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This month, one of the most exciting news for us is that the Hong Kong Filmography series has now completed

the sixth volume (in Chinese), which chronicles Hong Kong films produced from 1965 to 1969. The next

volume, which covers Hong Kong films of the 1970s is now in working progress (pp 8–10).

Other noteworthy topics include Law Kar’s article ‘Patrick Tam in Udine’ (pp 6–7), which touches on how

special feature publications are indispensible research tools for overseas scholars and lovers of Hong Kong

cinema. HKFA Research Officer Wong Ain-ling writes about the fruits of her trip to Australia, which includes

receiving a precious manuscript by director Evan Yang (pp 3–5).

Since the retrospective on Li Han-hsiang presented from March to June, Li’s huangmei diao classic Love

Eterne (1963) again became a hot topic. Wong Kee-chee compares the work with Liang Shanbo and Zhu

Yingtai (1954), the Shaoxing opera film on the same subject by likening them to different styles in Chinese

painting (pp 10–11). ‘An Era of “Fans”: New Species in the Film Market?’ by Stephanie Chung (pp 14–16) can

be read as a dialogue with the ‘1997, Before and After: Commemorating Ten Years of Reunification’ programme.

Last but not least, despite heavy workload in film restoration and conservation, Edward Tse has kept up

with his regular contributions on ‘Film Conservation Jargons’ (p12), making the HKFA’s mission to disseminate

knowledge on film studies more complete.  [clkwok@lcsd.gov.hk]

Acknowledgements: Australian Cinémathèque, Chinese Taipei Film Archive, Emperor Motion Pictures, First Distributors (HK)

Ltd, Media Asia Distribution Ltd, Southern Film Co Ltd, and Mr Wong Kee-chee.

For details of HKFA programmes please refer to ProFolio and our website.
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In May, Sam Ho and I were invited to Brisbane by the Australian

Cinémathèque to attend the ‘Hong Kong, Shanghai: Cinema Cities’

event. The Cinémathèque is situated within the Gallery of Modern Art

(GoMA), a new wing of the Queensland Art Gallery. It opened only at

the end of last year. There are two mini-theatres, which together seats

300, and an exhibition hall. ‘Cinema Cities’ is a major inaugural event

presented by this new outfit. The Cinémathèque’s main role is to plan

and organise retrospectives and themed screening programmes,

supplemented by related exhibitions. In the process, GoMA would

acquire selective prints to enrich their collection. Recent acquisitions

include some of the best works by Kumar Shahani on the occasion of

a retrospective of the Indian director. In addition to collecting Australian

contemporary and aboriginal art, GoMA has lately devoted a lot more

resources to the curation and exhibition of contemporary art in the

Asia-Pacific region. As an integrated museum, its function and curating

strategies inevitably differs from that of a pure film archive.

Like other developed countries, Australia also has her own national

film archive—the National Film and Sound Archive (NFSA). In fulfilling

its fundamental goal of preserving the nation’s audiovisual culture, it

has gained notable success, from basic preservation to education. The

NFSA’s current Director, Dr Paolo Cherchi Usai hails from Italy. He had

engaged in restoration work at America’s George Eastman House, and

was also Dean of the L. Jeffrey Selznick School of Film Preservation.

He is now Vice President of the International Federation of Film

Archives. An internationally revered scholar and film restoration expert,

he has published several books, namely, Burning Passion: An

Introduction to the Study of Silent Cinema (1994), and The Death of

Cinema: History, Cultural Memory and the Digital Dark Age (2001).

His appointment by NFSA is evidence of the organisation’s vision and

commitment to cultural preservation.

‘Cinema Cities’ was curated by the film section of the 5th Asia-

Pacific Triennial of Contemporary Art. The programme ran from early

March to end of May. With more than 60 works in the programme, it

is the first major retrospective of Chinese cinema in Australia. Its

selection is comprehensive and eclectic , from The Labourer’s Love

(1922), a work in Shanghai’s silent era, to Suzhou River (2000), a re-

imaging of the metropolis’s urban myth; from the Cantonese Twin

Sisters of the South (1939) made during the Japanese invasion, to the

Mandarin Everlasting Regret (2005) set in Shanghai. Curator Kathryn

Weir has taken a daring approach by adopting a macro-historical

perspective to explore the continuity and variations in genre, style

and star system that developed between China’s two great filmmaking

centres—Hong Kong and Shanghai. This enables Hong Kong cinema

to be viewed and re-examined within the wider historical context of

Chinese cinema.

We Hong Kong people live in a city where figures count for

everything. Whether it’s the government bureaucratic machine or

ordinary citizens, everyone has developed the tendency of using rise

of property or stock exchange rates as an index of social progress.

They even apply the same logic to cultural affairs, using attendance

figures as the ultimate benchmark for measuring the success of cultural

events. As a result, an inordinate amount of human resources is diverted

to engage in shallow enterprises while serious and in-depth research

has been neglected. During my stay in Brisbane, I raised this topic

with Ms Weir, and she empathised with me. She too faces similar

dilemmas in her curation work. This very retrospective is a case in

point. She has taken a huge risk in showing a programme in which

over half of the 60 films are black-and-white, some even silent. One

wonders what kind of audience she could possibly attract. From my

observation at the venue, most of the audience were senior citizens

of Chinese descent, but there were also young scholars and research

students, some of whom came all the way from Sydney to take part

in activities. There is little way to quantify the results of cultural

Wong Ain-ling

Australia Bound!

undertakings. How can one tell what future fruits would yield when

seeds of culture are sown today?

Aside from giving a lecture at the Australian Cinémathèque, we also

incorporated a private mission into our itinerary. Evan Yang (Yang Yanqi,

sobriquet ‘Yi Wen’) was an important director in the 1950s and 60s.

Irene Chou (1st right) and son Dr Michael Yang and wife.



55

His son, Dr Michael Yang, who resides in Brisbane with his family,

generously donated some of his father’s photo albums and film

publicity materials to the Hong Kong Film Archive last year. He also

mentioned that Evan’s handwritten diary is under his care. So I took

the opportunity to pay a visit to Dr Yang and Evan’s wife, Irene Chou.

A renowned ink-brush painter, she lives in a cosy house by herself. As

soon as I walked through the entrance, I found myself in a fairytale

land of exuberant colours. Though she is already in her eighties, Ms

Chou has the smile of an innocent child. Sitting in her wheelchair, she

put on a pair of bright green socks, and joked mischievously that she

would ‘become prettier after wearing them’. I brought with me some

old photos, and asked her to help me identify the figures in them.

How time flies! These are no doubt old friends and acquaintances, yet

how come it’s just so hard to recall their names? Eventually, she

pointed to a middle-aged gentleman who cut a tall, cultivated figure:

‘Isn’t this Xu Xu? He used to come over and chat with me...’ During

the 1950s and 60s, several of Xu Xu’s novels were adapted for the

screen, including Gloomy Sunday (1956) and Always in My Heart

(1956), directed by Evan.

Later that night, I was invited to dine at the residence of Dr Yang

and his wife. They had already sorted through Evan’s belongings, and

kindly let me take my time to look through them. The most thrilling

discovery was indeed Evan’s manuscript, chronicling year by year, in

tidy handwriting, important events that took place in his life from his

early days of childhood to adulthood. The records are very detailed,

and brimming with an open and honest attitude. Chinese have always

taken history seriously. Obviously, Evan intended to bestow to posterity

the trajectory of his life.

Dr Yang most kindly gave me permission to take the manuscript

with me back to Hong Kong, and authorised the HKFA to make a

copy for our collection. Back in my hotel room, I started to leaf through

the manuscript and could not resist reading the whole thing from

page to page. Not only does it chronicle Evan’s life, it also serves as a

veritable record of a bygone era. By the time I turned the last page,

the sun had crept from behind the rooftop and shone its rays on this

city in a distant land. (Translated by Maggie Lee) 

Wong Ain-lingWong Ain-lingWong Ain-lingWong Ain-lingWong Ain-ling is Research Officer of the HKFA.

Events
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Touring Exhibitions

7 22

As a large-scale community outreach programme, two HKFA exhibitions, namely

‘Collective Memories in Movie Posters’ and ‘Fame Flame Frame: Jupiter Wong

Foto Exhibition’, are being toured to the Tuen Mun Town Plaza from July to

September. Gracing the opening ceremony on 22 July were (from left) Richie

Lam, Head of HKFA; Ronnie Chan, General Manager of Tuen Mun Town Plaza;

Jupiter Wong; Winnie Fu, Programmer of HKFA; Karena Lam; Ann Hui and Pang

Lo-mei, Chief Manager (Film & Cultural Exchange, LCSD).

Visit of Archive Staff

7 11

Staff from China Film Archive visited the HKFA on 11 July to exchange ideas on

digital film restoration and preservation. Richie Lam, Head of HKFA; Leng

Chuansong, Head of Film Copy Management & Technology Department, CFA,

(5th & 6th left) and other staff of the two archives posed before the HKFA building.
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Patrick Tam in Udine

UFEFF’s thematic publication Patrick Tam: From the
Heart of the New Wave

Law Kar
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Udine, situated in Northeast Italy, is separated from neighbouring

Austria by the Alps. A clean, beautiful town with a tiny population and

even fewer cars, Udine’s tranquil lifestyle is unperturbed by any

onslaught of tourists. The only time the city revs up is in April, when

film lovers from Italy, Europe and other parts of the world flock to

attend the Udine Far East Film Festival (UFEFF). Though by no means

a big festival, its programme of 50 or so titles encompasses relatively

new entries from Japan, Korea, Thailand, the Philippines, China, Hong

Kong and Taiwan, plus the recent addition of an annual themed

retrospective. Thanks to the festival’s distinctive selection approach,

which gathers popular hits and cult movies under one roof, it offers a

sketchy overview of trends in cinema of the Far East, giving attendees

the occasional chance to discover something new or something that

suits their personal tastes. So for the last eight years, UFEFF has billed

itself as ‘one of the largest panoramas of Asian film’ in Italy and Europe.

The best thing about the festival is that it allows you to watch films

at an unhurried pace. Although there are seven screenings a day starting

from 9am, everything takes place in one spacious venue. (There is an

additional, smaller cinema, but it is mainly used for video projection

or supplementary screenings.) Small discussions and seminars are held

every day at 6pm, and in the evening, intimate soirées are held into

the wee hours of the night. This gives attendees more time to hang

out with each other instead of dashing from one venue to another.

The main cinema can accommodate about 1,000 viewers, and is usually

packed during afternoon screenings. In between screenings, attendees

are seen gathered in groups of three or five, exchanging views and

contacts over coffee or a cigarette.

This year’s UFEFF was held for nine days, from 20 to 28 April. One of

the most high profile programmes was ‘Patrick Tam: From the Heart of

the New Wave’, which showcased 7 features and 17 TV films, arguably

the most comprehensive retrospective of the Hong Kong auteur. Patrick

Tam was present as an honoured guest, and participated in a special

forum. The festival’s President Sabrina Baracetti took two years to

organise the retrospective, setting foot in Hong Kong and Taiwan in

search of decent print copies. The HKFA lent a helping hand by supplying

the restored print of Love Massacre (1981) to be presented as the

Opening Film.

To complement Patrick Tam’s retrospective, the festival published a

book edited by film scholar Alberto Pezzotta. The book contains

Pezzotta’s reviews and dialogues with Tam; a critical study by Law Kar

and Mary Wong; old reviews written by Patrick Tam; Tim Youngs’

interviews with Shu Kei, Tsui Hark and Stanley Kwan; Maria Barbieri’s

interview with Eric Tsang on his collaboration with Tam; as well as

interviews with people who worked with Tam in various capacities,

namely, scr iptwriters Joyce Chan and Tsang Kan-cheung ,

cinematographers Bill Wong and Ardy Lam Kwok-hwa, composer Violet

Lam Man-yee, actors Cherie Chung, Aaron Kwok and Ivy Ho, action

choreographer Tang Tak-cheung, plus Tam’s assistant directors. The book

also collected numerous critical reviews by critics from various

countries, including Sek Kei, Shu Kei, Law Wai-ming, Jerry Liu Wing-

liang, Suet Hang, Kam Ping-hing, Li Cheuk-to, May Fung, Fung Lai-chi,

and Lee Mer from Hong Kong; Stefano Locati, Matteo Di Giulio, Roberto

Curti and Giona Nazzaro from Italy; Roger Garcia and Pier Maria Bocchi

from the US; as well as Stefan Borsos from Germany. In addition, Alberto

Pezzotta and Law Kar have co-edited a filmography of Tam’s screen

and TV works. It is the most accurate and comprehensive of its kind.

Published bilingually in Italian and English, this book is one of the most

detailed and well-rounded studies on the director.

Regarding Hong Kong cinema, big names like Wong Kar-wai, Johnnie

To and Tsui Hark are always the apple of the eye to European film

festivals. Recently, cult directors like Edmond Pang Ho-cheung, Cheang

Pou-soi and Herman Yau are also getting recognised abroad. Since

Celestial Pictures Ltd began European distribution of Shaws’ classics,

Chor Yuen has suddenly become a hot new favourite. It is indeed perfect

timing that after a 17-year hiatus, Patrick Tam returns to the director’s

helm with After This Our Exile (2006). Not only was the film selected

by Rome and many other western European festivals, it also received a

warm welcome at Udine, where it was voted second most popular

film by the audience. At Udine, many old friends and new acquaintances

came up to me to talk about Patrick Tam. Olaf Möller, a German critic

who specialises in Asian cinema, was particularly impressed with the

avant garde quality of Tam’s TV films. A French audience who frequents

festivals told me he was impressed by Tam, and hoped his works would

be introduced to young European filmmakers.

During my conversations with Stefano Locati and Matteo Di Giulio,

editors of Asia Express and Hong Kong Express respectively, I learned

from these two fans of Hong Kong cinema that only a handful of Hong

Kong films are released in Italy. As there is no market, it is even harder

to find the monographs of Hong Kong cinema, let alone have such

works published in Italy. To get hold of Hong Kong DVDs, they have to

go all the way to Milan’s Chinatown. Although they are familiar with

Hong Kong cinema after the 1980s, after being exposed to the works

of Chor Yuen, Patrick Lung Kong and Lee Sun-fung, they have

reappraised their earlier view of Hong Kong cinema. They begin to

take to 1950s and 60s Cantonese wenyi films. The publications by

Hong Kong Film Archive have become their most valuable source of

study. They hope to come to Hong Kong one day to do research and to

learn Cantonese! (Translated by Maggie Lee) 

Law Kar is a renowned film researcher. Previously served as programmer of the

HKFA and the Hong Kong International Film Festival.
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New Publication

Kwok Ching-ling

Notes on Hong Kong Filmography Vol VI (1965–1969):
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Film Conservation Jargons 15

12

1861

Technicolor

Colorgraph, Brewster Color,
Polychrome, Kesdacolor, Douglass Color No. 2, Prizma, Kelly-
Color, Color Film Process, Cinecolor, Trucolor, Dascolour
Cinefotocolor

Technicolor No. 4
1950

As mentioned in the last issue, in 1861, the discovery by Maxwell

demonstrated full colour image reproduction by the combination of red,

green and blue lights. Based on his discovery, additive and subtractive

colour syntheses were devised. Application of colour reproduction by

additive synthesis in early days entailed a number of problems that

hindered its development and hence its general acceptance by the industry.

Reproduction of colour in the subtractive manner was then explored to

fulfil the demand of colour film production. Chronologically speaking,

the technology has gone through several stages from the two-colour

system to sophisticated dye-transfer systems like Technicolor, and

eventually to the discovery of colour-coupler in the form of ‘tripacks’ film

which marks the reign of subtractive colour synthesis system in wide use

today.

The basic working principle of subtractive synthesis of colour is to

remove unwanted colours from the white light to achieve the desired

image colour and project the light onto the screen after ‘filtering’. In the

early development of subtractive colour systems, the only light-sensitive

photographic materials available as camera negative were black-and-

white. Since there are three subtractive primaries, theoretically, three

negatives should be used in the camera, the same principle as additive

synthesis to capture the real-life image with the corresponding filters.

After processing the black-and-white negatives as usual, three positive

images will be printed from these negatives that represent the three

subtractive primaries. Corresponding colours (magenta, cyan and yellow)

will be put onto them either by dyeing, in the manner similar to tinting,

or by dye transfer like the practice in lithography. These ‘coloured’ positive

images, acting as ‘subtractive colour filters’, will be sandwiched together

and projected to the cinema screen. If the registration of the images is

good, the result can be very impressive.

In practice, handling three colours is a cumbersome task so only two

complementary colours are used. They are usually red and green or red-

orange and blue-green which serve to cover the visible spectrum as widely

as possible. The corresponding two black-and-white negatives are also

different in their sensitivity to light, with one only sensitive to the blue-

green end of the visible spectrum (orthochromatic) while the other to

the whole visible spectrum (panchromatic). Since they are put together

in the camera as ‘bipack’, they capture the image at the same time which

solves the problem of image registration even with fast moving objects

in action. There are also systems equipped with prism and mirror to capture

the two images onto the same negative, only the images will appear

either adjacent to each other or on two separate negatives. The two

‘coloured’ positive images are reproduced either with one on each side of

the same positive film, or both on the same side which reduces the risk of

scratching the emulsion. Examples of this kind of two-colour systems are

Colorgraph, Brewster Color, Polychrome, Kesdacolor, Douglass Color No.

2, Prizma, Kelly-Color, Color Film Process, Cinecolor, Trucolor, Dascolour

and Cinefotocolor.

As these systems of two-colour subtractive process succeeded in

replacing their additive counterpart, they had dominated the film

production industry for quite a while until the emergence of another

more sophisticated subtractive process, Technicolor No. 4. Its place was

later taken by colour-coupler in the form of ‘tripack’ around 1950,

approximately the same time when the manufacturing of cellulose nitrate

as the base material of film came to a halt. Preservation of two-colour

film materials is thus a difficult task for they almost certainly only exist

in nitrate base material, compounded by colour fading in the release print

and shrinkage of the negatives. All these make it impossible for them to

register well nowadays and show the colours they used to.  

Edward Tse is Assistant Curator I (Conservation) of the HKFA.

Colour Film Technology:
Two-Colour Subtractive Processes

Edward Tse
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An Era of ‘Fans’:
New Species in the Film Market

 Stephanie Chung Po-yin
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 Twins

1978

1995

1997 94 547

1998 92 421

1999 146 352

2000 151 382

2001 126 456

2002 92 352

2003 97 433

2004 64 403

2005 55 308

2006 51 282

(1997 2006)
(1997 2006)

Chase Manhattan

UFO

1995 1996

1998

2002

2002

1997 1,156

1998 1,088

1999 916

2000 964

2001 1,034

2002 908

2003 899

2004 953

2005 947

2006 955
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2003

2003 2003

Model 2004 2005

2006 2007
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Fans

1. Niki Law: Meet Steven and Kenny, the latest stars to roll
off HK’s showbiz production line 2003 2 6

2. 2005 9 9
3. (Value Added )

Donors                 19/4-12/6.2007

Mr Cheng Kim-fung

The family of the late Mr Ho Ka-ming

(1997 2006)

1997 1,141 5,491 4,815 1,320

1998 991 5,129 4,347 1,109

1999 1,100 5,248 4,287 963

2000 1,112 5,535 5,560 1,648

2001 1,130 6,101 5,091 1,133

2002 1,221 6,413 4,926 1,373

2003 1,196 6,248 5,161 1,424

2004 1,094 6,337 4,789 1,272

2005 1,139 6,093 4,582 1,116

2006 1,149 5,519 - -
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