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Grab your bow and arrow shooting down the nine suns:
Early experimental films of Theater group and its’ impact on the first wave
Hong Kong experimental films in the 1960s

CHOU, Yu-Ling

Abstract

Theater held two film presentations in 1966 and 1967. To some extent, it marked the beginning of
experimental films in Taiwan. Like many other art forms, the beginning is all about loss and interruption.
Among all the featured films at the screenings, only My Newborn Baby and Life Continued by Chuang Ling
have been well preserved. Most of the other films are either lost or undiscovered. In the 1960s, Theater used
a large number of words and just a few images to picture the western films. Similarly, we also attempted to
imagine the beginning of the experimental films that started around 50 years ago by only a few images and
words. The situation brings up a very important lesson regarding experimental films: how should we discuss
the part of the past when it was lost? This study regards Theater, a community that consisted of people
having the same habits, as the historical motivation to the first attempt of experimental films in Taiwan. The
thoughts, discussion and creations inspired by it will also be addressed. We aim to discuss the influence that
Theater had on the experimental films in Taiwan with their translation and practice. It is believed that the
exchanges and cooperations among the artists in Hong Kong and Taiwan promoted by Theater also sped
up the development and expression of the first attempt of experimental films in Hong Kong. Therefore, this

study also focuses on the interactions between the Theater staff and experimental filmmakers in Hong Kong.

Keywords: Theater, modernity, realist movies, The Chinese Student Weekly, the first attempt of
experimental films in Hong Kong
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Foreword

Theater held two film presentations in 1966 and 1967. To some extent, it marked the beginning of
experimental films in Taiwan. Like many other art forms, the beginning is all about loss and interruption.
Among all the presented films in the presentations, only My Newborn Baby and Life Continued by Ling
Chuang are well preserved. Most of the other films are either lost or undiscovered. In the 1960s, Theater
used a large number of words and few images to picture the Western films. Similarly, we also attempt to
imagine the beginning of the experimental films that started around 50 years ago by only a few images and
words. Perhaps, the like-minded nature of Theater was also a cause of the loss of experimental films. This
self-sponsored magazine was printed in a small number (about 1,000 copies per issue). Experimental films
were mostly played at private gatherings then. There were only two public screenings of experimental films
organized by Theater,' the small and site-less distribution resulted in their ahistorical feature. In other words,
the distribution and release of films have decided how the history of films was written. As lan Christie
noted, the history of film was dominated by the published films. He addressed that films will not be written
about until they are seen.” Other than limited screening, the interactions among those people with the same
habit could also lead to the loss of experimental films. The experimental films created in Theater barely
went down history. Liu Yung-Hao (27kf#) put down the term “blank™ for dozens of times out of frustration
in an article on the early experimental films in Taiwan. He used fractional writing to replace detailed cultural

scenes.

The situation brings up a very important lesson regarding experimental films: how should we
discuss the part of the past when it was lost? The similar difficulty can also be seen as English filmologist
Sean Cubitt was writing an anthology of early British video art.” Uncollected by either the national art
collections or the national film and television archive, marginal to the concerns of the art market and the
art establishment... It is that status that made it a political moment: a moment when an aesthetic turned into
a mode of action.” As Cubitt was describing British video art, he started with British video creator Mike
Leggett’s interpretation on one of his earliest works. Cubbit aimed to point out the art ecology in the writing
of video history: “It was not... that the works themselves were political in any but the most oblique sense,
but that the act of making them, the alliances, the scraped together funding, the vision of individual agents
in the art world and the ethos of community building formed a kind of political movement underpinning
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the making of a kind of work which never really established itself in the UK.”” We may not be discussing
the video history here. However, the marginal status of being outside the system or history was similar. We
refer to the community as the historical motivation in this study and discuss the thoughts, discussions and
creations inspired by it. We aim to address Theater’s impact on the first attempt at experimental films in
Taiwan with its translation and practice. Due to the distribution of Theater and cooperation between Taiwan
and Hong Kong, it also sped up the development of the first attempt of experimental films in Hong Kong. In

this study, we will also discuss the interactions between Theater and Hong Kong’s filmmakers.

—_

. Besides public screenings, Theater organized private screenings. For example, Chiu Kang-Chien (ER[f|fd) mentioned that Chen Yao-Chi ([
1#23f7) “found a random place to show us” his film. He was surprised by the high quality of the animation Houyi (J577). Before the official
screening of Chiu’s Alienation (#iff), he showed the film to the members of Theater at a private screening. See Xu, Shuoshun (FTE%F)
“Alienation: Kang Chien Chiu’s Words on the Theater Group and its Short Films” (&iff : ERRIEER TEIS ) BB G F). Film Apprecia-
tion Journal (FBFZNXE). Vol 72, Nov and Dec 1994, pp.65-70.

2. This statement at “Shoot Shoot Shoot: Seminar” of London Film-Makers’ Co-operative in 2002 was his observation on the shooting from
1966 to 1976. Sean Cubitt, “The Past is a Different Medium,” REWIND+PLAY. An Anthology of Early British Video Art, UK: LUX, 2009,
pp.3-4.

3. Ibid.
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What inspired you to shoot films?

“l think it was an impulsive action of mine. There used to be many limitations.

So | felt like | must do it...”*

The first issue of Theater was published in January 1965. Before that, some youngsters who shared
the same passionate on films and drama had held regular meetings for a period of time. In 1964, Chiu just
returned to Taiwan after finishing his study of the drama program at the East-West Center at University of
Hawaii and worked at Dentsu Taiwan.” Chuang worked at the NTU Audio-Visual Center at that time. Li
Chi-Shan (#Z£3%) was shooting Beautiful Duckling (#F A\ZX) at the Central Motion Pictures Corporation
(CMPC) for Lee Hsing (#17). Chen Ching-Feng (B /@) returned from Japan, where he learned movie
production. Huang Hua-Cheng (##£%) was about to quit his job at Taiwan Television (TTV). Cui De-Lin
(E1E#K) was a broadcaster at the Broadcasting Corporation of China (BCC). Chen Ying-Zhen (ffilkiE) was
a rising star with his writing talent. Fang Hsin (773) was a young poet at the Blue Star Poetry Union (852
#fft). These literati had meetings at random places. Chiu and Chuang once met up at Shaomei Ice Cream.
They brought up the idea of organizing a publishing house together. They asked seven of their friends to
sponsor 1,000 Taiwan dollars each if they could. This was how they raised the budget for publishing the
first issue of Theater. The translated articles published in the first three issues of Theater were mostly from
books and magazines that Chiu brought back from Hawaii.

| insisted on including the translation of a full film script and a play script in the magazine. As a result,
the magazine must be a very thick one. Some readers even sent letters to us and told us that we
had provided too much information in one magazine. | told them | would rather be stuffed to death by
information at this time. There was too little information in Taiwan then. So, | would rather you to be

stuffed than to starve.®

As choosing between starvation and satiation of translation, 7/heater had decided to embrace horizontal
transplantation of the western thoughts. “Vacuum of ideas” is an alternative term for this sort of knowledge
starvation and infertility in many studies.” Ever since the Nationalist government’s arrival, there had been
an extreme cultural interruption in Taiwan. The interruption was derived from the government’s complete
sublation of two traditions of naturalism, namely the May Fourth Movement in China and the New Culture
Movement during the Japanese governance. “Ever since 1949, Taiwanese writers had been greatly affected
by the western literature. Many scholars, such as Lau Shiu-Ming (Z#73$%), believe that it resulted from
the fact that these writers could not have learned from the senior writers and their works before the war.
In other words, a certain vacuumed situation had formed for literature due to the ban on the new literature

before 1949.”® The Nationalist government banned and abolished the philosophical legacy of the May

4. Li, Daoming (Z=3EW]) & Shuoshun Xu (FFfifi%#) “Hua-Cheng Huang: This is Originality” (ZE#ERY : i2 52 /R Al). Film Appreciation Jour-
nal (BFSIIE). Sept and Oct 1993, pp.31.

5. Liu Da-Zen (2 X{T) and Chiu both received the scholarship offered by the U.S. Department of State and studied at the East-West Center of
University of Hawaii around 1962. They then become acquainted. Liu, Da-Zen (2 K{T). “Two Years I Spent in the Theater Group” ( &35 )
FRFI4E). Renjian Thought Review (A [HFEAE). Vol 6 (Spring, 2014), pp.195-198.

6.Chiu, Kang Chien (B[l ). ed. Back to Backstreet Offic (B iK% T{E/|\fH). “Ethusiasm, Innocence, Naiveness and Gratitude” (Z{E - #ii
15 - RS2 JEGH). Renjian Thought Review (A [E1FEAR). Vol 6 (Spring, 2014), pp. 189.

7. Lu, Cheng-Hui () IF ). “Modernism in Taiwan: A Look from Art and Social Studies” GRICFEFIESE « 1 L FEMMAEREL) .
Overcoming the Modern (B3¢ TE{X.] ). Vol. 1. Taipei: Taiwan: A Radical Quarterly In Social Studies, pp.2-27.

8. Chang, Sung-sheng (ﬁ%%ﬂ‘(%‘—f) Modernism and the Nativist Resistance: Contemporary Chinese Fiction from Taiwan FRRESE #EHE
CELHRAIHIHAIR). Taipei: Linking Publishing, 2015, p.20.
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Fourth Movement and New Culture Movement in Taiwan. Due to the modernization of Taiwan in the
1950s and 1960s, there was barely any ideology that could explain the tremendous shifts in society. Also,
the authorities decided to abolish the traditions of the May Fourth Movement and New Culture Movement,
which could have balanced or observed the development of modernization.” The intellectual could not
discuss issues regarding political sociology or the land, nor could they obtain satisfaction with military
literature and art or anti-communist and nostalgic model literature. As a result, some literature movements of
modernism were initiated. For example, Wen Hsing (3Z£) and Bi Hui (%) advocated liberalism. Modern
Literature (33fX3CE), on the other hand, attempted to introduce western trends such as existentialism,
stream of consciousness and surrealism to Taiwan through “destructive constructions.”'’ Theater was
established during the introduction of the western trends. It created an illusion as if the national borders
were dissolved in the universal modernization of Taiwan. It also formed an imagination towards a cross-
country art community."' The illusion and imagination attracted many young writers and artists in Taiwan
during the post-war period. They offered certain connections among a group of people in cultural stagnation
and isolation. As a result, a collective community that focused on experimental literature, films, paintings
and music was formed."” This is also why the articles written by the members of Theater were frequently
published in literary magazines. Take the 23rd issue of Modern Literature as an example. It included
Huang’s novel The Bluestone (i517), Chiu’s poem “Washing Hands” () and Chen’s novel Death of a
Hunter (8 \.23E)." The exchange advertising at the corner of the page was the meeting record for the like-
minded people. In March 1966, the Modern Poetry Exhibition was co-organized by Youth Literary ($J$iliZ
k), Modern Literature, Li (%5) and Theater. It was a grand event of collective creation. It gathered a group
of modernist poets and passionate contemporary artists. Together, they curated an integrated exhibition... It

was an unprecedented experimental exhibition that was presented in the most unexpected way.”"*

In “Ying-Zhen Chen’s Separation from Theater: Prehistoric Sparks between Modern and Native
Theater” (BHIREEL KI5 19772 : FC—EBU R BHIRFY 5E AT A )K), Chen Chia-Chi (Fii{3:3{) points out
Chen’s first criticism of modernism should not be his article on Literature Quarterly (3C5Z51]). Instead,
it should be “Toward a New Departure in Modernism: Thoughts on the Recent Production of Waiting for
Godot” (B EZREFHHEE T MERERE ] EREA), which he wrote for the fifth issue of Theater. If so,
the primary scene of the literary renaissance of realism in the 1970s should be traced back to the Theater
period. That is to say, Theater did not just have an influence on the film and theater, but it also affected

literature at a certain level.”> We could say that the members of Theater all helped or fought against the

9. Ibid., p.17.

10. The foreword to the inaugural issue of Modern Literature notes, “We do not want to live our lives with the paralyzed nostalgic mindset. We
have to admit the ill-development of the new literature. It was not a total blank, yet it is indeed barren... We respect the tradition. Yet, we do
not need to complete imitate or abolish them. What we can do is some destructive construction work for the future development.” Liu, Shao-
ming (ZI#3$8). “Foreword” (% H|Zdl). Modern Literature (B3 E2). Vol. 1 (Mar, 1960), p.2.

11. See Note 8.

12. Huang addressed something similar to the collective production of art in Manifesto of the Ecole de Great Taipei (K5It EIRE 5), “See
art as a whole. Find their interrelations. Allow them to present your talents.” Huang quoted the term “collective production of art” from
Kiyoteru Hanada, who advocated the integration of different media forms, such as films, literature, music and art, for an in-depth discussion
of social issues. Huang implemented his idea of the total work of art in his artworks. Interestingly, his idea and implementation indirectly
responded to the post-war avant-garde art in Japan. Some works of Huang’s, such as Experiment 002 (£#002), were created in synchroni-
zation with the emergence of expanded cinema in the 1960s. Huang, Hua-Cheng (F5#£f%) “Ecole de Great Taipei” (K& ALEIK Ecole de
Great Taipei). Theater (B35). Vol. 5. Jan 1966. pp.101 & 106.

13. Modern Literature ($3{X,3CE2). Vol. 23 (1 Feb, 1965).

14. Advertisement Page. Youth Literary (3/Jili S3C2%). Vol. 148. Apr 1966, pp.31.

15. Chen Chia-Chi (Ffi{£H). “Ying-Zhen Chen’s Separation from Theater: Prehistoric Sparks between Modern and Native Theater” ([ (£ il
B2 Bl —BeBUR / 48R s BT ). Art Critique of Taiwan (Blr#IESACT), Vol. 41. 1 Jan 2010, pp.17-25.
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trends of literary modernism. By quoting this inspiring discussion, what I intended to point out was not
the pre-history of the debate over modernist/nativist literature. Instead, I would like to focus on a marginal
scene, namely the pretext of the film: scripts. All the knowledge about the “intellectual” films that Theater
had learned was from the texts--novel-like scripts. Based on their literature knowledge, they all approved
that scripts are the most possible means to introduce modern films. Chiu and Chen may have different
opinions on the modernity of literary translation. However, they both agreed that translation empower film
script to have their own literary life. Also, they both believed that visuality of the script is a unique feature.

The visualized words can be seen as an independent subject.

On Feburary 10, 1982, there was an innovative film forum named “Intellectuals and Films” at Wistaria
Tea House. The forum was organized by Wang Mo-Lin (FZ&#k) and hosted by Wang Li-Xia (JE37I). A
panel of the forum was about the retrospective review of the history, and editors of film magazines were
invited to share their experience of how a like-minded group organized a magazine. Chen talked about
Theater. As always, he criticized the complete westernization. Yet, he also mentioned how delightful
he felt during translation. “We had never seen that film. We did not know what it was about. Everyone
that understands English was given a part of it. I took my part and worked on it. During that process,
I discovered that films and literature have something in common. They are both about thoughts, about
people’s comments and ideas. There was only one thing different. There were images in films. I always find
the film stills fascinating.”'® Apart from the attractive film stills, we should also understand more about the
image of a script as mentioned by Chen. To some extent, the visual and even tactile texts have compensated
for the absence of motion in a film. For example, the first issue of Theater published the translation of
Marguerite Duras’s Hiroshima mon amour. The visuals, postures, tactility and sound indicated in the text

formed a mise-en-sceéne (i.e. the placing on stage) for the film.

As the film starts, two naked shoulders fade in. What we see are just two shoulders, the upper bodies,
embracing. You can say their lower bodies are buried in aches, rain, dew or water. It is up to how you
feel about it. What is important is that we have the feeling: when the dew or sweat evaporates and

disappears, it looks like the precipitation process of mushroom clouds after an atomic explosion."’

Chiu insisted on publishing full scripts on the magazine. What he was trying to do may not have been
compensating the absent images with the text. He was seeking for the form of scripts, a film of text. In
2005, Law Kar (£ ) interviewed Chiu in Bejing. He had always gazed somewhere afar when talking about
his jobs at Theater and Shaw Brothers Studio (AFEX). However, when Law asked him how he obtained the
satisfaction from creating, Chiu’s eyes lighted up immediately. He said: “I have a faith that a script may
be an independent existence if it is good enough. It could be something that people can appreciate just like
novels and plays.” He also noted that film scripts are different from novels. There are images in films. For
example, Last Year at Marienbad (EFAE i) is about the external action. The script cannot be revolving
around the stream of consciousness. It is the limitation and feature of a script to create their visual images.
If the mise-en-scéne, atmosphere and images are all well-presented, it is a good script.'® Therefore, Chiu had

been studying Duras’s Twenty Four Hour Affair and Last Year at Marienbad. He spent a long time creating

16. Other subjects include Huang Chien-Yeh (#5732£) on the magazine Influence (55%), Lin Rui (Fk#) on Cinema Newsletter (Za573Hi),
Wang on the era of preview rooms for films, Jiang Xun (§58))) on Lion Art (EfE#fiiZ£7fr) and Peggy Chiao (FEff[#) on Film Square (Z55&545).
See Wang, Moli (£ 52Fk). “Intellectuals and Films” (513517 T B85 7). Dadi Shenhuo Journal (KI4ETE). Vol. 6 (Apr 1982), pp.43-51.

17. Duras, Marguerite. “Hiroshima mon amour.” trans. Cui Delin (Z2{##£). Theater (J[355). Vol. 1. 1 Jan 1965. p.108.

18. Kar, Law (). “Oral History: The Second Interview with Chiu Kang-Chien ([ 13t 50340 « BRRI{# —3/), Hong Kong Film Archive,
15 Dec. 2015. See Law, Kar (§# ), Yisi Qiao (F571E) & Qin Liu (B1E%8N). Beauty and Madness: Kang Chien Chiu’s Theater, Poetry and
Films (28T« BRRIGEAYEE - 5F - #E5). Hong Kong: Joint Publishing, 2014.
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the visual scene and atmosphere through detailed texts. He even realized a play on paper before the director
did. Chiu then read Lee Pik-Wah’s (Z383) novel Rouge (JHfE]) and its script, which had been revised
for several times without any pleasing result. He revised all the details that should be visualized with text
thoroughly.” For example, he found Anita Mui’s (IF%7) walking posture charming. He then arranged

many specific moves in the script and eventually finalized the script.

Besides translation, Theater also published film and drama scripts created by its members.” These
scripts were written in different forms. Huang’s Golden Teeth (%) was more similar to a novel. He noted
that “every short novel is born to be a film script.””' Other scripts, such as Chu’s An Afternoon Nap (“F-%2),
were more like poems. Based on script creations, the members in Theater attempted to take further action

and seek for the possibility of shooting experimental films and holding screenings.

The ability of appreciation can never be the ability of creation. When you tell people how great Akira
Kurosawa was, it is like when you point at the sun and tell people how hot it is. However, you are not
the sun. You should not stand underneath it and sweat yourself out. The only thing you can do is grab

your bow and arrows and shoot the nine suns down!*

On February 18, 1966, the screening of Theater was held at Tien Educational Center (TEC). The
presented films included Chiu’s Alienation™, Chuang’s Life Continued, Huang’s Seeds (i) and Modern,
Popularity, Sophistication, Wedding. Chiu’s and Huang’s films display many experimental characteristics.
Take Alienation for example.” It presents a scene where a young man sees a worker push a trolley up
a hill at a construction site. He wants to help but there is nothing he can do. He returns home. He sees

the sun through the glass and starts masturbating and mumbling the word “god.””

Modern, Popularity,
Sophistication, Wedding includes many black and white scenes with no narrations It presents a close shot
where someone is wiping the glasses and pounding on the words “Modern, Popularity.” Sometimes the title
of the film will appear on the black and white brackgraoud.”® Chien Chih-Hsin (f&£1Z) described these

“minor films” that confuse the audience. However, Chuang believed they are the revolution of filming

19. During the interview, Chiu mentioned that some people questioned the plots he revised were not different from the original script. However,
he constantly addressed that it was the details that he revised to transfer texts into actual images.

20. The second issue presents Li Zhi-Shan (ZE% %) and Chuang’s Wasteland: A Creation for A Modern Artist (i * 5 —{EEACEZIME),
Li’s Sand, River and the Children (Y ~ 1] ~ #%1{"), Guo Zhong-Xing’s (¥ H18) The Mountain (_I-[11) and Butterflies (8f}i), Chu Bong-
Foo’s (KF1E) The Marks of Sculptures (HE*BRJEPF), Shang Qin’s (& &) Door or the Sky (8% K%%), Chiu’s An Afternoon Nap,
Huang’s The Prophet. The third issue includes Guo Jun’s (8% ) Where Are My Shoes? (3{/J#£0E), Chang’s Only the Burning Sun Is Im-
mortal (F551 H A7), Huang’s Modern, Popularity, Sophistication, Wedding (¥4X.D HIVEDTEIER D N\E D).

21. Yinongnujun (/24X ). “Golden Teeth” (4 5f). Theater (B135) Vol. 3, Jul 1965, p.337.

22. Huangcheng ((23). “Some Cliche Vulgar Words” (— S48 7 R H#EEE). Theater (5155) Vol. 2, 1 Apr 1965, p.117.

23. Due to the masturbation scene in Alienation, Fred Foley ({# FLFf) refused to screen it at TEC. It was played at the China Youth Corps at a
later date.

24. According to the director’s note, Alienation also includes a scene where the young man looks at a caterpillar at the bathroom. He mumbles:
“Looks at you! You are my god!” After a while, he crushes the caterpillar with his fingers. Also, there is a scene where the young man is hit
by a car and sent flying to the electricity pole for three times when he leaves the construction site and walks towards Songjiang Road. Chiu,
Kang Chien (ERFIfz). “Alienated Footnotes” (FiEfHIZEM). Theater (B1$5%) Vol. 5, Apr 1966, pp.167-175.

25. “I wanted to present the feeling of being immobilized when people are isolated from the society through the term ‘lienation.”” Xu, Shu-
oshun (FFfiEiZ#%) “Alienation: Kang Chien Chiu’s Words on the Theater Group and its Short Films” (&iff = ERMIEEE TEI5 1 R e R).
Film Appreciation Journal (F 2K E). Vol 72, Nov and Dec 1994, pp.65.

26. Huang, Hua-Cheng (#3#£%). “Modern, Popularity, Sophistication, Wedding” (B{CD HI1HE DL D ASR). Theater (BlE5) Vol. 5, Apr
1966, pp.189-190.
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technology.”” Chuang’s Life Continued is about the daily life of his pregnant wife, Chen Hsia-Sheng (P
HA). It is almost like a home movie that presents Chen’s everyday life where she gets up at a house near
Waishuangxi, goes to work by bus, buys grocery at the market, and returns home after a long day. The
film authentically records life. Life Continued, as Chuang mentioned, is an “absolutely authentic” film that

opposes tools, lighting and techniques.*®

Judging from the first screening, the first films of modernism Theater created are not just experiments
in form. Chiu’s seemingly random yet provocative expression was also an attempt of cinema verite. He said:
“By making Kao Hsin-Yung (5<% fi) naked, I subconsciously compromised to the authorities. Offensive
jokes are exactly what I aimed for. That is, I compromise to the authorities with these offensive jokes).”””
The documentary language of films was never absent in Theater. The second issue includes Chen’s
“Recording Techniques and Authenticity” (Ft#%77 X 81 E F7%)™ and introduces many works and concepts by
some pioneers of documentary films. For example, Jean Rouch and sociologist Edgar Morin shot Chronicle
of a Summer (—EE KHJFCER) with a 16mm camera and synchronous-sound technology. They then defined
the term “cinema verite.” Theater also published Chuang’s and Chen’s translation of Lindsay Anderson’s
and Tony Richardson’s works since they were important free cinema directors in the U.K. The free cinema
movement of the mid-1950s aimed to protest the hierarchical representation in most of the British films
and encourage photographers to document the authentic lives of the citizens and express their subjective
personal opinions. In his review, Chen praised Anderson’s authentic captures on the depression or loneliness
of the north-England as a documentary director.”’ Chuang focused on the ironic “opposition factor” in the
content and the new modern spirit of Angry Young Man that go against the tradition.”” By writing reviews,
Chen and Chuang aimed to discuss the possibilities of whether films can be used for form experiments or
reality reflection. The screening in 1966 can be seen as a review of these possibilities. It is worth knowing
that the film stills, storyboards, reviews and director’s notes of the featured films at the screenings were
published in the fifth issue of Theater. This issue not only recorded these screenings but also created

significant after-effects.

The fourth issue of Theater published the stills and reviews of Waiting for Godot and The Prophet,
as well as the staff’s debate over the introduction of literature of modernism. The issue had struck a chord.
Therefore, the fifth issue authentically presents the actual incidents and debates from the perspectives of
both sides. Chen’s translation “Nobody Dies: Shades of Patriotism in the Hollywood War and Anti-War
film” QR BILRAEES : ARGV SR i) 2 B 2K E HH) was torn down before this issue was published
due to its anti-war implication.”” Liu Da-Zen (%/7{T), Chen and Hsu Nan-Tsun (FFFi#1) were also removed
from the editor list of this issue. Around the publication date of the fourth issue, Kam Ping-Hing (/A
) and Law from Hong Kong joined Theater. It was also when the Theater staff worked closely with the

27. Chuang, Ling (§i:38). “The Birth of Life Continued” ( 1& | WJHL ). Theater (B1355) Vol. 5, Apr 1966, pp.167-175.

28. Ibid.

29. Chuang noted that Chen, who joined Theater in 1965, used to play The March by James Blue he borrowed from the American Cultural Cen-
ter at Chiu’s newlywed house. Although Chuang did not quite understand the notion of cinema verite promoted by Chen, he may still have
been influenced by the documentary language of The March. See Note 27.

30. Chen, Yao-Chi (Fif#37). “How to make Documentaries and Their Authenticity” (fi#% /7 2\ ELE B %), Theater (BI35) Vol. 3, Jul 1965, pp.
183-196.

31. Hsu, Nan-Tsun (FFFg ). “This Sporting Life” (BRI F ). Theater (B15) Vol. 1, 1 Jan 1965, pp.80.

32. Chuang, Ling (£8). “Tom Jones by Tony Richardson” ((GIRHE T 2242588). Theater (B155) Vol. 1, Jan 1965, pp.82-84.

33. Chiu also discussed the article removal in the fifth issue of Theater. “Chen translated an anti-war article. Huang was a very sensitive person
and believed it might cause us some troubles. We had an internal review and decided to remove that article. I had to go to the KMT Pro-
paganda Office to explain to the officials...” Xu, Shuoshun (ZFfifi%#) “Alienation: Kang Chien Chiu’s Words on the Theater Group and its
Short Films” (i = BRMIEER TBI35% 0 B R ). Film Appreciation Journal (BEFE). Vol 72, Nov and Dec 1994, pp.65.
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intellectuals in Hong Kong. Besides their translation exchanges, they cooperated in some experimental
films (e.g. Kam participated in the making of Huang’s Experiment 002). The fifth issue was an important
turning point. The issues after it included fewer script creations and added in the scene introduction of the
experimental films by Hong Kong contributors. For example, Law translated “American Underground
Movies” CEBIHI T #E#).> In the same issue, Li Xiang’s (%) “Avant-Garde Films in Japan” (H 4<Hii{ %8
#2) was reprinted from United Daily News. Li’s article introduces the experimental film screening held in
Shinjuku in 1964, as well as featured artists such as Nobuhiko Obayashi, Ydichi Takahashi, Takahiko limura
and Donald Richie, Their films were awarded at the Brussels International Experimental Film Festival,
including Sand, House, The People Who Have Eaten, Onan, Wargames and Japanese Patterns.”

After Liu and Chen left Theater, they were invited to be the editors for the first issue of Literature
Quarterly in 1966. Chen just finished shooting Liu Pi-Chia (81./,#%) and The Mountain as his graduation
productions for the master program in UCLA. A group of friends from Literary Season Monthly (3(ZF)
held a grand cinema verite screening for Chen in October 1967 and invited Yao Yi-Wei (#t—%) and Yu Ta-
Kang (#1k#f) to be the hosts.” The Mountain interviews three students of the National College of Arts,
namely Huang, Huang Gui-Rong (¥ &%%) and Mou Tun-Fei (25(7) and asked about their lives and habits.
The film also included the documentary videos of them hiking on Wuzhishan. Chen, the main interviewer,
also attempted to ask them about some sensitive issues about the Vietham war in order to observe their
responses. Liu Pi-Chia is about a Hunan veteran Liu Pi-Chia. He followed the Nationalist government to
Taiwan in 1952 and was then recruited as a worker that reclaimed land and built dams in Fengtien, Hualien.
Through the witty interviews and clever editing, the film is judgmental without bringing up any criticism.”’
Huang compared this screening with the other two screening of Theater. He mentioned he was warned
by the films that Theater was obsessed with. He was also attracted by the authentic language in Chen’s
films. By doing so, he expressed his sorrow seeing the scarce of authentic works in literature and aimed to
reconnect the relations between literature and society.” In the same year, Theater held the second screening
at the Armed Forces Cultural Center and played Huang’s Experiment 002, Cheung Suk-Fong’s (3R#75) Joy
of Life (*E:23£1)), Chuang’s My Newborn Baby (751), Cheung Kuo-Hsiung’s (3R ) Untitled, Hsu Jun-
Yi’s (FF&i%) A Dream in the Afternoon (F4-H7%) and Chang’s Diary (HzD).” This was their last public

34. Law introduces Andy Warhol’s Blowjob (1964) in the sixth issue of Theater. In the seventh and eighth issues, he translated “The 8mm
Situation” (/\K/Ki). In the ninth issue, he published “The Success of Underground Cinema™ (Ml T Z 5% Hi A FEHIGL). It is obvious that
he mainly focused on the introduction of experimental films.

35. The triumph at the Brussels International Experimental Film Festival stimulated Japan’s experimental films to expand further. The history
was recorded in “Underground Cinema and the Art Theatre Guild” written by Hirasawa Go and translated by Au in this collection.

36. Wei, Tian-Cong (F1KEH). “The Days I Spent with Yao Yi-Wei (FIIk— 2 Je 4 (E—#ERITBER H ). A Light Carrier in Dark Nights (%1%
I ELE ). Nov 1998. Taipei: Bookman Books, p.18.

37. Chang Shih-Lun’s (5 1H{f) “Liu Pi-Chia, A Modernity Pioneer of Documentaries” ({0 85% Fr BUCPERTTAVERY KZILH) ) provides
an in-depth analysis on the political indication and presentation of the personal life of existentialism. http://www.funscreen.com.tw/headline.
asp?H_No=615 (Retrieved Nov 20, 2017)

38. Huang, Chung-Ming (% H). “Reflections on Chen Yao-chi’s Works” (& BHETIIE LA ). Youth Literary (SIS EE). Vol. 165. Dec
1967, pp.108-110.

39. According to Chuang's report, A Dream in the Afternoon by the students of the National College of Art was the most similar to a drama film.
The art design of Untitled by Chang was a modern film that consists of many elements. Chang’s Joy of Life zooms in on the face of a sit-in
person. The person crushes sugar cubes and put them into his coffee. He then gets a cigarette and lights the lighter up. In the end, he lights
up the cigarette and starts smoking. Chang’s Diary presents a montage of short clips, including a hammer knocking on Dean’s portrait,
workers knocking on the rocks, the overlook shot where a man steps back and forth, the man disappears after he jumps across the short wall.
Long Sih-Liang’s (§£/8 ) Getting Ready for the Festival (i) presents the stage and back stage of Taiwanese opera with telephoto lens,
including scenes of men having a haircut, ladies getting dressed and killing chickens. In Experiment 002, Huang invited Chang to be the
cameraman and Kam the leading character. Kam was asked to wear a thong and walked on the grassland and the hill of Waishuangxi. The
lens was covered by a round paperboard. There were six screens at the screening. The projector was fixed on an upside-down helmet. Huang
controlled the projector and made the image move on the wall of the hall. Chuang, Ling (#£8). “The Second Screening of the Theater
Group” (Bl — REHFIE). Youth Literary (WHIHiSCEE). Vol. 165. Dec 1967, pp.64-67.

206 The Renaissance of Cultural Memory:
Collected Papers of the Symposium on Reconstructing Art Histories in Contemporary Taiwan



event. After the last issue of Theater was published on January 15, 1968, they were parted.

IV.

We could say there were two major attempts of films during the Theater period, namely the avant-
garde experiment and documentary language. They were inherited from the first attempt of experimental
films in Hong Kong after 1966 and implemented in Chen’s The Mountain and Liu Pi-Chia. Chen was held
in custody for a month due to the Alliance for Taiwanese Democracy in 1968. As a result, the development
of the documentary language in films was suppressed.”” The first experimental film movement of Hong
Kong was introduced to Taiwan when Chiu worked at Shaw Brothers Studio and many articles of Theater
were written based on the resources in Hong Kong. For example, Law and Kam are both translators for
Theater. Law was also an editor and Kam was one of the main writers at The Chinese Student Weekly (H1]

ERE T HR).

The fund of The Chinese Student Weekly mostly came from the Asia Foundation founded by the
Central Intelligence Agency of the U.S. It was established in 1952.*' As the U.S. attempted to suppress
China’s military forces, politics, ideology and economy, The Chinese Student Weekly tried to connect the
Chinese youngsters in Hong Kong and abroad via cultural promotion. The overseas schools for the Chinese,
church schools and official schools all helped establish young people’s idea of humanism and liberalism.*
According to Law’s observations, The Chinese Student Weekly attempted to cultivate the younger
generation about liberalism and modernism with the ideas and cultures of Chinese literati in the 1950s. In
the 1960s, it fully embraced the western thoughts on films.* In 1960, a new column titled Moviedom (&
&) was added to The Chinese Student Weekly. The review column on films gradually gained its influence
with the establishment of the Hong Kong City Hall by the British Hong Kong government and the regular
screening of western films at Studio One, which was established by the Hong Kong Motion Picture Industry
Association in 1962.* Under this influence, college students, such as Wong Wai-Bor (#i#£)%), held a film
review panel at the College Life Club (K475 1) in 1966. The film review panel established the College
Life Film Association (KE4:1HFE &, CLFA) in 1967. Writers such as Law, Kam and Joe Chan (F#{T.) all
served as the commissioners at the executive committee. Also, Xi Xi (FG7%), Lu Li (F£#f) and Wu Hao (52 R)

were active members of the association.

Before the CLFA, there had already been a few experimental videos, but they were never organized or
played in public.* The Chinese Student Weekly and the College Life Club only held screenings and review
meeting of films. For Law, the stills and scripts of experimental films published in the fifth issue of Theater
had a great impact on his imagination of experimental films. To a certain degree, it stimulated the creation
and organization of the experimental film creations in Hong Kong. “This (the first screening of Theater) was

40. When Huang was shooting The Mountain, he was also a shooting assistant for Liu Pi-Chia. He even worked for CMPC with Chen as an art
assistant. The training developed Huang’s ability of relics and field research and inspired his interest in traditional crafts. Lan, Tsu-Wei (85
tHH#T) & Yuan-Ting Yang (1515 15). “Heritage of a Half Century: Huang Yung-sung’s ‘the-empty-becomes-full’ Lifestyle” CK L. & #)f
Aok TVERIZ ) BY435). hitp:/mews.]tn.com.tw/news/culture/paper/1149136 (Retrieved 23 Nov, 2017)

. Zhao, Xifang (#8F% /7). “Novels about Hong Kong Refugees in the 1950s ” (1A CFHE#E R/ Ni#R), Wandering and Belonging: Post-war
Literature in Hong Kong and Taiwan (iSRS - 8% AE & SCE2 B HA(h). Taipei: National Taiwan University Press, p.75.

42. Luo, Ka (§F). “The Chinese Student Weekly in the Cold War ((HRIRF{CHY (B4 ) ). http://www.hkmemory.org/jameswong/

wjs/web/upload/book/5625rokerchinesestudentweekly-e.pdf

43. Ibid.

44. Chiu, Hiu Tung (H8BEfY). Study on Cinematic Writings of Xi Xi in the 1960s (PG78—JL/NOFEAEELEVENFFE). Dissertation of Depart-

ment Chinese Language and Literature, CUHK. 20 Aug 2013, pp. 17-18.
45. Wu, Hao ({fii). “The First Attempt of Experimental Movies (1967-1971)” (&8 5210 25— (1967-1971)). Brochure of the 1975 Exper-
imental Film Festival (E & £75). Mar 4-6, 1975.
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a provocative action to the young filmmakers in Hong Kong. In 1966, there had been more and more non-
amateur filmmakers in Hong Kong. The situation was a response to the provocative action.”*® As a result,
the CLFA also included a screening team and a shooting team other than their research and discussion of
experimental films. There were three screening held by the CLFA. In the fall of 1967, the first unofficial
screening of experimental films was held and included Ho Fan’s (ff]#) Big City Little Man (K#RTi/NA
Y)), Approaching Shadow (#f), Zhou Zong-Lian’s (J&5%if) Hong Kong Brands and Products Expo (L&
) and Law’s An Accident (324}). Writers such as Kam, Lu, Xi Xi, Tan Nai-Sun (§%/5%#8) and Chiu were
all invited. Ho’s avant-garde films Big City Little Man and Approaching Shadow, which he shot during
his free time with the borrowed equipment as he was a set coordinator at Shaw Brothers Studio. The other
works are mostly short drama videos. The CLFA held its second screening for its members in February
1968." In March 1949, the first Amateur Films Exhibition (34837 ) was held.* It is worth knowing that
Huang originally planned to screen two films of his at the exhibition, namely Joy of Life and Hong Kong
Commercial Compilation. Huang noted that he played Hong Kong Commercial Compilation at the Hong
Kong City Hall because that was the only work he brought to Hong Kong at that time. The audience all
showed their appreciation for the film and it made him particularly touched.*” However, the film could not
be played due to copyright issues. This commercial film was also not adopted by Shaw Brothers Studio due

to its peculiar shooting techniques and content.”

In the film list of the first Amateur Films Exhibition, I would like to discuss Law’s Rout Line (Z=#%,
1969), for it is subtly related to Theater. Rout Line starts with the scene where the cameraman is getting
into a limo. As the car drives all the way across Hong Kong, the cameraman shoots the street view along
the way. It is a 10-minute experimental film. The audience could not see the direction of the car. The
car sometimes moves forward and sometimes backward. It drives through Mong Kok, Sham Shui Po,
the theater area, residential area and commercial buildings. The era is captured at the speeding moment,
including ladies in fashionable dresses, drivers and passengers. In the end, the car stops by a two-story
house in Dorset Crescent, Kowloon Tong. The camera then moves to the sign that writes The Chinese
Student Weekly and Chuangjian Experimental Academy (Bl E585F¢). Chuangjian Experimental
Academy was established by a group of intellectuals that advocated liberalism in 1969, including Pao Cho-
Shek (f2#77), who just finished his study in the U.S., Director of The Chinese Student Weekly Lam Yut-
Hang (#41ft1k), Chief Editor of The Chinese Student Weekly Law, writer Hu Ju-Ren (i#% A) and writer
Dai Tian (3X). The founders also included editors of College Life and Pangu (%), such as Zhang Wen-
Xiang (3R HF), Wong, Gu Cang-Wu (& 18) and so on. The location of the academy was a property of
Union Press. They advocated free college and only charged low tuition fees. There were art, literature and
philosophy courses at the academy. The academy had become an important place for the CLFA events.

The intellectuals” modern and left-wing thoughts, including their relations and shifts, could be observed

46. Luo, Ka (##F). “Indepedent Short Fims in Early Hong Kong (- HAfIZE#EMN 8 F). i-GENERATIONS: Independent, Experimental and
Alternative Creations from the 60s to Now (H £ : SHERESHE -~ E - BHAIE). Hong Kong: Hong Kong Film Archive,
2001, pp.20-21 °

47. Featured films included Chen Kun-Yang’s (Fi31#5) The Trapped Beast ([KIEL), Lin Nian-Tong’s (f#K:[5]) Full House ({iiJ%) and About
Three Things (B> ={F58), Ho’s Travel (3§%), Zhao De-Ke’s (¥i{#57) Experiment No. 1 (B&—5%), Lo King-Man’s (J& 5t 30) Shot Practices
($ETEMRTE and Bizarre Things at School (525 1555), Law’s Shadows ([£57) and Doming Lam’s (Fk445%) A Practical Film (B %52). Ibid.

48. Ibid.

49. See Note 4.

50. On 7 October 2017, Law mentioned it during the presentation of his study “Emergence and Interaction of New Forces in Hong Kong and
Taiwan Film Culture: The 1960s-1970s” (#E&2 &5 XL HT 4 ) mAU#8R 8 — S+ 2 £ +51L) at the International Conference on
the Film Histories of Taiwan and Asia Cinemas.
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here.”' As a result, the experimental academy had become the space for the intellectual gatherings. After a
long, meaningful gaze, the cameraman gets off. The shot shifts to the driver who is rolling up the window.
The Amateur Films Exhibition flyer which was designed by Huang based on Chang’s modern photographic
work, fades in on the window in the end. Rout Line is like a visual invitation to a film gathering. It leads the
audience to the gathering through the driving process. It was obviously designed for those who shared the
same habit. Chuangjian Experimental Academy was also like a reactor where the intellectuals reflected their
thoughts and connected to society with education and publications. According to Law, Rout Line attempts to
present a young man’s subjective view towards life after the Hong Kong 1967 leftist riots. Only one point
of view was focused in the film. He had no autonomy. It indicated the situation of Hong Kong, where it can
only move towards one direction. However, the last shot stops at the flyer of a self-sponsored screening.
It symbolizes an exit and a place for the autonomic development.” Interestingly, the exit recognizes the
personnel and visual imagination of Theater, which had ceased publication by then. It formed certain visual
and intellectual interactions and some cross-border communities (the border of opposition resulted from the
Cold War).

This article attempts to discuss the experimental films initiated during the Theater period. It also
discusses the interactions and shifts of the first experimental films in Hong Kong and Taiwan. The events
and community organized by the people may be a source for us to explore this huge gap in history. To
a certain degree, the interactions of experimental images in Hong Kong and Taiwan in the 1960s were
developed in parallel with the promotion of modernity and liberalism under the political structure during
the Cold War. It was different from the explosion effect on experimental images resulted from the Cultural
Revolution in 1966. For example, situationist and sinologist René Vienet also created experimental
images. He was evicted and exiled to Hong Kong due to his criticism of the Cultural Revolution in 1966.
In the end, he settled in Taiwan.” The Cold War politics and ideology structure also form a flowing space
for experimental films with modernity. Theater provided a space for film experiments to develop. These
connections in Taiwan also integrated with Hong Kong’s first attempt at experimental films. Unfortunately,
the development of experimental films had been suppressed for a period of time after the ceased publication
of Theater. It was not until the establishment of the Golden Harvest Award (£:f84%) in 1978 that the
production of experimental films was again promoted and organized. On the other hand, Theater has created
a continuous after-effect. For example, /nfluence, which was founded in 1971, succeeded Theater’s mission
of cinema innovations. Wang Mo-Ling was under a great influence of 7heater. He started writing reviews
and scripts for magazines such as Morning Light (f&)¢) and Modern (81f%) since he was 18.* Wang Fei-Lin
(CEJEMR) believed that Theater had evoked the development of the closed film industry.” Therefore, he paid
tribute to Theater in the first issue of the republished /nfluence, which was funded by the Solar System (KX
[%%) in 1989. It is obvious that Theater was an important conjunction for connecting the modern cultural
fields. (Translated by WANG, Shang-Hao)

5

—

. Tu, Chia Chi (f£5%). “Moderism, Eclaircissement and National Identity: The Poets and Poetic Style of the Creative Poetic Academy
Workshop in 60s Hong Kong (BRACF 58 ~ WHEA L BB fEEIR] « B oS -HAEUR TAVEERRTEREYT ) 23 NBLERIR). hitp://www.
huayugqiao.org/LLM/LLM-1819/LLM181907.htm (Retrieved Dec 3, 2017)

52. Chou, Yu-Ling (& fil}fi#), Interview of Law Kar, October 13, 2017, Sham Shui Po, Hong Kong.

53. As Vienet arrived in Hong Kong, he kept translating publications that criticize the Cultural Revolution. He also created experimental imag-
es, such as Can Dialectics Break Bricks (1972). In 1972, the Cultural Revolution had come to an end. In the same year, Vienet released an
experimental film to criticize the Cultural Revolution. The film is titled One More Effort, Chinaman, if you want to be revolutionaries!

54. Wang, Moli (F22Fk). “Words from the Author” ({F& 7). Chinese Movies and Drama (PRSI 3 5 BdEL &), Taipei: Lianya Publishing
House, 1981.

55. Wang, Feilin ((EJEf£). “Unreality of and Reflections on the Auteur Theory” ({E& GiillJJaE & ¥l ;L 4). An Unfinished Song about His Movie

Dream: Memorial Special for Wang Feilin (—I R 52 E 2 « FIEMHACE L EE). Taipei: Kening Publishing House, 1993, p.131.
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