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Hong Kong Comic Strips and
Japanese Manga

A historical perspective on the influences of
American and Japanese comics on
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Fig. 1 The situation in the Far East (Shiguk Tu), by Tse Tsan-tai, 1899.

- 5

Ty 77 (BHE)) 2 HORBLEFETHELN
T B HEET, [-3&BE (comic strips) ) ®, &
2o B (comics 3 BV ik carioans) ] D BHThH %.
EEEBIA< L7 P ERE, Bhi2oadh
T5, D% YHETOHETIT & » THIES et
nwv7y, FLTHETESYTERSMCBEENE
Al ohEES i ZAshs, PEET Y7 7 ET
FEFH lcomics) ## 3 AAERO BE) 0BT L
BLTH5, <277 (8H) & [EANEEZE
< DEMAFHFTLTWS, LiL<r7 7 (Em &
T A4 GRED | 1, FAFhBMEENEE4 0D
MEEEERL TWD.

FHTIE, 1950480 5 180 FEAI T, Bl
DwTrhs, TAUAEAAOBETICHY EAE
rokikERLEN, FOHBELESRDI, &
EAEEL, SLiEsoMERRY LHDENS
Hr D, TITE, REBITENWOPDOEFET
BENBOEDOERA-ART T 4 TEEAL L
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mm Introduction

“Manhua” is the Chinese word commonly used

in Hong Kong to mean “comic strips,” “comics,”

or “cartoons”” The manhua market in Hong Kong

is divided into two main market shares, the local
marnhua produced by local artists and the sub-licensed
Chinese version of Japanese manga (Lent, 1999).
The kanji character representing “manhua” in
Chinese is the same as that of “manga,” the Japanese
term for comics. Although manhua and manga share

" many similarities as visual art, they also mirror the
upiqueness of the individual cultures from which
they emerge. '

This article uses the survey and case study

methods to trace the development of Hong Kong's
manhua under the influences of American and
Japanese comics from the 1950s to 1980s. It uses
a historical perspective by first examining the
definition of this new art form, manhua, in modern
China, and following its development through to
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1920 AT BRI, HEFORETHL <V
7 iR TRE LT, OB 3% 8N
(comic strips) ¥ 7 = A — ¥ 3 »BH (cartoons) 12247
LIvThie, ZH6 ORI TFEKE (fengel hua) I,
M8EH (baodao hua) 1, TEZEME (yuyi hua) ), £L
T TEAERIE (jilu hua) ) B END., w77 ENHEE
&, BT, HERBREMETHE 72 A A (Feng
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PHOERTEE L CRM S, BEER NEE) i

the end of the Second World War, The roles played
in manhua'’s evolution by American cartoons in the
1950z and Japanese manga in the 1970s will be
discussed. Examples will be used to help illustrate
the impact of these external influences on localty
preduced manhua,

mm The new art form

Before the mid-1920s, when the Chinese term
manhua came into popular use, other terms applied
to comic strips and cartoons included “satirical
drawing” (fengci hua), “reporting picture” (baodao
hua), “allegorical picture” (yuyt hna), and “recording
picture” {jilu hua) (Hung, 1994), The term “manhua”
was first introduced by the famous artist Feng Zikai
(1898-1975) in 1925 as the Chinese loan-word

form of the Japanese “manga,” used in Katsushika

Hokusai's Hokusai manga in 1814 (Harbsmeier,
1594), ’
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This newly evolved art, which Feng coined
“manhua” in reference to his work, was soon
recognized as a powerful art form and began
attracting the interest and involvement of other
famous artists (Hung, 1934). The content of
Feng’s manhua and that of his followers was more
light-hearted, portraying situations and themes from
everyday life, compared to the hardcore political
satire and caricature that would characterize the
medium in later stages.

The first cartoen drawn by a Chinese person in
Hong Kong, The Situation in the Far East (Shiguk
Tu) [Fig. 1], was completed by Tse Tsan-tai in 1899
(Wong, and Yeung, 1999). Tse was a supporter
of Sun Yat-gen’s revolutionary ideas, and was
disturbed by the presence of forgign-ruled enclaves
and ports resulting from numerous unequal treaties
and agreements between the Qing government and
foreign countries since 1842, Manhua became an

important form of popular media for educating

ordinary people about the political crisis in China,
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Fig. 3 Mr. Wang (Wang Xianshengl,
by Yeh Qian-yu, first published in 1928.

and so owes some of its growth in status to politics
and war.

The majority of manhua produced in China
and Hong Kong from the 1930s onward focused
primarily on politics and current events, with
themes such as mass education, the spreading of
revolutionary ideas, and encouraging resistance
of foreign powers. During the decades prior to
the 1930s, the themes of most manhua remained
refatively stable, but the content, style, and manner
of expression was developing and improving. By
the 1930s, Shanghai was the center of manhua
production in the region and this era is widely
considered “the golden age of Chinese cartoons”
(Hung, 1994), Meanwhile, the popularity and
production of cartoons had spread beyond Shanghai
and into other outlying cities. Hong Kong would
come to play an important supportive role in the
development of Chinese manhua, as a backup outlet
for controversial manhua throughout the different
political stages of Chinese history (Wong, 2002a).
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mm The new development
after the Second World War

After the end of the Second World War, manhua
publication shifted again in focus, this time toward
lighthearted topics such as humorous vignettes of
everyday life. The format began leaning toward
serialized stories that were continued in a publication
from one week to the next. The political cartoon
receded rapidly into the background, although
continuing poelitical instability in Mainland China
kept political cartooning ative through 1949 as it
documented the struggles between the National

and Communist Parties. The most significant work
of this period was This is a Cartoon Era (Zheshi
Yige Manhua Shidai) [Fig. 2], published in 1947 by
the anti-nationalist cartoon artists’ group, Renjian
Huahui (Wong, and Yeung, 1999). Group members
included Mainland cartoonists Lio Bingxiong,
Zhang Guangyu, and Zhang Wanyuan, who had been
purged by the National Party and fled to Hong Kong.
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After the communists seized power in Mainland
Chiha with the formation of the People’s Republic
of China {PRC), most of the pro-communist artists
originally from the Mainland China returned there.
After the establishment of the PRC in October
1949, Hong Kong saw radical changes in many
aspects of everyday life, including manhua
publication, Before the formation of the PRC,
Mainland China was the main source of publications
for Chinese readers in Hong Kong, other Southeast
Asian countries, and in Chinese communities
abroad. However, under the new regime, manhua
without communist content was considered evil and
subversive, and its production was soon halted. The
1950s saw the influx of money and people from
Mainland China to Hong Kong. With the outhreak
of Cold War between capitalist and communist
countries, Hong Kong became one of the closest

capitalist governments to resist the spread of “red
power” (Wong, 2002b).
Under such circumstances Hong Kong, as
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the sole capitalist society on Chinese soil, became
the only locale in the Greater China region able to
participate in the further development of modern
manhua. After a few years of reliance upon reprints
of pre-war material, Hong Kong embraced the new
opportunity to expand the production of manhua.
With the post-war baby boom, most manhua
produced for children’s publication during this
period were largely popular and sold very well.
Cut off from sources of inspiration arising from
everyday culture in Mainland China, Hong Kong’s
manhua artists soon turned to American cartoons for
inspiration in the 1950s and 1960s (Wong, 2002a).

mm The influences of American cartoons

After the Second World War, mainstream manhua

in Hong Kong leaned toward entertainment rather
than sertous critiques of current events and political
situations. Character cartoons with a protagonist and
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Fig. 4 Shanghai Skatch {Shanghai Manhua), first published in 1828,

Es5Tyra -7zl 1954 AT
Fig. 5 Little Angeli first published in 1954.

6 FREREL, 195356
Fig. 6 Children's Paradise {Ertong Yueyuen), first published in 1953.
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narrative focused on everyday life became popular
during the 1950s and 1960s. This gefnre’s origin can
be traced to Shanghai as far back as the 1920s, when
miniseries cartoons began appearing in magazines
and newspapers. The first manhua series featuring
a recurring character, Mr. Wang (Wang Xiansheng)
[Fig. 31, was created by Yeh Qian-yu and published in
Shanghai Sketch in 1928 [Fig. 41 {Hung, 1994). This
genre was influenced by Western/American cartoons
such as Ally Sloper’s Half Holiday (Gilbert Dalziel,
1884) and The Yellow Kid (Richard Qutcault, 1896).
American cartoon books in English had been
available through various channels in Hong Kong
before the Second World War. However, these
publications were intended primarily for native
Fnglish speakers living ahroad, and were not popular
in the Chinese community. By the early 1950s, some
American cartoon books had been translated into
Chinese and published in Hong Kong, popularizing
characters such as Pinocchio, Mickey Mouse,
Donald Duck, and Elmer Fudd. Due to the lack of
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new manhua developments in Mainland China and
the relative lack of experience and exposure of many
local cartoonists, American cartoon beoks became
the highest form of manhua available to Hong Kong
readers at that time (Wong, 2002b).

Ags a result, many locally produced cartoons
exhibited obvious American influences. For example,
one of the most popular children’s magazines, Little
Angeli [Fig. 5], created by the Bao brothers in 1954,
featured small, round-faced characters modeled after
Little Abner, Popeye, and other American characters,
The most tong-lived manhua periodical for children,
Children’s Paradise (Ertong Yueyuen) [Fig. 6], first
published in 1953, was founded and edited by Law
Guan-tgiu, a Guangzhou-based artist who came to
Hong Kong shortly after the war. Cartoons World
(Manhua Shijie), published from 1956 to 1964, was
another significant manhua magazine.

In 1961, Caricature Weekly (Manhua Zhoubao)
was launched and became an immediate market
success. This new publication utilized a tabloid

PRTAVIOREERRTEORR R, Al
SNERBIT L > TINLFERITIER, hoEbAERD
HoTt REHFEOVGLEOTY M Trdx ) (Little
Angel)J U5 1, U b T —R S, R
MOT AV I E—ETFNIELEMSR
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751953 4E A F1 > T 17 Z 3 E (Ertong Yueyuen) ] (®6] 7
A5, LU E b AR < FHIE e TEREMBE D
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WEENE DD THholk, TOMOER <7 73
SEIT 1L 1056 4 B 1964 I T CHIR S h e TIB
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LR, 2WOKEZBERTH L 8S—VYn¥
FTuAf FHFROEELL-TRY, WEHEY T
FBohfc, ZTOFLWESIET AV FORES IR
Ay o o= — R ln—7 v llom— N —
A ITHiERLTWD, v 7 7 MR 1960 E4
B, 72U B EPERFOBELHAL DD, &

Wendy Siuyi Wong 26-27

newspaper format, with only two sheets of eight
unbound pages, and sold for 10 Hong Kong cents.
The idea for this format originated in the “penny
paper” and “half penny paper” found in American
comnie history.

Manhua publishing flourished in the 1960s,
blending American and Chinese influences to
comprise an important era in Hong Kong's manhua
history [Fig. 7-81. Following is one example illustrating
American influences. 13-Dor Cartoon was created
by Lee Wai-Chun and first published in 1966. Lee
was the first and ultimately most successful female
manhua artist in Hong Kong (Wong, and Cuklanz,
2000).

mm The 1968s: Richie Rich and 13-Dot Cartoon
Lee Wai-chun, the crestor of 13-Dot Cartoon [Fig.9),

became known as the “Master of Girls Comics”
and a “fashion designer on paper” because of the
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RIEBHIBOE, TA)VOBBEHATL HTH
B, M3EIERY — - 77 A4F 2 {Lee Wai-Chun} 1T
FoTHEARER, 1966 FICMLTHRE N, U—
EEBICBARNO, FLTREMCRDEHLE
kw7 FIER TR o T

wm 19604 Y v F— U FIeTI3RS
B7 87 ADA—si—b—DO—}, 1962F
Fig. 7 Seven superheroes, 1962
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PR T 7 wiea ORHE, TOERIT0ERT 7y
vavr® AL SLESE LT, 1906 EICEAHIE
ENEREREDE. U-ORRTHEST &3, K
OBNETAENENI bk, 2L THRYEAMEh
o THF &N 2, fitiaseh, 20
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Fig. B Black batman, 1962

WI0F1384 V- I7AFal, s M3& U—-orFLFar,
EIOBHE 1970F EOSEFRIE 19714F

Fig. 9 13-Dat Cartoons. by Lee Wai Fig.9 13-Dot Cartoons, by Lee Wan
Chun, cover of issue 79, 1870. Chun, cover of issue 85, 1871,

WO T34 U— 974 Fav, £1BRE 19665 :
Fig. 9 13-Dot Carteons, by Lee Wai Chun, cover of first issue, published i 1966,
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prolific variety of outfits worn by Miss 13-Dot, the
protagonist of her cartoon. This work was re-printed
and re-published in 1996, paining the attention of the
general public as a nostalgic revival of 1960s fashion
phenomenon. Lee’s work is significant because of
its popularity among women ang its sheer length
and consistency of production. In addition, the
work was produced during a key time of transition
from traditional {Chinese) to modem (Western)
ideals in Hong Kong and represented the emerging
opportunities available to young women (Wong, and
Cuklanz, 2002). .

Lee claimed that she was not impressed by
the “‘old-style” Chinese manhua when she first
landed her assistant position in the early 1960s. She
liked the female figures depicted, with a bright and
modern outlook, in American cartoons and comics
and she enjoyed drawing them. Her interests in
Western culture included ballet dance and classical
opera, as well as cartoons. She wanted to create an
environment free from monetary restrictions for the

(3 A13 5] OFRITLFO w7 7 iIC i o 7a 35l
BAmE S, HBEORE 25— I a—Ty 200
LW EELAORBEERTHb O LR, T3
A1 AL HREEH - Tuvk. #ORA DR
frhE—Bollbdholkdt, LRELUFETEHGED
FryiarEFLOLIREEERETCOLY T
"hhi, V—RLELEI~FE7EMIO X%
TrwiarEE I ABEIOEERE . Z5
LT, EROKEEREREZIVELELOEVIEE
Bozklioaltimul,

Y — R RERE RIS e b othaly, B
Wil H, FLTF v B—F 2 {Chan Po-chu) ®
Yy F T 47 F v (Siac Fong-fong) LV 2T A F —
FRVEZLEMREZ Lo THFLENE, BT
FAHZEALDMIE L ERE L biZLE, Zhbnk
Bl biZEBoES B EERRETHE S kR
B, 195040 T ED NEME A Y — Thofei7 -
o ¥ (Pak Yin) OIE R THE S hic & 5 2issim e b
FLtED £ A — Do Thbof, HHPDETA
Sz, TARXC Lo THBENZEHO7 7 v
av, TNZEFTBRIOCHBELVERTHY,
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main character of 13-Dot Cartoon (Wong, and Lee,
2003). Thus, Lee’s Miss 13-Dot is the only daughter
of a banker father known as “Mr. Cash” and a
compassionate mother called “Mrs. Lovely Cash.”
Regular characters include her maid "May,” the
occasional boyfriend, and best friends “Tatky” and
“Fatty” {Fig. 10. Many of Miss 13-Dot’s adventures
involve unrealistic scenarios of luxurious living,
charitable acts and fantastic adventures clearly
evocative of American comic’s Richie Rich character.

The arrival of Miss 13-Dot provided a new
artistic direction for the manhua of that time, and
complemented the rising youth culture of Western
popular music and movies (Choi, 1991). Miss 13-Dot
was always the main character on the cover, with the
occasional addition of other supporting characters,
but often she appeared alone in magazine model
style showing her full body. Lee often used fashion
magazines such as Mademoiselle as a reference for
Miss 13-Dot; thus her main character has big, bright
eyes and beautiful long legs {Fig. 11).
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12 M@Ey 7 - Hv vy, 19624
Fig. 12 Siu Pu-sin, by Hu Guan-man, 1982,

19704FEAHEE, AEDF L ESH, AAdida
RVIBEB SR, d-AFrELaBHERS
fro FHABRDIFROWHE, TLERBEDT=AK
LT, [y Far - FroFolfafarjivn
P pld3 o5 F—KSANTFZ 2 b A ERL
W, FOMmELOFERASEEBER TV {ED
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Lee’s work fit well with the tmproving social
and economic status of women in Hong Kong,
and the emergence of local femate popular culture
fueled by films featuring stars such as Chan Po-chu
and Siao Fong-fong (Wong, and Cuklanz, 2000}.
These actresses came to represent modem young
women of that era, replacing the traditional images
of Chinese women depicted in the work of Pak
Yin, a popular Chinese film star of the 1950s. The
myriad of fashions sported by the main character,
drawn meticulously in every issue, is a remarkable
achievement and the most widely recognizable
characteristic of 13-Dot Cartoon. Readers still
fondly remembet this unique style today (Wong, and
Lee, 2003).

mm The emerging influences of Japanese popular
culture in the 1970s

After the 1950s and 1960s, with the advent of free

~
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wireless television broadcasts in Hong Kong in
1967, manhua would never regain the popularity

it attained previously. The new television culture
grew rapidly, creating keen competition among all
media forms for the leisure time and attention of the
masses. The 1970s saw an increasing influence of
Japanese popular culture in Hong Kong through the
mediums of television and pirated Japanese manga
[Fig. 12]. Unlike the previous generation who had
suffered through the Fapanese invasion during the
Sino-Japaness War (1937-1945), the baby boomer
generation did not harbor unfriendly feelings toward
this influx of all things Japanese.

Japanese television became prime time
entertainment in the early 1970s, with programs
such as Young Sparkler (Sign wa V) (Nakano, 2002).
Children’s afternoon viewing time was filled with
Japanese cartoons, including Candy Candy, Robocon,
Ultraman, Godzilla, Little Mornk Ikkyu, Doraemon,
and many others, Generally speaking, Hong Kong's
younger generations still tend to identify more with
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Japanese manga and anime characters than with
American comics and cartoons. Apart from the
“official” distribution channel through television,
“unauthorized” Japanese manga reproduction and
distribution became widespread in the mid-1960s
(Wong, 2002b).

Several popular manga titles in the 1960s,
including Osamu Tezuka's Astro Boy, Princess
Knight and Mikiya Mochizuki's Wild 7, were
some of the titles reproduced without copyright
authorization by Hong Kong or Taiwanese
publishers. At that time, consideration of copyright
issues was not strong among Chinese readers
or many of the copyright holders of the pirated
Japanese manga. The booming popularity of
Japanese manga in 1970s Hong Kong was actively
initiated by Hong Kong publishers themselves,
rather than the Japanese manga publishing houses.
Fujio Fujiko’s Doraemon (Ding Dong in Cantonese)
first appeared in 1975 in the publication Children’s
Paradise (Wong 2002a). Local Chinese names were
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Fig. 13 Little Vagabond, by Wang Yuk-ong,
{irst published in 1568.
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Fig. 14 The Son of Ultra-man,

by Wang Yuk-ong, first punlished in 19869,
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Fig. 16 Little Devil God, by Wong Yuk-long.
first published in 1988.
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given to the characters: “Doraemon” became “Ding
Dong”, “Nobita” became *Tai-hung.” These two
locatized names remained unchanged even after the
Japanese publisher finally changed the local title
from Ding Pong back to the proper Daraemon in
1999. Doraemon remains one of the most loved
manga among readers of all ages in Hong Kong.

These pirated manga incurred only translation
and printing costs and were thus sold at the same
price as most locally created manhua, but with better
values in terms of total number of pages. This posed
a great challenge to the local manhua industry.
Luckily, the rise in worldwide popularity of “kung
fu fighting fever” generated by Bruce Lee provided a
new genre for the local manhua industry.

mm The 1970s: Bruce Lee, kung-fu, and fighting
genre manhua

Hong Kong underwent dramatic changes in the
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1970s, from both rapid economic expansion and
reverberations of the 1967.riot, in which had
changed the administrative policies of the ¢olonial
government, Beginning in the early 1970s, Hong
Kong was teetering between the old and new. The
mass of baby boomers was reaching maturity at the
same time this competition between old and new
was accelerating. During this period, kung fu fever
fueled by Bruce Lee’s films provided an outlet for
the masses to relieve some of the tensions of daily
life. Driven by the Bruce Lee phenomenon, kung-fu
and the martial arts were mainstreamed and became
one of the most distinguished genres of Hong
Kong’s manhua scene in the 1970s and [980s (Wong,
2002b).

The visual style and drawing techniques of
the new kung-fu and fighting genre were heavily
influenced by American sction comics of the 1950s
and 1960s Japanese manga. This new genre was a
combination of content, pictures, and story telling

consistent with the traditional Chinese picture-book
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format called lianhuantu. Traditionally, lianhuant
was regarded as lowbrow leisure reading material
for the masses with little education and aesthetic
sophistication (Hung, 1954). Because of their
often-explicit subject matters, lianhuantu were
frequently criticized for indecent content and
imagery.

Among the most successful artists in the 1960s
to transition to the successful new fighting genre was
Tony Wong (Wong Yuk-long). Wong’s work was a
hybrid of Japanese style, technigues, and characters,
combined with knowledge gained from an
apprenticeship under an old-style lianhuantit artist.
His first lianhuantu series to attract popular attention
were Little Vagabond (1968), The Son of Ultra-Man
(1969), and Little Devil God {1969) [Fig.i3-15]. His
biggest hit was Siulauman [Fig. 16-17] or “Little
Rascals,” first published in the end of 1970, a serial
lianhuantu about a group of young people living
in a public housing project in modern Hong Kong.
/The story emphasized justice and triumph over evil,



=T o A e

“
)
i3
b
%
B16 () DvE 47 B TE b (MR 7t
B g0, 1970FMR
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by Wong Yuk4ang, first published in 1970, -
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Fig. 17 Little Asscais {Siulaumanl, by Wong Yuk-fong, #
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Fig, 18 Criental Heroes (Lung Fu Mun),
by Wong Yuk-long, 1975, ¥
but these ideal outcomes were achieved through ws The 1980s: p
the use of violence. This lianhuantu thus paralleled From Ryoichi Tkegami to Ma Wing-shing u
the then-popular Bruce Lee mavies, in which the : W
protagonist is always a defender of right who uses After these adaptations to limit violent content in his h
violent means to attain justice. This series enjoyed stories, Tony Wong's success led to his domination p
immediate popularity upon its first publication in of Hong Kong’s manhua market, and his story lines @
1971, and attracted many imitators. In 1975, the and drawing techniques would remain fairly constant i
series was renamed Oriental Heroes (Lung Fu Mun) over many years. A breakthrough in drawing style o
[Fig. 18] to advocate strength and fortitude rather was eventually created by Ma Wing-shing with The 5l
than antisocial and gangland behavior. This titie Chinese Hero (Chung-wah Ying-hung) Fig 197 in ay
change resulted from continuous complaint by the 1982. This was first published as a supplement to «
government and society about the explicit violence Tony Wong’s other major Kung-Fu title, Drunken a1
depicted in the comics. The story’s venue was also Fist (1982). Ma Wing-shing was one of the star ti
moved from a Hong Kong public housing project to artists of Wong's company, Jademan (Holdings} ir
JTapan, in order to avoid criticism of its portrayal of Limited. The Chinese Hero was detached fram
crime in Hong Kong (Wong, 2002a). Drunken Fist and first published as an independent w
series in late 1983 under the flagship of Jademan p
Comics. It achieved sales figures of 40,000 copies b:
and proved very profitable to the company (Jademan ' C
comics, 1988). al

The Chinese Hero takes place around 1911, the ST
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period of early formation of the Republic of China
under the rule of National Party. It tells the story of
Wah Ying-hung, a young man living happily with
his parents and fiancée until one terrible night his
parents are murdered [Fig. 201. Both of the parents
were experts in martial arts, and Wah Ying-hung
inherited their skills. He and his fiancée escape
marry and have twins. The story’s focus eventually
shifis to Wah Ying-hung and his children’s fight
against evil. The English version, The Blood Sword
(later renamed Blood Sword Dynasty) was published
and distributed in the United States, The manhua
title was produced as the movie A Man Called Hero
in 1999 {Wong 2002a).

Ma’s new drawing style was very realistic,
with bold colors and detailed faces resembling real
people. His style was inspired and heavily influenced
by Ryoichi Ikegami, the Japanese manga artist of
Crying Freeman, Ma is a big fan of Ikegami, and
admired the realism of lkegami’s drawings. Unlike

_ Tony Wong, who did not receive any formal Western
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drawing training, Ma attended private drawing
classes and loves both drawing and watercolor.

Ma adopted Tkegami’s hatching and sketching
techniques and applied different coloring techniques
to his work. The artist often used a variety of color
media including watercolor, heavy gesso textured
tackgrounds with acrylic paint, Chinese ink and
brush, color pencils and magic markers on the
cover as well as throughout the 48-page full colored
manhua book.

Starting from the mid-1970s, locally produced
Hong Kong manhua, especially that of the fighting
genre, was usually a standard size of 27 cm (h)

x 18.5 cm (w), with about 48 color pages. The
color separation techniques combine the key-in

flat tone color with gradation and highlights, as

well as scanned photos of original color art works
by Ma and his assistants. This production method
combining traditional comic drawing techniques
with color drawings created a distinct drawing style,

and visual identity for Hong Kong’s manhua.




20 "The Blood Sword”
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Fig. 20 The Engiish version af The Chinese Hero,

entitted The Blood Sword, inside page, 1288.

@19 FrhEsii Fy4 =——Xe—0-J 1982294
Fig, 19 The Chinese herg {Chung-wah Ying-hungp,
first published in 1982

wa The present

The development of manhua in Hong Kong did
finally lead to the establishment of a unigue local
style, after decades of hybridizing styles from
American and Japanese comics. As in other South
East Asian societies, Japanese manga remain popular
among Hong Kong’s manhua readers. However,
local manhua shares the cultural values and Jives

of its readers, elements that cannot be duplicated

in Japanese manga. Hong Kong’s manhua, like all
visual media, is a cultural product and an impottant
manifestation of popular culture. This form of visual
expression has very rich contents to study.

The infiuence of Japanese manga on Hong
Kong’s own comics will continue to be strong. In
fact, it is hard 1o resist after nearly three decades
of penetration into the everyday lives of people.
Heng Kong is aow a part of the PRC, and Japanese

manga and popular culture have been introduced
to the rest of China through Hong Kong’s unique
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role. However, it is difficult to accurately predict the
future of the manhua industry in Hong Kong. It may
face increasing competitive pressures in the areas of
creativity and production costs from the PRC.

On the other hand, China may provide an
opportunity to distribute Hong Kong's manhua to
a vast audience financially ready to participate in
the pieasures of popular culture. It is uncertain how
Hong Kong's reunification with China will affect
the local manhua market, but judging from previous
historical evidence, it seems most likely that new
innovations and developments will sustain Hong
Kong’'s manhua industry in ever-changing forms.
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