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BEFEREHEERER
A young and dashing King Hu
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[ first got to know Ng Wui and Chor Yuen as great actors when | saw them perform on the box. It wasn't
until years later that | came to realise they had been big-name fim directors before they branched into
television. King Hu, the director-in-focus for this issue, was another master of all trades who excelled
in acting and art. In the upcoming months, the Film Archive is exhibiting his paintings plus the fims he
directed and acted in. We are also honoured to have invited veteran actor Shih Chun and animation
director Fung Yuk-sung to write on their mentor.

While our progralmmes, publications and archival gems easily gamer the limelight, we owe our
thanks to the unsung heroes who are toiling quietly behind the scenes. For instance, whenever any
new acqauisition is made, our Administration & Venue Management colleagues have to sort out storage,
followed by our conservators who take care of preservation and safekeeping.

Over at the Resource Centre, in addition to serving the public day in and day out, our colleagues
are constantly going about an enormous volume of cataloguing work. Last but not least, the Systems
Unit, who manages databases for the hundreds of thousands of holdings, plays a central role in the
daily functioning of the Archive as a whole. Much like the attention we pay to the entire crew of each
film project, the little-known heroes behind the scenes are the ones who made the Archive what it is
today. [clkwok@lcsd.gov.hk]
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IREEFE (ZUEM) BREE
Raining in the Mountain set drawing by Director Hu
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Remembering Director King Hu

A% Shih Chun

g8 | Programme R

IR 8

Dislogue in the Mountains===—=5"=

ks FAREBER (WPEF) (1979) R (ZEWEBW)Y (1979) MEEHF - HEAZHMAT RS EEERIBRE

BB T —E0EN - ZSEEMXA

TN —
BeE™ °

Z2EITFER - BEEINROUNHBIE - BEBETEQMHER - =EE

FER—IREE - MIFIRKEZZNBIEEEHOVER - WERIGH IR B EFBPIICENPERIRERERE -

£ AWPBFH) P
BRREEMRLER (1FE
g ) 288 "TIRENE
(fR¥8L) - ORFFRYD
RAUSEST - AR
BUDEREE - BRZER - B
BT TERIEE
WHISREBRM - £ T8
IREEHNEEMLBREE
&6 0 PIROZKER ~ TDYDEBAR
FE o @BMRRAE - NHEIAKRSEY
B tASRMEE—F N5 &
PR FIRUREIFIITHT F R - Wit
8%  oRETE ~ R4~ 7N~ RN
A7 BREREM S —EB/NMES
78 o MINSRNTERAEM - BFL
PRARAETEEREY T HEE, o

HERSRERE - (2B RENEF A&

B RBORAMARTENKER 3

IWRAER » EHAOMESBRT
E5RE - BB ©

BRRERPSREGKEMIL
SKmE LN~ EEEH >~ SHE
B 2R (RS ~ CGhE8
T ATIRISEVRI TR0 @ #BEISIA
A - BRAXKEZ RS HOVERS -
EEABINASRRAT SEHBE
% RFLERAERESRAXESR

P, #
':__-
7
P\ sl

7

Y L

Es  ARXTHRESBOERS |
B2 LEREEAE » thR A S
215 tAEERE "HERMN, o

B—XDREMEMERSEE™E
e - SASIRIR S LB @ BhE X B
33 eVIMEANS - FRID—20EB -
EETF 0 RIFENIZERB RIS
& AXBISSB0E - HREBED
FEPIgl - SAE)BRIUFRBT @ BEIKD
SRR BZETR : " OERR—IZE
SO AS/E R D EROVEIRL 2 1 X
OfE @ "SHENBRAZEZEE
RTEZRE ! |

TAEBRRED  EER T "WR
BERBLOKE  XEEFL2INE
NZHFT  EREKE  KEENE
2 TS BETRONERED
ABEREBRONAZ  DARAE—NR

(b EH) hMAREERNE (BAZR) ; REMEREGE (Ba4xiE)
(Above left, from left) Shih Chun and Sylvia Chang; (above right, from left) Madame
Zhang and Hsu Feng in Legend of the Mountain
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(BRzz) WISEEEREN R $A8E (AiHiA— ) ES
EAEAE  HEE  BEHASE-ARZHHAADEIE -
Shooting A Touch of Zen at the International Film Studio in Taiwan.
King Hu (foreground, 2nd left), Executive Producer Sha Yung-fong
(background, far right) with the leading actors and other crew

ack when we were shooting Legend of the Mountain (1979) and Raining in the Mountain (1979) in Korea, teacher

King Hu and | spent an entire year together. And all that | learned, I’ll never forget. The whole team migrated from
one city to the other, following filming locations, but wherever we were we all stayed in the same hotel, and because we
couldn’t quite adjust to the Korean diet, we often accompanied each other to Chinese restaurants in the area.

Veteran actor
Rainbow Hsu, whom
we called ‘Madame
Zhang’, played the
mother of Melody
(played by Hsu Feng).
Madame Zhang was
a gentle woman and
an excellent cook.
Because her part
was relatively small,
Madame Zhang would
often explore the
local markets in her
time between work
and buy ingredients
to make us snacks
in the kitchens of the
lodging we stayed at:
dumplings, hand-sliced noodles, etc. On
occasion when the weather conditions
were poor and there was no shoot for
the day, Director Hu would also flaunt
his culinary skills and make marinated
foods like pig's liver and knuckle for us to
munch on. So because of this, Director
Hu, Madame Zhang, Hsu Feng, Sylvia
Chang and | naturally became members
of our own little foodie club. And since
the director's room was always more
spacious, it became our staple mess
hall.

Eating Madame Zhang’s tirelessly
and carefully prepared home-cooked
food in Director Hu's room, allowed us
momentarily to forget that we were in an
alien place, to put down that homesick
feeling.

After every dinner, Director

(UhEE) ERERE

Legend of the Mountain was filmed in Korea.
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Hu would tell us
historical stories,
give us interesting
titbits of common
knowledge, share
his insights on food
around the world, or
what he'd found out
from Time magazine
or Newsweek. He
was a charming
storyteller and we
would be captivated;
this would go on
till late hours of the
night, and almost
every time it was me
who would remind
the director that we
had an early shoot the next day, before
everyone finally went back to their own
rooms for bed. It was much the same
even if we were dining out; the stories
would keep coming.

Once, our team was having
dinner in the director's room. He'd had
a bit to drink and, again, launched into
great conversation after dinner. As
usual, I checked my watch and played
the bore to remind everyone of the
early start in the morning. When we
were leaving for our rooms, Director
Hu called me over to sit for longer.
He asked me, ‘Shih Chun, how many
people’'s perceptions do you think can
be influenced with one film?’ | replied,
‘Many thousands, probably!’

Hu nodded, then said, ‘If one
makes an effort to achieve the best,

and the flm company fully supports i,
a film made with that ideal of pursuing
truth and perfection should be able to
impact ten, or even a hundred times
the number of audience members of
an average movie. A serious, carefully
sculpted film should be able to live
on through generations and become
learning and reference material for
the filmmakers and film academics
generations on.’

He believed the art of film was
boundless. A movie that represents a
country, a nation, a culture, can also
be appreciated by all countries and
cultures around the world. | am fully
convinced of this.

After our chat, | went back to my
room and lay on the bed, recalling the
film he directed for Union Film Company
in Taiwan, A Touch of Zen (1971). In his
chase for perfection, the fim took a total
of three years and six days to complete,
earning Director Hu his reputation of
being the meticulous one in the film
industry. At the time, the shoots for
Legend of the Mountain and Raining in
the Mountain in Korea were also fimed
carefully and deliberately in the name of
perfection, thus making slow progress.
This truly gave me a deep sense of Hu's
hopes, that his films would forever pass
on to generations to come. (Translated by
Diane To) ll

Shih Chun is a renowned actor who starred in
many of King Hu's films, including Dragon Inn
(1968), A Touch of Zen (1971), etc. He won the
Asian Film Festival Best Actor Award for The
Wheel of Life (1983).



King Hu with His Brush
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Ink painting inscribed
with a poem by ‘Poet
Transcendent’ Li Bai

FEEE Fung Yuk-sung
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tAEREEEF
Paintings by the scholar-director

FERR (GRPEB) REREERE
Sketch of the opening credits in animated
feature, Zhang Yu Boils the Sea

RIS tRBIEBE IERTIBA
ISRV RISt - BB —IRBARE
KEVTRR - EEILRANRFIERE
RIETERE  EREIR - S2HER
FE—IRNEERIF - tRIRBWAEY
AIBERRE - SBEMRLOBIEE °
B 1984F 5 BHEAEIR 2B - &
SBEHEESI S BHITEER © 7
WARBVEVBEESRERIS - E2VHRE
HEIRSROVFRZ T RPEANESE
BIFERRD - JIBRREER[E -
L ERRIRIR NESENFHRARER
BESTAX ° AP IRBIR_+XFRINEB
BIBE - WEEEMSTA  FPIFLAL 3
—RIBFEMBENBRSIRSE
3o

HERBT I —HMERREFH
EARERANE ~ TIEZRIETIER
8 - EP AN —EHE - HEE—E@
IBROVMED - DE—HIE—R\TE
PEED  19EEARRIBERREA
MEVBERE AR ATV HBEER © 38
HETRE RN PIEE LA EIRE
FPhEe  RERIERZSAER
S ARNENBVEE ©

AE R FRIE S KENLIDE
ERBUGES @ BREBGSHWTIR
s £ o —RRARFFHREARSEL ALY
BER—IIITEPRHEREFTEIA
SRBHREEK - HEEI5165%03 3 tA
RO IZE - BRZE - KRB
BIAEEMMEKVIERNEBIRS
BEERAERERMALNAER
RANRMEHNEESRE  ABLHIUE

63 HKFA Newsletter November 2012

Sketch of the dragon palace in Zhang Yu Boils the Sea
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(ZELEM) BREE - EBELEENER
Set drawings for Raining in the Mountain evince a

scholarly touch.

he new genre of wuxia films created by master director King Hu has left the world of cinema a richer place. Layered

with Chinese literature, history and philosophy, elements of many traditional Chinese arts permeate Hu’s films, giving
them the heightened aesthetic value so appreciated by film lovers.

King Hu never tired of learning,
nor of reading, thinking or writing. Over
a lifetime, he absorbed a range of art
forms that enriched his own cinematic
language. But what put King Hu on a
higher plane than other directors was
the fastidious pursuit of his aesthetic
vision. He left behind a large number of
storyboard drawings, film art designs,
animation designs, comic creations,
sketches, ink paintings as well as
calligraphy. These treasures now form
an indispensable part of the artistic
career of this Confucian director.

King Hu was born to a scholarly
family in Beijing. He was an enthusiastic
reader as a child and grew up with
poetry roling off his tongue. His mother,
from an elite family background,
was skilled in garden and landscape
paintings, which in tumn gave King Hu his
touch in drawings, paintings, calligraphy
from a young age. He made a living
drawing advertisements when he first
came to Hong Kong, until he became a
set decorator in a fim studio. And that's
where it all began: from decorator, to
actor, to scriptwriter and finally, master
filmmaker.

Much like Kurosawa Akira, Sergei

Eisenstein, Federico Fellini who would
draw their own film production sketches,
King Hu also insisted on completing
the details of his productions, from
storyboard drawings, set designs to
costumes and props. As for scenes
that call for calligraphy, such as plagues,
signs, notices, couplets, even movie
posters, titles and credits, it would be
no fun unless he penned them himself.
Filmmaking is a medley of many arts
and King Hu never tired of incorporating
the multitude of artistic talents in his
repertoire into his films.

Looking at a few captioned set
drawings King Hu sketched for Raining
in the Mountain (1979), it leads the
imagination straight to the director’s
Creative state at that time. A picture of
pines, with a stretch of mountains in
the background, has, ‘Sunshine in the
background of the rain, if someone
can walk through, then add a few
shots’ marked on the left. Another,
depicting four lotus leaves with three
lotus blossoms, says, ‘...one lotus petal,
and various angles of blossoms, rain
pattering on the blossoms, the blossoms
sway.” Another bit writes, ‘Wenan, Baihu,
Jinsuo, Ri Chufeng, Yunhai walk over,

use slow motion.” From these pictures
and texts, one is reminded of the story
of Ni Kuang recalling King Hu observing
clouds in Tienhsiang, Taiwan (refer to
the September 2007 issue of Ming Pao
Monthly). King Hu said to Ni Kuang,
“...'m thinking, should | shoot when the
clouds fill up the valley? Or when they
are half spilled in? Or when they first
begin to crawl in?’ ‘Been here seven,
eight days now, every day I've watched
the clouds transform a million ways, |
just can't decide.” This laborious cloud-
watching attitude, this meticulous way
of setting up a scene, paints a picture of
exactly how the director’s creative state
comes from visions deep within. Just as
traditional landscape ink paintings at the
beginning of Song dynasty developed
from a selfless state to a selfward state,
Hu mastered the artistic evolution in
refining inspirations taken from the
external world with inward reflection and
rumination. Here, rolling clouds and
stretching hills are no longer a chronicle
of nature, but materials, purposefully
chosen for the needs of a cinematic
creation, at the service of a plot's
development as well as the characters’
inner psyche and external movements.
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As for the character modelling
and set design of the animated
feature Zhang Yu Boils the Sea, this
was painstakingly created by King Hu
from 1983 to the spring of 1984, in a
top floor apartment in Taipei. For this
animation co-produced with Wang Film
Productions, he bought hundreds of
reference books on marine creatures
and made a marine creature catalogue
that took up three drawers. Hu read up
vastly on the topic, leading his team
to study oceanic life and environment,
and personally penned the dozens of
character models and set designs.
This was a relatively large-scale
project — King Hu'’s first animation.
He was enormously enthusiastic and
had great expectations as he happily
spent days and nights, sweltering in
the Taipei heat, creating this feature. |
was invited from Hong Kong to Taiwan
by Hu as the executive director for this
film in early May, 1984. | was moved
by his passion and seriousness, and
had sincere hopes to contribute to
a Chinese animation under the lead
of director King Hu. Unfortunately,
after about six years of efforts were
put in, a lack of funding meant the
film was never finished. This was
Hu’s pioneering ambition some 20
years ago. Had it been successfully
completed, we would have been the
spearhead of the marine-themed
animation trend.

The stack of sketches King Hu

3
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left behind were mostly put together
on the road, between and after work.
The vividness of each expression of
a character, each detail of a set, even
down to each little flower, is a taste of his
exhaustive acuity in observing people
and life. Perhaps this can tell us how
Hu was able to make his characters,
costumes and scenes so convincing
and moving.

In his later years, King Hu began
creating a lot of life comics and poalitical
cartoons, which were published in Hong
Kong and Taiwan newspapers and
magazines. The average person may find
it difficult to connect this distinguished
wuxia director with these cynical
comics, but in fact, they show precisely
the depths of Hu's thoughts and the
heights of his ideals. Wixia films depict
the ideal realm of freedom Hu pursued,
while comics were an expression of his
compassion and responsibility towards
society. The penetrating satire of palitical
figures and mockery he made of the
pathetic ignorance that dominated life
was created out of his concern for
society. Be it about political characters
or the unknown average joe, a certain
meaningful, Chinese-style humour
always shone out of his comics, giving
one the feeling of both warmth and
helplessness. It is almost as though
one can feel his pounding pulse as he
observed and pondered over modern
society and palitics.

King Hu enjoyed writing. His

ETRBRALERE -
EEER

A cross-section of
society in life comics

penmanship had the handsomeness
of Su Shi's, the elegance of poet Mi
Fu's, the wildness of Chairman Mao’s;
his characters had a uniquely romantic
form. He scripted many tablets since
childhood that grew into a distinct style
of his own, emanating a strong sense of
individuality just as his films do. Tracing
Hu's calligraphic works mostly crafted
in the 1990s, one can get a glimpse
into his state of mind as he aged and
see the cynicism of a man seasoned
by the cold realities of life. Hu quoted
Su Shi's open-minded attitude, poet
Cheng Hao's introspection, and penned
the helplessness expressed by author
Cao Xueqjin, the enlightenment seen by
philosopher Shao Kangjie as well as the
sublimation understood by Tang poet Li
Bai. In these lie a wealth of codes that
unravels the complex mind of King Hu
in his later years; they send a lamenting
chill of sadness and loneliness down the
necks of his followers.

Viewers and commentators have
pointed out hints of asceticism in Hu's
productions. His heroines are mostly
asexual and his films intentionally avoid
showing romantic love. Hu's view
on romance was very Chinese, very
traditional. In my possession | have an
ink painting of Hu's that illustrates the
love between a man and a woman;
the upper half of which writes a poem
by Li Bai about a couple drinking
amongst blossoms on a hill, one cup
after another, after another. Drunken,
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Political figures come to
life in cartoon portraits.

he sleeps and the lady leaves, only to
come back the next morn with music
for his ears. The subtlety swelling with
deep affection is how King Hu portrays
love in his films: an elevated sense
of feelings and moods. Obviously,
emotions of such class cannot be
compared with the sexual desires
played out in erotic films.

Romance in King Hu's films is
sublimated to a sacred place; characters
go through retribution and atonement to
reach beyond mortal fetters. The most
classic case is heroine Yang Huizhen finally
following Budadhist master to be rebom in
Nirvana; female thief Baihu also shaves
her hair to join a monastery in the end. As
Hungarian poet Sandor Petdfi famously put
it: ‘Life is dear. Love is dearer. For Liberty,
both can be given up.” This seems to fit
the loyalty and sacrifice King Hu had and
made for cinema: he passed with regret
in the failure to complete a film project that
had lingered in his heart for decades, but
through the art form he reached Nirvana
and left the cinematic world a glorious

torch of briliance to guide us along the

way. Perhaps right this moment, he is
meditating on a floating cloud, watching
us scramble through mortal life with a kind,
yet cheeky, smile. (Translated by Diane To) M

Fung Yuk-sung is a veteran animation director, and

currently Director of Creative Design at Qianjiang
College Art School of Hangzhou Normal University.

Special thanks to King Hu Foundation USA &
Chinese Taipei Film Archive for loaning us the
calligraphy on the cover and the drawings on pp 6,
8&09.
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In addition to screenings from September through November, ‘Father & Son: Two
Visionaries of Cinematic Dreams — A Tribute to Set Designers Chan Ki-yui & Chan
King-sam’ also came with seminars and workshop. (Pic 1) The first seminar,
titled ‘Set Designer: the Unsung Hero of Cantonese Cinema’, was held on 30
September. The host Shu Kei (1st left) spoke to audiences together with (from
right) seasoned art directors Wong Yan-kwai and James Choo, as well as Honkaz
Fung from the Cantonese Cinema Study Association. Wong and Choo recounted
their experiences working with Chan King-sam and another veteran set designer
Leung Chi-hing. With excerpts from several movies credited to the Chans, the
speakers examined how the father-and-son team worked on colour and black-
and-white films and what set their designs apart.

Wong Yan-kwai, Shu Kei and Honkaz Fung went on to talk with the
protagonist Chan King-sam (Pic 2, centre), at the 4 November seminar titled
‘Over Half a Century of Great Set Design’. Chan’s wife (1st right) and family were
also in attendance. A straight shooter and a good talker, Chan was greeted with
gales of laughter as he continued to speak alongside the film clips running on
the screen. Set designers are among the undersung heroes who work tirelessly
behind the scenes. And among these heroes, this father-and-son duo are surely
true professionals who leave nothing to chance.
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Fei Mu’s Confucius is the first restored classic the HKFA has released
in laser disc. Executive produced by Po Fung, the DVD also features
interviews with film workers and scholars, as well as an information
pamphlet and postcards. Priced at HK$105. Available now.
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Fei Mu's Confucius (1940) was shown on 6 October
during ‘The Confucius Week’ at Hong Kong Baptist
University. HKFA Research Officer Po Fung (right)
spoke to the audience at a seminar together with the
host, Prof Lau Chor-wah.
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The Hong Kong Film Archive is always striving to make archival gems readily accessible to more people. While
showing films on the big screen makes for a better viewing experience, laser disc is a distribution channel that

reaches far and wide. That’s why many overseas archives are releasing DVDs for film titles that are culturally significant

with yet less commercial appeal.

And in response to audience
requests that archival holdings be made
available on discs, this year the HKFA
is bringing out its debut DVD — Fei Mu's
Confucius (1940). This restored classic
generated widespread interest upon
its release in 2010, and the acquisition
process itself was as winding as a fim
plot.

With regards to the fim, Ms Wong
Ain-ling, the former HKFA Research
Officer, had conducted an in-depth
study and compiled her findings
into a volume. The current DVD is a
continuation of her work, featuring
interviews with film workers and scholars
in a quest to project a fuller picture. We
are most privileged to have invited Wei
Weli, female lead of Fei Mu's signature
piece, Spring in a Small Town (1962), 1o
say a few words in the opening greeting.

During the making of the DVD,
| rewatched the film almost a dozen
times to proofread the subtitles, and
pored through all materials to make sure
everything was in order. Here are a few
of my humble observations which hadn't
been discussed before.

Kong Zi versus Kong Fu Zi

The first point is the different ways
Confucius is addressed in Chinese.
Both 'Kong Zi' and ‘Kong Fu Zi' refer to
the same person but convey different
nuances. ‘Kong Zi’ conjures up the
image of an uncrowned emperor, a
politician or a thinker, while ‘Kong Fu
Zi" highlights the saint’'s identity as a
teacher. This is what Fei Mu said in the
film brochure: ‘Confucius falled miserably
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in politics; his work in cultivating a class
of scholar-officials failed to produce a
single remarkable politician. What he
had established, though, was a moral
education system that was uniguely
Chinese.’ Jin Xinmin, Confucius’
producer, recalled how the film came
about: ‘Throughout Chinese history,
those who deserve most respect are
not necessarily emperors but educators,
and Confucius is the most famous
among them all.” (Interview in the DVD).
From the Chinese film title and the
director and producer’s accounts, one
can tell Confucius meant to portray its
title character as a moral edifier.

The Three Disciples

A teacher’s story can’'t be complete
without the students. It is the students
who can really tell the greatness of their
teacher. In Confucius, the teacher has a
large following, with Tse Loo, Yen Huei
and Tse Kung as the staples.

As per The Analects, Tse Loo
is the most distinguished character-
wise: he’s the only student who would
confront Confucius, and eamns in retun
the rebuke from his mentor. But such
arguments only serve to reflect the
strong bond they share with each other.
Yen Huei is another notable disciple in
The Analects. Confucius always thinks
highly of him and is grief-stricken when
he dies. The three disciples bear a
resemblance to the adored apostles of
Jesus Christ: Peter, James and John,
most notably in the opening scene with
Confucius and the trio standing in the

foreground and the remaining disciples
at the back. This is not unlike a Chinese
adaptation of Sermon on the Mount.

Yen Huel is also a central figure
in Confucius.
this character, the film features 'Yen

In order to flesh out

Huel's benevolence’, a sequence not
In The
Jiving on

documented anywhere else.
Analects, Yen is described as ..
a bowlful of rice and a ladleful of water
in a squalid lane. A meagre existence
intolerable to most, but not to Huei who
remains joyful as ever.’" Unlike what is
just said, Yen in the film would even
starve himself to give his food away to
the needy. On the screen, Yen rarely
looks joyful but pensive — it is his mentor
and others whom he’s worried about.
He, in the film, embodies the virtue of
benevolence.

Tse Loo stands out among all the
disciples. The director selected historical
material of his glorious death for the
State of Wei, during which he would tidy
his hat the very moment before he falls.
In this climactic scene of the film, his
heroic properties and moral calibre are
brought vividly to life.

Tse Kung, according to history,
is the ablest among all disciples, most
noted for his accomplishments as
a diplomat. He however is the least
important among the Big Three. That is
part of Fei Mu's creative intent, whose
focus lies in Confucius’ achievements
in moral education. As such, an able
disciple as Tse Kung doesn’'t come
across as that able in the film, while little
is said about Tse Loo's statesmanship,



but instead his fearlessness in face of
death. Taking into account the film’s
production year, Tse Loo’s subplot
counted more than ever, with which
Fei Mu paid special tribute to those
who sacrificed their lives during the
war efforts against the Japanese.
Confucius’ success in nurturing such
disciples indicates his success as a
moral exemplar. His achievements are
summed up at the end of the film, as he,
Yen Huei and Tse Loo march forward
with ‘A Paean to Confucius’ playing in
the background.

Anocther narrative device related to
the role of educator is the tree. Toward
the end, Confucius, under the shade of
a big tree, imparts on his grandson the
doctrine of dying for humanity. As the
Chinese saying goes, ‘It takes ten years
to nurture a tree and a hundred years to
nurture a man.” The shade is indeed a
representation of a great educator.

Not Yet Final
While rewatching Confucius, | had some
‘doubts’ which eventually brought me
new insights about the film. Mr Sam Ho,
the former HKFA Programmer, says in
the DVD interview: ‘We don't consider
the present restored version as final, but
only a preliminary cut.” | agree with this
entirely. Wong Ain-ling pointed out that
the existing copy is not the original 1940
release print, but the re-released version
in 1948; and the loose footage is thought
to have come from the 1940 print while
putting together the 1948 print. The
HKFA staff sought extensive references in
inserting the break-off scenes back into
the main body before the current restored
version was completed.

Nonetheless, having the loose
footage incorporated doesn't mean that

the 1940 original cut has been revived
in its full splendour. Wong Ain-ling noted
that the scene of The Empire at “Peace”,
as written in the film brochure, is missing
in the current print. During my research,
| found a one-second black-out in the
scene ‘When a gentleman dies, he is
not exempt from wearing his hat,” in
which part of the line spoken by Yang
Hoo was cut out for reasons unknown.

Another point | want to make is
about the scene when Confucius is
compiling the Spring and Autumn Annals.
Midway through the scene, there is a
shot of Tse Loo sharpening his sword. At
the time, Confucius and Tse Loo are in
Separate states of the empire. The shot
in question might have been a result of
parallel editing, yet given that all the other
scenes in the flm show clear sequence,
it is unlikely that Fei Mu would have
meant to slip in this shot from a separate
time and space. This shot, in my opinion,
ought to be placed in the scene I will do
my utmost to help,” when Tse Loo swears
to defend Wei. According to the film
brochure, this segment is not supposed
to be located as it now is, but before
Confucius starts compiling the Spring
and Autumn Annals. | suspect that during
the making of the 1948 re-released
version, this shot was misplaced behind
the Spring and Autumn Annals scene. Of
course, this is just my own deduction
and remains to be proved. So in the
DVD, we pay due respect to the state
of the original material and release
the film in the present order. My wish
is that new evidence could be found
to either refute or justify my observation.
Here, | am just putting forward a question,
not a conclusion. (Abridged version translated by
Elbe Lav) M

Po Fung is Research Officer of the HKFA.
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Hong Kong Memories in Cinema (DVD
and catalogue) was released earlier this
year by the HKFA in collaboration with
The Centre for Humanities Research,
Lingnan University. In this connection,
a book launch cum seminar, titled ‘100
Years of Hong Kong Cinema’, was held
at Lingnan University on 5 October.
Winnie Fu (2nd left), HKFA Programmer
and Chief Editor of the volume, together
with contributing writers (1st & 2nd
right) Ben Wong, Mary Wong and (1st
left) Matthew Cheng, expounded on
how Hong Kong films from different
eras were keeping pace with changes in
society. They also showed scenes from
the DVD while sharing their thoughts.
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The soft-spoken Jenson Ho at-our interview

very now and then the Acquisition Unit will receive a call from an altruistic individual, offering to donate film materials
Eand ephemera. This May, we received one such call. The donation however, did not involve the usual film prints,
production shots, posters, scripts or old magazines but something completely new to the HKFA — special effects
makeup materials. The donor was Mr Jenson Ho, Head of Sunwork Production Company.

His name may not be familiar, but
the movie characters ‘transformed’
under Jenson’s skilful hands have
been ingrained in our memories. Who
can forget ‘Scholar Chu’ from the
Happy Ghost series (1984—1991)7?
Or the decrepit and
ailing ‘12th Young
Master’ from Rouge
(1988)7 There's also
the ‘Blood Demon’
from A Tale from the
East (1990). Jenson
had a hand in the
creation of them all.

Specialty Props

After graduating, Jenson Ho studied
art before working for the Shaw
Studio. He apprenticed under Mr
Wong Kee-hung. At the time, Shaws
had a department dedicated to special
effects, models and props. Jenson
was primarily responsible for model
sculptures. The coin-spitting bronze
statue featured at the end of Kuei
Chih-hung's Hex after Hex (1982) is an
example of Jenson’s handiwork. ‘Kuei
was particularly fond of special effects

(E—sE) (1985

makeup and horror film staples such
as flying heads and mummies. These
were considered quite innovative at
the time. It was a challenge for me.’
Besides Kuei, Alex Cheung
was another director who was quite

) PREEEE (£E ) REXARPERBUR (AE)
(Left) The miniature cruise liner in Cupid One (1985) and (right) its look on screen

demanding in terms of props. When
the director tasked him with creating
the alien aircraft for Twinkle Twinkle
Little Star (1983), Jenson rewatched
and studied the Star Wars movies. |
had never before been given so much
time to build a single prop.’

Special Effects Makeup

Later on, Jenson followed his master,
Wong Kee-hung and joined Cinema
City. He subsequently built the

tenement building that Alan Tam and
Ni Shu-chun fall from in Esprit d’amour
(1983), the robot in Aces Go Places |l
(1983) and the miniature cruise liner in
Cupid One (1985). He also made his
first foray into special effects makeup,
something that he
had little contact with
during his days at
Shaws. To do special
effects makeup,
the first step is to
make a cast of the
actor’'s face. Next,
we create a negative
plaster mould before
creating a prosthetic
mask from latex. The prosthetic was
then painted to match the actor’'s skin
tone.” Jenson’s donation included the
plaster moulds of stars such as Andy
Lau, Nicholas Tse, Tony Leung Ka-fai,
Ray Lui, Derek Yee, Ti Lung, Sam Hui
and Alan Tam.

Apart from creating prosthetic
replicas, special effects makeup artists
were also required to be on set. Take
A Tale from the East for example,
the Blood Demon character was

© Fortune Star Media Limited
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required to perform a lot of action. The
prosthetics would naturally tear from
time to time. That's why | had to be
on set to retouch and do repairs as
required.’

Jenson remarked that special
effects makeup has seen vast
improvements over the last two
decades. There was a shift from
the Shaw era that used liquid latex
for prosthetics to foam latex. Foam
latex creates an effect closer to the
texture of real skin. It was introduced
by overseas special effects makeup
artists, brought in to work on Cinema
City's Till Death Do We Scare (1982).
From cosmetics, makeup removers to
glues and so on, the quality improved
overall, literally changing the face of
special effects makeup.

In the mid-1980s, Tsui Hark set up
Cinefex Workshop Company Limited.
As the department head, Jenson was
responsible for the special effects
makeup and props of many Cinema
City and Film Workshop productions.
'm indebted to Director Tsui Hark. He
gave me many opportunities. It was an
honour to work with him.’

Jenson founded his own
company in 1989. Apart from film
productions, the company also built
props and three-dimensional artworks
for TV productions, commercials and
shop windows. ‘From the past up
to present, Hong Kong has always
lagged behind international industries
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RN aEEE
The negative plaster mould before
the prosthetic mask is made.

in the field of special effects makeup.
In Hong Kong, talent and expertise
are both short in supply. Other than
Love on a Diet (2001), even Home
Sweet Home (2005) recruited their
special effects makeup artists from
overseas. It's not a matter of catching
up to international standards. Because
of the limited genres being produced,
we just have fewer opportunities to
practise our craft.’

With the recent slump in the Hong
Kong film industry, Jenson has all but
faded out of the production scene.
I'm torn. | don't want this profession
to meet its demise but the industry is
in a downward spiral. Hong Kong is
such a small place, and an even tinier
market. Nowadays, many productions
go north. I'm not keen to work on the
Mainland. Otherwise, | believe there
would be plenty of opportunities.’

Today, Jenson focuses on
teaching. ‘I hope to help children
cultivate an interest in art. Once
they develop an interest, they will be
more demanding and have higher
expectations for art. In my opinion,
people who can appreciate art
and expect more can't be all bad.
Ultimately, | hope that society will
become more harmonious in the
process.” Well said. (Translated by Sandy
Ng) H

Karen So is a freelancer and Project
Coordinator of the HKFA's Acquisition Unit.

EIERREE R E RN
Jenson Ho demonstrates how fake glass is made:

BRI R

Raw material procured from overseas

% R AN ERRGE IR

Heat the material until it liquefies.

EREH SR RIREE - BAREE
KiE o TEAREARSERAEERERIKEN
A BEFMBEN—EE - BEIAERH
HBER

Fix a sheet of heat-resistant cellophane paper on
the table with a wooden frame and straighten
the paper. Section off with steel bars part of the
paper surface according to the volume of fake glass
required. Heat up the table to around 100°C, and
pour onto the surface the liquefied material.
AIEREEFRERANRE  ERETFRE
Remove bubbles on the liquid surface with a spray.
gun until the surface is smooth.

B2 /MRS ENR MR, - HERBELA
NE3E - lR—RiEE U EXAERRSER
After an hour or so, remove the wooden frame and
steel bars. Let the fake glass cool off until it dries
out completely. The fake glass can then be used on
set the following day.
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Thanks to the assistance by the entire staff, the acquisition process ran smoothly and we also
gained valuable oral history of the film processing industry.

The Mandarin Diary
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Ko Tin-chow, Senior Operations Manager

7RI

SPENZEBIEULEE ~ JPED ~ BIFE ~ ED
R 3% oBEfEFSET
o R PIE IS E — B -
EIPIREIFSTROVHCHR ©

BARHIEE IN\TZHLEXNR
ERER S FREDR EMRE
TERPENH#ES » BEBETIFR
RITEBROPENRTABET » BIEY
s ~ %8~ DR ~ BESF - B
BB T AREEDREITSPENE TFB
B+F - HEIRMENERIWEE - B

Fedl TR

L

The previous location of Mandarin Laboratory
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The front door Lau Kim-wa, supervisor of the chemistry lab

Lau Siu-sun getting hands-on with the colour grader
first brought into use in the 1970s.

‘VVhen you consider the work involved in film processing, you’ll agree it's well worth the 50 or so dollars that
you spend to watch a movie at a cinema,” said Mr Ko Tin-chow, Senior Operations Manager of the Mandarin

Laboratory (International) Limited.

From the beginning, feature films
were predominantly shot on celluloid
stock. In recent years, digital media
has gradually replaced celluloid as
the medium of choice, sending the
film processing industry into rapid
decline. During the golden era of Hong
Kong cinema, there were a total of
six film processing houses in the city.
Mandarin Lab is now one of the few
processing labs still left in operation.
Due to a recent relocation, the lab has
been reorganising its inventory and
urging owners to collect used prints
left in storage. Established in 1969,
Mandarin Lab has been in operation
for a considerable span of time. So it
has been difficult to contact many of
the owners. In June of this year, the

ERIPEEFHE

The Film Processing workflow in brief

Ly

Processing

e (BERERK)
Logistical management
(pictured: Yam Bi-nui)
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lab took out newspaper ads, hoping to
reach owners and get them to reclaim
their prints by the moving deadline.
After the deadline passed, the lab
donated all unclaimed prints to the
Hong Kong Film Archive for permanent
preservation.

The donation this time involved an
enormous number of prints. We were
lucky enough to receive the help and
cooperation of the entire Mandarin staff.
Not only did the acquisition process
run smoothly, as an added bonus, for
the first time ever, we got an inside
look at the film lab’s various operations,
including logistical management, film
processing, editing, printing, exposure
timing, subtitling and quality control.
Thanks to the detailed and thorough

B
Editing

explanations provided by the Mandarin
staff, we were able to create even more
comprehensive records.

The acquisition this time included
original camera negatives, optical sound
tracks and subtitle overlays of over 80
movie titles, as well as flatbed editors
and processing equipment. The entire
process — including preliminary check,
verffication, classification and packing —
was carried out in the lab's 5th floor
wing. Most of the lab employees
were veterans with over ten years of
experience working at Mandarin or the
industry. They knew every aspect of the
trade inside out and generously shared
their wealth of knowledge with us. Their
generosity, dedication and camaraderie
were truly an inspiration.

R (ERERE)
Printing (pictured: Chau Ming-sang)



Subtitling

1 FRBMBAEBKFREABR
Keying in the subtitles

2 BFBEHRFHE (BA5EHE)

Texts are then turned into an overlay (pictured: Ku Sun-fat).

We would like to take this opportunity to thank Mr Ko
Tin-chow and Mr Wong Tung-ming, Ms Conly Law of the
administrative department, Ms Yam Bi-nui of the logistics
department, Ms Yip Ching-fun and Mr Ku Sun-fat of the
subtitle department, Mr Lau Siu-sun and Mr Chan Kin-
ming of the quality control department, Mr Chau Ming-
sang of the printing department, Mr Fung Hon-wah of
the production department, Mr Wong Chi-ming of the
processing department, Mr Lau Kim-wa of the chemistry
lab, Mr Chan Kam of the preview room, Mr Yu Ting-yue and
Mr Kung Man-wai of the engineering department, as well as
all the other members of the staff at Mandarin Laboratory,
for their quiet contributions to the film industry. They
serve as reminder that apart from watching the dazzling
performances on screen, we should also recognise and
appreciate the blood, sweats and tears of the dedicated
technicians and staff, operating behind the scenes. (Translated
by Sandy Ng) H

Priscilla Chan is Film Acquisition Officer of the HKFA.
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Test screening (pictured: Chan Kam)

Hee (ERPREER)
Colour grading
(pictured: Chan Kin-ming)
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As Time Goes By;
Cinema Through the
Fyes of Yon Fan

BREEHEEXAETEER (£)  BEEYIasSg2RAE

(£R) ~HkE (A=) ~ BAHE (AN) FRRMEHESA
Yon Fan with Law Kar (6th left), host of the talk; Emest Chan (5th left), Chairman
of the Hong Kong Film Critics Society; Yon's friends Koo Siu-sun (3rd right) and
Johnson Yik (4th right); as well as the HKFA staff.

BEREEXIRSBS TN "FEEE BNBESR ., EH#
E - R10878 LREREERT - SRS STNIRIE NEEE
REE+ZEIFRIVEIFBIEEMMABIRER @ —2IFHEIZ2RE9%
X o ISR TR RRANLHND OBRSFRE (PHB
LAWY BERE - RBEREMBE - WER/ZNHE (D
TB&EY (1984) ~ KBURHIAE) (1986) &R CREFD

(2009) FHERIFHHES - EHEREEER « B KR
B8R0 ¢ EELEVRBNEIE - SEEHMPBIER -
Presented by the Hong Kong Film Critics Society, the talk was
held at the HKFA on the evening of 7 October. Yon Fan first
gave audiences a gift — a short film which consists of clips from
the dozen titles under his belt. During the dialogue with veteran
film scholar Law Kar, Yon looked back on his career — from the
formative days he started contributing to The Chinese Student
Weekly to his foray into the film
world, plus the joys and sorrows
he’d been through making A
Certain Romance (1984), Lost
Romance (1986), Prince of
Tears (2009) and his many other
cherished works. A genuine
auteur way ahead of his time,
Yon’s passion for the art is there
for all to see.

BNEE

Director Yon Fan
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Transcending Time, Space and Celtures g Sam Ho
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‘Magical Wonderful Tour: A Trip Through Hong Kong Cinema’ was held at the Ussuri
Cinema. Richie Lam and Sam Ho talked with audiences face to face before and after
each screening. The dedication of the volunteers was really touching.

t was indeed magical and wonderful. In September, | participated in the Pacific Meridian Film Festival at Vladivostok,
Russia, to serve on the festival’'s NETPAC (Network for Promotion of Asian Cinema) jury and to introduce the Hong

Kong films screened in a programme presented by the Hong Kong Film Archive and the Pacific Meridian Film Festival
titled ‘Magical Wonderful Tour: A Trip Through Hong Kong Cinema’.

A total of ten films were shown in
the programme, all part of HKFA's ‘100
Must-see Hong Kong Movies’ lineup
including such films as Parents’ Hearts
(1955), The Wild, Wild Rose (1960),
The Way of the Dragon (1972), Police
Story (1985), A Better Tomorrow (1986),
A Chinese Ghost Story (1987) and
Days of Being Wild (1990).

The Pacific Meridian Film Festival
is a relatively new one, celebrating its
tenth anniversary this year. But the
Vladivostok audience was enthusiastic
about cinema. At opening and
closing ceremonies, they cheered,
sometimes wildly, at stars, filmmakers
and government officials — even film
archivists! Much of the world has a
stereotyped conception of the Russian
people as stern and sombre, but my
experience with the Vladivostok people
was quite the contrary.

| was especially impressed by the
audience response to the screening of
Hong Kong films. The fims were well
attended, with full or near-full houses
on the weekend screenings at the

129-seat Ussuri Cinema. Even on
weekdays, slow days for film festivals
everywhere, the evening sessions
were often more than half full, which is
remarkable for retrospective screenings,
especially of Hong Kong films that are
virtually unknown outside of the SAR.
The Ussuri was an appropriate venue
to show the films. The oldest cinema in
Vladivostok, construction of the building
began in 1916 but was stopped
because of the Russian Revolution.
It finally opened to business in 1927
and had an eventful tenure until the
1990s, when poor attendance during
the economic hardships of Perestroika
led to a shutdown. The cinema
enjoyed a rebirth after the economy
recovered, opening again in 2008 after
renovations. Its walls are adorned with
old photographs of the city, setting
the perfect tone for a retrospective
programme.

Even more impressive was that the
films of the 1950s and 60s generally
had better attendance than the better-
known titles of the 1980s and 90s.

Programmers and staff members of the
Festival told me it was likely because
the audience had seen the more
recent Hong Kong films and were more
eager to watch those that are lesser
known. Yet | still find the Vladivostok
audience special. That's because in
my experience attending and showing
films at film festivals, older movies, with
the exception of well-known classics,
are often much more neglected than
movies of recent times.

What's more, | noticed an
exceptional connection between the
Russian audience and the Hong Kong
films. It was very touching to hear
audiences asking guestions that were
driven by a real appreciation of the
works and not just curiosity. Introducing
the films, | often drew parallels between
Hong Kong's post-war experience and
that of Russia in the post-Soviet years.
While we went through the transition
from a largely traditional Chinese
society to one of capitalism and rapid
economic growth, Russia was moving
from communism towards market

2
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Richie Lam, Head of the HKFA, with Mainland
Chinese directors Chen Zhuo (left) and Cai
Shangjun (right). Cai’s People Mountain People
Sea was named the year’s best film.

=EEEE : (Z—EIERE S ) BAIRE
Christian Jeune ~ Bina Paul Venugopal * tF&
%2  {@ B 5 + Raymond Phathanavirangoon
Photo time: (clockwise from left) Stanley Kwan,
Christian Jeune, Bina Paul Venugopal, Richie Lam,
Sam Ho, Raymond Phathanavirangoon

economy. That seemed to have struck a chord in the
Vladivostok audience

| was particularly touched when, on the last day of
the Festival, a middle-aged couple came up and told me
about their favourite film in the programme. It was not a
Jackie Chan action comedy or a John Woo classic; nor
was it a Wong Kar-wai art film. Instead, it was Parents’
Hearts. This is a 1950s black-and-white film that, despite
being one of my and many Archive friends and colleagues’
favourite Hong Kong film, remains largely unknown to the
rest of the world. A work about a pair of Chinese parents
who struggle through poverty and extreme hardships to
raise their sons, an experience most Western audience
would at best appreciate but never deeply feel. Talking with
that Russian couple, | felt a genuine bond between them
and Parents’ Hearts — and myself.

Film archives, in their dedication to cinematic
heritage, believe in the capacity of film to transcend
time. In showing Hong Kong films in Russia, | witnessed
film's capacity to transcend at once time, space and
cultures. |

Sam Ho is a renowned film critic and ex-Programmer of the HKFA.
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Five Gems in One Co
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2w #8108 13D EIPAHEBIEEE -
‘A Glance of “Five”’, presented
by the Department of Cultural and Religious Studies, Chinese
University of Hong Kong in association with the HKFA, showcased
five titles from ‘100 Must-see Hong Kong Movies’ to allow students
a glimpse of Hong Kong society in different eras. Richie Lam (left)
and Po Fung, HKFA Head and Research Officer, attended a talk at
the University on 13 October.

TGk T/ \[M)
Michael Hui on The Private Eyes

TBEATARENETEBER .
CEF/N\@Y EoR158MIEk @ &
FHRESER—BHFEX (B)
FEBATRIZEE  FEMIRBEITRF
Veteran comedian Michael Hui
(right) and host Shu Kei at The
Private Eyes post-screening talk
on 15 September.

A Great Long While

11838 - WS BRBMEATH
BRICEVERIMEHE - BT OIK
18 (RIIET) BRERSHIVSE
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BRSNS AR
RICEMISFE B+ S BRA0Y
i B BB © BRI
%o TEE i ARE @23
K BERABURFEBAL . LT R ARESNE
SREE : " RERATAIBIRRIUA  (From left) Chu Hung, Head of

%=, 0 {t—TMEBEUER HKFA Richie Lam, an Yu.an,
cameraman for the interview

Gao Yuan and Chu Hung, staple Richard Yu

actors at Feng Huang Motion Picture

who headlined together a dozen of its productions, visited the
HKFA on 3 November. Sister Chu, our longtime friend, has put us
in touch with a good many film veterans over the years. This time,
she lined up for us an Oral History Interview with Gao, who's now
living in Taiwan. This was also a reunion of the screen partners who
hadn’t seen each other for decades.
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During the interview, Gao recounted the various phases of
his film career, from his debut at Feng Huang, to his Shaw Brothers
tenure, to the later years when he went independent. ‘I miss Feng
Huang most. It's such a warm place...’ repeated Gao.
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Remembering Director Yeung Kuen

98288 "IHARIB, BEER (1931- On 28 September after the Moming Matinee screening of The Drummer
2012) 1EG@ (&F) (1983) MR - r%[] (1983) by Yeung Kuen (1931-2012), a memorial gathering titled ‘A Nostalgic
ISREEEBEAR , DEBBREREERIT ' E  Sojourn with Director Yeung Kuen’ was held at the HKFA. Organising
BEEEEEIFIELE « MBIBLAESRYE  Committee members such as Lawrence Wong Ka-hee and Charlie Lam had
WENRUS T TSR - BB DI AMIDBIZ  also put together a commemorative brochure in honour of the veteran.
BRI A » KA~ BAREE - IAERIIZE Many of the director’s industry friends and partners were present that
SBAABESIE  REAROWE ; MEVER  day, an indication of the respect he commands in flmmaking circles. Among
2@t —EBEFRIE 0 (CEBTHTE®IR)  his works which constantly kept pace with the times, his signature pieces,

(1970) ~ (BEAR=BEY (1975) & Lucky Seven (1970) and Enjoy Longevity — 300 Years (1975), are fondly
RIREEERVEGR @ 2S{DRALEE | remembered to this day.

ABEET (£—) T%*Eiti’(
=) RIBFER (FE)
RTEE?A%&T%E&%?E (&

Susan Shaw Yin-yin (1st left), Mrs
Yeung Kuen (2nd right), with the
chief of Goldig Films (HK) Alex
Gouw (2nd left), his wife (centre)
and son (1st right)

CISERAMMREZMEZRE |
mBEERE (A=)
Yeung Kuen's family and Lawrence
Wong Ka-hee (3rd right), Director,
Film-Physical Production of Shaw
Movie City Hong Kong Ltd

S~

> (ZH#E) SRE - AR R
[F48 - Z£5% « #R1EE © FTEK
(From left) Lawrence Wong Ka-
hee, Tenky Tin, Joe Cheung, Yip
Sum, Yok Teng-heung, Li Pak-ling

P ERDEENMEE
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Charlie Lam (left), host of
the memorial gathering, and
Teddy Robin

CIHRAKX () BELKEE
B (BEME) (1959) B9
Eig5E - HASEMREEHEE
RREZ
Mrs Yeung Kuen (left) donates
the censorship certificate of her
husband’s debut film Chasing in the
Fog (1959). Representing the HKFA

is Research Officer Po Fung.

< EEE.?E?&EG%%EHR_ psfun)
(BRAEY NRRNSE (El]
M}Fm) HFE 9 A 21 HAIBRERK
Chasing in the Fog's Hong Kong
premiere after half a century: actors
Leung Tin and Ko Chun (aka Lam
Lun) at the post-screening talk
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The censorship certificate of  aclemetiyn s e e -

Chasing in the Fog. The film was =~ == g sr

eventually not given theatrical

release in Hong Kong.

> (FERAEED
Chasing in the Fog
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Hong Kong F|Lm Memories @ Beijing

’ La\

To commemorate the 15th
anniversary of Hong Kong’s
reunification with China,
‘Memories of Image: Hong Kong
Cinema and Hong Kong in Her
Cinema’, presented by Broadway
Cinematheque MOMA in association
with The Office of the Government
= of the HKSAR in Beijing and the HKFA, was held at MOMA

(5H8) MIEE « BB EEATE=NE (Beijing) from September through October. Curator Johnnie To

IESRE « AEFEEIEEE -« 5 selected for the programme 16 accomplished Hong Kong films
Eﬁﬁ%g%ﬁ%qﬂlt\ﬁﬁkggﬁﬂjﬁﬁ% dating from 1950 to 2008, in an attempt to encapsulate the

cultural and societal changes throughout the decades. Most
of these titles were screened for the first time in Beijing, which
made the event all the more significant.

(From right) Johnnie To; Tommy Yuen from the
Office of the Government of the HKSAR of the
PRC in Beijing; HKFA Programmer Winnie Fu;
Shu Kei and Gary Mak, Director of Broadway
Cinematheque at the opening ceremony cum

press conference
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Kong and Lingnan University, the HKFA
programme ‘Haunted Screen: Hong Kong
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B RNEEEENIESITE Ghost Films’ was mounted in November. After
HEETEEREEE  ShiSRAIA b 8 the 11 November screening of Mr Vampire
BERO T ERIY | B ARSI B & (1985) at the Broadway Cinematheque, (from

left) Oscar Ho, Leung Ping-kwan, Mary Wong,
oM "R, ER - BIBRE2—EB

Po Fung, Lai Chi-tim and Ernest Chan sat
down to share their insights about the subject. They also touched upon the
delicate topic of ghost in Mainland cinema, a ‘taboo zone’ which offers endless
thrills and chills for the filmmakers themselves.
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A Study on Vampire Film
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Over at the Sai Yee Street Starbucks in Mongkok, the
1 November movie seminar was named ‘A Study on
Vampire Films’. Media veteran Lau Tin-chi (left) and
Thomas Shin (right) from the Hong Kong Film Critics
Society were invited as speakers. With the Halloween
buzz still in the air, the venue was packed with fans of
the phantom. Lau traced how the looks of vampires
in Western movies changed through the ages: from
long-toothed, blood-thirsty grotesques inside the coffin to eventually good-
looking boys and girls out of the coffin. Shin asserted that local directors were
keen on mocking social realities even in vampire films, a whimsical cha chaan
teng-style fusion that is unmistakably Hong Kong.
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