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電影廣告畫、商業設計與純藝術實踐 

On multiple practices in advertising, design and art 

 

Wong: When I first immigrated to Macau in the 1940s, I studied at St. Joseph’s until I 

dropped out at fifth grade and became an apprentice to my uncle Wong Hok San, 

who was a painter at Teatro Capitol. At the time apprentices did not have any salary, 

and meals were not covered. You would not get to paint in the first year of being an 

apprentice, one would only be assigned small tasks, clean canvases and billboards, 

prepare pigments, run errands for the master, etc. The only way I could learn the 

craft was through posters pasted on the walls outside the cinema. I would peel them 

off the wall, clean and frame them as samples to imitate and copy. From then on I 

have been deeply influenced by Western art because Teatro Capitol would premier 

international movies.   

Lai: Could one earn a living as a movie billboard artist in Hong Kong at the time? 

Wong: The remuneration package was actually quite good. One could earn a decent living. 

As far as I can remember, the wage was over HK$100, which was quite handsome 

by the standards of the time. At the time there were three types of movie theatres 

featuring newly released films, second run and third run respectively. Theatres 

showing new releases would need at least three assistants to produce a poster, 

second-run theatres would need two, and third-run would need only one. This was 

how movie theatre art departments were structured at the time. I was responsible 

for creating the original sketch, which would be rendered by the assistants, and I 
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would paint the lead actor and actress myself. 

Lai: Apart from painting movie billboards, you also started working industrial and 

commercial design around 1967. To my knowledge, you ran an advertising company 

called Evergreen Advertising Company. Can you share with us how you established 

this company?  

Wong: Evergreen Advertising Company was known formerly as Rome Advertising Company 

which was originally founded by a Canadian designer called Lee Man and myself. My 

main client was Shell Oil Company, while the other projects were more piecemeal. 

Shell first asked me to take care of their window displays for their petroleum gas 

products, and then I started designing advertisement for gas stations, as well as 

venue decoration for large scale events, such as the annual Grand Prix races and 

energy-saving competitions, etc. Projects from Shell alone were keeping me very 

occupied. Therefore I hardly worked on other contracted projects, and there was no 

need to promote the advertising company.  

Lai: I know your personal collection plays a big role in informing your artistic practice. 

Can you tell us what you collect? 

Wong: I have a liking for many things but all of them are related to art. I like collecting 

catalogues on world-renowned artists, tourist maps, product labels, seashells, etc. I 

enjoy collecting these items. 

Lai: What was your original intention of collecting such a wide array of things? 

Wong: My collection was instrumental to my design work. I looked to it for inspiration when 

I was designing posters and exhibition venues for Shell. I was not formally trained in 

design, so those books and magazines were like my teachers, from which I picked 

up approaches and ideas. So I can easily incorporate my personal taste or even 

elements of my collection into my design. I did not expect it to become a distinctive 

style of my own.  

Lai: So your collection is nutrients for both your professional work and artistic practice. 

Wong: Yes, it is a combination of profession and personal interest. 

Wong: Before I start a work that is part of the Artist Portraits Series (1990s), I need to get 

to know the subject first. I would study the individual’s historical background, and 

read all of the catalogues on him. I would try to collect the individual’s photographs. 

If possible, I would ask friends to introduce me to him personally, and observe their 

demeanour, complexion, gestures and habits. After prolonged observation, I would 

be more confident in painting the portrait. I would start with a few sketches and 

then pick one that I find most appropriate. Then I would make a small painting out 

of that sketch. If everything felt all right, I would start painting the actual work. I 
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chose watercolour as the medium because of my experience in advertising for movie 

theatres. We used gouache to make movie theatre posters, so I have worked with 

this material for more than ten years. So it was not so challenging for me to paint 

portraits in watercolour. It is uncommon to paint portraits in watercolour, and even 

when you go through catalogues from overseas, there would only be two or three 

watercolour portraits in them. At the time watercolour was considered as a medium 

more for drafts and sketches. Few would use watercolour to do portraits. Since I 

know the medium well and it is uncommon for it to be used for portraits in Hong 

Kong, I decided to make it my medium of choice, and I stopped working in oil.  

 

1950 年代於香港美術專科學校學習的經歷 

On studying at Hong Kong Academy of Fine Arts in 1950s 

 

Wong: I worked at Astor Theatre at the time and Hong Kong Academy of Fine Arts was 

close by. It was naturally my first choice as I knew very little about art education in 

Hong Kong. When it was first established the Academy was holding classes at 

Huimin Primary School in Yau Ma Tei. In the evenings the classrooms were free so 

the Academy would use them for teaching. That was why the Academy ran on a 

small scale in the beginning. But then it moved to Nathan Road where it combined 

two rented rooms to form a bigger space. That was when the school became more 

established.  

Lai: Hong Kong Academy of Fine Arts was widely regarded as a “leftist” institute. Do you 

think it was a “leftist” art school?  

Wong: I think Hong Kong Academy of Fine Arts did not highlight its “leftist” background, 

but a few teachers there were patriotic.  

Lai: Who were teaching in Hong Kong Academy of Fine Arts at the time? 

Wong: Leung Yam Boon taught art theory, art history, etc.; Lo Kui Chuen and Li Liudan 

taught drawing; Chen Zaoze taught watercolour; and Wu Lie and Liang Feng taught 

industrial and commercial art. 

Lai: You took all these courses? 

Wong: These subjects were not so well divided. The teachers used to come and give you 

some guidance on the spot.  

Lai: What kind of teaching materials did they use? 

Wong: The junior classes started with drawing from plaster models. The more senior 

classes would learn oil painting or watercolours, and study art history. The teaching 

methods and facilities were more or less the same as in art schools in Mainland 
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China. Looking back, realism was dominant in the art schools in Hong Kong. 

Lai: When you were studying art in the 1960s and 1970s, was realism popular in Hong 

Kong? 

Wong: At that time in Hong Kong, most of the artists I knew were realists. In 1950s-1970s, 

modernist art from American was on the rise, and Pop Art also became popular. 

There were some artists who began working in that area, but I do not know them so 

well. My practice has always been dominated by traditional realism. But my 

appreciation for art is not restrictive. I like reading books on realist painters, but also 

artists from other stylistic schools. I would also buy and appreciate catalogues on 

modernist artists. I may not make works in that style, but I still think there is 

something for me to learn from. 

 

與具左派背景的機構合作的經歷 

On working with “left-leaning” organisations 

 

Lai: Around 1948 you were at the age of 14, you were already in charge of the art 

department at the Ray Theatre. In the many years to come, you worked for a 

number of “leftist” film production companies including Southern, Great Wall, Feng 

Huang, Sun Luen, etc., designing film posters and managing other art related tasks. 

Why did you work for so many “leftist” companies? 

Wong: This was because after working for the Ray Theatre, I went to Astor Theatre to 

produce movie posters. It was a mainland-funded movie theatre. During my tenure 

at Astor, my work was recognised by Mr. Xu Dunle at Southern Film Co., Ltd., as well 

as Liu Fang and Yuan Yaohong. I was therefore given more jobs. From then on, 

many of the progressive film production companies such as Southern, Great Wall, 

Feng Huang, Sun Luen, etc became my clients. They would invite me to design 

posters and paint giant billboards. 

Lai: Were you part of any art club or workers union? 

Wong: I have never joined a union of any kind. But in 1960s I was a teacher of an evening 

course on Western painting and drawing organised by South China Film Industry 

Workers Union. Students at the time were mostly workers at the Clear Water Bay 

Studio. The course on Chinese painting was taught by Mr Cheng Kar Chun. 

Lai: At the time you were one of the targeted individuals for the United Front in the 

Mainland. Were many sightseeing trips to the Mainland organised for this group of 

people?  

Wong: It was between 1965 or 1966, before the Cultural Revolution, the Mainland invited 
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important members of the movie industry, such as managers and public relations 

professionals, to visit and sightsee. I was amongst the group. They took us to many 

new infrastructure in the country, such as reservoirs and Mao Zedong’s former 

residence, etc. We also visited massive infrastructure projects in Shanghai. I would 

say the relationship we shared with the Mainland was rather close. 

Lai: In the 1960s and 1970s, you made some works with political overtones for National 

Day celebrations. Can you share with us about that? 

Wong: For many years in the 1960s, I designed National Day celebratory decorations for Tai 

Kung Pao, Wen Wei Po, Bank of China and Nanyang Commercial Bank. I also 

designed for a few Chinese restaurants for the occasion. The National Day 

celebrations were very important to these organisations, so they were very 

particular about the designs. That was why they invited me, there was a design fee. 

I basically understood what they were asking for and what their standards were. 

The basic content of the design had to reflect the success in building infrastructure 

and production, and the theme was to praise such achievements. So the tone and 

content of the paintings I created were also joyous and celebratory. 

 

*** 


