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INTRODUCTION: 
FRAMING A HONG KONG CHINESE 
FEMALE AUTHORSHIP IN HISTORY 

THIS BOOK SEEKS to fill a gap in the development of international cinem a 
studies by producing a critical discussion of a key woman director working 
in the Hong Kong cinema of the 1960 s and 1970s , on whom scholarshi p 
has been, until now, respectful but limited. My study incorporates theories 
of authorship, feminist film criticism, and cultural studies to interrogat e 
how a  body of work has been marginalise d i n history by the operation s 
and limitations of certain cinematic and social discourse in the changing 
contexts of Hong Kong. This project i s addressed to film scholars, cultural 
studies scholars , an d an y seriou s reade r intereste d i n issue s o f gende r 
and sexua l politics , colonia l an d post-colonia l discourses , Hon g Kon g 
cinema, an d the cultura l history of Hong Kong . 

Reclaiming a n Autho r 

When Rolan d Barthe s parade d th e coffi n o f th e Author , h e probabl y 
would no t hav e envisione d tha t th e autho r woul d soo n b e resurrecte d 
and was sneaking in from the back door called identity politics, all ready 
to make a  scene. When I  graduated from th e University o f Hong Kon g 
in th e lat e 1980 s wit h structuralis m an d post-structuralis m unde r m y 
(black leather) belt , and was all ready to come out as a full-blown artis t 
in Ne w York , I  woul d neve r hav e guesse d tha t m y wor k wa s soo n t o 
enter a  community o f a new generation o f artists, many o f whom wer e 
self-proclaimed lesbian , gay, and people of colour — self-proclaimed bein g 
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the ke y word . Al though th e subjectivit y o f the Eurocentric , white , mal e 
author migh t see m t o b e burie d (represse d perhap s bu t certainl y als o a s 
alive a s Nosferat u loomin g everywhere) , th e historicall y marginalise d 
ones ar e as alive and kickin g a s ever. Andy Medhurs t (1991,198 ) caugh t 
in thi s crossroa d o f auteu r theor y seemingl y burie d o n on e side , an d o n 
the other , identit y politic s i n ful l swing , encapsulate d th e dilemm a i n 
1991: 

I becam e increasingl y intereste d i n ga y men' s specifi c way s o f seein g 
the worl d — wha t on e migh t call , to use a  now fashionable phras e o f 
Raymond Williams , mal e homosexua l structure s o f feelin g —  bu t t o 
qualify for inclusion in this framework, text s had to pass an 'authorshi p 
test' (is/wa s he gay? ) tha t harke d bac k t o th e ba d ol d day s of crudel y 
biographical criticism . There seeme d t o be a  double standard a t work , 
albeit on e rooted i n political expedienc y — Authorship wa s bad, Ga y 
Authorship wa s good. 

Through recontextualisin g th e wor k o f th e ga y auteu r Noe l Coward , 
wi th in a  historica l accoun t o f homophobi c fil m criticism , Medhurs t 
(1991, 202-3 ) seek s t o bring i n one o f the ke y insight s o f contemporar y 
cultural studie s int o fil m theory : 

[...] a  biographical approach has more political justification i f the projec t 
being undertake n i s on e concerne d wit h th e cultura l histor y o f a 
marginalised group . 

So i t seems what ha s been burie d i s not s o much authorshi p itsel f but it s 
claims t o universalit y an d dominance . A  lesbia n o r gay author o f cours e 
suffers fro m invisibilit y mor e severely , an d i n mor e subtl e ways , tha n a 
female autho r does . Bu t i n a  contex t suc h a s Hon g Kong , wher e bot h 
female an d queer authorships have been historically marginalised withou t 
apologies, th e applicabilit y o f Medhurst ' s positio n t o ou r contex t i s 
strategically significant . T o paraphras e an d elaborat e o n hi s argumen t 
for m y own purpose , th e importanc e o f such revisionism i s multi-varied : 
1. T o discove r i n wha t way s a n autho r wh o ha s bee n writte n ou t o f 

film histor y ha s share d an d contribute d t o a n otherise d cultur e tha t 
has alway s bee n a n integra l componen t o f ou r history . 

2. T o mov e awa y fro m a  stereotypica l versio n o f readin g exclusivel y 
through fixed identitie s (gay s write only about gayness ; women writ e 
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only of womanhood) an d toward a  fuller understandin g o f how th e 
sexuality, gender , textuality , an d othe r socia l formations o f writer s 
inform one another (How do a gay writer's insights of heterosexuality, 
a woman writer' s insight s o f masculinity , transgender , race , and/o r 
class enric h ou r understandin g o f thes e construction s an d he r 
subjectivity, fo r example?) . 

3. T o empowe r a  marginalise d communit y b y openl y registerin g th e 
possibility of identification fro m a marginalised reader and therefor e 
deepening th e materia l dimensions o f that lineage . 

4- Borrowin g from Foucaul t (1977 ) the idea of assigning authorship as 
a means of allocating and redistributing power, this project also seeks 
to interrogat e th e way s i n whic h certai n authoria l discourse s ar e 
absorbed, appropriated , manipulated , suppresse d o r disintegrated , 
narratively, ideologically , an d institutionall y i n th e medi a cultur e 
of Hong Kong . 

Hong Kon g a s a  Sexy Topi c 

The attentio n give n t o Hon g Kon g cinem a i n th e Euro-America n 
academy an d i n th e popula r pres s recentl y provide d a  welcomin g ye t 
problematic context t o speak in for the student i n this field. Durin g th e 
1990s, whe n I  wa s teachin g fil m an d vide o studie s i n Michigan , i f I 
happened to meet anyone who knew anything about Hong Kong cinema, 
chances were that she or he would not be able to tell me anything abou t 
Hong Kong cinema 'movements', the studio system, film genres, or film-
spectator relation s i n Hon g Kong . Instead , sh e o r he woul d b e abl e t o 
identify wit h ease a few male auteurs of Hong Kong cinema: Bruce Lee, 
John Woo , Je t Li , Tsu i Hark , an d Samm o Hung . A n impressio n wel l 
circulated internationall y i n the past two decades has been exemplifie d 
by books like Hong Kong Babylon: An Insiders  Guide to the Hollywood of 
the East (Dannen an d Long 1997) . Its introduction characterise s Hon g 
Kong cinema a s 'a cinema of incessant action , eye-popping effects , an d 
cartoon-like violence ' (5-6) . Eve n i n publications tha t ai m a t a  mor e 
analytical study of Hong Kong cinema, we still see the ideology of Hong 
Kong cinema as specialising in action and in producing a few personalities 
who becom e 'actio n auteurs' , b e i t kun g f u o r gangster , largel y 
unchallenged an d recycled . Hence , th e perio d tha t witnesse d th e 
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production o f such auteur s i n th e larges t quantit y ha s bee n calle d th e 
'Golden Ag e of Hong Kong cinema' (Woo d 1999) . 

The nee d fo r a  historical an d socia l perspectiv e tha t encompasse s 
diversity an d complexit y ha s bee n carrie d ove r i n recen t year s t o th e 
suddenly prolific field of'Hong Kon g studies', no doubt an effect create d 
by the high profile o f the 199 7 handover, anothe r good selling point i n 
the Euro-America n circuit . Severa l year s befor e th e handover , critic s 
started t o read everything from Hon g Kong as related t o the 199 7 issue. 
Ackbar Abba s (1997 ) chos e t o circumscrib e th e entir e discussio n o f 
Hong Kong cinema before the 1990 s into 'the New Hong Kong Cinema' 
that began with Father and Son (Allen Fong, 1981). According to Abbas, 
the arriva l o f this 'new cinema ' i s directly related t o Thatcher's visi t t o 
Beijing i n 1982 . Such a n analysi s refuse d t o adequatel y accoun t fo r a 
historical contingenc e o f sociall y consciou s filmmakin g alread y i n 
evidence lon g before Thatcher' s visit : works by Tang Shu Shuen , Lun g 
Kong, and Chor Yuen in the 1960 s and 1970 s for example . 

It seems to be common practice now to study the Hong Kong cinema 
of th e 1980 s fro m withi n a  contex t tha t seriousl y undermine s th e 
intercultural, social, aesthetic, and thematic spaces carved out by earlier 
filmmakers. I  share Alison Butler's (1992,420) concern at the danger of 
decontextualising cinema s o f a  certain plac e an d tim e fo r purpose s o f 
imperialism and canon construction, resulting in a global homogenisation 
of film history and theory. As a student of Hong Kong cinema writing in 
Hong Kong , I  begin t o wonder: how muc h o f such a  prioritising o f th e 
action genre over others in the Euro-American (re)constructio n of Hong 
Kong cinema i s based on this particular genre's accessibility to the West 
because o f languag e barriers , thu s privilegin g a  genre tha t i s visual o r 
action-oriented? It is, after all , Jackie Chan's uninsured, life-risking body 
gimmicks — and not th e primarily overseas-educated Hon g Kong New 
Wave directors or Tang, who were concerned with a localised modernit y 
and th e limit s of modernization —  tha t mar k thei r absolut e differenc e 
from Wester n cinema s an d therefor e catc h th e 'imperia l gaze' . Suc h 
structures o f looking an d to-be-looked-at-nes s ultimatel y reinforc e th e 
binary opposition between the 'East ' and 'West' , and the hegemony of a 
Eurocentric discourse. I also wonder how much of this 'masculinising' of 
Hong Kong cinema ('An/othe r cinema' ) i s illustrative of a chauvinistic 
reading n o longe r considere d politicall y correc t whe n applie d t o th e 
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cinema of one's own context? In other words, how much of one's comfor t 
in openl y applaudin g Jacki e Chan' s imag e i n th e US , i n spit e o f hi s 
overt sexism, is grounded on the fact tha t he is , after all , not white and / 
or American ? Thi s i s wher e sexua l an d cultura l politic s inevitabl y 
intersect. I  would argue that thi s co-opting of Hong Kong cinema into a 
pre-modernity, refusin g t o subjec t i t t o critica l an d historica l inquiry , 
serves certai n ideologica l function s i n Euro-America n cultures , 
particularly whe n gende r an d sexuality ar e concerned . 

As Clair e Johnsto n (1973 ) ha s noted , a  strategi c stud y o f femal e 
auteurism coul d challeng e th e entrenche d vie w o f Hollywoo d a s a 
monolithic an d close d syste m o f representation . Throug h rewritin g 
female auteurs into the history of Hong Kong cinema, I seek to challenge 
the popula r discours e o f Hong Kon g cinema i n th e Englis h medi a a s a 
monolithic 'Hollywoo d o f th e East' , it s Golde n Ag e invariabl y se t i n 
the 1980s , exclusively dominated by phallocentric an d inimitabl e kun g 
fu or gangster action. Constructing the canon of this 'Hollywood of the 
East' naturalise s th e dominanc e o f th e Hollywoo d o f th e Wes t an d 
subjects all non-Western cinemas into the perpetual binary of East/West, 
body/technology. Studying an always already westernised, female subjec t 
like Tan g Sh u Shuen , an d he r problemati c relationshi p wit h Chines e 
cinemas an d wit h 'Chineseness' , particularl y call s som e o f thes e 
assumptions int o question . Throug h discussin g th e cas e stud y o f thi s 
one director's work, this book seeks to draw more attention t o gendered 
representation an d subjectivity i n our media culture, the precarious and 
changing cultural identity of Hong Kong, the cultural policies that have 
shaped cinema , film s tha t wer e mad e outsid e th e Hon g Kon g studi o 
system, an d th e relationshi p betwee n filmmakin g an d fil m critics , al l 
that has been lackin g i n the field o f Hong Kong cinema studies . 

Theories o f Authorshi p 

Tang Sh u Shue n (Tan g Shuxuan)  wa s th e onl y woma n fil m directo r 
working in Hong Kong in the 1960 s and 1970 s and one of the very few 
Chinese woman directors during this period. In what ways did her film s 
address this special position of hers, explore and/or challenge the male -
dominated condition s o f her times ? What strategie s coul d b e found i n 
her film s an d medi a representation s o f her , fro m whic h a  sense o f he r 
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subjectivity and agency is formulated? What are the implications of these 
strategies i n redefinin g theorie s o f authorship , feminis t authorshi p i n 
particular? In addition to answering these questions, my goal is to explore 
how Tang' s work from 196 9 to 197 9 has constructed he r authorshi p i n 
relation to a history and a cultural identity specific to Hong Kong. From 
studying her filmic career chronologically and tracing her shifts of identity 
from a so-called 'art' film director to a so-called 'commercial' film director, 
I seek to shed some light on the ways in which various systems of power 
function i n relatio n t o feminis t subjectivity , includin g th e stratifie d 
relationship of elite to popular culture. In what ways does her work help 
me further explor e th e cultura l identit y o f Hong Kong according t o it s 
racial, sexual, gender an d class politics? 

I answer these questions by analysing the theoretical and historica l 
implications of Tang Shu Shuen's body of work, including her films an d 
her involvement in publications, and media representations of her as an 
auteur. I was drawn to auteurism as a critical practice more than a theory: 
a series of tools to personalise the experience of decoding a film text and 
to offer various methods of reading the complex relations between viewer/ 
critic, filmmaker and text. The intentionalist auteurism presumes a 'real', 
biographical autho r an d privilege s thi s perso n a s the unproblematise d 
source o f meaning , presumin g a  consistency fro m personalit y t o films . 
This intentionalist auteur, considered outdated by academic trends for a 
while, ha s bee n rewritte n an d reclaime d b y studie s o f marginalise d 
spectatorship, which I have found useful. Auteur-structuralism question s 
the validit y o f the biographica l approac h an d re-establishe s th e autho r 
as an effec t produce d b y a  body o f texts . I t help s m e t o stud y issue s of 
intertextuality: ho w th e author' s place within a  social history coul d b e 
written int o th e tex t throug h th e reader , an d ho w text s spea k t o eac h 
other, als o through th e reader . 

Auteur-structuralism brings semiology into film studies, reconfiguring 
film a s a  signifying practic e an d th e shiftin g relationshi p betwee n th e 
spectator and the enunciating subject . Bu t I  seek to take auteurism on e 
step further an d to reconsider issues of social relations, including political 
control, commercialisation and spectatorship, within authorship. For me, 
the involvemen t o f the reader might decentre the absolute authority of 
the author, reconstruct him or her in a different light , but it does not kill 
the author . Th e enunciatin g subjec t withi n th e tex t migh t seduc e th e 
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reader/viewer t o ideologica l position s sh e o r h e migh t b e previousl y 
unfamiliar with . I  adopt Foucault' s notion o f the autho r a s an initiato r 
of discourse s (Foucaul t 1969 , 132 ) an d interrogat e th e way s i n whic h 
Tang Sh u Shue n establishe s an d expand s th e discursiv e possibilitie s 
previously unavailable . I  have reconsidere d th e fil m tex t a s a  pla y o f 
forces of discourses, an open field of power relations to be negotiated by 
the author , performers , an d viewer s within context s o f production an d 
consumption; a t th e sam e time , however , perhap s departin g fro m 
Foucault, I  also seek to repoliticis e th e notio n o f authorship accordin g 
to it s identit y an d sexua l politic s b y bringin g i n a  question o f agenc y 
that contest s th e Euro-American , male-dominate d canon s an d thei r 
cultural dominance an d by re-addressing issue s previously ignored , lik e 
issues of cultural hybridity , th e family , an d th e body . 

Cultural studie s i s used a s a  wa y t o 'tal k back ' t o fil m studies , b y 
foregrounding th e reade r a s on e o f th e author s wh o determine s th e 
meanings of the text while the 'original' author, as a critical construct of 
representation, wil l remai n on e o f th e source s o f meaning . M y ow n 
personal histor y i s employe d t o interconnec t wit h th e inevitabl y 
fragmented an d limited socio-politica l history . My partial use of history 
is in no way used to reinforce th e 'truth ' claim s of history but rathe r t o 
highlight th e notio n o f history a s a form o f representation, a s much a s 
any othe r for m o f cultural formation , includin g cinema , an d therefor e 
always subject t o scrutiny, political construction, and rewrites. Through 
my structural , theoretical , an d literar y devices , I  seek t o us e m y ow n 
authorship an d spectatorship a s a point o f reference t o address issues of 
self-reflexivity, representation , an d identit y formatio n pertinen t i n 
discussing Tang's authorship . 

Dialogue Betwee n Subjects : Author , M e an d Tex t 

It is, first of all, important t o understand how Tang Shu Shuen has been 
written out of the histories of Chinese and Hong Kong cinemas, locally 
and internationally . I  pay special attention to areas where Tang uses her 
work to particularly challeng e a n essentialised vie w on her authorship , 
to the ways she manipulated and subverted the expectations of her being 
a 'Chinese' or a 'female' director and how these strategies together infor m 
and asser t he r subjectivity . B y doing this , I  hope t o spea k no t onl y o f 
Tang bu t als o o f th e tradition s o f Chinese , Hon g Kong , femal e an d 
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feminist authorshi p an d spectatorshi p lon g suppressed i n studies of Hon g 
Kong cinema , an d ope n u p new historicised territorie s for interrogation . 

Gayat r i Cha rkova r t y Spiva k (1990 ) taugh t m e tha t 'strategi c 
essentialism' coul d b e employe d t o negotiat e socia l constructivis m (o f 
identity) wit h a  pragmatic , politica l urgenc y fo r historicall y suppresse d 
identities t o asser t agency , howeve r performativ e tha t agenc y nee d be . 
According t o Spiva k (1990 , 51) , i t i s not possible , withi n discourse , t o 
escape essentialisin g somewhere : 

The momen t o f essentialis m o r essentializatio n i s irreducible . I n 
deconstructive critical practice, you have to be aware that you are going 
to essentialize anyway. So then strategically you can look at essentialisms, 
not a s descriptions o f th e wa y thing s are , bu t a s something tha t on e 
must adopt to produce a  critique of anything. 

T h e theoretica l possibilit y o f 'strategi c essentialism ' help s m e t o 
establish th e not io n o f th e subject , spectator s an d author s included , a s 
an agen t capabl e o f producing a  selective traditio n whil e being produce d 
by it . As a  spectator, Medhurs t (1991 ) reformulate s authorshi p accordin g 
to selectiv e t radi t ion , a  recogni t io n an d reorganisat io n o f 'share d 
structures o f feelings' . Thi s coul d als o b e conceive d a s a  strateg y t o 
foreground th e inadequacie s of the critical theory of our time, essentialis m 
or not : 

[...] authorial intention is here surrendered in favor of a sort of subcultural 
authorship, a collective 'specia l thrill' , a method o f analysis based on a 
recognition o f shared structure s o f feeling... Hunche s thes e ma y have 
been, but they were almost always right — critical theory may not have 
the languag e t o describ e thi s metho d o f discoverin g homosexually -
relevant material , bu t a s a subcultural practice , a  particularly attune d 
set of decoding skills, it undoubtedly exists, as I and any other gay person 
can testif y (205) . 

I have t o admit tha t m y study of female authorshi p i n Hong Kong cinem a 
also starts off , t o a  certain extent , wit h a  sense of this 'specia l thrill ' . I t i s 
the 'specia l thrill ' o f m y readershi p tha t become s a n underlinin g facto r 
in reconstructing Tang' s authorship, marking and reading i t in my specia l 
ways. It i s also this special thril l tha t render s my study and reconstructio n 
of the cultura l history o f Hong Kon g inevitabl y an d strategicall y selective 
and limited.  Browsin g throug h gossi p magazines , fil m reviews , trivi a 
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writing, interviews , film an d televisio n works of the 1960 s and 1970s , I 
was shocke d b y th e independenc e an d difference s embedde d i n th e 
potential authorshi p o f many women , ho w fa r the y hav e gon e i n thei r 
own contexts , an d ho w muc h o f tha t speak s t o m e specificall y a s a n 
artist and writer living in Hong Kong today. Unlike certain examples of 
woman writers in China who have been identified b y Western critics as 
'feminist', lik e Qiu Jin an d Din g Ling, Hong Kong female an d feminis t 
authorship ha s largely gone unnoticed . 

Writing Within an d Withou t 

Unlike th e Frenc h mal e auteur s who define themselve s a s vehementl y 
opposed to dominant forms of mass culture, Tang redefines her authorship 
by working both without and within, that is , at the interstices of dominant 
languages, includin g melodrama , slapstic k comedy , heterosexua l lov e 
story, an d televisio n aesthetic s a s wel l a s outsid e them , b y workin g 
simultaneously acros s various culture s whil e he r wor k belongs t o non e 
of them, b y laying claim to everything an d ye t having nothing . 

In studyin g Th e Arc h an d China  Behind,  I  argu e tha t th e work s 
foreground th e irreconcilabl e ga p betwee n th e collectiv e an d th e 
individual, between the desires and limits of cultural and political ethic s 
and th e desire s an d limit s o f selfhood , betwee n male-define d lineage / 
ownership and female subjectivity, and between being Chinese and being 
British (colonise d an d westernised) . Th e complexit y an d pluralit y o f 
these work s resid e precisel y i n thei r refusa l t o privileg e an y o f thes e 
positions ove r another , bu t instea d inventin g in-betwee n space s fo r 
identifying wit h and/o r aspirin g t o b e i n bot h end s whil e distancin g 
oneself and/o r experiencing th e exclusion of self from bot h a t the sam e 
time. But since her earlier works are not 'given a chance' in distribution, 
which limit s their socia l intelligibility , Tang reinvents new in-betwee n 
spaces to spea k from b y othering dominan t structures . The late r work s 
create a  space betwee n ar t an d commerce , a  rare spac e i n Hon g Kon g 
cinema, a space that signifies a female auteur's otherness and outsideness 
from both ar t and commerce. Studying her work as a whole, I argue tha t 
the leve l o f socia l engagemen t an d consciousnes s a s embedded i n he r 
later works have evolved into more dialectical directions than her earlier 
works did . Thes e late r work s assum e a  muc h stronge r socio-historica l 
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knowledge fro m th e viewe r an d see k t o work within  and simultaneously 
outside tha t knowledge , ' a sens e o f non-belonging , non-identit y wit h 
the culture ' they inhabit , t o borrow from Willemen' s (1989 , 28) notio n 
of 'Third Cinema' . 

Tang Sh u Shue n i n th e 1960 s an d 1970 s 

Keeping in mind tha t both French auteurism and the American 'auteu r 
theory' advocated by Andrew Sarris avoided examining filmmaking a s a 
social practice, I seek to study an authorship that is socially and culturally 
specific. Th e belie f o f Cahiers critics i n a  subjectivity tha t transcende d 
history wa s a  reflectio n o f th e 'apolitica l natur e o f muc h o f Frenc h 
intellectual lif e i n the 1950s ' (Hillie r 1985 , 7). Sarris also claimed tha t 
an auteuris t was in no position to object t o an auteur's lack of ideology, 
because 'elucidation ' transcend s 'evaluation ' (1978 , 11) . How muc h o f 
this inabilit y within auteuris m i n addressing ideologica l issue s accoun t 
for it s inability t o comprehend a  feminist, politicise d authorship ? 

Tang Shu Shuen was born in 1941 in Hong Kong.1 Her grandfather , 
Tang Chi-Yoa , wa s the Governo r o f Yunnan wh o wa s instrumenta l i n 
overthrowing th e militar y governmen t o f Yuan Che-kai (Yua n Shikai). 
Due t o tha t famil y lineag e (fro m whic h Tan g hersel f als o fiercel y 
dissociates, t o th e exten t tha t sh e droppe d he r famil y nam e i n 
representing hersel f i n most English publicity materials throughout he r 
filmmaking career), 2 he r fathe r wa s 'recruited ' b y th e Taiwanes e 
Kuomintang government when Tang was 16 . After livin g in Taiwan fo r 
three years , Tang lef t fo r th e US t o study filmmaking a t the Universit y 
of Southern California. When she returned to Hong Kong in the 1960s , 
the colon y wa s goin g throug h massiv e industrialisatio n an d 
commercialisation an d wa s turnin g int o a  mone y machine . Th e lat e 
1960s wa s a  perio d o f crisi s i n Hon g Kong . Politically , i t witnesse d 
unprecedented clas s struggle s highlighte d b y th e anti-colonisatio n 
protests o f student s an d worker s i n 1966 , whic h widene d t o becom e 
anti-imperialistic demonstration s i n 1967 , late r co-opte d b y Maoists . 
Generally speaking , th e lat e 1960 s and earl y 1970 s was a period whe n 
Hong Kong underwent intense social dichotomisation between colonia l 
oppression and nationalistic sentiments . Cinematically, the productio n 
of Cantonese cinem a wa s also in crisis . Struggling t o recover fro m th e 
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social movements o f the late 1960s , Cantonese film studios in the earl y 
to mid-1970s faced a combined threat of television and Mandarin cinema 
which, i n order t o compete wit h televisio n itself , employed short-ter m 
tactics to mass produce macho-oriented kung fu drama and pornography. 

Culturally, Hon g Kon g wa s a t a  crossroad s i n th e 1970s . Yout h 
publications and social clubs flourished. Importation of Western counter -
culture happened concurrently with debates about Chinese nationalis m 
and th e us e o f Chinese language . Under th e dominanc e o f television , 
Hong Kon g wen t throug h a  process o f gradua l homogenisatio n int o a 
Cantonese-specific cultur e fro m th e mid-1970 s on . Th e 1970 s wa s a 
period o f rapi d economi c growth , mas s industrialisatio n an d 
capitalisation, couple d with a  series of government policie s that sough t 
to appease social unrest through increasingly sexualising women's bodies 
and encouragin g mas s importation o f western popular culture . 

In th e proces s o f negotiating wit h socia l givens , Tang pushe d th e 
boundaries of the conventions of filmmaking i n Hong Kong and offere d 
new discursive possibilities for New Wave directors to come. The Hon g 
Kong New Wave emerged as an exploratory movement of author-centred, 
socially consciou s filmmakin g i n th e lat e 1970 s an d earl y 1980s . Thi s 
study o f Tang' s authorshi p coul d b e see n a s an attemp t t o interrogat e 
some of the missing links between th e didactic social realism as seen i n 
the Cantones e cinem a o f th e 1950 s an d th e realism-informed , issue -
based Hon g Kon g New Wav e o f the lat e 1970 s a s well a s between th e 
highbrow Mandari n cinem a supporte d b y a  studio-monopolise d 
production an d distribution system of the early 1970 s and the relativel y 
low budget , semi-independen t production s tha t emerge d i n th e lat e 
1970s. 

Differences a s Points o f Departur e 

Tang Shu Shuen directed, wrote or co-wrote3 four films in four differen t 
genres, styles, and aesthetics. She concerned herself with quite differen t 
issues in each one . Tang's debut feature , Th e Arch (Dong  Furen,  1969) , 
was produced durin g 1966-6 7 an d premiered i n Hong Kong in 1969 . It 
was invited t o the Cannes Film Festival's Directors ' Fortnight Section , 
and wa s awarde d Bes t Actress , Bes t Cinematography , an d Bes t Ar t 
Direction a t Taiwan' s Golde n Hors e Fil m Awards . Using a  black-and -
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white period drama and primarily studio shooting and some professiona l 
actors, Tang's award-winning and eyebrow-raising debut, which posed a 
critique o f the oppressivenes s o f the Chines e traditio n towar d women , 
generated a  significant amoun t o f critical attentio n bu t was considered 
a commercial failure i n Hong Kong. Tang's second film was first entitle d 
The Dissidents  and late r evolve d int o China  Behind  (Zaijian  Zhongguo, 
1974). It was focused on a heated but highly repressed topic of the 1960 s 
and 1970 s — the Chinese Cultural Revolution — and chose to adopt a 
largely black-and-white, realist, almost 'documentary-like' photographi c 
style with a main cast of non-professional cas t and crew, shot in Taiwan 
and se t mostly i n China. China  Behind  (1974) wa s banned fro m releas e 
in Hong Kong for 1 5 years because of its political content. China Behind 
was awarded a Special Jury Prize at the First China Times Evening News 
Film Award s i n Taiwa n i n 1990 . These tw o film s establishe d Tan g a s 
one o f th e mos t importan t 'ar t film ' director s i n Hon g Kong' s cinem a 
history. 

Tang spent the rest of her filmic career in Hong Kong, directing two 
genre films , Sup  Sap  Bup Dap  (1975) , a  socia l satire/comed y o n Hon g 
Kong people' s obsessio n wit h gambling , sho t i n a  styl e o f shor t T V 
vignettes an d se t entirel y i n colourfu l contemporar y Hon g Kong , an d 
The Hong Kong Tycoon (1979), a character-driven melodrama that studied 
the lif e o f a  Hon g Kon g 'everyda y man ' climbin g u p th e clas s ladder . 
Although Tan g seemed t o reject a  thematic o r aesthetic consistency, i f 
one reads between these texts with care, without a simplistic presumption 
of lookin g fo r consistenc y i n styl e o r motif , on e migh t fin d tha t thes e 
texts — as a body of texts — inform, supplement, and frame one anothe r 
in the way that they articulate a voice which embodies a strong feminis t 
subjectivity an d agency. 4 

Chinese Femal e Authorshi p a s a  Proble m 

The lac k o f femal e director s i n Chines e fil m histor y i s a  sometime s 
acknowledged bu t seldo m discussed fact . Introducin g Tan g Shu Shue n 
as a 'female director ' i n 1975 , a poignant Hong Kong film critic Sek Kei 
(1975, 201-2 ) trie s t o pain t th e followin g pictur e o f intercultura l fil m 
history before Tang' s emergence : 
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Recently severa l femal e director s hav e appeare d i n Europ e an d U.S. , 
but th e numbe r i s small , an d mos t o f the m ca n onl y wor k a t th e 
peripherals o f th e fil m industry . [... ] I n Hon g Kong , ou r situatio n i s 
actually better . Among th e professiona l director s we had Ren Yizh i i n 
the early days, recently we have Kao Pao-shu [...] . 

Is the situatio n i n Hong Kon g really  better? Sek Ke i here speak s a s if 
there had bee n no Chinese femal e directo r before Ren Yizhi , which seem s 
to b e a  widely circulate d impressio n amon g Hon g Kon g fil m historians . 
But according t o my research, Xi e Caizhen wa s the firs t Chines e woma n 
director, a  mainland Chines e actress , who directed on e film i n the 1920s . 
Esther En g (N g Ka m Ha/Wu ]in Xia),  a  Chinese-American, wa s the firs t 
woman directo r workin g i n Hon g Kong . He r biographica l informatio n 
from variou s sources i s sparse and confusing. Twent y years after he r death , 
Variety (McCarth y 1995 , 10 ) mistakenl y reporte d he r a s the 'firs t an d fo r 
many decade s only female Chines e fil m director' . Accordin g t o Variety's 
London correspondent , Dere k Elley , quote d i n thi s article , Eng' s firs t 
movie wa s National Heroine,  sho t whe n sh e was 22 . However, accordin g 
to th e Shanghai  Film  Historical  Materials  volume s 2  an d 3  (Offic e o f 
Historical Studie s i n Shangha i 1980 ) an d confirme d b y Hon g Kon g 
newspaper clipping s during the 1930s , Eng's first movi e was the Chinese -
American productio n Iron  Blood,  Beautiful  Soul  i n 1935 , released i n Hon g 
Kong a s Heartache: 

Upon completin g thi s film , N g too k i t t o Chin a wher e i t create d a 
sensation. She then launche d he r own production compan y for whic h 
she directe d mor e tha n 1 0 films , beginnin g wit h National  Heroine, 
followed b y Husband  and  Wife  for  a  Night.  Sh e remaine d singl e 
throughout her life, retiring from the film business in 1939 . She died in 
1970 (Kwa n 1938) . 

Eng's groundbreakin g work , I t s a  Womens  World,  als o know n a s 
The Thirty-Six  Amazons,  th e firs t Hon g Kong film t o feature a n all-femal e 
cast, i s dated 1939 . Bu t En g ha s clearl y continue d t o direc t afte r 1939 . 
The Motion  Picture  Guide  ha s a n entr y o f he r Golden  Gate  Girl,  date d 
1941. Moo n Qua n (Kwa n Ma n Ching/Gua n Wen  Qing)  wa s credited i n 
this film a s writer and editor . Quan wa s one o f the tw o Chinese ' technica l 
advisers' t o D.W . Griffit h o n Broke n Blossoms  i n 1919 . Variety  (1995 , 
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10) recalled Eng's last film as Blue Lake Green Jade, 'a 194 9 tale about a n 
American-Chinese woman' s lov e affair' . 

Ren Yizhi , whom Se k Ke i named a s occupying a  pioneer position , 
was th e directo r o f wuxia  film s Re n Pengnian' s daughter . Sh e wa s no t 
granted a  directorial position unti l 1957 , ten years after sh e entered th e 
film industr y firs t a s a n actress , the n a  scriptwriter , a  co-directo r an d 
finally a  director (HKIF F 1985 , 113-4) . I t i s debatable whethe r i t was 
Tang Shu Shue n o r Kao Pao-shu who directly followed Re n Yizhi . One 
of the major movie gossip magazines at the time, Hong Kong Movie News 
(May 1970,34-5) , reported the making of the film FengFei-fei by 'Hong 
Kong's first woman director' Kao Pao-shu in May 1970 (Figure 1.1), thre e 
years after th e actress Lisa Lu (Lu Yan) was documented t o have arrive d 
in Hon g Kon g t o sta r i n Th e Arch (1969) , reporte d i n anothe r majo r 
gossip magazine, International Screen (April 1967) (Figure 1.2). HongKong 
Movie News  printe d thi s repor t si x month s afte r Th e Arch had ha d it s 
Hong Kon g premier e a t th e Hon g Kon g Cit y Hall , o n 2 0 Septembe r 
1969, a  screening organise d b y a  local cine-club , th e Hon g Kon g Fil m 
Society. Not onl y di d th e omissio n i n Hong Kong Movie News  wilfull y 
ignore an announced fac t of only a few months previously, i t also erased 
entirely fro m th e recor d a t leas t thre e significan t Chines e woma n 
directors before Kao . 

It i s a n intriguin g fac t tha t woma n fil m director s i n Hon g Kon g 
appeared so few and far between, and even when they did appear, 'femal e 
authorship' a s a n issu e seeme d t o b e somethin g ou r globa l an d loca l 
media cultur e ha d troubl e registering . Ho w ar e femal e authorship s 
registered even when they are recognised? As female authorships? A glossy 
pictorial histor y o f Hon g Kon g cinem a publishe d b y th e Hon g Kon g 
Regional Council, Eight}' Years of Hong Kong Cinema (Yu 1994,47) liste d 
The Arch a s one o f th e mos t importan t Hon g Kon g film s t o mar k th e 
breakthrough o f Hong Kon g cinema int o th e worl d film marke t i n th e 
1970s, since i t was one o f the earlies t Hon g Kong movies to be invite d 
to Canne s an d wa s theatricall y release d i n Franc e soo n after . Afte r 
speaking o f Kin g H u an d befor e Bruc e Lee , th e fil m historia n Y u M o 
Wan (1994 , 47) said : 

Another example of Hong Kong cinema breaking out of Asia is the fac t 
that The Arch, directed by a female director, won wide applause in many 
places of Europe and America; she also won the Most Creative Specia l 
Prize at the 9th Golden Hors e Film Awards, (italics mine ) 
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Whenever Tan g Shu Shuen' s work was hailed a s important i n th e 
history o f Hong Kong cinema, one of the presumptions tha t man y fil m 
scholars an d critic s share d wa s tha t sh e wa s 'ahea d o f he r time' . Me l 
Tobias (1986,12 and 74) in lamenting a 'dying tradition' of Hong Kong's 
women director s i n the mid-1980s , seemed t o believe that : 

Once upon a time in Hong Kong women directors were in fashion, as 
inspired by Tang Shu Shuen (Cecille). That was many years ago when 
she mad e th e criticall y acclaime d The  Arch and the n slippe d int o 
obscurity. She was indeed ahead of her time and the themes she selected 
were not yet acceptable by the general public (12). 

It woul d b e a n exaggeratio n t o sa y tha t Tan g Sh u Shue n 'slippe d 
into obscurity ' afte r The  Arch.  Sh e i n fac t thre w hersel f righ t int o 
production o f her second film soon after sh e left The  Arch  'i n the hand s 
of an influential Frenc h distributor' (Fon g 1974 , 20). Pierre Rissient, a n 
established fil m critic , arrange d fo r it s theatrica l ru n i n France , 'fro m 
cities to villages', apparently achievin g a  'continuous full house for fou r 
months' in Paris.5 What fascinates m e in the above Mel Tobias article is 
also how he manages to name al l of the Hong Kong women directors of 
the 1970 s and 1980 s in one breath — seven of them i n all — includin g 
Tang Shu Shuen. Only three of these women had made features of their 
own then, whereas he seeks to mythologise a history of women director s 
simultaneously, wit h Tan g Sh u Shue n a s th e imaginar y origi n o f thi s 
lineage, withou t interrogatin g th e iron y o f i t all . Doesn' t hi s abilit y t o 
name al l of Hong Kong' s women director s plus the co-director s withi n 
the past two decades in such a compact manner contradict his argument 
that Hon g Kong women director s were ever 'i n fashion' t o start with ? 

Perhaps w e ca n als o rea d thi s kin d o f hypothetica l proclamatio n 
the othe r wa y round : i s i t because  woman director s ar e suc h rar e bird s 
that the y could be considered 'i n fashion', relegate d t o the status of the 
spectacle? Afte r all , fo r somethin g t o b e i n fashion , i t woul d hav e t o 
assume a  position differen t fro m tha t o f the curren t majority , t o 'stan d 
out' so to speak, but als o to be ephemeral an d insubstantial . To be chi c 
is to be exotic, and mos t importantly , t o be 'ahead o f one's time' . To be 
in fashion, on e actually has to be ahead of fashion. With such logic, Tang 
Shu Shue n coul d be seen as both 'ahea d o f her time ' and a  trendsetter . 
This kin d o f rewritin g fil m histor y perpetuate s th e marginalisatio n o f 
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women directors , includin g Tan g Sh u Shuen , a s a fashion commodit y 
ready to be consumed by a 'general public' later in time. To relocate th e 
work of these directors in a history of fashion serves as a systemic strategy 
both to further otheris e them and to legitimise their otherness. 'Woma n 
director' the n become s a  categor y fo r curiou s historica l an d cultura l 
artefacts. 

Fashion, of course, has always already been related to the history of 
'women's cinema' . Whe n Doroth y Arzner , Hollywood' s firs t successfu l 
woman director , threatene d t o leav e Paramoun t afte r havin g worke d 
there a s a  successfu l fil m edito r fo r seve n years , i n orde r t o becom e a 
director a t Columbia Pictures , the only directorial role that Paramoun t 
could com e u p wit h a s a  counter-offe r wa s Fashions  for  Women,  a 
melodrama wit h a  long fashion sho w sequence. Female authorship an d 
spectatorship hav e alway s bee n containe d an d define d historicall y i n 
their fixe d gende r rol e o f femininity vi a fashion . I  would furthe r argu e 
that the strategic employment o f female authorship in this case serves a 
legitimising and authenticating function i n fetishising th e female body . 
Bouncing of f Mulvey' s now classica l paradigm o f classical Hollywood' s 
embodiment o f th e mal e gaz e i n th e cinemati c apparatus , Mar y An n 
Doane (1988, 216) ponders on the difficulty o f constructing the feminis t 
representation o f the female body : 

For the cinema, in its alignment with the fantasies of the voyeur, has 
historically articulated its stories through a conflation of its central axis 
of seeing/being see n wit h th e oppositio n male/femal e .. . Cinemati c 
images of women have been so consistently oppressive and repressive 
that th e ver y ide a o f a  feminis t filmmakin g practic e seem s a n 
impossibility. The simple gesture of directing a camera toward a woman 
has become equivalent to a terrorist act. 

If th e cinemati c apparatu s ha s alway s alread y represente d th e 
woman's body as the signification o f the lack, as a projection o f the male 
castration anxiet y tha t therefor e need s to be fetishised a s the spectacl e 
of th e Phallus , th e co-optin g o f a  femal e 'author ' int o thi s syste m o f 
representation might not (only) serve to challenge or subvert the system. 
Instead, i t could b e argue d tha t th e fil m industr y coul d hav e ver y wel l 
found ye t anothe r wa y to further violat e women' s subjectivity b y using 
this toke n femal e 'author ' t o mas k an d normalis e th e violenc e o f th e 
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gaze. The MovingPicture  World  (9 April 1927 , 14) reviewed Fashions  for 
Women: 

The productio n i s the firs t offerin g o f Dorothy Arzner , Paramount' s 
new woman director. She seems to have been over-eager to direct, and 
some of the scenes show this in their lack of spontaneity. The action is 
directed, rather than natural, but as a whole the novice has done well. 
She ha s produce d a  colorfu l backgroun d an d introduce d bale s of 
charming frocks. Between dress and undress the play should please both 
sexes. 

Apart fro m hi s skilfu l combinatio n o f a  patronisin g ('th e novic e ha s 
done well' ) an d critica l ton e ('Sh e seem s t o hav e bee n over-eage r t o 
direct . . . ' ) , i t i s mos t productiv e her e t o not e ho w thi s mal e criti c i s 
consciously appropriatin g Arzner' s gender t o market th e film bot h t o a 
female an d male spectatorship. He seems to be saying: the fact tha t th e 
director is a woman might arouse a greater identification from the femal e 
audience via shared femininity ('dress' ) while at the same time her female 
point of view, that is, her special relationship to the display of the woman's 
body, would als o make th e imag e mor e desirable t o th e mal e spectato r 
(would he like 'dress' or 'undress' more?). In other words, putting a woman 
behind the camera suddenly introduces to the image of the female bod y 
a clai m t o authenticit y tha t serve s t o legitimat e a  greater fetishisatio n 
and objectification . 

In an environment lik e (yet different from ) tha t of Dorothy Arzne r 
some 40 years earlier, Tang Shu Shuen emerged as one of the first woman 
directors i n the history of Hong Kong cinema. Although I  had heard of 
her work when I  started goin g to the cinema i n the lat e 1970 s in Hon g 
Kong, whic h coincide d wit h th e flourishin g o f th e Hon g Kon g Ne w 
Wave, I  had neve r see n an y o f he r wor k unti l Chin a Behind  was firs t 
shown at the Hong Kong International Film Festival in 1984 , long afte r 
her directorial career had ended and she no longer lived in Hong Kong. 
Growing u p i n th e 1970 s an d 1980s , I  remember catchin g glimpse s of 
her nam e ofte n i n chi c cultura l magazines , i n whic h sh e wa s alway s 
idolised as a cult icon: underground, avant-garde , westernised. For what 
reasons has she been constructe d a s such, and wha t influence s di d thi s 
construction o f a cult have on Tang's authorship ? 



Introduction 19 

Problems o f Wester n Auteuris m 

Researching the reception of Tang Shu Shuen's work of the 1970s , I was 
intrigued to discover that she was always categorised as an individualised , 
'special' Chines e woma n directo r o r Hon g Kon g woma n director , 
therefore neve r in relation to any of the other Chinese women director s 
in film history. Tang Shu Shuen as a media persona was always genderised, 
but her gende r was seldom discussed i n relation t o a  historical lineage . 
A simila r problem occurre d i n discussing Arzner' s work : she was ofte n 
used as a benchmark figure in Western feminist film discourse, but ther e 
is a general lack of discernment abou t the relation of her work with th e 
work o f othe r women , excep t i n earlie r discussion s whe n sh e wa s 
bracketed with Ida Lupino for no particular analytical reasons (Johnsto n 
1973, 29-30; also in Action 1973 , 8.4: 9-14) . 

Anneke Smeli k (1998 ) use s the exampl e o f New German Cinem a 
to analys e th e way s i n whic h 'women' s cinema ' i s disqualifie d b y 
auteurism, an d th e wor k o f wome n director s i s underrepresente d b y 
markers lik e 'women's cinema' : 

A distinctive trait of the New German Cinema is personal statement; 
Elsaesser calls it a 'cinema of experience' and he stresses that women's 
cinema is in some respects the best example of this because it combines 
personal self-statement with social responsiveness (1989,183). As such, 
women's cinema could qualify as a perfect example of auteurism. This, 
however, is not the case. Knight (1992) argues that the characterization 
of New German Cinema as an auteur cinema has resulted instead in a 
marginalization of women's films. This is partly because of an implicit 
norm of masculinity behind the idea of a creative individual. [...] Where 
in the case of male directors all the emphasis is focused on the individual 
filmmakers, in the case of women they all get lumped together (37). 

In th e cours e o f thi s project , I  would propos e th e variou s way s i n 
which Tan g Shu Shuen' s wor k i s marginalised b y being subsumed int o 
the category of'women's cinema' , how her authorship is always discussed 
in relation to her 'femaleness ' i n ways that not only limit the originalit y 
and singularity of her work but also undermine her subjectivity, historica l 
significance, an d 'socia l responsiveness'. When Tang Shu Shuen's work 
gradually moves from th e imaginar y site of the Chinese ancien t pas t t o 
the here and now, with more direct references to her lived experience of 
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migration, dislocation, and her reality of living in Hong Kong, her effort s 
are increasingl y dismisse d a s a sign o f compromise an d lac k o f 'artisti c 
vision', simila r t o th e treatmen t o f women director s lik e Helke Sande r 
vis-a-vis the New German Cinem a tha t Smeli k discussed (1998 , 37): 

Whereas i n th e cas e o f celebrate d mal e author s lik e Fassbinder , self -
statement was taken as a sign of genius, when it came to women directors 
like Sanders , the representatio n o f personal experience s was seen a s a 
sign of lack of  inspiration which gets compensated fo r by references t o 
lived experience o r reality. 

The inabilitie s an d th e problem s i n recognising femal e author s i n 
their own right inevitably confront u s with the issue that our assumptions 
of wha t mark s authorshi p i n genera l migh t hav e bee n problemati c 
throughout, i n a way that i t might have served to exclude women fro m 
being considere d a s 'serious directors' , 'goo d directors' , i n other words , 
as auteurs.  Inheren t assumption s supporte d b y chauvinis m withi n 
auteurism have prevented women's directorial roles to be taken seriously. 
When Alexandre Astruc (1948) chose the 'pen' as the metaphor for th e 
camera, he was certainly unawar e o f the pen's phallic connotation, bu t 
he di d pav e th e wa y fo r a  'ne w avant-garde' , th e Frenc h Ne w Wave , 
which was almost exclusively headed by a community of male directors, 
also known as Truffaut, Godar d and their buddy friends — perhaps with 
the onl y exception s o f Dura s an d Vard a (Grenie r 206-9) . I n th e 20 0 
film persona s Sarri s discusse s i n hi s boo k o f pantheo n (1968 , 1996) , 
only tw o women ar e included : Id a Lupino an d Ma e West . Despit e he r 
being included , Lupino' s directoria l skill s wer e seriousl y undermine d 
when Sarri s quoted Lillian Gish as saying that 'directin g was no job fo r 
a lady' (216) . In spite of Wollen's late r interes t i n feminist filmmaking , 
his work in auteur-structuralism als o presumed th e director a s male. He 
quoted Renoir as example to illustrate the 'structure' in his theory: 'Renoir 
once remarke d tha t a  directo r spend s his  whole lif e makin g on e film ' 
(1972, 599) (emphasi s mine) . 

If female authorship is incomprehensible to the male auteurist, how 
do femal e author s inven t strategie s t o hav e thei r voice s heard , an d 
dialogue with patriarchal and capitalistic assumptions within dominan t 
modes o f productio n an d spectatorship ? Lik e Sarri s (1990) , I  a m 
interested in an auteurism that is 'history, not prophecy' (20) , a selective 
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tradition composed by structures of power relations but would not clos e 
off possibilitie s t o b e reinvente d an d therefor e subjec t itsel f t o furthe r 
(re)discovery. Unlike Sarris, I am not interested in using my own critical 
position ideologicall y i n relatio n t o cano n construction ; I  a m mor e 
interested i n th e operation s o f tha t formatio n i n th e nam e o f valu e 
judgement an d truth : how certain films and/o r directors are considere d 
'bad', unskilled , marginalised . Whil e th e Cahiers  critics, Truffau t an d 
Bazin i n particular , privilege d a  specifi c 'worldview' , a  depoliticise d 
humanitarism an d spirituality , Sarri s prioritise d themati c an d stylisti c 
proficiency ove r ideologica l content : 

This meaningful coherenc e i s more likely when the director dominate s 
the proceedings with skil l and purpose (1962 , 64). 

Bergman, particularly, seems to be penalized for his lack of ideology. In 
the relativel y passiv e vie w o f auteurism , thi s lac k o f ideolog y woul d 
constitute par t o f his stylistic and themati c signature . For an auteuris t 
there i s no more point i n objecting t o Bergman's lack of ideology tha n 
in objecting t o Hawk's rootlessness. [... ] I n auteurism, elucidation no t 
only precedes evaluation; i t very often transcend s i t (1978 , 11) . 

While I strategically use auteurism as a tool to illuminate a female author' s 
reconstruction o f her professional an d artisti c languages to expand an d 
express her subjec t position s an d critica l thinkin g i n various contexts , 
ideological analysi s i s for m e crucia l i n evaluatin g a n author' s subjec t 
positions and agency. I use notions of authorship as points of departure, 
because as a range of theoretical possibilities they leave a lot of room for 
politicisation. 

A commo n featur e o f various form s o f Euro-American auteurism , 
from th e Frenc h Cahiers,  Sarris' s pantheo n t o auteur-structuralism , i s 
their concer n wit h continuit y an d coherenc e acros s th e bod y o f a 
director's work. This notion of coherence i s also used as a key qualifyin g 
factor fo r th e director t o be considered a n 'auteur' : 

Over a  grou p o f films , a  directo r mus t exhibi t certai n recurrin g 
characteristics o f style, which serve as his signature (Sarri s 1962 , 64). 

The auteu r criti c i s obsessed wit h th e wholenes s o f art an d th e artist . 
The parts, however entertaining individually, must cohere meaningfully . 
This meaningful coherenc e i s more likely when the director dominate s 
the proceedings with skil l and purpose (Sarri s 1963 , 65). 
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The grea t director s mus t b e define d i n term s o f shiftin g relations , i n 
their singularity as well as their uniformity. Renoi r once remarked tha t 
a director spends his whole life making one film; this film... i s the tas k 
of the critic to construct [...] . Everything irrelevan t t o this, everything 
non-pertinent, i s considere d logicall y secondary , contingent , t o b e 
discarded (Wolle n 1972 , 599-600). 

The emphasis on repetition (the 'author-code' traced from film to film) 
is what mark s of f version s o f auteurism an d auteu r theor y fro m othe r 
views of cinema which acknowledge and celebrate the central creativ e 
role o f th e director . Auteuris m doe s no t jus t observ e o r welcom e 
continuity from film to film; it insists on continuity (Perkin s 1990 , 57). 

What supports this emphasis is the assumption that 'art . . . ca n only 
be the statement and vision of a single man, the creative artist ' (Perkin s 
1990). This echoes what Smelik (1998 ) point s out : the realm of canon 
formation i s enforced b y the 'culturally induced bias that equates genius 
with men and acts accordingly'. The inability to account for a politicised 
notion o f gender an d sexua l differences i n authorship i s interrelated t o 
the inabilit y to account fo r differences within  a body of work. If we look 
at the work of women directors, especially the work of Hong Kong women 
directors, what strikes us are indeed the discontinuities and incoherence s 
in thei r bod y o f work , man y o f whic h ar e th e resul t o f th e authors ' 
constant negotiation s wit h various  an d alway s changing  status quos, 
translated int o diversified  an d variable  strategie s t o manipulat e 
identification, hybridis e genres and/or produce complex intertextualit y 
within their body of work. Part of the failures o f male-centred auteuris m 
to accoun t fo r femal e authorship , therefore , come s fro m ignorance , 
especially ignorance of feminist filmmaking in which the most innovative 
elements hav e bee n shift s i n consciousnes s an d redefinitio n o f a 
politicised subjectivit y (Smeli k 1998 ) and , I  would add , spectatorship . 
Bazin (1957, 249-50) state d tha t 'the film-maker an d his films are one'; 
therefore, th e fil m 'wil l alway s b e i n th e imag e o f th e creator' . Sarri s 
(1996, 35) asserte d tha t auteuris m necessarily required a  suppression of 
spectatorship: 'The ideal auteur critic should sacrifice his own personality 
to some extent for the sake of illuminating the personality of the director'. 
Both parties ignored the role the spectator plays in constituting the film. 
The fluidity , disjointednes s an d hybridit y ofte n foun d i n th e wor k o f 



Introduction 23 

women director s an d th e assertio n o f a  spectator-concerne d agenc y i n 
feminist wor k becom e disqualifyin g factor s i n thei r bein g formulate d 
into th e statu s o f 'auteurs ' o r 'fil m authors' . A n n Hui , th e mos t activ e 
Hong Kong woman directo r since the Hong Kong New Wave , articulate d 
this incompatibilit y a s par t o f he r ow n lack , a  styl e o f apologeti c self -
positioning whic h sound s s o familia r t o man y o f u s women : 

[...] bu t sh e has a regret: there isn' t a  film styl e called Ann Hui' s fro m 
her work . 

I don't usuall y care about styl e very much. I  never used to care (abou t 
other things) , as long as the subject matte r i s appropriate, and the fil m 
when produced would not la g behind th e times . [...] I  didn't create my 
own form, so I don't qualify (a s having my own style) (Chow 1999 , 34-
5). 

Whi le on e can distinguish consisten t concerns , recurrent subjec t matter , 
and eve n familia r tones  acros s th e 1 4 film feature s Hu i directe d ove r th e 
past tw o decades , she judges her bod y o f work t o be flawed becaus e o f it s 
lack o f consistenc y i n 'style ' an d 'form' , a n internalisatio n o f classi c 
auteurism i n ful l swing . W h a t sh e i s mos t concerne d abou t i s film a s a 
social practice , th e spectatorshi p o f th e fil m i n a  give n socio-historica l 
context ( ' th e fil m whe n produce d woul d no t la g behind th e times') . 

A t th e beginnin g o f he r career , afte r sh e ha d jus t mad e on e film , 
Tang Shu Shue n comment s o n th e possibilit y an d limitatio n o f studyin g 
her wor k fro m a n auteuristi c perspective , durin g a n intervie w i n 1972 : 

Q: (Director s like ) Bergma n an d Kaza n ar e goo d example s o f wha t 
'auteurism' means . The y hav e a n obsession . On e migh t fin d i t 
incomprehensible if viewing only one of their works. One needs to watch 
a whole serie s of works in order to understand . 

Tang: I  have onl y mad e one fil m (The  Arch),  bu t I  believe m y secon d 
film i s boun d t o hav e thing s tha t coul d b e compare d wit h th e first , 
because m y work i s a part o f me , and thes e tw o films ar e entirel y m y 
creation; of course there ar e similar traces . 

Q: The typical 'auteurs' we just mentioned, some of their subject matter s 
are very limited, fo r example , some only focus on religious topics.. . 

T: I am afraid I  won't limi t mysel f to a small area (Li n 1972 , 161 ) 
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While Tang chose to discuss her work in an auteurist light in control 
and vision , sh e als o highlighted th e limit s o f auteurism whe n i t come s 
to suggestin g repetitiv e subject s o r themes . Not e th e almos t physica l 
imagery she used to describe her relationship t o her films ('par t o f me' ) 
and he r emphasi s o n 'traces' , a s i f they wer e no t mean t t o be obvious , 
would 'cover a large area', needed to be researched on , studied, mapped , 
and reconstructe d ('tracing') . Issue s lik e thos e o f th e bod y hav e bee n 
suppressed i n both French and American auteur criticism. In what ways 
has the female authorshi p of Tang Shu Shuen addressed the (gendered ) 
body throughou t he r work ? Ho w i s tha t addres s define d b y relation s 
between female subjectivity within the work and by spectatorship, giving 
rise t o multipl e layer s o f intersubjectivit y durin g th e processe s o f 
production an d reception ? 

One of my tasks here is (re)constructing women as discursive subjects 
through (re)unitin g fragment s o f thei r 'selves ' o r 'bodies ' fro m th e 
literature an d representation s available , declared irreconcilabl e b y th e 
laws of auteurism. I  should emphasize tha t m y aim of forging a  dialogue 
between fragment s i s not t o produc e a n imag e o f humanitarian unity . 
Tang's insistenc e o n an d demonstratio n o f femal e authorshi p a s 
articulated throug h an investment i n diversity, ruptures, contradiction , 
spectatorship, and the body highlights various possibilities in which tha t 
adjective 'female ' coul d inflec t o n th e nou n authorshi p i n way s 
'significant enoug h to challenge or displace its patriarchal implications ' 
(Maynel990,95). 

Again, th e case of Arzner reminds us: 

Sometimes thi s discovery ha s led t o an overevaluatio n o f the wor k of 
those wome n director s wh o manage d t o surviv e an d a  tendenc y t o 
construct their films as positive feminist statements , or as 'feminist' art , 
as in the case of Dorothy Arzner [...] wha t was required was a theoretical 
understanding o f th e comple x relationshi p betwee n ideological , 
technological an d institutiona l factor s whic h precisel y mak e i t 
impossible fo r positiv e feminis t statement s t o emerg e fro m th e 
Hollywood syste m of production (Coo k 1985 , 187). 

The question s hav e bee n these : (1 ) Wha t ar e he r (unique ? uniquel y 
woman's?) strategie s i n handling genre , narrative, character , spectato r 
relations? (2 ) Ho w can sh e be not simpl y added t o a lis t of 'importan t 
people o f film industry ' bu t positione d i n a  history of  film tha t i s th e 
history of the structure and development of its institutions and practices? 
(Houston 1994 , 271). 
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I hope m y project, followin g Cook , i s not t o overevaluat e Tang' s wor k 
but to understand the complex relationship between her authorship an d 
the social, commercial, political, cinematic, and critical institutions tha t 
informed an d limite d th e femal e author . I n respons e t o Houston' s 
questions, thi s boo k explore s Tang' s uniqu e strategie s i n eac h film , 
including appropriating the Chinese tradition of social realism, exploring 
the woman' s tim e throug h montage , deliberatel y choosin g a n anti -
orientalist, censore d politica l subjec t matter , adoptin g an d subvertin g 
the conventio n o f Hong Kong Cantonese cinem a i n using stereotypes , 
and choosin g specifi c stars . To have a  fuller vie w o f he r authorship , I 
discuss th e shift s i n strategie s i n her bod y o f work a s a whole. My tas k 
would b e t o illuminate , reassess , an d reconstruc t th e contribution s o f 
Tang Shu Shuen to the history of media culture and to the formation o f 
a cultural identit y i n Hong Kong in the 1960 s and 1970 s in relation t o 
the institutional structures of ideology and representation, and the ways 
in whic h thes e structure s rende r som e o f he r authoria l inscription s 
possible and som e others impossible . 

Hybridity o f Methodolog y 

It i s difficult fo r m e t o rel y o n on e approac h i n disentanglin g variou s 
issues on film, authorship , feminism, spectatorship , culture and politics. 
Recognising the partiality of any single methodology in studying cinema, 
I hav e pragmaticall y chose n t o utilis e a  variet y o f tools . Th e 
methodologies applied are multiple, ranging from paradigms established 
by traditiona l are a studies , nationa l cinem a studie s t o cultural , 
sociological and historical studies informed by theories of identity politics, 
political econom y an d historica l criticism . Canon s an d variant s o f 
auteurism, structura l auteurism and theories of authorship are discussed 
alongside with tools of feminist film criticism and comparative feminism . 
Dialogues are forged among critiques of realism, auteurism, psychoanalysis 
and it s discontents , an d theorie s o f spectatorship . Whil e recen t 
theoretical tendencies in transnational politics and intertextual readings 
illuminate my analysis, theories of affective empowerment , colonial and 
post-colonial discourses help to set the framework o f my interrogations . 

Implicit and explici t references ar e also made to semiotics, mise-en-
scene criticism, studie s o n narrative , suture , distanciation , an d genr e 
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criticism. I  have consulte d variou s historica l documents , biographica l 
and textua l representations o f the period includin g media trivia , gossip 
magazines, newspapers , Hon g Kon g governmen t publications , inter -
government correspondence , an d cinem a publicit y material s i n way s 
that will help me access and reconstruct some repressed and/or forgotte n 
attempts of a Hong Kong Chinese, female and feminist discourse , which 
for me has remained inaccessibl e by other means . 

Different methodologie s are applied in different chapter s for specifi c 
goals. M y discussio n o f Th e Arc h i n Chapte r 1  i s engage d wit h th e 
emergence of Tang's image as an auteur i n the Hong Kong of the 1960 s 
and a  primarily textua l analysi s o f The Arch utilisin g tool s o f feminis t 
psychoanalysis, semiotics , an d mise-en-scene  studies. Although textua l 
analysis seemed t o have gone out o f fashion i n academic film studies , I 
have chosen to use this methodology to call 'Open Sesame' to my subject 
after having considered its particular usefulness. Despite the considerable 
amount of media attention The Arch has received in the past four decades, 
attempts of textual analysis of this meticulously crafted film remain rare. 
The stud y o f China  Behind  i n Chapte r 2  use s a  variet y o f historica l 
documents supporte d b y references t o orientalis m an d fil m censorshi p 
to frame and disentangle the specific historical, political, and theoretica l 
issues the film poignantly raises. Chapter 3 discusses the issue of stylistic 
departure an d ho w Tang' s extra-textua l engagemen t i n cultivatin g a n 
active intellectua l community for film culture i n ways other than bein g 
a film directo r could also be seen as an integra l body of her authorship , 
while providing a further analysi s on the changing historical and cultural 
framework fo r Tang's work in the mid- and late 1970s . Chapter 4  draws 
from feminis t criticism, post-colonial studies, psychoanalysis, studies on 
cultural identity , race and pornography , contextua l studies , and forma l 
criticism to interrogate the ways in which Sup Sap Bup Dap, Tang's third 
film, appropriate s an d subvert s conventional fil m genres to construct a 
self-reflexive critiqu e of class, gender, ethnicity, and cultural specificity . 
These tools help me to study the ways in which Sup Sap Bup Dap skilfully 
calls attentio n t o th e working s o f th e cinemati c apparatu s an d it s 
ideologies through employing various formalistic device s to destroy th e 
realist illusion to the extent tha t filmmaking becomes just another for m 
of fantasy an d gambling , an d th e way s i n whic h th e representatio n o f 
gambling i n the fil m als o become a n analogy t o filmmaking itself . Th e 
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final chapter on The Hong Kong Tycoon follows and expands on many of 
the interest s mobilised i n the previous chapter, includin g spectatorshi p 
studies, feminis t psychoanalysis , an d quee r studies , but i t use s them t o 
particularly focu s o n Tang' s employmen t o f stereotype s an d he r 
collaboration with other female authorships of Tina Leung and Lisa Lui. 
The chapte r continue s t o examine th e issue s of fantasy an d femininit y 
and thei r subversiv e relation s t o the presumptions o f the monogamou s 
heterosexual matrix , a s represented i n Th e Hon g Kong  Tycoon.  I n th e 
end, I  seek to understand th e various ways that Th e Hong Kong Tycoon, 
as the las t film Tan g mad e before he r immigratio n t o th e US , markin g 
the en d o f he r directoria l career , signal s a  sens e o f 'failure ' i n he r 
authorship an d what tha t mean s to the cultura l history o f Hong Kong . 

The hybridity of the paradigms used is intended to reflect a  hybridity 
of the filmic strategies involved. Variable strategies of Tang's authorship 
call fo r variabl e strategie s o f reader/spectatorship. Al l i n all , thi s boo k 
argues fo r a n interdisciplinary , intertextua l approac h i n studyin g 
culturally, historicall y specific , 'othered ' authorship s suc h a s Tang's , 
paying specia l attentio n t o identit y an d sexua l politic s i n ligh t o f th e 
complexity o f a hybrid, westernised , an d colonia l Hong Kong . 



NOTES 

INTRODUCTION 

1. Al l biographical data were collected through personal interviews with Tang 
Shu Shue n i n Lo s Angeles i n 200 2 an d 2003 . Some o f this informatio n i s 
different fro m that provided by previous sources. She was 'a native of Yunnan', 
according t o he r biograph y i n A  Comparative  Study of  Post-War  Mandarin 
and Cantonese Cinema: the  Films ofZhu Shilin,  Qinfian and  Other Directors 
(Hong Kong Urban Council , 1983) , for example . 

2. Afte r careful consideration , I have chosen to use Tang Shu Shuen's full name 
in this book instead of'Shu Shuen' , which she apparently preferred, mainl y 
because her ful l nam e has been widely and historically known i n the Hon g 
Kong context . 

3. Tan g was credited a s the sole screenwriter of all of her films, except th e las t 
one, The Hong Kong Tycoon, in which she had a  co-scripting credit . 

4. Thi s claim, like most others in this book, was done without Tang's approval. 
During my interviews with her, Tang clearly stated that she was not a feminist 
and did not necessaril y identif y wit h feminist politics . 

5. I  am quoting from th e newspaper advertisement o f The Arch when i t had it s 
theatrical ru n i n Hong Kong in 1970 . 

CHAPTER 1 

1. Tan g recalled i n interviews how Subrata Mitra had conflicts wit h the Hon g 
Kong film crew . One o f the example s sh e cited wa s that Mitra , i n order t o 
achieve a  certain kin d o f cinematic look , rejected th e conventiona l light s 
available a t Catha y Studio s an d chos e t o buil d hi s own light s wit h pape r 
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mounted on wood instead. The Hong Kong film crew members looked down 
upon thes e cheapl y buil t light s an d thre w the m dow n fro m a  slope i n th e 
middle of the shoot. The crew members called Mitra 'Ah Cha', the derogatory 
term fo r Sout h Asian s livin g i n Hon g Kong , man y o f whom wer e see n a s 
associated with jobs like security guards, according to Tang's recollection of 
those common prejudices . 

CHAPTER 2 

1. China  Behind  was shown i n film festivals i n Hong Kong and Taiwan severa l 
times, including a t the 8t h Hon g Kong International Fil m Festival i n 198 4 
and a t the 1s t China Times Evening News Film Awards in Taiwan i n 1990 . 

2. Intervie w conducte d i n Taipe i i n Septembe r 2002 . China  Behind  was th e 
only 35mm black-and-white fil m Chang Chao-tang has ever shot . 

3. Tan g told me in an interview that she had to smuggle some of the Communist-
looking props , which include d th e Little  Red Book,  int o Taiwa n b y hidin g 
them i n tigh t fil m cans . Sh e recalle d fondl y ho w sh e 'snatche d th e can s 
from th e hands of the Taiwanese customs officers whil e yelling at them tha t 
the fil m woul d b e exposed shoul d the y ope n the m fo r investigation' . Thi s 
imagery o f the filmmake r fightin g wit h th e custom s office r ove r a  film ca n 
with no film i n i t left a  particularly strong impression on me. It has become 
for m e a n imager y tha t speak s to Tang's relationship t o he r ow n work an d 
her self-positoning i n that context , amon g other things . 

4. I n an intervie w with Chang Chao-tang , I  asked him, i n retrospect , wh y he 
would thin k Tang , o f al l people , woul d becom e th e firs t Chines e directo r 
who made a  film examinin g th e Cultura l Revolution . H e replie d by saying 
that perhaps because Tang was partly an outsider, that she, unlike 'the people 
who were caught u p i n th e middl e o f the typhoon' , coul d se e more clearl y 
the historical significance o f making such a film. 

5. Informatio n o n cre w an d fundin g wa s gathered fro m a n intervie w I  did i n 
December 1997 , Hon g Kong , wit h Cheu k Pak-tong , on e o f th e assistan t 
directors of China Behind. 

CHAPTER 3 

1. Th e tota l estimated populatio n a t the end o f 197 4 was 4,345,200. 

CHAPTER 4 

1. The  Private  Eyes was the to p grosser of 1976 , and The  Contract  was the to p 
grosser of 1978. 
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"AhCha"241 
Akerman, Chantal 107 ; 130; 137; 246; 

see also Je, tu,  il elle, Jeanne Dielman 
and Golden Eighties 

All That  Heaven  Allows  61; 245 
Anderson, Benedic t 61 ; 65; 122 ; see 

also imagined communit y 
animal comedie s 194-5 ; sex comed y 

201 
anti-narrative 15 6 
Arzner, Dorothy 17-9 ; 24; 29; 30; 31; 

35; 36; 37; 58; 59; 65; 67; 137; 192-
3; 246 ; see also Dance, Girl,  Dance 

Astruc, Alexandre 2 0 
auteur an d auteur s 2-6 ; 9 ; 26; 38; 67; 

70; 102 ; 107 ; 129-31 ; 137 ; 159 ; 
183-5; 233 ; 234 ; 235 ; actio n 3 ; 
auteurism 5-6; 10; 19-25; 101; 102 ; 
107-9; 120 ; 132 ; 133 ; 180; 184-5 ; 
233; 237 ; auteur-structuralis m 6 ; 
20-1; auteuristic 58; 132; 183; non-
auteuristic 176 ; see  also  Astruc , 
Alexandre; Bazin , Andre; Barthes , 
Roland; Sarris , Andrew ; Wollen , 
Peter 

Bar Girl (b a nu) 186-7 ; 216- 7 
Barthes, Roland 1 ; 80; 185 ; 193 
Bazin, Andre 21 ; 22 
Between Fire  and Water  (Shuihu o zh i 

Jian) 71 ; 154; 243 
Bhabha, Homi 23 9 
Boat People, The (Toube n Nuhai ) 95 ; 

96; see also Hui, An n 
Bond movies 195- 6 
Borden, Lizzie 10 7 
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Breakthrough Magazine (Tupo) vii; 37-
8 

Brecht, Bertol t 98 ; 157 
Butler, Alison 4 
Butler, Judit h 62 ; 170-1 ; 203 ; 210 ; 

239-40 

Cahiers du cinema 10; 21; 70; 107; 121; 
129; 130-1 ; see also nouvelle vague 

Cathay (Fil m Studios) vii ; viii; ix; 15; 
45; 53; 76-7; 196 ; 197; 198; 240 

Canby, Vincent 30 ; 41-2; 46; 63 
Can ton (Guangzhou ) 89 ; 149 ; 

Cantonese cultur e an d cinem a xi ; 
10-1; 25 ; 40 ; 45 ; 70-6 ; 89 ; 101 ; 
124-6; 135 ; 137; 139 ; 141 ; 142-3; 
148-52; 154 ; 192 ; 194 ; 221 ; 
Cantonised 117-8 ; 148-52; Canto-
pop 221; 223; non-Cantonese 135 ; 
176 

Chan, Min g 7 9 
Chan, Phili p 24 5 
Chan P o Chu 18 7 
Chan, Jackie (Chen g Long) 4-5 ; 229 
Chanel no . 5 157 ; 167; 170; 174 
Chang, Chao-tang xiii ; 74; 94; 242 
Chang, Eilee n (Zhan g Ailing ) 69 ; 

166-7 
Charulata 57 , 61 ; 246 ; see  also  Ray, 

Satyajit 
Chen Kaig e 63 ; 246; see als o King  of 

the Children 
Chen Xu e 21 1 
Cheng Kwun Min 20 1 
Chess Player, The  12 0 
Cheuk Pak-ton g xiii ; 122 ; 242 
Cheung, Alex 238 ; 245 

China Times EveningNews (Zhon g Shi 
WanBao)12;242 

Chinese xi; 9; 19; 41; 56; 67-8; 78; 79; 
80; 82; 94; 101; 110; 117; 118; 144; 
149; 153 ; 155; 156; 158 ; 197; 207; 
209; 241 ; Chinese-American 69 ; 
Chineseness 5 ; 42-7; 79 ; 83; 102-
3; 104-5 ; 116 ; 117 ; 147-9; 186-7 ; 
and censorship 93; cinema 5; 7; 25; 
31-2; 67-73 ; 120 ; 137 ; 142 ; 144 ; 
149; 154 ; 181 ; governmen t 94 ; 
masculinity 33-5 ; 44-5 ; 62 ; 88 ; 
150; modernit y 33 ; 105 ; 
nationalism and imperialism 11 ; 91; 
origins 60; 83; 88-9; 102; 104; 148; 
237; oversea s 104 ; value s an d 
customs 46; 49; 60; 143-4; 188-91 ; 
and wome n 1 ; 7; 12-8 ; 19 ; 26; 29; 
33; 41-5 ; 46-7 ; 59 ; 63-5 ; 79 ; 81; 
85; 87 ; 105 ; 165; 187-9; 191 ; 195; 
211; 221 ; see  also  Chines e 
Communism an d Cultura l 
Revolution 

Chinese Legends  (Zhongguo Zhuanqi ) 
47 

Chinese Manufacturers' Exhibition of 
Hong Kong Products 11 6 

Chinese Students'  Weekly  (Zhonggu o 
Xuesheng Zhoubao) 31 ; 37 

"Chinese Us e Chines e Language " 
(Zhongguoren Yon g Zhonggu o 
Yuwen) 118 ; see  also  Officiatin g 
Chinese Language Movemen t 

Ching, Frank 93-4 ; 95; 96 
Choi P o King 11 4 
ChorYuen4;75;243 
Chow Hsuan , Jeva viii; 52-3 
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Chow, Re y 32-3 ; 62-3 ; 83 ; 105-6 ; 
108; 11 8 

Chow, Stephen (Sin g Chi) 22 9 
City Magazine  vii; 39 
Close-Up Film Review (Da Te Xie) viii; 

118-23; 132 ; 137 
colonialism 40-1 ; 44; 83 ; 105 ; 118 ; 

151; 187; 239; colonised identity 9; 
67-8; 88-9 ; 105-7 ; 109 ; 110 ; 119; 
134; 149 ; 151 ; 165; 175; 200; 224; 
229; colonia l discourse s 1 ; 25 ; 
colonial government 68; 116; 117-
8; 164 ; 195 ; colonia l histor y 113 ; 
224; colonial policies 43; 67; 78-9; 
89; 90-5; 115; colonisation 79; 145; 
161; 165 ; 197 ; 237 ; anti-colonia l 
10; 187 ; 232 ; decolonisatio n 89 ; 
134; 161 ; 165 ; self-colonisatio n 
110; 165 ; post-colonia l 1 ; 25 ; 26 ; 
238; 239-40 ; se x an d colonia l 
conquest 186 ; 200; 216; 239 

comedy 9 ; 12 ; 40; 47; 75 ; 80; 92; 98; 
103; 111 ; 125; 135 ; 136; 137 ; 138; 
142; 145 ; 150; 151 ; 152; 154; 158; 
165-6; 176; 192; 194; 225-33; 239; 
comic devices 144; comic relief 145; 
see also animal comedie s 

Communism, Chines e 69 ; 73 ; 80-1; 
83; 86 ; 105 ; Chinese Communis t 
Party 70 ; 95 ; 96 ; 116 ; 192 ; 
Communist-looking 240 ; anti -
communist 96; 116; and cinema 70; 
85; ideology of 87-8; influences i n 
Hong Kong 116-7; and masochism 
82-3; see also Cultural Revolutio n 

Confucius 51 ; 60; Confucius-like 14 8 
Contract, The (Mai ShenQi) 151 ; 241; 

243 

Cook, Pam 24-5 ; 192- 3 
counter-cinema 107 ; 129; 175-9; 235; 

238 
counter-discourse 126- 7 
Coward, Noel 2 
Cowie, Elizabet h 55-6 ; 170-1 ; 176 ; 

235 
Cultural Revolutio n 12 ; 73-5 ; 80-4 ; 

85-6; 94; 96; 97; 116; 120; 126; 144; 
147; 195 ; 232; 241 

cultural studies 1 ; 2; 7 

Daipaidong 221 (open ai r restaurants ) 
Dance, Girl,  Dance  29 ; 59 ; 137 ; 190 ; 

246; see also Arzner, Doroth y 
Dangerous Encounters — 1st  Kind (Diyi 

Leixing Weixian ) 92-3 ; 245 ; see 
also Tsui Hark 

Dao De Jing 63; see also Lao Zi 
Davitt, Michae l 9 0 
Dazibao (Big Character Posters ) 8 4 
de Lauretis, Teresa 134- 6 
defamiliarisation 58 ; 81 
Deng Xiaoping 94 
Diantong (Fil m Studio) 6 9 
diaspora an d diaspori c 83 ; 102 ; 105 -

6; 108 ; 109; 110; 127 ; 231 
disavowal 18 1 
distanciation 98 ; 137 ; 156-7 ; 165 ; 

180-1; 212 ; 232 ; see  also Brecht , 
Bertolt; Third Cinem a 

Davis, Bette 21 7 
Ding, Naifei xiii ; 211; 238 
Disclosure 214; 247 
Doane, Mar y An n 17 ; 131 ; 169-71 ; 

203;214 
Douglas, Mary 227 ; 229; 232 
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Dragon Inn  (Longme n Kezhan ) 150 , 
244 

Duras, Marguerite 2 0 

Eagleton, Mary 36 
East Is  Red,  The  (Don g Fan g Hong ) 

81-2 
Elley, Derek 1 3 
Employment Bil l 188 ; see  also Equal 

Pay Campaig n 
Eng, Esther (N g Kam Ha) 13 ; 65, 69; 

242; 243 ; se e als o Iron  Blood, 
Beautiful Soul; It's a Woman s World 

England,Joell5;117 
Enu (bad/evil/quee r woman/women ) 

211-3; 21 5 
Enu Shu  211 
Equal Pay Campaign 18 8 
erhu (Chinese musical instrument) 14 9 
essentialism —  strategi c 8 ; an d 

authorship 104 ; 107 ; 184 ; an d 
notions of history 110 ; and women 
7; 45 

Factory Girl (gongchan g mei ) 186-7 ; 
factory worke r 89 ; 143 ; see  also 
working gir l 

fantasy an d fantasies 17 ; 27; 132; 158; 
166; 180 ; 189 ; fantasmati c 181 ; 
fantasia 235 ; fantastical 74 ; 88; 114; 
118; 133 ; 156 ; 178 ; collective 38 ; 
111; 114; 115-6; 118; home as 110; 
male 130 ; 133 ; 188; 201; 220; and 
filmmaking 17 ; 26; 132; 158; 175-
8; 236; 239; and the state 81-3; and 
women 32 ; 48-51 ; 55-7 ; 62 ; 146 ; 
157; 162-74 ; 201; 209 

fashion — fashionable 2 ; out of fashion 
26; old-fashione d 126 ; fashio n 
shows 116 ; Hong Kon g Festiva l of 
Fashions 186; and women 16-8; 34; 
77; 86; 179; 186- 7 

Father and Son (Fu Ci Qing) 4 , 245 
femme fatal e 20 6 
Feng Fei-fei vii; 14-5; 244 
Feng Huang (Phoenix Film Studio) 76 
fetish — and authorship 44; 233; and 

men 169 ; an d rac e 31-6 ; an d 
women 17-8 ; 37; 59; 105; 195 

Film Biweeekly (Dianying 
Shuangzhoukan) 95 ; 96; 122; 123 

Film Censorship Ordinance 9 6 
Flower Drum Song  59 
Fong, Allen 4 ; 123; 238; 245 
Foucault, Miche l 3 ; 7; 95; 135; 232 
Foucauldian 9 5 
Freeze-frame 56-7 ; 84 
French New Wave 20 ; 122; 132 

nouvelle vague 121 
Freud 32-4; 62; 168; 202; 229; 247 

Freudian30;170;181 
FTM (female to male sex-change) 207; 

210 
Fu Poshek 69 ; 142-3 ; 149-50 ; 16 6 

Games Gamblers Play (Gui Ma Shuang 
Xing) 138 ; 145; 229; 244 

gambling 12 ; 115; 138-9; 142; 144-6; 
161; 222 ; 225-6 ; 229 ; an d 
filmmaking 26 ; gambler s an d 
gambler-exploiters 141-2 ; 156; 165; 
225; 228; gambling house 222; 225-
6 

gangster 3; 5 
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Garcia, Roger 7 1 
gaze — an d authorshi p 38 ; cinematic 

17-8; 49 ; 130-1 ; 158 ; female 49 -
52; 158 ; 171-3 ; 190 ; 198 ; imperial 
4; 59; 102 ; 106 ; 111 ; internal 102 ; 
male 17-8 ; 49; 137; 158; 169; 190; 
200; and male psyche 34; orientalist 
102; 106 ; an d pornograph y 164 ; 
194-5; 201 ; and recognitio n 153 ; 
see also to-be-looked-at-ness 

genre 3 ; 12 ; 24; 25; 26; 49; 120 ; 176 ; 
182; 235 ; actio n genr e 4-5 ; 235 ; 
and comedy 111 ; 135-6; 145 ; 166; 
194-5; 201; 228-9; 232; changes in 
and diversit y o f 11 ; 22; 112 ; 129 ; 
137; 179 ; 213 ; 239 ; limit s o f 158 ; 
of pornography 163-4 ; 194-5; 228; 
of dram a seria l 124 ; an d socia l 
realism 136 ; 228-9; of social satir e 
125-6; 145 ; 148 ; an d televisio n 
156; Youth genre 187 ; 195; see also 
melodrama 

Gilda 167 
Girl i n the Crowd 186-7 ; 18 8 
Gish, Lillian 2 0 
Godard, Jean-Luc 2 0 
Gould, Timothy 202- 3 
Gledhill, Christine 17 2 
Goddess, The (Shennu ) 69 ; 243 
Golden Eighties 137 ; 247 
Golden Gate Girl  13 
Golden Harves t (Fil m Studio) 12 5 
Golden Hors e Film Awards 11 ; 14 
Great Wal l (Fil m Studio) 7 7 
guwen (Classica l Chinese) 14 9 

Hall, Stuart 108-10 ; 11 1 

Hay worth, Rita 16 7 
Heath, Stephen 213- 4 
Highway, The (Dalu ) 69 ; 243 
History of Humorous Folktales,  A  4 7 
Hollywood o f the Eas t 3- 5 
Homecoming (Sishui Liunian) 95 ; 246 
Hong Kong 1941 (Dengdai Liming) 95; 

245 
Hong Kon g City Hal l 14 ; 39-40; 44 ; 

60 
Hong Kong Council o f Women 18 8 
Hongkonger (Xianggan g Ren) 23 3 
Hong Kon g Festiva l an d Hon g Kon g 

Week 116 ; 164; 186 
Hong Kong International Film Festival 

14; 18 ; 30; 44; 97; 103 ; 135; 241 
Hong Kong Movie News vii ; 14 ; 15 
Hong Kon g New Wave 4 ; 11 ; 18; 23; 

96; 122-3 ; 185 ; 238; see also Fong, 
Allen; Hui , Ann; Tsu i Hark; Tarn , 
Patrick; Yim Ho 

House of 72 Tenants, The  (Qishie r Jia 
Fangke) 75 ; 78; 244 

Houston, Beverl e 24-5 ; 37; 67 
Hu, King 14 ; 150; 154 
Hui, Ann xi; 23; 95; 96; 123; 184; 245; 

246; see also Boat People, The 
Hui, Michael 138 ; 151; 229; 244; Hui 

Brothers 15 4 
Hung, Sammo 3 
hysteria 16 8 

identity politic s 1-2 ; 25 ; 68 
lfl Were  For Real (Jiaru Woshizhendi ) 

92; 95; 245 
imagined community 65; 82; 102; 122; 

123-4; 15 1 
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In the  Face  of  Demolition  (Weilo u 
Chunxiao) 15 4 

individualism 40 ; 237; individualis t 
35; individualisti c 87 ; 101; 144; 
152; individualise d 19 ; 175; 
individualisation 14 3 

International Screen  vii ; viii ; ix ; 15 ; 
196-7 

intertextual an d intertextualit y 6 ; 22; 
25; 27; 181; 182; 183; 204; 212; 216; 
218; 225; 233; 235; 237 

Irigaray, Luce 17 7 
Iron Blood,  Beautiful  Soul  (Ti e Xu e 

Fang Hun ) 13 ; 243 ; see  also Eng, 
Esther 

It's a Woman's World (Nu Ren Shi Jie) 
243; see also Eng, Esther 

Je, tu,  il,  elle 137; 246 
Jeanne Dielma n 137;  246 
jingness (Hon g Kon g smartness ) 46 ; 

152 
Johnston, Clair e 5 ; 19 ; 58; 107 ; 110 ; 

175; 190 ; 193 
Jones, Carol 67 ; 10 8 
Jump Cut (Tiaojie)  123 
Junzi 51 ; 60 ; see also Confucius 

Kao, Pao-shu vii ; 13 ; 14; 15; 244 
Kaplan, E . Ann 18 1 
King, Ambrose 11 7 
King of the Children (Haizi Wang) 63; 

246; see also Chen, Kaig e 
Koch, Gertrude 163-4 ; 17 1 
Kristeva, Julia 57; 60; 80 
kung fu  3 ; 5 ; 11 ; 125 ; 148 ; se e als o 

wuxia 

kuomintang xi ; 10 

Lady Bond (Nu Shashou) 14 8 
Lady Chatterley's Lover 92 
Lady from Shanghai,  The  16 7 
Lao Zi (Lao Tze) 6 3 
Laissez-faire attitude and economy 79; 

93-4 
Lau, Jenny Kwok Wah 46; 152 
Lau Shing-hon 30; 35; 97; 103-4; 112 
Lau Siu-kai 8 3 
Law Kar xiii; 30; 35; 45 
Lee, Bruce 3; 14; 124; 154 
Leong Po-chih 238 ; 245 
Lesage, Julia 16 5 
lesbian 1 ; 2; 29; 210 
Letter from an Unknown Woman  57-8; 

246 
Li Cheuk-to xiii ; 76; 78; 95; 124 
Li, Jet 3 
Li Mo 120- 1 
Liang Lian 12 0 
Liang Xingbo 142 ; 152; 225-8 
Lianhua (Fil m Studio) 6 9 
Lin, Jeanette 11 2 
Lin Yutang 47 
Lo Lan 15 3 
Love in  a Fallen  City (Qingchen g zh i 

Lian) 95 ; 246 
Lu Yan, Lisa vii; 59 
Lui, Lisa 35; 187; 207; 215- 6 
Lung Kong 4; 143 ; 204 
Lupino, Ida 19 ; 20 

Ma Kit Wai, Eric 117 ; 123 
Ma Ning 7 1 
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Man, Eva 187 ; 189; 204; 205- 6 
Mao Zedong — and cinema 70-2; 8 1-

3; Maois t ideolog y 78 ; Maois t 
influences i n Hon g Kon g 10 ; 117; 
118; 202 ; Mao' s word s 88 ; "Lon g 
Live Chairma n Mao " 94 ; Maois m 
and Orientalis m 79-82 ; Maois m 
and sex 87 

Marriage Reform Ordinanc e 189-9 1 
Martin, Bidd y 23 0 
masochism 32-3 ; 87-8 ; 45 ; 63 ; 105 ; 

133; masochis m an d th e Cultura l 
Revolution 83 ; masochism and the 
State 82 ; 86; sado-masochistic 92 ; 
161; masochis m an d wome n 165 ; 
168; 17 1 

masquerade an d masqueradin g 169 — 
78; 179 ; 201-3 ; 205 ; 212-4 ; 215 ; 
230; 235; 236 

May Fourt h Movemen t (W u X i 
Yundong)68, 7 1 

Mayne, Judit h 24 ; 29 ; 35 ; 47 ; 58-9 ; 
201; 207 ; 217 

meat bomb — see  sex bomb 
Medhurst, Andy 2 ; 8 
melodrama 9; 12; 17; 76; 98; 185; 228; 

232; 239 ; melodramati c 69 ; 141 ; 
Hollywood melodrama s 49 ; 193 ; 
melodrama an d sufferin g 34 ; 
melodrama an d televisio n 151 ; 
melodrama an d women 57- 8 

Memmi, Albert 16 5 
Milky Way Pictoria l ix ; 206 
MingPao Weekly  (Ming BaoZhoukan) 

ix; 207-8; 210; 216 
Mingxing (Fil m Studio) 6 9 

mise-en-scene 25; 26; 49-51; 55;  198 ; 
218; 225 ; 237; of desire 55-7 ; 62 -
3; 81; 168-71 

Miss Hon g Kon g Pagean t 216 ; Mis s 
Hong Kong runner-up 3 5 

Mitra, Subrata 45 ; 57; 240- 1 
Modleski, Tania 57 
monogamy an d monogamou s 27 ; 48; 

57; 166-8 ; 171 ; 175; 190-1; 21 9 
montage 25; 71-3; 126; 146; 164; 218; 

222-4; non-montage cinem a 7 1 
Mountain Road,  The 5 9 
Mulvey, Laura 17 ; 130-1; 158 ; 168-9; 

245 

Nana 167-8 ; 171 ; 174; 178 
nativist centrism 11 8 
New German Cinem a 19-2 0 
nice girl s 193 ; see also bar girls , Enu 

and Yinfu 
Nietzsche 62 ; 239 
nodal poin t an d noda l point s 180-2 ; 

189 
Nosferatu 1 
NgChungYinl88;201;205 
Ng Ho 194- 5 
Ng Huen Yan xiii, 11 9 
non-linear 163 ; 180; non-linearity 16 3 

Oedipus comple x 210 ; Oedipa l 181 ; 
pre-Oedipal 32 

Officiating Chines e Languag e 
Movement 118 ; Englis h a s th e 
official languag e 14 9 

"On turnin g you r head , yo u realize  a 
hundred year s hav e passed " 
(Yihuitou yishi bainianshen) 5 6 
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opportunism 106 ; land of opportunity 
116 

Oriental Daily  News  (Dongfan g R i 
Bao)138 

Pak Wun Yu 104; 112; 121 ; 123; 202 
Pan Jinlian 21 1 
parody 136 ; 155-7 ; 161 ; self-parod y 

191 
Pellegrini, Ann 202 ; 209; 213- 5 
Phallus, th e 17 ; 166 ; 204 ; 207 ; 209 ; 

214-5; 221 ; phalli c 20 ; 30 ; 133 ; 
phallocentric 5; 59; 87; phallocratic 
64; 'phalli c identity , phalli c 
exchange' 21 4 

Phoenix the 8th (Huonia o Diba ) 123 
pornography 11 ; 26 ; 200 ; 206 ; 23 3 

porn sta r 192 ; 206 ; sof t por n 
comedy 176 ; 192; 194-8; 204; 228; 
porn and class 161- 5 

Potter, Sally 107 ; 246 
Private Eyes, The  (Ba n Jin B a Liang ) 

151; 241; 244 
psychoanalysis 25 ; 26; 27; 30; 32; 55; 

233; psychoanalytic 131 ; 163; 181 ; 
234; see  also  fantasy ; fetishism ; 
Freud; gaze ; hysteria ; masochism ; 
masquerade; Oedipu s complex ; 
Phallus 

Quan, Moon (Kwa n Man Ching) 1 3 
queer and queering 2; 27; 208; 210-3; 

235;236 

Rainer, Yvonne 107 ; 246 
Ray, Satyajit 40 ; 45; 57; 120 ; see also 

Charulata; Chess Player, The 
realism 25 ; 126 ; 151 ; 154 ; 155 ; 157 ; 

181; 182 ; 199 ; 212; realist 12 ; 26; 
58; 69-70 ; 125 ; 151 ; 181; realistic 
representation 158 ; socia l realis m 
11; 25; 68; 70-5; 78; 136; 137; 141; 
142-7; 151-4 ; 156 ; 159; 229; anti-
realism 181 ; realisti c 108 ; 122 ; 
unrealistic 121 ; 138 ; surrealisti c 
142; 155 

Ren Pengnia n 1 4 
Ren Yizhi 14 ; 65 
Renoir, Jean 2 0 
Retrospective of  Hong  Kong  Youth 

Periodicals in  the  Seventies,  The 
(Xianggang Qishiniandai Qingnian 
Kanwu) 11 9 

Reynaud, Berenic e 70 ; 129-31 ; 13 3 
Rissient, Pierre 1 6 
Riviere, Joan 169-71; 201-3; 204; 205; 

209; 210; 213-5; 230; 235; see also 
masquerade 

Royal Hon g Kon g Jockey Club , Th e 
226 

Safran, Willia m 10 2 
Sander, Helke 2 0 
Sarris, Andrew 10 ; 20-1; 22; 107; 120 
Sedgwick, Eve Kosofsky 20 3 
self-reflexivity 7 ; 33; 47; 62; 102; 228; 

and distanciatio n 181 ; 232 ; an d 
critique 26; 237; 238; and gaze 102; 
131; an d gende r role s 203 ; an d 
stardom 21 2 

self-writing 11 4 
Sek Kei 12-4; 30; 31-5; 37; 42; 44; 46; 

65; 87; 103; 123; 183; 185 
sex bom b an d mea t bom b (ruodan ) 

192; 194-5 ; 198-201; 204; 217 
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Shanghai Blues (Shangha i zh i Ye) 95; 
246; see also Tsui Hark 

Shaw Brother s (Fil m Studio ) vii ; ix ; 
76-7; 125 ; 150 ; 196 ; Ru n Ru n 
Shaw 15 0 

Sheng Huo Monthly  viii ; 118 
Shu Kei 71 ; 12 2 
Sil-Metropole (Fil m Company) 9 6 
Silverman, Kaja 34 ; 180 
Sing Tao Daily News (Xing Dao Ri Pao) 

138 
Sirk, Douglas 156 ; 193; 246 
So Sau Chung 11 3 
social constructivism 8 
Southern Screen ix; 196 
Smelik, Anneke 19 ; 181; 184 
Spivak, Gayatr i Chakravorty 8 ; 59 
Spring River Flows East, The  (Yijian g 

Chinshui Xiangdongliu) 69 ; 242 
Stacey, Jackie 131-2 ; 170-1 ; 173- 5 
star an d star s 25 ; 35; 36; 40; 65; 235; 

star personas 182-3 , 192 ; 194; 200; 
206-7; 212 ; 218 ; consumptio n o f 
173; 182; 187; 206-7; stardom 194; 
201; 213 ; television star s 151 ; and 
comedy 153 ; and social values 239; 
and intertextualit y 216-8 ; an d 
authorial agency 23 1 

Star Ferry Protests 113- 4 
Stock Marke t 223 ; Hong Kong Stock 

Exchange 8 9 
Street Angel (Mal u Tianshi) 69 ; 242 
structuralism and post-structuralism 1 ; 

see also auteur-structuralism 
Sun Yat-sen 89 
super femme 210; see also femme fatal e 
Sze, Stephen 142 ; 229 

Tablet o f Chastity , Th e (Zhenji e 
Paifang) 47 ; demonstratio n o f 
Chastity 6 2 

Tai Pan 59 
Tarn, Patrick 123 ; 238; 245 
Tang, Chi-Yoa 1 0 
Teddy Girls (Feinu Zhengzhuan) 143— 

4; 148 ; see also Lung Kong 
Third Cinema 10 ; 98; 133; 135 
Tiananmen Incident/Massacr e 9 6 
Tina an d Tin a Leun g (Dinuo ) ix ; 35; 

182; 188-221 ; 230; 231; 236; 239 
Television an d Enter ta inmen t 

Licensing Authority (TELA ) 9 2 
Television Broadcast s Ltd . (TVB ) 

123-4; 144 ; 217 
Tobias, Mel 16 ; 30 
to-be-looked-at-ness 4 ; 38 
transexual, transexualit y an d 

transgender 3 ; 207-13 ; 239 ; 
transvestite 169 ; see  also 
masquerade 

Truffaut, Francoi s 20 
Tsui Har k 3 ; 92-3; 95; 238 ; 245 ; see 

also Dangerous  Encounters  —  1st 
Kind; Shanghai  Blues 

Turner, Matthe w xiii ; 43 ; 113 ; 116 ; 
118; 186-7 ; 216 

underdog, the 221-2 ; 228-3 0 
under on e roo f (ton g y i w u ya n xia ) 

154 

Varda, Agnes 20 
Variety 13 

Wang Tou Hom 30 ; 40; 44; 65 
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Wang Tung 95; 245; see also Ifl Were 
For Real 

"We ar e al l falle n peopl e unde r thi s 
sky; we might not have known each 
other before, but we converge here" 
(Tongshi tiany a lunluoren , 
xiangfeng heb i zengxiangshi ) 15 3 

West, Mae 2 0 
Wollen, Pete r 20-2 ; 107 ; 180; 246 
Woo, John 3 
Woman's Time 25 ; 57-8; 16 3 
working girl, working girls and working 

women 188-9 ; 191 ; 205; 214-21 ; 
working class women 20 2 

Willeman, Pau l 98; 135-6 ; 156 ; 161 
Williams, Raymond 2 ; 43; 86; 97; 98; 

235-6; 23 8 
Wittig, Monique 3 0 

WorldofSuziWong,The59 
wuxia 1 4 

Xie Caizhen 1 3 

Yau, Esther 85 
ye wen ye wu (good as both scholar and 

warrior) 60 
Yim Ho 95; 246 
Yinfu (licentious woman/women) 211-

3; 21 5 
Yu Mo-wan 14 ; 30; 65 
Yuan Che-kai (Yua n Shikai) 1 0 
Yung, Peter 24 5 
Yunnan 10 ; 240 

Zhang Che 12 4 
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