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In the early summer of 2018, the melancholic tune of ‘A Wanderer's Autumn Grief' that Fleur sings to
Twelfth Master when they first meet in Rouge, rang yet again in our ears. Played by Leslie Cheung
and Anita Mui at their most ravishing and charismatic, the two characters look deeply into each other’'s
eyes, framing a scene which is especially evocative for fans who moum for the two great stars—both
passed away too young. This moment in the film also revives the traditional naamyam melody that was
popularised by Pak Kui-wing, by having singers of the 1980s reinterpreting it.

Although Mr Leslie Cheung and Ms Anita Mui passed away, their characters—Twelfth Master,
Yuddy, Cheng Dieyi, Fleur, Kawashima Yoshiko, Emperor Qi—live on. Cheung and Mui left behind many
unforgettable onscreen moments that are not only testaments to their dazzling star power, but reflections
of the times and part of ourselves.

If we were to tum back time a bit more, we would also find that Hong Kong Cantonese cinema of the
1950s and 60s also left behind a treasure trove of music culture and heritage. June of this year will mark
the first year after the passing of Cantonese opera music maestro Mr Fung Wah, who had participated in
the music production of over 100 fims during his early career. In this issue, Professor Yu Siu-wah and Ms
Lum Man-yee offer briliant scholarly insight respectively into Fung's musical arrangement in films.

The fruits of experts and scholars’ research have often provided clues for the Archive to conduct
research work. Five years ago, flm researcher Mr Frank Bren published an article titled “Woman in White:
The Unbelievable Wan Hoi-ling' in the 65th issue of our Newsletter (August 2013). It led us to look for the
Hong Kong film scripts that were submitted for censorship by the US government in the early 20th century
and were stored at the New York State Archives afterwards. These valuable documents have been an
immense help in the Archive’s revision of Hong Kong Filmography Volume |, which will be published next
year. Mr Bren passed away in April of this year, and the Archive would like to express our gratitude and
respect for his tireless work and contributions to the study of Hong Kong cinema. [mkyung@lcsd.gov.hk]
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ocreening of Rouge:
A Reunion of Fleur and Twelfth Master
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Director of Rouge, Stanley Kwan (left) with the opening ceremony
emcee Sam Ho



n the occasion of the 15th anniversary of Leslie Cheung and Anita Mui's passing, Hong Kong Film Archive organised
Othe retrospective ‘Glory Days: When Leslie Met Anita’, screening over 30 titles to pay tribute to the two great
showmen of Hong Kong. On 27 March, the opening night of the programme, the digital version of the duo’s classic,
Rouge (1988), was screened at the Grand Theatre of Hong Kong Cultural Centre with a three-minute music montage
from an international cut. The latter was a rarely seen edit and a surprise to fans as well as audience.

The opening ceremony also enjoyed the presence
of Stanley Kwan, the director of Rouge. He shared in his
opening speech that the success of the flm was heavily
indebted to the brilliant performance of Mui and Cheung.
Most famous actors in the mid-1980s, he recalled, had
contracts signed with film companies. Mui was under
Golden Harvest and Cheung worked for Cinema City.
After reading the script of Rouge, Mui believed that Twelfth
Master was unquestionably a role for Cheung. In exchange
for Cheung to take part in Rouge, Mui proposed to her
boss at Golden Harvest that she would shoot a Cinema
City’s production. Kwan continued to say that, although
Rouge was already a production of 30 years ago, he—
having lived in the Western District of Hong Kong Island,
often found himself passing by the various filming locations
in the area, such as Shek Tong Tsui. He found each
framing and scene in the film still vivid in his mind and
unforgettable.

It was a night of reminiscence shared by both the guests
and the fans, through the moving images on the silver
screen, to once again appreciate the splendid charms of the
two iconic stars. Their legacy would also be celebrated in a
series of screenings and events that follow. B

I %;%ﬁfﬁm HIEBHRIENEK SEEAETEASSER : (AIfAE"E) EXEVEREXTRASINRFRAZIIN -
I¢~
2 Group photo of representatives from partner organisation of the ‘Glory Days’ programme, guests and Archive staff:
3 | 4 I? (front row 2nd left) Lawrence Lai and Jennifer Yip of Fortune Star Media Limited; director Stanley Kwan

2. WMBEERE - SERKEISRIEEERR A ERBINRRBETE - ERERY (HiEN) MEE -
Audiences throng to seek autographs and take photos with director Stanley Kwan. Rouge is undeniably one of their all-time favourites.
3. FARIREE
Director Stanley Kwan
4. REEEFEERREAEEEIG
HKFA film adviser and director Cheung Tung Joe is here to support the event.
5. Eﬁjgl{’g%gﬁgﬂﬂzﬂlﬁ » REFBHTF ZEREHEAMKRERRBER RIS TK - PR —RERTTE "HEEN ) BARAD
=< EEI‘T-'/
The screening on the opening night attracted a full house, with fans of Leslie Cheung and Anita Mui coming from the Mainland
particularly for the event. Fans posed with their idols in front of the 'Glory Days' display board after the screening.
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The imaginary dialogue between the cross-dressing Leslie Cheung and Anita Mui broadens audiences' vision.
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ho will you think about when
V\/you hear the lyric when you see
the stars in the sky? Leslie Cheung
and Anita Mui would probably be the
names that ring in the mind of many
Hong Kong people. A retrospective of
their classic works with a succession
of screenings, an exhibition and
seminars, ‘Glory Days’ is being held
from March to July at Hong Kong
Film Archive. Our Assistant Curators |
(Programming) Priscilla Chan and Aric
Lung will talk about the concepts of
the programme in below.
Subsequent to last year’s
programme ‘Revisiting the New Wave’
that featured the 1970s Hong Kong
cinema, we put the focus on the
golden era of Hong Kong cinema,
namely the 1980s and 90s this year.
Chan indicated that both Leslie
Cheung and Anita Mui were legends of
the time and shared many similarities
between them. The curatorial concept
of showcasing their ‘glory days’ was
thus developed. Chan continued in
explaining that the programme, which
includes screenings, an exhibition,
seminars and a publication, allows the
public to feel the hypnotic charisma of
Cheung and Mui on the silver screen;
and at the same time to learn about
the youth and pop culture of the
1980s and 90s, as well as the two
artists’ legacy through the multimedia
exhibition and analyses of scholars

and film veterans.

Superstars of the
Golden Era

37 titles are selected to cover the
different stages of Cheung and
It is said that the
programme serves as one of the

Mui’s careers.

more comprehensive retrospective of
the two stars since their passing in
2003. To audience with a keen eye,
Cheung and Mui shared a number of
similarities—such as how their acting
skills improved immensely within a
short period of time. In Behind the
Yellow Line (1984), Cheung was still
playing an immature young man;
while two years later, he was widely
acclaimed with his challenging role
Sung Tse-kit in A Better Tomorrow
(1986). Mui, who played a rich girl
falling for Cheung in Behind the Yellow
Line, later bagged the Best Actress
Award at the Hong Kong Film Awards,
the Golden Horse Awards and the
Asia Pacific Film Festival in a row for
her part as Fleur, a famous courtesan
of the 1930s in Rouge (1988). Cheung
and Mui took part in a wide variety of
films of different genres and themes.
Examples of Mui’s works in 1991 and
1992 include: Au Revoir, Mon Amour
(1991), with the Sino-Japanese war as
backdrop; the comic-inspired Saviour
of the Soul (1991) and the period



comedy Justice, My Foot! (1992).
Cheung and Mui’s films not only
validate their cinematic achievements,
but witness the bloom of Hong Kong
cinema in the 1980s and 90s.
Rouge, a classic co-starring
Cheung and Mui, was chosen as
the opening film for ‘Glory Days’.
According to Chan, Hong Kong Film
Archive preserves an international
cut of the film in Mandarin that is nine
minutes longer than the Cantonese
version. Yet after discussing with
Stanley Kwan, the director of Rouge,
it was decided that the original
Cantonese version would be
screened, while unseen footage from
the international cut would be edited
into a three-minute music montage as
a special treat for fans and audience.

Recreating a Dialogue
Between Him and Her
The exhibition of ‘Glory Days’ focuses
the similarities of Cheung and Mui
in acting through their film images.
Lung specified that, as superstars of
the 1980s and 90s, their life stories
were already well known to the public
with the many retrospectives over the
years. For this reason, this exhibition
focuses on using images and sound
to depict a virtual dialogue between
them.

A delicate connection can be

found between the personas and
onscreen performances of Cheung
and Mui. The exhibition thus makes
use of a parallel narrative and
imaginary dialogue to depict the
artistic achievements of Cheung
and Mui—in breaking the gender
boundaries, taking on an image with
cross-cultural characteristics and
disrupting character stereotypes.
The video shown at the centre of the
exhibition hall is a juxtaposition of
film footage that mimics a dialogue
between the two. When Cheng
Dieyi (Leslie Cheung) is fixing the
costumes for Duan Xiaolou; Fong
Yim-mui (Anita Mui) who dresses as
a man, is flirting with her neighbour,
Wing in front of a mirror. The cross-
dressing performances of Cheung
and Mui speak to one another,
challenging gender norms and

encouraging audience to view gender
in more imaginative ways. This four-
minute footage is realised through
the hardwork of our colleagues, with
them delving into nearly 100 titles
of Cheung and Mui and matching
their most illustrative and memorable
onscreen moments.

The ‘Glory Days’ programme
receives tremendous support from
Fortune Star Media Limited. Here we
express our gratitude and heartfelt
thanks to them once again for
authorising us in screening a total
of 17 titles and using the related
materials of 38 features. (Translated by
Vivian Leong) M

Hui Pui-lam is Assistant Curator Il (Research &
Editorial) of the HKFA.

Please refer to ProFolio (Issue 90) for details
of screenings (27/3-10/6/2018) and exhibition
(30/3-15/7/2018) of ‘Glory Days’ programme.

(FEFEAR) PREESH - B ERE LHRAERE -
An online version of the bilingual publication Glory Days: When
Leslie Met Anita has been made available on the Archive website.
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Endless Clory
on the Silver Screen
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As part of the ‘Glory Days’ programme,
Hong Kong Film Archive invited a number
of experts and scholars to examine Leslie
Cheung and Anita Mui’'s many cinematic
achievements. Film industry veterans who
had worked with the two superstars were
also invited to share their experiences
with the audience.
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Convergence of Entertamment Industries Forged Cinematic Legends
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Wong Ka-hee
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(From left) Dr Ng Chun-hung, Susan Shaw Yin-yin, Lawrence

Behind the Yellow Line (1984) is the first
collaboration of Leslie Cheung and Anita Mui on
the silver screen. The post-screening talk held on
30 March featured two distinguished speakers:
Lawrence Wong Ka-hee, producer of the film; and
scholar Dr Ng Chun-hung, expert on Hong Kong
pop culture. Together they discussed the film’s
relevance to the times.

Wong explained that Shaw Brothers had come
off the surprised success of a low-budget hit Let’s
Make Laugh in 1983, and was therefore looking
to switch focus from producing period features
to contemporary titles. He also highlighted how
both Cheung and Mui belonged to Capital Artists, a subsidiary company of Television
Broadcasts Limited (TVB), which in turn was the sister company of Shaw Brothers.
Coupled with the fact that Cheung had an active film contract with Shaws at the time,
he and Mui were naturally cast as co-leads of the film, alongside freshly minted beauty
queen Maggie Cheung. Ng pointed out that the rapid growth of Hong Kong pop culture
in the 1980s, was very much related to the cross-pollinating developmental model of film,
TV and music mediums. He also argued that Behind the Yellow Line was noteworthy not
only because it was the first of many great Cheung-Mui collaborations, but as one of the
first features to be filmed on location in the MTR with various routes opened successively
back then. The film is as much a testament to the city’s transformation as it is a milestone
in Shaw Brothers’ history, marking a time when the studio turned to more modern, urban
fare in face of challenges.

2rxr oo
B8 =EXRE

Susan Shaw Yin-yin, former Shaw Brothers Studio star, also attended the screening. She
explained that she had known Mui as a child and Cheung ever since his debut, and even
back then, she could tell that they had exceptional qualities that stood out from their
peers. Despite not having any connections in the entertainment industry, they rose to
superstardom with their unique demeanour and remarkable talent.
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Exceptional Craft with Profound Cultural Context

RITIXIEFANR - 5B Most of the time pop culture is seen as ephemeral, a blaze
WRABHHBAZ IS E - SRRE of glory that is bright but short-lived. Yet the works of Leslie
B BHFENONFZIERE Cheung and Anita Mui have endured in the memories of a
B—RANE @ DEEHERHE generation of Hong Kong audiences. On 15 April, Dr Ng Chun-
15 REHEETEBEE4HB15 hung hosted the seminar ‘Once Upon an Era: Retracing the
B "RIABKIEE 5 ERE Course of Hong Kong Popular Culture’, where he discussed the
KR—FBRITSUEAIBIH undeniable charms and achievements of the two superstars.
SH, BEHRE L - fBRmMmAL
EEMIREMAED ©

REHEELT

Ng first drew our attention to Cheung and Mui’s first
collaboration, Behind the Yellow Line (1984), where both actors
RIE\ETIEHASE PSR A DrNgChun-hung seemed relatively inexperienced in their performances. However,
KREKIE (gB) BHESRE by the time they worked together for the second time in Rouge
BYER: © EIE —REERAVR/F BRAS30Y (1988) (1988), their acting had improved immensely as they took on the challenging roles
BE=TERBRAY @ BREXFRIERERIZ  of two star-crossed lovers in the 1930s—both of them had clearly worked hard to
o RNEBEASEMPIFT REIEI o #2869+  hone their craft. In the following decade or so, the two superstars would continue
FE mMUBEEX ASAEEELEIE * BE  to star a number of great works of the mainstream genre such as dramas and
BEETRES  ERIEB ~ =8I » EELE  comedies; as well as non-mainstream features with experimental aims. Up until their
AEE - INERBEBIFERIER  FRHERE  performances in Inner Senses (2002) and July Rhapsody (2002), Cheung and Mui
HoEE (EEZER)Y (2002) v (BADE+)Y had very much perfected their acting techniques and skills. It is also worth noting that
(2002) Z NERBEELE - REISH * —ATE  their rise to fame was not smooth-sailing, and they had both shown interest in music,
R FSEMEE 0 R MEEALMEEB—ERIE  from Chinese and Western pop tunes to Cantonese operatic songs. Their craft and
IEEEE - b~ BARITHUEEMHERDE - Hit  demeanour are therefore a legacy of Hong Kong pop culture—one of the reasons
BERD HEEEETBREIANSIBRITX  why they remain as two of our most compelling icons.
{BGEE @+ EUMEMIRAESTE AND B N DEE
SBBYENSE ©
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Anita Mui: Her Cartoonish and Cirlish Side
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Joyce Yang

BEBRRT  BHNEFAE

The two superstars had starred in a number of comedy
classics over the years. One such example is Mui’s striking
performance in Mr. Boo VIl Chocolate Inspector (1986). A
post-screening talk was held on 7 April with the film’s director
Philip Chan and film critic Joyce Yang. Michael Chow, who
starred in the film, was also in attendance to share stories from
his experience on set.

Chow praised the gags in Chocolate Inspector for its humanity
and depth. He referred to the scene where the protagonists
wait for the kidnapper’s call as a demonstration of the director
and screenwriter’s creative power, juggling between suspense
and comedy, playing with audience’s emotions in a very
precise way. Chan responded to this by crediting Michael
Hui’s script, and revealed that he and Hui had examined
each and every gag in the film carefully and repeatedly. Not
only did they throw out all the unfunny material, but they also
made sure that the humour arose from the conflicts between
the characters’ personalities, rather than from canned jokes.
When audience falls in love with the characters, they would
naturally find the gags hilarious.

According to Yang, Anita Mui catches one’s attention with her

ZRLLERE 0 TR (T8) HDPERREASIEIE  role as a spoiled young woman in Chocolate Inspector, a departure from her normally
BIE—URITENDLZ » SARBI—5 c BB more mature characters. Chan admitted frankly that many actresses in the 1980s
EN\TERRLVEZEREENELRAE » MR Hong Kong cinema were often forced to play decorative roles. While Mui had a girlish
HEIEMERDEO TN —F © WIEEIEE =  and youthful side to her—ditzy, fond of bickering and banter, playful—that he knew
BEEEEDT  BEMTNESEETEEEE  about from their personal interactions, hence he was confident that she would be
tRitAaE - MERESER ' BIUEAD - )RE  able to master such a cute, cartoonish role. Coupled with her superstar status and
BUEEMARE - MESSNEINEEITERE=EIF  box-office draw, Mui was Chan’s pick for the job, and the film is indeed a testament
FEo to her comedic potential.

9
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Superstars Leslie Cheung and Anita Mui were at the
height of their popularity in the 1980s and 90s, and at
the forefront of Hong Kong's youth culture. As part of
the ‘Glory Days: When Leslie Met Anita’ programme,
we screened Energetic - 21 (1982), a teen feature
shot in the early years of Cheung’s career. At the
post-screening talk on 31 March, we invited Louie
Castro, one of the lead roles of the film, to share with
the audience his experience on set and his friendship
with Cheung. Speaker Sam Ho then deconstructed
the relationship between the film and youth culture.
Al B5E

Sam Ho Ho pointed out that youth culture is intimately

connected with consumer culture. Fashion and
styling of the youths in Energetic was given great importance, in particularly the
astounding assortment of suits for the rich kid portrayed by Louie Castro. Louie
joked that this was all thanks to Leslie who acted as a go-between in securing
sponsorships for costumes of his co-stars, even after he had obtained backing for
his own wardrobe.

Louie talked about how he and Leslie shared a love for fashion, food and fun, and
often met up after the shooting of Energetic. Louie spoke of a pact he made with
Leslie, that one day they would each drive a convertible and go for afternoon tea
at The Regent Hong Kong, a prominent celebrity hot spot back then. Sadly, by the
time he bought his first convertible, Leslie had already passed away. Louie could
only drive his convertible alone to the front of the hotel, which had since changed
hands, to commemorate his old friend.

Ho’s analysis of the youth culture emphasises a key characteristic of breaking
barriers between classes and enabling young people of different strata to
come together—a common arrangement in Hong Kong teen features. The
transformation of the rich kid in Energetic, played by Louie, from initial reticence to
the manic frenzy by the end may have been influenced by Dangerous Encounter—
1st Kind (1980), which, to a certain extent, reflects the anxiety and agitation of the
youths at the time.

Defiant Youth of the Bird with No Legs and the Bad Girl

48186 TERS |
RENZE ~ MR AT E L o FEH
B I BERESEREEIRSTW
NEZ2MERBEREMERINS
BXL - MAIBEERR © 5K ~ M85k
BRETERR Y AN TERDE
B BREHARD  EREEET
BE =6 - REEBNRES
B "ThERE  ARME - B
FrghENAESBEMES » Al
(FUNFBEY (1982) Blouis o RZ & 1GEEAE
FEBER  tRARLE "BLZ, R R
ENER—ERHINSEE -

M EEX DM ARERONBTEEZNSEXIL
B B B NTERSENEFEULERE
R BEVEF - SEUEIER @ HINRE IR
BAEEN (EEEE) (1966) ER—F -
BIiEHE - 1984F (PRKHSER) NESARE
HEEBNSEXLE L—B2FRR o lLal - §F
MALFTREAR ;R SEXERRAEEM
B0 PIARIEEY (1990) ch» TEMS . HIEE
BARIERKREEZANBEHENE > BAUBEEH—KRS
BABERRIERARLZHVNE ©

10

BZE

(Z#8) faIBs8
(From left) Sam Ho, Joyce Yang

At the ‘The Sad Girl and the Bad Boy: Leslie Cheung and
Anita Mui’ seminar held on 1 April, Sam Ho and Joyce Yang
continued to discuss the portrayed image of the two superstars
and what they came to symbolise in youth culture. The two
speakers believed that, even though Cheung and Mui made
their debuts around the same time in the late 1970s and early
1980s, their demeanour and charm are entirely different—a
result related to their upbringing. Leslie Cheung grew up in a
wealthy family with self-evident ‘middle-class temperament’; a
shared background with the many characters he played, such
as Louis from Nomad (1982). In contrast, Mui had performed since young; her ‘bad
girl’” image that rooted deep in the hearts of the public, was a kind of youth resulted
from growing up before her time.

The two speakers also examined the features of youth culture in Hong Kong cinema
of different eras. Yang pointed out that youth culture in the 1950s and 60s titles
stresses innocence and encourages the striving spirit, with a sense of preaching.
An example would be Colourful Youth (1966), starring Connie Chan Po-chu and
Josephine Siao. Ho, on the other hand, indicated that the signing of the Sino-British
Joint Declaration in 1984 was a water-shed moment of Hong Kong’s youth culture.
Before the declaration, youth culture was dynamic and full of vigor; after which it was
plagued with uncertainty. In Days of Being Wild (1990), the metaphor of the ‘Bird with
No Legs’ signifies not only the self-pity mentality of the young, but the state of mind
of a generation of Hong Kong people, who are perplexed and uneasy facing the
future.
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The Lasting Clory of Leslie Cheung and Anita Mui
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Mimi Yung
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(From left) Anna Han, Jonathan Kung, Dr Donna Chu, Candice Ng and

Leslie Cheung and Anita Mui, the two leads
of the ‘Glory Days’ programme, were once
emblematic icons of Hong Kong pop culture.
However, for young people born ‘in-the-
1990s’, what do they stand for? At the ‘Shining
Still: The Cultural Legacy of Leslie Cheung and
Anita Mui’ seminar held on 1 May, speaker
Dr Donna Chu invited four students from the
School of Journalism and Communication of
The Chinese University of Hong Kong to share
their views.

Dr Chu explained that, as part of a curatorial
initiative, these students researched and
studied methodically the works of Cheung
and Mui, as well as their significance for the
era. Anna Han, Jonathan Kung and Mimi Yung
all noted, coincidentally, the daring attitude of the two superstars in challenging
gender stereotypes in films. Han illustrated with the example, Farewell to My
Concubine (1993), proposing that Cheung’s cross-gender performance in the film
provides a vital point of reference for young people in search of self-identity. As
for Kung, he felt that Cheung’s beauty transcends gender definitions: ‘the need
to assign a gender seems superfluous for him’. Yung expressed her admiration
for Mui in breaking through the confines for women in films; such as her portrayal
of a modern heroine with a sense of justice in The Heroic Trio (1993), and her
titular role in Kawashima Yoshiko (1990)—masculinised yet with feminine charms.
Candice Ng mentioned how she had learnt about the many inadequacies and
failings of the society through the research, and how people tended to remember
only the good. Ng realised that every epoch has its own beauty, much like our
times today. And in the future looking back, people will be grateful for all the
wonderful memories that this era will have bestowed upon us.
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Line by Line: An Account of the Acquisition of
a Copper-Plate suotitling Machine
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ines of text situated at the bottom

f the silver screen, appearing
and disappearing according to the
timing of dialogues...no matter what
languages the onscreen characters
may speak, subtitles are always dutifully
translated and delivered to audience
line by line, word by word. Before the
time of digital filmmmaking, subtitles for
foreign-language features that were
screened in Hong Kong, were mostly
manually printed onto each frame of
the film by professionals via specialist
machines. Hong Kong Film Archive has
recently acquired one such copper-
plate subtitling machine—an invaluable
artifact with rich and varied history that
has allowed us to gain insights into the
almost-lost art of copper-plate subtitling.

The Machine and
the Distributors

This subtitling machine was brought to
Hong Kong from Shanghai by Mr Rigo
Jesu’s father in 1950. Originally serving
for the Jesu family’s subtitle business,
it was later brought to Intercontinental
Film Distributors when Mr Jesu joined
the company, to produce its own
subtitles, while remaining in service
until 2006. Although not particularly
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(B ) FEHREE HFREHIIFHEZEESR « Buxani Dipak Hotu

(From right) Patty Lee Kam-mui and her former colleagues from the subtitling

department, Windy Li Lai-ying and Buxani Dipak Hotu

sophisticated or heavy-duty, it was the
core of the subtitling department at
Intercontinental, churning out subtitles
for many classics, from The Longest
Day (1962), First Blood (1982) to
Face/Off (1997). The machinery parts
may not look complicated, but it was
still relatively hard for non-experts
like us to figure out how the machine
worked. Fortunately, Intercontinental
introduced us to Ms Patty Lee Kam-
mui, the technician in charge of
operating the subtitling machine back
in the day. Patty and the machine
had been partners since the 1970s,
working tirelessly every day. We
were amazed by the skilful artistry
behind the subtitling process as she
demonstrated to us how it was done.

Procedure, Skill and Work

Copper-plate subtitling works by
pressing the copper subtitle plates
onto film copies that are smeared
with chemical solution. A mirror
image of the subtitles would then
be etched on the film after heating.
After the machine is turned on, its
conveyor belt would roll and deliver
the film to the technician, much like
a production line in a factory. He or
she needs to push the lever within
this short moment, and the machine

/‘ 4 HKFA Newsletter May 2018
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The tiny subtitles printed on the film need to be examined with a magnifying glass.
Pictured here are Patty Lee Kam-mui (front) and HKFA Manager (Acquisition)

Lesley Fung.

would automatically press the copper
plates onto the moving film, one
frame at a time. For a subtitle line that
appears onscreen for three seconds,
the plate has to be pressed 72 times
(as one second onscreen equals 24
frames). The belt moves at a steady
pace and could not be slowed down.
Hence every time a line is printed, the
technician would need to pull up the
lever and switch the copper plates—
there would be one plate for each line
of dialogue in the film. The technician
would also use a magnifying glass
to inspect the quality of product
throughout the process—whether
the subtitles are printed clearly and
consistently enough, or additional
chemical solution is needed. After
the copper plates are pressed onto
the film, no changes could be made;
so every frame is a product of care
and skilful precision. There are also
a number of procedures that have
to be completed by other staff prior
to the printing process; such as
translating the subtitles, breaking
them into different lines, assigning
them with numbers, sending them to
a typesetting company to be typeset,
then transfering them to another
company in making the copper plates
before doing final checks and mark-

ups on the film copies. As a result,
the process of subtitling one film copy
would take up to tens of thousands
of frames as well as days of work, as
often the release of one film demands
several, if not dozens, copies for
various cinema chains around the
city. The massive volume of work
involved with regards to the release of
just one film therefore should not be
underestimated.

The End of an Era and

a Long-Delayed Reunion

The copper-plate subtitling machine
has witnessed the development of
Hong Kong film business for over half
a century, all the way from the 1950s
to the new millennia. Yet as time rolls
on like the production lines, copper-
plate subtitling has been replaced
by the more efficient and convenient
technology of laser subtitling. With the
surging wave of digital transformation,
this subtitling machine had to retire,
and Patty too, transferred to a different
department. After working non-stop
for several decades, the machine was
left unused for over ten years; the staff
of Intercontinental were also not sure
of whether it was still functional. In
fact, during our first visit, we found out
that one of the belts in the machine



had worn out from aging, and that the original parts
could no longer be sourced. It was only with the help
of our EMSD colleagues that we managed to locate
suitable replacement parts. After we installed the new
belt and were about to press the ‘on’ switch, everyone
held their breaths for the big moment. As we heard
the ‘clickety-clackety’ sound of the motors running
and the conveyor belt moving, we started cheering,
eventually easing out that moment of intense suspense.

Patty was, naturally, the most thrilled out of us all. She

checked the machine with eyes filled with delight, as
though she had reunited with a long-lost friend. It was
hard not to be touched by her joy.

Although copper-plate printed subtitles have
fallen out of fashion, what remains is more than just
a machine, but the artistry, history, professionalism
and sentimental value that it represents. Such values
would be inherited through times with the donation
of this subtitling machine. This heirloom of Mr Jesu’s
family that had travelled from Shanghai to Hong Kong
and worked for half a century—has now found a
new home at Hong Kong Film Archive, to begin its
mission of cultural preservation and transmission after
retirement. For this we are most grateful to Mr Jesu and
Intercontinental Film Distributors for making it possible.
[Translated by Rachel Ng] B

Kwok Hoi-hang is Assistant Curator Il (Acquisition) of the HKFA.

Coming soon: as part of Muse Fest HK 2018 (23 June - 8 July),
HKFA technicians will be conducting demonstrations of copper-
plate subtitling and giving detailed explanations of its process.
Participants can further keep the film frames with printed subtitles as
souvenirs. Please look out for more details of Muse Fest HK 2018.
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Matthew Cheng

HKFA ‘Archival Gems’ series is presenting the ‘Worth a Thousand
Words: Adaptations of Chinese Literary Classics’ programme from
April to September 2018, with screenings of paired up films and
seminars of relevant topics. The series kicks off with the seminar
‘Ways of Telling: Filmic Adaptations of Romance of the Three
Kingdoms’, by Matthew Cheng on 8 April.

Cheng opened by introducing the 30 and more film adaptations
of Romance of the Three Kingdoms made throughout Hong Kong
cinema history; with almost one third of them recounting the story
of Diaochan. He explained that Sable Cicada (1938), which was
screened as part of the programme, was originally set to shoot in
Shanghai. Yet its flming was forced to move to Hong Kong due
to the war. The outbreak of war in the late 1930s saw the mass
migration of writers and filmmakers to Hong Kong, leading to a
brief boom of the local literary and cinema scene. Cheng went on
to compare the differences and similarities between the adapted
feature and the original work, analysing the patriotic theme of the film
in how it emphasies Diaochan as a heroine, who sacrifices herself
to eliminate tyrant Dong Zhuo. Cheng also pointed out that Li Han-
hsiang had used the same story to produce a huangmei diao film,
named Diau Charn (1958), 20 years later. Its plot remained mostly
the same, but it was apparent that depiction of the internal thoughts
of Diaochan increased; needless to mention its vast improvements
in terms of cinematography and mise-en-scene.

Please refer to ProFolio (Issue 90) for details of screenings (8/4-2/9/2018) and

seminars of 'Archival Gems: Worth a Thousand Words: Adaptations of Chinese
Literary Classics' programme.
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More than Just Movie Posters

To complement the ‘More Than a Piece of Paper: Rediscovering Hong
Kong Movie Posters’ exhibition, Hong Kong Film Archive arranged a free
documentary screening and seminars for the public to learn more about the
development and features of Hong Kong movie posters.

The Spellbinding Power of Movie Posters
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The Art and Function of Movie Posters
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(Front) Yuen Tai-yung; (back row from left) Hui See-
wai, Lam Ka-lok, Lo Che-ying
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(From left) Jimmy Keung, Wong San-mun and

On 3 February, after the screening of The Posterist (2016),
the film’s director Hui See-wai and featured artist Yuen Tai-
yung, together with movie poster expert Lo Che-ying and
poster collector Lam Ka-lok, discussed the spellbinding
power of Hong Kong movie posters.

Lo talked about how movie poster acts as the ‘identity
card’ of a film, playing a crucial role in marketing. The
different styles of poster design and ways of displaying
posters in post-war Hong Kong are a testament to the
evolution of the cinema and the city. Since the 1950s
and 60s, there are a succession of brilliant movie poster
designers, such as Wong Kam and Tung Pui-sun. As for
Yuen Tai-yung, who rose in popularity through designing
posters for the Hui brothers’ films, his illustrational style had further transformed
the scene of Hong Kong movie posters. Yuen then shared his creative process:
it usually starts with looking for inspirations from stills, rarely with a chance to
watch the actual film. At the turn of the 1980s and 90s, he saw the rise of hero
films and the drop in comedy productions. There was also a shift towards using
photographs as poster images in the industry, and that was when he planned to
retire.

Hui believed that movie poster is the best medium to look back on the golden
era of Hong Kong cinema. He was glad that he was able to film The Posterist,
to help audience in appreciating the significance of movie posters as an art form
and in garnering respect for movie poster design as a profession. Lam lamented
that some production companies only saw movie posters as ‘wrappers’ to
promote a film, which became worthless once the film was released. He hoped
to preserve the traces of fims through collecting their posters, and that he would
be able to reconnect with his favourite features in the future not only through old
photographs.

On 10 February, Pierre Lam was invited as the seminar
host of ‘The Art and Function of Movie Posters’, along
with two movie poster designers, Jimmy Keung and Wong
San-mun, to talk about the aesthetics of poster designs
and their marketing roles in different eras.

Jimmy Keung shared his views on the freedom given to
poster designers for experimentation in the 1980s. Since
the millennium, with the advent of co-produced features
and expansion of the market, promotion strategies tended
towards the conservative, focusing mostly on stars as a
film’s selling point. By comparing the poster designs of
a number of fims released across the Mainland, Hong Kong and Taiwan, Lam
examined how film companies tailored their marketing strategy according to the
societal context and interests of audience of the three districts. Wong followed on
with the importance of typography; in which the Chinese typeface is in itself an
aesthetic art form, with an example of calligraphy.
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vaguely remember interviewing Mr Fung Wah (1924-2017), master of Cantonese
opera and Cantonese operatic songs, at the University Museum and Art
Gallery of The University of Hong Kong back in 2007. At that time, Fung had just
returned to Hong Kong from Canada, and was still perhaps adjusting to jetlag,
so he did not seem fully engaged. According to Mr To Wing, with whom Fung
was recording that year, the master often sat there half-asleep, but whenever he

picked up an instrument in the recording studio, he would turn into a different
man, full of energy and verve. During that recording session, Fung not only led
the accompanying instrumental ensemble, but also sang some of the Cantonese

operatic songs, such as ‘An Act of Righteousness’, “Ten Thousand Miles Ahead’,
and ‘From Now on We Are Strangers’. He was 83 back then, yet his age did not
dampen his passion for music. The interview was conducted in a hurry and so it

was incomplete in many ways. | could only remember Fung mentioning that he
did the accompaniment for Ma Si-tsang and Hung Sin Nui during his early days
in Guangzhou, and had impressed Ma with his skills. Ma persuaded Fung to stay
in Guangzhou, to help him in training Hung—in what we called the ‘singing style
design’ nowadays. However, with the outbreak of the Korean War, he decided
to leave Guangzhou for Hong Kong. Yet according to historical records, Ma and
Hung returned to Guangzhou in 1955, two years after the Korean War (1950-
1953)—s0 perhaps Fung’s memories might have been mixed up.

Besides the two great Cantonese
music maestros Lui Man-shing and
Wan Chi-chung, Fung Wah was
another great player of Hong Kong
Cantonese opera, music and film
soundtracks. Artistically, he was heir
to both his predecessors in the fields
of erhu and fanling (Cantonised violin)
playing, Cantonese opera, Cantonese
operatic songs, Cantonese operatic
singing clubs and culture of Cantonese
music. Apart from Fung’s contributions
in Cantonese opera, Cantonese
films, Cantonese operatic songs and
albums, he also took part as an actor
in The Opera Boat in Singapore (1955),
a Shaw Brothers’ feature filmed in
Singapore.’ According to Hong Kong
Film Archive records, Fung was active
and heavily involved in the soundtrack
production of Shaws’ Cantonese titles,
especially those starring Patricia Lam
Fung.

The records show that Fung
participated in a total of over 100 fims
in between 1952 and 1967. However,
his contributions during the Shaws’
Cantonese film era, in particular his
music for features starring Patricia
Lam Fung, are seldom discussed.
The rest of this essay will use Fung’s
work as ‘music director’ for It’s Fun
Getting Together (1954, directed by
Chow Sze-luk, written by Szeto On)
as an example to highlight features of
Cantonese film music at the time.

In his 15-year career in Cantonese
film soundtrack production, Fung
took on a great variety of roles and
responsibilities, including music, vocals,
composing, musical effects, musician,
Chinese and Western music, Western
music, conductor, music director,
scoring, score-writing and music-
writing, etc. Generally speaking, one
may expect ‘music’ and ‘musicians’ to
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be synonymous duties, as both refer
to musicians participating in the music-
making for the soundtrack. Indeed, if
more names are listed under ‘music’;
its meaning is the same as ‘musicians’.
However, if there is only one featured
name under ‘music’, then this person
is more than a member of the band,
but in charge of all musical decisions
in the film, including the selection of its
music, scoring arrangements, leading of
the band, and the coaching of singers;
Fung held this position for a total of 16
films. In addition, Fung’s hame appeared
at the top of a long list of names after
‘music’ or ‘musicians’ in another 13
productions; meaning that he held the
top position among the musicians or
team. These films do not have a ‘music
director’, so Fung would be the head of
music, also known as the band leader.
He was also credited as music director
for 8 other features.

It’'s Fun Getting Together was
produced by Xinfeng Film Company,
and was the first ever script that prolific
screenwriter Szeto On (Tsang Kwan)
penned—he would move on to write
over 800 screenplays. In the opening
credits, Lai Bo-ming was listed as
‘composing’. Yet ‘composing’ in
the context of the 1950s Cantonese
filmmaking in Hong Kong was
understood differently from how we
understand the word today. In actual
fact Lai was the lyricist of the fiim, a
role very different from ‘composer’ (i.e.
the person who composes the music
and songs for the film soundtrack)
commonly understood by modern
audiences.
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(From left) Ma Si-tsang, Hung Sin Nui,
Fung Wah

Musical Arrangement of It’s
Fun Getting Together

As we all know, Fung mentored three
artists who became known as the ‘Three
Treasures of Cantonese Operatic Music’
in the 1950s: ‘Little Ho Fei-fan’ Lai Man-
soh, ‘Little Fong Yim-fun’ Lee Bo-ying,
and ‘New Hung Sin Nui’ Chung Lai-
yung. It's Fun Getting Together was
the first film featuring his three beloved
tutees; Fung was responsible for all the
musical aspects of the film, including
song selection, vocal coaching, and
musical accompaniment.

The film opens with a driver (Lai
Man-soh) wiping down his car while
singing ‘The Carwash Song’: My car is
dirty from front to rear, my pants are all
stained from petrol... The tune was taken
from ‘Drunken Friar’, the last section of
Ho Fei-fan’s most famous song, ‘The
Mad Monk by the Sea’. The original lines
calling for ‘Piu-hung!” were changed to
‘Camel’ (a popular cigarette brand at
the time), as the driver looked for his
smokes. Lai also imitated the original
tune by singing the last line, ‘Hurry and
come out’, in Central accent—audiences
would have no problem recognising that
he was singing in the style of Ho.

The heiress and company
manager (Ng Dan-fung) hates music,
so she bids her younger sister (Chung
Lai-yung) to silence the driver. By
contrast, the younger sibling loves to
sing, so she performs a number called
‘Happy Family’. She is so engrossed
in the long melisma over 40 seconds
that she fails to notice her father’s
(Yee Chau-shui) hints that her sister

is present. The tune firstly uses the
Mandarin pop song ‘Remembrance of
Autumn’ (originally sung by Yao Lee,
scored by Chen Gexin): The beautiful
morning sun shines in as | open my
window to see...It then transitions into
a shigong manban, with the final line
‘We must be happy, very much so’.
The melisma on the Chinese character
‘so’ is in particular prolonged for over
40 seconds. Aficionados of Cantonese
opera music would no doubt smile
here—of how well the singing style
matches the plot. Naturally, the scene
was designed, mostly like by Fung
himself, to showcase ‘New Hung Sin
Nui’ Chung’s mastery of the ‘Nui-style’.

The camera then turns to Lai Man-
soh the driver singing ‘Work Above All’.
This number is a continuation of “The
Mad Monk by the Sea’, the unfinished
yifan zhongban at the start of the film, but
with lyrics related to the story. The next
scene features the lead actor, Cheung
Ying, doing singing practice at home
with Lee Bo-ying. Cheung plays a retired
Cantonese opera actor, and in this scene
he accompanies the young Lee with
his yangqgin as she sings ‘The Autumn
Chamber Woes’. She first sings a xiaogu
before transitioning into banghuang —
a common arrangement for a lot of film
interludes of the era.

‘Autumn Chamber Woes’
(sung by Lee Bo-ying)

(Tune of ‘Mulan Joins the Army’)

The autumnal tone reflects my bitter
heart; | can vaguely hear the insects’
song.

The autumn breeze is like the wild
goose’s call; dew of the late-Autumn
freezes.

Rain falls with the night; petals are left
behind on the path (prolonged note).
(Intro of fanxian erwang)

(Switch to fanxian erwang)

A young wife’s heart, a young girl’s
soul; missing her husband at the dead
of each night.



In her fruitless sorrow, she weeps many
times, similar to the insects’ lament on
an autumn night.

Fearful of the autumnal sights and
clouds; the barren scene makes me
sad and sentimental.

(gunhua)

The past is beyond recognition; who
will soothe my lonely heart?

Cheung seems very adept and
comfortable with the yanggin in the
scene, perfectly imitating a skilful
player. As an A-list male lead of
Cantonese cinema at the time, Cheung
was at peak of his charisma and
beauty; with pale, smooth skin and a
fashionable coif. With a glint in his eye
and always a hint of smile, he enchants
other characters and audience alike.
As a newcomer, Lee needed to focus
on her melisma delivery in the fanxian
erwang section (underlined in the
lyrics); otherwise she would have no
doubt been swooned by Cheung’s
charms! Interestingly, the film makes
audience ponder over the relationship
between the two characters for almost
six minutes. It is only until the song
finishes and Cheng Bik-ying enters
the scene that Cheung and Lee are
clarified to be brother and sister. The
mystery and even ambiguity between
the characters create an alternate
tension between singing, framing of
the screen, and the plot—a testament
to Chow’s skills as a director.

As the simple singing-practice-at-
home scene involves only two people,
its diegetic music should involve only
Lee’s voice and Cheung’s yanggin. Yet
the soundtrack includes sounds from
the sanxian, piano, and the wood block;
which would be called the ‘non-diegetic
music’. | believe the music would be
perhaps handled in different ways in
the hands of a modern filmmaker. For
example, the original soundtrack of Ang
Lee’s Lust, Caution (2007) was scored
in the classic orchestral style adopted by
Hollywood films. The only exception is

the scene in which Mr Yee (Tony Leung
Chiu-wai) takes the lead actress, Tang
Wei, to a Japanese club for a secret
rendezvous, and Tang initiates in singing
‘A Wandering Songstress’. The song
features one female voice from start to
finish that creates genuine emotions—
such an intimate scene has no room for
any other non-diegetic sound.

Lee made her debut as a great
imitator of the ‘Fong Yim-fun’ style.
But in her execution of fanxian erwang,
a signature of the Fong-style, she
deviates from the usual Fong-styled
melisma, in specifically the treatment
of three words: ‘soul’, ‘lament’, and
‘sentimental’ (underlined in the lyrics
above). Instead Lee uses more fan
notes (fa in the sol-fa name system,
or 4 in cipher notation), which was
probably a deliberate artistic choice
made by Fung.

Cheng Bik-ying, who plays
a popular huadan (female lead in
Cantonese opera) in the fim, has an
unfriendly first encounter with the
female lead Ng Dan-fung. Cheng sings
‘Fashionable Darling’ to mock Ng’s
conservative appearance and style
of dress: first she croons the xiaoqu
‘Woman’ (a contemporary Mandarin
tune originally sung by Zhou Xuan and
Yan Hua, composed by Li Jinguang),
before transitioning into erwang, and
then jianzi furong. The plot moves on
as Cheung accidentally picks up Ng’s
briefcase, in which is a large sum of
cash. The two further become lovers
after Cheung goes to Ng’s office to
return the briefcase. Obviously /t's Fun
Getting Together is a film to showcase
the talents of the ‘Three Treasures of
Cantonese Operatic Music’, but its
screen time for the true leads — Cheung,
Ng, and Cheng—is proportionate to
their importance. Therefore the inclusion
of the various musical numbers in the
film does not seem jarring or unearned.
In the last act of the film, Cheung agrees
to perform onstage to raise money for
the victims of the Shek Kip Mei Fire,

however he gets into a traffic accident
on his way to the theatre. So the ‘Three
Treasures’ step up to the occasion
and perform a section from Romance
of the West Chamber. The film closes
with a happy ending as everyone visits
Cheung at the hospital.

It’'s Fun Getting Together was
released in the same year as Heartbreak
Petals (1954, based on the story of
film star Ng Nga-yee), which was also
directed by Chow Sze-luk and featured
the same cast—Cheung Ying, Ng Dan-
fung and the ‘Three Treasures’. Yet It's
Fun Getting Together is far more coherent
in terms of cinematic arrangement. In
Heartbreak Petals, Ng is pregnant with
a child before getting married, and in
desperation and chaos she dies from a
fall down the staircase. Lee Bo-ying plays
her sister, who steals the scene with her
performance of ‘The Storm-Withered
Pear Blossom’ (also a classic of the Fong-
style) at Ng’s funeral. Indeed, balancing
between the coverage of the three actors
and that of the three singers cum actors
is Nno easy feat for the director and the
screenwriter. Fung Wah was credited as
the lead ‘musician’ in Heartbreak Petals.
As for whether this role differed much
from his job as a ‘music director’ in Its Fun
Getting Together, is an issue that remains
unexplored in the 1950s Cantonese
cinema—one that maybe my seniors in
the field or industry veterans would be
interested in clarifying. [Translated by Rachel
Ng]

Note

1 See ‘The Opera Boat in Singapore’, in Kwok
Ching-ling (ed), Hong Kong Filmography
Volume IV (1953-1959), Hong Kong: Hong
Kong Film Archive, 2003, pp 125-126. And
Lum Man-yee, ‘Posthumous Work Found
in Fortuitousness: In Memory of Cantonese

Opera Masetro Fung Wah’, in HKO1, 15 July
2017 (in Chinese).
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music history, Chinese traditional instrumental music
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Anthology of Chinese Opera Music (Hong Kong
Volume) of the Lingnan University.
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ntegrating performances and musical elements of Cantonese opera, Hong Kong Cantonese films in the 1950s and 60s form

a new film genre. According to the website of Hong Kong Film Archive, there are more than 600 titles under the Cantonese

opera film category." These works showcase how filmmakers and Cantonese opera artists at the time joined hands in

experimenting on the mix of stylistic forms in depicting the real and the essence, as well as the aesthetics. They tried to strike

a balance between the location set, props and the symbolic hand movements and gestures. For example, should they use

two flags with vehicle wheels embroidery, together with stylised movements of pushing or sitting in a vehicle, to represent a

carriage? Or should they build a prop carriage and abandon the stage conventions? Should actors make their entrance and

exit by doing mimetic actions of opening and closing the door, or construct a set with door? Apart from visual image, there

is the challenge of music and sound—in what ways the Cantonese opera stylised singing, instrumental accompaniment,?

gongs and drums could match with the soundscape of the real film set? Below is an attempt at analysing Cantonese opera

film music through studying ‘Cheung Yu’s Rhapsody Crying Out for Princess Jade Lotus’, the film music notation composed

for Princess Jade Lotus (1958) by Cantonese opera music director, Fung Wah. This music notation is included in the fim

programme, A Complete Collection of Cantonese Song Notations in Princess Jade Lotus.®

Princess Jade Lotus is an
adaptation of Scholar Zhang Brings
the Sea to a Boil, a Yuan-dynasty zaju
play written by Li Haogu. Originally in
four acts, the story begins with scholar
Zhang playing his gin (zither) at night.
His music tugs at the heartstrings of
Jade Lotus, daughter of Dragon King
of the Seas. Encountering the princess,
Zhang is as well captivated by her
ethereal beauty. Before they part, Jade
Lotus asks Zhang to meet again by the
seashore at Mid-autumn night. Zhang
keeps his rendezvous but fails to see
Jade Lotus after a long wait. In his
desperation, he is given three treasures
by an immortal maiden to boil the sea.
Zhang wreaks havoc across the sea,
causing the sea army to collapse. The
Dragon King gives in and releases Jade
Lotus, also approving her marriage to
Zhang. Under the full moon, the lovers
tie the knot.* The Hong Kong Film
Archive has only the film programme
but not the film copy of Princess Jade
Lotus. As seen on the programme,
screenwriter Ng Dan adapted the four
acts into 22 scenes. Directed by Chow
Sze-luk, the film features Cantonese
opera wenwusheng (leading civil-
military male role) Lam Kar-sing and

film actress Patricia Lam Fung as
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title roles. The music notations in the
programme show that most of the
songs’ lyrics are composed according
to the prosodies of various banshi
(beat form) or existing tunes. It is a
common practice in Cantonese opera
to do secondary creation, instead of
having a new tune. There are six newly
composed songs in Princess Jade
Lotus and three of which are untitled
chorus work. The other three are, in
order, ‘Love Song by the Sea’ sung
by the lovebirds when they first meet;
‘Cheung Yu’s Rhapsody Crying Out
for Princess Jade Lotus’—a solo by
the scholar during his desperate wait
for Jade Lotus in the rainstorm by the
seashore; and ‘Princess Jade Lotus’s
Dance Tune’, a duet sung when the
lovers celebrate their reunion. The three
songs are all inserted in major scenes.
The six songs are composed by Fung
Wah, with lyrics written by Ng Yat-siu.
Same as the other music notations
in the film programme, the notation for
‘Cheung Yu’s Rhapsody Crying Out for
Princess Jade Lotus’ is a Cantonese
opera gongche notation—written
vertically from right to left according
to traditions. It makes use of Chinese
characters, such as ‘gong’ and ‘che’,

to indicate pitches; these gongche

characters would be marked on the
right side of the lyrics. Symbols of ‘00,
‘', ‘X" and ‘X’ denotes the rhythm,
while being marked on the right side
of the gongche characters. There are
also brief stage directions on the music
notation.” However, the stage directions
for ‘Cheung Yu’s Rhapsody Crying
Out for Princess Jade Lotus’ include
realistic sound effects and imagery,
different from those of Cantonese
opera scripts or notations. First of all,
the general direction written under
the song title sets the key, musical
instruments and emotions of the song:
‘in the key of B flat major, shigong (la
mi in the sol-fa name system) xian
(literally ‘string’)®/“accompanied by
two xiao (flute) and nanhu (fiddle)”/sing
passionately and in deep grief’. The
first line of the notation that serves as
the prologue writes: ‘prologue is played
along with sounds of wind and rain’.
The prologue is played by hengxiao
(literally ‘horizontal flute’, dizi [flute])
and nanhu (literally ‘Southern fiddle’,
erhu [fiddle]), against a windy and rainy
sound background to enhance the
realistic sense of the scene and provide
audience an immersive experience. In
Cantonese opera, sound effects are at

times created by musical instruments:
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Music notation of the newly composed tune 'Cheung Yu's Rhapsody Crying Out for Princess Jade Lotus' by Fung Wah for Princess Jade Lotus

dadi (suona) to imitate the cry of a
horse or a baby; wind gong or grand
cymbal to imitate the sound of the
wind, rain and ocean waves. It is
difficult to tell, simply by reading the
stage directions seen above, whether
the wind and rain sound effects are
imitated by musical instruments or
generated through other methods by
the Foley artist. The answer to this
question will soon be unfolded in the
stage directions that follow.

The stage direction that
immediately follows indicates an a
cappella delivery of ‘wind’ and ‘rain’. It
shows no rhythm symbol next to the
characters; the vocalist can decide
freely on the rhythm according to one’s
feelings and the atmosphere. Singing
in unmetered rhythm is one way to
achieve expressive and dramatic

effects. A free-rhythm phase is suitable

for such vocal treatment as it draws
focus to the lyrics. To start off with
an a cappella delivery of ‘wind’ and
‘rain’ brings out a stormy imagery,
and blends emotion with scenery.
A short musical passage is put in
between the ‘wind’ and ‘rain’ sound.
It starts with three triplets: ‘wu wu wu
(high la la la) shi shi shi (low la la la)
wu wu wu (high la la la)’; the Arabic
numeral ‘3’ is marked next to each
set of these gongche characters.
It can still be interpreted as triplets
although there are no tie symbols. To
play three notes within the duration
of two notes heightens the delivery
and induces stronger emotions—in
response to the general stage direction
‘sing passionately and in deep grief’.
Description for the musical passage on
the side says: ‘strengthen the sound of
the wind as background; then comes

heavy rain’. The aural imagery of ‘sound
of the wind’ and the visual imagery
of ‘heavy rain’ emphasise the next
phrase, ‘sound of the rain’. The tune is
later added with accompanied singing:
‘Thunders and ocean waves around/
| am not afraid/My love for Jade Lotus
makes me strong/l keep yearning
for my love, Jade Lotus’. The music
pauses, then comes a twice-repeated
a cappella of ‘Jade Lotus’—using only
vocals to highlight how the scholar
‘cries out’ for his love. Accompanied
singing is again added in the latter part
of the song: ‘I can’t stop shouting/
Do you know | await you by the shore
my love/l see no trace of you’. It then
brings forth another musical passage,
after which the stage direction
writes: ‘large cymbal strikes/together
with sounds of wind and rain/and

sounds of ocean waves’. The phrase
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‘together with’ seemingly suggests
the combination of two different sets
of sounds. While Cantonese opera
percussions are able to depict stormy
and surging waves, this music notation
uses mimetic sound effects of reality to
boost the lifelike sense of the scene.
Shortly after the cymbal strikes
and sound effects of the wind and
water, it is marked on the notation
to sing in free-rhythm for ‘Sorrow,
Anguish, Cold, Solitude’. Since there
is no text or symbol in the bracket
after ‘Sorrow’, it is expected that a
short musical passage is omitted.
After the blank bracket, it is ‘a strike of
cymbal’, to be followed by the singing
of ‘Anguish’ in free-rhythm. The tune
is indicated by ‘gong che shang che
gong’ (mi re do re mi), with the musical
passage by ‘gong gong gong’ (mi mi
mi) in response to the last note of the
vocal phase. The ‘water’ radical in
Chinese character (‘5 °), which signifies
a short detached note in Cantonese
opera notations, is marked next to
each of the three ‘gong’.” According to
the instructions, the three notes ‘gong’
should be played with a staccato
character, to create a subtle sound
that is both intermittent and continual.
The musical passage of Cantonese

26 HKFA Newsletter May 2018

Princess Jade Lotus, played
by Patricia Lam Fung (left),
falls in love with Cheung
Yu, a scholar played by
Lam Kar-sing (right).

operatic songs is usually an imitation
of vocal tone, with a hidden sense of
verbal expression. The staccato notes
of the musical passage also imply an
equally subtle and mournful delivery of
the singing of ‘Anguish’ in a whimpering
manner. There is no musical passage
after ‘Cold, Solitude’; but a direction
writes: ‘a crescendo strike of cymbal;
ocean waves hit the rocks’. Normally
when a cymbal is struck, its sound
would disperse gradually. To create
a crescendo, one then needs the
help of audio equipment in adjusting
the cymbal strike —supporting the
dynamics of the angry waves. Then,
the singing continues: ‘Sighing for the
autumn moon as it is hidden by the
clouds/l receive no answer from you my
love/l risk my life waiting for Jade Lotus’;
with a direction of ritardando towards
the end. Up next, ‘striking grand drum
and cymbal; thunder and lightning’
make use of the drum and cymbal
sounds to accompany the imagery
of thunder and lightning, introducing
the subsequent tune. In unmetered
singing, the vocal goes: ‘I wait amidst
thunder and lightning/When will our
reunion come’. All instruments then
join in as Cheung sings: ‘When will the
moon shine bright again’. The directions

by the end reads: ‘a crescendo of
drum and cymbal; ocean waves hit
the rocks’. The percussion ensemble
emphasises strongly the power of the
waves; Cheung cannot bear the shock
at last and ‘collapse’ —as described by
the stage direction, bringing the song to
an end.

Fung Wah created not only
the tune of ‘Cheung Yu’s Rhapsody
Crying Out for Princess Jade Lotus’,
but designs the cinematic sound
according to the film images—the
director and screenwriter might have
also contributed their ideas to the
design too. Such detailed delineation
in the music notation can be seen
as a response to the needs of both
the filmmakers and Cantonese opera
artists who collaborated. The traditional
way of using the drum and cymbal
gives way to mimetic sound effects
and visual imagery, in depicting a
stormy and turbulent scene. This music
notation illustrates how Cantonese
opera music and sound adjusts itself to
adapt to film aesthetics. In the 1950s
and 60s, a great number of Cantonese
opera artists took part in film music
for Cantonese opera cinema, either as
librettists, composers, music directors,
instrumentalists or singers. According
to the Hong Kong Film Archive records,
Fung Wah participated in the musical
work for around 100 Cantonese films.®
A comprehensive research about
Cantonese opera film music may be
conducive to the identification of it as a
sub-genre of Cantonese opera music,
in enriching our understanding of the
genre.

| dedicate this piece of analysis
of film music notation in memory of
the opera-film music maestro Mr Fung
Wah, who passed away last year in

June. (Translated by Vivian Leong)



Notes

1

See Hong Kong Cantonese Opera Films of
the 1950s and 1960s’ on Hong Kong Film
Archive’s website.

‘Cantonese opera and Cantonese operatic
songs have the same origin but differ in
terms of development; with bangzi and
erhuang as their two indispensable musical
elements. The bang-huang aria type does
not carry fixed melodies. The traditional
music notations provide only the lyrics and
names of the banshi (beat form). The singer
follows the consonants, vowels, tones in the
lyrics; and follows the rules such as the beat
forms and the prescribed ending note of a
line to create the melody. Musicians use the
instruments to imitate the melody, to lead
in (the sung melody), to complement and
embellish, and to fill in the blanks among
the singing lines. The concept is different
from the concept of the melody as primary
and the accompaniment as subordinate
in Western music. Therefore, the role of
the musicians (in Cantonese opera) is not
accompaniment, but paihe. That is, using
percussions to punctuate the beat and
rhythm, and using the melodic instruments
to echo and respond to the sung melody.’
See Lum Man-yee, ‘Remembrance of Things
Past: The Cantonese Operatic Cabaret of
the Fresh and the Bitter Green’ in HKO1, 31
May 2017 (in Chinese).

A Complete Collection of Cantonese Song
Notations in Princess Jade Lotus, Hong
Kong: Kam Wah Publishing Company, 1958.
Hong Kong Film Archive collection.

Zang Jinshu (ed), Selection of Yuan Plays,
Beijing: Zhonghua Book Company, 1989, pp
1703-1715 (in Chinese).

A cipher notation of ‘Cheung Yu’s Rhapsody
Crying Out for Princess Jade Lotus’ can be
seen in an article by Wong Chi-wah, ‘On the
Legacy of Cantonese Opera Music Maestro
Fung Wah’. Wong translated the gongche
notation in the film programme A Complete
Collection of Cantonese Song Notations in
Princess Jade Lotus and focused on the
melodies and librettos. In his version, no
stage direction is shown except the first line.
See Journey to Chinese Opera and Drama,
Issue 184, August 2017, pp 112-113 (in
Chinese).

Shigong xian is generally understood as
the equivalent of B flat major. See Li Yan,
A Preliminary Look at the Music Theory
of Cantonese Opera (Revised Edition),
Guangzhou: Xinghai Conservatory of Music
Research Department, 2001, pp 8-9 (in
Chinese).

See Wong Siu-hap, The Basic Knowledge
of Cantonese Operatic Songs, Hong Kong:
Chou pijiang Publishing Ltd., 1999, p 7 (in
Chinese).

Regarding to the film songs composed by
Fung Wah, see Lum Man-yee, ‘Posthumous
Work Found in Fortuitousness: In Memory
of Cantonese Opera Masetro Fung Wah’, in
HKO1, July 15 2017 (in Chinese).

Lum Man-yee is Research Associate of the
Kwan Fong Cultural Research & Development
Programme at Lingnan University; deputy chief
editor of Annals of Chinese Opera, Anthology
of Chinese Opera Music, Anthology of Chinese
Narrative Singing and Anthology of Chinese Folk

and Ethnic Instrumental Music: The Hong Kong

Volume (all in Chinese).
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In the late 1960s and early 70s, with the decline of traditional Cantonese
films and the popularisation of television, Hong Kong cinema entered an
age of transition. New genres such as kung fu comedies, social satires, and
cop dramas came on the picture. The 1970s also saw the vibrant exchange
between Hong Kong and Taiwan, as well as the rise of a new wave, paving the
way for a fast-changing scene...

This book features 14 interviews with film veterans, including directors Sammo
Hung, Lau Kar-wing, Michael Hui, Ng See-yuen, Joseph Kuo Nan-hung, Hsia
Tsu-hui, Yeung Kuen, Ho Fan, Tong Shu-shuen, Philip Chan, actors Ti Lung,
Chan Koon-tai, Bai Ying and cinematographer Henry Chan, to depict the rapid
changes of the film industry at the time.

For the ‘discourse’ section, we invited scholars Law Kar, Ng Chun-hung,
Sam Ho, Sek Kei, Po Fung and Shu Kei to explore, respectively in discussion
and essays, the relations between the societal changes in Hong Kong
and development of its film industry throughout the 1970s, as well as the
multifarious trends of Hong Kong cinema back then.
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Available for free download from the HKFA website now!

www.filmarchive.gov.hk
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Rouge (1988)

written by Lillian Lee and Chiu Kang-chien,
directed by Stanley Kwan

Fleur: I was just amusing myself. Do you mind?

Twelfth Master: I don't mind, I don't even knit my brows.
Had I got so close to you, would you have avoided me?
Ifyou did, you are not the woman for me.

— from Selected Film Scripts of Chiu Kang-chien
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