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Abstract 

The research aims to investigate the history and formation of discourse of Hong Kong experimental 

moving image art in the late 1960s, and attempt to outline a new historical and theoretical reading 

of this subject. It regards the experimental practices of moving image as the cultural production 

derived from the “Cultural Cold War” and formulated the Cold War Cinephiles. Furthermore, it 

articulates the visual form of the selected experimental moving image works with the modernist 

aesthetics which was circulating in the Cold War period. The research subject was shaped by the 

colonial governmentality in terms of film regulation and the youth resentment presented in 1967 

Riots. Drawing from the theoretical approaches of “extraterritoriality”, this study also tries to 

question the formation of Hong Kong cultural history and sheds light on the experimental visual 

politics by stressing the subjective position of local moving image art. Out of the urgency of 

revisiting the experimental practices of moving image art and Hong Kong’s cultural formation in 

colonial context, this study take experimental moving image art into account of the Hong Kong 

cultural and socio-political history and aims to open up a broader space to the study of the cross-

disciplined sense of moving image art.  
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Chapter 1   

Introduction: The Discourse of Moving Image 

    In 1968 and 1969, film festivals titled “Presentation of Member’s works” (�u

��oCL M�) and “The First Amateur Film Festival” (mĂ@u�) 

respectively, which were both held by College Cine Club (daying hui �u�),  1

featured a series of experimental works at City Hall, such as The Milky Way (å

ë�, 1968) by Xixi (TT) and Routine (7�, 1969) by Law Kar (ñÍ). These 

are widely considered as the earliest presentation of local experimental moving 

image works in public sphere, which marked a pioneer stage to the formation of 

Hong Kong experimental moving image art. In the same period of time, the socio-

political structure in Hong Kong had gone through a critical turn after the 1967 

Riots and deeply influenced and intertwined with the cultural production.  The 2

Hong Kong experimental moving image art, as one of the notable examples of the 

cultural production in the late 1960s, had been developed by the artistic reaction 

to such context and rooted in the soil of Cold War period and colonial governance. 

It also gives a lens and critical capacity to look into the intricate correlation of the 

socio-political context and art creation, and also how the individuals and clusters 

have practiced “moving image art” to mediate and relate their experiences in the 

 College Cine Club (daying hui, �u�), which was also named as Da Xue Sheng Dian Ying Hui 1

(�+�@u�) and was formed by a publication named “College life” (da xue sheng huo �+�
/) in 1967. 

 Weiluan Lu, Mingchuan, Zhiqin Xiong, Xianggang Wenhua Zhong Sheng Dao �î=}Ûz( 2

[The muliple channels of Hong Kong culture] (Hong Kong: Joint Publishing 2014).
1



colonial time. Yet, the restricted access and loss of archive have led to the 

negligence of the research subject in this study, even it could fill in the crucial 

vacuum of the study of early development of moving image art along with the 

Hong Kong art history, and re-posit the fruitful forms of cultural production in the 

formation of local cultural history.  

    Due to Hong Kong’s close connection to mainland China and its colonial status, 

the discourse of Hong Kong’s cultural history is generally defined as the hybridity 

derived from the complex intersection among Chinese tradition, colonial rule and 

the Western cultural influence.  In tracing the history and discourse of Hong Kong 3

art in the late 1960s, art historians tended to investigate the development of art 

within the model of “China-West” and concern about how art was created through 

the negotiation of Chinese and Western in Hong Kong context.  That confined the 4

fundamental readings and framework of constructing Hong Kong art history, and 

easily to generalise a specific art form and media. In this regard, a certain groups 

of artists and art forms were emphasised in most of the research of Hong Kong 

art, while the plentiful culture of moving image art were out of this model and 

 There were abundance of discussions on Hong Kong culture and identity with an approach of 3

cultural studies in the 1990s, along with the awareness of the upcoming “1997 handover”. For 
example, Ye Si (�Ó), who is a well-known Hong Kong writer, has written an article to the 
complex and diverse representations of Hong Kong in a wide variety of texts, so as to illustrate the 
difficulty to narrate “Hong Kong story”. Another local scholar, Ip Iam-chong (öķĈ) has 
mentioned that the sense of localness exercised in the framework of the discourse of ethnicity and 
coloniality, which took form as a process of cultural hybridization.  
 
Iam-chong Ip, “Ben di ren con na li lai? Cong Zhongguo xuesheng zhoubao kan liushi niandai de 
Xianggang xiangxiangŃ?��ńN�*	ňNŁ��+�w�ł�¬[#���î�R 
[Where is the ‘local people’ from? From The Chinese Student Weekly to investigate the 
imagination of Hong Kong in the 1960s]” in Shui de Chengshi P��xň [Whose City?], ed. 
Wing-sang Law (Hong Kong: Oxford University Press (China) Limited, 1997), 14.

 David Clarke, “Between East and West: Negotiations with Tradition and Modernity in Hong 4

Kong Art.” Third Text 8, no. 28-29 (1994): 71–86.
2



thus underestimated. For example, according to “Hong Kong Art History 

Research Project” formulated by Asia Art Archive and Hong Kong Museum of 

Art, a large number of documents drew on art forms like ink painting, calligraphy, 

oil painting and print-making, which become a standard narrative in Hong Kong 

art history from the late 60s.   5

  A key local art historian, David Clarke, has mentioned in his book “Hong Kong 

Art: Culture and Decolonization” that local-ness of art was examined so as to 

undergo a process of decolonization.  The major subjects he reviewed in the book 6

fell into the frameworks between Western modernist art and Chinese nationalist 

perspective and he deduced that the combination and reconciliation of these 

frameworks as “cultural hybridity” which made the major track of study in Hong 

Kong art history. In his study, for instance, Wucius Wong (À'Ď) and Lui Shou-

kwan (Ķēŀ) as pioneer figures of The New Ink Painting movement starting 

from the late 1960s, were the notable examples of merging the Chinese with the 

Western and as a result of “cultural hybridity”.  David Clarke’s another book “Art 7

and Place” also declared the resembled model of “China-West”, by looking into 

 According to the “Hong Kong Art History Research Project” conducted by Asia Art Archive and 5

collaborated with Hong Kong Art Museum, it focused on a rich contextual picture of Hong Kong’s 
art ecology in the 1960s–1970s. It includes exhibitions, pedagogy, art writing in both Chinese and 
English, and modes of exchange between Hong Kong and other geographies.  
Asia Art Archive, Hong Kong Museum of Art, “Hong Kong Art History Research Project”, 
accessed March 2013, https://aaa.org.hk/en/collection/search/archive/hong-kong-art-history-
research-project).

 David Clarke is one of the local key figures who focuses on the research of Hong Kong’s art 6

history. Facing the handover in 1997, he discussed and revisited a wide range of Hong Kong art 
from the 1960s in order to formulate a subjective trajectory of Hong Kong art history. 
David Clarke, “Varieties of Cultural Hybridity,” in Hong Kong Art: Culture and Decolonization, 
(Durham: Duke University, 2001), 13-15.

 Clarke, “Varieties of Cultural Hybridity,” 15.7

3

https://aaa.org.hk/en/collection/search/archive/hong-kong-art-history-research-project
https://aaa.org.hk/en/collection/search/archive/hong-kong-art-history-research-project


the difficulty and anxiety of the artists in attempting to assimilate Western 

modernity into Chinese traditional form of ink painting in the 1960s period.  In 8

such model, even it contributed to the “local turn” of Hong Kong art, the 

subjective position of “Hong Kong” is still missing in this large picture and more 

variety of individual art creation were undermined. David Clarke has mentioned 

in his book: 

 

“That anxiety is always expressed through oppositions between Western and 

Chinese elements, with Hong Kong itself being merely the neutral arena in which 

those elements come into contact. Such a characterisation of Hong Kong is by no 

means unique to art: the notion of Hong Kong as the place where ‘East meets 

West’ is an enormously widespread cliché, and one which manages to deny any 

separate identity to the colony, to reduce it to a ‘gateway’ or ‘bridge’ through or 

over which Chinese and Western influence pass.”  9

The model of “China-West”, as David Clarke explained, was celebrated by the 

colonial authority. It was exemplified in the early display of Hong Kong Museum 

of Art, which adopted the notion and categorisation of “East and West” and 

reduced into two narratives, so as to form a “gateway” of an “apolitical arena” of 

Hong Kong art.  By going through these dominated narratives of Hong Kong art 10

 David Clarke, “Between East and West: Negotiations With Tradition and Modernity in Hong 8

Kong Art,” in Art & Place: Essays on Art From a Hong Kong Perspective (Hong Kong: Hong 
Kong University Press, 1996), 65-66.

 Ibid., 73.9

 Ibid., 74-75.10

4



history and discourse, it is found that moving image art went beyond these binary 

frameworks. Despite many key art historians have attempted to re-establish a 

historical reading of Hong Kong art history, the unique trajectory of the media and 

technological turn with the social change, which marked the shifts and breaks of 

moving image art and culture, is still absent. With current rising capacity of 

discussing and studying of local cultural history, I see an increasing necessity to 

question the discursive formation of Hong Kong art history by breaking through 

the binary framework of “Chinese-Western” and examining moving image art as a 

distinctive research subject. Therefore, this research attempts to contextualise 

moving image art in the trajectory of the late 1960s in relation to the cultural 

production of Cold War and the negotiation with colonial governmentality, and in 

order to reclaim the subjective position of Hong Kong in the first place. Moreover, 

the socio-political and cultural context that provides both the institutional force 

and individual agency to create and mediate their empirical experiences through 

moving image art, needs to be articulated. Correspondingly, I would further 

explain the scope of study in the next part and assert the importance to establish a 

new framework to investigate Hong Kong art history in the lens of moving image 

art.   

Revisiting the framework of moving image art 

 

    In this part, I shall conduct a literature review and explain why moving image 

art is adopted as the major research subject in this study and how to develop the 

5



major research model from the genealogy and discourse of moving image art, 

which also illuminates the structure and research questions of this study. The term 

“moving image” was derived from the technological turn and significant 

transformation of art form in the 1960s.  The moving image practices emerged 11

and developed in various senses, like the close association of art and cinema and 

the transposition of black box and white cube as “the beginnings of an 

‘intermedia’ condition; the permeation of boundaries between art and film; and the 

creation of hybrid filmic objects, installations, performances and events”.  For 12

example, artists like Nam June Paik and the artist group of Fluxus (such as Wolf 

Vostell) demonstrated a series of experiments of art and technology by imposing 

images in an abstract pattern in the 1960s,  which pioneered the moving image 13

practices. In this sense, art historians like Pamela M. Lee and Peter Weibel shed 

lights on these practices of projection of images and further developed the 

conception on ‘expanded cinema’ which shaped the precedent model of “moving 

image art”.  They focused on part on “the scene of projection — the 14

particularities attending the screening of the work itself”, and both of them argued 

in 1967 that “examinations of the relationships between reality and apparatus, and 

 Tanya Leighton, “Introduction” in Art and the moving image: a critical reader ed. Tanya 11

Leighton, (London: Tate, 2008), 5-6; 
Omar Kholeif, “Introduction” in Moving Image ed. Omar Kholeif, (Cambridge: The MIT Press, 
2015), 4-6.

 Leighton, “Introduction,” 14.12

 Nam June Paik created Zen For Film from 1962 to 1964 and presented in the exhibition 13

“Exposition of Music — Electronic Television” on 11 March 1963. He adopted television monitors 
to show modified images. Wolf Vostell also showed altered television monitors as ‘de-collage’ 
along with staged performances at the Smolin Gallery in New York in 1963. 
Leighton, “Introduction,” 15.

 Pamela M Lee, Chronophobia on Time in the Art of the 1960’s (Cambridge, Mass.: MIT Press, 14

2004), 24.
6



the reconceptualisation of film’s inherent illusionism to the material of film […] 

paved the way for numerous new artistic possibilities, such as film installation and 

the film-environment”.   15

  These early studies of the moving image practices offered an insight to the 

discourse of moving image art that it conveys a trans-media approach and 

converges a variety of cinematic forms and art practices.  As many studies have 16

argued, moving images are no longer confined by the framework and institution of 

film, the boundaries were expanded by the changing of apparatus and intersection 

of different art forms.  Therefore, the discourse of moving image art was derived 17

from various other fields, “including those of independent film-making, classical 

cinema and the historical avant-garde of the 1920s, or linked art historically to 

modernist painting and sculpture and experimental forms such as process and 

body art, happenings, experimental theatre and performance”.  The notion of 18

“post-medium condition” proposed by Rosalind Krauss, in this regard, was 

referred to the discourse of moving image art in order to abandon the traditional 

approach of “medium specificity”.  She drew on the analysis by Fredric Jameson 19

and suggested that “endorsed the rejection of traditional media in favour of hybrid 

artistic forms and technologies, displacing formalist definitions of the medium 

 Leighton, “Introduction,” 14.15

 Ibid., 5-6.16

 Leighton, “Introduction,” 15-16.; 17

Kholeif, “Introduction,” 3-4.; 
Nilgun Bayraktar, Mobility and Migration in Film and Moving Image Art: Cinema Beyond Europe 
(London: Routledge, 2015), 12.

 Leighton, “Introduction,” 19.18

 Ibid, “Introduction,” 20.19

7



and the perpetuation of distinct artistic traditions”.  Another study by Raymond 20

Bellour has further suggested the nature of transgression and ambiguity that 

moving image art embraces. He has looked into the evolution and transformation 

from the photographic images to video art, he has suggested the framework of 

“between-the-images” to suggest a hybrid visualities with the transgressive 

boundaries among “a multiplicity of superimpositions” . He also used this new 21

term to represent the enigmatic space of different levels of experiences: “between 

mobile and immobile, between the photographic analogy and that which 

transforms it.” “Between-the-images” can be a reference to the framework of 

“moving image art” which both explore the ontological change and study of 

images and embrace the critical capacity to explain the inexhaustible moving-

image practices out of the normalised industrial format. Another key study 

suggested by Noël Carroll, adopting “moving image” over “film” or “cinema” as 

it fails in the problem of medium-essentialism and also any one of the medium 

would dictate another. His notion of moving image can reconcile the conflict of 

the genealogy of these terms. He suggested that, “[...] artworks in a given art form 

may employ different media, sometimes simultaneously, and that they may be 

constructed through various implementations”.  A configuration to the 22

transgression and “in-between-ness” of mechanical art is suggested by these 

studies, which no longer adopting the modernist framework of “media-specificity” 

 Rosalind Krauss, “Two Moments from the Post-Medium Condition,” October, no.116 (Spring 20

2006): 56.

 Raymond Bellour, “Between-the-Images,” in Between-the-Images (Zurich: JRP Ringier, 2011), 21

16-17.

 Noël Carroll, Theorizing the Moving Image (Cambridge: Cambridge University Press, 1996).22

8



(but to be replaced by “Post-Medium condition” suggested by Rosalind Krauss). 

They also showed that “moving image art” can serve as a productive tool to 

position this research due to its theoretical capability to frame the ambiguous 

approach of the experimental works and practices in the late 1960s in Hong Kong.  

    It is noticed that moving image is bridging over the cinematic black box and 

contemporary art space as the conventional framework of film art cannot include 

all innovative visual practices and modes of production. The diversion of 

institutional system between art and cinema now crossed together. Many studies 

examined this paradigm shift, like art historian George Baker has stated that, the 

study on the differences of cinema and art in various historical phases is important 

instead of focusing on the long entanglement of art and cinema as separate 

mechanical reproduction.  He also suggested that moving image art is “to give 23

form to social forces that can no longer be represented, that are themselves in fact 

a form of the unrepresentable,”  which explained how the intricate transgressive-24

ness of moving image art provides lens for us to encounter or even challenge the 

spectacle culture in our contemporary media society.  The concept of “moving 25

image art” that combines the coherences of most kinds of image-making practices 

and transgresses through the media specificity, which can also bring new vision to 

the understanding of the fruitful experiments of moving-image practices in the 

late 1960s in Hong Kong context, including the fragmented forms in parallel with 

 Malcolm Turvey, Hal Foster, Chrissie Iles, George Baker, Matthew Buckingham and Anthony 23

McCall, “Round Table: The Projected Image in Contemporary Art,” October 104 (Spring 2003): 
73.

 George Baker, Gerard Byrne (Massachusetts: MIT Press, 2003), 42.24

 Leighton, “Introduction,” 28-29.25

9



other existing art forms (literature and photography in particular) and the irregular 

and dispersed circulation mode, which shall be further studied in this research.  

  From the institutional approach, it is also important to note that the genealogy 

and history of moving image art has been rooted in the stream of “anti-

production” or “cine-sabotage”, which suggested by some film critics that moving 

image art practices offer “radical aspiration” to the “avant-garde” filmmaking 

which aimed in opposition to Hollywood cinema and studio film system.  A 26

pioneer and influential experimental filmmaker, Jonas Mekas has stated that, the 

practices of moving image art emerged in the 1960s “pushed cinema into another 

field of unexplored and new possibilities,”  and he foresaw that experimental 27

filmmaking would be seamlessly and continuously assimilating into the 

intermedia experiments and approach.  Even though in Hong Kong context, the 28

experimental filmmaking in the late 1960s have not embraced intermedia 

practices or associated with the field of white cube in terms of contemporary art, 

they still fell into the framework of moving image art due to its fluid nature of 

creation which intended to take experiments and converge various art and media 

like photography and even popular culture on broadcasted television.  

  Starting from the late 1960s, a group of young clusters created moving image 

works through different image-making tools of 16mm, 8mm and Super-8, which 

 For example, a film critic, Annette Michelson suggested that “‘radical aspiration’ of the avant-26

garde — a desire that sought to secure a recognition of film’s specificity and a reconsideration of 
its aims in opposition to Hollywood cinema.”  
Leighton, “Introduction,” 25.

 Jonas Mekas, ‘Movie Journals’, Village Voice, 3 June 1965. 27

 Jonas Mekas, ‘Movie Journals’, Village Voice, 11 November 1965. 28

10



were newly introduced to Hong Kong and formed a unique and original sight-and-

sound sensory experience different from the standardised one.  From the oral 29

histories and the documented screening and film festivals, there were nearly forty 

to fifty numbers of short experimental works between 1966 to 1970.  The works 30

they made came across with a wide variety of themes and genre, like depicting 

their ordinary life or cityscape in the form of “documentary”, juxtaposition of 

found footages in the form of poetry-like and modernist perspective of drama with 

fictional narrative.  Yet most of them shared the spirit of rebellion and adopted 31

the form of expressionism coherently.  These moving image art creations, 32

according to George Baker’s notion, attempted to mediate the “unrepresentable” 

sentiments and experiences in an intensified political moment of 1967 Riots in the 

period of the late 1960s. Interestingly, these works adopted a non-narrative 

approach and rejected a traditional political agenda, which showed the complex 

yet intricate relationship and connection between the individual perspectives and 

the ideological conflict in such context. These works were not even claimed as 

“experimental film” due to their “immature form”  and therefore remained as an 33

ambiguous and undefinable state. In this sense, adopting the framework of 

moving image art can provide theoretical and applicable clarity and capacity to 

 Ibid., 19-20.29

 May Fung, i-GENERATIONs: Independent, Experimental and Alternative Creations from the 30

60s to Now (Hong Kong: Hong Kong Film Archive, 2001), 5. 

 Ibid., 26.31

 Kar Law, “Zao Qi de Xiang Gang Du Li Duan Pian Qg��î §¥D [The early 32

independent shorts in Hong Kong]”, i-GENERATIONs: Independent, Experimental and 
Alternative Creations from the 60s to Now (Hong Kong: Hong Kong Film Archive, 2001), 20-21.

 Ibid., 21.33

11



explain how these works crossed the boundaries of image-making practices and 

also to articulate their transgressive visualities with the cultural politics. The 

framework of moving image art, therefore, works as a discursive strategy for this 

study to navigate the research subject in a larger picture as an index of visual 

politics and cultural production of Cold War in the late 1960s in Hong Kong.  

  Some criticisms towards the framework of moving image art stressed on the 

“dangers of fragmentation”  and also to question the discourse of “moving 34

image” since it is “an all-too generic term that might detract from a more specific, 

apparatical analysis of the relations — discursive, institutional, technical, etc. — 

between art and film”,  and may “set against discourses in other fields”.  Yet, 35 36

from the genealogy and history of the discourse of moving image, it is crucial to 

address the significance of the interwoven forms of image-making practices and 

to break through the limitation of the precedent indications, while “to assume the 

stability of any artistic (or non-artistic) media is to fail to appreciate that different 

image-making practices frequently cohabit the same technologies”.  Another 37

study by Jonathan Walley, which also revealed the radical openness of the use of 

moving image art in this study by addressing that: how can we locate these 

creations countering to the monopolised film system? As mentioned, the 

framework of moving image art implies the complex intertwining of image 

 Leighton, “Introduction,” 9.34

 Ibid.,11.35

 Ibid., 19.36

 Ibid., 11.37
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practices, rebelling to the existing local film studio system.  Walley has further 38

explained how the intersection of moving image art challenged the conventional 

film system:  

 

“Avant-garde cinema’s mode of production has been described in many ways: 

‘personal’, ‘independent’, ‘amateur’, ‘artisanal’. These labels all speak to the fact 

that avant-garde cinema breaks with other film-making traditions in which 

production is organised according to a hierarchical division of labour. Film 

historian Ed Small has called experimental film-making ‘radically acollaborative’, 

as typically the film-maker—not ‘director’, ‘writer’, or ‘cinematographer’—

controls every aspect of production from initial conception of the film’s idea, 

through writing and shooting, to post-production (editing and striking prints). […] 

Acollaborative production is a core feature of avant-garde fills historical identity, 

one that has distinguished it from mainstream studio film-making and the 

capitalist aims its division of labour is often taken to represent.”  39

 

  In Hong Kong context, these terms were transformed in various senses. For 

instance, the fruitful experimental practices of the moving image works in the late 

1960s were mainly framed as “amateur film” due to the “non-professional” and ”

non-commercial” mode of production and the undeveloped style which failed to 

 Jonathan Walley, “Modes of Film Practice in the Avant-Garde” in Art and the moving image: a 38

critical reader ed. Tanya Leighton, (London: Tate, 2008), 184-185.

 Walley, “Modes of Film Practice in the Avant-Garde,” 186.39
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meet the professional cinematic standard.  Some key questions need to be 40

examined at this point: why studio works could be recognised as “professional 

works” which were included in the discourse of Hong Kong cinema; while these 

experimental works could not? How did the boundary and division set? How 

could we make sense of “amateur film” in such context?       

    To tackle these questions, the perception and reception of film art in the late 

1960s need to be revisited. Starting from the 1960s, there was an aesthetic 

discourse among the intellectuals and also a proper definition of creation. For 

example, the film criticism on The Chinese Student Weekly film section in the 

early 1960s were mainly focusing on Western art-house cinema and even in 

reviewing local cinema, a strong sense of aesthetic form was adopted.  This 41

revealed the standard and criterion to evaluate a film were still based on formal 

analysis and the dominating aesthetic idea was still lying on Western definition on 

cinematic art. The film section on The Chinese Student Weekly has played a vital 

role on the notion and standard of film art in the intellectual circle, they even 

fostered the perception of film art by both film criticism and forming organisation 

 Kar Law, “Cong Ye Yu Dian Ying dao Xin Dian Ying NmĂ@u
�@u [From amateur film 40

to new fillm]”, 70s Bi-weekly (Hong Kong: 1970).,   
Kar Law, “Ye Yu Dian Ying 70 mĂ@u 70 [Amateur film in the 1970s]”, The Chinese Student 
Weekly, no.946 (Hong Kong: 1970).,  
Kun-yeung Chan, “Yi Xie Ye Yu Dian Ying Zuo Ze he Zuo Pin �ImĂ@uC��CL [Some 
auteur and works of amateur film]”, 70s Bi-weekly (Hong Kong: 1970).

 Mayuko Masuda has stated that, in 1963, the film section of The Chinese Student Weekly 41

discussed the film art of Akira Kurosawa and they stressed on three aspects: 1. the appreciation on 
its high standard of film art, 2. the yearning for the international awards of Japanese cinema, and 3. 
the complex hate-and-love towards Japanese cinema due to the nationalist identification (Masuda 
2001: 4-5). 
Mayuko Masuda, “Cong Zhong Guo Xue Sheng Zhou Bao Kan Liu Shi Nian Dai Xiang Gang 
Wen Hua Shen Fen De Xing Cheng” N’��+�w�’@ut�¬[#��î=}G��º
! Hong Kong, Xiang Gang Wen Hua Yu Xie Hui Yian Jiu Xue Bao �î=}HÄ�ïê+�. 
no. 1 (2002): 233-246.
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of screening.  After the 1967 Riots, there was a critical turn of the film section of 42

The Chinese Student Weekly. A larger proportion of discussion on local cinema 

emerged, the standard on local cinema was evolved into a positive and optimistic 

one due to the social concern and the developing localist perspective.  Even in 43

reviewing the new experimental moving image practices, though most critics still 

focused on their “non-professional” standard, some writers encouraged positively 

and described them as a starting point of “new cinema”.  44

     In fact, even “amateur film” was viewed as inferior to the standard film 

production, it could still envision a broader understanding of wide variety of 

moving image practices out of the norms set by the film industry. From the 

analysis of Heather Norris Nicholson, “amateur film” unfolds a liminal and 

alternative space of image practices, and revitalises the cultural imagination of 

cinema and even extends the forms of visualities, such as home movies and diary 

films.  He stressed the important role of amateur film that intervened with the 45

canon of film history. To refer to John and Roy Boulting, amateur films can be 

boosting the standard production and industry, by demonstrating vibrant forms of 

 Kar Law, “Preface,” in Liu Shi Feng Sheung: Zhong Guo Xue Sheng Zhou Bao Ying Ping Shi 42

Nian 60V» : ��+�w�u¦[# [The ten years of the film criticism in Chinese Student 
Weekly] ed. Kar Law (Hong Kong: Hong Kong Film Critics Society, 2012), 1-4.

Wai-hung Cheung, “The exploration of the Chinese identity ��G��ą÷ [The search for 43

Chinese identity]”, in Liu Shi Feng Sheung: Zhong Guo Xue Sheng Zhou Bao Ying Ping Shi Nian 
60V» : ��+�w�u¦[# ed. Kar Law (Hong Kong: Hong Kong Film Critics Society, 
2012,) 152-153.

 Lei Luk, “Xin Dian Ying: Niu Yue Ba Li Xiang Gang �@uŊġÂ ½Ğ �î [New cinema: 44

New York Paris Hong Kong]”, The Chinese Student Weekly (Hong Kong: 1967).

 Heather Norris Nicholson, “Introduction,” in Amateur Film: Meaning and Practice, 1927-1977. 45

(Manchester: Manchester University Press, 2012), 15-16.
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experiments with a growing amount of viewers.  The framework and study of 46

“amateur film” could be seen as a possible route to examine the rich experimental 

moving image practices, yet, it was still situated in opposition to the film studio 

system and focused on the mode of production rather than the ontological study of 

the practices and the exchange of other art forms. Therefore, a framework which 

can be liberated from the tradition of cinematic art, and even went beyond it is 

needed.  

  The term “experimental film” was introduced and initiated by some film critics 

and local theorist simultaneously, but they refused to frame these works as 

“experimental film” since the works did not develop a sophisticated experimental 

form.  Until the early 1970s, “experimental film” had been widely adopted 47

visibly in the public sphere and legitimised as an institutional model, such as the 

“8mm experimental film panorama film festival and Hong Kong experimental 

film panorama festival” organised by Film Guard (wai ying hui Ùu�) in 1972, 

which was the first official experimental film festival in Hong Kong. It could be 

seen that there were various of terms to frame these “undefinable” works in the 

late 1960s — “amateur film”, “experimental film”, “film or image practice” and 

“independent shorts”, they contested against or denied each other as a generic or 

definitive sense of the works could not be attained. Moreover, the artists/

 Nicholson, “Introduction,” 1.46

 A local film critic Lin Nian-tung (Ö#A) has judged that the filmmakers of experimental film 47

should have developed new “form” to show their own rhythm and devote on expression more than 
the content. So he thought that the young experimental creations did not fall into these definitions 
and were merely young and amateur attempt. 
Kun-yeung Chan,“Ye Yu Dian Ying Shi Shen Me Yang De Dian Ying” (mĂ@u�)�0�@
u) in The Chinese Student Weekly, no.946 (Hong Kong: 1970).
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filmmakers possessed no intention to create a certain sort of works so that their 

creation shared a wide variety of visual forms and rhetoric that could not easily to 

pin down.  This study, correspondently, proposes to adopt the framework of 48

moving image as its liminal trajectory that could coverage the heterogeneity of the 

terms, and which offers the analytical capacity to this study. The liminal sense 

implied not only the non figurative and ambiguous forms and visualities of the 

works, it also referred to its independence that could provide a realm for the 

creators to rebel to the institutional mode of the film system, which went beyond 

the intense dichotomy of right and left.  

 Law,“Zao Qi de Xiang Gang Du Li Duan Pian Qg��î §¥D,” 19-20.48
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Fig. 1 The first publication of The Chinese Student Weekly, 1952, photo credit: Law Kar. accessed Oct 

2017.



Research question and methodology 

 

   After revisiting the scope of study and the framework of “moving image art”, I 

shall articulate them with the discourse formation of experimental moving image 

art in the late 1960s with the socio-political context, and attempt to illuminate a 

theoretical understanding of this study in terms of Pierre Bourdieu’s concept of 

“cultural production” during Cultural Cold War. According to the discourse of 

“experimental”, it is usually considered as the provoking practices to resist the 

standard film production or form of art. It is resemble to the framework of 

“independent film” — a wide range of practices were deducted and simplified into 

a realm of under-standard and rawness, while its diverse layers in terms of 

personal sentiment and socio-cultural articulations were neglected due to the lack 

of acknowledgement of the historical trajectory of the moving image practices as 

well as local cultural formations. In this sense, this study aims to locate the 

components that shaped the experimental practices in moving image in the larger 

picture of Hong Kong cultural and socio-political history in the late 1960s. 

    Drawing from Christian Metz’s concept, the term “cinema” means not only film 

text as such, but also an institution embodied by four dimensions: production, 

distribution, exhibition and viewing experience.  Metz then further explained in 49

“The Cinematic Apparatus as Social Institution” that cinematic institution 

embraces three aspects: “the linguistic one (cinema as a discourse, history, or 

story, editing patterns, etc.); the psychoanalytic one; and the directly social and 

 Christian Metz, Psychoanalysis and cinema : the imaginary signifier, (London : MacMillan, 49

1982), 75-78.
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economic one.”  In this sense, to better understand the intricate correlation 50

between the moving-image practices and the socio-political context, the research 

subject would be examined corresponding to the socio-cultural field in the late 

1960s, which is the primary framework of this research. Moreover, the 

configuration of production and alternative circuit will be studied along with the 

cultural formation, and examine the discourse of “experimental moving image 

art” in such context.  

    In the first place, I outlined the contextual framework in this research with the 

key historical momentum — Cold War and the colonial governance. By looking 

into Hong Kong’s cultural production in the Cold War and colonial period, a local 

perspective and subjective position would be claimed in order to go beyond the 

binary opposition of nationalism and colonialism. In fact, referring to the 

conflicting yet collaborating blocs of ideology (left-right), they shaped the 

experimental moving image art practices in dialogue with film industry and the 

cultural influence of the geo-politics. Hence, in order to articulate the research 

subject with this key socio-political context, the methodology of social history of 

art shall be adopted, and Pierre Bourdieu’s concept of “cultural production” will 

be examined accordingly. Following to the theoretical framework of “cultural 

production”, the production of art was shaped by and negotiated with the field of 

culture, and the artists have become social agents in the corresponding social 

condition. A series of code of culture will be derived from the process of cultural 

 Flitterman, Sandy, Bill Guynn, Roswitha Mueller, and Jacquelyn Suter. "The Cinematic 50

Apparatus as Social Institution – An Interview with Christian Metz." In Conversations with 
Christian Metz: Selected Interviews on Film Theory (1970-1991), ed. Buckland Warren and 
Fairfax Daniel, by Metz Christian, (Amsterdam: Amsterdam University Press, 2017,) 179-204.
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production and generated a symbolic order and cultural hierarchy.  It is suggested 51

that, in this sense, the study of the experimental practices of moving image cannot 

be independent from the socio-political structure, and this theoretical framework 

will offer a constructive lens to investigate the entanglement of the socio-political 

context and the research subject in this thesis.  

  Another theoretical framework that is capable for us to look into the socio-

political context is the concept of “extraterritoriality”, suggested by a film scholar 

Victor Fan, in order to explain the circumstances grounded in Hong Kong’s 

juridical, political, legal, cultural and linguistic positions, in reference to three 

indexes: individuality, subjectivity and autonomy (agency).  He further 52

mentioned:  

 

“From a socio-political and culturo-linguistic perspective, an extra-territorial 

cinema or media can be tentatively understood as: a cinema or media environment 

that actively negotiates a set of mutually conflicting socio-political forces and 

affects that catch a bio-political life at an extraterritorial position — and, at times, 

offers potential solutions to render these forces inoperative.”   53

  The concept of “extraterritoriality” referred to Hong Kong’s unique paradigm 

status and hybridity originating in its liminal state of political regime yet as an 

 Pierre Bourdieu, “Introduction,” in The Social Structures of the Economy, (Cambridge: Polity 51

Press, 2005), 12.

 Victor Fan, “On Extraterritoriality,” in Extraterritoriality Locating Hong Kong Cinema and 52

Media, (Edinburgh: Edinburgh University Press, 2018), 2-3.

 Fan, “On Extraterritoriality,”14.53
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autonomous entity. The formation of local culture was shaped by the state of 

“extraterritoriality” and which even led to some specific forms and practices of 

art. This research adopted the theoretical framework of “extraterritoriality” and to 

articulate Hong Kong’s subjective cultural and socio-political position with the 

experimental moving image art practices, by exploring the connection between 

institutional force and individuality. In this way, the second layer of this research 

is to investigate the discourse formation corresponding to the colonial 

governmentality, by examining the circulation mode like art clusters and film 

festivals and the reception of such art forms like the evolution of terminology.  

  To problematise the scope of study and the research subject, I mainly use 

discourse analysis as the major methodology. Inspired by Michel Foucault, he 

proposed the concept of discourse as constituting knowledge with social 

practices.  As Michel Foucault suggested, “a set of strategies of the relations of 54

forces supporting, and supported by, certain types of knowledge”,  the research 55

subject was collaborated by the institutional force and the colonial power, instead 

of an absolute hierarchical relation. Other than the macro lenses to look into the 

moving image art culture, how personal experience and sentiment were mediated 

by the art form and image-taking tools is the final research question. Therefore, 

crucial moving image works are mapped out to study, including Big City, little 

man (da du shi, xian ren wu �xŉ��h, 1963), Assignment, Part One (xi 

 Michel Foucault, Power/Knowledge: Selected Interviews and Other Writings, 1972–77, trans 54

Colin Gordon, Leo Marshall, John Mepham and Kate Soper, ed. Gordon (New York: Pantheon 
Books, 1980), 80. 

 Foucault, Power/Knowledge: Selected Interviews and Other Writings, 1972–77, 194–6. 55
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zuo zhi yi �C3�, 1966) by Ho Fan; The Milky Way (yi he xi åë�, 1968) 

by Xixi; Routine (chuan xian 7�, 1969) and The Beggar (ke shi ı�, 1970) by 

Law Kar, and vision of personal histories in plural forms will then be filled into 

this research. This scope of study was mapped out since the works took the form 

of moving image in order to express their strong affection towards the coloniality 

with the cultural influence in Cold War context. From the representation of the 

works, it could be observed that the artists exercised various experimental 

practices to reconcile their personal memory and sentiment with the socio-

political context, while the 1967 Riots has brought a shift to the perspective of 

them and the contrast of the works could show the significance of the social 

configuration embedded in these moving image art. 

  All in all, the following research questions are illustrated from the scope of study, 

specific methodology and the theoretical framework: 

 

1. How can we perceive the experimental practices of Hong Kong’s moving 

image art in the late 1960s in the lens of contextual framework, including Cultural 

Cold War and the negotiation with coloniality? 

 

2. In what ways these experimental practices of Hong Kong’s moving image art in 

the late 1960s can offer an alternative framework and reading of the cultural 

production as well as the cultural formation in a local perspective from Cultural 

Cold War? 
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3. How were the visual forms and the alternative circuit of Hong Kong’s moving 

image works in the late 1960s derived from the contextual framework? 

 

4. Apart from the dichotomy of “China-West” model, in what ways and theoretical 

framework can provide a sufficient study and analysis on the experimental 

practices of Hong Kong’s moving image art in the late 1960s? 
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Chapter 2 

Contextual Framework: the cultural production and cinephile of cultural 

Cold War  

 

   This chapter shall discuss the contextual framework that conditioned and 

constituted the cultural production and formation that led to the emergence of 

moving image art in the late 1960s, and to interrogate in what aspects moving 

image art was shaped. The concept of “cultural production” by Pierre Bourdieu 

will be adopted to offer theoretical vision to illuminate how the institution and 

social system were in practice. Looking into specific examples, The Chinese 

Student Weekly is one of the key subjects that is capable to illustrate the cultural 

production in the context of Cold War and colonial governance, and also the 

correlation to the formation and shaping of experimental practices of moving 

image art. Moreover, The Chinese Student Weekly is a prominent entry point to 

look into how Hong Kong’s culture has been reconstructed in a localist 

perspective, liberating from the binary position of Chinese nationalism and 

Colonial imperialism. In this sense, how moving image art developed and situated 

along with such local perspectives and modernist approach of art shall be 

discussed in this chapter, followed by the examination of the formation of cultural 

clusters and groups that fostered the circulation of moving image art. 

  In exploring the cultural production in the contextual framework of Cold War, 

another key aspect is the geo-politics with the neighbourhood region which shared 

close cultural connection. The notable example is Taiwan — the financial aids 

25



provided by US has played an important role in Taiwan’s cultural formation due to 

its strategic position during Cold War.  In the late 1960s, an influential cultural 56

magazine Theatre (juqiang ÑO), which was founded in 1965 in Taiwan, 

embraced the movement of modernism and avant-garde, and also promoted a 

wide variety of art forms including experimental moving image art. The Chinese 

Student Weekly has been inspired by Theatre in many ways, in terms of the 

experimental creation and practices of moving image art, and the editors from 

both publications exchanged their insight and ideas closely. How Theatre 

contributed to the formation of the moving image art culture in the late 1960s can 

be regarded as a generation by the geo-politics in the context of Cold War. 

Theatre, in this sense, would be primarily investigated in parallel with The 

Chinese Student Weekly and the formation of the moving image art culture so as to 

examine the geo-politics in the contextual framework of late 1960s. All in all, this 

chapter shall articulate the experimental practices of moving image art with the 

socio-political contextual framework, and to look into how moving image art was 

shaped and conditioned with Cold War  cultural production in the late 1960s.  

“Cultural Cold War” — The cultural production of the Cold War in Hong 

Kong 

 

    In studying the correlation of moving image art and the socio-political context 

 Michael Share, Where Empires Collided: Russian and Soviet Relations with Hong Kong, 56

Taiwan, and Macao (Hong Kong: Chinese University Press, 2007), 115-117. 
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in the late 1960s, it is important to understand the positioning of moving image art 

along with the cultural institution and social structure. In reviewing the contextual 

formation and discourse of Hong Kong culture, apart from the binary opposition 

of Colonialism and Nationalism driven by the British governmental authority and 

the close connection to the China respectively, a model “Collaborative Colonial 

Power” was suggested by a local cultural scholar Law Wing Sang, in order to 

relocate the study of Hong Kong culture by looking into the intricate correlation 

between the colonial power and the privileged Chinese groups.  The emergence 57

of moving image art culture was attributed to many factors. One of the key one is 

the process of localisation and Hong Kong identification, which can be reviewed 

in this model, and it will be illustrated in later part of this chapter. Looking closer 

to this sort of articulation, experimental moving image art as an art form, is not 

independent from Hong Kong cultural history, yet it is located in the mechanism 

of cultural production in such socio-political context. The concept of “cultural 

production” by Pierre Bourdieu shall be adopted to conceptualise and theorise the 

development of moving image art, and its experimental practices and creations in 

the first place.  

  Pierre Bourdieu (1930-2002), as a French sociologist and philosopher, had put 

forward the idea of “culture” by referring it to the “acts of social positioning”.  58

 Wing-sang Law, Collaborative Colonial Power: The Making of the Hong Kong Chinese Ĝc·57

Ģ�İ�à6, (Hong Kong: Oxford University Press (China) Limited, 2009).

 Inspired by Marx, Pierre Bourdieu emphasises that culture and social relationships are grounded 58

on economic condition and production. He argued that, culture was derived from the power 
struggle in a sense of “arbitrary” and under the non-referential society. In his study of culture, it 
was liberated from the existing study of education so he started with a conceptual framework to 
analyse the distribution of cultural tastes sociologically within the educational system.  
Derek Robbins, Bourdieu & Culture (New Delhi: SAGE Publication, 2000), 4-5.
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He borrowed the idea from Marx that society is defined as an ensemble of social 

relation and hierarchy, determining the intersection between power and agency.  59

From his further interpretation and development of Marx’s ideas, he proposed the 

concept of “cultural production” which based on his conceptual framework. He 

stated that, cultural production is the social phenomenon derived from “the 

consequences of the transition from undifferentiated to differentiated social 

organisation”  The former one refers to “the production of ‘art’ is inseparable 60

from the production of ritual or the production of crops”  and “individual agents 61

are forced to act as social agents who need to produce in conformity with the 

norms of the objectified structures which have acquired status in their society.”  62

While the situation in differentiated society refers to “individuals act within the 

prescribed framework of pre-existing structures […] and to produce culturally 

involves the recognition of the existence of a cultural field of production.”  In 63

this sense, production of culture and art corresponds to the social condition of the 

individual agents and the producers. Bourdieu has later explained in a key 

published article “Outline of a sociological theory of art perception” that: “art 

competence […] can be provisionally defined as the preliminary knowledge of the 

possible divisions into complementary classes of a universe of representations 

 It is also understood that economy is the principle component in the capitalist society and lead to 59

the major class distinction from Bourdieu’s Marxist perspective.  
Pierre Bourdieu, “Introduction,” in The Social Structures of the Economy, (Cambridge: Polity 
Press, 2005), 11–12.

 Pierre Bourdieu, Johnson, Randal, The Field of Cultural Production : Essays on Art and 60

Literature. European Perspectives (Cambridge: Polity Press, 1993), 62-63.

 Robbins, Bourdieu & Culture, 25. 61

 Ibid. 62

 Ibid., 25-26.63
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[…]”  He illustrated that, spectrum of “art competence” determines one’s 64

capacity for art appreciation and recognition. It deploys cultural code and 

dominant distinction system of classes and social groups, and “the production and 

reception of intellectual and cultural artefacts is to be seen as a strategy whereby 

distinct social groups have sustained their distinction and reproduced 

themselves”  In other words, the degree of “art competence” became an index to 65

differentiate the hierarchical status of specific cultural code and to sustain the 

cultural symbolic mechanism. 

  Drawing on the theoretical framework of “cultural production” by Pierre 

Bourdieu and looking into the cultural context of Cold War in Hong Kong, I shall 

discuss the reception and circulation of “US Dollar Culture” (%e=}),  which 66

refers to the cultural support by the US in order to promote and sustain the circle 

of right wing political spectrum, in the sense of “Cultural Cold War” in Asian 

region. Apart from the general perspective and bipolar framework (USSR versus 

US) of Cold War history, a closer and specific reading of different regions in terms 

of a complex historical conjuncture during the Cold War is needed. As Hong Liu 

and Michael Szonyi stressed the importance of regional diversity during Cold 

War: “shift away from diplomacy toward culture allows for the exploration of the 

 Pierre Bourdieu, “Outline of a Sociological Theory of Art Perception,” International Social 64

Science Journal 20, no.4 (1968).

 Robbins, Bourdieu & Culture, 25. 65

 The term of “US Dollar Culture” is translated from the Chinese termŃ%e=}ńas there is no 66

specific term in English to describe the cultural aids, in monetary sense, provided by US during the 
Cold War; whereas the Chinese term (Ń%e=}ń) is widely used in Chinese scholarly 
literature on Cold War studies. 
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Cold War history from a transnational as well as a comparative perspective.”  67

Recent scholarship on “Cultural Cold War” (=}¤�), which indicated the 

cultural production and reproduction of Cold War in various regions, has been 

drawing attention as it offered an effective framework to explore the complexity 

of different regions under the influence of the Cold War.  The role of culture and 68

its articulation with the Cold War politics in Asia has been overlooked 

specifically. As Liu and Szonyi further stated that: “Asians developed their own 

formulations of ideas and also appropriated and adapted the ideas disseminated by 

the super- powers and their agents. In this process, new (and sometimes 

conflicting) ideas and visions about Asian futures emerged. These in turn shaped 

the domestic and social and political transformations in individual countries.”   69

  In Hong Kong, its particular position in the broadened scene and discussion of 

the Cold War period was also demonstrated by the cultural production of the Cold 

War. It is important to understand that, as a peculiar colonial city, Hong Kong 

served its unique status of the strategic geography and trading port, and benefited 

both sides of the British and the Chinese economically and politically during the 

Cold War.  Referring to many archived historical documents, Hong Kong was 70

 Michael Szonyi and Hong Liu, “Introduction: New Approaches to the Study of the Cold War in 67

Asia,” in The Cold War in Asia: The Battle for Hearts and Minds, ed. Zheng Yangwen, Hong Liu, 
and Michael Szonyi (Leiden, Netherlands: Brill, 2010), 6. 

 Christina Klein, Cold War Orientalism: Asia in the Middlebrow Imagination, 1945-1961. 68

(Berkeley: University of California Press, 2003).; Stephen J. Whitfield, The Culture of the Cold 
War, 2nd ed. (Baltimore, MD: Johns Hopkins University Press, 1996)., 
Frances Stonor Saunders, The Cultural Cold War: The CIA and the World of Arts and Letters (New 
York: New Press, 1999).

 Szonyi and Liu, “Introduction: New Approaches to the Study of the Cold War in Asia,” 1-7.69

 Law,“Introduction,” 2-3.70
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claimed to be strategically important and locating in the frontline of Cold War.  71

For instance, from a letter of Ernest Bevin, who was the former British Foreign 

Secretary in the post-war period (1945–1951), to US former Secretary of State 

(1945-1947) Dean Acheson, Bevin has mentioned that “Hong Kong was already 

considered “the Berlin of the East” by British government” and they intended to 

turn Hong Kong into a frontier that could resist the expanding power of the 

Communist bloc in the far-east region.  The city, thus, has become a liminal 72

space of financial exchange and the site of confrontation and negotiation between 

left-wing and right-wing ideology, which gave the vital socio-political condition 

to the formation of its cultural history and identity. As Prasenjit Duara  has stated 

that Hong Kong has become a “zone of interaction between socialism and 

capitalism, a space where the otherwise forbidden traffic between these two 

opposing ideological systems could take place,” and “an important contact zone 

between imperialism and nationalism where national and developmental ideas 

could encounter colonial and free trade principles to generate hybrid and new 

practices beholden to neither political ideology.” Since it was “unburdened by the 

 Other than the example mentioned, William Colby, the former CIA station chief during the Cold 71

War period, has mentioned that: “The great challenges to secret intelligence gathering were 
elsewhere, in Berlin, Vienna and Hong Kong […]” 
William Colby and Peter Forbath, Honorable Men: My Life in the CIA (New York: Simon & 
Schuster, 1978), 103.  
Another example is Arthur W. Radford, who was the former Commander of the U.S. Pacific Fleet 
in post-war period, has described Hong Kong as “the fortress of democracy” in the Cold War 
period. 
Nancy Turkey, Uncertain Friendship: Taiwan, Hong Kong and the United States, 1945-1992 (New 
York: Twayne, 1994). 

 Zhong-ping Feng, The British Government’s China Policy, 1945-1950 (Keele: Ryburn 1994). 72
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weight of nationalist ideologies which most decolonizing societies were 

experiencing,”  73

  The aspects of culture and recreation were one of the key frontlines and regarded 

as the major “tool’’ of “cultural propaganda” as “Cultural Cold War” in Hong 

Kong.  Like schools, bookstores, cinema and newspaper companies were 74

supported by and divided into the blocs of “left” and “right”, and which remained 

a few decades in Hong Kong’s post-war era. Other than producing and circulating 

a specific ideology and defending their political spectrum and position, the 

intersection of left and right ideology in the cultural circuit constituted the major 

mode of cultural production and institution along with the Cold War period in 

Hong Kong, and also provided huge possibilities of cultural infrastructure by the 

funding system.   75

  Referring to Bourdieu’s concept of “cultural production”, “Cultural Cold War” 

deploys a certain kind of cultural code that could differentiate various social 

groups with divergent hierarchal status by cultivating and sustaining a spectrum of 

cultural knowledge and values. For example, “US Dollar Culture” (%e=}) 

supported a series of publications and film production in Hong Kong which 

promoted and circulated right-wing ideology by presenting a sort of contemporary 

 Prasenjit Duara, “Hong Kong as a Global Frontier: Interface of China, Asia, and the World,”in 73

Hong Kong in the Cold War,ed. Priscilla Roberts and John M. Carroll (Hong Kong: Hong Kong 
University Press, 2016), 212.

 Wing-sang Law, “Cultural Cold War and Diaspora Nation =}¤�H�æ�ô,” in 74

Collaborative Colonial Power: The Making of the Hong Kong Chinese Ĝc·Ģ�İ�à6 
(Hong Kong: Oxford University Press (China) Limited, 2009), 174.

 Ibid., 175.75
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middle-class image and Western cultural imagination.  It also pointed to the 76

emphasis of modernist perspective towards culture and aesthetic form without 

addressing the political and social reality.  In other words, the process of cultural 77

production and reproduction in the Cold War period helped the Chinese 

intellectual group in Hong Kong to sustain their hierarchal status and cultural 

capital; on the other hand, it also fostered an effective control over the Chinese 

groups by the colonial government.  Yet, the formation of Cold War cultural 78

production was configured in a more dynamic and complex way by varying 

components, including individual creations as subjective agents with local 

perspectives, which went beyond the two opposing ideological groups.  

  An abundant amount of scholarship on the cultural aspects of Cold War lied on 

the study of cases with financial support provided by the two ideological systems 

or prominent alignment with them, like the Cathay Studios and the left-wing film 

corporations.  Yet, there were a wide range of cultural creations in the Cold War 79

period that negotiated with the ideological systems, rather than merely receiving 

monetary support, were highly overlooked. Moving image, as one of them, 

manifested how individual art creations were driven by “Cultural Cold War” and 

which formulated the modernist aesthetic structure. Although the emergence of 

 Po Shek Fu, “More than Just Entertaining: Cinematic Containment and Asia's Cold War in Hong 76

Kong, 1949-1959,”Modern Chinese Literature and Culture 30.2 (2018). 

 Ibid.77

 Ibid.78

 Pei-tak Li, “Zuo You ke yi feng yuan — Leng zhan shi qi de Xianggang dian ying jie ×ì��79

ĒÜ— ¤��g��î@uZ[The negotiation of left and right — Hong Kong cinema in the 
Cold War era]” in The Cold War and Hong Kong Cinema, ed. by Ai-ling Wong and Pei-tak Li 
(Hong Kong: Hong Kong Film Archive, 2009), 84-88.
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moving image was not attributed to a singular factor, its close relationship with 

The Chinese Student Weekly was one of the key subject that nurtured the blossom 

of moving image art and which also showed the articulation with the socio-

political context of Cold War. I argue that, accordingly, the process of “Cultural 

Cold War” in Hong Kong has provided a vital contextual framework to examine 

the emergence of moving image art and even the form and structure of the 

medium itself. A closer study of moving image art as Cold War cultural 

production allows us to understand the history and discourse of this specific art 

form in Hong Kong in a broader sense, rather than focusing only the content and 

technique.  

Collaborative Colonial Power and The Chinese Student Weekly in the late 

1960s 

 

 To illuminate the complex articulation of moving image art with Cold War 

cultural production, I shall further look into an influential publication The Chinese 

Student Weekly, which fostered the creations in the form of moving image art. 

Besides, the model of “Collaborative Colonial Power” suggested by Law Wing 

Sang will be adopted to enrich our understanding of moving image art and The 

Chinese Student Weekly with the socio-political structure in the Cold War period 

of the late 1960s. In the model of “Collaborative Colonial Power”, Law stated that 

the studies of Hong Kong often focus on the features that formed by colonialism, 

including the “strategic governance” by the colonial government, the de-
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politicised tendency of the Chinese groups and Hong Kong’s prosperous 

economic development.  Such observation has regarded colonialism in Hong 80

Kong as historical contingency and ignored an intrinsic reading of colonialism 

model in Hong Kong context. The important dimension of the collaborative 

relation between the colonial authority and the privileged Chinese groups was 

neglected as a result. Law suggested that, accordingly, a regional perspective 

should be adopted in understanding colonialism in Hong Kong context and which 

can also apply to the analysis of Hong Kong cultural formation. A regional 

perspective can lead to a new perception out of the binary opposition of 

colonialism and nationalism. One of the key interrogations is the depiction of 

nationalism in Hong Kong — the typical study of nationalism falls into the model 

of “subversive/suppressed status (Chinese)-authority (British colonial 

government)”, and it echos to the tradition of modern Chinese nationalism, which 

was generated by the standard mode of “East-West” confrontation and most of the 

studies of Hong Kong are confined in the framework.                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                    81

  From this conventional study and discourse of Colonialism and Nationalism, 

Hong Kong is usually situated in a marginal position. He further suggested, the 

colonial government proposed a policy of “isolation” in the early stage of ruling 

Hong Kong by separating two communities — the British and the Chinese, and 

also collaborating with the affluent Chinese entrepreneur to establish a kind of 

 Wing-sang Law, “The Social Latitude of the Collaborative Colonialism Ĝc·Ģİ�9Å�Ä80

�8ĺ,” in Collaborative Colonial Power: The Making of the Hong Kong Chinese Ĝc·Ģ�İ
�à6 (Hong Kong: Oxford University Press (China) Limited, 2009), 16.

 Ibid., 16.81
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“Chinese class of gentry”. The absolute power of governance was still in the 

colonial’s hand, yet the upper class of “Chinese gentry” had been playing a vital 

role of the district governance, such as founding the charity organisation like Tung 

Wah Group of Hospitals and Po Leung Kuk in 1870 and 1878 respectively,  in 82

order to collaborate with the colonial government to stabilise the society and 

ruling the city effectively.   83

    Drawing from this important model, a different understanding of local cultural 

history can be developed, which also shaped the study of moving image art in the 

late 1960s. The model suggested that, under the strong influence of “Cultural Cold 

War”, a new mode of nationalism emerged and negotiated with the Hong Kong 

context. Since the World War II (1939-1945) and the Civil War (1945-1949) in 

China, an enormous number of Chinese refugees fled to Hong Kong, which 

summed up with a figure of 667,000 and it occupied nearly 30 percent of Hong 

Kong’s population.  Hong Kong thus became a shelter for this large group of 84

 These organisations were founded out of the urgency of the pandemic in the early colonial stage, 82

and also to fill up the insufficiency of the public services, including medical and welfare, in 
community. They were founded by the privileged group or upper class of Chinese gentry or 
“Justice of the Peace”(JP, -jĩ±), who played an important role to participate in governmental 
rule in the community level collaboratively and actively until now.

 Law, “The Social Latitude of the Collaborative Colonialism Ĝc·Ģİ�9Å�Ä�8ĺ,” 83

18. 

 “Extract from: Refugee Problem, Head of U.N. Survey Mission Outlines His Task,” Colonial 84

Office [here- after CO] 1030/381, the National Archives [hereafter TNA], Kew, London, United 
Kingdom; “Executive Committee of United Nations Commission for Refugees Discussion of 
Report on Hong Kong Refugees. Notes for briefing of UK Representative,” CO 1030/382, TNA; 
Addis (FO) to McGinnis, British Embassy, Washington, September 8, 1953, CO 1023/117, TNA; 
and Edvard Hambro, The Problem of Chinese Refugees in Hong Kong: Report Submitted to the 
United Nations High Commissioner for Refugees (Leiden, Netherlands: A. W. Sijthoff, 1955), 2, 
29, 148. 
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diaspora Chinese  and there were many humanitarian responses to these refugees 85

by different voluntary associations rooted in local Chinese communities.  As 86

many studies suggested, the sense of subjectivity of the diaspora Chinese group 

was greatly influenced by the Cold War culture and its infrastructure.  This had 87

undertaken the long cultural tradition of the diaspora Chinese, in particular the 

group of “Modern South-coming Intellectual” (�	=�), and even shaped their 

cultural imagination in Hong Kong. Starting from the 1950s, a series of 

publication and culture groups emerged in Hong Kong with the support by the 

right wing spectrum and the United States (%e=}), turning to one of the Cold 

War propaganda and weapon.  In the 1960s, yet, there was a new transformation 88

of political and cultural imagination and notion followed. For example, the 

intellectuals in the diaspora Chinese group suggested a “third road” out of the 

political regime of the Communist Party of China and the Chinese Nationalist 

 The term “diaspora Chinese” was found problematic in some studies as it suggested a discourse 85

of essential Chinese-ness and imagined homogenous China. Yet, in this study, it refers to a group 
of Chinese intellectuals who shared the similar Chinese cultural imagination in Hong Kong which 
shaped the formation of Hong Kong culture in the post-war era.  
Glen Peterson, “Crisis and Opportunity: The Work of Aid Refugee Chinese Intellectuals (ARCI) in 
Hong Kong and Beyond,” in Hong Kong in the Cold War (Hong Kong: Hong Kong University 
Press, 2016), 143-144.  
Loong Wong, “Belonging and diaspora: The Chinese and the internet,” in Journal of the Internet 
(Hong Kong: Oxford University Press (China) Limited, 2009), 18. 

 For example, some native associations in villages (tongxianghui Aÿ�), religious affinity and 86

local neighbourhood associations (kaifong ÒĮ). It helped to shape the social formation and 
communities in early stage of local identification. 

 Wing-sang Law, “Cultural Cold War and Diaspora Nation =}¤�H�æ�ô,” 191. 87

Kwai-cheung Lo, “Introduction: The Chineseness of Hong Kong’s Transnational Culture in 
Today’s World,” in Chinese Face/Off (Hong Kong: Hong Kong University Press, 2005), 1-21. 
Priscilla Roberts, “Cold War Hong Kong: Juggling Opposing Forces and Identities,” in Hong Kong 
and the Cold War, ed. Priscilla Roberts and John M. Carroll (Hong Kong: Hong Kong University 
Press, 2016), 26-40.

 Glen Peterson, “Crisis and Opportunity: The Work of Aid Refugee Chinese Intellectuals (ARCI) 88

in Hong Kong and Beyond,” in Hong Kong in the Cold War (Hong Kong: Hong Kong University 
Press, 2016), 143-144. 
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Party, and this formulated a new sense of collectiveness and identification of the 

Chinese nationalism connecting to the ideal and utopian imagination of Chinese 

culture and tradition.      

  The Chinese Student Weekly was one of the influential and notable publications 

in such context,  which was categorised as the pro-right wing spectrum and “US 89

Dollar Culture” (since it was supported and distributed by Union Printing Press 

2©�tÄ) under the shadow of “Cultural Cold War”, and showed this new 

form of Chinese cultural nationalism and its collaborative role with the colonial 

power. This new form of nationalism shared by the Chinese intellectuals, who 

escaped from Chinese communist political regime, did not go beyond the 

framework of Cold War. It suggested neither a conservative approach of 

“returning to the hometown of China” nor radical “anti-imperialism” initially.  90

Rather, it contributed to the progress of Hong Kong localisation and cultural 

hybridisation, by reconciling the tension between the nationalist left and the 

colonial power.  In the 1950s to the early 1960s, the early stage of The Chinese 91

Student Weekly, the publication was still a contested site that celebrated a sense of 

Chinese cultural imagination and shared the identification of “May Fourth 

 In the peak time, its reader has reached to a number of thirty thousands.  89

Iam-chong Ip, “ Ben di ren con na li lai? Cong Zhongguo xuesheng zhoubao kan liushi niandai de 
Xianggang xiangxiangŃ?��ńN�*	ňNŁ��+�w�ł�¬[#���î�R 
[Where is the ‘local people’ from? From The Chinese Student Weekly to investigate the 
imagination of Hong Kong in the 1960s]” in Shui de Chengshi P��xň [Whose City?], ed. 
Wing-sang Law (Hong Kong: Oxford University Press (China) Limited, 1997), 15.

 Wing-sang Law, “Cultural Cold War and Diaspora Nation =}¤�H�æ�ô,” 190-191.90

 Ip, “ Ben di ren con na li lai? Cong Zhongguo xuesheng zhoubao kan liushi niandai de 91

Xianggang xiangxiang,”13-38.
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Movement” in order to restore the “Chinese cultural tradition”.  It revealed a 92

strong sense of “cultural nationalism” and anti-communism, yet, without 

participation in either of the political regime. The publication intended to fight for 

only the cultural discourse and the interpretation of “nation” under the Colonial 

rule, so as to defend the spreading of left-wing nationalism in Hong Kong and 

connect with the local communities by further promoting Cold War rhetoric like 

Hong Kong as “Free World” and The Chinese Student Weekly as “free press”.  In 93

such context, more than a publication encouraging and circulating a specific 

political spectrum of ideology, The Chinese Student Weekly also transformed into 

an institution to reproduce new cultural and political imagination and 

identification in Hong Kong. The editorial team and other related members of the 

publication formed a wide variety of cultural groups and clusters across various 

art forms, in order to gain support and identification among the youth in Hong 

Kong.  The educational institutions are one of their major battlefields, which 94

 The editors of The Chinese Student Weekly believed that “May Fourth Movement” manifested 92

their patriotic notion with rational cultural progression and enlightenment, which formed their 
imagined sense of community rather than a specific political identification. Yet, they embraced a 
monopolised and superior sense of cultural imagination which was not corresponding to Hong 
Kong social reality. It even shaped the editorial direction and ideology of The Chinese Student 
Weekly by the group of Chinese Intellectuals. 
Ip, “ Ben di ren con na li lai? Cong Zhongguo xuesheng zhoubao kan liushi niandai de Xianggang 
xiangxiang,”15-16.

 For example, a major column of The Chinese Student Weekly — “learning forum” (+Ė) 93

circulated criticism on the left-wing power and organisation in Hong Kong, while they seldom 
attacked the colonialism on the other hand,   
Ip, “ Ben di ren con na li lai? Cong Zhongguo xuesheng zhoubao kan liushi niandai de Xianggang 
xiangxiang,” 21-23.

 Weiluan Lu, Mingchuan, Zhiqin Xiong, Xianggang Wenhua Zhong Sheng Dao �î=}Ûz( 94

[The muliple channels of Hong Kong culture] (Hong Kong: Joint Publishing 2014), 20.
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aimed to associate the local youth with the Chinese cultural ethnicity.   95

  Starting from the 1960s, there was a vital shift of the The Chinese Student 

Weekly — more local youngsters, like Luk Lei (ç�) and Law Kar (ñÍ), 

participated in the editorial team; while it turned to be a more vibrant and 

energetic mode, such as the increasing extent of Western culture and the addition 

of the section of local current issue in 1966, after the change of chief editor.  This 96

formed a crucial formation of local cultural clusters from the perspective of young 

generation — more youngsters, like Xixi (TT), Shek Kei (ßĬ) and Shu Kei 

(ÔĬ), became long-term writers and formulated a significant peer group and 

intellectual cluster to circulate the ideas of Western cultural movement and a wide 

variety of art forms and creations.  While this young cluster of The Chinese 97

Student Weekly were still negotiating and even contesting with the precedent 

intellectual group (“Modern South-coming Intellectual” specifically) on the social 

and cultural discourse along with the intense conflict of the ideological spectrum 

and the cultural governance of the colonial rule.  More importantly, this turn of 98

 The Chinese Student Weekly often condemned the left-wing organisation in Hong Kong in 95

particular the educational field. They published a large amount of articles, for instance, to describe 
the worse situation the students were facing in mainland China, in order to persuade the young 
generation not to be confused by the left-wing groups. 
Ip, “ Ben di ren con na li lai? Cong Zhongguo xuesheng zhoubao kan liushi niandai de Xianggang 
xiangxiang,” 21-23.

 Kar Law, “Leng zhan shi dai Zhongguo Xuesheng Zhoubao de wenhua jiaoshe yu xin dianying 96

wenhua de yan sheng ¤���Ł��+�w�ł�=}®UH�@u=}�Ĳ� [The 
generalisation of the cultural role and new film culture of The Chinese Student Weekly in the era of 
Cold War]” in The Cold War and Hong Kong Cinema, ed. by Ai-ling Wong and Pei-tak Li (Hong 
Kong: Hong Kong Film Archive, 2009), 119.

 Law, “Leng zhan shi dai Zhongguo Xuesheng Zhoubao de wenhua jiaoshe yu xin dianying 97

wenhua de yan sheng,”119.

 Law, “Leng zhan shi dai Zhongguo Xuesheng Zhoubao de wenhua jiaoshe yu xin dianying 98

wenhua de yan sheng,” 120-121.
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The Chinese Student Weekly played an important role in promoting the modernist 

and Western culture merging with the local identification, which motivated the 

creation of experimental moving image, as well as forming the group of “Cold 

War Cinephiles”. 
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Fig. 2 The film section of The Chinese Student Weekly, 1952, photo credit: Law Kar. accessed 

Oct 2017. 
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The Cold War Cinephiles 

 

  According to the concept of Pierre Bourdieu’s “cultural production”, it refers to a 

series of acts of social positioning in the specific field of culture, and it 

differentiates social groups and art perception with a set of cultural codes.  The 99

social positioning of The Chinese Student Weekly, apparently, was shown in its 

relation to the “US dollar culture” in the context of “Cultural Cold War”. 

Supported by “US dollar culture”, The Chinese Student Weekly circulated a 

specific spectrum of right-wing ideology, by a serial of cultural forms such as 

literary writings and also the cine clubs. This group of “Modern South-coming 

Intellectual” sustained their specific cultural elite status and differentiated their 

social cluster as “intellectual” by The Chinese Student Weekly as one of the key 

cultural production in “Cultural Cold War”. The study of Pierre Bourdieu’s 

“cultural production” cannot be separated from Law Wing Sang’s model of 

“Collaborative Colonial Power” in the context of “Cultural Cold War” of Hong 

Kong in this sense. There are different layers intertwined in the articulation of 

these studies in the lens of The Chinese Student Weekly.  

  As the group of “Modern South-coming Intellectual”, which still entailed the 

belief and imagination on “Cultural China” (=}��) with the ideology of anti-

Communism, circulated their spectrum of ideology and practised value-making 

through a series of cultural action. Their cultural practices, as well as the major 

cultural production of “Cultural Cold War”, collaborating with the colonial 

 Robbins, Bourdieu & Culture, 25-26. 99
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government to resist to the growth of communist power in Hong Kong 

community, and to stabilise the colonial ruling as a result. In the later stage, the 

young generation of intellectual in The Chinese Student Weekly turned their 

attention on local issues, after 1967 Riots particularly, and Western culture of 

modernism. They participated in shaping local culture and identification actively 

such as forming “Poetry Writing Workshop” (known as “The New College” ²¨

E+°) in 1969.  Rather than the passive role taken by “Modern South-100

coming Intellectual”, this group of young generation deployed a bottom-up model 

for social positioning in negotiating and collaborating with the colonial 

government in such specific “Cultural Cold War” context. “Cold War Cinephiles” 

was constructed in the entanglement of these contextual components and became 

a linkage for us to look into the making of experimental practices of moving 

image in Hong Kong in late 1960s.  

  The structure of “Cold War Cinephiles” was formulated in the forms of 

production, circulation and reception, starting from the film section of The 

Chinese Student Weekly, which was well-known as a fuel to foster film art 

appreciation and it also played an important role in the circle of film criticism.  101

They shaped a sense of modernist aesthetic value and defined the standard of film 

from Western cinematic art perspective by introducing classical or latest art-house 

 Law, “Leng zhan shi dai Zhongguo Xuesheng Zhoubao de wenhua jiaoshe yu xin dianying 100

wenhua de yan sheng,”119.

 Mayuko Masuda,“Cong Zhong Guo Xue Sheng Zhou Bao Kan Liu Shi Nian Dai Xiang Gang 101

Wen Hua Shen Fen De Xing Cheng” N’��+�w�@ut�¬[#��î=}G��º! 
Hong Kong, Xiang Gang Wen Hua Yu Xie Hui Yian Jiu Xue Bao �î=}HÄ�ïê+�. no. 1 
(2002): 2. 
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cinema and translating Western film criticism in the early stage.  This sense of 102

aesthetic judgement even influenced their point-of-view towards the local film 

industry and started to explore alternative mode of moving image practices. The 

group of editors from The Chinese Student Weekly and the affiliated groups began 

to create experimental moving image works independently in the 1960s. Law Kar, 

who was the editor-in-charge of the film section at that time, created “Accident”

(yi wai >\) with Shek Kei (who was a major writer of the film section of The 

Chinese Student Weekly) in 1966. This was one of the earliest experimental 

moving image works in Hong Kong.  According to Law’s interview, he 103

embarked on the experimental creation with a 8mm camera in 1966 and a larger 

number of his peer group, in particular the editors of The Chinese Student Weekly, 

have participated in this kind of diverse forms and small scale of production 

later.  It is important to note that, this group of editors was the succeeding 104

generation of the Chinese Intellectuals — most of them were born in the post-war 

era in Hong Kong and have grown up under both the cultural influence of Chinese 

tradition and the colonial education. They also succeeded the belief and notion of 

the new form of Chinese cultural nationalism, while the colonial education offered 

 As mentioned in last chapter, the film section The Chinese Student Weekly introduced and 102

reviewed a larger portion of international art-house cinema than the number of local cinema in the 
earlier stage.  
Masuda,“Cong Zhong Guo Xue Sheng Zhou Bao Kan Liu Shi Nian Dai Xiang Gang Wen Hua 
Shen Fen De Xing Cheng,” 3-4.

 “Accident” was shot in Hong Kong country side with a simplistic narrative, which was starred 103

by Tung Wo Kwan (Õ�ě) and Fredric Mao Chun Fai (´Ĩğ). However, the film was lost and 
only little information of the film can be found.  
Law,“Jiang Tai Dian Ying Wen Hua Xin Sheng Li Liang──1960 zhi 1970 nian dai,” 21-22.

 Kar Law,“A Man With a Movie Camera,” interview by Sin-yi Choi (the author of this study), 104

City Magazine, July 2015, text, https://medium.com/@sinyichoi89/a-man-with-a-movie-
camera-255ae36d05d5.
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them a vision of Western culture which collaboratively shaped their unique sense 

of cultural identification. The Chinese Student Weekly has provided a public 

sphere for these young intellectuals to discuss a wide range of ideas and form a 

group of cultural collective to accumulate knowledge, which pushed forward their 

senses of art practice in order to cultivate the local cultural field.  

  Their experimental creations showed not merely a personal and artistic 

motivation, but also a kind of collective cultural action responding to the situated 

context and negotiation with the embedded institutional factors. From their 

interview, most of them believed that they were obligated to cultivate local 

cultural development as young generation and intellectual which inherited the 

“May Fourth Movement” value that literati should bear the responsibility to 

celebrate the ideal model of Chinese culture in local community.  The 105

innovative creations in a wide variety of art forms demonstrated their engagement 

in local culture and expression of their sentiments towards the social reality. 

Referring to the oral history of these creators and practitioners, the motivation of 

the creation in the form of moving image art as an innovative medium, attributed 

to the rebellion to the existing film industry and the mode of production.  This 106

group of editors who created the experimental moving image works were strongly 

influenced by the Western modernist art form especially the cinematic art of 

French New Wave.  They embraced a new sense of cinematic art language by 107

 Law, interview, 2015.105

 Law,“Zao Qi de Xiang Gang Du Li Duan Pian Qg��î §¥D,” 22.106

 Ibid.107

46



learning the techniques and narrative from French New Wave such as jump cut, 

long take and juxtaposition of images, which was far beyond the traditional 

cinematic form in the film industry. This compilation and blossom of 

experimental practices, although was regarded as only elementary works with 

limited circulation and access, still fertilised the soil of local culture and enriched 

the discussion and imagination of what moving image creations could be.  

  The key socio-political context of “Cultural Cold War” legitimised the 

emergence and flourish of modernist aesthetics, and took form in the experimental 

practices of moving image, even they were not supported by the system of “US 

Dollar Culture” directly. In this sense, these moving image works intersected the 

modernist aesthetics with the cultural engagement by the intellectuals inheriting 

the new form of Chinese cultural nationalism under the “Cultural Cold War”. 

Moving image art, as a new form of technology (moving image tools), met the 

Chinese cultural nationalism and coloniality in specific Hong Kong socio-political 

context, which also turned into a product of the model of “Collaborative Colonial 

Power” and Cold War cultural production, and thus formed a crucial component 

of the larger local culture scenery. Therefore, moving image art is articulated to 

this historical significance and manifested as “culture has a collaborative role” in 

the colonial and Cold War context.  

 Another key motivation of these moving image art creations is the formation of 

cultural clusters derived from the Cultural Cold War context which fostered the 

culture of cinephile. As stated earlier in this chapter, Union Printing Press (2©

�tÄ) has initiated many cultural events and organisations in order to fight for 
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the cultural position and the superior role of cultural discursive power.  While 108

another publication under Union Printing Press, College life (da xue sheng huo �

+�/), has started a cine club “College Cine Club” (Da Ying Hui, �u�) in 

1967, and it promoted the alternative film culture by regular screening and 

publication. More vitally, “College Cine Club” motivated the youngsters to create 

moving image works with the inspiration of the art-house cinema and modernist 

art. Another key cine club “Studio One” (<�ČË) was formed in 1962 and took 

place in City Hall, which screened Western art-house cinema regularly and 

nurtured the young intellectual’s fundamental cultural imagination of the 

modernist art form and avant-garde cinema.  These cine clubs formed a circle of 109

young intellectuals who became creators and producers from the position of a 

cinephile. In 1968, the cine club even launched the first “The presentation of the 

works by members of College Cine Club” (�u��oCL M�) which 

showed the experimental moving image works by the member of the cine club. 

The cine club ended in 1972 due to the leaving of the core members and the form 

of cine club carried on in the 1970s by “Phoenix Cine Club” (�õ@u�) which 

owned an influential role.  The formation and of cine club culture was allowed 110

by the condition of Cultural Cold War since cultural cluster or collective was a 

key form to promote a certain ideological value and strive for the discursive 

 Weiluan Lu, Mingchuan, Zhiqin Xiong, Xianggang Wenhua Zhong Sheng Dao �î=}Ûz108

( [The muliple channels of Hong Kong culture] (Hong Kong: Joint Publishing 2014), 20-21.

 Kar Law, “Zao Qi de Xiang Gang Du Li Duan Pian Qg��î §¥D”, 20-21.109

 Ibid.110
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power during the Cold War and colonial context. Even there was little information 

about the beginning of this cine club, it could be deduced that College life and the 

cine club was expected to fight for the cultural discourse among the young groups 

and reinforce the modernist aesthetic value of Western cultural influence. The 

model of “Cold War Cinephiles”, accordingly, was deployed from the film 

appreciation and criticism of art-house cinema on The Chinese Student Weekly and 

College life, and nourished in the form of cine club which generalised the 

production and circulation of moving image directly.  

  Interestingly, “Cold War Cinephiles” has also led to the transgressive 

engagement of both moving image art and the local film industry. As many studies 

of the development of film industry during Cold War, film companies were 

divided into the bloc of right-wing, such as the Shaw Brothers Studios, Cathay/ 

MP&GI45; and the bloc of left-wing such as Great Wall, Feng Huang and Sun 

Luen.  Apart from creating the moving image works, the young creators engaged 111

in the local film industry in various extent. They did not regard the relationship of 

experimental moving image and local film industry as binary opposition, rather 

they practices in both side in order to seize the opportunities to create in film or 

moving image forms. For instance, the local writer as well as experimental 

moving image creator, Xixi mentioned about the engagement in various roles of 

the passionate cinephiles in the 1960s: 

 

“A motivation to participate in film sector emerged after watching the art-house 

  Li, “Zuo You ke yi feng yuan — Leng zhan shi qi de Xianggang dian ying jie,”83-84.111
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cinema. There were various ways of participation. For example, Lam Lin-tung (Ö

#A) and Kam Ping-hing (sļ¾), travelled to Italy and joined the film 

production directly. Tam Ka-ming (ĸ�:) and Ku Cong-ng (¿ċĹ) wrote film 

criticism and sent to The Chinese Student Weekly. Luk Lei (ç�) and me  helped 

Xianggang ying hua (�îu¢) to interview the film actress in the film studio, 

and we could see the film set as well. Shek Kei (ßĬ)ŇJohn Woo (čĊĐ) and 

Law Kar (ñÍ) took a camera and created experimental works on the street, 

imitating Jean-Luc Godard (The leading figure of French New Wave).”  112

 

  This showed that the young intellectuals embraced a more inclusive sense to film 

itself. As mentioned earlier in Chapter 1, the perception to “film art” or film in 

general in the film section of The Chinese Student Weekly had been changed after 

1967 Riots.  The editorial group focused on Western art-house cinema and was 113

critical to local film industry initially. After the local turn derived from 1967 

Riots, the editorial group discussed a larger extent of local film, both the sectors 

of industry and independent. This also reflected the social positioning of the 

understanding of film. As film refers to “entertainment” or “educational” in the 

 Xixi (TT), “Xixi’s column: the era of cinema, The Milky Way,”(TT_ĦŊ@u�gŇŁå112

ë�ł) interview by Ho Fuk-man (vlĘ), Ming Pao Weekly, July 25, 2018, https://
www.mpweekly.com/culture/%e4%bd%95%e7%a6%8f%e4%bb%81-
%e9%8a%80%e6%b2%b3%e7%b3%bb-%e9%9b%bb%e5%bd%b1-79296.

 Mayuko Masuda, “Cong Zhong Guo Xue Sheng Zhou Bao Kan Liu Shi Nian Dai Xiang Gang 113

Wen Hua Shen Fen De Xing Cheng” N’��+�w�’@ut�¬[#��î=}G��º
! Hong Kong, Xiang Gang Wen Hua Yu Xie Hui Yian Jiu Xue Bao �î=}HÄ�ïê+�. 
no. 1 (2002): 233-246.
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public discourse conventionally,  while in The Chinese Student Weekly, the 114

editorial group regarded film as “film art” in a modernist sense. After the breakout 

of 1967 Riots, yet, they have paid more attention on the local film industry and 

the integrated with their belief on film art. This divergence of definition of film 

reflected the young creator’s positioning of connecting cultural nationalism with 

the modernist aesthetic by working on the experimental practices                                                                                                                                                                                                                                                                                                                                                                                                                   

of moving image and questioning the static cultural imagination and 

identification.  

  In such time, these young intellectuals and creators owned a close relationship 

with the local film industry and even a wide range of broadcasting system, like 

John Woo joined the Shaw Brothers in the early 1970s and later became an 

international well-known film director; Charles Ng Cheng-huan (čâF), who 

made The righteousness of rebellion (Zaofan Youli £¡�K)  in 1970, worked 115

in the team of programme in Television Broadcasts Limited (TVB) and he reused 

the news reel footage in TVB into an experimental moving image works.  Law 116

Kar recalled that, a screen playwright in Shaw Brothers, Song Qi (Īį) noticed 

this group of young intellectuals and invited them to his home for gathering. He 

even invited them to be the screen playwright and Xixi has written the screenplay 

 There was a debate of the function of cinema in the 1950s — Union Film Enterprises (Zhong 114

Luen �©) emphasised that the aim of making film should be reflection of social reality and 
“ethically correct”. They even initiated a manifesto on improving the standard of Canton cinema.

 The copy of the works disappeared and could not be accessed. 115

 Charles Chen-huan Ng, email interview by the author, 20 June, 2020.116
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of Four Sisters (Dai Lu Nian Hua ħÝ#�) in 1967.  It could be observed that 117

the Cold War Cinephiles fostered not only the emergence of experimental moving 

image, it also attributed to the interaction between various modes of creation and 

production. The local film industry absorbed the young creators of experimental 

moving image and offered resources for them to create in a larger scale. As some 

studies suggested, the film practitioners flew between the film companies which 

formed a fluid sense even under the intense ideological conflict.  For the young 118

creators, they could also shuffle between the independent mode of moving image 

creation and the film industry, while experimental moving image served as a 

liminal room to create beyond the static film system, and to reconcile the conflict 

between the ideological blocs. Thus, the boundaries between independent and film 

studio system; experimental form and standard narrative were not settled due to 

the fluid sense of the cultural cluster and the Cold War Cinephile. In this regard, 

the relationship between experimental moving image and film industry became 

dialectical and helped to cultivate each other.  

 

  Law,“Jiang Tai Dian Ying Wen Hua Xin Sheng Li Liang──1960 zhi 1970 nian dai,” 12.117

 Li, “Zuo You ke yi feng yuan — Leng zhan shi qi de Xianggang dian ying jie,”94-95.118
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Fig. 3 The promotion of the screening on College life, 1968, photo credit: Law Kar. accessed Oct 

2017.

53



Chapter 3  

Visual analysis of the moving image art in the late 1960s: 

Experimental attempt by Ho Fan and Xixi 

After reviewing the contextual framework that constituted the emergence of 

moving image art in the late 1960s, this chapter shall conduct detailed textual and 

visual analysis of various examples of moving image works, in order to 

understand the formation of aesthetic language as well as the uniqueness of the 

medium itself. In regard to the socio-political context in the late 1960s, the young 

creators adopted new technological handy tool — 16mm and 8mm specifically — 

as an experimental form to document their sentiment and perception to the social 

changes.  According to Alfred Gell’s concept of ‘art as agency’, art does not 119

represent the world passively, but also to act, concerning the social existence.  120

Drawing on the social history of moving image art, how did individuals act with 

their memories and affection in response to the socio-political context is also a 

key factor, thus micro narrative approach shall be adopted in this part of study. 

This chapter, as a result, deals with the dialectical relationship between the social 

context and the individual subject in the lens of the experimental practices of the 

moving image works in the late 1960s.  

 Kar Law,“Jiang Tai Dian Ying Wen Hua Xin Sheng Li Liang──1960 zhi 1970 nian dai îĉ@119

u=}��6^� ÜHé.──1960�1970#� [The origin and interaction of the new 
generation in film culture of Hong Kong and Taiwan — the 1960s to the 1970s],” Taiwan, Zhong 
Yang Da Xue Ren Wen Xue Bao �Ĕ�+�=+�. no. 64 (2017): 21-22.

 Alfred Gell, Art and Agency: An Anthropological Theory, (London: Oxford University 120

Press,1998). 
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Looking into the specific experimental moving image works in the late 1960s, a 

theoretical framework has been developed to examine this scope of study. On one 

hand, modernist aesthetic value is shared by many cultural practices in the Cold 

War context that shaped the artistic form of the moving image works.  121

Following to the discussion in the last chapter, the experimental practices of 

moving image works have been derived in the cultural production of Cold War, 

which was the intersection of Chinese cultural nationalism and Western modernist 

art form in Hong Kong context. Therefore, the moving image creations has been 

sharing the coherent aesthetic value that could shed light on the contextual 

framework. On the other hand, as mentioned about the importance of the micro 

narrative of the moving image works, which is always overseen in most 

scholarship study, how each of the artists created as an individual agent along with 

their sentiments, memories and own practices echoing to Alfred Gell’s model of 

‘art as agency’, and would be detailedly discussed in this chapter. Some of the 

artists practised different roles of creators and practitioners, and they crossed the 

boundaries and perceptions of certain kinds of creations and practices. For 

instance, Ho Fan was a photographer and he made pioneering moving image 

works at the same time. How did he perceive images in divergent ways and what 

are the differences when he practiced in these two artistic forms? The intersection 

of his practices in photography and moving image would be examined. Another 

example is Xixi, who is a well-known local literature writer, made her 

 Modernism was well-developed and circulated in the Cold War context. For example, 121

abstraction art, as an example of modernist aesthetic, was widely spread after the World War II. 
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experimental moving image works in the late 1960s. It is interesting that her 

experimental practices in moving images was coherent to some of her 

experiments in writing, particularly the juxtaposition of various footage or images. 

In this sense, this chapter shall investigate these specific experimental practices of 

these creators along with the framework and context in this research, and also to 

articulate the intricate relationship between individual as an agent and the social 

history of art. I shall investigate the visuality and narrative of selected prominent 

moving image art creators and works, and articulate them with the sociopolitical 

framework as well as the medium itself. 

 

Another factor that influenced the scope of study is the loss of archive. As there 

are lack of heritage and restoration of the moving image works in the late 1960s, 

as well as the resources and documentations, it is difficult to examine the majority 

of the works. However, this loss of archive implies that the politics of 

disappearance of a specific art form in the trajectory of Hong Kong’s cultural 

history. This shall be studied in the conclusion part and thus the works that were 

examined in this chapter were mapped out according to the practices of the 

creators, as well as the availability and condition of the works. 
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Ho Fan: from still photography to moving image works 

Ho Fan (vĻ, 1931-2016), as one of the early distinguished photographer, 

filmmaker and even actor in Hong Kong, he encountered the new moving image 

tools in the mid-1960s and created experimental moving image works such as Big 

City, little man (�xŉ��h, 1963), Assignment, Part One (�C3�, 1966) 

and Departure (�, unknown) with the 8mm camera.  Due to the lost of record, 122

only Big City, little man and Assignment, Part One are still available to access and 

I shall further examine these two works in this chapter. 

 

Ho Fan was born in Shanghai in 1931 and moved to Hong Kong in 1949, after the 

World War 2. He started to take photography as his art practice when he bought 

his first camera in the first year he came to Hong Kong. He was praised as 

“Cartier-Bresson of the East” as he shared the similar photographic style of the 

well-known French photographer — documentation of the ‘the decisive moment’ 

by waiting for “the unexpected, framed against a very clever composed 

background of geometrical construction, patterns and texture”  In the early stage 123

of his photographic career, he has practised traditional ‘salon photography’ that 

photography was staged in an indoor studio.  He turned to realistic street 124

 Ibid.122

 “Bio of Ho Fan,” Ho Fan Official Website by (2016-2021) Fan Ho Trust and Estate, accessed 123

May 30, 2021, https://fanho-forgetmenot.com/about.

 Wingki Lee,“Locating Photographic Practice in Hong Kong since the 1960s (A Final Report for 124

Asia Art Archive Research Grant 2011),” Asia Art Archive, 2011, 42, https://cdn.aaa.org.hk/
_source/Collection_documents/leewingki-aaa-finalreport.pdf.
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photography later in his mid-stage career, as he started to observe the ordinariness 

and the folk living in Hong Kong.  In his photographic works in the 1950s to the 125

1960s, a wide variety of “publicness” was shown, particularly in his series of 

works “Portrait of Hong Kong”.  For instance, the landscape of wet market and 126

the street were depicted in ‘You Buy, I Sell’ and ‘Balance’, presenting Ho Fan’s 

perception to the underprivileged mass and the cityscape of Hong Kong in an 

observational mode. These works showed a pioneer representation of Hong Kong 

breaking through the long tradition of “salon photography” in the photography 

history of Hong Kong.  According to the interview of Ho Fan, he recalled the 127

motivation to take photography on the street: 

 

“Back then there was no MTR. I would take my camera with me, down from 

MacDonnell Road, walking the backstreets and narrow lanes through the haze, 

where there were ordinary folk: ordinary, grassroots, and minority people. The 

kind of “Hong Kong spirit” that they represented is unforgettable. They constantly 

struggled to survive.”  128

 

 “Interview of the photography master Ho Fan (ăSíu�qvĻŊ�Yø�«�íuW125

$),” Photo Magazine (íuèó), no.1, interviewed in December, 2014 and published in 2015, 
http://photo.popart.hk/newweb/archives/47641.

 Before Ho passed away in 2016, he organised 500 handpicked negatives and “Portrait of Hong 126

Kong” was selected from the collection which comprises of 153 street photographs.  
“Ho Fan’s works: Portrait of Hong Kong,” Ho Fan Official Website by (2016-2021) Fan Ho Trust 
and Estate, accessed May 30, 2021, https://fanho-forgetmenot.com/portrait-of-hong-kong-1.

 “Yi Ying Chun Qiao: Xiang Gang Yi Xu She Ying, 1900-2000 Úuª� : �îÚÇíu, 127

1900-2000 [Hong Kong art photography 1900-2000],” Hong Kong Heritage Museum, Hong Kong: 
Leisure and Cultural Services Department, 2001. 

 “Ho Fan: On the ‘Decisive Moment’,” interview by M+, filmed September 2018, video, 1:13, 128

https://stories.mplus.org.hk/en/ho-fan-on-the-decisive-moment/.
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The “Hong Kong spirit” Ho mentioned was closely related to the socio-political 

context of Hong Kong in such time. From 1950s to 1960s, Hong Kong’s economy 

developed rapidly in the post-war period and in such early stage of the colonial 

governance, the prototype of rules and policy was constituted which modified the 

social and cultural formation of Hong Kong, such as the building of public 

housing and the establishment of Hong Kong City Hall in 1962.  More 129

importantly, other than the ‘official’ record of the local history, Ho’s photography 

performed the role of a rare and invaluable archive of the folk living and 

landscape, which formulated a key visual memory and portrayed the artist’s sense 

of affection. Rather than the traditional journalistic mode of photography, Ho 

observed and documented this particular time of Hong Kong with his handful 

camera, yet, not only a ‘pure realistic’ way but also a modernist way. From most 

of his well-known works in the series of “Portrait of Hong Kong”, he adopted 

black and white colour with high contrast so as to capture the clear focus and the 

light.  The working class was not depicted only in a stereotypical way — to 130

empathise their grassroots living and the poverty that the left wing identified with 

in the Cold War context,  rather, Ho celebrated their delicacy and brightness, and 131

even transformed into a spectacle of ordinary cityscape. This combination of the 

realistic observation with and this form of perception even carried on in his 

 Tai-lok Lui,“Wu Gai, Mai Dan: Yi Ge She Hui Xue Jia de Xiang Gang Bi Ji đp, ėn : ��129

Ä�+���îäb. ;ć? [Check, Please: A Sociologist's Hong Kong Journal updated 
version],” Hong Kong: Oxford University Press (China), 2007.

 K.C. CHEW, “Fifteen Years of Photography in Hong Kong,” Photography in Hong Kong, 130

1954-1969. Hong Kong: Sing Tao Man Po, 1969.

 Vivian P. Y. Lee, The Other Side of Glamour : the Left-Wing Studio Network in Hong Kong 131

Cinema in the Cold War Era and Beyond, (Edinburgh : Edinburgh University Press, 2020).
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moving image works.  
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Fig. 4 Ho Fan, Age of Innocence in Sheung Wan, “Portrait of Hong Kong”
1950s -1960s, black and white photography, photo credit: Ho Fan Official 
Website by (2016-2021) Fan Ho Trust and Estate, accessed May 2021.
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Fig. 7 Ho Fan, Balance, “Portrait of Hong Kong”1950s -1960s, black and 
white photography, photo credit: Ho Fan Official Website by (2016-2021) 
Fan Ho Trust and Estate, accessed May 2021.



From Ho’s interview, he enjoyed cinema and even to a larger extent than 

photography.  After the big success of his career as a photographer, he turned to 132

be an actor in Shaw Brothers in the early 1960s.  Meanwhile, he encountered the 133

newly developed tool — 8mm camera and participated in the intellectual and 

cinephiles group.  He thus started to create in moving image after his long 134

practice in still photography and his first attempt of moving image creation was in 

1963, Big City, little man, which was coherent to his observation and concerned 

issues in his practice in photography. In the disguise of documentary, Big City, 

little man transgressed an observatory mode with modernist form of experimental 

narrative. It portrayed a man who was an office cleaner and dreamt of turning into 

a middle-class, observing the features of the cityscape by shuttling around Hong 

Kong. Following to his steps, this work captured the public daily life in a wide 

variety ways yet typical scenarios such as a glimpse of city skyscrapers, the 

leisure life of middle-class, and the crowd of working class in the market.  

 “Oral history interview: Ho Fan,” interview by Chu Shun-chi and Wong Ai-ling, filmed in 132

February 2001, Hong Kong Film Archive, 2001.

 Ho started to be an actor in the film Love Without End (��$, 1961) directed by Doe Ching, 133

while he is not the leading role. 

 Law, ibid, 19-20.134
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Fig. 8 Ho Fan, Whitty Street Diary, “Portrait of Hong Kong”
1950s -1960s, black and white photography, photo credit: Ho 
Fan Official Website by (2016-2021) Fan Ho Trust and Estate, 
accessed May 2021.

Fig. 9 Ho Fan, Street Ladder, “Portrait of Hong Kong”1950s -1960s, 
black and white photography, photo credit: Ho Fan Official Website by 
(2016-2021) Fan Ho Trust and Estate, accessed May 2021.



 

Fig. 5 Ho Fan, Big City, little man (1963), 8mm.

Fig. 6 Ho Fan, Big City, little man (1963), 8mm.

64



In this twenty-five minutes silent and coloured 8mm work, it can be viewed as 

two layers — the portrayal of the ordinary and hybrid cityscape from the 

perspective of the deprived office cleaner, including the hurrying pedestrian on the 

crowded commercial street and the white collar in the office while he was 

working hard unwillingly. He imagined to be a businessman in decent suit, in the 

second layer, enjoying the middle-class living such as sightseeing around the hills 

and beach-side during the idle time. Besides, in the latter part of his “middle-class 

dream”, he shuttled around the market and observed the details of the folk living. 

Significantly, the work depicted the protagonist’s aspiration of ascending class 

status and collocated the division of classes from his perspective. The narrative of 

the work is ambiguous and didn’t clearly indicate the line of the protagonist’s 

social status and which part was “real” or his fantasy, yet, this strong contrast and 

differences between the classes was based on Ho’s consideration in the ordinary 

and folk living in such colonial time, which was relevant to his photographic 

practices. Resemble to his practices in photography, Ho looked around the folk in 

a meticulous way — like the camera often caught the movement or gesture of a 

person (usually an elder lady) among the crowds and direct the audience’s 

attention to the character. This was similar to his usage of high contrast and 

lighting in his photography, he captured the “decisive moment” and tended to 

locate the ordinary character in the focus of the framework, which is close to the 

spotlight on a stage. The work “Balance” is one of the prominent examples.   
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His photography, obviously, revealed the group of folk and the publicness which 

were neglected in most of the well-spread representation in the 1950s and 1960s 

66

Fig. 10 Ho Fan, Assignment, Part One (1966), 16mm.

Fig.11 Ho Fan, Assignment, Part One (1966), 16mm.



and became a crucial visual record.  The moving image, Big City, little man, 135

documented the hybridity of the cityscape and the folk living like a visual record 

as well, yet, the major divergence of his practices in photography and moving 

image work is shown in the different forms of the medium. His subtle reflection of 

the ordinary living and class difference was put into an intriguing narrative with 

the perception of the actor. This leads to another crucial feature in this work — the 

merging of fiction and non-fiction. A remarkable example is the of the protagonist 

having lunch in a corner of the office wretchedly, which was followed by a series 

of scenes that he imagined he was having a relaxing lunch in a petit-bourgeois 

restaurant delightfully, stressing the division of two classes. Another remarkable 

example is a series of individual portraits of the working class were shown in the 

“fantasy” of the protagonist in the last part of the work. These portraits, however, 

were documented in the authentic daily scenario while only the protagonist was 

staged. Apparently, Ho placed these scenes in conjunction in an ironic way, and to 

ridicule the protagonist’s earnest dream of becoming a middle-class. More than 

that, through these juxtapositions, the work transgressed the boundary of fiction 

and non-fiction and showed the hybridity of the city through the shift of the social 

identity of the protagonist. In this regard, Ho has added an artistic layer to the bare 

realistic way of “Hong Kong portrayal” and led the audience to shuttle around the 

city through a dream-like narrative and visual form, which was evolved from his 

practice in still photography. In some of his photographic works, it can be seen 

that Hong Kong was represented in dream-like, like “Whitty Street Diary” and  

 Yi Ying Chun Qiao: Xiang Gang Yi Xu She Ying, 1900-2000, 25.135

67



68

Fig.12 Ho Fan, Assignment, Part One (1966), 16mm.
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Fig. 13 Ho Fan, Big City, little man (1963), 8mm.

Fig. 14 Ho Fan, Big City, little man (1963), 8mm.



“Street Ladder”. While the sense of fantasy-like in Big City, little man was 

depicted in narrative and cinematic form like montage and frameworks of 

cinematography. This experimental practice in moving image, in my point of 

view, was to reshape the cityscape of Hong Kong by adjusting the ways of seeing 

and this will be further discussed in the next part. 

Reshaping of cityscape  

 

  As mentioned earlier, Ho’s experimental modification of his realistic observation 

both appeared in his photography and moving image work, yet in different ways. 

In Big City, little man, some conventional scenes representing prosperity were 

captured to symbolise the sense of cosmopolitan of Hong Kong as established 

shots, such as top-down and wide shots he used to present the crowds and the 

masses in the cityscape which was also a typical representation of a cityscape.  136

These angles of shots appeared in his photography as well, like “Don’t look back”, 

“Thriving Market” and “Recollection of Wan Chai”, expressed the wide sight of 

the city and also the surrounding atmosphere. Yet, Ho soon utilised experimental 

and unique cinematic language upon these observational mode cinematography in 

Big City, little man, so as to challenge and even break down the static perception 

to the cityscape. For example, a series of close-up and distorted shots of road 

signs were juxtaposed in the work, which formed an affective sense of montage 

and produced a strong sense of rapidity in the city. Besides, rather than the steady 

 Valérie Jardin, Street Photography. 1st ed. (Milton: Routledge, 2018). 136
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camera movement, Ho moved along and adopted shaking shots to distort the 

image quite often, in order to generate a sense of insecurity and instability of the 

city, reacting to the transitional social-political context of Hong Kong in the 

1960s. Ho mediated his sentiments to the city through these unique forms in 

moving image and continued in his later practices. 

  Ho made another moving image work Assignment, Part One in 1966, which is a 

16mm silent work in black-and-white. Adhering to Big City, little man, this forty-

minutes work adopted an ambiguous narrative that showed a fantasy love story 

from a male protagonist’s perspective. In the beginning, a man bumped into an 

unknown woman at a beach and followed her to the city. Under the shining neon 

light, the man was lost in the city and found a mysterious night club. He met 

another woman and had an enjoyable night with her. Finally, he saw the unknown 

woman again and both of them disappeared in a green yard inexplicably. This 

work shared some common features with Big City, little man. Other than 

exploring the city through a male protagonist, both works shed lights on the 

fragments of the cityscape in diverse ways. Big City, little man drew attention on 

the division of the middle class and the working class in the day time; while 

Assignment, Part One focuses on the night and presented in an obscured love-

storyline. Also, both of them demonstrated an observation and documentation of 

the city in an experimental approach. These works embraced various cinematic 

forms such as the close-up to distort the image, symbolic montage skills. The 

cityscape was no longer a realistic portrayal, rather, it was reshaped in a peculiar 
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sense and which formed a juxtaposition of the subjective perspective, affection 

and the city itself through the cinematic lens.  

  According to a film scholar Hector Rodriguez, he suggested that “the culture of 

the commonplace aims to ‘reflect’ Hong Kong history and experience, and 

sometimes also to express a vision of what history is.”  These collage of images 137

performed as “the fragmented commonplace”.  These fragmented juxtapositions 138

of various images could be seen as the articulation between individual and history 

in this sense, as the works transformed our understanding of the city. Moreover, 

the juxtapositions of images were not purely arbitrary, instead, they were driven 

by the artist’s observation and sensitivity which formulated a new articulation 

with the city, and even the historical, and socio-political context. Responding to 

the growing of consumerism and economic development in the 1960s, the 

emphasis of the cityscape in these two works also showed a modern life that 

represented a splendid image of the cityscape. For instance, the shops and model 

in Big City, little man; and the neon light and the night club in Assignment part 1. 

However, these representation and the lifestyle were under the distortion of 

images and the shivering camera which showed a chaotic sense in the society. 

This was shown clearly in the scene of nightclub in Assignment part 1, which 

presented the decadent and indulgent living of a group of youngsters; they even 

despised on books (a symbol of knowledge) and threw it on the floor, rendering a 

 RODRIGUEZ, “Homelessness and Self-disclosure: Evans Chan’s ‘Minor’ Cinema,” 37.137

 Hector RODRIGUEZ, “Homelessness and Self-disclosure: Evans Chan’s ‘Minor’ Cinema,” in 138

Postcolonialism, Diaspora, and Alternative Histories: The Cinema of Evans Chan, Tony Williams 
(ed), (Hong Kong: Hong Kong University Press and Columbia University Press, 2015), 35-40.
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strong sense of hopeless and puzzled among the young generation in the disguise 

of the glamorous cityscape. This led to a modernist viewpoint and aesthetic that 

counter to either the low-key living that left-wing cinema often represented,  or 139

the alluring middle-class living that the right-wing cinema showed,  challenging 140

the both side of the ideological camp.  

  As an early attempt of moving image creation, Ho Fan demonstrated an 

experimental form of cinematic language to present his way of seeing to the 

cityscape in such a critical time of Hong Kong socio-political trajectory, and even 

reconciled the ideological dichotomy of the left and right with his sharp 

observation and consideration on the local living condition. This is crucial in this 

study as Ho Fan’s experimental practices in moving image carried out in 

conjunction of individuality as an artist and the cultural Cold War context. His 

works were only presented in private screening among the intellectual group, like 

Xixi (TT), Chiu Kang-chien (���),  yet it formed a key circuit and 141

cinephiles circle transfiguring the regulating system and govenmentailty in the 

colonial time. This will be further discussed in the next chapter. Later, Ho Fan 

started to make films in the studio system in the 1970s and he even made erotic 

 Lee, The Other Side of Glamour : the Left-Wing Studio Network in Hong Kong Cinema in the 139

Cold War Era and Beyond.

 Chris Berry, “China Forever: The Shaw Brothers and Diasporic Cinema. Edited by Poshek Fu. 140

Urbana and Chicago: University of Illinois Press, 2008. Viii + 270 Pp. $25.00. ISBN 
978-0-252-07500-1.” The China Quarterly (London) 197 (2009): 226–28. https://doi.org/10.1017/
S0305741009000253.

 Law, ibid, 19-21.141
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cinema which was far beyond to the experimental form of his moving image 

creations in the 1960s.  142

Xixi: Experimenting of found footages 

 

  Xixi, apart from Ho Fan, was another key figure during the cultural Cold War. As 

an influential writer along the history of Hong Kong literature, Xixi has only 

made a few experimental moving image works, yet The Milky Way (åë�, 

1968) was one of the key examples articulating with the cultural Cold War and the 

social history of Hong Kong in such colonial governance, and thus it will be the 

focus of study and analysis in this part.  

 

Xixi was born in Shanghai in 1937 and moved to Hong Kong in 1950. She started 

her literary writing in 1950s and her writing was widely published in local press 

like Chinese Student Weekly and Sing Tao Daily. Other than her imaginative 

writing style in practising modernist and innovative narrative,  she often 143

expressed her interest in cinema and introduced many experimental cinematic 

form, such as French New Wave, in her essays and writing columns. On top of 

that, she has attempted in combining these experimental cinematic forms with 

literary writing. The prominent example was her book Jian tie ce (Ąãý) which 

 After directing the debut “Lost” in 1969, Ho Fan made a plenty of erotic film, including 142

Innocent Lust (Î¸Î,Î|$, 1977) and Yu Pui Tsuen (āĵ¼, 1986).

 Hiu-tung Chiu, “Xixi Yi Jiu Liu Ling Nian Dai Ying Hua Xie Zuo Yian Jiao TT�Ð¬þ#143

�u5�Cïê [A study of Xixi’s cinematic writing in the 1960s],” Chinese University of Hong 
Kong. Graduate School. Division of Chinese Language Literature. 2013.
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was published in 1991,  collecting her writings on the column in her early 144

writing stage. Throughout this book, Xixi selected a picture — drawing, 

photography or film stills, and wrote freely in response to the picture. Rather than 

a static format of linkage, she wrote in diverse forms such as recreation of 

memories, a fictional story or documentation of daily living. The picture was not 

performing only an illustration supplementing the writing, instead it was a key 

frame parallel to the writing and indicated her to explore the intricate relationship 

between words and images, which was ground-breaking in public media in such 

time.  

 The name of the book refers to “clip-book”. Xixi, Jian tie ce Ąãý, Taipei: Hung Fan, 1991.144
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Fig. 15 Xixi, column writing in the 1960s, 
photo credit: internet, accessed May 2021. 
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Fig. 17 Xixi, The Milky Way (1966), 16mm.

Fig. 13 Xixi, The Milky Way (1966), 16mm.
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Fig. 18 Xixi, The Milky Way (1966), 16mm.

Fig. 19 Xixi, The Milky Way (1966), 16mm.



  From her early attempt in writing, it is easier to understand her experiments in 

moving image works. The Milky Way was created in 1968, Xixi juxtaposed 

various found footages such as news reel of Hollywood star and model, a cycling 

race, painting, and film poster in this three-minute, black and while experimental 

short. As stated in her interview, she recalled how she encountered cinema and 

even started to create in moving image: 

“In the 1960s with little entertainment, most of the young intellectuals enjoyed 

art-house cinema, like Jean-Luc Godard and François Truffaut from French New 

Wave; Italian cinema like Luchino Visconti and Michelangelo Antonioni; and 

Japanese cinema like Yasujirō Ozu and Akira Kurosawa. These films couldn’t be 

watched in commercial cinema, yet can be watched in Studio One. I went to City 

Hall every week to watch these cinema, like attending class. I met Law Kar, at 

that time.”  145

The cinephile field, in the cultural Cold War context, fostered her motivation in 

creation. She explained, she intended to participate in the cinema field after 

watching the art-house cinema, therefore, she helped Xianggang ying hua (�îu

 Xixi (TT), “Xixi’s column: the era of cinema, The Milky Way,”(TT_ĦŊ@u�gŇŁå145

ë�ł) interview by Ho Fuk-man (vlĘ), Ming Pao Weekly, July 25, 2018, https://
www.mpweekly.com/culture/%e4%bd%95%e7%a6%8f%e4%bb%81-
%e9%8a%80%e6%b2%b3%e7%b3%bb-%e9%9b%bb%e5%bd%b1-79296.
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¢)  to interview with film actress and later she had the idea to create work on 146

her own.   147

“I bought a 16mm camera, which was like a heavy suitcase. […] My elder brother 

was working in Radio Rediffusion (��Ìz)  news broadcasting department 148

and brought many abandoned news reel films to home. I asked for permission and 

re-created these films by learning editing through a ‘slicer’ machine. This was 

another form of Jian tie ce (���). […] My only work was to select the found 

footages and found a way to articulate them — the ‘news’ in those years was the 

‘documentation’ of the 1960s.”   149

  She explained that her methods of editing was primitive and unsophisticated like 

sticking the films in a handcrafted way due to the under-developed technical 

skills.  It’s close to the pre-technological craftsmanship yet a mediation process 150

reflecting the creators’s instinctive affection and perception to the images. The 

juxtaposition of the found footages was not logical, as Xixi mentioned, and 

formed as a series of peculiar montage without sensible consciousness. In other 

words, the hybridity of the used images blurred the boundaries of popular culture, 

 Xianggang ying hua (�îu¢) is an entertainment magazine founded in 1966 and edited by 146

Chu Hing-wa.

 Xixi, interview.147

 Radio Rediffusion (��Ìz) was the first commercial broadcasting company established in 148

1949.

 Xixi, interview.149

 Xixi, interview.150
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politics, identity, and all kinds of cultural memories, as the original meaning and 

content of the footages were now changed to different context and sequence. 

Borrowed from the theoretical framework of documentary, the use of found 

footage is not limited to the function of indication or providing a visible evidence, 

rather, it can be viewed as an experimental recreation or reference to the 

history.  Therefore, the  found footages no longer represented a static sense of 151

history or objectivity, they provided fruitful materials for the artists to recreate the 

history from their personal point of view. Like The Milky Way, some historical 

news reel such as the president of the US Kennedy presented a speech, the pope, 

and even the footages of the liftoff of rocket, which were iconic and remarkable 

symbolising the 1960s yet became out of context in the work. These news reel 

were no longer “objective”, but transfigured in relation to the continuity of other 

images and connected with the artist’s own sentiment and our cultural memories. 

A film scholar Catherine Russell’s analysis of the using of found footage in 

moving image was constructive in analysing The Milky Way. She stated that: 

 

“Found-footage filmmaking, otherwise known as collage, montage, or archival 

film practice, is an aesthetic of ruins. Its intertextuality is always also an allegory 

of history, a montage of memory traces, by which the filmmaker engages with the 

past through recall, retrieval, and recycling. The complex relation to the real that 

unfolds in found-footage filmmaking lies somewhere between documentary and 

 Bruzzi, Stella. New Documentary, London: Routledge, 2000.151
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fictional modes of representation, opening up a very different means of 

representing culture.”  152

  In this regard, Xixi’s concatenation of these images can be understood as 

building a movement of images connecting the history with the personal emotions 

and memories by re-moulding the found footages. They provided a key reference 

point to engage with the complex relations among the personal perception and the 

socio-political context, and thus constructed an alternative version of “history” 

unfolding in a micro narrative, in particular to the post-1967 era and the colonial 

context. Although Xixi claimed that the selection of the found footages was 

arbitrary, the chosen images were mostly the Western culture (such as Western 

paintings and poster of a Roman Polański’s film) and international news. This 

could be related to the Western cultural influence under the cultural Cold War, as 

Xixi mentioned that she was nurtured by the Chinese Student Weekly introducing 

the modernist culture,  on the one hand; it could be viewed as a reflection and 153

re-thinking of the Western culture and even the colonial ruling after the 1967 Riot. 

The 1967 Riot has brought a strong impact to the young intellectuals  and led 

them to concern the socio-political context that they were situating at, and many 

of them presented and mediated this complicated sensation in their creations. This 

will be examined in details in the next chapter. Unfortunately, The Milky Way is 

the only experimental Xixi’s moving image work that is still available, we cannot 

 Russell, Catherine. "Archival Apocalypse: Found Footage as Ethnography." In Experimental 152

Ethnography: The Work of Film in the Age of Video, 238-72. Durham; London: Duke University 
Press, 1999. Accessed June 9, 2021. doi:10.2307/j.ctv11cw7bq.13.

 Xixi, interview.153
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observe more about her experimental practices from her other works. The Milky 

Way was initially shown in the first edition of “Amateur Film Festival”  in 1968 

and demonstrated dialogue with other experimental moving image works which 

formed a larger scope of map connecting the intense emotions by the individuals 

with the post-1967 and colonial socio-political context under the cultural Cold 

War. 

Modernist aesthetic in Cold War Context  

After studying two key creators of moving image art in Hong Kong in the late 

1960s, the cultural influence of Western modernism could not be neglected. As 

mentioned in the last chapter, the young creators were influenced by the cultural 

movement of modernism particularly the cinematic art of French New Wave.  154

Many of them have adopted the form of modernism in their moving image works 

and transformed into new sensory experiences and representation on the medium 

of moving image.  In the context of Cold War, modernism was in ideological 155

conflict with socialist realism, suggested by many studies.  This ideological 156

conflict was corresponding to the social status and hierarchy. Modernism, or more 

precisely, abstraction and avant-garde, suggested by Boris Groys, celebrating a 

 Law, ibid, 16.154

 Richard John Neupert, and Project Muse, distributor. A History of the French New Wave 155

Cinema. 2nd ed. Madison, Wis.: University of Wisconsin Press, 2007.

 Boris Groys, “The Cold War between the Medium and the Message: Western Modernism vs. 156

Socialist Realism,” e-flux Journal, no.104, November 2019, https://www.e-flux.com/journal/
104/297103/the-cold-war-between-the-medium-and-the-message-western-modernism-vs-socialist-
realism/.
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sense of cultural identification with the “formal, technical, material aspects of 

works”.  According to Clement Greenberg’s remarkable essay “Avant-Garde 157

and Kitsch” written in 1939, he proposed that avant-garde as “high art”, by means 

of abstraction, since it reflects the materiality of the artworks; whereas “kitsch” as 

“low art” as it adopts technique barely producing visual propaganda and 

commercial advertisement.  Socialist realism, he suggested that, was 158

corresponding to “kitsch” while the uneducated masses were identified with.  159

Therefore, the former was regarded as only medium and instrument for the 

message; and the latter could be seen as the message itself. In this sense, Groys 

deduced from Greenberg’s dichotomies of avant-garde/modernism and kitsch/

socialist realism: “we are still living in an artistic situation informed by the Cold 

War: the war between good and bad, between the dispassionate contemplation of 

the medium and the use of this medium for the propagation of messages and 

affects—the war between the medium and the message.”   160

  The split of modernism and socialist realism, as Groys explained, has become a 

major terrain of cultural Cold War along with the historical movement. One of the 

remarkable examples is West Germany’s devotion to modernist art which was 

 Boris, ibid.157

 Boris Groys, "Clement Greenberg's 'Art and Culture', 1961." The Burlington Magazine 152, no. 158

1284 (2010): 179-82. Accessed May 30, 2021.

 ibid, 2010.159

 Groys, ibid.160
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projected to against the socialist realism prevailing in East Germany.  Apart 161

from the clear division of these ideological blocs, however, the dichotomy of 

modernism and socialist realism was much more complicated in the context of 

Cold War. Groys suggested that the avant-garde artists, like those from Russian 

constructivism and German Bauhaus, intended to influence the mass also. 

Opposite to the way adopted by traditional artists, the avant-garde artists believed 

that the form of art can provoke the autonomous ways of thinking of the mass, 

even to the extent of the subconscious level. Groys further elaborated that: 

 

“Speaking in Marxist terms, the avant-garde operated not on the level of 

superstructure but directly on the level of the material base. It did not send 

messages but tried to change the environment in which people lived and worked. 

And avant-garde artists believed that people would be changed by this new 

environment when they began to accommodate to it.”  162

So, when the communication theorist Marshall McLuhan celebrated a well-known 

notion — “medium is message” in his book Understanding Media: The 

Extensions of Man in 1964,  he utilised Cubism as an example to explain the 163

binary opposition of “form” and “content” was dissolved. As McLuhan indicated 

 Groys explained, the well-known exhibition of contemporary art “Documenta” was launched in 161

Kassel in 1956, which was also a “historical product” of the cultural Cold War, as Kassel is a small 
town without cultural tradition, yet it is located near the border of East Germany. This sort of 
“cultural strategy” was prevalent in the Cold War period which was advocating a certain kind of 
aesthetic and ideological value.  
Groys, ibid.

 Groys, ibid.162

 Marshall McLuhan, Understanding Media, London: Routledge, 1964.163

84



in the book: “For cubism substitutes all facets of an object simultaneously for the 

"point of view" or facet of perspective illusion.”  He explained that: “Cubism, 164

by seizing on instant total awareness, suddenly announced that the medium is the 

message.”  Cubism art, as one of the major form of modernist art, manifested 165

the beginning the break down of the dichotomy in this sense. McLuhan further 

elaborated the idea of “medium is message” that, the medium itself is more 

transmissible and influential than the message or the information, which can be 

related to the dialectical coexistence of avant-garde and socialist realism. This 

complex conjunction was employed in many examples in the Cold War context. 

For instance, Soviet “unofficial art” embedded the representation of Western 

modernist art which is counter to the Soviet “official art”.  Drawing from these 166

examples in the Cold War context, therefore, the formulation and circulation of 

modernist art — or avant-garde, and socialist realism was highly attributed to the 

cultural Cold War and the ideological conflict.  

 

Groys’s interpretation of modernist art can be applicable to the analysis of Hong 

Kong’s moving image art in the context of Cold War in the late 1960s. 

Responding to last chapter, the experimental form of these moving image works 

were originated in the soil of cultural Cold War corresponding to the intersection 

of personal sentiments and memories with the socio-political context. The creators 

utilised the capacity of the medium and renovate a new visual form to deliver their 

 McLuhan, Understanding Media, 23.164

 ibid, 23.165

 Groys, ibid.166
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intensity in emotions and imaginative thinking. For instance, Ho Fan’s distortion 

of the images of cityscape and Xixi’s reuse and appropriation of the found 

footages, were both establishing an alternative framework for the audience to 

perceive images and the cityscape of Hong Kong in such particular socio-political 

context in the 1960s, and thus recreating a new meaning to understand the local 

cultural history in a micro narrative perspective. Interestingly, encountering the 

ideological conflict between left and right, these works tended to reconcile 

through the mediation by the specific medium — moving image, as they did not 

belong to either ideological camp and intended to suggest a brand new route to 

examine the city. For example, as mentioned, Ho Fan’s photographic works 

integrated the social realism with the profound technique of modernism. He 

further explored the format to embrace both visualities in order to mediate his 

unique observation of the city. Both of them did not concern about the political 

regime or system, rather, their approach of creations were humanistic — the 

critique of consumerism and bourgeoisie by Ho Fan; and the reflection of Western 

cultural influence in Hong Kong by Xixi, and coexisted in-between the dichotomy 

of the ideological blocs dialectically and which was coherent to Groys’s deduction 

on the production and circulation of aesthetic in the cultural Cold War context.  
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Chapter 4  

Negotiating with colonial governmentality 

Alternative circuit and Law Kar’s cultural engagement 

After reviewing the visual form and the micro narratives of the experimental 

attempt by two creators, Ho Fan and Xixi, this chapter shall look into the way that 

colonial governmentality has shaped and influenced the culture of experimental 

moving image, such as the film regulation and censorship. To understand better 

the close articulation between the experimental practices of moving image with 

the specific socio-political context in the late 1960s, it’s a key entry to look into 

colonial governmentality in relation to the cultural governance framing the 

moving image culture in a certain extent. In Foucault’s definition, 

governmentality refers to “The Conduct of Conduct” , or “art of government”  167 168

in a broad sense, which means “the Western liberal advanced state subtle way of 

controlling its citizens through a set of empowering techniques like autonomy, 

self-actualization, self-realization, and self-esteem.”  He specified the 169

substantial significance of “governmentality”: 

 

“First, by ‘governmentality’ I understand the ensemble formed by institutions, 

 M, Foucault, “Governmentality,” trans. Rosi Braidotti and revised by Colin Gordon, in The 167

Foucault Effect: Studies in Governmentality, ed. Graham Burchell, Colin Gordon and Peter Miller 
(Chicago: University of Chicago Press, 1991), 87–104.

 ibid, “Governmentality,” 87-104.168

 Thomas Teo, “Governmentality,” Encyclopedia of Critical Psychology, (New York: Springer, 169

2014), 814.
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procedures, analyses and reflections, calculations, and tactics that allow the 

exercise of this very specific, albeit very complex, power that has the population 

as its target, political economy as its major form of knowledge, and apparatuses of 

security as its essential technical instrument. 

Second, by ‘governmentality’ I understand the tendency, the line of force, that for 

a long time, and throughout the West, has constantly led towards the pre-eminence 

over all other types of power – sovereignty, discipline, and so on-of the type of 

power that we can call ‘government’ and which has led to the development of a 

series of specific governmental apparatuses on the one hand [and, on the other] to 

the development of a series of knowledges. 

Finally, by ‘governmentality’ I think we should understand the process, or rather, 

the result of the process by which the state of justice of the Middle Ages became 

the administrative state in the fifteenth and sixteenth centuries and was gradually 

governmentalized.”  170

 

Governmentality, therefore, is a way for us to comprehend the forms of cultural 

regulatory instrument like film policy and censorship which led to a disciplinary 

force and fostered an alternative circuit of the experimental moving image. It was 

interesting that even this sort of cultural governance was targeting on the 

commercial cinema at the centre of film system, the experimental moving image 

was still configured in relation to the forms of circulation and reception which 

were counter to the existing film regulation dialectically. Moreover, another layer 

 M, Foucault, Security, territory, population: Lectures at the Colle`ge de France, 1977–78. 170

(Basingstoke: Palgrave Macmillan, 2007). 108-109. 
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to discuss governmentality was the political governance and the reforms after 

1966 and 1967 Riots, which were both the critical turmoil in Hong Kong history 

and aroused youth sentiment as well as the awareness of the local identity. The 

young generation realised the failed colonial governance and its lack of 

connection with the local public, in particular to the youngster and the 

underprivileged. In such a sense, Law Kar’s two moving image works, Routine 

(7�, 1969) and The Beggar (ı�, 1970), which were both made after the 1966 

and 1967 Riots, and shared the artist’s political sentiment in the forms and 

techniques of moving image, will be discussed as case studies in the end of this 

chapter.  

Film regulation under the colonial governmentality 

 

To study colonial governmentality in the sense of cultural governance, it is 

important to understand how the colonial government censored and regulated the 

film, and how the experimental moving image established another circuit out of 

the film system as a result. To begin with, the film censorship was started as Film 

Censorship Regulations implemented by the colonial government in 1953, 

according to the regulation, the process of the censorship was intensely regulated: 

 

“Under Section 2 of the regulations, film censorship was to be administered by a 

Panel of Censors, with the Government Public Relations Officer as its secretary 

and members appointed by the Governor. All films and their associated 
89



advertising materials had to be submitted to the panel for censorship. After 

viewing a film and referring to other related materials, censors were authorized to 

conclude whether or not the film was suitable for public exhibition, or approve the 

film with mandatory amendments or cuts, or approve the film but order it to be 

handled within specified terms. […] Under Section 11, any member of the public 

who regarded a film as not suitable for public exhibition because of ethical, 

religious, educational or other reasons could write to the Colonial Secretary to 

request a re-examination.”  171

 

The film censorship aimed at consolidating the power of the colonial governance 

in the early stage initially.  Yet when Cold War was intensified in 1960s, 172

especially after the Korean War, film censorship became one of the key battlefield 

between the ideological spectrum of right and left, competing the promotion of 

cultural-political agenda and even the discursive power in Hong Kong.  The 173

release of the Chinese film production representing the ideology of left-wing was 

obstructed under the regulation. The critical turn of this contest was in 1965, a 

Chinese film Red Detachment of Women (Hongse nianjizun �UØ��, 1961), 

 Lai-to Herman Yau, “The progression of political censorship : Hong Kong cinema from 171

colonial rule to Chinese-style socialist hegemony” (PhD diss., Lingnan University, 2015), 144.

 Shuk Man Lee, “Leng Zhan Ge Li — 1960 Nian Dai Xiang Gang Qin Gung Zuo Pai de Fan 172

Dian Ying Shen Cha Kang Zheng ¤�®6 — 1960#��îa·×Ā�¡@uĚ� [A Cold 
War Battlefield: Communist Offensives against Political Censorship in the 1960s],” trans. by 
Kwong, Kin-ming, in ¤�fu @uĚ�ÞŅ�µņFrom Cold War Politics to Moral 
Regulation: Film Censorship in Colonial Hong Kong, Taipei: MONSOON ZONE PUBLISHING, 
2019. 93.

 Lee, “Leng Zhan Ge Li — 1960 Nian Dai Xiang Gang Qin Gung Zuo Pai de Fan Dian Ying 173

Shen Cha Kang Zheng,” 93-94.
90



which shed light on the revolutionary spirit in China, and a Chinese documentary 

Glorious Festival (A National Day of 1964) (Guanghui de jieri fğ��", 

1964) celebrating Chinese National Day in 1964, were both banned under the film 

censorship.  This led to a large scale of denouncement by the left-wing 174

publication like Ta Kung Pao (�J�) and Wen Wei Po (=ď�) and cinema, 

criticising the colonial government on the discrimination towards Chinese film 

production.  This marked a fierce moment of the confrontation and the re-edited 175

version of Glorious Festival (A National Day of 1964)  acquired the permission of 

release from the board of censors and even the revised General Principles of 1965 

had been executed since November 1965  after the fight by the left-wing 176

circle.  Another critical turn of the film censorship in the 1960s was 1967. After 177

the outbreak of Chinese Cultural Revolution, Chinese film production was 

stopped and only a few of “model drams”(yang ban xi 0Ï�) and political 

propaganda were produced.  To avoid the penetration of the left ideology in such 178

a heat socio-political moment in China, a larger number of Chinese films were 

banned in Hong Kong, even well-known works like East is Red (Dungfang Hong 

 Ng, Kowk-kwan Kenny, “Leng Zhan Shi Qi Xiang Gang Dian Ying de Zheng Zhi Shen Cha ¤174

��g�î@u�ÈáĚ� [The political censorship of Hong Kong cinema in the Cold War 
era]” in The Cold War and Hong Kong Cinema, Hong Kong: Hong Kong Film Archive, 2009, 58.

 Ng, “Leng Zhan Shi Qi Xiang Gang Dian Ying de Zheng Zhi Shen Cha,” 59.175

 Lee, “Leng Zhan Ge Li — 1960 Nian Dai Xiang Gang Qin Gung Zuo Pai de Fan Dian Ying 176

Shen Cha Kang Zheng,” 111.

 Lee, “Leng Zhan Ge Li — 1960 Nian Dai Xiang Gang Qin Gung Zuo Pai de Fan Dian Ying 177

Shen Cha Kang Zheng,” 112-113.

 Ng, “Leng Zhan Shi Qi Xiang Gang Dian Ying de Zheng Zhi Shen Cha,” 59.178
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X4�, 1965) and The Opium War (Lin Tse Hsu ÖÆģ, 1959).   Moreover, in 179

the turbulent time of 1967 Riots, film censorship was legitimised and it served a 

crucial cultural frontline to suppress the growth of the left ideology. The left-wing 

bloc could not arouse the public support like in 1965 as they turned to be 

controversial in terms of the use of violence in 1967 Riots.  It was clear that the 180

colonial government has adopted film censorship as regulatory instrument in a 

cultural sense, in order to impose a disciplinary power to uphold the governance. 

Governmentality, in this circumstance, was in effect in a dispersive way and 

shaped our perception and understanding to the film in the period of cultural Cold 

War.  

 

Experimental moving image, on the other way round, has built an alternative 

circuit to circulate the works and provide another mentality of perceiving moving 

image. The early works were screened at home or studio privately and just 

circulated among the peer group.  However, as mentioned in Chapter 2, a Cold 181

War cinephile circle was formed and a stronger motivation emerged to exhibit the 

works publicly. Moreover, some of the experimental moving image creators, like 

Kim Ping-hing (sļ¾), has seen the screening of experimental works in Taiwan 

held by the avant-garde magazine Theatre (juqiang ÑO), and he suggested to 

 Ng, “Leng Zhan Shi Qi Xiang Gang Dian Ying de Zheng Zhi Shen Cha” 59-60.179

 Lee, “Leng Zhan Ge Li — 1960 Nian Dai Xiang Gang Qin Gung Zuo Pai de Fan Dian Ying 180

Shen Cha Kang Zheng,” 117.

 Law Kar, phone interview by the author, 1 November, 2020.181
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launch a similar one in Hong Kong.  According to the interview with Law Kar, 182

there were more art and cultural activities after the 1967 Riots, since the young 

generation realised the importance of the social reform and started in the cultural 

sense.  Therefore, College Cine Club (Da Ying Hui, �u�) initiated the first 183

“The presentation of the works by members of College Cine Club” (�u��o

CL M�) in 1968, yet only by invitation to the acquaintance and member. The 

no.1 of experiment (shiyan yi hao E�{) by Chiu Tak-hak (ĭÉ³), Full 

house (man zuo ~B) by Lin Nian-tung (Ö#A) and Tour (you d) by Ho Fan 

(vĻ) were screened and which was the beginning of the alternative circuit of 

these experimental moving image works. After the first screening, Law Kar 

recalled that there were plenty of screenings held by College Cine Club and the 

cinephile group who created in experimental moving image.  The screenings 184

were held in City Hall, and the hall in Baptist College (the earliest stage of the 

Baptist University), even during the 1967 Riots. Yet, most of the screenings were 

by invitation and semi-private as the works were not sent to the board of 

censors.  In 1969, the first Amateur Film Festival (Ye Yu Dian Ying Jie, mĂ@185

u�) was held by Law Kar and which was the first time to invite public audience. 

 Law Kar, interview.182

 Law Kar, interview.183

 Law Kar, “A Man With a Movie Camera,” interview by Sin-yi Choi (the author of this study), 184

City Magazine, July 2015, text, https://medium.com/@sinyichoi89/a-man-with-a-movie-
camera-255ae36d05d5.

 Law, interview, 2020.185
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Law Kar mentioned: “We promoted on Chinese Student Weekly and asked the 

audience to take the tickets. There were around two-hundred audience finally.”  186

Amateur Film Festival was held in 1969 again and a higher degree of promotion  

was executed like designing poster and pamphlet. City Hall, yet, requested the 

approval from the board of censors, and thus the screening has changed to be a 

semi-private one finally.  187

Although the circulation and reception of experimental moving image were far 

beyond to the mainstream film system, yet the parallel study could help to show 

the alternative circuit in the 1960s which the young experimental moving image 

creators refused to participate in the censorship system.  They also thought that 188

the works they made, even without a clear political agenda or message, would not 

be passed by the board of censors.  Therefore, they avoided to be regulated by 189

the censorship instrument and formed another independent circuit, especially after 

the 1967 Riots. This alternative circuit formulated by this Cold War cinephile, I 

would interpret, was a way of negotiation with the colonial governmentality, and 

even the socio-political system under the cultural Cold War. As mentioned, the 

young generation realised their local identity and intended to intervene with the 

social reality after the 1967 Riots. Screening of the works, as a crucial form of 

 Law, interview, 2020.186

 Law, interview, 2020.187

 Law, interview, 2020.188

 Law, interview, 2020.189
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circulation and reception, was entangled with the cultural politics that whether 

they admitted to the film system or not, or even resisted to participate in it. In the 

next part, I will analyse more specifically about the youth resentment aroused by 

1967 Riots and also to look into Law Kar’s two experimental moving image 

works in relation to the socio-political context. 

95



 
Fig. 20 Law Kar, the first Amateur Film Festival (Ye Yu Dian Ying Jie, mĂ@u�) 1969, 
photo credit: Law Kar. accessed Oct 2017.
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The youth resentment after 1967 Riot 

 

  Along the colonial governance with the collaborative parties until the late 1960s, 

1967 Riots broke out and which was generally defined as a leftist political riot 

supported by Chinese communist party so as to resist to the British colonial 

government. The riot was marked as a crucial turning point to the Hong Kong 

history, as it was followed by a series of social reforms and modern 

institutionalisation by the colonial government,  while it also revealed the social 190

problems and dissatisfaction of the general public circulated in the early phrase 

under the colonial governance. There were few aspects that need to be pointed out 

so as to understand the linkage of 1967 Riots and this research. The first one is the 

juvenile factor of 1967 Riots which was usually undermined in the standard 

narrative of the riot. A year before the 1967 Riots, a massive demonstrations came 

up in response to the increasing the fare of Star Ferry by twenty-five percentages. 

The action was mainly led by a youngster named So Sau-chung (ùòĝ), who 

started a hunger-strike protest at Star Ferry and later drew the public attention and 

a crowd of supporters. Another youngster named Lo Kei (ĳĽ) followed and 

joined the hunger strike and committed suicide. So was caught and in jail as a 

result. This demonstration paved the way to the 1967 Riots while most of the 

studies put emphasis on the negligence of social reform by the colonial rule, yet 

the juvenile factor is still overlooked. By reviewing the The Chinese Student 

 Lui, Tai-lok, “Wu Gai, Mai Dan: Yi Ge She Hui Xue Jia de Xiang Gang Bi Ji đp, ėn : �190

�Ä�+���îäb. ;ć? [Check, Please: A Sociologist's Hong Kong Journal updated 
version],” Hong Kong: Oxford University Press (China), 2007.
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Weekly in 1966-1967, youngster showed a strong sentiment of confusion to the 

identity formation and discontent with the social reality.  This partly attributed 191

to their anger and resistance to the British colonial authority which escalated the 

breaking out of the 1967 Riots. A large amount of youngsters participated in the 

1967 Riots after the awakening of the demonstration in 1966 and mostly were 

caught and turned to be “young prisoner”.    192

    The standard narrative tended to frame 1967 Riots as the “left vs right” 

structure and hence the juvenile and individual voices in plural form were 

silenced. It also concealed the new political and cultural imagination among the 

youngsters in such context. As mentioned earlier in Chapter 2, other than the 

binary opposition of the Nationalism and Colonialism, a complex and new 

discursive formation of identity was shaping in the young generation. According 

to a key local social activist Wu Zhong Xian (čīĥ), he wrote on a chapter of 

“Recalling the memory of 1960s” in his memoir: a sense of “refugee” was rooted 

in Hong Kong’s older generation towards the Hong Kong colonial system. They 

identified with the imagined “cultural China” and regarded Hong Kong as a 

temporary shelter. The society was full of indifference and fear to Hong Kong’s 

 For example, on The Chinese Student Weekly, an article of  “A Lost Generation” mentioned 191

about a dialogue between two youngsters, about their viewpoint towards the identification with the 
country; “The Hong Kong society and the problem youth” depicted the juvenile problem which 
has been originated and neglected in Hong Kong society after the 1966 demonstration happened. 
Qing Xiao, “A Lost Generation,” Áú��� in The Chinese Student Weekly, no. 752 (December 
1966). 
Anonymous, “The Hong Kong society and the problem youth,” �îÄ�HS`�# in The 
Chinese Student Weekly, no. 727 (June 1966).

 Even there are documents showed that the riot was manipulated by Chinese leftist political 192

power, some youngsters were motivated by their political belief in the ideal leftist imagination and 
resistance towards the colonial power. A documentary “YP 1967” (2017) directed by Can To 
interviewed the young prisoners of 67 Riot and revealed their individual memories and voices.  
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political situation. The young generation who has grown up in the post-war period 

felt unrelieved and suffocated by the socio-political atmosphere and entrapped in 

the liminal space between the two competing ideologies.  Some of the young 193

intellectuals turned this sense of melancholic into some Western movement of 

thought like Existentialism and Nihilism,  and carried out in the means of 194

unique and radical creation, discussion and action by setting up some literary and 

film groups and clusters.  The Chinese Student Weekly became a key public 195

sphere that they engaged in and exchanged ideas, and they attempted to create 

experimental moving image art to reproduce their own voices and positions in the 

socio-political context. 

    The outbreak of 1967 Riots brought a huge shock to these young groups and 

reshaped their cultural identity. Apart from bringing an enormous turmoil to the 

society, 1967 Riots also challenged the monopolised cultural discourse of the 

group of “Modern South-coming Intellectual”. The youngsters realised that the 

big difference between the existing cultural discourse and the social reality, and 

started to rethink the social problems they were encountering. The young 

generation of editors of The Chinese Student Weekly reformed the publication by 

bringing up-to-date cultural topic and popular Western thoughts like sub-culture 

and counter-culture in responding to the young readership. This crucial cultural 

turn after 1967 Riots brought great and irresistible influence to the young and 

 Zhong-xian Wu, “Remembering the 1960s,” in Da Zhi Wei Jing: Wu Zhong Xian Wen Zhi �¶193

�ÊŊčīĥ=Ã (Hong Kong: Wu Ye Lirong, 1997), 820-825.  

 Wu, “Remembering the 1960s,” 823.  194

 Law, 7-8.195
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innovative local creations, including the adoption of the new media — moving 

image art, as an art form. In their points of view, other than making “professional” 

works within the film and television industry or studio,  they experimented with 196

the new technological tools to represent their viewpoint, and mediate with the 

turbulent society and political context since the late 1960s. 

 

After the 1967 Riots, a large extent of local concerns was generated. “Hong Kong 

Festival”, for example, was held in 1969 by Federation of Hong Kong Industries, 

in order to build the sense of “community” through popular entertainments, 

exhibitions, fashion shows and a floats parade.  In this context, as Matthew 197

Turner stated in his well-known article “60s/90s Dissolving the People”: “It was 

not until 1967 that the rhetoric of ‘citizenship’, of ‘community’ and ‘belonging’ 

was first deployed on a grand scale as anti-Communist counter-propaganda.”  In 198

cultural sense, and experimental moving image developed in this edge of 

transformation and served as a vital mediation form for the young generation.  

 

 

 While some of them were working in the television studio for full-time job, like Chiu Tank 196

Hak (ĭÉ³) and Law Kar joined in the early 1970s. They shuttled between the more standard 
mode of production in public television studio and their independent creations. 

 Matthew Turner used various examples to illustrate the formation of local identity in Hong 197

Kong, such as the constructing of Hong Kong City Hall in 1962 and “Keep Hong Kong Clean” 
campaign (]ü�îy.). 

 Matthew Turner, “60s/90s Dissolving the People,” in Hong Kong Sixties Designing identity 198

(short guide) ed, Irene Ngan, Lydia Ngai, Matthew Turner, (Hong Kong: Hong Kong Arts Centre, 
1994). 13-36.
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Law Kar: political re-enactment as engagement 

  As mentioned, the film section of The Chinese Student Weekly has turned to a 

local perspective after 1967 Riots and which has also changed the way of 

perception due to their viewpoints and social sentiment. They started to appreciate 

the local film in particular to the experimental moving image, and this crucial 

turn encouraged the youngster to create in an alternative and even rebellious form 

in contrast to the commercial and mainstream film production. In the following 

part, two key experimental works by Law Kar that reflected this important turning 

point of 1967 will be examined.  

  Law Kar, who was born in Macau and later moved to Hong Kong and studied in 

Chinese University. He joined The Chinese Student Weekly and became the editor 

in-charge of the film section after graduation. He introduced a large amount of art-

house cinema and aroused the discussion on the film section, and hence he started 

to create experimental moving image works in 1966 by borrowing the filming 

tools.  The most significant works he made in the 1960s were Routine 199

(chuanxian 7�, 1969) and The Beggar (qichi ı�, 1970). From Law Kar’s 

interview, he  mentioned that the major factors that motivated him to create these 

works were the influence from Taiwanese experimental moving image and also 

the social awareness after the 1967 Riots.  The Taiwanese experimental moving 200

image works created by Chang Chao-tang (krð), Huang Hua-cheng (¹�!) 

 Law,“Zao Qi de Xiang Gang Du Li Duan Pian Qg��î §¥D,” 21-22.199

 Law,“Zao Qi de Xiang Gang Du Li Duan Pian Qg��î §¥D,” 20.200
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and Richard Chen Yao-chi (ûĕĿ) in the 1960s have made a huge shock to the 

Hong Kong intellectuals. These works inspired Law Kar and his peer group that 

they could create on their own like the Taiwanese artists and which was 

independent from the film industry.  Later, having witnessed the outbreak of 201

1967 Riots, Law and the young intellectual group were driven to create innovation 

so as to intervene, or even to change the social reality.  Routine, a 19-minute, 202

16mm, black and white short, has only one continuous shot (long-take) that 

captured the landscape of the street from the perspective on a public vehicle. Law 

made Routine due to the emptiness and strong sentiments after the 1967 Riots and 

he recalled: 

“I borrowed a 16mm camera and made Routine with only one long-take. I was 

shooting on the bus and the camera was pointing to the street, from Tsim Sha Tsui 

to Kowloon Tong, where’s the editorial office of Chinese Student Weekly. It was 

like sitting on the sidelines and observing the city. I intended to express how the 

youngster looked at Hong Kong and couldn’t do anything to change 

hopelessly.”  203

  Although the quality of the existing copy is not good enough for us to perceive 

the cityscape that Routine has captured, it still revealed Law's emotion of coldness 

 Law, interview, 2020.201

 Law, interview, 2020.202

 Law, interview, 2015.203
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and the way he portrayed the city. As he mentioned, the work possessed a 

standpoint that was distanced from the city without a passionate sentiment like Ho 

Fan’s works represented. He didn’t change the camera movement to capture a 

diverse angles of the city, while his perspective was replaced by the lens of the 

16mm camera to observe the city and his subject was still visible in the work. It 

was interesting that landscape is a crucial element in both the Chinese and 

Western art history, yet Law transformed the idea of landscape into “social 

landscape” by capturing the street randomly, and the landscape became fluid and 

was mediated by the 16mm camera — a techno tool. Law utilised the capacity of 

the moving image as such thoroughly which served as a linkage between the city 

and Law’s subject as well as sentiment, while this visual memory by him referred 

to a point that articulated the individual’s point of view towards the 1967 Riots 

with the socio-political framework, even there was no apparent political footages.  

 

  Law’s re-interpretation of the “landscape” was closely related to the socio-

political context after the 1967 Riots. In the same period of time, there was a 

Japanese experimental avant-garde/documentary film A.K.A. Serial Killer (1969) 

by Masao Adachi presenting a similar form which developed as “landscape 

theory”  In this film, it depicted only a series of social landscape that imitated a 204

nineteen-year-old serial killer has come across. Inspired by the Marxist theory, 

Masao Adachi intended to explore the oppression and violence embedded in the 

 Yuriko Furuhata, Project Muse. Distributor, Ebrary, Inc, and EBSCOhost. Cinema of Actuality : 204

Japanese Avant-garde Filmmaking in the Season of Image Politics. (Durham: Duke University 
Press Books, 2013.) 35.
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society and even the social structure in Japan in the 1960s.  He believed that the 205

“landscape” his film depicted was the representation of these oppression and 

violence, his camera was like a knife which punctured the calm surface of the 

social reality.  Although there was no obvious connection between these two 206

works, the social concern  on the violence and oppression of the governmentality 

was mediated through the “landscape” in both works. 

  Law Kar’s another work The Beggar was made in 1970. This 10-minute, 16mm, 

black and while work portrayed a lost and blind youngster who became a beggar 

and wandered around the city. Su Sou-chung (ùòĝ), the leading figure of the 

1966 Riots, performed as this lost youngster after his discharge from the prison 

and reacted to the colonial violence. Law encountered Su due to his work as an 

editor: 

 

“In 1969, I resigned the work in Chinese Student Weekly, and I became the 

managing editor in The intellectual (Zhishi fenzi 1¯��).  I always asked Su 207

Sou-chung to work as a freelance journalist. At that time, Su was just discharged 

from the psychiatric hospital (qingshan ��) for half of a year since he was 

arrested in 1966. He was still the top two on the blacklist of the colonial political 

department. I invited him to perform as a beggar in my radical and experimental 

 Furuhata, Cinema of Actuality : Japanese Avant-garde Filmmaking in the Season of Image 205

Politics, 37.

 Furuhata, Cinema of Actuality : Japanese Avant-garde Filmmaking in the Season of Image 206

Politics, 40.

 The intellectuals (Zhi shi fen zi 1¯��) was founded by Miao Yu (ľ�) in 1968, which 207

publicised the articles about Chinese development.  
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short, even the representation was a bit abstract. I intended to present a sense of 

dependence and anger under the oppression of the colonial government, it was 

like how a beggar was facing in the city.”  208

  The work somehow was resemble to Ho Fan’s Big City, little man (1963) and 

Assignment, Part One (1966) as all of them adopted a male protagonist to explore 

between the city and their dreams and fantasy. The beggar in this work also 

wander around the city and immersed into his erotic dreams. However, The 

Beggar was far beyond that. For example, the beggar in the work was blind even 

he tried hard to shuttle around the city. Referring to the political intension of Law, 

the blindness symbolised the violence of the colonial government and the 

youngster could have nothing to do hopelessly. It was ironic that Law focused on 

the street landscape in Routine, suggesting a distanced perspective from the 

subject to the social reality after the 1967 Riots; while even the protagonist (the 

subject) wandered around the city, he was blind and could not see anything. The 

landscape was  from visible yet distanced to invisible, it could be understood as 

the strong sense of hopeless and resentment of Law. 

  The work somehow was resemble to Ho Fan’s Big City, little man (1963) and 

Assignment, Part One (1966) as all of them adopted a male protagonist to explore 

between the city and their dreams and fantasy. The beggar in this work also 

wander around the city and immersed into his erotic dreams. However, The 

Beggar was far beyond that. For example, the beggar in the work was blind even 

he tried hard to shuttle around the city. Referring to the political intension of Law, 

 Law, interview, 2015.208
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the blindness symbolised the violence of the colonial government and the 

youngster could have nothing to do hopelessly. It was ironic that Law focused on 

the street landscape in Routine, suggesting a distanced perspective from the 

subject to the social reality after the 1967 Riots; while even the protagonist (the 

subject) wandered around the city, he was blind and could not see anything. The 

landscape was  from visible yet distanced to invisible, it could be understood as 

the strong sense of hopeless and resentment of Law.  

 Another crucial layer to understand The Beggar was the re-enactment of Su Sou-

chung. Law chose Su as the actor to perform the protagonist, the boundary 

between fiction and non-fiction was blurred and the political agenda and intention 

was merged into this ambiguous narrative without a fixed referent on the one 

hand. This was also a strategy that Law negotiated with the colonial 

governmentality — Su was a politically sensitive person, his participation in the 

work was a political act countering to the colonial government, while the unclear 

narrative and the combination of the fiction and non-fiction led to a creative 

strategy that opened up the diverse imagination. On the other hand, the re-

enactment that Su has gone through also suggested a living memory in a specific 

historical time. Law refused to adopt barely a formal actor and aimed at inputting 

the living experience and memory of Su in his character which could recall the 

social history and intensify the resentment of the work. Hence, this political re-

enactment was complexities in the sense of tangling the subject, historical 

moment and memory, affection and the socio-political framework after the 1967 

Riots.  
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We could understand that Law as an intellectual and creator has employed the 

agency of moving image to mediate the political resentment as well as to cope 

with the intense colonial governmentality, especially in the time of post 1967 

Riots. The creation of moving image was not only implying an innovative 

experiment, but also served as a cultural action and engagement in a political 

sense among the young generation in the 1960s. 
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Fig.21 Law Kar, Routine (1969), 16mm.

Fig. 22 Law Kar, Routine (1969), 16mm.
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Fig.23 Law Kar, The Beggar (1970). 16mm.

Fig.24 Law Kar, The Beggar (1970). 16mm



Chapter 5  

Conclusion 

  To conclude, this study attempted to locate the experimental practices of moving 

image in Hong Kong social and cultural history, by reviewing the visual form of 

the medium as the cultural production of the Cold War in the late 1960s. Through 

engaging in the study of the specific socio-political condition that shaped the 

subject in this research in the late 1960s, including colonial governmentality and 

the 1967 Riots, the capacity of the experimental practices of moving image has 

been explored.  

  There are three parts in this study: first, the contextual framework that shaped the 

emergence of local early moving image culture; second, the visual analysis of the 

experimental practices of the selected moving image works, in order to understand 

how the artists and creators mediated their affection and cultural imagination 

towards the socio-political context in the late 1960s; and third, how artists and 

creators negotiated with the colonial governmentality by establishing an 

alternative circuit of the experimental moving image.  

  In the first part, a chapter begins with the theoretical framework of “cultural 

production” proposed by Pierre Bourdieu, which outlines the cultural diplomatic 

strategy, geopolitics and the contested status between left and right during Cold 

War, and which constituted the emergence of cinephile culture with the 

articulation of Chinese Student Weekly and the College Cine Club. The “Cold War 

cinephile” allowed the configurations and blossom of the creations in the medium 
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of experimental moving image. While many studies of cultural Cold War focus on 

the film industry, this research provides an alternative reading, responding to the 

Cold War condition as well as the local film and art history during the fierce 

historical moment of Cold War and 1967 Riots.  

  The second part starts with the visual analysis of the experimental form of the 

significant moving image works in the late 1960s. There are three focuses in this 

part: the first one is to examine the agency and visual rhetoric of experimental 

moving image through the study of artists’ transgression between various art 

forms and mediums. The second one is to look into the way that the artists 

presented their sentiment and cultural imagination in the visuality of experimental 

moving image by demonstrating a micro narrative approach with the framework 

of “artist as agent”. Through the study of the mediation process, it reflects the 

perspective of the young intellectuals towards the socio-political condition in the 

late 1960s. After conducting the visual analysis, the third focus of this part is to 

address the production and structure of the modernist aesthetic fostered by the 

context of Cold War. Boris Groys’s study of Western art in the time of Cold War 

can be applied to Hong Kong context, as they shared the similar system of 

production of the modernist visual form and the ideological dichotomy was 

embedded in the aesthetic values. 

  The third part composes of the two formulations that revealed how the artists 

negotiated with the colonial governmentality: one is the film censorship under the 

competing ideological values which became a regulatory instrument for upholding 

the power in the form of cultural governance. The alternative circuit of circulating 
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the experimental moving image works was built and the reception to these works 

was different from the mainstream film system. Another form of negotiation with 

the colonial governmentality by the artists was their political and social recreation 

after the 1967 Riots.  As the juvenile factors were closely related to the outbreak 

of the 1967 Riots, the young intellectuals attempted to react to the edge of social 

transformation and the historical shifts in the post-1967 context, which replaced 

the dominating discursive power of the old generation such as the “Modern South-

coming Intellectual” (�	=�). By adopting the theoretical framework of 

governmentality  suggested by Michel Foucault, the mode of the institutional and 

disciplinary force that operated by the colonial government was explored. 

  The first chapter of this thesis set off the discussion of the capacity and the 

terminology of “moving image”, which outlines the research subject and key 

framework of this study. As the term of “moving image” emerged in the 1960s, 

with the convergence of various art forms, including avant-garde of the 1920s, 

modernist painting, happenings, experimental theatre and performance.  This 209

offered the complexity and ambiguity of the discourse of moving image art which 

embraces a cross-disciplinary and trans-media approach rather than the traditional 

approach of medium specificity.  The discourse of moving image is applicable 210

to the research subject of this study due to the intersection and fragmented forms 

of the diverse medium shared by the selected experimental moving image works 

in the late 1960s. As they utilised the tools — 8mm and 16mm, which were newly 

 Tanya Leighton, “Introduction” in Art and the moving image: a critical reader ed. Tanya 209

Leighton, (London: Tate, 2008,) 19.

 Leighton, “Introduction,” 20.210
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developed and couldn’t be clearly categorised. The group of young intellectuals, 

who dedicated into other forms of creation initially like writing, met these 

pioneering moving image tools and recreated their sensibilities and affection 

towards the specific socio-political context of Cold War and 1967 Riots with the 

original visual form without any precedent works in Hong Kong. This edge of 

social transformation gave rise to their experiments with an undefinable aesthetic 

form. Yet, their works were only regarded as “practices” or “amateur film” and 

did not fall into the category of “experimental film” as the creators and the critics 

denied.  Hence, this early and liminal stage of visual form with the blend of 211

other medium (like photography, literature and avant-grade art) and even genre 

(experimental film, documentary and fictional narrative), could be framed as 

“moving image” even there was no such discussion among them. 

  The framework of moving image also refers to the rebellious and alternative 

mode of production corresponding to the commercial film studio system. As 

studied in the second chapter, the diverse and liberated image practices were 

originated in the emergence of the Cold War cinephile. In the same period of time, 

the dominating film system was divided into the ideological spectrum of left and 

right. While the experimental creations by the young intellectuals intended to go 

beyond this  political dichotomy and even challenge the static film system. The 

most remarkable example is the alternative, or even disperse way of circuit they 

circulated the works as they refused to obey the film censorship and regulation. 

 Kun-yeung Chan,“Ye Yu Dian Ying Shi Shen Me Yang De Dian Ying” (mĂ@u�)�0�211

@u) in The Chinese Student Weekly, no.946 (Hong Kong: 1970).
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These experimental practices of moving image were independent from the 

ideological conflict as well as the colonial cultural governance, and hence 

provided a sense of radical openness in such intense political regime. Besides, the 

“non-professional” and “amateur” mode of production also challenged the 

legitimacy and justification of a creation — what were the criterion to define a 

“professional” creation? The assumption of defining a “professional” creation or 

not was related to the embedded cultural politics such as the celebration of the 

standard cinematic format. The hybrid mode of creation was denied in this sense, 

and thus the framework of moving image which subvert a standard and 

conventional aesthetic value and format is coherent to the innovative creations in 

the late 1960s. 

  The following parts will go through other interpretative conclusions that were 

derived from this study.  

Extraterritoriality and Hong Kong moving image 

  In the first chapter, a key research question has been raised: how could moving 

image be located in Hong Kong art history beyond the binary framework of 

“Chinese-Western” in the late 1960s? The young intellectuals and creators, 

particular to the circle of Chinese Student Weekly and College Cine Club, were 

identified with an ideal and broader cultural identity which was beyond the 

political dichotomy of left and right. It proved that the conventional framework of 

“Chinese-Western” to study Hong Kong art and culture is not sufficient, 
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particularly the 1960s. This group of new generation in the 1960s were nurtured 

by the culture of both ideological spectrum and started to concern the local culture 

and social issues. Therefore, the experimental moving image works they created 

shared the free spirit and adopted a humanistic approach, like Ho Fan’s criticism 

of class hierarchy and consumerism, Xixi’s playful juxtaposition of the popular 

culture as well as the news reel, and also Law Kar’s reflection of the young 

perspective towards Hong Kong after the 1967 Riots. There recreation did not fall 

into either of the ideological spectrum, and the early moving image culture, which 

was a new medium of art originated in the Western technology and modernist art, 

yet was intersected with the cultural imagination and boundary corresponding to 

China shared by the young intellectuals and the circle of Chinese Student Weekly 

coherently. This complexity was articulated with the socio-political context of 

Hong Kong in such particular historical moment, however, the experimental 

moving image was distinctive in the sense that it located in a liminal status which 

was different from the traditional art form. It bore no historical and artistic legacy 

and possessed the openness to include various art form. They initiated a 

pioneering visual form of this medium which was shaped by the mutually 

collaborating factors, including artist’s agency and affection, institutional 

regulatory power and the cinephile collectiveness.   

  A film scholar Victor Fan has proposed a concept “extraterritoriality” to analyse 

the peculiar status of Hong Kong and its cultural production. He illustrated that:  

 

“I am constantly in a state/non-state of sense uncertainty: that my individuality, 
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subjectivity and autonomy (agency) are always measured against pre-established 

territories as a difference. In this sense, I argue, Hong Kongers and Hong Kong 

cinema and media are always extraterritorial.”   212

 

And therefore he outlined that Hong Kong has been situating as an extraterritorial 

status in terms of judicial, socio-political, cultural, linguistic and economic 

positions with the constantly contesting ideological power.  The 213

extraterritoriality constituted the hybridity and complexity of Hong Kong cinema 

and media, as Fan proposed that: 

 

“In response, filmmakers, artists, critics and spectators have continuously striven 

to locate Hong Kong cinema and media – a site where they can negotiate their 

conflicting political affects and opinions associated with their extraterritorial 

positions. […]There is not one extraterritorial aesthetic, but multiple ones. In the 

history of Hong Kong cinema and media, different social groups that occupied 

different modes of extraterritorial existence came up with their own poetics and 

narrational strategies to negotiate their respective biopolitical positions.”  214

 

  Referring back to the experimental practices of moving image in the late 1960s, 

its liminal status was coherent to the analysis of “extraterritoriality” and artists 

 Victor Fan, “On Extraterritoriality,” in Extraterritoriality Locating Hong Kong Cinema and 212

Media, (Edinburgh: Edinburgh University Press, 2018,) 4.

 Fan, “On Extraterritoriality,” .213

 Fan, “On Extraterritoriality,” 2, 14.214
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recreated with this newly developed image-practices. Although the framework 

“extraterritoriality” emphasises the subjectivity and agency of Hong Kong cinema 

and media, the cultural boundary and relation with other region, in particular to 

China, has been shaping the formulation of experimental moving image as well. 

In this sense, the subjectivity and agency of Hong Kong moving image embrace 

fluid and multiple senses. This study of the experimental practices of moving 

image reclaimed the subjective position and agency among the multiplicity of 

power, and went beyond the standard narrative of art history in Hong Kong which 

sheds light on the binary opposition of the ideological spectrum.  

  Along with the study of Hong Kong’s culture, there are many scholarly studies 

focusing on the local identity formation. For example, “Hong Kong Festival”, 

which was held in 1969, was one of the key turning points of the birth of Hong 

Kong local turn and identification. However, concerning the moving image art 

and the relation with the cultural nationalism as well as the local turn, there was a 

missing page in most of the studies. In this study, it declared the intricate relation 

between external elements, such as Western culture influence and Cultural Cold 

War diplomacy, as well as the internal elements, including the colonial rule and 

the cultural nationalism. From the investigation into this close relation of these 

factors and how it fostered the emergence of experimental moving image, it 

showed the insufficiency of the traditional model and Victor Fan’s model of 

“extraterritoriality” can help us to examine the alternative visual forms and 

modernism in the lens of the moving image during such socio-political context. 
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Culture of “disappearance” 

  Last but not least, I shall illustrate the status and condition of the experimental 

moving image works in the 1960s in terms of the materiality and discursive 

position that posed difficulty to this research, yet can be understood in a sense of 

cultural politics. As mentioned, there were limited archival documentation and 

primary resources of the experimental moving image works in the 1960s or 

related studies. According to the historical discourse of Hong Kong Film Archive, 

or Asia Art Archive, experimental moving image was still absent as its liminal 

status.  Moreover, it was not able to trace the position of experimental moving 215

image in the standard narrative of art and film history.  It revealed the static 216

boundary of the medium which suggested a specific notion and genealogy of 

institution and discourse. The field of experimental moving image, prominently, 

transgressed the boundaries and challenged the traditional notion of a singular 

medium owns. It celebrated a liminal sense that subverted the historiography of 

both film and art which shared a modernist perspective.  It is necessary to revisit 217

the discourse of epistemology after the intersection of different medium and art 

forms. Correspondently, the narrative of film and art history needs to be 

 According to the interview with Law Kar and the on-site archival research at Hong Kong Film 215

Archive and Asia Art Archive, there were only disperse documentation of the research subject and 
area of this study. Only a specific research-based film programme — i-GENERATIONs: 
Independent, Experimental and Alternative Creations from the 60s to Now, which was curated by 
May Fung Mei-wah in September of 2001, was found.  

 Other than the book of art history that mentioned in Chapter 1, the discursive position of 216

experimental moving image was not found even from the books of Hong Kong film history, for 
example, Hong Kong Cinema: The Extra Dimensions by Stephen Teo, The Cinema of Hong Kong: 
History, Arts, Identity edited by Poshek Fu and David Desser; At Full Speed: Hong Kong Cinema 
in a Borderless World edited by Esther Yau.

 Ling Qing Chiang, “The Shift from Sculptural Film to Essay Film: On the Narrative Tendency 217

of Moving Image Art” Yi Shu Xue Yian Jiu ÚÇ+ïê. no. 16. 2015, 171.
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revitalised and rewritten in a continuous sense. 

  In 2018, a few of Hong Kong experimental moving image works in the 1960s 

were screened in a programme of “Taiwan Spectrum Imagining the Avant-garde: 

Film Experiments of the 1960s” in Taiwan International Documentary Film 

Festival in the summer of 2018,  including the works that I studied in this 218

research. I found that there was an absent history in Hong Kong that need to be 

reviewed and came across a question: is there a history of experimental moving 

image in Hong Kong? This study was started at that point and finally, this thesis 

gave an answer to this initial question. This research, therefore, aims to interrogate 

the existing narrative of history which experimental moving image was concealed. 

As a result, the lack of systematic archive led to the negligence or even loss of the 

archive of the copies. Only a few of the copies of works could be found in Hong 

Kong Film Archive or from the related practitioners like Law Kar. Another factor 

is that the creators did not regard their works as “complete” as the standard works, 

so they did not document the works or other primary resources properly. This led 

to another key question: how can we legitimise the works to be reviewed in a 

certain paradigm of discourse and history? Hence, the perception of film and art 

form in a standard sense dominated along the discursive position and 

experimental moving image was often excluded. According to Ackbar Abbas’s 

idea of “culture and politics of disappearance”, facing with the historical turning 

point of 1997, Hong Kong culture underwent a process from reverse hallucination 

 “Taiwan Spectrum Imagining the Avant-garde: Film Experiments of the 1960s,” Taiwan 218

International Documentary Film Festival, last modified May 2018, 
https://www.tidf.org.tw/en/category/shows2018/5326
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to a culture of disappearance. A large number of representations were brought up 

in the imminence of disappearance.  He mentioned that: 219

 

“[…] disappearance here does not imply nonappearance, absence, or lack of 

presence. It is not even nonrecognition — it is more a question of misrecognition, 

of recognising a thing as something else. […] if Hong Kong is now a focus of 

attention because its very existence is under threat, nevertheless, the way the city 

has been made to appear in many representations in fact works to make it 

disappear, most perniciously through the use of old binaries like ‘East-West’ 

differences.”  220

 

Borrowed from Abbas’s idea — even the subject and context of his theory was the 

cultural and politics of representation before 1997 — “disappearance” is referring 

to “mis-recognition” rather than “lack of presence”, the absent history of 

experimental moving image also implies our “reverse hallucination” that we 

haven’t seen the realm that is always visible. Yet, the sense of “disappearance” 

here is pointing to another layer, in terms of the loss of sight — particularly the 

cross-boundaries of the history of different forms of art. The history of 

experimental moving image is existing along the socio-political context of Hong 

Kong while we choose not to see it due to the cultural politics and the dominating 

discourse of film and art.  

 Ackbar Abbas, “Introduction: Culture in a Space of Disappearance,” in Hong Kong : Culture 219

and the Politics of Disappearance (Hong Kong: Hong Kong University Press, 1997) 7-8.

 Abbas, “Introduction: Culture in a Space of Disappearance,” 8.220
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