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Japanese Elements in Hong Kong Comics:
History, Art, and Industry
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Asian editions of manga have dominated the market and many Asian oy
artists draw in the Japanese fashion (Ng, 2002:30-33; Ng 2000:44-56). Hon
Kong is one of the places in Asia that ha i

article investigates the impact of manga on the

art and industry of Hong
Kong comics from historical and cul

tural perspectives.

Japanese Influence
on Hong Kong Spy and Sci-fi Comics in the 1960s

Comics became pop

ularized in Hong Kong in the 1960s (Cheng, 1992),
Early Hong Kong comi

¢ artists were under very strong Chinese influence in
style and format. They had limited access to Japanese comics and thus such

influence on their works was indirect and superficial. In the late 1960s, some
Hong Kong comic artists used pirated Taiwanese editions of Japanese comicg
and Japanese children’s programs (e.g., “Utltraman” and “Astroboy”)
broadcast on Hong Kong television as references. Inspired by Japanese
comics, they began to construct longer stories, use cinematic angels more
often, and add Japanese cartoon characters.
The two most popular genres in Hong Kong comics in the 1960s were
spy stories and sci-fi adventures about anti-Japanese or anti-gang heroes,
Uncle Cai (Caishu by Xu Quanwen), a story about an anti-J apanese spy, was
the best-selling title in the 1960s. It is said that the portrait of Uncle Caiasa
spy who used most advanced weapons was inspired by Japanese Spy comics
and James Bond movies (Wong, 2002:111). Xu Qiang, the younger brother
of Xu Quanwen, was also famous for drawing spy comics, His popular works
published in the late 1960s (such as The Mighty Pen [Shenbi] and The Mighty
Dog [Shenquan]) demonstrate a stronger Japanese favor than his brother’s.

L
P
Flgure 1. HOIlg KOl'lg comics of the late 1960s fr equently used Japanese comic characters

Likewise, Dong Fangyong’s Scientific Robot Boy (Kexzrz; fislzgz;zjgicrzgﬁi
1966) borrows’heavily from Astroboy (Jjetsuwan Ato;;z.u, b()\/)v Oi ; 5 90.103)
and Big Iron Robot #28 in character design agd story 1;2: o Com,ics ot o
) . um
i- mic artist, He Rijun, createa a n (such o
I;;zl Oilzrrs;é gefzin and The Space Seven) about seven heroe?eﬁ‘%}rl;l:gs o
" i i he Japanese movie, '
i bviously influenced by t . "
ghls foe:ir’l’l 1211219\5)\,;1 Sli)y Kurosawa Akira), and the Japanese comic, The Wi
amur. , awa
Seven (1969, by Mochizuki Mikiya).
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196OSG11;1;,1 uC'OLniCS (shojo manga) also appeared in Hon

. 1zhen created a very popular h

s ‘ . pular humorous comji

5D gns VE;S‘hzs'ana’am, 1969). Her drawings of big eyes 1011(1: f(1)r females,

Fashior Zr; 1nﬂuenced by Japanese girls’ comics. Lj jwas . lf'gs’ e
ga and fashion dolls by which she was inspired (Wonga 210g()§£;n -

Japanese Impact on Hong Kong Kung Fu Comics
2
Huang 11 i
g Yulang, who achieved some suceess in sci-fi comics j th
n el

1960s, became the mos i
. , t dominant figure in th
e H ics i
in the 1970s. Regarded as the “Godfather of HongOIll{gorIfgor(ljgor(;qmlcs -
. 1cs,”

youngsters fr .
g om the bottom of society who use their mart
artial artg fo ﬁg Figure 2. “Chinese Vs. Japanese” formula in Hong Kong kung fu comics
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CoOmics w as tllggeled by BI uce Lee aIld the WOT ld Wlde ku}’lg U craze ‘

roes pitted against evil Japanese organizations (Figure 2).
Ma was a big fan of Japanese comics and learned from them in his

eation of Hong Kong-style kung fu comics. In the last pages of each issue of

row who were r
eleased by the government to become special fi : : - :
al forces to destry hinese Hero, he usually introduced techniques and characteristics of his
yorite Japanese comics artists. Chinese Hero, a work that revolutionized

story in which people use modern weapons and most of the h : g i ; :

€roes sactific ong Kong kung fu comics in terms of drawing and storyline, was under
rong Japanese influence. Ma was indebted to Ikegami Ryoichi (Ma’s
vorite comics artist) and Matsumori Tadashi for drawing and to Koike Kazuo
r story and plot. The realistic and delicate drawing of Asian faces and fighting
cenes, as well as the use of colors and shading in Tkegami’s Crying Freeman
nd Men’s Gang (Otokugumi), have had an impact on Chinese Hero. In his
Ma expresses his admiration for Ikegami, saying at one point,
“When I first joined the comic business, I admired one Japanese comic artist,
Ikegami Ryoichi. Many of my works have been under his influence. My wish
since my childhood was to shake hand and discuss comics freely with him. I
sent almost all my published works to Japan to Tkegami” (Ma, 1990:39, 95).
When Ma went to Japan, he visited Tkegami. Another Japanese comics artist
who influenced Ma is Matsumori Tadashi, Ikegami’s close friend and
earned from Matsumori’s Kenshin (God of Fist), how to draw
his early years, he used Matsumori’s
d drawing the background and
lopment, Ma was

articu i i i
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1970s and early fg98Osaunt§et1111;hpeurtl>]1(i)zgopm; rTI;zIOHg s o .thz Izse k
pingriom oty ) on ot Ire Chinese Her
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o W;S g it ualng, deﬁned Hong Kong-style kung fu cornicsICS
Chinese Hoes oo 1008 (;))(())gu ar.comlcs. artist in Hong Kong in the 1980s Hi
inthe histons e f( cople.s per issue in its heyday, still the sales re;:org
by Huang. e ook g Kong com1cs..F ollowing the kung fu comic fi 1

, ain storyline of Chinese Hero is about Chinese m(;rrr‘f;; 3::’;
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autobiography,

partner. Ma 1
fist fighting. Ma also admitted that in
works as references in constructing a story an
action (Ma, 1990:45). In storytelling and character deve
deeply influenced by Koike Kazuo, the scriptwriter for Ikegami and Matsumori
and mentor of Hara Tetsuo and Takahashi Rumiko. Koike is skillful in
controlling the pace, creating climaxes and adding humanistic and
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Saiyuki) and The Legend of Chinese Dei'ties (Fujin ‘engi)] thaF tum
: o into modern or surrealistic stories, all Chinese deities in
. slizsjiliz are drawn as modern bishonen (beautiful young boys) with
tw .
‘qu lelsl'ilir;dizreprﬁ{l;;zhtf: .most creative Hong Kong com.ics a.rtist in
{ . er1 His style is unique; unlike other Hong Kong comic artists, he
. in black and white. Inspired by Japanese comics and novels,
- dﬂ}WS ombination of Otomo Katsuhiro’s drawings and post.—moc'iern
- 1Sh?ilzcuki Minetaro’s and Murakami Haruki’s imaginative,
gnlz//[e(i;ional and discursive plots, and Maruo Suehiro’s sense of

philosophical dimensions to fighting stories. Because of influences from
Ma had the entire story and details of Chinese Hero in mind before he
unlike most Hong Kong cartoonists who develop the story while drawig,
even hired a scriptwriter, Liu Dingjian, to help him construct the stg
plot. Again imitating Koike, Ma adds humanistic touches to ﬁghting sto
and creates a climax at the end of each episode.

Huang and Ma founded two of the largest comics product
companies in Hong Kong, namely Dynasty and Jonesky (Tianxia), and, v
a large number of contracted comics artists under them, have beconie
main forces in producing kung fu comics.

in\iislrslile Situ and Li have skillfully incorporated Japanese elements into

ic artists copy from popular Japanese
ks, not a few Hong Kong comic a .

'uﬂ'woi?or example, a considerable number of Hong Kong comics about ;}?r
n'llCS-(e g., GT Racing), soccer (e.g., Monk Soccer) and yoyo ‘(e.g.,f e
m%)f Y;));’o and The Star of Yoyo) published since 2000 are modlﬁedblr(c)lm
‘ : %est selling Japanese manga, Initial D, Captain Ylvub;zsal and Be)lzaraf Oe;

; i ticularly popu

ively. Hot Japanese video games a're par : .
ag:;ctilo\;le }’If“he two fighting games, Street Fighters apd }Ilizng 2];* F zghtz:z,
ed i ics in Hong Kong in the past few years,
ve evolved into more than ten comics in ot few vears,

i i hts from Japan. Other Jap
~ f which have acquired the copyrig

Orrlxll(::sosuch as Biohazard and Gouki also have been adapted to Hong Kong

omics (Figure 3).

Japanization of New-Generation Hong Kong Comics,
1990s to Early 2000s

cartoonists in Hong Kong, successfully mixing Japanese sci-fi manga with
Hong Kong kung fu comics. He is a big fan of Japanese sci-fi comics artig
Shiro Masamune (Ghost in the Shell) and Yasuhiko Yoshikazu (Gundam). |
fact, Situ has sent most of his comics to Japan for their comments. Si

animation, Gundam and as a result my depiction of romance is very subtle”
(Xie, 2002:56). Situ’s early work, The Legend of the God of Gambling
(Dusheng zhuanzi) borrows heavily from Dragonball and Ultraman in
character design and ideas; its protagonist is a deadringer for the Money
King (Son Goku) in Dragonball. Like Dragonball and Ultraman, the
protagonist in The Legend of the God of Gambling can transform or upgrade
himself to a more powerful stage of combat. Situ’s most famous works,
Supergod Z: Cyber Weapon (Chaoshen Z, 1993) and King of Fighters 7
(Quanhuang Z, 1996) are adapted from popular J apanese video games, King
of Fighters and Street Fighters (Dai Ajia kyoei domin, 1996:253-254), and
his recent works Heavenly Book of the Six Ways (Liudao tianshu, 1998) and
Legend of the Eight Deities (Baxian dao, since 2001) mix Chinese martial
arts stories with Taoist and Buddhist folklores. The latter stories and
presentations are inspired by Yasuhiko Yoshikazu’s Gundam and Arion.
Influenced by recent Japanese popular comics [like The Extreme Journey to
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Figure 3. Hong Kong comics adapted from Japanese video games

With the decline of Hong Kong comics (in paﬁicu%ar the kung fu genrce})l
since the mid-1990s, cartoonists have experimented with new %enlre;3 s:nd
as shojo (girls’) (e.g., Feel 100%), erotic (e.g., Haunted Nightclub),
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scatological (e.g., Goal! Invincible!). Mang

a are strong in these genres
naturally have become the models for Ho

y are all under Japanese influence. For example, Kawaii
ng Kong artists (Figure 4),

- eXtem’St:rfrio as its model and presents itself as a Japanese corlrgpany:
- se:: X the Japanized company name, the characters created by Kawaii
ition to

try Japanese names and designs. No wonder some people mistake
ku cal -
oa Japanese company (Figure 5).

Figure 5. The logo of Kawaii Tenkoku and two of its popular characters
igure S.

Figure 4. New genres in Hong Kong comics

e influence is very evident in the publication of Hong ?ﬁ%
i o Kong comics are usually published once a week, about
i I‘{onc% colorgfully on BS5 size paper. In recent years, however{) 1.so;nz
= Igsr?;ecomics have adopted the Japanese comic boglzfq;rélat; I1))eur (;,) Oeu )
i si

whereas an angled ballog fega month with about 200 pages blacI}f amrcrll :I/lhll)t;b?ir;her v i};hes (about
£y Se’cond, the tendency of the siz, Ifthe size of BS paper). Fc;r exainli\};:n; e:ther publishers use the Japanese

of the protagonist suddenly becoming small and distorted (such as big head comics in the Japanese format.

i i > editions of Hong Kong
. k i i of special collectors’ edi

and small body), a technique used for humorous effects, the so-called “cute _mat in the publication o

version or Q version.” Third, the use of sound to depict activities

Chinese character casas i V. 1i i lture, such as book rental, dojin;hl
ti . 1 i i Japanese COIniCS, wher ingle arious f:orms of Japanlese (EOmlCS cu , : i X
i 1 or Sometimes an EIlgllSh pI'O]lll[lCiatl()ll IS ()“en used i” t i ) ] S Ey. t: ostume ]Ct ay ot d]ﬂess ng. up ;a com tcsl
“ t ’ 1 1 t . ] 115 s face 0 t )’ i 1 1 801 and now Hong Kong has more than 200
t ! ’ : t ’ t usiness emerged in the 1980s

b g

comics cafes (where customers can have a drink while reac}mg gligec\?vr;:czz
ics internet bars (where customers can read comics 0 he Web €

L o in lnl'ne entertainment). Dojinshi and cosplay appeared in 1g
. ;él gageinlrtlhceml-9180s and early 1990s, respectively, and have Pecgr:;t Ii)s(z?; re:(r1
' ac(zifgities among comics 1over§. Every ye?r(;;lsuzigec;essi)ifv Z’logz:jc 1zl s o
’ cosplayers’ paﬂicelgra;)e 1;‘;??‘;(;’0; }] ae;lailese company) apd Cgr.nic.Market
e (twllocetill yHong Kong Comics Association). Most un1vers¥tles in Hong
(annualllly ¢ or;ics groups to promote dojinshi and cospla}.l. le(.a' Ja};l)gn;zer
Kol?lg h::: cHong Kong publishers also look for talgnts in ;l(.)]mi ezr.ed or
I;zanls le S,un Junwei, a rising star in Hong Kopg comics, wai( O1rslco el
dojinfhi ’by Citicomics, the largest comi.cs publisher in Hong g.

even sent to Japan for training before his debut.

Japanese Impact on Hong Kong Comics Industry and Culture

Elements of manga penetrate different forms of the comics industry of
Hong Kong, strong in character goods and comics rental and publication.

Japanese cartoon characters are extremely popular, many Hong Kong
companies acquiring their copyright from Japan to use with their products.
For example, Maxim’s Cakes and Bakery uses Hello Kitty; its rival, Saint
Honore Cake Shop, uses Sailormoon and Digimon. The success of Japanese
character goods companies, such as Sanrio and San-X, has stimulated Hong
Kong businessmen to establish their own brands, among them, McMug, Pork
Chop and Friends, Kawaii Tenkoku (Lovely Paradise), and Codebar. To a
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(l 1|lSplIat1011 fIOIIl fOIelgrl COII}I.CS and s Ould more H()ng
d ed to Japan one day wWe W 111 be able to talk abou
uc ] t

Conclusion can fin

mics be intro

. ! i ' in Japanese comics.
This study shows that Hong Kong comics are not mmune tg J, ong elements P

influence. In fact, the history, art, industry, and culture of Ho
have all been under the spell of the Japanese

Japanese comics, most Hong Kong comi
selectively incorporate some Japanese
elements enriching, but not replacing,
have much to learn from the J apanese.
want to draw something beyond the ku
valuable references. Heretoforth, the re
Kong comics has been largely one-w
even collaborations can be expected. |
Kong comics artists have drawn the a
Li Zhiging, Li Zhida, and Situ Jiangi
in Japan. Li Zhiqing’s application
techniques is particularly well receive
the Three Kingdoms, 1992), jointly p
and Scholars in Japan, is the first H
Famous Japanese comic scriptwriter,
plot for Sanguozhi, which has been a
and Hong Kong (Figure 6). Li has a
Jackets and illustrations for comics an,
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Figure 6. Sanguozhi, a work of Hong Kong-Japan collaboration

Such collaboration benefits both parties and generates new ideas,

techniques, and business opportunities. Nowadays, the Japanese comics
industry is at a crossroad, in need of stimulation and innovation. Perhaps the

IJOCA, Fall 2003
1JOCA4, Fall 2003




