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Cover Starring stunning Helen Li Mei (right) and Diana Chang Chung-wen (left), the digital audio reconstructed Calendar Girl
(1959) will be the opening film for ‘Angels Over Rainbow—Cathay 80th Anniversary Celebration’.
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During the run of our ‘Early Cinematic Treasures Rediscovered (2 programme, Ms Lo Sai-kim has graced
us with her presence while Lee Lan’s relative Dr Gordon Fong has brought with him some personal photos of
the former Miss Hong Kong. Sometimes we search tirelessly without getting any answers yet fate brings us
together somehow. We hope more film workers, their friends and family would contact the Archive because
each person could fill an empty space of our history with their gorgeous colours.

Following ‘Early Cinematic Treasures Rediscovered (2) (January to March 2016) and ‘Cathay 80th
Anniversary Celebration’ (December 2015 to April 2016), our Cinema City film retrospective will begin in
April, when audiences’ fond memories of the 1980s will be summoned once again. The legend of Cinema
City’s seven-man creative team and the films they made resonated with many back in the day. The trends
they spurred and the influence they had on imitators and moviegoers made them leaders of Hong Kong
cinema’s golden age. This retrospective is fortunate enough to interview Cinema City’s central members.
‘Afraid to lose’ is a common attitude in Hong Kong society yet their key to success was exactly the opposite
as they also had the rare combination of commitment and enthusiasm. They have shared plenty of insights
during the interviews, such as Karl Maka suggesting that delivering a line under different setups will yield very
different results.

Cinema City’s films are contemporary yet they still carry a hint of traditional Cantonese cinema. For
example, there is a character named ‘Law Kim-long’, which has an air of familiarity. This playful tradition of
mixing fiction with reality has always endeared audiences, including the play-fighting-turned-real in Flames of
Lust (1946) and the absurdity of picking up stowaways under the pretense of shooting a fim in Play Catch
(1983). [clkwok@lcsd.gov.hk]
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Wedding Bells For Hedy (1959): Jeanette Lin Tsui (left) attempts to change the eccentric ways of her student'’s father

(Roy Chiao, middle), yet the widower ends up falling for her.
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tis such a pleasant surprise to learn of the Hong Kong Film Archive’s screenings of Wedding Bells for Hedy (1959) and

Calendar Girl (1959). For years, | did not harbour any hopes of re-watching these colour titles" directed by Doe Ching during
his tenure at MP & GI.” Every once in a while, we hear news about how some dilapidated copies of lost films are found in
some old theatres in American Chinatowns. Certainly for cinephiles, such rare finds are welcome news. Yet, | have never
expected this sort of miraculous fate would befall the long-buried MP & Gl films. It is because MP & G, under the leadership of
Loke Wan Tho, had an organised system keeping records of the shipping and handling of their fims, thus making it unlikely for
their reels to be left sitting around in random theatres. One could only find a crude-looking copy of Calendar Girl on VHS that
was produced from Television Broadcasts Limited’s (TVB) one-time late night broadcast in 1980. On the other hand, Wedding
Bells for Hedy had proven to be elusive since its premiere in 1959. Therefore, the Hong Kong Film Archive’s recent screenings
of these two big productions of yesteryear is a significant and valuable ‘unearthing’ of sorts.

Wedding Bells for Hedy is the
sequel to Our Sister Hedy (1957).
The latter scooped Best Film at the
Asian Film Festival, which was then
a great boost to Loke’s ambition
build a ‘Hollywood of the East’. The
Westernised middle-class lifestyle
depicted in the film set the tone for
MP & GI's subsequent urban comedies.
Compared to the first film, the sequel—
also adapted from a popular novel
by Cheng Wai—is hampered by its
inherent weakness. While the first
installment entices viewers by revolving
around the four bachelorettes’ pursuit
of love, three of them are already
married in the sequel. The remaining
single girl, played by Jeanette Lin Tsui,
is in a committed relationship by then,
rendering her eventual marriage a
matter of time. So what are the stories
left to be told?

The eldest sister, Mu Hong, doubts
her husband'’s fidelity but his woes
turn out to be business-oriented. The
second sister, Julie Yeh Feng, holds
an art show and gains the interest of
a secretive tycoon. He commissions

her to paint a large oil painting, which
requires her to spend long periods
of time at a mansion in Repulse Bay.
Her husband, played by Peter Chen
Ho, suspects her of cheating. So he
hatches up a plan to fake an affair in an
attempt to provoke his wife’s jealousy.
Meanwhile, Dolly Soo Fung, the
youngest sister, decides to go along
with her husband, Tian Qing, a flight
attendant whose company is sending
him overseas. The third sister (Lin) is
a teacher who is trying to transform
her student’s eccentric father, played
by Roy Chiao. Little does she know
that her act of kindness will lead to the
budding feelings between the widower
and her. All these plotlines concern
matters that seem to be rather frivolous
yet | still find them thoroughly enjoyable.
The wonderful Our Sister Hedy is so
memorable that whether it is a variation
or sequel, | am more than happy to
keep watching. Not to mention this one
is in colour!

One would notice Wedding Bells
for Hedy deliberately echoes Our
Sister Hedy in minute detail, such as

adopting most of its original score.
In the beginning of the sequel, Lin
playfully mimics the cha-cha moves her
elder sister uses to flirt with her future
husband in the last film. She even
hums the song that is played during her
sister’s scene. Also, Lin’s iconic ‘sword
dance’ in the previous fim has become
a marching dance with a ball and a hula
hoop. The middle-class utopia depicted
by Doe remains enticing. In the earlier
film, the sisters visit a nearby shop
separately and each of them buys a
smoking pipe as a birthday present for
their father (played by Wang Yuen-lung),
who ends up with four pipes. Then
in the opening minutes of the sequel,
four Christmas trees of different size
and shape light up the respective living
rooms of Mu’s home, Yeh's home, the
ancestral house where Wang lives with
Lin and Soo, and the home of Lin’s to-
be father-in-law, Li Yunzhong. Under
Doe’s lens, Hong Kong of fifty-some
years ago is perhaps more westernised
than the city today.

As a kid, | watched Wedding
Bells for Hedy at the Prince’s Theatre.
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Two scenes from Our Sister Hedy (1957): Wedding Bells For Hedy features a number of segments

that echo the memorable scenes from Our Sister Hedy.

| could recall not much of the film but
the scene in which a barefoot Yeh
dances on a bar table. An image like
this was perhaps too outrageous for
the 1950s and left me with a lasting
impression. But | have forgotten where
the scene is set. Was it inside a night
club? | finally found the answer when
| re-watched it this time. It is actually
at the home of Yeh and Chen during a
Christmas party. The cheering crowd
carries the hostess onto the bar,
where she teasingly dances to their
applause. What a dream it is to have
a bar in the living room! Moreover,
look at the panoramic sea view at the
home of Lin’s future father-in-law and
his gift of a dog to Lin via delivery by a
chauffeur dressed in full uniform. Are
they not the bourgeoisie dream house
and extravagance coveted by every
generation?

The unexpected reward of
watching old films is that they take

frame. | believe that the air back then
must be fresher than today’s.

Most of the indoor scenes of
Wedding Bells for Hedy were filmed
in the studio except two restaurant
scenes—one Chinese cuisine and
the other Western—shot on location,
giving us a rare view to the ambiance
of restaurants in that era. Private rooms
were not common at the time, and the
screens used in the northern Chinese
cuisine restaurant may seem foreign to
the young viewers today. The Western
restaurant has a dance floor and a live
band. The four sisters and their family
enjoy their reunion dinner at a long
table decorated with an ice sculpture.
Champagne is served in coupes
instead of flutes that only became
popular in recent years. The many
visual details in the movie gently remind
us that was indeed a bygone era.

Doe jumped ship to Shaw
Brothers in 1959 and directed Les

you on a journey to certain vanishedelles (1961), Love Parade (1963) and

scenaries. A scene in Wedding Bells
for Hedy where Lin is teaching her
students to play hula-hoop shows the
old campus of La Salle College far
in the background. The street views
of Happy Valley, the west side of the
Mid-Levels and Kowloon Tong in the
film look nothing like that anymore
today. Only the castle-like campus
of Maryknoll Convent School is still
standing tall, just like yesterday.
Meanwhile, one can tell that there was
a lot less people and cars in the streets
of Hong Kong, which seemed to have a
lot more breathing room. In one scene,
Kelly Lai Chen is driving in his MG
convertible sports car when another
convertible coincidentally enters the
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The Dancing Millionaires (1964), all
outshining Calender Girl in scale and
spectacle. The Blue and the Black
(1966) even won him Best Movie in
the Asian Film Festival. Still, perhaps
due to my personal biases, | believe
Doe displayed more playfulness and
versatility during his tenure at MP & Gl.
Unfortunately, most of the titles during
that period were long lost for good.
Judging by its production stills, the
strong lighting contrast of Surprise
(1956) indicates a close resemblance
to the styles of 1940s Hollywood film
noir. The Scout Master (1959) does not
feature any romantic subplot and solely
relies on the comedic talent of Leung
Sing-po. During a campsite talent show

. /
in the film, the scouts impersonate Elvis
Presley’s rock-and-roll performance
while young Connie Chan Po-chu and
Leung Bo-chu—Dbarely ten years old at
the time—dance the cha-cha. Which
company, besides MP & Gl, would
invest in a film about scouts?

In The More the Merrier (1959),
a wayward Linda Lin Dai remarries
only to find her ‘late husband’ turning
up unexpectedly and herself getting
involved with a fashionable artist.
This story of a woman twice married
and surrounded by three suitors, was
quite forward at the time. Hence the
audiences’ disapproval was not much
of a surprise. Compared to another
film starring Lin, the Griffin Yueh Feng-
directed and Eileen Chang-penned
The Battle of Love (1957), one can see
how deep-seated ‘westernisation’ is
in Doe’s films. The chance of watching
The Tragedy of Love (1959) is also quite
slim. Its star-studded cast, featuring
Yeh, Chen, Wang Lai and Chiao,
somehow reminds me of Douglas
Sirk’s fims. In fact, Doe adapted Sirk’s
renowned tearjerker Imitation of Life
(1959) into Twilight Hours (1960) for
Shaw Brothers. That said, as his last
MP & Gl title, Wedding Bells for Hedy—
just like Our Sister Hedy and Calendar
Girl—combines the styles of Hong
Kong, Shanghai and the West perfectly.
It has the ability to warm one’s heart
with its gentleness and sincerity,
just like Yao Lee’s Mandarin covers
of English songs from the 1950s.
However, such leisure and refinement
would not reappear in the 1960s.

The four sisters in Our Sister Hedy
only make a few short rounds in their
quests for love and, looking rather
effortlessly, find their ideal husbands
with outstanding packages. Simply by
dancing to the music and giving him
the greenlight with a flirtatious look, Yeh
has already twisted Chen around her
finger. All the Best (1961), which Doe
made not long after he joined Shaw
Brothers, was previously screened
by the Hong Kong Film Archive. It
also depicts four women in pursuit of
love. They are tactful, calculating and
preying like a pack of wolves—a stark
contrast to the earlier film’s quartet,
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who only care for indulging in their
comfortable and carefree world. If the
1960s marked the beginning of Hong
Kong’s rapid transformation, like the
popular twist and shout of its time, then
Wedding Bells for Hedy would belong
to the 1950s, like the light-hearted,
buoyant cha-cha. The sentiments
and attitudes of the two films not only
reflect the change of time but also the
different philosophy of Shaw Brothers
and MP & Gl

By the end of Wedding Bells for
Hedy, the girls’ father (Wang) learns of
his terminal illness and his final wish is

S Al

to witness his daughter Jeanette Lin’s
marriage to Kelly Lai. The wedding
scene in the finale sees the ailing father
walking the bride down the aisle.
On this supposedly joyful occasion,
everyone is stricken by a heavy heart.
After four-plus hours of light comedy,
the story ends on a surprisingly sad
note.

Released in 1959, Wedding Bells
for Hedy was Doe's parting gift to MP &
Gl, or it can be seen as an elegy for
1950s Hong Kong. (Translated by Vivian
Leong) W
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Digital Reconstruction of Two Cathay Films

Editor’s notes

1 Calendar Girl (1959) and Wedding Bells for
Hedy (1959) were both acquired by the Hong
Kong Film Archive from Cathay Organisation
of Singapore in 2004.

2 Motion Picture & General Investment Co Ltd

(MP & Gl) was a film production company in
Hong Kong set up by Cathay Organisation of
Singapore in 1956.

Peter Dunn is a writer and former child star.
He is one of the founding publishers of City
Magazine, His books include Days of Drinking
Borsch (2009) and Woman is a Woman (2011).

Please refer to ProFolio (Issue 80) for details of
the screenings and exhibition in celebration of
Cathay's 80th anniversary.
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The HKFA recently carried out the digital audio and video reconstruction of Calendar Girl (1959) and Wedding Bells for Hedy (1959)
respectively. Both were copies acquired from Cathay Organisation in Singapore in 2004.

Digital Audio Reconstruction of Calendar Girl Calendar Girl consisted of 35mm polyester colour film in 7 reels (2,000 feet per
reel), but the 1st and 3rd of which had a total of 40 minutes of soundtrack missing. We transferred this last remaining copy onto a digital tape
using the telecine process. For the digital audio reconstruction, we used the digital sound file from a DVD copy which was provided to us by
a member of the public. First, we converted the frame rate of the soundtrack from 25 frames per second (fps) to 24fps, the projection speed
of the original reels. It was then synchronised with the digital tape at 24fps, so that the missing soundtrack could be ‘filled in’. There were still
a few images that did not have sound at the end of the process, and it was decided that those parts would remain silent. After undergoing
audio reconstruction and background noise clean-up, the digital audio-visual file was output to a digital video tape with subtitles.

Digital Video Reconstruction of Wedding Bells for Hedy The HKFA had 2 copies of Wedding Bells for Hedly, a 35mm polyester
film version in 9 reels (1,000 feet per reel, with 2 of the original 11 reels missing) and a 16mm cellulose acetate film version in 3 reels (1,500 feet
per reel). The missing 7th and 8th reels of the 35mm version amounted to about 20 minutes of moving images. First we transferred the 35mm
reels (a sole copy) onto a digital video tape using the telecine process. However, the 16mm reels (also a sole copy) had decayed substantially
and shrunk by up to 1.82% while warping had occurred, making it impossible to telecine. To restore the missing visuals in the digital video tape,
technicians took over a dozen pictures of the images on the 16mm film with a high-resolution digital camera and created four sets of pictorial
storyline with brief textual descriptions. Finally, the digital video file with reconstructed images was output to a digital tape with subtitles.

The reconstructed versions of these two films will be publicly screened for the first time on 20 February 2016. Don’t miss out! Please
refer to ProfFolio (Issue 80) for more details. (Translated by Johnny Ko)
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The ‘Movie Talk’ screening and publishing series,
curated by Law Kar, held a book launch and
screening event for its first book, The Dream of a
Lost Traveller: The Films & Photography of Peter
Yung, on 13 December 2015. Many of director Peter
Yung'’s friends, family members and colleagues from
the film industry and the art scene attended this
celebratory occasion with him and the audience.
Among his colleagues from the film industry, Dr
Lee Sen (screenwriter), Richard Cheung (producer),
David Chan (art director), Wong Yee-shun (editor),
Henry Chung (cinematographer) all took turn to
share their fond memories of working with Yung.
Bai Ying, the lead actor of The Systemn (1979), and
Detective Fung, who is the real-life inspiration for
Bai’s character, were also in attendance. It was a
special occasion where fiction crossed paths with
reality.

(i) $#R - REHE - EBET RAE
(From left) Peter Yung, Joe Cheung and Portia Ip Richard Cheung

EapEEE ()
With Ada Loke (m|ddle and Sek Kei (right)

R = (R)
With David Chan (right)
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BB
Fellows in film: (from left) Wong Yee-shun, Peter Yung, Dr Lee Sen, Henry Chung

[RRER Sir] B (£8) £ [k Sir REAY S Sir (BE)
‘Detective Chan'’ Bai Ying (left) and his real-life prototype Detective Fung (right)
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Guest Curator Law Kar (right)
and Peter Yung
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(R) REHHEE ()
The Three Brothers:
Peter Yung with his
elder brother Yung Wai-
fan (right) and younger
brother Dr Raymond Yung
(left)
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The Photographers: (from
left) Joseph Fung, Peter
Yung, Wong Wo-bik and
Henry Chung

BAREEER RS AR (£) - BEEEL (F)
With HKFA Head Janet Young (left) and

EEREEE (£)
With director Derek Chiu Sung-kee
Dr Auyeung Shing (right) (left)

(£#8) REM - DR MOFHLHEATENRE
(From left) Gipsy Chang, Peter Yung, Dr Betty Wei and her husband Richard M. Liu
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Hong Kong Film Archive Restored
Treasures. Colourful Youth
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The post-screening talk of Colourful Youth (2015 New
Restored Version) held on 81 January was hosted by HKFA
Research Officer May Ng and Assistant Curator | Koven Lo. Ng
discussed how the film’s Western-style songs sets it apart from
other song-and-dance musicals before getting into the key
elements of Chan Wan'’s directorial style. Lo explained in details
the first and second phases of the film’s restoration and the
obstacles they faced in the process. For detalils, please refer to
the next issue of Newsletter.
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REXE May Ng

History In Review: From \Warriors Film to Cinema City
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The seven-member team of Cinema City: (from left) Nansun Shi, Raymond Wong, Eric Tsang, Karl Maka, Dean Shek,
Teddy Robin and Tsui Hark
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Starring Sam Hui, Karl Maka and Sylvia Chang, Aces Go
Places (1982) forged a brilliant ensemble.
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Golden Princess's three honchos Lawrence Louey (middle),
Gordon Fung Ping-chung (1st left) and Ng Siu-chan (1st right)
with Karl Maka (2nd left) and Sam Hui (2nd right).
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t does not seem like the 1980s was that long ago, yet we are now suddenly living in an era of ‘reminiscence’. From the post-

war period to the 1950s and 1960s, film companies the likes of Great Wall, Feng Huang, Sun Luen, Shaw Brothers, and
MP & Gl have all created beautiful moments in cinematic history. The motion pictures of Union and Kong Ngee have been
embedded in the collective memory of the Hong Kong people, while the different dialects and cultures from all over China have
also given birth to unique works by a variety of filmmakers. We have cherished and studied these treasures of film culture.

HKFA began focusing on the
‘contemporary era’ in recent years.
After revisiting Golden Harvest and
Shaw Brothers in previous exhibitions
and programmes, the focus is now
turned to the rise of Cinema City in the
1980s.

The predecessor to Cinema City
& Films Company was Warriors Film
Co., a studio co-founded by Karl
Maka, Dean Shek, and Raymond
Wong. During the late 1970s and early
1980s, Warriors Film produced several
‘bachelor comedies’, including Crazy
Partner (1979), Crazy Crooks (1979),
and By Hook or By Crook (1980). The
plot of each of these films generally
revolves around a youngster triumphing
over the villain with his street smarts.
Although these films did not perform
spectacularly at the box office, they
fared relatively well compared to other
motion pictures of a similar production
scale.

In late 1970s, Lawrence Louey
and Ng Siu-chan joined hands with
Gordon Fung Ping-chung to establish
Golden Princess Amusement Company
Limited." Cinema City came into being
in 1980 with funding from Golden
Princess. After the establishment of
Cinema City, its three helmsmen Maka,
Shek and Wong continued to focus
on making comedies. The John Woo-
directed Laughing Times (1980)—
best remembered for Shek’s imitation
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of comedy master Charlie Chaplin—
became the company’s inaugural
production. The film transposes the
plight of the Great Depression of the US
to a despondent post-war community
during the early days of the Republic of
China. Infused with Hong Kong-style
humour and action, it started things off
with a bang for Cinema City. Beware
of Pickpockets (1981), which was
released shortly after, contains similar
comedic and martial arts elements
but diverges from its predecessor by
featuring scenes of children singing and
dancing in an attempt to attract viewers
of all different ages.” As a matter
of fact, heart-warming and family-
friendly movies would go on to be an
integral part of Cinema City’s catalogue
throughout the different stages of its
development. These works became
an indispensable genre which shaped
the image moviegoers remember the
studio by and also differentiated it from
its competitors.

One year after its establishment
came the award-winning All the Wrong
Clues (...For the Right Solution) (1981)
directed by Tsui Hark, one of the most
promising directors of the Hong Kong
New Wave. Co-written by Raymond
Wong and Szeto Cheuk-hon, the fim’s
vintage setup, which viewers had not
seen for quite some time, together with
extravagant scenes featuring beautiful
costumed actors, studio sets, colonial

architecture, Teddy Robin’s outstanding
score, as well as Tsui’s cartoonish
treatment, made it a refreshing hit.
While box office revenues did not reach
the $10 million mark, it achieved the
important objective of erasing Warriors
Film and Cinema City’s previous
impression of producing “films featuring
characters in tattered costumes’.
The successful establishment of the
company'’s brand image paved the way
for its golden age.

With the success of Tsui’s film,
Cinema City had fulfilled the promise in
its slogan, ‘Produced by Cinema City,
Viewer Satisfaction Guaranteed’, which
marked the beginning of audience-
based marketing. The company also
ensured its approach was consistent by
paying attention to viewers’ responses,
a guiding principle that was proudly
embraced.

The line-up of the ‘Striving
Room’, which would later become
a legend of the film industry, was
already established at this point: In
addition to Maka, Shek, and Wong,
there were also Eric Tsang, Tsui Hark,
Teddy Robin, and Nansun Shi. The
space was originally a room measuring
less than 100 square feet in Maka’s
home. It was the headquarters where
the septet collectively engaged in
the creative, planning and producing
processes. Although the environment
was cramped, it did not constrict their
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1 (RERE) (1986)
A Better Tomorrow (1986)

2 (EERRE) (1987)
City On Fire (1987)

KT CRIEARE) RERMER
[AER]sIBAHBRESEHE 25
T8 -

John' Woo's A Better Tomorrow and Ringo
Lam's 'On Fire' series ignited a gangster
fervour that is still going strong.

creativity. In fact, numerous record-
smashing blockbusters were conceived
there.

Cinema City then released
Chasing Girls (1981), a romantic
comedy that redefined Shek’s image
through his portrayal of a cosmopolitan
playboy. Even though it outperformed
every other Hong Kong film released
in the same period at the box office,
the comapny did not rush to make
a sequel. Instead, the team was
motivated to climb new heights. Maka
said, ‘Chasing Girls was very well
received. It only lost to one film which
was released during the same period
at the box office, For Your Eyes Only
(1981). | did not feel like conceding.
Chinese people should be watching
Chinese films with Cantonese dialogue.
We catered to the market’s needs, so
how could we possibly lose? Later,
| discovered that the James Bond
film features a hero with a humorous
touch, alongside with more action
assisted by technology. Then |
understood.”® Thus came about the
birth of the popular action comedy
Aces Go Places (1982), starring singer
and actor Sam Hui as King Kong,
Hong Kong’s version of Bond; Maka
as a bald detective; and Taiwanese
arthouse actress Sylvia Chang as a
policewoman. This casting combination
yielded surprisingly brilliant chemistry.
Aces Go Places was directed by
Tsang and involved the participation of
numerous aquatic, terrestrial and aerial
stunt teams from abroad. Set against
the backdrop of Hong Kong’s then
economic boom, the abundance of
exhilarating action scenes, which were
on par with international standards,

*

thrilled moviegoers. The motion picture stars, namely ‘The Happy Girl Group’,

ultimately earned more than $26 million,
crushing Golden Harvest's Dragon Lord
(1982) and setting a new box office
record.

The transition from the 1970s to
the 1980s coincided with the rise of the
Hong Kong New Wave. Cinema City
also recruited some of the rising helmers
from this movement. In addition to
Tsui, a core member of the company’s
seven-member team, Clifford Choi Kai-
kwong, Peter Yung, and Leong Po-chih
have also directed movies produced
by Cinema City, including No U-Turn
(1981), Life After Life (1981), and He
Lives By Night (1982). Ng Siu-wan, who
had a background in television, also
made the refreshing youth melodrama,
Once Upon A Rainbow (1982) for the
company. These forerunners’ output for
Cinema City had stirred the film industry
with a fresh new aura.

Cinema City was particularly adept
at creating variety under the broad
scope of comedy. For instance, It Takes
Two (1982) is full of local characteristics
and nostalgia, Till Death Do We Scare
(1982) combines Hollywood special
effects makeup with elements of
superstition and romance, while All the
Wrong Spies (1983) is a flamboyant
musical classic. Esprit D’amour (1983),
a touching supernatural film in which
romance pacifies the eerie ambiance
usually associated with the genre,
is also representative of the studio’s
unique charm. The Happy Ghost is
the film adaptation of the stage play
Scholar Chu by Joe Ma Wai-ho, who
was only a secondary school student
back in 1984. The hit flm was later
developed into a series. Its young

were among the artists whose musical
careers were launched by Cinepoly
Records, a joint venture established
PolyGram and Cinema City.

In 1981, the year after Cinema
City was founded, the company
entered into a partnership with Wang
Ying-hsiang’s Taiwanese distribution
company to establish its Taiwanese
branch. One after another, Yu Kan-
ping, Sylvia Chang, and John Woo had
served as the director of this branch,
which was tasked with expanding
Cinema City’s production business in
Taiwan. Each of them left their own
mark in the studio’s history as directors
and producers. After Yu resigned from
the post, he directed the tragic Papa,
Can You Hear Me Sing? (1983), which
took Hong Kong and Taiwan by storm.
Meanwhile, Chang recruited three
young directors, namely Lin Ching-
jie, Edward Yang and Ko Yi-cheng
to shoot Send in the Clowns (19883),
That Day, on the Beach (1983), and
Kidnapped (1983) respectively. Despite
underperforming at the box office,
these films fuelled the rise of new
talent in Taiwan and That Day, on the
Beach was hailed as a classic of New
Taiwanese Cinema. After Woo took
over in 1984, the company continued
to shoot and produce films in Taiwan.
The results were only mediocre and
luck was just not on his side. It was not
until 2 years later, after he resigned and
returned to Hong Kong, that he finally
turned his career around by directing
the hugely popular A Better Tomorrow
(1986) for Cinema City and Tsui’s Film
Workshop. Together with Ringo Lam'’s
‘On Fire’ series, the film gave rise to

13
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All the Wrong Clues (...For the Right Solution) (1981) delighted viewers by
merging vintage aesthetics with cartoonish humour.

the local gangster film trend, a genre that continues to be
popular to this day.

In the mid-1980s, Cinema City followed in the footsteps
of Golden Harvest by partnering with other independent
production houses. Besides Tsui’s Film Workshop, the
companies ran by Yuen Woo-ping and Dennis Yu were
also frequent collaborators, which resulted in films such as
Mismatched Couples (1985) and The Musical Singer (1985),
among others.

In the 1990s, Cinema City withdrew from the frontlines.
Nonetheless, its decade of operation, as well as Golden
Princess’s successful alliance with different cinema circuits,
enabled the company to add another legendary chapter to
the lore of local film industry. On one hand, Cinema City’s
savvy mix of innovative music and visual effects in its silver
screen spectacles made it a dominant driving force of local
pop culture that shaped the identity of the Hong Kong
people. On the other hand, through continuously exploring
and drawing from their experience in working with foreign
professionals, the company had cultivated countless talents in
different areas. Its success story can still enlighten us on the
development of today’s film industry. (Translated by Johnny Ko) l

Notes

1 See Stephanie Chung Po-yin, A Century of Hong Kong’s Movies &
Television Broadcasting Industry (Revised Edition), Joint Publishing
(H.K.), 2007, pp 292 — 308 (in Chinese); Also see Po Fung (interviewer),
‘Interview with Gordon Fung Ping-chung’, The Oral History Project,
Hong Kong Film Archive, 20 October and 15 November 2011.

2 See May Ng and Cecilia Wong (interviewers), ‘Interview with Dean Shek’,
The Oral History Project, Hong Kong Film Archive, 7 October 2015.

3 See May Ng, Cecilia Wong and Winnie Fu (interviewers), ‘Interview
with Karl Maka’, The Oral History Project, Hong Kong Film Archive, 23
October 2015.

May Ng is Research Officer of the HKFA.

The retrospective on the films of Cinema City will be held in April 2016.
Partner Organisation: Fortune Star Media Limited
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Nancy Chan in
Prewar Cantonese Cinema

fEEf&E Winnie Fu
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The village girl succumbing to fate in Pretty Lady (1939)
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and Blood (1939)

he rediscovery of the two 1930s films gives us the

chance to witness Nancy Chan Yun-shang at 17, 18
years old, whose acting is vivacious and singing sweeter than
ever. The two films—Wong Fook-hing’s Pretty Lady (1939)
and Hou Yao’s Fortress of Flesh and Blood (1938)—also
demonstrate the directors’ contrasting approach to drama
and the early appearances of Cantonese film actors.

A Resigned Charmer and an Unbending Heroine

Pretty Lady was made first but released later than Fortress
of Flesh and Blood. In this blend of comedy and tragic
melodrama, Nancy Chan plays country girl Hao, who comes
to work in the city and falls in love with a family heir (Kwong
Shan-siu). Unfortunately she is later raped and impregnated
by another wealthy heir (Wong Cho-shan). With her life in a
tailspin after a series of humiliation, the suicidal woman jumps
off a cliff but is saved from demise. At last she begrudgingly
returns to the village, forsaking her yearning of the city lights.
The film starts off as a comedy and, in the second half,
plunges into the formula of tragic melodrama. The rich and
the patriarchal strip a woman of her options—should she
refuse to compromise and stand up to her wretched fate or
accept her lot and return to ploughing fields?

Chan starts off as a country girl who yearns for an
idealised lifestyle and romance in the city. Upon arrival,
she transforms into a glamourous lady in no time. In one
scene, thirsting for material possession, she looks into the
mirror and fantasises about being a classy lady. By using a
dissolve to indicate this village-to-urban transformation, this
well-conceived scene draws the viewers’ attention to her
seductive body.

In Fortress of Flesh and Blood, Chan takes on the persona
of the chivalrous, valiant and patriotic Lu Lan, the daughter of
Professor Lu Yangge (played by the director Hou Yao). During
her father’s last lesson at the film’s beginning, she represents the
‘Student Union for the War Effort” and calls on her classmates to
unite and fight for their country. From organising war resistance
activities in the countryside to sacrificing her life on the frontlines,
she is the dignified heroine through and through. The fim is
Hou's appeal for solidarity and action of his fellow citizens in face
of war. By comparing his two children, the brave Lu Lan and her
lily-livered brother Lu Yung, the professor condemns the banality
of a traitor, whose cowardice submission is more egregious that
those of the outright traitors.
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Nancy Chan (1st left) plays the
patriotic Lu Lan in Fortress of Flesh

However, Chan simply looks too pretty and girlie to be
a guerrilla fighter. Putting on a military garb does not make
her character any more convincing. Perhaps her acting is
not at fault here but the director’s depiction of the characters
just hangs on too closely to the archetypes, thus allowing
exaggerations that tilt towards propaganda that are not quite
realistic.

Searching for Chan’s Female Characterisation in
Early Cantonese Cinema

Our impression of ‘Movie Queen’ Nancy Chan, who is now
94 years old, are mostly based on the Mandarin films she
made during her Shanghai years— Hua Mo-lan (1938)
which brings her instant fame; Eternity (1943), co-starring
Li Xianglan; and The Goddess and the Devil (1952), her
comeback under the invitation of director Zhang Shankun,
among others. But to many, her 34 Cantonese titles made
in Hong Kong before the Japanese invasion were relatively
unknown."'

At the age of 15, Chan was handpicked by director So
Yee to become a film actress. She moved to Hong Kong
from Guangzhou in 1935, starring 34 Cantonese films in
four years until she left for Shanghai in 1938. These films
included New Youth (1936) where she plays a village guerllla
girl; Scorched Land L =
(1937) directed by Fung |
Chi-kong; and At This
Crucial Juncture (1938),
a wartime fundraising
film supported by South
China filmmakers.
She worked with over
20 Cantonese film
directors. Among them
were four of the ten
brother-tied Cantonese
directors, namely Wong
Toi, Fung Chi-kong,
Wu Pang and Lee Tit.
Besides, So Yee, Tang
Xiaodan and Fok Yin
directed Chan on more
than four occasions.

Sadly, most of the
aforementioned films are

EFEFREZL L ILTERIE
IER REE §T #2E
Visiting Nancy Chan: (from left) Cecilia Wong,
Nancy Chan, Weng Wu and Winnie Fu

(£ 38)



lost for good. But one can estimate from the film stills and
the advertisements that the characters played by Chan were
mainly leading roles, tailor-made for her. These roles include
the wartime nurse in The Great Commonwealth (1937), the
war-resistance fighter in The Blood-stained Baoshan Fortress
(1938), the songstress in Song Girl White Peony (1939), and
the duo roles of the Queen and her lost sister in The Wanton
Empress (1940). By the 1930s, film productions were already
ideologically divided between the left and right. Nevertheless,
Chan maintained her political neutrality and was beloved by
producers and directors alike. Being embraced by both sides
was beneficial to her role to stardom.

In 1937, the population of Hong Kong was around
800,000. Despite the international connection via its British
colonial rule, Hong Kong was still a small town when
compared to Guangzhou, whose population stood at 1.2
million. Compared to the cosmopolitan Shanghai, Hong
Kong seemed like a tiny fishing village at the time. However,
unlike its mainland counterparts, Hong Kong had its upper
hand since it was less affected by the mainland’s political
turmoil and stringent censorship. Productivity of Cantonese
cinema was incredibly high despite a shortage of actors.
According to Chan, she was shooting six films simultaneously
at one point in the 1930s, working round-the-clock in the film
studios.

Reuvisiting Chan'’s interview for the Hong Kong Film
Archive’s Oral History project confirms her unyielding
personality. At a young age, she already knew how to persist
in pursuing her dreams despite her parents’ objection to the
film business. She was astute in accepting Zhang Shankun’s
invitation to shoot in Shanghai, resulting in the completion

(SEBLARIR) BA T REBRNEH RS
Pretty Lady: The allure in the mirror by
means of the dissolve

of 24 films in five years during her stay. These films included
Hua Mu Lan (1938), The Angel (1939), Queen for One Night
(1939), Su Wu Herds Sheep (1940) and To See Light Again
(1942). In 1943, she married Dr Hans Tang and stepped
away from the limelight. The illustrated ‘Movie Queen’ then
committed herself to becoming a loving wife and mother.
The recent rediscovery of the two lost titles has brought the
Hong Kong Film Archive and Chan back together. Thanks to
the assistance of Weng Wu (son of Weng Lingwen) and Joan
Tang (daughter of Chan), the Archive had the opportunity to
visit her and review her illustrious career. (Translated by Vivian
Leong) @

Note

1 According to the Hong Kong Film Archive’s Hong Kong Filmography, the
list of the 34 titles starring Nancy Chan is different from that published
in Tam Chung-ha’s Nancy Chan: Queen Overnight. Some of the titles
missed in the latter included The Lucky Fool (1937), A Warrior’s Love
(1988), The Twelve Wives, Part Two (1938), Tragic Song of Opera Stars
(1938), The Naked Kingdom (1939) and Song of Exile (1941). The titles
missed in the former included Remorse in Shanghai (1944), Woman
Robin Hood (1947), A Wife is Her Husband's Echo, The Crushed Gusu
Terrace, A Rosy Dream of the Tang Dynasty Court and Love Song of
the South Island (1947). However, at the screening of newly discovered
Love Song of the South Island, Mr Law Kar’s research has confirmed
that Chan left for Shanghai three days after the shooting started. Ji Hezi
took over the leading role.

Winnie Fu is Programmer of the HKFA.

Special thanks to Mr Jack Lee Fong, owner of the Palace Theatre,
San Francisco

Please refer to ProfFolio (Issue 79) for details of the screenings of ‘Early
Cinematic Treasures Rediscovered 2.

A BREFERER1 BB "ReabI IR R IHMA RN Z 76 RHBAT b 1 FEN S - it
FEBRHHERBE  StEIREBR A ZEXEABVIRIEER BB TR AP B
ENEEE -~ FA0ER - 2IRBERMSUCLEDEASHIED « BRERMEVIEERREZ
MAEENEMEESERN - B0o=  B+FEASELSERVIBEMK o BEEMRER
EXHIE - DTS B WAOEM BIRIGVEE o

HKFA Programmer Winnie Fu was the speaker for the seminar ‘When Village Girls Arrive in Big
Cities’ on 9 January. She gave an overview of the ‘Early Cinematic Treasures Rediscovered’
programme, which has digitally converted nitrate prints of 14 films so far for audiences to
enjoy. She mentioned the various directors and genres included in the series, and how the
depictions of colonial cultural, Chinese identity, displacement of people, complexities of the
female characters are prime resources in the analysis of 1930s and 40s Hong Kong. She then discussed the life and cinematic
images of Nancy Chan as she moved to analysing how women of that era responded to the changes of our society.
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Early Horror Films of Hong Kong

EEngHese) (1939) PHIRIREREIERZX Lo Sai-kim, the little sister in The
&L | BNBERERBVFEMBEH T 1 210882 Ghost Catcher (1939), was among
FKA—ERE)REFEHIS (A )E  the audience on 10 January as she
FOBEOER - BREBESENEXIF  and her family revisited this cinematic
MNEFBRH ZEMRKRBI 22004 - BE%&  gem, starring her and her elder sister . ' !
REXBPDEBEFEARE o A8 Lo Tai-kim. Being the daughter of R&EZE (%) SL@MEsH
REESBEEMUESR B% 5B, cinematographer Lo Wing-cheung and = & (lft) and Lo Sai-kim
foed 0 BRI THB1939FFBRIZA  Cantonese actress Lam Mui-mui, Lo stayed for the seminar afterwards and shared her
HPINELE R - BIFIIRERIEEE  experience as a child actor.
@FBTSEAE - 20 KRMmiERE) (1922) & With the seminar aptly titled ‘Toxic Contents, Entertainment and Metaphors’,
(RIZIRAD (1931 ) FRMMAEH - 28 HKFA Research Officer May Ng introduced the history behind Hong Kong’s horror film
L HIREBTVUEEN A MAR o ZIRCEE  fervour in 1939. The themes of these films were often borrowed from the West. Horror
TBIR5R) IR =S - HIBEEBIRENSID  classics such as Nosferatu (1922) and Frankenstein (1931) were once remade into local
NEESHESEE[  BENEEEY  versions with Hong Kong sensibilities. The Ghost Catcher’s writer and director Wong
B8 o Jﬂ:% bl ~ MRS Toi found room to express his views even in a horror production by slyly injecting ideas
WMRILHE @ SEE/EWEDL R © of the war resistance effort. Besides, the film’s make-up, cinematography and special
effects are also commendable.

"I E L RIE

Prequel to the North-South Conflict’

RHOMEREZMRBE LR 1 5238 CIE& (1946 ) MIRE EFHBVEE
HEP o BBEZAMSEAHL 2R LB ARKSBINE - MmmiEs
F Btz - BILRBESBEREIFBOMTT - KESHHIAITE
Lt BIBRBECHRA - ¥HERNBERERELETEE é?é%%
MRS A4S o 122 - %%Eﬂ‘)%‘qHQE%”—:EF‘*B’JE ’5’5 P%K
KREAWEE - RAESETHEER
BLBRETETAEEEME |
RE AETUWRES LEEHXZT |

,-- . ROV P85 o
RS F BRI A During the post-screening
Dr Mary Wong Dr Gordon Fong talking about Lee seminar on 23 January’ Guest
Lan

Commentator Dr Mary Wong
pointed out that Flames of Lust (1946) uses comedy to tell the story of Shanghainese
moving to Hong Kong. The two cultures clash with each other yet they find a way to
coexist, showing that Hong Kong is a livable place where people of different origins | !
could feel belong. Also, the film encourages viewers to move past the horrors of war and | G |
expectantly start a new life. i |

Later, Dr Wong surprised the audience with some private photographs of lead actress
Lee Lan. These photos were provided by Lee's relative Dr Gordon Fong, who briefly shared — ZB8 (£) A B &RAFZRNE HFR

with the audience bits and pieces of her life at the seminar. Lee Lan (fight) and Dr Fong's mother Chu Tsing-on
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Female Warriors in Cantonese Opera Films

FEEERERBRIT  BRLRE HIB - WBISERZR2016F 11 828BEHE 585D
BB JERE  DSDF - BIEEENERITE 73 EH L TERREIFEME - SRBREMI
BNDEBTE EER_ETRBEFANHER - RELD - REX » BB - RBE - IS
BRTENSFEESREBES  ERER S SEBRIGEES @ BERY  SEFS -
FENERRE2RIDKEITWAEESE S PERIR - XBREZBHRNEBIRINEHIEED

l,% =

In support of Cantonese Opera Day, HKFA organised the programme ‘Iconic Heroines in Cantonese Opera Films’ and invited Tong
Ka-wai to host a seminar entitled ‘Female Warriors in Cantonese Opera Films’ on 28 November 2015. Tong pointed out that under
the influence of its ‘Six Pillars’ system, contemporary Cantonese opera had diverged from its counterparts such as Peking opera in
that the dao ma dan (‘young female warrior’) was not a role type, thus requiring both leading and supporting actresses to be well-
versed in literature as well as adept at martial arts. Stars in the likes of Yu Lai-zhen, Fung Wong Nui, Law Yim-hing, Ng Kwan-lai,
Chan Ho-kau, and Yu So-chow all had a background in theatre and starred in countless Cantonese opera films, dazzling audiences
in dramatic and action scenes in their unique ways.

sxBI LR
On the Maverick Yeung Kung-leong

BIRSENERIBRUER - HIBBEXNF ENIBRIE —18 - ' SERRAGTIR BB
ZRERERBEBLR2015F 128128870 RA - T8 - HER —B LIRS,
FEXE L - 15 L RABEHIBIEFRENEIIMENIR S BENIFE - RV D/IENEXBEMN L
& B NITHRBESINADTE L BRRIS - BEDBREZE - SRAIBLDESEESE
RmRS o RIBEIHINE ~ SRS - RIFEBLUE FREBRIMGOIBIEER » NAELLNGE
ERESDRSAHRT - RAFERBEIRETEFCHNBR HEREIBN T HER , BRNISSELT
0 FSERVBLIZE @ REAPBNSETS ©

Dr Stephanie Ng, the guest curator of the ‘Delightful and Thrilling Genres of Yeung Kung-leong’ programme, conducted a seminar
entitled ‘Horror, Fantasy and Cult Films of Yeung Kung-leong’ on 12 December 2015. At the event, she analysed the characteristics
of the talented director using films from different periods of his career. Yeung introduced many Western filming techniques right from
the beginning of his career into numerous bizarre features, and was skilled at matching music with editing to create an atmosphere of
terror. The director then went on to make musicals and comedies, spearheading the trend of adapting Western tunes with humorous
Cantonese lyrics. Ng also compared scenes of the director’s more peculiar features to those from contemporary mo lei tau (‘nonsensical
humour’) comedies. Surprisingly, many similarities were identified, which further highlights Yeung’s maverick style.

==t

BEREIB - EEERIEIMNE R EIAIZIREARS © SRS S

% B E @+ Dr Stephanie Ng
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Strange Tales Begin with the Sea Monster

BAEEEY  BEBEERE  IRBEMTAR (UA Cinemas ) BRI TIZFTASR L BB » K116
BB UA BIFREIZERITEES BB )BERINBE LRV IBERM BB R BR G BASIZY
B~ TR RBREREFFEER o (T RIIZPREE) (1960 )%n@ﬁb%%ﬁ%é’i&%ﬂ
WTHHE " RN L ORIRS  (EETEE) (1963 ) BIH/DOEY " REEHER . - 5 B89
%”‘“%Fgﬁ;; WIS LZMEBE®NKGE - (BZER) (1958 )?EB—H_L{EIHIEG’J“?EEEA%& BESR () B,
= Honkaz Fung (left) and Eric Tsang
HHEEFER - BB ERSERWTEHNERFER  BENREEEHERERFZEHRVE

{%73 o FESXPIIEREVF SRR EAE K 3k © NEIBVETE S EYSIANES ©

In collaboration with UA Cinemas and guest-curated by Honkaz Fung, the ‘Uncanny Cinematic Adventures’ programme was
organised by HKFA with a seminar held at UA iSquare on 16 January 2016. The speakers Honkaz Fung and Eric Tsang first discussed
how The Ten Brothers Vs the Sea Monster (1960) incorporates unrestrained imagination to create an adventurous environment that
resembles a 'sci-fi' movie. With creatively thought-out ‘scissors flying combat techniques', The Gold Scissors (1963) calls for modern
reading into the symbolic meanings behind women adopting scissors as their weapons. The seminar was as informative as it was

entertaining.
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Spirit DataCine B1EEH - 1723 EE Da Vinci 418
Spirit DataCine including the main console, the scanner and the Da
Vinci Panel
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P 13 48 28 Spirit DataCine (SDC 2000) #5334
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HKFA's First In-house Film Scanner

|n order to preserve films in their best condition and minimise wear and
tear during usage, HKFA has been converting its collection into other
formats for research and screening purposes. While this process is both
costly and time-consuming, and there are also risks involved with handing
the films over to contractors, it has always been a task which we cannot
avoid. Thanks to Mr John Chu’s transfer of a Spirit DataCine (SDC 2000)
film scanner to HKFA in late 2014, we can now convert the audio and
visual materials of films into digital data, thus enabling transfer onto digital
tape via the telecine process in-house, lifting much of the burden off our
shoulders.

This scanner has been used in the production of countless
advertisements and films, and is now charged with HKFA’s ‘telecine’
mission. Prior to scanning a motion picture, our colleagues from the
Conservation Unit will first check and repair the film reels to ensure that they
will run safely and smoothly once loaded into the machine. The scanner’s
Da Vinci Panel is then used to carry out the initial digital restoration—such
as colour management/correction
and background noise reduction—of
the scanned images and soundtrack.
Finally, the audio, visual materials and
subtitles are put together and stored
on tape.

With this scanner, a tape version
of Wedding Bells for Hedy (1959) was
created from its only remaining copy at
HKFA. It will be shown as part of the
‘Angels over the Rainbow—Cathay 80th
Anniversary Celebration’ programme
from February to April this year.

We would like to take this
opportunity to once again thank
Mr John Chu for his support. We
sincerely hope that other members
of the public will also follow suit and

BERBEEBENETISEGEE
Penny Wong operates the Da Vinci Panel during
the initial stages of digital restoration.

() ARE A EEERRE - —MEE
BESME  —MHERE (TSR B

transfer still-functional machinery to
HKFA, to support us in the road to film
restoration and preservation. (Translated
by Johnny Ko) M

(From left) HKFA Film Technician Penny Wong,
Assistant Curator | Koven Lo and Assistant
Curator Il (Film) Stephen Fung

}BAEEAEZ DONORS 24.10.2015 - 5.1.2016

Te=aint BEEFARAT RAFSEE
EREMBRFERAT HEEER Rzt
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AEERFILEENGE !
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Thank Youl!
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Wong Kum: Movie Advertisement Is Art

BHf : 2015888118

SHfE  BRLIH N RBE

IR RRIH

Date: 11 August 2015
Interviewers: Angel Shing, May Ng
Collated by Angel Shing

BERMWRE TR [REE | R
Wong Kum and his ‘Buddha’s Palm’ poster from
the 1960s
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Wang Kum drawing Hung Sin Nui, lead actress of Shajiabang (1974).

BWED =

TEETFHRE @ FU86 3 B
BESNT  BINBEMBOTIIE D
SSMREB LIRS - F—
B3], (IFES ) Bk BLE’
BIRAROVBIIE 2= BEAZAG IR - NEHF
B o PTLL - AEHERETNEBFES
H—)  REEBOKRNA—ME - 2
REVZEMSCRIRMEROTF - &
BCEIREDNESET - MBFE
B RZHEBEANBRF AT
RICIEFRETRRITEREHI © 5
WIBMREVEER - X EHE « BR
RERNSEENRNESR  RTER
BESREESH o Rib2Ih 0 REAE
EESRICIENRBINSTE © B
RICEISERIT - SRAENREE
ERN BB T OVERR - ELIEHE
ENEE  BEEBMBHRMEOVSIIBN
% REBREENZE[EAB RO
FEBVINGT - SIFRIMRRERIE -

|

TEABEE (WFR) BEM
Staff drawing the billboard for Shajiabang
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Ma Shui-cheung, the art director of Queen’s Theatre in the 1950s,
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Lauded as the ‘Big Four’ of movie billboard painters: (from left) Lei Yeung,
Lau Wai-tong, Wong Kum, Yu Fuk-hong in the early 1990s
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A working draft of the poster
for Mitra (directed by Patrick
Lung Kong, 1977) gives a
glimpse of Wong Kum'’s
intriguing ideas.

1997 FRERIEE (£) shiEs
Director Patrick Lung Kong (left) visited Wong Kum in 1997.
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LE:(EBREE) (HEEE - 1964)
THE:(TBATREC) (ZREE - 1960)
Billboards designed by Wong Kum

Upper: My Darling Princess (directed by Hu Siao-fung, 1964)
Lower: The Great Devotion (directed by Chor Yuen, 1960)
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