn’t	be	distributed,	so	they	are	planning	to	track	this	

information	now.	And	that’s	a	good	thing.	

	

CK:	Yeah,	whether	it	should	to	be	stored	there	or	not,	most	of	the	material	is	going	to	sit	

on	the	shelf.	The	question	of	where	it	will	be	more	activated	is	kind	of	difficult.	Most	of	the	
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work	and	archive	is	going	to	sit	on	the	shelf.	Is	there	likelihood	that	people	might	[…]	

because	he	was	a	filmmaker	at	CFMDC,	researchers	might	want	to	look	at	the	material	

because	of	that.	That	might	mean	it	will	be	more	likely	to	be	activated.	If	one	was	putting	

it	in	Media	Commons	without	any	of	the	context	of	who	he	is,	maybe	that	will	be	less	

something	that	will	be	activated,	and	it	will	just	sitting	on	the	shelf	at	most	of	the	time.	But	

the	secondary	question	is	does	CFMDC	have	the	resource	if	someone	wants	to	research	it.	

It	is	not	going	to	happen	very	often,	but	if	someone	came	in	and	wanted	to	do	a	project	on	

Roberto,	will	they	have	the	facility	to	access	that.	So	that	is	the	question	for	them	about	

whether	they	can	store	this.	 	

	

NJH:	I	think	CFMDC	may	want	to	store	this	collection,	but	they	may	don’t	have	

enough	staff	or	time	to	preserve	it.	This	collection	needs	people	to	inspect	

and	to	preserve,	so	it	may	need	to	be	sent	it	to	a	better	place.	I	think	that	is	

all	my	questions.	Thanks!	
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Chris Gehman is a filmmaker, curator, and occasional writer who lives in Toronto. He was 

also a classmate and co-worker of Roberto Ariganello. He made the film “Non-Zymase 

Pentathlon” and “Contrafacta” with Ariganello in 1995 and 2000. Gehman was involved 

with donating the personal collection of Ariganello to CFMDC and provided great help with 

cataloguing the collection. The interview took place on April 6, 2018 at Vtape at the 401 

Richmond building. 

 

---	

 

Ningjiao	Han:	Could	you	start	by	introducing	your	background	and	

relationship	with	Roberto	Ariganello	please?	 	

 

Chris	Gehman:	Sure.	My	name	is	Chris	Gehman,	and	I	am	an	experimental	filmmaker	and	

an	arts	administrator.	I	work	as	a	film	festival	programmer	and	have	done	a	lot	of	

organizing	in	the	media	arts	community.	And	I	met	Roberto	at	Ryerson	in	the	Image	Arts	

program.	He	came	to	Ryerson	after	doing	a	master’s	degree	in	English	literature	at	York	

University.	And	he	was	already	doing	professional	work	as	a	photographer,	but	he	became	

interested	in	film	while	he	was	studying	at	Ryerson.	We	started	working	together.	We	

were	not	exactly	in	the	same	year	because	he	had	already	done	the	master’s	degree,	and	I	

think	he	already	had	an	advanced	standing,	but	we	were	in	some	classes	together,	and	

became	friends	there	and	continue	to	work	together	afterward.	So,	we	did	a	project	

together	that	was	a	series	of	transparency	slides	that	were	presented	at	the	reopening	of	

AGO	in…I	can’t	remember	which	year,	but	it	must	be	1993…	maybe	1994.	They	opened	up	

and	invited	students	and	people	to	do	things	and	activated	the	space	during	that,	so	we	

did	this	slide	presentation,	and	we	had	a	two-person	show	together	at	the	Ryerson	gallery.	 	

	

Then	the	year	after,	he	graduated…that	must	be	1994,	we	made	a	film	together	called	
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“Non-Zymase	Pentathlon”	which	is	a	collage	animation.	We	made	that	film	very	quickly	

because	we	wanted	to	have	it	in	the	show	at	the	Ryerson	gallery	and	we	wanted	to	have	a	

moving	image	component	that	was	collaborative	as	well	as	the	things	that	we	had	done	

separately.	So	that	was	shown	in	the	gallery	on	the	video	booth.	And	after	that,	we	decided	

that	we	enjoyed	doing	that	film,	it	was	an	opportunity	for	us	to	experiment	with	the	

animation	stand.	And	doing	that	film	brought	a	lot	of	ideas	to	us,	in	terms	of	the	ways	that	

we	could	use	that	device	to	explore	the	relationship	between	flat	objects	and	photographs	

in	3	dimensions,	in	depth.	So,	we	made	some	plans	for	a	film	,	which	became	“Contrafacta.”	

And	that	was	a	more	ambitious,	larger	film,	but	also,	we	were	both	very	busy,	so	we	

worked	on	that	film	over	a	long	period	of	time,	like	it	really	took	a	long	time	to	make	

because	mostly	we	were	just	working	on	weekends	whenever	we	could	get	together	at	the	

same	time,	and	just	doing	little	pieces.	Also,	it	wasn’t	scripted,	so	it	was	all	improvised,	a	

slower	way	to	make	the	film	because	we	didn’t	pre-plan	very	much.	And	that	film	was	

finished	in	1999,	but	the	print	came	off	the	lab	in	early	2000	and	was	shown	in	2000	at	

the	Images	festival.	And	that	also	was	the	year	later	after	I	started	working	at	the	Images	

festival	as	artistic	director.	

	

I	was	hired	after	the	festival.	And	Roberto	was	working	at	LIFT	in	the	mid-	or	late	1990s	

through	that	period	as	technical	staff	person,	and	at	some	point,	became	the	executive	

director	of	LIFT	and	remained	at	that	job	until	he	died	in	2006.	Although	there	was	a	

certain	possibility	that	we	might	work	together	again	on	a	film,	we	didn’t	have	the	

opportunity	to	do	that	because	we	were	so	busy	working,	and	then	he	died.	But	he	was	

working	on	a	very	large	project	that	was	quite	different	from	his	other	work	at	that	time	

for	his	last	few	years	which	was	sort	of	a	personal	experimental	documentary	about	his	

grandfather’s	story.	So,	his	grandfather	who	was	from	Italy	and	went	to	South	America,	to	

Argentina,	it	was	a	story	of	what	happened	to	him.	He	was	someone	who	was	very	

separate	from	the	family	and	then	ended	up	coming	at	very	end	of	his	life	back	and	
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enjoying	the	family	life.	 	

	

NJH:	It	was	unfinished,	right?	

	

CG:	Yes,	unfinished.	So	that	was	very	sad	because	that	was	his	most	ambitious	work.	And	I	

think	it	would	be	probably	his	strongest	work	at	least	at	that	point.	He	had	a	lot	of	

material,	but	it	was	not	really	assembled.	And	I	know	that	after	he	died,	one	of	his	uncles	

had	an	ideal	that	he	would	be	able	to	finish	the	film,	but	I	don’t	think	anything	came	after	

that,	and	I	don’t	think	it	was	so	far	advanced	that	someone	else	could	come	in	and	see	

what	the	plan	was,	how	to	put	the	material	together.	I	just	don’t	think	it	would	be	possible.	 	

	

NJH:	What	do	you	think	make	Roberto	interested	in	working	in	independent	

and	experimental	film?	Or	why	was	he	making	those	films?	

	

CG:	I	think	partly	it	was	just	the	accessibility.	I	don’t	think	he	was	really	interested	in	

working	in	the	movie	business,	which	is	large-scale	filmmaking.	As	a	photographer,	he’d	

done	mostly	portrait	work,	so	it	was	the	kind	of	thing	that	you	go	in	and	set	up	something	

so	that	you	could	take	a	picture	of	someone.	And	he	did	a	lot	of	musicians	for	their	record	

covers,	that	kind	of	thing.	Or	just	for	publicity	photos.	I	think	he	liked	to	be	able	to	do	

things	that	you	could	get	access	to	the	material	quickly	and	just	start	working	with	them,	

so	that	it	appealed	to	him	to	use	collage	methods,	to	use	found	footage	and	family	images	

because	they	were	available,	and	you	can	just	recombine	them.	He	also	came	to	it	with	a	

critical	mind	and	was	interested	in	bringing	political	criticism	into	the	work,	even	a	sense	

of	humor,	but	he	was	concerned	about	issues,	like	racism	and	homelessness,	and	those	

things	find	their	way	into	the	films	sometimes	in	a	more	settled	way.	I	think	he	was	just	

alive	with	the	grassroots	community	kind	of	filmmaking,	so	he	gravitated	towards	

organizations	like	LIFT,	Images	festival	as	the	kind	of	communities	that	made	sense	to	him	
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as	a	filmmaker.	 	

	

NJH:	So,	regarding	of	the	collection	–the	box	that	was	donated	to	CFMDC,	

could	you	tell	me	about	the	donation	process?	And	why	you	chose	CFMDC	to	

send	it	to?	 	

	

CG:	CFMDC	was	already	the	distributor	of	Roberto’s	films	and	my	films,	and	the	films	that	

we	made	together	or	separately.	So,	it	makes	sense	for	them	to	hold	the	material	at	least	

for	the	time	being.	I	don’t	think	anyone	thought	that	the	CFMDC	would	necessarily	be	the	

permanent	home	for	that	material.	I	think	that	ultimately	it	could	be	organized	and	

donated	to	some	other,	like	more	archival	type	of	place.	But	it	seems	like	at	least	CFMDC	is	

a	good	place	to	hold	the	material	and	keep	them	safe	for	a	period	of	time.	So	I	believe	the	

group	was	Deirdre	Logue,	Karl	Reinsalu	and	me	who	were	trying	to	locate	all	the	stuff	

together,	and	made	the	donation	in	consultation	with	his	family,	primarily	his	sister	Maria.	

We	just	wanted	to	make	sure	that	it	was	ok	with	them,	it	would	be	held	somewhere	on	his	

behalf,	and	that	they	would	understand	it	would	be	there	safely.	 	

	

What	was	disappointing	was	that	we	were	never,	especially	to	me	as	one	of	the	people	

who	made	the	film,	able	to	locate	the	negative	or	the	sound	elements	for	Contrafacta	and	I	

just	have	no	idea	what	happen	to	that	material.	It	may	have	been	in	his	possession,	and	

somehow	was	thrown	away.	It	is	possible.	If	it	was	not	obvious	what	it	was	to	someone	

who	looking	at	it.	Or	it	is	also	possible	that	it	was	actually	held	by	one	of	the	film	labs	that	

had	done	the	printing.	And	neither	of	us	got	these	elements	back.	Of	course,	the	labs	we	

were	consulting	were	going	out	of	business.	So,	it’s	possible	that	it	disappeared	from	the	

labs	rather	than	from	his	position.	 	

	

NJH:	It’s	hard	to	track.	
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CG:	Yes,	of	course.	And	by	the	time	we	realized	that	something	was	missing	from	his	

materials,	where	I	thought	he	had	the	negative	and	the	sound	elements,	by	the	time	we	

realized	it	was	missing,	it	was	probably	2	years	later.	And	it	became	much	harder	to	go	

backwards	and	figure	out	where	this	thing	would	be.	So	that’s	a	problem.	And	of	course,	

the	material	that	he	was	working	on	for	the	film	about	his	grandfather,	similarly	no	one	

really	knew	what	he	had	and	where	it	was.	I	think	some	of	them	were	at	LIFT	on	hard	

drives.	So,	I’m	not	sure	if	there	is	any	way	to	know	exactly	where	it	was	at	or	to	locate	that	

material.	I	do	think	a	bunch	of	the	material	ended	up	at	his	uncle’s	position,	in	some	kind	

of	family	cottage	or	something.	So	that’s	kind	of	a	separate	thing,	and	I	don’t	really	know	if	

there	is	much	you	can	do	with	it.	Although	it’s	interesting	to	see	because	he	did	go	to	

Argentina	and	he	did	shoot	material	there.	He	was	recording	interviews	with	people	so	

that	would	be	good	to	know	about.	But	I	think	the	idea	was	let’s	make	sure	that	whatever	

we	can	get	our	hands	on	we	put	them	in	one	place	and	keep	it	in	CFMDC	until	a	more	

permanent	decision	could	be	make.	 	

	

NJH:	So,	the	donation	happened	in	2006?	Or	2007?	

	

CG:	It’s	probably	later	than	that,	I	think	it	took	a	while	for	us	to	figure	out	what	to	do,	but	

it	was	probably	2008	or	2009,	maybe	somewhere	in	there.	 	

	

NJH:	When	I	am	doing	the	research,	I	need	to	enter	the	metadata	into	the	

database.	So,	I	have	a	question	about	the	copyright.	What	do	you	think	of	the	

copyright	now,	and	do	you	think	it	still	belongs	to	Roberto?	

	

CG:	That’s	a	good	question.	I	mean	I	guess	the	films	that	were	collaborative,	like	the	films	

that	I	made	with	Roberto,	I	would	assume	that	kind	of	exercise	the	copyright	over	those	

two	titles.	But	the	box	of	material	is	a	little	more	complicated.	He	also	collaborated	with	
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Frederico	Hidalgo	who	lives	in	Montreal	on	two	films.	And	I	know	that	both	of	us	would	be	

collaborated	without	any	kind	of	reasonable	plan	for	how	to	place	that	material.	But	apart	

from	that,	I	think	that	it	would	be	actually	his	sister,	Maria,	who	would	ultimately	be	the	

authority.	She	doesn’t	know	anything	about	film	or	media	really.	So,	I	think	she	would	

follow	the	advice	of	people	that	knew	him	well,	and	work	with	him	in	the	field.	But	I	think	

that	Maria	actually	would	be	the	person	who	would	have	some	kind	of	legal	power	to	

decide	what	to	do.	 	

	

NJH:	When	I	was	doing	the	inspecting,	I	found	that	the	content	of	the	films	is	

hard	to	clarify.	It	all	seems	like	unfinished	work,	home	movies,	clips	and	

something	like	that,	so	are	you	familiar	with	the	content	of	the	film?	 	

	

CG:	Yes,	there	are	things	there	that	are	raw	material,	like	home	movies,	and	they	are	not	

his	home	movies.	They	are	just	things	that	he	acquired.	I’m	not	saying	there	is	none	of	his	

home	movies,	but	I	am	not	sure	if	there	are	any.	I	think	they	are	just	things	he	purchased;	I	

know	he	bought	a	bunch	of	super	8mm	or	8mm	home	movies	in	Mexico	at	the	market.	

Those	are	not	his	family;	just	things	he	was	interested	in	working	with.	So,	it	is	a	mix	of	

things,	of	course,	usually	found	footage	to	make	his	collage	film,	so	you	may	find	films	in	

there	he	was	just	using	as	a	source	material.	And	I	think	the	home	movies	you	have	seen	

were	the	same	thing.	He	was	planning	to	use	them	as	source	material,	but	they	didn’t	

necessarily	find	their	way	into	films	while	he	was	alive.	

	

NJH:	Wow,	it’s	totally	new	information	because	I	thought	the	creator,	or	the	

filmmaker	was	Roberto	himself.	I	think	all	the	movies	from	the	box	are	from	

him.	

	

CG:	No,	that’s	not	true,	there	are	definitely	things	in	there	are	just	really	like	things	that	he	
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was	just	going	to	use	as	found	footage.	Not	necessary	his	work.	The	films	that	he	made	are	

the	ones	on	the	DVD,	and	that’s	it.	Those	are	his	finished	work.	 	

	

NJH:	There	are	4	DVDs	inside	the	box.	

	

CG:	Sorry,	I	mean	the	DVDs	that	CFMDC	actually	released,	so	that	DVDs	are	really	all	his	

finished	films	that	he	made.	Anything	else	that	is	in	the	box	is	either	material	that	he	shot	

but	hasn’t	used	or	just	the	material	that	he	collected.	 	

	

NJH:	So,	it	may	be	so	tricky	to	figure	out	what	was	made	by	him	and	what	he	

bought.	 	

	

CG:	I	can	do	it.	

	

NJH:	Wow,	but	it	is	a	lot	of	work!	

	

CG:	Yes,	it	would	take	some	time,	but	there	are	whole	bunch	of	super	8	films	that	are	from	

a	Mexican	family,	and	they	have	nothing	to	do	with	him.	I	think	he	bought	it	from	a	market	

in	a	Mexican	city,	so	they	are	not	his	films.	They	are	just	the	material	that	he	acquired,	and	

he	just	thought	it	was	interesting.	 	

	

NJH:	Do	you	remember	any	of	the	16mm	films	which	are	in	the	Kodak	box	?	

	

CG:	I	have	to	look	at	each	of	them	individually.	Maybe	we	should	do	that	if	we	have	time.	

We	should	go	together	and	look	at	these	things.	There	are	maybe	things	he	shot.	Because	

he	was	working	on	his	documentary.	So,	there	are	maybe	things	he	shot	mixed	with	things	

that	are	things	that	he	just	had	that	were	not	his	material.	Of	course,	if	somebody	is	
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working	with	found	footage,	even	for	his	own	documentary,	he	might	put	something	in	

that	was	found	footage	just	to	stand	in	for	something	that	he	couldn’t	represent	directly	or	

something	that	he	has	no	record	of,	he	might	use	something	like	that.	But	I	know	that	the	

Mexican	stuff	he	bought,	and	he	just	liked	it.	He	didn’t	necessarily	have	a	specific	plan,	he	

just	liked	it,	and	thought	maybe	he	would	use	it	someday	in	a	way,	and	he	would	somehow	

turn	it	into	something.	 	

	

NJH:	When	I	was	looking	at	the	8	or	super	8,	I	found	there	is	one	called	

Argentina	on	the	box,	so	do	you	think	some	of	the	film	in	the	box	are	related	

to	his	finished	work?	

	

CG:	I	think	that	one	would	be	probably	related	to	his	last	unfinished	film.	 	

	

NJH:	But	is	there	any	possibility	that	some	of	them	are	related	to	his	finished	

one?	 	

	

CG:	Yes,	because	if	you	watch,	for	example,	Yesterday’s	Wine	is	full	of	found	footage.	He	has	

original	footage,	but	also	has	a	lot	of	found	footage.	And	so	those	films	maybe	are	the	films	

he	used	that	he	took	the	copy	from.	I	think	they	are	super	8	copies	of	just	goofy	old	films.	

You	may	find	some	of	that	material	in	there	as	well.	That	should	be	pretty	obvious	because	

you	have	titles	on	that,	and	it	will	look	it	like	a	normal	movie.	 	

	

NJH:	Most	of	them	don’t	have	titles,	actually	they	also	don’t	have	dates,	so	I	

can	only	figure	out	the	date	from	the	edge	code	from	the	print.	It’s	very	tricky.	

Do	you	have	any	suggestions	on	the	cataloging	of	this	film	since	its	content	of	

are	vague	and	the	date	and	the	creator	are	hard	to	clarify?	
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CG:	Yes,	apart	from	the	finished	film,	there	is	probably	not	a	lot	of	information	available.	

We	could	kind	of	go	backwards	and	guess	roughly	when	he	was	shooting	the	Argentina	

material.	I	think	we	could	figure	that	out.	But	beyond	that,	it	would	be	hard	to	date	things.	

It	might	be	helpful	to	you	to	actually	have	me	or	us	actually	look	at	what’s	in	the	box	

together.	I	think	I	could	quickly	kind	of	sort	things	out,	like	the	Mexican	home	movies,	and	

these	are	the	materials	he	was	shooting,	these	are	other	found	footage.	I	think	that	might	

be	a	good	idea.	 	

	

NJH:	As	unfinished	work,	the	collection	may	not	be	seen	as	important	as	his	

finished	work.	So	do	you	think	we	should	be	more	concerned	with	the	

physical	object	than	the	collection	or	than	the	content	when	we	catalog	or	

preserve	it?	And	is	there	any	metadata	that	you	think	are	necessary	when	we	

catalog	this	film?	 	

	

CG:	From	my	point	view,	I	would	say	that	it	is	definitely	it’s	the	material	related	to	the	

finished	films	that	are	the	really	important	things.	I	could	maybe	supplement	some	of	that	

with	paper	material	that	are	related	to	the	films,	and	add	them	in.	And	the	other	stuff,	I	

don’t	know	how	a	person	could	ever	use	it.	There	are	home	movies	that	are	not	even	his	

movies.	It	is	just	stuff	that	kind	of	seemed	to	go	together	with	his	material	because	he	

collected,	and	he	was	interested	in	it.	But	it	doesn’t	relate	to	anything	that	actually	got	

made.	In	the	case	of	the	other	found	footages	that	he	actually	he	used	in	the	film	that	was	

finished,	like	Yesterday’s	Wine,	it	might	be	interesting	to	have	that	material	stay	with	the	

collection	because	you	can	see	what	the	source	material	was	that	he	was	working	from	to	

make	his	own	film.	There	is	the	one	about	the	rocket,	like	the	alien	who	comes	to	earth.	

And	you	can	figure	out	what	the	source	material	was	for	that	footage.	But	I	think	there’s	

quite	a	bit	of	stuff	in	there	that	in	a	way	can	be	put	to	one	side	because	it	is	not	related	to	

anything	that	ever	got	finished.	What	would	be	good,	I	think,	is,	if	there	were	a	way	to	
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access	the	material	for	the	film	that	he	was	working	on	when	he	died	and	bring	that	all	

together.	Because	I	don’t	think	anyone	is	ever	going	to	make	that	film,	but	if	you	could	

collect	all	the	materials,	it	might	be	interesting	to	a	researcher	if	he	is	looking	at	his	work	

to	be	able	to	see	what	is	was	because	it	was	a	very	different	kind	of	film	that	he	had	never	

done	before.	And	it	was	very	personal	information.	So,	I	think	that	would	be	valuable.	But	

I	think	the	other	stuff	that	he	collected;	I	don’t	know	how	important	that	is	to	preserve	

and	to	gather	with	his	other	materials.	So,	I	would	focus	on	the	finished	films,	the	

elements,	and	anything	related	to	those	films,	and	any	kind	of	research	or	support	

material,	and	then	the	final	unfinished	film	if	there	is	a	way	to	bring	all	that	stuff	together.	

But	that	would	involve	going	to	the	family	and	trying	to	collect	that.	 	

	

NJH:	When	I	was	looking	at	the	film,	I	found	that	it	has	been	ignored	for	a	

long	time	because	it	may	not	be	seen	as	a	priority	to	preserve	them.	So,	do	

you	have	any	suggestions	to	preserve	this	film	or	other	orphan	films	or	home	

movies	or	something	like	that?	 	

	

CG:	Such	a	hard	problem.	I	mean	because	in	these	small	independent	media	arts	

productions,	there’s	no	system	or	national	institution	that	does	it.	You	can	approach	an	

organization	like	Cinémathèque	Québécoise	or	the	National	Archives.	And	they	will	accept	

something,	and	that	probably	what	should	be	done	in	his	case.	I	think	Cinémathèque	

Québécoise	maybe	would	be	a	more	likely	[…]	but	first	someone	like	you	has	to	go	

through	it	and	organize	and	catalog	it.	So	that	is	where	I	would	want	the	material	to	stand	

up	is	probably	at	the	Cinémathèque	in	Montreal	because	they	are	the	most	committed	to	

experimental	and	independent	work	although	the	National	Archives	also	has	some.	

Because	Roberto	is	not	recognized	as	a	major	filmmaker	in	any	way,	I	am	not	sure	that	the	

National	Archives	would	be	that	interested,	but	I	don’t	really	know,	I	haven’t	worked	with	

them	at	that	level.	In	theory,	an	organization	like	the	Toronto	International	Film	Festival	
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would	do	that,	but	the	truth	is	they	don’t	have	a	great	archive	of	film	materials	and	they	

have	not	shown	great	interest	in	collecting	non-commercial	or	non-mainstream	kind	of	

stuff,	so	I	think	it	would	make	more	sense	to	keep	it	in	Cinémathèque	Québécoise	which	

has	a	lot	of	experimental	films	by	a	lot	of	filmmakers	not	just	from	Quebec	but	from	all	

across	the	country.	 	

	

NJH:	Another	problem	is	CFMDC	is	actually	a	distribution	company,	so	they	

may	not	keep	the	collection	permanently,	so	I	need	to	give	some	

recommendations	on	where	the	suitable	place	is	to	send	this	collection	to.	I	

think	the	best	place	would	be	an	archive.	But	the	good	news	is	CMFDC	is	

planning	to	make	a	database	about	their	archive,	not	just	the	films.	They	

have	documentation	that	will	not	or	should	not	be	distributed.	 	

	

CG:	I	do	think	you	are	quite	right.	I	think	the	thing	is	to	sort	out	what	is	in	that	collection.	

And	maybe	make	a	distinction	between	things	that	are	related	to	finished	work	and	things	

that	are	not.	And	then	figure	out	how	best	to	preserve	it	in	the	long	term.	I’m	trying	to	

think	about	the	other	films,	so	I	think	I	have	the	negative	and	the	sound	track	for	

Non-Zymase	Pentathlon	which	we	made	together.	The	Contrafacta”	is	the	one	that	is	

missing.	 	

	

NJH:	I	think	that	is	all	my	questions.	Thanks!	
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Appendix B: Other Relevant Documentation at CFMDC 

l The Curriculum Vitae of Ariganello 
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l The Manuscripts of the Film “Gestures” about the sound tape 
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l The Stills from the Film “Lotería” shot by Ariganello  
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Appendix C: The Inventory of the Catalogued Films  
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