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“It sometimes seems 
ridiculous to me to be 

searching like this, in each 
manifestation of the present, 

for signs of the past.”  
– Davy Chou
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Editor's Note

Lost Films of Southeast Asia: Part One – Mysterious Objects

Welcome to the first of two issues of the National Museum’s Cinémathèque  
Quarterly dedicated to the theme of the “Lost Films of Southeast Asia.” 

In compiling these issues, I’m treading down a path already forged by Filipino 
author Nick Deocampo with his work, Lost Films of Asia, nearly a decade ago, 
a collection of writing which, as Nick stated in his introduction, sought to 
bring to light films lost due to “apathy, neglect, ignorance, lack of technology, 
insufficient funds, wrong priorities, and even war and politics.” The films 
described in that highly recommended volume are very seriously lost. They 
were never properly archived; their celluloid originals and copies degenerating 
and disappearing into history. Although, as people repeatedly said at the 2012 
Southeast Asian Cinemas Conference, held at the National Museum and with 
the theme of “The Archive,” (and I’m paraphrasing here), “there’s no such thing 
as a lost film, only a film that hasn’t yet been found.” So, the mission we are 
tasked with is to try and “find” films through the act of writing; of describing, 
analysing, investigating and remembering (or jostling the memories of others).

The film I most wanted to recover in this way is one you won’t read about in 
these pages, nor in those of the next issue. Sometimes, you have such a strong 
desire to write about something that you’re willing to invent a context for doing 
so. This was the case with these issues on “Lost Films.” For several years, I have 
been fascinated by a feature film made in Singapore in the very early 1990s 
during the decade-long period where filmmaking was virtually non-existent here. 
This film, which was to be called Shirkers, was shot, but for various reasons, 
post-production was never completed. Today, its negative languishes in archive 
storage and Shirkers remains an elusive and unseen document of a recent –
but almost forgotten – moment. Writing about such a film can be problematic. 
The loss of a project that required so much emotion, energy, commitment and 
imagination is devastating, and the dust may never settle. But the byproduct 
of trying and failing to write about Shirkers has been positive, because my 



5

excitement about using writing as a process of re-enactment and rediscovery 
has been shared by all the contributors.

As critics and writers used to the endless minor and major disappointments of 
watching the present and visible, the thought of lost films as mysterious, often 
inaccessible objects surrounded by rumour and myth is always tantalising, and 
it drives us to write with a passion that’s hard to muster for anything else. 

Given my own interest in a film shot but not finished, I broadened the definition 
of “lost” to include un-made projects, censored or banned works, films made 
but never seen, films drastically re-edited or altered and, of course, the lost, 
lost films that Deocampo paid tribute to. 

What we have in our first volume is a selection that hits quite a number of those 
categories. Filmmaker Davy Chou writes movingly about an entire era of cinema 
that has been lost in Cambodia, even if a few fragments survive to show us 
what was and might have been; writer Ekky Imanjaya discusses the curious 
case of two available but overlooked films by the great Indonesian director 
Usmar Ismail, whose After The Curfew (1954) was restored with support by 
the National Museum last year; tireless researchers of Singapore’s film history 
Jan Uhde and Yvonne Ng Uhde present the latest findings on what is likely to be 
the first feature film to be made in Singapore; Hassan Abd. Muthalib describes 
the trials and tribulations of Anuar Nor Arai’s Johnny Bikin Filem, a Malaysian 
masterpiece from the 1990s that’s never been screened publicly; and I talk 
to Doris Young aka Marrie Lee aka the incomparable Cleopatra Wong, who is 
trying to locate existing 35 mm prints of her first film in that iconic role, and 
is certainly a woman who knows a thing or two about unfinished and 
forgotten films.

Enjoy reading about these mysterious objects; there’s many more to come!

Ben Slater

Ben Slater is a lecturer at the School of Art, Design and Media at Nanyang 
Technological University. He is a writer, screenwriter and a film historian.
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9 April , 4 May , 11 June / Various timings

Gallery Theatre, Basement
$9 / $7.40 Concession
Prices inclusive of SISTIC fee
A programme of the National Museum Cinémathèque

World Cinema Series is a monthly screening of works by the boldest and 
most inventive auteurs across the world, ranging from renowned classics to 
neglected masterpieces. Witness the wonders, possibilities, textures as well 
as the revelatory moments that have contributed to the rich history of cinema. 
Take a leap of faith and discover the art of cinema that continues to affect and 
inspire us on the big screen – as it was meant to be seen – with the World 
Cinema Series, shown every second Tuesday of the month at the National 
Museum of Singapore.

World
Cinema
Series
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World Cinema Series

Tuesday 9 April / 7.30 pm

Mad Dog Morgan

Director Philippe Mora
1976 / Australia / 98 min / 35 mm / Rating TBC
In English

Image courtesy of the National Film and Sound Archive of Australia
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World Cinema Series

Mad Dog Morgan is an antipodean Western that threads the thin line between 
perceptive craftsmanship and brutal profanity. It had one foot within the crop 
of industry-recognised and culturally significant feature films made during the 
resurgence of Australian cinema in the 70s; its other foot remains lodged within 
muddy “Ozploitation” territory – a slate of low-budget and swiftly produced 
exploitative films which emerged in tandem with this movement.

Set against the immense and sublime, sun-scorched natural landscapes of 
Australia, Mad Dog Morgan follows a man’s early days as a gold miner who 
succumbs to opium addiction and endures a torturous tenure in prison, and his 
subsequent transformation into a feared outlaw. With his aboriginal sidekick, 
he roams the vicinities of Victoria and New South Wales, terrorising wealthy 
landowners and dodging police hound-dogs. These episodes develop as 
a series of loosely connected exploits that frame the physical and mental 
intensities of the protagonist Dan Morgan, paving the way for his hazy 
descent into madness. 

Resurrecting the legend of Australian outlaw Dan Morgan to screen, a young 
Philippe Mora took a bold step in casting Dennis Hopper at a time when the 
actor was notoriously unhinged and unstable. What resulted is pure filmmaking 
lore wherein Philippe’s youthful ambitions collide head on with Hopper’s free 
spirit in a hazardous film shoot within the outback. With his reckless method 
acting, Hopper brought the aggressive yet fragile and childlike disposition 
of Dan Morgan to life in a drunken frenzy. This is matched by his irrepressible 
tendency for ad-libs and improvisational mischief which led to a brilliantly 
awkward convening of his own off-screen persona and the ghost of the 
legendary outlaw. 

The film’s current obscurity and status as a cult curiosity can be attributed to its 
grotesque portrait of humanity and its association with the lineage of Australian 
exploitation and “B grade” films. But beyond its budget constraints and rough 
edge is a witty and honestly crafted anti-authoritarian tale that chews on the 
knots of Australia’s history of colonialism in a naïve yet headstrong manner. 
Its unpolished edge is not a flaw, but the very quality that imbues the film with 
a distinctive rawness and tactility that lays testament to the perilous nature of 
this cinematic event.
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World Cinema Series

Image courtesy of the National Film and Sound Archive of Australia

Image courtesy of the National Film and Sound Archive of Australia
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Philippe Mora
Born into a family of artists, Philippe Mora grew up within the cultural 
community of Melbourne during the 50s, and started making films at the 
early age of 15. In 1967, he relocated to London where he developed a 
practice in avant-garde visual art and genre filmmaking. After a successful 
string of exhibitions, he made his first feature, Trouble in Molopolis 
(1969) — a musical financed by Arthur Boyd and his then housemate 
Eric Clapton. His next two films – Swastika (1973) and Brother, Can 
You Spare a Dime (1975) – were documentaries which explored Nazi 
Germany and America in the Great Depression respectively. During the 
70s, when there was a renaissance in Australian cinema, Mora returned 
to his homeland where he founded Cinema Papers, an influential film 
journal. He also made his first theatrical release, the outback Western 
Mad Dog Morgan. His success led him to relocate to Los Angeles where 
he continued making films such as the musical The Return of Captain 
Invincible (1983), and a string of horror films such as A Breed Apart 
(1984), Howling II: Stirba – Werewolf Bitch (1985) and Howling III 
(1987). He is currently working on The Surrealist, a 3D fiction film about 
Salvador Dali’s love triangle between his wife and the Mona Lisa.

.

World Cinema Series
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World Cinema Series

Saturday 4 May / 2 pm

La Maman et la Putain / 
The Mother and the Whore 

Director Jean Eustache
1973 / France / 215 min / 35 mm / Rating TBC
In French with English subtitles

Co-presented with Institut français

Image courtesy of Tamasa Distribution
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World Cinema Series

The Mother and the Whore is a defining film of French Cinema that perceptively 
encapsulates the wave of lethargy and disillusionment of a generation who 
saw the ripples of the May’68 revolution dissipate into the banal repetitions 
of everyday life.

Like the typical male protagonists in films of the French Nouvelle Vague, 
Alexandre (played by Jean-Pierre Léaud) spends his days and nights shuffling 
through the streets of Paris much like a flâneur hopelessly gravitated towards 
spaces of sociality and bohemia. Yet, times have changed, and the free 
exchange of ideas and the anticipation of imminent social and political ruptures 
have subsided. 

Following a breakup with his girlfriend, Alexandre’s sexual life is stripped 
bare to a petty fulfilment of desires between two women – Marie, an older 
woman whom he lives with and is financially dependent upon, and Veronika, 
a promiscuous nurse whom he picks up at a café. Within the confines of 
cafés and bedrooms, meandering conversations between them and their 
acquaintances take place in free-flowing succession. Their musings, which 
reveal the remnant effects of May’68 and the sexual liberation movement on 
their personal lives, are struck by a sense of futility, pretence, banality and a 
lingering ambience of despair. Yet, certain moments pass on into acutely 
self-conscious confessions which endow us with lucid glimpses into the 
characters’ psyches. 

On another level, the film enacts a rigorous critique of masculinity as it 
gradually exposes the selfishness and pretence of Alexandre’s exploits by 
patiently following his viewpoint, only to expose its tedious subjectivity and 
his infantile nature. In one of the most revelatory moments in cinematic 
history, Alexandre acutely loses his sense of security and plunges into anxiety 
upon a disenchanting outpour of lucidity by Veronika in a shattering climactic 
confessional.

A bold and frank portrait of the decline of a generation, The Mother and the 
Whore is widely considered to be Jean Eustache’s masterpiece. Cahiers du 
Cinéma named it the best film of the 1970s, and the film won the Grand Prix 
and FIPRESCI prize at the Cannes Film Festival in 1973.
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World Cinema Series

Image courtesy of Tamasa Distribution

Image courtesy of Tamasa Distribution



15

World Cinema Series

Jean Eustache
Born in 1938, Jean Eustache had a short career in filmmaking but left 
an unquestionable mark in French cinema through a string of short films, 
documentaries, and two features, La Maman et la Putain / The Mother 
and the Whore (1973) and Mes Petites Amoureuses / My Little Loves 
(1974). Eustache is widely considered as the pivotal French director of 
the post-Nouvelle Vague era. He was partially inspired by — and received 
much support from — the French Nouvelle Vague, having worked with 
its members such as Jean-Luc Godard and Luc Moullet. However, 
Eustache never fully assimilated into the movement, but maintained 
a distanced affinity and relentlessly questioned and reinvented his 
approach to cinema. His films are characterised by a conflation between 
documentary-like observations of reality, fiction and autobiographical 
traits. Following an auto accident which left him partially immobilised, 
Eustache committed suicide in 1981.
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World Cinema Series

Tuesday 11 June / 7.30 pm

Mandala

Director Im Kwon-taek
1981 / South Korea / 112 min / 35 mm / Ratings TBC
In Korean with English subtitles

Special thanks to the Asian Film Archive

Image courtesy of the Korean Film Archive
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World Cinema Series

Arguably the greatest film ever made about Buddhism, Mandala is also a 
personal milestone in director Im Kwon-taek’s prodigious filmmaking career. 
Although Mandala is widely regarded as Im’s first notable film, faint auteuristic 
tendencies were already percolating in his 1976 film, Wangsimni / My 
Hometown. Even so, the artistic leap from his earlier features to Mandala 
(his 76th feature-length film) is nothing short of astounding. 

Mandala charts the journey of a young Buddhist monk, Beob-wun, and an older, 
world-weary itinerant monk, Ji-san, as they serendipitously meet and part while 
roaming the Korean landscape in their quest toward enlightenment. Ji-san, who 
always has a bottle of booze on hand, is a cross between an enlightened saint 
and a reprobate infected by secular life. At first, Beob-wun regards Ji-san's 
eccentricities as mere outward show and despises him for it, but increasingly, 
he finds himself strangely drawn to his travelling companion. After repeated 
meetings and partings, the two monks settle down at a small temple deep in the 
mountains. One day, while Ji-san is climbing up to the temple in an inebriated 
state, he falls asleep in the snow and freezes to death. Beob-wun burns Ji-san's 
remains and seeks out his own mother. He also meets Ok-sun, an old flame of 
Ji-san’s. His meetings reaffirm the futility of all secular relationships, and young 
Beob-wun sets off on his ascetic path once more. 

The film essentially unfolds as a series of metaphysical conversations between 
the two monks. The only discernible trace of conventional drama is found in 
flashback scenes detailing Ji-san’s and Beob-wun’s past. In essence, there 
are two different worlds presented in Mandala: one is the world of the monks’ 
present in which their struggle to attain enlightenment is fraught with pain and 
hardship, and the other more ephemeral world of human drama, of desire, and of 
their ties to their past and relationships. The two worlds are in constant conflict 
with each other, with the monks’ worldly past threatening to devour their present 
struggle to attain enlightenment, often at the turn of the next shot within a scene. 
In a sense, the monks’ battle against the encroachment of their past desires 
posits that immersion in crime, sex and gluttony is not a barrier to enlightenment 
but may in fact offer a path to the Buddha.  

Mandala transcends its Buddhist origins to encompass life itself and 
what it takes to live it fully and completely, and how beautiful it is to live one’s 
life fiercely. 
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World Cinema Series

Image courtesy of the Korean Film Archive
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World Cinema Series

Im Kwon-taek 
With a body of work that spans the past 50 years, Im Kwon-taek has 
become recognised internationally as a leading force in Korean Cinema. 
Im began his filmmaking career in the lower rung of the Korean film 
industry as a prop assistant to the lighting assistant. He climbed up 
the industrial hierarchy through the traditional apprenticeship system 
to become a director, and in 1962, Im made his directorial debut with 
Farewell to the Tumen River, an action film about the plight of the 
Independence Army of Manchuria. Im worked in a variety of genres 
throughout the 60s and 70s. The key films he made during this period 
include Wangsimni / My Hometown (1976), Jokbo / Genealogy (1979) 
and Jagko / Pursuit of Death (1980), in which he built a reputation 
for his artistry and craftsmanship. With Mandala (1981), Im became 
distinguished internationally as a master filmmaker. In 1989, he made 
Aje Aje Bara Aje / Come Come Come Upward with Taeheung Film 
Studios, and has been working consistently with the studio to this 
day. Throughout the 90s, Im’s films continue to enjoy unprecedented 
box-office successes such as The General’s Son series (1990–1992) 
and Seopyeonje (1993). In 2002, he won the best director prize in the 
Cannes Film Festival for the film Chihwaseon, and in 2005, Im was 
awarded the Lifetime Achievement Award at the Berlin Film Festival 
for his life’s work in film. 
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Lost Films of Southeast Asia

1.  A World is Reborn in One Man’s Gesture 
 (Paris, September 13, 2008)

I just met Vathana Huy, the man who created the blog, 
who miraculously reconstructed the whole filmography of 
Cambodian cinema from 1960 to 1975. Contrary to what 
I expected, he wasn’t working in the industry during that 
period, and he isn’t doing research with a team. He works 
by himself and it is mostly by rummaging through his own 
memory that he unearths a wealth of information that I 
thought was lost forever.

 

Extracts from a 
Travelogue; or, 
Nine Tales of a 
Rediscovered 

Cinema 
Davy Chou
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Extracts from a Travelogue

As a teenager in the 70s, he used to rush to the cinemas 
of Battambang every week. He drew on all the surrounding 
signs (posters, radio advertisements, flyers) to memorise 
every single piece of information, including films he did 
not see or which weren’t shown in the provinces. Release 
dates, directors, producers, genres…he filed everything, 
tirelessly, methodically, in his memory.

He was 18 when the Khmer Rouge came to power, 
working as a blacksmith and a lumberjack, and would 
fixate on films between each blow of the hammer.

From the moment he arrived in France in 1980, as a way 
of paying his debt to the cinema, he started reconstructing 
the recollection of which had kept him alive through the 
Khmer Rouge regime. He has made this monumental 
work, which to my knowledge is unique in the history of 
international cinema (one person’s memory finding and 
recreating an entire lost history), available to the general 

Screenshot of Vathana Huy’s blog as featured in Golden Slumbers (2010). 
Image © Vycky Films
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public since 2007, on a blog that is still the main source of 
information on the golden age of the Cambodian cinema.

He speaks to me with an uncommon fervour; expressed 
through his way of staring straight into my eyes like a 
thousand waking ghosts. His twisted mouth moves after 
much painful effort and yet is unable to stop talking, as 
if each new word were a fragment of memory expunged 
from his body — the monstrous and wonderful refuge for 
countless lost stories and faces.

I think he hopes to find in me an accomplice. But, to be 
honest, I am still ignorant when it comes to all these 
names he utters compulsively as if they were talismans. 
He realises it soon enough, and his disappointment is 
only matched by my embarrassment.

2. The Trailer from the U.S. 
 (Phnom Penh, March 1, 2009)

I have just seen The Father’s Dagger, produced by 
Van Chann Films. It reminds me of the first time I saw a 
Cambodian film from the golden age. Maybe ten years 
ago — I wasn’t yet twenty. My aunt was thrilled. A friend 
of hers had sent her a VHS from America that contained 
two Khmer films from the 60s/70s. They were not films 
produced by my grandfather, but the emotion was there: 
neither she nor my mother had seen a film from that time 
for more than twenty years. The black and white picture 
was unsteady, the dubbing artificial, the voices unbearably 
high-pitched. After the first film ended, I expected the next 
to begin. All of a sudden, my mother and my aunt cried 
out with surprise and joy. A preview had been slipped 
between the films: a film produced by my grandfather, their 
father, Van Chann, who died in the 60s. I hardly knew that 
he had been one of the most prolific producers of those 

Lost Films of Southeast Asia
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Peanorong Pongnorith (1971), produced by Davy Chou’s grandfather. 
Image courtesy of Davy Chou

Extracts from a Travelogue
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15 years, that he had witnessed the birth and the demise 
of Cambodian cinema. Two minutes of images and sound 
sent from America, the first news of a forgotten story, the 
promise of a world to be rediscovered.

3. The Modernity of Cambodian Cinema 
 (Phnom Penh, June 9, 2009)  

Yesterday, I dragged Choy, a 20-year-old law student, to 
the Bophana Archive Centre. I was determined to show 
him what I now regard as the most beautiful film directed 
by King Sihanouk (an actual King!), The Joy of Living 
(1968). A brief hour of film. Time stops during languorous 
kisses. And then — and this is what the film is most known 
for — the magnificent dance sequences. Kong Sam Oeun, 
Saksi Sbong, Sieng Dy and even young Prince Sihamoni 
furiously sway their hips to the beat of rock music. Shots 
lengthen, bodies don’t grow tired, looks and smiles are 
exchanged along with gestures; then other couples 
take over, as if the dance must never stop, the pleasure 
never end. The narrative stakes, already flimsy, are totally 
abandoned to the principal of joy and the dilation of time. 
The film, made in 1968, has an unexpected rapport with 
the modern cinema born in Europe a few years earlier. 
Besides, it is a priceless document of Cambodia in those 
days. It captures that electricity, that joie de vivre that 
the members of that generation keep reminding us about 
(bearing in mind the fact that that happiness belonged to 
the most privileged). 

But when confronted with those images, Choy had an 
unexpected reaction: those kisses and lascivious dance 
moves were more than a well-bred 20-year-old could bear 
in Cambodia in 2009. He told me, “Or leor!” (“This is not 
proper!”) I replied that his former king himself directed 
that film. Unfazed, he stated proudly that the current Prime 

Lost Films of Southeast Asia
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Minister, Hun Sen, would never allow such a thing. The 
discussion ended.

4. The Theorem of The Sea Horse (1975) 
 (Phnom Penh, June 20, 2009 )  

Supposing that Ly Bun Yim is the greatest 
Cambodian director.
Supposing that The Sea Horse is his best film.
Furthermore, knowing that The Sea Horse had been 
shot and edited but not yet shown when the Khmer 
Rouge seized power and that it is now lost.
It follows that the best film of the golden age of 
Cambodian cinema has never been and will never 
be seen.

5. The Resurrection of Tea Lim Koun 
 (Phnom Penh, October 7, 2009)  

Since my arrival in Cambodia and the start of my research, 
I have often been told about director Tea Lim Koun. He 
shot huge blockbusters such as The Snake Man / Puos 
Keng Kang (1970) and Come Back Darling / Neil Vi Na 
Bong. He tried his hand at every genre with universal 
success: social drama, melodrama, folk tale, comedy. It’s 
easy to see him as a sort of Cambodian Kubrick, especially 
since he’s surrounded by an aura of mystery: rumour has 
it that he escaped from Cambodia just in time with his 
film reels under his arm. But I’ve been told by quite a few 
people, that he died a few months ago in Canada. He’ll 
never have the opportunity to come back to Cambodia to 
show his films again.

But this morning, I got a phone call from the director Ly 
Bun Yim. He wants to see me as soon as possible. What 
he has to tell me turns out to be something of a miracle: 

Extracts from a Travelogue
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Tea Lim Koun called him! He had gotten word of the 
golden age film festival I’m setting up in Phnom Penh, 
and, aware of the rumour about his death, had found the 
number of his most famous rival to pass on the following 
message to everyone: Tea Lim Koun is in Canada, alive 
and in perfect health. He is honoured by the tribute that 
will be paid to him during the festival and even announces 
that he will try to come to Cambodia for the event itself. 
This would be his first homecoming since the Khmer 
Rouge seized power. The name of the festival seems more 
appropriate than ever: “Golden Reawakening.”

Tea Lim Koun did not eventually make it to the festival, 
but sent his daughter to represent him. She showed 
some examples of a HD remastering of her father’s 
masterpiece, The Snake Man. I’m now so used to seeing 
Khmer films altered by various formats and compressions 
that discovering, for the first time, an undamaged, almost 
perfect picture gives me the violent impression that my 
eyes are being washed in Technicolor. 

Ly Bun Yim (left) and Tea Lim Koun reunited at the Berlin Film Festival, February 2012. 
Image © Guillaume Orignac

Lost Films of Southeast Asia
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6. A Gang of Young Ghosts 
 (Phnom Penh, October 22, 2009 )

A group of kids, probably from the neighbourhood, comes 
in every day to watch the films. They were there for the 
4 pm show, and are back in the evening. I’m sorry to 
disappoint them, and tell them that the film about to be 
screened is the same one they saw an hour ago. They 
reply that they know that and wish to see it again. 

The film begins. It’s Tep Sodachan (1968), directed by Lay 
Nguon Heng and produced by my grandfather. The image 
is damaged; we can read its history through the symptoms 
of its successive mutations: missing images, VCR streaks, 
pixels. I tend to feel distressed when I see things like this, 
but not today. The film is towering up above us, gathering 
all its remaining energy in order to heroically resist and 
to persist in existing. And when I turn towards the young 
faces watching it, I am not merely witnessing a similarity of 
behaviour or a vague allusion to the past. For an instant, 
these are the same faces that were here three hours ago, 
the same faces that were here forty years before.

7.  The Collector from Massachusetts 
 (Phnom Penh, November 1, 2009)  

Following numerous e-mails in which I questioned him 
about his past and his biography, Natesterx has finally 
written to me! Vathana has always presented him to me 
as the heroic collector who saved around thirty films, 
and I’ve imagined him as Vathana's American twin, as he, 
too, was a teenager in the 70s. He tells me why he has 
kept silent for so long. I am totally dumbfounded. In my 
wildest dreams, I couldn’t have imagined a more 
fabulous story.

Extracts from a Travelogue
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“Dear Vathana and Davy,

I am going to explain why I did not answer about my life. 
The truth is that I am 23 years old and I was born in the 
United States. As far as I can remember, I have been 
fascinated by Cambodian culture. It all began with the 
trailer of Twelve Sisters / Puthisen Neang Kong Rey 
(1968) by Ly Bun Yim, at the end of the tape Khmer After 
Angkor / On Euy Srey On (1971). I was five years old then 
and very shy, but after watching this trailer, I begged my 
parents endlessly to ask their friends whether they had a 
copy of this film that couldn’t be found in shops. Even after 
years of research, I could only find short extracts. However, 
during that quest, I gathered about 30 films on VHS.

I hope you will forgive me for such a late answer. I am just 
embarrassed because of my young age and the poor 
knowledge I have of Cambodian cinema.”

8. Light Projected on a Brick Wall 
 (Phnom Penh, January 21, 2010)

I have never been inside the Hemakcheat cinema before. 
I had taken pictures of it and of the 32 other cinemas of 
Phnom Penh located thanks to the formidable memory of 
Mr Sokhean of the National Museum. I had even gone into 
the Eden cinema, on the same street a block away, which 
has been turned into a bank, as the Bokor was turned into 
a karaoke joint, the Prasath Meas into a small hospital 
and the Sorya into a restaurant. Even though I knew that 
the Hemakcheat, together with my grandfather’s cinema, 
the Phnom Pich (renamed the Moscow in the 90s and 
now a club and a massage parlour) was regarded as the 
most important cinema of the time, a certain apprehension 
had stopped me from venturing inside. The location isn’t 
particularly inviting; it looks like the hideout of a gang of 

Lost Films of Southeast Asia



31

tramps who can be seen hanging around in the streets or 
on the “balcony” when you ride past the facade.

And once inside, in near-total darkness, in the constant 
humidity, my senses dulled by the putrefying smell emitted 
by a mountain of garbage presiding right in the middle of 
the former cinema; above all, in the middle of the human 
bustle unique to this place, teeming with families — not 
tramps — that took refuge here when the country was 
liberated, where scores of children run around in every 
direction, the sign that, in spite of everything, life has won 
the upper hand; in the midst of all that, I look up.

Through several square-shaped openings lined up about 
30 feet above the ground, sunlight streams through, 
creating beams that pierce straight through the darkness 
from one side to the other. It sometimes seems ridiculous 
to me to be searching like this, in each manifestation of the 
present, for signs of the past. But this time, the symbol is 
as obvious as a miracle: as if, in this place that was once 

Hemakcheat cinema. Film still from Golden Slumbers. 
Image © Vycky Films
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its kingdom, light had found, in spite of the irreversible 
transformations of time, a way to be projected again.

9. Eternal Feelings 
 (Paris, July 29, 2010)

If I had to remember just one image, I already know it 
would be this one. Yet it took me a while to figure out what 
made it so graceful and mysterious.

In the opening scene of A Time to Cry / Pel Del Trov 
Zum (1972), one of the three salvaged films by Uong Kan 
Thuok, Kong Sam Oeun is riding his bike when Vichara 
Dany, skipping along cheerfully, accidentally stumbles 
on him and causes them to fall. A comic scene follows in 
which the girl is awkwardly chatted up by the boy, who 
even sings a song in which his voice magically turns into 
Cambodian singer-songwriter Sinn Sisamuth’s. Eventually, 
the girl accepts a ride home. There’s a close-up on Kong 
Sam Oeun’s face, joyfully whistling while cycling. The 
image, which, so far, has been unusually clear, suddenly 
becomes overexposed — undoubtedly the effect of some 
deterioration that occurred before the film was transferred 
to VHS — to the point that the happy face of Kong Sam 
Oeun looks like an immaculate white mask emerging 
from the void, an apparition from the beyond. A close-up 
of Vichara Dany shows her, too, abandoning herself to 
pleasure. She embraces Kong Sam Oeun and closes her 
eyes. Zoom in on Kong Sam Oeun’s face. The frame is so 
“burnt” that one can only make out the dark of his closed 
eyes, his nostrils and his hair moving in the wind. 

Then another image is superimposed on this one. A long-
haired girl wearing sunglasses can be made out on the 
left, with palm trees in the background. Oddly, this frame 
seems frozen, and gives the impression of a photo from 
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Vichara Dany (left) and Kong Sam Oeun in A Time to Cry / Pel Del Trov Zum (1972). 
Image courtesy of Davy Chou
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the period concealed under the original frame. Then it 
is replaced by another overexposed frame of Kong Sam 
Oeun’s ecstatic face. We make out the couple driving 
away down the road. The look on their faces is, to me, the 
most apt manifestation of happiness I have ever seen. 
Then the spectral whiteness invades into the frame again, 
so much so that the actors’ figures vanish gradually. They 
have melted away into the image.

Each time I view this scene, I am overwhelmed by the 
feeling that the film reaches the essence of what Kong 
Sam Oeun and Vichara Dany incarnated. They were 
Cambodian cinema’s greatest on-screen couple, and 
together starred in more than sixty films and as many tales 
of doomed love. Their future was shattered by the Khmer 
Rouge. 

When the film lights upon the faces of these eternal lovers, 
a blinding brightness contaminates the whole image. And 
yet, suddenly, a fleeting shot appears like a miracle, shows 
the couple embracing one another on the motorbike, 
joyously fleeing towards happier horizons. What is offered 
to us here is at once the image of the past becoming 
immortal and a radiant future that never arrived. An image 
that belongs to every era, and so an image that exists out 
of time: five seconds of eternity.
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Davy Chou is a Cambodian-born French film director and producer, 
and founder of Kon Khmer Koun Khmer, a group of young 
Cambodian students and artists. The production company founded 
by his grandfather, Van Chann, was one of the largest in Cambodia 
in the 60s and 70s. In 2010, Chou directed Golden Slumbers, a 
documentary on the golden age of Cambodian cinema from its 
birth in 1960 to its destruction when the Khmer Rouge took 
power in 1975.
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The origins of film production in Singapore and today’s 
Peninsular Malaysia have been generally considered 
to be in the early 1930s, just after the beginning of the 
sound film era. The first feature produced in Singapore is 
commonly believed to be Laila Majnun (1934), a romantic 
tale based on an ancient Arabic legend and directed by 
B. S. Rajhans. Rajhans came to Singapore from India, 
where he established his reputation as the founding father 
of Singapore cinema. He directed over twenty movies 
between 1945 and 1955 and the majority of them were 
for Shaw Brothers’ Malay Film Productions. Laila Majnun 
premiered at the Marlborough Theatre on Beach Road 
in Singapore on 27 March 1934, for the Hari Raya Haji 
holiday. This film also ushered in the long period of Malay 
cinema supremacy in Singapore production which lasted 
until the city’s decline of film production in the 1970s.

There were sporadic rumours that the first Singapore-
produced film may have been made before Laila Majnun. 
One of these mentioned a Mr Russell, an Englishman, who 
supposedly negotiated with the popular bangsawan

The Immigrant: 
Singapore’s First 

Feature
Jan Uhde and Yvonne Ng Uhde
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performer Sharif Medan (born Sharif bin Ismail) about 
starring in Russell’s film project Mutiara Putih / White 
Pearl (1932–1933). A more persistent rumour concerned 
the existence of a Chinese feature Xin Ke  / The 
Immigrant, directed by Guo Chaowen and produced in 
Singapore by Nanyang Liu Beijin Film, a company named 
after its founder, Muar-born Liu Beijin (1902–1959). It was 
documented as being in production towards the end of 
the silent film era in 1926–1927, considerably earlier than 
Laila Majnun. Evidence has come to light that Xin Ke was 
indeed made and released.

The 1920s was a period when filmmaking was emerging 
in China and Southeast Asia, often referred to then as 
Nanyang.1 In Shanghai, an important centre of Chinese 
film production, major companies were being set up, such 
as the Mingxing (Bright Star) Film Company and the Shaw 
Brothers’ Tianyi (Unique) Film Company. Mingxing’s silent 
classic An Orphan Rescues His Grandfather (

, Zhang Shichuan, 1923) was also the first Chinese-
made film shown in Singapore. Closer home, Loetoeng 
Kasaroeng (aka Lutung Kasarung, aka The Lost Lutung, 
aka The Enchanted Monkey, silent, 1926), directed 
by Dutchman L. Heuveldorp and photographed by G. 
Krugers, premiered in Bandung, Dutch East Indies, on 31 
December. This film, based on an ancient Sundanese tale, 
was produced by the NV Java Film Company in Bandung, 
and is considered the first Indonesian fiction feature. 
Thailand’s first indigenous film, the silent drama Chok 
Song Chun / Double Luck, produced by the Wasuwat 
Brothers’ Bangkok Film Company and directed by 
Kun Anurakrathakarn, was released in 1927.

A comprehensive report on the making of Xin Ke, including 
articles by the producer Liu, the director Guo and the 
female supporting-lead Huang Meng Mei, was published 
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in a two-page “Silver Screen World” section of the 
Singapore Chinese newspaper Xin Guo Min Re Bao (

 aka New Republic Daily aka New Citizen Daily), 
on 26 November 1926. The report included the film’s 
synopsis, articles stating the producer’s intention, the 
director’s artistic aims and an explanation of the shooting 
process. Xin Ke was a melodrama narrating various 
experiences of a fresh Chinese immigrant in Singapore. 
The feature’s intended target audience was the city’s 
Chinese immigrant population and also moviegoers in 
China. Another extensive coverage of the filming progress 
was published in the Xin Guo Min Re Bao on 5 February 
1927, stating that the shooting and editing of the film 
had been completed and that the movie was about to be 
submitted to the authorities for review. According to this 
report, a test screening of a part of the feature had taken 
place and the local premiere was planned for the end of 
February. Photographs including those of the director, 
male and female protagonists, the production staff 
and a scene from location shooting in Singapore, were 
also printed in the two newspaper reports. Two shorter 
accounts focusing on Liu Beijin’s production company 
were also published on 29 November and 7 December 
1926 in the same newspaper.

A number of “Coming Soon” short advertisements 
appeared in the paper in between 25 November 1926 and 
19 February 1927. On 1 March 1927, an announcement 
was published in the Xin Guo Min Re Bao (page 6) that a 
public screening of Xin Ke would take place at the Victoria 
Theatre on Friday, 4 March at 8 pm (with free admission). 
This announcement was reprinted in the same newspaper 
on 2nd and 3rd March. That the advertised event did 
indeed take place was confirmed by Mr Chen Xue Bo, 
who attended the screening and wrote a review of the 
film for the Chinese tabloid newspaper Xiao Xian Zhong 
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published in Singapore.2 Mr Chen reported, among other 
things, that it was a full-house show (the auditorium’s size 
was 900 seats) and that the majority of the audience was 
female. He observed that a magazine dedicated to Xin 
Ke was sold for 20 cents at the show. He also pointed to 
the fact that the movie had been cut by the (then British) 
censors by about one third, which caused considerable 
damage to the film’s integrity.

The abovementioned information confirms that Xin Ke, 
sometimes believed to be an unfinished project, was 
indeed a completed feature, publicly released in the 
Victoria Theatre, “the grand old dame of Singapore 
theatres”, and one of the city’s most prestigious 
performance venues. This evidence significantly alters 
the existing perception regarding the first feature made in 
Singapore and Malaya, establishing beyond doubt that the 
indigenous film production began on 4 March 1927, with 
the public screening of Guo Chaowen’s and Liu Beijin’s 
Xin Ke, preceding the emergence of B. S. Rajhans’ Laila 
Majnun by seven years. This finding also amends existing 
information on the beginnings of Singapore cinema in 
print3 and on the Internet.

Xin Ke can now be seen in a historical context as part 
of efforts to develop indigenous film production in 
Southeast Asia. As in a wave, the first feature films in three 
neighbouring countries appeared within months from one 
another: Loetoeng Kasaroeng in today’s Indonesia on the 
last day of 1926, Xin Ke in March 1927 and Thailand’s 
Double Luck in the same year. Xin Ke, like the other two 
Southeast Asian “firsts”, is a silent film, produced at the 
very end of the silent era.

The 1926 and 1927 newspaper reports also confirm that 
the filmmakers of Xin Ke had a clear idea of their creative 
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aesthetic and ideological goals, and how a good film 
should look. Their purpose of making a film was, among 
other things, to cultivate the audience’s taste in film 
viewing. They expressed their views on contemporary 
cinema in China, criticising violence in film, the star system 
and the imitation of foreign films. Their position was as 
much ethical and aesthetic as it was political.

The perception of China by the Singapore and Malayan 
Chinese was quite different to what it is today. Back 
then, they saw China as the mother country. Xin Ke’s 
filmmakers wanted to inject Chinese cultural traditions into 
Singapore’s Chinese population, whom they considered 
somewhat materialistic and lacking in cultural refinement. 
They also wanted to screen their film in China, to show the 
lifestyle and specific ways of the Chinese in Nanyang to 
the Mainlanders who, as they saw it, knew little about the 
life of the Chinese immigrants here.

Writing about Xin Ke, producer Liu Beijin stressed the 
difficulty in finding a good script which he saw as a most 
important part of a movie. He also observed that the 
Chinese people in Singapore did not believe that films had 
any value, which made it very hard for him to find actresses. 
Although in the end, a few courageous and dedicated 
women broke with the societal norms and auditioned for 
the film. He and his team also planned to make more films 
after Xin Ke. But this was not to be.

There is no evidence to show that Liu Beijin and Guo 
Chaowen’s Xin Ke spawned any immediate successors 
in the city. As for the availability of the film itself, no 
information has yet come to light. Even if the film was not 
discarded, it is unlikely that its (flammable) cellulose nitrate 
base has survived. According to all indications, the premier 
screening was not repeated. Assuming Chen Xue Bo’s 
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remarks written after the film’s screening were accurate, 
the fact that the movie was severely butchered by the 
censors was in part responsible for this. Few films can 
endure such treatment and still survive at the box office.

A question arises here: why were the British censors so 
uncompromising? The historical fact that the pre-war 
British censorship in Singapore was generally harsh is 
not enough to explain this particular action. The fear of 
political turmoil in China spilling into Singapore’s Chinese 
community worried the British colonial administration. 
However, Xin Ke was not an overtly political film and 
so we can only speculate on the censors’ reasons. 
The fact remains that Xin Ke’s director Guo Chaowen 
had worked as a cinematographer for Chen Kengran’s 
Youlian Film Studio in Shanghai, and had been personally 
involved in filming the fresh aftermath of the May Thirtieth 
1925 massacre, in which British police fired on student 
protestors in Shanghai, triggering an upsurge of anti-
imperialist demonstrations and fostering the rise of 
Chinese nationalism.4

This event shook China and its fallout was felt throughout 
the region: in Singapore for example, the built-up political 
tension erupted in the Kreta Ayer Incident, in which a 
deadly clash took place between the police and Hainanese 
Kuomintang supporters on 12 March 1927 – just a week 
after Xin Ke’s public screening. Another major reason for 
the absence of Xin Ke’s direct legacy was the arrival of 
sound. Xin Ke would not be the only film to fall victim to 
this profound and extremely fast change which began in 
the United States in earnest only months after its release. 
The Jazz Singer (1927), the legendary first feature that 
included synchronised speech, eventually arrived in 
Singapore in 1929. With the beginning of the sound film, 
which was well suited to the Indian-Malay bangsawan-
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Articles on Xin Ke in Xin Guo Min Re Bao 
26 November 1926 (page 40 and 41) and 5 February 1927 (page 44).

“Coming Soon” advertisement for Xin Ke in Xin Guo Min Re Bao 
, 19 February 1927.
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inspired musical and singing tradition, filmmaking in 
Singapore and Malaya moved into the Malay cultural orbit.

If there is any legacy of Xin Ke, one has to look for it in 
the early post-war period which saw a temporary rise in 
Chinese-language film production. Founded right after the 
war, the New China Film Company ( ) 
produced the Light of Malaya (1946), the first Chinese-
language documentary on the anti-Japanese resistance. 
The independent Zhong Hua Film (China Screen) released 
Blood and Tears of the Chinese Immigrants  
(1946), the first locally-made post-war Chinese fiction 
feature. China Screen’s director Yin Hailing was one of the 
few women filmmakers of the time. Her Lost Souls Abroad 
(aka Souls of Overseas Expeditions, 1946) reminded 
Singapore’s Chinese of their roots. However, few Chinese-
language films followed this promising start. Among these, 
Lion City  (1960) and Black Gold  (1962) by 
Yi Sui were produced by Cathay-Keris and Era Movie 
respectively. After a long caesura, another Chinese feature 
followed, Chong Gay Organisation’s The Two Sides of the 
Bridge  (1976), written and directed by Lim Ann 
(born Lim Meng Chew).

Despite Xin Ke’s head start, Chinese-language films were 
clearly in the minority when compared with the blossoming 
Malay movies produced largely by the two Singapore 
majors, Cathay-Keris and Shaw Brothers’ Malay Film 
Productions — and they remained so until the closing of the 
early chapter of Singapore’s film history in the 1970s.
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 1 Chinese name for the geographical region south of China,   
  particularly Southeast Asia. Literally meaning “Southern Ocean,” 
  it came into common usage in self-reference to the large ethnic  
  Chinese migrant population in Southeast Asia, to be more precise  
  in Singapore, Malaysia, Indonesia, Thailand, the Philippines and  
  Vietnam. (Wikipedia)
 2  Chen Xuepu ( ), “Filmmaking Issues, 1 and 2” 
  (  ), Leisure Hour 
  ( ) Singapore 19 June 1927, p. 2 and 9 July 1927, 
  p. 2. Quoted from an article by Hee Wai Siam ( ). “On  
  Sinophone Malaysian and Singaporean Cinema” (

). Film Appreciation Academic Journal 2011,  
  8(2), 3–9.
 3  Including the authors’ Latent Images: Film in Singapore 
  (2nd edition), p.19.
 4  Released as The May 30th Movement in Shanghai   
  (1925), a documentary.

Jan Uhde is Professor of Film Studies at the Department of 
Fine Arts, University of Waterloo, Canada. He is the author of Vision 
and Persistence (1990), a history of the Ontario Film Institute, and 
founding editor of Kinema, a journal for film and audiovisual media.

Yvonne Ng Uhde is an independent researcher. She writes 
for the International Film Guide.

Jan and Yvonne co-wrote the book Latent Images: Film in 
Singapore (2000).

The Immigrant



48



49

D
re

am
s 

fr
om

 th
e 

Th
ir

d 
W

or
ld

 (
20

08
) 

by
 K

an
 L

um
e

Im
ag

e 
co

ur
te

sy
 o

f K
an

 L
um

e
Th

ey
 c

al
l h

er
...

 C
le

op
at

ra
 W

on
g 

(1
97

8)
 b

y 
G

eo
rg

e 
R

ic
ha

rd
so

n
Im

ag
e 

co
ur

te
sy

 o
f D

or
is

 Y
ou

ng



50

By the time she was 22, Doris Young from Singapore was an 
international movie star. As a teenager in 1977, she responded to an 
advertisement placed by Sunny Lim, a local film producer, calling 
for would-be actresses who were “sexy, seductive and smart.” Lim 
had successfully collaborated with Bobby Suarez, a Filipino film 
impressario on Bionic Boy (1977), an adventure film with a Singaporean 
lead, and was now casting for a fresh face to play an English-speaking 
Asian female action heroine. “Cleopatra Wong” was an amalgamation 
of British superspy Modesty Blaise, blaxploitation queen Cleopatra 
Jones and the Shaw Brothers’ martial arts starlets. Despite her lack of 
experience, Doris was chosen for the role, renamed Marrie Lee (after 
Bruce, of course) and whisked off to Manila to become the leading lady 
in Suarez’s prodigious and demanding film factory. 

Released in April the following year, They call her…Cleopatra Wong 
(1978) (directed by Suarez under a pseudonym) introduced the world 
to the vividly outfitted Interpol sleuth, markswoman and combat expert, 
whose boss (radio veteran Brian Richmond) dispatches her around 
Singapore (Sentosa, Orchard Road, Jurong’s Chinese Gardens) to 
pursue counterfeiting bad guys bent on destablising Southeast Asia, 
and then to a monastery in the Philippines, where much mayhem 
ensues, including the iconic spectacle of “Cleo” in a nun’s habit 
wielding a four-barreled shotgun. The film was a tremendous success, 
but Doris would star in only two more movies, although Suarez had 
plans (and scripts and posters) for many more. 

Interview 

Doris Young aka Marrie Lee 
aka Cleopatra Wong
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After this brief burst of stardom, Doris returned to Singapore and re-
invented herself as an entrepreneur. But her celluloid alter-ego never 
quite faded away. Recently, she’s acquired the rights to the character 
and there are plans to revive the franchise. She’s also searching for 
surviving 35 mm prints of They call her…Cleopatra Wong, a film that, 
despite its cult status, exists only on poor quality video and DVD 
transfers. So, if you have any information, please get in touch!

Ben Slater: What are your first memories of going to the cinema and 
wanting to be an actress?
Doris Young: I was always play-acting. My mum had Rediffusion (a radio 
station with dialect programmes) on the whole day so she could sing 
Chinese opera and I sang along too. My dad worked in a construction 
firm and one of his projects was to build a cinema at Tai Seng, called 
Bright Cinema, but it doesn’t exist anymore. So, with each movie release, 
we’d go there twice a week, and those are the movies that I remember 
clearly, even today.

Doris Young. All images in this interview courtesy 
of Doris Young.
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My mum could see that I was very keen on acting and she used to say, 
“Maybe one day I’ll bring you to Hong Kong and you can be an actress.” 
But we became very poor after my dad passed away. I never thought that 
I would even step out of Singapore.

Your first film was a Hong Kong production shot in Singapore, 
Showdown At The Equator (Kwan Ching Liang, 1978), how did you 
get cast?
The crew and the director were in Singapore to recce the place and 
visited this theater-restaurant-nightclub where I was working as an usher 
and receptionist. As they were leaving, I wished them well, but they were 
busy talking and didn’t pay me any attention. But just as the lift was about 
to close, the director looked up at me and said, “Would you like to be 
in movies?” 

So, you had a small role?
The leading actress was not too happy about me so I just had some 
running and fighting scenes in the film. I would have made a second 
movie with this company, but I had a proposition from the director that 
I turned down. I was not even 17!

I thought it was just a bad experience. So when I went for my interview 
for the role of Cleopatra Wong, I brought my sister along. Sunny Lim 
interviewed me. He told me that I might have to take off my clothes “for 
art.” So my sister said, “No thank you” and we left. But I was a bit of a 
rebel then, and this was a chance I didn’t want to give up. So I called 
Sunny on a payphone and he said the main director-producer was 
coming down and asked me to come back.

I saw the artist impression of how “Cleo” looked and I went dressed in 
a wide brimmed hat, sunglasses, a short blouse, mini-skirt and boots. 
That was when I met Bobby. 

Do you know why they chose you?
I wasn’t even Sunny’s first choice. He liked someone else, but Bobby 
didn’t like her. He thought I’d photograph better. And Bobby liked the 
fact that I was an orphan, because he was one himself.
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It would have been so easy for him to get a Filipino lady or even a girl 
from Hong Kong. But all along, Bobby had his sights on the international 
market. Even before Cleopatra Wong he’d done Bionic Boy and They 
Call Him Chop-suey (1975), which all had an international market. So 
his films have to be shot in English with an international cast.

His crew was fully employed by him. Everyone was on the payroll. So he 
had to find money to make films. Sometimes, when he didn’t have money, 
we got paid less. But because he already had a reputation, he could sell 
his movies ahead of time, with a script or a synopsis. 

They call her…Cleopatra Wong (1978) by George Richardson

Interview: Doris Young
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So what happened after you got the part?
Bobby took me away to the Philippines. There, I was given a full-time 
martial arts instructor, reading parts of the script and training, training, 
training all the way. 

I thought it was kind of glamorous to be an action star, but I didn’t know 
if I could carry it through. Bobby took me under his wing and guided me. 
I was scolded a lot by him because when I had too many takes he would 
start shouting, “You bring your own negative tomorrow!” and I’d start 
crying.

Bobby was a bit of a tyrant. Not only to me, but also to his staff. None of 
us dared to speak up a lot. He just wanted things to be done his way. But 
we respected him. Everyone needs direction and he gave us direction.

Some of the crew were not friendly. They couldn’t understand why 
Bobby picked this unknown, stupid, Singaporean Chinese girl who 

Dynamite Johnson (1979) by Bobby A. Suarez
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didn’t know how to act. I bought candies and food and it took a while, but 
eventually they warmed up to me.

Did you feel you were improving in terms of acting? 
I memorised my lines to a tee. And I said them like that, but sounded 
unnatural sometimes. It was only on the second film (Dynamite Johnson, 
1979) that I was more comfortable, giving some of my own suggestions.

When did you find out that they’d be dubbing all the dialogue with 
American actors’ voices?
I knew all along. Bobby actually brought me to Hollywood to watch the 
dubbing being done. I just thought that was the norm.

Was it always the plan for you to play Cleopatra Wong in 
subsequent films?
He wanted to make part two of Bionic Boy, and had created this role for 
me as Bionic Boy’s aunt. But after a while, he said, “OK, you can still be 
Cleopatra Wong in that movie.”

I presume the films were made quite quickly.
It depends on how fast he got the money. Sometimes, we had to stop 
when he had no money to buy negatives. But once we had the money, it 
would be bam-bam-bam, we’d just shoot.

And the films were distributed all over the world.
Yes, I have collected quite a number of posters from the various 
international releases, including ones from Germany, France, Yugoslavia, 
the Middle East, and many other countries.

The film that was supposed to be the third Cleopatra Wong film was 
never completed.
That was The ASEAN Five: Codename The Destroyers. We had already 
filmed a lot of scenes in the Philippines and went to Malaysia to film the 
second half. But Bobby fell out with Sunny and almost the entire cast 
and crew was there in Kuala Lumpur for quite some time although no 
filming ever got started. In order to leave the country, we had to pay our 
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rent. So Bobby came up with Devil’s Three (aka Devil’s Angels aka Pay 
Or Die aka Mean Business, 1982), and went to see the lady boss of 
this other company who were big players and said, “Look, I have this film 
I’m gonna make and I need this much.” And he took the money and paid 
for all our hotels. He abandoned The Destroyers and didn’t want to talk 
about it anymore.

After Devil’s Three, there were a number of films with you in the lead 
that got announced (Cobra Woman and Super Woman, for instance) 
but they were never made, so what happened?
When my three-year contract with Bobby ended, I was ready to sign 

The ASEAN Five: Codename The Destroyers

Lost Films of Southeast Asia



57

another one, and he came up with a contract for ten films. But no dates 
were stipulated for these films, and by that time, I was a little bit wiser. 
I was happy to do ten movies with him, but someone told me, “You have 
to put a time frame, otherwise you will be contracted for life.” So I wasn’t 
prepared to sign and we had this falling out and I returned to Singapore. 
He was angry and re-wrote The One-Armed Executioner (originally 
intended as another Cleopatra Wong film, 1983) for Franco Guerrero.

That was when I got an offer from Hollywood to play Charlie Chan's 
#1 Daughter, in the pilot TV series. They had contacted me via Warner 
Bros, and in turn through Cathay, because they were releasing the 
Cleopatra Wong movies. Everything was OK, and I was supposed to 
go to Hollywood, but then there was an actors’ strike (in 1980) and it 
was delayed. 

I had to get a job. And I didn’t have any formal education, because 
I finished school at 16. So, I formed a dance group called “The Devils 
Angels” and we travelled to Indonesia and Thailand to perform. 
Eventually, I met my ex-husband and we got married. When all the strikes 
cleared, the producer approached me again, but my husband said, 
“I don’t want you to go.” And they never shot the movie. 

After the fame and attention of being Cleopatra Wong in the 
Philippines, it must have been strange to be back in Singapore where 
there was no film industry at all.
There were no avenues for me to get any acting jobs. So it was difficult. 
It was not even easy to go out to take a bus. I couldn’t imagine someone 
saying, “Eh! Cleopatra, taking a bus!” I had this thing from Bobby 
drummed into me, when he says, “You are a star. Stars don’t take the bus!”

There must have been a point in the 1990s when the whole 
experience was very much behind you.
Of course. At that time, I didn’t even have the movies. Out of the blue, this 
guy wrote to me and said “I’ve got three VHS tapes of your movies. Can 
I send them to you and could you do an interview?” So that’s when 
I got the tapes and got to watch my movies after so many years.

Interview: Doris Young
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And later you got back in touch with Bobby. Was he still making films?
He had already retired for about six or seven years after suffering two 
major heart attacks. But when we met, he said his greatest wish was to 
do a remake of Cleopatra Wong before he died.  I told him, “You are
20 years too late.” But I guess guys have this memory, of the time 
they first met their wives — it’s an image that never goes away. To him 
I was still the perfect Cleo Wong. I said, “No Bobby, let’s be realistic.” 
But he was still very stubborn. And I read the script and there was one 
part where I was attacked while taking a shower and I said, “Please 
Bobby! Not that!”

He got into talks with this production company, and they wanted to do 
it, and they had the actress too — a very petite Vietnamese girl. They 
changed the script so it seems that I got into a coma after a fight at the 
start and only wake up at the end. Bobby didn’t like that and the thing 
fell through.

And after he passed away, you acquired the rights to the character 
from his estate.
Yes, because if it’s not Bobby remaking it, then it should be me by right.
I am Cleopatra Wong.
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They call her…Cleopatra Wong (1978) by George Richardson

Interview: Doris Young
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In Malaysia, there are two films by Usmar Ismail – 
considered the Father of Indonesian cinema – publicly 
available on cheap, low-grade VCD format. In Indonesia, 
it’s very difficult to get access to these films: to see them, 
one must visit the Sinematek Indonesia, and, if you are 
lucky, you can watch the movies in a good condition in 
VHS format. It is a common knowledge, especially for 
those who know the history of Indonesian cinema, that 
Usmar Ismail considered his third film, Darah dan Doa / 
The Long March (1950), as his first real movie. In 1962, 
the Dewan Film Nasional (National Film Board) declared 
the first day of the film’s shooting, 30 March 1950, as 
“National Film Day,” a decision which was upheld by 
Presidential Decree in 1999.

Usmar had already made two films before that — Tjitra / 
Image and Harta Karun / Treasure, both in 1949, under the 
South Pacific Corporation, a Dutch company — but since 
the producer had dictated the stories and the subject 
matter, Usmar felt that he could not freely express himself 
and more or less disowned them.

Two Orphan Films 
by Usmar Ismail

Ekky Imanjaya 

Lost Films of Southeast Asia



61

Very few people have watched the early works of Usmar. 
And only few Indonesians realise that Usmar made two 
films for Indonesia’s neighbouring countries, one of them 
being a remake of his earliest work.

Indeed, Usmar made films in what was then called 
Malaya. The titles are Korban Fitnah / Defamation Victim, 
produced in 1959 by Cathay-Keris Films in Singapore, and 
Bayangan di Waktu Fajar / Shadow at Dawn, released 
in 1963 with Cathay-Keris co-producing with PERFINI, 
Usmar’s own film production company.

It was the well-known Malaysian critic and director, Hassan 
Abdul Muthalib who first informed me about these two 
“lost films.” Later, in 2009, when I visited Kuala Lumpur, 
Amir Muhammad — the filmmaker and publisher — took 
me to Chow Kit, KL’s Chinatown, which has recently been 
dominated by Indonesian residents (one Indonesian phone 
provider even has ads in Bahasa Indonesia!). There, I was 
surprised to find that in a small shoe store, one can buy 
classic Indonesian movies on VCD, mostly popular films 
(starring the famous dangdut musician Rhoma Irama and 
Warkop [an Indonesian comedy trio], for instance) and 
exploitation movies such as Pengabdi Setan / Satan’s 
Slave (1980) and Beranak Dalam Kubur / Birth in the 
Tomb (2007). 

In Indonesia, these popular films can be watched in Layar 
Tancap, a mobile cinema mostly hired for celebrations 
such as marriage or circumcision, on cheap VCDs made 
by companies like Karyamas Vision and Navirindo Audio 
Visual, as well as from international distributors such as 
Mondo Macabro DVD.  But what of Usmar’s underrated 
and underseen films?

According to the website “Film Indonesia,” which is the 
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online version of film critic and historian J.B. Kristanto’s 
essential Katalog Film Indonesia book, Bayangan di 
Waktu Fajar had minor changes made to it to meet the co-
production agreements between Singapore and Malaysia. 
The character names were also changed. The website has 
the following synopsis:

“Omar (S. Roomai Noor) acts as he pleases without 
any inhibitions. He even dares to rape Suryani (Latifah 
Omar), a girl who is adopted by his family and loved by 
Salim (Rendra Karno), his step-brother. Omar does not 
stay in the rubber plantation. Instead, he lives in the city 
and spends all the money that Salim worked hard for, to 
indulge himself with a prostitute, Sandra (Nurbani Jusuf). 
When he has used up all the money, he returns to the 
rubber plantation. He sees that Suryani is now married to 
Salim. She married him to protect her unborn child who 
was a result of Omar’s rape. She rejects Omar, who 
now asks for her hand in marriage, because she loves 
Salim more.”

In Korban Fitnah, Usmar uses the pseudonym “PL Kapur” 
(the same pen name he used to write the script of Paras, 
directed by Anant Thakur in 1949). Since the film has a 
twist, and some may want to track it down themselves 
in Malaysia, I’ll only give you the basic story from 
“Film Indonesia”: 

“Hussein (Sukarno M. Noor) is brought to trial after trying 
to commit suicide. He refuses to give an explanation until 
he is forced to. Then, he begins his story through a series 
of flashbacks: Hussein enters university with help from his 
unmarried brother, Hasan (A.N. Alcaff), who dedicates his 
life to Hussein and his sister Munah (Siput Sarawak) who 
has a heart ailment. But when Hasan gets together with 
Rahimah (Maria Menado), Hussein’s friend, Wahab (Syed 
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Hassan), gets jealous as he considers her as his girlfriend. 
Wahab becomes bitter and swears revenge. At Munah’s 
urging, Hasan marries Rahimah. Their happiness is short-
lived when Wahab starts to woo Rahimah. After Hussein 
punches Wahab, the latter starts spreading slander. 
He tells Hasan that Hussein is sleeping with Rahimah. 
Jealousy and rage start to build up and Hussein and the 
pregnant Rahimah are thrown out of the Munah house.”

Both films are apparently preserved in the Sinematek 
Indonesia on VHS. But those who wish to view the films 
must come to Jakarta and watch it in the Sinematek’s 
screening room. Copies can be made for educational 
purposes, but they are expensive.

Classic Indonesian films are screened in public at 
festivals, but often, curators and programmers focus on 
particular titles which they think are important to prioritise. 
That means, for Usmar Ismail, the titles that are usually 
mentioned and analysed are Lewat Djam Malam / After the 
Curfew (1954), Darah dan Doa, Tamu Agung / Exalted 
Guest (1955), and Tiga Dara / Three Sisters (1956). Other 
films by Usmar — Ananda (1970) and Big Village (1969), 
for example — are rarely publicly screened, while others, 
like Krisis (1953), are literally lost or in very bad condition.
It’s likely that the reason that the two films I’ve mentioned 
can be bought in KL for a few dollars is the involvement of 
Cathay-Keris and its maintenance of its archive. If PERFINI 
had been the only producer, then I imagine those films 
would share the fate of a film like Ananda — neglected, 
abandoned in the Sinematek Indonesia, and waiting to be 
watched.

And let’s forget about fully restoring these films, a process 
we have recently seen for Lewat Djam Malam which is 
praised as the most important (and possibly the best) 
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film in the history of Indonesian cinema. It’s an expensive 
process, reliant on international expertise, and as such, 
happens very rarely.

So, what’s important about discussing two virtually 
unknown films? They are both great examples of 
transnational production, distribution, and exhibition 
among Indonesia and its neighbours in the 1950s. Both 
films present modern characters in the metropolitan 
spaces of Singapore and Malaysia, but also reveal 
mental landscapes of the rural atmosphere in the 1950s. 
Poignantly, they also show us representations of the two 
countries in that era from Usmar’s unique perspective. 
Bayangan di Waktu Fajar is a remake of Usmar’s very 
first movie, the somewhat discarded Tjitra, which makes it 
fascinating to see how and why he changed the 
original material.

Bayangan retains the title song from Tjitra. The song 
was very popular in its time, it was used as the theme 
song in the early days of Festival Film Indonesia which 
started in 1955, and the song title itself was adopted by 
the Piala Citra (Indonesia’s equivalent of the Oscars). 
The lyrics of the song are represented in the storytelling 
and visual qualities of Bayangan. Usmar and his favorite 
cinematographer Max Tera, played extensively with 
darkness, light and silhouettes, and through the song, we 
can witness the sensuality of actress Nurbani Jusuf. 
Korban Fitnah uses a Bollywood formula: a newlywed 
groom is slandered by a kampong playboy, and isn’t the 
most original of tales. But, the acting by famous Indonesian 
actor Soekarno M. Noer is very strong. The film opens 
in a courtroom where the main character is questioned 
by judges about why he was trying to commit suicide by 
jumping from a high building (as relevant as ever). Also to 
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note is the presence of Malaysian producer-actress Maria 
Menado in the film.

These films are orphans, left to survive on their own, and 
unfortunately, the archiving system in Indonesia is still in 
the dark ages, as in the lyrics of Tjitra: 

Citra, engkaulah bayangan
Waktu subuh mendatang
Citra, kau gelisah malam
Dalam kabut suram

(Image, you are the shadow of forthcoming dawn
Image, you are the restless night in the gloomy fog)

Ekky Imanjaya is a postgraduate student of Film Studies at the 
University of East Anglia, Norwich, UK. His research focuses on 
the transnational distribution and global fandom of New Order’s 
Indonesian Exploitation, Cult, and B Movies. He is also a lecturer at 
the School of Media and Communication, BINUS INTERNATIONAL, 
Bina Nusantara University in Jakarta, Indonesia. As a film critic and 
film journalist, he is co-founder and editor of RumahFilm.org and 
has published scholarly and popular articles as well as books on 
Indonesian Cinema, including A to Z about Indonesian Film (2006) 
and The Backdoors of Jakarta: Jakarta and Its Social Issues in Post-
Reform Indonesian Cinema (2010).
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Bayangan di Waktu Fajar / Shadow at Dawn (1963) by Usmar Ismail 
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Two Orphan Films

Korban Fitnah / Defamation Victim (1959) by Usmar Ismail under the pseudonym P.L. Kapur
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“I have never forgotten Singapore. Singapore is very 
cruel to someone like me.” 
— Johnny in Johnny Bikin Filem

It’s well-known that Singapore (then part of British Malaya) 
is where Malay Cinema first took root with the film, Leila 
Majnun / Lovestruck Leila, directed by B.S. Rajhans in 
1933. Rajhans was among the bevy of directors brought 
in by Shaw Brothers (and later, Cathay-Keris). Among 
them were directors from Indonesia, the Philippines and 
Hong Kong. The film industry boomed after the war and 
throughout the 1950s. Those were interesting times. The 
worldwide socialist movement was making its influence felt 
among literary writers, journalists and left-wing activists. 
Hollywood cinema was moving away from classical to 
social-realist films with The Wild One (Laslo Benedek, 
1953), On the Waterfront (Elia Kazan, 1954) and East of 
Eden (Elia Kazan, 1955), among others (and also film noir), 
casting their influence on the filmmakers in Singapore and 
on its society at large. These are the elements depicted in 
Johnny Bikin Filem / Johnny Directs a Movie (JBF), one 

Johnny Directs 
a Movie (but it’s 

never seen)
Hassan Abd. Muthalib

Lost Films of Southeast Asia



69

of the great “unseen” Malaysian films which exists in two 
versions and has a fascinating, complex production history.

JBF was directed by Dr Anuar Nor Arai. Anuar had 
attained his PhD in Film and Theatre from the University of 
Southern California in Los Angeles, USA, and on his return 
to Malaysia, he became an Associate Professor teaching 
film in the Department of Media Studies at the University of 
Malaya, Kuala Lumpur. A prolific writer of film and theatre 
scripts, he had a library of about 73 completed scripts, but 
misfortune dogged his career right up to his death. His 
scripts were largely rejected and overlooked; a few were 
produced as feature-length telemovies or made into a 
couple of TV episodes helmed by other directors. 

In 1994, he proposed to the University of Malaya the 
making of a feature film in which students would work 
alongside professional actors and a film crew so as to 
better understand film production from script to screen. 

Johnny Directs a Movie

Johnny Bikin Filem / Johnny Directs a Movie by Dr Anuar Nor Arai
All images in this article © Universiti Malaya / University of Malaya
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The Head of the Department fully supported the idea 
and allocated about 235,000 US dollars for it. This would 
probably be the most positive thing that happened to 
Anuar throughout his life as a (would-be) filmmaker 
and writer. 

With funding from the University of Malaya, the production 
of JBF began in June of 1994 with locations in Penang, 
Perak, Selangor and Kuala Lumpur. The film was shot on 
35 mm film, but was only completed up to the “double-
head” stage, that is with the sound track and the visuals 
separated. A film is only considered completed when 
picture and sound are “married” and made into a check 
print, and thence into release prints for distribution and 
exhibition. Without a professional production manager, 
Anuar had overshot scenes and, subsequently, overspent 
the budget. He applied for more funds, which were not 
forthcoming, and so began to use his own money. The 
processing, editing and sound services were done on 
credit. In the end, the production costs for the first five-
hour version of JBF came to about 400,000 US dollars. 
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The film brought together student actors Zack Idris 
(Johnny), Hamsan Mohamad (Joe), Monica Chan (Ani) and 
Linda Lee (Sara), with professional actors M. Amin (Shariff 
Sutero), Erma Fatima (Siti Rafeah), Wafa Abd. Kadir (Siti 
Kamaliah), Jalaluddin Hassan (Mastar), Abu Bakar Omar 
(Pak Hitam), Suzaidi Saidin (Yusof Telo), Izi Yahya (Robert) 
and J.D. Khalid (Pak Ayob). M. Amin was a veteran actor 
and director of films in Singapore in the 1960s. JBF was 
a story about gangsters set in the cabarets, alleyways and 
docks of 1950s Singapore. 

Amongst all of Anuar’s stories, JBF is the most 
autobiographical and is, in reality, about the Malaysian 
film industry and Anuar’s attempts to transform it into a 
real national cinema. The film begins with a black screen 
and Anuar’s voice calling the shots. The first visual is of 
a clapperboard depicting Anuar’s shooting of JBF. This 
is followed by the shooting of a love scene which reeks 
of bad acting and inane dialogue — a signifier of the kind 
of films being produced in Malaysia. After the director’s 
credits, a montage introduces the main characters in the 
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story and their milieu of cabarets, alleyways, dilapidated 
buildings and the docks. Johnny is seen on a train heading 
for Singapore. After having a sexual liaison with Sara, 
the owner of a Malay opera troupe (bangsawan), Johnny 
is offered work at the Shaw Brothers film studio. At the 
signing of the contract, Johnny shoots the owner, signaling 
his forced entry into the Chinese-owned industry and a 
desire to do things his own way. He then teams up with an 
opera director, Shariff Sutero, to make a film. 

In between, Johnny has trysts with three other women: 
first, a cabaret dancer, Ani; then Siti Rafeah, a singer 
who will become an actress; and lastly, a bangsawan 
prima donna, Siti Kamaliah, whom he finally marries. 
Sexual tensions come to the fore as Johnny seems to 
be too preoccupied with trying to save bangsawan and 
making films. He also duels with Mastar, the leader of 
a group of gangsters, and kills him. Johnny becomes 
acknowledged as a godfather among gangsters as well 
as those who work in the film industry. One day, Johnny is 
confronted by a young Chinese producer who threatens 
him and leaves after slashing his face with a knife. At the 
end of the story, Johnny enters a set while shooting is in 
progress. The director orders him to get out but he keeps 
returning. It is then that a shot rings out and Johnny drops 
dead. A quick cut to the next frame reveals two shadowy 
figures on a building, one of them holding a gun. While 
the Chinese producer in the previous scene showed his 
unhappiness by openly accosting Johnny, who, in reality, 
were these killers? Anuar leaves the question hanging and 
the architecture of the building is the only clue to who the 
killers really are. 

Anuar was also the art director for JBF. His understanding 
of narrative structure, visuals, lighting, costuming, setting, 
decor and symbolism puts JBF in a class of its own in 

Lost Films of Southeast Asia



73

Malaysian Cinema that would be difficult to surpass. 
Anuar’s references came from Hollywood movies; seen in 
the wall portraits of Hollywood stars of the 1950s — such 
as James Dean – in the cabaret scenes. This contrasts 
with how Johnny’s “Malayness" is reflected in the portraits 
of Malay nationalists and Malay film stars that hung in 
the character’s house. The director’s approach was 
expressionistic, with props and lighting playing a symbolic 
role. Anuar’s overall directing style bordered on the poetic 
and the lyrical. He also employed the chiaroscuro lighting 
characteristic of film noir and close-up shots in JBF 
referenced the dark, faded backgrounds in Rembrandt’s 
portraits. Many scenes were shot in the gothic style, 
modelled after the visuals in films like Citizen Kane (Orson 
Welles, 1941) and The Godfather (Francis Ford Coppola, 
1972). The setting itself referenced Elia Kazan’s On the 
Waterfront (1954) with its docks and pigeons. 

The two-hour version of JBF only came about when 
Mahadi J. Murat, a filmmaker, academic and friend of 
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Anuar, became a lecturer at the University of Malaya from 
1999 to 2006. During his tenure, the university received 
a bill from the National Film Development Corporation 
of Malaysia (FINAS) for film equipment services for JBF. 
When Mahadi’s advice was sought, he suggested a way 
out: get additional funds to finish the film and use the 
proceeds from cinema screenings to pay FINAS. The 
Chairman of the university’s board agreed to allocate 
70,000 US dollars for this. The negatives of the film were 
at Gaya Lab in Shah Alam, Selangor, where they had been 
processed (with money also being owed to it). The audio 
tapes were at Filem Negara Malaysia (FNM) where Foley 
recording (the input of everyday sound effects), dubbing 
and mixing had been done. Money was also owed to them, 
but there was not enough left. With Anuar’s supervision, 
Mahadi edited the film down to two hours, but they didn’t 
have enough money to properly transfer the sound so parts 
remained inaudible. A voice-over narration of M. Amin (as 
Shariff Sutero) was recorded for the opening to reveal a 
backstory, while scenes were repositioned to make the 
story as clear as possible. 
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When filming for JBF was completed in 2007, a special 
screening was arranged at the Asia-Europe Institute. All 
who attended the screening loved the film, but the Vice-
Chancellor of the University of Malaya, Tan Sri Datuk (Dr.) 
Rafiah Salim, was concerned about the film’s images of 
almost every character smoking incessantly and did not 
approve public screenings for the film.

Though disappointed, Anuar accepted his fate and that 
of his one and only film. His frustrations were somewhat 
alleviated when the film came to the notice of Paolo 
Bertolin, a programmer of Asian films for the Udine and 
Venice Film Festivals. This writer (who designed the titles 
for JBF) showed Bertolin a clip of the two-hour version. 
Bertolin exclaimed in amazement that he had never seen 
anything like it in Malaysian Cinema and was even more 
surprised when he discovered there was a five-hour 
version (a copy with attached English subtitles was later 
sent to him by Anuar). Unfortunately, Bertolin found that 
there was a missing scene crucial to the narrative. This 
scene had not been shot because the actresses did not 
turn up for the shoot. Once again, Anuar’s claim to fame 
eluded him.
  
In all his scripts, Anuar wrote bleak futures for his 
characters. To a certain extent, Anuar was aware of this 
element in his own life. His writings came from his own 
experiences and reflected his feelings and frustrations. 
He went to an early death in 2010 after a brief illness. 

Towards the end of JBF, there is a scene in which Johnny 
gives a speech at a reception celebrating one of his 
completed films. During his speech, he ironically says that 
the film is not yet finished and there is still one more scene 
to be shot. He stands in front of a huge poster of the film 
and says that he will continue making films. He ends by 

Johnny Directs a Movie



76

smilingly telling everyone: “Lepas ini, Pak Sutero akan bikin 
filem, Main Wayang!” (After this, Mr. Sutero will direct the 
film, Making Movies!). This was, in reality, Anuar’s sardonic 
comment on the industry. “Main wayang,” in Malay, means 
to put up a façade or false front. Anuar also referred to his 
own culture by using shadows (as in Malay shadow play) 
in many scenes. He depicted the struggle and trauma of 
bangsawan actors as they forayed into film acting. He 
depicted a world of shadowy figures alongside the real 
world. He used white screens (signifiers of cinema) that 
had shadows cast on them. These functioned as negative 
symbols of hidden hands at work that were attempting 
to disrupt Johnny’s efforts to uplift standards of film 
storytelling. 

For those in the Malaysian film industry, “main wayang” 
is what filmmakers have to put up with. Many things are 
decided by producers, broadcasters and bureaucrats. 
Filmmakers have to grit their teeth and go along with them 
in order to make films. The making of alternative films is 
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often put on hold. The bottom line is money. Films have to 
sell. But Anuar never compromised. And he paid the price. 
Johnny Bikin Filem will always be written about but will 
never be seen. It is lost to the audience for which it was 
lovingly destined for. 

Johnny says it all in a line of dialogue: “Aku tidak beri kasih 
sayang aku kepada sesiapa. Kecuali kepada cita-cita aku 
yang gelap gelita.” (I do not give my love to anyone. Except 
to my ambitions that reside in darkness.). And Shariff 
Sutero to Johnny: “Singapura tidak beri apa-apa kepada 
seni.” (Singapore does not contribute anything to the arts.)

Hassan Abd. Muthalib has made documentaries, animation shorts, 
commercials and directed Malaysia’s first animated feature, Silat 
Legenda (1998). Widely acknowledged as the Father of Malaysian 
animation, Hassan is a pioneer of film animation in Asia. He is 
currently researching on early Malaysian Cinema and his writings 
have appeared in books, magazines and international and 
Malaysian academic journals. 
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Write to us

Submissions are eagerly encouraged. We’re keen on writings on cinema that 
include, but are not limited to:

– overviews of a director’s work;
– photo essays celebrating or studying images in a film;
– explorations of one particular film or groups of films;
– analysis of moments within a film;
– situating a film within its historical/political context;
– stories or narrative non-fiction pieces inspired by films.

We are not looking for academic treatises, nor are we interested in lightly 
journalistic film reviews. We’re keen on writing that is sharp, intelligent and 
knowledgeable, though not without humour. Each piece should be between 
1,500 to 2,500 words long.

For submissions and letters to the editor, email: 
nhb_nm_cinematheque@nhb.gov.sg 

or write to: 
The Cinémathèque Quarterly
National Museum of Singapore
93 Stamford Road
Singapore 178897 
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About Us

About the National Museum Cinémathèque
The National Museum Cinémathèque focuses on the presentation of film in its 
historical, cultural and aesthetic contexts, with a strong emphasis on local and 
regional cinema. Housed in the 247-seat Gallery Theatre, the National Museum 
Cinémathèque offers new perspectives on film through a year-round series of 
screenings, thematic showcases, and retrospectives that feature both essential 
and undiscovered works from the history of cinema.

Besides the presentation of film, the National Museum Cinémathèque is also 
active in film preservation, especially the heritage of Asian cinema, and has 
worked with regional film archives to restore and subtitle important film classics. 
With an imaginative and diverse programme that includes Singapore Short 
Cuts, World Cinema Series, and Under the Banyan Tree, the National Museum 
Cinémathèque aims to create a vital and vibrant film culture in Singapore.

About the National Museum of Singapore
With a history dating back to its inception in 1887, the National Museum 
of Singapore is the nation’s oldest museum with a young soul. Designed to 
be the people’s museum, the National Museum is a custodian of the 12 National 
Treasures, and its Singapore History and Living Galleries adopt cutting-edge 
and varied ways of presenting history and culture to redefine conventional 
museum experience. A cultural and architectural landmark in Singapore,
the museum hosts vibrant festivals and events all year round – the dynamic 
Night Festival, visually arresting art installations, exciting performances and 
film screenings – in addition to presenting lauded exhibitions and precious 
artefacts. The programming is supported by a wide range of facilities and 
services including F&B, retail and a Resource Centre. The National Museum of 
Singapore re-opened in December 2006 after a three-year redevelopment.
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Ticketing Information

www.sistic.com.sg / (65) 6348 5555
SISTIC counters islandwide or National Museum Stamford Visitor Services:
10 am–7.30 pm

Concessions
Concession rates for most programmes are available to students (full-time, with 
valid student pass), seniors (aged 60 years and above, with valid identity pass 
showing proof of age), NSF (with valid 11B pass), National Museum Volunteers, 
National Museum Members, NHB Staff and MICA Staff. Passes have to be 
presented when purchasing tickets.

General Enquiries 
(65) 6332 3659 / (65) 6332 5642

Film Classification Guide
G  (General) Suitable for all ages.
PG  (Parental Guidance) Suitable for all, 
  but parents should guide their young.
PG13 (Parental Guidance 13) Suitable for persons aged 13 and above, 
  but parental guidance is advised for children below 13.
NC16 (No Children Under 16) Suitable for persons aged 16 and above.
M18 (Mature 18) Suitable for persons aged 18 years and above.
R21 (Restricted 21) Suitable for adults aged 21 and above.
           
For further details and the latest film ratings, please visit 
www.nationalmuseum.sg
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Getting to the Museum

Train
Bras Basah MRT Station (5-minute walk)
Dhoby Ghaut MRT Station (5-minute walk)
City Hall MRT Station (10-minute walk)

Bus 
YMCA Bus-stop (08041)
SBS: 7, 14, 14e, 16, 36, 64, 65, 111, 124, 128, 139, 162, 162M, 174, 174e, 175
SMRT: 77, 106, 167, 171, 190, 700, 700A, NR6, NR7

SMU Bus-stop (04121)
SBS: 7, 14, 14e, 16, 36, 111, 124, 128, 131, 162, 162M, 166, 174, 174e, 175
SMRT: 77, 106, 167, 171, 190, 700, 700A, 857, NR7

Taxi
Pick-up and drop-off points are at the Fort Canning entrance or the Stamford entrance.

Car
Limited parking facility is available at the National Museum. Other parking facilities are available at 
YMCA, Park Mall, Singapore Management University and Fort Canning Park.
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National Museum of Singapore 
93 Stamford Road 
Singapore 178897 
www.nationalmuseum.sg 


