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Hong Kong Conquered: The Only Feature Film
Made in Japanese-occupied Hong Kong
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CHEER) (1916)
A Trip Through China (1916)
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What a nice coincidence that ‘100 Must-see Hong Kong Movies' and Chinese Cinema: Tracing the
Origins came out together last month! A Trip Through China (1916), the very first title on the Must-see
list, is also the earliest Hong Kong film that can be viewed today/!

In 1913-1914, Benjamin Brodsky formed his own movie companies in Hong Kong and went
to town on it, shooting a body of travelogues, documentaries and features. His A Trip Through China
saves for posterity some most valuable images ever in cinematic history, and his life story has become
centrally important to the study of early Chinese cinema. Chinese Cinema: Tracing the Origins, our
latest publication, documents all the fruits of painstaking efforts made by film scholars and researchers.

While the volume was being made, it became clearer than ever that historiographical studies must
go back to firsthand material. As for secondary sources, the more they are cited, the farther away from
the truth they might end up. Contributors to Tracing the Origins are not just voracious book readers;
they pored over a vast volume of old newspapers and archival material trying to reconstruct the history
of our cinema. Although many riddles remain to be solved, the search process itself provides lots of
food for thought.

Again by coincidence, Han Yanli came to us with yet another valuable find in Tokyo — Hong Kong
Conquered (1942), the only movie produced in Hong Kong during the Occupation years. The viewable
print of this gem, long considered to be lost forever, is an incomplete one. Nonetheless, the surviving
footage itself is the best teller of the truth for film lovers to study and appreciate. [clkwok@lcsd.gov.hk]
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Cover: Mr Simon Yam, Programme Ambassador of ‘100 Must-see Hong Kong Movies’
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Acknowledgements: Bluebird Movie Enterprises Ltd, China Film Archive, Edko Films Limited, Hi-Pitch Co Ltd, Seasonal
Film Corporation, Television Broadcasts Limited, The University of Hong Kong Library, Mr Ronald Borden, Mr Lai Shek,
Mr Toby Russell
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For details of HKFA programmes please refer to ProFolio and our website.
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A toast to Hong Kong cinema! (From left) Alex Cheung, Joe Cheung, Simon Yam, LCSD Assistant Director Ng Chi-wa, HKFA Head
Richie Lam, HKFA Programmer Sam Ho, Ann Hui, Shu Kei, Wong Jing, Kam Kwok-leung, HKFA Research Officer Po Fung, Lai Shek
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1TEXNER () RFYB[ERAEZE HOBHE (£)
KEFH (F) BMigLzm -
The late Wong Tin-lam and his son Wong Jing (centre) also made it
to the list. Sam Ho (left) and Shu Kei (right) present a souvenir.

2 SEARE (BEA) (1981) REEHREFEEH
Alex Cheung won the accolade of Best Director at the Golden Horse
Awards for Man on the Brink (1981).

3 HESE (A=) fRE (HEmm) (1987 ) EIFTEREE (5
=) BSNEREEAR ; EEEHE - FEE (£—2)
EMEE - REE (A— =
Kam Kwok-leung (3rd left) and Ann Hui (3rd right) have one and
four titles on the list respectively. (Tst & 2nd left) Sam Ho, Simon
Yam; (1st & 2nd right) Richie Lam, Ng Chi-wa
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Richie Lam (right) presents to Simon Yam a memento.

EBﬁ%%%BUEIVE%?E—E CEmER > Tt FFEH T8
SHIEHEMRBIEE &M LBy FE4B7F__I7F%B’JE/ £

%, BB A/ 1B MS LIS  BIEBAEEEER
EZIVECNEYSE- PN SR A Efﬁ%‘%ﬁlﬁﬁ@ﬁﬁ@ ' E—#L 0 3l
B HENERSIF - W ABYDERFE BREEIRIENS !

he list of ‘100 Must-see Hong Kong Movies’, selected by a
T panel of six film experts namely Law Kar, Wong Ain-ling, Li
Cheuk-to, Shu Kei, Sam Ho, and Po Fung, was announced at
the 19 September press conference. This years-long programme,
showing two films each month from last October, immediately
became a buzz topic and generated widespread interest. Tickets
are going fast so stay tuned for the next change!
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o call a certain number of films

‘must-see’ is a form of list-
making. Why is the Hong Kong Film
Archive making such a list? And are
there movies so important that they
cannot be missed?

Hong Kong cinema has
produced, by rough estimate, 10,000
films in its hundred-year or so history.
That's a lot of movies. If one were to
watch a film every day, it would take
over 27 years to finish all the titles.
Or, if one were to finish all the films
in a span of 50 years, it would mean
watching about four films a week.
Even if one were able to commit to
such a lifelong marathon of movies,
it's still an impossible task, for roughly
about 30% of those 10,000 titles
are considered lost. (Which means
it would take more than two films
a week to finish watching all the
survived films in 50 years.)

The Harvard University president
Charles Eliot, who was instrumental
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in turning the school into a world-
renowned institution, once claimed
that there were simply too many
books to read.’ Similar sentiments
were expressed by director and film
scholar Paul Schrader, that ‘there are
too many films, too much history, for
today’s student to master.”” Eliot’s
answer was to compile the famous
Harvard Classics, a 51-volume
anthology that could provide ‘a good
substitute for a liberal education in
youth to anyone who would read
them with devotion, even if he could
spare but 15 minutes a day for
reading.”® Schrader in turn produced
a list of 60 films.

Likewise for the Hong Kong Film
Archive. As with any film industry,
there are good Hong Kong films as
well as bad ones. We want to identify
the good ones and share them with
the world. Hence the programme
‘100 Must-see Hong Kong Movies'.
The films will be screened at a clip of
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two titles every month, and ‘a good
substitute for a liberal education’ in
film can be obtained in four short
years!

There's another reason for the
programme, one that's dear to our
heart. Throughout the Film Archive'’s
brief but eventful existence, we
have been troubled by a seemingly
prevalent perception, that older Hong
Kong films, especially those made
before the fabled Golden Age of the
1980s, are bad - irrelevant, poorly
made and, perhaps worst, boring.

We beg to differ, of course. Yes,
many bad films were made in Hong
Kong, considering the limitations in
resources our film industry had to
endure, especially when compared to
the industries of the more developed
nations. Yet it is our conviction that
there are many good movies in the
history of Hong Kong that will stand
the test of time.

The 1980s and early 1990s
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may be the best-known period of
Hong Kong cinema, internationally
as well as among local viewers. But
that Golden Age did not come out of
nowhere. It was in fact part of a long,
rich continuum which started early in
the last century and which will surely
continue to develop in this century,
albeit in very different ways.

The Must-see Movies
programme aims to represent this
continuum from the early 20th century
to the end of the 1990s, presenting
the best films that are available in
hope of erasing the misguided but
stubbornly prevalent perception
mentioned above. The turn of the
century was used as a cut-off point to
provide for some historical distance in
the selection process. Also, movies
were the dominant art form of the
20th century and Hong Kong films
in this century have experienced a
development very different from that
of the last.

AMENITREBERA -
BIFL 2B O X BN ERBHHBRELF
6o ° M - FFISKiRHIBETLIFE

TfiEEND

B2 ERBREIERD @ Maem=Eo|3EsT
o RSB EERE—ESHIE
2258 DEXE  SEANEMEM
RS2 o AF - 247 ~ LR
BUHARUA/SBAMER » SATA
MARImEE BRI - E2
AR NZUE ©

EBEXEREZIHNEAT B
HFIB1E - BB EXIEREESE
—(UEBARISERINME - €£IH2
BRMREE - MEERE X288
JEREEMALTBM L ?

TOERE "BRERVE, ~ TF
Bre, ER RBEE—THNEXH

The list of 100 titles likely calls to
mind the notion of canon. Eliot and
Schrader’s lists, for example, are in
fact canons of Western literature and
world cinema, respectively. It is our
desire not so much to compile the list
as The Canon but rather to foster a
discussion on the topic, on whether
Hong Kong needs a canon of films or,
taking it further, canons of literature,
music and other arts. Art, culture and
creativity have become increasingly
valued in Hong Kong in recent years,
frequently discussed and debated
in forums public and private, and
also incorporated aggressively into
education curriculums.

We certainly believe that there are
too many Hong Kong films to watch,
but there are also a much smaller
number of films that every Hong Kong
person should experience, or value
or, at least, hear about. Is this notion
true of other Hong Kong arts?
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1 Paul Schrader, ‘Canon Fodder’, Film Comment, Vol

42, No 5, New York: The Film Society of Lincoln
Center, September-October 2006, p 38 ©

2 @L B834-

3 Adam Kirsch, “The “Five-foot Shelf” Reconsidered),
Harvard Magazine, Vol 103, No 2, Cambridge:
Harvard Magazine Inc, November-December 2001.

IBFAREBETEEEERE

Questions will undoubtedly be
raised of our selection, some perhaps
intensely. Lists, canons or ‘year’s
pest’ polls or otherwise, are inevitably
subjective. Lists also evolve. We
encourage Hong Kong viewers to
come up with their own must-see
lists, to discuss the merits of the
different lists and make attempts to
stage screenings — in theatres, at
home, on the net and with whatever
alternative modes. We believe Hong
Kong will only be better with such
endeavours. B

Notes

1 Paul Schrader, ‘Canon Fodder’, Film
Comment, Vol 42, No 5, New York: The
Film Society of Lincoln Center, September—
October 2006, p 38.

2 Ibid, p 34.
3 Adam Kirsch, ‘The “Five-foot Shelf”
Reconsidered’, Harvard Magazine, Vol 103,

No 2, Cambridge: Harvard Magazine Inc,
November—December 20071.

Sam Ho is Programmer of the HKFA.
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Lights up! (From left) Lee Tim-shing, Tam Bing-man, Eric Li from TaoYuen Motion Picture, Helena Law Lan, Peter Au, Woo Fung, Lee Hong-kum, Betty Fung Ching Suk-yee,
Lui Ming, Michael Tse, Myolie Wu, Mak Cheung-ching, Mag Lam and Rebecca Zhu
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W BRC (Director of Leisure & Cultural Services)
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TVB staff, namely (3rd to 5th right) K.C.4Ho, Deputy Controller of Programme Division; Susan Au, Head
of ViI/Film Traffic Section; Almaz Wong, Senior Programme Executive; (1st right) Lee Kai-cheong, Senior
Manager of TVB Jade Purchasing & Scheduling Department, and (2nd left) Turin Mok, Programme Officer
posing with (2nd right) HKFA Head Richie Lam and Acquisition staff inside the TVB film depot.
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Sowing Seeds - Episode 2

BIEE Karen So

L ooking back, the seeds we sowed ten years ago all begin to sprout. If you sow it, the yield will come...

A True Labour of Love

The TVB Film Treasures Handover
Ceremony was held at the Hong Kong
Film Archive on 17 November. Close to
1,000 film titles from the 1930s to the
1990s have since found a new home
here at the Archive. While Mr Peter Au,
Assistant General Manager of TVB, was
recounting how the donation materialised,
the scenes of us working at the TVB film
depot came vividly to mind again.

During the hot summer days last
August and September, members
of the Acquisition Unit took turns to
work at the Tseung Kwan O TVB City.
With assistance from our conservator
colleagues, we opened film canisters
in the vaults one by one, verified and
registered all necessary particulars and
boxed the prints up carefully. VWhenever
any print was found shrunken or
warped, we would check if any visual
material of that movie is available in the
Archive collection. As long as the film
stock was not stuck together and the
images were still visible as we unwound
it, we would take it back to the Archive.

Here we extend our gratitude to
Kong Chiao Film Company, Lui Ming
(International) Film Enterprises, Tao Yuen
Motion Picture Development Company,
and First Distributors (HK) Limited for their

consent to the transfer W
of these precious fitles.
We are deeply indebted
to our predecessors
who first started
negotiating the deal over
a decade ago, and who
went on to establish
the Film Archive as a
professional, reputable
repository. We are also
thankful to the immense trust TVB had
placed in us, thereby we were allowed to
work inside their film vaults for five weeks.
Throughout, Ms Susan Au, the depot
manager and her colleagues had been
more than helpful.

Ever since 1981, Susan had been
looking after these film prints. Over
the years, she fought her way through
25,000 /i, as the Chinese saying goes,
bringing the films with her from Broadcast
Drive in Kowloon Tong to Sham Shui Po
to Kwai Chung to the Shaw Studio to
finally the TVB City, the best-equipped
among them all. The films meant a great
deal to Susan and her team. They are
sad to part with the treasures, but are
nonetheless happy to know they will be
cared for at the Archive from now on.

So is it the end of our relationship
with the donors once acquisition
work is completed? At the handover

B 2 A
IS1EAERIBREEEE () BRI
HNREERERZHZE
HKFA staff Rita Chan (left) and
Adee Ng checking the film prints.

JITT ceremony, we were graced
by the presence of TVB
representatives, rights
owners, and stars who
worked on the movies. It felt
more like a nuptial ceremony,
which signifies even closer
ties between us in the days to
come.

In this consignment of
films, some 60% are titles
of which the Archive holds no copies.
Among the earliest are The Little Female
Knight (1939) starring Hu Rongrong
and Kung Chiu-hsia and Female Spy
No. 76 (1947) starring Wu Lai-chu and
Wang Hao. In addition, eight of them
are among the ‘100 Must-see Hong
Kong Movies’ selected by the Archive
not long ago, and there are also 27
Chaozhou and Amoy dialect pictures.

Recently, colleagues of the
Editorial Unit have been busy
augmenting Volume 8 of the Hong
Kong Filmography series with data
of the 1975-79 titles that previously
had no viewable prints. What comes
next is the compilation of revised
and expanded editions of the earlier
volumes. The newly acquired gems
from TVB now shine again as artefacts
that fill the gap in Hong Kong cinema
history. (Translated by Elbe Lau) Il

Karen So is a freelancer and Project Coordinator
of the HKFA's Acquisition Unit.

7



I i | New Acquisitions

Welcome Back Our Dear Friends!
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A meticulous work process from selecting, stocktaking, arranging, checking, to packing.
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t started with an e-mail last
December. The message was
not unlike many of those the
Hong Kong Film Archive receives
regularly from film lovers and
citizens who kindly donate films
and artefacts to us. It eventually
led to an acquisition that took us
all the way to England.

The e-mail that came out of
the blue was sent by Toby Russell,
whom we had never met before.
He said he wanted to donate a
cache of film prints and videotapes
to the Archive. He even attached
photographs and a list of items for
our reference. We went through
the material and realised to our
delight that most of the films
comply with our collection criteria.
An acquisition trip to Britain was
put into motion and after much
preparation, we landed in London
last June.

Toby, who had since become
our good friend, is a consummate
fan of Hong Kong movies,
especially action films. His love
affair with Hong Kong cinema
began when he first watched kung
fu flicks on television as an eight-
year-old. So huge was his craving
for Hong Kong movies that he later
started volunteering at London’s
Chinatown theatres. He quickly
won the affection of theatre
owners, who not only showed
him movies, but showered him
with stills and posters of Hong
Kong or Taiwan pictures after they
were taken down from lobbies.
Naturally, Toby became a collector,
particularly works from these two
places.



ELEER (%)
BB

Toby Russell (left)
and Valerie Wong

Toby went on to realise a career out of his love for films.
During a visit to Hong Kong with friends, planned innocently
to catch a glimpse of Jackie Chan on the set, he got to know
some filmmakers. From that a network in the Asian film industry
was gradually built, on which a career was soon launched.
He would work on both sides of the camera, later becoming a
distributor of Hong Kong movies in Europe.

Most of the films distributed by Toby were action movies.
Some were shot in Hong Kong but had never been released
here, which made them all the more valuable as existing material
about these projects is scarce. The nicest surprise in the
donation is The Bodyguard (1974) directed by Chan Tung-man,
the story of which is the blueprint for the recent blockbuster
Body Guards and Assassins (2009), produced by Chan’s son
Peter. This is a precious find, filling a void in Hong Kong film
history. Another exciting find is a VHS tape of a work that had
been lost, Calamity (1976), which had become a cult film with a
dedicated following. For us, these are old friends that had been
lost for years and we were literally over the moon.

Toby may be passionate about Hong Kong cinema, but
he didn't want to keep his collection to himself. He wanted to
return the films to their birthplace instead. Talking to him, we had
the feeling that he is a sincere, no-nonsense man who puts his
heart into everything he does. After we finished taking stock of
the donation, he said an affectionate farewell to his cherished
possessions. Then he asked us to take good care of them.

This acquisition trip had certainly enriched the Archive

coffer. It also gave us a better idea of what Hong Kong films
are like in foreign eyes. For instance, hearing about Toby's
experience distributing films to places as distant as Congo,
we were able to put a personal connection to the far-reaching
extension of the fabled network of Hong Kong film distribution.
As staff members of the Film Archive, we feel incredibly fulfilled
for having played a part in keeping all these in Hong Kong's
collective memory.
Postscript: We like to thank Mr Lawrence Chan and Ms Natalie Wong, without
whose assistance we would not have been able to finish everything in a few short
days. Through this experience, Toby is more familiar with our work and had since
provided further help, becoming for example a contact person in our search for
Hong Kong films scattered in other parts of the world while also answering our many
questions on the where, when and who regarding the international distribution of
Hong Kong films. (Co-translated by Sam Ho & Eloe Lau) W

Valerie Wong is Collection Registration Officer of the HKFA.
Priscilla Chan is Film Acquisition Officer of the HKFA.

#RE| What's On

ohlg A L FESKE
Union Film Affiliates’ Seminar

PRE AL "
B/ viE L BEB
EBBHE SRR
YERT) » BEEP
MBXRBES
it e (BiHe)
WA PRGE
pechie YAt e ol b
1081 BERSE L - (EREAEEDITPR
NEREE RENTHEIEG o SBiFESN B R T
FAELE BEEAREEBEPHIAZLES
DB o

Founders of the Union Fim Enterprise formed on
their own a number of spinoffs as the company’s
affiliates, which produced a richer and wider
variety of works. On 1 October, (from right) film
critics Emest Chan, Po Fung, and host Sam Ho
examined how the Union Film umbrella came
about. Po Fung stated his observations with an
overview of the film industry at the time, while
Ernest Chan asserted that this creative decision
allowed the filmmakers more room to let their
talents shine.
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Morning Matinee;
Opera Sisters
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Sworn sisters Tam Sin-
hung (left) and Yam
Bing-yee (right) both
hailed from Macau
and honed their
craft of Cantonese
opera under notable
Yam Kim-fai. On 4
November, they graced
the Film Archive and
met with fans and
friends at the post-
screening talk.
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## Po Fung

he heated debates recently
Tover whether 2009 marked the
centenary of Hong Kong cinema
directly brought about Chinese Cinema:
Tracing the Origins.' This being said,
however, given the current trend of film
studies, the release of this collection
of conference proceedings came as
a matter of course. The following is an
attempt to survey what lies behind the
trend.

One prime focus of controversy is
whether the film Stealing a Roast Duck
was actually made in 1909. If yes,
2009 is indeed Hong Kong cinema'’s
100th anniversary; if no, it's not, and
Roast Duck may not necessarily be
Hong Kong's first ever movie.

The assertion that Roast Duck was
produced in 1909 was first mentioned
in the Cheng Shuren-edited Chinese
Cinema Annual in 1927. But it was
made known to many and regarded
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as a blueprint only when History of
the Development of Chinese Cinema,
the magnum opus in Chinese film
scholarship co-edited by Cheng Jihua,
Li Shaobai, and Xing Zuwen, came out
in 1963. Covering a broad range of
topics, the volume was, on one hand, a
seminal work that shaped subseqguent
attempts at film historiography. It was,
on the other, bound by the shackles
of its day, its analysis dictated by the
prevailing political and ideological
forces. As Zhang Yingjin puts it, the
book is ‘...fundamentally a history
of the leftist film movement because
all historical and textual materials are
arranged according to this ideological
orientation. Film politics are present
everywhere in Cheng's history: in his
selection of political events, discussion
of film studios in terms of their political
leanings, and evaluation of individual
films by whether or not they reflect the
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correct political ideology. With such
exclusive political standards, Cheng's
history is one-sided in its treatment of
non-leftist films.’?

Leo Lee Ou-fan is also of the
view that historiographical practices of
Chinese cinema have been biased and
superficial. His criticism is not directed
toward the volume in particular, but
makes sense nonetheless:
ideologically predisposed Chinese film
historians influenced by both leftist and
May Fourth discourses have given us
only a biased and partial picture, much
work remains to be done to uncover

‘Since

the richness of both the texts and
contexts of Chinese film culture of this
early period.’ ®

And yet for all the shortcomings
the volume may have, it had remained
a major reference for publications
that followed. An example is 1996’s
History of Chinese Silent Cinema by
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Chinese Cinema: Tracing the Origins

is now available. All essays in Chinese,
with CD-ROM which contains reference
materials in separate Chinese and English
sections. Edited by Wong Ain-ling.

Li Suyuan and Hu Jubin. It sets out
to narrate Chinese film history from
the perspective of art history, yet its
many basic assumptions — China’s first
ever movie screening took place at
Xu Garden, Shanghai in 1896; Mount
Dingjun (1905) was the first Chinese-
made motion picture; and The Difficult
Couple (1913) was China’s first fiction
film — all toe the same line as History
of the Development of Chinese
Cinema. Another case in point is the
aforecited Cinema and Urban Culture
in Shanghai, 1922-1943 edited by
Zhang Yingjin. The essays contained
therein have views radically different
from Development of Chinese Cinema,
yet their fundamentals, the few points
mentioned above for instance, again
follow those of the latter.”

Finally in recent years, scholars
have started to dispute all these
seemingly conclusive notions, putting

forward revisions to unconfirmed beliefs
by cross-examining a wide range
of print archive material. An earlier
instance is the findings by Law Kar
and Frank Bren, who sifted through
old Chinese and English newspapers
for advertisements about the public
exhibition of motion pictures in China.
With some solid evidence they have
gathered, they contend that the first
ever film showing should be in Hong
Kong in 1897, as opposed to the
postulate of Shanghai’'s Xu Garden
in 1896; film greeted the Shanghai
audience for the first time in 1897 at the
Astor House Hotel, they observe.”

The same goes for Mount Dingjun,
purportedly China’s first motion picture
as Development of Chinese Cinema
notes. Mainland Chinese scholar Huang
Dequan, again with strong evidence,
reasons that this long-held persuasion
is based on second-hand material that
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is not exactly reliable; the claim that
Beijing opera great Tan Xinpei made the
film might have been erroneous, and
the production year of 1905 a mere
conjecture.®

In Chinese Cinema: Tracing the
Origins, Huang Xuelei establishes with
clear proof that The Difficult Couple
cannot solely lay claim to being China's
first feature. Judging from the date
of release, it should be named just
one of China’s firsts together with
several comic shorts at the time. That
Development of Chinese Cinema
singles it out is again an act arguably
driven by ideological considerations.

If one is to make revisions to
old theories, the gathering of new
evidence, in addition to scrutinising the
source material on which these theories
were based, is centrally important.
Discourses on the production year of
Stealing a Roast Duck, as well as the
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Benjamin Brodsky

overall study of Benjamin Brodsky, are
a telling example of how newfound
material affects pre-existing ideas.
From the initial unearthing of Brodsky's
autobiography God'’s Country, through
collaborations between researchers
from different regions, their painstaking
efforts in pursuing every available clue
eventually paid off when scattered
pieces were put together to form a
clearer picture. These respectable
achievements are all documented in
Chinese Cinema: Tracing the Origins.
Among the key issues, there is still no
definitive answer as to when Stealing a
Roast Duck was made. Nonetheless,
with the 1914 interview of Van Velzer,
cinematographer of Zhuang Zi Tests His
Wife, from The Motion Picture World
found by Law Kar et al, it is safe to say
that Roast Duck was most likely filmed
in 1914, later than Zhuang Zi.

Results of the research efforts are
not limited to revising the production
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Film Exchange Co

year of a single film. Contributors to this
volume laboriously dig deep into the life
of Brodsky, an American businessman
of Ukrainian descent who set out to
realise his filmmaking dream in Hong
Kong and China. The winding story of
how he was involved with the birth of
Hong Kong cinema comes to light at
last. Ramona Curry, for instance, from
a photograph of Brodsky and some
Chinese friends, his business partners
as he stated, investigates the identity of
each of them, rendering a sketch of the
business networks Brodsky possessed
in China. Her findings also offer a rare
glimpse of the influence that overseas
students had on contemporary China.
All of these fine efforts gathered to
project a complex yet fascinating view
of Chinese cinema in its primordial
stage, much more vivid and authentic
than the previous interpretations bound
by the ideological straitjacket.

Apart from Brodsky's life and the
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At the main entrance of the Variety

re-examining of early Chinese and
Hong Kong film histories, the second
part of this volume looks at the industrial
and artistic aspects of early Chinese
cinema. Here let me talk about two
topics of particular interest to me. When
| was studying Chinese wuxia (martial
arts) films, | came across Yeh Hung-
sheng’s writing and thereby realised
that the word wuxia originated from
Japan during the late-Qing era, rather
than from China. In this volume, Emilie
Yeh Yueh-yu, in her essay titled ‘From
Loanwords to Conceptual Models: The
Application and Definition of “Wenyi”
in Early Cinema’, suggests that the
concept of wenyi in Chinese cinema
differs from what it means generally in
the Chinese language; also, the present
meaning of wenyi in wenyi pian (film)
is an influence from Japanese culture.
Thus it came about that the names of
two main genres in Chinese cinema
are associated with Japan. The impact
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of Japanese culture on contemporary
Chinese cinema is indeed a subject
that merits closer studly.

Zhang Zhen, in her essay
‘Hou Yao, “Griffith Fever”, and the
Cultural Environment of Early Chinese
Melodrama’, contemplates the influence
of Griffith’s films on populist dramas
in China. During the Republican era,
American movies took up a sizeable
chunk of the Chinese film market —
that's probably an understanding that
few would disagree. However, as for
how American movies had affected
Chinese cinema, further research waits
to be done. Zhang Zhen’s essay is one
such example.

And here are some findings of
my own. Shi Dongshan's Well Blessed
with Heirs (1926), as mentioned in
Zhang’s piece, was later reworked into
Song of a Kind Mother (1937) by Zhu
Shilin. This story of a mother being
abandoned by her grown-up children

is again from America. Over the Hill, a
1920 American picture, shares not only
a similar plotline; other minor subplots,
such as the most well-off son stripping
the mother of the hard-earned money
sent over from her only dutiful son, are
strikingly alike. Over the Hill was screened
in Shanghai in 1924." Later, the very
same story made its appearance over
and over again in Hong Kong-produced
Cantonese films, namely Ng Wui's
Mother (1954) and Chu Kea’s Motherly
Love (1961). Such cases of taking the
ethics and love stories from American
movies abound. And of course,
there always involves a process of
localisation during the adaptation, and
how the story has evolved is surely
worth studying.

The above summarises my
observations on several topics raised in
this substantially written volume. It was
indeed an inspiring read. (Translated by
Eloe Lau) H

Notes

1 See Foreword to Chinese Cinema: Tracing
the Origins for more about the relationship
between controversies over Hong Kong
cinema’s centenary and the production of the
pbook.

2 Zhang Yingjin, ‘Introduction: Cinema and
Urban Culture in Republican Shanghai’,
in Zhang Yingjin (ed), Cinema and Urban
Culture in Shanghai, 1922-1943, California:
Stanford University Press, 1999, p 8.

3 Leo Lee Ou-fan, ‘The Urban Milieu of
Shanghai Cinema, 1930-40: Some
Explorations of Film Audience, Film Culture,
and Narrative Conventions’, in Zhang Yingjin,
op cit, p 96.

4 Same as Note 2.

5 See Law Kar & Frank Bren, Hong Kong
Cinema: A Cross-Cultural View, Maryland:
Scarecrow Press, 2004. Frank Bren also
talks briefly about this assertion in his essay,
‘The Fabulous Adventures of Benjamin
Brodsky’, for Chinese Cinema: Tracing the
Origins.

6 Huang Deqguan, Xiqu Dianying Dingjunshan
Zhi Youlai Yu Yanbian’ (‘The Origin and
Evolution of Chinese Opera Film Mount
Dingjun’), Contemporary Cinema, No 143,
Beijing: Contemporary Cinema Inc, February
2008, pp 104-111 (in Chinese).

7 Dianying Zazhi (Film Magazine), No 8,
Shanghai: Chen She, 1924 (in Chinese).

Po Fung is Research Officer of the HKFA.
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ainstaking Lyege( hlookifit suspense, humour, romance, and kinship.

extramarital affairs when feudal values were
still there in a modernising society.
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Originally named Lee Yuk-ching, Lee Tit was a native of Zhongshan, Guangdong

born in Hong Kong. Early in his school years, the literary bug bit and he actively

took part in stage plays. At 17, regardless of his parents’ objections, he enrolled in

United Photoplay’s first actor training course. Soon after, he was spotted by famed

director Lai Buk-hoi who encouraged him to study scriptwriting and
directing. Upon graduation, he made his screen debut with Gunshot
at Midnight (1932), and directed Lifeline (1935) as Kwan Man-
ching’s deputy. During the Occupation years, he formed a theatrical
troupe and continued to perform. He took up film work again after
the war and retired in 1980 upon completing the Yu opera film Bao
Zheng, the Judge.

In his 40-plus-year career, Lee Tit was one of the founders of
Union Film, and established on this own the Hawks Film, producing
such classics as The Legend of Purple Hairpin (1959), Butterfly and
Red Pear Blossom (1959), and Love at First Sight (1967). He served
as technical consultant on The Story of Tung Siu-yuen (1950) and

Mysterious Murder (1951), films by his close friend, Cantonese opera librettist
Tong Tik-sang. He had altogether adapted seven of Tong’s scripts onto the
screen. An accomplished screenwriter himself, Lee had penned under the nom de
plume of Mang Kong-lung Belle in Penang (1954), The Love Thief (1958), Murder
in Town (1958), and Snow in June (1959), etc. In 1994, he won the Lifetime

Achievement Award from the Hong Kong Film Directors’ Guild.
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Two versions of The Legend of Purple Hairpin

(1959 & 1977), by the timeless duo of Yam

Kim-fai and Pak Suet-sin (left) and their

disciples (right) respectively.

hile | was putting together the
Lee Tit retrospective, what
struck me most about the director
is his rich and diverse oeuvre. From
his debut piece House Number 66
(1936) to Bao Zheng, the Judge
(1980), his career spanned a total
of 44 years. Throughout, he had
worked in virtually every genre, from
the fabled Cantonese opera film,
thoughtfully written everyday drama
of the common folk, soft-toned
melodrama, darkly suspenseful thriller
and detective story, to his latter-day
attempts at swordplay actioner and
even comedy, a category he had
hardly tried before. On his staggering
filmography are also Chaozhou and Yu
opera pictures. His tour de force The
Legend of Purple Hairpin, in addition
to the two Cantonese opera versions
starring respectively the legendary
duo of Yam Kim-fai and Pak Suet-
sin and their protégés, the Chor Fung
Ming Opera Troupe staples, has yet
another Yu opera rendition, which is
considerably different in both the tunes
and the tones.
According to existing material, Lee
Tit had altogether 81 directing credits
to his name. Among them, 14 were
collaborative efforts, and only around
50 are available for viewing today.
Our original idea was to mount a mini-
showcase with 6 to 8 titles, but Lee
Tit's works proved too good to miss,
so the list gradually widened from 8
to 10 to 13 to finally 15, including as
well The Legend of Purple Hairpin (the
classical Yam—-Pak version, 1959) and
Painstaking Lovers (1964). Here in this
programme, the two Cantonese opera
renditions of Purple Hairpin can be
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viewed together, the first of its kind if |
recall correctly.

Painstaking Lovers is an intriguing
production featuring a stellar cast of
radio broadcasters who would first
make themselves heard before their
appearance. The plot centres on a
tragic extramarital affair caused by an
odd confluence of events. It brings to
the fore societal mores of the 1960s,
a time when the feudal past was
gradually giving way to a more liberal
age. This movie is a measure of Lee
Tit's creative capacity as an auteur:
whenever he was directing actors
with less experience, the mark of his
auteurship would appear all over the
Work.

A major example is the Chor
Fung Ming rendition of Purple Hairpin,
which fails to get the nod of quite some
Cantonese opera fans who find it too
wild a departure from the essence of
the art. It nonetheless offers a peek
at his all-round efforts in meshing the
distinct aesthetics of film and opera.
Not included in the present lineup
are The Dragon’'s Daughter (1963),
the story of Liu Yi Bearing the Tidings
staged by Nam Kwok Cantonese
Opera Troupe, and Eternal Love (1966),
a vehicle for Connie Chan Po-chu and
Josephine Siao Fong-fong. These two
projects are also testimony to Lee Tit's
mastery over tyro actors, and his ability
to helm the shoot all by himself. They
are arguably more ambitious attempts
in bringing the two art forms together,
his guidance to the cast all the more
apparent. The latter, in particular, sees
Chan and Siao, already big names at
the time, straining to synchronise their
performance with camera movements

to the director’s satisfaction.

In Father is Back (1961), a
piece tailor-made for Ng Cho-fan,
newcomer Kong Suet plays Ng’s
daughter, but their blood relationship
remains unknown for the better part
of the film. The setting of a thinly
partitioned tenement in Lee Tit's earlier
masterwork, In the Face of Demolition
(1953), is now a much bleaker, seedier
place. Within the cramped dwelling
is a conglomerate of undesirables.
Kong Suet is the leading lady being
forced into prostitution. Her father, an
ex-convict, cannot but break the law
again just to save her. The production
can be taken as a follow-up to
Demolition with yet a darker, sadder
tone. It is a delicately wrought portrait
of a struggling father, whose daughter
embodies the conscience and future
of society. In marked contrast are the
freshness of the new breed and the
finesse of the old hands.

The several films mentioned
above are examples of how Lee Tit
related with a bevy of bright young
actors in the 1960s. The pairing of
green recruits with traditional genres,
namely melodrama, literary adaptation
and Chinese opera, makes for exciting
chemistry. With his directorial chops,
he heightened the drama and the
actors’ performance until they lived up
to his expectations. What he meant
to depict is not just the turbulent fate
of individual characters, but a kind
of human touch and value system.
That's why Lee Tit's works from the
1960s left a deep impression on me.
In terms of social atmosphere, subject
matter and ethical value, they are
wildly different affairs from his 1950s
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(From left) Sam Ho, Thomas Shin
and Shu Kei at ‘The Films of Lee Tit’

seminar on 19 November
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Life has been unkind to Ng Cho-fan (1st
right) and his daughter Kong Suet (2nd left)
in Father is Back (1961).
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output during his Union Film tenure.
In the face of the era’s challenges, his
demeanour remained as modest and
poised as ever.

We Want to Live (1960), the
eighth anniversary project of Union
Film, finds Lee Tit, a director nurtured
at the studio, in his quest to break free
from the studio system. Through this
social-realist crime drama, he made
clear his resolve to thrive against all
odds, expounding the wisdoms for
survival with a new school of realist
aesthetics, while keeping intact
one'’s dignity and integrity. Taking into
account its worldview, one that is
worlds apart from the elegance that
permeates his realm of operatic art, |
consider We Want to Live as one of
the most prominent works of Lee Tit.

In this transitional period, the
emergence of The lll-fated Girl (1963)
meant more than ever. In Lee Tit's
hands, the setting of Early Republican
China is distilled into a gracious,
cultured clime of the olden days.
It not only lays bare the decaying
morals of the trying times, but subtly
champions such old-world virtues
as righteousness, chivalry, and

gratitude. Characters of two separate
generations remain grateful to their
benefactors, which brings to mind the
moral qualities of junzi (a Chinese term
used to describe men of integrity).
The film manifests the moral strength
of man against life’s adversities, and
the everlasting value of truthfulness
and benevolence. During the 1960s
when traditional beliefs were quickly
losing ground, Lee Tit delved into the
changing moral landscape of modern
society by extolling these time-
honoured values. It is one of the gems
in this programme.

Painstaking Lovers is a modern
take on arranged marriage. The male
and female leads, who hardly know
each other, are forced into marriage
by their parents and end up continuing
liaisons with their own ex-lovers. It
came as a revelation that the conflicts
between feudal barriers and free love,
the contradictions between family and
individuals, could play out in such a
modern context.

In the 1960s, apart from social
realists, Lee Tit also turned to suspense
and noir and seemingly sank his
teeth into them. Ng Cho-fan and Lam
Dan’s Blood Terror (1960), Pak Yin
and Cheung Wood-yau’'s The Bloody
Sucker (1962), Ng Cho-fan and Pak
Yin's The Bloody Paper-man (1964),
Patrick Tse Yin and Patsy Kar Ling’s
Duel in Moonlight Bay (1966) were
all murder mysteries that unravelled
the intricacies of human psyche in an
increasingly complicated society.

Among the above, Love at
First Sight (1967), both directed
and presented by Lee Tit, is a well-
made piece. With the trappings of

the suspense and detective genre,
it portrays the zany humour in male
friendship and the elusiveness of love.
In a world where money and greed
matter above all, human mind is hard to
fathom; not even family is the prop one
can fall back on. Nonetheless, the fim is
a celebration of friendship and love, as
well as the boundless energy of young
people. It is a light-hearted, whimsical
movie rarely found in Lee’s repertoire.

This retrospective, titled ‘Master
of Versatility: Lee Tit', is an attempt
to sum up my views of the auteur’s
cinema. In his film world, the miserable
fate of individuals ultimately escalates
into a passion for humanity, one
that looks upon life as a positive
experience. The eventual lineup
can only cover 15 titles and has to
forgo some of his fine works. It is
nonetheless our best endeavour to
include the most representative from
his opera films, social dramas, genre
pictures, and major star vehicles. Of
particular note is the hard-to-find Girl
in Red (1952). It is indeed a wonderful
blessing to have located the current
print for screening.

This programme would not have
been possible without the support and
guidance of HKFA Programmer, Sam
Ho. Special thanks also go to Gladys
Lau and Kay Ng for their exhaustive
and meticulous assistance. (Translated
by Eloe Lau) H
Thomas Shin is a seasoned film critic and
newspaper editor on movies. Currently member
of the Hong Kong Film Critics Society and
honorary member of the Cantonese Cinema
Study Association, he had hosted radio shows
and curated programmes for the Hong Kong
Arts Centre and Film Programmes Office,

LCSD. ‘Master of Versatility: Lee Tit" is the first
programme he had guest curated for the HKFA.
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Symposium on Early Chinese Documentary Flms and
National Revolution Visual Archives
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In commemoration of the centenary of 1911
Revolution, China Fim Archive (Chinese Film
Art Research Center), China Movie Channel
Programming Center, and Central Studio
of News Reels Production jointly organised
R/RIEREENS , - NIREHD the Symposium from 12 to 13 October.
EIliSE=YSEEE =Nt =3 il Over 60 fim historians and specialists in
A IBEEEN TR BB Republican China history gathered at the
BEREBSEFETHE o (BIHELRL)  event, accompanied by screenings of early newsreels and documentaries of Sun Yat-
3285 - B R RABNOBIEBREBIFEFR  sen's revolutionary activities. Among the participants were (front row from left) Lai Shek,
I RBFERS © Law Kar, and HKFA representatives Sam Ho and Po Fung.

GiRE—RELREIER
Fllms W/ritten by Elleen Chang

BItRLHETER 2P OEE BRI This film programme, co-presented by
THEBRAFItRMEREEY - FBE  Ullens Center for Contemporary Art
FERESHN "EBIRE —REBHE (UCCA) and HKSAR Beijing Office in
BIERE ) R108142238897  5E  collaboration with HKFA, was held in

EAMBERBEZIERES - ST L  Beiing from 14 to 23 October. It was the

@8 (IBIBWEIBY (1957) ~ (/N\E  very first time the MP & Gl films penned

) (1963) HERILERD - BRSEHE by Eleen Chang, including The Battle of Love (1957), Father Takes a

BEESEBIS (62) BAMETOVEIEE  Bride (1963) and three other titles, graced the mainland screen. In the
(Z£— ) RAEORIXSE (Z£=) ~ {3 picture are seminar speaker Wong Ain-ling (2nd right), UCCA's Xie Meng
BB (H—) o (1st left), HKFA's Gladys Lau (2nd left) and Sam Ho (1st right).
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Guests from Taipel Film Archive

BB ENEHTRERERS
(71‘-) MEBREAS (£
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EEER  FRITLE &R
B, 5tE8l  BAEERRMEE
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Chang Jinn-pei (4th left), the new Director of Taipei
Film Archive, paid us a visit in early November with
her staff: acquisition chief Chung Kuo-hua (2nd left)
and his assistants Ann Wu and Jason Sun (2nd &
3rd right). They exchanged views with our colleagues
on various topics about archival management, with
special focus on ‘Digital Collection Development
Policy’. The HKFA staff in the picture are Richie Lam
(4th right), Wendy Hau (1st left), Sam Ho (3rd left),
and Koven Lo (1st right).
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Production stills of Hong Kong Conquered (Honkon Nippo [Chinese edition], 28 June 1942)
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rom 25 December 1941 when

Japan took over Hong Kong to
the end of World War Il in 1945, Hong
Kong fell under Japanese rule for more
than three years. During this period,
the Japanese attempted to carry out
its cultural policies in Hong Kong, just
as they had done in Shanghai, Beijing,
Manchuria and other occupied areas.
They tried to enlist Hong Kong film
workers in projects to whitewash the
true face of the invasion, but none fell
for it, while many of them escaped
from Hong Kong. The local film industry
came to a standstill during the war,
with the exception of only one feature
film, Hong Kong Conquered, which
was produced by Daiei Motion Picture
Company.' The original title of the
film was Hong Kong Conquered: The
Day England was Defeated. The crew
and the cast were entirely made up of
Japanese, including the director Tanaka
Shigeo, and the scriptwriters Suyama
Tetsu and Takaiwa Hajime. Even the
cinematographer and all the major roles
were taken by the Japanese. Tsi Lo
Lin, then 16, was the only Hong Kong
actress who took part in the film.

According to the Japanese
Movie Database,” Hong Kong
Conqguered was screened on 19
November 1942 in Japan. In Hong
Kong, it came to the cinemas on
8 December 1942, purportedly to
mark the anniversary of the bombing
of the Pearl Harbour. In Shanghai, it
was chosen as the first film to mark
the opening of Dahua Theatre that
played exclusively Japanese fims, and
remained on the screen for a week
starting from 15 January 1943.° Hong
Kong Conquered, in 11 reels, is 101
minutes and 2,772 metres long. For a
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long time, the whereabouts of the film
were unknown. Most scholars believed
that it had been destroyed. Others
speculated that it was confiscated by
the US military and is now stored in
the US." As it turns out, the National
Film Center of the National Museum
of Modern Art, Tokyo has kept an
incomplete copy of 36 minutes long.
| was fortunate enough to have my
request to see the film approved. The
disjointed plot makes it difficult to enter
into an in-depth discussion of the film.
Nevertheless, | was struck by the fact
that a copy of the film still exists and
the short glimpses | got of Tsi Lo Lin in
it. Below are the notes of my viewing
of the film, which | share below with
researchers and scholars as a basis
for more thorough discussion to come
in the future.

Each of the numbers below
represents respectively a sequence.
The dialogues are transcribed by me:®
1. Intertitle: November, 1941. The
Union Jack.

Hong Kong waterfront with British
soldiers walking.

Street scene: Modern Chinese
women, blonde Western women. Two
Japanese in Western suits enter. They
pick up from the ground Honkon
Nippo, a Japanese newspaper. The
words ‘News of the Pacific War’
are visible. The two walk along the
waterfront in silence, with a resolute
expression.

2. Immigration checkpoint: full of
Japanese leaving Hong Kong on their
return to Japan.

An inspector takes out a kimono
from a suitcase. He tears apart the seams
for a close inspection. Standing by the
side is a Japanese woman with a look of

fear and disgust.

Mr Chen, a reporter from China
Daily, comes to see Fujimoto off. The
two talk in Cantonese, but the words are
unintelligible. According to the Japanese
subtitles, Fujimoto says to Chen, ‘Do
you really believe that Chiang Kai-shek
will keep up his Japanese resistance till
the end?’

‘Let’s proceed on our own paths,
for Japan and for China. I wish you
success.

The Kitazawas also come to the
send-off. Mrs Kitazawa says:

‘Even though I am a mere woman,
I am prepared for the worst at moments
like this.

Upon hearing that, the two men

are speechless. The three fall silent.
3. The Kitazawas run an antique
shop. On their return, a maid in white
shirt and black trousers greets them in
Cantonese, ‘Welcome back!’

Kitazawa’s mother enters. She is
frail.

Mr Liang and sister Honglian
(played by Tsi Lo Lin) arrive at the
antique shop. The two plan to send
Fujimoto off as well, and express
regret when they find that Fujimoto
has already left. Liang speaks fluent
Japanese. Honglian wears a light-colour
gipao, with permed hair coming all the
way to the shoulders. She has a sombre
expression, and does not utter a word.

Liang speaks with Kitazawa,
expressing his critical view that “Young
people in Hong Kong just live for
themselves. Kitazawa says, ‘Let’s follow
in the footsteps of your father and
mine, underscoring the long friendship
between the two families.

Kitazawa’s mother, who returns to
her room from the storefront, gazes at a
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Lieutenant Kitazawa (played by Nagata
Yasushi) and reporter Fujimoto (played by
Usami Jun)

picture of a man in uniform.

Mrs Kitazawa walks with Honglian.
The two climb up a gentle slope. A
distant view. The two walk in silence.
Honglian suddenly leans over Mrs
Kitazawa's shoulders and cries, apparently
out of sadness for Fujimoto’s departure.

In the following sequences, the
setting has moved out of Hong Kong,
and the film turns to offer a group
portrait of Japanese soldiers invading
Hong Kong from Shenzhen. The
characters in the foregoing scenes do
not appear again.

I. A Japanese officer gives long
speeches about the significance of the
war on Hong Kong.

The camera pans from the Union
Jack on the Hong Kong side to the
Japanese flag on the Shenzhen side,
showing shots of Japanese soldiers
singing military songs and changing
guards.

2. Shenzhen: A Japanese brigade
station in the Dongan Inn.

Soldiers on the march. Coming to
view are buildings with balconies. The
words ‘Greater East Asia’ are painted
on the wall. Yamamoto, among the
soldiers, collapses under heat and
exhaustion. His fellow soldiers gather
on the wayside to encourage him.

3. Shenzhen: The decision to invade
Hong Kong is relayed to the soldiers.

A meeting held in the deep of night
has decided: “To take down the British
headquarters in East Asia in one strike.

In early morning, a steed gallops
by. The soldier on horseback calls out
for the troops to assemble.

An officer gives a rallying speech
to his soldiers: “The directive that we
have been waiting for a long time to
invade Hong Kong has finally come

down. “The British have damaged
the prospect of peace in East Asia
throughout the last 100 years. “You bear
on your shoulders the responsibility
of building up East Asia, and the high
expectations of your parents, brothers
and fellow countrymen. Let’s be worthy
of them. With the flowers and trees of
the southern clime in the foreground,
the picture shows a distant view of the
troops and close-ups of faces of the
soldiers, who are visibly excited.

4. The war of invasion

Soldiers run up a slope. Smoke,
sound of explosion and rousing music.

Japanese soldiers cross the
Shenzhen River. The British national
flag is in front of them. They take down
the chain-link fence, lower the British
flag and raise the Japanese flag.

The tanks rumble down the road
under the Japanese flag.

The air force. Shots taken from the
plane looking down.

The metal placard with the words
‘British Border” is trampled by Japanese
soldiers.

Here and there among the army
trucks on the road are a few mules and
horses.

British trucks in flames on the
roadside. A large number of Japanese
soldiers march past them.

Map: News of the war: ‘Our forces
advance to Taipo.

Intertitle: ‘Ceasefire ordered at
19:30.

Surrendered British soldiers mill
about, exhausted and glum.

5. Soldiers enter the city

Japanese soldiers move along the
streets of Hong Kong.

In a temporary hospital set up in
a church, an injured soldier lies in bed.

Tears come down on his cheeks when
he hears the bugle of the Japanese
soldiers entering the city.

Kitazawa’s mother walks up to an
injured soldier.

A complete view of the church
interior. Nurses stand with heads bent,
apparently in mourning for soldiers
who have sacrificed their lives.

6. Against the heroic music, shots of
a sinking warship and the Japanese flag.

The 36 minutes of the film that |
saw are mere fragments, but they are
enough to reveal the two-part structure
of the film that interweaves scenes of
outdoor battle with indoor drama. Like
many so-called ‘Mainland films' made
by the Japanese in Mainland China
at the time, the indoor portions of this
film feature pro-Japan Chinese who
speak fluent Japanese. Likewise, this
film also presents love relationship
between Japanese men and Chinese
women, however mild the romance
may be. Tsi Lo Lin, her face exhibiting
the innocence of a young girl, does
not utter a single word in the film. It
is unknown whether her silence is a
sign of the girlish shyness and purity
as required by the plot, or a lack of
enthusiasm on her part in a project
monopolised by the Japanese.
According to Yu Mo-wan's A Historical
Account of Hong Kong Cinema, Tsi
was forced to go to Japan to publicise
the film. As soon as she returned to
Hong Kong, however, she escaped
to the war resistance areas.® The fact
remains that Tsi went to Japan solely
to shoot at the studio’s indoor set. In
the September 1942 issue of Nippon
Eiga (Japanese Cinema), there is a
picture of Tsi with writer Kikuchi Kan,
then president of Daiei. The latter was
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sitting in a relaxed way on a cushioned
chair while Tsi stood by his side. She
was dressed in almost exactly the
same way as she appeared in the film.
The caption of the picture reads: ‘Tsi
Lo Lin, an actress from Hong Kong (of
the Hong Kong Film Association) visits
Kikuchi Kan.” One wonders what the
two had to say to each other.

The battle scenes found in the
fragments of the second half were
mostly shot onsite in Shenzhen, and
various places in New Territories,
Kowloon and Hong Kong. According
to Kinnia Yau's interview of Okazaki
Kozo, assistant cinematographer
of the film, because there were not
enough Japanese soldiers in occupied
Hong Kong, part of the footage was
shot in Hakone and added to the fim
later.” This section of the film contains
documentary footage of actual fighting.
Reviewers of the time commended the
skill of the film editor, who conveyed
realistically the intensity of actual
combat.

As for the plot of the story, it
seems rather incomprehensible from
the fragments we have today. In fact,
reviews of the day also pointed to
the underdeveloped plot, and the
poor characterisation of the film.
The most important heroic figure
seems to be the soldier in the picture
that Kitazawa's mother gazes at —
Second Lieutenant Kitazawa. Some
Hong Kong publications erroneously
reported that Honglian played by Tsi Lo
Lin is Kitazawa's lover. As a matter of

fact, according to a review at that time,
Tsi is in love with a reporter named
Fujimoto Takashi, a friend of Lieutenant
Kitazawa's. The same review also
pointed out, ‘For reasons unknown,
the love interest is excised from the
film, leaving behind a meaningless
scene of a walk in silence.”® The walk
scene that | saw in the fragments, it
would seem, turns out to be just as
ambiguous and artificial even when the
film was seen in its entirety. The love
interest never developed into anything.
Was it again due to Tsi Lo Lin's refusal
to cooperate?

In 1943, the year after the film
was shown, there was a retrospective
of all Japanese films of 1942. In it
was a paragraph on Hong Kong
Conquered.

The battle scenes and others that

are shot onsite are superb, but

the plot is in tatters. With the
support of the local troops, battle
scenes can naturally be made quite
realistic, especially when they are
shot onsite. The unfortunate result
is that there is a preponderance
of battle scenes, giving rise to
the lopsided structure. With
these shortcomings in mind, one
wonders whether it would be
better to take out the drama of

the plot and turn the film into a

documentary of the war.”

The comments above make
quite explicit the futility of masking
the cruelty of the war by making
a love drama of it. In this article, |
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have sketched out, on the basis of
existing fragments and some relevant
Japanese material, the content of the
only feature film made in Hong Kong
during the Occupation years. One
should be aware of the danger of
ungrounded speculations with such
scanty information. We could only
look forward to the day when more
historical data would enable us to look
seriously at this chapter of cinematic
history in the war years. (Translated by
Tam King-fai) l

Notes

1 The full name is Dainippon Eiga Film
Company, established by merging Shinko,
Nikkatsu and Daito in 1942 under the
corporate policies during the War.

2  URL: www.jmdb.ne.jp/1942/br001130.htm

3 Yan Ni, Senji Nicchu Eiga Koshoshi (The
History of Interactions Between Japanese
and Chinese Wartime Cinemas), lwaba
Shoten, 2010, p 201 (in Japanese).

4 Kinnia Yau Shuk-ting, Gangri Dianying
Guanxi: Xunzhao Yazhou Dianying Wangluo
Zhi Yuan (Between Japanese and Hong
Kong Cinemas: Searching for the Origins of
Asian Film Networks), Hong Kong: Cosmos
Books Ltd, 2006, p 18 (in Chinese).

5 | am grateful to Prof Abe Noriyuki of Doshisha
University who viewed the film with me
and went over the translation. | alone am
responsible for any errors.

6 Yu Mo-wan, Xianggang Dianying Shihua (A
Historical Account of Hong Kong Cinema),
Vol 3, Hong Kong: Sub-Culture Ltd, 1998, p
63 (in Chinese).

7 See Note 4.

8 Mizukami Tanzo, ‘Review: The Day England
was Defeated’, Nippon Eiga (Japanese
Cinema), December 1942, p 238 (in
Japanese).

9 Mita lkumi, ‘Japanese Fiims of 1942, Nippon
Eiga (Japanese Cinema), February 1943, p
451 (in Japanese).
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