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The discovery of lost films often delivers us from a bottleneck to a breakthrough. Even though these
films are only fragments of a bigger picture, they could propel us to further exploration with the aid
of other supporting documents and literature. We can figure out a few distinguishing features based
on Lu Ming's pre-war Hong Kong movies. First, it was quite common for authors to be doubling as
screenwriters at that time, as one can see the likes of Hu Chunbing, Mong Wan, Lui Lun, Ku Lung-
kang and Ma Kwok-leung in the credits of Lu's 1941 films. Second, the Camille-esque heroine
afficted with a terminal ilness (most likely tuberculosis) was quite popular back then, with both of Lu
Ming's characters in Boudoir Blues (1941) and The Rich House (1942) faling into that archetype while
remaining fascinating and resilient in their own right. Third, we are able to catch a glimpse of Hong
Kong's remakes of Shanghai cinema. All these beg for further inquiry.

In this issue, we have articles on topics including the world of early 1940s Hong Kong cinema
through The Rich House; the analysis of Doe Ching's rare black-and-white films for the Shaw Brothers
studio in the early 1960s; and a reminiscence of director Patrick Lung Kong's career in the 1960s
and 70s. In addition, there are also other programmes that will transport one to various dimensions.
The images and imagination are so vividly evoked in these essays, as if our predecessors and today's
enthusiasts who have tirelessly promoted these works have travelled through space and time for a
meeting. [clkwok@lcsd.gov.hk]
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eleased during World War I,
RThe Rich House (1942) is an
unconventional Hong Kong film that
deserves much discussion, which
should begin with an introduction of
its source material, Clara.

Published in July 1941, Clara is
one of the entries in the eponymous
novella collection by writer Lui Lun.’
Like leading man Cheung Wood-yau's
character in the film, the Hong Kong-
bred author is a literary type who also
made a living by writing screenplays
— The Rich House is produced from
a script developed by the author
himself. Lui was probably quite well
known already by the time of Clara’s
release, which was commemorated
by a long review in Wah Kiu Yat Po
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that was serialised in a span of three
days.?2 The original novella is loaded
with allusion to foreign sensibilities
— the male protagonist lives in an
apartment in Tsim Sha Tsui, loves to
frequent Western bookstores, eats
rolled cakes with jam filling in coffee
shops and reads The Poems and
Prose of Ernest Dowson. The female
protagonist is a coffee shop waitress
by the Western name of Clara whose
circle includes Filipino musicians and
a Russian boss lady. These elements
paint a vivid picture of 1930s colonial
Hong Kong, which is reminiscent of
the Shanghai International Settlement
— another place where East meets
West during that era. Author Eileen
Chang had also penned stories about

this former British colony. Besides
Chang and Lui, whose writings have
the same ambience?

For their first date, our hero
and heroine go to see Camille — a
19836 Hollywood picture featuring
Greta Garbo.
and the film, Lui's tragic love story is

In both the novella

reminiscent of the famous novel of
French writer Alexandre Dumas, fils.
However, Lui made a few adjustments
when he adapted his story for the
screen. For starters, he dropped the
Western title Clara and replaced it
with the poetically Chinese ‘Fung Mun
Bik Yuk' (which is then translated into
The Rich House). To further cater to
the taste of mainstream audience, the
female protagonist goes by the name

3
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Love is in the rain.

of ‘Ah Lai’ in the film, a rather common
name for a Chinese girl, as opposed
to Clara, which may sound awkward
to the locals.

In the original story, Clara brings
roses during her first visit to the male
protagonist's home yet on screen the
choice of flower is switched to the
ginger lily preferred by the locals. In
the novella, Carlito is a saxophone-
playing Filipino musician yet in the
film he is the son of a coffee shop
partner who bears little resemblance
to a foreigner. Though the bands in
the coffee shops and nightclubs are
set up like an American-style big band
ensemble in the film, the patrons
dance to the unmistakably Cantonese
sound of ‘bom-cha-cha’.® Throughout
the novella, the heroine’s family is
only revealed in bits and pieces in her
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conversations. In contrast, the film
gives viewers a full view of her family
life by exploring the family dynamics
within the cramped apartment that is
quintessentially Hong Kong. Perhaps
the most critical tweak is the female
protagonist’'s stance on the concept
of chastity — Clara of the original story
boldly faces the reality of selling her
body for the sake of keeping her family
afloat while the film's Ah Lai is reluctant
and has slyly evaded the lecherous
hands of Carlito in several occasions.
To be fair, the young cosmopolitan
readers who had been influenced by
the New Culture Movement of the
1920s and the wage-eamning patrons
of Cantonese cinema are two very
different crowds.

However, even with its localised
packaging, The Rich House still exudes

a delightful sense of bohemia, which
can be considered as an oddity in
Cantonese cinema. As Sam Ho points
out, this film reminds one of Giacomo
Puccini's opera La bohéme." Cheung
Wood-yau plays a writer that is not
the kind meek scholar one would
often see in early Cantonese cinema.
Here is a young man who rocks an
elaborately coiffed side part and dons
polka-dot scarf around his neck;
drinks coffee and reads The Poems
and Prose of Ernest Dowson — the
kind of modern literary type who is
in the forefront of the New Culture
Movement, with only a beret missing
in his outfit. When old colleagues
watched this film for the first time, they
could not help but to be stunned by
this handsome and passionate portrait
of a young Cheung, who is best



fm - RISW B TS RE 2 D0 3 P
NBEERE-HEFRNKE 1B
IBRIWEB KRB - BREEBINK
RIFBINBEBRA T ELK - BR
SEBMAMANRE - RPIEES
ITRXEEB —BREXR/INKEE
wHN—15 - RIESHEELER - EX
AEMRBRAMERE LB
R TRBWNBEEE  —REFEZ
RE -, MES-—ENBSERRR
WEM—9 @ "THMAXKERS

#- ., ZZ [ERIR SFBE
X TG ARIBIEZE
BIERIS S BRI - A 2y 14 A 1%
BORMNANIBRE - & ~ BEHEE

B —R -

B (EPIBE)  BRSIEIE
HEE - FBNERT
MEMNMBELZEABISHE  L2EH
B EBRRE B A » HB
HABBEXR » FBREARK -
R FERO AN - 8 W60 ETR
% BEEBE06EHIERE - I
FRMANNSE - ERWEIEM -
HRTETR  IBEHIXE R
EBXB-ERFBERE  HPE
BIRIKSF R BI1E G - ¥ BYRIME
EEERFE EXER BRI
BWEVRIR © ° FAT » TR 50 /IR
NAEAR=TEALBEXHEEE

NN
© é/ﬁii/ﬁ:

4 .#'I
_

E&BARANS SR
Lu Ming singing in the film.

BROTE - —RREEBEB » K
HAZEMELRAERS  —BAE
FANEBHROER  —2LB%E
BB E - (EPIB
) SIAERNBAKBE =1+5FK
NEILLEBER - FRIERMZ6

(FREXREY (1937) FILFBEER
(+ZHEY (1937) o EEBIE

B Emiifrail GEFIBE)
SRERE  REBINT - MUEE
w5 o AR E - (ZEPIB
E) BIR (+=HR) EAEL
LRWMHXENWNSE - FBRHK
THRE  BEREIIERIRENE
B IR KEFAEEEAREE - 24

&l & (E) SE=EEE
EXBREEIRIE B

Dancing to the Cantonese sound of bom
cha cha: (from left) Yung Yuk yi, Yiu Ping,
Lu Ming, Cheung Wood-yau

remembered for playing dependable
and grounded family men in numerous
family dramas for much of his career.
In Lui's adaptation, the shrewdest
move is the addition of a painter
couple, played by Yiu Ping and Yung
Yuk-yi, who have not only boosted the
bohemian sensibilities of the film but
also added an air of playfulness to the
otherwise gloomy original. The scene
where the comical couple accidentally
busts the young lovers’ night together
is handled remarkably. As the painter
assumes his friend has been jilted, he
consoles him by saying, ‘Love is like
riding the tram — when one leaves,
another arrives.” Having just spent a
night with Ah Lai, the male protagonist
replies cheekily, ‘I'm already riding
the tram.” Then Ah Lai walks into the
room — cheerfully, not embarrassingly

— in men’s pajamas with a cup of
coffee in her hands. Such a show of
nonchalant and open attitude towards
sexual relationships is a rare sight
in both Mandarin and Cantonese
cinemas.

Viewing The Rich House has
evoked the connections between
Shanghai and Hong Kong. Director
Hung Suk-wan and leading lady Lu
Ming both relocated from Shanghai
to Hong Kong during the war but
returned to the Mainland later for
various political and personal reasons.
Anyone who is interested might
rediscover their intriguing life stories.
As for screenwriter Lui Lun, though
he was locally born and raised, had
maintained close correspondence
with the Shanghai literary scene — a
possibly important influence that is

worth looking into.® However, what
interests me the most is the influence
of Shanghai cinema on Hong
Kong Cantonese cinema. Previous
discussions on the topic usually focus
on two aspects: first is the relationship
between the left-wing filmmakers and
Cantonese cinema, and the second
is how Shanghai's dance hall culture
had influenced Mandarin cinema. The
Rich House, curiously shares some
unshakeable similarities with several
1930s Shanghai films, especially Yuan
Muzhi’'s Angels in the Street (1937)
and Shen Xiling's Crossroads (1937).
In terms of narrative flow, both films
and The Rich House start off on a
lighter note by easing the story in with
light comedy before ending it with
a tragic tone. In terms of character
design, The Rich House is closer to

O
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Close as kin: the free spirited, romantic writer
(Cheung Wood-yav, left) and the outgoing,

cheerful painter couple (Yiu Ping, Yung Yuk-yi)

Crossroads, focusing on the stories of
cultured young people who hold onto
their bohemian romanticism in the
midst of a constraining environment.
But the two films also maintain obvious
differences. Crossroads was filmed
in 1937 — a highly critical time when
war was about to fully erupt. Based
on his and his peers’ experiences,
Shen wrote the timely story of young
people: despite their confusion
and distress, including some who
are about to meet their ends, the
survivors unite on their road to defend
their country. Fortunately, the twists
and turns were crafted skilfully and
authentically, thus avoiding the pitfalls
of typical war propaganda. As for The
Rich House, even though the original
story Clara is set in wartime, it does
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The protagonist returns to the Mainland to help
save the country, but the writer director s real
interest lies in the heartbreak of a doomed love
affair in the original story.

not carry a hint of the resistance spirit.
According to the information on the
Hong Kong Film Archive website,
the film was completed before the
Japanese occupation of Hong Kong
and was released afterwards. Towards
the end of the film, even though the
male protagonist and his painter friend
are seen contributing to the war effort
on the home front, the screenwriter's
real interest lies in the heartbreak of a
doomed love affair.

Lui Lun had authored multiple
screenplays. The quality of his other
works is worthy of further exploration.
(Translated by Francisco Lo) Il

Notes

1 Here are two highly valuable articles on the
literary works of Lui Lun: Lo Wai-luen’s ‘An
Introduction to Lui Lun’s Early Novels’, Art
Journal of Eight Directions, Vol 9, Hong Kong:
Art Journal of Eight Directions Company,
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June 1988 (in Chinese). Pan Jinlin's ‘Lui Lun
and Hong Kong Literature’, 1996, Kao Gong
Ji (a collection of thesis and dissertation),
Hong Kong: Department of Chinese, Lingnan
University (http://commons.In.edu.hk/chi_
diss/12, in Chinese).

2 Mung Bak, ‘After reading Clara: Lui Lun —
The Man and His Novel', Wah Kiu Yat Po, 4-6
November 1941 (in Chinese).

3 In the film, the songs sung by Lu Ming and
Yung Yuk-yi are all in Mandarin, which is likely
related to the Nationalist government's ban
on films in dialect. For more, see Wong Ain-
ling, ‘People of Paradise’, Hong Kong Film
Archive Newsletter, Issue 68, May 2014,

4 Sam Ho, The Thin Man and the Bohemians:
Discoveries in Pre-war Hong Kong Films’,
Hong Kong Film Archive Newsletter, Issue
69, August 2014.

5 Discussions related to this area can be found
in the articles by Lo Wai-luen and Pan Jinlin.
See Note 1.

Wong Ain-ling is a film critic and formerly
Research Officer of the HKFA. She is the author of
An Affair with Film and Dreamy Talks, the editor of
Fei Mu — Poet Director, among many other titles.

Special thanks to Mr Jack Lee Fong, owner of
the Palace Theatre, San Francisco
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playgirl (#1385 ) FHbEF M
RFENBR (Fit)
The playgirl (Margaret Tu Chuan)
with her wild and rebellious
boyfriend (Chiao Chuang) in Oh
Boys! Oh Girls! (1961)

he recovery of two lost films directed by Doe Ching, Oh Boys! Oh Girls! (1961)* and All the Best (1961),
has filled in many of the blanks in his oeuvre between Our Sister Hedy (1957) and Les Belles (1961). The
period represents the height of Doe’s creative career, when he wrote and directed many films for rival studios
MP & Gl (Motion Picture & General Investment Co Ltd) and Shaw Brothers. Sadly, with the exception of the
Cantonese-dubbed copy of The Scout Master (1959, previously screened by the Hong Kong Film Archive),
none of Doe’s other films from this period have been found.

Even today, | consider Doe Ching
(1915-69) to be the most ‘Westernised’
of all Hong Kong directors. According
to records, Doe was a foreign language
graduate from the Saint John's
University in Shanghai. Though his
English language proficiency was a
given, Doe never lived abroad. His
exposure to Western cultures was likely
limited to books and movies. Relying
on his imagination, his interpretation
of the Western cultures was much like
(actor) Ying Ruocheng’s spoken English
— prone to exaggeration with occasional
lapses but otherwise impeccable.
However, Doe’s adoption of ‘Western
mannerisms’ lent a unique style and
aesthetic to his films that is highly
amusing. We all recall the opening
scene of Our Sister Hedy, where the
four sisters separately visit the same
shop to buy a smoking pipe for their
father’s birthday. Such a stylishly
decorated shop was a rare sight in
Hong Kong during the 1950s and had
all the trappings of a Hollywood set.
The same could be said of the sewing
school set in Calendar Girl (1959).

Searching online for Doe’s
filmography, | realised that the
information available was often
incomplete. Although the Hong
Kong Movie Database (HKMDB)
website provides the most complete
flmography, the chronological order of
the films is somewhat disorganised.
The list is organised by the year of each
film’'s theatrical release in Hong Kong. |
believe that in order to study a director
in depth, it's important to establish
an accurate production timeline. His
filmography should be organised by the
start date of each production. After a
film was completed, its theatrical release
could be delayed or moved up for a
host of reasons, including marketing. It
was not unusual for a film that went into
production later to be released earlier.
For instance, Doe’s Torrents of Spring
was completed in 1956 but its Hong
Kong release was delayed until 1960.
Between 1957 and 1961, Doe made
multiple films each year. In 1958, the
year before he jumped ship to work
for Shaw Brothers, he made at least
four films for MP & GlI. However, did

the melodrama, The Tragedy of Love
(1959) or did the slapstick comedy,
The More the Merrier (1959) go into
production first? | think if such details
were included, the filmography would
be more comprehensive and useful.

Instead, | relied on the MP & Gl
official journal International Screen
that reported on the company’s latest
productions, and re-arranged Doe’s
filmography during his tenure at MP
& Gl according to the start date of
principal photography:

1956: Surprise (1956)/ Torrents of Spring
(1960)/ Murder in the Night (1957) (three
films)

1957: Our Sister Hedy (1957)/ Little Darling
(1958)/ Beware of Pickpockets (1958)/
Calendar Girl (1959)(four films)

1958: The Scout Master (1959)/ The Tragedy
of Love (1959)/ The More the Merrier
(1959)/ Wedding Bells for Hedy (1959) (four
films)

Between 1956 and 1958, Doe
directed a total of 11 films for MP
& Gl. It appears that he returned to
Shaw Brothers (where Doe previously
worked prior to his tenure in MP & Gl)

9
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All the Best (1961): The women go all out dating Peter Chen Ho who is soliciting a bride with a newspaper advertisement.

in late 1958 or early 1959. According
to reports from the Asian Film Festival
featured in the April 1959 issue of
Intemational Screen, MP & Gl's entries
to the festival that year were Calendar
Girl and Her Tender Heart (1959), with
the latter starring Lucilla You Min, the
new addition to MP & Gl's stable of
stars. Shaws’ entries to the festival
included The Kingdom and the Beauty
(1989) and Darling Daughter (1959). The
latter was directed by Doe Ching and
surprisingly, starred MP & Gl contracted
artist, Jeanette Lin Tsui. | have no
idea how this occurred. But here’s an
excerpt of the film's description from the
promotional material: ‘Darling Daughter
is a modern comedy...depicting the
love story between a young girl and a
middle-aged man (Yan Jun) filled with
psychological conflicts and thrilling
adventures. One of Shaw Brothers’ most
anticipated productions of the year.’
Darling Daughter was probably
Doe’s first production after returning to
Shaw Brothers. The studio’s decision
to enter it into the prestigious festival
was likely a gesture of appreciation
and support for the prodigal director.
Without the Shaw Brothers’ official
journal Southern Screen archives at my
disposal, | can only refer to the HKMDB
website for information regarding Doe’s
filmography during his tenure at Shaw
Brothers. The films are listed on the
website according to the year in which
they were released rather than when
they went into production. For films
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released in the same year, there is also
no way of ascertaining the order in
which they were released. The Shaw
pictures directed by Doe up to Les
Belles, according to the year of their
releases, are listed as follows:
1959: Darling Daughter/ Desire (two films)
1960: How to Marry a Millionaire/ Twilight
Hours (two films)
1961: Oh Boys! Oh Girls!/ All the Best/ The
Golden Trumpet/ Les Belles/ Love Without
End (five films)

| chose to end with Les Belles
because most of Doe's later works
were shot in colour (with the exception
of Love Without End, The Lady and the
Thief [1963] and The Mirror [1967]) and
almost all of the Shaw Brothers colour
motion pictures have been digitally
remastered and re-released on DVD by
Celestial Pictures. But very few of Doe'’s
films prior to Les Belles have survived.
Apart from Our Sister Hedy and The
Scout Master, none are in circulation.
A few movie fans have lent me VCD
copies of Beware of Pickpockets and
The More the Merrier but they were
transferred from damaged film copies.
The sound and picture quality was
so poor that | could not bear to even
finish watching them. Calendar Girl was
broadcast by the Television Broadcasts
Limited during late night timeslots in
1980. Many movie fans recorded the
broadcast. | even posted the televised
version on a few Mainland websites
(when YouTube still had a 10-minute
limit on uploads). Of course, the quality

is poor, but it's better than nothing.
That's why the rediscovery of Dog’s two
black-and-white pictures, Oh Boys! Oh
Girls! and All the Best is a cause for

celebration.

Oh Boys! Oh Girls! was shot in
standard film aspect ratio while All the
Best was shot in widescreen. Based
on this fact, we can assume the former
was shot first. In the film, Margaret Tu
Chuan and Florence Yu Fung-chi play
schoolgirls, sisters from a modern
middle-class family that embraces
Western values. The director highlights
the family’s Western and middle-
class lifestyle: the sisters wake up to
music from the alarm clock, they eat a
Western breakfast, there are multiple
phones in the house, they frequent the
affluent Kowloon Tong neighbourhood
(with Route 7 buses and the La Salle
College frequently entering the frame),
they play in a school band (an acoustic
band before the popular advent
of electric guitars) and they host a
Christmas ball... In the fim, Tu Chuan
is pursued by a classmate played
by Chiao Chuang. Chiao’s character
recently returned from Japan. Despite
the superficial characterisation, we still
get a sense of the character's wild and
repbellious side. At the time, Kobayashi
Akira was extremely popular.

30 minutes into the film, the
capricious and wilful Tu Chuan has
a chance encounter with the son of
a family friend (her father's rival from
his youth). Returning from Australia,



the young man, played by Paul
Chang Chung, drives past in a large
Ford sedan. A classic ‘playgirl meets
playboy’ scene ensues. Chang Yang
played similar ‘playboy’ characters
in June Bride (1960) and Bachelors
Beware (1960), two MP & Gl films that
were released in the previous year. In
the two earlier fims, the leading lady
tames the playboy by the end of the
movie. But in Oh Boys! Oh Girls! Tu
Chuan falls victim to the experienced
playboy’s charms. Later, he even
begins to target her younger sister,
causing the two sisters to fall out. In the
end, when the sisters both realise what
type of man Chang Chung is, they
reconcile. The ending may seem cormy
but what matters is how we get there.

If Oh Boys! Oh Girls! represents
a genre akin to the pulp fiction of the
1950s and 60s, then All the Best
certainly falls into the genre of the urban
comedy. In the latter film, Peter Chen
Ho plays a rich heir who has recently
returned from overseas. The young
man creates a citywide sensation
when his relative place a newspaper
advertisement to find him a bride who
must meet a bizarre set of requirements.
The film’s four female leads, Grace Ting
Ning, Pat Ting Hung, Fanny Fan Lai
and Margaret Tu Chuan are among the
applicants. The scriptwriter (Doe Ching,
the director himself) did not give the
characters complete names; they're
only referred to as Miss so-and-so.
What's interesting is that none of the
four women are interested in marrying
into a rich family; each has a different
ulterior motive. Ting Ning is a reporter
trying to uncover the truth behind Chen’s
marriage solicitation. Fan Lai is a sales
clerk/aspiring actress who wants to
increase her media exposure by dating
the rich heir. As for Ting Hung, she
wants to fool Chen into taking her to
the United States, so that she can visit
her son, who has been placed under

(EAEE) (1961) BEEHECEREMHE

The kaleidoscopic All the Best (1961) shines like the bright lights of the city.

the care of her late husband’s family.
Tu Chuan has the most straightforward
motivation; she placed a bet with her
schoolmates that she could get Chen
to be her dance partner at the school
ball. In the end, they each get what they
want. It appears to be a metaphor for
the shift in prevailing social values of the
period.

All the Best covers a much
wider social spectrum than Oh
Boys! Oh Girls!; the city entices
with a kaleidoscope of colours. The
combination of the four distinct female
characters and Chen Ho/Chang
Chung's ‘buddy’ characters are the
source of rich subplots. The many
settings, whether studio sets or on
location, unconsciously document for
future audiences the social landscape
of Hong Kong and the local way of life
during the early 1960s. The fim is a
gem for many reasons.

| would encourage audiences
to arrive early for the screening. The
film’'s opening title sequence is not to
be missed. A series of oil paintings
are incorporated into the title and
credit sequence, as Chen Ho and the
four female leads enter in and out of
the picture. The result is an inspired,
energy-filled spectacle, much like a
dance number from a musical. Perhaps
it serves notice for Doe's future foray
into directing major musicals for Shaw
Brothers that include Les Belles,

Love Parade (1963) and The Dancing
Millionairess (1964), marking his official
entry into the era of colour film.

Looking through his filmography,
| realised that other than one or two
period pictures (judging from the titles)
that Doe Ching directed during his
early tenure at Shaw Brothers, after
joining MP & Gl in 1956 and up until
1969, the year he passed away from
illness, Doe’s oeuvre solely consists of
modern-day dramas. Urban dramas
were his specialty. Late in his career,
when huangmei diao opera films and
martial arts fims were at the height of
popularity, Doe doggedly continued
to make modermn dramas, as if he was
trying to single-handedly stem the tide.
It comes as a surprise then to discover
that the veteran filmmaker succumbed
in the end. Doe’s final picture was
the martial arts film, Twin Blades of
Doom (1969). Although the film is not
considered a blemish on the director’s
remarkable career, it's certainly a pity.
(Translated by Sandy Ng) H
* Editor's note: In brackets after each film title is

the year of the film's theatrical release in Hong
Kong.

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

Run Run Shaw s Factory of Dreams
screenings and seminars are being held from
12 December 2014 to 7 February 2015, and

an exhibition titled The Foundation of Run
Run Shaw's Cinema Empire’ will be running
from 12 December 2014 till 5 April 2015.
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Love makes a family.
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Bringing joy to others as a devoted volunteer (courtesy of
Buddhist Tzu Chi Foundation, New York; Mr Henry Tuan and Ms

Shirley Lin).
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Patrick Lung Kong, wife Claudia and son Jonathan (1st right)
pictured with Priscilla Chan (2nd left) and Valerie Wong (2nd
right) who were on a study trip to New York in 2005.

Lung Kong at a family gathering in Hong Kong before returning

to the United States in 2010.
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Strolling in Shek O: Director Lung still cared deeply about
Hong Kong after living in the United States for years.
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The Film Archive programme ‘Hong Kong
Auteur, Lung Kong' was met with enthusiastic
support: (front row, from left) Valerie Wong;
Angela Tong, then Head, Film Programmes
Office, LCSD; Lung Kong and wife Claudia; (back
row, from left) Sam Ho, then HKFA Programmer;
Priscilla Chan

4 The first to worry about the worries of the world, the last to delight in the delights of the world.’
The way the Song Dynasty figure Fan Zhongyan described himself is the way | would describe

director Patrick Lung Kong.

| first met Lung at a tea gathering
at the Hong Kong Cultural Centre on
7 April 1997. He had been invited by
the 21st Hong Kong International Film
Festival to show his work Hiroshima
28 (1974). Despite having lived in
the United States for over 20 years,
this self-styled ‘old soldier of film’
still cared about Hong Kong and
Hong Kong cinema. Hearing of our
difficulties in preserving film heritage,
he would lament the industry’s lack in
action, to the point of blaming himself
for falling short and getting choked
up. It was profoundly moving. Lord
only knows how much of our own
tears had been shed as we soaked in
his heartfelt encouragements.

In September 2005, | went with
then HKFA colleague Valerie Wong
to New York and Washington D.C.
on a study trip (see HKFA Newsletter
Issue 35). We took advantage of the
opportunity to visit Lung, spending
three days with him in New York to
conduct an oral history interview. He
was kind, friendly and easy-going but
also serious — to facilitate the taping
of the interview, he recruited his friend
Fred Yu of New York University to
operate the camera and took care of
everything to the finest of details. It
was early autumn. Walking through
the gentle breeze and falling leaves of
New York City with us and his wife,
looking for shooting locations, he
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regaled us with grand observations
of the world and everyday delights of
his own life. His philosophy was like
his films, fuelled by an engrossing
compassion that transcends religious
convictions and humanistic concerns
that worry first and delight last.
Where there was Lung Kong
there was laughter. Also tears. Perhaps
because he had experienced much
suffering, Lung, who never stopped
reminding us to see the silver lining in
every cloud, was frequently overcome
with emotions when discussing issues
past and present. Talks of the film
industry hit particularly close to home,
often triggering abundant releases
from the tear gland, which were only
slowed by gentle comforting from his
wife Claudia. He liked to describe our
love for film as ‘celluloid running in our
blood,” but compared to the depth of
his love for cinema, ours was wafer-thin.
The day before leaving New York,
Lung met us at South Street Seaport,
bringing with him a couple of award
trophies he had won, donating them to
the HKFA. He didn’t like long-distance
travel and had by then only returned
to Hong Kong twice, once for acting
in the film Black Mask (1996), another
occasion the Hong Kong International
Film Festival attendance mentioned
above. As we hugged and said
goodbye, | was actually doubting our
chances of meeting again. To my utter

surprise and profound gratification, it
turned out to be only the beginning of
an enchanting friendship/relationship.

Director Lung and Claudia treated
us like family members. When we travel,
no matter where we went, we would
send a postcard. Then we would get
an email, informing us that every time
they thought about their ‘daughters’,
postcards from us would arrive, as if
there was telepathy. How romantic!

Since our first encounter,
for various reasons, we had had
many chances to meet. The most
unforgettable was in March 2010,
when the Lungs returned to the SAR
for our programme ‘Hong Kong
Auteur, Lung Kong’ and exhibition ‘A
Creative Journey with Lung Kong’.
After a full week of appearances, he
was still full of energy, inviting us to
join him in a tour of Shek O. Under
the balmy spring weather, we strolled
on the beach and wound through
alleys, stopping often as Lung struck
up conversations with villagers and,
when a little tired, sat down for a bowl
of fish-ball noodles. It was obvious
that Lung Kong still harboured strong
feelings for the people and things of
Hong Kong.

In October 2013, | went on
another study trip to Washington
D.C. and Virginia. My hectic schedule
forbade me to meet the Lungs and |
could only send them a postcard. In



early 2014, we received words that
he was having health problems. On
another work-related trip to New York
in May, | eagerly arranged a meeting
with Lung and actress Margarita
Ma. Director Lung looked frail, but
continued to be energetically voluble.
He told us about his illness, that it was
in his thigh and that it was a rare form
of cancer. Seeing our concern, he
turned around to comfort us, insisting
that everything has its reason, and that
we can just go with the flow of fate. In
characteristic humour, he asked us not
to recommend treatments or doctors,
saying that with the many friends he
had, he would have to try hundreds of
different remedies if each one made a
suggestion. Lung’s jovial acceptance
of his sickness immediately lightened
up the otherwise sombre gathering.
Afterwards, | couldn’t help but take
Claudia aside to ask her of Lung’s
conditions. It was then that tears long
held back began to gush.

Knowing that Lung had agreed
to attend the ‘Yesterday, Today,
Tomorrow: The Cinema of Patrick
Lung Kong’ retrospective film
programme in New York last August,
jointly presented by the Museum
of the Moving Image and the New
York Asian Film Festival (NYAFF),
Valerie and | decided to join him and
his friends and relatives in his final
moment of glory and to see him for
the last time. We didn’t tell him we
were going to America, giving him a
surprise on opening night. We were
grateful to be able to witness the very

S8 B - MOBIEGENERE
HTMEY S S PERCRERE - FE%E
7 TONCERaRE  TREREE
Last August, the Museum of the Moving

| Image and the New York Asian Film Festival

jointly organised a Lung Kong retrospective
and presented to the director the ‘Star Asia
Lifetime Achievement Award'.

moment when he received the Star
Asia Lifetime Achievement Award from
NYAFF, which once again affirmed his
contributions to Hong Kong cinema.
Response of the audience was
enthusiastic, even adoring, triggering
Lung’s tear gland many times. He in
turn charmed and captivated them —
with his passion, his philosophy for
film and his ups and downs making
films. They laughed with him, some
moved to almost tears. On several
occasions, Lung insisted despite
intense physical pain on standing up
to thank the audience, touching hearts
and winning smiles.

When we first heard in early
August that Lung had agreed to
appear in the first three days of the
programme, we were worried that
it would be too taxing for him. Then
we learned that it was his own idea,
for anything film-related would only
invigorate him. Those three days took
their toll indeed, further compromising
Lung’s teetering health. We were
going to briefly meet before we flew
back to Hong Kong, but only Claudia
could make it.

We called him from the airport
before we left. His usually orotund
voice was weak and brittle, unable
to finish sentences. We cried, and so
did he. Reaching home, we learned
that his condition had worsened. We
were worried, overcome by intense
helplessness.

On the morning of 2 September,
Margarita informed us she had learned
from friends that Lung had passed

MRBIRIEMENE - BER (4) B
Two of a kind: Lung Kong (right) and Tsui Hark

away on 1 September, U.S. time. He
was not alone, his wife, his youngest
son, esteemed Buddhist monks and
his friends at the Buddhist Tzu Chi
Foundation by his side. His funeral
on 8 September was conducted
in the simple manners Lung had
wished. In the last years of his life,
Lung, along with wife Claudia, had
been actively involved with Tzu Chi.
They volunteered in visiting the old
and the sick as well as participating
in the construction of the Guardian of
Nation Temple, Mountain of Wonderful
Enlightenment in upstate New
York. Always the romantic, he loved
watching sunrises and sunsets at the
temple site with Claudia. It was there
that his remains were interred.

It was a blessing that | had
enjoyed many conversations with
Lung and Claudia with an inexhaustible
supply of topics. They both believed
in fate, that encounters which develop
into relationships are never accidental.
Yes, it was fate. And also a blessing.

Director Lung, we miss you!

Mrs Lung, take care and continue
to go down the path Director Lung
had arranged for you. (Translated by Sam
Ho)

Priscilla Chan is Film Acquisition Officer of the
HKFA.
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- Notes on the Conference on Minnan-dialect Film Culture
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The HKFA ‘Writer/Director in Focus’ series, which profiled filmmaker Cheng Kang previously,
returned with a retrospective of the works of Griffin Yueh Feng, another screenwriting and

directing powerhouse, from 23 August to 21 September.

Not only were there screenings of 28

classics from various genres, there were also two seminars exploring Yueh’s filmmaking style and

personal anecdotes.

Held on 30 August, ‘The Art
of Griffin Yueh Feng’s Directing &
Screenwriting’ was presented by film
researcher Law Kar and the Yueh Feng
retrospective guest curator Lau Yam.
Lau began with an introduction of
Yueh’s life and career — giving a glimpse
of the 1909-born Shanghai native who
started out as a portrait studio staff
before becoming cinematographer and
martial arts actor early in his film career.
Yueh had worked for film companies
such as Yi Hwa, Nanyue, Great Wall,
Motion Picture & General Investment,
Shaw Brothers. He had also established
Dafang Film Company, which produced
films of genres as diverse as left-wing
art films, folktales, melodramas and
wuxia pictures. According to Law,
Yueh’s 1949 Blood Will Tell combines
a story in the style of Western cinema
with the moral principles of Chinese
culture, while the influence of American
film noir is omnipresent. At the end, Lau
used clips from Three Females (1947),
The Flower Street (1950), Golden Lotus
(1957), The Swallow Thief (1961) to
dissect Yueh'’s fastidiously designed
mise-en-scene.

‘Good Old Days with Master
Yueh’ was held on 13 September. The
seminar was honoured by the presence
of film stars Cheng Pei-pei and Elliot
Yueh Hua, who shared their memorable

BR85S

experience of working with Yueh Feng
with the audience.

Like many in the film industry,
Cheng and Yueh respectfully refer to the
flmmaker as ‘Master Yueh’. Cheng met
Master Yueh earlier than the younger
Yueh since she joined Shaw Brothers’
Southern Screen Experimental Drama
Group before the actor. Her screen
debut was the Yueh-directed Lotus
Lamp (1965). Since the director knew
of her dancing prowess, he entrusted
the rookie with the responsibility of
choreographing the palace dance
sequence of the said film and The
Last Woman of Shang (1964), while
serving as leading lady Linda Lin Dai’'s
dance tutor. There is no question that
Master Yueh had treated Cheng with
exceptional trust and affection.

As a director, Yueh Feng was
attentive and rigorous. During his
meeting with actors, he would ask them
to explain their characters’ mentality
and experience. Since film stock was
expensive back in the day and had
to be sent to Japan to be developed,
productions could not afford to waste
too much film on bad takes, yet Yueh
could always give his production team
a strong sense of confidence. As
Cheng recalled, although Yueh was
humorous, he was also unquestionably
no-nonsense. He would never yell at

24.07.2014 - 04.00.2014

someone even though he was in an
esteemed position. The crew would
know he was anxious when he wiped
his glasses repeatedly!

Yueh Hua also regards Master
Yueh with great respect. He considers
the master an upstanding man, whom
he credits to have steered him to the
right path in life. Yueh Hua starred in
quite a few of Yueh Feng’'s wuxia films.
Since the elder Yueh was part of the
first generation of Chinese martial arts
actors, his well-honed skills allowed
him to demonstrate the action scenes
to his actors. The younger Yueh points
out that Master Yueh's wuxia fims are
not brawling chaos but are carefully
organised and nuanced sequences.
Cheng also believes that his wuxia films
are unlike any other, as his fight scenes
abstain from sensationalistic violence
while remaining committed to honouring
integrity within the wuxia genre.

In the early 1990s, when Cheng
returned to Hong Kong and resumed
her acting career, she reconnected
with Master Yueh, who despite his
deteriorating memories in his 80s had
not forgotten her. The acclaimed and
legendary director died on 3 July 1999.

(Translated by Francisco Lo)

Karen So is a freelancer and Project Coordinator of
the HKFA's Acquisition Unit.
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Past Reflections, Future Projections:

Two Seminars on Cinematography

EEM Wong Ha-pak
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‘Joy and Sorrow of the Great
Cinematographer: Arthur Wong': Guest
speakers Arthur Wong (middle); Adam
Tam, Chairman of the Hong Kong
Society of Cinematographers (right);
HKFA Programmer (Cultural Exchange)
Cecilia Wong
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‘Good Old Days with Experimental Film Buffs'’
1 BREEEAN (EEEESL)

Alex Cheung's Come Together
2 BRRBKENFERR 8 KEFEMHEERS

Chan Tin-shing showing a vintage 8mm film
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(From left) Edwin Tsang, Alex Cheung and Chan Tin-shing

T he HKFA exhibition,

‘Remembrance of the Avant-garde: Archival Camera Collection’,

offers the

public an educational and inspiring insight into the realm of professional cinematography and
experimental filmmaking with two seminars held during its run.

Keeping up with the times

Seasoned cinematographer Arthur
Wong was the featured personality of
the first talk, themed ‘Joy and Sorrow
of the Great Cinematographer: Arthur
Wong’, held on 30 August. With
over four decades of professional
cinematography experience under his
belt, Wong inherited the filmmaking bug
from his father, Wong Chit, a famed
cinematographer from the golden era
of Cantonese cinema. And the young
aspirant duly progressed from exploring
and experimenting with the lens at
leisure to joining Golden Harvest in
1973, where he had the opportunity
to work with a crew of Westerners at a
studio well-endowed with state-of-the-
art equipment.

Wong enjoyed a three-year stint
at Shaw Brothers where he developed
a close partnership with director Lau
Kar-leung. He first shot to fame with
The 36th Chamber of Shaolin (1978)
and enraptured the audience with
his cinematography that is perfectly
synchronised with the action set pieces,
wielding a camera that ‘knows kung
fu fighting’. It came as little wonder
that the cinematographer is a keen
martial arts practitioner as well-versed
in the manoeuvres and techniques

of martial arts as he is in the art of
cinematography.

Technically, Wong balances his
dedication to precision with varying
degrees of inventiveness. The nine-time
Best Cinematographer at the Hong
Kong Film Awards, who won his first
accolade with He Lives by Night (1982),
illustrated with a clip from the film the
challenges of shooting the chase scene
in a dimly lit room and capturing the
instantaneous changes between light
and darkness, which compelled him to
boldly experiment with simultaneous
lighting, setting the scene brightly
aglow and, at times, in stark contrast of
light and shadow. Rather than limiting
himself to a personal style, he uses his
camera in ways that best suit the needs
of the director and the film, attaching
much importance to having a good
grasp of the script and keeping the line
of communication open with the man at
the helm.

When shooting on film stock
was gradually being displaced by
digital filmmaking, the pioneering,
assiduous mind was quick to bring his
wisdom, experience and knowhow
to the industry, winning him high
praise from his peers. Speaking at
the seminar, Adam Tam, the current
Chairman of the Hong Kong Society

of Cinematographers, thinks highly of
the society’s Honorary Life Chairman,
recognising his far-sightedness as
instrumental in steering his fellow
cinematographers through the transition
into digital flmmaking.

Wong speaks candidly, his
speech always peppered with light-
hearted humour. Not only has he little
sentiment for shooting on film, he is
full of appreciation for the latest digital
technology and the calibre of finesse
in visual terms, which was employed
to great effect in the deftly executed
Painted Skin: The Resurrection (2012).
The visual spectacle that is the scene
of the demon shedding her skin in
the water swirling, shimmering
ambient illumination that shifts from
golden yellow to shady blue as the
transfiguration takes place is not
solely the making of computer graphics
but the culmination of thoughtfully
orchestrated lighting designs on set.
‘When things can be done right on set, |
wouldn’t have it any other way not by
CG whatsoever’ he maintains.

Experimental films that
defy convention

Pioneering filmmakers Alex
Cheung and Chan Tin-shing hosted the
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6 September seminar, ‘Good Old Days with Experimental Film
Buffs’, meeting the audience in the rather unusual but intimate
and interactive setting of the Exhibition Hall.

Before he embarked upon his feature film career, Cheung
had his heart set on making experimental films, including the
critically acclaimed The Unworldly World. Sadly, much of his
early oeuvre was lost but for the 16mm film, Come Together.
Watching Come Together again with the same excitement
that first inspired the conception of the exquisitely crafted
work, Cheung explains, ‘It was made way back in 1973 and
yet brisk and tightly paced thanks to the editing. I'd already
mastered techniques that had yet to be found in my film
dictionary, including those that were beyond my ability, such
as reverse motion, despite the trials and errors it called for.
| consider myself an artisan scientist.” Edwin Tsang made a
special appearance and regaled the audience with amusing
anecdotes of his time of playing the loitering long-haired
youngster in the film.

What experimental film buffs lacked in technological
resources to create desired effects, they more than made up
for with their skilful and creative handiwork. While shooting
The Clouds from 1986 to 1988, in order to create the effect of
clouds fleeting across the frame of a cinema billboard, Chan
resorted to covering the camera with a piece of black paper
measured to fit the lens in a tedious, lengthy process that
was repeated six times until it was met with his satisfaction.
Dubbed the ‘8mm Film Master’, Chan is also an ardent
collector of photographic equipment. Back in the heyday
of portable video cameras in the mid-1980s, he could be
seen scouring through Apliu Street and Upper Lascar Row,
bargain-hunting for used tools and machinery of experimental
fillmmaking abandoned to the street bazaars, a sight that
often invoked an immense sense of sadness. ‘But they did
contribute a lot to our generation!” he would lament. So by
taking home one discarded machine at a time, he managed
to put the jigsaw pieces of experimental filmmaking together
as a testament to the good old days. In addition to donating
many of the treasured items in his collection to the Archive,
which were put on display in the exhibition, the director also
brought with him a special projector for the live screening of
an old 8mm film.

In an age of ever-advancing technology, photographic
equipment packed with a host of smart features has become
more user friendly than ever. For Cheung, his camera is always
at the ready, poised to capture each special but fleeting
moment. He hails the rapid development of digital technology
as ‘unprecedented’, captivated by its power, capability and
ubiquity to provide a global internet platform accessible to
all to carve out their personal creative space. Chan, though,
doesn’t care much for the whole digital craze, confessing, ‘If
you ask me, I'd prefer shooting on film any day.’ (Translated by
Agnes Lam) W

Wong Ha-pak is a media veteran, editor, freelance writer and HKFA Project
Researcher.
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, unruly girl who nonetheless makes herselfa
ess.

Nicknamed ‘Hot Babe” and ‘China’s Brigitte Bardot, Margaret Tu Chuan
(1942-69) quickly rose to fame in 1960-61.In Oh Boys! Oh Gitls!

(1961), she plays a wayward
darling with her exuberance and wittin
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