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CORSEREHONESKOVERIES just a few of Zhu Shilins works, a small segment of his oeuvre. Not until today can we dedicate a more
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o comprehensive feature to this master filmmaker with publication, screenings, exhibition and seminars. Our
Research Wong Ain-ling
B Kwok Ching-ling encounter with Zhu Shilin dates back to the HKFA research project on ‘the China factor in Hong Kong cinema’
Programming  Sam Ho which commenced some years ago. While working on this huge topic, we gradually found ourselves drawn to

LOLIEGE his accomplished works and eventful life.

Newsletter Chu Fung and Chu Yan, Zhu's children, took a stroll down memory lane to give a moving account of their
Issue 43 (February 2008) precious memories of their father. Telling the extraordinary lives of the ordinary folks, Zhu's films are marked
Edliirizl Kwok Ching-ling by an exquisite sense of subtlety which always offers something to savour. He also braved the turbulent waves
E:: '(;:E of history and against all odds, founded Feng Huang Motion Picture Co from scratch and carved a niche with
his uniquely ingenious light comedies. This remarkable feat has put him firmly on the map as a genuine master
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Zhu Shilin:

Wong Ain-ling

Zhu Shilin has been the key focus of research at the Hong Kong Film
Archive from 2007 to 2008. In March, we will present a retrospective
of some twenty of his works during the 32nd Hong Kong International
Film Festival (HKIFF). Our selection showcases works that span 30
years of Zhu's career, beginning with his youthful stint at United
Photoplay Service in 1930s Shanghai, and covering the productive years
after relocation to Hong Kong, where he was in the service of several
companies—Great China, Yung Hwa, Dragon-Horse, Feng Huang and
Great Wall. His body of work spells out clearly his achievement as one
of that rare breed among Chinese directors—an auteur in every sense
of the word. Each of his films is a spirited response to the pulse of its
time, while testifying to the vagaries of history.

In conjunction with the screenings, we are publishing the book
Zhu Shilin: A Filmmaker of His Times. In addition to contributions from
Chinese and overseas scholars, the publication also features interviews
with Zhu Shilin's children, Chu Fung and Chu Yan, as well as his protégé
Cen Fan. Many of Zhu'’s earliest cinematic exercises have been lost. It is
not even easy to catch a glimpse of his works in the ‘Orphan Island’ and
Japanese Occupation periods. For this reason, the generous donation
of various kinds of textual materials seems all the more precious. We
are publishing four plays penned by Zhu: Fragrant Princess (1940),
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Dangerous Mission (1941), Life and Death (1953) and The Imperial
Concubine Yang Yuhuan, which was written in the late 1940s but never
materialised as a production. We hope to provide some clues to Zhu's
working style and partly make up for the losses in filmic record.

The French film historian Georges Sadoul expresses a ‘one-of-
a-kind' perspective on Hong Kong cinema in L'Histoire du cinéma
mondjal. Despite his rather uncomplimentary rating of Hong Kong
films in general, he shows enough sense to give Zhu a rather elevated
ranking. Sadoul cited Zhu's Sorrows of the Forbidden City (1948), The
Dividing Wall (1952) and Between Fire and Water (1955). He has taken
a shine to House Removal Greeting (1954), hailing it as ‘an example
of neo-realism expertly directed; comparable to Vittorio De Sica in
his treatment of the same subjects, like The Roof (1956); though it
appears unlikely that Zhu had had any exposure to ltalian cinema.’

Zhu's ranking in the history of Chinese cinema by his own compatriots
has been less favourable. During the 1930s, he did not swear allegiance
to the Leftist camp, and when Shanghai fell to the Japanese, he even
stayed behind and became one of the founding directors of the
collaborationist Zhonglian, later Huaying. In the early 1980s, Hong Kong
critics initiated research into Zhu's art. Their studies and comments can
be found in A Comparative Study of Post-War Mandarin and Cantonese

TRER - E—REBER MR RBAREB LIRS (=+FK) EBREE (O+EX+FR) TERRMHM
&/ 8NER  BAEES (BR) (FRE - SGIFEE 1934)  (EEHWE) (EHEEE 1948) © (¥F)
(E% - f5ER - 1956) fl (AMERE) (@%F  BSEFEE 1960) -
‘Epic Times, Simple Story: The World of Zhu Shilin’ showcases works that span 30 years of Zhu's career. From left to right:
Homecoming (1934), Sorrows of the Forbidden City (1948), A Widow's Tears (1956) and The Eternal Love (1960).
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Cinema: The Films of Zhu Shilin, Qin Jian and Other Directors (1983,
published by the 7th HKIFF). Local scholars and critics as Lin Nien-tung,
Shu Kei, Lau Shing-hon and Evans Chan responded with their insightful
essays vindicating Zhu's place in Hong Kong cinema from thematic,
aesthetic and historical angles.

In 1999, Zhu's children Chu Fung and Chu Yan jointly published Zhu
Shilin and Cinema, giving a poignant account of Zhu's traumatic life.
The book contains a collection of Zhu's personal letters that provide
an intimate doorway into his inner world, enabling us to gain better
understanding of his predicament. However, from 1983 until the
present, no further research has been undertaken on Zhu in Hong Kong.
It was Beijing's turn to mount a special feature on the master in the
fifth issue of Contemporary Cinema in 2005. It enabled a reappraisal of
Zhu's accomplishments and his influence on Hong Kong and mainland
cinema. The supervisor of this special feature was the veteran film
historian Li Shaobai. Zhao Weifang, Li Daoxin, Pan Jian, Chen Mo and
Hong Kong film scholar Law Kar were among the contributors.

Last year and the year before last, | made two trips to Beijing with
my colleagues to view some early works by Zhu at the China Film
Archive. This, coupled with what we learned from written materials,
reinforce our claim in view of Zhu's thematic coherence and stylistic

Fi Bl - giacsR © &5 X - BTIEXY - FMEHRT REH
MRFFRIEER - thRIRT AR EFIFA -

Artefacts such as manuscripts, screenplays, letters, shooting notes,
documents, brochures not only record Zhu Shilin’s filmic achievements,
but are also solid proof that he was a serious and meticulous filmmaker
who put resources to good use.

Mievagg e ge 6200504 9p.
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Zhu Shilin: A Filmmaker of His Times will be out
in March 2008. In separate Chinese and English
editions. Priced at HK$118.

consistency, he is well and truly an auteur. Tracing his development
through his early attempts at scriptwriting like Love and Duty (1931)
to his last film Garden of Repose (1964), shot in Hong Kong, one gets
a comprehensive picture of an artist making discreet explorations in
an age of great turmoil, making wise adjustments and unavoidable
compromises along the way, and finally reaching a state of idealistic
burn-out and heavy-heartedness.

During Shanghai’s roaring Thirties, he was not keen to pose as
the progressive, but instead floated in a state of uncertainty, caught
between tradition and reform. In the 1940s, surviving in the filthy,
repression occupied city, he sealed himself off in the dream factory,
polishing his craft by weaving anecdotes about romantic couples and
marital dramas. In the 1950s and 1960s, uprooted to a city shadowed
by economic hardship and British colonial rule, he found his niche at
Feng Huang, and cultivated his cinema world like a diligent gardener
trimming his little orchard. From initial days of wholesome simplicity,
to his twilight years of spiritual despair, Zhu Shilin’s cinematic arc
mirrored the trajectory of a generation of Chinese intellectuals—from
hope to compromise to nihilism. (Translated by Maggie Lee) W

Wong Ain-ling is Research Officer of the HKFA.
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With wife and children on the set of Festival Moon.
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Interview with
/hu Shilin’s Children

Following in their father’s footsteps, Chu Fung and Chu Yan
both became filmmakers. They remain closely tied to their
father, in life and in art. As brother and sister recounted their
late father’s triumphs and tragedies, speaking with love, respect
and a sense of humility, it was easy to imagine their quiet, loving
father. Both a patriot and an artist, the humble director embraced
traditional values, yet promoted modern filmmaking techniques,
and progressive thinking...

Sensibility, Filmmaking, Feng Huang

Fung: Father did not come from an academic background; he was self-
taught. He loved to go to the movies when he was young. His favourite
films were the works of the Hollywood director Ernst Lubitsch (1892—
1947). Apart from films, Father was fluent in English, and did translation
and subtitles for English-language films. Later on, Lo Ming-yau
recognised Father’s potential and invited him to join United Photoplay
Service as a writer-director as well as the manager of the company’s
Studio Three. That's how Father began his filmmaking career.

Yan: Father’s films were influenced by Hollywood cinema. He watched
Hollywood films often when he was a translator. In fact, in those
days, most Shanghai filmmakers could not escape the influence of
Hollywood. Shanghai in the 1930s was an international cultural centre.
Father absorbed all the different influences from the East and West and
naturally developed his own openness.

Fung: The generation of Chinese writers at the time was amazing.
They were erudite and familiar with Chinese classic literature. Father
was exposed to classical poetry when he was a child, and he had been
writing poems in the classical style his entire life. | studied Chinese
Literature when | was in the mainland. He maintained the refined tastes
of a traditional scholar; he admired purity and elegance. He was an
excellent guzheng player, we listened to him play every evening. One
year, he went to Beijing to attend the CPPCC meeting and stayed in
the Minzu Hotel. He asked for traditional opera sheet music and spent
all of his free time reading in his room. He said that among all forms
of traditional opera, Beijing opera was the best. He also said that even
though he did not play erhu well, he took pleasure in the instrument
and liked to sing along.

Feng Huang Motion Picture Company was built on his love for his
country and his love of filmmaking. When Fei Mu died in 1951, the
main investor for Dragon-Horse (Loon-Ma) Films, Wu Xingzai did not
wish to continue. The film industry at the time was already struggling.
If Dragon-Horse shut down, the staff would have nowhere to go. So
Father took charge and organised a co-operative; the workers invested

Collated by Lau Yam

half of their wages back into the company and received a share of the
profits after the completion of the films. These brothers formed the
foundation of Feng Huang.

Later on, with many ‘progressive’ filmmakers working for Feng Huang,
the mainland began to provide funding for us to make two films a year.
But we were still short of money. So we sold the film rights to Runde
Shaw through Yam Pang-nin. Father and his partners fought an uphill
battle and Feng Huang gradually became a success.

‘Zhu Shilin" was a bankable name. In those days, it cost over
HK$100,000 to make a film. His film could be sold at HK$60,000.
Mother said that in the 1950s Shaws tried to persuade Father to leave
Feng Huang and join them. Their offer was extremely generous: a house,
company car, chauffeur and an annual salary of HK$450,000. Father
was well acquainted with Runde and Runme Shaw. But he didn't take
the offer. Feng Huang was like his own child; he couldn't desert it. After
the Cultural Revolution began, someone suggested that he should retire
in Shanghai. We young ones thought it was a good idea. But Father said
that if he died, he would die in Feng Huang. He never left it.

With decades of experience, Father was familiar with all aspects of
film production. From camera positioning to framing to depth of field,
he knew it all. He could immediately tell if an actor was out of the
frame just from being next to the camera. | doubted him once and
checked the viewfinder—it was exactly as he described. Father had
difficulty moving about freely and couldn’t check the viewfinder often.
He compensated by working hard to master the lens.

People often grow tired of their profession, but I've never once
heard Father complain. He was still working on scripts and synopses
to his final days. Because Father was not a leftist and his thinking was
considered outmoded, the post-1949 film history publications in the
mainland seldom mentioned about him. Recently | visited Shanghai
and went through some old magazines and made a startling discovery.
During his tenure at Huaying (i.e. China United Film Holdings Company
Limited), his films were often voted the Best Pictures in public opinion
polls and he the Best Director. But according to film historians, he
made no significant contributions. Film history studies in the mainland
have always favoured leftist filmmakers. It isn't right; many non-
leftist filmmakers have also produced excellent films. | think Father’s
achievements should be mentioned properly. Therefore some years
ago, we published the book Zhu Shilin and Cinema (1999).

(Translated by Sandy Ng) M

The entire interview will appear in Zhu Shilin: A Filmmaker of His Times.
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Four
Screenplays

After going over her father’s personal items, Zhu Shilin’s daughter Chu
Fung donated some memorabilia of significant research value to the
HKFA.Among these are screenplays, manuscripts, letters, shooting notes,
newspaper clippings, film stills, and even the writing board on which
Zhu penned his scripts. These items, all the more cherished because of
their historical value, not only record Zhu's filmic achievements, but
are also solid proof that he was a serious and meticulous filmmaker
who put resources to good use. A cinema virtuoso who doubled as
artist and producer, Zhu left behind a rich cultural legacy. Let us begin
by going through four of his screenplays.

The Imperial Concubine Yang Yuhuan

What a pleasant surprise. When Chu Fung showed us the script, she
said her father had finished it but could not bring it to the screen.
The note ‘Copied by Wang Dake, eve of the Mid-autumn Festival, 1949’
appears at the end. But we can't tell whether it was written in Shanghai
or Hong Kong, nor why it had not been shot. To date, no mention of
this screenplay has been made in materials on Zhu Shilin. This is a rare
find indeed.

The screenplay is neat with Zhu'’s inscription gracing the cover, and
the contents also survive intact. In the story, the Yang clan basks in
the glow of Yang Yuhuan, the emperor's favourite concubine—their
happiness and prosperity stands in stark contrast to the spurned and
neglected Concubine Mei. The emperor’s debauchery at the expense
of the masses gives Yang Guozhong and An Lushan ample chance to
revolt. In the end, the emperor is forced to sentence Yang to death while
fleeing the rebellion. The first few scenes show some clear touch-ups.
This means further revisions had been made to the fair copy—perhaps
an indication that Zhu had not given up on his plan of shooting.

Fragrant Princess (1940)

Among Zhu Shilin’s works of the Orphan Island period, Incense of
Reincarnation (1941) is the only title with a surviving print. Hence the
screenplays of that era are particularly valuable. Existing information
shows that the film was a large production. Besides a handbill in
Chinese, there is also some promotional material written in English—a
sign of the film's importance. The story is essentially the forerunner of
a segment in Louis Cha's The Book and the Sword—Emperor Qianlong
desires a Uyghur girl as his concubine, but she rejects him and commits
suicide to guard her chastity.

Grace Ng

The screenplay was written in a black, hardcover notebook, as
opposed to the stencilled form more common at the time, and the
scenes show no sequence. Upon closer inspection, it seems to comprise
makeshift scripts that Zhu had written right before the scenes were
shot. Some scenes were subsequently revised and reshot. Apparently,
Zhu kept amending the script during the shoot, which concurs with
what Hsia Moon describes—Zhu liked to make revisions on the spot to
carry his creative process over to the studio.

Dangerous Mission (1941)

This is another work of the Orphan Island period with no surviving
print. There are two synopses in the screenplay. One shows that the
original working title was Tiger Rock, and spells out such details as the
theme, characters, conflict, creative motive, content, form, etc. The tale
revolves around a group of superstitious, tiger-fearing villagers who
fall prey to swindlers but are finally saved by the governor’s daughter.
Similar to Fei Mu'’s Blood on Wolf Mountain (1936), the story uses a
metaphor to call for unity against Japanese invasion. It is essentially a
‘national defence’ film taking the guise of a rural legend.

The screenplay also contains shooting notes listing the sets, shooting
time, number of shots, length of film, and other fine details. All these
gather to prove that Zhu Shilin made a painstaking effort to practise
economy to make the best use of his hard-earned resources.

Life and Death (1953)

Filming had wrapped in 1948 but a fire destroyed the negative and put
theatrical release off until 1953. Worse still, all screening copies were
lost and none have been recovered to this day, leaving the screenplay
as the only source of reference. A story about suicide, it urges people to
treasure their lives—a response to the high suicide rates in Hong Kong
at the time. It delivers a positive message without being didactic, and
many scenes are quite original. The story remains interesting despite
its heavy theme.

The screenplay was penned by Cen Fan. He said Zhu Shilin liked
the concept and polished the script for him, but it turned out that he
was credited as the sole screenwriter. Cen took this as Zhu's effort to
nurture him, and his gratitude towards his mentor had remained the
same all over the years. (Translated by Piera Chen) M

Grace Ng is Project Researcher of the HKFA.

The four screenplays above will appear in Zhu Shilin: A Filmmaker of His Times
(Chinese edition only).
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On 25 January 2008, famed director
. Peter Chan (left) talked with film critic Thomas Shin about his hands-on experience in filmmaking and
the future prospects of Hong Kong cinema.
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Featuring women as the primary dispenser of violence, the Jane Bond films took Hong Kong by storm in the
1960s. On 26 January 2008, (from left) Ng Ho, Associate Professor of Department of Cinema and Television at Hong Kong
Baptist University, HKFA Programmer Sam Ho and film critic Long Tin analysed this uniquely Hong Kong phenomenon
from various angles.
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(Middle) Edward Tse, HKFA Assistant Curator | (Conservation) was recently promoted to Curator
(Preservation Service) of the Government Records Service. Koven Lo (left) took the helm in January 2008 to join Hung Yuen
(right) and other conservators in their endeavour to preserve Hong Kong's film heritage.
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Kwan Shan garnered the Best Actor (Silver Sail) Award at the 12th Lorcano International Film Festival of Switzerland for The True
Story of Ah Q (1958). It is the first international award ever won by a Hong Kong actor. Ti Lung was accorded the Outstanding
Achievement Award at the 12th Golden Bauhinia Awards in 2007 for his massive contributions to the film industry. They
have kindly donated the trophies and certificate of commendation to the HKFA for permanent preservation.

INBERY TR HIRNRAEE | BRRE o
The Outstanding Achievement
Award from Ti Lung.
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Certificate and trophy of the Silver Sail Award from Kwan Shan.
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ith 2007 drawing to a close, Hong Kong's film circle made
headlines with a handful of developments that attracted attention in
the Chinese-speaking world and caused speculation in the media. For
example, accompanied by wife Mona Fong, head of the long-standing
Shaw empire, Run Run Shaw, returned to Singapore to celebrate his
100th birthday with sons Shaw Vee-ming, Harold Shaw and others,
sparking off speculation about the handover of power at Shaws.
Meantime, Shaws' former nemesis Golden Harvest also underwent a
sea change. Helmsman Raymond Chow, confronted with the industry’s
turmoils in recent years, decided to sell his stake in Golden Harvest
to a mainland Chinese consortium. The move had the media hot on
the heels of Chow and his daughter. Attempts were also made to
reveal more about the new owner of Golden Harvest for the benefit
of readers.

In Singapore, Cathay Organisation, Shaws' arch rival of old plus
provider of studio and distribution channels to Golden Harvest in its
founding days, is developing business areas outside cinema. Even its
signature building, the historic Cathay Building, gets a facelift. Under
the leadership of Loke Wan-tho's niece Meileen Choo, Cathay had been
a listed entity on the Singaporean stock exchange since 1999, but
withdrew its listing in 2006 and became a privately-owned company.
Its management explained to the media that the move was due to
inactive trading of its stocks. That said, Cathay is seen launching a
series of new strategies shortly afterwards.

Besides changing the ownership structure, Cathay Organisation is also
revamping its brand, recycling brand capital left by founder Loke Wan-
tho with the introduction of fresh elements, and the repackaging and
repositioning of its shopping mall and real estate businesses. Located
near downtown Singaporean, the landmark Cathay Building, first
opened in 1939, has been converted into a large shopping mall named
‘The Cathay’, touted as ‘a shopping mall with soul’. The following
promotional copy captures Cathay’s packaging tactic:

The Cathay is a shopping mall with soul. The Cathay is situated at the site

of the landmark Cathay Building which first opened in 1939. The Cathay

retains the original historical facade with Art Deco features, Shanghai

plaster finish, canopy and cornices. It is a unique synergy of past and
present, offering the discerning shopper a memorable experience.

What exactly does The Cathay hold behind its Art Deco fagade?
Inside the mall, besides clothing and accessory shops catering to young
and trendy consumers, there are also the Cathay Cinema and Cathay

Restaurant. The mall’s main decorative themes are the winning visages
of Cathay stars Lucilla You Min and Grace Chang. Even the mooncakes
made by Cathay Restaurant come in boxes embellished with the faces
of the pair and other stars. The Cathay Gallery, a corridor-like mini-
exhibition hall, showcases the history of Cathay Organisation, including
information such as the Loke genealogy, little-known anecdotes about
the Loke family (for instance, Nancy Kwan, leading actress in The
World of Suzie Wong (1960), was Loke Yew's great-granddaughter; her
paternal grandmother was the sixth of Loke Yew's 11 children), and
even meeting minutes of the Cathay management. Here are the stories
of Loke Yew and his spouse Lim Cheng-kim | have compiled after going
through the exhibits and texts.

Wong Loke-yew (1845-1917)"was born in Xinhui, Guangdong Province,
the only son of a family of four children. He started out as a farm
hand. Then at 13, he set sail for Malaya in the hope of finding better
fortunes. He changed his name to the more auspicious-sounding ‘Loke
Yew' upon arrival in Singapore. He was referred by relatives to work
in Kwong Man general store at a monthly wage of $20. Practising the
virtue of economy, he saved $99 after four years, which he used to
set up his own general store Tong Hing Loong. When business became
stable, Loke Yew handed the shop over to reliable staff so he could go
north to Malaya to explore the mining business. It was tough staying
afloat in the beginning—he lost $60,000 in the first four years. But
he persisted and finally chanced upon a rich tin deposit in Perak. This
changed his life and set his business on a path of continuous expansion.
He went on to own many tin mines, as well as rubber and coconut
plantations. He also supplied provisions to British troops in the war,
and obtained a monopoly for liquor sales, gambling licences and other
privileges from the colonial government. He managed a pawnbroking
establishment and bought several hundred hectares of land, real estate
and property in Singapore and Malaya. Loke Yew had four wives and the
fourth wife, Lim Cheng-kim bore him three children—Wan-tho, Yuen-
peng and Yuen-theng. He died on 24 February 1917 from malaria at
the age of 72. As Loke Wan-tho was only two at the time, his character
formation was influenced to a much greater extent by his mother Lim
Cheng-kim. What was the background of this lady?

Loke Wan-tho's mother Lim Cheng-kim (1895-1981) was born in
Penang, Malaya, on 5 May 1895 according to the Chinese calendar. The



Lim family had established themselves on the
Malay Peninsula for generations. Lim’s father
had operated tin mines in Selangor before
illness made him retire, leaving his wife Soon
Kui-sim in charge of the family business. Soon
had never been to school and was illiterate,
but she devised her own system of seemingly [
indecipherable hieroglyphics and bookkeeping
to manage the family’s massive accounts. She 4
was a great influence on her eldest daughter
Lim Cheng-kim whom she was determined to
send to school against the tradition of the time. The young girl was thus
able to receive education in Kuala Lumpur despite the long train journey
she had to take every day.

In 1914, Loke Yew's third wife Lim Shuk-kwei, a distant relative
of Cheng-kim, passed away. Thanks to the matchmaking efforts of
other relatives, Lim Cheng-kim married Loke Yew and, within a few
years, gave birth to three children. After the death of Loke Yew, she
was spurred by concern for the health of son Loke Wan-tho to take
all her children to Switzerland. Amidst pure air and peaceful scenery,
her children developed a love of nature and received European-style
education. Wan-tho excelled in sports at school and this helped to
nurture an interest in mountain climbing, adventure, birdwatching
and photography later in his life. Yuen-theng also went on to become
a renowned nature conservationist in Singapore and Malaya who
devoted her life to nature photography. With her children growing up,
Lim returned to Malaya to oversee the family business left by Loke Yew.
In 1936, she incorporated Associated Theatres Limited and registered
Loke Wan-tho, then a student at the University of Cambridge, as one of
the owners. Later she built the first multiplex cinema of the Loke family
in Kuala Lumpur—Pavilion Theatre. In 1937, she purchased a site at
Dhoby Ghaut in Singapore where she constructed the modern Cathay
Building and developed cinema, hotel and restaurant businesses.
Completed in 1939, the skyscraper was the tallest building in Singapore
before the war and the signature building of Cathay Organisation.
During the Japanese Occupation, Lim was forced to evacuate to India at

the fall of Singapore. Even while taking refuge
in another country, she started a Chinese
restaurant in Bangalore. Her shrewdness and
determination had been a great influence on
the life of her son Loke Wan-tho.

The MGM Incident

Inside the corridor-like space of the Cathay
| Gallery are featured the photographs and
| rarely-known anecdotes about the Lokes
that helped us compile the Cathay story.Also
displayed inside the entrance showcase is a collection of the internal
meeting minutes of the Cathay management.The minutes of a meeting
held on 9 April 1958 to discuss ‘The MGM Incident’ reveal the rivalry
between Shaws and Cathay:

Toward the last quarter of last year, we began to hear rumours that Metro
Goldwyn Mayer (MGM) were going to leave us. As Loke guessed that
if they were going to sign up with the Shaws, their plan would be to wait
for the opening of the new Shaw cinema, Lido which we thought then
would not be opened until the beginning of 1959. The rumours became
so strong and the behaviour of Willy Dow (MGM’s local manager) so
suspicious that we decided to force Metro into the open. We therefore
pressed for a long term deal, using the argument that both 20th Century
Fox and Columbia had signed such a deal with us. Our feeling was that
if Metro were hoping to make use of us until they could move over to
Lido, our request would put them on the spot. Dow spent a good deal of
time negotiating with Sanade Rao, and after much argument he reached
the point when he said that he would be recommending the terms we had
agreed upon to his New York Office...

This seemingly marked the beginning of the long battle between
Shaws and Cathay. To write a new chapter for the Cathay story, the
clues found at the Cathay Gallery may be a good starting point.
(Translated by Piera Chen) M

Note

1. Loke’s year of birth is mostly noted as 1846 in Chinese resources, but the display at
The Cathay Gallery exhibition indicates the year as 1845.

Stephanie Chung Po-yin is Professor of History at the Hong Kong Baptist University.
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Michael is drawn to a Chow Yun-fat painting at the ‘Made in Hong Kong' exhibition.
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A work by Pat taken at the Bavaria Studio during the filming of Cabaret in 1971.

ith a talent for capturing the true self of her subjects under the skin,
celebrated female photographer Pat York has been travelling all over
the world in the past decades. In the course of her rewarding creative
life, she has come to realise the magic moment of merging camera
movements with her brain, eyes, heart and hands, an achievement
clearly reflected in her works. In December 2007, thanks to a loan from
The Academy of Motion Picture Arts and Sciences of the US, the HKFA
put on an exhibition of a hundred photographic works by Pat York. She
and her husband Michael York also honoured us with a visit to talk
about their creative journey.

The presence of the two Hollywood heavyweights threw the HKFA
into a state of exhilaration over a couple of days. Pat is elegant,
gracious and unexpectedly easy-going and lively, while Michael is no
less charming and suave than his screen image in Cabaret (1972) some
thirty years ago. The ‘evergreen’ artist couple showed an immense
amount of patience in answering questions on the exhibition from
the press. During the interviews, an excited Pat raved about her recent
photographic works, including the Nudes and Cadavers series, which
are essentially attempts to explore the human body by means other
than portraits.

Pat cares a lot about her tour exhibition. After arriving in Hong Kong,
she paid a visit to our exhibition hall and pored over every work. She
also shared with us her romantic encounter with Michael years ago.
On a visit to the Hong Kong Museum of Art we had arranged during
their brief stay in Hong Kong, we ran into artist Frog King who was in
the frenzied final stretch of preparation for the ‘Made in Hong Kong:
Contemporary Art Exhibition’. It takes a great artist to know one. The
Yorks chatted with King, and in a spurt of improvisation, Pat had King
pose for her. Works by Hong Kong artists interested Michael very
much who revelled at the Chow Yun-fat painting in Chow Chun-fai's
multimedia installation.

The ‘Imaging and Imagining: the Film World of Pat York’ exhibition
will run until 3 March 2008. Seize the opportunity to explore Pat York’s
dazzling photographic world and the stories of her equally dazzling
subjects. (Translated by Piera Chen)
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Winnie Fu is Programmer (Cultural Exchange) of the HKFA.
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