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Karmic Redemption: Memory
and Schizophrenia in Hong Kong
Action Films

In Chapter 4, we have seen how Johnnie To and his Milkyway Image
team seek to articulate and transcend the perceived crisis of identity
through a post-nostalgic engagement with local cinematic conventions,
and thereby redefine action and heroism in terms of theatricality, stasis,
and conflicted psychological states of morally and/or physically com-
promised characters. To’s work replaces individualistic heroism with a
flexible group ethic that, in its darkest manifestation, eliminates the
hero (e.g. in Mad Detective). This chapter takes a closer look at the pathol-
ogy of heroism in the light of an emerging trend in Hong Kong’s action
cinema, that is, the obsession with memory1 and the failure of mem-
ory to access or understand the real, resulting in a dramatic change
in the figure of the action hero, usually a cop or a cop-like character
with similar attributes. This trend can be traced back to relatively less
commercially successful films prior to 1997; however, films embracing
certain alternative traits of the hero seem to have gained a much firmer
foothold in mainstream cinema in the last six or seven years. Immedi-
ate precedents to Mad Detective can be found in several high concept
productions, for instance The Infernal Affairs trilogy (Andrew Lau/Alan
Mak, 2002–2003), Confession of Pain (Lau and Mak, 2006), and Diver-
gence (Benny Chan Muk-shing, 2006). Lau and Mak’s star-studded trilogy
made the first breakthroughs in box-office revenues in the midst of a
prolonged economic recession made further worse by the SARS pan-
demic. The films’ success in the domestic and Asian markets led to a
Hollywood remake by Martin Scorsese, The Departed (2006), winner of
Best Picture at the Academy Awards in 2007. As more and more Hong
Kong action films have found niches in global distribution networks and
international film festival circuits, Hong Kong action flicks are increas-
ingly popular with world audiences not merely as pure spectacles of
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violence and mesmerizing action sequences but self-conscious works of
art.2 In this connection, the more accomplished works tend to show a
strong tendency to revisit genre conventions through creative adapta-
tion and transgression of visual and thematic codes. These efforts can
be seen as a correction to the sheer sensational appeal of their more
conventional counterparts.3

This chapter is concerned with how memory and identity are inter-
twined in the cinematic imaginings of the pathological hero, and how
contending visions of the urban space respond to and comment on the
kind of cinematic nostalgia that informs each work. Beginning with the
use and perversion of memory in Infernal Affairs, particularly in part 2,
I will further examine how memory, identity, and history interlock in
an individual’s traumatized perception of self and reality in Confession of
Pain. Far from exemplary of the conventional masculine ideals, the cen-
tral characters in these films are victims of a memory malfunction that
effectively turns the present into a frenzied re-enactment of an imagined
past. From gallantry to despondency, from physicality to pathology, the
new hero-prototype redefines action as a kind of self-delusion, a patho-
logical act that, by looping time into a perpetual ‘past–present’, nullifies
the meaning of action and heroism, the stock in trade of a major genre
of Hong Kong cinema itself. Seen in this light, the hero’s schizophrenic
tale betrays an identity crisis inherent in the film narrative—a crisis
rooted in the anxiety of memory malfunction, and the fear of losing his-
tory to a schizophrenic temporal disorder superimposed on a reality that
calls into question its own authenticity. In the light of the greater avail-
ability of critical studies on the Infernal Affairs trilogy, my discussion on
the Infernal films will focus on some unresolved questions about mem-
ory, history, and nostalgia in the trilogy and how they are given new
inflections and contemplation in the two directors’ subsequent work.

The Inferno of no rebirth

The Chinese title of the trilogy, Wu jian dao (Mandarin) or Mou Gan
Dou (Cantonese), refers to the Avici hell in Buddhism, meaning ‘con-
tinuous hell’, the worst of the eight hells where sinners are condemned
to endless suffering. All three instalments use visual and verbal refer-
ences to Buddhist sutras at the beginning and the end as if to offer a
key to understanding the meaning of the moral tales embedded in the
film narrative. This direct reference to Buddhism betrays the filmmak-
ers’ intention to guide the viewer towards a philosophical reading of the
‘deeper meanings’ of the all-star genre films. On the other hand, using
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the Buddhist notions of hell, retribution, and reincarnation as thematic
pointers appealed to the pathos of the Hong Kong society at large, at
a time of massive unemployment, rampant personal bankruptcies, and
widespread political discontent. The SARS epidemic in early 2003 and
the social malaise that followed further eroded the public’s confidence in
the new HKSAR Government’s ability to cope with the mounting crises.
Thus, the catchy title wu jian dao/mou gan dou not only gave the films an
upmarket image but also echoed public sentiments of the time, when
Hong Kongers were gripped by the fear of a clear and present danger:
an economic apocalypse hastened by a deadly virus. This dual allusion
to Buddhism and a crisis-stricken present provides the main thrust for
the films’ main action. In Infernal Affairs, duality manifests itself in var-
ious ways in narrative structure, characterization, and cinematography,
giving rise to a schizophrenic universe in which the hero acts out his
accursed destiny.

Ever since its first instalment hit the big screen in 2002, Infernal
Affairs has attracted the attention of film critics and scholars, whose
work has provided important insights into its artistic merit and ide-
ological significance as an allegorical tale about post-colonial Hong
Kong.4 Critical studies on the trilogy have rightly attributed the hero’s
schizophrenia to two different yet inter-related causes: (1) the con-
ditions of postmodernity (characterized by the Deleuzean ‘non-place’
and the omniscience of digital surveillance not far from Baudrillard’s
society of simulacra); and (2) the predicaments of a post-colonial soci-
ety caught up with crises of history and identity, especially when
that identity is in conflict with national identity.5 So far the most
comprehensive study is Gina Marchetti’s Andrew Lau and Alan Mak’s
Infernal Affairs—the Trilogy (2007), which tackles the complex mean-
ings and visual language of the films by locating the multiple inter-
sections between the film text, local filmmaking practices, and the
cross currents of global film culture. These inter-related aspects of
the trilogy encapsulate the psycho-social dynamics of post-1997 Hong
Kong and the way popular cinema speaks to the moral and politi-
cal predicaments of the ex-colony, which, by 2003, seemed to have
fallen from the ‘rooftop’ of its past glory (the rooftop being the
most memorable postmodern non-place and a main stage of drama in
part 1). The glossy, postmodern look of the films, especially parts 1
and 3, also demonstrates how local filmmakers have tried to adopt
a globally accessible visual language to make a high concept film for
the international markets. The trilogy’s conscious references to the
gangster/police conventions and use of religious/moral and political
allegories, Marchetti remarks, foster a link between nostalgia (the



Karmic Redemption 141

evocation of a past system of codes and values) and the urgency to
transform nostalgia into something bankable (a transnational cultural
product).6

My interest in the trilogy, in particular part 2, has more to do with
nostalgia as a meta(con)text, that is, the recycling of past images as a
measure to fill a ‘memory gap’ of the present, thus begging the ques-
tion of its creative transformation and critique of both the past and the
present. Inasmuch as Benjamin’s angel of history is propelled forward
in time while insistently gazing back at the ruins of the past, the tril-
ogy provokes reflections on the cinematic use of memory and history
through a contradictory movement in time, giving rise to a tempo-
ral disorder that renders human action futile. In this light I propose
to read the trilogy’s schizophrenic use of the past as both a textual
and extra-textual indicator of a failed nostalgia under a dual compul-
sion to recall and to forget. It is also within this temporal disorder that
schizophrenia—symptomatic of a state of being in postmodernity and
a pathological condition in post-coloniality—attains critical meaning as
meta- and inter-text. My concern here is how, and why, obsession with
memory is so often articulated as a psychological symptom of the hero7

trapped in a self-created schizophrenic temporal (dis)order, so much so
that the hero’s schizophrenic universe becomes the worldly equivalent
of continuous hell, the Inferno of no rebirth. This reading also favours
an understanding of nostalgia as not (just) a symptom of late capitalist
society but a complex engagement with local histories and memories as
possible sites of resistance against the loss of history.8 As we shall see, the
trilogy aspires to but does not fully realize this possibility, which remains
the substance of an open dialogue in the filmmakers’ subsequent work,
Confession of Pain.

While Infernal Affairs is widely received as a trilogy, as a unit the
films were largely the result of commercial serendipity characteristic of
most serialized productions. This being said, the narrative attains inter-
nal coherence nonetheless through the filmmakers’ effort to develop
the untold stories of the first film in the pre-/sequels, which include
going back in time to the 1990s, when the triad mole Lau Kin Ming
(Andy Lau/Edison Chen) and Chan Wing Yan, the undercover cop (Tony
Leung Chiu-wai/Shawn Yue), embarked on their respective journeys of
no return. Infernal Affairs 1 has all the trappings of a high-concept film
equipped with expensive set designs, high-tech props and an all-star
cast, lending the film a crisp, polished outlook; Infernal Affairs 2, the
‘pre-quel’, revisits the 1990s, which technically imposes a different set
of criteria on the choice of location, costume, props design, as well
as the use of historical references to confer a sense of authenticity or
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verisimilitude. Verisimilitude is not a pre-requisite for a filmic return
to time past; but in Infernal Affairs 2 it is a strategy to invoke déjà vu.
This return to a past era, as we shall see, reveals yet another kind of
stasis that inflicts the film’s grasp on both the past and the present.
In part 2, nostalgia as an intertext and meta(con)text sheds light on
the underlying schizophrenia that structures the trilogy. Before turn-
ing to this central concern of the present chapter, it is useful to spell
out the terms on which this nostalgia will be explored: the good guy
as a cinematic construct and a site of contested memories and iden-
tities, the use of the 1990s gangster film as an intertextual referent
and the reproduction of Hong Kong’s political fin-de-siècle as an alle-
gory of a present impasse, and the hero’s purloined/perverted memory.
Indeed, these nostalgic codes are not separate but intertwined mani-
festations of a fractured frame of reference, a fracture that nonetheless
has been successfully packaged into a popular cultural product for mass
consumption.

The good guy and his perverted double

In keeping with the high concept, the story of part 1 is relatively
straightforward and easy to follow: an undercover police officer Yan and
triad mole Ming keep chasing each other as they carry out the orders of
their respective bosses. In the process, the good guys and the bad guys
on both sides get killed, and finally the cop and the mole confront each
other at gunpoint on the rooftop of a high-rise commercial building.
The denouement takes place as the trio come down in an escalator. Yan
is shot by Ming’s accomplice in the police force, who in turn is killed
by Ming in order to keep his secret. As the filmmakers have admitted,
the very idea of two opponents switching their identities comes from
John Woo’s Face Off, but the later film does away with the unconvinc-
ing face-switching surgery.9 Unlike in John Woo’s films, however, the
heroic ethic of the good guy (haoren or hou yan in Cantonese) in Infer-
nal Affairs is neither an uncontested quality nor an unambiguous moral
code. Throughout the trilogy, ‘good’ and ‘bad’ are more a matter of pro-
fessionalism and institutional allegiance. Such a trait is evident in the
young Yan (Shawn Yue) in part 2, whose eagerness to prove his loyalty
to the police force is premised upon an idealized identity—the good
cop. In the film, this identity serves as a refrain rather than a subject
of inquiry; in effect, tacit knowledge on the part of the characters as
well as the audience is implied, as the main characters struggle to claim
ownership of it. Yan’s attempt to ‘be a good guy’ results in the deaths
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of his biological brother, his brother’s family, and the dissolution of the
clan. The film, deliberately or not, downplays Yan’s conflicted feelings
towards his brother in favour of a relatively smooth action of sabotage.
Indeed, as a refrain, the ‘good guy/cop’ is reduced to a floating sign
attached to nobody. In part 1, Yan and Ming are seen as both enemies
and psychological twins, each being split figures as a result of their infil-
tration jobs. While this doppelganger motif is not new to the action
film, the trilogy, by uniting the two inside the mind of a schizophrenic
villain trapped in a labyrinth of glossy surfaces precludes the possibility
of self-knowledge, allowing only a duplicity in which the role model is
murdered for a second time, in the figure of another cop-figure, Super-
intendent Yeung (Leon Lai Ming), who, ironically, brings the villain’s
wrath upon himself by reiterating the same refrain, ‘I’m a cop.’

While both Yan and Ming pursue the image of the good guy at all
costs, Ming represents a subversion and perversion of this prototype.
A triad mole embracing a flexible ethic, his play-acting eventually con-
verts him into a believer in the ‘good life’ a police inspector apparently
enjoys (i.e. affluent and respected middle-class professional). Thus, his
desire to become a good guy is less of a moral conviction or repen-
tance in the traditional sense of the word than a pragmatic change of
course. In the films, Ming is always dressed in immaculate, well-cut
suits. As a man of good taste, he is also a connoisseur of high-end
hi-fi products and the latest electronics gadgets. Ming’s very idea of the
good guy, too, reflects a certain naiveté and superficiality—throughout
the film he remains a consumer of surfaces (or images) with doubtful
integrity, a fashionable yuppie surrounded by trendy and tastefully dis-
played tokens of pleasure (which are many in his well-decorated, generic
new home, another non-place). To Ming the postmodern bourgeoisie
and corporate technocrat, righteousness and loyalty are strategies to
maintain the status quo—an upright appearance that necessitates brutal
elimination of any traits of an unwanted past. Ironically, it is Ming’s per-
version of the image of the good guy that defeats/destroys the corporate
technocrats in all three films.

As mentioned in Chapter 4, Hong Kong action films from the late
1990s on have privileged professionalism over heroism, and corporatism
or flexible group identity over the ethos of heroism (as we have seen
exemplified in Johnnie To’s films). This desire to reinscribe the heroic
by displacing certain generic elements while injecting new ones is also
present in the Infernal Affairs trilogy. First of all, the flexible group iden-
tity is seen as both contingent and fragmentary: police superintendent
Wong (Anthony Wong Chau-sang) masterminds the murder of Ngai
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Kwun, the gang leader, thus triggering a series of vengeful killings on
both sides. Inevitably, Wong himself falls victim to his own conspiracy.
Similar to To’s films, the group is identified by how they look: always
immaculately dressed in suit and tie, they resemble the modern-day
bureaucrats in full command of the latest communications technology.
However, in Infernal Affairs the group is seen as a site where even the
new collective collapses over the ruins of heroic individualism. Whereas
To’s films show an interest in remapping Hong Kong’s cityscape in sur-
realistic sketches and panoramic views, Alan Mak’s camera favours the
so-called ‘non-places’ that effectively can be anywhere in the world and
also a liminal space connecting heaven and hell.10

In part 3, the liminal space of the rooftop and the mirror-like win-
dows around it give way to the computer screen used by both Ming
and Superintendent Yeung, his archenemy and self-projection, to spy on
each other. It is also in this final episode that the theme of fragmentation
is followed through in the mental breakdown of Ming, which the film
attributes to guilty conscience after Yan’s murder. (Yan re-appears in this
film anachronically as an apparition and Ming’s alter ego.) Schizophre-
nia, in this film, is not only a metaphorical description of a state of
being in postmodernity, but a pathological condition rooted in the per-
version or malfunction of memory. In part 3, Ming manages to access
(actually purloin) Yan’s memory through the computer records kept by
the psychologist Dr Lee who was also Yan’s undeclared love. His obses-
sion with the memory of the dead, we are told, is the root cause of his
schizophrenic disorder. Ming thus begins to act out Yan’s unfinished
job—to track down on ‘himself’, whom he now conflates with Yeung.
This final twist in the narrative introduces a new element into the
police/gangster convention. Instead of standing as conventional good
guys representing the same heroic values on both sides of the law, the
psychological twins merge into one person as a schizophrenic symp-
tom, thus beginning a new kind of story: the gangster who is a fake
hero now seriously wanting to take the hero’s place, to become the hero
by usurping the hero’s memory. Ironically, technology—the computer
archive—serves as the site where memory and identity are preserved and
perverted.

The films’ play with identity overlap and the schizophrenic split of
the self is a new interpretation of the good guy (hero) and the cultural
meanings and values associated with this figure. Throughout the tril-
ogy, the refrain ‘I am a cop’ is a nostalgic reminder of an ideal identity
that aligns the police officer with the good guy, a prototype that recalls
the traditional hero or knight-errant. As the plot unfolds, the assertion
‘I am a cop’ is used to signal a moral choice, and for Yan this involves
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assisting in the murder of one’s own kin. While there is nothing new
about making personal sacrifices for upholding an heroic ideal, betray-
ing one’s own brother—bonded by blood and by oath—is a cardinal
sin that goes against the ethos of the local police/gangster convention,
in which the moral struggle/ambiguity of ‘sacrificing one’s own kin to
serve the course of justice’ (da yi mie qin) is usually framed within a rel-
atively stable binary of good (the hero) versus evil (the villain), or else
the sacrifice would serve the cause of the hero’s redemption/forgiveness
(as in Leslie Cheung and Ti Lung’s characters in A Better Tomorrow).
In part 3, when Yeung refuses to let Ming go on the same grounds,
it unleashes Ming’s repressed memory and his much darker self. Ming
starts shooting randomly around, instantly killing Yeung with one shot
through the forehead, repeating the same ritual of Yan’s murder in
part 1. In Ming’s deluded mind, Yeung is not only a substitute for his
darker self but also a reincarnation of Yan. Interestingly, the film’s treat-
ment of Yeung’s character is deliberately ambivalent. As an overbearing,
undaunted police officer, Yeung’s unscrupulous approach to tracking
down his opponents puts him among the ranks of the corporate players
in Johnnie To’s films. More importantly, Yeung’s liaisons with Mainland
authorities represented by the equally ambivalent figure Shadow/Shen
(Chen Daoming), purportedly a government agent, arouses more sus-
picion than respect or pity for this potentially heroic character.11 In the
trilogy, both the good cops and the gangsters are all victims of a new
breed, the schizophrenic hybrid, whose frenzied desire to become the
ideal hero turns him into a more dangerous kind—a parasite of identities
and memories.

Nostalgic intertext: Gangsters in the 90s

In part 2, time goes back to 1991 to revisit a crucial historical moment
leading up to the political handover on July 1, 1997. The revisitation of
time past thus requires a different visual style that matches the reverse
temporal shift. In part 2, this shift is registered through the spatial
coordinates apropos to the ethos (or pathos) of the 1990s. In part 2,
the space of action shifts from the glossy offices and rooftops to shad-
owy back alleys, sidewalk footstalls (‘dai pai dong’ in local currency)
along congested streets, old shop fronts and run-down buildings, all of
which are familiar landmarks in the Hong Kong police/gangster film
of the period. Visually, part 2 stands out as a memory recall—inter-
contextually speaking—as it vividly recreates a cinematic ambience that
harks back to the previous decade. As a spin-off, the story neither
continues the main action of the first film nor foresees the events in
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the third. Compared to the other two instalments, Infernal Affairs 2
closer resembles the 1990s gangster film, providing a rich palette of
gunfights, violence, bloodbaths, intrigues, quick action, and emotion-
ally charged scenes of police-gangster stand-offs. The use of colour,
too, differs from the cool, metallic greyish-blue tone in parts 1 and 3.
What distinguishes this film from its 90s-predecessors is the con-
scious foregrounding of historical time as a non-diegetic self-reference.
Throughout the film, temporal markers constantly appear as interti-
tles, reminding the viewer not only of the temporal flow of the main
action but also the extra-textual historical events that help shape collec-
tive memory of the bygone era. References to mass emigration, political
uncertainty, and the July 1 handover abound in part 2, recalling the
same obsession of Hong Kong films in the 1990s. Such a shift in tempo-
ral references can be explained by the need to produce a pre-quel with
newer and younger faces (teenage heartthrobs Shawn Yue and Edison
Chen play young Chan and Lau, respectively) while preparation work
for part 3 was underway. Given the time of production and release, it
was also strategically sound to make a film about the 1990s, when Hong
Kong was passing through a double threshold: the end of the colonial
rule and the Asian financial meltdown. At the time of the film’s release
in December 2002, the general public was still gripped by the traumatic
consequences of the Asian financial crises and accelerating social dis-
content. Understandably, a popular film recalling a pre-existing nostalgia
for the loss of an imaginary ideal—an affluent, modern, and relatively
stable society (colonial HK?), would effectively draw the masses back to
the long abandoned theatre. It is therefore not far-fetched to charac-
terize Infernal Affairs 2 as a nostalgic film, in the sense that it visually
re-creates a past life world and self-consciously distances itself from that
past by using time markers to emphasize its (and the audience’s) ‘pre-
sentness’. This nostalgic sentiment is captured in a scene where Ngai
Wing-hau (Francis Ng), Ngai Kwun’s eldest son and successor, proposes
a toast to his father’s glory in a typical ‘dai pai dong’ setting, dramatized
by a slow tracking-out shot and a freeze frame. As Marchetti has noted,
this scene allegorizes the loss of ‘the world of the local, unlicensed,
“unofficial” economy of Hong Kong under colonial rule [that] ends at
the dai pai dong.’12 More importantly, the 1990s is used as an historical
context to portray another ideological battle: between two generations
of police officers, and two generations of triads (with Ming standing
as the arch-culprit), and the mutual entanglements of both. The end-
ing of the film shows, first of all, the passing away of the Ngai family
and the disintegration of the old underworld regime, replaced by a new
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conglomerate represented by Sam (Eric Tsang) and Ming, both of whom
are loners with no family ties in Hong Kong. It further figures Ming,
then a young and promising police officer, getting through his promo-
tion interview confident and suave. This crucial transition is rendered
in jump-cuts showing Ming replacing the old police badge with a new
one on the eve of July 1, 1997, while Wong nails Sam’s ‘most wanted’
photo on to his notice board to replace Ngai Kwun’s.

These thematic and visual overlaps, as some critics have pointed out,
have political overtones.13 My concern here is that cinematic nostal-
gia operates in the trilogy, intensifying temporal disjunctions as the
narrative return to time past compels a return to the visual codes and
motifs of the previous decade that, in parts 1 and 3, are either absent
or de-emphasized. Obviously, part 2 self-consciously refers to the 1990s
as time past, not just by anchoring its narrative within the larger his-
torical framework but also by evoking the widespread sentiments of
the fin-de-siècle on the eve of the handover. As a pre-quel, part 2 can
be seen as an extra-textual flashback or ‘exterior analepse’ in Gerard
Genette’s terminology, which ‘jumps back to a time period prior to and
disjunct from the moment of the narrative’s beginning’.14 Here I would
like to add that temporal disjunction works intra-textually (within the
trilogy) and intertextually (between the trilogy and the generic style it
refers to). But unlike in Johnnie To’s PTU, cinematic nostalgia here does
not challenge the viewer to remap or re-/decode the topography of the
urban space as a resistance to disappearance. Instead, the recycling of
the past serves mainly as catharsis, by re-staging, but not necessarily
reworking/reinterpreting, traumatic personal and collective memories.
The mutual implication of the political institution (the Hong Kong
Police Force) and the triads, then, is less a daunting political commen-
tary than a quotation of pre-existing apprehensions among the Hong
Kong public.15 As a mega-flashback in itself, Infernal Affairs 2 engages
with cinematic nostalgia as a technical manoeuvre, but the kind of nos-
talgic investment in the 1990s-style gangster film does not lead to the
kind of critical engagement with history or the present as is evident in
To’s films. As Turim argues, flashbacks usually

terminate at precisely the point at which they much be sealed off,
in which the imperatives of fixing interpretations and reaching judg-
ments must be imposed. Made aware of the past, the spectator is freed
to forget it once again. This symbolic order vacillates between know-
ing and forgetting, the shifts determined by the positioning of the
spectator within the structured operations of narrative temporality.16
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What is being ‘sealed off’ at the end of Infernal Affairs 2 is perhaps the
memory of defeat, reinforced by SP Wong’s confession ‘I’ve lost’, in the
double sense of losing his best friend and colleague in a bomb explo-
sion, and losing his confidence in himself as a good cop. His confession
is paralleled by a scene where Sam, on the verge of tears, puts down the
photo/memory of his wife (Carina Lau, whose murder is masterminded
by Ming) and, in slow motion, marches triumphantly into a ballroom to
join the reunification celebrations. If these ending shots, intercepted by
news footage of the handover ceremony, invite the spectator to choose
between knowing and forgetting, between remembering the past and
celebrating a new beginning, its presentation of the end of colonial his-
tory is filled with mementos gleaned from popular cinematic and mass
media images of the fin-de-siècle. To the local audience, these images, in
both their original and recycled forms, are perhaps too familiar to thrill.
History, it seems, returns as cliché, something Ackbar Abbas reckons
that virtually ‘make images disappear’.17 If disappearance is an attribute
of nostalgia,18 then the historical imagination as it appears in Infernal
Affairs 2 is yet another example of such nostalgic disappearance, more
so due to the benefit of critical hindsight that the film has not quite
put to effective use. The kind of nostalgia it does evoke thus succeeds
as a retro Hong Kong gangster film, but fails as a critical reinvention
of the past. I am not complaining the film’s lack of historical reflective-
ness; rather, this lack can be understood as an indicator of an underlying
helplessness symptomatic of the film industry, and of the local society
at large, on the eve of another collective disaster, the SARS. Perhaps this
is why the film’s ending acknowledges the dilemma of the exasperated
‘Hong Kong subject’ (police officer Wong together with the lost course
he has pursued), caught between remembering and forgetting in face of
an uncertain ‘future’ (i.e. our recent past), all done in the shadow of a
materialized present that seems equally unimaginable.

Schizophrenic hero/villain and purloined memories

Commercial incentives aside, the fragmented narrative of part 3 works
effectively to mirror the mental disintegration of Ming, the last remain-
ing good cop from part 1. It also gives the audience almost direct access
to Yan’s (surrogate) memories, which have become like a purloined text
circulating in Ming’s, and partially our, schizophrenic fantasy world.
This convoluted process of ‘memory by proxy’ visually places the audi-
ence in the point of view of the hero/villain as he goes about hunting
down the remaining moles in the police force, culminating in the final
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showdown with Yeung and his own fateful collapse. The temporal shifts
also legitimize the repetition of key scenes that may or may not have
taken place in the past, raising the stakes for the viewer’s decoding
amidst a plethora of plausible clues. The act of decoding in part 3 is
premised upon a triangular reflexive framework that involves Ming,
Yeung, and the viewer. As Yan’s memory by proxy, Ming not only has the
privileged access to the past but is also given the status of a story-teller,
the ‘eye’ behind the images and a bridge between past and present.
From start to finish, our decoding follows Ming’s intricate network of
surveillance devices set up around Yeung, who in turn has also done the
same to Ming. The unfolding of the plot, as a result, is largely reliant
on images and data passing through the multiple hidden cameras, com-
puter monitors, and audiotapes. Visually, this network of surveillance
becomes a site where Ming, Yeung, and the spectator exchange glances
with one another. In a scene where Ming stares intensely at a moni-
tor in his office, Yeung looks into the screen as if addressing Ming (and
also the viewer) directly and knowingly in person. As we look into the
double-frame on the screen via Ming’s point of view, Yeung’s gazing
back at the camera betrays our complicity with Ming. Ironically, Ming’s
perspective is already split between vision and delusion, between his
suppressed memory of his own past and his parasitic memory of Yan.
By luring the viewer into Ming’s surveillance activities and purloined
memories, the film fosters an affective connection between the viewer
and the character, a connection premised upon our tacit complicity with
the schizophrenic as spectators of real and imaginary events. This con-
nection is occasionally disturbed by Yeung’s involvement in the spying
game, and is finally broken when Ming, in an attempt to prove Yeung
guilty of collusion, inadvertently exposes his true identity by turning on
the tape recording that contains his own secret conversations with Sam,
his former master.

If nostalgia in Infernal Affairs 1 has to do with the lost ideal of the
good cop/good guy in the popular cinematic imagination, the nostalgic
is translated into a set of media images and visual codes in the making
of a film about a previous era (the 1990s) in Infernal Affairs 2, which
amounts to reducing history, and historical memory, to a repetition and
a cliché. In the final instalment, nostalgia manifests itself once again as
a quest for a lost/non-existent/fake identity through the schizophrenic’s
usurpation of the memory of the dead. Although commercial serendip-
ity has played a role in the creative process of the trilogy, the film
texts, whether taken independently or as a whole, participate in the
deconstruction of the good cop/good guy dyad. In part 2, its nostalgic
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imagination of a previous era comes close to a tribute to its predecessors
in the 1990s, but it stops short at a critical engagement with old form
and motifs. The failure of the nostalgic (i.e. the return to history as
cliché), together with the failure of the hero’s memories, comes full cir-
cle in part 3, when Ming’s fantasized heroic universe breaks down into
hallucinated image fragments and perverted memories. Understandably,
the film portrays schizophrenia as a symptom of memory malfunction
and failed nostalgia; it is also a psychological/existential condition that
not only affects the psychotic hero as spectator, but also becomes part of
our experience as the spectator of his vision. If, as Marchetti has pointed
out, Ming as the chameleon and the last man standing is a representa-
tive of post-colonial Hong Kong,19 he is also a figure of the film itself—a
schizophrenic mind/text trying to crossover from one life/context to
another, to reincarnate into something different by hybridizing images
old and new.

Confession of Pain: Memory, retribution, and redemption

If cinematic nostalgia in Infernal Affairs goes down the perilous path of
the schizophrenic hero, in Confession of Pain memory is equated with
trauma and a catalyst for the hero’s demise. This later film by Lau and
Mak follows the doppelgangers motif in Infernal Affairs, starring Tony
Leung and Kaneshiro Takeshi as character doubles, Inspector Lau Ching
Hei and ex-cop turned private detective Bong, respectively. In their own
ways, Hei and Bong are haunted by their traumatic pasts. Hei witnessed
the brutal murder of his entire family as a child, and Bong remains
guilt-ridden after his girlfriend Rachel’s death. Hei devoted his life to
revenge, while Bong persists in finding the truth behind his girlfriend’s
suicide. Right from the beginning the film sets up these doubles as con-
trastive characters, Hei being the cool-headed police officer leading an
apparently well-off and happy family life (the ‘afterlife’ of Ming in Infer-
nal Affairs?), while Bong slips into alcoholism and remorse, unable to
get over the tragedy he feels responsible for (Bong’s dishevelled appear-
ance and erratic behaviour, too, reminds us of the darker side of Yan.)
The two’s forked paths converge when Bong, hired by Hei’s wife, Susan
(Xu Jinglei), gets involved in a murder investigation. Instead of pursu-
ing the usual ‘whodunit’ plot, an early exposure in story-telling reveals
Hei as the brutal killer of his father-in-law, his mens rea still unknown.
Thus from the onset the film has prepared the audience for an even-
tual confrontation between the doubles, and laid the groundwork for
an elaborate mind game between the two.
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In a less intricate way than in Infernal Affairs, the doubles motif
serves as an external projection of the hidden persona within the main
characters.20 The potential similarity between Hei and Bong is suggested
at the very beginning of the film, when Hei admonishes Bong to be more
patient and tolerant towards his loved ones. Hei also teaches Bong his
theory on alcohol during a night surveillance operation: ‘Do you know
why alcohol tastes so good? . . . Because it is hard to swallow.’ That same
night after the operation, Rachel commits suicide and Bong becomes
an alcoholic soon afterwards. While alcoholism seems to suggest the
difference between Hei, a cool-headed and self-disciplined man, and
Bong, now an emotional wreck engrossed in a hopeless search for truth
and redemption, it also brings them closer when Bong takes up alco-
hol as a reminder of Rachel’s suicide, a memory that is also ‘hard to
swallow’. Interestingly, Susan, ever since her father’s murder, becomes
Bong’s fellow drinking buddy. The two frequently drink at Susan’s home
as they discuss Bong’s latest discoveries about the murder. A brief shot
of Bong’s inner thought draws him closer to his mentor: drunken and
sliding down on a street, Bong fantasizes himself trying to suffocate
a man with a pillow in a hospital intensive care unit (indeed we are
never quite sure whether he has actually attempted this murderous act).
Much later we learn that this man is the father of Rachel’s aborted
child. If, in the film, alcohol tastes good because it is hard to swal-
low, drunkenness then is not a means to self-hypnotize or to forget
about the past, but a fetishistic ritual through which bitter memories
are recalled and savoured, in the full extent of their bitterness. Through-
out the film, Hei repeatedly speaks against his friend’s addiction, but his
advice never goes beyond lip-service. Hei’s indifference borders on cold-
bloodedness when he knowingly allows Susan to help herself with the
cellar while secretly putting tranquilizers into her meals every night.
Later on we also learn that Susan was initiated into drinking by Hei’s
curt philosophizing. Towards the end of the film we learn that Hei is
actually the false name he adopts to protect himself from Susan’s father,
Wong Yun Shing, an ex-gangster who killed his entire family in Macau
twenty-some years ago.

Symbolically, drinking connotes a sense of disillusionment and
despair, and a desire for an alternative way out of an unwanted exis-
tence. It is also the agent through which Bong, Hei, and Susan are
bonded in their pursuit of truth and justice outside the political institu-
tion. As a private detective, Bong remains unlicensed and goes about his
business in a carefree and erratic manner. Susan’s distrust of the police
investigation draws her to Bong as the only hope of tracking down the
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true murderer and finding out the truth about her father’s past. Finally,
Hei, completely disillusioned by the collusion between triads and the
police, takes justice into his own hands. Ironically, he is (mis)guided by
his sense of justice to model his modus operandi after his enemy, inflict-
ing extreme physical pain by striking repeatedly at the victim’s head.
His hatred leads him on to kill his wife, whom he wrongly assigns the
guilt of her father’s crime. All three betray the same distrust of the estab-
lished order, and in their searches for a better solution elsewhere they
are enwrapped in a zero-sum game.

Compared to Infernal Affairs, the overall thrust of Confession of Pain
is not as obsessed with (at least not explicitly so) the dissolution of an
ideal identity (together with the moral economy that supports this col-
lective imaginary) that may not have existed. Rather, the use of memory
in the film, especially the failure of memory to redeem the past, ges-
tures towards a nihilistic despair and a vision of human destiny as a
hermeneutic circle, one that renders human action futile. This deeply
disturbing vision of human existence not only inflicts the characters and
the film narrative but is also integrated into the visual language of the
film. The camerawork and mise-en-scène help to position the audience
at a higher level of perception, not to substantiate our superiority as
(omniscient) spectators, but to implicate us within the same visual
field that engenders despair and nihilism. Moreover, the film frequently
refers to familiar images of the city as if to encode its filmic space within
the local cinematic convention. This self-reflexive cross-referencing con-
jures up an urbanscape quite different from the postmodern non-place
in Infernal Affairs. Shunning the ‘any-space-whatever’ of the trilogy, this
later film by Lau and Mak sketches out an urban topography from
a repertoire of templates—the skyline, the Peak, bird’s-eye view night
scenes, flyovers, backstreets, and vernacular buildings, and so on, as if
to provide us with a spatial reference for its ultimate confession. A closer
look at certain visual motifs will illustrate how the film problematizes
memory and identity in relation to the hero’s tale of revenge, and how
the urban space itself is subject to a nostalgic imagination befitting the
film’s dialogue with its own memory.

Framing the hero

The film’s opening scenes introduce us to the two male-leads, Hei
and Bong, first through a binocular vision of Bong drinking in a pub,
followed by a cut back to Hei putting down his binoculars. These
shots establish the relationship between Hei and Bong as fellow police
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officers on a night mission, and also Hei’s status as the senior colleague
overseeing the operation.21 Throughout the film, repeated close-ups of
both characters set up a contrast between Hei—always alert, reticent,
and expressionless, and Bong—always dejected and sentimental. Early
on in the film, Bong’s story is told through Hei’s voice-over, but Hei’s
credibility as story-teller soon vaporizes with the murder scene, shown
in black and white twice as Hei’s flashback sequences. From then on
the film realigns the power balance between the two, which increas-
ingly shifts towards Bong as he, unknowingly, begins to track down his
best friend, whose real motive behind the killings remains unknown
until the end. Although the camera frequently shows Hei’s face at close
distance, it does not encourage the viewer to identify with this char-
acter, who remains distant and detached from his surroundings. His
detachment is reinforced by his tinted glasses, which virtually prevents
direct eye contact and thus blocks out any attempt to establish affective
connection.

For the better part of the narrative, Hei the murderer remains an
enigma to Bong and his wife. Our early knowledge of his crime, how-
ever, places us at a slightly more advantageous vantage point but still
offers no clues to who he is and why he kills. To some extent, being
an orphan, Hei seems to fit the bill of a lone hero seeking justice on the
margins of the law, but his cold-bloodedness and sheer lack of interest in
anything other than preying on his victims draws him closer to the clas-
sic psychotic killer. This association is suggested in the sequence where
Susan is haunted by an unidentified stalker at her home. Although the
face of her would-be attacker remains unseen, Hei’s sudden appearance
on the scene and the way he manipulates Susan’s fear into a cause for
medication strongly links him to the incident. The cinematography
complements this association by a consistent framing pattern: a ‘door
eye’ medium shot of Hei’s shadowy figure outside his own home links
him to the arsonist who later attacks Susan and Bong. In the early mur-
der sequence, a low-angle medium shot in black and white frames Hei in
a position of attack, his hands high up holding a metal decoration piece
which he momentarily strikes into his victim’s head. In the course of
covering up his crime, Hei kills his apprentices in a habitual and system-
atic manner, which is repeated for the last time when he drugs his wife
and sets her up for a gas explosion (thus materializing the hero-arsonist
doubling). All these murders are presented in a crisp, methodical, and
matter-of-fact style, reminiscent of the serial killer stock in many a Hol-
lywood slayer films. The film’s cinematography thus shows an obvious
intent to distance the viewer from Hei, although he is persistently in the
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foreground in many key scenes. Instead of encouraging an affective con-
nection between the viewer and the hero, the close-ups and the murder
sequences reveal a psychotic behind the hero’s enigmatic face.

The tension created between Hei’s sober and detached demeanour and
the brutality of the murders is magnified by an extra-textual factor, the
expectations aroused in the viewer by Tony Leung’s star persona. As
Stephen Teo remarks, Leung’s ‘casting against type’ as a corrupt police
officer and ruthless killer in Johnnie To’s The Longest Nite challenges the
audience’s expectation that ‘[Leung’s] character would naturally be the
hero’.22 Similarly, in Confession of Pain Leung’s villainy cautions against
pre-existing assumptions about the meaning of ‘hero’, especially since
the audience’s memory of Leung as the good cop was still fresh from
Infernal Affairs. This contrastive cross-referencing of the hero’s images is
complemented by the final confession scene, which can be seen as the
culmination of the above-mentioned framing devices. Sitting side by
side with Bong on a bench outside the hospital where Susan, suffering
from fatal burns, is hanging on to her life, Hei is agonized by what he
has done to his wife, who he admits is undeniably his family. Hei’s con-
fession, a potentially redemptive moment, is stripped of emotional force
as the camera remains distant and uninvolved. Throughout the whole
scene Hei keeps his head low, avoiding eye contact with Bong and the
camera/audience. At the end of his confession, we see a tear running
down his nose, but from start to finish his facial expression remains
obscure. It seems the camera has deliberately stayed aloof, leaving Hei
alone in his self-remorse in an almost disinterested manner. Soon after
Bong has left, a long shot shows Hei rushing back into the hospital after
a quick exchange with a nurse. Then the camera cuts to Susan’s room.
In a high-angle shot we see Hei mournfully staring at his wife’s corpse
before the camera cuts to a medium shot showing Hei about to shoot
himself with a handgun. This could be a good chance to rehabilitate Hei
as a moral being in repentance. Yet, once again the camera pulls away,
and cuts to a reverse long shot from outside the window when the gun is
fired and blood splashed on to the glass. Deprived of the tragic grandeur
of heroic redemption, Hei’s suicide reminds us of his problematic rela-
tion to physical and moral power symbolized by the gun (c.f. Chapter 4).
Throughout the film, Hei is never seen in possession of a gun until the
suicide scene. Indeed, he kills not with a gun but with sharp objects
struck repeatedly into his victims’ bodies. The gun, it seems, signifies not
his power or moral calibre but his demise. Thus, instead of empowering
the hero, the film’s choreography and camerawork systematically dis-
empower him as he goes down the path of self-destruction. The futility
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of Hei’s revenge is magnified by the brisk conclusion of his story: the
film tails off in a kind of ‘happy ending’, winding up this dark tale with
Bong and his new girlfriend debating over future family finances. At
this point the sound track reminds us of the time frame of the story:
set between Christmas Eve in 2003 and almost the same time in 2006,
the film concludes with a Christmas song celebrating eternal peace. This
rather banal ending, by virtue of its banality, is as an ironic remark on
the tragedy just transpired (expired?): if Christmas symbolizes a univer-
sal hope for peace, love, and redemption, Hei’s story is a rejection of this
hope, and his memory is bound to be swallowed up by the festive spirit
of the night.

Ominous locales

Compared to the two moles in Infernal Affairs, Hei and Bong in Confes-
sion of Pain are less subject to collective codes of conduct than their own
rules of honour. In this later work, the two directors steer away from
making overt allegorical associations between the two heroes and the
extra-textual socio-political realities; more importantly, the characteri-
zation of Hei and Bong eschews the abstract rhetoric of the ideal hero,
which has a literal significance in Infernal Affairs. As doppelgangers, Hei
and Bong are not so much (problematic) archetypes of good and evil but
individuals caught up with inarticulate sorrows and inhibitions origi-
nated in their inability to come to terms with personal traumas. This
perhaps explains why the film eschews the metaphorical settings such
as the rooftop and glossy offices in Infernal Affairs, focusing instead on
more concrete and identifiable locales. Nonetheless, the spatial coor-
dinates in the film allude to another abstract presence: the city as an
overarching, overseeing power that implicates those being watched and
those watching. From the early shot of Hei’s binocular vision of Bong,
the film frequently uses high-angle shots in both exterior and interior
settings, capturing Hong Kong’s night scenes and the characters’ actions
from a predominantly ‘top-down’ perspective. These high-angle shots
not only create a sense of foreboding for the plot to unfold, but by
bracketing the main action within familiar vignettes of the city these
otherwise backdrop images also attain symbolic meanings: while the
brooding camera parallels Hei’s predatory acts, visually it also becomes
a ‘third eye’, witnessing but not interfering Hei’s violent acts of revenge.
Such a top-down perspective, by distancing us from the characters,
dwarfs the hero-in-action, leaving him alone in a labyrinth-like locale
that offers little hope of a way out. The viewer, being interpellated
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into such a perspective, is neither omniscient nor omnipresence, but
rendered impotent, in the sense that our emotional involvement in the
tragic fate of the hero is short-circuited if not curtailed. How, then, do
we understand the repeated shots of Hong Kong’s skyline and cityscape
in the film? What do they tell us about the relationship between the
hero and the urban space? Does this urban space articulate the hero’s,
and the film’s own, ambivalence towards his/its identity caught up in
an almost claustrophobic relation to the past?

Although Confession of Pain is less epic in scale and ambition than
Infernal Affairs in its portrayal of pre- and post-colonial Hong Kong, the
historical returns at a slightly skewed angle through its visualization of
the city, especially the skyline and the city at night. Here, the histor-
ical refers, diegetically, to the individual’s emotional attachment to a
past that prefigures the present, and non-diegetically to a repertoire of
images that are identifiably local. While, as has been mentioned, both
Hei and Bong are traumatized figures who live the past as/in the present,
the temporal loop within which they are caught (and their perception
of time and space) is reflected in their affective connections with the
urban space. The film’s key settings are: the bar, Hei and Susan’s new
home, Wong Yun Shing’s mid-level apartment, and Bong’s home (all
the above are interior settings); the waterfront, the skyline, flyovers, and
motorways (exterior settings). While both Hei and Bong move between
interior and exterior settings, Hei is more frequently situated indoors
(except for a few scenes when he is out on his secret missions), and Bong
has significantly more outdoor appearances. Here we may recall the
scene where Kaneshiro’s character collapses in front of a 7-Eleven con-
venience store after countless rounds of whisky. This scene is an explicit
reference to (if not conscious citation of) Kaneshiro’s performance in a
much earlier film, Chungking Express (Wong Kar-wai, 1996), in which
he plays a lovelorn cop preoccupied with memories of the girl who
has left him. This intertextual link also recalls Tony Leung’s character
in the same film, also a lovelorn cop obsessed with objects (mementos
of lost love) in his cramped vernacular building apartment. While I do
not intend to read these characters in the two films as strict parallels,
this intertextual resemblance suggests a certain perception of the urban
space (in both interior and exterior forms) as a vehicle of desire over-
loaded with obsessions and inarticulate desire accrued over time. While
Chungking Express, for which Andrew Lau was also the cinematographer,
deliberately eschews the clichéd images of the city by making the city
hard to grasp,23 Confession of Pain reintroduces many such clichés, espe-
cially postcard-like images of the skyline and the Victoria Harbour in
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varied tints and shades. The visual manipulations gives accent to the
plot: the skyline changes from its typical tourist-board appearance to
bleaker tones to underscore an ominous moment; in some scenes, the
sky is tinted yellow, as dark clouds gather and disperse in fast motion.
This special-effect-enhanced vision of the city befits the darkness lurking
in Hei, but the other way round is also true: Hei’s insidious crime is also
infecting the city he is supposed to protect as a police officer. By con-
trast, Bong’s apartment overlooks the Victoria Harbour, and the view
from his balcony is always clear and bright. (Bong, after all, is able to
forgive his rival and come to terms with his past.) Character symbolism
aside, these visual contrasts generated from the same space can be seen
as the camera’s own obsession with a certain vision of the city, an urban
imaginary that endows the city with an overseeing power co-hosting
the drama with the human characters. This vision of the city as an
abstract yet animated presence is nonetheless contained within recog-
nizable signs, a visual vocabulary akin to the urban cinema of Hong
Kong developed over the last two decades. In this respect Confession of
Pain has given up the stylized abstraction of the non-place in Infernal
Affairs 1 and 3, and also the crime-stricken hell in Infernal Affairs 2,
since the jianghu or underworld, a cardinal marker of Hong Kong hero
films, is conspicuously absent from the main action (except as a pretext
for Hei’s revenge) in favour of recognizable spatial markers to invoke a
sense of place.

A nostalgic desire to monumentalize the city on the verge of disap-
pearance, as in the films of the 1980s and early 1990s, cannot fully
explain the significance of placing the film within a familiar urban locale.
Instead, the invocation of the urban locale in this film creates a dis-
junction between its presence and its diegetic function. As another high
concept film following the success of the Infernal Affairs trilogy, the story
of Confession of Pain can be taken out of its immediate context easily, and
conveniently, to reproduce a similar postmodern action-thriller in ‘any-
space-whatever’. The spatial references to Hong Kong and Macau as the
‘lost home(s)’ of the homeless hero are deliberate gestures that can be
better understood as metaphorical references to an extra-textual reality,
that is, Hong Kong in the post-SARS years and the filmmakers’ dilemma
in making their heroes speak for their times. In a way, Confession of
Pain approximates the sentiments of Chungking Express in its treatment
of human relationships in the metropolitan city, aptly described by
Ackbar Abbas as ‘proximity without reciprocity’, in the sense that the
city and the people are ‘seen but not known’, a situation in which inti-
macy ‘takes idiosyncratic forms’.24 In Confession of Pain, this situation
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translates to a state of proximity without intimacy, at the level of the
camera’s (and the audience’s) relationship with/distance from the hero,
and the way in which it makes metaphorical reference to the ‘wounded
city’, that is, shang cheng, the film’s title in Chinese. Spanning the years
2003–2006, the temporal frame of the story coincides with the city’s
gradual recovery from the nightmare of the SARS pandemic, thus indi-
rectly linking the personal tragedies to a collective trauma and memory
of loss. While the film seems to be placing this burden of collective
grief on Hei (‘Have you ever lost everything in one night?’), the ending
denies its avenging angel the chance of a rebirth, but places this hope
on the eventually tamed character Bong, who seems to have sobered
up from a three-year-long drinking spree to embrace love and forgive-
ness. As I have mentioned before, the rather banal ending displaces the
memory of Hei into a distant echo of Christmas blessings reserved for
those who, like Bong, are ready to let go of a painful past. The banal-
ity of Bong’s new found romance parallels the equally facile portrayal
of the relationship between Hei and Susan, which has dismayed some
critics as being ‘superficial’ and unconvincing.25 Instead of dismissing
this weakness of the film off-hand, it is possible to read it as a manifesta-
tion of a more general predicament—a deep-rooted scepticism beneath
the budding optimism of the city in the post-SARS years. In this light,
the down-beat banality may be seen as the film’s confession of its own
dilemma, or defeatism.

Conclusion

By subjecting its heroes under an impersonal, detached, and even judge-
mental camera, Confession of Pain is in dialogue with the Infernal Affairs
trilogy as well as its other contemporaries, some of which have been dis-
cussed in the previous chapters. This intertextual dialogue is motivated
by a persistent questioning of pre-existing modes of cinematic repre-
sentation, the filmmakers’ awareness of their own implication in the
making and remaking of such modes of representation, and in effect the
displacement/deconstruction of the heroic prototype into fragmented,
pathological, and even schizophrenic variants as a response to and com-
ment on the cinematic imagination of the previous decades and the
transitory present. Visually, the film returns to the local cityscape as the
primary locale of personal/collective remembrance and incipient terror,
but through distancing and effacement it also refrains from eulogizing
the hero’s vengeful justice and his tragic downfall. Read intertextually,
Confession of Pain comments on the filmmakers’ previous work and



Karmic Redemption 159

reflects on the dilemma of making ‘Hong Kong (action) films’ for a
transnational market. Between Confession of Pain and the Internal Affairs
trilogy is a dialogue on the nature of cinematic nostalgia and its contin-
ued relevance to Hong Kong cinema. That these films are authored by
the same directors over just a few years suggests that the dialogue has
yet to have a conclusion, and will continue to play out in Hong Kong
films in the near future.


