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Yuan Jingyi hosts a celebration for the Chinese-Japanese Goodwill Committee. Shortly
after Colonel Okamoto departs, he i1s assassinated, with a yellow silk scarf left at the scene.
Military Police Captain Sakata and Detective Zhang Jiaxiang launch an investigation. Yuan's
son, Liu Wenlin, serves as deputy station chief of the Nanjing Intelligence Station, while his
sister Liu Wenlan and their associates Bao Jian and Zhang Lingying are all members of the
resistance organization.To protect the organization, Wenlin dispatches Bao Jian to retrieve the
silk scarf. Fearing for his safety, Lingying also infiltrates the military police headquarters but

is captured. Fortunately, Wenlin rescues her and takes her to hide at Xiao Hong's place.

Xiao Hong's parents were killed by the Japanese. She and Wenlin were once lovers, but
with the national crisis at hand, they must temporarily set aside their personal romance. To
serve the cause, Xiao Hong becomes a courtesan to gain access to Intelligence Officer
Yamashita. Determined to completely destroy the Nanjing Intelligence Station and capture the
elusive "Chongqing No. 1," the Japanese specially deploy Intelligence Agent Nishimura to
oversee the operation. However, they consistently fail to trace Chongqing No. 1's

whereabouts.
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A War Without Context: Siddhartha Chanakya’s Sanduk (2025) and
the Ambiguities of Conflict in an Era of Neo-Nationalism

Nishant Upadhyay

PhD is an upcoming postdoctoral fellow at the Tsinghua Institute of Advanced Studies (TIAS) for
Social Sciences and Humanities.

He received his doctoral degree from the University of Texas at Austin, where his doctoral research
focused on the role of Ithna’ashari or Twelver Shia Muslim institutions, individuals, and leaders in
shaping India’s domestic democratic discourse around the two watershed cases: the
Babri-Ramjanmabhumi Dispute and Triple Talaq cases. His doctoral dissertation, which has been
remarked as “exceptional” for its analysis and the use of Agamben’s theoretical framework on South
Asia and producing a new perspective on the cases which have defined and shaped India’s political
path in the modern times. His research interests broadly include political philosophy and theory,
politics, international relations, colonialism, colonial psycho-pathology and nationalism and
neo-nationalism in South Asia, regional and global literature — especially, Hindi, Urdu, and Persian
literatures — linguistic theory, animal studies and the problem of categories, and writing socio-political
critiques of South Asia. Nishant’s researches are appearing in leading journals, such as Middle-East
Critique, International Critical Thought, Contemporary South Asia, Contemporary Islam, Sophia: The
Journal of Indian Philosophy as well as in some collected volumes on Middle-East, South Asia, and
East Asia.

Abstract

Indian war cinema has long relied on clear binaries—self/other, India/Pakistan, hero/enemy—to
reinforce nationalist narratives, often portraying the military as a monolithic defender amid rising
neo-nationalism. Siddhartha Chanakya’s experimental film Sanduk (2025) disrupts this tradition by
depicting a nuclear war devoid of context: no identifiable enemy, no battlefield heroism, only three
characters navigating a barren landscape where conflict is an ambient, inexorable reality. Blending
science fiction, magical realism, and ecological allegory, Sanduk reframes war as a psychological and
existential condition rather than a geopolitical contest. This paper interrogates Sanduk’s radical
departure from mainstream Indian war cinema, analyzing how its ambiguous portrayal of conflict
critiques the uncritical militarism pervasive in Bollywood and South Asia’s escalating nuclear
tensions. | examine the film’s subversion of genre conventions—its sparse dialogue, surreal visuals,
absence of a“protagonist”in a conventional sense, and rejection of nationalist tropes—to argue that
Sanduk offers a new cinematic language for representing war’s absurdity and human cost. Beyond
textual analysis, the paper situates the film within broader discourses: How does Sanduk challenge
India’s neo-nationalist appropriation of military imagery? What does its lack of a defined "enemy"
reveal about the dehumanizing logic of modern warfare? And how might its experimental form
inspire alternative narratives amid the spectre of nuclear annihilation? By bridging film studies,
political theory, and cultural critique, this paper contributes to the conference’s focus on war cinema’s
aesthetic and ideological evolution in Asia. It particularly engages with themes of narrative
innovation, national identity, and Cold War/New Cold War media legacies, offering a timely study of
how independent filmmakers reimagine conflict in an age of perpetual crisis.

Keywords: War Cinema; Sanduk; India; Neo-Nationalism; Nuclear Apocalypse; Magical Realism
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Transnational Cinema Networks in Cold War Asia:

Affection Transcends from Taipei to Saigon

Junwei LU (PhD candidate in film studies, University of Glasgow, UK)
PhD candidate in film studies, University of Glasgow, UK

Junwei Lu (Z1£%KX) is a third-year PhD candidate in Film Studies at the University of
Glasgow, Scotland. He is especially interested in the intersections of postcoloniality,
childhood, and transnationalism, with a specific focus on Taiwanese cinema, Sinophone
cinema, and Asian cinema. His broader work draws on film theory, visual culture, and
interdisciplinary methods across the humanities and social sciences. Prior to his doctoral
studies, Junwei earned his MA in Communication and Media Studies and dual undergraduate
degrees in Chinese Literature and Sociology from National Chengchi University in Taiwan.
His academic writing has been published in Cultural Studies Quarterly and the Journal of
Audio-Visual Media and Technologies, and he has presented his research at internationally
prestigious conferences, including BAFTSS, Screen, and IAMHIST.

Apart from academic experience, Junwei previously worked as a programming assistant at
Glasgow Short Film Festival, where he gained substantial experience in international
curation. He has also curated and coordinated several film events and festivals, including the
Southeast Asian Film Festival and the Chinese-Language Film Festival in Taiwan. His
professional background includes roles in academic coordination, media production, and
cultural programming. He is passionate about building interdisciplinary and cross-cultural
dialogue through research, curation, and education.

Abstract

During the Cold War, cinema emerged as a powerful instrument of cultural diplomacy in
Asia, serving as a battleground for ideological struggles between the “free world” and
communist blocs (Lee, 2020). Within this context, the 1967 film Saigon Out of War (75 & &
H{H#5), the first co-production between Taiwan’s Asia Picture Ltd. and South Vietnam’s My
Van Films Studio, stands as a compelling yet understudied artefact of transnational cinema
networks. Far from being a mere vehicle for anti-Communist propaganda, this film
encapsulates a complex interplay of commercial ambitions, unique narrative perspectives, and
sociocultural dynamics shaped by the transient alliances of Cold War Asia. Saigon Out of War
was celebrated in its time as a symbol of cultural solidarity between the Republic of China
(Taiwan) and the Republic of Vietnam (Viét Nam Cong hoa, VNCH), yet its enigmatic status
today underscores its marginality in post-unification Vietnam’s cultural memory (Guha,
2022). This essay argues that Saigon Out of War transcends its diplomatic origins, reflecting a
broader Cold War cinema network driven by profit-oriented production, a distinctive South
Vietnamese perspective on the Vietnam War, and a sociocultural circuit of diaspora marked by
the erasure of “Southernness”.
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In addition to film analysis, this analysis relies on archival materials — press clippings,
government cultural exchange records, and promotional discourse — to reconstruct its
significance. By examining Saigon Out of War through three analytical lenses — its production
within Cold War cinema networks, its textual mystique and representation of the Vietnam
War, and its eventual circulation through star personas and diasporic memory — this essay
illuminates the film’s role in displaying dispersed affections that disseminate from place to
place. Drawing on scholarship such as Berry’s (2024) framing of Taiwanese-language cinema
as a transnational Cold War phenomenon and Klein’s (2020) concept of Cold War
cosmopolitanism, this study not only excavates a neglected sphere of cinematic history but
also responds to the epistemological challenge of studying “missing” films. In doing so, it
calls for a re-evaluation of Cold War cinema historiography, drawing on Benjamin’s spirit:
“projects that are forcibly interrupted gesture towards the historic moment that compelled
their incompletion, and also point to our responsibility towards relating this history (Ahmadi,
2021: 28),” where cultural diplomacy, commercial motives, and affective alliances intertwine
in unexpected ways, gesturing toward the historic moment that compelled the film’s
incompletion and our responsibility to recover its legacy.
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Caged Bodies, Warring States: Philippine Sexploitation Cinema and

the Subversive Erotics of Dictatorship

Julien Paret

Assistant Professor and Director, Alliance Centre for Eurasian Studies; Head of Department,
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Dr. Julien Paret is the Director of the Alliance Centre for Eurasian Studies and the Head of the
Department of Political Science at Alliance University (Bangalore, India). A versatile
academic with a cross-disciplinary outlook, he specialises in political science and cultural
studies. His research focuses on the intersection of ideologies and cultural productions,
examining how discourse and symbols in films, series, games, and other media shape and
reflect societal values, ruling ideas, and power structures.

Abstract

Arguing they served as cinematic insurgency, this abstract attempts to reveal the political
potency of Philippine bomba (sexploitation cinema) and transnational women-in-prison (WiP)
co-productions during Ferdinand Marcos’ dictatorship. These films embodied critiques of
state authoritarianism, Cold War imperialism, and patriarchal control by weaponising bodily
spectacle—confinement, erotic violence, and voyeurism—thus transforming the screen into a
contested territory where hegemonic power was both enacted and destabilised. By means of
analysis of several movies, including Women in Cages (1971), Savage Sisters (1974), Scorpio
Nights (1985), Silip (1985), and Bilanggo sa Dilim (1986), we will underscore how
“lowbrow” aesthetics became survival strategies for filmmakers negotiating martial law
censorship, so generating wartime documents of embodied resistance.

Under the direction of actress Imee Marcos, the daughter of the dictator, who oversaw the
Experimental Cinema of the Philippines (ECP), a government-owned company founded to
support the expansion of the local film industry, the Marcos government created a paradoxical
ecosystem whereby state-owned propaganda coexisted with a thriving underground B-movie
industry. Presidential Decree 1081 forbade overt dissent, forcing directors to cover subversion
in exploitation clichés, using incarceration stories as allegories for military detention.
Tenement claustrophobia in Scorpio Nights, for example, exemplified surveillance culture,
where voyeurism echoed military intrusion into private life; rape scenes symbolised the state’s
violation of democracy, while the pito-pito system (7-day shoots) enabled quick allegorical
productions. Filmmakers were thus able to avoid censors by embedding dissent into
commercially feasible formulas thanks to this “aesthetics of haste.”

Funded by Roger Corman’s New World Pictures, U.S.-Philippine co-productions like
Women in Cages (1971) and Savage Sisters (1974) modified Filipino labour and locations for
Western grindhouse markets. Still, beneath exoticized surfaces they encouraged inadvertent
homogeneity. Women in Cages presented its jungle prison as a parable for American military

21



bases, with guards representing colonial hierarchies. These partnerships allowed Black
actresses and dark-skinned Filipino crews to negotiate shared oppression; their characters
weaponised sexuality against corrupt politicians, thereby challenging racism, classism, and
authoritarianism. Such movies completely rethink Laura Mulvey’s theory of the male gaze.
Though often written off as gratuitous, voyeuristic shower scenes—symbolised
state-sanctioned violation—became acts of defiance for female heroes. In the same vein, the
protagonist in Silip (1985) had religious celibacy that matched Marcos’s “virtuous nation”
propaganda; her erotic awakening marked buried dissent, acting as a tactical reversal of the
gaze politics of exploitation film, where the object of sexual looking becomes the crux of
subversive drives.

WiP exports revealed transnational hierarchies, while bomba’s use of Tagalog lingered a
national audience excluded from state propaganda. The Manila setting of Scorpio Nights and
the meta-commentary on censorship by Bilanggo sa Dilim produced collective awareness of
shared repression, engendering a counter public sphere from bodily metaphor. As a result,
wartime Philippine sexploitation cinema was neither a simple symptom of repression nor an
apolitical escape. It was a dialogic space where directors negotiated authoritarian trauma
through corporeal symbolism. Today, films such as Katips (2022) push back against the way
the Marcos era is being rewritten in movies like Maid in Malacafiang (2022) by using
symbolic storytelling, showing that genre cinema is still a place where the fight for historical
truth happens in the shaky space where the female body acts as both a weapon and a witness.
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Ann Hui’s “Boat People”:
Projection of Hong Kong people to the unknown future in the 1980°s
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Abstract

A crowded wooden boat is sailing toward the sea horizon, leaving the inland far behind.
The boat steadily swung up and down in the endless waves. A girl and a younger boy on the
boat are staring at the front, as if imagining their unknown future pessimistically, the close-up
of their serious and worrying faces finally freezes.

The ending scene of Ann Hui’s Boat People (1982) described above not only captured the
psychological status of the Vietnamese escaped from communist party rule in 80’s. It also
represented the lost and puzzled emotion of its primary audience in 1982: Hong Kong
citizens.

Boat People was a story of a Japanese photojournalist, Akutagawa, who attempted to
explore and document post-1975 liberation Vietnam with his camera. In Danang, he met
locals like Cam Nuong, her family members and To-Minh. After taking a glimpse at the truth
of New Economy Zone, he discovered the rotten reality of Vietnam and realised the fate of
these local people. He finally sacrificed himself to help Cam Nuong and her brother to get on
the boat to seek refuge oversea. Since its first screening, many scholarly writings and film
critiques on Boat People have suggested that Hong Kong people projected their own position
to the Vietnamese in the film. They saw Vietnam as their counterpart, when watching the
Vietnamese suffer under the socialist regime, they imagined their own grim future under
Chinese Communist Party rule after 1997. However, few of these studies had described the
film language that invited the audience to participate in such allegorical interpretation. With
reference to previous studies and existing interviews of Hui in 1980’s, I situate Boat People
back into Hong Kong’s socio-political and film industry context, and suggest that Hong Kong
audience’s response was the result of specific social and political climate. In this paper, I will
analyse Boat People’s narrative, story design and visual elements to argue that the blurring of
boundaries between feature film and documentary enabled Hong Kong audience to project
their fear of the unknown future of themselves during 1980’s.
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Localization is a Funny Business: Translation, Censorship, and the Politics of
Bringing SamHui’s Music to Taiwan Screens

Cameron L. (F B4

PhD candidate in the Department of Asian Languages and Cultures at the University of Michigan,
with a bachelor's in East Asian Studies from Princeton University.

His research sits at the intersection of film studies and translation studies, with a particular focus on
subtitling and dubbing practices in Hong Kong and Taiwan. His writing has appeared in Film
Quarterly, ik &), and Chinese Films Abroad: Distribution and Translation (Routledge, 2024).

Abstract

Hong Kong’s cinematic influence on Taiwan in the late 20th century is often historicized in terms
of the relationship between the Hong Kong New Wave and Taiwan New Cinema.

However, many of the films from the former British colony that were most popular among
Taiwanese audiences were not necessarily critical darlings but rather bombastic comedies with broad
social appeal. Versions shown in Taiwan could nonetheless be quite different from those shown in
Hong Kong due to the dual demands of localization and censorship. While these changes are generally
discussed in terms of Mandarin dubbing or altered scenes, a film’s soundtrack could also change. This
paper argues that the music of Hong Kong cinema is an underexplored yet productive vector for
examining the shifting space for sarcasm in Taiwan’s movie theaters before and after martial law,
using Sam Hui’s (FFf4) catchy “Chin Chin Chin”( (k¥ H#%i#85588)) from the uproarious
Michael Hui (7 ) comedy The Last Message (X ¥ B /i, 1975) as a case study.

The paper begins with a brief summary of the circuitous screening and censorship history of early
Hui brothers films in Taiwan—The Last Message, Private Eyes (3}-/T /\ Wi, 1976), and The Contract
(5 5%, 1978)—before moving through three iterations of “Chin Chin Chin.” The original Cantonese
version provides a sarcastic sendup of the money-mad culture of 1970s Hong Kong, yet modified
lyrics were circulated as part of the publicity for the film’s run in Taiwan 1976. Still written in
colloquial Cantonese—intriguing given contemporary language policies under the KMT—this second
version nonetheless swapped irony for explicit warnings about the dangers of avarice. Combined with
reports of censorship troubles faced by the theme song for the later film Private Eyes during its review
process in Taiwan, the discrepancy between the two versions of “Chin Chin Chin“ suggests an
underappreciated importance censors could ascribe to film ballads in conveying the moral message of
films while still leaving the door open to linguistic pluralism. However, a third iteration of the song—a
Taiwanese-language rendition sung by Jutoupi (2R¥HFZ) for the Taiwan release of the 1994 Hong
Kong film Beginner’s Luck (£} # F) in Hong Kong, (JE & — % {3 ¥ K )in Taiwan)—mirrors a
larger shift in the localization of Hong Kong films from the late 80s to the early 90s. While the use of
Taiwanese as a musical interlude within a larger Mandarin dub to a certain extent reaffirms the
secondary status film distributors assigned to the language at the time, the Taiwanese rendition
nonetheless taps into the sarcasm of the original ”Chin Chin Chin* far more adroitly than the revised
version, highlighting Taiwanese’s growing prominence as a vernacular of satire in the more liberal
media environment of 1990s.
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Beyond Representation:
The Transmedial Spatial Practice in King Hu’s Wuxia Films
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(RIEEMBZ). (EZEFFEIT)EL Journal of Chinese Film Studies.

Abstract

As a key director in the new school wuxia movement, King Hu is widely recognised for his
distinctive visual style and formal experimentation. One of the most significant aspects of
Hu’s cinematic practice lies in his innovative approach to cinematography, particularly his
integration of compositional principles derived from Chinese landscape painting. Hu notes
that the most important aspect of a painting lies in its spatial composition and in how it
conveys a jing. In a film, images should similarly function as an attempt to construct a jing
through details. Therefore, I argue that the cinematography of landscape imagery in Hu’s
wuxia films is not aimed at character development or narrative progression, but rather at
creating a space that we (as scholars) can interpret with the theoretical frameworks of Zong
Bing, Zong Baihua, and Lam Nin-tung. Within this space, images and spectators engage in a
dynamic interplay of perception and affect, giving rise to what Hu describes as a jing. At the
same time, this cinematographic approach functions as a formal strategy aligned with the
Buddhist philosophy Hu seeks to convey.

In this chapter, I first examine the Six Dynasties painter Zong Bing’s understanding of
landscape painting and consider how his ideas can be interpreted in light of Buddhist
philosophy. Building on this, I turn to the theoretical framework proposed by Zong Baihua,
who, drawing from Zong Bing and later generations of landscape painters, explores the
generative process of a jing in landscape paintings. I then analyse how these ideas are further
developed by Lam in relation to the formal construction of cinematic space in Chinese
cinema. Finally, through a case study of Dragon Gate Inn, I examine how Hu employs a
Buddhist perspective that corresponds to Lam’s discussion.
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“From Control and National Security:
Colonial Film Censorship in Hong Kong before 1930"

Z A RZ A
Lam Wong Yiu Wah Chair Professor of Visual Studies, Lingnan University, Hong Kong

WME:

The control of cinema in Hong Kong is rooted in the underpinning ideology of colonialism
to safeguard British rule. Such control of motion pictures began shortly after motion pictures
entered the colony circa 1900. Taking this early view, I want to emphasize that film
censorship in Hong Kong was not a unique Cold War phenomenon, prompted by managing
the perceived ‘threat’ from Communist China, as much of the current literature assumes. In
the long history of film practices before the Cold War, we see the constant monitoring of
entertainment and cultural activities by the colonial administration in response to hazards and

externalities of all sorts.
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22:00. 22:15. 22:30. 22:45, 23:00
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