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Abstract 

This paper presents a standards-based assessment of the digital asset collections in the creative 

services area of company XYZ Sales & Marketing, Inc., with an emphasis on the preservation of 

at-risk assets and the discoverability of assets for use in production. It also outlines the definition 

of an integrated repository that is “fit for purpose” and sets the stage for a governance framework 

to effectively manage the lifecycle of assets going forward. Effectiveness will be defined and 

measured by the extent to which digital asset management practices and policies serve the 

business needs of the company. 
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Introduction 

This paper concerns the digital assets generated by Creative Services and their related 

project records. The Creative Services group is part of XYZ Sales & Marketing, Inc., a New 

York City-based sales and marketing division of a large multinational media content producer of 

live entertainment and original programming.  

The Creative Services group is charged with creating brand identity (logos and style 

guides) and graphics in various media including print, web formats, out-of-home signage 

(billboards, etc.), motion graphics, and 3D objects. The value of the creative services group to 

the company is essentially its ability to create excellent design that builds and reinforces the 

brand image to our customers and business partners. It accomplishes this mission by sustaining a 

high volume, deadline-driven production workflow, delivering hundreds of digital files every 

month for print and web graphics that appear in paid advertising, and on company-owned media 

platforms (see Appendix A, Functional Analysis). In a larger sense, the work of creative services 

also serves as an important piece of the visual memory of the company, representing its 

intellectual property, its brand milestones and achievements, awards and recognitions of its 

executives, the celebration of company creativity and innovation, and the company’s global 

presence and influence. 

The author of this paper is the operations director of Creative Services and in that role is 

responsible for (among other things), ensuring the long-term access to the archive, as well 

optimizing the efficiency of the work-in-progress archive. At this point, the work in progress 

repository and the archive are one and the same. This exploration will probably yield more 

questions than answers but it will supply the guardrails for future requirements gathering and 

system implementation.   
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The Problem 

The challenges to proper archiving are many. Files are distributed in multiple networked 

shared drives. There is no overarching digital asset management (DAM) system for graphics 

files, either for works in progress or for inactive files of enduring value. The records series 

identified in a recent functional analysis and records survey revealed that the graphics created by 

Creative Services, which include working graphic files, final files, preview and source files, 

graphic templates and project records, have been accumulating in various shared network 

locations, dating back to 1998. The routine backup of working files did not even begin until 

2003. Creative Services has been in existence since at least 1995, so many years’ worth of 

graphics are completely missing. Some portable media storage formats (CD and DVD) may also 

contain important files that are not backed up on the network. 

The graphics software business is highly competitive and so the early files that exist 

reflect the software usage trends of the time period. Our agency partners regularly provide us 

with working files of campaign art, called “toolkits”, from which we generate many different 

collateral extensions. Often these toolkits were produced using software tools that were not 

widely adopted in-house. Very likely then, those software tools were not maintained beyond the 

particular campaign. Assets generated by these deprecated software are at risk of being unable to 

be rendered correctly, if they can be opened at all. Additionally, graphics software like Adobe 

Creative Suite (which we rely on exclusively) release updates fairly often, perhaps every couple 

of years. While most updates are backward compatible with earlier versions of that software, 

some problems of representation may occur opening old files in newer software releases, altering 

the significant properties of representation that are essential to the graphic integrity of the art.  
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Significant properties are defined by Malcolm Todd (2009, p.42) in the Digital 

Preservation Coalition Technology Watch Report: File Formats For Preservation as the 

“characteristics of digital and intellectual objects that must be preserved over time in order to 

ensure the continued accessibility, usability and meaning of the objects and their capacity to be 

accepted as (evidence of) what they purport to be”. Significant properties include aesthetics that 

are inherent qualities of the graphics—colors, fonts, spacing, etc. The loss of significant 

properties defeats much of the purpose of preserving graphic assets. 

The daily pressure of production deadlines pushes archiving and preservation to a fairly 

low priority. Sadly, many contributors to the digital asset library (designers) view the backing up 

of the files as the sole preservation strategy. The threat of media obsolescence and decay of the 

spinning disk storage servers has been mitigated by hardware upgrades over the years, but the 

files themselves have been left untouched.  

The culture of the department is also divided over the subject of procedures in general. 

Designers typically do not want to be encumbered by intrusive or repetitive procedures, although 

they intellectually understand the need for standard processes and are sometimes the victim when 

assets are not properly filed and time is wasted trying to locate assets for a new job. The main 

repository is used for both archiving completed jobs and also for works in progress, so if assets 

are difficult to find, it is the designers’ problem, not just an issue to be dealt with later. Even with 

the recognition that lack of organization is a shared problem, it has been difficult even to push 

everyone toward a standard folder organization, because every designer prefers his or her own 

personal way of labeling files. 

The entire team’s willingness to participate in an overarching governance process is 

highly varied as well. The issue of roles and responsibilities and “ownership” of the files and 
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folders is contentious. Even though the assets are 100% the property of the company, in practice 

different team roles “own” different pieces of the archive: The designers are responsible for the 

working files and are primarily responsible for the organization of the files they work on. The 

project managers likewise do not want to be responsible for the working files created by the 

designers. This situation creates an overall cultural of unaccountability and blame.  

Despite the fact that designers create most of the content of the repository, the project 

managers create the vast majority of job metadata, from the project title, to the general 

description and intended use. Up until recently, project files such as Word docs, estimates, 

publishing information, trademark and copyright info (if it exists), are buried in a variety of 

unstructured document formats, for the most part in other shared network drives, away from 

working files.  

To replace the previous broken project management system, beginning in 2014, Creative 

Services began using a cloud-based project tracking system that contains previews of graphic 

files, project information and job history. This project information provides archival context and 

provenance for the graphics files. This information is now physically more disconnected from 

the graphic archive than ever, in the hands of a 3rd party vendor. The project tracking system is a 

“social business” platform--a system of engagement as opposed to a system of record (Moore. 

p.7) and as such it can potentially defy traditional control and management tactics. The system, 

AtTask, is characterized by collaboration over shared content and conversations instead of 

documents. The opportunity to pull project information into the graphic asset metadata is a key 

priority in the evolution of a work in progress DAM (WIP DAM) and an archive DAM. 

The final challenge to be addressed is that despite the existence of corporate retention 

schedules that explicitly state the length of time that files belonging to these records series must 
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be retained before either being destroyed or archived (see Appendix B), the group is unanimous 

in feeling that everything must be kept. Granted, this is a fairly low-risk business unit, with 

virtually no regulatory concerns, but the ballooning size of the archive threatens to overwhelm 

any kind of intellectual control, with historically important files lost in information ROT 

(electronic information that is redundant, obsolete, trivial). The primary risk associated with the 

Creative Services content concerns intellectual property rights and contractual agreements with 

business partners; potentially a fairly large liability. 

Benchmark and Objectives 

Many elements need to fall into place in order to create efficiency and to save assets that 

are at risk of being lost. The first is a thorough assessment of present conditions. The Digital 

Preservation Capability Maturity Model (Dollar & Ashley, 2013) will be used to assess the 

current status of the records collections in Creative Services. The ultimate goal is to establish 

digital continuity among the various pieces of the digital asset management picture. The Digital 

Preservation Capability Maturity Model (DPCMM) encompasses elements and processes that 

together ensure availability and integrity of the digital assets that are the lifeblood of Creative 

Services. Indeed, the goal of this project is to make a step toward realization of ARMA 

International’s Generally Accepted Recordkeeping Principles(R) of Accountability, Integrity, 

Protection, Compliance, Availability, Retention, Disposition and Transparency (ARMA 

International, 2014).  

The Digital Preservation Capability Maturity Model is a holistic representation of an 

ideal environment for the protection of digital records. The model is format independent, and 

addresses infrastructure, repositories, and services, plus it identifies 15 key process and activity 

areas (Figure 1). The DPCMM is consistent with The Open Archives Information System 
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(OAIS) Reference Model (ISO14721) that describes characteristics of a trustworthy repository, 

and ISO16363 that specifies auditing criteria for trustworthy repositories.  

 

 

Figure 1. Digital Preservation Capabilities Maturity Model (Ashley & Dollar, 2013). 

The assessment portion of the model defines 4 levels of capability ranging from 0 to 4. 

As shown in Figure 2, zero represents the lowest level of organization around digital 

preservation, where no lifecycle management is occurring and most or all of the digital assets are 

at risk. Level four represents the optimal situation in which there are few or no at risk assets and 

all assets of long term value are preserved.  
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Figure 2. Stages of Digital Preservation Capability Maturity (Ashley & Dollar, 2013). 

Each level assumes full achievement of the characteristics described in the level below it. 

Note that the DPCMM, and maturity models in general, are used to analyze entire organizations. 

Still, the author believes it is useful to examine the current state of the Creative Services 

collections using these specific benchmarks. The Creative Services archive barely rises to the 

second level--Minimal--when assessed in these terms. The transfer of graphic toolkits off of CD 

and DVD and onto high quality servers was a good first step. However, recently an incident 

occurred in which 3 years of older project data was “temporarily” moved off of a server in order 

to expand the server storage capacity. Those records were in the custody of the IT group, and 

were subsequently lost because proper procedures were not followed. Clearly better coordination 

between Creative Services and IT is needed in the new preservation framework. 

A solution or set of solutions to the immediate problems facing the Creative Services 

archives needs to take into account the entire lifecycle of the assets, in which preservation 

planning begins with the creation of the asset. The backbone of a system for preservation is 
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metadata. The business systems that create metadata, such as the cloud-based project tracking 

platform, must make metadata available to the work in progress repository and the archival 

repository, in an automated way that minimizes manual, time-intensive metadata tagging.  

An appropriate way to conceptualize the lifecycle and workflow issues of Creative 

Services is to use the records continuum model, which recognizes the ongoing and varied use of 

records or digital assets. The digital assets, which in many cases are actually a linked assortment 

of other files (a layout file, image files, fonts, etc.) pass back and forth through fluid and 

indistinct phases of active, less active, occasional, and then rare use. Phases can collectively span 

two or three years, depending on the asset type. Some graphic templates might remain in use 

indefinitely. And current events can suddenly cause long-inactive files to suddenly become 

active. These business realities must be taken into account when creating the preservation 

strategy, to enable seamlessness between active and less active records from the point of view of 

the user. 

The dynamic view of assets and their metadata posited by the records continuum model 

necessitates automated and shared metadata creation. Assets acquire metadata about their 

qualitative aspects and their administrative purpose via the stakeholders (clients, designers, 

project managers), each with their potentially divergent viewpoints. The records continuum 

model offers a conceptual framework that addresses the various realities and relationships of 

assets to their creators, users and stewards. 

The outlines of an optimal repository for Creative Services is one that is “fit-for-purpose” 

in that it is completely aligned with and responsive to business objectives and lives up to 

performance expectations, even though it may not meet every one of the highest professional 

standards. Controls and procedures would be proportionate to the value and risk associated with 
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the collection. As Julie McLoed stated in Records Management Journal (2012, p.192), the 

system or collection of systems would only need to enable “intelligent information control [that] 

is about achieving the minimum necessary information outcomes (e.g. compliance, data quality, 

retrieval) at the right price”.  

Current Footprint of Creative Services Libraries 

Figure 3 shows the current locations and types of records and digital assets. Asset types 

are distributed over a wide range of disparate platforms and locations, and currently cannot be 

shared outside the department. Creative Services controls many smaller collections each with its 

own asset types, rights profiles, and user base. Servers that house the collections are 

geographically separated and there are two different cloud service providers in active use.  

Project Case Files & Data 
 
 

Network File shares – NY & CT 
Personal drive partitions – NY 
Portable media / work from home – various 
Mobile devices – various 
AtTask – Cloud 

Project Mechanicals – Work in Progress Project 
Mechanicals – Archive 

CSM Archive – NY 
Box.com – Cloud 
External hard drive 

Campaign Toolkits CSM Archive – NY 

Viewing/preview files CSM Archive – NY 
Web hosting server – Cloud 

Graphic Templates CSM Archive – NY 

Specs and Guidelines & Brand assets CSM Archive – NY 
Logos and brand web site – CT 
Social business Intranet – CT 
Brand SharePoint – CT 

Code library CSM Archive – NY 

Stock image library CSM Archive – NY 

Figure 3. Asset types and locations. 
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Figure 4 gives a sense of the rate of expansion of the graphics archive from 1999 to the 

present1. The library grew by 1 Gigabyte in 1999, and the project folder for 2013 contains 1 

Terabyte of content (a hundred-fold increase in annual production output in a 14 year period). 

This snapshot does not include the toolkits area of the repository, and it does not include video 

assets, which are held in a separately maintained collection in Creative Services. The video 

library will become centrally managed along with the print/digital collection this year. 

 

Figure 4. Project mechanicals directory in CSM Archive.  

Priorities and Plan of Action 

In order to progress to a higher level of preservation capability, the first step is to 

prioritize which of the 15 key components and processes from the DPCMM to focus on first. Of 

the 15 components, Strategy (2), Open Standard Technology Neutral Format (6), and 

Preservation/Workflow Metadata (14), will be the primary focus initially. The rationale for 

prioritizing those three components is that they will drive the other twelve.  

                                                        
1 The folder for 2007 was temporarily moved off the archive to as part of a planned expansion but could not be 
reintegrated with the library because the new server would not accept special characters in the file and folder names. 
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The DPCMM components Storage (10), Device/Media Renewal (11), and Technical 

Expertise (5), are for the most already part in place, but they will ultimately need to be integrated 

thoughtfully into the overall plan. They will primarily come into play and be key considerations 

in the selection of digital tools to bridge the gap between the project workflow tracking system 

and the archive. The components Ingest (9), Integrity (12), Security (13), and Access (15), will 

also be specified during business analysis in the course of selecting tools. The Electronic 

Records Survey (8) is already completed. 

The DPCMM components Policy (1), Governance (2), Collaboration (4), and Designated 

Community (15), must begin immediately in anticipation of the requirements gathering, and will 

evolve in tandem with the development of the DAM system. Policy, Governance, Collaboration 

and Designated Community will of course be ongoing.  

The priorities stated above are not a ranking of importance of those features, rather they 

express the logic of when decisions need to be made in the long journey toward a fit for purpose 

archive repository and a functioning production DAM. 

Preservation Strategy and Format 

It is the belief of the author that the first step is to jettison the notion that simple backup 

of files constitutes an adequate preservation strategy. The strategy we need to adopt will most 

likely involve migration of select files to an open standard, technology neutral format, as 

prescribed by NARA, JISC, InterPARES2 and other reliable sources. The best practice for 

choosing an archival format is based on whether the format is in widespread use, is independent 

of other technologies, whether the format is proprietary or in the public domain (preferred), how 

easily the file can be identified and verified, and whether and how the format supports metadata 

(Todd, 2009). Another consideration when choosing an archival file format is its interoperability 
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and reusability with network or web-based services. This last factor will be important to Creative 

Services as we expand our services into new media platforms and link to other repositories 

within the parent company.  

For the purposes of Creative Services, the final archival format for static graphics will 

likely be TIFF. For works in progress, PDF is currently used and valued because it is easy to 

open and share with our clients. In the future, when there is a DAM system, PDF will probably 

continue to be the preview file, and TIFF will be the master. Today’s DAM systems usually 

possess robust file transformation capabilities that allow for a great deal of choice in terms of the 

file formats that can be delivered to the user. It is very important to establish a surrogate master 

(a copy of the archive master) for the creation of duplicates and exports (JISC, 2014).  

Difficult questions arise regarding the web-based formats in the Creative Services 

collection. We must address how to handle animated Flash banners that never actually live in the 

archive. Only the working files are stored on the Created Services archive because in order to be 

viewed, they must be posted on a web page. Assessment questions then include can the Flash and 

ActionScript be converted to some other standalone viewable format? And how viable will these 

Flash animations be once Flash is made obsolete by HTML5 (as is widely believed).  

The use of compression in archived files will become important especially as we consider 

video formats. For still images, uncompressed files are the ideal among archives. Sometimes 

archives will opt for lossless file compression methods if the results are acceptable to the creator, 

publisher, or primary user of the master asset (InterPARES 2, p.10). At this point, the Creative 

Services library does not contain RAW photographic files (uncompressed, in the camera’s native 

format). The photographic assets within our collection are normally in JPEG format. 
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Another key piece of the preservation strategy is to attempt to comply with the company 

retention policies (Appendix B). Interestingly, the products offered in the commercial DAM 

marketplace do not normally address preservation issues, either in regard to file formats or in 

terms of appraisal (McGovern, 2013). This is a disservice to the customers that use those 

products. Digital curation refers to the appraisal of media assets and is a critical piece of the 

Creative Services preservation strategy, to determine which assets are of enduring value. There is 

a lot of redundancy in the Creative Services output, and not everything needs to be committed to 

the archive once it is past the defined retention period. 

Appraisal criteria must be established and applied to the legacy collection before any file 

migration efforts can begin. This may require research to determine the identity of some assets. 

Examples of questions to be asked are: Is there an ideal set of graphic formats that are most 

representative of a given campaign or brand aesthetic and therefore should be actively 

preserved? What resources are we willing to apply to the legacy assets to positively identify 

them and create metadata? This will be the most sensitive and difficult aspect to address with the 

designers, who feel personally connected to the content. Regarding the “why not save 

everything” mindset, we will most likely need to strike a compromise, along the lines of: These 

are the files that are considered of enduring value that will be segregated and managed in a 

thoughtful and standards-based way. These other assets are “dross” and will continue to be 

“dark” and of questionable value. The risk factor of this approach is uncertain because it is 

impossible to know if the assets will ever need to be legally discoverable and subject to legal 

hold. In the fifteen years that the author has been at this company, only one legal hold was called 

for and Creative Services was not asked to produce any records. The approval process that assets 

go through in the course of development for the most part ensures they are compliant with 
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existing business agreements. Therefore there appears to be a low level of liability associated 

with having an unofficial “shadow” repository. 

Work in Progress Metadata and Preservation Metadata 

Metadata is the backbone that will allow the assets to flow smoothly from creation to 

disposition or archiving. Overall, a comprehensive set of metadata will include 3 basic layers of 

information: 1) metadata to describe the content and administration relating to the content, 

including taxonomies and controlled vocabularies, 2) metadata to ensure proper representation of 

the asset to the user and 3) metadata to facilitate sharing of the asset with other systems. Ideally, 

all of these 3 types of metadata would be readable by both humans and machines (Evans, 

McKemmish & Bhoday, 2005).  

To satisfy the first layer of metadata requirement, we will follow the logic of the Monash 

Clever Recordkeeping Metadata Project, to determine what metadata needs to be utilized or 

created (Evans et al. 2005). The goal is to improve our business process in preparation for a 

DAM system. Using an iterative approach we will begin by analyzing how metadata could be 

captured at key points in the entire asset lifecycle, aggregating the metadata in order avoid 

manual description, beginning with the asset creation workflow. Workflow documentation will 

reveal how our current metadata model could be extended. Our brand assets (logos and style 

guides) are the only assets in the Creative Services domain that utilize structured metadata that is 

embedded in the assets as XML. These assets use a Dublin Core schema with a custom 

namespace that is consistent with our parent company metadata authority. As a working 

proposition, the author will assume continued use of the current model, perhaps switching to the 

PBCore metadata schema as we incorporate video. 
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The second layer of metadata responsible for the proper representation of the content is 

largely a question file format as discussed earlier. The third layer of metadata that controls 

exchange and interoperability could be supplied by a variety of means and different structures. 

The author would favor a DAM system that uses XML or provides a direct crosswalk between a 

proprietary DAM language and XML. APIs and other mechanisms can provide this. The content 

generated by Creative Services is copyrighted intellectual property and must be protected. Unlike 

cultural heritage and academic institutions, corporate libraries normally do not need to conform 

to open exchange standards. However, our proprietary content should be shareable among the 

global parent company’s other lines of business. Conformance to open standards helps to achieve 

that goal.  

DAM and Media Asset Management (MAM) system vendors tend not to be supportive of 

open standards, however the Content Management Interoperability Services (CMIS) is a 

technical specification that comes from the enterprise content management world is non-

proprietary and worth considering (Guseva, 2014). For the transport and exchange of assets with 

other areas of the company, Creative Services would first seek to join a metadata registry of our 

parent company. If the parent company does not have a metadata registry, Creative Services 

would seek to be compliant with the Open Archival Information System (OAIS) Reference 

Model (ISO14721). The METS (Metadata Encoding and Transmission Standard) is an XML 

schema that can accomplish that. Its strength is in organizing a wide variety of content types and 

it can accommodate many different descriptive and administrative metadata schemas within its 

framework (Gartner & Lavoie, 2005). 

The PREMIS Data Dictionary for Preservation Metadata is a valuable resource to guide 

the development of the Creative Services preservation metadata. It defines through a data model, 
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data entities that most preservation activities revolve around: intellectual entities (content or a 

work), objects (files or bitstreams), agents (stakeholders), rights and events (Caplan, 2009). In 

PREMIS, migration of an asset is considered an event and this aspect of preservation metadata 

would be of primary interest in this project. Though PREMIS offers the most widely applicable 

set of elements, it may not be necessary to implement the entire PREMIS schema. Many DAM 

products have built in version control and audit functionality, at least when an asset is in its 

active (work in progress) stage. Some of this metadata could be extracted and stored as XML as 

part of the preservation process, in order to track migration. The ongoing work, forums and 

tutorials offered by the PREMIS Maintenance Activity are important to the continued refinement 

of our preservation tactics. 

Conclusion 

The establishment of an efficient WIP DAM and a sound archive DAM is an ongoing 

process. While specifying all the thousands of details, we must keep sight of the fact that DAM 

is a process and not a destination. XYZ Sales and Marketing, Inc. will need to commit resources 

to its continued development in order to respond to technological change and to the changing 

business landscape. The value proposition to secure funding for preservation may be difficult if 

undertaken as an isolated initiative. However, the value of an efficient production DAM is well 

proven in today’s marketing environments. The adoption of online workflow tracking was an 

important predecessor for the development of DAM, because it enables us to curate the metadata 

necessary to manage the entire lifecycle of our digital assets for the foreseeable future. 

As a best practice, the stewards of the Creative Services DAM/archive will continue to 

periodically use the Digital Preservation Capabilities Maturity Model to benchmark progress and 

hopefully point the assessment tool at other repositories in the company. 
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The viability of the DAM systems envisioned here will be forever linked to Creative 

Services performance capabilities. In the end, it will not matter to senior executives whether we 

have saved the ads from ten years ago, but whether we can deliver a highly customized 

marketing campaign to the segmented audiences identified via real-time web analytics (Odjick, 

2014). The social-business collaboration platform that that we use for project tracking will 

always be the star performer in our DAM ecosystem. It allows us to look beyond the deliverable 

assets as objects and focus on performance and capacity issues. However in our frenzy to 

generate output we must not throw the baby out with the bathwater. Successful workflow will be 

the springboard for this next phase of WIP DAM and archive DAM development. As Cassie 

Findley (2014) wrote in her blog on nextgenrm.com, “We should stop talking about putting 

things in systems…and turn our gaze instead to the natural unconscious recordkeeping that is 

going on all around us.” In a perfect world, archive DAM will be an effortless by-product of a 

well-oiled work in progress DAM. But to even step foot on that path, careful planning, process 

improvement, policy and governance must become a daily activity. The cultural/behavioral 

issues cannot be overstated, as the author has learned through the adoption of online project 

tracking. To garner interest and support from the team, and to help us through what will surely 

be significant changes to current processes, there is already a budget line for ice cream cakes. 
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Appendix A 
 

Functional Analysis 
 
 
[Function] 1. Creative services 
[Activity]  1.1 Design services 
[Transactions]  1.1.1 Receive requests  
    1.1.2 Create design concepts 
    1.1.3 Routing of revisions 
    1.1.4 Copy development 
    1.1.5 Obtain approvals 
    1.1.6 Release files 
    1.1.7 Secure quotes 
    1.1.8 Create purchase orders 
    1.1.9 Present creative capabilities 
 
This functional analysis was created in MARA 210 
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Appendix B 

Records Retention Schedule 
 

Division 
Marketing 

Department 
Creative 
Services 

Records 
Coordinator 

K. Cook 

Issue/Revision 
Date 

4/28/2013 

Page 
1 of 2 

Schedule 
No. 
1 
 

 
Records 

Series 
Series 

Description 
Retention 

Period 
 

Office of 
Record 

Comments 

 
AM01 - Brand 
Identity Art, 
Logos & Style 
Guides 

Records 
document the 
official visual 
identity of the 
company’s core 
brand and 
brands of 
products and 
services. 

Indefinite Online at 
big.espn.com 

 

PRJ06 - 
Marketing & 
Advertising 
Project Files 

Records relate 
to the 
development of 
marketing and 
advertising 
materials for 
promotion of 
company 
products and 
services. 

Release* +10 
yrs 

Distributed: 
Corp net 

CMSarchive 
& 

 I://Marketing 
Print 

* Select records 
retained for 
historical purposes 

Retention Schedule Pertaining to Project and Graphic Files in Creative Services in XYZ Sales & 
Marketing, Inc. This retention schedule was created in MARA210 
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