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TEGCA IR ERA | ) (FIREE) (1990)

‘What needs to be remembered will be remembered!’
— Days of Being Wild (1990)
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R EZEENEREFBRARDNZ AW LT - SREXARPERE
BRE#GMREXZENEIC  FHRIRRSTERBRAREEER
RNBELFEE - BERAEMEMEEARENS D BEEKHNER(F
S

In 2003, two of the most distinguished stars of popular culture were lost to Hong
Kong. Leslie Cheung and Anita Mui were iconic figures with illustrious careers in film,
television and pop music. Now, fifteen years after their passing, they are as revered
and beloved as ever. They were talented and charismatic, assuming vastly-different
personas while bouncing comfortably between mediums. Their versatility embodied
a search for identity and thirst for liberation that resonated with the audience, a
resonance that continues up to this day.

With over a hundred titles between them, Cheung and Mui had produced an enduring
body of work that had become footnotes of our times. Their sumptuous glory was
captured by those films, serving as testimonials to their artistry and ready for our
summon to relive or review the golden days of Hong Kong popular culture.

Special thanks to Fortune Star Media Limited for its generous support, the many film
companies that have graciously granted screening permissions, all the speakers of
our seminars and post-screening talks, as well as the authors who have shared their
wisdom in this publication. We especially want to thank Leslie Cheung and Anita Mui,
who, in their collaborations with many Hong Kong filmmakers, had left behind a legacy
that will continue to inspire and uplift for generations to come.
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There have been endless commemorative events over
the last decade since Leslie Cheung and Anita Mui's
passing. Today, Cheung and Mui's legacy are like
mille-feuilles, as scholars add layers and layers of
analyses, connecting them to the fate of different
generations.

The Hong Kong Film Archive's retrospective of the
two features a long list of films. Looking at the line-up,
I ask myself: If I could watch only one film, what would
| choose?

My answer, undoubtedly, is Rouge (1988).

Released in 1988, Rouge is one of the six titles' that saw
Cheung and Mui share the screen. In the opening scene,
Cheung, playing a high-society playboy, Twelfth Master,
ignores the flirtatious tease of the brothel's courtesans
as he walks up the steps. He then meets Fleur (played
by Mui), a female crooner dressed as a man, for the
first time. The two drift slowly towards each other,
exchanging a fleeting glance as Fleur continues her
song. And that is the start of a tragic romance of 53
years’ time. To me, this four-minute scene provides the
best annotation to the title of this essay.

Youth is Beauty

Leslie Cheung and Anita Mui were charming in
different ways. Cheung was naturally handsome. Even
without make-up, his beauty took people’s breath
away. Mui, on the other hand, had an angular face.
She’s hardly considered gorgeous when off the stage
without make-up (according to songwriter James
Wong), but she made your heart race after make-up
and under the spotlight (again, according to James
Wong).

Above all, they were beautiful inside and out.

CBRBEHI) (1988) 1 RBMRE - RBETME » fBHE "fR,e

Rouge (1988): There is no ‘if’, no ‘but’, it has always been ‘you’.

Cheung was notoriously detail-oriented and never
settled for anything less than pure beauty. His
characters (including the disfigured protagonist in
The Phantom Lover [1995]) were always gorgeous,
but never wooden. Cheung put his heart into every
performance, making use of every frown and smile to
shape his character.

Mui was best known for her versatility, compassion
and righteousness. Regardless of the gender of her
roles or their tragic romances, she conveyed genuine
emotions through every single character she played.
Each new persona she transformed into felt real and
vivid, even in a film like Fight Back to School Ill (1993).

Cheung and Mui were both all-rounded A-list
entertainers. They were extraordinarily talented and
ingenious (Cheung was a notorious perfectionist in
life and in concert planning). Their singing, reciting
and acting skills (using stunt doubles for their action
scenes though) were unrivaled at the time. To be able
to create pop trends that powerfully tugged at the
heartstrings of people is a remarkable achievement.

The Allure of Youth

Cheung and Mui debuted at an early age, but they
were both in their prime when they co-starred in
Rouge. If possible, | would like to watch a few more
films in the retrospective to compare their young faces
before and after Rouge.

These superstars started their film careers with teen
films. They first shared the screen in Behind the
Yellow Line (1984), with a youthful spirit on their faces
and in their acting. As the two entered into what is
known as the golden era of Hong Kong cinema, they
took on more mature roles that matched their ages
(such as A Better Tomorrow [1986] and Au Revoir

© 2010 Fortune Star Media Limited "All Rights Reserved



(CBRED (1992) : METEESEE » t8tERYEHFEiPi R -
Justice, My Foot! (1992): The strong-willed Mrs Song; Mui's
performance was vivid and witty.

Mon Amour [1991]). However, they managed somehow
to keep their youthful spirit in their own ways.

Youth feels a lot when one is in love at 16: full of
curiosity, playfulness and willingness to try anything
new. Cheung and Mui’s filmographies weren't long,
but their roles were diverse, from comedies, dramas,
farce to even musicals. Their choices were often bold,
exceptional and artistic. Days of Being Wild (1990) and
Ashes of Time (1994) were Cheung's iconic works,
but comedies like All’'s Well End's Well (1992) and
Dong Cheng Xi Jiu (1993) were also equally two of his
most representative performances. Whether it was
the ordinary housewife in July Rhapsody (2002), the
gun-toting heroine in A Better Tomorrow lll: Love and
Death in Saigon (1989), the fashionista in The Greatest
Lover (1988) or the strong-willed lawyer's wife in
Justice, My Foot! (1992), Mui embodied her characters
inside and out. In life and on screen, they often
challenged and reversed gender stereotypes, starting
with Rouge and followed by Kawashima Yoshiko
(1990), Farewell to My Concubine (1993), Who's the
Woman, Who's the Man (1996), Happy Together (1997)
and Wu Yen (2001).

Of course, Cheung and Mui also told me that youth is
more than mere romance; it's also about angst. They
blew audiences away when they made their debuts,
with certain pathos that their peers didn't have. That
feeling was eerily similar to the fates of Twelfth
Master and Fleur in Rouge—a fleeting moment of bliss
followed by a lifetime of melancholy. This sense of
pathos may have stemmed from their demands on
themselves and towards the world. They had shown
it within their roles, and even on concert stages,
expressing it through songs.

A Time for Youth

Youth, like all good things, doesn't come easy. The
long list of films chosen for this retrospective reminds
me that Cheung and Mui had accompanied us
through good times and bad. Their films had brought
production companies, directors and people together.
They were talented, but | think they would also admit
that, without the help of others, there wouldn't be
a chance for them to retain their youthful spirit and
eternal beauty. If they were to set foot on the award
stage once again, | believe that they would thank:

e The prosperity of post-war Hong Kong when
different things came together. They experienced
Lai Chi Kok Amusement Park, cabarets, as well as
songs and films like The Kingdom and the Beauty
(1959), ‘A Wanderer's Autumn Grief',> Casablanca
(1942) and ‘American Pie’

* The blessing of being part of an era where music,
film and television complemented each other, to
advance Hong Kong's pop culture industry; and
where numerous pioneers and talent nurturers
enabled them to quickly find their own voices.

¢ The golden era from the 1980s to 90s, which gave
them the freedom to try anything, be it right or
wrong (in both their careers and their personal
lives); and where everybody has his or her own
New Wave.

Thank you, Hong Kong, for giving us Twelfth Master.
Thank you, Fleur, for showing us a youthful Hong
Kong. We will remember and revisit your legacy, for
years and years to come.

Translated by Kevin Ma

Notes

1 The six titles are Behind the Yellow Line (1984), Last Song in Paris
(1986), Rouge (1988), The Banquet (1991), Who's the Woman, Who's
the Man (1996) and From Ashes to Ashes (2000).

2 'A Wanderer's Autumn Grief' is a classic naamyam song. It got
popular in Southern China (including Hong Kong) since the 1920s.
When Twelfth Master first met Fleur in Rouge (1988), Fleur was
singing this song.

3 In 1977, Leslie Cheung joined the 2nd Asia Amateur Singing Contest
organised by Rediffusion Television. He came in second place with
‘American Pie' and started his showbiz career. ‘American Pie’ was
first released in 1971 and the original singer was Don McLean.

Ng Chun-hung, cultural critic and Honorary Associate Professor of the
Department of Sociology at The University of Hong Kong.
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Why, Why, Tell Me Why! (1986): The ‘bad girl" had
to go her own way.

© 2010 Fortune Star Media Limited Al Rights Reserved:
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Coufif@sy#of. Orange Sky GoldenHarvest Entertainment Group
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Who's the Woman, Who's the Man (1996): Both Leslie and Anita were free but lonely, glamourous but with a

pessimistic sense of destiny, successful yet filled with regret.

Looking back at Anita Mui and Leslie Cheung is to
recreate the glorious splendour of lost superstars and
to revisit the Golden Days of Hong Kong cinema. It is
also to recapture the exuberance of a vanished youth
culture.

Cheung and Mui broke into public consciousness in,
respectively, the late 1970s and early 1980s, starting
with outstanding performances in high-profile singing
contests, graduating to singing and acting successes
and eventually to brilliant media-crossing careers in
music, film and television. Their impact was especially
formidable in film, where they rode on the crest of
the New Wave's creativity and humanism, thriving on
the energetic resourcefulness of a solidly-developed
film industry to become two of the most memorable
stars in the history of Hong Kong entertainment. They
were talented, driven and charismatic, yet they also
projected a melancholy that came from profound
vicissitudes of experience. They were versatile,
shrewdly assuming vastly-different personas while
bouncing comfortably between mediums.

At the beginning of Nomad (1982), the camera
brushes over the radiance of the Cheung character’s
olive skin while the sound of his mother’s last radio
broadcast is played and the model of his father’s
yacht sits on the television set. This story of ‘fiery
youth’—the film’s Chinese title—is announced

with the absence—and warped presence—of
parents. From the reckless drag racer who has
problems facing his mother in Energetic - 21 (1982)
to the troubled teddy boy referred to in the Chinese
title in Days of Being Wild (1990), the experience of
being born into a broken family is a defining trait of
many Leslie Cheung characters. Sung Tse-kit in A
Better Tomorrow (1986) denounces his brother for
being a gangster but is eventually turned around by
the admonition of Mark, whose faithfulness to the
Confucian-flavoured code of honour turns him briefly
into an idealised father figure.

Anita Mui, unlike Cheung, did not enjoy an affluent
childhood. She in fact grew up poor, forced to sing
at an amusement park at age four to help make the
ends of her family meet. She may be seven years
younger than Cheung, but she looked and sounded
and felt older. In Who's the Woman, Who's the Man
(1996), her character confesses that ‘when you were
jumping rope, | was learning how to dance. Everyone
has a first love, and I've made dozens of films about
marriage and sung over a hundred songs about
breaking up, but has never experienced love, not even
once.” The girl denied a childhood also didn't get to
play a girl with an upbringing. Mui gained notoriety
in 1986 with her song ‘Bad Girl', which was adapted
from Sheena Easton’s ‘Strut” and was banned from
the air waves for its suggestive lyrics, partly helping



it to become a runway hit. She was in the middle of
a film production during all that hubbub and the film
industry, ever vigilant to capitalise on hubbub, resolved
to give the film the same Chinese title as the song. Yet
the ‘bad girl" in Why, Why, Tell me Why! (1986)—
named after a line from the song—is not nearly as bad
as the one in the disco ditty, her wickedness simply a
fondness for mahjong. Mui had played a wide variety
of very different roles, from a brothel diva in pre-war
Hong Kong to a Japanese spy during the war to, in
drag, a lascivious Emperor in dynastic times. She was
always convincing and often compelling in those roles,
yet she was never not herself. She was an actress
with a strong persona but enigmatic enough to allow
directors, audiences and the public to project their
imaginations on her.

The bird with no legs can only fly, landing only
once in its life, and it would be the time to die. This
representation of Cheung's character in Days of Being
Wild has taken on meaning of mythic proportions.
Free but lonely, beautiful but sad, such are the
qualities that connected Cheung and Mui with Hong
Kong's youth culture of the 1980s and 1990s. Rouge
(1988), perhaps their best-known collaboration, is
about the forbidden romance between a prostitute
and a rich boy, set in the very patriarchal 1930s. Yet
the film does not indulge in generational oppression
and familial conflicts, focusing instead on the darkness
of human weakness. Indeed, the fiery glory of youth

in 1980s cinema is often carried out free of family
constraints. When fathers retreat, boys begin to roam
wild and girls are freed to pursue the meaning of
womanhood. Being young no longer means being
at war with parents, but about self-exploration and
letting go.

The late 1980s and early 1990s was a time of
cinematic coming-of-age in Taiwan and China. The
New Taiwan Cinema matured, taking up the burden
of history, while the Fifth Generation in the Mainland
took off by digging deep into cultural roots. But Hong
Kong cinema during that period was marked by a
bouncy playfulness, when history and cultural roots
were appropriated with affection, vigour and mischief,
a culmination of the post-war economic boom, the
robust integration of Chinese traditions with Western
modernity, and the blossoming of a sophisticated
popular culture. Anita Mui and Leslie Cheung were
superstars of that era. They were the products of a
dynamic youth culture. Youth realised them, and they
in turn realised youth.

Sam Ho, film researcher and formerly Programmer of the Hong Kong
Film Archive.

Joyce Yang, member of the Hong Kong Film Critics Society. She was
one of the FIPRESCI prize juries for Hong Kong International Film
Festival 2015.

Courtesy of MOTION PICTURE LIMITEp
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All's Well End’s Well (1992): Shang So (Leslie Cheung, 1st left) was innocent,

rebellious, a sissy but true to himself.
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A Better Tomorrow llI: Love and Death in Saigon (1989): The loyal and shrewd Chow
Ying-kit reversed the gender roles; Anita Mui's unique presence made the character

much more believable.



NEFFY (1990)  JIEFFHE—XE @ BERBPRER -
Kawashima Yoshiko (1990): Yoshiko's tough and take-no-prisoners attitude was always there despite
all the ups and downs of her legendary life.

‘Beauty in heaven wrought/Full of pride and haught":
what do these lines really mean? Do they refer to
womanly charms or handsome, manly gallantry? Or
perhaps something more than skin-deep—gender
identity?

Clad in a pair of red high-heels and wearing a wig
with long, straight strands, Leslie Cheung commanded
the stage, never failing to exude effortless sensuality.
On the silver screen, he played the narcissistic Yuddy
in Days of Being Wild (1990), dancing in front of his
own reflection in the mirror while alone at home; Ho
Po-wing in Happy Together (1997), the hedonist who
could not seem to stay at one place; and Cheng Dieyi
in Farewell to My Concubine (1993), whose loveliness
onstage and passionate nature offstage surpassed
that of real women. Who, aside from Cheung could
have played such roles?

As a stage performer, Anita Mui was a chameleon:
at times androgynous and at times bewitchingly
seductive. She brought to life the tragic, heartbroken
prostitute in Rouge (1988); the heroine fighting for
justice in The Heroic Trio (1993), compassionate just
as she was brave; and the hilarious, scene-stealing
counterpart to Stephen Chow in Justice, My Foot!
(1992). Mui was strong and independent, gentle and
understated, exuberant and unhinged, both on and off
camera. Who else could have played such roles beside
Mui?

When considering Cheung and Mui’'s gender
representations, one should not neglect the social
context they lived in. 1980s Hong Kong cinema was
dominated by hyper-masculine films, and the biggest
box office hits at the time belonged to male-driven
genres such as gangster films, kung fu flicks and
bawdy comedies. These films often featured actresses
in only decorative roles, and there was no place for
neither ‘feminine-seeming’ men nor strong women.
However, at the same time, Hong Kong pop culture
saw a gradual dissolution of gender norms: the covers
of City Magazine featured different images of female
representation; TV saw the rise of Liza Wang's strong
female characters; and Roman Tam began to shock
and titillate Cantopop fans with his provocative style. It
was during this time of burgeoning sexual revolution
that Cheung and Mui broke the mould and found their
stride.

Beauty in Heaven Wrought:
Cheng Dieyi and Ho Po-wing

Leslie Cheung made his debut in the late 1970s,
and even in his early appearances he was never a
typical lead or boy next door; he never disguised his
rebelliousness or sexuality. He played a defiant youth
in Nomad (1982); a young man exploring his budding
sexuality in Teenage Dreamers (1982). But the most
illustrative example was perhaps his bad boy character
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that contrasted strongly against Danny Chan's goody-
two-shoes in Job Hunter (1981). The ‘Leslie Cheung
era’ arrived in the mid-80s, when he crooned pop hit
‘Wild Wind’, an ode to his restless spirit, and starred
as a playboy in TV drama Once Upon an Ordinary
Girl (1984). Although he was a pop idol, Cheung was
not afraid of showing off his androgynous features
before the public. For example, he performed a hot
duet dance on one of TVB's anniversary programme
playing both the man and the woman.

Since leaving his singing career in 1989, Cheung's
performances had been cutting-edge, with no
restraint. He won the Hong Kong Film Awards for
Best Actor with his acting in Days of Being Wild. His
character, Yuddy, was an evolution from his previous
80s onscreen personas as rebels and drifters, in
which director Wong Kar-wai had further captured the
narcissistic and darker sides to his personality. His
most representative works were naturally Farewell to
My Concubine and Happy Together.

Before Farewell to My Concubine, Cheung also starred
in All's Well Ends Well (1992), and his meticulous
approach to the comedic role was widely praised. Yet,
the film simply focused on poking fun at his effeminate
character, and then forcing him to change into a
‘normal” man in the end—an extremely conservative
enforcement of gender norms. Since Cheung's
potential could not be fully unleashed in genre films,
non-mainstream indie cinema became the best place
to showcase his talents and unconventional charms.

In Farewell to My Concubine, Cheng Dieyi was both a
crossdresser and a homosexual. He devoted his life
to his beloved and his art, regardless of public scorn
or the political climate. Cheung was breathtaking
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Wu Yen (2001): Anita Mui played the male
character, Emperor Qi; her comic-book acting
style was on-point and spectacular.

in the female Peking Opera roles—eyes gentle but
determined, with an air of soft willfulness—in a way
that the actor and role had merged seamlessly. In
Happy Together, a gay couple engaged in a self-
imposed exile in Argentina. As the days passed, Lai
Yiu-fai was beset with a longing for home, while
Cheung’s Ho Po-wing was a ‘bird with no legs’,
immersing himself entirely in hedonistic pursuits.
Ho was an extension of Cheung's previous roles as
drifters outside the establishment, but as a gay drifter,
the character of Ho marked a further breakdown of
conventions and norms.

Cheung was the first ever A-list star to act in multiple
high-profile gay roles in Chinese cinema. His roles
in Farewell to My Concubine and Happy Together
contrasted greatly against the masculine archetypes
realised onscreen by other Hong Kong film stars of
the same era, such as Jackie Chan in the Police Story
series (1985-2013), Jet Li in the Once Upon a Time
in China series (1991-1997), and Chow Yun-fat in A
Better Tomorrow series (1986-1989). Aside from
his great acting talent, Cheung’s performances had
opened up a range of possibilities for actors in Hong
Kong cinema. Indeed, the 1990s saw the emergence
of various LGBT-themed films, like Intimates (1997),
A Queer Story (1997), and Hold You Tight (1998).
Cheung was most certainly an advocate and pioneer
for such movement and culture.

Full of Pride and Haught: Fleur and Mrs
Song
Anita Mui's numerous, versatile images onstage—

donning menswear; strutting around as a bad girl, a
seductress, a Brazilian carnival girl..—shot her up into



superstardom. The success of her singing career was
indeed inseparable from her feminine identity and
how she manipulated it. As a female icon of the 1980s
in Hong Kong, Mui had made tons of breakthroughs in
her cinematic career. If say, Leslie Cheung had found
his niche in arthouse cinema, Mui had challenged
traditions in different mainstream genre films. Her
acting range and multi-faceted qualities brought
interest and edge to the dramas, action films and
comedies she starred in.

In the arthouse drama Rouge, Mui's character Fleur
was outwardly a delicate and shy woman devoted to
her lover. As a prostitute, she was meant to be an
object of the male gaze. Yet in her first appearance
she was dressed as a man, exchanging flirtatious
glances with Leslie Cheung's Twelfth Master. The
scene was seeped with a sense of homosexual
suggestiveness, giving hints to the unexpected
strength in her character. After Twelfth Master left
his family, she used her connections to help him get
a job; and when she proposed that they would have
committed suicide together, she was unafraid of
death. In the end, she gave up the token of Twelfth
Master’'s love, and embraced her reincarnation.
Mui's detailed performance as well as her inherent
strength and resilience had made Fleur a much richer
character. She also challenged male dominance in
other arthouse dramas, including her tough, take-no-
prisoners character in Kawashima Yoshiko (1990),
as well as the wife who abandoned her husband,
embarking on a solitary journey to rescue her friend
in Midnight Fly (2001).

As for Mui's comedic work, she won the Hong Kong
Film Awards for Best Supporting Actress with one
of her earliest performances in Behind the Yellow
Line (1984). During the time, comedy was a male-
dominated genre, where The Romancing Star series
(1987-2007), for example, cast different Miss Hong
Kongs only to showcase them as dull-witted beings
with little to offer, apart from their ample bosoms
and curvy bodies. As an actress who was not
conventionally good-looking, Mui was relieved from
such roles but was often cast as a shrewish woman.
In Justice, My Foot!, she and Stephen Chow had
proved to be a great comedic duo without having to
serve as the butt of many jokes like Sandra Ng did.
Instead she was the skilled martial artist Mrs Song,
who wore the pants in the marriage with Song Sai-kit.
And in later years, she would play Emperor Qi in Wu
Yen (2001). Not only did she excel at playing a male
character, she deftly handled the comic-book tone
and style of the film in her acting. In one of the scenes
where Emperor Qi escaped the palace by dressing
as a woman, Mui stunned and convinced audiences
that she was a man in drag, as opposed to a normal
woman.

Mui’'s work in action films was also impressive. In
the third instalment of A Better Tomorrow, she was
boldly cast as the female leader of a triad gang, Chow
Ying-kit. Hong Kong gangster films had their roots
in Chang Cheh's testosterone-filled wuxia pictures
of the 1960s and 70s, and therefore rarely had any
significant parts for women, aside from roles where
they awaited rescue, got raped or killed by the villains.
A Better Tomorrow lIl: Love and Death in Saigon
(1989) reversed these traditional gender roles, as
Chow Ying-kit took in two nobodies, played by Chow
Yun-fat and Tony Leung Kar-fai, and guided them
through the complexities of the gangster world. Loyal
and shrewd, Chow Ying-kit was one of the very few
female protagonists in Hong Kong gangster films, and
Mui's unique presence had made the role much more
believable. Later, Mui would also play Tung Tung, a
compassionate and valiant heroine, in The Heroic Trio
and Executioners (1993).

A New Era of Gender Identity

Leslie Cheung and Anita Mui spearheaded a new era
of gender representation in Hong Kong, redefining
what it meant to be a man or a woman. Stars have an
intricate relationship with the societies they are from;
the popularity of a celebrity is often a reflection of
social trends or public thoughts. According to Western
studies into star theory, successful stars not only
reflect what society of the time think and feel, but they
have put their marks on their works, setting in motion
a kind of culture. Cheung's androgyny and Mui's
versatility were not only trademarks of their talent
and success, they had changed the scene of Hong
Kong cinema, and indirectly drove forward a cultural
revolution of sorts. Their star qualities and talent
were a beautiful portrayal of modern gender-diverse
culture.

With their passing, we lost more than simply two
stunning stars, but a culture of openness and
diversity, a set of cultural politics that viewed gender
as a performative act, that transcended normal
demarcations. ‘Beauty in heaven wrought/Full of
pride and haught’: Cheung and Mui embodied an era,
a breakthrough, as well as some crucial changes in
our cultural fabric.

Translated by Rachel Ng

Lei Chin-pang, cultural critic and Assistant Professor of the Department
of Communication at The University of Macau.
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Rouge:
Unchanged for 30 Years
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‘Unchanged for 50 years. So this dress has been
buried underground for 50 years and still it can't be
ripped apart? Is that even possible?’

In one of the scenes of Stanley Kwan's 1988 film
Rouge, Alex Man's character Yuan Ting brings Fleur,
a ghost, back home to his girlfriend Ah Chor (played
by Emily Chu), who reacts jealously. Yuan Ting
explains to Ah Chor that Fleur is actually a ghost who
had committed suicide in the 1930s. Unconvinced,
she grabs hold of Fleur's collar and demands,
‘Unchanged for 50 years... is that even possible?’
Stanley Kwan understands perfectly the connotation
of this line of dialogue, and his camera pans quickly
to follow Ah Chor’s hand movement, before giving
a close-up of her furious expression. Audience is
inevitably captivated by the abrupt shot, which, again,
emphasises Ah Chor'’s question.

The screenplay for Rouge was co-written by the
author of the original novel, Lillian Lee, and Chiu
Kang-chien. It is worth pointing out that the 1985
novel does not contain the exact phrase ‘unchanged
for 50 years’. Nonetheless, political and social
undertones permeate the text, and the film simply
chooses to build on its literary origins in this respect.
The novel mentions 1997 several times, such as
when Yuan Ting sees Fleur for the first time, mentally
noting her dated, no-longer-fashionable clothes, and
thinks that she must have never heard of ‘1997".
There are also multiple references to that ever-
sensitive subject of '50 years’”: Fleur committed
suicide on 8 March 1934 and came back in 1985 to
find her lover—a gap of 50 years. During this half-
century, everything had changed: Hong Kong had
gone through the Japanese occupation, the Mainland
refugee wave, the 1967 riots, and had developed into

it TEEEERT

‘All promises vanished with the wind...’

a city with economic prosperity and social stability.
Prostitution was outlawed a year after Fleur's death
in Shek Tong Tsui, where her brothel was, and since
then it had undergone a complete change. As Rouge
opens, tunnels and footbridges have been installed
in the city, and the brothel under the bridge is now a
kindergarten. Changes and developments in the city
over the past 50 years have been rapid and large-
scale, that, even ghosts struggle to recognise the
places they once lived in.

Rouge also highlights the differences in romantic
relationships between the two eras. In the film, the
1930s is styled with bright colours, in which Fleur and
Twelfth Master's first encounter is eerily, yet tragically
beautiful. As we return to the 80s, the colour palette
is significantly paler, and the female representation
has completely changed: Ah Chor is a bit of a tomboy
wearing short hair and jeans. As an entertainment
reporter for the newspaper, she is relentless in her
pursuit of a good story, and does not hesitate to
speak her mind, even at times seemingly overbearing.
Next to her, Yuan Ting is by far the gentler and less
powerful presence. Indeed, the film adaptation serves
some very sharp commentary on the subject of male-
female relationships. The first time we see Ah Chor,
is at late night, in the office with Yuan Ting. Out of pity
for his girlfriend’s long working hours and constant
travelling for news stories, he buys her a new pair of
canvas shoes. As she accepts the gift, she asks her
boyfriend to turn round, for the fear that he would
smell her stinky feet—an amusingly embarrassing
moment. Such detail speaks of the easiness in
their relationship, akin to old, long-married couples,
which would be impossible to find in the 30s" world
as depicted in the film. In another scene, Yuan Ting
and Ah Chor are in bed, chatting about Fleur and



Twelfth Master, wondering if anybody in their day
and age would commit suicide for love. They both
say in the same breath, ‘No’. The scene then cuts to
the next day when the lovers are on the road, looking
a bit distracted—Fleur’s story has made us realise
our weakness of will, and the shattered illusions of
modern romantic relationships.

In other words, taking both the novel and the film
into account, the only thing that remains unchanged
in those 50 years, between the 30s and 80s, is the
love Fleur holds for Twelfth Master. Yet she is an
exception rather than the rule; a lone figure whose
persistence, and even obstinacy, beyond the confines
of life and death, is very much out of tune with the
frantic rhythms of the city. As Rouge celebrates its
30th anniversary this year, it has become a perceptive
meditation on times and social changes, something
one would never have expected from this romantic
drama when it was first released. 30 years after
its premiere, Rouge has become richer and more
enjoyable with each rewatch. Lillian Lee and Stanley
Kwan seem to be have predicted well of so many
events which came after; or maybe one can say, they
did not believe in any promises, but merely chose to
embrace the plebeian wisdom of ‘nothing gold stays'’
and ‘change is eternal’.

A lot more has changed in the real world, beyond the
silver screen, in less than 50 years’ time. The Wah Kiu
Yat Po and the Gala Point in Rouge, have all vanished.
Even Sai Wan has taken up a political context in Hong
Kong, which would have been unimaginable before
1997. Fortunately trams are still around, but Shek Tong
Tsui has transformed when an MTR station recently
opened there. Formerly an old district at the city
edges, it is now under constant construction. If Fleur
were to return to Shek Tong Tsui today, she would
definitely be stunned by the ever so drastic changes:

taller buildings, people with their heads down, looking
at their phones and completely self-absorbed. We are
also at an age where the ‘Hong Kong film industry’
has pretty much declined, to an extent that the
definition of ‘Hong Kong cinema’ is constantly shifting.
Emily Chu, the actress in Rouge who questions the
promise of remaining ‘unchanged for 50 years’, has
herself dropped off the radar in a forgetful industry,
where there have since been uncountable generations
of ‘lt-girls’ from Taiwan. Alex Man has also gone
through ups and downs, and has quitted showbiz to
become a businessman. Nowadays he only returns
to the screen occasionally for fun, while a number of
audiences still feel nostalgic about his popular days on
TV.

The most endearing thing about Rouge, the one thing
that has truly been ‘unchanged for 30 years’, is the
pair of star-crossed lovers from the splendid 30s:
Twelfth Master and Fleur, who embody unspeakable
sexiness and sensuality. The film seems to have
captured their halted beauty and charm, after the
abrupt passing of both Leslie Cheung and Anita Mui
in 2003. The significance of the year 2003 to people
from Hong Kong is, too, obvious—a somewhat fateful,
watershed moment in history that has demarcated
the changing of an era. ‘The end of an era’—often an
overused phrase, it nonetheless appears to be the
most appropriate and accurate in describing these two
iconic 80s legends who have unfortunately passed
away before their time.

Translated by Rachel Ng

Ka Ming, the pseudonym of Fung Ka-ming. A film critic. His articles
have appeared in Sunday Ming Pao and various news media. He is also
the senior lecturer of School of Film and Television at The Hong Kong
Academy for Performing Arts.
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‘No matter how life had treated us,
| only wished to have you by my side.’
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For the past two years, | have been teaching a
new course called ‘Creative Media Curation and
Management'. It was created as a response to the
ever-changing media landscape today. At an era
of information explosion, the meaning of ‘creativity’
is constantly being questioned and rewritten. How
should communication, in particular creative media,
be taught in universities? The new course focuses
on ‘curation’, with the aim of cultivating skills in
acquisition, research, information aggregation
and evaluation. It encourages students to present
‘old" findings in an innovative manner, in hopes of
presenting them from a new angle or giving them a
new meaning.

Learning that the Hong Kong Film Archive will be
holding a retrospective of Leslie Cheung and Anita
Mui’s films, | naturally thought of Cheung'’s graceful
demeanour when performing the song ‘Star’. My
considerably younger students know who these
superstars were, but both Cheung and Mui passed
away when they were still at a young age. These
youngsters born in the 1990s may have heard of their
films or their songs that are considered as general
knowledge of pop culture for the previous generation.
Yet they don't seem to truly appreciate their films or
understand their significance. It is hard not to feel a
sense of loss, seeing how the younger generation
views these works as something from the forgotten
past.

Then | wondered, what if | make them the curation
subject? What can the new generation uncover from
the tremendous amount of data?

Three months later, my students came up with a
website, highlighting 20 Leslie Cheung and Anita Mui's
films. They had re-evaluated the works through their
classic lines, anecdotes on set and social background
at the time of release.

— Donna Chu

The students who have created this website are
third-years from the School of Journalism and
Communication. And here is what they have written:

Those of us who were born in the 1990s have heard of
Leslie Cheung and Anita Mui for sure, but they were
also like strangers to us. We sing along to their classics,
and we know how amazing they were on screen.
However, we were too young when they passed away,
and we could only have a grasp of their splendid days
on videos. We don’t have any memories of that era, the
era which we think, hardly belongs to us.

Yet throughout the course of research, we felt that
the beauty of cinema lied within its ability to freeze-
frame an era. The stories, production background,
performances and roles all reflected the society at the
time. Leslie Cheung and Anita Mui’s films were a
window to Hong Kong in the 1980s and 90s. Their

works had recreated audience’s memories of Hong
Kong, giving us a chance to be familiar with an era
that wasn’t ours.

When we were planning and designing the website,
we wanted it to be more interactive, to outline a Hong
Kong of that era and to connect our generation
with these classic films. We first looked into the
social background of the 80s and 90s, during the
heyday of Cheung and Mui’s careers, hoping to get
a macroscopic view of movie, music and pop culture
in Hong Kong, the Mainland and even Southeast
Asia at the time. We flipped through books, briefings,
documents and multimedia materials in search of
characteristics of the times. Then we started watching
Cheung and Mui’s films, to seck and deliberate their
historical significance.

— Candice Ng

I'was still in kindergarten when Cheung and Mui died.
And then there was a long series of remembrance
and commemorative programmes. All I knew was
that two very important celebrities had passed away.
As I grew up, people kept bringing up their names,
saying that ‘pop idols nowadays are incomparable to
Leslie Cheung and Anita Mui’. I got curious. How did
they become so legendary that, people still kept them
constantly in mind until this day?

Without this assignment, I wouldn’t have known that
Mui was criticised by the media because she was
rumoured to have a tattoo; I wouldn’t have known
that Cheung was Alan Tam’s rival and that he was
attacked and harassed by Tam’s fans. I would have
simply thought that they were two beloved superstars
whose careers were smooth sailing. A scene of Mui
pursing her lips in Rouge (1988) stayed in my mind for
some reason. I couldn’t stop wondering what kind of
brought-up had made her such an ethereal person. I
found out later that she started performing at a very
young age. I was shocked and felt a little sorry for
her. I remembered her character in Who’s the Woman,
Who's the Man (1996) once said, ‘“There’s something I
don’t have—an ordinary childhood...when you were
jumping rope, I was learning how to dance.” I thought
that these lines might have echoed her own thoughts.
I was as well impressed by her commitment towards
the society, always donating to the community and
never hesitating to speak up on social matters. Her
kindhearted and upright personality attracted me
most.

Cheung was brave. He made a lot of bold attempts
throughout his career. Films like Nomad (1982) and
Viva Erotica (1996) had challenged the boundaries of
the society and audience. It is hard to imagine how
conservative the society was back in the day: It is also
beyond imagination that Nomad was once banned
temporarily due to complaints (until it was later re-
edited)." And T definitely could not believe that a
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person had to withstand infamy because of his sexual
orientation. All of these things don’t seem such a big
deal today. To me, it is a person trying to break the
ideological confines of a conservative society.

— Jennifer Wong

In early 2003, Leslie Cheung leapt to his death. Later
that year, Anita Mui passed away due to cancer. The
two’s shared destiny dissipated at that moment, but
their shared destiny with our world remains. Five
years ago, I found myself completely drawn to the two
legends and was deeply fascinated by the cinematic
world of the 80s and 90s. Five years later, I am more
than happy to re-present their films and legacies with
the skills and knowledge I picked up in class.

When you see the stars in the sky, have you thought of me?
When you see the radiance of the galaxy, please remember me in
your heart.

Each of the roles and lives that they portrayed were
like stars twinkling in the dark. From Twelfth Master
to Cheng Dieyi to Ho Po-wing; from Fleur to Gu
Manlu to Emperor Q4, these characters formed two
radiant Milky Ways which were known as Leslie
Cheung and Anita Mui.

1 am me.
Fireworks of a different colour:

They were like invincible bubbles and blooming
roses, trying to break free from constraints and live
as themselves, both on and off the screen. From their
gender-reversed roles in films, unrivalled charisma on
stage, to the sincere and loyal person in their friends’
eyes, they had embodied the word ‘genuine’—perhaps

Note

1 Nomad was set to be released on 25 November 1982. However,
due to complaints of its undesirable content, from 18 educational
groups and 26 schools’ headmasters to the Chief Secretary, it
was temporarily banned by the film censorship authorities pending
review.

Donna Chu, Associate Professor of School of Journalism and
Communication at The Chinese University of Hong Kong.

Candice Ng, Jennifer Wong and Jenny Wan, Year 3 students of School
of Journalism and Communication at The Chinese University of Hong
Kong.

at the cost of being misunderstood, lambasted and
reviled. Perhaps we’d never comprehend the pressure
of living under the spotlight, nor would we ever
understand the hardships and struggles they had
gone through for their stage personas. Yet, their
perseverance will stay forever in our hearts.

Life imitates drama and drama imitates life. There
seems to be an invisible connection between
Cheung and Mui’s characters and lives. Was it mere
coincidence or fate? They were like Days of Being Wild
(1990)’s Yuddy, the ‘bird with no legs’, and Fong Yim-
mui in Who’s the Woman, Who’s the Man, who loves to
travel by boat. They were our friends for 90 minutes,
parting without saying goodbye, yet leaving behind
countless memories.

Others may not understand why I was so obsessed
with stars who weren't from my own generation.
Why would I feel happy or shed tears for people I
had never met? I seemed to have found the answer
through this curation—it all stemmed from the basic
sentiment of humans. Leslie Cheung and Anita Mui
had accompanied people through joy and sorrow
over the years. They had become someone whom
we could turn to. People like to compare Cheung
and Mui to stars of nowadays, saying that the torch
hasn’t been properly passed on, as they reminisce the
‘good old days’. But it’s exactly because of our own
inadequacies that we should be motivated to better
ourselves and create a greater world. Perhaps there is
no such thing as the golden era, but only culture that
1s like a long flowing river and history that circles back
like a wheel.

— Jenny Wan

Translated by Kevin Ma
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Leslie Cheung

‘Gor Gor’, Leslie Cheung, was born on 12 September 1956
to a tailor’s family in Hong Kong. His showbiz career began
when he won second place at the Asian Amateur Singing
Contest in 1977. But it was the song ‘The Wind Blows On’
that shot him to stardom. He was handsome, talented and
charismatic, with dynamic stage presence. With over 20
albums to his name, he was a top player in the Hong Kong
music industry and a big name all over Asia.

Leslie Cheung's accomplishments in film were equally
stupendous. Already an A-lister in the 1980s, he won Best
Actor at the Hong Kong Film Awards in 1991 with Days of
Being Wild (1990). In 1993, the Japanese Film Critics Society
named him Best Actor for his role in Farewell to My Concubine.
Cheung had starred in over 50 titles. His collaborations with
director Wong Kar-wai were, in particular, noteworthy. Besides
Days of Being Wild, there were the legendary classics Ashes
of Time (1994) and Happy Together (1997). Time after time, he
challenged the taboo by taking on homosexual roles, rewriting
the male image in Hong Kong cinema.

Suffered from depression, he committed suicide on 1
April 2003, thus sealed his status as a legendary figure.
Leslie Cheung’s unique temperament, which combined
rebelliousness and effeminacy, made him not only a superstar
in collective consciousness, but a subject of academic
scrutiny in cultural studies.
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Anita Mui

‘Mui Jeh’, Anita Mui, was born on 10 October 1963 to a
lower-class family in Hong Kong. She began singing at the
age of four and a half, at the Lai Chi Kok Amusement Park
for a living, and quitted school at junior high to sing full-
time. She bagged the first prize at the New Talent Singing
Awards in 1982. Her 1985-hit Bad Girl launched her to
stardom. In a few years’ time, she became the Hong Kong
diva with 30 albums to her name and kept breaking records
in album sales and concert numbers. Dubbed ‘Madonna of
the East’, she was a chameleon and a stunner on-stage,
and completely changed the scene for a whole generation of
female singers in Hong Kong.

Anita Mui had starred in over 40 movies. Her role in Rouge
(1988) won her Best Actress at the Golden Horse, the
Hong Kong Film Awards, and the Asia Pacific Film Festival.
She also received awards for her performance in Behind
the Yellow Line (1984), Eighteen Springs (1997) and July
Rhapsody (2002). She was a versatile actor who was as
eloguent in dramas as she was in comedies and action films.
With a breadth of repertoire rarely seen among Chinese
actresses, she had successfully portrayed a multi-faceted
female image.

Anita Mui died of cancer on 30 December 2003. Her
passion for charity and humanitarian causes earned her
the posthumous title of ‘Daughter of Hong Kong'. She was
not only a superstar, she was the role model of modern
independent women and an icon of Hong Kong pop culture.
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