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The King Hu Foundation USA is pleased to learn that with the full support and assistance from
the Hong Kong Film Archive, the digital restoration of the film The Valiant Ones has been
successfully completed.

The King Hu Foundation USA sincerely congratulates the Hong Kong Film Archive’s great

effort and wishes the digital restoration premiere of The Valiant Ones a great success!
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Cover: The Valiant Ones (1975) is the opening film of "Treasure-Hunt Stories': Two loyal-
hearted heroes (left: Roy Chiao; right: Bai Ying).

—+RAEHB 'E-12 -8, BE

Special Edition on 20th Anniversary Programme ‘Treasure-Hunt Stories’
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The views put forward in all the written materials are those of the authors themselves and do not represent the views of the Hong Kong Film Archive.
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Celebrating Our 20th Anniversary
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As it turned 20 years old in 2021, the Hong Kong Film Archive celebrated its birthday in style—with a series
of programmes covering five topics spanning the course of a year. Although many of our plans were affected
by the COVID-19 pandemic, the experience allowed us to delve more deeply into our work, and through our
different endeavours, highlighted the importance of the theme ‘Acquisition & Sharing’.

Priscilla Chan curated ‘Treasure-Hunt Stories’ from the point of view of our acquisition work. Apart
from screening films, the programme highlighted how they were acquired, which was often laborious and
challenging. These behind-the-scenes tales added to the storied pasts of these films, and also brought us
closer to them. Occasionally, | met with the donors with the Acquisition Unit. It was always an invaluable
experience to listen to their first-hand accounts and seek their guidance on certain questions we had in our
minds. Indeed, for many years, the Archive has benefited from the generosity of patrons and supporters,
and the friendships we have built during this time has made the Archive what it is today. The anniversary
also served as an occasion for us to reunite with many former colleagues, amidst the light and shadows
projected from the silver screen. We hereby thank them all for their contributions and support over the past
two decades.

‘Treasure-Hunt Stories’ opened with The Valiant Ones (1975), which critic Sek Kei praised as ‘King
Hu’s most masculine and most valiant film, as well as the most structurally complete’. The bravery and trust
between the general and the hero displayed onscreen as they outwit their enemies still have the power to
enthrall audiences today. The film displays Hu's erudition and his concise, commanding directorial style.

Watching too many films can make one’s mind wander, sometimes to a place where time and space
seem frozen in eternity. The artefacts in ‘Out of the Past—From the Tai Ping Treasure Trove’, which include
century-old architectural drawings, seem to transport us back in time too. Amelia Cheung conducted a
study of the materials within this collection related to The Orphan’s Rescue (1949), which allowed her to
develop a portrait of how a film was made back in the time.

We are all, in some ways, travellers in time. In her oral history interview, Nancy Sit Kar-yin gives a
fascinating account of her experiences, which represent not only personal memory, but also the collective
history of Hong Kong cinema. Most importantly, her account brings home the message that no matter which
era we live in, we should always live life to the fullest. [clkwok@lcsd.gov.hk]
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Acknowledgments: Chi Leun Film Company Limited, King Hu Foundation USA, Kong Chiao Film Company, Orange Sky Golden
Harvest Entertainment Company Limited, Star Alliance Movies (HK) Co., Ltd., Ms Daphne Chan, Ms Donna Chu, the late Mr King Hu,
Dr Ng Chun-hung, Mr Sek Kei, Ms Nancy Sit Kar-yin, Mr Wong Chi-fai, Mr Wong Ha-pak, Ms Beryl Yuen
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An Evening to Remember:
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Hong Kong Film Archive 20th Anniversary Celetration Ceremony cum
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he Hong Kong Film Archive is 20 years old! The 20th anniversary
Toelebration ceremony and the world premiere of the 4K digitally
restored version of The Valiant Ones (1975) was held at the Grand
Theatre of the Hong Kong Cultural Centre on 30 April 2021. The
occasion also marked the premiere of To Films, with Love (2021).
Starring emerging actor Terrance Lau, the short film was another tribute
to commemorate the anniversary.

Legendary singer and fiim star Rebecca Pan generously donated
her Best Supporting Actress statuette from the 28th Golden Horse
Awards, as well as her letter of honour for Best Supporting Actress from
the 36th Asia-Pacific Film Festival—both for her performance in Days of
Being Wild (1990). After showing a clip of her bestowment, the lighting
ceremony began, officiated by Mr Vincent Liu, Director of Leisure and
Cultural Services; Ms Beryl Yuen, third-generation owner of Tai Ping
Theatre; and veteran film distrioutor Mr Gordon Fung.

The evening saw many reunions between donors, filmmakers, and
fans who have had longstanding relationships with the Archive. It marked
a fantastic start to the series of programmes for the 20th anniversary of
the Archive. B
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‘Martyrs’ in The Valiant Ones: (from left) Lau Kong, Ng Ming-toi (Ng
Ming-choi), Bai Ying.
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(From left) Betty Au, Chief Manager (Film and Cultural Exchange),
Eve Tam, Assistant Director (Heritage and Museums) and Vincent Liu,
Director of Leisure and Cultural Services; with Tina Liu, Edith Cheung, Bill
Lui and Cheung Toi from the Hong Kong Film Arts Association
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Lighting ceremony: (from left) Gordon Fung,Vlncent Liu, Beryl Yuen.
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(From left) Gordon Fung and his wife; Beryl Yuen; Vincent Liu, Director of
Leisure and Cultural Services; Ng Ming-toi; Elaine Yeung, Deputy Director
of Leisure and Cultural Services (Culture), Eve Tam, Assistant Director
(Heritage and Museums) and Richie Lam, Chief Manager (Performing
Arts Services) of the LCSD
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Bai Ying (right) with Wong Man-ling (left)

—MRBNEER (HB) BREE (£—) HRIEBRITERCESH
#(h) RERA

Priscilla Chan, Assistant Curator | of the Archive’s Programming Unit (1st
left) with Tse Pak-keung, former Distribution Manager of Sil-Metropole
Organisation Ltd. (middle) and his friends
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The Archive teams and friends
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BabyJohn Choi Hon-yick, emcee of the celebration ceremony
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Leon Ko (right) with Rowena Tsang, Head of the Archive (left)
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(From left) Helen Wong Hoi-shan, Law Kar, Cynthia Liu, Janice Chow,
Richie Lam, Sam Ho
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(From left) Cheung Tung Joe, Gordon Fung and his wife
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Treasured Memories: Interview with
Treasure-Hunt Stories Curator Priscilla Chan
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Interviewers: Kwok Ching-ling, Cheung Po-ching
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Some 1930s and 40s Hong Kong titles from the mansion
of Jack Lee Fong, owner of San Francisco's Palace Theatre,
were found in 2012.
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Jack Lee Fong and his wife (1st left,
Tst right) paid a visit to the Archive
in 2014. A group photo with
Priscilla Chan (2nd left) and Maggie
Pang, former Chief Manager (Film
& Cultural Exchange) of LCSD (2nd
right).
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The sharing of Ko Tin-chow, senior
business manager of Mandarin
Printing and Developing Company
Limited, was very inspiring.
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he Hong Kong Film Archive is dedicated to collecting film titles and artefacts of all kinds, in the
Thopes of assembling a more complete picture of the development of the Hong Kong film industry
from wide-ranging, albeit disparate sources. Thanks to the tireless efforts of our colleagues, who
reached out to numerous individuals and organisations locally and overseas, and sought endlessly
to unearth and discover, the fruits of their labour are considerable. In celebration of the Archive’s
20th anniversary, we have launched the ‘Treasure-Hunt Stories’ screening programme, showing film
titles from various acquisition projects and recounting some of the behind-the-scenes ‘treasure-
hunting’ stories. Priscilla Chan, Assistant Curator | (Programming), has been involved in acquisition
work for many years. In this interview, she discusses the initial ideation of the programme, as well as
the touching moments she encountered in the process of curating. She especially pays tribute to the
donors, without whose generosity it would have been impossible to bring back onscreen these films

ranging all the way back to the 1930s.

How did the idea for ‘Treasure-Hunt
Stories’ come about?

| joined the Archive’s Acquisition Unit
in 1997, before the inauguration of
the Archive building. As some former
colleagues would recall, acquisition
work was especially difficult in the
early days, around 1993 to 1996, as
the outside world did not understand
our work very well. Many industry
professionals were doubtful about
issues such as ownership and use
rights after donation. After getting
on board, one of the first jobs | had
was to assist in the research work
for Hong Kong Filmography Vol. I.
| often had to venture out in search
of films and artefacts, and over time
| became more familiar with various
collectors, and my acquisition work
became more effective. From 1997
to 2000, we received several batches
of donations from Chinatown movie
theatres in San Francisco, all of them
sizeable. When the Archive building
was just inaugurated, we received
significant donations from different film
companies, including Wong Cheuk-
hon’s First Film Organisation Limited in
2001, and later, in 2004, from Cathay
Organisation (Singapore) Ltd.
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A retrospective on Patrick Lung Kong was held in New
York in 2014: (from left) Valerie Wong, Patrick Lung
Kong and his wife, Sam Ho, Priscilla Chan.

After many years of acquisition
work, | was fully aware of the great
number of valuable titles and artefacts
in our collection. But in the Archive's
early days our programmes were
focused less on acquisition aspect.
In 2016, | was transferred to the
Programming Unit where | had the
opportunity to learn more about film
curation. | realised that the most direct
way for the public to understand the
Archive’s acquisition work was through
various exhibitions and sharing
sessions. Therefore, | proposed the
concept of ‘Treasure-Hunt Stories’,
with which the acquisition process
would be laid bare to the audiences.
By so doing, we could also share

many touching stories behind scenes

and express our gratitude to the

donors.

How was the process of curating
the programme? How were the
arrangements different from other

thematic programmes in the past?

The planning work for ‘Treasure-Hunt
Stories’ began in 2019. | tried to recall
interesting or important episodes in
the process of acquisition and jotted
them down. | had to give up on some
universally beloved classics because
their acquisition stories were not
particularly special. The selection
process was challenging considering
the extensiveness of the Archive’s
collection. Eventually, | compiled a list
of 28 acquisition stories and 36 films,
which made up 32 screenings (some
short films would be shown together
as part of the same screening).
Acquisition projects with many film
titles will be represented by two films
and projects with comparatively less
titles with one film.

The post-screening talks for
‘Treasure-Hunt Stories’ would feature
relevant keynote speakers, who would
talk about the films from the point of

view of acquisition and restoration.
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Mable Ho, the then Manager of the Acquisition Unit, at the x
film vault of First Film Organisation Limited.

For example, for The Story of Wong
Fei-hung, Part Two: Wong Fei-Hung
Burns the Tyrant’s Lair (1949), we
have invited Susan Au, who managed
the film library at Television Broadcasts
Ltd. Mable Ho, former Manager of the
Acquisition Unit, would speak about
her experiences in acquiring Confucius
(1940); and Edward Tse, former head
of the Conservation Unit, would share
with us the restoration process of
Hong Kong’s first 16 mm film in colour,
Angels (aka White Powder and Neon
Lights, 1947).

Which of the 28 acquisition stories

was particularly meaningful to you?

Every story that made our list was
memorable in its own way. For
example, | cried when we found
some 1930s and 40s titles from the
mansion of Jack Lee Fong, owner of
San Francisco’s Palace Theatre, in
2012. Sometimes you really should
not lose hope. There’s no telling that
what you are looking for will turn up
one day in the corner of someone’s
house, as though it was the work
of fate. That time, we were greatly
assisted by film distributor Gordon

Fung. Our initial contact with Mr Fong

shE ERk TR I SR (RBZUED)
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An interview with Angela Tong on acquiring The Valiant Ones (1975): (front row,

(1975) #%iB : (AUHFZERE) FEBRKFT ~ PRF

from left) Angela Tong, Priscilla Chan; (back row, from left) Janice Chow, Tony Chan,

Angela Lai, Kiz Chuk.

had not been entirely successful, as
he understandably had reservations
about donating to an organisation
whose work he was not familiar with.
| tried my best to explain the Archive's
mission and Mr Fung also shared his
positive experience of donating to the
Archive, which eventually persuaded
the latter to bestow his collection to us.

Another memorable episode
was with Mandarin Printing and
Developing Company Limited. Ko Tin-
chow, senior business manager, said
something which has stuck with me
to this day: ‘After you have witnessed
the entire post-production process of
a film, you would know that to spend
less than HK$100 on a film ticket is
a great bargain!” The costs for post-
production are high, and every copy of
a film is akin to an individual piece of
print artwork —no two film prints are
exactly the same. The reason is that
many factors in the process affect the
final product, such as the temperature
of the chemicals used and the exact
timings. From writing to filming to
printing, filmmaking is a complex and
intricate process. Enjoying a film with
the mere price of a ticket is indeed an
absolute bargain.

Talking of the closing film Days
of Being Wild (1990), there were
also some twists and turns. | heard
from a friend that he had seen the
midnight screening version of Days
of Being Wild at a movie theatre in
Canada, the exact theatre owned
by Gordon Fung. | searched through
the Archive's collection donated by
Mr Fung and found this version. |
later verified the story with Mr Fung,
who told me that back then, the
demand among overseas Chinese for
entertainment was high, so once films
were printed, they were immediately
shipped. Therefore, the copies they
received were not the cut versions
of the film that were introduced in
response to audience reactions at the
initial midnight screenings. Thanks to
Mr Fung’s generosity, we were able
to preserve the midnight screening

version of the film.

What was special about the
exhibition focusing on the opening
film The Valiant Ones (1975)?

This was the first time we held an
exhibition at the foyer of the Hong
Kong Cultural Centre in conjunction
with our opening film. Its purpose

9
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We received significant donations from Cathay Organisation
(Singapore) Ltd., enriching our collection with MP & Gl/Cathay's

famous titles.

was to drum up further interest in
the Archive's programmes among
general audiences. To immerse the
audience into the stories behind the
film, we had installed some panels
and a large LED screen on the wall,
where short interviews were played.
The video features oral history
interviews from participants in the
film, such as Bai Ying, Ng Ming-
toi (Ng Ming-choi), and Lau Kong.
Coincidentally, they all spoke about
director King Hu’s patient and helpful
guidance, as well as the cooperative
and egalitarian atmosphere on set,
where actors and workers of every
rank helped with manual chores
like carrying materials and moving
props. This was very much evidence
of Hu’s charisma and leadership, as
he compelled everyone to do their
best and commit themselves to the
project entirely.

Former Manager of the
Acquisition Unit (and later HKFA
Head) Angela Tong spoke about the
acquisition process of this film, and
Assistant Curator | Koven Lo and
Assistant Curator Il Becky Lo of the
Conservation Unit explained their work
in restoring it. The 20-minute video
was made in the hopes of helping
the public better understand the
‘Treasure-Hunt Stories’ programme
and its opening film, as well as the
work of the Archive. The Valiant Ones
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Television Broadcasts Limited handed over close to 1,000 films

to the Archive.

was our first 4K restoration project, so
it was especially meaningful for us to

introduce its restoration process.

What did you learn from curating
this programme, and from
recollecting past experiences of

acquiring film titles?

Working on this programme evoked
many memories and stories of human
connection. Donors were naturally
reluctant to part with their collections,
but ultimately were still willing to
make donations in recognition of
the work we do at the Archive. Law
Shun-wah, wife of Tao Yuen Motion
Picture Development Company
founder Lee Wui-tao, attended a
screening of The Magic Cup (1961),
and when she saw her name
appeared as ‘Producer’ onscreen,
she clapped and proudly explained to
other audiences, ‘That’s my name!’
It was very moving for me to see the
genuine thrill that filmmakers and
industry professionals experience
when re-watching their works on
the silver screen, and seeing family
members so touched by the sight of
their loved ones onscreen that they
shed tears of joy. Although we have
lost much to the passage of time,
the power of film allows us to re-
experience the warmth and love of

family. So curating ‘Treasure-Hunt

Stories’ was truly a labour of love.

| was fortunate enough to meet
and know director Patrick Lung Kong,
who treated me like a daughter. In
2014, he fell ill, and that August, a
retrospective in his honour presented
in collaboration with the Museum of
the Moving Image and the New York
Asian Film Festival and sponsored by
the Hong Kong Economic and Trade
Office, New York was held. | went to
there to attend this event. As soon as
we saw each other, we hugged and
cried. | was immensely saddened to
see him so weak and thin, and he
instead consoled and comforted me.
A few days later, after | returned to
Hong Kong, | received news of his
passing. | wept uncontrollably.

The greatest reward from my
24 years at the Archive has been
meeting such remarkable people:
they are enormously respectful of their
profession, as well as of our work. They
are selfless in sharing their experiences
and have constantly touched me with
their passion and love. They bring a
great deal of meaning to my work.
[Translated by Rachel Ng]
‘Treasure-Hunt Stories' runs from 30 April to
31 December, 2021 at the Hong Kong Film
Archive and the Hong Kong Cultural Centre.
'Treasure-Hunt Stories'—7he Valiant Ones
(1975) Special Exhibition was held from 20
April to 4 May, 2021 at the Hong Kong Cultural
Centre. For details, please refer to Hong Kong

Film Archive Special Vicennial Edition or the
HKFA's website.
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The Valiant Ones (1975): The final showdown.

(Left photo) From left: Hsu Feng, Bai Ying, Tu Wei, Roy Chiao, Lau Kong, Li Wentai
(Right photo) From left: Chow Siu-loi, Cheung Wing-fat, Han Yingjie, Simon Yuen Siu-tin, Sammo Hung
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King Hu is one of the grandmasters of Chinese wuxia films, and is especially known for his creation of ntixia (chivalric

heroine) characters. This is the direct opposite of Chang Cheh’s propensity for creating heroic male characters with

yanggang or staunch masculinity. The two bookend each other, each a master at his craft. Hu's first period costume

wuxia film was Come Drink with Me (1966), where Cheng Pei-pei played the amazing woman law enforcer Golden

Swallow. Dressed in men’s clothes, looking fresh and beautiful, moving with great lightness and agility, enriching her

martial arts moves with dance-like gracefulness, she became such an eye-catching heroine that, two years later, even
Chang Cheh directed The Golden Swallow (1968) starring Cheng Pei-pei, Jimmy Wang Yu and Lo Lieh.

Hu then directed Dragon Inn
(Taiwan: 1967; Hong Kong: 1968) in
Taiwan, which became a box-office
hit. It featured Shang-kuan Ling-
feng as the nuxia in men’s clothes,
and hers was also more outstanding
than the men’s roles. In 1971, Hsu
Feng starred in A Touch of Zen, which
became Hu’s most renowned classic.
Hu then returned to Hong Kong and
made The Fate of Lee Khan (1973),
starring actresses like Li Lihua, Hu
Chin, Hsu Feng and Angela Mao Ying,
featuring their abilities to at the same
time be gentle and tough, intelligent
and courageous.

Surprisingly, in The Valiant Ones
(Taiwan: 1974; Hong Kong: 1975),
besides Hsu Feng in the lead, all the
other actors are men. We can see that
Hu also has a ‘staunch masculine’
side. This film is his most masculine
work. It received box-office and critical
accolades when it was first released.
To this day, it is still considered one of
his masterpieces.

In fact, Hu’s films have never been
heavy on women and light on men.
He started out as an actor. At Shaw
Brothers, he made his directorial debut
with The Story of Sue San (1964),
starring Betty Loh Ti and Chao Lei. It
was a huangmei diao film in the style

of Li Han-hsiang, and the Hu style
was not obvious. With his second
film Sons of Good Earth (1965), his
style began to show. The film was set
during the War of Resistance Against
Japanese Aggression. Betty Loh Ti
played a woman drifter who was
strong in spite of her troubles, and
the male lead, played by Peter Chen
Ho, rescued the damsel in distress.
The action sequences, where shots
and shells are bursting around, are
fascinating. The scene that impressed
me the most was when Hu, who
played the captain of a guerilla troop,
was injured in battle and underwent
a bone-scraping treatment. Just like
what General Guan Yu from the Three
Kingdoms did to his arm bone. Hu’s
stoic reaction during the treatment
already shows his valiant and heroic
personality.

In Come Drink with Me, Cheng
Pei-pei was a wonderful heroine, but the
real star was the drunken hero played
by Elliot Yueh Hua. His portrayal of
intoxication is amusing and somewhat
reminiscent of our imaginings of
legendary characters mad monk Chai
Kung and Beggar So. It influenced
Jackie Chan’s portrayal of his role in
kung fu comedy Drunken Master
(1978), which jump-started his career.

Thereafter, all of Hu's wuxia
films often have themes of saving
the nation, the people and the loyal
heroes. There are more male than
female roles, among which there are
good and evil, scholars and fighters,
serious and comic, gentlemen and
scoundrels. The amazing thing
is, he portrayed his villains in very
interesting ways, and very often, they
had a devious magnetic charisma.
The white-robed, androgynous
Gordon Chen Hung-lieh in Come
Drink with Me was outstanding, while
the Head Eunuch played by Bai
Ying in Dragon Inn was magnificent.
His best heroic male character was
the enlightened monk played by
Roy Chiao in A Touch of Zen. That
character really shone, and almost
transcended humanity. None of
his other heroic male or female
characters could match it.

The Valiant Ones described a
battle between patriotic soldiers, led
by General Yu Dayou, against wokou
(Japanese pirates). Yu was played by
Roy Chiao. Here, he relied not on the
magical monk’s staff but rather on
realism, and successfully portrayed
the magnificence of a general. Based
on actual historical settings and
characters, the plot was imagined by
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Hsu Feng (left)—King Hu was extraordinary in his portrayal of heroines,
especially in how they stand out in a world of men.

King Hu. He used the Ming dynasty
historical materials with which he
was so familiar, and from the opening
scene, the fim was filled with a sense
of illustrated history. In addition to the
pirates, Yu and the patriots also had to
deal with corrupt officials and traitors.
And among the pirates, there were also
a large number of Chinese bandits.
All these are based on historical fact.
This film shows incredible detail in the
military strategies: The soldiers are
in battles of wits against each other,
improvising tactics and implying battle
strategies by the moves of the board
game go. That level of detail was
seldom seen in Chinese films at that
time.

As for the combat sequences,
there are major battles and minor
skirmishes, taking place in interior
and exterior locations: very typical of
King Hu’s style. Most of the exterior
locations were filmed at Shing Mun
Reservoir. King Hu used that location
most frequently and most effectively.
The latter half of the film takes place
among the strange rock formations
on the Ninepin Group. To see the
varied and amazing rural locations
in tiny, urban Hong Kong is quite
incredible.

It is also a historical fact that
Yu Dayou was a scholar as well as
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Anti-wokou warriors: Ng Ming-choi (left), Lau Kong (right).

a soldier, and Roy Chiao played
him with a sense of gravity. As a
commander, naturally, he would be
involved in strategy more than actual
combat. The true hero in the film is
the patriotic knight-errant played by
Bai Ying. He was a literary man with
scholarly training. In the first part of
the film, he appeared to be a quiet
scholar and only gradually showed his
extraordinary martial arts skills. When
his character went to Pirates Island,
the den of the Japanese pirates,
with Hsu Feng’s character, they
went through a series of climactic
duels. Bai Ying played the role with
panache and looked every bit the
hero. The Chief of the Island, played
by Han Yingjie, was courageous
and tactically advanced, but the true
opponent is the Japanese pirate
king, played by Sammo Hung. The
character is a martial arts master,
fierce, magnificent and frightening:
one of the most outstanding and
terrifying among the King Hu style of
villains.

That film was made over 40 years
ago. There are surely some flaws
by today’s standards: for example
the character styling and the sword-
fighting of the Japanese are not
authentic enough. But indeed, this is
Hu’s most masculine and most valiant

film, as well as the most structurally
complete.

| re-watched The Valiant Ones,
and deeply felt that we should re-
examined the gender issues in Hu’s
films. He was extraordinary in his
portrayal of heroines, especially in
how they stand out in a world of men.
But in fact, he did not portray many
female characters, unlike Li Han-
hsiang, who portrayed all sorts of
female characters each in her exciting
way. The men in Hu’s films are multi-
dimensional and complex: some are
good, some evil, some gods, some
demons, some strong and some
weak. In The Valiant Ones, the old
man in the fishing village was also a
scene-alchemy stealer.

We must also note that Hu
was deeply influenced by traditional
Chinese culture, and worshipped the
righteous gentleman. However, in
Chinese history, good and loyal people
often met with untimely deaths,
while incompetent kings and corrupt
officials came into power. Besides,
Hu grew up during the war. Men
were often victims of national chaos
and were put in positions where they
looked bad. So he had his women
show their magnificence, but he never
forgot to rebuild manly pride, a trait he
shares with Chang Cheh.
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Most of the exterior locations of The Valiant Ones were filmed at Shing Mun Reservoir, while the latter half of the film takes place among the strange rock formations on
the Ninepin Group. To see the varied and amazing rural locations in tiny, urban Hong Kong is incredible.

His ideal male is accomplished as
a scholar and a warrior, intelligent and
courageous, heroic and righteous. He
would also be influenced by Buddhist
and Zen philosophies. The highest
level would be a hero who does not
punch, kick or use weapons when he
fights. In other words, the monk from
A Touch of Zen. In fact, Chinese wuxia
traditions include not only martial arts
techniques such as hard, external
kicks and punches, but historically,
there are highly-skilled practitioners
of lightness kung fu, air kung fu
(gigong), internal kung fu, even
the ‘fantastic’ and ‘magical’ flying
immortals and swordplay immortals
who have combined the Tao alchemy
to immortality, Confucian kindness
and righteousness to sainthood
and Sakyamuni’s transcendence to
Buddhahood. Clearly, Hu pursued
the gamut from low to middle to high
realms, and attempted to use visual
images to illustrate that specifically.
Thus, the enlightened monk is the
equivalent of the spiritual ‘superman’!

The interesting thing is, Roy
Chiao had been a rare find in those
days, a ‘burly man’ star with an open,
manly personality. Tang Shu-shuen
cast him in the male lead role when
she came to Hong Kong to film The
Arch (1970), but at the time, he was

not in high demand. The middle-aged,
more mature Roy Chiao fitted Hu’s
requirements for his ‘Adonis’, and
he was cast as the monk in A Touch
of Zen, as well as the general, the
stabilising force, in The Valiant Ones.
[t must be mentioned that
there are also good men among
the high mandarins in The Valiant
Ones, for example, the role of Grand
Coordinator of Zhejiang, Zhu Wan.
This is a historical character that
Wikipedia described as ‘known for
his uncompromising stance against
the Zhejiang wokou pirates’ and
Portuguese invaders, but was framed
by imperial officials and committed
suicide as a result. Zhu was the
one who relied heavily on Yu Dayou
to direct the anti-piracy efforts. Tu
Guangqi was a good choice to play
Zhu. Tu looked elderly and frail, and at
the same time benevolent and good.
He also resembled the historical
portraits of Zhu Wan. Tu Guangqi was
senior to Hu. He was a handsome
leading man in theatre and films in old
Shanghai, and was also a renowned
director. He directed the Sino-
Japanese spy thriller Spy Number
One (1946), casting Ouyang Shafei
as an undercover secret agent. The
film created quite a sensation when it
was released. Tu Guangqi’s expertise

was his portrayal of enigmatic female
characters. When he came to Hong
Kong, he also directed many films.

In any case, the multitude of
male characters in Hu’s films deserves
more profound studly.

How did The Valiant Ones affect
Hong Kong films? It's hard to say. |
can think of two films. One is Jackie
Chan’s Project A (1982), in which he
starred with Sammo Hung, Yuen Biao
and others. The film centres on local
police officers during Hong Kong’s
early colonial era, who were ordered
to fight pirates. The climax of the film
was also a fight on Pirates Island.
The other is Gordon Chan’s God of
War (2017), starring Vincent Zhao.
The film tells the story of renowned
Ming Dynasty general Qi Jiguang,
who fought against pirates. Sammo
Hung also co-starred, together with
Yasuaki Kurata, Keisuke Koide and
other Japanese stars. This film can
be said to be a continuation of The
Valiant Ones, but on a larger scale
and with better production conditions
and technology. Both the verbal
and martial arts combat scenes are
exciting. Unfortunately, it did not open
well, in spite of its high production
standards. [Translated by Roberta Chin] B

Sek Kei is a veteran film critic and author of Sej
Kei Film Reviews, Vols 1-8 (1999, in Chinese).
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Behind the Limelight:

Nancy Sit Kar-yin on

Her Journey to Stardom
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Collated from interviews (20 May 1998, Interviewer: Donna Chu;

13 April 2011, Interviewer: Wong Chi-fai)

and the talk of ‘The Filmmakers’ Story of an Era’ (8 November 2020)

18 : BRFEE Collated by Daphne Chan
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(RIERY (1967) : EERIMEZKTE - HETEI -
Bunny Girl (1967): In the film, Nancy Sit's character is obstinate
and rebellious, some kind of a ‘boss’ among the children she

hangs out with.
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(REIIEE) (1969) : EERI (H—) BEIMRE - T AFIBMEE -
Teddy Girls (1969): Nancy Sit (st right) delivered a breakout performance in this
film, handling each and every emotion with delicacy and intelligence.
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M TAE ) BRE - RERK (AIHEB) &
(HBE—RIEEMRY (1970) T@htk, LpE-
Two of the ‘Seven Princesses’, Nancy Sit and Connie
Chan Po-chu (front row left & right), partnered in /ll

Get You One Day (1970).
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(ARAEY (1978) BIRRENR AR TARAKSH
Bix - KIREBZH -
To effectively promote Dog Bites Dog Bone (1978),
film stills were printed to resemble HK$500 bills.
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Nancy Sit Kar-yin always leaves an impression of being in great spirits. With her beaming smile, meticulous dressing

style and face done up in perfect makeup, Nancy invariably puts her best foot forward. She is a dedicated

professional who has a passion for cinema and the arts, as well as an incorrigible zest for life. In the exclusive interviews

with the HKFA, Nancy talks about acting and her life journey. She is open and candid in sharing the wisdom gleaned from

her personal experiences, imbued with a refreshing optimism and humour all her own.

At the time, just when Nancy had outgrown being a child and teen star, and her film career was about to take off,

the production of Cantonese films began its decline. Despite the downturn, Nancy was never discouraged. Optimistic

and eager to learn, she worked tirelessly to prepare herself for what was to come. She grasped at every opportunity to

showcase her talents that eventually saw Nancy overcome the adversity of her times and succeed both on stage and in life.

When | was born, my original
name was Sit Kar-yin 2ZXEZ). It was
my grandpa’s idea. Due to my mother’s
strong Chaozhou accent however, the
clerk who processed the application of
my birth certificate misunderstood my
name as Sit Kar-yin (B2Z7%) (as both
Z and 7 share similar pronunciation
in Cantonese). Fortunately, my grandpa
calculated the five-elemental natal
chart for my name and said that |
was missing a little ‘fire'. The ‘yin’
(%) character has four fiery strokes
underneath, so it was a great fit for me.

| loved to sing and dance ever
since | was a little kid. | always took part
in performing art classes when | was
in kindergarten and was once cast as
the Virgin Mary. | was very enthusiastic
about singing and other performing
arts activities. When | was eight, my
grandpa celebrated his birthday, and
my dad invited some friends to perform
at the festivities. One of them was the
Cantonese opera master Wu Gongxia.
He came to the house to discuss
the show for the event, and when he
saw our five sisters playing together,
he proposed to choose one of us to
participate in the performance. | cried
out without hesitation upon hearing
this, ‘Me! Me!” So master Wu spent
28 days teaching me to perform a
solo number in the Cantonese opera
Diaochan Worshipping the Moon. In
addition to friends and relatives, several
personalities from the film industry also
came to convey their best wishes.
Amongst them were my older uncle Sit
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Nancy Sit recalled fond memories with director Patrick
Lung Kong at the talk ‘The Filmmakers’ Story of an Era’.

Siu-cheong, a prominent filmmaker; Mr
Lee Siu-wan was also in attendance.
He was the husband of famous opera
star Ms Yu Lai-zhen, and was a
producer of numerous period costume
luogu (gong-and-drum) operas. Even
though my actual performance was not
that great that evening, | received the
most applause because they were all
close family and friends who were not
shy to offer their encouragement, and |
was not afraid to sing aloud on stage,
which impressed Mr Lee. At that time,
(Fung) Bo-bo was very popular, and
many filmmakers were looking for child
stars. The Grand Re-union (1960) was
in the pre-production phrase and Mr
Lee was looking to cast fifteen children
including seven boys and eight girls.
With this opportunity, | had my start in
the film industry with my debut in The
Grand Re-union.

Becoming a Child Star

My mother helped me a great deal
throughout my film career. Every time
| performed, she would meticulously

research hair accessories and makeup
for me, and assist in my styling. She
would also read the script for me,
analyse the role and teach me how
to perform better. In The Grand Re-
union, | played an impoverished child
begging on the streets. My mother
thought a lot about how to help me
stand out professionally. So she
created distressed patches on my
costume, and the director liked it when
he saw the modifications; if someone
is struggling for food to eat, how could
their clothes be so fresh and neat!
During the filming of The Grand
Re-union, | met Uncle Por (Leung
Sing-por), who was filming another
production. He asked me my name,
but | had a gap in my mouth at the
time from losing my baby teeth. |
told him my name was Sit Kar-yin,
but it came out as ‘Cigar-in’ (‘in’ (&)
in Cantonese means ‘smoke’). He
found it super amusing and thus
remembered me from then on. Later
while filming A Sound Judgment (1960),
one of their child stars fell ill. However,
the sound was already pre-recorded,
so the scenes could not be altered or
skipped. And it was a huge production
with an all-star cast, including Yam
Kim-fai, Ng Kwan-lai, Lam Kar-sing,
Leung Sing-por, Connie Chan Po-
chu and Fung Bo-bo. So the filming
must not be delayed for one sick child.
Uncle Por suggested casting ‘Cigar-in’,
a child actor from the set next-door as
substitute instead, so | shot two films
simultaneously as part of my debut.
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Nancy Sit starred in numerous period wuxia films when
she reached the awkward age of turning from a child to
a teen star.

My dad paid great attention to
my education. When | shot those two
films at the same time, he was a little
resistant, but my mother had high
hopes for me as a performer, because
she saw in me a promising acting
talent. Since my grandpa had studied
natal chart and numerology for a while,
my mother decided to consult him. He
believed that | should develop within
the eighth art where | would achieve
success and be known across the
world. He was the one who persuaded
my father. Finally, my dad agreed to let
me act in the movies, but | must first
agree to go to school as usual and
do all my homework. So | continued
to attend school classes whilst filming
until | graduated from secondary
school.

The days of being a child star
were very happy and fulfilling ones. |
had a keen interest in making movies,
and it was not because | had to for
my livelihood. In addition to going to
school, my dad also hired a martial
arts master of the Northern School to
coach me, as well as letting me go to
ballet and Cantonese opera classes.
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From a Period Knight-Errant
to a Musical Starlet

When | was young, | spent all my
time with fellow actresses like Po-
chu, Fong-fong, Ming-ming (Wong
Oi-ming), Bo-bo on set almost every
day. Every major studio was filming
productions we starred in; | even
filmed up to five different scenes in a
single day. Fortunately, when | was
fourteen or fifteen—that awkward age
of turning from a child to a teen star—
period martial art flms were coming in
vogue, and most of them cast women
in male roles. | signed on with Hong
Kong Film Company to shoot The
Mighty Snow Sword (Part 1-4, 1964),
The Ghost with Six Fingers (Part 1-3,
1965), A Brave Young Girl's Spirit (Part
1&2, 1965), Book Without Letters
(1965), etc., these films helped with
the smooth transition of my awkward
coming-of-age as a young woman.
These experiences also enabled me to
get acquaintaned with my wonderful
‘sisters’; together we were known as
the ‘Seven Princesses of Hong Kong
Cinema’. When we started filming
youth musicals, such as Colourful
Youth (1966) and |/ Love A-Go-Go
(1967), an entertainment group invited
Bo-bo to Singapore and Malaysia to
perform on stage, and her parents
thought it a good idea to kill two birds
by filming two more movies and follow
them to perform. They proposed to
include Fung So-bor and Shum Chi-
wah as sworn sisters and form the
‘Seven Princesses’, as well as to join
together to shoot the wuxia film Seven
Princesses (1967).

After the filming of Seven
Princesses, a Singapore-Malaysian
distributor invited me on a solo tour
to perform with the film. At that time,
| also made Girls are Flowers (1966)
and Broadcast Queen (1967), and
accompanied these fims to Singapore
and Malaysia to perform. A-Go-Go
was very popular back then, so |

sang English songs and performed
contemporary dance. | spent a month
practising. | was in Form Four at the
time and took a one-month leave. |
didn't expect my performance to go as
well, and the albums were sold more
than 400,000 copies. Initially, | was
scheduled on stage for a month, but it
extended to six months with sold-out
shows. Since Singapore and Malaysia
were the biggest markets for Hong
Kong films at that time, when | returned
to Hong Kong, | was immediately
signed on for the leading roles in 11
films.

That was my first career apex over
the years of 1966 and 1967. My first
role as the female lead was in Bunny
Girl (produced by Kam Kwok Film Co,
1967) distributed by Chi Leun Film
Company Limited, co-starring Lui Kay.
| followed up with shooting My Sister’s
Love (1967), Youthful Romance (1967),
and The Great Singer (1968), all of
which were musicals. | also started
to cement my status as an actress,
ranking high among Fong-fong and
Po-chu in popularity. Among my works
from that period, my preferences are
The Desperados (1970), Girls are
Flowers, My Sister’s Love, Teddy Girls
(1969), I'll Get You One Day (1970),
The Ghost with Six Fingers and A
Brave Young Girl's Spirit, etc.

Honing Acting Skills with
Teddy Girls

At first, my parents didn't let me act in
Patrick Lung Kong's Teddy Girls. They
thought the character was unethical
and unlikeable because | had always
played righteous heroines or the
cheerful girl next door in films. Uncle
Lung Kong made an effort to invite my
parents and me to discuss the project.
He thought it was a realist film although
the characters were seen as rebels.
Besides, the film could take my acting
skills to the next level. He told me this
was not a chance to be missed, and



his enthusiasm moved me. Teddy Girls
was a bold and innovative portrayal of
reality. We even went to observe life in
an actual Girls’ Home for research and
preparation. My most profound scene
in the film was one where my mother
came to tell me that my son was
dead.... In that moment, Uncle Lung
Kong silenced the on-set crew and
gave me five minutes to sit down and
cultivate the emotions. He wanted my
character to laugh at first after | learnt
the news, then deeper emotions
begin to stir, ending with tears slowly
surfacing in one continuous shot. It
was a true test of my acting skKills.
Sure enough, the audience agreed
that my performance was exceptional;
as a result | won numerous awards
such as Top Ten Stars and the RTV
(Rediffusion Television) Cup. The credit
should really go to director Patrick
Lung Kong, who could be said was
my mentor. Afterwards, he invited me
to film Yesterday, Today, Tomorrow
(formerly The Plague, 1970), and
| immediately agreed. One of the
scenes inside a concentration camp
was of three hundred rats rushing in.
Talk about nerve-racking! But it was
something memorable as well.
Following that, around 1971, the
production of Cantonese fiims began
to decline. After | shot two Mandarin
films, Action Tae Kwon Do (1972)
and Stranger from Canton (1973),
it so happened that entertainment
companies in Japan were enthusiastic
about inviting Chinese singers or
performers to develop professionally
over there. Among the candidates
were Agnes Chen, Ouyang Fei-fei,
and myself, who interested them. A
Japanese scout invited me over to
train and make a record. That was
a hard time, as | was treated like a
newcomer again. | had to get up at
eight o'clock every morning to begin
singing practice and vocal exercises,
followed by dance rehearsals. The
monthly salary was only HK$8,000,

TRIEVNE , HE (ARAE)Y (1978)

(BRAE) BEARRZE - FEHEHS -
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Dog Bites Dog Bone (1978): This screwball comedy is a tour de force by Nancy Sit and Michael Lai, who co-directed
and co-starred in the film. Sit and Lai (left photo from left) are arch-rivals with the characters played by Cora Miao

and Ng Mang-tat (right photo from left).

which wasn’t even enough to cover
the food and accommodation.
After half a year, my record still had
not been cut. My dad was a little
disappointed and felt that it was a
waste of my precious time. When the
Japanese side invited us to renew
the contract, my father declined
the offer. In the subsequent years, |
was invited to tour Southeast Asia,
including Indonesia, Vietnam, and
the Philippines. However, due to the
training | had received in Japan, my
performances on stage were more
popular than before. | garnered a
large following of movie fans, and the
local TV programmes that | took part
in were popular. | also received many
international accolades.

Co-Directing Dog Bites Dog
Bone with Michael Lai

When | returned to Hong Kong in
1976, RTV invited me to produce
a variety show, and | suggested
finding a co-host. | happened to meet
Michael Lai and invited him to co-
create Nancy & Michael with me as
the associate producer. Looking at
my career trajectory over the years
immediately preceding this, | appeared
to have completely reinvented myself
to the outside world. Nancy & Michael
could be described as my second
career pinnacle, which became one of
the most-watched TV programmes.
Offers from studios to make new

films started to roll in, Michael and |
were also asked to direct the film Dog
Bites Dog Bone (1978). It was my first
foray into directing; | had not acted
in any movies for several years, | was
extremely nervous about it. Before
the filming started, | dreamt that
my family and | were rowing a boat
and arrived at this place. We were
about to alight, when some people
on the shore rushed up to greet me
with good wishes, one woman, in
particular, congratulated me on my
‘exceptional tour de force’. Thus, |
thought the dream might portend that
our film would be a hit in Hong Kong!
But heaven knows it didn't actually
happen.

At the time, we made some
promotional materials and printed
them to resemble HK$500 bills. We
had replaced the heads of the British
Queen with our own faces. The serial
numbers on the banknotes were
8888. After the film was released
in Hong Kong, it went on to be
released in Singapore and Malaysia.
For the midnight screenings there,
we kept giving out our promotional
‘banknotes’ to the audience for
publicity. As it happened, it was
very popular among the locals to
buy ‘4-Digits tickets’. The format
is like Hong Kong's Mark Six
Lottery, except you choose to buy
four numbers. And some people
had picked ‘8888’ inspired by our
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promotional material. Serendipitously,
8888 were the numbers drawn the
next day; as a result, many people
won first prize because of this! The
distributor notified me to travel there
immediately to build momentum.
After that, the film ‘block-busted’
(sold-out), and a local newspaper
eagerly published a full page on ‘Dog
Bites Dog Bone, an exceptional tour
de force’....
out to be a sign that was realised
in Malaysia. This incident was

Those words turned

somewhat mystical, and | learnt that
we must also have luck sometimes
in addition to being professional as
an artist. When luck comes, we must
make sure we seize the day.

In 1980,
the television series Dragon Strikes;
the production took place over three

| accepted to star in

months, shooting 24 hours around the
clock. One day, when | was shooting
on location in the countryside, | fell
asleep because of fatigue. When |
woke up, | had mosquito bite marks all
over my skin, and my hair was wet with
dew. | asked myself right there what
| really wanted. | already had fame
and fortune. Ultimately, | decided to
leave behind performing in front of the
camera and looked towards turning a

new page on my life.

Return to Show Business

By coincidence, | started a
video business and became the
distributing agent of video tapes for
Television Broadcasts Limited (TVB)
and RTV. | was later married, but my
marriage only lasted for ten years. By
1996, | made a comeback on TVB,
working on the television show A
Kindred Spirit. Because of my failure
in marriage, there was a time | didn't
know how to deal with an audience
anymore; besides, my children
were still young, so | declined all
the offers | was receiving. Later,
they invited me again sincerely,
hoping that | would reconsider
and offered to accommodate my
personal schedule so that | could
still take care of my children. In
the end,
‘Auntie Ho’ ushered in another

| agreed. And the role of

peak in my professional life. In the
ensuing years, besides TV dramas,
| played in movies such as The
God of Cookery (1996), Black Rose
Il (1997),
(2005), 72 Tenants of Prosperity
(2010), All's Well End's Well 2011
(2011), etc.
programmes and established

Where Is Mama's Boy?

| also hosted radio

Mother Hong Kong Arts Centre.

Destiny is very strange. The most
important thing in life is to know how
to seize opportunities whilst striving
for them. | believe the happiest aspect
of my life is that my profession is
also my passion. | am grateful that
the roles | play are well-received
by people. Perhaps because of my
ability to be uninhibited and free in
my performances, and most of all, |
truly commit and immerse myself in
my craft. When you laugh from the
bottom of your heart, the audience will
laugh along with you; when you cry
sincerely from what is deep inside, the
audience will feel it too.

After over 60 years in the film
business, | have gone through a
lot of changes. The one thing that |
cherish most is the audience, who still
appreciate me for my performances.
| believe with perseverance and hard
work, combined with an innovative
mind, | will be able to meet the
challenges of today and tomorrow
and continue to win the support from
all of you. [Translated by Hayli Chwang] B

‘Morning Matinee —Nancy and Michael’ will run
from 25 June to 22 October 2021. For details
of the screening programme, please refer to
Hong Kong Film Archive Special Vicennial
Edition or the HKFA's website.
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» TR £ &
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http://www.filmarchive.gov.hk/zh_TW/web/hkfa/hk-

Since online research has become an extremely viable method to collect

information, the Archive continues to strive to enhance the functions

of our online search systems. Biographies of filmmakers are one of the

most important keys to understanding and researching their specific

milieu and body of work. As of today, we have uploaded 350 biographies

filmmakers-search.html

to our ‘Hong Kong Filmmakers Search’ for viewing and download.
Please stay up to date as we add more content along the way. ‘Hong
Kong Filmmakers Search’ is under the ‘Collection and

Resources’ section of our website:
http://www.filmarchive.gov.hk/en_US/web/hkfa/hk-
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Producer Yuen Yiu-fun (2nd right), second-generation owner of Tai Ping Theatre

Yuen Jim-fan (3rd left) and friends
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The expenditure and income breakdown of the film’s production
and distribution can be seen on the income statement.
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n 2006, Ms Beryl Yuen, the third-

generation owner of Tai Ping Theatre,
donated as many as 3,600 film-
related artefacts to the Hong Kong
Film Archive. Much of the collection
dates back to the 1940s or before
and is significant for researchers of
early Hong Kong film history. What's
even more precious is that it includes
first-hand records of film production
and distribution processes, which
provide important clues for research in

this area.

Among the donated cultural
relics were items from the film, The
Orphan’s Rescue (hereinafter referred
to as Orphan)." Tai Ping Theatre
invested in the production of the fim,
which premiered on 16 June 1949.
The donation involved about 140
different artefacts, from film stills and
handbills, to contracts, box-office
records, letters and documents.
The contents of these items cover
funding, production team formation,
share distribution, as well as film
distribution and screening details. The
collection is a rare gem for studying
Hong Kong’s early film production
and distribution models.? This essay
will analyse the relevant cultural relics
from Orphan and reconstruct the
timeline of the film from production
to release, in hope to provide some

clues for follow-up research.

1. Planning and Production

According to Orphan’s income
statement, its total production cost
was some HK$50,000, which is in
line with the basic film production
budgets of the time. HK$30,000
of it was director Ng Wui’s filming
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Wife and concubine constantly fight under one roof: (from left) Ko Lo-chuen, Wong Hap-wo, Fung Ying-

seong, Yung Yuk-yi, Luk Fei-hung, Wong Man-lei.

and production costs.? From the
film censorship documents, we can
estimate the duration of the film is
about 106 minutes, which is around
the same length as the feature fiims
of that time. Based on the date on
the screenwriting fee receipt in the
donated collection, Orphan took at
least two months from the start of
the production to the release of the
film. The film’s producer Yuen Yiu-fun
is the younger brother of Yuen Jim-
fan, the second-generation owner of
Tai Ping Theatre. However, many of
the money-related documents were
still signed by Yuen Jim-fan, which
shows that while he was not a part of
the production team in name, he was
at least responsible for payments.
Through all these, we can see that
Tai Ping Theatre was not only in the
business of showing movies, but also

invested in film production.

According to the receipts,
producer Wong Hap-wo paid Ng Wui
scripting and production fees two
months before the film premiere. Wong
played the role of the grandfather
Kong Yiu-chung in the film. Apart from
previously acting in films such as The
Prince who Loves a Slave (1940) and
The Judge Goes to Pieces (1948),
Wong was also a member of the
Hong Kong theatre group, Chun Tin
Sing Dramatic Association.* He may
have set up The United Film Co. Hong
Kong, which produced Orphan, while
Tai Ping Theatre was responsible for
administrative operations.

As for the actors, the orphan was
played by Yu Kai, a child star who
was around ten years old at the time.
The special publication of Orphan
shows that Yu Kai performed in two
Cantonese operas within the film, ‘The

Couple that Raises a War’ and ‘Time
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The handbill of The Orphan’s Rescue

to Go Home’, to make the film more
entertaining. A letter from Yu Kai’s
parents Tsak Sin-chung and Chow
Siu-ying, written to Yuen Yiu-fun about
a month after the film’s premiere
asking about the remuneration
and share, affirms the unwritten
knowledge that child stars of the
time were generally managed by their
parents. Documentation shows Wong
Man-lei was paid HK$3,000 for her
role in the film as the orphan’s mother.
Based on the price of a film ticket at
the time, which was about HK$1.2,
if the current value of a film ticket is
HK$100, that means Wong's actor fee
reached up to HK$250,000.

The script of Orphan takes
‘home’ as the focus of its plotline.
It was a typical morality story of the
day, and can be described as a
safe and conservative project from
a commercial perspective. The film
tells the story of a rich man’s son
marrying one wife and one concubine,
where the concubine has an affair
with the husband’s cousin and plots
to take over the rich son’s wealth,
while framing the good wife for it. In
the 1940s, the production of Hong
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Kong films increased significantly
over the course of a few years: in
1942, three films were made and the
following years saw a similar number;
by 1949 the number jumped to 179
films. Among them, Cantonese films
accounted for 154 and Mandarin
films accounted for 25.° Stories
about orphaned children and virtuous
mothers being persecuted by
vicious women (usually stepmothers)
seemed to be quite popular, and the
relationship between this theme and
the overall social atmosphere at the
time deserves further exploration.

2. Local Release

According to box-office documents,
the film’s first run involved six
theatres across Hong Kong lIsland
and Kowloon, including investor Tai
Ping. The others were Kau Yu Fong
Theatre, National Theatre, Kwong
Ming Theatre, Prince’s Theatre and
Good World Theatre; among them,
Tai Ping made the biggest box-office
revenue. In addition, there is a receipt
that contains the cost of what’s called
‘running the film’ in Cantonese, which
refers to the cost of having a runner
transport the film reels between
theatres. It was expensive to print
film in those days, so sharing prints
was a way for the companies to
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(Left) Production manager Wong Hap-wo
played the role of the grandfather; (right)
Yu Kai, the orphan.

reduce costs and make more profit.
On Kowloon side, Prince’s Theatre
was located at the junction of Nathan
Road and Nullah Road in Mong Kok,
not far from Good World Theatre on
Tong Mi Road. According to today’s
map, the two would be just a nine-
minute walk away from each other.
Calculations based on their screening
schedules show a 15-minute gap
between the film’s screenings in the
two theatres, which means it is likely
they shared the same print.

Hong Kong Island’s Cheong
Lok Theatre, Oriental Theatre and
Island Theatre, as well as Cheung
Chau Theatre on the outlying islands,
screened the second run of Orphan.
The documents show just how
smooth the entire screening and
accounting process was. Take Oriental
Theatre as an example: it collected
the film stills and licence about ten
days before the screening; nine reels
of the release print arrived seven
days ahead; and two weeks after
the screening, Yuen Jim-fan urged
Oriental to return the accounts; in
less than a month, the film company
collected its payout of 35 percent of
the box office.

3. Overseas Distribution

Orphan was also released in many
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Wife being wronged: (from left)
Wong Hap-wo, Luk Fei-hung, Fung
Ying-seong, Wong Man-lei.

overseas regions. About a week after
its premiere, a contract was signed for
the film’s distribution to Macao, Shig;,
Guangdong and Guangxi; and a month
later, a distribution deal was signed for
release in the four major film markets
in British Malaya (now Malaysia),
Indonesia, Siam (now Thailand) and
Vietnam. From signing to screening,
the process for overseas release could
take up to six months. For example, in
Macao, it took several months between
the contract signing and the theatre
receiving the screening materials. It
may have taken even longer for farther
overseas regions.

4. Film Disposal

The loss of the Orphan film was due to
the common practice back then of film
companies scrapping the prints. The
preservation of film requires careful
temperature and humidity control,
which is costly. One side of black
and white film has a photographic
emulsion coating that contains tiny
photosensitive silver halide crystals,

and used film is often sold to recyclers
to process and recover the ‘silver’ to
sell. Eleven years after the premiere of
Orphan, all the prints, negatives and
soundtracks were scrapped and sold
for a total of HK$38.

Conclusion

These artefacts from Orphan not only
show how Tai Ping Theatre, originally
a screening venue, further invested
in film production. They also put on
display the entire process of film
production in the late 1940s, from
production and release, overseas
distribution, to disposal. These first-
hand materials not only reveal the
production and distribution process
of individual films, such as the
commercial considerations linked
to film screening locations, film
production procedures, the fundraising
and profit-splitting arrangements, the
trajectory of overseas distribution,
it is also an indirect reflection of the
industry ecology of that time. [Translated
by Diane To] M
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Mr Cheng Kai-ming
Thank you!

Ms Lesley Fung Pui-ki
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The receipt states ‘all prints and soundtracks
were scrapped’ and sold for HK$38.

Notes

1 For basic film information and synopsis of
The Orphan's Rescue, see Winnie Fu (ed),
Hong Kong Filmography Vol. Il (1942-1949),
Hong Kong: Hong Kong Film Archive, 1998,
p 335.

2 For highlights of the artefacts from Tai Ping
Theatre as well as related research, please
refer to Yung Sai-shing (ed), A Studly of the
Tai Ping Theatre Collection, Hong Kong:
Leisure and Cultural Services Department,
2015 (in Chinese).

3 According to news reports, at the time, the
average producer estimated that it would
cost at least HK$60,000 to make a new film.
See The Kung Sheung Daily News, 13 May
1946 (in Chinese).

4 Chen Huaxin, ‘Cantonese Opera and the
Xinhai Revolution” in Guangzhou Political
Consultative Historical Research Committee,
Cantonese Opera Research Centre (eds),
Annals of Cantonese Opera: Historical and
Literary Materials on Guangzhou, Vol. 42,
1990, Guangzhou: Guangdong Renmin
Publishing Co., p 137 (in Chinese).

5 Seenote 1, Appendices II-IV, pp 437-501.

Amelia Cheung is Museum Research Assistant
of the HKFA.

Artefacts donated by Ms Beryl Yuen will be
shown in the exhibition ‘Out of the Past—From
the Tai Ping Treasure Trove’, which runs from
28 May to 17 October 2021 at the Exhibition
Hall of the HKFA. Please refer to Hong Kong
Film Archive Special Vicennial Edition or the
HKFA’s website for details.

Ms Yuen Tsz-ying
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Bunny Girl (1967): Nancy Sit Kar-yin landed her first leading role in the film.
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