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62 Staci Ford

Characters in the film try to survive by adjusting to the ‘chi [¢i] of New York
City” without losing their identities or sanity. The film offers a way to think
about difference in diasporic identities and experiences, but is particularly
critical of (as are most of the Hong Kong films I've studied) American Born
Chinese characters ~ particularly men — who are essentialised as lacking
somcthing ~in this case a ‘real’ sense of historical identity. As Chu Yingchi
notes, Thomas, a Chinese American Chinese husband married to a Main-
land woman, does not understand his wife’s wish to bring her mother to New
York because he lacks a deep understanding of how history has wounded
both mother and daughter. (As movie critic Paul Fonoroff notes, this is par-
ticularly incongruous because Thomas actually speaks fluent Mandarin.?)
Another critique of American men generally is, as Chu observes, present in
the subplot between Huang (Taiwanese actress Sylvia Chang) and the men
in her New York City existence. Chu notes, {W]ith her American boyfriend,
Huang’s conversation is about who owns what (earrings and a few books).
With the Taiwanese man, her conversation revolves around family mem-
bers, their past in Taiwan, their present in New York, and their passion for
Chinese culture’

A distinct impression left by several of these films is that the immigrant
existence in New York brings with it the danger of mental instability or
psychosis. Full Moon in New York, Comrades, and An Autumn’s Tale are
more hopeful narratives than Farewell China and Crossings. Audrey Yue
has written about Farewell China as a psychodrama not only showing the
dark side of New York but exposing how national crisis in both the United
States and China take a toll on children of the diaspora. Yue sees the film
as portraying ‘the unspoken reality of mental illness which afflicts many
Chinese students struggling overseas’ 3

Counclusion

L have offered a few ideas about how to read Hong Kong films as they con-
nect with US history, culture, and identity. Flipping the script on Hollywood
paves the way for a consideration of how the United States (and its people
and culture) appear from the perspective of other national and quasi-
national cinemas. Hong Kong films exercise a form of ‘soft power’, to use
Joseph Nye’s term, in their ability to cajole movie-going Americans into
taking a look at themselves in a different light. As these films address
American people, places, modes of exceptionalism, culture, and history,
they offer important albeit often marginalised perspectives that merit closer
and more sustained consideration.

4 Hong Kong television in
Chinatown

Translocal context(s) and '
transnational social formations

Amy Lee

Chinatown and racialisation

Chinatown has long been a complex and prototypical site for tbc study of
Asian American racialisation in Asian American Studies. In literary and
cultural studies, the racialised character of Chinatown manifests itself most
poignantly in representations of Chinatown as Orientalist spectacles,! an.d in
the form of stereotypical images of the Chinese, as figures of the mysterious
and unknown. In her study on Vancouver’s Chinatown, Kay Ander.son
argues quite forcefully that Chinatown is a discursi\fe construgtion, an u:}ea
of place that is coterminous with ideas of race. The 1de§ of Chmgtown, .hke
ideas of race, relies on representations, cultural assumptions and institutions
(as well as the complicity of the community) that give these 1dez}s legltlm‘flcy.
Moreover, these ideas are for the most part a ‘European creation’ ‘Chma-
town is a social construction with a cultural history and a tradition _of
imagery and institutional practice that has givenita cqgnitive and material
reality in and for the West.”> White Europeans used Chinatown to prodt{ce,
reproduce and manage popular notions of the Chinese. Anfi because racial-
isation (the making of racial categories) and place formation are mu!ually
constitutive and enforcing acts, ‘Chinese’ and ‘Chinatown’ became inter-
changeable terms in the popular imaginary. _ .
Of particular interest to scholars is to explain the reasons for and stake§ in
the production of these racialised images. Lisa Loyve pffers a compelling
explication of the project of Asian American racialisation. She argues that
Asian American racialisation allows the US to work through the contra-
dictions between its desire for a homogenous and abstract citizenry and its
needs for cheap, exploitable labour. The racialisation of .the Chinese, a}long
with other groups, serves as the basis for the consolidatlo}'x of US‘ nz'mo.nal
culture through the apparatus of exclusion. At the same time, racmhsaqon
allows for the maximisation of capitalist accumulation through the expl.oua-
tion of racialised labour. Hence, *Asian immigrants and Asian Americans
have been neither “abstract labour” nor “abstract citizens,” but have !)c.:en
historically formed in contradiction to both the economic and the political
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spheres’.* By extension, Chinatown, as a racialised spatial category, can be
posited in contradiction to the US national and economic spheres through
its abjection from national space and as the location where exploited labour
takes place. Studies on racialisation, in effect, define Chinatown primarily in
relation to the national sphere in which it is located and to the Western
imaginary.

More and more, recent studies on Chinatown situate it in relation to
lransnational processes and global structures. In Jan Lin’s study on New
York’s Chinatown, he observes how the informal sector (i.e. vending) and
advaiiced transnational sector (i.e. banking) sit in ‘direct juxtaposition’.
This has led Laguerre to call Chinatown an ‘informal capital city’, a centre
built on informal institutions, linked to satellite clusters, ‘reinforced by its
global relations’ and the institutions and global relations of the formal city
(i.e. New York, San Francisco).’ In Asia, a number of factors such as the
accumulation of trade surpluses, political uncertainty and favourable trading
provisions have caused many investors to divert their investments to the
US.7 Because most of the overseas Chinese investments follow Chinese
sctilements in the US, many of these investments are funnelled through
Chinatowns.® Many cities in the US, like New York City, also actively woo
these overseas investors in order to finance urban development projects. As
a result, the influx of foreign investment from Asia has played a significant
role in redeveloping Chinatown and at the same time exacerbating its class
contradictions.” In these studies, the issue of racialisation is no longer the
primary concern in understanding constructions of Chinatown.

In light of these recent discussions on Chinatown and its imbrication in
global capitalist structures, how might we understand the ways in which the
racial character of this spatial category has not been elided but re-constituted?
This is an important question given the ‘denationalising’ trends in recent
formulations of Asian American Studies." Denationalisation has paved the
way [or us to conceptualise Chinatown’s horizontal relationship with a wider
Chinese diaspora and Asia, specifically Hong Kong,"! thus revising long-
standing understandings of Chinatown as situated primarily in a hierarchical
relationship with the US nation-state. Ensuing these globalising trends is a
sceming diffusion of the centrality of race in the constitution of Chinatown.
For instance, Aihwa Ong and Donald Nonini understand race, or rather
cultural identity, as a strategic tool that can be manipulated by racialised
subjects in the interests of capitalist accumulation, They describe Chinese
cultural identity as a flexible relation ‘of persons and groups to forces and
processes associated with global capitalism and its modernities’.? Trans-
national Chinese publics develop flexible strategies of accumulating capital
by colluding with state siructures at times and transgressing them at others.”®
In a similar vein, Kwai-Cheung Lo argues that in contemporary Hong Kong
diasporic cinema, the diaspora is no longer based on ‘a hierarchical

relationship between the Chinese cultural core and the peripheral status of
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the dispersed Chinese communities’ (Lo calls this the ‘Middle Kingdom
complex’), or for that matter on any essentialist notion of *‘Chineseness’.
These films aim instead to transnationalise the local, in other words to
‘remake or dislocate a given space’ in order to better facilitate cultural and
economic flows. Hence, he observes: ‘the local stands for the transnational
Chinese’. For example, in Hong Kong films, Chinatown is a popular shoot-
ing location for films about migration and the Chinese diaspora but other
than serving as a disengaged backdrop, Chinatown receives little in-depth
exploration.’s Rather, it seems that by de-localising Hong Kong, it is possible
to replicate it everywhere. At the same time, other diasporic spaces such as
Chinatown are made porous for transnational flows. I am interested in how
racialisation, which appears to be placed under erasure in a global world
more interested in economic and cultural flows than race or ethnicity,!
take place. Just like diasporic forms, racial forms also change according to
cultural and capitalist needs, which are more and more informed by the
transnational. The goal of this essay is to elucidate an understanding of
racial formation in Chinatown, as it intersects with gender and class
formations, that takes into consideration the -relationship between trans-
nationalising forces and the persistent claims of US racism, which far from
being alleviated are further exacerbated by transnational processes. The
transnational processes 1 am interested in exploring are those associated
with diasporic movements, colonialism and late capital.

Chinatown serves as a buffer zone, enabling the entry of much-needed
capital while containing its excesses through its abjection from the nation-
state. Likewise, Asia is able to prevent its own excesses from undoing its
capitalist success story by channelling them through Chinatown both
formally and informally (i.e. as in the case of money laundering). Whereas
Asia alleges cultural proximity to Chinatown, the US alleges cultural
distance; these dual processes in Chinatown expose the collusion of Asian
and American capitalist interests. Peter Kwong specifically explores the
relationship between Hong Kong and Chinatown in his article, ‘New York is
Not Chinatown’, in which he argues that the influx of Hong Kong migrants,
capital and industrial know-how to the US and the concomitant economic
boom in New York City’s Chinatown paved the way for Chinatown to
develop into a replica of Hong Kong. However, capitalist speculation, US
Dickensian business practices and racism created instead a backwards
ethnic ghetto, thus eliminating all possibilities for modernisation.”” Hong
Kong, therefore, may be culturally similar but in the end, proves superior,
thus rationalising its speculative actions in Chinatown. The figure of
Chinatown as backwards and ghettoised is effected through Chinatown’s
disjunctive relationship with Asia and America, a figuration that alleviates
as much as it threatens to expose the contradictions of US and Asian
capital.
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Hong Kong television and the mediation of transnational
racial formations

This essay explores the transnational racial, class and gender formations
constituting Chinatown with particular reference to its relationship with
Hong Kong, as mediated through the circulation of Hong Kong television
serials. While political, economic and social structures all play a crucial role
in racialising Chinatown, the racial character of Chinatown comes through
most forcefully in cultural representation, probably because culture plays
the most important role in producing and reproducing our ideas of
Chinatown. It is for this reason that I choose a cultural site, i.e. television, as
the object of my study. Yet, exploring the racial character of Chinatown
simply through representations of Chinatown says little about the trans-
national nature of racial formations. This is because representations of
Chinatown, for the most part, do not address the complexity of its trans-
national relationships. The task at hand is to find a new way of thinking
about Chinatown — not as a stable define-able object, which then appears in
representalion — as a location that is, in Appadurai’s terms, ‘primarily
relational and contextual rather than as scalar or spatial’.’® How does this
concept of locality relate to the ‘actual’ and ‘reproducible’ forms of locality
such as the ‘neighbourhood’?® Neighbourhoods, according to Appadurai,
emerge out of specific historical circumstances, out of certain contexts.?
Yet, in a world where different contexts and localities inform people’s
allegiances, the neighbourhood risks the dangers of ‘corrosion’ In other
words, our sense of locality as being in a neighbourhood has been compli-
cated by a sense of locality that crosses multiple sites. Furthermore, what is
distinctive about our changing sense of locality in today’s world is the impact
of ‘mass mediated discourses and practices’.” Our sense of locality in
Chinatown is one that has been eroded and mediated by mass media, i.e. the
global circulation of Hong Kong television serials. Might this cultural
imaginary constituted by transnational media relations say something about
race in a transnational framework that Chinatown as a representative object
does not?

Such an inquiry would require that we consider the ways in which circula-
tion (i.e. the circulation of Hong Kong TV) is in itself a ‘cultural pheno-
menon’® The circulation and consumption of mass media in Chinatown
may constitute meanings in ways that differ from those that have been pro-
duced within Asian American culture traditionally. If, as Lee and LiPuma
posit, ‘the (post)modern transformation of social imaginaries is being
accomipanied by the emergence of inter-translatable transnational forms’*
then we need to examine how these forms translate in and transform the
Chinatown social imaginary.” Of course, this is not to say that representa-
tions do not matter; in fact, this essay is for the most part an analysis of TV
representations, but that context(s) (i.e. the manner of circulation) delimit
and inform the ways in which we read these representations. Hong Kong

e
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TV's circulation to US Chinatowns provides a context for analyzing these
televisual representations as constitutive of Chinese American subjectivities
and for asking how these representations speak fo Chinatown, a relationship
that cannot be founded in representation alone. Although Hong Kong TV
may be an alternative site of culture (i.e. alternative to the US), whether or
not it functions as a counterculture in a subversive way is an open question.
After all, global mass media has often been associated with hegemonising
and homogenising strategies. Perhaps we should think of TV as a site for
witnessing and elucidating different cultures of modernity, giving rise to
what Grewal and Kaplan call ‘scattered hegemonies’.*

In recent Hong Kong diasporic films,” the transnationalised space of
Hong Kong is easily mapped onto the space of Chinatown like a spatial
palimpsest, which invites us to consider how each of these spaces are
constructed through the other. Though Hong Kong TV representations do
not re-create this spatial palimpsest, I argue that they nonetheless perform
an allegorical function that mediates the relationship between Hong Kong
and Chinatown, similar to the work of the palimpsest. My understanding of
allegory is borrowed from Lisa Lowe, who argues: ‘[ T]he concept of allegory
presumes that social and historical processes are not transparent, taking
place through what Benjamin calls “correspondences” rather than through
figures that represent or reflect a given totality.” By employing the use of
allegory, I understand the relationship between Hong Kong and Chinatown
as one that is not based on analogy or resemblance but on ‘displaced,
mediated connections’.? The figurations of colonialism, postcoloniality,
globalism and modernity within Hong Kong TV do not reflect the processes
of racialisation and globalisation in Chinatown per se, but in pointing out
their contradictions and excesses, I show how they illuminate a different
sense of globalism and racialisation in Chinatown from the stereotypical
one. Furthermore, the circulation of HK TV elucidates the disjunctures
between Asian identity and Asian American identity, postcolonial and
multicultural discourses, Asian modernity and American capitalism and
melodramatic excess and working class politics. What is not shown in the
figures of American and Asian American representations of Chinatown
may in a paradoxical way show up in the figures of Hong Kong television.
My concern in this essay, therefore, is not in how Chinatown is represented
on Hong Kong TV but how its absence from the text directs us to other ways
it may be figured, through abstract social relations in a globalising economy,
into the televisual text.¥ Far from seeing Chinatown as an isolated ghetto,
this essay attempts to situate it in a global network, vis-a-vis Hong Kong and
its television culture.

In this essay, I analyse the treatment of domesticity and its excesses ina
popular Hong Kong TV serial, Looking Back in Anger (#1414, TVB,
1987).3 1 argue that its representation of domesticity and its excesses
allegorises and critiques the racialised and gendered logic of modernity.
Most importantly, I consider the ways in which Chinatown is implicated in
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Allegories of modernity

Looking Back in Anger allegorises for Chinatown viewers the experiences
of racial discrimination, and class and gender inequalities under British rule.
Yei, this narrative is quickly superseded by the birth of the Hong Kong
family empire, which offers the fantasy of overcoming the inequalities per-
petuated by the colonialism through the promises of unrivalled capitalist
opportunities made possible only by eclipsing the role of the colonial govern-
ment and replacing it with the family and its sense of economic individualism.
Since state apparatuses have taken quite a visible role in Chinatown’s sense
of oppression, this is a fantasy certainly worth having.* In a way, this fantasy
mirrors the Model Minority myth that defines Asian American racialisation;
that is, Asian Americans unlike other racialised minorities have been able to
overcome inequalities and become ‘successful Americans’. Chinatown has
in its own way taken up the ideologies of familialism, ethnic solidarity and
economic individualism in order to overcome the obstacles set up by the US
nalion-state. Both the Model Minority Myth and the myth of the Hong
Kong family empire occlude the role of the state. Yet, as Looking Back in
Anger illustrates, capitalist success achieved through ethnic solidarity and
familialism is dependent on the reproduction of social inequalities. Primarily
a working class community, Chinatown sees in the family empire the faces of
their own oppressors. Chinatown is by no means a unified community; some
of the worst injustices that people in Chinatown face are suffered at the
hands of their co-ethnic employers and landlords. In this sense, the circula-
tion of Hong Kong TV drama serials, far from forging a unified diasporic
imaginary, works instead to highlight the contradictions of uneven global
relations that underwrite diasporic visions, capitalist modernity and their
intersections with state discourses. Hence, the fantasy of individualism and
familialism does not offer a viable alternative to racism; it is merely
symptomatic of the racist nature of the state.

Though full of contradictions, Looking Back in Anger does attempt to
develop a shared diasporic imaginary and identity through its treatment of
history. Perhaps it is no accident that Looking Back in Anger begins its
narrative with the early history of Hong Kong, usually from the 1960s
onwards, given the fact that many Chinatown residents started migrating
from Hong Kong in the late 1960s after the passing of the 1965 Immigration
and Naturalization Act. This historical narrative not only interpellates Hong
Kong subjects into a televisual version of history but through its global reach
also interpellates Chinatown subjects, many of whom have migrated from
Hong Kong and can therefore make claims on Hong Kong history. History is
important in Hong Kong TV narratives not only because it helps to solidify a
sense of Hong Kong identity but also in order to ensure the popularity of
these serials overseas, by drawing in audiences that share this sense of
history. In short, the globalisation of Hong Kong popular media promises
the development of a Hong Kong diasporic identity, one based in the
representation of popular history.
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The narrative trajectory of Looking Back in Anger is for the most part an
account of a family’s progression from rags to riches. By virtue of the
narrative’s investment in the notion of ‘starting from scratch’, it ensures a
wide audience across a Chinese diaspora familiar with experiences of dis-
placement and relocation. It appeals to Chinese immigrants in US China-
towns not necessarily because it helps to forge a discursive identification
with a prior homeland but because narratives of immigration, building a
home and Asian modernity lend themselves easily to transnationalisation.®
How Chinatown understands its relationship to building a home in the
United States is largely informed through its encounter with fantasies of
modernisation brought there through Hong Kong TV. In other words, Hong
Kong TV narratives are not necessarily rooted in a diasporic culture, which
invokes Chinatown viewers to articulate a relationship with Chineseness as
an essentialist identity but are instead rooted in a form of immigrant culture,
which by transnationalising the local through the trope of immigration and
assimilation, produces an image of migration and settlement thoroughly
mediated by global changes brought on by Asian modernity.

By forging a sense of intimacy between viewers and the grandiose families
of TV melodramas, TV also forges a sense of intimacy between viewers and
the histories that interpenetrate the familial. The family feud in Looking
Back in Anger is intricately embedded in colonial politics (a legal injustice
that one lawyer helps to perpetuate is remembered and invoked by the
family of the victim years later), thus illuminating the ways in which colonial
modernity has through and through intervened in traditional forms of
intimacy. As the case of Looking Back in Anger reveals, sites of intimacy
very often mediate what we understand to be diasporic, political, economic
and historical.

There is another sense of the historical that I want to invoke here —though
a tentative formulation at the moment — that surfaces from the nature of
TV’s circulation. For the Chinatown that took part in Hong Kong history
but never became Hong Kong, Hong Kong popular culture is also perhaps a
signifier of its lack of modernisation and its time-lag vis-a-vis Hong Kong.
Indeed, what is popular in Chinatown is almost always guaranteed by its
popularity in Hong Kong, a trace of Chinatown’s enduring relationship with
Hong Kong rather than an independent cultural phenomenon. In other
words, Chinatown is always on the receiving end of Hong Kong culture. The
popular becomes a marker of temporal (and I would also say class) difference
and it is this difference along with the lack of Chinatown representations on
TV dramas that signifies the historical processes of uneven development in
modernity and solidifies Chinatown’s alterity to US and Asian modernities.”

The crisis of capital: contradictions of class, race and gender

Although the family romance obscures the significance of colonialism in
Hong Kong in the 1980s, the impending crisis of 1997 unleashes middle-class
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them back ogether on the tenth anniversary of their marriage. Geen, holding
onto this {aith, continues to successfully manage his personal relationships
and business. In the very last scene, he is in the church waiting for Guan to
show up. In a {it of desperation, he breaks the clock in the church hoping to
stop time. The logic ol modernity, of time and progress, dissolves into acts of
fate and faith. Someone does show up eventually while he’s sleeping and
slips him a note that reads, *Guan is dead. Please forget’. It is unclear who
the woman is, whether she’s Guan or someone else. Geen runs out of the
Church shouting Guan’s name. In this last scene, the world represented
by Looking Back in Anger is characterised by uncertainty. It is not the
uncertainty of 1997 first introduced in the serial; the crisis of postcolonialism
has come and gone with no major consequences for Geen. Rather, it is the
uncertainty of Geen’s sense of self, the uncertainty of patriarchy and
modernity, that lingers on and that marks the future of Hong Kong. Perhaps,
il we are on an optimistic note, this uncertainty will activate some creative
allernatives and possibilities.

Women end up being the ghosts of the televisual text, reminders of the
patriarchal violence of modernity and global capitalism. The feminine, long
associated with the domestic, however is in the figure of Guan associated
with the fleeting. Women, instead of men, are the ones who are able to leave
home. The moment they leave is when men begin to regret the choices
they’ve made and develop a guilty conscience. The act of leaving, therefore,
however unknowingly, works in a way to discipline men into the new modern
bourgeois subject whose aspirations must never exceed the bounds of his
family, an argument I develop below. The domestic, therefore, is at once
the private sphere of bourgeois society and takes on transnational, and
¢phemeral, dimensions. In this way, the local becomes a palimpsest of the
familial and the transnational while bypassing questions of nation and state-
hood altogether. Women become bearers of an emerging transnational
consciousness that enacts the cosmopolitan middle-class politics desired for
postcolonial Hong Kong.

If abjection is a fundamental element of racialisation*? and national iden-
tity formation,® the presence of the abject works to expose the underlying
mechanisms of subject formation and the relationship of abjection with
broader processes of nation-building and economic modernisation. Yet,
abjection and loss are also, as Eng and Kazanjian suggest, ‘laden with
creative political potential’.* The containment of the abject (i.e. Hong) does
not in the end entail the restoration of a healthy and content society. What
the repression of the abject male brings into view are haunted female
figures. Unlike her male counterparts who cannot escape the capitalist
fervour of Hong Kong, the obsession over class mobility and the ownership
of property, Guan demonstrates her capability to give it all up, including
those she love, and moves abroad. She represents the possibilities of
straddling both domestic and transnational identities and practices. Most
importanily, as an object of desire, she points to something yet unfulfilled.
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Looking Back in Anger ends with Geen expressing his willingness o give up
his fraternal and filial loyalties and successful business to be with the love of
his life. He wants only to live a simple, happy life with his lover. As such,
Guan represents a kind of bourgeois, middle-class lifestyle unburdened by
the whims of the economy and the demands of politics. What is aimed for,
in other words, is the wilful forgetting and occlusion of the politics of
colonialism, postcolonialism and Asian modernity. Yet, Guan never returns;
this haunts the text by disallowing the fulfilment of a fantasy of romance,
family and reunion. Perhaps, the uncertainty that Guan inscribes at the end
of the serial opens up room for imagining new, as yet unarticulated possi-
bilities, in faraway places.®

For the Chinatown viewer, this serial offers the fantasy of class mobility,
and hence a way to escape the poverty and racial abjection that inscribe their
experiences. Yet, the presence of the wounded woman and the uncertain
ending buffer, in a sense, identification with either the protagonist (the
hero) or the antagonist (the abject) and lead us to identify with a different,
yet unnamed, future (the female figure). The fantasy of class mobility that
the serial builds up collapses in the end, thus inculcating a sense of despair in
the face of bourgeois wealth. What we desire is the return of the fleeting
woman, which will resolve the contradictions and excesses of capital and
fulfil the serial’s dream for a future bourgeois existence devoid of politics.
Yet she never returns and becomes instead the abject of this fantasy. And in
the desire to ‘look’ for her, we may end up with a new vision, one that must
exceed the limits of our location.

Conclusion

In this essay, I treat Hong Kong TV as a kind of chronotope, a concept that
Ong and Nonini borrow from Bakhtin to describe ‘time-bound, irreversible
paths or itineraries of connection between places that are spanned by imag-
ined and remembered narratives of Chinese transnational practices and
discourses’.* Hong Kong TV permeates the path between Hong Kong and
Chinatown and upon reaching Chinatown becomes a part of Asian American
culture. On the one hand, I am interested in a critical reading and analysis of
Hong Kong TV representations of domesticity, race, class and gender. On
the other hand, because of the circulatory nature of these TV texts, it is
impossible to analyse these representations as self-contained within the text.
In this essay, I have employed critical and cultural theories to explore the
ways in which televisual content interanimate with different cultural con-
cerns and contexts (i.e. Hong Kong and Chinatown). In other words,
televisual meanings are not constructed out of individual encounters with
the televisual text but rather gain legibility through the cultural milieu they
travel through and in a sense, emblematise.” The disjunctures that arise
between reception context(s) in the different ways that televisual texts are
given meaning provide a point of departure for understanding transnational
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favourige location for the filming of Hong Kong Productions.’ The import-
ance of Thailand as ap overseas market s pot surprising considering both

Hong Kong-Thailang cinematic Connection, both i terms of film digstri.
bution and Co-production, js fostered in part by Sino-Thaj involvemen jn
the film business; for €xample, Sahamongkol Film, one of Thailand’s most

for Hong Kong films. Law Kar and Frank Bren report such location shoots
(along with Co-production) picking up steam during the 19503 Indeed, in
Cathay’s 1959 film Ajr Hostess, an incidental dialogue exchange suggests
that Thaj locations are by that point already commonplace (an actress en
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