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s Angela Tong (left) and Ms Cynthia Liu
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A whole decade has slipped by since the publication of HKFA's Newsletter in August, 1997. How time flies! ‘We
sincerely hope that through this Newsletter, we shall witness together the growth of the Hong Kong Film
Archive’, wrote HKFA former Head Cynthia Liu in the Foreword printed in the first issue. Three years later, the
HKFA opened its doors at its present site in January, 2001. Upon successfully fulfilling her daunting mission to
establish the Archive, Ms Liu was called upon to undertake the equally challenging West Kowloon Cultural
District project. Since then, the duty of ensuring the HKFA's smooth operation and development has fallen on
the shoulders of Angela Tong. She has been with us through thick and thin, until February this year, when she
has been requested to take over the post of Head of LCSD’s Film Programmes Office. Ms Tong's transfer coincided
with the retirement of Mr Albert Lee, LCSD's Chief Manager (Film & Cultural Exchange). We will surely miss
them in days to come.

All the staff of HKFA would like to extend sincere gratitude and best wishes to Ms Tong and Mr Lee. We wish
Ms Tong continued success in her efforts to promote film culture, and we hope Mr Lee, who cared for us in all
these years, to sit back and enjoy the golden years of retirement.

Ms Tong's successor Mr Richie Lam was one of the first staff members to engage in the planning and
establishment of the HKFA. Chief Manager Ms Pang Lo-mei is also highly experienced and dedicated in the field
of cultural development. The overwhelming response to this year’s retrospective, ‘Li Han-hsiang, Storyteller’
serves as a welcoming gift to our new team leaders, with whom we vow to create and perfect the works on the
preservation and study of Hong Kong cinema. [clkwok@lcsd.gov.hk]
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Greetings from the New
HKFA Head

MEZ Richie Lam
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Attending the 63rd FIAF Congress. (From left) Richie Lam, Head of HKFA; Tan Bee Thiam,
Executive Director of Asian Film Archive; Sunhee Cho, Director of Korean Film Archive;
Okajima Hisashi, Chief Curator of National Film Center, Tokyo; Fu Hongxing, Director of
China Film Archive; Winston Lee, Director of Chinese Taipei Film Archive

My ties with the Hong Kong Film Archive date back to 1992, when
I had the good fortune of engaging in the overall planning for the
setting up of the Archive. Soon, our initial three-person unit was joined
by our first Head, Cynthia Liu. We sent out missives to film archives
all over the world, and approached the International Federation of
Film Archives (FIAF) for consultation and exchange. We appealed to
local film industry representatives and overseas organisations to
donate or deposit prints and film-related materials. While hunting for
the right location to accommodate the Archive, we also scouted for
the best talent—those armed with technical, scholastic or creative
expertise to handle different areas of archival work, from acquisition
to restoration, from research to programming, etc. Thus, the
foundations for the HKFA were laid.

From 1992 to 1996, | was responsible for acquisition for HKFA.
Afterwards, | have been transferred to various posts, at the Festivals
Office, Hong Kong Cultural Centre, Film Programmes Office and
Antiquities and Monuments Office respectively. After an absence of
11 years, my return to the Archive as its new Head in March evokes
feelings of both closeness and distance. Seeing my own friends and
colleagues who had collaborated with me felt like a homecoming.
Yet, the HKFA has undergone such changes and development as to be
almost unrecognisable to a forerunner like me. Under the concerted
efforts of the staff, the HKFA boasts not only its own site and storage
facilities, the size of its collection, the list of ongoing restoration
projects, the variety of public services, the depth and volume of its
research and publications, but also its screening programmes and
exhibitions which have all expanded beyond my early expectations.
Needless to say, the pressures and challenges that come with such
impressive development are also getting tougher.

Hopefully, the co-workers of HKFA can build on our solid foundations
and achievements to make greater contributions to the development
of Hong Kong film culture, through closer partnerships with more
local and overseas organisations to preserve, restore, study, showcase

§l and promote Hong Kong cinema. | vow to make this my mission during

my office at the HKFA, and hope my colleagues and supporters of the
Archive will all lend me a hand in my endeavours. 1




Exploring History and Reaching Out
to the Public—The 63rd FIAF Congress
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Richie Lam (left) and Hung Yuen posed before Tokyo’s
National Film Center.
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NFC'’s film storage: each reel is placed in its own individual slot to |

facilitate dissipation of acetic acid released from acetate film. It
also helps create an even room temperature within the store.

he International Federation of Film Archives (FIAF) held its 63rd
Congress from 7 to 12 April 2007 at the National Film Center, The
National Museum of Modern Art in Tokyo. HKFA Head Richie Lam and
Hung Yuen from our archive’s conservation team attended the event,
which included a symposium and forums with representatives from
archives all over the world.

This year’s focus subject was the exploration of short-lived film
formats. Throughout the world, there have been many film formats
which once invented, soon faded into obscurity. Examples include
Japan'’s early handmade magic lantern and toy projector, as well as
paper film, used mainly for animation, newsreels and propaganda films.

Hung Yuen gave a talk on the technique of hand-colouring over film,
once commonly used in fantasy and martial arts films between 1962
and 1964. He cited as examples The Matchless Pair Swords (1963)
and The Magic Whip (1963), which created special effects by manually
applying colour dyes onto individual frames of black-and-white film,
and enhancing them with appropriate sound effects. The process is
very time-consuming and labour-intensive. By the time glorious colour
burst upon the screen in the mid-1960s, this film format became
redundant.

The conservation of rare film formats enables one to study and
compare film formats of different eras in different countries. As products
of specific times and cultures, they illustrate the inextricable relation
of film history to technological advancement. One format that has
survived the times and boasts a long history is 3D film. One of FIAF’s
events included a seminar on the history of different 3D systems in
film, tracing its early rise in the shorts of Mélies and the Lumiére
Brothers all the way to its new developments in the 1980s.

Another key topic of the forum concerned film copyright. Statements
on the fair use of works are seldom clearly stipulated in film copyright

| laws. FIAF presented its manifesto on fair use and public access, with

the intention of complementing international copyright and intellectual
property laws. FIAF claims the rights of its members to acquire, preserve,
conserve and exhibit film and its ancillary promotional and historical
materials. By doing so, the federation aims to raise consciousness in

- opening up to the public, thus passing on the national, cultural heritage.

According to the principles of fair use, FIAF members are entitled to
the right to use its collection for programming, exhibition and
publication, even lease to fellow members, with no fee levied. FIAF
appeals to its member countries and their regional governments to
draft laws that accommodate and support their national archives in
' = their mission and duties. Next
= year, the annual congress will
__ be held in Paris, and hopefully,
_ the crucial issue will be further
examined and discussed.
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In Memory of Ll Han—hsiang
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A toast to the late director: (Front row from
left) Helen Poon, Susan Shaw Yin-yin, Gordon
Liu, Elliot Yueh Hua, Mary Lee. (2nd row from
left) Kuk Fung, Margaret Li, Linda Chu Hsiang-
yun, Tsin Ting, Ti Lung, Wang Ping, Hu Chin,
Lisa Lu, Ho Meng-hua, Kwan Shan, Jen Chieh,
Michelle Yim, Shu Don-lok, Merisa ). Lee. (Back
row from left) Richie Lam, Head of HKFA; Dr
Ng Chi-wa, Assistant Director (Heritage and
Museums, LCSD);William Pfeiffer, CEO of
Celestial Pictures Ltd; Pang Lo-mei, Chief
Manager (Film & Cultural Exchange, LCSD) and
HKFA Programmer Sam Ho.

To commemorate Hong Kong Film Archive’s retrospective, ‘Li Han-hsiang,

Storyteller’, in conjunction with the Hong Kong International Film Festival, an official

legﬁﬁa/_\é%ﬁ RS ME T TILSE AYR opening ceremony was held at the HKFA Exhibition Hall on 30 March. A galaxy of
stars descended upon the venue, all of whom have known and collaborated
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R @ERQANHE - B0 82 - FRREE | wominLi's fengyue films (erotica), period bathtubs, painted screens and costumes
Bk - BAFERNRE - @Ik - ARBERE - DUAE for imperial consorts. The guests also shared their personal experiences of working
HEZNWER - m with the director, and discussed his contribution to Hong Kong cinema. ™

extensively with Li Han-hsiang. Also present were Li's daughters, Margaret, Mary
and Merisa. The guests walked around looking at the recreation of some classic
sets in Li’s films. They also admired the exquisite memorabilia from Li’s films, such

by ]
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The screening of The Dream of the Red Chamber was preceded by a greet-the-
audience session, with guests (from left) Elliot Yueh Hua, Hu Chin, Michelle Yim,
and Sylvia Chang reminiscing about how Li Han-hsiang inspired them as actors.
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Thoughts on Li Han-hsiang’s Memoir
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‘Li Han-hsiang and His Actors’ seminar on 31 March: (From left) Ti Lung, host
Law Kar, Hu Chin and Margaret Li recollecting their collaboration with Director
Li. Other than his films, Margaret Li’s reminiscences of her father offered a
glimpse of the candid, free-spirited side of this big-name director unknown
to the audience.
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(From left) Yau Ching, Po Fung and HKFA Programmer Sam Ho at ‘The Genre
Films of Li Han-hsiang' seminar on 7 April. The speakers raised their ideas
from different angles, with special attention to Li's acclaimed fraud flicks and
fengyue films (erotica). Their incisive observations made the viewing of Li's
varied genre films a whole lot of fun.
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he HKFA presented screenings of two rare copies after meticulous
restoration work. They were Chor Yuen's Cold Blade (1970) and Patrick
Tam'’s Love Massacre (1981). We are indebted to the French film
collector Mme Marie-Claire Quiquemelle for lending us a copy of Cold
Blade, thus enabling us to show a full-version, restored print. As an
expression of our gratitude, we invited Mme Quiquemelle to Hong
Kong to share thoughts on film conservation and preservation with
HKFA's Edward Tse, Assistant Curator | (Conservation) after the film'’s
screening on 5 April.

In addition to owning a copy of Cold Blade, Mme Quiquemelle also
sought and acquired several other prints of Cantonese and Mandarin
films in Hong Kong. Some of these Chinese films, shot in the 1950s,
were found in Hong Kong or other tropical countries. As a result of
the high temperature and humidity of these regions, most of them
showed signs of Vinegar Syndrome—a condition which caused the
film to shrink and the image to fade so that screening is no longer
possible. Preservation of these prints is extremely difficult.

Tse traced the process of how Cold Blade was eventually restored.
Initially, Cathay Organisation donated the negative print to HKFA, but
unfortunately, one of the reels of track negative is missing. Thanks to
the help of Mme Quiquemelle, we were able to use the print as a
reference for colour grading and extract the soundtrack from it. A track
negative for the missing part was made by duplicating the sound image
of the print and matched with the rest of our track negative in our
collection. As a result, there is a slight discrepancy in sound between
this and the other reels of the film.

As for Love Massacre, the HKFA is in possession of a working positive,
a track negative in Mandarin and an English subtitle negative. Though
it was possible to synchronise the track negative with the subtitle
negative, it was not possible to do the same with the working positive.
So HKFA borrowed a print from the US to make a duplicate. However,
as it was a Mandarin version intended for overseas distribution, it was
shorter in length than the corresponding materials held by the HKFA,
not to mention that the Hong Kong version released in 1981 was of
course, in Cantonese. Eventually, a Cantonese soundtrack from a laser
disc was extracted and transferred to sound negative, and synchronised
with the duplicate negative made from the overseas Mandarin version,
followed by the colour grading process. Now you know how much
effort went behind the new print screening of Love Massacre.

(ZHE) BENE - KOS R4 RERREIMEE
(From left) Edward Tse, Mme Marie-Claire Quiquemelle and
HKFA Programmer Sam Ho
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The HKFA screened a newly restored version of Love Massacre (1981) in April.
We took this opportunity to ask Director Patrick Tam to talk about the making
of this film and his aesthetic intentions.

I made Love Massacre at the behest of David Tong, brother of Tong Shu-shuen. He
was the one who wanted to cast Brigitte Lin in the main role, because she happened
to be staying in the US at the time. However, she was only available for shooting
for two months, so to accommodate this tight schedule, we decided to shoot
intensively in San Francisco and Los Angeles. Actually, | took a course in film
production in San Francisco in 1975, and had good vibes about the city. At the
film's planning stage, the scriptwriter Joyce Chan read a news article about a
psychopath who killed someone in a nurse dormitory. Since we had already made
up our minds to shoot in the US, we thought this could be the subject of our
project.

Filming abroad brought exciting challenges that helped me view my concepts
about visual images in a new light. Even the landscape alone offered new possibilities,
such as the opening and closing scenes, when Brigitte Lin's character walked across
the Death Valley, it evinced both tension, and the sense of an emotional wasteland.
Western painting also inspired my use of space and how | formulated the colour
scheme. | was still in my Godard phase, and loved to use primary colours. | also
loved the abstract paintings and colour field paintings of Piet Mondrian, Mark Rothko.
Although | did not self-consciously emulate their style, | tried to incorporate their
experimental spirit into the film, to express emotional and psychological states
through colour, rather than through actions.

: Love Massacre was the first Hong Kong
film to include the post of art director in the
crew. We hired William Chang because he
happened to work as a garment designer in
a factory owned by David Tong. Whether

- , regarding choice of location, set and poster
{ design, Chang and | saw eye to eye with each
r‘a _ 4 . other. We decided to give Brigitte Lin a
makeover, with a straight, clean hairstyle that made her look like a different person
from her usual screen image in soppy Taiwanese romances. We also encouraged her
to transcend her stock acting traits, and taught her to use not only her facial
expressions, but her whole figure and the rhythm and speed of her movements to
act.

Both Joyce Chan and | loved music, but since we had a limited budget and even
more limited time, we could not afford to hire someone to compose an original
score. So the two of us made do with choosing canned music. Since | was responsible
for editing, | had a clear idea of which scenes required music, and exactly what type
of music.

On viewing the film after so many years, one can spot limitations in the screenplay,
the characterisation, and the narrative technique. In an effort to be experimental,
the film accentuated colour and form over character development, the buildup of
the narrative. If | had delved deeper into the male protagonist Chang Kuo-chu's
history of pathology, or the female protagonist’s psychological condition, the feelings
depicted would have been more convincing and the characters would have come
across as more human and moving. B
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The first time I noticed Chor Yuen'’s personal fondness for LiYu's
verses [Ed: the dethroned poet-king of Southern Tang, 937-978]
was in Return of the Sentimental Swordsman (1981), which | saw

in my youth. When the hero Li Xunhuan meets his long-lost love
Lin Shiyin, the two express their feelings through Li's more obscure
verses: ‘'The road to inebriation is smooth, and therefore worth
frequenting.’ (Zuixiang lu wen yi pin dao) A few years ago, | finally
got a chance to see Killer Clans (1976), Chor Yuen's first wuxia
(swordplay) film adapted from Gu Long's serials, on DVD. The
most memorable scene occurs when the heroine (Ching Li) first
encounters the hero (Tsung Hua).As she plays the lute, she recites
Li Yu's famous verses: ‘The forest blossoms have shed their red
petals of spring too soon. Too soon.’ (Linhua xiele chunhong, tai
congcong)

It was only after my recent viewing of Chor Yuen's first ever
martial arts film, Cold Blade (1970), that | realised he'd already
quoted Poet Li’s all-time classic verse: ‘Is there ever an end to
spring flowers and the autumn moon?’ (Chunhua giuyue heshi
liao?) Even the set bears an uncanny resemblance to that of Killer
Clans. The scene in which the heroine (Melinda Chen Manling)
has a rendezvous in a flower-strewn setting, and finds rapport
with her beloved (Gao Yuan) through poetry seems to be a
recurrent theme in Chor Yuen's wuxia films.

The filming of Cold Blade coincided with the zenith of Chang
Cheh's career, when the martial arts genre ruled the market with
an iron fist. Chang's spirit of yang gang (male prowess) forged
staunch, tragic or maverick heroes who place male bonding above
life and death. Chor Yuen, however, made a name for himself as a
director of Cantonese wenyi films (romantic melodrama), with a
penchant for ethereal and melancholic moods. Even after he made
the crossover to other genres like comedy, suspense and niixia
(action heroine) films, smart, young and vibrant female leads
always take centre stage, eclipsing the male leads who are usually
relegated to a secondary role. This was totally at odds with the
machismo heralded by Chang Cheh. Chor Yuen's female slant was




also in keeping with practical conditions—Cathay, the producer of
Cold Blade, only had one martial arts actress in its stable.
Consequently, her character Long Muxiang, despite being a villainess,
is in effect the leading role. Though Chor Yuen's art had yet to mature
at this stage, he already revealed a hint of individualistic style, and
carved his own niche by distinguishing himself from the overriding
macho tone dominating the genre at the time.

This does not mean that he was out of touch with cinema trends
of that period. For a director who worked his way up making
Cantonese films, he had done himself proud, adapting well to the
conventions and techniques of Mandarin wuxia genre. The fight scene
at the Changleju Inn is a good example that follows the conventions
of devising swordplay within the confines of an inn, in emulation of
King Hu's Dragon Inn (1967). The action choreography utilised wires
and trampolines to create a superhuman flying effect—ubiquitous
on screen at the time. Yet, while paying attention to popular taste,
he also had some original ideas. In the opening scene, where the
‘wind and thunder’ twin-sword wielders cross blades among the aged
pines and plum blossoms deep in the mountains, he conjured up an
aesthetic that no other filmmaker can imitate.

More importantly, the character of Long Muxiang is represented
through the eyes of the hero, who is constantly being confused and
deceived by her enigmatic identity and shifting loyalties. The female
protagonist is drawn along the same lines as the sister heroines of
Black Rose (1965) and Lui Mung-na in A Private Affair (1963). Chor
Yuen deliberately concealed Long Muxiang's identity through
suspense techniques, and even played on the audience’s ingrained
perception of Melinda Chen as the archetypal righteous action
heroine to lead them up the garden path, until the final showdown,
when it revealed that she is a villain all along. This is indeed a bold
endeavour, though Chor Yuen had employed this device in his earlier
contemporary action films. Thus, Cold Blade can be seen as an
exemplary transitional work between the director’'s Cantonese
modern action heroine genre and his later phase of Gu Long
swordplay adaptations.

Editor’'s note: For the director’s recollection of his works and filmmaking career,
please refer to Oral History Series 3: Director Chor Yuen (HKFA, 2006).

Po Fung is film critic and former chairman of Hong Kong Film Critics Society. Editor
of 1997 Xianggang Dianying Huigu (Retrospective of Hong Kong Cinema 1997)
(1999), Jingdian 200: Zuijia Huayu Dianying Erbai Bu (The Best 200 Chinese
Classics) (2002), and the Chinese section of A Century of Chinese Cinema: Look
Back in Glory (20017).
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Hong Kong International Film and TV Market 2007
FHEBRYER007TRAF A20E23 B EE A EREROET
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HMEMFRARENT  HLOBBRENEAR (A= | tAREREH)
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The Filmart took place from 20 to 23 March 2007 at Hong Kong Convention
and Exhibition Centre. The event is conceived as an impetus to promote Hong
Kong as a production and distribution centre for entertainment products in
the Asia Pacific region. It also aims to facilitate cross-media and cross-
disciplinary cooperation. (1st, 3rd, 5th & 7th from left) Mable Ho, Acquisition
Manager of HKFA; Richie Lam, Head of HKFA; Pang Lo-mei, Chief Manager
(Film & Cultural Exchange, LCSD); Angela Tong, Head of Film Programmes
Office; Chen Xiaomeng, Director of Shanghai Film Archive (3rd from right)
and his staff posed before the HKFA booth at the Filmart.

FT=EEEETTRBEAE

The 13th Hong Kong Film Critics Awards Ceremony
REAEHENI A6 BEAERT AAREE RFEARZE T =@
H-SRENBERBATARY: (AIEEE) AR it 25
RFE: (RIFEa—) &Sl (BRFEAE) BeE - TERI-ETE -5
REAKREE-FFE LT (BEE— ) BEH GHE-

The ceremony was held at HKFA on 6 March. All award recipients and industry
representatives gathered for a photo session afterwards. (Front row from left)
Long Tin, James Yuen, Marco Mak, Convoy Chan; (Front row, 1st right) Andrew
Lin; (Back row from left) Herman Yau, Ding Yuin-shan, Dennis Law, Wong Jing,
Daniel Wu, Cheung Tung-joe, Terence Yin, Henry Fong; (Back row, 1st and 2nd
right) Gary Tang, John Chong
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Colour Film Technology
Additive Process
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Diagram 1: Combination of three primaries
to reproduce various colours in additive
synthesis
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Diagram 2: Combination of three filters to
reproduce various colours in subtractive
synthesis
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Motion picture film has never been meant to be monochromatic.
Since the early days, people had tried to put colour onto the black-
and-white film image for audience enjoyment. Hand-colouring,
stencilling, and other tinting and toning techniques were employed,
only that early attempts to accurately record what is like in the colourful
real world were not very successful, especially in motion pictures.
Nevertheless, the dream of a true (or close-to-true) reproduction of
the natural world has long been a challenge throughout the history of
photography and film.

The traditional colour reproduction materials and methods available
at the dawn of photography and motion picture were solely inherited
from painting and dyeing, far from suitable for the presentation
paradigm of motion picture film. New methods had to be found. Thanks
to the discovery by James Clerk Maxwell in 1861, full colour image
can be reproduced by the combination of three basic colour primaries,
namely red, green and blue lights. Theoretically there are two possible
ways to reproduce colour image of real-life objects. One approach is
to project light of pure primary colours and register them in suitable
intensities to form the desired full colour image. The other way is to
remove unwanted colours from the white light to allow only the desired
colours to pass through and project the light onto the screen after
filtering’. Generally speaking, the former is called the additive synthesis
of colour while the latter is, by nature, a subtractive process.

To better understand the additive process, one may refer to the
familiar diagram showing the interactions of the primary colours.
(Diagram 1, see p12) The idea is simple. The mixing of red and green
light produces yellow; likewise the result of mixing blue and green is
cyan and that of red and blue is magenta. If red, green and blue lights
are equally mixed together, the resultant light would be white. By
combining these primaries in different proportions, a whole range of
visible colours can be reproduced as first demonstrated by Maxwell.
This system of colour reproduction is the main working principle behind
cathode ray tube (CRT) type of colour television, computer display
(monitor) and video projector, plasma TV and digital light processing
(DLP) type of video projector.

Unlike the additive synthesis of colour, the subtractive system
(Diagram 2, see p12) uses filters to remove primary colours from the
white light. Magenta filter serves to remove (or subtract) green light
and leaves only red and blue light to pass through. Yellow and cyan
filters remove blue and red light respectively. By combining these filters
in various proportions, unwanted colours in white light can be removed
after passing through the filters, thus reproducing the desired colour.
Most colour films today (both still and motion picture) employ the
subtractive synthesis of colour and this is also how the colours are
reproduced in projecting transparencies or slides.

Additive system of colour synthesis was introduced earlier than the
subtractive method in motion picture history. In general, all early film
processes working with the principle of additive synthesis would involve
recording the red, green and blue images through respective filters
with appropriately sensitised black-and-white film stock in the camera.
To bring back the original colour image on the cinema screen, each
black-and-white image would be projected through its respective filter
and superimposed onto the same area with registration mechanism.
Other than simultaneous projection, primary colour images could
appear in sequence which saved the need for more than one projector.

Successive images for all the primary colours must be recorded and

rendering a clear and sharp image by accurate registration was rather
difficult. Application of additive synthesis principle in colour image
capture and reproduction was therefore far easier in still photography
than in motion picture. Moreover, before the sophisticated optical
technology of the mirror and prism system which simultaneously split
the light into primary colour images, records of the primary colours
had to be captured with the aid of a rotating filter disc. There was
always time lag between successive images and the resulting colour
image after projection appeared inevitably blurred. The situation was
worse in fast moving images. When the additive approach was first
introduced, there were systems that required radical changes to both
the existing production and exhibition equipment, some even re-
invented the wheel by completely new standard and design. However,
most of them were discarded very soon to give way to systems that
called for only modification to existing equipment, which were favoured
by both the industry and cinema owners that can be thought as an
upgrade, in our modern terminology.

Nevertheless, the additive process entailed problems of economical
and technical nature. The separation of a single colour image into two
to three (sometimes even four) images consumed two to three times
more film stock, thus raising the production cost significantly.
Meanwhile, the absorption of light by filters during the production
and exhibition of the film, coupled with the high frame rate in multiples
of the usual rate, created further cost pressure. Production was only
possible under favourable daylight conditions; higher power
consumption was necessary for a brighter light source in order to
compensate for the luminosity loss in colour filters—all added
substantially to the operating cost of cinemas. Any system operating
with fewer than three colour filters could not render genuine colour
reproduction, thus causing ‘blindness’ in certain part of the visible
spectrum. A typical 1,000-foot reel ran 16 minutes maximum in those
days, whereas the same reel, if filmed with the additive colour process,
could run no longer than 8 minutes before changing over to the next
reel. The projectionist therefore had to change the reels much more
frequently.

Examples of additive processes are Kinemacolor (2-colour), Douglass
Color No. 1 (2-colour), Technicolor No. 1 process (2-colour),
Chronochrome (3-colour), Warner-Powrie Color (3-colour), Kodacolor
(lenticular film base, amateur market), Dufaycolor (3-colour, essentially
amateur market) and Panchromotion (4-colour). Interested readers are
encouraged to pursue further in the references given below. These
additive colour processes have been abandoned partly due to their
fundamental drawbacks, and partly the introduction of subtractive
processes which addressed effectively their limitations and problems.
Regardless, this approach of additive synthesis is still being used as
the standard conservation practice in the preservation of both colour
still and motion picture images nowadays. In the next issue, we will
talk more about the subtractive colour process. B

Extended Reading 2E & 1}

1. Cherchi Usai, Paolo, Silent Cinema: An Introduction, London: British Film
Institute Publishing, 2000.

2. Enticknap, Leo, Moving Image Technology from Zoetrope to Digital, London:
Wallflower Press, 2005.

Edward Tse is Assistant Curator | (Conservation) of the HKFA.
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Bigger Room, Better Viewing:
Revamped Audiovisual Room
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Since the commencement of its renovation plan last year, the Resource
Centre has enlarged the Audiovisual Room and upgraded its facilities
to provide greater comfort and convenience of small groups. The newly
revamped Audiovisual Room offers a TV monitor that can be connected
to computers and the Internet, enabling small groups to view films
and hold discussions.

The HKFA boasts a collection of audiovisual and text materials that
have reached several hundred thousand items, and welcomes the public
to use those items for educational and research purposes. To cultivate
greater interest in cinema among primary, secondary and university
students, student film shows can be offered so that they can enrich
their knowledge of current affairs, society, culture and history through
the enjoyable and inspirational medium of film.

Our staff members are always at hand to help students and teachers
find books, catalogues, screenplays, synopses and journals that would
facilitate their learning or provide the reference for academic research
and assignments. In addition to well-stocked data on Hong Kong
cinema, the Centre also targets study groups and film associations by
purchasing a series of film educational audiovisual materials that cover
a breadth of topics, from special effects to production techniques, from
auteur styles to schools of film criticism.

The new Audiovisual Room seats up to 20 viewers, and is available
for rental to a minimum of 10 persons for each session. The special
rate for students is HK$10 per head. Members of public wishing to
make use of our rental service must sign up for a daily or yearly
membership. For enquiries, please call 2119 7360. W
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Sisterhood Is Powerful
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‘The Nine Sisters’ of Cantonese Cinema

BTEZ Yuen Tsz-ying
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