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In May, as spring transitions into summer and nature flourishes, the Hong
Kong Film Archive’s Newsletter blossoms anew. This issue holds special
significance for me—marking my first interaction with readers since
transferring from the Programming Unit to the Research & Editorial Unit. This
role shift allows me to explore the rich tapestry of Hong Kong cinema from
a fresh perspective. In the afterglow of the Cannes Film Festival and French
May Arts Festival, | look forward to guiding both long-time readers and
newcomers through Hong Kong’s cinematic landscape during this exciting
season.

This issue centres on three major programmes. We first revisit the opening
programme ‘Silhouette Resonance x The Banquet (1991)" of the 3rd Hong
Kong Pop Culture Festival—a sensory feast that not only showcased the
vibrancy of pop culture but also paid tribute to comedy classics through the
harmony of film and music.

Changing scenes, we take readers back to the recently concluded ‘City
Portraits: Hong Kong Film and Literature’ exhibition, which rediscovered the
beautiful interplay between Hong Kong literature and cinema. The article ‘|
Laugh at Others for Not Seeing Through the Joke—Comedy: The Art that
Conceals an Art’ will serve as the textual guide for the thematic exhibition
‘Legends of HK Film Comedies, 1980s and 1990s’, set to open on 30 May.
The article examines the timeless appeal of comedy across eras, infusing the
summer with vibrant, joyful energy.

While my path has shifted, my passion remains unchanged. | look forward to
continuing this journey with you and discovering the boundless possibilities
of Hong Kong cinema together.
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Situational comedies rooted in social satire
were a prevalent form of humour in the
1980s and 1990s. A notable example is The
Diary of a Big Man (1988), directed by Chor
Yuen.
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The Happy Ghost (1984) blended elements of

comedy, supernatural and youth films.
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omedy is the film genre most familiar to Hong Kong audiences. Comedy films present clear and
Caccessible content with the goal of achieving humorous effect by making people laugh. Comedy
films are the most widespread and influential art form, yet also the most difficult to decipher. Laughing
along to comedy films is nothing but pleasurable, but creating them is a gruelling process. ‘It is easy to
make people cry but difficult to make them laugh’ has long been a consensus among filmmakers.

Hong Kong’s comedic cinema reached a developmental
milestone in the 1970s, as Cantonese culture and local
topics took centre stage following the box office success of
The House of 72 Tenants (1973) and Games Gamblers Play
(1974). The everyman perspective and social satire became
mainstays of modern Hong Kong comedy.

The era saw a new generation of filmmakers,
represented by Michael Hui, adopt the traditions and
humour of stand-up comedy that was popular in Britain and
the United States at the time. These elements were first
developed on local television and gradually expanded to
film. The success of The Private Eyes (1976), The Contract
(1978) and Security Unlimited (1981) established Hui as
the master of modern Hong Kong comedy. The humorous
portrayals of cold-hearted employers, hapless employees,
and working-class tribulations in his films cut to the heart of
Hong Kong'’s tense labour issues at the time.

Adhesive of Genres

Comedy flourished in the 1980s as Hong Kong cinema
entered its golden age. Comedy and action films pushed
the Hong Kong film industry towards its peak, bringing
narrative styles and aesthetic concepts up to date with
modern trends. At the time, the most unique characteristic
of Hong Kong films was genre-blending. Combining
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elements from different genres allowed for more flexible
storytelling, crazy twists and breaking of conventions, thus
attracting a wider audience.

Naturally, the most successful blend was the mixture
of action and comedy. Examples range from the hilarious
1970s kung fu films to the Lucky Stars and Police Story
series of the mid-1980s. Genre-blending also catalysed the
metamorphoses of genres: action films evolved from period
kung fu to combat in modern attire. Similarly, comedy films
shifted focus from the high jinks of ‘kung fu kids’ to the
crude and playful antics of modern men.

Comedy is the best adhesive of film genres: pairing
comedy with ghost films gives rise to horror comedies
like The Haunted Cop Shop Il (1988) and Operation Pink
Squad Il (1989); mixed with romance, romantic comedies
like Let's Make Laugh (1983) are born. Raymond Wong'’s
Happy Ghost series combined elements of comedy, ghost
and youth films.

Renewing Classics with Laughter

Hong Kong-style comedy has always poked fun at society,
acting as cautionary tales and moral satire. It conveys
underlying messages on top of making audiences laugh.
Therefore, the genre lends itself well to adaptations of
ancient texts and classics, as well as wuxia literature.

BAE(E) MIREE(R) E(ER
F0) (1992) hERZZAE - =/
BAENAFEFAERERMES
Stephen Chow (left) and Ng Mang-tat (right)
had great chemistry in Royal Tramp (1992),
adding humour and tension to the rivalry
between Wai Siu-bo and Hoi Tai-fu.
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It'sa Mad, Mad, Mad World (1987) depicts the get-rich-quick
dreams of the grassroots level in humorous and over-the-
top ways.

Many such source materials were given comedic re-
interpretations by filmmakers in the 1980s. Tsui Hark’s
Zu: Warriors from the Magic Mountain (1983) makes fun
of old martial arts masters with comedic sensibilities of a
new generation. Lee Lik-chee’s Flirting Scholar (1993), an
adaptation of the Cantonese opera Three Smiles, reflects
snobbishness in society. Jeff Lau’s two A Chinese Odyssey
films are mixtures of comedy and tragedy focusing on the
haplessness of the Monkey King, a character who cannot
escape his destiny.

Social Satire and Situation Comedies

Situation comedies (sitcoms) based on social satire were
another common form of comedy film in the 1980s and
1990s. The Diary of a Big Man (1988) is Chor Yuen’s remake
of his own famous work The Diary of a Husband (1964).
The tale of a high-income and carefree stockbroker
simultaneously dating multiple women satirises an era
of extravagance, when financial geniuses would rake
in monetary and sexual profits, while the bourgeoisie
wallowed in vacuity and excess; in contrast, Clifton Ko’s /t’s
a Mad, Mad, Mad World series points the spotlight on the
lives of the common folk, following protagonist Uncle Bill
and his family as they entertain dreams of getting rich that
ultimately amount to nothing. In addition to social satire,
sitcoms invariably bore important moral lessons.

The Country Bumpkin Goes into Town

The most common trope of sitcoms at the time was ‘the
country bumpkin visiting the big city’, with the clash of
cultures between characters from different backgrounds
serving as the catalyst for drama and hilarity. Alfred
Cheung’s Her Fatal Ways series puts a public security
officer from the Mainland under the same roof as a Hong
Kong police officer, creating comedy from their different
habits, mannerisms, and reactions to different situations.
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Michael Hui and Clifton Ko’s Chicken and Duck Talk
(1988) sets eyes on the culture clash between a traditional
Chinese restaurant and a Western fast-food restaurant.
Gordon Chan'’s Fight Back to School (1991) sees a police
officer infiltrate a secondary school as a student, an
absurd premise that shows the filmmaker’s confidence
and freedom in creating comedy. In James Yuen'’s Driving
Miss Wealthy (2004), Sean Lau plays a former police officer
disguised as a Filipino driver for the daughter of a rich
family: utter madness!

The strength of sitcoms is that with well-designed
scenarios, the audience will laugh out loud even when the
actors deliver scenes with straight faces. In the 1980s,
Alfred Cheung demonstrated his brilliance at crafting
sitcoms with Let’'s Make Laugh, which put him on the
path of creating bourgeoisie comedies. He and Anthony
Chan would go on to establish Mobile Film Production Ltd,
creating films including Happy Bigamist (1987) and One
Husband Too Many (1988).

British Humour and American Comedy

In the 1980s and 1990s, Hong Kong comedies absorbed
a lot of elements from British and American films, television
and stand-up acts. British humour is characteristically
self-deprecating, brilliant at wordplay, and full of absurd
situations —all delivered under a reserved and straight-faced
guise. American comedy extensively incorporates physical
and slapstick performances, using parody to poke fun
at others—Charlie Chaplin’s works are the quintessential
example. British humour often touches upon social taboos
and topics of class; while American comedy is more direct,
seldomly straying into politically-incorrect territories.

The Cantonese Film Lineage

Hong Kong comedy also draws its lineage from classic
Cantonese films and opera films which flourished in post-



war Hong Kong. These films would go on to influence
filmmakers such as Tsui Hark, Wong Jing, Clifton Ko, Barry
Wong, Alfred Cheung, Jeff Lau, Gordon Chan, Peter Chan
Ho-sun, Lee Lik-chee and many others.

In Wong Jing’s Oral History interview, he revealed
that the part in God of Gamblers (1989) where Chow Yun-
fat loses his memory was taken from Random Harvest
(1960) starring Yam Kim-fai; Wong loved to adapt clownish
characters from Cantonese and opera films into his own
films to be the jester or the butt of the jokes. His The
Romancing Star series was full of such ‘clowns’ that bring
contrast to the romance of the lead characters.

Jeff Lau directly borrowed from Chor Yuen’s Black
Rose (1965) when developing his 92 The Legendary la
Rose Noire (1992). The characters’ names: Lui Kay, Piu
Hung and Yim Fun paid homage to Cantonese films. In
the same vein is the fantastical world inhabited by a group
of wuxia characters in The Eagle Shooting Heroes Dong
Cheng Xi Jiu (1993): a parodic revisit of classic Cantonese
film settings with comedic banter.

Besides drawing inspiration from Cantonese classics,
Hong Kong comedy films often reaffirm the values that they
advocated: to fight against evil forces, to respect one’s
mentors and to uphold morality. In Peter Chan Ho-sun
and Lee Chi-ngai’'s He Ain’t Heavy, He's My Father (1993),
hilarity ensues as father and son Chor Fan and Chor Yuen
(named after actor Ng Cho-fan and director Chor Yuen)
meet across time and space. The film’s iconic line: ‘All
for one and one for all’ was actually Ng Cho-fan’s well
known catchphrase which originated from his character in
Union Film’s In the Face of Demolition (1953). Thanks to
the connection, this profound lesson of compassion and
solidarity was passed on to future generations.

(GEEEEY (1960 ) ERIE (7 ) KISREBELTMIEE @ K
BEREHNE (Ew) (1989) B - SRETHEABEKRTHENS -

The amnesiac Yam Kim-fai (left) gets married and has a daughter in
Random Harvest (1960), a plotline that inspired director Wong Jing to
devise Chow Yun-fat's memory loss segment in God of Gamblers (1989).

New Comedians are Born

Compared to other film genres, comedies are often actor-
driven and even comedian-specific. The creation of jokes,
control of comedic timing and management of audience
expectations are often unique to one person. Stephen
Chow, along with his contemporaries Sandra Ng and
Teresa Mo—who also rose to fame from the television
industry and continued to succeed in the film industry—are
all highly creative comedic actors.

Stephen Chow, for example, is an expert in broad
slapstick comedy: minor gags like crashing into glass,
being slapped and being attacked with a folding chair;
dangerous situations like biting a grenade, being burned by
fire and having his bone scraped to heal poisoning; even
disgusting antics like playing with snot—he’s done them
all. Slapstick comedy builds the audience’s enjoyment on
the misfortune of the victims—these normally unpleasant
situations become outrageously funny in the hands of a
master comedian like Chow.

Others Laugh at Me for Being Crazy

The most difficult elements to capture in comedy
performances are the timing of gags and the management
of audience expectations. These two opposing forces
fill performances with a vivacity beyond imagination.
When actors execute their gags in unexpected ways, the
audience reacts with surprise and laughter.

In Flirting Scholar, the verbal sparring scene between
Stephen Chow and Cheng Pei-pei is an example of
perfectly executing and control these elements. In this
parody of Three Smiles that blends fact with fiction,
Chow plays historic scholar Tang Yin and subverts Tang’s
unfettered and reclusive lifestyle. Chow uses the scholar’s
verse ‘Others laugh at me for being crazy, | laugh at them



for not seeing through’ to imply that the average person
cannot see the talents of comedians. This is his answer to
the criticisms that describe his humour as ‘non-sequitur’.
Here, he pokes fun at others as well as himself, while
showing off his pride and accomplishments as a comedic
actor.

I Laugh at Others for Not Seeing Through the
Joke

Stephen Chow’s unique performances are the result of
combining British and American blends of comedy with
performing styles found in Cantonese fims and Japanese
manga. On the other hand, his stories tend to follow the
personal growth of the main character, albeit in many
different forms. Almost every Stephen Chow comedy, no
matter who the writer and director may be, adheres to this
formula.

In addition to the aforementioned Fight Back to School
and Flirting Scholar, films including King of Beggars (1992),
The God of Cookery (1996), King of Comedy (1999),
Shaolin Soccer (2001) and Kung Fu Hustle (2004) all
follow the same formula. This formula, where a ‘nobody’
works hard to improve himself, goes through struggles
and hardship, and finally finds hope, had a calming and
stabilising effect on Hong Kong’s turbulent society in the
1990s.

A Back-and-Forth Routine

Comedic actors very much rely on their interaction with
their partners. This partner must be able to handle the
rhythm, timing and ‘punch’ of the jokes. Michael Hui had
his brothers Sam and Ricky to play off of, while Stephen
Chow’s best foil was Ng Mang-tat. Chow and Ng had the
same views on comedy, and they often switched who was
the lead and who was the foil. The duo would also switch
between making fun of themselves and of each other,
constantly changing the rhythm and expectations to catch
the dazzled audience unawares.
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The complexity of comedic acting can be seen in
outstanding scenes like ‘Third Uncle’ losing control in
All for the Winner (1990); Uncle Tat and Chow Sing-sing
in the ‘meet the parent’ scene in Fight Back to School;
the interaction of the So family father and son in King of
Beggars; and the court scene in Hail the Judge (1994).
Stephen Chow and Ng Mang-tat combined their talents
in the ‘takeout boy’ scene in King of Comedy to create
a ridiculous and incredible farce. It is not only a textbook
demonstration of comedy, but also indicates that the best
comedic actors are certainly the most outstanding actors.

Why is Comedy Such a Serious Business?

Comedy is built upon the everyman’s viewpoint but upsets
the status quo. Comedic actors are the bridge between the
audience and the absurd state of the world. Outstanding
comedies not only make us laugh, but also spark reflection
on the irony, ambiguity and unreasonableness of the
themes they present.

Most audiences seek only pleasure from comedies
without pondering their inner workings. Comedy films may
appear natural and effortless, but they are in fact the result
of meticulous planning and countless revisions. It is a genre
often underestimated because its maestros are good at
hiding their skills. Comedy is the art that conceals an art—
there is much more to this barrel of laughs than meets the
eyes. [Translated by Roberta Chin] [l

Thomas Shin is a veteran fim critic and former Vice Chairman of the Hong
Kong Film Critics Society (HKFCS). His articles can be found on the website
of HKFCS as well as in Hong Kong Economic Journal, Ming Pao Weekly and
HKinema, etc.

‘Legends of HK Film Comedies, 1980s and 1990s’ exhibition runs from 30
May to 19 October 2025. For details, please refer to the HKFA’s website.

IR e R B A IR S SR
Courtesy of Orange Sky Golden I‘iarvest Entertainment Group
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‘Hong Kong Pop Culture Festival 2025’ Opening Programme:

Silhouette Resonance x The Banquet (1991)
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Officiating guests of the opening ceremony: (From right) Manda Chan, the Director of
Leisure and Cultural Services; Raistlin Lau, the Acting Secretary for Culture, Sports and
Tourism; Eric Tsang, organising committee member and actor of The Banquet (1991).



he Hong Kong Pop Culture Festival, organised by the Leisure and Cultural Services Department,
has received enthusiastic support from audiences and overseas visitors since its inauguration in
2023. With the theme of ‘More Than Joy’, the festival this year explores a variety of comedic works.

The opening programme, ‘Silhouette Resonance x The Banquet (1991)’, was held at the Grand Theatre
of the Hong Kong Cultural Centre on 4 April, celebrating the beginning of the festival with an afternoon

of music and film.

In his opening ceremony speech, the Acting Secretary
for Culture, Sports and Tourism Raistlin Lau highlighted the
importance of comedy films to Hong Kong pop culture. He
also stated the festival’s aim of introducing audiences to the
unigue charms of ‘Hong Kong-style comedy’, allowing them
to experience the inheritance and innovation of pop culture
through mirth and laughter. Mr Lau then participated in the
lighting ceremony alongside Manda Chan, the Director of
Leisure and Cultural Services and Eric Tsang, member of the
organising committee and actor of The Banquet.

Following the ceremony was a series of musical
performances featuring iconic songs and melodies from
classic comedies, given new arrangements by renowned
musician Ng Cheuk-yin. Accompanied by a live band, pop
singer Alfred Hui; the a cappella choral theatre company
Yat Po Singers; and beatboxer Heartgrey (aka Eric So)
took to the stage, performing beloved tunes from different
eras. The fresh renditions transported audiences back into
the film theatre, awakening their memories of laughing at
the spectacular wit and virtuosity of the genre’s greatest
comedians. The band re-enacted a classic scene from
The God of Cookery (1996) with rhythmic drumbeats
before performing a comedic version of ‘We Meet Again
Stranger’ in the Minnan dialect. Drawing the programme to
a close, Alfred Hui’'s ‘An Actor Prepares’ echoed an earlier
performance by Yat Po Singers which imitated familiar sound
effects in opening credit sequences, paying tribute to fim
workers in front of and behind the camera.

Following the performances, the Hong Kong Film
Archive’s ‘Laughter Double Bill: Hong Kong Comedy Film
Spectacular’ programme officially kicked off with same-

[

‘ m‘ ’A ) \ i
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Before the film screening, three filmmakers behind The Banquet (1991) shared

behind-the-scenes stories and humorous anecdotes with the audience: (from left)
Clifton Ko, Eric Tsang, and Cheung Tung-joe.

day screenings of Feast of a Rich Family (1959) and The
Banquet. Indeed, there was no better introduction to the
Hong Kong Pop Culture Festival 2025 than these two films,
which feature some of the greatest stars of their respective
generations. ‘Laughter Double Bill: Hong Kong Comedy
Film Spectacular’ also included 14 other films (i.e. seven
thematically related double bills), which were screened from
5 April to 11 May at the Hong Kong Cultural Centre and the
Hong Kong Film Archive. [Translated by Rachel Ng] Il

Alice Lam is Assistant Curator Il of the Research & Editorial Unit of the HKFA.

THTRFHER (LEE) - BESSIBEIE"—HE18, - Beatboxer B F B (BE » o) MIERIGHERE - REHSEFRIMMFBRITR -

Pop singer Alfred Hui (left photo), the a cappella choral theatre company Yat Po Singers and beatboxer Heartgrey (aka Eric So) (right photo, middle) together
with the live band, deliver fresh and dynamic renditions of classic comedy songs to the audience.
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‘Movie Under the Stars’—

Pop Culture Meets Laughter Across the Night Sky

H4EL Jeffery Tse

BBEBIERRRBMITLOEZEMES
D RBRAFFRNMESER 28R @ BB
HEEE85  EEBANEELQIE o T ESBMRITULED
2025, M "EE+E, AER  FREBEMEHRZ
B HPpRBEFINZFE (ImagineLand) BIREIEN
B "2rEIR ., EEXXARERTEITTEE
BT BREABETRERIZRMIBAICHES] -
FERRAE RIS BESEIEBEE o

4 B 5B B15MIR2022 FEESEKERBIUL ) -
B BE=NHBEREHENESNE  BEX
EEREROVIEM Y, - DURIRIBRARIE 2 B6085EA
RO - BFE - BIEEM ~ SRMER » TIECFRER
BLEHEEBHENNEE - S ABRRY - BiRE
WML - FEBIBENIFMER ALK - Fmas
BRIRE » NfEHIS -

4 36 BRIMIREREBEH (KABREZE)
(1996) - BEH  ARKE-—FSEISTHRE
R IRR—BERAMGEOIHRE A o FEREVIBED
TEOIMEISRET - MR EEMOWIRFR - EEIR
IBERIEE AKX - NIRFIH B - S RNER
WMORE - FERRLBERENG - —BINRE

EIEBHHEE ©

MIBRIRRS| S RSHERERHLSHE » £/
ERHESF2E - 'EXBX R, RIREIEEE
BISACBY AR - SRS A REAGER R B S L BV HH
wNREDARSE "EE-E, 003UbiEe - il

HEEREBETENE_RENEER (BB)

Hong Kong comedy has long been a vital part of pop culture. A
cornerstone of the city’s collective memories, the genre reflects the
social fabric of different eras while inspiring boundless imagination
through humour and wit. In support of the Hong Kong Pop Culture
Festival 2025 theme of ‘More Than Joy’, the Hong Kong Film
Archive presented two classic local comedies at ‘Movie Under the
Stars’ as part of the outdoor carnival programme ‘ImaginelLand’.
Audiences rediscovered the enduring charm of Hong Kong comedy
while relaxing on the Central Lawn of Salisbury Garden.

The first screening on 5 April featured the 2022 box office hit
Table For Six. The film deftly depicts the subtle ebbs and flows
of familial and romantic relationships, framed within everyday
interactions between three brothers at the dining table. Dayo Wong,
Stephy Tang, Louis Cheung, and Ivana Wong deliver relatable gags
and witty dialogue adding to the film’s sense of familiarity. Seated
comfortably on picnic mats, the audience experienced a flurry of
emotions through the film’s many hilarious and touching moments.

On 6 April, the programme continued with the 1996 classic
Forbidden City Cop, a slapstick wuxia comedy starring an ensemble
of comedic greats headlined by Stephen Chow and Carina Lau
Ka-ling. The over-the-top gags, humorous inventions, and Chow’s
signature comedic flair drew bursts of laughter throughout the
evening. Though light rain fell before the screening began, it did not
dampen spirits—guests gathered early with mats and umbrellas,
embracing the joyful atmosphere together on the lawn.

Both screenings drew a large turnout, as movie-lovers came
together under the night sky to share in the joy of cinema. ‘Movie
Under the Stars’ showcased the diversity of Hong Kong’s comedic
tradition, connecting people to culture through the power of
laughter, allowing all to experience the spirit of ‘More Than Joy’. Il

Jeffery Tse is Assistant Curator Il of the Programming Unit of the HKFA.
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Josephine Siao Fong-fong starred in three ‘Lam Ah-chun’ films—Lam Ah Chun (1978), Lam
Ah Chun Blunders Again(1979), and Plain Jane to the Rescue (1982)—delivering standout
performances marked by a unique personal flair and distinctive comedic rhythm.

CNFMMEEEE) (1982)
Plain Jane to the Rescue (1982)
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The Times They Are A-Laughin’:
Hong Kong Comedies of the 1970s

7] ;B %85 Sam Ho
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The Way of the Dragon (1972)
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ong Kong has experienced numerous complex and rapid changes in the post-war era, with
Hexciting developments happening in each decade. In 1970s Hong Kong, the city’s economy
was rapidly progressing into a state of prosperity and diversity. Living standards and education levels
were reaching new heights. Hongkongers developed a more globalised vision, and their lifestyles
were becoming increasingly urbanised. A local culture was taking shape, and Hong Kong’s unique

characteristics began to pervade the city’s evolving film, music and literature scenes.

In cinema, the concept of ‘Hong Kong films’ was
emerging. Cantonese films, which at one point were in
decline, made a comeback onto the big screen, reversing
roles with the then more dominant Mandarin films. At the
time, among all the changes happening to Hong Kong
films, the ones to comedies were the most significant.
Three filmmakers spearheaded important developments
in the genre: Bruce Lee in the early 1970s, Michael Hui in
the mid-1970s, and Jackie Chan in the late 1970s. Their
achievements changed Hong Kong’s film history; and their
creations are intrinsically linked to comedies.

Bruce Lee is a world-famous martial arts star. One
might ask: how is he related to comedy? Before his rise
to superstardom, Bruce Lee had proved his mettle as
an extremely talented child actor. In films like The Kid
(1950), he had exhibited a flair for performing comedy.
Bruce Lee’s father, Lee Hoi-chuen, often played the role
of the chousheng (male clown) in Cantonese opera and
Cantonese films. Performing in comedies can be said to
be Bruce Lee’s ‘inherited skill’. In the only film he wrote,
directed and starred in, The Way of the Dragon (1972),
this skill is clearly visible. Although it is a kung fu film, it
features a series of intentionally comedic effects. The first
shot in The Way of the Dragon is a close-up of Bruce Lee.
His awkward expression immediately creates a hilarious
first impression. In a later scene, he orders dishes at a
restaurant in Italy despite not knowing the language, which
all turn out to be soups!
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The comedy scenes in The Way of the Dragon also
reflect the awkwardness of Chinese people in dealing with
Western culture in the 1970s. In one scene, Bruce Lee and
a blonde beauty somehow end up in the same room. Bruce
Lee decides to practise martial arts in front of the full-length
mirror, while she ‘slips into something more comfortable’—
a comical reference to the ‘pillows and punches’ films
popular at the time!

After Bruce Lee’s untimely passing, the kung fu film
craze endured, albeit with less intensity than before. In
the mid-1970s, Michael Hui paused his television career
and changed over to the big screen, boosting Hong Kong
cinema to new heights.

The films which Michael Hui wrote and/or directed,
such as Games Gamblers Play (1974) and The Private
Eyes (1976), redefined Hong Kong comedy with their witty
dialogue and physical humour. The plentiful jokes amply
captured the rapidly accelerating pace of life in Hong Kong
at the time. His films are very ‘down to earth’, illustrating
local culture with stories of regular city folk. In films that
he starred in, Michael Hui invariably plays mean, petty
characters who show decency at crucial moments. This
reflects the meshing together of different values of Hong
Kong’s rapidly developing market economy in 1970s.

Michael Hui’s comedies inherited the exciting and
clever use of the Cantonese from The House of 72 Tenants
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(1973), carrying on the 1950s cinematic spirit of using
realistic social portrayal to tell stories of Hong Kong with
humour and sarcasm.

The use of music is another important element of
Michael Hui’s flms. He used songs to express emotions
and convey messages that bring out something deeper
than mere comedy. His younger brother Sam Hui wrote
music and lyrics that categorically influenced Cantopop
and lead local popular culture to new frontiers.

Four short years after the release of Games Gamblers
Play, a new comedy genius exploded onto Hong Kong’s
cinematic scene. Jackie Chan’s Snake in the Eagle’s
Shadow and Drunken Master hit the cinemas in 1978,
mixing martial arts with comedy to create the ‘kung fu
comedy’ genre and breaking out from the wuxia film genre
that had been popular since the 1960s.

In this new genre, Jackie Chan continued to use his
‘kung fu kid’ persona of the 1960s, while also inheriting
the youth culture developed in 1950s and 1960s Hong
Kong cinema under Western influence to entertain younger
audiences. His kung fu comedy ushered in a new epoch
of Hong Kong cinema. Jackie Chan is not a classically
trained martial artist, but rather an action star who was
trained in a Peking opera academy. He adopts gestures
and movements from Peking opera that convey traditional
artistic sensibilities; his performances represent an
amalgamation of multiple cultures.

On the one hand, kung fu comedy features martial
arts choreography that is dance-like and cinematic; on the
other hand, it invokes a sense of self-deprecation unique to
Hong Kong culture. While delivering hilarious entertainment,
the genre challenges the heroic narrative in typical action
movies. In addition, it reflects the Hongkonger’s wish to find
meaning admidst the drastically changing 1970s. Jackie

FNEEEERPCRRARBEREMEEMAE -
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| Bruce Lee showed his talent for acting and comedic instincts
during his childhood acting career, which became fully
evident in The Way of the Dragon (1972), a film he wrote,
directed, and starred in. Though primarily a kung fu film, it
deliberately incorporates comedic elements, enhancing its
entertainment value.

!

Chan’s infusion of humour into action exemplifies the
nature of Hong Kong films as brilliant collages of cinematic
elements.

In addition to the achievements of these three
film giants, Hong Kong cinema also experienced other
important developments in the 1970s: for example, Li Han-
hsiang’s fraud flicks and fengyue (softcore erotica) fims,
which are all filled with comedic elements that poke fun at
social issues of the day. The episodic structure and sense
of rhythm of his films profoundly influenced Hong Kong
films of the 1970s and 1980s.

The late 1970s saw another important player enter
the scene: Josephine Siao Fong-fong, who had created
and masterfully portrayed the character of Lam Ah-chun
on television before introducing her onto the big screen.
The character’s a strong sense of female sensibilities and
humorous actions fully reflected the gradually rising social
status of women in Hong Kong at the time. Lam Ah-chun
is a young woman who had returned from studying abroad,
giving off a local yet fresh image. Her naive, impractical
personality invokes both the guilelessness of traditional
Chinese culture and free-thinking ways of Western
civilisation. Resembling a hippy to some extent, Lam Ah-
chun vividly encapsulates the era’s unique characteristics.

Looking back on history, the films of every era
underwent unique developments. The comedies of the
1970s not only pioneered new cinematic styles, but
also captured the era’s evolving times and trends. Most
significantly, these films have profoundly influenced the
continuous development of Hong Kong cinema. [Translated by
Roberta Chin] [l

Sam Ho is a Museum Expert Adviser and film researcher.

‘Legends of HK Film Comedies, 1980s and 1990s’ exhibition runs from 30
May to 19 October 2025, featuring selected highlights from Plain Jane to the
Rescue (1982). For details, please refer to the HKFA’s website.
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‘City Portraits: Hong Kong Film and Literature’—
An Afterword
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Electronic displays at the exhibition showcased
manuscripts of screenplays and memorable
cinematic scenes, representing the mutual
interaction between writers and filmmakers from
page to screen.
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A wide selection of audiovisual excerpts from the Archive’s Oral History interviews featured
prominent writer-screenwriters sharing their creative processes and principles.



he connection between Hong Kong filmmaking and literature runs deep. Flicking through the
Hong Kong Filmography series, it is apparent that many Hong Kong films have been adapted
from novels and plays by Chinese and foreign writers, covering a wide range of periods and themes.
A great number of these adaptations are excellent works that have become classics of Hong Kong

cinema. The undertaking of combing through the complex relationship between film and literature to
understand their mutual inspiration is a long story indeed.

For the ‘City Portraits: Hong Kong Film and Literature’
exhibition, we focused on films from the 1930s to the
present adapted from Hong Kong urban literature. These
films were especially popular in the 1950s and 1960s, and
can be said to be representative of Hong Kong cinema at
the time. We found this a fascinating topic that was worth
further exploration.

| helped devise three short videos for the exhibition
on how the screenwriters and/or directors of three films
transformed the pages of novels into motion pictures.
The videos presented interesting details of the creative
process to enrich viewers’ understanding of the relationship
between film and literature. The featured fiims were The
Seaman and the Dancing Girl (1961, directed by Li Pinggian
and written by Yuen Long [under the alias Yan Kai)), Diary
of Monita (1968, directed by Evan Yang, written by Yee Tat
and adapted by Yang Qing), and The Best Friends (1976,
written and directed by Lee Sun-fung). During my research,
| found that these filmmakers approached textual sources
in different ways depending on their preferences and
styles, resulting in a rich variety of films—some closer to
their original texts than others. As audience, it is therefore
doubly rewarding to compare the films with their novel
counterparts.
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Our video on The Best Friends was actually the result
of an unexpected discovery. Director Lee Sun-fung was
well-known for his love of literature and for adapting many
such works into films. Hoping to find items that might shed
light on his literary views, | perused the Hong Kong Film
Archive’s sizeable collection of his notes, photographs, and
scripts for manuscripts or artefacts that could be exhibited.
In the process, | found a thin notebook that had nothing
written on its covers. As | opened it, | discovered that it was
filled with Lee’s elegant handwriting. It was a short story
with ‘1973’ written on its last page—an important clue.
Postulating that this was the year of the story’s completion,
| checked the filmography in The Cinema of Lee Sun-
fung and saw that Lee had only made two films from 1973
onwards: The Best Friends and The Devil Husband (1978).
From the character names and plot details, | realised that
the notebook contained the original short story for The Best
Friends —a thrilling discovery for our team.

According to records, The Best Friends was adapted
from Eugénie Grandet, one of French author Honoré
de Balzac’s works compiled in his novel collection La
Comédie humaine. Lee’s untitled story took the original
19th-century French tale of a countryside miser and his
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The exhibition combined multimedia installations and visual
elements to convey the unique charm of literature and film.

daughter, and reworked it extensively to fit the setting of
1970s metropolitan Hong Kong. Lee further added plot
details about stock trading and land speculation, capturing
the zeitgeist of the period. Although he never published the
manuscript, it was nonetheless a work of urban literature.
While Lee was a filmmaker rather than writer, his short story
uncovered the creative journey behind The Best Friends,
which was encapsulated in the video at the exhibition.

Yuen Long (born Yim Hing-shu), the prolific writer of
the original story and screenplay for The Seaman and the
Dancing Girl, was father to director Yim Ho. Yim recalls his
father devoting his free time to writing, on top of working at
the newspaper agency. Yuen never took time off work save
for three days during the Chinese New Year holidays. The
image of Yuen hunched over his manuscript-strewn desk,
writing ceaselessly, is etched into Yim’s childhood memory.
Coincidentally, Michael Yang, son of Diary of Monita director
Evan Yang, also reminisces in an essay (see Evan Yang's
Autobiography) about how his father used to spend all his
time in the study writing and reading. Evan Yang and Yuen
Long were contemporaries who frequently ventured beyond
authorial work. Yang wrote lyrics for many film songs, while
Yuen worked as screenwriter for numerous productions.
As if demonstrating the multifaceted relationship between
film and literature, the two passionate writers applied their
talent to filmmaking in different ways. While Yuen adapted
his own novels into fims, Yang only adapted the works of
other authors. Their literary flair permeated novels, essays,
scripts, and song lyrics, reflecting the immense creative
energy of Hong Kong’s literati of the time.

The youth romance Diary of Monita was writer Yee

-
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Tat’'s claim to fame. On top of its melodramatic plot, the
novel entranced readers with its rich descriptions of 1960s
popular culture: from fashion, cars, pop music and fine
dining, to the classy restaurants and bars frequented by
high society at the time. In his adaptation of Yee Tat’s
story, Evan Yang showcased his grasp of social and
fashion trends. For a scene depicting youngsters revelling
at a nightclub, he specified that the set should ‘look like
The Scene in the basement of The Peninsula’. Following
this clue, | looked up ‘The Scene’, and found that this
establishment within The Peninsula Hotel was Hong Kong'’s
first disco. Although the film does not fully replicate the
appearance or ambience of a disco, it is apparent that
Yang made an effort to evoke the middle-class trends and
sensibilities described in Yee Tat’s original novel. Through
this small detail in his script, Yang offered a glimpse into the
city’s exciting nightlife at the time.

Researching these three films yielded fruitful and
compelling results. The discovery of Lee Sun-fung’s
manuscript and the deep dive into Yee Tat’s novel offered
renewed insight into the value of popular literature, while
Evan Yang’s shooting script revealed his attentiveness in
recreating the vibrant modernity of Hong Kong city life on
film. Yuen Long’s transformation of his sombre novel into
a bright and optimistic film showed the infinite possibilities
of bringing text to life on the silver screen. The study of
film adaptation in Hong Kong cinema has proven to be
an exciting chapter in our continued exploration of the

expansive relationship between film and literature. [Translated
by Rachel Ng] Il

Grace Ng is a film researcher and former Project Researcher of the HKFA.
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Between Moving Image and Text:
Seminars on Hong Kong Film and Literature

Mo SRS EH RS IR - SBEHE RN 2024 F 12 5% 20255 3 B AR
I 173 =IBBE - BB (HEFE— SHEYRSHIND) FBNPSES @ AREY
B ASH - BRPEOTBERITRE o

rom December 2024 to March 2025, three seminars exploring the relationship between film
I:and literature were hosted by the Hong Kong Film Archive, inviting writer-contributors of the
monograph City Portraits: Hong Kong Film and Literature and esteemed members of the film industry
to discuss the translation of filmic image from pages of prose and verse.
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N R .. ., (From left) Kong Ho-yan, Professor Mary Wong and Eric Tsang Siu-wang discuss the
RIRZE , REBURES - "HMIRBHR - SHEERIR connection between Hong Kong film and literature.
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Yesterday, Today, Tomorrow: The Possibilities
of Hong Kong Cinema and Literature

The first seminar was moderated by Professor Mary Wong,
featuring film researcher Eric Tsang Siu-wang as well as
writer and screenwriter Kong Ho-yan as speakers. In her
overview, Wong noted the marked shift in the presence
of literary adaptations in film between two key golden
periods of Hong Kong cinema: ‘From the 1950s to 1970s,
adaptations of literary works were widespread, but the
number dropped dramatically from the 1980s onwards
despite the overall increase in film productions.’

Tsang highlighted how film adaptations of literary
works often spark debates about whether they are faithful
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(From left) Dr Natalia Chan, Matthew Cheng and
Dr Lo Wai-luk analyse various approaches to film
adaptation.

to the original material. He argued that truly masterful
filmmakers would not seek to slavishly replicate their source
material, but instead elevate it through their craft: ‘For
example, in Winter Love (1968), an adaptation of Yee Tat’s
novel, director Chor Yuen made changes to the location
and setting of the final scene, and also added more
melodramatic dialogue. His decisions helped enhance the
beauty and artistry of the film.’

Kong Ho-yan, the writer of the novel Lost on a Red
Mini Bus to Taipo, who also penned the screenplay of its
2014 film adaptation The Midnight After, spoke about his
experiences working across different forms of creative
media. Kong observed that the medium of film has its
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own affordances and limitations, and argued that a film
adaptation should not be judged by how faithfully it stays to
its source material: ‘The further a film adaptation is from its
original source, the more it stands as an independent work
of art. What we should instead examine is whether and
how the film responds to the social context of its time.’

Literary Adaptations: Strategies and
Trajectories

Film researcher Matthew Cheng, moderator of the second
seminar, was in dialogue with guests Dr Natalia Chan and
Dr Lo Wai-luk. Cheng highlighted the rich and diverse
history of literary adaptation in Hong Kong cinema, citing
the work of Lui Lun and Mong Wan—writers who ventured
into the film industry in the 1930s—as well as the enduring
popularity of flms adapted from Jin Yong’s novels to this
day.

Chan drew attention to the similar yet distinct usage
of metaphor and symbolism in literature and cinema,
describing the different approaches necessitated by the
nature of film as a medium. While rhetorical devices in
literature can stimulate the reader’s imagination, they are
not always fully replicable on film: ‘For instance, Eileen
Chang in her novella Red Rose, White Rose famously
likens diminished love to a speck of blood on the wall left
by a flattened mosquito, and compares yearning affection
to a crimson mark over one’s heart. Rather than actually
dispatching an insect on film, filmmakers have to combine
cinematography, sound, characters, and narrative into a
mise-en-scene that conveys the intended message to the
audience in the matter of seconds. This is a great test of
their ability to interpret and transpose the original text into
moving images.’

After briefly outlining examples of Hong Kong films
adapted from stage plays, Lo discussed the synergistic
relationship between literary and cinematic techniques. In
his view, literary works can adopt cinematic techniques,
such as describing scenes in vivid detail as though they
were shot on film. Lo also believes the reverse to be true,
citing Ann Hui’'s Summer Snow (1995) as an effective

SIREEAMEATH (X)) RE A (H) BRAE
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Cross-media creators Erica Li (left) and Lawrence
Cheng (right) share their creative journeys.
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example of infusing poetic effect into film: ‘In the scene
where Josephine Siao Fong-fong’s character takes a stroll
with her father-in-law (Roy Chiao) who is suffering from
Alzheimer’s, Chiao’s character sees cotton-like fluff blowing
in the wind and exclaims, “It's snowing!” The daughter-
in-law’s response gradually shifts from scepticism to
agreement. It is not only a beautifully poetic scene, but one
that depicts her inner feelings towards the innocence and
purity of her father-in-law.’

Cross-disciplinary Creation: Novels/Radio and
Film

Writer and screenwriter Erica Li moderated the third
seminar with renowned radio host and actor Lawrence
Cheng as guest speaker, in which they shared their creative
journeys. Drawing from her study of psychology in recent
years, Li observed the similarities between ‘narrative
psychology’ and the art of screenwriting: ‘Narrative
psychology is a method that helps the client come to terms
with their experiences, and the process is akin to that of
writing a script. First, they have to engage in an act of
externalisation to organise their actions and experiences as
a third-person observer. They need to analyse what “I” as
a character would want to happen next in the “narrative”.
Then they think through what changes they would like to
make to the “script” from the perspective of a screenwriter,
director, or even actor. Except that in their case, of course,
the “script” refers to their personal lives.’

Cheng, whose storied career spans over 50 years, has
thrived in a range of different creative roles. He credits his
principle of aligning his strengths and weaknesses with his
work: ‘After joining the radio station, | found that | could
better apply my talents on writing radio plays because of
my prior experience in writing for Rediffusion Television
(RTV). My radio dramas, from No Comment to The Yuppie
Fantasia, all share a commonality, which is that they tend
to start with a monologue. | think the monologue is more
effective than dialogue when it comes to connecting with
the audience, as it encourages them to pay closer attention
to the content of what is spoken.’ [Translated by Rachel Ng] Il

HFE

Lawrence Cheng
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Reflections on the Korean Film Archive’s 50th Anniversary

International Conference
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Conference participants visited KOFA's Paju
Preservation Center in Gyeonggi Province.

I—ast October, the Korean Film Archive (KOFA) held an international conference in Seoul in
celebration of its 50th anniversary. Wing Ng, Assistant Curator | (Research & Editorial) of the Hong
Kong Film Archive, was invited to participate in the invaluable opportunity to connect with field experts

from around the globe.

The conference, themed ‘Historicising Film Culture
Movements and Film Archives’, focused on the experiences
and insights of global film archives in areas of film
preservation, research, and screening, from the 1960s
to the present. Citing her work in editing Hong Kong
Filmography Vol IX (1980-1982) (Chinese version), Ng
shared an overview of the development of the Hong Kong
New Wave Movement in the early 1980s.

Prior to this conference, Ng had been aware of
the significant influence that Hong Kong films from the
1980s and 1990s had on South Korean film and popular
culture, which was affirmed by her experiences during this
exchange. Local researchers expressed their admiration
for films like The Killer (1989) and A Moment of Romance
(1990), as well as directors such as Johnnie To and Wong
Kar-wai. Ng took the opportunity to introduce her industry
peers to the works of a younger generation of directors
from Hong Kong, such as Nick Cheuk’s Time Still Turns

FEMNERZSEEERRRNTEEERZENE
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HKFA's publications on display at a local film reference
library.
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the Pages (2023) and Norris Wong's The Lyricist Wannabe
(2024).

On the second day, after a round-table discussion
in the morning, the organisers arranged a visit to the
KOFA’'s main centre in Sangam-dong, Mapo District in
Seoul. The centre’s library closely resembled a coffee
shop with its cozy interior design and ambience. The
next stop was KOFA’'s Paju Preservation Center, home to
state-of-the-art restoration and digitisation facilities. The
Center’'s immaculate office layout and meticulous workflow
processes reflected its professionalism and innovative spirit.

Ng was pleasantly surprised when she discovered
an array of HKFA publications at a local film reference
library. Looking at the faces of Hong Kong filmmakers
and industry workers featured on the covers, she was
profoundly reminded of the vital role these publications
play in disseminating and sharing the HKFA’'s work on an
international scale. [Translated by Rachel Ng] [l
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1 1/12/2024
(EFIEE) (1942)
ETMBE
The Rich House (1942)
Prof Wong Nim-yan

2 1/12/2024 & 22/12/2024
(B (1948 ) K (EXFAE) (1959)
EimaE
A Reborn Romantic (1948) &
Her Tender Heart (1959)
Prof Mary Wong

3 7/12/2024
B ) (1956)
EEHiEL
Sunrise (1956)
Dr Lo Wai-luk

4 8/12/2024
(ERAgEFEE) (1957)
BXE
The Tender Age (1957)
Grace Ng

5 8/12/2024
(HIIBREEBEY (1994)
(Z#E) RAslS - Mo
Red Rose White Rose (1994)
(From left) Stanley Kwan, Edward Lam

6 15/12/2024
(EapEi=mREC) (1956)
(%) BitmEiE - 725
A Beautiful Corpse Comes to Life (1956)
(From left) Prof Yung Sai-shing, Sam Ho
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7 29/12/2024
(HIEE) (1956)
i

AWidow's Tears (1956)
Shu Kei

8 29/12/2024
(SEIEHEGTY (1968 )
(Z#E) B ~ EEESh
Diary of Monita (1968)
(From left) Peter Dunn, Eric Tsang Siu-wang

9 5/1/2025
(RE) (1956)
REET
The Long Lane (1956)
Dr Kenny Ng

10 12/1/2025
(EEEMLE) (1961)
(Zi8 ) RENSIEL - Bk - B4R - REX
The Seaman and the Dancing Girl (1961)

(From left) Dr Kenny Ng, Yim Ho, Chang Kee-lung,

Chu Cheong-man

49 12/1/2025
GEEEZASEY (1989)

EK iy
Reincarnation of Golden Lotus (1989)
Joyce Yang

12 25/1/2025
(IEELY (1958)
(78 ) FREEEL - ERE—RIEER
(818 ) REE
The Heart-Stealer (1958)
(From left) Dr Chan Chi-tak, May Ng, Assistant
Curator | (Programming) of the HKFA
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The Post-screening Talks of ‘Dancing Between Words and Images—
Hong Kong Film and Literature’

13 26/1/2025
(EATIBER) (1952)
IS
Modern ‘Red Chamber Dream’ (1952)
Edward Lam

14 22/2/2025
(EEiB+=8B) (1997)
(Z#E) REE - HER - EEHEL
The Mad Phoenix (1997)
(From left) May Ng, Raymond To, Dr Lo Wai-luk

15 23/2/2025
E@BT@)?I% » A T RIEARAEKIEIVAL VANY
2014
(7B ) STHERT ~ BRESR ~ &73
The Midnight After (2014)
(From left) Kong Ho-yan, Fruit Chan, Shu Kei
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Interested in the fascinating
quotes from our guest
speakers? Follow us on
Instagram @hkfilmarchive for
morel!
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FREEISEL (1) 78 (BREEAD (1959 ) REEABIMESREN — - ERUREEBERNEEOSE;
EXRE (H2) BHMEEIERBEHEEED - SEMNSEIZEE -
Dr Winnie Chan (Photo 1) discusses Hsiung Shih-I's masterful adaptation of an English stage play into the Chinese
play Lady on the Roof, on which the 1959 film of the same name is based. Grace Ng (Photo 2) highlights Linda Lin
Dai's grasp of comedic timing, affirming her talent for films in the comedy genre.

€ 5/1/2025
o] BFABEM B TE (REE) (1957) —ADEIMA - M
EEAYT R - EREAN S -
Sam Ho heaps praise on Lin Dai’s dual role in Golden Lotus (1957),
wherein she shifted between starkly different personalities with

IB#IE % -Keris EZRAABIRAE) - | impeccable skill

Courtesy of Cathay-Keris FilrE§ Pte ;’,t(ﬁ

[ RERER—KAT - BENRE] B
The Post-screening Talks of ‘Morning Matinee—
Love Without End: The Screen Diva Lin Dai’

| R R BIR SR NS 2 ER S =
1O Licénsed by Celestiat-Pictures Limited All RightSia
Reserved

@ 12/1/2025 © 14/2/2025

ERBIELES (TESRE) (1961) BHENEEEX "2ERNE BRI (RLREH) (1961) SEMEE—IEMBELHNKRESR - B2
i BEh#TRARCERS CHRZBRATEXNSIEBHSR - W FRETEAI R I E RIEARMERE LGB B NG T EEHIERE -

Dr Angela Law describes Les Belles (1961) as a quintessential Hollywood- Grace Ng reflects on Lin Dai’s sole wuxia film performance in Meng Lisi, Maid of
style backstage musical, captivating audiences in a utopia filled with the Jungle (1961), in which she deftly portrays a complex heroine who is both a
beautiful characters, costumes and sceneries. dashing fighter and romantic lover.

@ 28/2/2025
BEERR (KBRR) (1958) NIRIREARMRIRIRNE - BN
ISEREIN TSR E
Winnie Fu comments on the abundance of expressionistic elements in
Humiliation for Sale (1958), praising the film for its well-crafted mise-en-scéne.
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(From left) Dean Shek, David Pang, Gordon Fung Ping-chung, Karl {JakayNgiSiu=chan,
Raymond Wong, Eric Tsang, Sam Hiljj Lawrenceillotiey.
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The ‘Commander-in-Chief’ I Know—
Mr Gordon Fung Ping-chung
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| BRMPMEETR
Mr and Mrs Gordon
Fung Ping-chung and
their children
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(Front row, from left) Gordon Fung Ping-chung and Tsui Hark; (back row, from
left) Peter Fung Wai-chang and Weldon Fung Wai-yuen
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In addition to donating his film collection to the Hong Kong Film Archive, Mr
Gordon Fung Ping-chung also contributed film copies to the China Film Archive
under the name of Capital States Company Limited.
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A group photo of Mr and Mrs Gordon Fung Ping-chung (1st right and 1st left)
and Mr and Mrs Chow Yun-fat (2nd right and 2nd left)
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n March 1997, Mr Gordon Fung Ping-chung (1933-2025)—whom we affectionately call Uncle

Chung—donated the film copies stored at the Green-View Theatre in Tsing Yi to the Hong Kong Film
Archive. This donation was personally managed by his son, Mr Peter Fung Wai-chang. From then on,
a quiet and close bond between the Archive and Uncle Chung gradually began to form.

(Z#B) Rl - BEEEXENEERREE
(From left) Gordon Fung Ping-chung; Priscilla Chan, Head of the HKFA

Uncle Chung comes from a family deeply rooted in
the film industry. His father, Mr Fung Ching, managed a
cinema and was also involved in film investment. Uncle
Chung was born Fung Ping-chung (with a different Chinese
character for ‘Chung’). In his youth, he was a high jump
athlete at school. He later changed his name to Fung Wan-
chu, a decision that drew stern reprimand from his father.
When reflecting on his father, Uncle Chung would always
express profound respect, often remarking that he held his
father’s teachings on conduct and interpersonal relations
close to his heart. He would frequently quote his family
motto: ‘Cultivating oneself is not for fame or legacy; in
one’s endeavours, one should always consider the benefit
of others.” True to his words, Uncle Chung demonstrated
magnanimity in matters great and small. Moreover, he
would generously share his insights and experiences with
juniors like myself, from which | have greatly benefited.

Why ‘Commander-in-Chief’?

The nickname ‘Commander-in-Chief’ originated as a light-
hearted joke from Mr Lawrence Louey, a business partner.
Uncle Chung was a modest man who never allowed his
presence to overshadow the top brass. He was personally
involved in nearly all of the company’s business affairs.
Whenever there was a need to coordinate film matters, Mr
Louey would ask Uncle Chung to step in and handle the
negotiations.

At the celebration banquet for Aces Go Places (1982),
Ms Nansun Shi met Uncle Chung for the first time and
was somewhat puzzled. She quietly asked Mr Louey,
‘Who is the person who often chats with us and gestures
as if he’s in charge? He seems to have authority, yet also
seems to have none.” Mr Louey smiled and replied, ‘He
is the Commander-in-Chief.” Uncle Chung smiled too and
said, ‘People treat me as the big boss or Commander-in-
Chief, but that’s not really the case. However, everyone
kindly uses this nickname, and over time, it almost feels as
if | truly am the Commander-in-Chief. In truth, | have never
officially held such a title.’
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This tongue-in-cheek title is testament to Uncle
Chung’s influence in the film industry. It reflects his unique
character—modest, humorous, yet dignified. Over the
years, he quietly contributed to Hong Kong cinema, politely
declining nominations by many filmmakers for industry
contribution awards, while maintaining his modesty and
composure.

Rules Can Be Changed

When mentioning Uncle Chung, one must recall his role
as a witness to and active participant in the most glorious
era of Hong Kong cinema, as well as an indispensable
driving force behind it. In the early 1970s, he was the first
to challenge the rule that imposed a fee on displaying
promotional film stills in cinema lobbies. Uncle Chung
reasoned that if foreign films were exempt from such
charges, Hong Kong films should not be subject to them
either. As a cinema manager, he took the initiative and lead
by example, ultimately ensuring the abolishment of the rule.

(Z£8) /X - BE - BFRM - femsE - T - AR
(From left) Dean Shek, Karl Maka, Gordon Fung Ping-chung, Nansun Shi,
Lawrence Louey, Ng Siu-chan

(Z£#8) 24 - /7% » BRI » FFEX
(From left) Gong Li, Tsui Hark, Gordon Fung Ping-chung, Michael Hui




Aces Go Places

In 1982, Uncle Chung released the film celebrating the
Chinese New Year Aces Go Places on Saturday, 16
January—distinctly earlier than the conventional release
date of Thursday, 21 January. He made the unusual
decision to screen the film across three cinema circuits:
Golden Princess, Grand Ocean-Park, and Isis. That year,
the Chinese New Year’s Day fell on 25 January. This
strategy of preemptive release and muilti-circuit screening
helped Aces Go Places become the highest-grossing film
of the year, maintaining its position as the top Hong Kong
film in terms of box office attendance for decades, until it
was finally surpassed by The Last Dance in 2024.

North American Circuit

In the mid-1980s, Uncle Chung joined forces with his
partners Mr Lawrence Louey and Mr Ng Siu-chan to
establish a new North American cinema circuit across
five major cities in the United States and Canada—
San Francisco, Los Angeles, New York, Vancouver, and
Toronto—bringing Golden Princess films to overseas
markets. Prior to this, the North American screening rights
for many Hong Kong films were sold at low prices (around
US$5,000), and many acclaimed works fell under the
radar due to lack of promotion. Uncle Chung understood
that the audience for quality Hong Kong cinema extended
beyond the Chinese community, and he was determined to
broaden the market accordingly.

In Vancouver, he deliberately chose a location outside
of Chinatown to open the Golden Princess Theatre,
breaking regional boundaries and reflecting an open
and forward-thinking business philosophy. The cinema
introduced marked seating to ensure orderly viewing
experiences, and pioneered ‘midnight screenings’ to
offer entertainment for those working late hours. These
initiatives not only revolutionised cinema operations but
also demonstrated Uncle Chung’s thoughtful consideration
and keen insight into audience needs.

(Z£#E) BRMP - HEFEETLENEERWNEE  XE=FHES
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(From left) Gordon Fung Ping-chung; Richie Lam, then Head of the HKFA; Jack
Lee Fong, founder of Palace Theatre in San Francisco

Gold Will Always Be Gold

In 2012, we accompanied Uncle Chung on a trip to San
Francisco to collect his treasured film copies distributed
to North American cinemas. The visit proved highly fruitful,
and through it, the Archive also made the acquaintance
of Mr Jack Lee Fong, enabling the acquisition of precious
films from the 1930s and 1940s (see ‘Mr Jack Lee Fong
and His Time Capsule’, Newsletter Issue 66). Uncle
Chung’s donation of over 1,200 film copies set the record
for the largest personal donation to the Archive.

He often said, ‘Materials donated to the Archive are
like gold—gold will always be gold, and can even turn into
diamonds.” He would never have allowed these cinematic
treasures lose their lustre due to poor preservation. His
cherishment and passion for films are truly moving. His
words and sentiments are immortalised in the Archive’s
10th anniversary interviews and remains vividly memorable
to this day.

(ZE#B ) SREES ~ $ERBAT ~ BRI
(From left) Leslie Cheung, Cherie Chung, Gordon Fung Ping-chung

Unfinished Masterpiece

The path paved by Uncle Chung for Hong Kong cinema
is like an exquisite scroll painting that unfurls to reveal
his foresight and passion. There are countless stories
of filmmakers who have flourished under his guidance,
beyond what words can fully express.

We are grateful to Uncle Chung for projecting the
briliance of Hong Kong cinema onto the global stage and
opening a window to the world for the Chinese-language
film industry. We also deeply appreciate his selfless
support and trust in the Archive. Uncle Chung, thank you
for your unwavering care and protection of your family and
close friends.

The camera slowly pulls away as the sun dips below
the horizon, bathing the frame in a warm, golden interplay
of light and shadow. Your wisdom is engraved upon our
hearts, coming to mind when we seek guidance—much
like the timeless cycle of sunrise and sunset. On 4 May
2025, you took your final bow in this world, leaving behind
an enduring legacy. Your light softly cuts through the
darkness, guiding us forward on our path. As the frame
slowly fades to black, and the credits gently roll—‘Forever
Remembered.’

Priscilla Chan is the Head of the HKFA.

Some of the photos were provided by Mr Gordon Fung Ping-chung’s family.
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In Everlasting Memory of ‘Commander-in-Chief’,
Mr Gordon Fung Ping-chung (1933-2025)

You left behind

An enduring legacy

Guiding us forward on our path
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