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211 The Permanence and Care of Color Photographs Chapter 6

incorrectly attributed to projection when the primary cause
has actually been the poor dark fading stability of the film;
this has been particularly true for slides made on unstable
motion picture films (such as Eastman Color Print Film
5383 and earlier versions) which were prevalent in educa-
tional and slide library markets in the United States from
the 1960’s until about the end of 1983.

It should never be forgotten that an original color slide
is a unique, one-of-a-kind photograph.  Like an instant color
print, there is no negative from which to make another
slide should the original fade, be physically damaged, or be
lost.  Unless they make their own color prints — and have a
firsthand appreciation for the exasperating problems that
scratches and dirt cause on reversal prints — most pho-
tographers handle their color slides with far less care than
they do their black-and-white and color negatives.  Minor
scratches, surface dirt, fingerprints, and other defects are
not nearly as noticeable when slides are projected as they
are when the slides are used to make prints for display or
color separations for book or magazine reproduction.

For the typical amateur photographer, the projector-
fading stability of current slide films appears to be ad-
equate for the usually limited total times of projection;
dark fading stability is generally the more important con-
sideration for amateurs.  On the other hand, picture agen-
cies, academic slide libraries, teachers, and lecturers are
likely to subject slides to repeated and extended projec-
tion: 5- to 10-minute projection periods each time a slide is
shown are typical for academic art slide libraries, for in-
stance.

Generally speaking, the more valuable a particular slide
is, the more likely it is to receive repeated and extended
projection.  Most photojournalists and stock photograph-
ers have slides for which reproduction rights are sold over
and over again, year after year.  In the hands of editors and
art  directors ,  the  accumulated  projection  time may
quickly become sufficient to cause subtle losses of image
quality — especially in the highlights — and eventually will
result in serious image deterioration.  Knowledge of the
fading rates of slide films will enable the user to obtain
projection duplicates before the fading of originals be-
comes objectionable.

Light (Not Heat) Is the Primary Cause
of Color Slide Fading During Projection

It is primarily light that causes fading when a slide is
projected.  Because slide films are subjected to projection
heat for relatively short durations, projection heat in itself
contributes almost nothing to slide fading.  For example,
an Ektagraphic III projector has a film-gate temperature
of about 130°F (55°C),4 and accelerated dark fading data
(see Chapter 5) indicate that no significant fading could

Projecting a 35mm color slide exposes the image to a
concentrated beam of extremely intense light — a Kodak
Ektagraphic III projector equipped with the standard 300-
watt EXR quartz-halogen lamp has a light level at the film
plane of over one million lux (almost 100,000 footcandles),
which is equivalent to about ten times the illumination in-
tensity of direct outdoor sunlight.1  The Kodak Ektapro
7000 and 9000 projectors, introduced in 1992, also employ
EXR lamps; however, because of an improved mirror de-
sign, the Ektapro projectors have about 10% greater film
plane illumination intensity than Ektagraphic III projec-
tors.  Kodak Carousel and earlier model Ektagraphic pro-
jectors equipped with 300-watt ELH quartz-halogen lamps
have a light intensity that is only slightly less than that of
an Ektagraphic III.

Some special-purpose projectors for large auditorium
screens are equipped with powerful xenon-arc lamps which
can exceed the light intensity — and fading power — of the
standard Kodak projectors by as much as eight times.2

This can equal 75 times the intensity of direct outdoor
sunlight!

“Projector-caused fading”3 is a term used by this author
to distinguish the deterioration of images caused by slide
projection from other types of light fading.  The usually
intermittent and relatively short total exposure of slides to
the extremely intense light and moderately high heat of
projection is a unique fading condition to which color prints
and negatives are never subjected.  During projection, fad-
ing takes place at a rapid rate, and it is only because the
total projection time of most slides in their lifetimes is
relatively short — normally not exceeding 1 or 2 hours —
that color slide images manage to survive at all.

The projector-fading and dark fading characteristics of
a film often have little relation to each other.  For example,
Kodachrome films have the best dark fading stability of
any type of camera film in the world.  However, in this
author’s projector-fading tests, the situation was quite the
reverse, with Kodachrome ranking the worst of all current
color slide films.  In projector-fading tests, the current
Process K-14 Kodachrome films proved even less stable
than the previous generation of Process K-12 films (Koda-
chrome II and Kodachrome-X), which were introduced in
1961 and discontinued in 1974, having been replaced that
year by the Process K-14 films Kodachrome 25 and Koda-
chrome 64.

Assuming that a slide receives at least some projection
time, the fading that takes place during its lifetime will be
some combination of projector-caused fading and dark fad-
ing.  The fading of many slides in recent years has been

See page 213 for Recommendations

6. Projector-Caused Fading of 35mm Color Slides

Fujichrome Films Have
the Longest Life When Projected
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The National Geographic Society in Washington, D.C., like many facilities with important commercial and publication slide
collections, houses millions of 35mm color slides (at the time this book went to press in 1992, the Geographic’s collection
totaled nearly 11 million slides).  Ferne Dame, head librarian, describes the Geographic’s slide filing system to Klaus B.
Hendriks, Director of the Conservation Research Division at the National Archives of Canada.  Geographic staff members
are urged to keep projection to a minimum — and to avoid exposing slides unnecessarily to light from illuminated editing
tables and from room lights when slides sit uncovered on desks.  To protect slides from fingerprints and scratching during
editing and handling, all slides in the Geographic’s working library are kept in Kimac transparent cellulose acetate sleeves.

take place at that temperature during the short total times
normally associated with projection.  If a slide were pro-
jected long enough for heat to have an effect, the resulting
light fading would be so severe as to make the heat-in-
duced dark fading inconsequential.  High heat may, how-
ever, indirectly increase the rate of light fading,5 and for
this reason — as well as to minimize buckling of slides in
open-frame cardboard or plastic mounts and to avoid physical
damage to the film base and emulsion — projector cooling
systems should be in proper working order, and the infra-
red-absorbing glass filter should never be removed.

There has been a trend in projector design during the
past 20 years to increase the light intensity at the film
plane while employing infrared-transmitting dichroic lamp
reflectors and mirrors, heat-absorbing glass filters, and
high-velocity cooling systems to control slide temperature.
The introduction of the ELH quartz-halogen lamp in Kodak
Carousel and Ektagraphic projectors in 1971 was a major
step in this direction.  The new 300-watt lamps and associ-
ated optical systems provided significantly more intense
light at the film plane than did the previous 500-watt incan-
descent lamp — and, unfortunately, more rapid fading of

slides as well.  According to Kodak, the Ektagraphic III has
an illumination intensity which is “25% more”6 than previ-
ous Ektagraphic models E-2 through AF-2; in normal use
this means that for any given degree of fading, slides will
last about 25% longer when projected in the older model
Ektagraphic projectors with ELH lamps, and about 30%
longer in the older model Carousel projectors that also had
ELH lamps but had uncoated condensers in their illumina-
tion systems, thereby somewhat reducing their light inten-
sity compared with the Ektagraphic models.  The Kodak
Ektapro projectors introduced in 1992 provide an additional
10% increase in illumination intensity compared to that in
Ektagraphic III projectors.

What Is the Useful
Life of a Projected Slide?

Three factors determine how long a slide can be pro-
jected before objectionable fading takes place:

1. The projector-fading characteristics of the particu-
lar slide film.  Current films vary a great deal in their
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213 The Permanence and Care of Color Photographs Chapter 6

projector-fading rates (see Figure 6.1).  Selection of a
film usually cannot be based solely on its projector-
fading rates; dark fading stability is more important in
many applications.  Film speed, granularity, sharpness,
contrast and color reproduction characteristics, batch-
to-batch uniformity, and ready availability of process-
ing are also important considerations.

2. The intended use of the slide and, subjectively, how
much fading can be tolerated.  If the slide is intended
only for projection, much greater fading can usually be

tolerated than if the slide is needed for making color
prints or for photomechanical reproduction.  The picto-
rial content of a particular slide can also make a great
difference in how much fading is acceptable — some
types of scenes show fading much more readily than
others.  Projection of an original slide can, of course, be
reduced or avoided by making expendable duplicates
for everyday purposes.

3. The type of slide projector and projector lamp.  With
the exception of special high-intensity projectors, this

slides via internegatives, Fujicolor Positive Film LP 8816
is best.  Also recommended is Eastman Color Print Film
5384.  Agfa CP1 and CP2 color print films have very poor
dark fading stability and should be avoided.  Kodak
Vericolor Slide Film 5072 has relatively poor dark fading
stability and should also be avoided if possible.  Ilford
Ilfochrome (formerly Cibachrome) Micrographic film, which
in dark storage is the world’s only permanent color film,
and also has relatively good projector-fading stability, is
unfortunately not yet available in a version with sensito-
metry suitable for top-quality slide duplication.

Projection Guidelines

• Never forget that original color slides are one-of-a-kind
color photographs and should be treated as such.  As
with daguerreotypes of the 1800’s, there is no negative
to go back to should an original slide fade, suffer physi-
cal damage, or become lost.

• Keep the projection time of original slides or nonreplaceable
duplicates to a minimum.  For general applications (with
Kodak Ektagraphic, Ektapro, and Carousel projectors),
the total accumulated projection time with Fujichrome
should not exceed 51⁄2 hours; with Fujichrome Velvia do
not exceed 4 hours; with Ektachrome do not exceed 21⁄2
hours; with Kodachrome do not exceed 1 hour.  For
particularly important slides — or when image quality is
critical — much shorter total projection times should be
adhered to (see Table 6.1).  The accumulated projection
time, not the length of a particular projection, is what is
important.  Lecturers who project certain slides repeat-
edly should be especially cautious.  Project expendable
duplicates whenever possible.

• It is the intense light of a projector that causes color
image fading; under normal circumstances, projector
heat in itself makes a negligible contribution to image
fading.  (The temperature at the projector film gate should
never get so high that buckling, blistering, or other physical
damage occurs, however.)

• Unless showing expendable duplicates, avoid high-
intensity xenon-arc projectors.

• Glass mounts offer no protection against fading during
projection; in fact, glass mounts may somewhat increase
the rate of fading.

Color Slide Films

• Fujichrome is best when significant projection of
originals is anticipated or when an easily processed
E-6 film is required.  During projection, Fujichrome is
significantly more stable than any other slide film on
the market.  Ektachrome (including Ektachrome Plus
and HC films, and the new Ektachrome 64T, 320T, 64X,
100X, and 400X films) is the second-choice recommen-
dation.  Fujichrome Velvia Professional Film, a very
sharp, extremely fine-grain 50-speed film introduced in
1990, fades somewhat more rapidly during projection
than other Fujichrome films, but Velvia nevertheless is
still more stable than Ektachrome when projected.

• Kodachrome is best when little or no projection of
originals is expected.  In spite of Kodachrome’s un-
equaled dark-storage dye stability and complete free-
dom from d-min stain, Kodachrome has the worst pro-
jector-fading stability of any color slide film currently
on the market.  Kodachrome is an excellent film if
projection can be avoided; but if projection of originals
is sometimes a must and time or money prevents rou-
tine duplication of originals — or if the complex and
time-consuming processing required for Kodachrome
is not available and a Process E-6 film is needed —
Fujichrome is recommended.

• Slide films to avoid: In terms of overall image stabil-
ity — when projector-fading stability and dark storage
stability are considered together — both Agfachrome
and 3M ScotchChrome films are inferior to both Fuji-
chrome and Ektachrome films.  And when visually com-
pared with Fujichrome, Ektachrome, or Kodachrome,
neither Agfachrome nor ScotchChrome distinguishes
itself in terms of sharpness, grain structure, or color
reproduction; this author can see no compelling rea-
son to recommend their use.  Polaroid PolaChrome
instant color slides should be strictly avoided unless it
is essential to have a quickly processed slide.
PolaChrome slides have very poor image quality, the
high base density of PolaChrome results in very dark
screen images when the slides are projected, and the
film suffers from various other practical shortcomings.

• Duplicating films: Fujichrome Duplicating Film CDU,
which has the same projector-fading and dark-storage
stability characteristics as regular Fujichrome camera
films, is recommended for duplicating slides.  For printing

Recommendations



Th
is

 d
o

cu
m

en
t o

rig
in

at
ed

 a
t <

w
w

w
.w

ilh
el

m
-r

es
ea

rc
h.

co
m

>
 o

n 
Ju

ne
 6

, 2
00

3 
un

d
er

 fi
le

 n
am

e:
 <

H
W

_B
o

o
k_

5_
o

f_
20

_H
iR

es
_v

1.
p

d
f>

Projector-Caused Fading of 35mm Color Slides Chapter 6 214

Figure 6.1  Fading of magenta dye from an initial neutral density of 1.0 in Fujichrome, Ektachrome, Kodachrome,
Agfachrome, and 3M ScotchChrome films.  With nearly all of these films, the magenta dye is less stable during projection
than either the cyan or yellow dye.  The very poor projector-fading stability of Kodachrome is obvious in this comparison.

(Continued on page 219)

slides and where a fairly large amount of fading can usu-
ally be tolerated.  For critical commercial and museum
applications, a more stringent set of criteria has been cho-
sen.  The criteria and method of evaluation are discussed
in more detail later.

In developing these criteria, slides made on a variety of
films were projected in a Kodak Ektagraphic III projector
for 30 seconds, six times each day (a total of 3 minutes a
day) during a 140-day period in an attempt to simulate the
intermittent short projections, spread out over many months
or years, commonly experienced by slides.  All of the cur-
rent E-6 and Kodachrome films tested were processed by
the Kodalux Processing Services Laboratory (formerly a
Kodak Processing Laboratory) in Findlay, Ohio.  Kodalux
processing is believed to be representative of top-quality,
replenished-line commercial processing and, for the pur-
poses of this study, the films are assumed to have optimum
image stability (see Chapter 5 for discussion of the influ-
ence of processing on image stability).

Older, now-discontinued films were processed by their
respective manufacturers.  Densitometric data accumu-
lated during the course of the tests were then analyzed by
special computer programs in terms of the two sets of
criteria.  The results of these tests are summarized in
Table 6.1.

Several negative-positive print films for making slides
from original negatives — or in large-quantity slide pro-
duction from internegatives — are listed in Table 6.2.  All
of these films were exposed and processed by Stokes Im-
aging Services, Inc., Austin, Texas.9  Ilford Ilfochrome Mi-
crographic Film (called Cibachrome Micrographic Film,

is not usually as significant a variable as the other two
factors listed here.  There are important considerations
related to the projector, however.  For example, oper-
ating a Kodak Carousel, Ektagraphic, or Ektapro pro-
jector with the lamp-intensity switch in the “Low” posi-
tion instead of “High” will slow the rate of fading by
approximately 30%.

In Figure 6.1 and other graphs that follow, it should be
understood that changes indicated for cyan, magenta, and
yellow dyes are actually changes in integral red, green,
and blue densities, respectively, as measured by a densito-
meter.  Red density refers to the amount of red light ab-
sorbed by the image and is determined primarily by the
amount of cyan dye (which absorbs red light) present.
Magenta dye primarily absorbs green light, and the amount
of magenta present determines green density.  Yellow dye
absorbs blue light, and the amount of yellow dye (and yel-
low stain, if any) present determines blue density.7  For
ease of understanding by the reader who may not be famil-
iar with photographic densitometry, this author has in gen-
eral avoided reference to red, green, and blue densities
and instead uses cyan, magenta, and yellow designations.

Methods of Evaluating Color Slide Fading

This author has developed two sets of criteria to be
applied in the computer evaluation of fading and shifts in
color balance that result from the projection of slides.8

One set of criteria is for general amateur and commercial
situations where prints are not typically made from the
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215 The Permanence and Care of Color Photographs Chapter 6

Fujichrome professional and amateur films, and Fujichrome
duplicating films (for Fujichrome Velvia film, see below) 5 hr 20 min (–M) 2 hr 25 min (–M)
(initial types: 1983–88/89)
(improved types: 1988/89/92—)
[see Note #1] (Process E-6)

Fujichrome Velvia Professional Film (ISO 50) 4 hr 45 min (–M) 1 hr 5 min (–M)
(1990—)
[see Note #2] (Process E-6)

3M ScotchChrome 100, 400, 800/3200, and 640T films 3 hr 30 min (–M) 1 hr 20 min (–M)
Polaroid Presentation Chrome Film (1988—)
3M Scotch 640T Color Slide Film (1981–89)

(although these films are labeled by 3M and Polaroid
as “Made in U.S.A.,” they are actually manufactured
in Italy by a 3M subsidiary)
[see Note #3] (Process E-6)

Kodak High Speed Ektachrome Film 3 hr 30 min (–M) 1 hr 10 min (–M)
Kodak High Speed Ektachrome Film Type B
Kodak Ektachrome-X Film

(1963–77)
[see Note #4] (Process E-4)

Kodak Ektachrome Professional Film EP-120 3 hr (–M) 1 hr 10 min (–M)
(120-size transparencies) (1959–77)
[see Note #5] (Process E-3)

Fujichrome 100 Film 2 hr 45 min (Y–M) 1 hr 45 min (Y–M)
Fujichrome 400 Film

(initial types: 1978–84)
[see Note #6] (Process E-6)

Kodak Ektachrome professional and amateur films, 2 hr 40 min (–M) 1 hr 5 min (–M)
and Ektachrome duplicating films
(1976—)
[see Note #7] (Process E-6)

Ektachrome 100 Plus Professional Film 2 hr 40 min (–M) 1 hr 5 min (–M)
Ektachrome 100HC, 50HC, and 400HC films

(100 Plus and HC: 1988—; 50HC: 1990—; 400HC: 1992—)
Ektachrome 64T, 320T, 64X, 100X, and 400X Professional films

(64X and 64T: 1991—; 100X: 1990—; 320T and 400X: 1992—)
[see Note #8] (Process E-6)

Fujichrome R-100 Film 2 hr 15 min (–M) 1 hr 5 min (–M)
(1968–73)
[see Note #9] (Process E-4)

Konica Chrome R-50, R-100, R-200, and R-1000 films (data not available for these films)
(1990—) (generally available only in Japan)
[see Note #10] (Process E-6)

Table 6.1 Comparative Stability of Projected Color Slide Films
Accumulated Times of Intermittent Projection in a Kodak Ektagraphic III Projector
to Reach Specified Limits of Density Loss or Color Balance Shift

GE Type EXR Lamp – Projector on “High” Lamp Position – Slides in Open-Frame Mounts

Letters inside ( ) following projection time indicate first limit reached: C = cyan, M = magenta, Y = yellow.  For
example, (M–Y) means that the color-balance criterion between magenta and yellow was reached, with yellow
fading more than magenta; (–C) means the cyan-dye fading limit was reached first.  See Chapter 5 for data on the
dark-storage stability of these films.  Times for slides in Kodak Ektapro projectors are similar to those listed here.

Boldface Type indicates films that were being marketed in the U.S. and/or other countries when this book went
to press in 1992; the other products listed had been either discontinued or replaced with newer materials.

General Commercial Critical Commercial
Slide Film Type and Amateur Use and Museum Use
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Agfachrome RS 50, 50 Plus, 100, 100 Plus, 200, 2 hr (C–M) 20 min (C–M)
and 1000 professional and CT amateur films
(improved types: 1988/92—)
[see Note #11] (Process E-6)

Agfachrome 64 and 100 films 1 hr 35 min (–C) 50 min (–C)
(1976–83)
[see Note #12] (Process AP-41)

Kodachrome II and Kodachrome-X films 1 hr 20 min (C–M) 30 min (C–M)
Kodachrome II Professional Type A Film

(1961–74)
[see Note #13] (Process K-12)

Kodachrome 25, 64, and 200 professional 1 hr (C–M) 20 min (C–M)
and amateur films; Kodachrome 40 Type A
(1974—)
[see Note #14] (Process K-14)

GAF 64, 200, and 500 films 40 min (M–C) 25 min (M–C)
(1969–77)
[see Note #15] (Process AR-1)

PolaChrome Instant Color Slide Film (developed severe, irregular stains
(1983—) during test – not recommended for
[see Note #16] (instant process) other than short-term applications)

Projector-Caused Fading of 35mm Color Slides Chapter 6 216

General Commercial Critical Commercial
Slide Film Type and Amateur Use and Museum Use

Notes:

 1. Only Fujichrome 50D and 100D Professional films were
included in these tests; however, Fuji has indicated that
all of the “new type” E-6 professional and amateur Fuji-
chrome films, the first of which were introduced in early
1983, have similar projector-fading and dark fading sta-
bility characteristics.  The films can be processed in
Kodak Process E-6 or Fuji Process CR-56 (Fuji’s equiva-
lent to E-6).  Fujichrome professional, amateur, and du-
plicating films are this author’s primary recommendation
for Process E-6 compatible films.

 2. Fujichrome Velvia Professional Film is an ISO-50 Pro-
cess E-6 (Fuji CR-56) film introduced in January 1990.
Velvia is a high-saturation, very sharp, and extremely
fine-grain film.  The name Velvia was derived from the
words “velvet” (smooth, long-scale, and very fine-grain
tone reproduction) and “media” (the main market for
Velvia is in commercial, advertising, and fashion photog-
raphy intended for reproduction in printed media).  The
grain and sharpness characteristics of Velvia are better
than Kodachrome 64 and, overall, are approximately equal
to those of Kodachrome 25 film, which had long been
considered the sharpest and finest-grain color slide film
in the world.

 3. Only 3M ScotchChrome 100 film was included in these
tests; however, 3M ScotchChrome 400 and 800/3200
films probably have similar projector-fading stability.  3M
ScotchChrome films formerly were called 3M Scotch Color
Slide films; prior to that they were sold under the 3M
ColorSlide name.  In 1986 the name was changed to
Scotch and the film packaging redesigned in an attempt
to build stronger identification with the well-known 3M
“Scotch” brand (e.g., Scotch tapes).  The data given
here are for the “improved type” films introduced in 1988.

(At the time this book went to press in 1992, ScotchChrome
640T and 1000 films were still being sold.  These films
have projector-fading characteristics that are generally
similar to the improved 1988 films; however, the 640T
and 1000 films have inferior dark fading stability com-
pared with the new films.)  Polaroid Presentation Chrome
film is a non-instant E-6 film made for Polaroid by 3M;
Presentation Chrome is apparently identical to Scotch-
Chrome 100 Film.  Although labeled “Made in USA,” 3M
ScotchChrome and 3M Scotch Color Print films in reality
are made in Ferrania, Italy by 3M Italia S.p.A.  The films
are only packaged in the U.S.  3M Italia is a subsidiary of
the 3M Company, St. Paul, Minnesota.  In spite of the
relatively good projector-fading stability of 3M Scotch-
Chrome films, they have comparatively poor dark fading
stability and are not recommended.  By the end of the   6-
hour intermittent projection tests with 3M ScotchChrome
640T film, a “greasy” surface residue was observed on
parts of the emulsion surface.  The nature of this unde-
sirable substance has not been identified, but it likely is
coupler solvent or other emulsion addenda.  The residue
was not apparent on slides projected continuously for 6
hours.  The exudation seems to be caused by the com-
bined effects of intermittent projector light and projector
heat.  A similar-appearing surface residue was noted on
Eastman Color Print Film 5384 slides after between 5
and 6 hours of intermittent projection (see Note #1 in
Table 6.2).

 4. High Speed Ektachrome Film was introduced in April
1959 as a Process E-2 160-speed film; it was converted
to Process E-4 around 1966.  Ektachrome-X, an ASA 64
film, was marketed in March 1963 as a replacement for
the previous ASA 32 Ektachrome film.  Although un-
known to photographers at the time, these films had
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100-speed transparency film in amateur markets in Ja-
pan and some other countries since 1976; this film has
not been available in the U.S. and this author has not
tested the film for projector-fading stability.  The Konica
Chrome “professional” films also are not available in the
U.S. and had not been tested by this author at the time
this book went to press in 1992.  Unlike Kodak, Fuji, and
Agfa — all of which have broad lines of both color nega-
tive and color transparency films — Konica has largely
focused its efforts on color negative films and color negative
papers.

11. Process E-6 compatible Agfachrome RS professional and
CT amateur films were introduced by Agfa in 1984–85 as
replacements for Agfachrome 64 and 100 films, which
could be processed only in Agfa Process 41.  The initial
versions of the Agfachrome E-6 compatible films had
poor dark fading stability.  In March 1987 Ilford intro-
duced Ilfochrome 50, 100, and 200 color slide films.
These films were made for Ilford by Agfa-Gevaert and
apparently were identical to Agfachrome films of the
same ISO ratings.  Ilford discontinued sale of the films in
1988.  Like their Agfachrome counterparts, the Ilfochrome
films had comparatively poor dark fading stability.  Im-
proved versions of Agfachrome RS and CT films with
better dark fading stability were introduced in 1988.

12. Agfachrome 64 and 100 films were direct descendants of
the original Agfacolor Neu transparency film introduced
in 1936 (this was the world’s first incorporated coupler
color film and was much simpler to process than the
Kodachrome films introduced by Kodak a year earlier in
1935).  Agfachrome 64 and 100 films could be processed
only with Agfa Process 41; when the Kodak E-6 process
came into almost universal use in the late 1970’s, the
market for the Agfa films became ever more limited.
Agfachrome 64 and 100 films have good dark fading
stability in low-humidity conditions but fade rapidly in
high-humidity accelerated tests.  Agfa replaced the films
with E-6 compatible Agfachrome RS and CT films begin-
ning in 1984.

13. Process K-12 Kodachrome II Film and Kodachrome II
Film, Type A [3400 K tungsten] were introduced in Feb-
ruary 1961 as replacements for the modified Kodachrome
films placed on the market in 1938.  The original daylight
Kodachrome 35mm film, introduced in September 1936,
and Kodachrome Film, Type A, introduced in October
1936, had very poor dark fading stability, especially in
terms of the yellow dye; both the film and processing
technique were changed in 1938, and from that date all
Kodachrome films have had comparatively good dark
fading stability — in addition to almost complete free-
dom from stain formation.  Kodachrome-X, a higher-
speed version of Kodachrome II, was introduced in De-
cember 1962.  The films were widely used by both pro-
fessionals and amateurs.

14. Considered by Kodak primarily to be amateur slide films,
Process K-14 Kodachrome 25 and 64 films were intro-
duced in March 1974 as replacements for Process K-12
Kodachrome II and Kodachrome-X films.  A Process K-14
version of Kodachrome 40 Film, Type A was marketed in
January 1978.  In response to numerous complaints by
professional photographers about color balance irregu-
larities and curve crossover problems of the amateur

much better dark fading stability than the Process E-3
Ektachrome Professional films widely used by profes-
sional photographers until 1977 (see Note #5), when the
Process E-3 films were replaced by Process E-6 films
(see Notes #7 and #8).

 5. Introduced in 1959, Ektachrome Professional Process E-
3 roll and sheet films have extremely poor dark fading
stability — the worst of any transparency film tested by
this author.  Ektachrome Process E-3 120 roll film and
sheet films were not supplied by Kodak in the 35mm
format.  However, the film was included in this study
since transparencies made with it are sometimes pro-
jected using 120 slide projectors.  The Process E-3 pro-
fessional films replaced the original Process E-1 Ekta-
chrome film introduced in 1946 (a tungsten-balanced
Type B version was marketed in 1952).  Ektachrome
sheet films replaced Kodachrome sheet films that had
far better dark fading stability, a fact of which Kodak was
well aware but which was withheld from photographers.
Process E-3 camera and duplicating films were in wide-
spread use by commercial, advertising, and fashion pho-
tographers until the films were replaced with Process E-
6 films.  Perhaps surprisingly, the “amateur” Process E-4
Ektachrome films, available all through the 1960’s and
1970’s, were much superior to the “professional” Ekta-
chrome films in terms of dark fading stability.

 6. Introduced by Fuji in 1978, Fujichrome 100 and 400 films
were used primarily by amateurs and had a relatively
small market in the U.S.  The films were replaced by
“new type” E-6 compatible Fujichrome films in 1983.

 7. Only Ektachrome Professional 50 Tungsten and Ekta-
chrome 400 film were included in these tests.  Kodak
Publication CIS No. 50-45 (August 1982) and Kodak Pub-
lication E-106 (May 1988) indicate that these two films as
well as other amateur and professional Process E-6 films
(including Ektachrome 64, Ektachrome 160, Ektachrome
200, and Ektachrome Duplicating Films, but not includ-
ing Ektachrome 100 Plus, Ektachrome “HC” films, and
Ektachrome “X” films), have identical projector-fading
and dark fading stability.  Early versions of the Process
E-6 Ektachrome films, introduced in 1976, were less stable
in dark storage than later versions.

 8. Introduced in February 1988, Ektachrome 100 Plus Pro-
fessional Film has higher color saturation than Ekta-
chrome 100 Professional Film and other older Ektachrome
professional films.  Ektachrome 100 HC film, also intro-
duced in 1988, is the amateur counterpart of Ektachrome
100 Plus film.  Ektachrome 50 HC film was introduced in
1990.  Kodak has indicated that the earlier Ektachrome
100 Professional Film will continue to be sold.  Ekta-
chrome 64X (1991—), 100X (1990—), 400X, 400HC, 64T,
and 320T (1992—) are “warm-balance,” high-saturation
films with overall color and tone reproduction that are
generally similar to those of Fujichrome films.

 9. Fujichrome R-100 was a Process E-4 compatible film
intended mostly for the amateur market; manufactured
from 1968 to 1973, the film was never widely sold in the
United States.

10. Konica Chrome “professional” color transparency films
were introduced in late 1990.  Konica has sold an ISO
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Table 6.2 Comparative Stability of Projected Negative-Positive Slide
Print Films and Ilford Ilfochrome Color Microfilm
Accumulated Times of Intermittent Projection in a Kodak Ektagraphic III Projector
to Reach Specified Limits of Density Loss or Color Balance Shift

GE Type EXR Lamp – Projector on “High” Lamp Position – Slides in Open-Frame Mounts

Letters inside ( ) following projection time indicate first limit reached: C = cyan, M = magenta, Y = yellow.  For
example, (M–Y) means that the color-balance criterion between magenta and yellow was reached, with yellow
fading more than magenta; (–C) means the cyan dye fading limit was reached first.  See Chapter 5 for data on the
dark-storage stability of these films.  Times for slides in Kodak Ektapro projectors are similar to those listed here.

Boldface Type indicates films that were being marketed in the U.S. and/or other countries when this book went
to press in 1992; the other products listed had been either discontinued or replaced with newer materials.

General Commercial Critical Commercial
Film Type and Amateur Use and Museum Use

Ilford Ilfochrome Micrographic Film 7 hr (–C) 1 hr 40 min (–M)
(called Ilford Cibachrome, 1984–1991)
[see Note #1] (P-5 process)

Vericolor Slide Film 5072 5 hr (–M) 1 hr 50 min (–M)
[Eastman Kodak] (C-41 process)

Eastman Color Print Film 5384 4 hr 20 min (C–M) 3 hr 10 min (C–M)
(ECP-2A motion picture process)
[Eastman Kodak] [see Note #2]

Eastman Color Print Film 5383 3 hr 30 min (C–M) 2 hr 15 min (C–M)
(ECP-2 motion picture process)
[Eastman Kodak] [see Note #3]

Gevacolor Print Film 982 2 hr 30 min (C–M) 1 hr 45 min (C–M)
(ECP-2A motion picture process)
[Agfa-Gevaert] [see Note #4]

Kodachrome 25 and 64 films, Kodak introduced Koda-
chrome 25 Professional Film (and special “professional”
processing at Kodak labs) in 1983, and followed with
Kodachrome 64 Professional Film in 1984.  Kodachrome
200 Professional Film and a 120 roll-film version of Ko-
dachrome 64 Professional Film were introduced in Octo-
ber 1986.  All of the Process K-14 Kodachrome films
have identical, poor projector-fading stability; but in dark
storage Kodachrome films have outstanding dye stabil-
ity and complete freedom from yellowish stain.

15. GAF 35mm slide and roll-film transparency films, which
until 1969 had been sold under the Anscochrome name,
were withdrawn from the market in 1977 when General
Aniline and Film Corporation decided to abandon its
photographic materials business.  The GAF films had the
worst projector-fading stability of any transparency film
tested by this author.  These films used the older “Agfa-
type” couplers and, in common with other films of this
type, have very poor stability in high-humidity acceler-
ated dark fading tests.  In low-humidity storage, how-
ever, the dark fading stability of these films appears to
be reasonably good.

16. Polaroid PolaChrome instant color slide film, an ISO 40
film based on the antiquated additive-screen process,

was introduced in 1983 (PolaChrome High Contrast film
was introduced in 1987 for special applications such as
photographs of graphs, charts, etc.).  Intended for use in
conventional 35mm cameras, PolaChrome films can be
processed in about 1 minute with a small tabletop pro-
cessing unit.  During the course of these projector-fad-
ing tests, PolaChrome instant slides developed severe,
irregular yellow stains; non-uniform staining of this type
cannot be corrected by adjustments in color balance or
exposure during duplication or printing and is one of the
worst types of flaws a photographic product can have.
Because of the stain problem, coupled with very poor
stability in high-humidity accelerated dark fading tests,
this film is not recommended for applications requiring
other than short-term stability.  Had the irregular yellow
stains not occurred, PolaChrome film would have been
given about a 6-hour projection life based on the “Gen-
eral Commercial and Amateur Use” criteria (with density
measurements made in lesser-stained areas of the im-
age).  If one were to ignore the stain problem, the projec-
tor-fading stability of PolaChrome film is in a general way
similar to that of Fujichrome film (it is difficult to compare
directly the projector-fading stability of PolaChrome film
with conventional films because PolaChrome has a very
high base density, and a distinctly different manner of
fading and staining).
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1984–91), a low-speed (about ISO 1), high-resolution silver
dye-bleach color microfilm designed for copying maps and
other documents but sometimes also used as a slide film
and slide-duplicating film, was also included in this study
because of its essentially permanent dark-storage charac-
teristics.  This film was processed by Microcolor Interna-
tional, Midland Park, New Jersey.10

Fujichrome Film: The Best Projector-Fading
Stability of Any Color Slide Film

In terms of projector-caused fading, this author’s tests
showed clearly that Fujichrome films are the most stable
slide films currently available.  When projected, standard
Fujichrome films were twice as stable as Ektachrome films
and more than five times as stable as Kodachrome films.
In this author’s dark-storage tests, standard Fujichrome
films and Ektachrome films had similar stability charac-

teristics.  Fujichrome Velvia Professional Film, a very sharp
and extremely fine-grain 50-speed E-6 film introduced in
1990, is somewhat less stable when projected than stan-
dard Fujichrome; however, Velvia is significantly more stable
than Ektachrome or Kodachrome.  Current Agfachrome
RS and CT professional and amateur films, although sig-
nificantly improved compared with earlier Agfachrome E-6
films, are inferior to Fujichrome and Ektachrome in both
projector-fading and in dark storage.  (The dark fading
characteristics of color transparency films are discussed
in Chapter 5.)

For most photographers, Fujichrome and Kodachrome
professional films should be the slide films of choice.  Fuji-
chrome is available in a comprehensive line of 35mm, 120
roll-film, and sheet-film formats, with ISO speeds from 50
to 1600; Fujichrome films can be processed easily by the
user or by any lab offering E-6 processing.  In the late
1980’s many experienced professional photographers came

Table 6.2 Notes:
 1. Ilford Ilfochrome Micrographic films are manufactured

in Fribourg, Switzerland by Ilford AG (a subsidiary of
International Paper Company, headquartered in New
York City).  The films were introduced in 1984, and
from that date until 1991 they were called Ilford Ciba-
chrome Micrographic films.  Ilfochrome Micrographic
films, which utilize the silver dye-bleach color sys-
tem, are made on a polyester base.  In dark storage,
the films are essentially permanent; they should last
many hundreds of years without noticeable fading or
staining.  No other type of color film can even ap-
proach the dark storage stability of Ilfochrome Micro-
graphic films.  The films are supplied in two versions:
Type M, a high-contrast film for copying reflection
materials, and Type P, a moderate-contrast film for
reproducing transparent originals and for use as a
duplicating film.  The films are processed by the user
in Ilfochrome Process P-5.  Ilfochrome Micrographic
films are distributed in the U.S. by Microcolor Interna-
tional, Inc., 85 Godwin Avenue, Midland Park, New
Jersey 07432; telephone: 201-445-3450.  Microcolor
also offers various micrographic services including
processing of Ilfochrome Micrographic films.

 2. Between the fifth and sixth hour of intermittent pro-
jection, the Eastman Color Print Film 5384 slide of a
Macbeth ColorChecker was noted to have significant
amounts of a “greasy” residue on the emulsion side
of the film in sections of the high-density parts of the
image; the residue probably became apparent prior
to the fifth hour of projection, but was not noticed
during routine densitometry during which only the
base side of the film was visible to this author.  The
substance has not been identified, but it appears to
be coupler solvent or other emulsion addenda.  The
residue, which smears easily when touched, would
create problems with glass-mounted slides.  To date,
a similar residue has been seen only on 3M Scotch
Color Slide 640T and 1000 films (see Note #3 in
Table 6.1).  The residue on 5384 was not observed in
accelerated dark fading tests with the film; the resi-

due seems to be caused by the combined effects of
intermittent exposure to projection light and projec-
tion heat.  Continuous projection for 6 hours did not
produce the surface residue.  Eastman Color Print
Film 5384 was introduced in 1981–82 as a replace-
ment for 5381 and 5383.  Eastman 5384 is widely
used as a slide print film by low-cost labs offering
Eastman Color Negative Film 5247 and 5294 motion
picture films respooled in 35mm cassettes for still
cameras (use of these negative films in still camera
applications is not recommended by this author).
Eastman Color 5384 has much better dark fading
stability than Vericolor Slide Film 5072, and this au-
thor recommends 5384 as a better film for making
slides from color negatives, in spite of the projector-
caused emulsion exudation observed with 5384.

 3. Eastman Color Print Film 5383 has very poor dark
fading stability and for this reason was not suitable
for color slide production, although it was extensively
used for this purpose.  5383 and a similar motion
picture print film, 5381, were discontinued in 1983
and replaced by Eastman Color Print Film 5384, which
has much better dark fading stability than 5383 and
5381 (see Note #2 above concerning 5384).  Eastman
Color 5383 was widely used as a slide print film by
low-cost labs offering Eastman Color Negative Film
5247 motion picture film respooled in 35mm cassettes
for still cameras.  Both the negative and resulting
slides have very poor dark fading stability.

 4. The Gevacolor Print Film 982 in these tests (obtained
in 1983) had very poor dark fading stability.  In 1984
Agfa-Gevaert introduced a new version of Gevacolor
Print Film 982 (the name of the product remained the
same).  This motion picture print film was replaced
with Agfa CP1 print film in 1990 (which was supple-
mented with Agfa CP2 film in 1992).  Information is
not available on the projector-fading stability of CP1
and CP2 films, but it is probably similar to the discon-
tinued 982 film tested here.  Both CP1 and CP2 have
very poor dark fading stability and should be avoided.
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to believe that Fujichrome films had generally better color
saturation and more pleasing color and tone-scale repro-
duction than Kodak’s analogous Ektachrome films.  Thom
O’Connor, writing in New York City’s Photo District News
in 1987, said: “Since their introduction in America just three
years ago, Fujichrome Professional transparency films have
significantly eroded both the professional sales and pres-
tige of Kodak’s Ektachrome and Kodachrome emulsions.”

In the article, veteran Time magazine photographer Bill
Pierce, a recent convert to Fujichrome, cited a number of
reasons why he and many other top photojournalists had
come to prefer the Fuji films:

Fujichrome has a magical quality.  Every-
where I’ve worked in the past few years, in or
out of the country, photographers were using
Fuji as an alternative to Ektachrome.  Fuji is a
warmer film, it’s punchier, it has exciting col-
ors, it makes skies majestically blue.  Espe-
cially on overcast days, it delivers.  In the be-
ginning we all used Fuji for pictures that were
important to us — of our kids and girlfriends —
the pictures that we weren’t being paid for.  Now
Fuji has become a bread-and-butter film.11

O’Connor reported, “[P]hotographers are switching from
Kodachrome and Ektachrome not because of price differ-
ences, fancy packaging, or expensive ad campaigns, but
because they simply feel Fujichrome gives better results.”

Photographers and editors at Time, Play-
boy, Sports Illustrated, and the Los Angeles Times
Sunday Magazine have been favorably impressed
by Fuji, and USA Today has gone so far as to
recommend Fujichrome as the “film of choice”
for staff and freelance photographers.  “When
we assign a photographer,” explains Bob
Deutsch, USA Today staff shooter based in New
York, “we talk about Fuji as a film which is
superior enough to Kodak to make it our choice.
Fuji emphasizes the warm tones, and it’s very
good with blues outdoors.  We prefer the 50-
speed film, although I often use the 100-speed
film for the extra bit of speed.”

The 1988 introduction of Ektachrome 100 Plus Profes-
sional Film, and its Ektachrome 100 HC Film amateur coun-
terpart, brought Kodak closer to Fujichrome in terms of
color saturation.  The “warm-balance” Ektachrome 64X,
64T, 100X, 320T, and 400X professional films introduced
during 1990–92 were designed to compete directly with the
high-saturation, somewhat “warm” color rendition of the
Fujichrome professional films.  While the color and tone-
scale reproduction gap between Fujichrome and Ektachrome
films has narrowed, and some photographers feel that the
skin tone reproduction of Ektachrome 64X and 100X films
is superior to that of Fujichrome films, the projector-fading
stability of the new Ektachrome films has not been im-
proved, and in this respect they remain markedly inferior
to Fujichrome films.  Where extensive projection might
occur, and it is impractical to make expendable duplicates
from originals for projection, Fujichrome films are the ob-

vious choice.
In 1993 Kodak will introduce a new series of Ektachrome

films that the company claims will have the best speed/
grain ratio of any color transparency films in the world
(presumably including Kodachrome and Fujichrome Vel-
via).  It is of course possible that the new Ektachrome films
also will have improved projector-fading characteristics
when compared with that of current Ektachrome films, but
no image stability data on the new films were available at
the time this book went to press in 1992.

With the exception of a 120 roll-film version of Koda-
chrome 64 Professional Film, marketed in early 1987, Koda-
chrome films are currently available only in 35mm, with
ISO speeds restricted to 25, 40 (tungsten balance), 64, and
200, and the complicated processing procedure can be car-
ried out only by Kodalux labs and a very small number of
commercial labs.  Kodachrome 25, 40, and 64 films have
very fine grain and excellent image sharpness, and Koda-
chrome films also have by far the best dark fading stability
of any chromogenic color film — transparency or negative.
But one must be very careful to restrict the projection of
Kodachrome originals; duplicates, preferably on Fujichrome
Duplicating Film, should be made when significant projec-
tion is a possibility.

With an Improved Magenta Dye, Kodachrome
Could Have the Best Projector-Fading Stability
of Any Color Slide Film

Kodachrome is unique among the world’s chromogenic
color films in that the dye-forming color couplers are in the
developer solutions, and are not placed in the film itself
during manufacture (see Chapter 1 for a description of the
complex Kodachrome processing procedure).  It should
not be difficult for Kodak to design a new magenta coupler
that would produce a magenta dye with better projector-
fading stability.  Given the good stability of the present
cyan and yellow dyes, a sufficiently improved magenta would
make Kodachrome the most stable of all color slide films
when projected — and Kodachrome is already the most
stable color film in the world when kept in the dark.

Apparently believing that Kodachrome was primarily
an amateur product that was destined for eventual obli-
vion, Kodak has made no significant improvements in the
Kodachrome K-14 process since it was introduced in 1974
— and this research and development neglect has taken its
toll.  No other color film in the world has gone for so long
without significant improvement.  In both color reproduc-
tion and projector-fading stability, Kodachrome has fallen
behind Fujichrome, Ektachrome, and other E-6 films.

Short versus Long Projection Times

One important conclusion of this author’s research is
that — at least for Ektachrome, Kodachrome, Agfachrome,
and PolaChrome films — much more fading is caused by
projecting slides for short, intermittent periods than by
long, continuous projections of an equivalent total projec-
tion time (as will be discussed later, fading of Fujichrome
films is less variable under different projection conditions).
Recognition of this slide projection “reciprocity failure” is
crucial in developing meaningful projector-fading tests.  This
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Figure 6.2  Comparison of fading of Ektachrome and Kodachrome slides in glass mounts and open-frame mounts during
intermittent projection.  With both films, slightly greater fading took place in the glass-mounted slides.

topic is discussed in more detail later.
Kodak and other film manufacturers have frequently

advised that slides not be projected for “longer than one
minute.”  This advice is apparently given in an attempt to
restrict total projection time, but it has often been inter-
preted by photographers and other users of slides to mean
that disproportionate damage is done by long projections.
The most frequent explanation for this belief given to this
author is that heat which “builds up” in the slide during
long projection causes premature dye fading.

Glass Mounts versus Open-Frame Mounts

Kodak Ektachrome 50 Tungsten and Kodachrome 25
films were tested in conventional open-frame plastic mounts
and in a modern type of plastic-framed glass mount.12  Af-
ter 6 hours of intermittent 30-second projections, both types
of film appeared to have faded slightly more in the glass
mounts (see Figure 6.2).  The differences in fading be-
tween the glass and open-frame mounts were so small as
to be within the range of experimental error and are an
insignificant factor in deciding which type of mount to use.
What was clear, however, was that glass mounts did not
increase the life of the color image, as has sometimes been
suggested.  Other types of films possibly may respond dif-
ferently to projection if they are in glass mounts, and films
stored in either a higher or lower relative humidity than
the 60% chosen for these tests may also show dissimilar
results.  The length of each projection and the time inter-

val between projections are probably significant variables.
Polyester-tape-sealed glass mounts of the type advocated
by Christine L. Sundt of the University of Oregon at Eu-
gene were not included in this study because of the lengthy
test periods required to accurately evaluate this type of
semi-sealed slide mount.13

Visual Characteristics of Projector-Faded
Color Slide Images

When a color slide image fades in a projector, it loses
density; undergoes a shift in color balance because of un-
equal fading rates of the cyan, magenta, and yellow image
dyes; and in some cases develops objectionable yellow stains
which are most apparent in the highlight areas of the im-
age.  In contrast to dark fading, which is characterized by a
more or less equal percentage loss of density throughout
the density range, the visual effects of light fading are very
much concentrated in the lower-density portions of the
image.  The percentage losses of green density (repre-
sented mostly by magenta dye) throughout the density range
of a Kodachrome 64 slide after 1 and 6 hours of intermit-
tent projection are illustrated in Table 6.3.  The dispropor-
tionate loss of image dyes in low densities is a characteris-
tic of light fading (and of projector-fading of transparen-
cies) that is recognized in the new ANSI IT9.9-1990, American
National Standard for Imaging Media – Stability of Color
Photographic Images – Methods for Measuring.14  The topic
is discussed in Annex A of the Standard.
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Figure 6.3  Fading of the magenta dye at selected lower densities in a projected Kodachrome slide.  For clarity, the yellow
and cyan curves in this graph have been omitted at the lowest density.  The disproportionate fading of the magenta dye
causes a marked color shift toward green.  In the low, highlight, and near-highlight densities, even a relatively short
projection time can result in a total loss of the magenta image.

Table 6.3 Percentage Losses of Green Density (Magenta Dye)
in Kodachrome 64 Film as a Result of Fading in a Kodak
Ektagraphic III Projector – GE Type EXR Lamp

Six 30-Second Projections Per Day — Slide Kept in Dark at 75°F (24°C) and 60% RH Between Projections
Neutral-Gray Patches (Base + Fog Density = 0.18)

Density Loss Density Loss
at After % Loss Minus at After % Loss Minus

Start 1 Hour % Loss Base + Fog Start 6 Hours % Loss Base + Fog

0.25 –0.08 –32%  –100%  0.25 –0.16 –64% –100%

0.35 –0.11  –31% –65% 0.35 –0.23 –66% –100%

0.45 –0.11 –24% –41% 0.45 –0.29 –64% –100%

0.6 –0.11 –18% –26% 0.60 –0.37 –62% –88%

1.0 –0.10 –10% –12% 1.00 –0.47 –47% –57%

1.5 –0.09 –6% –7% 1.50 –0.56 –36% –42%

2.0 –0.07 –4% –4% 2.00 –0.54 –27% –30%

2.5 –0.06 –2% –3% 2.50 –0.53 –21% –23%

3.0 –0.06 –2% –2% 3.00 –0.53 –18% –19%

Note: These integral green-density values were computer-interpolated based on data from a 10-step
gray scale with a minimum density of 0.21 and a maximum of 3.30.  Measurements were made
with a Macbeth TR924 densitometer equipped with Status A filters.
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223 The Permanence and Care of Color Photographs Chapter 6

In projector-caused fading of Kodachrome films, the
magenta dye is significantly less stable than either the
cyan or yellow dyes.  As fading of the image progresses,
ever more serious color-balance shifts toward green, coupled
with a loss of detail, occur in low-density and highlight
regions of the color image; the color shifts cannot be cor-
rected by means of filter adjustments during printing with-
out causing undesirable color changes in higher-density
parts of the image.

Figure 6.3 shows the progression of fading of Koda-
chrome 64 starting at an original neutral density of 0.6 and
three lower densities.  As can be seen, the lower green
densities fade very quickly to the base + fog level of about
0.18 (at which point the image detail contained in the ma-
genta dye layer is entirely lost).  The base + fog density of
most color images consists of the optical density of the film
base (typically about 0.05) with the remainder composed of
a dye “fog,” perhaps with a small of amount of residual
sensitizer dye or other stain.  The base + fog density of a
particular product is considered to be the d-min (minimum
density).  The dye present in the d-min is of course subject
to light fading just like the image itself, and this is why
projector-caused fading often results in a density that is
less than the original d-min.

At an original density of 0.35, a little over 2 hours of
projection is required for the green density of a Kodachrome
slide to reach the base + fog level; most slides have impor-
tant parts of the image with a density of 0.35 or less.  At
0.25, in the highlight region, only about 45 minutes of pro-
jection is required to reach the base + fog level!  The
extreme color-balance shifts toward green that occur in
the lower densities as Kodachrome progressively fades are
readily apparent from the curves in Figure 6.3.

How visually obvious these defects are depends not only
on how much fading has taken place in all three image
dyes but also to a very significant degree on the nature of
the image.  Scenes with large low-density areas show this
effect much more than high-contrast scenes which consist
mostly of medium- and high-density areas.  A beach scene
with large areas of light sand and a gray, overcast sky
along with darker areas of muted colors would be particu-
larly sensitive to projector-caused fading.  A portrait of a
person with light brown or blonde hair may show a shift in
color in the lighter portions of the hair,  which can be very
obvious when compared with the hair in darker areas.  Be-
cause of the poor stability of the magenta dye versus the
cyan dye, Kodachrome films are particularly susceptible to
this type of fading.

When slides are viewed in a dark surround, the eye can
adapt to shifts in color balance much more readily than is
the case when color prints are viewed in a normally lighted
room.  With many types of scenes, fairly substantial fading
and color shifts can take place in a projected slide without
the viewer thinking anything is wrong with the image —
unless an unfaded image is projected next to or immedi-
ately after the faded one.  A slightly pink sky in a Koda-
chrome slide can very quickly shift to a neutral sky — and
later to a slightly green sky — as a result of projector-
caused fading.  If the viewer did not know what the sky
looked like in the original slide, this major change in the
appearance of the image would probably not be noticed.
Multi-image slide shows, in which two or more projectors

are operated simultaneously so that images are projected
next to each other, or even in edge-to-edge contact, can
clearly reveal even slight shifts in color balance in similar
scenes.

Low-density color shifts due to moderate projector-caused
fading can be partially corrected in the course of duplica-
tion or printing by filtration.  The appearance of a dupli-
cate made from a faded Kodachrome slide can almost al-
ways be improved in this manner, but the image will still
suffer from loss of highlight detail.  If the best correction is
selected for lower mid-tone portions of the image, both
lighter and darker portions of the image will continue to
have color imbalances — the highlights will be shifted to
magenta and the higher-density image areas will have a
greenish cast.  Once lost through projector-caused fading,
highlight detail cannot be restored.  Because of this, cor-
rective duplication using contrast-adjusting masks for the
faded dyes, such as the procedures suggested by Edwin
Wiitala of Eastman Kodak for dark-faded transparencies,15

has only limited effectiveness with light-faded images.
In the hands of a skilled operator, better success might

be had with electronic digital image-processing equipment
such as Apple Macintosh computers running Adobe
Photoshop, the Kodak Premier Image Enhancement Sys-
tem, or the Agfa Digital Slide Printer.  In general, however,
restoration of transparencies that suffer from serious light
fading is much more problematic than restoration of dark
faded transparencies.  The general impression one gets
from projector-faded images of most slide films is a high-
light and mid-tone color shift — with most current films
the shift is toward green because the magenta dye fades
more rapidly than either the cyan or yellow dyes.  With
some exceptions, the magenta dyes in chromogenic films
and prints have historically had inferior light fading stabil-
ity compared with cyan and yellow dyes; however, magenta
dyes in most products have much better dark fading stabil-
ity than the other two dyes.

But progress is being made.  The second-generation
Fujichrome E-6 compatible films introduced in 1983, and
improved in 1988, show better retention of neutral color
balance in critical lower densities during the course of
projector-caused fading compared with any of the Kodak
camera slide films on the market at the time this book
went to press in 1992.  The Process E-6 compatible Agfa-
chrome films introduced in 1984–85, and improved in 1988
and 1992, have greatly improved projector-fading charac-
teristics compared with previous Agfachrome films; never-
theless, they are still not as stable as Fujichrome and Ek-
tachrome films when projected.  Correctly exposed or slightly
overexposed slides show the effects of fading more readily
than darker (underexposed) slides; the overexposed slide
has a greater portion of the image contained in the low-
density portions of the curve.  For best photographic re-
sults, of course, slides should be correctly exposed — this
is especially important if prints are to be made.

Criteria for Color Balance Shift
and Loss of Density

Two sets of image-deterioration criteria were used in
this study.16  One set allows a fairly large degree of fading
and color balance shift to occur before the limits are reached



Th
is

 d
o

cu
m

en
t o

rig
in

at
ed

 a
t <

w
w

w
.w

ilh
el

m
-r

es
ea

rc
h.

co
m

>
 o

n 
Ju

ne
 6

, 2
00

3 
un

d
er

 fi
le

 n
am

e:
 <

H
W

_B
o

o
k_

5_
o

f_
20

_H
iR

es
_v

1.
p

d
f>
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is greater than might be supposed.  Because 0.45 is further
down the density scale than 0.6, the effect of any given
density loss or color imbalance is — percentage-wise —
magnified.  The data in Table 6.1 indicate that while the
relationship of the fading times with the two sets of criteria
varies among the various films, the “General” criteria typi-
cally allow projection two to three times longer than the
“Critical” criteria.

Although changes in near-minimum-density areas (the
lowest density, or “clear” gray-scale patch) were measured,
with most of these film samples the areas were not true
minimum densities and thus could not be used for “stain-
correction” of the fading data for determining absolute density
loss, such as was done with the analysis of light-faded color
prints in Chapter 3 and with the accelerated dark fading of
films and prints in Chapter 5.  In the case of the slide films
tested here, stain-correction of the data would probably
have made little if any difference in the results.  None of
the films was yellow-dye-limited (it is with yellow-dye fad-
ing that stain formation usually has the most effect), and in
any event it is this author’s practice not to stain-correct
data used for color-balance analysis.

A further complication with the stain-correction of data
from projected slides is that whatever stain that does take
place frequently will be obscured by fading of the relatively
high d-min fog levels characteristic of most reversal films.
It was also apparent that stain growth in higher-density
image areas of Ektachrome and a number of other films
was not correctly reflected by d-min changes.

Pure cyan, magenta, and yellow color patches were also
measured, but changes in these areas were not included in
the criteria limits because this author felt that much more
study of a variety of faded pictorial scenes — with slides
made on a variety of films — was needed to assign mean-
ingful limits to each of the three image dyes.  In most
cases, separate magenta and yellow areas faded faster in
projection than did the three dyes when combined to form
a neutral gray; this is because of the protective effect of
one layer on another.

With most films, the cyan layer is coated on the bottom
next to the film base, and in projection the cyan dye to a
certain extent shields the magenta and yellow dye layers
from the light of projection.  From looking at many projec-
tor-faded slides, it is apparent that the significance of the
more rapid fading of the dyes that can take place when
they are in separate color patches is very dependent on the
scene.

This author believes that the sets of criteria given here,
which concern only changes in neutral density, are a good
reflection of the overall visual changes that take place when
slides with typical scenes are projected.  Had pure cyan,
magenta, and yellow color patches been included in the
analysis,  the indicated projection times before the first
limit was reached would probably have been shortened for
some of the films, but in most cases the stability rankings
of the various films would have been the same.  For ex-
ample, no realistic method of analysis could rank Ekta-
chrome as being more stable than Fujichrome in projec-
tor-caused fading.

Study by this author of many faded slides and color
prints clearly demonstrated that the eye is most sensitive
to changes in color balance along the magenta/green axis

and is intended for general use where it is not normal
practice to make prints from slides.  The other set of crite-
ria specifies much less density loss and smaller deviations
in color balance; it is intended for critical commercial and
museum applications.

General Commercial and Amateur Use

For general commercial and amateur applications, pro-
jected color slides will be considered to have faded an ob-
jectionable amount when the first limit (end point) has
been reached in any of the following image-life criteria, as
determined from changes measured in gray-scale densi-
ties of 0.6 and 1.0:

Loss of cyan dye (red density)  . . . . . . . . . . . . . . . . . . .  25%

Loss of magenta dye (green density) . . . . . . . . . . . . . .  20%

Loss of yellow dye (blue density)  . . . . . . . . . . . . . . . . .  35%

Color imbalance between cyan dye (red density)
and [minus] magenta dye (green density)  . . . . . . .  12%

Color imbalance between magenta dye (green density)
and [minus] cyan dye (red density) . . . . . . . . . . . .  15%

Color imbalance between cyan dye (red density)
and [plus or minus] yellow dye (blue density) . . . .  18%

Color imbalance between magenta dye (green density)
and [plus or minus] yellow dye (blue density) . . . .  18%

Critical Commercial and Museum Use

For critical commercial and museum applications, pro-
jected color slides will be considered to have faded an ob-
jectionable amount when the first limit (end point) has
been reached in any of the following image-life criteria, as
determined from changes measured in gray-scale densi-
ties of 0.45 and 1.0:

Loss of cyan dye (red density)  . . . . . . . . . . . . . . . . . . .  15%

Loss of magenta dye (green density) . . . . . . . . . . . . . .  12%

Loss of yellow dye (blue density) . . . . . . . . . . . . . . . . .  20%

Color imbalance between cyan dye (red density)
and [minus] magenta dye (green density) . . . . . . . .  8%

Color imbalance between magenta dye (green density)
and [minus] cyan dye (red density) . . . . . . . . . . . .  10%

Color imbalance between cyan dye (red density)
and [plus or minus] yellow dye (blue density) . . . .  15%

Color imbalance between magenta dye (green density)
and [plus or minus] yellow dye (blue density)  . . . .  15%

Since 0.45 density was selected as the primary mea-
surement point in the “Critical” set of criteria, the differ-
ence between the “General” and “Critical” sets of criteria
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criteria.  In the fine art field and other areas of photogra-
phy that have very high standards for print color and tone
reproduction — and where a slide may be printed repeat-
edly over the years — it would be wise to adopt a policy of
never projecting originals, especially Kodachrome slides.

Because of the vagaries of a particular emulsion batch
of film, exposure conditions, and/or processing of the film,
a transparency may be only barely acceptable even in an
unfaded condition.  If projector-caused fading results in
accentuating these defects, only a very short projection
time may be needed to push the image past acceptable
limits.  For example, some of the “amateur” Kodachrome
film used by this author in preparing samples for these
tests had distinctly low magenta-dye-layer contrast after it
was processed by Kodak, resulting in a pronounced green
color balance.  Projector-caused fading only accentuated
the problem.  In fact, one could argue that the greater the
film/processing/exposure variations experienced with a par-
ticular type of slide film, the more strict the fading criteria
should be in order to avoid ending up with unacceptable
color images.

Unless projector-caused fading of a slide becomes se-
vere, the overall impression of its brightness on the screen
changes very little.  Based on the “General” criteria given
here, the increase in projected brightness of a faded slide
that has reached the specified limits would typically be
equivalent to less than a one f-stop increase in camera
exposure.  A slide that has reached the stricter commer-
cial and museum limits would typically be equivalent to
less than a one-half f-stop increase in exposure.  The fact
that the faded image as a whole does not appear to have
lost much density can easily obscure the much more sig-
nificant changes that have taken place in low-density and
highlight areas of the image.

While this author’s two sets of criteria were arrived at
after study of many slides and prints with known amounts
of fading and are offered in good faith without bias for or
against any particular product, other individuals may have
different opinions about the relative values assigned to
each dye, the permissible color-balance deviations, and
the overall amount of fading that can be tolerated.  Whether
or not a print is to be made from a slide — or if it is to be
reproduced in a magazine or other publication — is an
important consideration in any discussion of slide fading.
As stated previously, slides that will be used only for pro-
jection generally can tolerate much more fading than those
that will be reproduced in print form.

Despite the subjective nature of any determination of
“acceptable limits of fading,” a well-thought-out set of cri-
teria can be effectively employed to compare the stability
of the various slide films marketed now and in the past.
The criteria given here, and the computer programs with
which the data were analyzed, are to a significant extent
unaffected by  inherent color  and contrast  imbalances
within the range found in the films that were tested.  This
author was indeed surprised by the great irregularities in
sensitometric characteristics of most of the films (and in
manufacturers’ processing); as might be expected, the pro-
fessional films were much better in terms of consistency
and neutral color balance than amateur films.  The com-
puter programs and methods of data analysis are discussed
in Chapter 2.

— this is especially true in near-neutral colors and in the
colors of human flesh-tone reproduction.  Changes in cyan/
red are somewhat less critical in most scenes, and most
people are quite tolerant of color shifts along the yellow/
blue axis, especially if the direction of change is toward
yellow.  Yellow dye principally influences the yellow/blue
hue of the image and contributes very little to the rendition
of image detail and the impression of image contrast — or
the sense of light and dark in a scene.  Another reason for
the acceptance of an excess of yellow, especially in low-
density image areas, is that paper, oil paintings, wood, and
many other materials gradually yellow with age.  Yellowing
is thus a key characteristic of what is often referred to as
“the patina of age.”  North American Caucasians often
express a preference for a decided excess of yellow — and,
to a lesser extent, excess magenta — in the color balance
of their portraits.  This is the “healthy tanned look.”

Both sets of fading criteria give different, weighted val-
ues to the cyan, magenta, and yellow image dyes to reflect
typical visual responses.  The criteria chosen here for slides
are this author’s attempt to take into account the observed
disproportionately rapid low-density and highlight-detail
fading due to projection.  Various individuals have distinctly
different responses to the effects of color fading; in addi-
tion, the perception of fading is also highly dependent on
the pictorial content of a particular photograph.  Much
more study needs to be done concerning visual responses
to faded slides — both projected in a dark surround and
used to make reflection prints.

Since photographers, museum curators, and other visu-
ally oriented people are the most likely to be concerned
with color stability, the studies should focus on these groups
of slide users.  Casual observation indicates that the gen-
eral public usually has a less rigorous notion of what good
photographic quality is.  However, it has been this author’s
experience that the average person can be quite discrimi-
nating when comparing an even slightly faded print with
the same picture in its original state.  The fact that a per-
son may accept as adequate a significantly faded picture if
no comparison is available may be more an indication of
limited familiarity with carefully printed color photographs
than it is an indication of lack of visual discrimination.
Presented with a selection of color prints of varying qual-
ity, the average person’s opinions about which prints look
the best are usually similar to the views expressed by ex-
perienced photographers.

Some people may feel that the criteria given here are
too strict and that for general purposes — where the infor-
mation content of a slide is usually more important than
aesthetics and precise color and tone reproduction — sig-
nificantly more fading can be tolerated.  On the other hand,
some photographers — especially those who are more con-
cerned with how prints or published reproductions look
than they are with the appearance of projected slides —
may feel that in at least some respects even the set of
criteria intended for critical commercial and museum use
is not strict enough.

Indeed, a slide with important areas of the image in the
0.20 to 0.35 density range may exhibit obvious changes in
the color balance and density of these low-density areas
before it has been projected long enough to reach one or
more of the limits specified in this author’s “Critical” set of
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Eastman Kodak’s Recommendations
for Slide Projection

Kodak has published relatively little on the projection
life of color slides.  Part of the reason for this is that most
amateurs do not project their slides enough to cause objec-
tionable fading, and the company has probably received
few complaints about projector-caused fading.  In recent
years the popularity of slides among amateurs has sharply
declined, with most people now showing a strong prefer-
ence for color prints made from color negatives.  However,
during the last decade, slide use has grown considerably in
the audiovisual area, where slide presentations are fre-
quently employed for education and training purposes and
to accompany talks at meetings and conferences.  Slides
have been consistently preferred in the photojournalism,
commercial, and advertising fields — where they are often
subjected to repeated and prolonged projection.

The March 1973 edition of Kodak publication E-30, Stor-
age and Care of Kodak Color Films, stated:

The projection life of a color slide depends
on the amount of light and heat from the pro-
jection lamp falling on the slide and upon the
total projection time.  Prolonged projection with
high-wattage lamps or arc lamps will shorten
the life of, and may even distort, the transpar-
encies.  Avoid projection times longer than one
minute.  If long projection times are unavoid-
able, make duplicate slides of the original and
use them for projection purposes.17

In common with other Kodak publications of the period,
no specific information about the projector-fading or dark
fading stability of the company’s various films was given.

In the January 1976 edition of Storage and Care of Ko-
dak Color Films, Kodak’s policy was changed somewhat
and this information was offered:

The dye images most stable to light are those
in slides made on Kodak Ektacolor Slide Film
5028, Kodak Ektachrome Duplicating Film 5038,
and Kodak Ektachrome Films.  Slides made on
Kodachrome Film are somewhat less stable,
but may be expected to withstand 250 to 500 15-
second projections (one projection per minute)
in non-arc slide projectors before significant
dye fading results.18

The Kodak figures of 250 to 500 15-second projections
amount to 1 hour 2 minutes to 2 hours 5 minutes total
projection time.

In 1975, a researcher in color stability at Kodak supplied
the Dunlap Society, an archive and producer of American
art and architecture slides and microfiche, with the dark
fading and projector-fading characteristics of certain Ko-
dak films the Society was considering for production of
slide sets (see Table 6.4).  This information included the
same figures given above for projection life of Kodachrome
film, and “300 to 750 15-second projections” (1 hour 15 min-
utes to 3 hours 8 minutes) for the then-new Process E-6
Ektachrome Slide Duplicating Film 5071.  This latter esti-
mate was not contained in any regular Kodak publication,

Table 6.4 Projector-Fading and Dark Fading Stability Data Supplied by
Eastman Kodak to the Dunlap Society in Washington, D.C. in 1975

If Projected for 15 Seconds
If Kept in the Dark with a Tungsten-Halogen Bulb,

the Color Should Be the Color Should Not Change
Kind of Film Stable for. . . . Until Projected. . . .

Kodachrome Film 50+ years 250–500 times
[Process K-14] [1 hr 2 min to 2 hr 5 min]

Ektachrome Slide at least 300–500 times
Duplicating Film 5071 10–20 years [1 hr 15 min to 3 hr 8 min]

[Process E-6] perhaps
20–50 years

Ektachrome-X Film 10–20 years 375–1000 times
[Process E-4] [1 hr 34 min to 4 hr 10 min]

Kodacolor Slide 5–10 years 500–1000 times
Print Film 5028 [2 hr 5 min to 4 hr 10 min]

[Process C-41]

Ektachrome Slide 5–10 years 300–750 times
Duplicating Film 5038 [1 hr 15 min to  3 hr 8 min]

[Process E-4]

Eastman Color 5 years 400–800 times
Motion Picture Print [1 hr 40 min to 3 hr 20 min]
Film 5381

[Process ECP-1]
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however, and was seen by few people outside of the spe-
cialized art and architecture slide library field.

Extracting this information from Kodak was a major
breakthrough on the part of the Dunlap Society.  According
to the Society’s Isabel Lowery, who obtained the data from
Kodak, “We didn’t want to repeat the Sandak fiasco and
have all our slides turn pink.”19  Lowery was referring to
the millions of slides, printed on Eastman Color Print Film
(a motion picture print film), that suffered catastrophic
cyan and yellow dye loss only a few years after they had
been sold by Sandak, Inc. to art slide libraries and other
collections all over the world.

Lowery said that when she called Kodak with questions
about the stability of various films, she received only vague
and generalized cautions about color fading.  But the cus-
tomer service representative she talked to “let slip” the
name of a man at the company who worked in research and
who “knew about color fading.”  She called him directly
and he supplied her with the information given in Table
6.4.  Based on this, the Dunlap Society selected Ektachrome
Slide Duplicating Film 5071 for making distribution copies
of the original slides in its archive.  At the time, the Society
was about to embark on a major slide-production program
funded by the National Endowment for the Humanities;

this was one of the initial activities of the Society’s Visual
Documentation Program.

In the 1977 and 1984 editions of The Sourcebook – Ko-
dak Ektagraphic Slide Projectors, Kodak said:

For most viewing purposes, pictorial slides
made on properly processed Kodak Color Films
will be acceptable through 3 to 4 hours of total
projection time.  This is true when the slides
are used in an Ektagraphic or Carousel Slide
Projector that is equipped with a tungsten-fila-
ment lamp and has unrestricted air circula-
tion, even if the projector is operating with the
selector switch set at HIGH.20,21

Surprisingly, in this publication Kodak did not distin-
guish between Kodachrome and Ektachrome slides in terms
of projector-caused fading.

More recently Kodak has stopped publishing specific
recommendations for “acceptable” projection times.  Be-
ginning in early 1982, in answer to individual requests to
the company, Kodak started releasing data in the form of
graphs showing density loss as a function of projection
time for the common slide and print films for still cam-
eras.22  At first these sheets were accompanied with color
prints showing the visual effects of projector-fading and
accelerated dark fading tests.  About a year later, these
prints were discontinued.  The graphs are based on one 15-
second projection in a Kodak Carousel Projector every 20
minutes; data for up to 720 projections (3 hours total expo-
sure time) are given.

A Kodak spokesman has indicated that the company
receives very few requests for this information.  This per-
haps is not surprising in view of the fact that the company
has, to this author’s knowledge, never announced the avail-
ability of the stability data sheets in any Kodak publication,
and they are not listed in the Kodak publications catalog.
Very few photographers and archivists were aware that
the sheets existed.

In 1988 Kodak quietly published new image-stability data
sheets for Ektachrome (not including Ektachrome Plus,
HC or X films)23 and Kodachrome,24 but as was the case
with the data sheets published in 1982, these new publica-
tions were not announced and they saw little circulation.

Kodak has apparently decided to publicly minimize the
rather large differences between Kodachrome and Ekta-
chrome films in terms of projector-fading stability; and the
recommendation on the permissible projection time for
Kodachrome film given in the 1976 edition of Kodak Publi-
cation E-30, Storage  and Care of Kodak Color Films, has
been dropped in recent editions of E-30 (now entitled Stor-
age and Care of Kodak Color Materials, because of the
addition of some information on the care of color prints).
In the December 1980 edition of E-30, Kodak stated only
that “Ektachrome Films . . . withstand the effects of light
better than Kodachrome Films.”  In the May 1982 edition of
the same publication, Kodak watered this down a bit fur-
ther and changed the sentence to read: “Ektachrome Films
. . . withstand the effects of light somewhat better than
Kodachrome Films.”

In 1984, Kodak took the matter of the comparative pro-
jector-fading rates of different types of slide films such as

Table 6.5 Variations in Projector
Lamp Intensity

Intensities of various lamps measured with a Minolta Illuminance
Meter, 10 feet from front of lens (Kodak Ektanar C Lens, 127mm,
f2.8) of Kodak Ektagraphic III AT projector.  Open-frame slide
mount (without film) in projector film gate; measurements made in
center of frame.  Equipment was not available to measure lamp
intensities directly in projector film gate.  Lamps allowed to stabi-
lize about 20 seconds before measurements were made.

General Electric EXR Lamps

1) 2,560 lux

2) 2,690 lux Average: 2,678 lux

3) 2,640 lux Difference between brightest
lamp and average: 8.3%

4) 2,700 lux
Difference between dimmest

5) 2,560 lux and brightest lamps: 12.3%

6) 2,920 lux

Sylvania EXR Lamps

1) 2,410 lux
Average: 2,425 lux

2) 2,440 lux

General Electric EXW Lamp

1) 3,080 lux

General Electric EXY Lamp

1) 1,740 lux



Th
is

 d
o

cu
m

en
t o

rig
in

at
ed

 a
t <

w
w

w
.w

ilh
el

m
-r

es
ea

rc
h.

co
m

>
 o

n 
Ju

ne
 6

, 2
00

3 
un

d
er

 fi
le

 n
am

e:
 <

H
W

_B
o

o
k_

5_
o

f_
20

_H
iR

es
_v

1.
p

d
f>

Projector-Caused Fading of 35mm Color Slides Chapter 6 228

Figure 6.4  Light intensity at a projector film gate tends
to be higher in the center of a slide than at the corners,
and this results in correspondingly greater fading in the
center area.  For the data reported in Figure 6.5, density
readings were taken at the film-gate locations shown
here.

Figure 6.7  In this example involving Ektachrome film,
image fading occurred essentially simultaneously with
exposure to light in a projector; negligible change oc-
curred after the end of the projection period.  Because of
massive reciprocity failure during the continuous 5-hour
projection period of this particular test, the cyan dye
faded more than the magenta (the opposite occurs dur-
ing normal, intermittent projection).

Figure 6.6  After some fairly abrupt initial changes, pro-
jector fading of Ektachrome film and most other slide
films proceeds in a fairly linear fashion as a function of
projection time.

Figure 6.5  After 5 hours of continuous projection of a
slide with a uniform neutral density of about 1.25 and
made with now-obsolete Agfachrome 64 film, density read-
ings were taken at the film-gate locations shown in Figure
6.4.  Note the reduced fading that occurred at the corners
of the image due to the fall-off in illumination intensity.

Ektachrome and Kodachrome films.27  In what appears to
signal a major change in Kodak’s stance regarding the
relative merits of Ektachrome vis-a-vis Kodachrome, this
entire section was deleted from the new edition of E-77.

Why Kodak would change its position on such an impor-
tant matter is open to speculation.  One possibility is that
with the introduction of Kodachrome Professional films,
and Kodak’s renewed emphasis on Kodachrome in the pro-
fessional market, the company does not wish in any way to
disparage Kodachrome in the minds of photographers.  It
is also conceivable that, fearing the inevitable unfavorable
comparison of the projector-fading stability of both Koda-
chrome and Ektachrome with Fujichrome, Kodak wants to
discourage this line of thinking altogether.  Fujichrome is
the principal competition for Ektachrome and Kodachrome
in the professional market.

Top
Center

Top
Right

Corner

Top
Right

Center

Center
of

Frame

Lower
Left

Center

Lower
Left

Corner

Bottom
Center

Kodachrome and Ektachrome one step further and, in a
rather astonishing statement, said: “. . . the film type, if it is
a photographic film with dye images, does not make a sig-
nificant difference, assuming proper processing and the
projector operating at relatively normal room tempera-
tures.”25

In the 1986 edition of Kodak Color Films and Papers for
Professionals (Kodak Publication No. E-77), Kodak said:
“Color slides are usually projected on a screen by a bright
light for several seconds and then returned to storage.
Therefore, the preservation techniques for these materials
is much the same as for color negatives.”  While cautioning
against “prolonged or repeated projections such as might
occur in a commercial display,” Kodak concluded the dis-
cussion by saying, “Kodak transparency film is very stable.
All Kodak slide films are made to be projected, and it is
usually not projection that causes image deterioration if
reasonable care is taken . . . .”26  The previous, 1980 edition
of E-77 contained a section that briefly discussed the pro-
jector-fading and dark storage stability differences between
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229 The Permanence and Care of Color Photographs Chapter 6

Figure 6.8  In now-obsolete Agfachrome 64 film, some
“regeneration” was noted in the cyan dye during dark
storage after a 5-hour period of continuous projection.
The yellow and magenta dyes were not similarly affected.

various slide films included in the tests.  The critical densi-
ties of the gray-scale image were contained in the density
steps in the center of the scale, and even though they were
on the bottom of the image, they received essentially the
same amount of light as the center of the frame.  Slides
with ten-step gray scales centered in the middle of the
frame were included with some of the films.

The projector was operated at the recommended 120
volts (measured with the projector turned on and the lamp
on “High”).  Kodak states that Ektagraphic projectors will
operate satisfactorily in the range of 110 to 125 volts; how-
ever, the lamp light intensity — and hence the fading rate
— varies considerably with the operating voltage.  Accord-
ing to Kodak figures, the ELH quartz-halogen lamp pro-
duces 15% more light at 125 volts than it does at 120 volts.30

At 115 volts, the light level is reduced 12% from that at 120
volts, and at 110 volts, the light level is reduced 25%.

Variations from one lamp to another can also be ex-
pected at any given voltage.  Robert Beeler of Kodak ex-
plained:

. . . there is a good bit of variation in the total
illumination and in the evenness of illumina-
tion from different lamps.  It appears that the
lamp manufacturers can make the filaments
fairly consistent, but the dichroic [infrared-trans-
mitting] coatings on the reflectors are some-
thing else.  The total variation usually falls within
perhaps ± 10 percent, but sometimes is more.
In addition, the coatings are often not perfectly
even on the reflector, and this may affect the
evenness of illumination at the projector gate.
Putting the lamps on an illuminator (prefer-
ably with a tungsten light source) will show up
differences in the light transmitted by the re-
flectors, and it is often considerable.31

Variations in the intensity of a number of the projector
lamps used in this author’s study are listed in Table 6.5.
By the conclusion of the initial phase of this study, when

Projector-Fading Test Procedures

For the tests conducted by this author and reported
here, each slide was subjected to six 30-second projections
each day, with approximately 4 hours between each projec-
tion.  The tests were carried out over a 140-day period,
resulting in a total projection time of 7 hours for each slide
(for the less stable films, such as Kodachrome, the tests
were ended after 120 days — a total of 6 hours projection
for each slide).  During the tests the projector was located
in a darkened room at a temperature of 75°F (24°C) and a
relative humidity of 60%; fans in the room maintained indi-
rect air currents over the projector and slide tray, cooling
both fairly quickly after each projection period.

A Kodak Ektagraphic III AT projector, equipped with
the standard ANSI Code EXR 82-volt, 300-watt quartz-halo-
gen tungsten lamp (made by General Electric), was used
in the tests.28  Ektagraphic projectors are heavy-duty ver-
sions of the popular Kodak Carousel projectors introduced
in 1961; in the United States, Carousel and Ektagraphic
projectors have achieved practically total domination in
educational and commercial markets.  The Ektagraphic III
projectors were introduced in 1981.  The microprocessor-
controlled Ektapro projectors introduced by Kodak in 1992
are expected to produce rates of slide fading that are gen-
erally similar to that of Ektagraphic III projectors.  This
author had used a Carousel 750H projector with an ANSI
Code ELH quartz-halogen lamp in previous experimental
work; an initial study was done in 1979 with a Sawyer ro-
tary projector.

A precise electronic repeat-cycle timer designed by this
author was set at 31 seconds to control the Ektagraphic
slide-change mechanism; the additional 1 second29 allowed
for the slide-change mechanism to function, giving an ac-
tual projection time of 30 seconds.  The primary sequence
timer controlled a secondary timer set at 0.1 second to
provide a short but sustained electrical contact closure to
cause the projector to move to the next slide (this simu-
lated a momentary depression of the change button on the
hand control).  These timers and the projector itself were
controlled by a third timer which turned the entire system
off after all of the slides had been projected once.

The slide tray was manually returned to the starting
position and the bulb checked at the start of each projec-
tion sequence to make certain it had not burned out.  Expe-
rience showed that it was unnecessary to monitor the pro-
jection lamp during the course of each sequence; when
lamps burned out, they did so without exception within a
fraction of a second of a new sequence being started.  At
the end of a lamp’s life, the filaments fail suddenly, appar-
ently due to the initial current surge.  Given the relatively
short projection time of 20 or 30 minutes for each sequence,
the lamps would remain operational throughout this pe-
riod if they had survived the initial current surge.

To determine the evenness of illumination at the film
gate, a full-frame, neutral-density Agfachrome 64 slide was
projected for a period of 6 hours.  Various locations on the
slide (see Figure 6.4) were measured with a densitometer;
the fading that took place at each of the locations is given
in Figure 6.5.

A Macbeth ColorChecker was photographed onto the
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the majority of the films were tested as a group, a large
quantity of lamps had been consumed, and it is assumed
that differences in intensity and evenness of illumination
were largely averaged out in the course of the tests.  For
subsequent tests of more recently introduced films, the
lamps were individually tested and only those which mea-
sured very close to the average intensity of the initial set
were included.  Only General Electric Type EXR lamps
were used in these tests (this was the type of lamp origi-
nally supplied by Kodak with the Ektagraphic III projector
when it was purchased and is considered to be the “stan-
dard” lamp for this projector as well as Kodak’s new Ek-
tapro projectors, introduced in 1992).

Measurement of Density Changes

Many films exhibit relatively rapid losses in density of
one or more dyes during the first 5 or 10 minutes of projec-
tion; Figure 6.6 illustrates the changes that took place in a
low-density, neutral-gray area of an Ektachrome 50 Tung-
sten slide.  The cause of these initial rapid density losses is
not known.  It is possible that residual sensitizer dyes re-
main in the film after processing and that these fade com-
paratively quickly on exposure to light; however, low-level
stains from other sources may be the cause.  To a certain
extent, fading slows after early projection periods as a con-
sequence of the reciprocity failures in light fading which
are discussed in more detail later.  To observe these early
changes, density measurements were made after 6 min-
utes of projection time; these were followed with additional
measurements after 15 minutes, 30 minutes, and 1 hour.
For the remainder of the test, measurements were made
after each hour.

Density measurements were taken with a Macbeth TR924
Densitometer equipped with Kodak Status A filters.  The
densitometer was connected directly to a Hewlett-Packard
HP-125 microcomputer which, running the programs de-
scribed in Chapter 2, processed the data, interpolated pre-
selected gray-scale step values, provided a hardcopy print-
out, and set up data files on computer disks for storage and
later analysis with the sets of fading criteria.

Judging from the instances in which two or more samples
of films of the same type were included in the tests, the
repeatability of the procedure — including the computa-
tions of the criteria analysis program — was reasonably
good.  As an example, samples of Kodachrome 25 and Koda-
chrome 64 were tested, with each sample having a dis-
tinctly different color balance.  The “Critical” museum cri-
teria program predicted 19.5 minutes for the Kodachrome
25 sample to reach the cyan/magenta color imbalance limit,
and 19.8 minutes for the Kodachrome 64 sample to reach
the same limit.  The potential experimental error for samples
analyzed with the “General” set of criteria is estimated to
be about ± 10%; the potential error is larger for the “Criti-
cal” set of criteria.

ANSI  IT9.9-1990, American National Standard for Im-
aging Media – Stability of Color Photographic Images –
Methods for Measuring32 specifies correction of densito-
metric data for changes in d-min densities when measur-
ing density losses in the individual cyan, magenta, and
yellow dyes, but not when determining changes in color

balance.  For the purposes of this study, however, this
author felt it was more meaningful in a visual sense to use
uncorrected data for both density losses and color balance
changes.  Unlike the blue-density increases (caused by
gradual yellowish stain formation) that take place over time
with most types of color photographs in dark storage, pro-
jection usually causes a reduction in d-min densities.  Pro-
jection of a slide generally does not result in yellowish
stain that can be measured in d-min areas and, therefore,
this author feels that the usual rationale for making d-min
corrections does not apply to projector-fading of color slides.

For most films, projector-caused fading appears to take
place virtually simultaneously with exposure to the intense
projector light.  Figure 6.7 shows the changes that took
place in a neutral-gray, moderately high-density (2.0) area
of an Ektachrome 50 Tungsten slide during a period of 5
days in the dark (75°F [24°C], 60% RH) after 5 hours of
continuous projection.  An initial density reading was made
within 15 seconds of the end of the 5-hour projection.  No
further detectable loss in image density took place during
5 days in dark storage.

However, with an Agfachrome 64 transparency (an ob-
solete film developed with Agfa Process 41), with an initial
density of 0.6, (see Figure 6.8), there was a gradual in-
crease in red density during dark storage following the 5-
hour projection period, suggesting a “regeneration” of some
of the faded cyan dye.  An apparent partial regeneration of
cyan dye has also been noted with some types of color
prints after (or during) exposure to intense light.

Two years after completion of the initial 6- or 7-hour
intermittent projection tests (3 minutes projection per day
for 120 or 140 days), densities of Fujichrome 100D, Koda-
chrome 64, Ektachrome 50 Tungsten, and PolaChrome color
slides were measured again; none of the films showed sig-
nificant further density changes.  During the 2-year stor-
age period, the slides had been kept in the dark at 75°F
(24°C) and 60% RH.

Reciprocity Failures in
Projector-Caused Fading

Accelerated light fading tests for color prints employ
high-intensity illumination in an attempt to simulate in a
short time the fading and staining that the prints will expe-
rience in actual long-term, low-intensity display conditions.
For example, exposing an Ektacolor print to fluorescent
light with an intensity of 20 klux for 1 month should result
in the same amount of fading as if the print were exposed
to fluorescent illumination with an intensity of 1 klux for 20
months — in both cases the prints would receive 14,400
klux-hours of illumination.  Stated simply, exposure to a
bright light for a short period should produce the same
amount of fading as exposure to a less intense light for a
proportionally longer time.

Unfortunately, as discussed in Chapter 2, most types of
color prints fade faster and stain more under long-term,
low-intensity illumination than they do when exposed to an
equivalent amount of light in short-term, high-intensity ac-
celerated tests.33  This deviation is known as reciprocity
failure.  There are very few examples of color prints or
films that exhibit the opposite relationship — that is, fade
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231 The Permanence and Care of Color Photographs Chapter 6

more in high-intensity tests than in low-intensity tests.  There
are, however, a number of print materials with one or more
dyes which, in this author’s tests, showed almost identical
fading behavior in high- and low-intensity tests; the ma-
genta dyes in Konica Color Paper Type SR, Ektacolor Plus,
and Ektacolor Professional papers are examples.

With some types of color prints — Polaroid Polacolor
ER, Ilford Ilfochrome (Cibachrome), and the now-obsolete
Agfacolor PE Paper Type 589 are examples — reciprocity
failures can be quite large.  Thus, in normal display condi-
tions, one or more of the image dyes in such prints can
fade significantly faster than predicted by high-intensity
accelerated tests.  These prints can be said to have a large
reciprocity failure, or RF Factor.  An RF Factor can be
expressed numerically; for example, if the yellow dye of a

Figure 6.9  Reciprocity failure in projector fading of Koda-
chrome film.  For a 6-hour total projection time, intermit-
tent projection of 30 seconds every 4 hours produced
more than twice the magenta dye loss than that which
occurred with continuous projection.  In normal, intermit-
tent projection, which is usually spread over a period of
many years, it is likely that even greater fading would
take place after 6 hours of accumulated projection.

Figure 6.10  With Kodak Ektachrome films (including the
newer “Plus,” “X,” and “HC” type films, and 64T and 320T
films), the magenta dye faded far more in intermittent
projection than with continuous projection; the cyan dye
was not greatly affected.  Note that in continuous projec-
tion, the cyan dye faded the most and caused a red color
shift.  In normal, intermittent projection, the magenta dye
fades the most, causing an obvious green color shift.

Figure 6.11  Fujichrome showed very little reciprocity
failure (the reduced yellow loss measured during inter-
mittent projection of 30 seconds every 4 hours probably
resulted from a compensating stain increase that was not
reflected at d-min).  These tests show that continuous
projection can produce highly misleading comparisons
of slide films.  With continuous tests, one would errone-
ously conclude that the stability of Ektachrome was simi-
lar to that of Fujichrome.

Figure 6.12  Polaroid PolaChrome instant color slide film
also suffered from reciprocity failure in continuous pro-
jection.  The stability problems of PolaChrome relate more
to the discoloration and fading of the silver image layer
than with dye stability per se; for this reason, the data
presented in this graph produce an incomplete depiction
of the stability behavior of the film.

certain type of print fades twice as much in a low-intensity
test as it does under the same total light exposure in a
high-intensity test, the RF Factor of the yellow dye is 2.0
(for those two test conditions).  If the yellow dye fades the
same amount in both test conditions, the RF Factor is said
to be 1.0.

To further complicate matters, the cyan, magenta, and
yellow dyes that make up the color image usually have
different RF Factors, which means not only that the print
may fade faster overall under long-term, low-intensity  illu-
mination but also that the color shift may be different as
well.  When evaluating prints with a set of criteria such as
those used here, the relationship between the criterion
which fails first in a low-intensity test and that which
fails first in a high-intensity test can be expressed as an
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RF Factor — the print material as a whole can then be
said to have a certain RF Factor, under the two given test
conditions.

The significance of the RF Factor is that meaningful
estimates of fading behavior in long-term use under nor-
mal conditions cannot be obtained from high-intensity tests
if a print material has a large RF Factor.  Stain behavior
frequently is also subject to reciprocity failures in high-
intensity tests.  It is of course possible for a print material
to have a large RF Factor and still be relatively stable —
Ilfochrome is an example.  Likewise, a print material with
a small RF Factor may nevertheless have poor light fading
stability.

Experimental work by this author in 1980 indicated that
projected slides were subject to reciprocity failures in fad-
ing that were somewhat similar to the reciprocity failures
observed previously in the fading of color prints.  In the
case of slides, where the light intensity in the projector is
essentially a constant, however, the important variables
were the length of time of each individual projection and,
more significant in terms of the usual short projections for
color slides, the length of time between projections.  The
relative humidity of the air surrounding the slides between
projections is probably also an important factor, especially
when the intervals between projections are short.

To investigate reciprocity failures in projector-caused
fading, a number of films were projected under the follow-
ing three conditions:

1) Continuous projection for a total of 6 hours.

2) Intermittent projection for 30 seconds every 30 min-
utes, for a total of 6 hours projection over a period of 15
days.  Between projections, the slides were quickly re-
equilibrated with ambient conditions of 75°F (24°C) and
60% RH.

3) Intermittent projection for 30 seconds every 4 hours,
for a total of 6 hours projection over 120 days.  Between
projections, the slides were re-equilibrated with ambi-
ent conditions of 75°F (24°C) and 60% RH.

In every case, projection for intermittent 30-second pe-
riods caused greater losses in dye density than did a single
continuous projection of 6 hours.  The degree of reciprocity
failure varied considerably with the type of film.  Among
conventional color films, the magenta dye of Kodachrome
had an RF Factor of 2.5 (Figure 6.9), the Ektachrome ma-
genta dye had a very large RF Factor of 4.4 (Figure 6.10),
and the Fujichrome magenta dye exhibited an RF Factor of
only 1.4 (Figure 6.11).  In the case of these three films, the
RF Factors were computed from density losses from an
initial 1.0 neutral density; losses measured from “pure”
cyan, magenta, and yellow areas generally had even higher
RF Factors under these test conditions.  For example, based
on losses measured from a “pure” magenta with an initial
density of 1.0, Ektachrome film had an RF Factor of 6.6
(versus an RF Factor of 4.4 when magenta losses were
measured from a 1.0 neutral density).  In other words, the
“pure” magenta in Ektachrome film faded 6.6 times more
in the intermittent test than it did in the continuous-pro-
jection test!

The apparently reduced fading of yellow dye in Fuji-
chrome film in the 4-hour intermittent condition was caused
by low-level yellow stain formation; Ektachrome exhibited
similar low-level stain formation in intermittent projection.
The stain formation was not observed in either type of film
in low-density (e.g., 0.6) or d-min areas.  Density measure-
ments detected the stain only in higher-density portions of
the images; the stain had little effect on the visual impres-
sion of color balance and is considered by this author not
to be a significant problem.  Further study of this would
require the use of a spectrophotometer, which this author
did not have available at the time of this research.  Neither
Ektachrome nor Fujichrome developed significant stain at
any density during continuous projection (at least stain
was not evident at the lowest density available in the test
slides in this study); Kodachrome appeared to be free of
stain formation under all projection conditions.

PolaChrome instant color slides (Figure 6.12) also showed
marked deviations in fading depending on the projection
condition, although the total amount of fading, relatively
speaking, was not great compared with Ektachrome and
Kodachrome.  Because PolaChrome slides have an extremely
high base density (d-min) of about 0.7, they were measured
at a neutral density of 1.5, instead of the 1.0 selected for
the conventional films.  The increase in blue density ob-
served with PolaChrome film was the result of significant
yellow stain formation; that the apparent stain was less in
the 4-hour intermittent condition can probably be attrib-
uted to a complementary fading of the red, green, and
blue additive-screen elements in the film.

In intermittent projection, Ilford Ilfochrome (Cibachrome)
Micrographic film (Figure 6.13) also showed a significant
increase in fading rate compared with continuous projec-
tion.  The now obsolete Agfachrome 64 and 100 films had
only a moderate RF Factor under the three projection con-
ditions in this author’s tests.

Of particular note was the excellent test performance of
Fujichrome film.  Either by intention or as a fortunate
occurrence related to other aspects of the film’s design,

Figure 6.13  Ilford Ilfochrome (Cibachrome) Micrographic
color film suffered large reciprocity failures in continuous
projection compared with more normal, intermittent pro-
jection.  When projected 30 seconds every 4 hours, the
special-purpose Ilfochrome film proved to be somewhat
more stable than Fujichrome when evaluated according
to this author’s image-fading criteria.
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Fuji has managed to mitigate those factors that cause other
films to exhibit significant RF Factors.  This also under-
scores the importance of the test method in evaluating
projector-caused fading of slide films.  Under continuous
projection, Fujichrome fades at a rate similar to that of
Ektachrome film, and the obvious superiority of Fujichrome
in normal, intermittent-projection conditions might go un-
appreciated.  In continuous-projection tests, the image sta-
bilities of all the films — with the singular exception of
Fujichrome — are greatly overrated compared with what
would actually be experienced in normal use.

A possible explanation of the observed reciprocity fail-
ures in projector-caused fading is that oxygen plays a role
in the light fading of certain dyes.  During high-intensity
light fading, oxygen is depleted at the sites of the dye mol-
ecules, resulting in a slowing of the photochemical reac-
tions.  Oxygen availability may be further hindered by low
humidity, which lowers the permeability of gelatin to oxy-
gen.  This dependence of light fading of magenta and yel-
low chromogenic dyes on oxygen availability was suggested
by Tuite of Kodak in 197934 and further discussed by Seoka
et al.35 and Aono et al. of Fuji in 1982.36  It is also possible
that water vapor plays a direct role in the fading of image
dyes.

By allowing a significant length of time between projec-
tions, the emulsion can equilibrate with ambient atmospheric
conditions, and both the moisture and oxygen content of
the emulsion can normalize before the next projection, thus
increasing the rate of fading.

Even the Intermittent Tests Reported Here
Probably Overestimate the
Stability of Slides in Normal Use

Normal use of a slide, of course, does not imply projec-
tion for 30 seconds every 4 hours.  In actual practice, slides
may be projected for 10, 15, or 30 seconds at a time, but in
nearly every case, there will be a great deal more time
than 4 hours between projections.  Days, weeks, months,
or even years between showings are more common.  Judg-
ing from the slope of the fading rates of Kodachrome film,
under the three projection conditions in this author’s tests,
for example, there is no reason to assume that the fading
rate would not be even greater with shorter projections
and/or longer periods between projections.  Therefore, the
estimates of useful life given by this author in Tables 6.1
and 6.2 almost certainly overestimate the actual stability of
the slides under normal use.  The magnitude of the error
will depend on the particular film; because of the small RF
Factors for Fujichrome films, the estimates of stability un-
der normal use for them are probably more meaningful
than for the other films.

The undesirable “greasy” surface residue noted on 3M
Scotch 640T Color Slide Film (see note in Table 6.1) and
Eastman Color Print Film 5384 (see Table 6.2) after 6 hours
of intermittent projection was not found when identical
slides were subjected to 6 hours of continuous projection.

The relationships between length of individual projec-
tions, the interval between projections, and the influence
of relative humidity are probably different for every prod-
uct, and for each type of dye of a given product.  In order to
more accurately predict the long-term stability of slide films

under typical intermittent-projection conditions, study of
all of these factors is continuing, and this author hopes in
the future to publish results from tests with much longer
periods between projections.

Projector-Fading Curves of Slide Films

Projector-fading curves for some of the films included
in this study are given in Figures 6.14 to 6.22.  A starting
neutral-gray density of 0.6 was used for all the films.  Each
slide was subjected to six 30-second projections each day,
with approximately 4 hours between each projection.  The
tests were carried out over a 120-day period, resulting in a
total projection time of 6 hours for each slide.  The ambient
temperature in the test room was 75°F (24°C) and the rela-
tive humidity was 60%.

Eastman Kodak’s Test Methods

Reciprocity failures as a consequence of the test method
may account for the differences between this author’s tests
with Ektachrome films and the data reported by Kodak in
CIS No. 50–45, August 1982, Evaluating Dye Stability of
Kodak Color Products – Transparencies on These Kodak
Ektachrome Films, and in Kodak Publication E-106 (1988),
Reference Information from Kodak – Image Stability Data:
Kodak Ektachrome Films (Process E-6).37  Both of these
publications indicate that during projector-caused fading
of a neutral patch with an initial density of 1.0, the cyan dye
(red density) and magenta dye (green density) faded at a
similar rate over a 3-hour projection period, while the yel-
low dye (blue density) faded almost not at all.38  In this
author’s tests, the magenta dye in a neutral patch faded
significantly faster than the cyan dye, as illustrated in Fig-
ure 6.18.  Continuous projection of Ektachrome film caused
the magenta to fade less rapidly than the cyan; the ma-
genta dye appears to have a larger RF Factor in projector-
caused fading than either the cyan or yellow dye.

Kodak indicated that it used one 15-second projection
every 20 minutes (720 projections in a 10-day test period) in
a Carousel projector, which is in keeping with the proce-
dure for testing slide-projector fading described in the now-
obsolete ANSI PH1.42-1969, American National Standard
Method for Comparing the Color Stabilities of Photographs.39

Such a projection sequence can easily be achieved by plac-
ing slides in an 80-slide Carousel tray and setting a projec-
tor timer for 16 seconds (which allows 1 second for slide
changing).  As the tray continues to rotate, each slide will
be projected once every 20 minutes and will have achieved
720 projections in approximately 240 hours (10 days) of
continuous operation.

In a projection situation such as this, where the projec-
tor operates continuously, heat from the projector keeps
the entire tray of slides warm.  This in turn reduces the
relative humidity of the air in the vicinity of the slides and
maintains the moisture content of the film emulsion at a
low level throughout the duration of the test.

Whether Kodak actually applied this method of project-
ing the slides has not been revealed.  In any event, the
Kodak test method (one 15-second projection every 20 min-
utes) did not allow as much time to elapse between projec-
tions as in this author’s tests; in addition, the Kodak tests
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apparently did not allow the film emulsions to regain much
moisture between projections, probably contributing to a
reduction in fading rates.  The resulting reciprocity fail-
ures likely account for the differences in results.  This
author’s longer-term tests, with full moisture equilibration
at 60% RH between projections, produced more rapid fad-
ing of the magenta dye, leading to a significant shift in
color balance toward green, while Kodak’s tests produced
a less noticeable shift toward yellow.  In Figure 6.11, it can
be seen that a projection condition somewhere between
continuous projection and the intermittent projection peri-
ods employed in this author’s tests would produce slower
magenta dye fading, resulting in similar fading rates for
the magenta and cyan dyes.

The new ANSI IT9.9-1990, American National Stan-
dard for Imaging Media – Stability of Color Photographic
Images – Methods for Measuring specifies a 15-second pro-
jection period each hour (a total of 6 minutes of illumina-
tion each 24 hours), with the surrounding air having a tem-
perature of 75°F (24°C) and 50% RH.  This test cycle falls in
between the old ANSI PH1.42-1969 specification of a 15-
second projection every 20 minutes, with an air tempera-
ture of 75°F (24°C) and no RH specified (this is the test
cycle used by Kodak in the past), and this author’s test
cycle of a 30-second projection every 4 hours, with an air
temperature of 75°F (24°C) and 60% RH.

In 1983 Patrick Young, staff photographer in the De-
partment of History of Art, University of Michigan, reported
a projector-fading experiment done with Kodachrome and
Ektachrome films (and a now obsolete Agfachrome film) in
which slide copies of a Claude Monet painting were pro-
jected for periods of 2 minutes (with 2 minutes between
projections) for totals of 50 minutes, 100 minutes, and 200
minutes.40  Significant change was noted in the Kodachrome
slide at the end of 200 minutes, but no visually detectable

Figure 6.17  Ektachrome films (current E-6 types, except
for Ektachrome Plus, “HC,” “X,” 64T, and 320T films).

Figure 6.18  Ektachrome Plus, “HC,” “X,” 64T, and 320T
films (E-6 films introduced by Kodak beginning in 1988).

Figure 6.16  Kodachrome films (all current K-14 types).Figure 6.15  Fujichrome Velvia film (ISO 50).

Figure 6.14  Fujichrome films (except Velvia).
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fine series of dyed red, green, and blue lines imprinted on
the film base.  Deterioration of a PolaChrome image is a
complex matter and can involve either the silver layer and
the dyed screen elements separately, or both at the same
time.  Being an additive system, the d-min of PolaChrome
is very high (about 0.70), and correctly exposed slides have
a very dense appearance.  When projected, PolaChrome
images appear much darker on the screen than conven-
tional slides.

During the course of the 120-day intermittent projection
tests, all of the PolaChrome slides developed serious, ir-
regular yellow stains — this was in addition to a more
uniform, overall yellow staining.  Figure 6.24 illustrates
the changes that occurred in a light skin-tone patch from a
Macbeth ColorChecker (the area of the light skin-tone patch
developed an especially high stain level on this particular
PolaChrome slide).  The red and green densities dropped
in a fairly orderly fashion, but after a short drop at the very
beginning of the test, the blue density increased rapidly,
reflecting the formation of yellow stain; the color balance
of the skin-tone patch shifted markedly toward yellow.

The stain formation is probably accompanied by some
fading of the blue dye; integral densitometry, such as that
employed in these tests, cannot distinguish between these
two causes of density change.  Unlike subtractive films
which have relatively clear d-min areas, PolaChrome is an

color shift was observed in the Ektachrome slide at the end
of this time.  Favorable reciprocity effects afforded by these
test conditions were probably a significant factor in the
degree of stability attributed to the Ektachrome slide.

Problems with Polaroid
PolaChrome Instant Color Slides

Introduced in 1983, Polaroid PolaChrome instant color
slide film is used in conventional 35mm cameras (a related
film, High Contrast PolaChrome, was marketed in 1987 for
making high-contrast slides of graphs, charts, etc.).  Po-
laChrome film is developed in about a minute in a separate
Polaroid Autoprocess tabletop processor; the slides can be
mounted and ready for projection in as little as 5 minutes
after exposure.  PolaChrome is a modern reincarnation of
the additive-screen Autochrome plates and similar color
processes popular in the early part of the 1900’s.  Because
of problems inherent in any additive color system, these
processes were abandoned soon after Kodachrome and other
continuous-tone subtractive color films became available.

PolaChrome utilizes the same imaging technology as
the ill-conceived — and quickly abandoned — Polavision
instant movie system introduced in 1978.  In PolaChrome,
the color image is formed by a positive silver image layer
which controls light transmission through an extremely

Figure 6.20  Agfachrome 64 and 100 films (obsolete).Figure 6.19  Agfachrome RS film and CT films (E-6 types).

Figure 6.21  Kodachrome II and Kodachrome-X films
(obsolete K-12 types).

Figure 6.22  3M ScotchChrome 100 Film (E-6 type).
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additive film with full-density red, green, and blue strips in
all areas of the film, making analysis of changes more prob-
lematic.  Direct comparisons between the fading charac-
teristics of PolaChrome and other films are difficult be-
cause of the high base density, compressed density-scale,
and other unusual aspects of PolaChrome images.

Because of the irregular nature of the yellow stains that
occurred in the course of projection, and because PolaChrome
images had essentially disappeared by the end of this author’s
90-day, high-humidity (144°F [62°C], 75% RH) accelerated
dark fading tests, PolaChrome film cannot be recommended
for any application requiring more than short-term stabil-
ity.  Irregular stains of this type are virtually impossible to
correct in duplication or printing and are one of the most
serious flaws that a photographic material can have.

Using continuous-projection tests, Polaroid concluded
that PolaChrome slides have very high resistance to pro-
jector-caused fading (to this author’s knowledge, Polaroid
has not published data from intermittent-projection tests):

All color slides subjected to long periods of
projection will eventually fade.  Tests under
typical projection conditions indicate that Po-
laChrome slides can be projected two to five
times longer than conventional (chromogenic)
slide films before exhibiting a similar degree of
fading.

A PolaChrome slide projected continuously
for 10 hours in a 300-watt projector showed a
subtle visual change in some colors.  After 20
hours the change was still small enough to be
unnoticed unless directly compared to an iden-
tical, unprojected slide.

Because of this resistance to fading, Pola-
Chrome film is particularly recommended for
slide shows . . . .41

Because of its poor image quality, lack of a continuous-
tone image, extremely high base density, large grain struc-
ture, compressed density range (which reduces the bril-

liance of projected images), slow speed of ISO 40, color-
fringing with certain types of scenes, difficulty of making
color separations for photomechanical reproduction, poor
stability under commonly encountered projection and stor-
age conditions, and other drawbacks, the only reason any-
one would want to use PolaChrome film is that it can be
processed and ready for projection in slightly less than 5
minutes — the only current “instant” 35mm color slide
film.

Polaroid has suggested that PolaChrome slides be treated
with gold chloride toners to protect the delicate silver im-
age if better stability is desired, especially under less-than-
ideal storage conditions.42  However, it is highly unlikely
that many photographers would be willing to get involved
in toning and washing the films prior to projection or stor-
age in an effort to improve the stability of the product.
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