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2 % Wi Foreword

‘Wei Wei is Yuwen and Yuwen is Wei Wei.’

Directed by Fei Mu, Spring in a Small Town (1948) had
remained as a sealed, dusty treasure for decades. Not until
the early 1980s that the film declared its position at film
festivals in Europe and Hong Kong, being touted all over by
Chinese as well as foreign film critics and researchers. Ever
since, the film circles have been infatuated with Wei Wei
who enlivens the character Yuwen.

As Spring in a Small Town is soon marking the 70th
anniversary of its premiere, the Hong Kong Film Archive
has put forth a special effort as a tribute to Wei Wei and
lined up a series of screenings. Apart from this film, we have
more on the list, including Night Inn (1947) and The Great
Reunion (1948) which showcase Wei’s early performances
in the Mainland; as for The Show Must Go On (1952),
Between Fire and Water (1955), Year In, Year Outl
(1955) and The Foolish Heart (1956), they are exemplary
examples of the titles that the actress had worked on in the
1950s after she arrived in Hong Kong from the north.

Wei Wei is Yuwen; but paradoxically, she is her polar
opposite in terms of personality. An old acquaintance with
the actress, film researcher Wong Ain-ling openly discusses
in this special edition the true colours of Wei, both on
and off screen. Through oral history interviews between
the Archive and Wei, we look back in retrospect at the
film star’s career, entourage and personal experiences.
Wei, who admitted frankly that she really liked acting, is
bold and unambiguous in both of her performances as
a virtuous and righteous wife, and quite otherwise, as a
fierce and overbearing lady of the house. On Spring in a
Small Town, we excerpt from another interview with Wei,
ruminating on the film (originally published in Fei Mu—
Poet Director edited by Wong Ain-ling); also not to be
missed are two articles from an old Shanghai magazine that
turn the clock back to 1948 so we can see Wei through the
eyes of cineastes of the time.

We hereby express our gratitude to China Film Archive for
loaning us the Digital Cinema Package (DCP) of Night Inn,
Spring in a Small Town, The Great Union and Year In,
Year Out, and most importantly to Auntie Wei Wei and her
son Mr Russell Kan for their wholehearted support. We are
also indebted to Ms Wong Ain-ling for her contribution to
this special edition and for offering us her valuable advice.
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Liyan (Shi Yu) and Yuwen (Wei Wei) in Spring in a Small Town (1948); the elder brother (Shi Yu) and second sister

(Wei Wei) in The Great Reunion (1948).
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Impressions of Wei Wei
Wong Ain-ling

What a pleasure it is to write about Wei Weil After
all, who wouldn't be smitten by Yuwen in Spring
in-a Small Town (1948)? Wearing a plain, slightly
loose-fitting gipao, a grocery basket on her arm,
she strolls distractedly on the ruined walls along the
Songjiang. She strolls distractedly and aimlessly,
almost like a sleepwalker, with the sole purpose of
escaping a lifeless home, as though wishing her
weary heart could be swept up by the clouds in the
sky and float off, as far away as possible. Yet, as she
starts to tire, she realises she still has to return to
that moribund home. And then ‘he’ arrives, jumping
over the crumbling walls into the derelict, joyless Dai
household. This brings her back to life, the scenario
reminiscent of Satyajit Ray's beautiful Charulata
(1964). Meaningless utterances like ‘ohs’, ‘ums’ and
‘ahs’ are filled with ambiguity, seemingly infused with
meaning; and the scenes where she hides half of her
face behind the silk scarf, or where she drunkenly
unbuttons the collar of her gipao, have been praised
by film critics countless times for Wei Wei's unique
brand of eroticism. How did it come to pass that she
could express the complex and subtle emotions of
Yuwen so brilliantly that it became almost timeless”

Many Chinese film actors from the 1930s and 40s
originally came from theatre. Actors such as Zhao
Dan, Wei Heling, Shi Hui, Lan Ma, and Shi Yu, as well
as actresses like Wu Yin, Lu Luming, Jiang Tianliu,
Shu Xiuwen, and Shangguan Yunzhu, all performed
both on stage and on the silver screen. They are all
first-rate actors with commanding presences. Wei
Wei also started as a stage actress, honing her craft
under the tutelage of Huang Zuolin, who had studied
in England under the great English dramatist Bernard
Shaw. In 1941, after graduating from senior high, Wei
Wei's father forbade her from participating in the anti-
Japanese movement in Chongging. It so happened
that Huang Zuolin's Hardworking Drama Troupe
was recruiting actors at the time, and Wei Wei was
accepted into the group. The Pacific War had just
broken out, and Hardworking merged with Fei Mu's
theatre troupe to form the Shanghai Art Troupe, thus
giving Wei Wei the opportunity to perform in plays
directed by Fei Mu. Her first collaboration with Fei Mu
was in Qiu Haitang, in which Team A consisted of Shi
Hui and Shen Min, and Wei Wei was partnered with
Zhang Fa in Team B, playing the role of Luo Xianggi.
During rehearsals, Fei Mu invited Mei Lanfang
to conduct workshops on acting, and skills for

EZERMANR  ANELSSERBNAHMREEERE -
The straight tempered Wei Wei exuded a natural quality
shared by the contemporary youth.

performing Peking opera. To deepen their performers’
cultural knowledge, the troupe also organised other
activities, such as appreciation of Peking opera and
Western classical music to refine their artistic sense,
and training in basic ballet to improve their posture...
all of which would imperceptibly add up to help make
Wei Wei the actress she would become.

1948 was certainly the highlight of Wei Wei's film
career, starring in two brilliant films that would
become classics—Fei Mu's Spring in a Small Town
and Ding Li's The Great Reunion. Her performance
in Spring in a Small Town feels both casual and
stylised at the same time—it combines both her
natural feminine charms and solid craft honed on the
stage. What is so special about her in the film is her
unpretentious sensuality. Huang Zuolin, who initiated
her to theatre, also gave Wei Wei her first screen role
in Night Inn (1947). In the film, she plays a miserable
prostitute. Although a small role, it marks her formal
transition from stage to screen. Yet the director who
truly understood her strengths was Fei Mu, who
once commented that she was just like the delightful
1930s actress Wang Renmei—a woman who did not
realise that she was a woman, which was perhaps a
reference to her uncompromising and confrontational
personality. Her lack of pretense was probably
what made her so alluring. On Wei Wei's charisma,
famous actor Huang Zongjiang had a most direct
and interesting comment: ‘I was part of the judging
panel that accepted Wei Wei. We were already famous
actors by then. When Number 146, Wei Wei, came
forth—oh, we were all captivated by her. There was
something so sensuous about her, and it made such

Aessy [Za % o1



an impression on us. She was so sexy. Huang Zuolin
was chief judge on the panel.

This was 1941. | can absolutely imagine Wei Wei, aged
around 18, young, carefree and capricious, even a
bit arrogant. Baptised by the fires of the Japanese
occupation, her wild nature must have been slightly
tempered by a hint of worldliness. Upon reaching
artistic maturity as a filmmaker, Fel Mu came across
Wei Wei in the absolute prime of her life. In Spring
in a Small Town, Fei Mu fully reveals Wei Wei's
potential in the role of Yuwen, a character who shares
a similar age and war-ravaged experiences with
Wei Wei herself. Her acting in the film is not based
on the Stanislavsky method, much promoted by
leftist dramatists of the time. Instead, she has been
enlightened by Fei to draw inspiration from classical
Chinese opera—stylistic and genuine at the same time,
revealing her finicky airs and feminine pride only to
those most intimate to her.

In The Great Reunion, Wei Wei returns to a role close
to her own personality as a modern female character,
the cheerful and forthright second child of a family.
Wearing loose-fitting overalls and riding her bike, Wei
Wei delivers a vision of modernity without any sense
of bravado or pretentiousness—perhaps the most
sincere and frank representation of contemporary
youth in Chinese cinema. | have had the pleasure
of knowing Wei Wei for over 20 years, and her real
personality is just as candid, straightforward and
sometimes opinionated as this character. A while ago
| saw Ann Hui's new film, Our Time Will Come (2017),
and could not help but think that the film’'s protagonist,
Fang Gu, as well as many other young people back
then, may have been very similar to this character in
terms of temperament.

The Great Reunion was adapted from an eponymous
play written by reputed actor/dramatist Huang
Zongjiang, who had earlier been part of the judging

panel that ‘assessed” Wei Wei's audition. During the
war he left his old Beijing hutong home, and travelled
to Shanghai and Chongging. After the war he returned
to Beijing with all of his siblings to find a much-
changed world. Huang based the screenplay of The
Great Reunion on the story of his own family. In actual
fact, many families during that time shared similar
experiences, where post-victory reunions turned
out to be but short-lived moments of happiness. The
families would sit around the table, share a meal of
dumplings, then leave and go their separate ways
again. The film ends on an implicit note of hope for
the future, a reflection of the contemporary social
mood. Ironically, The Great Reunion was banned by
the Kuomintang government at the time of release for
its deeply embedded political allusions, while Spring in
a Small Town was heavily criticised by leftist critics/
historians for its ‘decadence and passivity'. It was only
until the early 1980s that the film finally had its day.

Wei Wei often said that just Spring in a Small Town
alone had made her film career worthwhile. But she
must have felt somehow unfulfilled; in fact she should
have felt unfulfilled. Her lively performance of the
number ‘Deaf-mute Carrying the Idiot" in The Show
Must Go On (1952) is executed with great enthusiasm
and skill, in much the same way as she performs
various acrobatic acts with such aplomb, without
the aid of deceptive film editing. It is apparent that
she had a genuine passion for acting. In Between
Fire and Water (1955), Wei Wei plays Mrs Sun, the
good-natured wife of a teacher who turns bitter,
oppressed by the overcrowded living environment and
meagerness of their economic situation. She portrays
the character in a way that does not steal the scene,
but with measured confidence and precision.

Both these works were made during her years at
Dragon-Horse, when she was still one of the top
actresses at the film company. By the time she
transferred to Feng Huang, she had to give way to a

ZB1E (OkAZR) (1955) BYEH » TIRTK  (EEE -

In Between Fire and Water (1955), Wei Wei delivered a fittingly moderate performance with perfect poise.
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Spring in a Small Town (1948): Wife—Zhou Yuwen, Wei Wei.

younger generation of starlets like Chen Chuan-chuan,
Chu Hung, and Hsia Moon. There, opportunities for
Wei Wei to headline any projects were far fewer, and
two of the more notable roles she played were those
in Year In, Year Out (1955) and The Foolish Heart
(1956). During this period, she was often relegated to
relatively antagonistic roles, such as the hedonistic,
spoiled rich girl in Love at First Sight (1955), and the
young and bratty rich man's wife in His Fabulous
Wife (1957). Both of these parts are rather flat
characterisations, and since audiences today can only
watch poorly dubbed Cantonese versions of the films
for the overseas Chinese market, one's impressions
of Wei Wei's performances are inevitably affected. On
the other hand, although she plays a similar role in
Year In, Year Out, the film's sophisticated screenplay
presents a more coherent story and colourful
characters, and Wei Wei pulls off a very convincing
turn as a flawed, fundamentally unlikeable sister-in-
law.

It is hard not to think of Spring in a Small Town
when watching The Foolish Heart. This time, the
female protagonist is no longer Yuwen, trapped in her
profoundly lonely home in a small city south of the
Yangtze River, but rather an unsatisfied wife trapped in
a luxury apartment in Hong Kong. Dressed in a sexy,
black gipao, her hair tied up, her high heels clacking
along, she dances in the arms of her lover, swirling
around as though in a daze. Poised and elegant, giving
an understated performance, there is no doubt that
Wei Wei should have been in the prime of her life as
an actress. It is regrettable that she was never given
any further opportunities to capitalise on her talent.
One particularly lamentable example is The Eternal

Beauty (1957), a dreary, insipid piece of work that
completely wastes the talents of such a charismatic
actress as Wei Wei. In the film's source text, the Yuan-
dynasty drama The Rescue of a Courtesan, the female
protagonist Zhao Pan'er is an extremely worldly and
intelligent woman:

When 1 arrive there and gf he is wi“ing to grant the divorce
aﬁer a few words, then all is good; ifhe YCJCMSCS, then 7l pinch
him, lean on him, hold him, hug him, until that rascal is
numb with p[easwe. As though mbbing some sugar on his
nose, where he won't be able to reach, taste, nor eat it, and so
T'll make him sign the divorce papers.

The living room in Wei Wei's apartment was a bit
dimly lit, and as | sat there listening to her joking and
reminiscing about people and things bygone, | saw in
her a modern-day Zhao Pan’er, whose worldliness
is tempered by a strong sense of righteousness. She
has her own set of standards, by which she sizes up
all the heroes and villains on the stage of history—
not all heroes are noble and flawless; not all villains
are completely irredeemable. If anyone were to adapt
the story of Zhao Pan’er for the modern age, Wei Wei
would no doubt be ‘the One” for the role.

Note

1 Sho Yingjian, Interivews with Shanghai Dramatists from Sino-
Japanese War Period, Taipei: Xiuwei Zishun Keji, 2011, pp 182-183 (in
Chinese).

Wong Ain-ling is a veteran film critic and formerly Research
Officer of the Hong Kong Film Archive. She is the author of
An Affair with Film and Dreamy Talks, the editor of Fei Mu—
Poet Director, among many other titles.
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In Year In, Year Out (1955) produced by Feng

Huang, Wei Wei (back row, 3rd left) plays the

eldest daughter-in-law in a family of ten.



Wei Wei—From Shanghai to Hong Kong and
from Dragon-Horse to Feng Huang
Interviewers: Donna Chu (May 1997); Donna Chu & Wong Ain-ling (Feb 2001)

Collated by Donna Chu

I ' was born on 17 May 1922 in Zhenjiang, Jiangsu. My
grandfather had moved there from our ancestral land
in Zhongshan, Guangdong. My real name is Mau Mon-
yen.

Strong Personality From Day One

I'm called Wei Wei because theatre actresses all had
stage names. The best actresses in Shanghai at the
time were Xia Xia, Lan Lan and Ying Yin. | admired
them and wanted to have a name with repeated
sounds, so | could be as good as they were. When
rickshaw men asked people to give ways, they
wouldn't say anything but yelled: ‘Wei! Weil" (meaning
‘Hey! HeyD | thought that was good, like asking people
to make way for me on stage.

| have two elder brothers, two elder sisters and two
younger brothers. | was indulged because | was the
good-luck charm that brought two sons into the family.
Midway through primary school, | transferred to
Shanghai from Zhenjiang. | was again indulged by my
teachers because | had good grades. Upon graduation,
| ' wanted to join the war against Japan, but my father
forbade me. He was a college graduate, considered
highly educated then, but he was feudalistic. Perhaps
my rebelliousness is a reaction to his conservatism.

I ' went to work as a typist, but all | wanted was to
fight the Japanese. One day | saw a play called
Metamorphosis, directed by Huang Zuolin and starring
Shi Hui, Han Fei and Huang's wife Dan Ni. | cried.
It was about resisting the Japanese invasion and |
thought | could fight the Japanese doing just that.
So | joined the company which was known as the
Shanghai Art Troupe.

As an actress just kick-started her career, | hung
around backstage even when not acting. | learned a
lot. This was all without the knowledge of my father.

My first starring role was in The Big Circus. | was
new and it was hardly my turn to star, but the
lead actress had a doctor’s appointment—she was
actually positioning for more money—and they had
no understudy. | impetuously volunteered. Hanging
out backstage, | had remembered all the lines and
blocking. Can't say | became an overnight star, but at
least no returned tickets.

ERGRFTHENTHREHES

Wei Wei occasionally appears in cameo roles at her ripe old age.

Seeing me so wild, Huang asked me to be the script
girl. | learned even more, coming to know all the
positions. Huang and Fei Mu were both filmmakers.
They got into theatre during Japanese Occupation
because they didn't want to work with the Japanese.

Toast of the Town

After the war, we were called ‘film collaborators’. |
was mad, because we were serving our duties with
theatre. So | quit to study journalism. But Yu Ling got
me back into theatre before graduation. Nobody did
theatre by then, because movies made more money.

Huang Zuolin was back in movies too. He wanted to
make Night Inn (1947) based on Gorky's The Lower
Depths. Except for Zhou Xuan and Tong Zhiling, the
actors were from the stage. | didn't know how to play
my character, a burned-out prostitute, but, true to my
dogged nature, | wouldn't admit that. Fortunately, Song
Xiaojiang's make-up was great. | enjoyed making that
film, playing against good actors. But mine was only a
minor role and Huang had something against me. The
line ‘sister is back’, for example, he made me say it
over 30 times. But | wouldn't cry; just kept saying the
line, knowing it'd be done eventually.

The next day, | told Wu Xingzai, the boss, that | wanted
to quit. He asked Fei Mu to talk to me. Mr Fei said
actors must do anything to satisfy the director. But |
said this can't go on forever and he assured me that
he would give me a good role. Indeed. He later cast
me in Spring in a Small Town (1948).
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Spring in a Small Town was done very quickly, in
about 40 working days. The small town was in
Songjiang. Mr Fei drove one of the cars; there were
another car and a couple of trucks and that's it. Most
of us were newcomers, including Li Wei, Zhang
Hongmei, and scriptwriter Li Tianji.

Mr Fei said: ‘Be Zhou Yuwen, not Wei Wei." Playing
around on the set, sometimes | was having too much
fun. He'd then said: ‘Zhou Yuwen has left.” Then I'd
switch back and act like the gentle Zhou. It really was
fun making that film. Mr Fei knew how to get you into
character. He knew | love Peking opera, so he told me
to think about how the huadan (female lead) walked.
He said: ‘Film is art and it's about beauty; | don't care
how you walk, what's important is how you walk on
screen.’

Spring in a Small Town didn't do very well in
Shanghai, but it was popular with female students
in Kunming and Chongging. The communists later
found problems with the film, criticising Mr Fei as a
royalist with no revolutionary spirit. But if we were
not leftist, we'd have gone Chiang Kai-shek's way.
Regardless, the film was ignored. Film scholars in the
Mainland liked it though, and in later cultural exchange
programmes with Europe, the film was chosen. The
reaction was great.

The Rash Volunteer

Mr Fei was making Remorse at Death (1948),
a documentary on Peking opera performer Mei
Lanfang's stage art. China had no facilities for colour
printing and the boss was worried that after the film
was printed overseas, import duties would be high,
especially devastating if the film didn't do well. | rashly
volunteered to bring the print back.

| was travelling frequently between Shanghai and
Hong Kong and my luggage was never checked.
Because the prints were too heavy for flights, | sailed,
rather lavishly on the President Hoover, in a second
class cabin on the first class section. | wore gipaos
(traditional woman’'s gown with slits) and high heels,
learning how to play bridge on the boat. Also brought
chocolates, which were rare in Shanghai, and wired
my brother-in-law, who worked in customs, to help
me with my luggage. On arrival, | treated the customs
officers to chocolates and said: “That's my brother-in-
law; I'll get my keys if you want to check my luggage.’
They said: ‘Forget it.” And | got the print through.

Mr Fei was pleased. At a dinner with Mei, Fei told him
about it and he thanked me. | was overwhelmed; he
had such charisma.

From Dragon-Horse to Feng Huang

| came to Hong Kong because Mr Fei asked me to.
| stayed with him and Mr Wu Xingzai, turning down
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other offers. When Mr Fei formed Dragon-Horse
(Loon-Ma) Films, | naturally joined. The company was
ambitious, with Li Lihua and Bai Guang on board. It
failed because it lost too much money.

Mr Fei cast me in The Show Must Go On (1952).
Without telling me the story, he simply asked me to
learn unicycling and plate spinning. Then he died. Too
much pressure. There were all kinds of expenses
and everyone used him as a punching bag, but he
never complained. He was nice to everyone, but some
people would call him a fake; that made me mad.

Mr Fei passed away, but the show must go on. Zhu
Shilin took up the project and he could take a day and
a night for one shot. | was performing ‘Deaf-mute
Carrying the Idiot" (something of a Chinese vaudeville
act)—my specialty, which | often performed—and
afterwards, my lower body was numb, because | had
to do it over and over again.

Dragon-Horse was losing too much money, so a sister
company was formed. It was Feng Huang (Phoenix)
Motion Picture Co. | was being stubborn staying at
Feng Huang. They might not want me, but | refused to
go away! They were always picking on me. We were
in a capitalist society, so when they wanted to make
Chu Hung a star, | showed her around and we went
shopping for clothes, but they were against it. | had
friends who were in business, but they were against
my associating with them. However, they wouldn't
criticise me to my face, because they knew they would
lose the argument, so they stabbed me in the back.

| didn't leave because | had no draw. It didn't help
that left-wing companies had no draw to begin with.
Hsia Moon, Chen Sisi and Shek Hwei were the only
exceptions. Hsia and Shek were popular because they
invested heavily on them. | had to work hard when
Hsia made films, to do publicity, negotiate locations,
borrow furniture and clothes. When they had problems
getting a location, they'd send me. I'd feel bad if |
turned them down but got mad if | helped them! |
stayed to prove that | was right.

Now that I'm older, talking about this is like telling
stories. | harbour no grudges. After | became a
Buddhist, | can laugh about it. Making films now
is so good. | made two in recent years (by 1997).
Cinematographers don't ask you to stay still now, but
before, they wouldn't let you move. But | don't have a
lot of chances to act, though | think | did well in / Want
to Go On Living (1995) and The Age of Miracles (1996).
Although | made people mad all the time, | have no
regrets. Buddha has been good to me. After all, how
many people can have a film like Spring in a Small
Town in their lives?

Excerpted from ‘Wei Wei', Oral History Series (2):
An Age of ldealism: Great Wall & Feng Huang Days,
Wong Ain-ling (ed), Hong Kong: Hong Kong Film Archive, 2001.
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Fei Mu, Director of Spring in a Small Town
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Wei Wei Remembers Spring in a Small Town

Interviewed and collated by Wong Ain-ling

Wei (Wei Wei)
Wong (Wong Ain-ling)

Wong: First, can you tell us how you formed
ties with Fei Mu?

Wei: | loved drama. | remember watching
Metamorphosis, a war resistance drama directed by
Huang Zuolin for Shanghai's Hardworking Drama
Troupe. Like all youngsters, | wanted to take part in
the war effort but my father was against my going
to Chongging. Metamorphosis made me realise that
drama could be a powerful propaganda tool during the
war and | soon applied and joined the ranks of Huang
Zuolin and Gu Zhongyi's drama troupe.

At the time of my signing, Huang's troupe had already
merged with Fei Mu's group to form the Shanghai
Art Troupe. Fei Mu had a home base for his troupe—
Carlton Theatre (later Changjiang Theatre')—though it
was apparently short-staffed. The new conglomerate
was abuzz with momentum and success. Its first two
productions, Heroes of the Deserted Island and The
Big Circus were both directed by Huang. Fei Mu saw
it his chance to take a break from raising funds for
the business and dealing with all sorts of characters,
including the Japanese. Mr Fei was an extremely
capable impresario who easily disarmed people with
his sincerity—even the Japanese were spellbound by
his charming words and rarely came meddling with
our business.

Afterwards, | took part in Three Daughters and Qiu
Haitang. For the latter, Fei directed the entire project
except the second scene, which was entrusted to
Huang. The play's tremendous success came at the
cost of the health of the cast members. Its original
leading man and lady, Shi Hui and Shen Min, found it
too much to handle and Zhang Fa and | had to step in
as their understudies. Things soon took their toll on
us too, forcing Lu Biyun and Qiao Qi to take over. At
last, Huang pulled out with his cast and crew before
finishing all the performances.

Wong: Was it your first drama directed by Fei
Mu?

Wei: It was, and | was full of admiration for Mr Fei. He
invited Mei Lanfang to drop in on our rehearsal for Qiu
Haitang. Mei was respectful of Fei and often sought
his advice on things. Mei was invited to talk us through
the scenes, particularly polishing Shi Hui's stage
moves. When the war was won, Mr Fei directed Mei in
A Wedding in the Dream (1948).

| had the utmost respect for Fei Mu. He taught us
to draw from the essence of Peking opera and his
portrayal of the romantic love between men and
women was nuanced and subtle. He would say,
‘Watch how the huadan (leading female role) of Peking
opera walks her walk—there's much beauty in the act
of walking. He filmed me walking although my legs
happened to be my most unflattering feature [laughs]!
He didn't intend for us to learn Peking opera; he
wanted us to take after its beauty.

People in my family have recently seen Spring in a
Small Town and marvelled at how daring we were
at the time. It didn't strike me as daring back then,
not one iota; if it did | wouldn't be able to pull it off
so naturally. Yet, watching the film again now, it
does seem rather bold with those exchanges of flirty
glances. What was so amazing about Fei Mu was that
you just slipped into your role so naturally under his
direction.

| was tagged ‘The Oomph Girl" during my drama
days—'oomph’ being a synonym for sex appeal
associated with Hollywood starlets. It was a nickname
| detested and | almost got into a fight with someone
over it once. Perhaps they thought there was
something feminine about me. Mr Fei once said, "You
and Wang Renmei are among the worst in terms of
seeing yourselves as women, while Jiang Qing and Di
Fan never see themselves as anything but.’

Wong: Let’s talk about the filming of Spring
in a Small Town.

Wei: It was early 1948 and Wenhua Film Company had
launched into filming A Good Couple, which seemed
to drag on and on; soundstages had been rented and
the studio was leaking money. They thought of making
another film to split the costs and chose Spring—a
film that used a tiny cast and a small budget. Li Tianji,
a rookie, wrote the script. None of the directors at
Wenhua was interested in the script but Mr Fei happily
took on the project, spending less than a month
on pre-production and no more than three months
wrapping up filming. There are only three interior sets
built; the rest of the scenes were filmed outdoors, in
Songjiang, a water town which was slightly more than
an hour's drive away from Shanghai. The town was
surrounded by old city walls, which were overgrown
with weeds, with derelict huts dotted around. Ruins
of the houses, a legacy of war, added to the sense of
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abandonment and desolation. These scenes became
the flesh and blood of Spring.

The cast consists of only five actors, all very green
with precious little experience except Shi Yu who was
an old hand at theatre. Even the cinematographer
and sound recordist were newcomers. We hardly had
any filming experience to speak of. Shi Yu and | were
previously teamed up in Night Inn (1947), which |
somehow fuddled through and made do. Spring was
really my first film. In order to put us in the right mood
for filming, Mr Fei would let us rehearse scene by
scene and was content with shooting intermittently
when he knew that we had hit the right notes and
emotions. Before filming the birthday scene of wine
drinking, we regaled ourselves with the game of
Morra and free-flowing tea all afternoon. Everyone
was in high spirits and was totally immersed in the
vibe. Mr Fei got the scene done in a single take of
some 480 feet. We wouldn't be able to pull it off if he
didn't do it in one single sequence, because we actors
were unable to gauge the pace and timing between
shots.

Time constraints meant that Mr Fei had to revise
the script as the filming went along. In fact, he had
a well-thought-out plan in mind, though he always
allowed room for spontaneity and was never rigid.
Take the example of the scene where Zhou Yuwen
and Zhang Zhichen return home after visiting the city
walls. Remember there was a chicken that emerged
out of nowhere and was swaggering about? It was
an unexpected intruder but Mr Fei liked the effects it
created and decided to keep the shot as it was.

Wong: You came to Hong Kong after Spring,
didn’t you? Why?

Wei: The KMT wanted our drama troupe to entertain
their troops but | wouldn't comply. It just happened
that Wu Xingzai, Fei Mu and others had plans to move
here. Wu persuaded me to come with them to avoid
getting into trouble. | came here in 1947 and | made
The Great Reunion (1948) when | returned briefly to
the Mainland. We saw Hong Kong as nothing more
than a temporary abode back then and we all stayed
inaninn.

Wong: Were you on the Mainland when Spring
was released?

Wei: Wu Xingzai was a big spender. They created a
cardboard standee of me carrying a grocery basket,
a cut-out even taller than me in real life, and had it
propped up in the open space across the road from
the Shanghai Race Club. Reception to the film in
Shanghai wasn't bad, but it wasn't that good either.
It's just about breaking even. But | did steal the show
at the screenings in Kunming and Chongging where |
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was spotted arriving at the airports. Those two cities
were home to many intellectuals. In retrospect, Fei
Mu'’s many ingenious touches were nothing whimsical,
but rather borne out of his careful study. For example,
handkerchiefs—I| twisted one around my fingers when
| was in a bad mood; and silk scarfs—I loved wearing
scarfs to accentuate my long, slender neck; even the
scene in which | unbutton the top of the gipao after
downing a glass or two was a habit of mine in real life.
| was a lousy drunken reveller who kept alternating
throwing up and binge drinking. | would make myself
less uncomfortable by loosening the top button. Fei
incorporated these small habits into our personas to
get a natural performance from us.

Wong: Each shot of your legs was different.

Wei: He didn't give me specific instructions, only
describing the emotions accompanying the acts,
whether it's hesitant or anxious, etc.

Wong: Did Fei Mu talk you and other actors
through the script while filming Spring?

Wei: He did. It's all done verbally without a script
in sight. At best, we were given a loose leaf with
the instruction, ‘Just follow it." When it came to the
dialogues, he would keep the camera rolling so long as
we were fluent. Before setting off to film on location,
he would make sure the actors were well settled and
taken care of. If the crew members had any qualms
about it, he would explain, ‘It's the actors who carry
the story. How can they do a good job when they are
tired?" Once we got settled down, he began talking us
through the scenes. He was extremely attentive to his
crew members, remembering everyone's favourite
brand of cigarettes and ensuring an ample supply
for all. Once | met Li Bolong, a dyed-in-the-wool
communist. Fei wasn't even on the periphery of his
social circle and the two men were like two ships that
pass in the night. Yet Li and his lot had always thought
that Fei was a phoney and fawned over Wu Xingzai. |
was defiant, talking back and arguing that Fei was a
true gentleman, always treating people well, including
the bosses. Li said no one ever told him that and he
would have to see Fei in a new light. If Mr Fei was a
phoney in the ways he did things and treated people,
then he would be a phoney all his life and that in itself
made him real. That Fei Mu's films have touched so
many hearts is precisely because he was so well-

versed in the ways of the world and human nature.
(Translated by Agnes Lam)

Excerpted from ‘Interview with Wei Wei', Fei Mu—Poet Director,
Wong Ain-ling (ed), Hong Kong: Hong Kong Film
Critics Society, 1998 (in Chinese).

Note
1 Changjiang Theatre was demolished in 1993 and has since become
history.
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On Watching Spring in a Small Town

H 5B % Dongfong Didong '
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Spring in a Small Town (1948) is a piece of prose, plainly
written, like He Qifang'’s Diary of the Homecoming or Lu
Fen's Selected Writings on the Native Village. You are left
with a tinge of sadness and helplessness, like the winds at
the walls of a small town, which blow and blow, and then
are gone and become history.

When the film opens, Wei Wei walks home with a small
basket of groceries, her eyes dead-like and her feet
dragging along unhurriedly. She says, ‘Every day is the
same in this small town—nothing ever changes.” Indeed,
nothing ever changes. After Li Wei arrives, he stirs some
rippling of emotions in her before leaving again. In her
old self, Wei Wei picks up the grocery basket to town as
usual, and then back home as usual. The British film Brief
Encounter (1945) begins and ends in a similar fashion; a
mere ripple in the ocean that is life, which returns to still
waters by the end.

The emotional experiences of the wife character played by
Wei Wei is very different from those of most Shanghainese
women in the audience. Young wives from the working and
middle classes are shrewish and no-nonsense; sexually
they are either numb (or one can say satisfied) or they are
adulteresses like Pan Jinlian. A woman like Wei Wei, who
is somewhat educated, who wants an affair but dares not
have one—a woman like that confuses the audience.

%

Fei Mu understands; he understands very well how to
create ambience, both onstage and onscreen. Even small
props have a role to play.

As she drinks, Wei Wei lets her collar splay open; even a

small detail like that exudes a frisson of eroticism. (Translated
by Rachel Ng)

Originally published in Movie Fan Magazine, Issue 1,
Shanghai, October 1948.

Note

1 Chen Zishan pointed out in his review that Dongfong Didong is the pen
name of Li Junwei (Chen Zishan, ‘'On Spring in a Small Town', Wen Wei
Pao, Shanghai, 24 June 2017 (in Chinese)).
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Wei Wei is the Barbara Stanwyck of China

#ZZHBMai Ye !
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Watching Spring in a Small Town (1948) is
like reading the prose and fictional works of Li
Guangtian and Lu Fen—it has an understated
brilliance, conveying a slight sorrow and an
emotion of desperation.

In the film, Wei Wei fully captures the repressed,
resentful psychology of a bored young wife who
yearns for love. The short conversation on the
city walls, the mild displays of deviance after a
few drinks, the several late-night excursions...
her performance in these scenes are all brilliant,
impeccably and perfectly tuned.

In my view, Wei Wei is the only actress in
contemporary Chinese cinema who has such
profound artistry, with the exception of Jiang
Tianliu. With good directors, good screenplays,
and good characters, Wei Wei could take the film
industry by storm; no one else compares.

Watching Wei Wei has made me think of the
American film star Barbara Stanwyck. The
two look very much alike. What Stanwyck tries
to express in Double Indemnity (1944) and My
Reputation (1946), especially the latter, Wei Wei
achieves in Spring in a Small Town. In terms of
playing frustrated wives, Wei Wei is the Barbara
Stanwyck of China. The difference is that
Stanwyck is American and Wei Wei is Chinese;
therefore Stanwyck unabashedly embraces and
fulfils her desires, while Wei Wei bitterly stifles
them. (Translated by Rachel Ng)

Originally published in Movie Fan Magazine, Issue 1,
Shanghai, October 1948.

Note

1 Chen Zishan pointed out in his review that Mai Ye is the pen
name of Dong Leshan (Chen Zishan, ‘On Spring in a Small
Town', Wen Wei Pao, Shanghai, 24 June 2017 (in Chinese)).
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Night Inn

Prod Co: Wenhua Dir: Huang Zuolin Orig Story: Namesake play by
Ke Ling and Shi Tuo (adapted from The Lower Depths by Soviet writer
Maxim Gorky) Scr: Ke Ling Dir of Pho: Huang Shaofen Pho: Xu Qi,
Ge Weiging Ed: Fu Jigiu Music: Wu Renji Set: Wang Yuebai Co-
starring: Shi Hui, Tong Zhiling, Zhang Fa, Zhou Xuan, Shi Yu

1947 B&W Mandarin  111min

[Screening version: DCP/Chinese subtitles]

During the Isolated Island Period in Shanghai, there was
an abundance of playwrights, theatre directors and actors.
Many crossed the threshold into cinema, and among the most
representative were director and scriptwriter of Night Inn, Huang
Zuolin and Ke Ling. In a time of extreme poverty, an assortment
of destitute souls inhabits the shabby tavern run by the Wens,
including pickpocket Yang Qilang (Zhang Fa). Yang lives in the attic,
a world unto its own. Tavern owner Mr Wen (Shi Hui) is intent on
milking others for money. His wife Sai Guanyin (Tong Zhiling) still
shows romantic affection for Yang, but he is now in love with her
younger sister Shi Xiaomei (Zhou Xuan). The feisty Sai devises
a scheme that would allow her to get rid of her husband and her
ex, and throw her sister to the dogs in one fell swoop. Night Inn
marks Wei Wei's debut on the silver screen. Playing the prostitute
Lin Daiyu, she is more of an older sister to Xiaomei than Sai,
rising out of her own suffering to engage in acts of nobility and
righteousness.

Review

Night Inn (the play) caused a stir at the time for its brilliant dialogue
and merciless exposure of old society.... The adapted Night Inn is
even more cinematic... Zuolin clearly worked hard at weaving an
eclectic bunch of characters into a convincing whole. The mise-
en-scene and the shot arrangements were meticulously designed.
The resulting film seems loose in form but unified in spirit, one
that retains the characteristic vibrancy of stage dialogue, while
also benefiting from cinema'’s ability to underscore details and its
flexibility.

Chen Jingliang & Zou Jianwen (eds), The Best of Centennial Chinese Cinema

(Early Chinese Cinema 1937-1949, Vol. I, Part I), Beijing: China Social Science
Press, 2005, p206 (in Chinese).

Screening courtesy of China Film Archive
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Spring in a Small Town

Prod Co: Wenhua Dir: Fei Mu  Scr: Li Tianji Pho: Li Shengwei Eds:
Xu Ming, Wei Shunbao Music: Wang Yijun Set: Chi Ning Art: Zhu
Dexiong Co-starring: Shi Yu, Li Wei, Cui Chaoming, Zhang Hongmei
1948 B&W Mandarin  98min

[Screening version: DCP/English subtitles]

In the desolate countryside, Yuwen (Wei Wei) wanders on a
crumbling city wall. Her monologue wafts from beyond the frame.
Somnambulous, it reverberates in the stagnant puddle that is her
life. Day in, day out, she delivers a packet of medicinal herbs to her
bed-ridden husband Liyan (Shi Yu). One day, a guest Zhichen (Li
Wei) enters their home amid ruins. An old friend of her husband’s,
he is also Yuwen's old flame. His presence awakens Yuwen's
withered heart. Vacillating between coquettish annoyance and
dolefulness, Wei Wei enacts her character’s inner disquiet with
sultry charm. Director Fei Mu makes clever use of Wei Wei's
mannerisms, allowing her natural traits to infuse the soul of a
character far removed from her real self.

Review

This film is a real gem. lts characterisation and portrayal of love
are shrewd and thorough, its mastery of technical language,
sublime...The entire film is a labyrinth of sense and sensibility.
In a great number of scenes, Fei Mu uses dissolve shots instead
of cuts. This echoes the elusive and nebulous nature of lingering
entanglements that can't be ended or sorted out. It is eternally
fading and assimilating, with the same scenario dissolving into
various postures and perspectives, and with intriguing grace....
What appears to be a purely cinematic style has in fact incorporated
the essence of traditional Chinese opera. One sees this in the subtle
and delicate depiction of love, and the rhythmicality of movement
and quietude. The monologues and dialogues, the expression of the
eyes and the plot arrangements are vivid and concise, and merge
into a unified whole. Besides the film uses the ménage a trois to
express sentiments about home and country. Not once does the
film mention politics, yet manages to reference the pain of the
literati, and in an oblique way, holds a mirror up to society.

Sek Kei, ‘Spring in a Small Town: Overtones That Beguile’, Ming Pao Evening Post,
Hong Kong, 17-19 August 1983 (in Chinese).

Screening courtesy of China Film Archive
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The Great Reunion

Prod Co: Qinghua Exe Prod: Jin Shan Dir: Ding Li Orig Story:
Namesake play by Huang Zongjiang Scr: Huang Zongjiang Prod: Li
Wei Pho: Feng Sizhi Ed: Gao Huixu Music Dir: Li Weicai  Set: Li
Enjie Co-starring: Shi Yu, Lan Ma, Sun Daolin, Ye Zi, Wu Yin

1948 B&W Mandarin  92min

[Screening version: DCP/Chinese subtitles]

Union, separation and displacement epitomise an era. The film
opens with the lens following the suave second sister (Wei Wei) as
she bikes through the streets and alleys of Beiping (now Beijing)
to arrive at her home. We are then introduced to a family, in which
four brothers and three sisters are led by their mother (Ye Zi). The
eldest brother (Shi Yu) struggles and has to stay in Beiping while
some of his siblings venture into the outside world. Meanwhile, the
carefree second eldest brother (Lan Ma), who hums Peking opera
songs all day long with a bird cage in his hand, helps his second
sister to move around while she is being monitored by spies.

From the Marco Polo Bridge Incident and the fall of Beiping to the
victory of the Second Sino-Japanese War and the onset of the
Chinese Civil War, the work captures the complexities of historical
moments, as well as the changes that occur as the wheel of time
continues to turn.

Review

[The film] has a meticulous plot structure in which the beginning and
ending are coherent. Both enjoyable and moving, it is characterised
by an abundance of characters, detailed visuals and lively
dialogues.... Even though this is the first time that cinematographer
Feng Sizhi shot a drama film, he had already made a name for
himself as a photographer.... The positioning and movements of
the camera complement the ensemble scenes, exhibiting a level
of accuracy and professionalism rarely seen in the 1940s. The
creativity in framing is also remarkable. The 90-degree top shot
used in the scene where the family celebrates its reunion by eating
dumplings around the table, the use of deep focus to keep the fore-
and background all in sharp focus to enhance the mise-en-scéne
and perspective angles, as well as the capturing of Wei Wei and Lan
Ma through the bird cage, are impressive to say the least.

Lau Shing-hon, Analogy and Association: Film Essays by Lau Shing-hong, Hong
Kong: Zero to One Publishing Limited, 2015, pp132-134 (in Chinese).

Screening courtesy of China Film Archive
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The Show Must Go On

Prod Co: Dragon-Horse Dirs: Zhu Shilin, Qi Wenshao Orig Story:
Fei Mu Scr: Qi Wenshao Prod Supr: Qiu Yiwei Pho: Lo Kwan-
hung Ed: Wang Zhaoxi Music: Li Houxiang, Ye Chunzhi Set: Huang
Chong, Wen Wen Tech Consults: Wang Bangfu, Sun Tai Co-starring:
Wang Yuenlong, Lee Ching, Han Fei, Liu Lian

1952 B&W Mandarin  91min [Screening version: D Betal

A troupe of acrobats led by the seasoned Xiao Zhongyi (Wang
Yuenlong) is stranded in Hong Kong. The troupe members view
each other as family, helping and caring for each other. After being
humiliated and exploited repeatedly, the troupe has no choice but
to perform on the streets in order to save up money to return to
the Mainland. The main cast trained diligently for their roles with
Wang Bangfu's Strong Man Acrobat Troupe, the members of which
also featured in the film. Wei Wei's ‘Deaf-mute Carrying the Idiot’
(a Chinese vaudeville act), highlights the wittiness of traditional
performing arts.

The original story was written by Fei Mu, who was supposed to be
the work’s director. Alas, he passed away in 1951. The decision to
return to the Mainland was a common theme among many films
made in the early 1950s. In reality, the screenwriter of this motion
picture, Qi Wenshao, was deported by the British Hong Kong
government in early 1952. This film was released in the same vyear,
leaving behind a significant historical imprint.

Review

The members of the acrobatic troupe who lead a wandering life
remind me of the saying ‘youngsters age rapidly as they roam’. The
phrase ‘the show must go on’ has always been bittersweet to me....
For hundreds of years, these people have been struggling through
hardships and have held fast to compassion, loyalty, and integrity.
The Show Must Go On depicts both these aspects at the same time.
In addition to illustrating how they get knocked down and humiliated
time after time in an unjust society, it also touches on their
resilient and upright character. The adorable nature of this group
underscores the hostility of their environment. Their experiences
and their personalities conflict with and complement each other
simultaneously. These juxtapositions greatly enhance the dramatic
effect.

Xiao Zijia (aka Jin Yong), ‘The Show Must Go On’, Ta Kung Pao, Hong Kong, 19
November 1953 (in Chinese).
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Between Fire and Water

The Happiness of Living Together,
Second Episode

Prod Co: Dragon-Horse Dir: Zhu Shilin Orig Story: Yue Ye's play
Tumultuous Kreta Ager Scrs: Wei Bai, Qi Wenshao Pho: Lo Kwan-
hung Ed: Xiong Jun Music: Yu Lin Art: Li Hua Set: Wen Wen Co-
starring: Lee Ching, Ella Kiang, Liu Lian, Chen Chuan-chuan, Feng Lin,
Liu Su, Cao Yan

1955 B&W Mandarin  88min

[Screening version: D Beta/Cantonese (Dubbed)]

Themed in the same vein as The Dividing Wall (1952; also directed
by Zhu Shilin)—a prequel which sheds light on the dire living
conditions—Between Fire and Water is anchored in minutely
detailed human stories of quarrelling, fighting and warring, all
unfolding as a series of interconnected incidents that happen in
crammed spaces under the same tenement roof. In the ‘fire” scene,
we witness the communal kitchen with one too many heated stoves
and cooks, where tenants rub shoulders with each other; and in the
‘water’ scene, the harried tenants elbowing their way to the water
tap. Candid moments of tears and laughter transform a seemingly
mundane event into an extraordinary feat of reconciliation and
unity in the face of adversity. The quest for precise mise-en-scene
and fully fleshed narratives dictated that Zhu spare no efforts in
blocking scenes (the staging of a scene on a miniature stage) and
going through real rehearsals with the cast before filming.

Mrs Sun (Wei Wei) is no ordinary pregnant woman with a plain face
when she needs to stand up as a righteous wife. Yet, when peace
restores, she reverts to a docile, understanding and gentle woman.
The tacit mutual understanding between the cast and crew bolsters
the film's brilliance.

Review

The premise of confined space, simple sets and one single storey
where all events unfold belies the extremely complicated problems
simmering underneath: matters that concern the urban poor, such
as gambling, superstition, illnesses, frauds, taunting and mocking
and all sorts of corrupted characters and events are being thrown
into the mix. Watching the film, one can't help but marvel at its
tight pacing and richly layered events, which propel the narrative
forward. More importantly, the film paints the characters in a
sympathetic light... pointing at poverty as the root cause of their foul
tempers, ill manners and detestable personalities.

Yao Jiayi (aka Jin Yong), ‘On Between Fire and Water Again’, Ta Kung Pao, Hong
Kong, 17 December 1955 (in Chinese).
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Year in, Year Out

Prod Co: Feng Huang Dir: Zhu Shilin Co-Dirs: Wen Yimin, Jiang
Ming Scr: Shen Ji Prod: Han Xiongfei Pho: Lo Kwan-hung Ed: Xu
Linsen Music: Li Caotian Set: Wen Wen Art: Lee Wah Co-starring:
Kung Chiu-hsia, Bao Fong, Shi Lei, Chen Qi, Feng Lin, Josephine Siao
Fong-fong

1955 B&W Mandarin 103min [Screening version: DCP]

‘Ten Fingers’, the song at the film'’s finale, is an ode to a mother
(Kung Chiu-hsia). Shi Lei and Wei Wei play the elder couple who
antagonise the younger brother and his wife (Bao Fong, Chen
Qi) with their snobbery and entitlement, leaving the mother in an
impossible situation. In fact, the family is a microcosm of the larger
Chinese community that is divided by social classes. Urged by his
wife, the elder son participates in speculation which ends up losing
the family house. The younger couple, who have moved out long
ago, forgive and forget. The whole family finally rejoices in full
moon as they come as one.

Wei Wei, playing the elder daughter-in-law, turns in a bravura
performance, embodying every bit the pungent, rapacious woman
at the heart of the character-driven narrative. Directed with delicate
touches, including the contrasting settings of a comfortable big
house and a shabby abode where the family portrait is hung up
once again, Zhu brought great artistry and apposite cinematic
expression to the old saying that ‘blood is thicker than water’,
whether rich or poor. The film was awarded Honourable Film of
1949-1955 by the Ministry of Culture.

Review

Zhu captures the details of everyday life such as laying the table
and other domestic chores, and contrasts them with the details of
festive occasions such as fire-crackers exploding and the eating of
moon-cakes. The narrative events are actually structured around
the different festivals of the year (such as the Lunar New Year,
Dragon Boat Festival, and Mid-Autumn Festival). In this sense, it is
comparable to Festival Moon (1953).

Li Cheuk-to, ‘Year In, Year Out’, in Shu Kei (ed), A Comparative Study of Post-
War Mandarin and Cantonese Cinema: the Films of Zhu Shilin, Qin Jian and Other

Directors (the Tth Hong Kong International Film Festival catalogue), Hong Kong:
Urban Council, 1983, p212.

Screening courtesy of China Film Archive
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The Foolish Heart

Prod Co: Feng Huang Chief Dir: Zhu Shilin Dirs: Lo Kwan-hung, Chan
Ching-po Scr: Zhou Yan  Prod: Han Xiongfei Dir of Pho: Lo Kwan-
hung Pho: Cho Shui-chi Ed: Xu Linsen Music: Yu Lin Set: Wen
Wen Art: Lee Wah Co-starring: Lee Ching, Bao Fong, Qiu Ping, Feng
Lin, Wang Xiyun, Liu Su

1956 B&W Mandarin 102min

[Screening version: D Beta/Cantonese (Dubbed) ]

The set-up of this tale of extramarital affairs is simple: a gullible,
lonely wife (Wei Wei), a workaholic doctor-husband (Lee Ching),
and a sweet-talking fraudster (Bao Fong) whose paths cross in
a car accident that bring them to their senses and finally save
the marriage on the brink of breakdown. Wei Wei's costumes are
invested with significance: trading her loose, modest gipao for
figure-hugging sequined dresses, the fragile, the confused soul
remains cocooned in her fancy gowns. Hers is a cautionary tale
structured as a series of unheeded warnings at the outset and
along the way.

Review

Funny how when | was watching The Foolish Heart (1956) directed
by Zhu Shilin for the first time, my mind was filled with images
from Fei Mu's Spring in a Small Town (1948): why on earth is Zhou
Yuwen in this film? But then it makes no difference whether she is
situated in a desolate courtyard in Jiangnan, or a luxurious mansion
in Hong Kong, her heart is lost in the wilderness of loneliness....
So, naturally when the fraudster lover is exposed, the wife is bound
to return to her husband. Her fate is sealed by a disheartening
revelation of the plight of married women and the compassionate
moral stance taken by the screenwriter and director.

Wong Ain-ling, ‘The Foolish Heart', in Dreamy Talks Il, Hong Kong: Oxford
University Press, 2012, pp102-103 (in Chinese).

Programme notes translated by Piera Chen, Johnny Ko and Agnes Lam.
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Filmography of Wei Wei

1947

)5 Night Inn
e XE(DF) TFE: S5(R
Prod Co: Wenhua (Shanghai) ~ Dir: Huang Zuolin

1948

24 Spring in a Small Town
o XE(LE) BE: BB

Prod Co: Wenhua (Shanghai)  Dir: Fei Mu
K ElE The Great Reunion

Hen BE (kR) BE:TH

Prod Co: Qinghua (Beijing)  Dir: Ding Li

1952

{Li#H %% The Show Must Go On
Wi BERS BE L ARAB - BEE
Prod Co: Dragon-Horse (Loon-Ma)

Dirs: Zhu Shilin, Qi Wenshao

1953

k4 An Actor’s Romance
Hg s R BE - £35)
Prod Co: Dadi  Dir: Wang Yin

1954

ikl Joyce and Deli
e R OBE AAE
Prod Co: Great Wall  Dir: Zhu Shilin

1955

P %52 Love at First Sight
R BE TR KAk

Prod Co: Feng Huang  Dir: Zhu Shilin
—4E 2%l Year In, Year Out
i BE BE KAk
BEEE | )RR~ =W

Prod Co: Feng Huang  Dir: Zhu Shilin
Co-Dirs: Wen Yimin, Jiang Ming

7k K Z il Between Fire and Water
HimES EEARAR

Prod Co: Dragon-Horse (Loon-Ma)

Dir: Zhu Shilin

1956

Uil 2 3 They All Want a Baby
i BE ZE KAk

FREE  [RER  BE
Prod Co: Feng Huang  Dir: Zhu Shilin
Co-Dirs: Chan Ching-po, Long Ling
B0 The Foolish Heart
i BE REE KRB
B mBIE - REK
Prod Co: Feng Huang  Chief Dir: Zhu Shilin
Dirs: Lo Kwan-hung, Chan Ching-po

26 % 8 Her Films

1957

KK 4%F His Fabulous Wife
s BE REE RAR

TR ER - ORR

Prod Co: Feng Huang  Chief Dir: Zhu Shilin
Dirs: Jiang Ming, Wen Yimin

JilEEJ. ¥ The Eternal Beauty
e BE REE RAR

BE | UER

Prod Co: Feng Huang  Chief Dir: Zhu Shilin
Dir: Wen Yimin

1958

AR IEE An Unmarried Mother
o BE REE RAR

BE SRR

Prod Co: Feng Huang  Chief Dir: Zhu Shilin

Dir: Wen Yimin

1959

#i_434E Flowers and Cheers
RS B0E  Ag
Prod Co: Great Wall ~ Dir: Hu Siao-fung

1960

FiR# I Alarm Conscious
i BE TR ERE
Prod Co: Feng Huang  Dir: Lo Kwan-hung

1964

B4 Men and Women

W@ ERERE SR KRAE - FTRA
T B B HANE

Prod Co: South China Film Industry Workers Union
Dirs: Zhu Shilin, Lee Sun-fung, Lee Tit,

Tang Long, Lo Duen, Hu Siao-fung

{5 i The Reluctant Bridegroom

R BE wmE s
Prod Co: Feng Huang  Dir/Scr: Bao Fong

1995

FKEIE T % I Want to Go On Living
i RABY BF: FER
Prod Co: Mandarin Films ~ Dir: Raymond Lee

1996

WKWK - WL The Age of Miracles
@ BRA BE I RA¥E

Prod Co: United Filmmakers Organization
Dir: Peter Chan Ho-sun

1998

RS M Anna Magdalena
HEBR BNEE B8R ZMX
Prod Cos: Golden Harvest, Amuse

Dir: Yee Chung-man

1999

HDGE

The Truth About Jane & Sam
@ 2R SRME 8F mLR
Prod Cos: Raintree Pictures, Film Unlimited
Dir: Derek Yee

2000

/pBi# And I Hate You So

Hf =R (RED R

BE - X

Prod Cos: GH Pictures (China), Sil-Metropole
Dir: Yee Chung-man

2002

1T 5L Tiramisu

R BTFRE 5E B
Prod Co: Universe Entertainment
Dir: Dante Lam

2004

YUk E} Seventeen Years Buried
B EREE BE  pEE

Prod Cos: United Film (Beijing)

Dir: Herman Yau

2007

H: H 4% Happy Birthday
i ETBR - RE - RORE
TR B2

Prod Cos: Mei Ah Film, Sil-Metropole,
Black & White  Dir: Jingle Ma

2010

Kiil Fire of Conscience

B BED - RREDR BE  MEER
Prod Cos: Media Asia, China Film Media Asia
Dir: Dante Lam

i 1 {475 I Wish I Knew

i D8R (RE) -~ AREI2E -
BRARZE (b)) ~ 2E8R/A (4xR)
IREHER HE:EEM

Prod Cos: Shanghai Film Group, Xstream (Beijing),
NCU Group (Beijing), Star Art Vision (Beijing),
Bojie Media (Beijing)  Dir: Jia Zhangke

#it¢ The Drunkard

o FEE O OBE ZBK
Prod Co: Connoisseurs  Dir: Freddie Wong
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FROM SMALL TOWN TO THE BIG SCREEN:
A RETROSPECTIVE ON WEI WEI

5-7/10/2017
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Cinema, Hong Kong Film Archive
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Night Inn

S2H3M 4-12:00
Thur 12:00 noon

5/10 KHEIE

The Great Reunion

Z 837 F4-2:30
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5/10 NE 2
Spring in a Small Town
S 83 fe £ 7:00
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6/10 1L 54 &
The Show Must Go On
28FH B 700
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7/10 IRK Z I
Between Fire and Water
28375 B412:00
Sat 12:00 noon

7/10 R A §
Year In, Year Out
2875 4230
Sat 2:30pm

7/10 B
The Foolish Heart
28375 ™45:30
Sat 5:30pm
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