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Cover: John Chong has an extensive as well as illustrious career both as a producer and executive
producer, but the one film that is perhaps best-loved is Infernal Affairs (2002). The cover is a
poster: (from left) Andy Lau, Tony Leung Chiu-wai.

Courtesy of Media Asia Film Distribution (HK) Limited
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For the ‘Movie Talk’ series early this year, the Hong Kong Film Archive invited Hong Kong film
producing icon John Chong to speak at a series of post-screening talks. Starting from the four fims
hand-picked by himself, Chong took us through his 30-plus-year career in the movie industry. From
publicity and screenwriting to producing, Chong forged a glowing career out of a wide range of
experiences. Through his sharings, we come to learn what a challenge it is for a producer/executive
producer to be able to lead a creative and production team to make a good movie. And creativity, as it
turns out, is a necessity in this role.

Chong reiterated again and again the importance of teamwork, a concept deeply understood
by the Archive. After years of information gathering, research and editing, Hong Kong Filmography
Volume | (1914-41) (Revised Edition) was finally published in January. This is not only the fruits of our
labour; it could not have been done without the support of generous donors and researchers. Among
the donors, we are especially thankful for the copies of films from the 1930s and 40s contributed by
Mr Jack Lee Fong of San Francisco’s Palace Theatre. As for the researchers, the late Frank Bren in
particular inspired us to unearth a large amount of long forgotten film scripts and related information
from the New York State Archives, which was most helpful for this edition of the filmography. Law Kar
details his collaborations with Bren in his article, writing about their research journey into early Hong
Kong cinema, and Bren’s special bond with the Archive.

After the Cinema City retrospective a few years back, the Archive is set to kick off its ‘A Different
Briliance — The D & B Story’ in the coming months, looking back at the glorious days of D & B
Films Co., Ltd. in the 1980s and 90s. Over months, we interviewed a number of helmsmen and
crew members of D & B Films, colourful excerpts of which can be found in Janice Chow’s preview.
Meanwhile, Wong Ha-pak writes about the collaboration between Bang Bang Films Company Limited
and Luen Wah Cinema Circuit, adding back an important piece of the puzzle that helped to complete
the larger picture of the 1980s Hong Kong film industry. [mkyung@lcsd.gov.hk]
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John Chong worked in film publicity in the 1980s
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FEETE 1990 FEIEMAERILEEY
John Chong in Guangzhou on a research trip for
a film in 1990
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John Chong’s Media Asia produced
many critically acclaimed blockbusters
in the 1990s, including First Option
(1996), which very much established its
reputation as a local powerhouse studio.
In the photo are the three key members
of the First Option cast and crew at a
promotional event in Taipei: (from left)

John Chong, Michael Wong, and Gigi
Leung.
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John Chong was Producer and Executive Producer for Beast Cops (1998), which
garnered five major awards at the 18th Hong Kong Film Awards, including
Best Film, Best Director, Best Screenplay, etc. In the photo from the right
are award-winners Anthony Wong (Best Actor), Patrick Tam (Best Supporting
Actor), John Chong, and Arthur Wong, who won Best Cinematography for

Sleepless Town (1998).

1999 £F 3F i 72 F7 AN 3% B
& (/A7T 2000) (2000 )
John Chong produced 2000
AD (2000) in Singapore in
1999.
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John Chong (3rd left)
collecting the International
Award on behalf of Media
Asia Group at the 2007
Hong Kong Business Awards

he film industry has always been called a ‘dream factory’, where stars are born and made every day. While actors
Tand actresses are in the spotlight, many crew members such as directors, screenwriters, cinematographers, art
designers and composers are also big names in their own right. Yet among those who work behind the scenes, the
roles of a producer and executive producer have often been overlooked by the audience, though unintentionally. To give
the two roles their fair share of the limelight, the latest series of ‘Movie Talk’ focused on the work of veteran producer/
executive producer John Chong, whereby four of his most representative works, selected from different stages of his
career, were screened. On 18 and 19 January, Chong participated in our post-screening talks, where he shared with
four other guests the many challenges he faced and overcame over the course of his 30-plus-year career. Through his
stories and insight, the audience was thus offered an opportunity to learn first-hand about the work of a film producer/

executive producer and Chong'’s invaluable contrib ution to Hong Kong cinema.

Chong’s first professional
encounter with showbiz began
in the 1980s, when he became a
researcher at a local television station.
He later switched to Golden Princess
Amusement to work as a publicist for
films. During this period his talent was
spotted by director Ringo Lam, who
gave Chong the chance to switch to
screenwriting duties. Later in 1994, he
founded the Media Asia Group with
six other industry pioneers, where
he would go on to produce and
executively produce many acclaimed
works, including Infernal Affairs (2002),
Initial D (2005), and Love in the Buff
(2012), which were screened in this
programme.

Infernal Affairs: Visions and
Revisions

Chong’s credits as producer and
executive producer are prolific and
illustrious, but the one film that is
perhaps best-loved in his career is
Infernal Affairs, the first to introduce
the ‘double undercover’ trope.
According to Chong, Hong Kong
cinema was in dire straits the year

Infernal Affairs was produced, and
many industry professionals were
skeptical about the marketability of
the crime genre. The co-directors
Andrew Lau and Alan Mak, along
with screenwriter Felix Chong, were
rejected by five to six other film
companies before the script landed
in the lap of Media Asia Films Ltd.
The script was championed by
Andy Lau, and Media Asia decided
to take a gamble by gathering the
industry’s four top, award-winning
male actors in the same feature;
Andy Lau was one of them. Thanks
to the formidable cast, along with the
excellent production of the film on all
levels, Infernal Affairs was released
to widespread acclaim and box
office success, both in Hong Kong
and abroad. Even Hollywood came
knocking to buy the rights to the story.
Remade into The Departed (2006) by
none other than the legendary Martin
Scorsese, the feature won the director
his, so far, one and only Oscar
for Best Director. Infernal Affairs,
therefore, is a landmark in Hong Kong
film history in every way.

A creative, attention-grabbing
title is often an important part of a
film’s success. The Chinese name
for Infernal Affairs is Mou Gaan Dou
(literally ‘non-stop way’), a reference
to traditional Buddhist scripture that
serves as the final piece de résistance
for what is already a profoundly
powerful film. As film critic Pierre
Lam suggested, the term ‘mou gaan
dou’ has become part of Hong Kong
popular culture, and has evolved to
be synonymous with the concept of
‘undercover’. The film title is, allegedly,
Chong’s brainchild. According to
Chong, the original title of the film was
going to be Mou Gaan Hang Che
(literally ‘travellers of the non-stop
way). However, the well-known Thai
guru, White Dragon King, advised that
the film should have a three-character
name, and thus Chong changed it to
Mou Gaan Dou, which was approved
by the spiritual teacher himself.
Indeed, it was reported back in the
day that the name Mou Gaan Dou
was conceived by the White Dragon
King. Chong is characteristically
good-humoured about this: ‘It’s not

0
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Post-screening talk of Infernal Affairs: (from left)
Pierre Lam, John Chong

a newsworthy story if the film was
named by John Chong. It is one if
it were named by the White Dragon
King!’

As a producer who rose from
the bottom ranks of the industry,
Chong thoroughly understands the
importance of the screenplay. When
assessing and approving the script,
he brings to the table his experience
and insight as creator and writer, and
often encourages his creative teams
to revise and polish the script as
much as possible. For example, he
took issue with the plotline in Infernal
Affairs, where a young man is sent
by a triad boss to be undercover in
the police force—the plan seemed
too risky. So Chong suggested to the
directors that the triad boss could
plant multiple undercover spies within
the force, in the hopes that one or
more of them could eventually rise
through the ranks. This strategy,
Chong argued, was more fool-
proof and convincing. Screenwriter
Felix Chong therefore added the
scene where all the undercover
members swear an oath at Ten
Thousands Buddhas Monastery,
which inadvertently foreshadows
the revelation at the end of the film
that Gordon Lam, too, is part of this
shadow network of triad spies. The
story arc is therefore rounded out in
a more gratifying way. Furthermore,
in the original script, Andy Lau’s and
Tony Leung Chiu-wai’s characters
only shared the scene twice, which
John Chong found unsatisfying. He
suggested to Felix Chong that they
add one more scene, which prompted

6 HKFA Newsletter Feb 2020
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Post-screening talk of /nitial D: (from left) Lam Kee-to,
John Chong

the screenwriter to invent the famous
scene at the audio equipment shop,
where the now-classic line is uttered:
‘The high notes are beautiful; the mid-
frequency notes crisp and the bass
notes powerful’. As John Chong
pointed out, few screenwriters are
willing to accept his suggestions
and criticisms, but he believes that
teamwork and collective wisdom can
drive and result in better films in the
end.

Initial D: Screenwriting and
Crisis Management

Infernal Affairs proved the power of
Hong Kong filmmakers in producing
commercial movies, and prompted
international audiences to view
Hong Kong films with high regard.
As a result of the film’s wide-ranging
impact, Media Asia was able to outbid
its many competitors from around
the globe to successfully secure the
film rights to adapt the Japanese
comic Initial D. According to Chong,
Kodansha Comics, which published
Initial D, thought that western film
companies might not be able to
effectively convey the essence of
Asian culture at the heart of the
comics. And because of Infernal
Affairs’ groundbreaking success,
Media Asia was able to inspire
a definite degree of confidence
from Kodansha. After two years of
negotiations, Media Asia eventually
secured the rights in 2004. Chong
further pointed out that the royalties
Kodansha sought were not high.
They were to be issued in the form
of dividend payments, but Kodansha
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Post-screening talk of Love in the Buff: (from left)
Matthew Cheng, John Chong

insisted that the script had to be
vetted and endorsed by them before
the film could be shot.

Initial D used the same creative
team as Infernal Affairs, who had
developed good chemistry and
rapport by that time. Shooting took
place on Mount Haruna at the same
time when the press conference was
held. However, belated comments
from Kodansha’s editorial team came
in the last minute, which requested
that 29 amendments be made to the
script and that the crew’s work be
suspended immediately. As shooting
was already well underway and there
was no time to lose, Chong came
forward to negotiate with the editorial
team on behalf of the company.
He recalled that during the four-
hour conference, he explained and
analysed point by point how the script
differed from the comics. For example,
the Japanese team felt that the role
of the father as played by Anthony
Wong carried a negative image.
Chong explained that this was a form
of ‘artistic license’, and its intended
effect was to juxtapose against and
further enhance the son’s character.
In the end, 28 of the requested
revisions were withdrawn. Only one
line of dialogue was changed. After
the shooting was done, the Japanese
team was satisfied that the movie had
effectively evoked the spirit of Initial D.

Chong’s success was not accidental.
He had studied under a Japanese
teacher and was therefore well-
informed about the characteristics of
the Japanese post-war generation, i.e.
people in their 50s at the time, and
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Post-screening talk of Lethal Weapon: (from left)
Doinel Wu, John Chong

he was able to put such knowledge
to use in the meeting. For example,
he dressed in a way that gave him an
international image, and also opted for
an English-to-Japanese interpretation
rather than a Cantonese-to-Japanese
one. During the negotiation, he
expressed genuine sincerity and
showed respect to the opinions of the
Japanese team, which successfully
led to their approval of the script.
Screenwriter Lam Kee-to, who also
has had considerable experience with
the Japanese film industry, expressed
a similar view that if you could leave
the Japanese with the impression that
you were truly informed about their
culture and your knowledge was not
merely confined to icons such as Akira
Kurosawa and Momoe Yamaguchi,
they would regard that you spoke the
same language as them and would
see you in a new light.

Love in the Buff:
An Unforced Attempt

The Hong Kong film industry suffered
a severe setback in 2003 when
SARS (Severe Acute Respiratory
Syndrome) hit the territory. However,
the Mainland and Hong Kong Closer
Economic Partnership Arrangement
(CEPA) that was launched in the
same year became the panacea
for the industry. Since then, more
and more film companies headed
north to make movies that catered
to the tastes of Mainland audiences,
attempting to break into the Mainland
market. As film critic Matthew Cheng
observed, to achieve this goal, Hong
Kong film companies were involved

in many co-productions, which were
essentially period dramas. Also a co-
production, Love in the Buff, however,
seemed to tread a different track. It
portrays the way Hong Kong people
live in the Mainland, and there are
no lack of nostalgic moments in the
movie for Hong Kong culture and
its lifestyle, thus bucking the trend
followed by many of its co-production
counterparts.

Chong pointed out that Buff’s
predecessor, Love in a Puff (2010)
was quite popular with the young
generation. However, because it was
rated Category lll, its performance
was only average in terms of ticket
sales. As the two lead characters
were beloved by many, Chong had
confidence in the director and decided
to give Buff the sequel a stronger
commercial push, seeking to expand
its audience appeal both vertically
and horizontally. Turning Buff into a
Category Il instead of a Category llI
movie, so that student audiences
could see it, was vertical expansion.
The earlier film, Puff, had already
some supporters and impact in the
Mainland. Building on such success,
the sequel sought to further widen its
audienceship in the Mainland—that
was horizontal expansion. It was thus
deemed vital that the film be shot as a
co-production. In the end Buff brought
in close to a hundred million dollars
from the Mainland and Hong Kong.
For a Hong Kong-produced wenyi
film, such result was a resounding
success. In Chong’s view, Buff’'s
success lied in its resistance against
‘over-Mainlandisation’ of the story,
in the sense that it does not attempt
to adopt a Mainland point of view
while exploring local life and culture.
Genrewise, director Edmond Pang
Ho-cheung was very clever in bringing
into focus the lives of Hong Kong
‘drifters’ in the Mainland. Viewers on
the Mainland therefore considered
Buff a Hong Kong movie, and thus
did not nitpick too much about its
depiction of Mainland life.

When talking about the joys and
tribulations of his profession, the very
experienced Chong openly admitted
that the producer was often the one

trapped between the director and the
film investor. The director would often
want to increase the budget, but as
producer he would need to consider
and safeguard the latter’s interests in
controlling cost. To achieve a balance
in this process is no easy task. He
also regretfully remarked that when
a film becomes successful, people
often attribute its success to the
director; however, when it flops at the
box office, he is the one responsible
to the investor. Although the job
of a producer may sometimes be
thankless, Chong enjoys how he can
facilitate the creation of one good
movie after another. Such feelings of
satisfaction have in turn become the
motivating force behind his work over
the many years of his career.

Chong’s Lesser-known
Achievements

Before his career as a film producer,
Chong worked in publicity and
marketing for films, where he
developed the reputation of having
the Midas touch when it came to
translating foreign film titles into
Chinese. Some of his best works
include Mut Yat Jin Si (literally
‘Doomsday Warrior’ for Mad Max 2:
The Road Warrior, 1981) and Sim
Ling (literally ‘Flickering Spirit’ for The
Shining, 1980), which contributed in
no small part to their local box office
success and also pioneered trends in
Hong Kong pop culture.

For our special screening in
January, Chong hand-picked the
Hollywood film Lethal Weapon (1987)
whose title was translated by him as
Gwang Tin Pau (literally ‘Sky Cannon’).
In his discussion with veteran publicist
Doinel Wu about their experiences
in film marketing, Chong incisively
argued that commercial films are, at
heart, commercial products. Their
titles are therefore a crucial part of their
packaging—they need to resonate with
audiences and add value to the overall
product. Wu further developed this idea
by pointing out that the title is often
the first impression that the audience
receives of a film, thereby framing the
audience’s expectation. An outstanding
title thus enhances a film’s appeal.
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Both Chong and Wu agreed
that all good titles share certain
characteristics, whether it fits the story
and tone of the film as well as how
witty and pleasing to the ear it is. For
Wu, one of Chong’s most ingenious
works is Sim Ling (The Shining), a
perfect translation both in terms of
meaning and sound. Chong himself is
especially proud of his work for Mad
Max 2: The Road Warrior. The film
was first released under the Chinese
title Hoi Lou Sin Fung, very close in
meaning to ‘road warrior’, but with
disappointing box office performance.
When it was re-released, Chong re-
named it to Mut Yat Jin Si (literally
‘Doomsday Warrior’), giving the film
a sense of modernity. This time the
box office results were far better, to
Chong’s great satisfaction.

A good film title should feel
current and meet the needs of
the market, and therefore naming
conventions vary depending on pop
culture trends. Wu observed that many
contemporary film names emphasise
feeling and often play with puns, an
example being Wu’s renaming of
Ocean’s Twelve (2004) to Dou Hoi Ho
Ching: Sap Yi Mun Tou (where the
phrase ‘mun tou’ [‘cheating disciples’]
plays on the word ‘disciple’ [also ‘mun
tou’ in Cantonese pronunciation]).
Both Chong and Wu were keen to
point out the differences in market
needs, and therefore translation
styles, between the Mainland and
Hong Kong. The former often seeks a
faithful translation of the original title,
whereas the Hong Kong market loves
‘irreverence’ and wit, and prefers a
title that reflects the spirit of the film. A
good example is Train to Busan (2016),
where the Mainland title is the more
literal Fushan Xing (literally ‘A Trip to
Busan’), in contrast to the Hong Kong
title See Saat Lit Che (literally ‘Zombie-
killing Train’). [Translated by Rachel Ng]

May Ng and Hui Pui-lam are Assistant

Curator | & Il of HKFA's Research & Editorial
Unit respectively.

8 HKFA Newsletter Feb 2020

e NI

SRS ADE % -
1BSTARBRRFLES
Memories Lost and Found:
Notes on the Puolication of the

Revised Edition of Hong Kong
Filmography \Volume |

ZpEFEE Kwok Ching-ling

M FA BhE . TERTRERPREBNEHEL - "BETH
T i35pmig, EREERBERFESASEBENFE
HAFEENEESRRESMEE K "R, R—O9%—38
BARRRE o (REAB) (1941) PHIREE « IRMUIESF - SBW
B EO+FRYNEBERBEINNSET  BRAE  EEMWE 7B
BRE - BEHARERNEY - ORFHBRRERL - BHXEM
ROmBRTHE 133% - Tl ! BERM! . ORBI | AEERT ! )
RA/OEE - SHEHRYBSRZNSHE > RREVT—9: "H—

HERECHE ! .

MEEL TIETISIRE X B
EPIFREZYe - BEAQD "I !
BERW! , @ HBE2IRHIR K]F
—U8 o SRR RBRREL - SR A
#HEPIK - BREMRDIRERE
IBHRNEZISH - BPIVEMELR
Q@ " ! BERY ! 5 0 —P]
28 BABPEIME I8 A
I omERES ©

HENE  EFBEEL &
mEMEWOIZIET - NAPSAE
B RRESODZRIMBEANE
HWRERER - (REARB) Py
BHEARO - REES - HEHNS
SEOBNHBNTER  =KER
BEREBITTTTPTHI SR EN R B2 R0E

B SEREBBEXREISTE A
BRATEREZLHEBNDPERND
o NF{—WERME! o @ BILA
AEINBRONANE —REFTIE
B EANEBIhECRERP 2
RSOV ©
HE—REEFEBEE IR
WBEERESENRNA s N TERE
R - EBBEREEEEI 1978 F
F_EBHBRIIBEEFOBE
B EREM TATERESEER
CRERE ) BB - 1997 EEBEE
REBLHR (BB ARKREE—E)
(1913-1941) ' (HHISHEZRE) : &
RE REE : W) - AR
BEIMREBLWRZPI; BR_+



(BETZRAZE—EIETA) IREHAR
Hong Kong Filmography Volume | (Revised Edition)
has now been published.

ZF - [BEBEBSENIZIER
XHER - N0 -G RHRtE e ERE
IS ENERESEEIK @ INE
SOESURIRESBERIRENEL
TIBEI (REE—B) (—h—m
ZE—N00— ) BRABKEIRMBIETS
RESE1 AR

2012 EAREBEER =—FMESEL
PR Rl RE T —= ~ /91
FEREFER  EHRME 21 i
BXBEARIEREE = TFRATE—0F
NHEE ~ B ~ REFESA
#B1f980 T IR L - EREFESGRIE DY
MRITEEEER @ I A KEFE—E) 1)
BETRI B RR - RARIREEHAB TR
ARG  SRE—E25R - B/
FTROEBEH - ZTERFA EAT
FEREARB  AM - (REF—E)
PEFINREB  CEHBSBERN
HBENRH o PR ERIZED
FKIRIET - AES - OERBHIE
L MRg, 85 ELRKEBEBE
o NFEHEB RIS EEERFE
288 o

B—BAREN "HE,  BER
—(@FAL  SHESBEFMREE

FAEER NS HMEA (XIEZED
(1937) BRAERGREARIEN
BEWER - (£i) FEF - BR
Pty
The Light of Women (1937), produced by
Nanyang Film Company, is the earliest Hong
Kong fiction film in the HKFA's collection.
(From left) Lee Yi-nin, Leong Tim-tim

REREE (REARY (1941) thig
B8 AEEFRMEHNEHHN (S
BERABEE)Y - (f1) RE; (& °
pERE) Bl - BER (AIEER) -« |
Ng Wui stars as the landlord in Follow Your
Dream (1941). The same year, he completed
his directorial debut, Tonight the Moon is Full.
(Front) Ng Wui; (back row from left) Chan
Hung, Ko Lo-chuen, Lui Lui

AR - EBJ M PIEIS PSS
hELE - REBEENFEIROVRE o
MEELRT - HDRERAEE
REEFIERNELINFE L
o TIHR—ERSE ! L BIESIE R
R o
CSERBEAR @ BRRODEEHE
ISR EHNFIBIINFES ZENTH
BIZEE (RBS) (1952) » XEP
HEHTEEBRATREZ— » T8
BIZEE (ZFK) (1953) 2005 4 -
BREERNHRETEZERRER
(BRER—AENEHRE) -
HIEXBER  AXEZRODBEE
JEHY (EEX) (1956) - tEiftihiE
EEERHEIR - ° EE RS EE
F'SOEERALE - BRI FB
= SE AR BPBRER K uplting [ £
NIRE ) 8% BERERNREIR
FICHESRETET o |
FEBE-EHRISS - HEE
BBC @ EHSRIRPIMF - 1282
HREERNNIE  LEFERETE
HMOORLIE 7 RZHIRISR - BTG
HBE - REK » TNENESEMER
BFREEZE o |

#HkREEE | New Publication | NG

3
1997 MR A(BBERARZFE—BE) (19183-
1941) DA (FEFHEY (1913) RBEHW
BRH REBERBROEN  ZHBER
1914 - BRUEEIARFIRES N ER A
1914 & 1941 BRI o
2 (EREERNMEESENHRSHRIR 2
BiERE  (—ISSIRMBERS) &
REBER . (FBERAZFE—BILE]
Y (—h—OE—HADO—) r FBEE
BRIEE 2020 Buixic BEINEEE
(Frank Bren) S1ERESFHITBEZLH
&a 2REF: OEEE RO
WEZMEE) - SH GBEH) ' B 12-
16 - ENERBESRE B E=RBE MY
R BIENINEREEESAMESTE
ES=Z =PVl =p S
3 (ELEX) (1956) BN BEFHER
BREELTANEASE MEEBE
MWWERE - |MBER (CEX) (7th
Heaven, 1927; Seventh Heaven, 1937 ) [R2
EHER PR 1940 FEZEREMAE
T ENBBIRA o

— o

BRFERESBEFENEN A RRER—R
BhEEER

BHEE=FmE=RIRORILSLE



capmaEm

(ETERY (1936)
Flowers and Tears (1936)

CAZEREY (1937)
Song of Life (1937)

(E=ETE) (1938)
Pei-wah'’s Twelve Wives (1938)

4 r Drunken Cat’ may very well be the most amusing landlord to have ever graced the silver screen in the history

I\/Iof Hong Kong cinema. While the landlady of ‘4th Floor, No. 13 Fook Tak Lower Street’ screams and bans her
humble-folk tenants from doing anything, the landlord secretly joins in on their lively gatherings and banters with gusto.
The tenement renters of Follow Your Dream (1941) all have their own story to tell. Against a backdrop of the Second

Sino-Japanese War in the early 1940s, all the characters face the same dilemma: to stay or not to stay? And if not,
where should they go? They each make their own choices. The landlord himself comes from a well-to-do family in

Guangzhou, and upon returning to his hometown he finds his family business completely devastated. He returns, shell-
shocked, to No. 13 Fook Tak Lower Street, muttering ‘No more! Not here anymore!” incessantly. His wife the landlady,
tortured by the wages of war, spits out bitterly, ‘I'll remember this for the rest of my life!’

The screenwriter cleverly uses
the line ‘No more! Not here anymore!’
as a plot device. When a customer
comes to find Jenny the prostitute,
the landlord replies, ‘No more! Not
here anymore!l’—which earns him a
good talking-down from Jenny when
she discovers. Cheung Kit-ling is
separated from her elder brother; one
day, the latter finally sends someone
to look for her at her lodging. Just
when the audience is led to believe
that Cheung and her mother can be
saved from their desperation and
misery, the landlord answers the
door, ‘No more! Not here anymore!’
Thus, the sliver of hope slips away,
and mother and daughter are once
again slaves to destiny, unaware that
salvation was only one door away.

What is exceptional about the
script is how each character is crafted
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to evoke respect and compassion, no
matter how humble or ordinary their
station in life is. Although Cheung
bears hardships both physical and
mental, she never gives in to despair,
displaying nobility and strength in
character. Ng Wui (who plays the
landlord), Lo Duen (the director-cum-
screenwriter of Follow Your Dream),
and Lee Sun-fung (with whom Lo
worked to write individual scenes
and dialogues) were friends and
classmates from the drama school
affiliated with the Guangdong Drama
Research Centre, and together they
studied under dramatist OQuyang
Yugian. Later the three men would
become key figures in the post-war
Cantonese film industry of the 1950s.
‘I'll remember this for the rest of my
lifel’—the war influenced a generation
of filmmakers, who internalised and

transformed their wartime pain and
trauma into creative energy, and
infused that pain either implicitly or
explicitly in their work.

My memories of Hong Kong
cinema, like many from my generation,
stem from watching old Cantonese
feature films from the 1950s and 60s
on TV. When the 2nd Hong Kong
International Film Festival in 1978
started a retrospective series on local
cinema, they selected ‘Cantonese
Cinema Retrospective (1950-1959)
as their inaugural theme. In 1997, the
Hong Kong Film Archive published
Hong Kong Filmography Volume |
(1913-1941)" (Research Coordinator:
Yu Mo-wan; Editor: Mary Wong),
which laid the groundwork for further
academic research on tracing the
origins of local cinema. Since then,
more than 20 years have passed,



(5BuE) (1938)
Sable Cicada (1938)

and we have been fortunate enough
to uncover additional visual materials
and documents submitted to the
authorities for film censorship in the
USA. The convenience of the Internet
has also allowed us to collate all the
new research together with ease,
and we have also benefitted from
the wisdom and support from many
researchers on early Hong Kong
cinema in recent years. The stars
have thus aligned for the completion
of the revised edition of Hong Kong
Filmography Volume | (1914-1941),
published eventually in January.?
Donated in 2012 by Mr Jack Lee
Fong, owner of Palace Theatre in San
Francisco, the copies of the 1930s
and 40s films allow us to revisit on
the big screen major stars from the
1930s—Lee Yi-nin, Kwong Shan-siu,
Leong Suet-fei, etc. To a large extent,
their ‘appearance’ helps bring to life
the data and information previously
only glimpsed on paper. The revised
edition of the Filmography Volume |
attempts to focus primarily on films,
and from there sketch a full picture
of the history and landscape of the
industry back then. Filmmakers like
Ng Wui, Lo Duen, and Lee Sun-fung,
who grew up before the war, achieved
artistic success in the 1950s. Yet
Filmography Volume | dedicates most

i LIBER

CEERIELY (1939)
The Jolly Doctor (1939)

of its space to the stories of the early
pioneers of Hong Kong cinema. Many
of them never returned to the film
industry after the war and have thus
been forgotten by modern scholars
and audiences. By unearthing their
stories, and putting them together
with what'’s already known, new light
can perhaps be shed on ideas and
narratives that were once accepted as
commonplace.

The ‘birth’ of each volume of
Hong Kong Filmography marks yet
another series of new beginnings.
Friends interested in researching the
history of Hong Kong cinema can find
inside these volumes no shortage of
inspiration for new topics to explore.
Even after publication, we still hold the
hope that we will continue to uncover
further new information and material,
to preserve memories and knowledge
for posterity—*I'll remember this for
the rest of my lifel’

Back to the landlord. After the
war Ng Wui directed The Prodigal
Son (1952), the first ever production
of Sun Luen Film Company, managed
by Ng’s good friend, Lo Duen. Ng
also became investor in Union
Film Enterprise Ltd and directed
its inaugural film, Family (1953). In
2005, Wong Ain-ling (then Research
Officer at the Archive) was watching

a copious amount of films made by
Kong Ngee Motion Picture Production
Company, as she was editing the
monograph The Glorious Modernity
of Kong Ngee. While watching The
Seventh Heaven (1956), directed by
and starring Ng Wui, we all made
sounds of surprise and awe.’In her
notes, Wong wrote, ‘Ng did a fine job
as director. Broaching the same theme
of the negative impacts of war, The
Seventh Heaven is clearly younger
in tone and much more uplifting. |
believe this is due to Chor Yuen’s
screenplay and the performances of
the young cast.’

Recently, when watching pre-
war films, | often find myself asking:
how did wartime filmmakers, who had
lived in the eye of the storm, feel when
they were adapting such complex
experiences and emotions into their
work? Many questions remain yet to
be answered and further explored.
After all, maintaining a curious spirit
is fundamental for any age or time.
[Translated by Rachel Ng]

Notes

1 Hong Kong Filmography Volume | (1913-1941)
(Hong Kong: Hong Kong Film Archive, 1997)
credited Chuang Tzu Tests His Wife (aka
Zhuang Zi Tests His Wife, 1913) as the first
fiction film; however, based on subsequent
historical evidence, this film was in fact shot in
1914. Therefore our revised edition updated
the covering period and changed it to 1914-
1941.

2 On how the information was collected and
findings from researchers, see Po Fung:
‘Preface’, in Kwok Ching-ling (ed.), Hong
Kong Filmography Volume | (1914-1941)
(Revised Edition), Hong Kong Film Archive,
2020, pp. vi-xii (in Chinese). On the research
collaboration by Law Kar and Frank Bren on
early Hong Kong film history, see Law Kar,
‘Salute to Frank Bren, an Honourable Film
Explorer’ in this Newsletter, pp 12-16. Special
thanks to Mr Frank Bren for his survey, so
we are able to glean from the New York
State Archives a great deal of film scripts and
related information.

3 The Seventh Heaven (1956) stars Patrick
Tse Yin (‘Prince of Kong Ngee’) and Nam
Hung in her first leading performance,
both actors unforgettable in their youthful
innocence. Coincidentally, 7th Heaven (1927)
and Seventh Heaven (1937) were originally
Hollywood films that were adapted into a
Hong Kong production of the same name in
as early as 1940, starring Ng Cho-fan and
Pak Yin.

Kwok Ching-ling is Assistant Curator | of the
Research & Editorial Unit of the HKFA.

Special thanks to Mr Jack Lee Fong of Palace
Theatre, San Francisco, USA
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o his Chinese friends, Frank Desmond Bren (1943-2018) may have been
Tan Australian scholar accomplished in researching the history of early
Hong Kong cinema, but his friends in the West like to think of him as an
outstanding actor in theatre, films and television, an author and a pioneer in
promoting experimental theatre in Australia. In fact, he was both—perhaps
after middle age, Bren involved himself less in acting and turned his focus
more onto research and writing. But even as he researched history, he
continued to forge new paths with the same gusto as the maverick young

man he used to be.

In the 1970s and 80s Bren
spent a number of years in Poland,
France, the Netherlands and England,
studying, acting and writing. Later, he
called Melbourne home but continued
to travel extensively, often roaming
in Europe and the Americas, looking
for work. During that time, he wrote
numerous news reports and reviews
for stage and screen, and eventually
became a playwright. In the 1990s and
2000s, he lived and worked on and
off in Hong Kong and the Mainland,
living an extremely simple life. He did
not attend an office and did not like to
socialise, preferring instead to spend
his time in libraries. Late in his life
he settled down in Australia, where
he was contented in maintaining
friendships and doing historical
research online. In April 2018, we
received the news that he had passed
away in Melbourne. All his friends and
peers were saddened by his passing.
He left us so quietly; there were very
few Chinese-language obituaries and
eulogies on him. This will be a brief
memoir of Bren’s relationship with
Hong Kong cinema, in particular his
indelible bonds with the Hong Kong
Film Archive, to honour my good friend
who inspired me so much.

| first met Frank Bren around 1993.
Thereafter he attended the Hong Kong
International Film Festival for many
years as a special correspondent.
After viewing a collection of Mandarin
musicals, wenyi and comedy films
made in the 1940s through the 60s,
he became especially interested in
the Shanghainese filmmakers who
came to Hong Kong, and the films
that they made. He once had the idea
of writing and producing a television
documentary on the subject with his
Australian friends, but the plan was
unfortunately never executed. As we
got along, we learnt that we were
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each concerned with various players
and issues in the history of early
Chinese-language films. We agreed
to continue our respective paths of
pursuit, and often corresponded to
share our findings. After his return to
Australia he travelled to all the major
libraries whenever he had the time,
and found quite a bit of related material
dating back as early as the late 19th
century. Because my duties to the
Hong Kong International Film Festival
at the time were to organise the Hong
Kong film retrospectives and special
publications, | often researched and
compiled various historical sources.
We discussed, rendered discourses
through mail as well as shared written
and pictorial materials by fax. At the
time, online communications were not
commonplace, and reading notes in
each other’s handwriting added an
extra level of intimacy.

In 1997 he stayed in Hong Kong
for several months and we witnessed
the Handover together. At the same
time, we conducted a research and
wrote a book, entitled in English
From Artform to Platform: Hong
Kong Plays and Performances 1900-
1941." During our research for that
work, we discovered new data and
new clues leading to information on
early Hong Kong/Chinese film history,
including my discovery of a large
amount of historical materials, hand-
written notes and pictures held by
the descendants of Mr Lai Man-wai
(which, at a later date, | worked with
Lai’s sixth son Lai Shek to organise
and publish in book form) as well as
unpublished materials from English
and Chinese journals. Bren found
a wealth of materials relating to
Benjamin Brodsky’s activities in the
Mainland and Hong Kong at around
the time of the Chinese Revolution
of 1911, consisting of news reports

2009 5 12 B - AHIE (f) HESEE
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Frank Bren (right) with long-time collaborator Law Kar
in Hong Kong in December 2009 while attending
the HKFA's ‘Conference: History of Early Chinese
Cinema(s)'.
and interviews from English-language
newspapers and manuscripts of his
autobiography. After repeated back-
and-forth discussions and examination
of data, we wrote about our initial
findings including one of the earliest
essays, written in English and Chinese,
entitled ‘The Enigma of Benjamin
Brodsky’, which we co-authored and
published in the Newsletter (issue 14)*
of the then-not-yet-opened Archive.
That essay was our first to present
our views on the origins of Mainland
and Hong Kong film production
based on our discovered documents,
where we also discussed Benjamin
Brodsky’s film activities in China and
the significance of his pioneering spirit.
About the same time, we came
up with the idea to re-examine early
Hong Kong film history, and provide an
overview of the 1950s, 60s and 70s;
we were considering co-authoring an
English book. We knew that we didn’t
have the ability to write Hong Kong’s
film history, but we could examine
the characteristics of several eras,
and possibly fill in some gaps and
correct some errors in the historical
materials. By coincidence, at the start
of the 2000s, Bren inherited a little
money, which he spent on a trip to
numerous European and American
cities. In addition to seeing friends,
he also visited local libraries and
archives for research. For a period
of time thereafter, he concentrated
his attention on research and writing,
even giving up any work on the side.
Meanwhile, | took advantage of
working at the Archive to read quite
a bit of the firsthand material and



viewed a lot of film clips. With both
of us working in tandem, as well as
our good friend Sam Ho’s crucial
participation with English translation,
and the assistance of numerous
colleagues at the Archive, we authored
the book Hong Kong Cinema: A
Cross-Cultural View,® covering topics
including the origins of Hong Kong
film, the importation of western
films into China, overseas Chinese
producing Chinese-language films in
the 1930s and their extended careers
in Hong Kong, as well as the complex
situation of the Hong Kong ‘National
Defence Films’ during the Second
World War; these were the fruits of
mostly his research. In the book, some
chapters were written in great detail,
while others were quite simplistic;
although some new observations were
not explained in enough detail, all the
clues were there. For the next several
years we continued our research
and published our findings. More
colleagues joined our efforts as time
went on, but quite a few arguments
about the origins of Hong Kong cinema
resulted.

At the end of 2009, Bren and |
participated in the ‘Conference: History
of Early Chinese Cinema(s) Revisited’
organised by the Archive. A few
months before that, he had found the
time and location of the opening of the
Variety Film Exchange Co., Benjamin
Brodsky'’s film production company
in Hong Kong, as well as evidence of
the test screening and commercial
screenings of the documentary of
Hong Kong Derby (horse racing)
filmed in February 1914,* and also the
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A letter sending greetings to Law Kar and Helen Wong
Hoi-shan dated March 2013. Bren was researching
Wan Hoi-ling's life and career at that time and a
portrait of the female director was enclosed.

Hong Kong newspaper reports about
the first feature film with Chinese
actors that they were aggressively
preparing to shoot in spring 1914. We
also knew that Brodsky’s right-hand
man, R.F. Van Velzer, had worked in
Brodsky’s Variety Film Exchange as
well as trained technical staff there.
He also worked with Lai Man-wai, Lai
Buk-hoi and their team to produce
feature shorts such as Zhuang Zi
Tests His Wife (1914). After returning
to New York in summer 1914, Van
Velzer was interviewed by the journal
Moving Picture World. The article was
published by the magazine in one of
its 1914 issues.’| later asked Miss
Pang, who was working in New York,
to find and copy the original article at
the public library. | finally received the
complete interview in July 2009. That
article provides strong evidence to
support our thesis that Zhuang Zi Tests
His Wife was filmed earlier than The
Trip of the Roast Duck (1914) (Zhuang
Zi Tests His Wife was commercially
released in spring 1914, and due to
its popularity, three additional films,
including The Trip of the Roast Duck,
were produced). It was just in time for
us to include Van Velzer’s interview in
our thesis as evidence. We discussed
in detail how Brodsky pushed for
the production of the earliest Hong
Kong films, and was a powerful force
in inspiring and instructing the Lai
brothers to produce local films. The
thesis was read in the conference, but
did not receive sufficient discussion
and recognition. However, the Archive
included our two theses when it
published Chinese Cinema: Tracing
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Prior to the official opening of the HKFA, Bren told
Law Kar he had gleaned from the New-York Tribune
scores of interviews with Brodsky and related film
stills. He later presented his findings in the Newsletter
and donated the film stills to the Archive.

the Origins6 in 2011, and incorporated
the original material provided by Frank
Bren into its accompanying CD-
ROM. In the latter half of 2013, Bren
mailed to various filmmakers and peers
related to the cultural industries in the
Mainland, Hong Kong and Taiwan
a carefully edited set of the most
crucial information and an open letter,
aggressively pushing his theory that
the centenary anniversary of Hong
Kong film should be 2014. | also wrote
an essay in response, but there was
not much reaction from others. Bren
became quite sulky over this. That
being said, in recent years, more
and more overseas researchers are
beginning to accept his theory, proving
that his hard work was definitely not in
vain.

Another bond Frank Bren had
with the Archive started when we
were researching and chasing down
information on Esther Eng. Eng was a
second-generation Chinese immigrant
in California, USA. She had been
travelling back and forth between
Hong Kong and the USA, producing
and distributing Cantonese films since
the 1930s. Her life was the stuff of
adventure stories. Bren and | had
been collecting information about
her from various overseas sources,
which we organised into an essay
included in the English-language
book mentioned above.” We also
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adapted her life story into a script.
In about 2006, a businessman in
California found a collection of Eng’s
personal photographs and production
stills and through various sources
contacted us to negotiate a sale. |
put them in touch with the Archive.
In 2009, a thoughtful and generous
friend Mr James Wong finally bought
the collection and donated it to the
Archive. This collection of photographs
rekindled our passion to produce a
film about Eng. But Bren and | wanted
to go in different directions. He did not
participate in the documentary Golden
Gate Girls (2013) | eventually made
with Prof Louisa Wei. He decided to
forge another path and researched the
life and accomplishments of 1930s
woman scriptwriter Wan Hoi-ling. Wan
became a director in Hong Kong at
the same time as Eng, but her work
was largely ignored. In August 2013,
Bren published the essay ‘Woman
in White: The Unbelievable Wan Hoi-
ling’, a preliminary report on his early
findings, in issue 65 of the Archive’s
Newsletter.® Later, he published an
essay with the same English title in
Book Il of Transcending Space and
Time—Early Cinematic Experience
of Hong Kong published by the
Archive (in 2014)° which concluded
the results of his findings. For the
next two years he continued to track
Wan Hoi-ling and her mentor Hou
Yao through their trip to Singapore
at Shaw Brothers’ engagement to
make Malayan films. He did a lot of
research and collation on this topic,
considered to be a major discovery in
the study of Hong Kong filmmakers’
development in the Nanyang regions
of Southeast Asia in the pre-Pacific War
era. This also propelled me to conduct a
comprehensive study on Hou Yao’s life
and work. Bren also left behind a large
amount of already organised materials
and unpublished writings on this topic
that await further editing.

Ironically, although he was
always passionate about acting and
contributed a great deal towards the
world of theatre, Bren could not make
ends meet as an actor. He was very
experienced and accomplished as
a researcher, but was never hired by
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any educational institution or research
organisation. He also seldom received
financial grants from foundations.
Thus, his research work often
proceeded at his own initiative and
was self-financed. He even worked
part-time as an accountant and
dabbled in this life-long hobby only
after work or while on vacation, yet
freely and gladly shared the results of
his research. On his business card,
he called himself ‘correspondent’
and ‘author/actor’, but never as a
researcher, and certainly not as a film
historian/researcher. He often said that
whenever he wrote, acted, reviewed
or interviewed he would do a lot of
research beforehand, for the sake
of accuracy. This was a necessary
procedure for him. Film writing was
only one of his interests. He was
most passionate about acting. In the
1980s and 90s he acted in quite a
few Australian television shows, and
starred in several English-language
international films. | have had the
pleasure of watching the two short
plays he wrote and in which he
starred, and one English film in which
he acted while he was in Hong Kong. |
found his characters to be unique and
interesting.

What inspired me the most about
Bren was his attitude in research and
writing. On the one hand, his style
was lively and flowed smoothly. On the
other hand, he insisted on accuracy
and exactness, and thus he took great
pains to organise and smooth out
historical materials, and fact-check his
information. While creative, his writing
at the same time made one feel that
he was searching for the truth. This is
a result of continuous exploration, and
repeated fact-checking from numerous
angles: high demands he placed on
himself. This is not an easy task. And
for that reason, he left behind a lot
of unfinished long-term writing and
publishing plans, including a study on
the lifetime adventures of W.H. Donald
(1875-1946), an Australian active in
China politics who mediated in the
Xi'an Incident of 1936; a detailed long
interview of French comedian and
filmmaker Pierre Etaix (1928-2016) as
well as a comparative study among

famous comedians Max Linder,
Jacques Tati and Jerry Lewis. Bren did
not visit Hong Kong after 2015. His
letters to me also greatly decreased. |
only knew that he was living a Spartan
life alone in Melbourne on meagre
age pension payments. Bren knew he
was ill in 2017; but he persisted in his
research and writing until his death.
[Translated by Roberta Chin]
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he Hong Kong Film Archive has

held a number of retrospectives
for film companies of different eras,
from Shaw and Cathay to Kong
Ngee and Golden Harvest, amongst
others. For the 1980s, following
the Cinema City retrospective held
earlier, the Archive will revisit the
pbrilliant achievements of D & B Films
through the 1980s and 90s. D & B
Films Co., Ltd. emerged in 1984,
taking a big slice of the movie market
pie from Golden Harvest and Cinema
City, and adding even more colour
to the already thriving film industry.
The following year, D & B Films set
up its own cinema circuit, making
ambitiously conceived movies and
actively developing overseas film
and video markets. It became a new
force in the movie industry not to be
ignored.

D & B Films was special in the
way that its films spanned all kinds of
genres: it was not like Shaw Brothers,
which made majestic royal dramas and
kung fu movies; it was unlike the early
Golden Harvest, which was fabulous
at making martial arts comedies; it
was also different from Cinema City,
whose films were so often punctuated
by frequent gags. It did not box itself
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into any type of film genre and instead
allowed its imagination to roam free.
Many of D & B movies, such as
Dream Lovers (1986), Love Unto
Wastes (1986) and Final Victory (1987)
are all difficult to classify. Therefore,
we chose to entitle this retrospective
‘A Different Brilliance — The D & B
Story’. In under a decade (1984-1992),
D & B Films nurtured a large number
of first-rate cast and crew. Many
famous actors made their debuts at
D & B Films, such as Michelle Yeoh in
The Owl vs Bumbo (1984), Sean Lau
in Silent Love (1986), Jacky Cheung
in Where's Officer Tuba? (1986) and
Vivian Chow in Heart to Hearts (1988),
etc. Many directors also made their
debuts under D & B Films, such as
Derek Yee’s The Lunatics (1986),
Poon Yuen-leung’s Kiss Me Goodbye
(1986) and Kam Kwok-leung'’s Wonder
Women (1987)—all of which are
unorthodox works and prove just how
open and diverse D & B Films was
willing to be.

D & B movies also feature many
beautiful songs. We all fondly
remember George Lam’s tender
ballads, ‘Who is Most Beloved’ (in
Passion; 1986) and ‘Like Dreams and
Fantasy’ (in A Bite of Love; 1990), as
well as his passionate ‘Dare to Love
Me’ (in Wonder Women). There is
also David Lui’s ‘Goodbye Autumn’

(in An Autumn’s Tale; 1987), in which
he sings about the subtle longing
between Figurehead (Shuen Tau
Chek) and Jennifer (Sup Saam Mui);
Kiss Me Goodbye (1986) features
several songs composed by Tats Lau,
and in the film, Anthony Wong sings
sorrowfully about the cruel joke fate
plays on him and Loletta Lee; how
many people actually know ‘Love in
Dreams’, the theme song of Dream
Lovers (1986), is sung by Chow Yun-
fat and Brigitte Lin?

To prepare for this retrospective,
the Archive has reached out to a
number of iconic figures of D &
B Films, including helmsmen at
different times, John Sham and
Stephen Shin, screenwriter and
planning producer John Chan,
excutive producer Linda Kuk,
production manager Norman Chan,
directors Gordon Chan and Mabel
Cheung, the creative department’s
Chan Kiu-ying and Ip Kwong-kim,
distribution’s Terence Chang and
Otto Leong, publicity’s Shu Kei as
well as art director Yank Wong,
etc. The goal is to include every
department so that all these key
members of the film industry can
share their stories from the first
person point of view, and recount to
our audience just how glorious D &
B Films was back in its heyday.

© 2010 Fortune Star Media Limited All Rights Reserved

The interviews are both informative
and entertaining; for example, John
Sham told us how the company got
its logo and opening theme. Sammo
Hung came up with the company
name, ‘D’ for Dickson Poon (owner
of D & B Films) and ‘B’ for himself
(taken from the last character of his
Chinese name ‘Bo’). Sham and Hung
had worked together at Bo Ho Films
Co., Ltd., before Sham invited Hung
to join his new company, where they
made such box office hits as The
Owl vs Bumbo and Where’s Officer
Tuba?. Sham was the brains behind
D & B Films, and his filmmaking was
filled with a sense of mission. He
appreciated unconventional subjects;
for example, he not only allowed John
Chiang to make Silent Love with deaf-
mute characters as the protagonists,
but also backed Derek Yee to direct
The Lunatics, which sheds light on
society’s misunderstanding of mental
health patients. Both topics were
offbeat and underrated, but Sham still
gave the green light. Apart from Hong
Kong, Taiwan was also a major market
for D & B Films. Sham revealed that
when the films were exported there,
the distributers would often change
their Chinese film titles to give them
a more local flavour but in ways that
had nothing to do with the original
titles. For instance, An Autumn’s Tale
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became Rogue Tycoon, The Lunatics
became Sunday Every Day, and Yes,
Madam (1985) became The Shrimp
vs The Whale.

In the early days, in the brains
department there was also John
Chan, who had already partnered
up before with Sham during his City
Magazine days. Chan shared with
us his excitement at seeing the first
screenplay he wrote under his own
name being made into a film (Hong
Kong 1941 [1984]). He recalled before
they filmed the finale explosion, neither
of the male leads knew who would be
the one to sacrifice; and because they
knew dying on screen would leave
a deep impression on the audience,
Chow Yun-fat and Alex Man both tried
different ways to get their characters
to be the martyr. In the end, Chow,
whose character dies alongside the
Japanese invaders, won Best Leading
Actor at the 22nd Golden Horse
Awards.

Stephen Shin is another pivotal
figure from D & B Films, though the
way he joined the company was a
little more serendipitous. One day,
he bumped into John Sham on the
street and was invited to shoot a
film for the company. As it turns out,
he successfully made Brotherhood
(1986), a powerful realistic film on a
low budget that made a very strong
impression on the owner Dickson
Poon, who swiftly brought him on
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board as part of the management
team. Shin told us straight up that
he faced many challenges when he
first took the helm at D & B Films;
for example, Heart to Hearts was
so badly received on its first day
of release that it might need to be
taken down in three days’ time.
But in the key moments, he won
the trust of Poon and was given a
chance to extend its theatrical run.
So he came up with a new publicity
plan, which eventually gave the film
a second life. Norman Chan, D & B
Films’ administrative and production
controller, also described Poon as
an extremely good boss, who ran an
open and accepting company.

In addition, we have interviewed
several directors and screenwriters,
and discovered the drama behind the
scenes was no less exciting. Chan
Kiu-ying, made famous for his TV
period drama The Bund, talked about
his journey of joining D & B Films as
manager of the creative department.
lp Kwong-kim, who joined as creative
director at a later stage, told us
that he had the exhausting task of
brainstorming story ideas with different
screenwriters night and day. Among
them was Gordon Chan, who told us
how he prepared seven screenplays
for George Lam to choose from,
including a costume drama about
Luk Siu-fung(!), but the star didn’t
like any of them. Instead, Lam went

18.9.2019-9.12.2019

Film Workshop Co Ltd.
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for the eighth story, Heart to Hearts,
which in fact had already been turned
down! Mabel Cheung also recounted
about many behind-the-scenes
moments from An Autumn’s Tale:
turns out, before Figurehead goes to
see Jennifer at Panda Restaurant, he
couldn’t figure out which tie to wear,
and as he stares at a mirror on the
street undecided, a passerby picks
one for him. Alas, because the film
was too long, the audience never got
to see that scene; but it was captured
in the publicity stills back in the day.
During research, we happened upon
frames of this scene not knowing the
story behind. Now by speaking with
Cheung, we are able to reveal this
side of Figurehead!

Our interviews with all these
filmmakers are extremely precious
pieces of information, and everyone
will be able to enjoy the whole story
through the video recordings at the
exhibition as well as the soon-to-be
released e-book. [Translated by Diane To] M

Janice Chow is a freelance writer on film. She
formerly worked at the Research Unit of the
HKFA.

For details of the retrospective programme
‘A Different Briliance — The D & B Story’,
please refer to Profolio (Issue 98) and the
HKFA's website.

Ms Lesley Fung Pui-ki
Ms Stella Fung

Mr Fung Suet-yui

Ms Hui So-ying

Ms Ida Hwang

Dr Louie Kin-sheun
Mr Weng Wu

Thank you!
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A series of seminars and post-screening talks was held for ‘Celebrating Inheritance and Integration—10th
Anniversary of Inscription of Cantonese Opera onto Representative List of the Intangible Cultural Heritage of
Humanity’ (4/9-6/12/2019) between September and November 2019. Its final session went ahead as planned,

drawing to a close the three-month event.
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Veteran Cantonese opera vocalist Emily Wong
(right) showed up to support her protégé Ng
Lap-hei.
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‘Second Princess’ Shum Chi-wah Visits the HKFA
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Ng Lap-hei did a live demonstration
at the post-screening talk.
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On 6 December 2019, Shum Chi-wah, the ‘Second Princess’ of the
Seven Princesses fame, made a special visit to the Archive, to attend
a screening of The Story of Heroine Fan Lei-fa (1968), which stars her
and the ‘Third Princess’ Connie Chan Po-chu. After the show, when the
audience discovered Sit Ying-lung from the movie was amongst them,
they crowded around her excitedly for photos.

The post-screening talk of An Agnostic and Sagacious Intercession
(1962), held on 22 November 2019, was a sharing session
offered by the up-and-coming Cantonese opera artist Ng Lap-
hei, with Cantonese cinema researcher Yuen Tsz-ying as the
moderator. Ng pointed out that this Cantonese opera film was
adapted from famous operatic work The Hero’s Blood on Mount
Pipa with tweaks made to the plot. The film version attaches
more importance to the story’s causal relationships and gives
clear explanations to the storyline by means of editing and shot
arrangement. For example, it states right from the start that the
elder brother Chiu Ka-fu hopes to join the military to win his father’s
favour. What’s more, the director cleverly moves the ancestors’
tablet-counting scene where the family uses the art of persuasion
on Chiu Ka-fu to the end; this echoes the theme that ‘kinship is
the strongest bond’. The original ending of Chiu Ka-fu being killed
while trying to save his younger brother was also replaced by a
happy one.

Ng remarked that the film has preserved certain traditional feats
and Southern School weaponry, all rarely seen on stage now;
gongjia (feats) featured include ‘side by side spin’, ‘hair swirling
while treading circular routes on stage’ performed by a huadan
(young female) and ‘sliding across the table’. He had even
consulted opera maestro Prof Yuen Siu-fai on the details of the
traditional stylised movements. Ng believed that the film has
preserved the artistic essence of the operatic masters, allowing the

younger generation of performers to learn from them and improve.
At the end of the talk, Ng sang an extract in ancient vocal style and
performed the formulaic ‘general-in-chief Wai To pose’ as taught
by Prof Yuen to great applause.
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Shum Chi-wah (back row 6th left) took a photo with the audience

Fvents | N

(4/9-6/12/2019 ) 1R 2019 £ 9 F 11 BET—RIIEKREZ RIRE - =B —E10H



I 575 | Feature

e ATE|
SHEELTEAR

Bang Bang Films and
| uen \Xah Cinema
Circuit

BB Wong Ha-pak

THERX BERRKRLIER
BENEZELRELNTRHE=
2B /T EN - B3R TR
HIZR, c ZRRDEBEEZEBR
NIESRETKRER  #F5—F
ERiE BREEERSHTF ' kS
BEFE  SIRETH™M °
R~ BB PRIPHEIAT RS
KBERAIIR 1972 FEEMARIL - I
1R 1976 FHEIE FARIERHEREAR " Bang
Bang, 55t - BF @ EE LR
VEHRIERBRRT  Stp 18
#8. Bang Bang, ' HA S TR EHE)
MEXBHRENFEAGEE S (B
HIRED) ~ GEBEHEZER) K (Bang
Bang IBI}EE ) & ASRREIIEFEA0Y
=

IBIESE FEERER

1976 FF 8 B~ BB ERER
BORER (k) - ENAIREIE
ITEREIR  REETRWEIESR ¢
'BRYEEETFEMK  BHE
B3 (8) XAMMIL, o
R UGS EE - #SRIREAERERE S 6978
EBFBRIENE - Bk S HeVE
@ BEMIEME  E21F
CRg) (1977) CEEEEE™
1% BARARLD - MM DR AFTR
FIBUZ1REY (HOUEBE) (1978) @ R
Z 1979 89 (iBABIN) - BERE
BERRAL - MIhHmZX - MHSams/\+
BELTEE  WATEBERBED
& BEEFIaBLLTARER

22 HKFA Newsletter Feb 2020

F=fiIo

TR BFEBEBEFE
HBPEAR o TERFEE VB IIRA
NG WRZDERE | MEBBR
1977 FEMIIEEITAT - E23EITIH
BRINBRNEBER o FIREIE
BigES (EBFLERT) HREARGR
FPTARPRINIR A B8 1TAVINEF -
TNIRE—TIREBRRESR  §F
ROBTE (BEEESEBRESTE
BY) o eeee 2215 B BIbTAR AN B AT
EERHEE FRATEBHESS
Brefg o 4 2

RARBIBVRIES & - ERARH
EFRRBIFBR © " BRERgE
SEEAESR @ RITHEBFABEESE -
BESD S AR DIBER N £
I XbE S - IMEIEHPYL B RE
RIREN  ELEE2RFBFEENSES
Bl HEESEFE  BRE
ERRANFEEEBR » XIFFEREE
BER  FEERBREBHESE
“ANEZ (ERERT) SHREANNE -
EBRE TIRMOE Mg, ¢
INRETEBOVRERE EBEHAEE ©

1980 £ 3 A NS » IBIBTLHTPTIR
YT BBEE - BN LDARRIEARS
BIBOVNBBHT R - BEBRESRIEERS
B BEEE - RYESE - XESER
NIEEBEM ~ —EE% 5 FRR
INREBIINTE IR B SR

&2 o
=

EhRmaREEE
ARV TR RESEBES - DL

Win
P
L

® = "
e S

7 ((?E"i%“)) The Way t; Hell (1980)
BIERNIRZEASTEITX » 8R8
IR " EOEER - BEE g
BAEEIT 2B,  CERFHILE 15
BB - B "Emig, RIER
SEETEIBLR ©

PRARS LA B — €
FIIRTE AR BUBIBENIERE © RIRID
R - FEEIENIHFA T APTAROVEEEE -
FUERIRES  MIKIRUSESHER
NIR o 221 - st 2 - IRET
BBUBIRIE @ 828 H Z A
BRESEMISTERN AT N A - B
fl< ERARRKINSEMS  —K
BREITE BERRKOVBSNE
BERA - EROREARREDS
A AZBERUET—75 - 1BE2ESE
12A% o SUPREARANIIBD » 1979 2 80 &
2R BEMEEERIE (MAE
my (1979) R (EI5BEBEETI)

(1979 ) BERIRERIAR o

1980 & 3 B 27 B B F = #% B9
i PTARSER B T KRBT - B
EDMHFEE  BIEEARE ST
B BEREE BESEN FE—12
FERFOICER A EE - L ERRR
B9 CZETE@B ) (Faces of Death,
1978) RSO AE _+EBTEE -
ESEFEREFENI - BFHELEEHR

(BRMZKRY (EBST MiBEEEd
@, °; BB (RBRMEY ) - #H2
NBADETNE—8NTBRE °

PiR S M B HERNBIE R » BB

MFEFBIRATIN (HERELE)
(1980) @ MR EBEBRIEN izl
B3F) (1980) A0 (&L52H9—1K)




(1980) - @FE 5 B (FEBB®W) W
B 8ETRRFTEEE D8RI
TEBE  BRNAESE  ~E8RY
RWBITHEER  REBDPEESS
BRIk BB ( TEB®WY W
BIFETHREEERERRRRE
BEERMRVEE S Ik IRV = o °
SERSG LAEHRNOEE - BRI A
TESED BE6BREREFIA
HERIRIGER @ IR BAMITHREE
RENR A - RERS/NEXRAT
LSS o

BT REREmIRSI IS TER
F 0 BEEEFEEEFONRVRES
R TNBIhERIRBITHER  BERR
1EE1E—F - higiBa s 6vRER
A bR (BRMZARY - SRS A ES
BENORE XBITI148RH
BIEUESiekF ~ MR BB
FER-SHEEZBNBLL B R2
BIRR/RNINTHRREER °

RIFERZHITESHETAHA

FfREI > ESBESHE PR -
BB (RFIBRRSEREERE
REURERF - ZREITH 3%
PARBANHERE  TB2ECCHSHE
ETRE, °SBMIBNELTSBE -
IEEF ATBBBNEETT 3 ZEEMITHK
R MASHRIESTEIEA TR -

Rl 28

P seeg WO - S (R
MR EE- EN T TR

AR (BERMR)Y (1980) REEEFEHMERGHBBITHEESER  UANBRZEDEA

—BANTEER - BETE -

Taiwanese film Lover on the Wave (1980), the second title distributed by Luen Wah Cinema Circuit when it was
operated by Bang Bang, grossed HK$1.6 million. Not bad for a wenyi film.
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he tail end of the 1970s saw the emergence of three rival cinema circuits
for Hong Kong films: Shaws, Gala and Golden Princess. The early 1980s

ushered in Luen Wah, a cinema circuit founded by Jimmy Ip Chi-ming,
chairman of Bang Bang Films Company Limited. The circuit was terminated
after only a year, while Bang Bang Films also changed hands, finally ending

not with a bang but with a whimper.

Ip and his brother (Nicholas Yip
Chi-kwong) founded Kapok Garments
Limited in 1972, and registered its
clothing brand trademark ‘Bang
Bang’ in 1976. In the same year, Ip
successively set up a film production
company and a record company
under the same name ‘Bang Bang’.
Bang Bang went on and acted as
the title sponsor of youth variety
shows Bang! Bang! Empowerment,
Bang! Bang! New Ideas and Bang!
Bang! Kind of Sound for two different
television broadcasting companies. In
so doing, it gave the brand a strong
and distinctive image.

Increased Productivity and
the Formation of Luen Wah
Cinema Circuit

In August 1976, Bang Bang released
a realistic drug trafficking film Jumping
Ash. A charity screening was held
before its official release, where
newspapers reported Ip stating in his
speech: ‘Bang Bang Films is created
to give young artists the freedom to
explore and realise their talents’.’
The film was a critically acclaimed
box office hit, injecting much needed
vitality into Cantonese films produced
in Hong Kong, which had been
recovering from a lull. The film was so
successful that it opened up a whole
new genre. Bang Bang ambitiously
eyed the American film market with its
second offering, Foxbat (1977), but
was unsuccessful. It then produced
The Extras (1978), a film regarded
by some as a pioneer work of the
Hong Kong New Wave, followed by
The Servants in 1979 that revisited
the genre of crime dramas with a soft
touch. The Servants garnered nearly
HK$4.8 million at the box office, and
was the second best-selling local film,
while ranking third overall for the year.

Taking advantage of this momentum,

Bang Bang decided to launch its own
cinema circuit. As an independent
production company with an output of
only one film per year, this move was
somewhat risky. However, Bang Bang
had already established a distribution
arm in 1977, mainly distributing
foreign language films, with a small
amount of Hong Kong films in the mix.
Prior to launching the cinema circuit,
I[p mentioned in his interview with Film
Biweekly, that in addition to screening
foreign language films distributed
by its company, ‘the company will
further invest in producing more films,
at least ten each year (including co-
productions in Taiwan)... we found
that current cinema circuits lack the
capacity to cope with all our planned
releases, and it is decided that we
would set up our own Cantonese film
cinema circuit.’?

Regarding Bang Bang’s production
strategy, |p emphasised its focus on
the young and innovative: “Through our
connection to fashion and music, we
keep up with the youths and are privy
to their thinking, likes and dislikes,
lifestyles and cultural backgrounds.
We are never out of touch with the
times, which is imperative for film-
making.’® Ip also revealed that
they would be collaborating with
filmmakers Wu Ma, Philip Chan and
Yuen Woo-ping, as well as supporting
young directors Terry Tong, Kirk Wong
and Tommy Leung in their directorial
debuts. Film Biweekly interviewed
the three new directors, in an article
entitled ‘The Second Surge of the
New Wave Trailblazers’;* the outside
world looked on eagerly for the
development of Bang Bang films.

In late March of 1980, Bang Bang
held a press conference for its new
cinema circuit and announced six new
films that the aforesaid filmmakers
would produce. The cast included



Josephine Siao Fong-fong, Chow Yun-
fat, Sylvia Chang, etc. Also revealed
were its two to three Taiwanese co-
productions. The new circuit was
poised to provide more screening
opportunities for independent films.

Controversy over South
China-Nanyang Cinema
Circuit Screening Taiwanese
Films

Luen Wah'’s first advertisements in
magazines were released as titillating
disclosures of insider knowledge,
such as the appearance of a ‘fourth
cinema circuit in Hong Kong that
reportedly releases films exclusively
from Bang Bang’,” while listing other
15 member theaters, including ‘South
China-Nanyang Cinema Circuit’ as
well as theatres of the Far East Group.

Luen Wah Cinema Circuit was
formed, in part due to an opportunity
to join hands with South China-
Nanyang Cinema Circuit, which
was desperately looking for films
to fill their screens at the end of the
political campaign in the Mainland. Ip
successfully chartered South China,
Nanyang and Silver theatres from
the circuit, while the Ruby Theatre
joined with a flexible arrangement.
This opportunity however was also
a predicament. Due to the political
climate at the time, the authorities
from Taiwan imposed an injunction
on companies or filmmakers who had
collaborated with the Mainland or
its affiliates. In order to avoid loss of
the Taiwanese market, most industry
players complied with the injunction.
Meanwhile, Luen Wah’s activities
stood in clear conflict with it. Ip’s
response was their arrangements
were strictly business, without any
formal alliances or leanings either
way. In between 1979 and 1980,
just before the establishment of Luen
Wah, two Taiwanese productions
Blooded Treasury Fight (1979) and
Bruce Tuan’s 7 Promises (1979) were
screened in South China-Nanyang
Cinema Circuit.

On 27 March 1980, Luen Wah
Cinema Circuit was officially launched.
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Bang Bang produced and distributed Tommy Leung-directed Do-Re-Me in 1980. The works of the other two new
directors, Kirk Wong and Terry Tong, could not be finished and screened before the circuit’s closure.

Despite the absence of the ten most
popular theatres in Hong Kong
within its network, its competitive
edge rested in partner theatres being
well distributed across the densely
populated areas of Mong Kok, Kwun
Tong and Tsuen Wan. The circuit’s
first box-office hit was the American
film Faces of Death (1978). It was
part of a documentary craze at that
time that saw the film make almost
HK$5.2 million, and came in sixth
for the annual box office winners.
Immediately after, the circuit followed
with the Taiwanese film Lover on the
Wave (promotions billed the film as
‘Proudly produced by Bang Bang’®).
Even as a wenyi film, it still picked up
more than HK$1.6 million at the box
office.

Fiction films released by Luen
Wah in the first two months included
The Secret of Buddhist Fist (1980)
from Peace Film Production (H.K.)
Ltd. as well as The Legend of Broken
Sword (1980) and Bad Girls (1980),
both made in Taiwan. In May that
year, Wah Kiu Yat Po reported that
the Government Information Office
of the Executive Yuan of Taiwan had
sent letters to film and cinema groups
both at home and abroad, notifying
members that Taiwanese films they
produced or distributed, must not be
screened in Mainland-backed theatres
in Hong Kong.” In the same month,
The Kung Sheung Daily News also
reported that James Soong Chu-
yu, the then Director-General of the

Government Information Office of the
Executive Yuan of Taiwan, addressed
the Control Yuan on the original
intention of this policy.® In addition,
the aforementioned films were
reported and individual film owners
reprimanded. From June of that year
till the end of Luen Wah’s operations
in the following March, there were no
new releases of Taiwanese films, only
a small number of locally produced
films.

At the time, the cooperation
agreement between Bang Bang
and South China-Nanyang Cinema
Circuit stipulated that the former
was responsible for about 60% of
the releases in the year, and the rest
was arranged by the latter. Luen Wah
Cinema Circuit only operated for one
year; within the programme of films
released by Bang Bang, besides
Lover on the Wave, there were also
five Bang Bang original films as well
as 14 other distributed films. Amongst
the latter were four documentaries,
two Cantonese-dubbed American
animations and one Cantonese-
dubbed Japanese film, the rest were
films from independent production
companies and Taiwanese films.

Production and Distribution
Overestimated

Before the opening of Luen Wah
Cinema Circuit, Ip said during
an interview that Bang Bang’s
‘production direction will focus on
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Bang Bang produced and distributed kung fu movie The Heroes (1980), which
marked a deviation from Jimmy Ip’s pre-circuit propensity for modern drama and

comedy.

contemporary realism and comedy....
As for martial arts films, we will not be
actively developing, mainly because
it is already a genre in decline
everywhere.’9 The Hong Kong market
was in fact also seeing this trend.
However, Bang Bang distributed
numerous kung fu films in that year,
while its own productions did not go
according to plans either. Only Wu
Ma and Philip Chan directed The
Heroes (co-directed with Pao Hsueh-
li, 1980) and Charlie’s Bubble (1981)
respectively; as for the three new
directors, except for Tommy Leung
who released his directorial debut Do-
Re-Me (1980), both Kirk Wong and
Terry Tong’s works were yet to be
released before the demise of Luen
Wah.

Amongst the five films actually
produced by Bang Bang, there were
the realist crime dramas The Way to
Hell (1980) and The Informer (1981).
Promotions of the former underscored
that ‘Bang Bang’s astounding crime
drama films are not like anything
else!’’® and continuing its trend with
Jumping Ash and The Servants,
Bang Bang would unearth the next-
generation of great directors....
Unfortunately, The Way to Hell and
The Informer failed to cement Bang
Bang’s signature crime dramas as a
genre. Besides their action-packed
realism, the films also contained
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erotic elements; it gives rise to the
impression that both films were
‘cliché-ridden expression with only
action and sex’, standing in stark
contrast to the ethos of contemporary
films from the 1980s.

The objective for a film company
setting up its own cinema circuit is
to expand its business. However,
amongst the films released by Bang
Bang during Luen Wah'’s operations,
only Philip Chan’s film Charlie’s
Bubble was relatively fresh, even
though it was regrettably unsuccessful
at the box office. Whereas the rest
of its low-budget slate was filled with
derivative and lackluster films that
understandably struggled to produce
box office results. All of Bang Bang’s
distributed films also lacked a sense
of the times, stuck as they were in the
waning universe of iron fists and hard-
boiled martial arts heroes, which failed
to establish a distinctive identity for its
cinema circuit.

Half a year into the running of
Luen Wah Cinema Circuit, the Far
East Group began to inject capital into
the Bang Bang group, and eventually
acquired it in March 1981, taking
over its films, music, garment and
other businesses. Luen Wah was
concluded around that time. The
controversy caused by the political
climate surrounding film releases
during its launch, negatively impacted
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Among the five Bang Bang-
produced titles when the Luen Wah
Cinema Circuit was in operation,
there were two realistic crime
dramas: The Way to Hell (1980)
and The Informer (1981). Image is
the poster of The Informer.
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the circuit’s producing partners and
subsequently its slate of films for
release. It was perhaps one of the
more obvious reasons for the circuit’s
short-lived operations, while other
internal problems if present were
hard to decipher from the outside. In
1986’s March edition, the GA Golden
Age monthly magazine interviewed
Ip. The interviewer cited Ip’s account
of how he ‘acquiesced to the hand
over (of Bang Bang Films) at the
end’. He maintained that it was not
a failure, then went on to explain the
reasons why; partly it was due to his
inexperience, and partly, ‘having been
made president of the group in his
thirties might have been too soon,
and his early successes attracted
undue jealousies that were at times
damaging.”"'

In August 1981, China & Overseas
Movie News published an interview
with the chairman of the Far East
Group, Chiu Te-ken. He said that he
had no intention initially of investing
in the filmmaking business. At the
start, it was due to the lack of cash
flow in its clothing business that
Bang Bang contacted his group.
Only later did the film production
arm also become problematic; but
despite these setbacks he continued
to invest. However, ‘there was never
any significant improvement in the
business of the group. Under closer



Premier Dates of Luen
Wah Cinema Circuit

1980.3.27 Faces of Death

1980.4.19 Lover on the Wave

1980.5.1 The Legend of Broken Sword
1980.5.7 The Secret of Buddhist Fist
1980.5.20 Days of Fury

1980.5.30 Bad Girls

1980.6.4 The Invincible Kung Fu Legs
1980.6.26 Pursuit

1980.7.4 World Free Wrestling Championships
1980.7.17 Animalympics

1980.8.7 Do-Re-Me

1980.8.20 Dynasty

1980.9.10 The Woman Avenger
1980.10.23 The Heroes

1980.10.31 The Way to Hell

1980.11.12 It's Tough Being a Man
1980.12.4 The Revenger

1981.1.1 Charlie's Bubble

1981.1.29 The Jungle Book

1981.2.21 The Informer

Documentary

Documentary

Documentary

Cantonese dubbed American Animation
Produced by Bang Bang, premiered on
1980.8.3 by individual theatres.
Documentary

Produced by Bang Bang

Produced by Bang Bang

Cantonese dubbed Japanese film, premiered
on 1980.11.9 by individual theatres.

Produced by Bang Bang

Cantonese dubbed American Animation
Produced by Bang Bang, premiered on
1981.2.19 by individual theatres.

Films Released During Bang Bang’s Operation of Luen Wah Cinema Circuit

inspection, it was clear that the
situation within the company was very
complicated. Some people had lost
the business a lot of money due to
improper management. For example,
by shooting five or six movies at once
right from the start....””

After the acquisition of Bang
Bang by the Far East group, the
company established ‘Bang Bang
Motion Picture (1981) Limited’ (with a
slight change in the logo that added
a camera icon on the left side of the
original) and ‘Verdull Limited’ (another
film production and distribution
company). All subsequent films were
mainly produced through the second
company, as the original Bang Bang
wound down. For the two aforesaid
new directors yet to release their films,
when the company was reorganised
in March 1981, Kirk Wong's The Club
had just wrapped and was finally
released in September of the same
year; whereas Terry Tong’s Pursuit
was only half finished.

In the early days, Bang Bang
dared courageously to foster new

talents and push the envelope. If its

films were ordered from Jumping

Ash to The Club, the first and last

entries had plenty to inspire great

expectations. Bang Bang should have
been a much greater driving force
for groundbreaking developments
in Hong Kong’s Cantonese cinema
during the late 1970s and early 1980s.

However, the investment in Luen Wah

was a watershed moment that saw

Bang Bang rise to new heights only to

find itself in free fall after. In the same

aforementioned interview, Chiu Te-
ken said that after acquiring Bang

Bang, he was ‘aware of the potential

pitfall of developing too fast, because

the situation within a film production
company is far too complicated.’"

[Translated by Hayli Hwang]
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Filmmakers sometimes have to accept the fact
that certain scenes need to be cut for

budget reasons, or time constraints.
Nevertheless, these once abandoned film shots,
which may have never appeared on screen,
always find a way to re-emerge and shine

in the silence. It has become something of

a game for cinephiles to seek

all these ‘“untold stories’.
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In this shot, Figurehead (Shuen Tau Chek) is seen fixing his tie.

Can you guess which scene it’s from?

(KR EEEY AnAutumn’s Tale (1987)
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