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Recently, we interviewed Bai Ying, who has long retired from the silver screen. He talked in details about
his career as an actor while sharing his little-known side as a martial arts choreographer. The most pleasant
surprise was a scrapbook that he brought to the interview. In there we saw records and photos from every
film he acted in—a practice taught to him by none other than director King Hu. Thanks to the foresight of the
legendary director, this scrapbook gave us a glimpse of his dashing presence from different periods of his
career.

From April to June, the Archive invited quite a few screenwriters to speak about their experiences and
insights in relation to their profession. Each speaker has something different to offer, making this a truly
colourful programme. (See pp 3-6)

The closing of the programme ‘Early Cinematic Treasures Rediscovered’ signifies the end of the first
chapter for this topic. This was the first series of public screenings for these long-lost fims from the 1930s
and 40s, which was made possible by transferring the nitrate prints to the DCP format. Every one of
these films allows us to revisit the lost pages of our history. The cross-cultural interactions are particularly
fascinating, such as the remarkable link between Cantonese Opera and westernised moving pictures.
[clkwok®@lcsd.gov.hk]
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I_ate April saw the unveiling of the screening programme, ‘The Art of Film Scripting’, and its tie-in exhibition, ‘The Labyrinth

of Film Scripting’, together with a series of post-screening talks featuring the respective screenwriters. Following the

appearance of Joyce Chan, who returned from Canada to chair the first leg of the talk series (see last issue of Newsletter), the

Archive was graced by a line-up of notable screenwriters from May through July, providing our audience with the opportunity to

meet and hear from the creative minds themselves.

Post-screening talks

Szeto On 17/5/2015

The post-screening talk of Wong Fei-
hung: The Invincible Lion Dancer (1968)
on 17 May featured the film’s writer
Szeto On—the prolific 88-year-old
has scripted more than 1,000 films in
a career spanning over four decades.
As moderator Winnie Fu wittingly
remarked, Szeto’s life story was akin to
a movie script. An avid learner whose
education was cut short by economic
circumstances, he taught himself
to become a master storyteller with
his unguenchable interest in reading
and his exceptional memory. The
veteran writer attributed his mastery
in the art of screenwriting to soaking
up everything he could lay his eyes,
making it his business to learn about
little-known information and readily
apply such seemingly random material
in a story. According to Szeto, a good
screenwriter doesn’t choose his/her
story but rather takes on whatever
story that comes his/her way. Because
screenwriting is a precarious job with
unstable income, it often means one
should go the extra mile and save for
the rainy days. Szeto also lamented
how the role of the screenwriter has
long been disparaged in the film
industry. Today, scripts are mostly used
for pitching to potential investors as
directors will most likely make drastic
cuts and changes during the shoot.

14/6/2015

Writer—director Alex Law and director
Mabel Cheung have worked together
seamlessly over the years. The lllegal
Immigrant (1985), written by him
and directed by her, is their New
York University final-year project and
feature-length debut. Law participated
in the post-screening session on
14 June, when he reflected on his
creative process and insights. The

Alex Law

long-time scribbler made a string of
comedies with other directors early
in his career but later devoted his
efforts to collaborating with Cheung
and exploring their favourite themes
of nostalgia and migration. Their latest
project, A Tale of Three Cities (2015), is
a film he has longed to make. Tragedy
is not his cup of tea since he only seeks
to tug at the audience’s heartstrings,
allowing his films to take time to sink in
before tears begin to flow.

A screenwriting teacher once
enlightened Law with the idea that
one must not harbour the grandiose
delusion of writing a story that no one
has told before in order to stay focused
on what one has to work with. It is
only natural that his Migration trilogy,
The lllegal Immigrant, An Autumn’s
Tale (1987) and Eight Taels of Gold
(1989), is mostly drawn from the duo’s
experience in the US, exquisitely
capturing the sentiments of life in a
foreign land. He believed that among
the countless storytelling attempts,
the pitfalls of being formulaic is
unavoidable. Yet the variation within
the formula is going to be the intriguing
difference. Since today’s audience
have watched myriads of movies,
filmmakers should always be leading
them and remain half a step ahead so
they cannot quite catch up with the
plotlines.

Raymond To 21/6/2015

Audience of My Dad is a Jerk! (1997)
was treated to a guest appearance by
the film’s writer Raymond To after the
screening. The seasoned playwright
candidly admitted that his personal
worldview is not as buoyant and
idealistic as his stage plays. Turning
his lens on the crass and common, his
three films selected for the programmme
(Stooge, My Love [1996] and Ah Fai
the Dumb [1997] were the other two
titles) represent a different facet of his

repertoire. While a stage play is heavily
driven by dialogue, a film’s narrative
is shaped and conveyed by camera
movement while the director is crucial
in determining how a film turns out,
he explained. The screenwriter felt
blessed that his script landed in the
hands of Joe Cheung and credited the
consummate director with translating
his story into a powerfully moving film.

The screenwriter seized the
opportunity and invited Cheung, who
was sitting among the audience, to
join the discussion. Cheung described
the film as an allegory of the 1997
Handover told through the story of a
father and son. Sean Lau’s character
symbolises the city—a typical Hong
Konger whose head is filled with
dreams of riches while merely muddling
through each day. But he will rise to
the occasion if he is needed, alluding
to Hong Konger’s ability to determine
his own fate. However, the film is
devoid of political overtones because
Cheung was only interested in using
a lively way to articulate the story
of a man in the face of adversity. To
concluded by illustrating how the film’s
narrative is propelled by its characters
and calling to attention the need for
every screenplay to be assured of
its concepts and inspiration without
resorting to preaching.

Chan Man-keung 27/6/2015

Below the Lion Rock: Drug Kids (1985)
is widely considered to be the precursor
of Gangs (1988). They were screened
back-to-back, followed by a discussion
session where Chan Man-keung talked
about his screenwriting career with
moderator Thomas Shin. Chan, who
launched his career at Radio Television
Hong Kong (RTHK), named fellow
screenwriter Joyce Chan and her true-
to-life dialogues as his first inspiration.
The use of daily life’'s nuanced details
set the foundation for his realist

®



screenwriting. Queen of Temple Street
(1990) was the product of personal
observations and encounters that Chan
and director Lawrence Ah Mon had
with real-life characters in the Temple
Street neighbourhood. For Lee Rock
(1991), Chan referenced his childhood
read, The Chronicles of Hong Kong'’s
Famous Detectives, for his depiction of
post-war police.

Chan later captured the attention
of Stephen Shiu and was invited to
pen the screenplay for Flirting Scholar
(19983). Shiu was generous in imparting
his own brand of screenwriting skills,
such as the Four Mains (the main
characters, main plot, main idea and
main theme) and the Six Entertaining
Elements (laughs, sensations,
suspense, surprise, human warmth
and voyeurism), which made their
way into Chan’s book of rules for
screenwriting.

Seminars

Scripting Laughter into Tales of
Our City 6/6/2015

Alfred Cheung’s filmmaking experience
runs the gamut from executive
producer to director, screenwriter and
actor, having produced a string of
urban comedies that are thematically
daring and socially relevant. In the
seminar Cheung was joined by guest
host Lam Chiu-wing for a hearty talk
about his films’ distinctiveness and his
creative process. Lam described the
political satire Her Fatal Ways (1990),
regarded as one of Cheung’s signature
works, as a timeless classic that was
ways ahead of its time. Films like The
Family Light Affair (1984)—a humanistic
comedy about new immigrants—
and On the Run (1988)—a dark
and humorous depiction of Hong
Kongers’ pre-Handover mentality—are
testaments to Cheung’s visionary and
eclectic prowess.

Cheung explained that he is drawn
to making comedies because life is
hardly a bed of roses and laughter
provides a great stress buster. For
screenwriting, he added that talent
alone is not enough. One needs to be
reading lots of books and screenplays,
as well as conducting research,
meeting people from all walks of life

6 HKFA Newsletter August 2015

(e ) RS ~ 4P ~ TR
(From right) Cheung Chi-sing,
Keeto Lam and Cecilia Wong

and becoming a keen observer of
everyday life. These are the things that
will evoke inspiration. He believed the
longer a film can stand the test of time,
the more artistic it is.

From Gags to Sitcoms: Writing
Jokes vs Designing Comedy
Scenes 11/7/2015

Seasoned screenwriters Lam Chiu-
wing and Chan Hing-kai are known for
their knack for comedy. Lam began
by quoting comedic master Michael
Hui, ‘First there is a build-up, then
comes the punchline.” He explained
the formation and types of gags, such
as the 2-line or 4-line punch. Gags are
easier to design, he thought, as his
early years in TV industry had trained
him to roll out gags in loads. On the
other hand, Chan observed that while
Hui was working with a comprehensive
set of theories and methods for
creating gags, Stephen Chow
completely subverted the rules and
went the opposite way, firing off jokes
without any build-up. Despite their
stylistic differences, both comedians
have excelled in the Hong Kong film
industry.

On writing sitcoms, Chan
argued that the key lies in having an
ingenious setup, which is also the
most challenging part. But once the
setup is done, every scene and line
will be funny without hinging upon the
punchline. He also added that good
sitcom screenwriters in Hong Kong are
rare and far between. For those who
are interested in honing their skills, they
can pick up a tip or two from American
and British sitcoms.

With clips from classic Hong
Kong comedies, the two screenwriters
analysed how scene setups and topics
make use of cartoon-like elements,
offbeat humour, sense of superiority,
vilification, insults and mockery to strike
a chord with the audience and make
them laugh. During the Q&A session, a
member of the audience commented
that the odds are usually against a
comedy for winning awards. Chan
replied in good humour that writing
a good comedy is a hard enough
business so just hearing the laughs
from the audience makes his job all
worth it.

The Alchemy of Hong Kong Film
Style: Individual vs Collective

12/7/2015

In this seminar, Keeto Lam, animation
producer turned screenwriter, and
screenwriter—director Cheung Chi-
sing discussed the style of Hong
Kong cinema from the perspective of
screenwriters. Lam provided an in-
depth look at the practices of the
Hong Kong style of screenwriting,
which range from the traditional and
professional, to the quickies, impromptu
‘flying scripts’ and collective efforts. He
also explained the different categories
of scripts, a screenwriter’s working
methods and the procedures involved.
He adopted martial arts ‘sects’ as an
analogy to the various scripting styles of
Hong Kong film directors: the ‘romantic
sect’ the like of Patrick Tam, in contrast
to ‘Mount Hua sect’ that drilled into the
dramatic strength of a script the like
of Tsui Hark’s films. Lam also noted
how productions of film companies
that mushroomed during the heyday
of Hong Kong cinema between 1980
and 1997 are especially reflective of
the personalities and preferences of
their respective bosses and executive
producers.

Cheung focused his discussion
on the different writing styles of Hong
Kong screenwriters. Taking account
of the various constraints imposed
on filmmaking, the final product often
differs significantly from the original
script. Except for filmmakers who
play the dual role of screenwriting
and directing (such as Wong Kar-
wai and Wai Ka-fai), the style of a
screenwriter rarely managed to shine
through a film. vy Ho, Raymond To,
Chiu Kang-chien and Stephen Shiu
are the few exceptions to the norm. In
retrospect, screenwriters in the 1980s
and 1990s rarely had formal training
and a screenwriter’s professional
development came from on-the-job
experience that is dependent on their
collaborating directors and crew. Hence
the screenwriters of that era were
especially flexible and well-rounded yet
many lacked a specialty in their craft.
(Translated by Agnes Lam) H
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Bai Ying's first full-costume portrait in his
career, for the film Dragon Inn (1967), for
which he plays a menacing eunuch with
brooding intensity



1966 FHIEFI AT)RITRRB BN BHIBEMNIRA © (BIHFZAHE)
RABRARSE Rl 7 55% - LEER - R

AKRA - BB - BHEXA  DRIE - BilS - Fiak - BER

B (REFAE) GBS RAE  BEW - Al - XX

Union Film Company Limited’s 1966 press conference to introduce
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King Hu (left) directs Bai Ying in The Valiant Ones (1975).
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After 10 years in acting,
Bai Ying was awarded
Best Supporting Actor at
the Golden Horse Awards
for Super Dragon (1977).

CRZFOY (1976) : BEBEITHIF L

The Venturer (1976): a courageous hero

(BN (1979) : EMARRSHE

Gone with Honor (1979): sacrificing for
the home country
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Date: 25 February 2015
Interviewers: Cecilia Wong, May Ng, Kwok Ching-ling
Collated by Cindy Shin

(CF7IBEE)Y (1977) ' BERFHRAAR
Super Dragon (1977): a ruthless eunuch

The dashing Bai Ying joined the Taiwan Union Film Company in 1966, where
he caught the eye of director King Hu, who cast him as the chief eunuch in

his 1967 film Dragon Inn'. Bai shone in that role and he quickly became one of the

hottest character actors in both Hong Kong and Taiwan. Throughout his 36-year

career, Bai acted in a total of 111 films from Hong Kong, Taiwan and Korea, as

well as TV dramas made in the Mainland, Taiwan and Hong Kong, excelling in both

heroic and villainous roles. Perhaps due to his physical training from a young age,

he is still in great shape.

Birth and Acting Debut

My birth name is also Bai Ying.
However, the Chinese character for
Ying’ in my birth name is the character
used for the word ‘England’ while the
character for my stage name is the one
meaning ‘eagle’. | was born in Beijing
in 1941. | am of Hui Muslim heritage.
Muslim families can be very strict with
their children’s education while the
children of my generation usually didn’t
assert themselves very much. We
lacked opportunities to develop freely,
being shackled to different cultural
traditions. At the age of eight, | came
to Taiwan with my mother and other
relatives.

In Taiwan, we assimilated to the
local lifestyle. | went to primary and
secondary school before joining the
military. | left the military life at the age
of 21. Since my mother converted
to Christianity in Taiwan, | entered a
Christian college in Taipei. After two
years at the college, | was prepared to
quit due to my lack of interest. Before
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leaving, | participated in the film The
Sand Pebbles (1966). | then started
working in Taipei as a taxi driver, until
a friend told me that he had seen a
newspaper ad for a casting call with
Union Film. | agreed to try my luck and
give it a go.

The examiner at the casting call
was director King Hu. Incidentally,
we were both from Beijing. During
my audition, he noticed my Northern
accent and asked me where my
ancestral home was. | replied, ‘I don’t
have an ancestral home but | was born
in Beijing.” He said, ‘Me too.’ | told
him | knew that already. We got along
very well and | was offered a six-year
contract with the company, from 1966
to 1972. Then | adopted the stage
name ‘Bai Ying’'. Union Film signed
seven girls and six guys from this round
of casting and our job was to attend
training and classes every day. In the
mornings, we went to the production
department, where our teacher Kao
Ming talked to us about the rules on

set and for the industry, while sharing
his filmmaking experience with us.

Initially, all we knew was that our
first film would be Dragon Inn but we
had to wait for another month to know
what characters we would be playing.
| had very little idea what the makeup
artist was doing. But when he started
fitting a wig on me, | started wondering,
‘Why are they putting a white wig on
me?’ Afterwards, | shot what were to
become my first full-costume portrait.
The next day, Hu saw my portrait and
decided that | would play the character
of Eunuch Tsao.

Hu taught me how to walk and
asked me to imitate my favourite
general since he knew about my
military experience. | was a great
admirer of Commander-in-Chief
Chiang Wei-kuo, so | began to copy
the way he walked. Hu observed my
walk and suggested that | modify
the walking style by splaying out my
feet, as Eunuch Tsao is a man who
would walk slowly like a crab, with
his feet splayed out. Hu created this
character as the best swordsman in
the world. And someone of his calibre
must have a youthful face with hair as
snow, especially since he is a eunuch.
In my opinion, this character’s unique
appearance—my face was powdered
pale while | donned a white wig
and posed forcefully—makes him a
successful and vivid character.

At first | was worried that playing
a villain in my first major role would
taint my image. But actors should not
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feel this way. It is just as normal for
us to be playing villains as it is to be
playing heroic characters. Later in my
career, | stopped feeling this way and
came to appreciate the challenge Hu
offered me. This character gave me
an opportunity to hone my skills as an
actor. It was an unusual experience for
a 25-year-old to be playing an old man.

Following Shifu King Hu

King Hu was a traditional Beijing shifu
(master). We would bow and greet him
as shifu whenever we saw him.

Starting from Dragon Inn, the
division of labour was clear. When
you were in front of the lens, you
were an actor. When you were not
part of a part, you worked as part of
the crew—nhelping out with props,
lighting and sound. Hu also told us in
no uncertain terms, ‘The 13 of you are
actors, and will always be actors, as
there is no such thing as movie stars
at Union Film.” He also gave us each
a storyboard every morning, with four
frames per page. Each frame contained
a sketch, and these pages helped us
understand immediately what we were
shooting that day. Hu never dictated
how we should act; instead he asked
us to try things out ourselves, which
we should be capable of doing if we
had studied our storyboards. If you
were still clueless, then you were not
an actor and should go home instead.
Therefore things moved quickly on set
as Hu always remained a man of few
words.

As all the actors who were part of
Hu’s troupe would tell you, he didn’t do
as much teaching as he did inspiring
us. However much talent and potential
you had, he would dig it all out. He was
strict with me because he believed that
he could inspire me to do more. By the
time we did A Touch of Zen (1971), |
had to pretend to be a blind man who
is one of the good guys—a complete
reversal from Dragon Inn. The more |
worked with Hu, the more confident
and relaxed | felt as an actor.

After Dragon Inn was wrapped
up, we returned to the production
department at Union Film. One day,
Hu asked me to go upstairs and help
Mr Chen sweep the floor. The Mr
Chen he referred to was Chen Hung-
min, the best film editor in Taiwan
back then. | gave it no thought before
going up and telling Chen that | was
here to help him do some sweeping.
He understood immediately and said,
‘Don’t sweep the floor. Roll up the
film for me.’ | spent a week working
on those film rolls before Chen asked
me to watch him edit Dragon Inn. |
watched the entire film get edited and
realised that Hu’s plan was for me to
learn about film editing. This experience
helped me understand how different
shots are edited together, which was
instrumental in my development as an
action choreographer.

Hu believed that action
choreography in movies should be
a form of dance that possesses the
artistry of dancing. It is pointless to

put real martial arts in a movie. To him,
wuxia films, action movies and kung
fu flicks were all dance moves. For
example, a punch in a kung fu movie
may look very forceful, yet in reality very
little force is applied. Action in film is
about using dance moves to control
your body—an idea very few people
can understand.

We were under contract back
then, so we couldn’t act in films by
other companies. However, my salary
was only 3000NTD a month. Hence
in order to earn more money, | asked
a friend to introduce me to a director
he knew. | got a job as an action
choreographer because | had learned
so much from Hu. Later, when | was in
Taipei, | gradually became the action
choreographer for many fims.

Hu wrote a recommmendation letter
for me in 1969 and | set off for Hong
Kong.

Career Development in Hong
Kong

Hu’s letter was addressed to Mr
Raymond Chow of the production
department at Shaw Brothers (Hong
Kong) Ltd. | was picked up at the
airport by Feng Vi, a sworn brother
of Hu's, who then took me to a youth
hostel at Waterloo Road. | then made
my way to Boundary Street and Ho
Tung Road, where Mr Chow lived. |
said that | was from Taiwan and that |
had a letter from Director Hu for him.
Mr Chow read the letter immediately
and asked, ‘Where is Bai Ying?’ | told
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him that | was Bai Ying. He had seen
Dragon Inn but couldn’t recognise me
without the makeup. Chow agreed to
help me. The next day, Lau Leung-wah
checked me into a hotel before taking
me to the film studio at Clearwater Bay
to see Mona Fong, who then introduced
me to the boss (Run Run Shaw). He
said, ‘Good. You should stay at Shaw!’
Then | asked, ‘I heard your company
has employee housing. | would like to
bring my wife here.” He replied, ‘Most
definitely. Ms Fong will prepare the
necessary accommodations for you.’
Our dormitory would be in the Tun Ho
Building.

Fong put me under the supervision
of Chow, as he was the head of
production. | signed a two-film contract
with him for The Eunuch (1971) and
The Imperial Swordsman (1972). After
shooting The Eunuch, Mr Shaw wanted
to negotiate a three-year contract with
me but Hu objected. So | ended up
leaving without working on The Imperial
Swordsman and had to move out of
the dormitory. Fortunately, Paul Chang
sold me his home on Eastbourne
Road, which was also where Hu lived.
Around that time, | began to pick up
acting gigs as a free agent.

Filming in Korea

After leaving the Shaw Brothers, Chow
came and offered me a role in a Golden
Harvest movie. So | went to South
Korea to make The Angry River (1971)
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and Bandits from Shantung (1972).
Golden Harvest’s collaboration with the
Koreans saved the company a third of
the costs since salaries were low there,
not to mention the beautiful scenery.
Our outdoor scenes were paid for by
Shin Sang-Ok (a Korean director and
producer), who was entitled to the
films’ rights in Korea. The production
costs would have skyrocketed if we
made the movies in Hong Kong.

Shin was a worldly man, so he
was easy to get along with. At first |
called him ‘uncle’ but he told me not
to do so since we were friends. Later,
he came to discuss a proposition
with me, ‘My film school has a lot of
actors but none of them knows how
to do action in film. Could you help
me train them?’ | agreed. He was
grateful, and offered, ‘Please play an
assassin in my film.’ | said yes and he
required me to choreograph my own
action sequences. | told him, ‘Sure, no
problem.’

After 1973, | returned to Korea to
make Gone with Honor (1979), directed
by Shu Chin-liang and produced
by Taiwan’s Central Motion Picture
Corporation. Duel in the Sand (1980)
was also shot in Korea.

A Swordsman’s Journey

Whether it was in Hong Kong or
Taiwan, | have always made action
films. | never got any offer for a love
story. It’s a pity! | would love to give it a

shot but nobody gave me a chance!
While at Union Film, | worked
with directors like King Hu, Yang Shih-
ching, Sung Chuen-sau and Chou
Hsu-chiang. | made The Grant Passion
(1970) with Yang, who was not as
strict as Hu. However, he did have his
own style of working as he was such
a seasoned professional. | remember
Sung as a very nice man, whom Han
Hsiang-Chin and | worked for in Iron
Mistress (1969). | also worked with
Chou in his Black Invitation (1969).
Judicial Sword (1975) was based
on Hu’s script, originally titled Exile. Hu
was unhappy with Exile and abandoned
it. | had a look and liked it, so | made
some adjustments to the script. | was
not planning on making a movie out
of it but simply treated it as a writing
exercise for practising screenwriting. |
felt that | was doing well, so | rewrote
the script entirely as a complete story. |
then left it aside. Later in Taipei, when |
met with Han Baozhang, who told me
he was looking for a script, | told him |
had one on my hands and would bring
it to him. After reading my script, he
was impressed and passed it on to his
boss, who liked it as well. Han wanted
to cast Polly Shang-kuan Ling-feng
despite her high salary. The boss gave
the matter some thought and agreed,
‘Let’s have both Polly Shang-kuan and
Bai Ying in the leading roles.’
Director Chang Pei-cheng
did a wonderful job in creating an
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The restored version of A Touch of Zen was screened at
the Cannes Film Festival this past May. (From left) Shih
Chun, Hsu Feng and Bai Ying

authentic atmosphere for The Venturer
(1976), which takes place during the
Kuomintang’s Northern Expedition.
We filmed in a place in Tainan called
the ‘Moon World’, as it was like being
on the moon—there was nothing
there, not even a blade of grass, and
it was boiling hot. The film was very
atmospheric and effective.

| was impressed with Chang Mei-
chun’s work, and so | signed two films
with him—Super Dragon (1977) and
Revenge of the Shogun Women (1977).
His family was from Shandong but he
was born in Korea. He finished high
school in Taiwan and studied film at
Shih Hsin University before becoming
a director. His wife, Shut Mei-lun,
was a leading actress at Manchukuo
Film Association. She was very well-
connected in the film industry and had
no problem with selling film rights and
other business matters. As long as
Chang focused on filmmaking, there
wouldn't be any other issues.

Peter Poon, director of Devil
Design (1980), was introduced to
me through Philip Tse. The film was
about the conflicts between Genghis
Khan’s sons after his death. The boss
of the production was a relative of the
Chiang family in Taiwan. Thanks to
her, the fim was shot on a large piece
of land at Hukou, where an armoured
reconnaissance unit was based. We
filmed there with about 60 horses

that were transported there for the
production. Yet my biggest headache
was the eagle | had to work with. It
was a beautiful bird with fully-stretched
wings that were broader than my
body. When shooting a scene where
it stretched its wings on my shoulder,
we had no choice but to strap it to
my body. When | touched the bird, it
spread and flapped its wings, which
kept hitting my head. | was miserable
as it took all morning just to get this
one shot. The film, however, turned out
to be very good.

| also worked with Li Han-hsiang
on his films The Legends of Cheating
(1971) and Cheat to Cheat (1973). He
was very serious about his work and
exceptionally intelligent. He loved to
focus on the costumes and all things
related to the Qing dynasty. Since
he could be inspired on set at any
time, the story he shot would deviate
from the script. He also had a savvy
business sense as most of his movies
back then made a profit. Furthermore,
Li had a habit of simply saying ‘go’
when shooting was over, then everyone
would follow him to eat. He was very
generous and had many friends.

Hsu Feng invited me to act in
Tseng Chuang-hsiang’s The Woman of
Wrath (1986), which she produced. |
took the job because during our time at
Union Film, | was her ‘second brother’.
For this film, | had to learn how to

slaughter a pig, which was obviously
something | had never done before! |
went to a slaughterhouse and asked a
butcher to teach me how to do it. After
three days, Tseng asked me, “You've
learned it yet?” ‘I'm confident,’ | replied.
He then said, ‘Good, we’ll shoot
tomorrow!’

Among the films I’ve acted in,
my favourite is Dragon Inn obviously.
| also like the European version of A
Touch of Zen but I'm not a fan of the
Taiwanese version, which is split into
two parts. Other favourites of mine
include The Fate of Lee Khan (1973)
and The Valiant Ones (1975). As for
films by directors other than Hu, | like
Super Dragon, which is extremely
brutal yet exceptionally cool under
Chang's direction. | also like the
grandness of Devil Design, in which
my character had a particularly great
look. Besides, | feel that The Venturer,
Judicial Sword and Gone with Honor
are pretty good as well. In terms of
contemporary dramas, | adore The
System (1979) and The Saviour (1980).
As for other movies, few have made a
strong impression on me. (Translated by
Rachel Ng) W

Editor's Note

1 The release dates of some of the films
mentioned in Hong Kong and Taiwan are
different, with gaps of usually up to a year.
The years put here refer to the earlier ones.
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Continuing our coverage in the
last issue, the final two of the

seven seminars of the ‘Early Cinematic
Treasures Rediscovered’ programme
were held during the last two weeks of
May. They focused on two 1940s Hong
Kong films-The Rich House (1942),
made before and released during the
Japanese Occupation of Hong Kong;
and Love Song of the South Island
(1947), which was made after the war
and interestingly, takes place in the
South Pacific. Our speakers cited a
variety of sources and shared some
little-known facts, offering fresh insights
into the two titles.

The Story Behind Love Song
of the South Island

03/5,/2015

Guest commentator Law Kar began
by discussing the history of Chinese
immigrants in Southeast Asia, before
explaining how the boom of Chinese-
language productions in the region
gave rise to a diversity of genres that
range from melodramas to supernatural
fantasies. During the war, Cantonese-
language productions in Hong Kong
suffered, but the continued support
from Southeast Asian audiences, for
both war propaganda films and light
entertainment, played a crucial role in
sustaining the embattled Hong Kong
film industry.

According to Law, the investors
of Love Song of the South Island
wanted to make a Mandarin film,




but the writer-director took the
opportunity instead to make a love
story concerning the suppression of
regional culture in the hands of the
mainstream culture. Law commended
the filmmaker for doing an admirable
job in evoking the appeal of Southeast
Asia. Despite his inexperience, the film
is evident of the promising potential
of the writer-director Tam Sun-fung.
Besides, the film’s social commentary
on the incoming Chinese’s prejudice
against the local colonial culture
is particularly advanced for its
times. Despite the relative lack of
understanding for the plight of local
Chinese immigrants, it is nonetheless
an important example of the evolution
of the genre as a whole.

Camille - A Hong Kong Rendiition:
The Interaction Between
Literature and Film in

The Rich House

30/5/2015

The Rich House is a film adaptation
of Hong Kong writer Lui Lun’s 1937

novella, Clara, which is also part of a
1941 collection. Dr Mary Wong Shuk-
han from Lingnan University started
the seminar with an introduction to
the background of Lui Lun. She then
did a detailed comparison between
the film and the original short story,
while pointing out how the film cleverly
adapted and used elements from Mist
(1936), another novella by Lui. Since
the 1920s, Lui began writing poetry and
subsequently branched into novels and
prose. In the 1930s, he established his
unique literary style that combined both
Chinese and Western influences. The
dramatic narrative techniques in Clara,
as well as its descriptions of local Hong
Kong environment and Westernised
family dynamics, proved to be very
popular among young readers of its
time.

The Rich House defies many of
the genre’s rules and conventions that
restricted 1950s and 60s Cantonese
cinema, which makes it a very valuable
record of its era. According to Wong’s
analysis, the penniless writer played
by Cheung Wood-yau is quick-

tempered and passionate, unlike the
calm and collected character in the
original story. The change effectively
enhances the dramatic and cinematic
quality of the film. Likewise, the
ending is quite different from that in
the original. Besides, Lui has also
inserted comedic elements, such
as the character of the poor yet
spirited artist, into the lively cinematic
adaptation.

Wong then moved on to
compare The Rich House with Camille
(1936), which has been selected as
a reference film for this retrospective.
Though Camille is a notable influence
and inspiration to The Rich House,
the two films’ focal points are largely
different. Film adaptations could often
highlight the relationship between
Hong Kong literature and Western
literary culture. Lui, who always
marched to the beat of his own
drum, avoided mainstream literary
conventions of the day to write an
urban Hong Kong love story that is
brimming with local appeal. (Translated
by Rachel Ng)
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A \Voice for the Ages, a Master of his Art - A Tribute to Lam Karsing
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To commemorate Cantonese opera legend Lam Kar-sing (1933—2015), who passed away
this August, the Hong Kong Heritage Museum will present the ‘A Voice for the Ages, a
Master of his Art — A Tribute to Lam Kar-sing’ exhibition from 9 September to 2 November
2015. Through this exhibition of scripts, handbills, photographs, costumes and props, the
Museum hopes to revisit Lam’s spectacular career in the arts and pay the highest respects
to this cultural icon. The Museum will also celebrate Lam’s legacy with a film retrospective
curated by the Hong Kong Film Archive, featuring cinematic versions of Lam’s most notable
plays.

The 8 films selected for screening include Drums Along the Battlefield (1963) and

The Revenge Battle (1964), among others. Please refer to the website of the Hong Kong
Heritage Museum (http://hk.heritage.museum) or call 2180 8188 for the screening schedule.
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Conservation Unit's Ip Ka-him (left) and Programming
Unit’s Janis Law talked about film appreciation and
conservation at Chiu Chow Association Secondary
School.

E2M4HE 352 KIEM

Students took a close look at the 35mm film.

Programme for junior
Secondary Students

In order to increase junior secondary
students’ knowledge and interest in Hong
Kong film culture, the Archive held our first
‘Film Education Outreach Programme for
Junior Secondary Students’ from March to
July as our staff visited seven secondary
schools to talk about the Archive’s mission,
facilities and services. Through guided
viewing of film clips, students were able
to learn about the changes in local culture
and society. They also learned about the
different types of film material, as well as a
brief introduction to the restoration process.
Since digital technology has become the
dominant format, seeing and touching film
and traditional film-repairing equipment was
quite the novelty to these young students.
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Behind-the-Scene of Filrm Conservation
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(From right) HKFA Assistant Curator | Koven Lo, Assistant Curator Il (Film) Stephen
Fung, film technicians Ip Ka-him and Ng Wang-hung

&4 | Conservation R

N  SBEEIEE
A tour in the film

inspection room

‘Transcend—Muse Fest HK 2015’, the first museum festival in
Hong Kong, was held from 27 June till 12 July. As one of the
participating units, the Archive hosted ‘Behind-the-Scene of
Film Conservation” workshop four times a day on Saturdays and
Sundays during the festival. Through interactive demonstrations
and exhibitions, participants got to learn about film conservation.

The staff of the Conservation Unit first introduced the
traditional medium of fim and the different digital formats in the
first floor lobby. They pointed out the changes in format and the
difficulty in acquiring compatible audiovisual equipment for the
shifting formats. Koven Lo, Assistant Curator I, then thoroughly
explained the process of handling films acquired by the Archive,
which includes cleaning, repairing, documenting the films’
condition, and storage. He also elaborated on how some fims
are prepared to be screened and how some are selected for
digital restoration. The enthusiastic crowd took the chance to ask
questions during the interactive segment.

The second part of the activity took place in the film
inspection room, which had never been opened to the public
before. Film technicians Ng Wang-hung, Ip Ka-him, Penny Wong
and Fan Wah demonstrated the process of inspecting and
repairing film while giving participants a chance to touch films
of various types and lengths. The participants were especially
interested in the daily struggles of the technicians, including their
secluded work environment. Before the workshop was over, the
visitors offered words of appreciation and encouragement that
were indeed a validation of the staff’s hard work.

Further information on the topic is included in the ‘Saving
Film: Road to Film Conservation’ exhibition on the Archive’s
ground floor (21 August to 22 November 2015), featuring some
of the restoration works we have accomplished so far, as well as
presenting the development of related technologies.
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Scent of Wild Flowers (1935): the charming To Tsui-
nung (Tam Lan-hing) and the professor (Ma Si-tsang)
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fallen Yin-hung (Hung Sin Nui) and
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Wild Flowers are Sweeter (1959): a fuming
father kicks his son out of their home
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Love’s always been my game
Play it how | may

| was made that way

Can't help it

Men cluster to me

Like moths around a flame
And if their wings burn

| know I'm not to blame ®

HEWMEONE - B(BFTEE)
ER ST RIERNERCERRE
AR - BRIREMAKRNBHES
HRIFPEEEE - PEBRIE - BIBERE
ETRIE6VE8K - B

EELE

1

Bt (=) B R=9%E) : TEE
SR +FENREEBEMHA  BREBR
W (ERNE) &8 SEEHENE
2002 » E193 ; WIRERIRBHE : (BEE
BIEES, MRAIRSEIKIRIEY BB 42X
ZBhRIE - 2012 ¢
BRIRERER L TAFESLIEWE & &
EEBUBEERKHEI) AL -

RENZ SRR RERTERE - THRER
ERE,SEMREBIRIERSBTEE0
B30 BEAEEERIT ©

SRAKEBEHY ERE 8 KBE
BBERAT - 193568318 °
BAEMZIRSRE)  (TEHARY &8
1934F 78258 °

B GBS, (IHaR) 8
193583828 °
YHEEBNEFZ PRE LRI —ZBRIR <
IEWELLREEY (1960/5/10) °

B (EX{E) G KBEET) N5 =8
"ZIETL0EES - BRIRE - XML
BARHES - BN - BENEE - R
e IR REH o,

e AESEEFENEIRERS



truly sweet wild flower. The crude says that blossoms smell sweet in the wild.
Being flirtatious is immoral, but my heart only has a place for the scent of wild

flowers.’

With her role in Der Blaue Engel
(The Blue Angel, 1930), Marlene
Dietrich stole the hearts of moviegoers
in an instant and shot to international
fame. Although | did not have a chance
to see Ma Si-tsang and Hung Sin
Nui’s Cantonese opera performances
in person, | did watch the two shine
in the film The Judge Goes to Pieces
(1948), which led me to the pair’s other
film Wild Flowers are Sweeter (1950)
several years ago. When | was reading
the transcript of Scent of Wild Flowers
(1935) recently, | realised the 1934
Cantonese opera of the same name
was adapted from the German feature
The Blue Angel. Starring Ma and Tam
Lan-hing, the Cantonese opera, which
has a contemporary setting, became a
huge hit and spawned a film adaptation
with the two stars. Released in the
following Lunar New Year, the film’s run
was extended, in addition to returning
in reruns. Then in 1950, a remake
titled Wild Flowers are Sweeter was
released, featuring Hung, Ma’s partner
both on stage and in private, in the
female lead. Nine years later, another
film of the same name marked actress
Mui Yee’s final onscreen performance
before her retirement.

An aged and esteemed professor
succumbs to the charms of a showgirl
while trying to catch his students who
are obsessed with The Blue Angel
cabaret. His already ruined life takes
a turn for the worse after he marries
her. Lola Lola (played by Dietrich),
the headliner of the act, is an object
of desire and sees love as a game.
Even when she is caught kissing the
‘strong man’ by her irate husband,
she unrepentantly says, ‘I didn’t do
anything!” The professor’s ‘breakdown’
has been forewarned by the clown
who frequently walks in and out of the
door, looking on with cold eyes. As
he crows like a rooster at his wedding
banquet, his downfall begins until he is
pushed on stage to act as a clown. The
professor howls as he finally reaches
breaking point, causing viewers to feel
his suffocation every step of the way.

At the end, the professor bursts into
the classroom and desperately clings
to the corner of a desk. How did this
German tragedy with a femme fatale
blossom in China? The wild Lola Lola
pins a flower on the professor’s lapel.
When he wears it to school, it causes
an uproar among the students and he
is immediately fired. In the Cantonese
opera adaptation, this flower becomes
the titular theme.

Adapted from director Joseph
von Sternberg’s The Blue Angel,
the Cantonese opera, Scent of Wild
Flowers, made its debut in 1934. It was
no accident, but rather a successful
example of the times. According to
Professor Yung Sai-shing’s analysis
of the Cantonese opera and film
versions of My Kingdom for a Husband
(adapted from The Love Parade), in
order to resist the onslaught of sound
films from Hollywood, the Cantonese
opera community took the strengths of
the West to keep the invasion at bay,
adapting numerous foreign features into
Cantonese opera with contemporary
settings. '

As with his other works, Ma did
the song arrangement for and acted in
the Cantonese opera version of Scent
of Wild Flowers.? Professor Yiu Kei-
sum (played by Ma) storms into the
To household after learning that his
nephew has become infatuated with an
escort named To Tsui-nung (played by
Tam), only to be seduced by the very
same woman. He ends up wallowing
in fleshly desires, participating in
embezzlement and abandoning his
family. Yiu's nephew is shot to death
during a tussle with To’s lover while Yiu
kills the lover. Despite being released
from incarceration, the heartbroken and
downtrodden professor ends his life in
suicide. The Chinese counterpart of the
unmarried professor in The Blue Angel
is a family man whose plotline deviates
from the German original after meeting
the femme fatale. Instead of a showagirl,
To is an escort, seducing the professor
and wrecking his family.

However, film and Cantonese

opera are two very different mediums.
Opera fans’ primary focus was the
singing, which was an ideal platform for
Ma’s innovative style. In particular, he
owns the stage in the very last scene,
where he sings the words ‘scent of
wild flowers’, taken from the title, in a
stunning mix of emotions.

‘Scent of wild flowers...” ‘Scent
of wild flowers?’ ‘It should be the
stench of wild flowers, not the scent
of wild flowers.” ‘I say, wild flowers
smell sweet for sure.” Apart from
stage performances, Cantonese opera
also thrived in the radio and music
industries. The 1935 film version of
Scent of Wild Flowers has minor
subplots about buying a gramophone
and getting a free radio.

Following the success of the stage
production, Ma and Tam made their
motion picture debut® the following
year with the film version of Scent of
Wild Flowers (directed by So Yee),
taking the characters Yiu and To to
the silver screen. At the time, Hong
Kong had just entered the era of sound
film and filmmakers scurried to recruit
the most popular Cantonese opera
singers to star in their features.” Apart
from emphasising on aspects such as
‘Clear sounds’, ‘stunning photography’,
‘humorous interpretation’, ‘new
songs’, ‘unexpected plot twists’ and
‘beautiful backdrops’, advertisements
particularly stated that these motion
pictures were ‘completely different from
the stage experience’. There are no
known copies of Scent of Wild Flowers
(1935) in circulation, but fortunately,
a transcript was recently found at the
New York State Archives, providing us
with further insight.

Cantonese opera was threatened
by the emergence of film. Sit Kok-
sin’s White Dragon (1933) seemed to
find a way for survival, which led more
Cantonese opera thespians to feature
in films, but the two fields were still very
much separated. When Ma started his
film career, there were reports claiming
that his film would feature ‘a refreshing
take on the old songbook’. ° His film,
Bitter Phoenix, Sorrowful Oriole (1941),
has the same name as his Cantonese
opera but that is where their similarities
end. Ma only sings one song in the
entire film. Feature films adapted from
operas generally only included a few
musical numbers. It was not until the
mid- to late 1950s, when stage actors
re-enacted their plays for the big screen
before retirement, that ‘real’ Cantonese
opera films came into being.
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There is a total of six songs in
Scent of Wild Flowers (1935), namely
‘Apology’, ‘Wild Flower’, ‘After
Drinking’, ‘Proud of Myself’, ‘Decoration
of Eyebrows’ and ‘Beggars’. In Wild
Flowers are Sweeter (1950), although
there is an excerpt of ‘Wild Flower’ in
the opening, the fim only features one
song sang by Hung. Conversely, the
1959 remake features a 10-minute
medley at the end. By that time, motion
pictures had long replaced Cantonese
opera as the mainstream form of
entertainment, but looking back, the
tremendous influence of the traditional
art form on Cantonese films was
indispensable.

The 1935 version of Scent of
Wild Flowers is an adaptation of the
1934 Cantonese opera with a similar
plot but a different ending. After Yiu is
released from prison, he comes across
a homeless mother and her son while
walking through the streets. The sight
of them hits a nerve, so he sings a
song to busk on their behalf. Then he
runs into an old acquaintance who
knows of the whereabouts of his wife
and son, but his guilt causes him to
leave in the rain by himself. However,
upon reaching the windy seaside, he
does not commit suicide and walks
away into the wilderness instead. Siu
Hang stated that ‘the plot is complex,
finely crafted and leaves viewers with
a lasting impression. It is definitely a
cautionary tale for philanderers who
lust after the flesh.”®

Wild Flowers are Sweeter (directed
by Hung Suk-wan and written by Chu
Hak), made 15 years later, reinforces
this ‘cautionary tale’ even further. In
the 1950 remake, Ma King-hoi (played
by Ma) is a bank treasurer, with the
emphasis that he has a happy family,
while Yin Hung (played by Hung) is
still an escort. In the 1935 version, Yiu
teaches To out of sympathy before
succumbing to her charms, going as
far as wanting to marry her. Similarly,
in its 1950 counterpart, Ma tries to
help Yin get back on the right path
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yet keeps falling prey to her devious
schemes and is coerced into living with
her, much to his chagrin. The original
plotline where the professor changes
his old-fashioned changshan for a suit
to please his young girlfriend is altered
to Yin going on an all-out shopping
spree in the 1950 version, during which
she splurges under the excuse of
getting Ma a tailor-made suit. Just as
Ma is charged with murder in the end
and all hope is lost, he wakes up and
everything turns out to be a dream.
Nonetheless, he looks mortified and
sighs, ‘In this world, no matter how
careful you are, just one mistake will
cost you your family.’

The advertisement for the 1959
remake of Wild Flowers are Sweeter
(directed by Luk Bong and adapted
by Lo Yu-kei) openly stated it as
being ‘an adaptation of Ma Si-tsang’s
renowned Cantonese opera’ and
also boasted it as ‘Mui Yee’s farewell
masterpiece’. © Much of the plotline
and many small details are taken from
the original play, but with a drastic
change in the female lead, where the
‘wild flower’ Kam Sin-wah becomes
a nightclub singer for the sake of her
family. Mui was a celebrated thespian
in the 1950s, known for her intricate
and exceptional performances as
women with complex inner struggles
in films such as Sunrise (1953) and
Love Lingers On (1957). In an era when
the leading actress always played
the heroine, it was inevitable that she
often had to play second fiddle as the
archetypical ‘bad woman’ (as a matter
of fact, her sure-handed depiction of
the loyal and courageous maid in A
Posthumous Child, Parts One & Two
[1956] was also deeply moving). Mui’s

(FFEE) (1950):
—RMNL

Wild Flowers are
Sweeter (1950):

a family in joy and
harmony

career swan song, which she also
invested financially, centres on the
nightclub singer who remains untainted
despite all the filth and decay around
her. Its narrative is similar to the classic
tale of a renowned courtesan financing
her lover to travel to the capital for the
imperial examination that concludes
with his triumphant return to marry her
and live happily ever after—albeit in a
contemporary setting.

While the original plot is retained,
the ‘wild flower’ in this version is the
embodiment of beauty and virtue.
To achieve this, the mother who To
claims that she needs to support in
the 1935 film is brought to the screen
and transformed into Kam Sin-wah’s
mother who pressures her daughter
to seduce the wealthy Chu Mau-tak
(played by Leung Sing-po). Sin-wah
is actually in love with Chu’s son, Ka-
chun, which interestingly parallels To’s
love for a younger man (Yiu’s nephew)
in the Cantonese opera. The ingenuity
lies in where Sin-wah mistakes Chu
as the elder of another suitor, resulting
in a series of misunderstandings.
Contemporary humour such as Chu
trying to become fashionable by
learning English is also incorporated
into the film.

Nonetheless, keeping the original
story of a man succumbing to fleshly
desires and having a self-respecting
female lead at the same time is a little
implausible at times. From the point
where Sin-wah gets Chu drunk, who
ends up staying with the Kam family,
to the part where Chu confronts her
after realising he has been scammed,
her actions become increasingly
unjustifiable. Also, it does not make
much sense in the part where Chu is



sentenced to jail for embezzlement
because he did not retrieve his bank’s
money from the Kam household. The
Ma family is featured prominently in
the 1950 version, with the director
developing the plot step by step
through numerous scenes of the family
being happy, then conflict arising
between husband and wife and later
Ma’s confinement at Yin's home. This
earlier version is more meticulous in
developing narrative details than the
1959 film.

The Blue Angel was highly influential,
leading to numerous adaptations and
remakes around the world. While the
story takes a different turn in Cantonese
opera after the professor’s encounter
with the seductress, The Blue Angel
was also in fact adapted from Heinrich
Mann’s novel, Professor Unrat in a
similar manner. In the motion picture,
the professor’s road to becoming a
clown after his dismissal highlights the
humiliation he suffers as he falls from
being respectable to pathetic. This is
completely different from what happens
to him in the original novel, which is
equally poignant and human. In the
book, the professor is a vindictive and
sinister man whose path to depravity
ends with him being the operator of
a rundown club. However, in both
Professor Unrat and The Blue Angel,
the infuriated professor stops short of
choking the showgirl to death while the
intense Chinese adaptations involve a
number of deaths.

In addition, the novel describes
Rosa’s (name of the main female
character) interest in older men as a
result of her past experience, while Lola
Lola in The Blue Angel does not marry
the professor simply for his money. In
the Cantonese opera, the first version
of To Tsui-nung is a self-reliant woman
who schemes to seduce various
men. After being scolded by Yiu, she
is determined to ruin his reputation.
The second version of To (in the 1935
film) has stooped low enough to be

Table: The Many Incarnations of Scent of Wild Flowers

Year |Title Creators

Main Characters

1905 | Professor Unrat
(German novel)

Author: Heinrich Mann

Prof Unrat, Rosa Fréhlich

1930 | The Blue Angel
(German film)

Director: Josef von Sternberg
Screenwriters: Carl Zuckmayer,
Karl Voliméller, Robert Liebmann

Emil Jannings (Prof Rath),
Marlene Dietrich (Lola Lola)

1934 | Scent of Wild Flowers

(Cantonese opera) Ma Si-tsang

Song arrangement by:

Ma Si-tsang (Yiu Kei-sum),
Tam Lan-hing (To Tsui-nung)

1935 | Scent of Wild Flowers
(Film)

Director: So Yee

Ma Si-tsang (Yiu Kei-sum),
Tam Lan-hing (To Tsui-nung)

1950 | Wild Flowers are Sweeter

Director: Hung Suk-wan
(Film) Screenwriter: Chu Hak

Ma Si-tsang (Ma King-hoi),
Hung Sin Nui (Yin Hung)

1959 | Wild Flowers are Sweeter

Director: Luk Bong
(Film) Adapted by: Lo Yu-kei

Mui Yee (Kam Sin-wah),
Leung Sing-po (Chu Mau-tak),
Law Kim-long (Chu Ka-chun)

chiefly motivated by wealth. Back in
those days, actresses with Dietrich’s
allure were rarely cast in leading roles
in Mandarin and Cantonese cinema.
Bai Guang was one of the very few
who managed to set herself apart
with her extraordinary charisma. For
the Chinese-style Wild Flower stories,
moral is the emphasis of the story,
sending the message that debauchery
will only end in tragedies that bring
ever-lasting grief.

By tracing the roots, we have
discovered that the film versions of
different eras have all undergone
pensive treatment, leaving an
interesting mark of the times.
Something particularly worth exploring
is that many of the works in the
19380s were remade in a later period,
sometimes even by the same director.
In the case of Scent of Wild Flowers,
the 1930s version tends to elaborate
on the male protagonist’s pursuit of his
inner desires while the 1950s remakes
directly bring out mainstream values
and ignores logic. In my conversation
with Wong Ain-ling, she has come to
the opinion that with each successive
film, Hong Kong seems to be depicted
as an increasingly conservative society.
This was perhaps due to the fact that
the post-war generation had gone
through much trials and tribulations
before being able to settle down, so
everything at the time was related to
the rebuilding of homes.

Love’s always been my game
Play it how | may

| was made that way

Can't help it

Men cluster to me

Like moths around a flame
And if their wings burn

| know I'm not to blame®

Dietrich’s smoky voice may
seem completely irrelevant to the
vivid singing style and witty lyrics of
the Cantonese opera, Scent of Wild
Flowers, but the thought of how a
foreign film can reflect the public
sentiments of another society at
different periods of time through the
ingenuity of local creators is truly
amusing. (Translated by Johnny Ko) l

Notes

1 See Yung Sai-shing, ‘From The Love Parade
to My Kingdom for a Husband: Hollywood
Musicals and Cantonese Opera Films of the
1950s’ in Wong Ain-ling’s (ed), ‘The Cathay
Story, Hong Kong: Hong Kong Film Archive,
2002, p 192. Also included in Yung Sai-
Shing, From Red Boat to Silver Screen:
Visual and Sonic Culture of Cantonese
Opera, Hong Kong: Oxford University Press,
2012.

2 Special thanks to Ms Beryl Yuen and Hong
Kong Heritage Museum for allowing the
author to read the script of the Cantonese
opera Scent of Wild Flowers.

3 Ma Si-tsang and Tam Lan-hing had since
worked in both Cantonese opera and film.
Screening programme ‘How Tam Lan-hing
Makes You Laugh’ is being held at the HKFA
between 7 August and 30 October.

4 See Grandview News, Issue No. 5, Hong
Kong: Grandview Film Company Limited, 1
June 1935 (in Chinese).

5 ‘Ma Si-tsang on Screen’, The Kung Sheung
Daily News, Hong Kong, 25 July 1934 (in
Chinese).

6 Siu Hang, ‘Scent of Wild Flowers Review’,
The Kung Sheung Daily News, Hong Kong, 2
March 1935 (in Chinese).

7 How Nazha Rescued his Mother from the
Snake Mountain (1960/5/10) was the last
film starring Mui Yee that was screened.

8 Lyrics from ‘Falling in Love Again (Can’t Help
It)" as performed by Marlene Dietrich in The
Blue Angel.

Sai Yee is Editorial Coordinator of the HKFA.
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Wild Flowers are Sweeter (1959): Kam Sin-wah (Mui Yee) is a modern
beauty while Leung Sing-po plays a womanising middle-aged man. Same

character, but different names—every name reflects her era.
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