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Cover  The two leading ladies of The Secret (1979): Sylvia Chang (top) and Angie Chiu Nga-chi (bottom).
The quality of these moving images has drastically improved after restoration, displaying the subtle
bearing of the film's spectral characters.
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As a cruise ship docks at the Hong Kong port in the beginning of Rivals in Love (1939), Tam Lan-
hing rushes to get off—but why? In A Poor Lover's Tears (1948), a long shot of the former Tsim
Sha Tsui rail station cuts to a scene of Pak Yin waiting in line to go to work at the factory entrance,
plainly dressed but in vivacious make-up, as though hinting at how this homely southern swallow
will soon transform into a phoenix.... As we shift our gaze, we cut to Jumping Ash (1976), as the
cinematographer roams the mean streets of the Kowloon Walled City with a movie camera on his
shoulders—what he vehemently captures will write new pages in Hong Kong cinematic history.
Then, in The Secret (1979), Sylvia Chang catches a glimpse of the elusive Angie Chiu Nga-chi at
Hee Wong Terrace, a chiling sense of fear and suspense permeating the air. ...

From 'Early Cinematic Treasures Rediscovered’ to ‘Revisiting the New Wave', the last season
at Hong Kong Film Archive was a real treat for cinephiles, who are much alike the wave watchers.
They could experience how generations of Hong Kong filmmakers from the pre- and post-war
period to the late 1970s each made waves in their own ways, first-hand in the movie theatre.
These films gave us the opportunity to sail in the sea of deep emotion and human experience,
but also an even more moving experience of witnessing our city through the ages, recorded
through the medium of film. Furthermore, as industry veterans and research scholars shared their
thoughts, audiences were given revived insights into these classic works.

The cinematic waves are still at bay as the curtains are raised for the programme ‘A Century
of Operatic Treasures in Fim—A Tribute to Tong Tik-sang on His 100th Birth Anniversary’. Our
guest curator Dr Chan Sau-yan has written a thoughtful and perceptive introduction on the creative
career of Tong Tik-sang, maestro playwright of Cantonese opera. Meanwhile, The Stars, the Silver
Screen and the Period Wardrobe' is a stunning exhibition on a fine selection of film costumes,
transporting one into a fantastical, bygone era. [mkyung@lcsd.gov.hk]
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Alex Man, male lead of The Secret
(right), attended the premiere of the
restored version. Next to him was Sam
Ho, MC of the night.
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Uncovering the Beauty of [he Secret.
On the Acguisition, Restoration and
Rebirth of a Cinematic Gemn
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Interviewees: Lesley Fung, Koven Lo, Stephen Fung, Priscilla Chan

Write-up: May Ng, Natasha Wong
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The film revives its past glory after restoration
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nn Hui’s stunning debut The

Secret (1979) is one of the most
important works of Hong Kong New
Wave Cinema, but for many years the
few remaining copies of the film were of
very poor quality. It was essentially an
incomplete viewing experience, as many
of the night scenes key to the fim were
so murky that audiences could only
guess what was happening in the dark,
much less experience or appreciate
the eerie atmosphere created by
the film’s stark cinematography.
Fortunately Hong Kong Film Services
kindly donated a copy of The Secret’s
internegatives to the Archive, and also
granted permission to restore the film.
The restored version of The Secret
premiered at the Grand Theatre, Hong
Kong Cultural Centre on the evening of
24 March, where audiences were able
to fully appreciate the cinema classic
in its full glory after many years. The
successful completion of the project
was much indebted to Hong Kong
Film Services and Mr Wu Hei, and the
Archive would like to thank them deeply
for their generous support.

To reconstruct the extraordinary
journey from tracking down copies
of the film to restoring it to its former
glory, we invited many of our Archive
colleagues to narrate their experiences
in all stages of the project and finally
translated them into text. They are:
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(From left) Chief Manager (Film & Cultural Exchange) of LCSD
Maggie Pang, Alex Man, Assistant Director (Heritage & Museums) of
LCSD Chan Shing-wai and HKFA Head Janet Young

(&) Bum - BFERME - BEHEH
CEEY HMER

(From left) Janet Young, Alex Man and his spouse,
and David Lam Tak-luk (far right), who made a
cameo appearance in The Secret

HKFA Manager (Acquisition) Lesley
Fung, Assistant Curator | (Film
Conservation) Koven Lo, Assistant
Curator Il (Film Conservation) Stephen
Fung, and Assistant Curator |
(Programming) Priscilla Chan.

Acquisition of Film and Audio Sources

The acquisition and storage of films
are by no means easy feats, and
it often takes extended time and
effort before one can acquire the
appropriate audiovisual material suitable
for restoration. The Secret was no
exception. In 2011, the Archive was
lent a valuable copy of The Secret on
Betacam SP videotape to produce a
duplicate copy. The tape was from Wu
Hei, son of the film’s producer Wu Sau-
yee, and was lent out in the name of
Hong Kong Film Services. This version
was 80 minutes long and some scenes
were missing. The next year, Wu Hei
generously donated a second copy
of the film—this time 88-minute long,
silent internegatives. This version was
8 minutes longer than the Betacam SP
tape, with much higher image quality,
providing a solid foundation for our
restoration work.

And yet the internegatives were
not entirely flawless, as there were
certain shots missing from the opening
and closing sequences which had to
be supplemented by the Betacam

SP tape. Apart from these two main
sources, the Archive was also donated
a VHS copy of the film by a generous
donor in 2010. It served a critical
role during the restoration process,
supplying the soundtrack that was
missing from the internegatives —
an excellent illustration why each and
every piece of cinema artefact is valuable
in its own way. Without doubt, the
Archive’s mission to protect cinematic
culture and heritage depends much on
the support and awareness of cultural
heritage preservation on behalf of the
industry and the general public. Our
experience with The Secret has yet again
confirmed the truth in these words.

Digital Restoration: the Beginning

The Archive has just completed its
digital restoration of The Secret, and the
piece of source material most crucial to
the process were nine reels of 35mm
cellulose acetate internegatives, which
were 7,716 feet in length, in colour, with
no soundtrack, but had the best image
quality out of all the Archive’s source
materials for the project. The other two
sources for our restoration work were
the VHS tape, which provided most
of the audio track for the film, and the
Betacam SP tape, which supplemented
the shots in the opening and closing
sequences that were missing from the
internegatives.

After receiving the internegatives,
our conservation staff first checked
the film thoroughly, before repairing
and cleaning it so as to enhance the
quality of the image and sound from
digitisation. Besides, the team assessed
the overall quality of the film.

During this early check-up stage,
we found that apart from some jittering
scenes, there were also some spots, a
couple of moldy, web-shaped stains,
and the colours were also starting to
flicker and fade. Fortunately the degree
of shrinkage caused by cellulose
acetate deterioration of the film was
not serious, and only part of the fim
had faded colour. This meant that the
overall condition of the film was not that
bad, and was suitable for restoration.
That being said, we started restoring
the film two years ago, transforming
the images from analogue film to digital
2K DPX files, and the soundtrack into
WAV files. We handed over these
source files to our partner in the project,
Magyar Nemzeti Filmalap Nonprofit Zrt.
of Hungary, for digital restoration and
mastering.

Image-Sound Restoration and
Mastering

The Hungarian restoration team
subsequently followed the guidelines set
by the Archive to restore every problem
identified in the film’s image and sound.

@



One of these was the jittering subtitles
in the internegatives. We decided that
for some scenes we would keep the
shakiness of the original image, so as to
maintain consistency with other subtitled
scenes and to make the subtitles appear
more stable. These scenes were quite
darkly lit in the first place and therefore it
was difficult for audiences to notice any
shakiness. As for the more serious cases
of flickering and mold, the Hungarian
team restored each individual frame
meticulously manually.

The audio track of the restored fim
came mainly from a VHS tape, which
was the longest and most complete
audio source we had. However, since
it was a rather old tape with a mono
audio track, there was a need to clean
out the track thoroughly by getting rid
of extraneous noises. To perfect the
outcome, our conservation team also
asked the Hungarian sound technicians
to extract from the Betacam SP tape
the audio for two spoken words that
were missing from the VHS tape.

Another issue we encountered
was that VHS tapes have a frame rate
of 25 frames per second (FPS), but film
has a frame rate of 24 FPS. Therefore
the restoration team had to change the
audio track from the VHS tape to 24
FPS. As this often led to the audio and
visual being out of sync with each other,
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the team had to carefully sync the two
together by looking closely at the actor’s
lip movements so as to match up every
single line of dialogue and every piece
of audio with the visuals exactly.

Colour Correction and
Image-Sound Quality Assurance
The Archive worked hard to ensure
that the colours of the restored version
reflected the original look and feel of
The Secret when it was first released
in movie theatres. We also tried to
maintain a close working relationship
with the Hungarian team so as to
ensure constant communication with
our partners. In order to achieve the
highest standards for colour quality and
colour correction, Archive staff not only
provided feedback on the film colours
and brightness, but also occasionally
used in-house equipment to adjust and
create a similar colour for the Hungarian
lab to refer to and follow up on.

The restored and reconstructed
digital image and audio files were finally
output into film and digital formats. The
digital formats were used for projection
and access purposes, and the film
for long-term preservation needs as
research indicates that film can be
preserved and unchanged for over 200
years given the right temperature and
humidity levels.
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At the premiere night, the Archive’s Acquisition,
Conservation and Programming teams each attended
to its own duties and ensured the audience would
have a fantastic screening experience.

Restored to Former Glory

This year, the Archive held a
retrospective named ‘Revisiting the
New Wave’, with the purpose of
inspiring audiences to re-discover and
reflect on the meaning of the New
Wave movement. The newly restored
The Secret served as an ideal opening
to this series of film screenings and
seminars. Mr Alex Man, star of The
Secret, attended and delivered a few
words at the premiere of the restored
version on the evening of 24 March at
the Hong Kong Cultural Centre. Mr Man
had been working in films for 38 years,
ever since his first experience as a male
lead in The Secret. He reminisced on
how, as a young actor in his 20s, he
was fortunate enough to benefit from
such an important film movement.
The New Wave not only consisted
of a group of avant-garde directors
experimenting with new and different
film styles, but it also provided actors
with opportunities to hone their craft
and take on more expressive roles. It
was therefore a new cinematic force to
be reckoned with.

The next day, Ann Hui was invited
to attend a post-screening seminar
for another one of her New Wave
works, The Spooky Bunch (1980). She
joined in a discussion with guest host
Chan Wing-chiu on a variety of topics
regarding her extensive filmography,
including The Secret. The seminar
marked a fitting and ideal end to The
Secret’s journey from acquisition,
restoration to screening and rediscovery.
(Translated by Rachel Ng) Il
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Backtracking the Path Travelled by the New \Wavers—
Seminar Highlights

23 :

=il ~ B3 Collated by Natasha Wong & Simpson Choi

uring the period from March to May

this year, a number of seminars
and post-screening talks were held in
line with the Archive’s theme ‘Revisiting
the New Wave’. Riding the wave of
cinematic history, film professionals
shared —without reservations—their
most intimate thoughts and experience.
Excerpts from seminar sessions are
featured in this issue as a start off.

Ann Hui:

The mood on the set and
the inner mood of
the director matter most

Before The Secret (1979) went into
production, we walked around the locations
in Sai Wan. Word had got around that the
Hee Wong Terrace had to be knocked
down. Indeed it was knocked down not
long after filming wrapped. There was a
slope leading up to a hillside. That was
Lung Fu Shan, the scene of the murder
by which my film was inspired. It's where
the bodies of the couple were found. The
filming location itself was real. But of course,
the neighbours in the plot were fictions,
and we could take more liberties with the
settings associated with those characters.

Then came The Spooky Bunch (1980).

To begin with | planned on filming it in the
mainland countryside. But since the plot
was largely fictional, it sprung to my mind
that | could choose Cheung Chau instead.
Before this project, | had scouted locations
around Cheung Chau for an ICAC TV
series, so | knew the place pretty well. |
brought the cameraman and Josephine
Siao—the film'’s producer—to the island. They
were happy with it, too.

[t might sound like I'm preaching, but
I'd like to take this opportunity to wrap up
my own experiences. VWhat counts most in
filmmaking? First and foremost, the mood
on set. As a matter of fact, it's neither
camerawork nor the story that makes a
movie great; it's all just a matter of mood.
If the entire crew sink their teeth into it,
the mood and the energy on set would
be totally different. Take The Secret for
example. The crew members didn’'t know
each other too well. It's our first venture
into film from TV, so we could only do our
best. Nonetheless, each and every one of
us was really into it, doing our homework
beforehand. The work atmosphere was so
good. We saw ourselves as members of a
team rather than as individuals doing things
‘my’ way.

Next is the inner mood of the director,
which means: what exactly is on your
mind as the director? What do you feel at
the moment? Now | can't possibly redo
the bloody scenes like what | did in The
Secret. You've got to ask yourself what you
feel most strongly about, and then make it
your subject matter. That way, you can't go
wrong. If you treat it like a job half-heartedly,
it wouldn't work as well. Eventually, the
mood on set and the inner mood of the
director matter most. As for techniques and
other things, you can always learn from
others.

My belief is that everything, at the
end of the day, boils down to the spiritual.
Tangible problems can be solved, but
anything that is spiritual only comes about
naturally. You can’t create it, nor can you
force it to happen. The New Wave, after all,
is also something spiritual. Everyone was
excited and had great fun working together.
It's all about the spirit, rather than making
any conscious effort to meet a target, say,
a box-office hit or an Oscar winner. This
has been the force that drives us forward in
achieving our missions.

Excerpt from ‘Ann Hui on Ann Hui’ seminar dated 25
March 2017
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Leong Po-chih:
| came before the New \Wavers

When | was making Jumping Ash (1976),
I kept experimenting on many fronts. Our
crew went deep inside the Kowloon Walled
City for location shooting and it took us just
one day. We used hidden cameras, so the
folks there didn't know we were filming.
We went ahead with only a cameraman,
his assistant and the cast. Back in the
day, the Kowloon Walled City was closely
related to drugs. The police and the triads
had reached an agreement already, so the
day we went on location, the real triads
didn't enter the frame. On that day, | told
the cameraman to go hand-held. When
you think of the police and drugs, it feels
natural to go hand-held; if you go for a static
camera, you can't possibly chase after
those people. The audience would find the
former more realistic.

| think many of the locations, such as
the Mongkok Market, were probably never
seen before in film. The opening sequence
was actually shot in Amsterdam, a drug
hub in Europe back then. | had the idea
of location shooting because during those
years, most Shaw Bros and Golden Harvest
productions were made in the studio. They
would rarely go on location.
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What sets Jumping Ash apart from the
Hong Kong movies at that time is its subject
matter. It's inspired by real-life events, it's
something about Hong Kong. Back in the
60s, some of the Cantonese movies were
real too, such as [director] Patrick Lung
Kong's works. But there was a period when
no one would make those movies. | am
among those who followed that tradition. |
don't belong to the New Wave—I| am before
their time.

The New Wave is about some Chinese
cultural feeling, but my subject matter is
very much Westernised. My films can be
shot in New York, but not the New Wave
films; they must be shot in Hong Kong
for real. The realistic thing, the location
shots in Hong Kong can't be taken in New
York, but my story can be filmed in either
New York or London. | think Jumping Ash
doesn’t belong to the New Wave. The
most Chinese film I've made is probably
Hong Kong 1941 (1984).

Director Patrick Tam's exploration is
all about film language. Director Tsui Hark
always improvises. The New Wave offers
many different types of movies. That's one
of the things the New Wave beats present-
day Hong Kong cinema.

Excerpt from Jumping Ash post-screening talk dated
9 April 2017

Philip Chan:
We focused our efforts onto
portraying human choices

In 1975, while | was making Jumping Ash
with Leong Po-chih and Josephine Siao,
the film’s investor ran off, leaving us in
need of HK$700,000 with less than one
month left before principal photography.
So we begged Jimmy Yip Chi-ming for
help. Jimmy owned a company named
‘Bang! Bang!’, which people from older
generations may recognise as an old jeans
company. It was quite a lucrative business,
and Jimmy gave us the money to fund
the rest of the project. The film ended as
a box office hit, so it was a very profitable
investment for Jimmy. He was interested in
making more movies, so he persuaded me
to quit my job as a policeman and work for
him.

| started working on The Servant (1979)
with Ronny Yu Yan-tai because we got
along very well with each other and so we
began writing and directing as a team. The
plot of The Servant is completely fictional,
but it's not a film with a particularly tight
sense of narrative. Instead we wished to
focus more on the relationships between
the characters, and so many of its details
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did not necessarily serve to move forward
the main narrative. We felt that this approach
was reflective of real life—a main narrative
or theme is not always apparent, and so
we focused our efforts onto portraying how
people react when faced with a series of
human choices.

Joyce Chan is an excellent screenwriter.
Ronny and | concentrated on designing
the action sequences. Of course, | was
also responsible for writing the cop
character. | have very little patience for cop
characters who are morally perfect, and so
| consciously imbued the police characters
in Jumping Ash with more human flaws,
and likewise cops in The Servant were
susceptible to bribery and corruption. In
real life, morality is rarely black and white
and my character in The Servant is a cop
who slyly operates in shades of grey. Yet
I manage to become good friends with
Paul Chu's character, who is on the other
hand, stoic and unyieldingly upright. He is
devastated after he learns of my corrupt
acts, but eventually chooses to let me
go. Their relationship is very fascinating
to me. So Ronny and | took the lead in
writing the scenes between the cops and
gangsters, while Joyce took charge of the
lovers' relationship. Other details were left to
William Ho.

Both Jumping Ash and The Servant
used a great deal of Western music.
In addition, since sound was crucial in
creating realism in film, we often made use
of diegetic sound such as voice-recorders
and radios to help make our scenes more
realistic. For example, Jumping Ash starts
with the ringing of church bells so as to
make the Dutch setting more authentic.

A great deal of Jumping Ash was based
on real-life experiences, such as the part
where Ga Lun visits the bar at night and
flirts with his girlfriend. The opposite is true
of The Servant. While robbing the airport is
theoretically possible, the entire case was
fictional, as well as the scenes set in the
prison.

We used to dislike most of the cop
characters we saw in the movies. Usually,
whenever a detective entered the scene,
he would fidget with his hat, press on his
plastic gun and say, ‘Hmm... what a difficult
case. Who did it?" It was all so boring.
We were convinced that we would do a
petter job if we made a crime film and that's
exactly what we did.

Excerpt from The Servant post-screening talk dated
28 April 2017

\X/ong Yee-shun:

| was benefitted from the many
directors before the New
Wave

Before working with Ms Tong Shu-shuen,
I'd never tried selecting shots on the editing
table. When | first joined the profession,
black-and-white Cantonese film directors
usually had all the shots picked and laid
out in sequence. What we had to do
was cut off the beginning and end of the
fimstrips and then put the pieces together.
It was pretty much a technical job. But Ms
Tong treated editing in an entirely different
manner. While shooting got underway for
China Behind (1974), she had the same
scene shot from various angles, and she
would take her time, choosing the best
shots at the editing room. To her, technique
is not the most important thing; she always
puts the cast above all else, so that she can
capture accurately the ebb and flow of their
emotions, and make sure they'll interact
in the best possible way. That's why she'll
spend a good deal of time editing scenes
that convey emotions. Thanks to Ms Tong,
| came to realise that editing is not just a
matter of technique; it can be creative, t00.

Lost (1970) is also a great learning
experience for me. It was shot on 35mm

9
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film despite being an experimental feature.
More than 100,000 feet of film stock was
used, and the editing process took as
long as one year. The director Sun Po-ling
herself is a famous photographer with a flair
for portraits, especially of women. She's
enlightened me enormously, as to how |
should look at actresses, and how to make
sure they would look their best on camera.

Patrick Lung Kong is another mentor
of mine. We'd worked together for
seven or eight years. Director Lung was
particularly serious about film editing. Of
the techniques he employed, two are
worth special mention. One is cross-
cutting, which tightens the narrative by
putting multiple storylines side by side;
it makes the audience feel as though
the separate events were happening at
the same time. Another is flashback in
stream-of-consciousness fashion; when
something comes to a character’'s mind,
it'll be visualised on screen. The first time
Director Lung inserted flashback is usually
very short—no longer than three frames
of film. The second time would last longer,
and the third time even longer. Back in the
day, these two techniques were strikingly
creative. I've gained a wealth of editing skills
working with him.

By the time | first went into editing,
black-and-white Cantonese productions
were prevalent in Hong Kong cinema.
There was no machine to run the fim, and
editors could only examine the physical
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negative with a magnifying glass. Editing
was, for the most part, a technical job.
With the dawn of the New Wave, we had
more equipment, such as Steenbeck, as
well as a cutting copy for us to work on. By
and large, the New Wave young directors
demanded much higher standards than
their predecessors, such as mise-en-scene,
scene breaks and more. The New Wavers
were more meticulous about their work,
and they were willing to invest more time to
achieve better quality.

While editing The Spooky Bunch, |
threw away more than 200 feet of film stock.
They were mostly empty shots of the eaves
of houses, supposed to be used for the
film’'s ending. Style-wise, they were out of
synch with the preceding scenes. At last, |
used only the shot of the sun being eclipsed
by a bouncing ball for the ending sequence.
| have expectations of the actors, too. For
example, I'll rack my brain and go the extra
mile to set things right. Sometimes, I'll even
borrow shots from somewhere else to
enhance the interaction among the cast. So
I'm quite popular among actors, because
my editing has done them much good. M

Excerpt from the ‘Jump Cut In and Out of the New
Wave Era’ seminar dated 22 April 2017

Translated by Elbe Lau & Rachel Ng

The next issue of our Newsletter will follow up the
remaining seminars and post-screening talks of
'Revisiting the New Wave'. Stay tuned.
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The Butterfly
Murders Back to
the Scene
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Members from the film crew and cast of
The Butterfly Murders (1979) reunited for
the screening of the film at the Archive
on 29 April, among them include (from
left) Planner and Costume Designer Hung
Kuen-hoi, actors and actresses Wong Shu-
tong, Lau Siu-ming, Michelle Yim, Ko Hung
and Assistant Director Lawrence Lau. The
guests remained after the screening and
discussed the struggle and bliss of making
the film, which thoroughly thrilled the entire
audience.
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With an intriguing spirit, Hung Kuen-hoi (right) and
Michelle Yim toured the Archive’s exhibition ‘The
Stars, the Silver Screen and the Period Wardrobe'.
In this photo, Hung was narrating the process in
which he designed and made costumes for The Last
Woman of Shang (1964).
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Mary Stephens Predestined Rendezvous
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Speakers with friends and directors of New Wave and
Fresh Wave: (front row, from right) Law Kar and Mary
Stephen; (back row, from right) Ann Hui, Chan Wing-
chiu, Jessey Tsang, Tang Ngai-hung, Teresa Kwong,

A Conversation with Mary Stephen

Born and raised in Hong Kong, Mary Stephen had worked
closely with renowned French New Wave director Eric
Rohmer. Apart from being Rohmer's go-to editor, she has
also created music with the flmmaker. The Archive invited
Stephen and Law Kar to speak at ‘A Conversation with
Mary Stephen’ on 15 April. Over the course of the seminar,
they talked about how the Hong Kong and French New
Wave movements, although separated by a decade, are
interconnected on a spiritual level. The former also shared
her recent efforts in carrying the spirit of the now old
movement into the newly-emerged trend of Chinese and
Hong Kong independent production.

Mary began the seminar by detailing how she fell in
love with flm under the influence of The Chinese Student
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Amos Why and Winnie Fu

Weekly in the 1960s. She then talked about her studies in

Canada and France, as well as how she became a part
of the independent production industry through ‘guerrilla tactics’ during her stay in France.
Mary divulged that she gained much knowledge from the 20-odd years of working closely
with Rohmer. Law Kar, meanwhile, analysed the works directed by Mary. He highlighted
the delicate woman's touch of Ombre de soie (1978) in particular, noting how Marguerite
Duras has influenced her. He also discussed Mary's endeavours in different time periods,
her manifestation of the New Wave spirit, as well as how she went from making experimental
films while Hong Kong New Wave directors commenced shooting under limited resources
and filmed with 16mm film cameras within a very short space of time when they worked for
television stations. Law Kar also remarked on how she is similar to the Hong Kong New Wavers
in their belief of mutual support, as well as the fact that they both focused on expressing their
views toward the world instead of trying to appeal to public taste when they first started out in
the film industry.

In recent years, Mary has been dedicating herself to pushing the next generation forward.
She has helped many emerging Chinese and Hong Kong directors to edit their works, take
part in creative processes and fundraising, and also encourage their participation in film
festivals. Last year, she even became a resident artist at Lingnan University. As an end note,
Law Kar commended her on carrying the spirit of the New Wave into the future.

The Drunkard and the Stream of Consciousness

For the screening programme titled ‘Mary Stephen,
Cinéaste’, a series of overseas and local fiims and
documentaries edited by Mary Stephen was selected for
showing. At the post-screening talk of The Drunkard (2010)
on 17 April, the fim’s director Freddie \Wong was invited to
share his thoughts with Mary.

The Drunkard is adapted from the namesake novel,
known for its stream-of-consciousness narrative mode, by
renowned writer Liu Yichang. Mary expressed that in the
editing process, she also adopted a technique similar to
the author’s style, integrating its images, sounds, text, and music. Wong, meanwhile, started
off by talking about how he fell in love with this novel many years ago. He then went on to detalil
the reasons behind his decision to make a film adaptation in 1999, the process of discussing
the rights to the novel with Liu, as well as the difficulties he encountered during its shooting.
(Translated by Johnny Ko)

(Zi#e) B=E - SEIJK
(From left) Mary Stephen, Freddie Wong
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mong the early cinematic gems acquired from San Francisco few years ago, eight were screened during the period from February to
April this year as the third instalment of ‘Early Cinematic Treasures Rediscovered’. The screenings were held in conjunction with eight
seminar sessions hosted by research scholars, who offered their brilliant and incisive insights into various topics relating to the films.
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The East, the West and the Local in Pre-war Hong Kong Cinema
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Rivals in Love (1939) is the earliest remaining work of
Tam Lan-hing, famous interpreter of ndchou (female
clown) roles. It offers a rare look into her early career
as a charming, young dan (leading lady). This idea
served as May Ng's starting point in her discussion on
Tam'’s journey from a newcomer collaborating with Ma
Si Tsang to her transition into an outstanding ndichou.
Ng also commented on the narrative structure of the
film, suggesting that even though the mother-daughter
relationship is the central conflict that drives the film
forward, the overarching theme of the story is in fact
saving one s country. Therefore, it can be said that
Rivals in Love is a product typical of its times in terms of its underlying ideology: how
familial bonds are elevated into patriotic sentiment.

On the other hand, Winnie Fu focused on the ways Rivals in Love was inspired
by Oscar Wilde’s play Lady Windermere's Fan. She also compared the film with the
1925 Hollywood’s silent version and the 1963 Cantonese production Madam Kam.
According to Fu, despite the story’s Western origins, the ideological values espoused
in Rivals in Love are vastly different from its source material, due to its local context
as well as the director’s own value system and beliefs. For example, the notion that
one should put aside trivial matters of the heart for the sake of the greater good of
the nation, and travel to the frontlines to join the resistance against the Japanese, is
inseparable from writer-director So Yee'’s background as a leftist intellectual and artist.
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Hong Kong Post-war Film Noir and Pulp Fictions
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In the post-screening seminar for The Evil
Mind (1947), Law Kar gave a brief overview
of the development of various genres in
Hong Kong post-war cinema, including
spy, detective and crime dramas, as well as
‘gory melodramas’. He described how these
films on the one hand took cues from film
noir trends from Hollywood and Shanghai,
whilst on the other hand also being
influenced by local ‘muckracking’” and erotic
novels serialised in tabloids, which gained
popularity during the war and flourished
during the post-war period. The synergistic
relationship between pulp fiction and noir films was very well-received by the general
public, in part due to the audience’s need for cheap emotional catharsis in a social
context of disorder, poverty, speculation frenzy and moral corruption. After tracing how
the most popular post-war novels were changed and adapted for the silver screen, Law
Kar also suggested how contemporary moral crusaders misunderstood and neglected
the cultural value and social function of such pulp novels.

'R

Law Kar

See Law Kar’s essay ‘Post-war Cantonese Pulp Fiction and Cinema’ in HKFA e-Newsletter Issue 79
(February 2017) on HKFA website.
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Fighting the Invaders with the Arts:
Mak Siu-ha, the Cultural Warrior of Pre-war Hong Kong
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Storytelling and Visual Style of Post-war Melodrama
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18.2.2017

As writer and director Mak Siu-ha’s only surviving film, The
Blood-Stained Peach Blossom Fan (1940) is a rare gem. In the
seminar, guest speaker Dr Chan Sau-yan gave an overview of
Mak’s achievements in cinema and theatre: not only was he
a film director active during the 1930s and 40s, he was also
a master of Chinese calligraphy and musical theatre, as well
as a renowned writer and historian of Cantonese opera—a
rare polymath of many talents. Unfortunately Mak died under
bombs at a young age when Japanese troops attacked Hong
Kong in December 1941. With most of his work lost, his name
faded into obscurity with subsequent generations, which
highlights the significance of Blood Stained Peach Blossom
Fan s rediscovery. Dr Chan analysed the patriotic ideas in the film, describing
how Mak strived to use his art to fight against the invasion of foreign powers,
especially in a context of strict censorship against anti-dJapanese content under
Hong Kong’s British rule. Mak’s insistence on using his work to advocate the
defense of his country against Japanese invasion is thus highly admirable. Dr
Chan also shared excerpts from a newspaper column which was penned by
Mak and saved by Alice Yung. Apart from being Mak’s protégé and lover, Yung
was also perhaps the most prolific ‘female mastermind’ in Cantonese opera
history. The newspaper cuttings provided the audience with a glimpse of Mak’s
film philosophy, and also shed light on the collaborative partnership based on
mutual admiration and respect between Mak and Yung.

See Chan Sau-yan’s essay ‘Mak Siu-ha Painted Blood on the Peach Blossom Fan’ in HKFA
e-Newsletter Issue 76 (May 2016) on HKFA website.

25.2.2017

Lau Yam began the seminar with tracing the origins of The
Inscrutable Heart of Women (1947). The film premiered in
May 1947, and while its story was undoubtedly influenced by
the Hollywood production Leave Her to Heaven (released in
January the same year in Hong Kong, with the same translated
Chinese title), many of its plot points were recycled from the
synonymous Cantonese opera staged in February of the same
year. Early Hong Kong cinema often borrowed from Western
films, and some Cantonese operas were likewise influenced
before they were adapted for the big screen—it is worth
investigating whether The Inscrutable Heart of Women is one
such example. Much of Lau’s analysis focused on director But
Fu’s efforts in creating a sombre tone for the film, for example
through his mise-en-scene, cinematography and film sets. For example, the
many close-up shots of Pak Yin, the interior shots of stairs and the bedroom, as
well as how characters move around in the frame all contribute to depicting the
triangular relationship between one husband and two wives, and the breakdown
of that relationship. Through exploring and challenging Chinese traditional views
on marriage, the film absorbs and recasts its Hollywood influences, while at
the same time giving a gripping portrayal of female psychology and repression
through its moody atmosphere and unsettling imagery. It pushes the boundaries
of traditional genre fiims in Hong Kong cinema without falling into cliché, and is
a unique work of special academic interest as it highlights the transformation of
the melodrama genre in Cantonese cinema.
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Between Family-state Love and Romance 4.5.2017

BEELIE (FRM)
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ERREAENER - FEHES

B (BB A0 CIRAIPPIR  eagim

In chairing the post-screening seminar for Return of
the Swallows (1948), Dr Yau Ching used the fim as a
springboard for contrasting how ‘family-state love’ and
‘romantic love’ take on different shades of meaning
in Hong Kong and Chinese cinema. Her discussion
covered a number of different angles, including the
local characteristics of Hong Kong cinema; the origins
of Hong Kong and Chinese cinema; the features of
the melodrama genre; historical influence (polygynous
traditions) and intertextual analysis. In comparing

Picid
16) (1953) B2 EiEaY <EEY DrYau Ching two examples of Hong Kong cinema, Return of the

(1935) #0 <ohpERTEY (1933)

= TR, R 1B TR, A TEL EW
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1t » ZERAZEEBEHNER 0 PELE
Eeoal TEH, - SESEREEANE
MR R CENFE - ERPEHEBER
BT LE AT ZADEL - BEBRFHSULAL
g )

Swallows and The Sisters’ Tragic Love (1953), with two
Shanghainese ‘sister productions’, National Customs (1935) and Twin Sisters (1933), Dr
Yau elaborated on the various ways ‘family’ and ‘state’ were interpreted and depicted
in Hong Kong and China. The sisterly relationships portrayed bring layers of complexity
to the melodramas, and the female body is used as a battlefield for warring ideologies
and value systems. While the Chinese leftist flms put emphasis on the ‘state’, the
Hong Kong productions tended to focus on the conflict between personal desire and
communal interest, as well as the evolution of traditional Chinese customs in a colonised,
Westernised society —a cultural viewpoint with unique value.

BIEADR | (CEEREBRIEROR

A Poor Lovers [ears—

From Original Novel to Cinematic Adaptation 12.3.2017
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In the post-screening seminar for A Poor

Lover's Tears (1948), Dr Mary Wong Shuk

han discussed ‘a villainess’s morality’ in this

Pak Yin vehicle. Dr Wong suggested that

the film exemplifies how genre conventions

had not yet been fully established in 1940s

Hong Kong cinema. Dr Wong pointed out

that the film was adapted from a pre-war

Mong Wan novel containing rather detailed

degcnphons of the contemporary social F——

environment. She then went on to analyse  py Mary Wong Shuk-han

the unique character of the protagonist

through several key scenes in the film. The story focuses on two girls—one innocent,
the other a bit of a ‘bad girl’ —who manage to develop a close and mutually supportive
relationship in a dog-eat-dog society. What is particularly interesting is the willfulness of
the latter character, who ends up not being punished for her behaviour. Dr Wong was
particularly appreciative towards how the film changes the ending of the original novel,
as the unrepentant Pak Yin ultimately emerges triumphant over the philandering male
characters. The audience is left with the tantalising question: did her misfortunes turn
Pak Yin into such a shrewish character, or was she born this way?
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Hung Chung-ho's Movie-making Strategies 18 3 201 /

HpE—4LESEE  HEY Hung Chung-ho was a prolific flmmaker, and like his
FEFE N ANEQEIRE S/ brothers Hung Sum and Hung Suk-wan, he was a
28 - (B EFEESHIEREZT highly respected director who undertook both writing
g (BRFBHEY (1949) B and directing duties. Only a handful of his works have
RIBEMESENERRE - R survived, one of which is The Birth of Kiddy Stone
BEE T RSB REIN B2 (1949), now an important work for studying Hung’s
B EBRE » REMEEFEEM career. During the seminar, Dr Stephanie Ng recounted
B BN H BB/ B how Hung moved from Shanghai to Hong Kong before
it - REFERELMRFNEEH R the war at the invitation of Runme Shaw, and how
28 - AEMBEERERENLE SR he subsequently founded his own company and film
BREHIANEREER - WH0HE  Dr Stephanie Ng studio with wife Chin Tsi-ang. Dr Ng suggested that
TR ~ ITFSE -~ B9 Hung was well-versed in ways to appeal to mainstream

IDEZFIBEISE - MBXEREFHMEM - B5&R  audiences; his strategies included remaking many Shanghainese wuxia and folk tale
CEMSEE - RIBBEEEEEW (BEE  fims that were guaranteed box office successes, as well as incorporating many scenes
E) (1937)  REEBEAFBEEMZFT  of eroticism, action and spectacle, even fiming parts of his films in colour. He was also
=R (FEXEREZEY (1939) - Zft adept at developing new subjects to film, and often responded very quickly to market
BRBISIENIREB - Bii%I0mMeY (G5%13 trends and needs. For example, he made the patriotic Back to the Motherland! (1937)
Hi) DidiRiE  SBREHsERMEIEH  and the crime thriller The Case of the Jealous Actor (1939), in which his actors played
MIEHITIEEL » BVEPEEIERILEWE  themselves, and also looked for opportunities to adapt theatrical works for the big
RS © screen. The Birth of Kiddy Stone, which was made after the war, also showcased Hung’s
flair for and calculated efforts in creating popular entertainment—the main draws for the
film were its spectacular special effects, irreverent songs and lyrics, and the child prodigy
Yu Kai's musical and martial arts talents.

185 REKIF L HIBY Bk

The Pre-Code Hollywood and Pak Yin 1.4.201/

BfEER A ~ W HERESE Pak Yin was always best-known for her roles as
FOMEBERBERRFEAAL * a good, self-sacrificing wife and mother in 1950s
ETRRAALEMEWME (ER) and 60s Cantonese cinema, but Wong Ain-ling is
(1955) ERPEERIARED impressed with her unique performances as tough,
B IRB—EZ - BER resilient women with educated backgrounds in
BBV AL - SREITERIR films such as It Was a Cold Winter Night (1955).
BT EE (Pre-code Hollywood ) Wong'’s wide-ranging discussion covered a variety
FHIZ M ASRNEIENES - 8 of topics from Norma Shearer (whom Pak Yin
FEABIMNZ =+ FRHBETE - idolised) to the free-spirited, ground-breaking
FPHAMBEKRBIIEE - EFEZEB = female characters of Pre-Code Hollywood. Pak
—#tN+EREFEBEEEZDPBEST Wong Ain-ling Yin herself was a product of the liberal ideas of
BR{ER  BAXRBIOMRER the 30s and therefore sought independence and

BPH . HEAGEES s EE K (B#4A  autonomy from an early age. As evidenced in a recently discovered collection of
RY (1948) PHIMPELZER ~ (KXEBBR) 40s Hong Kong films that included many Pak Yin titles, Pak displayed a high degree
(1948) PEYIEAK @ ABRB T MHEEY  of versatility in her early roles. In her roles as the material girl in A Poor Lover’s Tears
—@ o #E CHEAEALY (1947) hfyEE (1948) and as the spoiled, spiteful wife in Long Live the Wife (1948), she shows
A BFREENEEES/FRI (MF$4tE8  a side of her that is streetwise and jaded. Following her performance as the evil

FI» (1951) ~ (B&wmALY (1954) - villainess in The Inscrutable Heart of Women (1947), she then participated in other
AEEBIIAIEETR] - WEREEBINE  noir films such as Blood-stained Azaleas (1951) and Her Fickle Heart (1954), which
Bo offered her further opportunity to hone her craft. She succeeded in giving complex,
SEBWE (IP2EEFH B GBI $7o88 (2017F28 multilayered performances for all these roles.

%) 0 89-138

See Wong Ain-ling’s essay ‘Pak Yin—Once a Thorny Rose’ in HKFA Newsletter Issue 79 (February
2017), pp 9-13.

Translated by Rachel Ng
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Tam Bing-man,

FEIAX

Tam Bing-man

The Prince of Broadcasting
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Tam Bing-man
and his daughter
Tam Shuk-ying

‘Broadcast Heroes Turned Screen

Stars’ welcomed Tam Bing-

man, also known as ‘The Prince

of Broadcasting’, for its March

programme. The month’'s events

kicked off on 3 March with the

viewing of The Modification of

a Country Girl (1964), Tam’s

silver screen debut. At the post-

screening talk, the star himself

spoke about how he entered show

business and shared with audiences some highlights from his 60-decade long
showbiz career which spans across radio, film, singing, television, as well as
dubbing work.

Tam applied to be an announcer at Rediffusion Television (RTV) when he was
18. Only 10 out of the 1,800 candidates that year were hired, and although Tam
was unsuccessful, he was invited to sit in on the training classes, enabling him
to learn from mentors such as Chan Yau-hau. Later, he landed his first ever job
as a voice actor in a radio drama which needed to be redubbed. His outstanding
performance led to a full-fledged career in the broadcasting industry which saw
Tam work for establishments in the likes of RTV and Commercial Radio Hong
Kong, as he was dubbed ‘The Prince of Broadcasting’. He was so good at
his job that he even found time to venture into cinema, making his debut with
The Modlfication of a Country Girl and going on to star in many other features.
During the Cantonese film slump between the late 1960s and early 1970s, he
collaborated with a number of his peers, who worked in both television and fims,
in numerous blockbuster comedies, including A Big Mess (1969) and Lucky
Seven (1970). Tam then made his foray into television, appearing in variety shows
and dramas, and even going on to become an original icon of the dubbing
industry. The Country Bumpkin, a well-received motion picture released in early
1974, saw his retum to the silver screen with the eponymous character which he
had previously portrayed on television. The movie, together with The House of
72 Tenants (1973) released in the prior year, restored the industry’s confidence in
Cantonese features—a feat which the actor is very proud of.

Now at the ripe age of 83, Tam is still going strong and vows to never
retire. He has continued to make cameo appearances in recent years, treating
moviegoers to his masterful acting in fims such as those directed by Johnnie To.
At the conclusion of the post-screening talk, Tam sang the first verse of his smash
hit Dream of an Old Romance as requested by the audience, bringing much joy
to everyone in attendance. (Translated by Johnny Ko)
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Here Comes
Marvellous Ping
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On-screen collaborators
reunited to relive the good
old days with To Ping at
the seminar.

HF
To Ping

HPERARFZRREREGT:(ZE&) @B - TPRfiz5E S 5% HPReE -
EASRR - BAtE - B3N OIS - ROBELRRRE - FEHEERRETRE

To Ping graced his presence at the Archive with his family and showbiz friends: (from left) Ho
Kwok-choi, the two daughters of To Ping, Yvonne Yung Hung, Sum Sum, To Ping and wife, Woo
Mei-ping, Woo Fung, English Tang, Rosana Li, Ng Ka-lai—daughter of director Ng Wui, and guest
curator Yuen Tsz-ying.

To Ping made his debut in the late 1950s and transformed from a newcomer into
a well-known film actor in the short span of 10 years. He then joined Television
Broadcasts Limited (TVB) in 1967, becoming a staple in its long-lived variety
show Enjoy Yourself Tonight (EYT) and a household name. The Archive presented
the programme To Ping: A Path from Stable to Marvelous’ from April to May, with
the actor especially flying back to Hong Kong from Australia to meet with fans.
On 7 April, To made an appearance after the screening of his silver screen debut
Road (1959). A seminar titled ‘Here Comes Marvellous Ping’ was held after the
screening of Convivial Trio (1970) the following day, with To attending the event in
the company of his former on-screen collaborators as well as friends from behind
the scenes.

During the seminar, To recalled his audition for the training course offered by
The Union Film Enterprise Limited, where he faced examiners such as renowned
actors Ng Cho-fan, Cheung Ying, and Cheung Wood-yau, as well as producer
Chu Tsi-kwai. When he was asked to put on an angry face, he was so nervous
that he shouted at Ng, giving all those present a fright. But it was precisely
because of this boldness that made him stand out among more than a thousand
applicants. Ultimately, he was recruited alongside the likes of Lui Kei and Chu
Kong. Later, Ng took To in as his disciple, casting him in Road and teaching him
much about acting. He also recommended him to star opposite Patricia Lam Fung
in A Sorrowful Millionaire (1963). To this very day, the actor still remembers how his
mentor had helped him throughout his career. He also talked about his work as
a presenter on live television programmes, sharing some interesting stories along
the way much to the attendees’ delight. Then in 1982, he decided to relinquish his
acting career and immigrate to Australia. In addition to running a business there, he
also organises charity activities to give back to the community.

The other guests also took the floor in tumns. Woo Fung spoke about how he
was recruited by TVB, while To's frequent on-screen partner, Sylvia Lai (aka Sum
Sum), and English Tang, who calls the actor ‘master’ out of respect, brought up
how he was always happy to help the younger generation. Former EYT scriptwriter
Woo Mei-ping recalled how To invited her to direct the film Convivial Trio, while
Rosana Li elaborated on how she acted as the bridge between her non-Chinese
speaking boss Robert Chua and the station’s artistes as an administrative staff
member. To's ‘honorary sister’ Yvonne Yung Hung also recounted how their paths
crossed as the result of a collaboration for a charity performance. (Translated by
Johnny Ko)

17



I =55 | Programme

long Tik-sang

= S

A Legendary Life of

Cantonese Opera

<= Chan Sau-yan
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(Back row, from left) Tong Tik-sang, Shing Dor-na; (front row, from left) Ng Kwan-lai,
Liang Tsi-Pak, Yam Kim-fai, Pak Suet-sin, Chan Yin-tong, Leung Sing-po
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1 EiRE () mESE - HEEE
£ (£) BHER (BREER)
(1956) - AREME
Tong Tik-sang mounted the stage
in full regalia in The Fake Marriage
(1956) with Tang Bik-wan. On the
right was Mok Wan-ha.

2 (URSZAIZLRC) (1959) thfER
EQ(E) BEREW (F) BHE
FoasE
A classic scene by Yam Kim-fai (left)
and Pak Suet-sin (right) in Butterfly
and Red Pear Blossom (1959).

3 BEMUEER (AKREX) T8
&R
The look of Pak Suet-sin in the

Cantonese opera Goddess from
Ninth Heaven.
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Chan Sau-yan taught at the Music Department of the Chinese
University of Hong Kong from 1987 to 2007. He founded
the Cantonese Opera Research Programme and Chinese
Opera Information Centre before moving to Wales, the United
Kingdom, in 2008. He resettled in Hong Kong in 2015 and is
now a writer and researcher.

HRFICEIERERIN "SLRY - BRESRERCSE
BB - 1R5827TBE6F25881T  FI5R (BR2) 586H -

‘A Century of Operatic Treasures in Film—A Tribute to Tong
Tik-sang on His 100th Birth Anniversary’, a programme
guest curated by Dr Chan Sau-yan, takes place from 27
May to 25 June. Please refer to ProFolio (Issue 86) for
programme details.

English version in e-Newsletter
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In recent years, Hong Kong cinema has been given a breath of
fresh air by a crop of new directors. This past March, we at the
Archive were privileged to have up-and-coming directors Chan Chi-
fat, Cheung King-wai and Wong Sau-ping to exchange ideas with
students at our ‘Film Education Programme for Secondary Students’.

Chan Chi-fat: Get Set and Gol

Director Chan Chi-fat, better known as Stevefat, graced the Archive
on 20 March. He set the ball rolling by showing Feeling Better (2012),
his graduation short film about astronauts. Without hesitation,
Stevefat admitted that his grades at school were bad earlier on. It
was only after much hard work that he won the chance to study
film at university, while he continued to gain hands-on filmmaking
experience as a part-timer. Later, Stevefat adapted the story of the
Shatin Martins, Hong Kong’s first all-Chinese youth baseball team
that beat their Japanese opponent, into his award-winning Weeds on
Fire (2016). The script was shortlisted at the inaugural First Feature
Film Initiative competition presented by Create Hong Kong in 2013.
Subsequently granted HK$2 million, Chan said the tight budget
dictated that the crew had to stretch themselves beyond their limits
to take up the challenge. It was an uphill battle, but Stevefat soldiered
on against all odds until shooting wrapped.

Stevefat said Weeds on Fire was inspired by his own experience
of growing up in a public housing estate. In the film, life is likened
to a baseball game. Young people naturally want to be champions,
don’t they? As Stevefat puts it, a baseball game has only nine innings
which drift away as fast as one’s youth. In baseball, defense matters
more than offense. The key to victory is on the receiving end—one
step would easily set winners apart from losers. Many young people
are at the crossroads of life. Stevefat encouraged the students to
maintain perseverance and always take a step forward.
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BREEE Chan Chi-fat

Cheung King-wai Film and Life

On 29 March, Cheung King-wai, a
documentary-maker who made his name
at the 46th Taiwan Golden Horse Awards
with KU: Music and Life (2009), came over
to meet with the students. He started off by
recalling his own moviegoing experience,
before getting the students to discuss how
watching movies online is different from
watching them at the theatre, as well as
how film can be defined. He then screened
excerpts of The Taste of Youth (2016), his
latest work which offers a glimpse into the
inner world of the iGeneration, striking a
responsive chord with many students at the
talk. Cheung maintains that documentaries
are valuable in that they bear witness to
the changes that people and society go
through. They shouldn’t be overlooked
as they are an integral part of the cultural
tapestry of this city.

To Cheung, a career in film seems
heaven sent , as if a writer with zero
moviemaking experience having made it as
a director. The reason is that he didn’t cut
his teeth in film. Having played cello since
the tender age of 11, he majored in music
at the Hong Kong Academy for Performing
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Arts and, upon graduation, joined the Hong
Kong Sinfonietta as a full-time cellist. Later,
he studied film in the United States and,
after returning to Hong Kong, he worked as
a cinematographer and a film editor before
becoming a director. We must discover our
inner connections with the film itself before
making one, he said. The crux of the matter
is to accept ourselves as who we are, and
to make the film the way we want it to be.

\X/ong Sau-ping: Some Pointers to Follow

Honoured as the Best New Director at
the 38rd Hong Kong Film Awards for
The Way We Dance (2013), Wong Sau

ping was bitten by the film bug early in his
childhood. On 30 March, he brought the
students a number of strikingly creative
short fims and shared his insights. Among
these eye-openers were both local and
foreign productions. Wong’s interpretation
of the primitive, rudimentary visuals was
interesting and inspiring. He then took his
Windmill (2009) for example to encourage
students interested in filmmaking to draw
on their real-life experiences. Windmill has
its origins in Wong’s childhood memory of
his father buying him the craft, and the plot
fleshed out with his own imagination. The
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=& F Wong Sau-ping

film’s message is: ‘those who are able to
weather the storms shall turn bad luck into
good’.

Wong again cited personal experience
in sharing his secret to staying motivated.
His story ideas come from what he sees
every day and the efforts he makes, such
as jotting down how he feels about life.
Great ideas come and go really fast. More
interaction with others means more variety
and thus more spice of life. Wong also
advised young people not to make films
with ‘brute force’. Instead, one should put
resources and time to good use so that all
the efforts would pay off in the end.

Conclusion

Through the talks and excerpts of the
works they showed, three up-and-coming
directors recounted how they made
their dreams come true, and how their
creative concepts were shaped. Despite
the differences in content and style, their
works struck the right note with the young
students who are eager to explore life’s
possibilities. The ardent exchange of ideas
might have ignited the students’ passion for
film, too! (Translated by Elbe Lau)
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Staging a Period
Wardrobe Exhioition:
Expectation

versus Reality

AL
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ith the opening of ‘The Stars,
Wthe Silver Screen and the Period
Wardrobe’ on 21 April, we finally felt
a big weight off our shoulders! As
the exhibition was putting together,
these words of wisdom by Mr Yu Mo
wan, our late ex-Research Officer,
kept flashing into my mind: “You never
know how hard something is until
you’ve experienced it.’

When devising an exhibition
of period wardrobe, | was happily
anticipating an easy and painless
task, given that all the exhibits were
going to be artefacts. So long as the
venue looked grand and glamorous,
we wouldn’t have to toil day after day
over research work and panel texts, |
thought.

However, after a meeting with
our conservators late last year, the
realisation dawned that excessive
glare would damage the artefacts. All
the flamboyant ideas and the stagy
lighting we had conceived proved
to be futile. Unassuming decor and
slightly dimmed lighting became the
only viable option. Every day, the
conservators urged us to finalise
the list of exhibits, or they wouldn’t
be able to complete the restoration
procedures on schedule. Goodness
knows we were still scratching our
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In early March, the Programming Unit flew to
Taipei to interview Melinda Lee, who produced film
costumes for her father, director Li Han-hsiang.

R REENH AR AR RRE SRR
Hung Kuen-hoi, master costume designer and the
longtime work partner of director Chor Yuen, was
photographed when accepting our interview.

sRpIE (—MBNIBER (XMIEE) Sk
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Angela Cheung, Assistant Curator | (Conservation)
Textiles & Specimens, inspecting costumes for the
exhibition with a microscope.

EEAERRREERSLR
Conservators measuring lux levels at the exhibition
hall with an apparatus.

heads over all the unknowns and
uncertainties....

Restoration work for just around
a score sets of period wardrobe really
takes so much time? We paid multiple
visits to the Hong Kong Heritage
Museum to record the restoration
process. Inspecting the costumes
alone, as it happens, entails an inch
by-inch scrutiny with a microscope.
Cleaning has to be done with
vacuums of the required standard
and with small brushes of natural
fibre. When a tear is discovered,
fabric of identical colour and texture is
needed to cover the damaged areas;
if necessary, the conservator even has
to dye fabric with self-mixed pigments.
Filming aside, we had tried ironing
the costumes a couple of times. To
make sure the artefacts were given
full protection, the steamer had to be
operated a fair distance away from
the garment. Eventually, steaming
a pleated skirt took us two whole
days! It was then that | realised how
labour-intensive and time-consuming
restoration work actually is.
all the
uncertainties were cleared, and the

As days passed,

outcome was: drastic changes to
the exhibit lineup! The tireless efforts
of the conservators were in vain, as

some of the selected items couldn’t
be made available. Expecting a good
scolding, | told the conservators
about this and was taken aback by
their response—they didn’t make
the slightest complaint, but said
reassuringly that they know what it is
like to stage an exhibition.

Changes to the lineup also meant
that the corresponding materials
we had prepared couldn’t stay
unchanged. For part of the exhibits,
we had to cut or revise the content;
and for even a larger part of them, we
had to acquire, arrange, write, record
and edit the content all over again.
Time was slipping away. All the parties
forged ahead full steam till the very
end, and the exhibition finally opened
its door.

The 18 sets of wardrobe on
display are sourced from some
classic period costume films released
between 1958 and 2006. Among
them, The Bride with White Hair
(1993), Hero (2002) and Curse of
the Golden Flower (2006) have won
the Hong Kong Film Awards for Best
Costume and Makeup Design. The
costumes were first worn by a stellar
cast of superstars, namely Linda Lin
Dai, Betty Loh Ti, Brigitte Lin, Andy
Lau, Tony Leung Chiu-wai, Stephen

Chow, as well as our best-loved Anita
Mui.

This time, we are most grateful
to colleagues of the Conservation
Office and our conservators at the
Archive. Regardless of the very tight
schedule and all the unforeseen,
uncontrollable circumstances, they
not only worked beyond their usual
capacity to complete their tasks,
but showed us the very qualities
demanded of conservation-restoration
professionals.

And we extend our gratitude to
Ms Melinda Lee and Mr Hung Kuen
hoi, two costume connoisseurs who
have granted us interviews and given
us lots of invaluable information. Also
to the copyright owners who have
authorised us to use their film stills
and footage, as well as our colleagues
of the Venue Management and
Acquisition teams, and the Electrical
and Mechanical Services Department.
This is only the first instalment of this
exhibition series. Stay tuned! (Translated
by Elbe Lau)

Karen So is the Coordinator of 'The Stars,

the Silver Screen and the Period Wardrode'
exhibition.

‘The Stars, the Silver Screen and the Period
Wardrobe’ exhibition will run through 13 August.
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Never should I be a caged bird. Free I fly in the boundless sky
Pak Yin
‘Pak Yin) Artland No. 37, 1 September, 1938

There is so much truth in this. From 1937 to 1964, Pak Yin, or literally the
‘White Swallow’, had winged her way into the audience’s hearts with the
almost 300 films she starred in. In the past two ‘Early Cinematic Treasures
Rediscovered’ programmes, five of her films were among the lineup. Once in
her capable hands, her well fleshed-out characters offer so much to savour, all
brimming with a unique personality and a strong presence. These few films
almost added up to a retrospective of her early works.

Earlier this year, Ms Rosaline Lo, Pak Yin's daughter, donated to the Archive
avaluable collection of photographs which greatly enriched our holdings on
the legendary actress. We are incredibly indebted to her generosi ty.
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