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produced throughout her career as a film maker.!” These films are:

e Calypso (35mm/16mm, colour, sound, 4:29, 1955)

e John MacFadyen (The Stripes in The Tartan) (35mm/16mm, colour, sound,
3:30, 1970)

Painted Eightsome (35mm/16mm, colour, sound, 6:16, 1970)

Numen of the Boughs (35mm/16mm, colour, silent, 2:07, 1974)

Colour Poems (16mm, colour, sound, 11:20, 1974 - includes Numen)

Garden Pieces (16mm, colour, sound, 11:30, 1998)

Calypso was Tait’s first hand-painted film and although it often carries the date of
1955, it was painted in Italy three years earlier. Hollander recalls:

Margaret somehow made contact with the technical guy at the office
of the British Information Service in Rome. They were making an Italian
version of a film called, I think, Jamaica in which there is a scene of a
cricket match accompanied by a melange of calypso music. It was still
in the days of 35mm and a print of the sound track was considered not
quite good enough for the mix. This BIS man gave the print to Margaret

who used it to paint her film on.18

It is no coincidence that Tait and Hollander would make a film called Calypso
at this time. In 1950, the West Indies cricket team triumphed at Lords. The
win was also a symbolic victory over their colonisers and immediately celebrated
by Calypso legend, Lord Beginner who led an impromptu song, ‘Cricket, Lovely
Cricket’ through the West-end of London. It became the anthem of 1950 and found
its way to Tait in Italy who must have found its celebratory tune irresistible.

Calypso was hand painted onto clear 35mm film stock with an optical soundtrack
running down the side. Greater technical detail will be given in Section Three but
here T want to briefly identify the connection between Tait and the New Zealand
artist, Len Lye.

Horrocks has written that Lye had experimented with scratching on the film
surface in the 1920s and took it up in earnest several years later while in London.
By 1934, unaware of any precedents, he was wrestling with the practical problem
of finding suitable paints which would sufficiently adhere to the film stock. Finally
settling on a set of ‘lacquer paints’, he used a variety of domestic tools with which
to improvise his new art.

Seeing Lye’s initial efforts, John Grierson of the GPO Film Unit, recognised the
possibilities of making colourful films within an industry still largely dominated by

black and white and commissioned Lye to produce “an abstract colour film.”' For

7For a more general discussion of her work until the late 1970s, see Leggett, 1979.
18 Email correspondence with Hollander, June 2002.
9Horrocks, 2001, 136.



























will then put to Pirie.

Although T have only discussed five complete films up to now, there are twenty-
five cans in the collection relating to these titles and I will address each one below.
My method of working with each can was fairly systematic: Working at a winding
bench, I carefully ran each element through once and noted details such as stock
dates, codes, splices, and condition. At all times, I had a video camera positioned
beside me at the bench in order to make an accurate record which I could review
after I had left the archive. I also made written records and drawings of the film
stock for a quick reference later. Having looked at each element in the can, I
photocopied any documentation included and also the can label. Having done all
of this, I compared my observations with the Archive’s Technical Records of which
I possess a full printed set for each can.

Besides technical books and articles I have used, I contacted several professionals
who are known experts in film printing, digital restoration and colour dyes and
presented my observations and queries to them. I was also able to find and contact
Peter Hollander in the USA who had been out of touch with Tait for many years.3%
My correspondence with him turned out to be critical to my understanding of
the dyes Tait used. With that understanding, I searched for information on the
appropriate dyes and eventually contacted a Histotechnologist who had created an
excellent record of dyes used in medical procedures and published it on the Internet.
At all times, people were intrigued by the bizarre turns my research was taking and
were eager to help me in my detective work.

3.3 Summary of Film Elements and Condition Report

Tait Collection Acquisition No. A1060

3.4 Calypso (1952-7)

e Can 37: Roll 1: Original ‘Mezzo-bande’ optical soundtrack, 17.5mm. Roll 2:
Hand-painted master positive, 35mm, Comopt, 404ft, 1952. Roll 3: BBFC
Certificate title, 35mm, 1957.

e Can 38: Reversal reduction print from original,16mm, Comopt, 156ft, 1958.

e Can 39: Colour print of can 3742, 35mm, Comopt, 404ft, 1958.

3.4.1 Summary of Film Elements and Condition®’

e Can 37, Roll 1 is the original Ttalian soundtrack given to Tait in 1952. The
stock is cut-down 35mm optical stock, commonly used in Italy at that time for

recording optical soundtracks in the process of ‘building up’ multiple tracks.

361 am pleased to report that this correspondence has led to Hollander donating his original
16mm copy of Calypso to the SFTVA.

37All summaries of condition draw from both the Archive’s Technical Record and my own
observations.
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The stock is marked ‘FERRANIA S.A.V’, indicating the Italian film stock

manufacturer, Ferrania. Edge marks are in black.

Can 37, Roll 2 is the original film painted by Tait in 1952 with assistance from
Hollander. It is a 35mm black and white Kodak optical stock printed from
Roll 1. Tait has painted onto the emulsion side of the clear stock with dyes
of several different colours (see below for lengthy discussion about the dyes
used). The film stock has a light but thorough covering of fungus throughout
as do many of the films in the collection. The emulsion is badly cracked and
the film appears to be shrunk. British Kodak Safety stock dated 1952. Sound
quality is good.

Can 37, Roll 3. Original black and white BBFC, Certificate ‘U’. Verification
of this can be found on the BBFC online database. British Kodak Safety
Stock, dated 1957.

Can 38 contains a 16mm Kodachrome reversal print direct from the 35mm
painted original. Colours are relatively close to the original although they
have suffered somewhat during the printing and possibly over time. On the
whole, the background washes of colour have become fainter and there is a lack
of definition between the blue and green. The film is scratched throughout
including tramlines. There is some emulsion cracking and fungus. The sound
is on a variable density optical track and poor. The can also contains a card:
‘FILMS and BALLADS in the Temperance hall, Kirkwall on Monday, 29th
October at 8pm. ADMISSION 2/6 (Inclusive of Duty)’.

Can 39 is a print from the hand-painted original (Can 37 #2) onto British
Kodak stock dated 1958. It also includes the BBFC Certificate which can
be dated to 1958. The colours are inverted from the original (i.e. the clear
background is now a black/magenta) and are predominately magenta and
a yellowy green. The film is acetic and shrunk in parts as well as having
fungus and some abrasions and perforation damage. All the vivid colour of

the original has been lost.

3.4.2 Notes on The Preservation of Calypso

Hollander has said that the original film was never meant to be projected and that

16mm reversal reduction prints (like #38) were the intended projection medium.

38

He is in possession of one of these prints, others were made at the same time and

Tait had one made in 1958. However, this still leaves the 35mm print in can #39

which appears to contradict Hollander’s recollections. He has said that they had no

access to a 35mm system in Italy so it is possible that Tait had a print made as an

experiment once she returned home and had access to the equipment. The print is

completely different to the hand-painted original and the Kodachrome print yet it

does have a BBFC leader and shows signs of possible projection wear.

38Email dated 2nd August 2002.
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The hand-painted original was painted with water soluble dyes and has fungus
and cracked emulsion. Normal cleaning and printing methods which commonly use
the chemical Perchloroethylene would almost certainly remove the colour dyes. On

a recommended alternative cleaning method, see below.

3.4.3 On Dyes

Researching the dyes used by Tait has been the most fascinating aspect of my re-
search. I am now quite certain that the dyes Tait used to paint Calypso (and Painted
Eightsome and John MacFadyen) are dyes used in the profession of Pathology or
more precisely, Histology. These are dyes that are commonly employed as stains in

biological laboratories. I have come to this conclusion due to the following reasons:

o Mike Leggett’s conversations with Tait in the 1970s show that at that time
she referred to the dyes as ‘aniline dyes’.

e Len Lye is known, for example, to have used ‘aniline dyes’ to paint on film.
‘Aniline dye’ is also a commonly used term in the tinting of early silent films.
Not all these dyes were the same or even similar. The term, ‘aniline dye’ is
used generically to refer to an ‘artificial’ or ‘synthetic’ dye.

Because the first artificial dyes were produced from aniline all of
this class are often called “aniline dyes,” although there are now a large
number of them which bear no relation to this compound and are not
derived from it. Therefore the term is now quite largely being replaced
by the more correct expression “coal-tar dyes,” since all of them are
made by chemical transformations from one or more substances found

in coal-tar.3?

e Hollander recalls the dyes being “medical dyes”.*® As I have noted, ‘medical
dyes’ refer to dyes used in Pathology which are also generically referred to as

‘aniline dyes.’

e Tait was a qualified Doctor. She would have been aware of such dyes, had
experience with their medical application and would have known how to obtain
them.

Having come to this conclusion, I searched for information on medical stains. A good

t41

reference is available on the Internet*" and referred me to a classic text, H.J.Conn’s

Biological Stains. It is an overwhelming topic for the inexperienced so I contacted

t42

Bryan Llewellyn, a Histotechnologist** who was able to offer advice.

39Lillie, 1969, 15.

40Email dated 6th July 2002.

“Ihttp://members.pgonline.com/ ~bryand/StainsFile/

42«Histotechnology is a subspeciality of Medical Laboratory Technology... Histotechnologists
work in laboratories that look at animal and plant tissues and organs (including human tissues)
with a light microscope. We do the preparatory work necessary so that the material can be
examined by other scientists. The most common use is in health care, where it helps a pathologist
determine whether a patient has cancer. It is also used in veterinary medicine, plant pathology
and in various kinds of research.” [http://members.pgonline.com/~bryand/StainsFile/histek.htm]|
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Acknowledging my subjective interpretation of the colours Tait used to paint
Calypso and that they may have changed with age, I described them to Llewellyn
based on the SFTVA Technical Records and my own observations: black, warm
ultramarine blue, green-blue, acid lemon yellow, warm yellow, purple, vivid viridian-
green, bright leaf green, pink-alizarin red, red, and green-brown. I also told him
that the dyes were probably obtained in Italy around 1951. From this, Llewellyn

suggested that the following may have been used by Tait:*3

e Black - Amido black 10B, sudan black B. If it is pure black it may be India
ink.

e Warm ultramarine blue - Aniline blue, or one of its constituents.
e Green-blue - Alcian blue.

e Acid lemon yellow - Picric acid, martius yellow, metanil yellow.
e Warm yellow - Orange G.

e Purple - Methyl violet.

e Vivid viridian-green - Fast green FCF.

e Bright leaf green - Light Green SF yellowish.

e Pink-alizarin red - Phloxine, rose bengal, mercurochrome or another homo-

logue in this series. It could even be alizarin with some calcium added.
e Red - Acid fuchsin, basic fuchsin.

e Green-brown - This presents a difficulty. There is only one brown dye that
comes to mind - bismarck brown - but that is pure brown. Perhaps this is a

mixture of two dyes, mostly brown with a touch of some green dye.

Llewellyn’s last comment highlights the greatest problem of subjective descriptions
of colour: Tait may have modified the dyes by mixing them. He suggests first
contacting a histology laboratory and asking for a small amount of each dye they
stock. With these, solutions could be made up and used to paint on a test piece of
film, comparing the colours and checking for synonyms and homologues in common
use in H.J. Conn’s text. Having done that, a more accurate analysis of the dyes used
by Tait would have to be done using a spectrophotometer; the former subjective
test results would then be used to broaden an understanding of these laboratory
tests.

A spectrophotometer is the preferred method of testing dyes over chemical anal-
ysis because the detailed chemistry of some dyes is obscure and “the reactions are
often complicated by adulterating dyestuffs in such a manner as to preclude entire

reliance on rigorous chemical methods. Often a slight change in the arrangement of

43Email dated 15th July 2002.

20



atoms within the molecule will make a marked change in the nature of the dye, while
such a minor change in structure is not always readily detected by chemical means
alone.”** A spectrophotometer would reliably detail the characteristic absorption
spectra of each dye.

Quantitative as well as qualitative data may be obtained by the spec-
trophotometer; from the combined results nearly all dyes, even though
differing from each other only in very minor particulars of chemical
structure, may be easily differentiated. This method is not only rapid
but is also convenient.*3
Recently the SFTVA has carried out a number of tests with several different paints,
dyes, and inks but were unable to reproduce ezactly the same effect Tait had
achieved using the ‘aniline’ dyes. Usually, because of the transparency of the dyes,
colours which seemed similar to the original under reflective light were quite different
when shown with projected light. In contrast, the method of testing by spectropho-
tometer “depends upon the fact that any coloured substance absorbs light of certain
definite wavelengths and transmits the rest.”

The absorption spectrum is essentially the inverse of that which is
transmitted. Therefore the colour of light which reaches the eye af-
ter transmission through a coloured substance is complementary to the
colour of light absorbed by that substance. A violet dye, for example,
appears that colour because of its predominant absorption of greenish
yellow light. The absorption maximum is quite characteristic of any
dye; any two dyes having the same absorption curve (a somewhat rare

occurrence) are of essentially the same colour.*8

The basic advantage of the spectrophotometer is fairly obvious but where its use is
particularly advantageous is for analysing dyes which may be impure mixtures of
more than one dye. Whereas the eye is unable to distinguish between, say violet
and the same mixture of red and blue, this heterogeneous character of the mixed
dyes can be easily identified with the spectrophotometer because it is able to reveal
differences in the character of the light absorption of each dye used.

Typically, the dyes used for medical applications can be categorised by their
solubility in water and alcohol. ‘Alcian Blue’ for example, perhaps the ‘green-blue’
noted in the Technical Records for Calypso, has a solubility in water of 9.5% at 15°
C and a solubility in alcohol of 6.0% at 15° C.47 Such data would be useful when
determining how the film might be cleaned. The SFTVA have tested the water
solubility of small samples of dye from Calypso. Dye that had been brushed into
the perforation area was rubbed with a damp cloth which removed the dye, thus

proving that particular dye was water soluble. In all probability, this will be typical

44T illie, 1969, 47.
45T illie, 1969, 47.
46T illie, 1969, 47.
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Movement of the films should be kept to a minimum to avoid infecting other areas
of the archive and should remain in their container until needed. In cases where
biocides are used, recommendations for handling and use should be followed, in
particular, the provision of adequate air extraction.

By far the most popular choice for the removal of surface mould on delicate
materials is the use of a special vacuum?®? fitted with a HEPA filter. This method is
simple to carry out and relatively safe and avoids spreading or further embedding
the mould into the film emulsion. With this method, the surface of the film is
simultaneously brushed and vacuumed. The HEPA (High Efficiency Particulate
Air) filtratration is certified to trap 99.97% of all airborne particles larger than
0.3 microns which includes fungi,?® ensuring that the mould is not redistributed
within the Archive and can be emptied outside. Although great care should be
taken when vacuuming, once tests with a soft camel-hair brush have been carried
out they are likely to show that the films can be brushed quite firmly. Vacuuming
should be alternated with aeration provided the air is below 60 percent relative
humidity. Good ventilation and air extraction should obviously be a priority, too.
The SFTVA already has a cleaning room with exceptional air extraction.

Clearly, the issues of mould and dyes are of primary importance to the preserva-
tion of all the hand-painted films. Here I have gone into just the necessary detail to
indicate what the SFTVA might attempt when they approach the restoration of the
Tait films. Although it is perhaps an unusual procedure, the hand-painted films are
not only unique to the Archive’s collection but also unique objects in themselves
and traditional restoration and preservation techniques cannot be entirely relied
upon.

To summarise: in order to make good preservation copies, the films first need
to be cleaned. To safely clean the films, the particular types of dyes applied should
be understood. Meeting both these prerequisites, will establish a reliable colour
reference necessary for printing. Likewise, successful, restorative printing depends
on knowing which dyes were used and on successfully removing the mould. Failure
to remove the mould may affect whether the dyes can be accurately determined.
Because of the centrality of these two issues, consultations with a Mycologist and

Histotechnologist are highly recommended.

3.5 John MacFadyen/Painted Eightsome (1955-1971)

e Can 71: Hand-painted original, Comopt, 35mm, 880ft. 1955.
e Can 72: Negative soundtrack, 35mm, 880ft. 1955.
e Can 73: John MacFadyen print, Comopt, 35mm, 316ft. 1971.

e Can 74: Painted Eightsome print, Comopt, 35mm, 564ft. 1971.

52For example, ‘Conservac’: http://www.conservation-by-design.co.uk /sundries/sundries43.html
537 detailed report on HEPA filtration can be found here:
http://www.llnl.gov/esh/hsm/doc12.05/doc12-05.html
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e Can 75: Painted Fightsome pos. reduction of #74, Comopt, 16mm, 245ft.
1969.

e Can 76: B&W reduction negative from #71, Comopt, 16mm, 358ft. 1968.

3.5.1 Summary of Film Elements and Condition

e Can 71. Combined hand-painted original of John MacFadyen and Painted
Eightsome. Technically similar to Calypso probably using ‘medical dyes’. The
colours are also vibrant and translucent. Brush strokes extend into the per-
foration area. Short title sections at head and tail are on silent Ilford stock.
The main section of the roll is on British Kodak black and white optical sound
stock (probably 5372) dated 1955. Marks and scratches throughout as well as
fungus. Tape repair over several torn frames at the beginning of John Mac-
Fadyen. The two films were painted consecutively on one continuous roll of
stock as indicated by the edge numbers. A hand-painted black mark can be
seen every 18 frames on John MacFadyen. On Painted Eightsome, there is a
painted edge mark along three frames approximately every nine frames. These
markings are sometimes numbered in Roman and Arabic numerals. The roll
has hand-drawn frame lines and occasionally the paint brushes over into the
variable density optical soundtrack. The head of the roll has handwritten
laboratory marks: ‘MISS TAIT ROLL 289 14/12/55’ and ‘SOUND NEG"’.54
Similarly, the tail has ‘TITLE YMD DATE ROLL MISS TAIT’ written on
it. The can label is misleading as it reads ‘16mm Eastmancolour Positive
EIGHTSOME 620FT.” Another small hand-written label shows that the two
films were ‘ANCONA PRODUCTION NUMBERS 19 20°. Although the label
is not for this particular element, it suggests that Tait may have had a 16mm
colour positive print of Painted Fightsome made. This print, if it still exists,
is not part of the SFTVA deposit.

e Can 72. Variable density optical soundtrack on British Kodak black and white
optical stock (probably 5372) with date marks for 1955. Head section is mute.
Fungus suspected. Can labels read, ‘NEG SOUND TRACK 35MM’, ‘16mm
Eastmancolour Positive EIGHTSOME TRACK 620FT.’ Here, the same label
as #71 has been used by Kay’s Laboratories which suggests they may have
used the labels arbitrarily and that a 16mm colour positive never existed.

e Can 73. Print of John MacFadyen from #71 on British Kodak colour stock
(5385) with date marks for 1971. Colours are the opposite of #71. Can label
reads ‘JOHN MACFADYEN - THE STRIPES IN THE TARTAN’. Fungus

present.

e Can 74. Print of Painted Eightsome from #71 on British Kodak colour stock
(5385) with date marks for 1971. Overall, this is a very dark print. Can label

54T have distinguished hand-written label information in uppercase and printed labels in normal
case.
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reads ‘PAINTED EIGHTSOME 35MM COLOUR’.

e Can 75. 16mm reduction print from #74 on reversal print stock, possibly
Eastman 7387, dated 1969. Further degradation in colour and contrast. Dark
and indistinct picture. Fungus present. Can label reads ‘8 SOME EASTMAN
COLOUR REDUCTION’.

e Can 76. Duplication onto Kodak 16mm black and white dupe-negative stock.
The result is a version which has the same relative tone values as the hand-
painted original (i.e. The background is clear and the dancing motifs are
likewise dark). It is heavily scratched with persistent tramlines. The emul-
sion is cracked throughout and fungus is clearly present. Stock has ‘DUP’
printed on the edge throughout. This is a very low density negative. The film
is in a cardboard box rather than a can which is labelled ‘SCOTTISH ARTS
COUNCIL, EDINBURGH. SCOTTISH FILM WEEK’ It also contains two
laboratory ‘printing information and exposure’ cards for ‘PAINTED EIGHT-
SOME’ (probably for #74 and #75 - the print job going under one title).
Kodak 5385 stock (which is a 35mm stock and couldn’t possibly be for this
roll) is clearly indicated on both cards. One has a printer correction of ‘RGB
DOWN 3’ and the other has a printer correction of ‘MUTE PRINT FROM
HEAD CELL TO EMULSION. TRACK EMUL TO EMUL’.

3.5.2 Notes For The Preservation of Painted Eightsome and John Mac-
Fadyen

Both films were painted shortly after Calypso and both appear to use the same film
stock and similar dyes as the earlier title. Likewise, these titles suffer from fungus
and I recommend testing the fungus and dyes in the same way as Calypso. Like
Calypso, a 35mm print has been made of each but there are no 16mm Kodachrome
reduction prints from the original. The colour reduction print #75 is from #74 and
thus directly opposite the hand-painted original as are #73 and #74. The roll in
can #76 seems to be the earliest attempt at printing the original film and appears
to have been used by the Scottish Arts Council for ‘Scottish Film Week’. The film
is in a box rather than a can and identifies the contents as ‘THE JIGGANN B/W’.
I am inclined to think that this was made for a special purpose and probably not
a direct part of the creative process. The 35mm prints #73 and #74 are visually,
significantly different than the original, being darker overall with deeper, richer
colours. Having finished both films long after making the 35mm print of Calypso,
Tait would have understood the likely results and I can only assume that #73 and
#74 are the intended finished films. One way to confirm this would be to look at
the tartan patterns at the beginning of John MacFadyen and judge whether they
do in fact resemble any known pattern, an area of research I have not yet been able
to go into.
I shall offer possible printing recommendations for all films later in the paper.
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3.6 Numen of The Boughs (1973-74)
e Can 48: Hand-scratched/painted original, silent, 35mm, 191ft., 1974.
e Can 49: Colour print of #48, silent, 35mm, 191ft.

e Can 50: 3x B&W Fine Grain Dupe Positive reduction prints of #49, silent,
16mm, 74ft., 1974.

3.6.1 Summary of Film Elements and Condition

e Can 48. Scratched/painted original film. It appears to be a series of experi-
ments, some of which were later incorporated into Colour Poems. The initial
stock used is black, processed leader and from 92ft., clear optical sound stock.
On the black stock, drawings are scratched/etched into the emulsion while on
the clear stock, dyes and black ink have been used. Colour has also been ap-
plied over some sections of scratching. Frame lines are also scratched/drawn
except for the latter part of the roll where they are absent. There is fungus,
some scratches, and emulsion cracking. The film also appears shrunk. Inside
the can is an exposure chart for the three elements in can #50. Notably, it
says ‘REDUCTION 3x 85’ 16MM B/W FGDP’.

e Can 49. Print of #48 (probably Kodak stock 5381). Very little colour has been
printed through from the original. Since it is a print, the tones are reversed
and the film begins clear with black etching and finishes black with white
drawings. The colour section at the end of the original remains, although
it is not vivid. There is fungus and some emulsion cracking as well as light
scratches.

e Can 50. Three identical 16mm fine-grain black and white dupe-positive prints
from #49. Fungus clearly present, some light scratching and slight shrinking.
Can contains delivery notice from Kay’s Laboratories. Although the stock

date is 1973, these prints were obviously made after #49 in 1974.

3.6.2 Notes For The Preservation of Numen of The Boughs

Much of the hand-drawn footage is with black ink and this should obviously be
tested to determine what it is. Although the ink might be stable, colour has been
applied over the drawings and there is an entire colour section towards the latter
part of the roll. Tt is possible that these are ‘medical dyes’ as used in her earlier films.
I would therefore recommend that the same tests be carried out on these elements
and that cleaning with solvents be avoided. Parts of the film were meant for use in
Colour Poems and they will provide an additional reference for how Numen might
be printed. I do not know why there are three identical fine-grain dupe-positive
reduction prints, although I suspect they relate to the use of the film in Colour
Poems.
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3.7

Colour Poems (1974)

Can 40: Colour master positive, Comopt, 16mm, 408ft, 1974.

Can 41: Colour positive print, Comopt, 16mm, 408ft, 1974.

Can 42: Colour positive print, Comopt, 16mm, 408ft, 1974.

Can 43: Positive optical soundtrack, 16mm, 396ft, 1974.

Can 44: Original hand-coloured master negative, 16mm, 396ft, 1974.
Can 45: Hand-coloured workprint, 16mm, 391ft, 1974.

Can 46: A&B roll Sepmag sound tracks, 16mm, 409ft, 1974.

3.7.1 Summary of Film Elements and Condition

Can 40 The master positive printed from #44 is in fair condition. The Techni-

cal Records note that scratches and splices on the original negative have printed

through. The film is a mixture of live action and selections from Numen of The

Boughs. Much of this is in the first ‘poem’: 28 seconds of Numen, followed by a

short sequence of live action which then returns to Numen until 65ft. The latter

part of the poem (65-81ft) is live action. The next animated sequence is in the fifth

poem, ‘Incense’ (196ft) and again, similar scratched drawings are interspersed with

live action. There is a short colour, painted sequence until 229ft. In all, there are

six sequences of hand-drawn/painted material totalling 82ft. There appears to be

no fungus.

Can 41. The SFTVA have determined this to be the best print of Colour
Poems. It is a direct print from the negative #44.

Can 42. A print from the negative #44. The film appears to have shrunk and
the sound is poor compared to #40 and #41. No fungus apparent.

Can 43. Original positive optical soundtrack with fungus.

Can 44. The original hand-painted colour negative. Tait has hand-coloured
over negative sections from Numen most often with red and green and ob-
viously the opposite colours were achieved in the positive prints #40, #41,
#42 (red appearing as green and green appearing as pink). Section 19-65ft
is without colour but dye can be seen under the tape splices which suggests
that Tait changed her mind while painting the film and removed the dye from
the negative. Two short title sequences are on black and white stock. The
film has shrunk and the numerous tape splices are sticky. As can be seen
in the prints, there are scratches and some tramlines throughout. The film
has fungus and the emulsion is cracking. The Numen sections may have been
printed from the dupe-positives #50. Finally, a label on the can reads: ‘DO
NOT WET CLEAN OR PUT ON WET GATE PRINTER’.
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e Can 45. Although this is a workprint, there are hand-painted sections unique
to it. Some of the dyes have been applied to the base side of the film and are
particularly fragile and vulnerable. There are also white Chinagraph markings
with technical instructions. There is fungus and the emulsion is cracking. The
can is heavily rusted both inside and out and the label identifies the film as a
‘CUTTING PRINT/DUBBING PRINT".

e Can 46. Two magnetic sound tracks. There are tape joins which are sticky
though no fungus is apparent. A hand-drawn dubbing sheet is included in
the can and the label identifies the can’s contents as ‘TRACK A TRACK B
16MM MAGNETIC EDGE TRACKS’.

3.7.2 Notes For The Preservation of Colour Poems

Both the label on can #44 stating that the film should not be cleaned nor wet-gate
printed and the remains of dye under tape splices suggests that Tait continued to
use the water-soluble ‘medical dyes’ she had used for her previous films. I would
therefore recommend the same tests for the elements of Colour Poems as for previous
films. Tape joins on #46 could be replaced and a new optical soundtrack should
be struck. The dubbing chart and Chinagraph marks on the magnetic tracks would
assist in a reliable restoration of the sound. Caution should be taken not to ‘clean
up’ the sound beyond what it originally was. Tait worked with simple equipment
and the sound is generally quite poor by today’s standards.

3.8 Garden Pieces (1994-98)

e Can 55: Colour print, Comopt, 16mm, 414ft., 1998.

Can 56: Colour print, Comopt, 16mm, 414ft., 1998.
e Can 57: Negative optical soundtrack, 16mm, 414ft., 1998.

e Can 58: A&B Roll Master colour negative, 16mm, 414ft., 1994-1998.

Can 59: ‘Further Grove’ Colour negative, 16mm, 144ft., 1998.

Can 60: ‘Further Grove’ Colour negative + trims, 16mm, 144ft., 1998.

3.8.1 Summary of Film Elements and Condition

e Can 55. This is a show print in good condition. There is no fungus present
and only a few light scratches.

e Can 56. A show print, in very good condition. No fungus.

e Can 57. Original negative optical soundtrack. No fungus. There is a Todd-
AOQ laboratory label on the can which shows it has been cleaned and is dated
20-7-98.
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e Can 58. The original negative A/B rolls. They are a mixture of Kodak,
Agfa, Tlford and Fuji stock with dates varying from at least 1994-1998. The
hand-drawn sections are black ink on clear black and white 16mm Agfa stock.
Unlike Tait’s other films, there are no 35mm elements for this title and it
appears that the drawings were made directly onto the Agfa stock. There are
hand-written numbers in between the perforations approximately every 40
frames and the drawings were made without adding frame lines. Significantly,
there is a colour grader’s sheet with all the light changes clearly noted in
numeric form. There is no fungus. The label on the can states that the film

was ultrasonically cleaned on 24-7-98.

e Can 59. This is a negative relating to the last section of the film. It includes
images of slates/‘clapper boards’ with the title ‘Further Grove’ written on it.

No fungus.

e Can 60. Like #59, there is a roll of footage relating to the last section of the

film. It also includes trims. No fungus.

3.8.2 Notes For The Preservation of Garden Pieces

In terms of preservation, this is the least complex of all the hand-painted/drawn
films. The film has not begun to suffer from fungus and appears to have been stable
enough to undergo ultrasonic cleaning at the laboratory. Other than black inks used
to draw on the Agfa stock, Tait did not apply any colour dyes. It is possible that she
used the same drawing inks for Numen of The Boughs and if so they may likewise
be stable. Having the grader’s timing sheet is essential for achieving the colours
that Tait decided upon and it should be treated with care. With this record, the
technique Tait used to colour the hand-drawn sections can be clearly understood:
Grading lights with a value around 25 are considered normal. Where there are one
or two zeros in the light (i.e 10 00 10), this indicates an overall shift in colour (the
above example would be green) and such exposures would flash the background of
the picture area. The original clear Agfa stock with black ink drawings has been
flashed with colour to give the finished result of white drawings on a dense, richly
coloured background. There is no urgency to work on the preservation of this title
and the film elements can be considered stable and well preserved. There are two
prints in good condition, one of which should be treated as a master positive. An
adequate and economic method of preservation would be to make an interpositive
from the original negatives. Having the original grading sheet should ensure that a

fairly faithful reproduction would be achieved.
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making separation masters from both colour negatives and positives. The film can
be developed as either positive or negative, depending on the original. At this point,
the films would be very well preserved but a restoration would require another set of
separations from the new negative or even better, straight from the originals again;
this time, varying the levels of exposure and contrast to restore the original dye
colours. With regards to the sound track, a new optical track would be made on
polyester panchromatic Kodak 2374 stock (the modern version of stock which Tait
used to paint on!).

4.4 Digital Restoration for Duplication to Film

A route for ensuring the most accurate restoration would be to scan the films to
data. The basic route of digital restoration is as follows:

The film image > film scanner > digital image store > workstation > digital
image store > film recorder > film®!

In this method, the film is scanned to data files when most of the colours are
restored by the telecine operator. The restoration is then completed at a workstation
with the operator precisely matching the data to colour samples obtained from the
dye tests previously mentioned. The data may be digitally ‘retouched’ and any
deterioration in the form of scratches and marks can be removed. The files are
then re-recorded back to film on a colour intermediate stock from which prints are
made. It may be noted that this method is much closer to the practice of restoring
other forms of art such as a paintings. Typically, these are physically worked on
by the restorer unlike traditional film restorations which are basically variations on
duplicating.

There are several choices to be made once the digital route has been decided
upon, as seen from the following diagram:%2

Restoration via this method allows the Archive the greatest range of flexibil-
ity for manipulating the films from their current condition in order to produce new
prints which are judged to be as close as possible to the films Tait originally showed.
It necessitates close communication with the workstation operator whose job it is
to ‘restore’ the image as there is a greater amount of flexibility over photochemical
restoration and duplication. The digital route is recommended should the SFTVA
carry out the dye test I discussed since this will provide exactly the kind of tech-
nical data which digital restoration favours. Whereas photochemical restoration by
duplication is greatly governed by the limits of the narrow range of film stock avail-
able to carry the job out, practically anything is possible with digital restoration
(the only ‘limitation’ in the process occurs when recording back to film stock which
has given physical attributes) and thus in practice it requires confident technical
decisions based on thorough research of the films. This might seem like an obvi-
ous requirement for any kind of duplication but because digital manipulation of
the image introduces an additional ethical dimension which is still very much under

61Read & Meyer, 2000, 219.
62Diagram from a presentation by Paul Read at The East Anglian Film Archive, July 2002.
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