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The archive of a performing arts organization is a complex entity – one half corporate archive documenting the administration and daily operations of the organization as a business, one half archive of artistry and creative production. Theatre companies are especially complex. Their records contain evidence of every component of a theatrical production: the director’s vision, stage directions, scenic, lighting, sound, and costuming designs and technical documentation. Often in the case of theatre, the final product is not captured, and it is these materials documenting the lengthy creative process that too often serve as the only record of a finished artistic work. Adding to the complexity is the fact that these records come in a wide range of physical media types, each with unique preservation challenges – to say nothing of the increasing born digital formats in theatre design.
Beyond the challenges of managing diverse materials of diverse functions and origins, performing arts collections have another layer of complexity: as with many creative products, the record creators may hold intense emotional connections to the archival material, as it is the physical manifestation of their life’s work. Appraising such collections requires not only an understanding of arts organizations and performance creation and documentation, but also an awareness and sensitivity to the emotional investment the record creators may have in the material. The appraisal and acquisition of The Studio Theatre Archives at Special Collections in Performing Arts at the University of Maryland exemplifies these challenges. 
The Studio Theatre was founded in 1978 in a former hotdog factory on the corner of 14th and P Streets in Northwest Washington D.C. Specializing in contemporary drama and performance, the company has grown to become an anchor for both the DC theatre scene and the surrounding neighborhood. The 14th Street corridor has undergone great transformation and revitalization in the thirty-plus years the Theatre has resided there – a transformation that is closely linked to the Theatre’s presence and the company’s growth.
In the summer of 2009, the Theatre’s founding artistic director, Joy Zinoman announced she would retire in 2010 after thirty years at the helm. Leahkim Gannett, then Assistant Curator for Special Collections in Performing Arts (and wife of the Theatre’s staff carpenter), reached out to Joy at a Theatre staff event to gauge her interest in finding a permanent home for the company’s archives. 
Special Collections in Performing Arts (SCPA) specializes in building, preserving, and providing access to performing arts collections. Holdings include archival collections in music, theatre, and dance that preserve performance, creativity, education, and scholarship. Leahkim naturally saw SCPA as a good fit for the Theatre’s records. Joy embraced the opportunity to secure a permanent home for the Theatre’s records and a dialog began. 

PLANNING
 While we might not have recognized them clearly at the time, three primary needs emerged during the planning phase: (1) Trust needed to be built between the Theatre and SCPA, (2) a mutually agreeable memorandum of understanding needed to be designed, and (3) a records aggregation and archival appraisal plan needed to be created and implemented. The Theatre and SCPA worked together to creatively address these needs, and this collaboration and creativity is largely responsible for the success of the project. 
Leahkim’s earliest conversations with Joy Zinoman centered on trust and permanence, and reassurance that the Theatre’s archival legacy would be secured. This reflected Joy’s deep personal connection to the company and perhaps also some understandable anxieties that come with facing retirement. Joy’s investment and hands-on involvement in the Theatre was demonstrated, for example, in something as seemingly minor as the storage of props. All props were stored in the theatre building, in a miracle of organization and efficiency highly unusual for any performing arts company. In order to maintain the small storage footprint, Joy personally identified and priced extraneous props for the Theatre’s annual garage sale. The company’s records, however, were not so tightly collated. 
 Another early step during the planning phase was to begin negotiating a memorandum of understanding that took the form of a deed of gift. At this phase, Vincent (Vin) Novara, Curator for Special Collections in Performing Arts, became more involved in the cultivation effort. Though both curators were working closely with Joy, who was still the company artistic director, negotiations for the deed were ultimately conducted with the company’s Board of Trustees. This board is composed of some of the luminaries of D.C.’s performing arts community, as well as local business leaders with considerable political influence. Ultimately, the chair of the board signed the deed in October 2010. In the final version of the deed, it was stated that Joy would maintain possession of her production books, as well as her personal papers. An unusual component of this deed was the explicit statement that Joy would bequeath her materials to SCPA in her will. As the project progressed, and the archives interns earned Joy’s trust, she chose to release the production books to SCPA in the second installment of materials. 
Typical of our deeds of gift at this time, a transfer of copyright was not essential; the primary purpose of the deed was to transfer physical ownership. At first, the Theatre proposed that SCPA merely have the right to possess the collection, but as that constituted more of a deposit arrangement, and given the considerable resources and efforts this collection would require, all parties agreed to physical ownership. Furthermore, not seeking transfer of copyrights bolstered the process of appraisal and acquisition, as SCPA did not have to devote any energy to contemplating restrictions related to intellectual property concerns. 
Additionally, in the deed, SCPA requested a loose commitment from the Theatre pertaining to financial support. Though the deed included our standard request that the Theatre only agree to “cooperate with the University to identify and maintain funding,” the company actually went above and beyond all expectations in their financial support of the project. 
In the initial months and meetings, it became apparent that the volume, diversity, and distributed nature of the Theatre’s thirty-plus years of records would require a great deal of time to aggregate and appraise. Though the Theatre had been founded in 1978, the acting conservatory predated it by a few years and had run parallel to the company continuously. Consequently, over three decades of records consisting of diverse material types, from diverse records creators (including administrative records, production records, pedagogical materials, personal papers, and architectural records), were disbursed in multiple locations throughout DC. Altogether, records potentially totaling 300 linear feet were in need of appraisal and weeding prior to archival transfer. Additionally, the lines between the Theatre and Joy’s personal records were not always distinct, and there was considerable personal investment from many additional staff members within the company in the records. 
 Conducting archival appraisal of the records in situ was beyond the abilities of the Theatre’s staff but also required a level of support that was beyond SCPA’s resources to perform within the necessary timeframe. Joy was anxious that the transfer be completed before her official retirement in 2010, immediately after which she would be leaving the country to travel for a year. But the “take it all and sort it out later” approach to acquisition was also not desirable as Joy had concerns about how her legacy and the legacy of the Theatre would be represented in the archival collection. She needed a granular knowledge of which materials would be transferred for her peace of mind.  “Take it all…” is also rarely good for the archive, as so much context and original order is easy to muddle in such a transfer. Moreover, there are the additional factors of excessive duplication of ephemera, and the challenges inherit in maintaining original order when managing a massive extent of unprocessed material.  
 The SCPA curators, Vin and Leahkim, proposed an unorthodox solution: The Theatre would fund an archival internship position which would run for twelve weeks over the summer of 2010 with the curators serving as co-supervisors. The Theatre had a previously established and long-running internship program, filling multiple administrative and production internships every summer, so this position fit well into an existing organizational structure, and Joy and the Theatre staff supported the idea. 
The Theatre not only agreed to pay for the intern’s wages, but also offered to provide for their housing. Providing local housing was well beyond the level of support any archival institution could hope for, and this not only demonstrated the Theatre’s commitment to the project, but also ensured that the curators could recruit and attain the best interns from a national pool. 
Additionally, a dedicated liaison within the Theatre was assigned to assist the curators in designing the internship and in supervising the intern, once hired. Chloe Schama, a development associate was the initial liaison. The curators worked with Chloe to write the job description, and then posted the position in the appropriate venues. The curators also conducted the first round of applicant reviews and suggested a short list of candidates to Joy. The final interview panel consisted of Joy, Chloe, Vin and Leahkim. The ideal candidate had a performing arts background and was pursuing an MLS in archives, or had recently attained the degree. Kelly Smith, a recent graduate from University of Pittsburg’s iSchool, was the successful candidate. Kelly had a background in dance and had also recently interned in the archives of the Jakob’s Pillow Dance Festival. 

IMPLEMENTATION
The internship was initially designed to run for twelve weeks through summer 2010 with a goal to completely survey records located at the Theatre building on 14th and  P Streets NW, Joy’s home in Northwest D.C., a nearby storage facility personally maintained by Joy, and possibly the homes of other pertinent individuals connected to the Theatre. After a brief training and orientation period, the intern would begin inventorying and appraising the company’s records, with weekly check-in meetings scheduled with the curators and with Chloe at the Theatre. All parties agreed to meet together periodically to discuss the project’s progress and make decisions as needed. 
Orientation was done in two parts: orientation to SCPA, which involved a tour and meeting with the curators, and orientation to the Theatre, which also consisted of tours of the various departments and meetings with key staff members. Once orientation was completed, Leahkim, Vin, and Kelly began working with an existing records retention policy put in place by the Theatre’s accountants. Leahkim and Kelly developed survey criteria with an eye towards archival value, physical condition, and recommending accession strategies. Materials were anticipated to include manuscripts, paper and electronic office records, photographs, scripts, prompt books, three-dimensional scenic models, costume renderings, and a wide array of ephemera. This became the first phase of the project. 
As the project progressed much to the satisfaction of all parties involved, two more phases were added, which the Theatre continued to fund. Phase two was devoted to scanning photographs and duplicating other materials, so that copies of essential items could be retained at the Theatre for continued use, and then facilitating the first transfer of materials to SCPA. Phase three was devoted to inventorying the Theatre’s co-founder and resident scenic designer Russell Methany’s materials that had not yet been transferred to SCPA, reaching out to other scenic designers via a survey to determine if they had relevant materials, and facilitating another transfer to the university.
Phase one ran for the initially planned twelve weeks. During this time Kelly surveyed the materials in each area of the Theatre’s building, systematically working her way through the various administrative divisions and departments. She began by talking with department managers and staff to discover what kinds of records they created, and the locations of the materials. The Theatre’s positive corporate culture and buy-in for the project facilitated the intern’s work. These informal interviews, along with the Theatre’s organizational chart, and records retention schedule served as a guide for how to proceed with the inventory, and as a basis for eventual series. 
The administrative records, portions of the production records, and most of the photographs were already well organized and similar materials were frequently co-located. This made inventorying the bulk of physical office records fairly straightforward. Most of the physical records, and some of the digital files, were well organized, including those records relocated from the founder’s home. Most departmental materials were stored together, and prior to the start of the project, archival materials that were in the basement props storage area were brought upstairs in order to decrease the locations in which Kelly would need to look for materials. Filing cabinets throughout the administrative area were numbered, which made it easier to identify the location of materials. Also, the staff worked to assist Kelly by making themselves available when she had questions, and shortly before phase one ended, one staff member volunteered to organize the digital production files. 
The most challenging part of inventorying the physical materials was the sheer volume and time constraints. Kelly, under the curators’ advisement, created a preliminary inventory spreadsheet for physical materials which included the following fields: record group, drawer or box label, assigned box number, item description, date range, size, physical location, arrangement, value, condition, preparation work required, send to UMD, and notes. 
Born-digital materials and three-dimensional objects were more challenging. The Theatre’s digital files were inconsistently organized with some departments arranging files by production, and others either topically or by year. Many digital folders contained no files, something that did not occur with the physical folders. Some document files were named but did not contain information. The born-digital inventory was created on a separate spreadsheet that included similar information as the primary inventory, but included file type since software obsolescence required consideration. Inventorying the digital files was more painstaking than the physical files because it often required item-level examination to determine a file’s contents. This was certainly not the approach taken with the files of papers, but it did prove necessary for digital files and three-dimensional objects. 
Although there were three-dimensional objects disbursed throughout the building, those of highest archival value were the scenic models-scaled renderings of the production sets. There were 47 models in varying condition, stored in multiple areas of the building. Because of space constraints and preservation concerns, SCPA only committed to acquiring a small selection of the models, but as the first phase of the project drew to a close, Joy became increasingly concerned that the information and artistry conveyed by the models would be lost. 
During a meeting with Kelly, Leahkim, Vin, Chloe, and Joy Zinoman, a decision was made to document all of the models with photography. As a result, Joy personally selected eight scenic models that were most significant and best represented the Theatre’s work for transfer to SCPA. For the rest, SCPA would acquire copies of the photographs of all forty-seven models. 
Then resident scenic artist, Luciana Stecconi was tasked with cleaning and restoring the models in preparation for photography. All of the models were moved to a central location in the Theatre to be labeled, and Joy personally provided Kelly with metadata for each model. The Theatre contracted professional photographer Scott Suchman to shoot the models in one day. All parties were satisfied with the outcome and photographs for all 47 models are available for viewing through University of Maryland Digital Collections, and are linked from the collection’s finding aid[endnoteRef:1]. This level of effort exerted to the models was an outstanding gesture of commitment by the Theatre to the burgeoning archives program. It was above and beyond, especially given the resources devoted by Joy. [1:  Studio Theatre Archives, The, Special Collections, University of Maryland Libraries. Series 5.2, Production Records, 1970-2010 and undated, http://hdl.handle.net/1903.1/19638.] 

The survey of the storage unit took one day, and resulted in the relocation of materials into the Theatre’s building on the same day. Most of this material appeared to be personal papers, records, and artwork belonging to Joy and Russell Metheny, and it was decided that they should be set aside initially for review at a later date.  
Kelly spent two days in Joy’s home surveying personal documents related to the Theatre. Items were stored in filing cabinets, on shelves, and in boxes. Priority was directed to Joy’s production books, annual company retreat materials, and her daily calendars. Most of the boxes from the apartment were transferred to the Theatre’s building before phase one ended. In this case, Joy self-selected much of the material that would be transferred as part of the collection, with a mind that her own personal papers might come at a later date and form a separate collection. 
Phase one was a great success. Intellectual control was gained over the Theatre’s records and appraisal decisions were made in mutual agreement between Joy and the curators ahead of her retirement. For selection decisions, the curators adhered to recommended appraisal practices: acquiring no more than two copies, and only accepting items possessing an identifiable degree of informational, historical, or aesthetic value or items that must be legally kept for the long-term based on the Theatre’s existing record retention policy. Leahkim and Vin also took into account the intended scope for the collection, thus excluding any personal items that had mixed in over the years, such as diaries, correspondence, and photographs that did not relate to the Theatre. Condition was also a factor, and SCPA regretfully had to pass on nearly thirty posters and promotional graphics due to extensive mold and water damage. 
Some series were identified as being of core importance to daily operations but were also of high archival value. It was agreed that these materials would be duplicated at the Theatre before the originals were transferred to SCPA. To complete this task, a second phase was added to the project. At the end of phase one, Chloe left the staff to take a new job, and the liaison role was taken on by Sarah Branzelle, then the Theatre’s Director of Administration. 
Phase two ran for six additional weeks, ending in late October 2010. The goals for this was phase were to create digital surrogates of the publicity photographs and duplicate other materials as needed for the Theatre’s retention, and to complete the first transfer of materials from to SCPA. Kelly scanned over two decades’ worth of publicity photographs, and created copies of images that were stored on compact discs for the Theatre’s future use while transferring the originals to SCPA. She also labeled and created a list of the boxes for transfer. Kelly continued to meet frequently with Leahkim and Vin to plan the transfer, but less so with the Theatre’s staff as this phase was concluding. 
Joy had officially retired by the time phase two began, and though the project had been given her final blessing, staff anxiety surrounding the removal of the company’s historic records was evident during the first transfer of materials. On that day, one of the company managers said that he had not authorized the transfer of his own materials. He quickly looked through the boxes of his records, which Kelly previously had inventoried and met with him about, and decided to keep some of them at the Theatre to go through at a later date. These files are still with the company.
A third phase was added, scheduled to begin in January 2011 and run for eight weeks. This period was dedicated to following up with Joy and Russell Metheney on their personal materials, working with Joy to survey designers and other people who might have relevant material in their personal possession, and to continue to facilitate transfer of materials to SCPA. However, in the time between phases two and three, Kelly was offered and accepted full-time employment in Pittsburgh. Both the Theatre and the curators felt that another intern should be recruited to continue the project. For the sake of expedience and maintaining momentum on the project, rather than initiate another national search, the curators recruited Mary Craudereuff, a former Graduate Assistant at SCPA. Mary had a background in theatre, an MLS with a concentration in Archives & Records management, and was already familiar with SCPA. Joy and Sarah Branzelle met with Mary and agreed that she would be a good fit for the internship. Luckily, Kelly was able to visit DC for one day in January for a torch-passing and orientation. 
As Mary met with Leahkim and Vin and various Theatre personnel and got to know the project, the goals of phase three expanded somewhat as other loose ends were identified, mostly pertaining to other series that required targeting. The series pertaining to the Board of Trustees and renovation records needed special attention. (The Theatre’s physical space had undergone a great deal of transformation over the years and Russell Metheny, a co-founder of the Theatre, personally designed much of the renovation and architectural work. This gave the renovations and the records surrounding them a special meaning to the Theatre.) The duplication of publicity materials Kelly had begun in phase two still needed completion, and a plan for future accessions and procedures also needed to be developed. Coming into the project as the second intern, Mary also had to earn new trust from the staff and maintain staff confidence in the archives project, as it had been several months between Kelly’s departure and her own arrival.
During Mary’s two months in the project she met with many helpful staff and volunteers, including reaching out to many current and former Board members, Conservatory teachers, and others who had worked for the Theatre in an artistic manner. 
She utilized the results from a questionnaire that Kelly and Leahkim developed and administered during phase one for designers, teachers, and other people related to the Theatre. The questionnaires revealed that there were paper and audio materials in homes and studios, but surveying or transferring these materials were not part of the project’s goals. Mary also incorporated the results of the surveys into recommendations for future actions in a final report presented to the board. 
 The Theatre staff claimed they needed to maintain access to some of their materials, especially public relations files, and this was borne out as Mary observed the day-to-day functions of the organization. Mary spent time with the head of Public Relations to establish what could be done to meet the needs of both the Theatre and the archives. We needed to maintain access to materials of immediate need in the offices, but also enable transfer of select materials be to SCPA for processing, storage, and scholarly use. Mary was able to finalize photocopying and scanning materials so that there would be two copies of public relations materials: one for the Theatre to keep and use, and one for SCPA. Three administration interns were assigned to assist Mary with photocopying thirty years of public relations materials, and completing the scanning of twenty years of production photographs started by Kelly. This included advertisements, reviews, and press releases, among other materials. In the end, the photocopies went to the archives, unless multiple originals were available, in which case one original went to SCPA. The Theatre retained a set of digitized photographs for their own use.  This was not the curators’ preferred arrangement, but it was a compromise that ensured that the material would be available at both the Theatre and the archives. 
Mary gathered materials collected from many different departments and persons, including Development, Production, Administration, and the Conservatory. The materials include, but were not limited to: annual reports, independent audits, board minutes and retreat information, conservatory materials, prompt books, production books, costume renderings, lighting plots, and scenery plans. While most people involved in donating were very eager to get the materials out of their personal storage and into the collection, there were some who were more apprehensive. 
When Mary initially met with Brandee Mathies, one of the main costume designers at the Theatre, he was hesitant about sending his materials to SCPA, as he uses older designs to influence new work. Mary spent an afternoon with him describing the type of access he would have to his materials. Once he felt ready, Mary worked with him to organize the materials for the transfer. At the same time Mary was able to create an inventory of the materials on the spot, which was a part of the documentation sent over to SCPA. The inventories of the works Mary gathered were distributed both to the Theatre and to SCPA for their respective use. This is one of the many instances Kelly and Mary encountered that underscored of the importance of recognizing and honoring human emotion in the archives. 
Mary’s work concluded with the second major transfer of materials from the Theatre to SCPA in March 2011. Upon her departure, a transfer schedule for records was established, and a wish list was created for expanding specific record-groups. 

RESULTS
	The most tangible results of this process were the pre-appraised accessions. In October 2010, SCPA acquired 45 boxes constituting sixty linear feet of paper materials and eight representative set models. This was followed in March 2011 with another 55 boxes of eighty linear feet of paper materials, including 25 years’ worth of prompt books (highly valuable primary source material for the study of theatre productions) and nine boxes of Joy’s professional papers. Soon after in May, Keith Alan Baker, Managing Director and Artistic Director for Studio’s 2ndStage performance series, transferred a newly collected box of records gathered from one of the 2ndStage directors. The 2ndStage series is a sandbox and showcase for young, emerging artists. The Artistic Director’s eagerness to transfer the records of the latest production to SCPA work further demonstrated the organization’s commitment to the archives project.
It is also interesting to note that when reviewing the accession records and control file now, a few years removed from the acquisitions, there is no evidence of de-accessioning any material, once it reached the archive. For over 140 linear feet of new material, that is quite remarkable and facilitated efficient processing and description, as no re-appraisal was necessary. 
Though researchers use this collection at the same rate as any other SCPA collection, Theatre staff members have thus far been the primary users for their own administrative purposes. Their questions ranged from asking if certain records were already transferred, to asking curators to consult plans of prior productions, as well as for copies of slides for use in promotional material. These reference consultations also provide an opportunity to demonstrate our good stewardship of the collection, as the detailed description makes the questions easy to answer.	
Appraising materials and creating an inventory while the collection is still in its original order and location, and in some cases still active, allowed us to discuss the materials and their uses with the people who actually created and used them. Having the luxury of time and access allowed us to create better intellectual and physical control. This was particularly helpful with the complex administrative files that required division into eight subseries, which represented the ways the company used them. Similarly, this input was vital for the records of the acting conservatory, which would not have stood out to the interns and curators as a distinct set of records if the people most familiar with them were not on hand for consultation.  
A major benefit of this approach has been the diminished the degree of effort and time expended on archival processing. The bulk of efforts have gone into sorting materials into their respective series in those cases when items arrived separated or not in original order. This has enabled SCPA staff to focus entirely on archival processing and expanding description after the materials were transferred. Furthermore, we were able to devote more energy to grappling with some formats that were unfamiliar, particularly the larger architectural drawings and scenic models. 
Embedded appraisal also created opportunities to build a significant relationship with the entire donating entity, which resulted in more effective and efficient transferring of documents, and enabled a long-term partnership towards accruals, as well as mutually beneficial interpretive initiatives like exhibitions or publications. The interns embedded at the Theatre were able to interact with company staff regularly and allay their fears, allowing the staff to focus on the benefits of placing their materials with the collection in our custody.
	The Theatre and SCPA have mostly kept to the records transfer schedule created during the planning phases for the appraisal project. Since the initial accessions, sixteen linear feet of materials have been acquired, including over two thousand slides and photographs of productions and gala events, public relations files, office records, and other items. This process is organized from the Theatre’s perspective, and was approved by all involved. This established transfer schedule distinguishes between materials that will be transferred on a yearly basis, and materials that will be transferred on a five year rolling schedule. Additionally, other materials may be transferred on an occasional as-needed basis determined by the material’s function and usefulness to the company. This flexible transfer arrangement has also mitigated any residual concerns staff held pertaining to archiving active materials prematurely. 
The outcomes described here demonstrate the benefits of including apprehensive donors in the archival appraisal of their collections, as well as the benefits of deploying archivists for embedded appraisal prior to acquisition. SCPA has referenced this endeavor numerous times when cultivating new donors and most find the idea attractive. Furthermore, it is easier to request funding support for such a scenario when the curator can demonstrate first-hand that this method works. 
One last result is the corollary benefits of having the Studio Theatre Archives at SCPA. This collection solidified SCPA’s position as a serious, well-rounded performing arts repository, and helped bring the overarching collection offerings more in balance after decades of emphasizing music collecting. Furthermore, it complements other previously established SCPA collections that already include materials pertaining to the Theatre. These include the Stanford Barouh Collection of performing arts photography which documents several of the Theatre’s productions, the James J. Taylor Collection of the Washington Area Performing Arts Video Archive which offers performance documentation of more than 40 productions by the Theatre, and the Potomac Stages Collection on DC theatre criticism which features 54 reviews of the company’s work. Lastly, when SCPA is ready, we will certainly refer to this collection when we pursue the papers of another major theatre company in the D.C. area. 

 LESSONS LEARNED
This experience was instructive for the curators in terms of donor relations, building relationships, and managing human resources. Archivists must remain aware that appraising collection materials in the presence of the donors, while also implementing a new transfer protocol for the records managers, might elicit a wide range of complex emotional responses. In such circumstances, archivists need to acknowledge that different people respond differently under stress, and these kinds of emotions can even be contagious. There might not be ways to completely alleviate the stresses brought on by sending material off to an archive, but sensitivity to the emotional implications for the stakeholders will be helpful, as will not interpreting their stress as a reflection on the archivist’s work or intentions. Both Kelly and Mary were wise to recognize that any emotional situation they encountered was not to be taken personally. 
Conveying clear expectations for the donor and of the materials’ future is important, not only for gaining trust and navigating emotional situations, but also for maintaining professionalism and for gaining physical control of the materials. Knowing when to be flexible and when to be firm is important, as well. For instance, if the SCPA team had been firm and not taken any intact scenic models into the collection, there may have been negative relations with the donor, and the collection would not be as rich. However, the team did have to be firm in the number of models we could take, and by utilizing digital photography the complete record of models is far more accessible for all parties. The final results are a benefit to the company, SCPA, and the scholarly community.
Flexibility is also needed in building new working relationships, while concurrently selecting records. The more Kelly and Mary worked at the company appraising the collection, the more collection materials were discovered either by them or the company staff. There was no initial cap placed on what would transfer in the first shipment, and this left the project too open-ended. Though the interns were trained to identify materials based on information, historic, or aesthetic qualities, the curators began the project with an exploratory mindset and elected to not dictate any firm parameters in caution against excluding the unforeseen.. Fortunately, additional funding was provided by the Theatre to continue to employ the interns beyond the original project.
Kelly and Mary were both surprised that when their role in the project ended, so did any formal communication from Leahkim or Vin about the collection’s progress. This was not a consequence of their performance – indeed, all measurable objectives were met. As the curators turned their attention to processing the materials with the pre-existing SCPA staff at UMD, as well as unrelated concurrent responsibilities, they became unintentionally inattentive to the personal investment the interns may have held for a project on which they both expended tremendous energy. While this chapter has provided an excellent chance to reconnect as co-authors recollecting our respective roles in the project, there was clearly a missed opportunity to further mentor the two interns in relation to the outcomes of the collection and towards to their professional development. At the very least, a post-project performance evaluation would have served all involved. 

CONCLUSION
In the end, the pre-custodial and embedded appraisal approach informed every aspect of this collection’s acquisition: outreach, donor relations, and, predictably, the archival processing. The strong relationships that were forged during our time working at the Theatre’s offices  resulted in greater investment by the staff, who became eager to identify and release materials to SCPA, including key materials that would have otherwise been delayed or perhaps held back. Truly, the interns earned the trust of the staff through their performance. This aspect of appraisal proved core in the successful development of this collection. 
The four archivists involved agree that this is a model that works as it allows an organization to maintain focus on their core mission without getting tangled up in the web of their history. By embedding a project archivist at the theatre, the company can advise as necessary, and learn about the archival appraisal process with minimal interruption to regular operations. Funding such a position, or even permitting for volunteer interns, should be negotiated on a case-by-case basis. We benefitted from the fundraising savvy employed by the Theatre under Joy’s direction and were fortunate that she was able to make arrangements so quickly to fund—and continue funding—interns for this project. However, with enough advance planning, outside grants may be able to support such an endeavor. (And, of course, free housing for our interns in Washington was something we couldn’t have anticipated!)
	This is only one experimental model.[endnoteRef:2] While this degree of personal investment by records creators may be more likely to occur in the creative and performing arts, and perhaps other branches of the humanities, there is good reason to propose this model for any organization in any field inclined to preserve their legacy. Ultimately, the Studio Theatre was documenting corporate activities, administrative and business operations, as well as its rich history of artistry and creativity, and this embedded model can be applied to any organization. [2:  Any archive interested in collecting materials from active performing arts organizations should also inspect the work undertaken by the Dance Heritage Coalition (http://www.danceheritage.org/, last accessed 29 September 2014) and the American Theatre Archive Project (http://americantheatrearchiveproject.org/, last accessed 29 September 2014).] 
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