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Taiwan and its internationally renowned cinema are “on the edge” in more
ways than one. As we outline in this introduction, for all its history the island
has been on the edge of larger geopolitical entities, and subjected to
invasions, migrations, incursions, and pressures. As one of the “Little Tiger”
economies of Asia, however, it has been on the cutting edge of the Asian
economic boom and technological innovation, and in recent years it has
pioneered democratization of authoritarian regimes in East Asia.

Furthermore, for almost twenty years since the advent of the Taiwan
New Cinema in the early 1980s, while they have been at the cinematic cutting
edge, filmmakers from Taiwan have also been on the edge of economic
disaster, not only locally, but also internationally. Hou Hsiao Hsien’s early
films The Boys from Fengkuei, A Summer at Grandpa’s, The Time to Live
and the Time to Die, and Dust in the Wind won awards at festivals everywhere
from Locarno to Turin, Nantes, Rotterdam and Berlin. However, his big
international breakthrough came when City of Sadness topped the Taiwan
box office and won the Best Film award at Venice in 1989, and he has been
a fixture on the international festival circuit ever since. His peer Edward
Yang picked up a Silver Leopard at Locarno for The Terrorizer in 1987, and
also became a fixture on the international scene. He reached new highs with
Yi Yi in 2000, which netted him Best Director at Cannes and numerous
other awards. Young directors from Taiwan are also feted. Tsai Mingliang
won the Venice Golden Lion for Vive L’Amour in 1994, and has picked up
at least one major award for every film he has made since. In addition to
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these and other festival favorites, Taiwan cinema has also produced Ang
Lee, whose work combines festival and box-office popularity. With these
luminaries and many more, the island can reasonably claim one of the highest
per-capita densities of internationally renowned film talent in the world.

Despite the international recognition accorded to Taiwan cinema, there
are no readily available books in English on the topic, and only one special
issue of a journal (Modern Chinese Language and Culture 15, no.1, edited
by Yomi Braester and Nicole Huang in 2003.) The translation and
publication of Feii Lu’s Taiwan Cinema: Politics, Economics, Aesthetics, to
be jointly published by Duke and Hong Kong university presses, will provide
the first history of the Taiwan cinema in English. Lu’s work is primarily a
social and economic institutional history, grounding discussion of films in
analysis of policy initiatives, social change, and economic formations. Island
on the Edge: The Taiwan New Cinema and After aims to complement Lu’s
history by gathering a range of work that analyzes individual films produced
since the advent of the Taiwan New Cinema in the early 1980s.

Of course, we recognize there is more to Taiwan cinema than the works
of the Taiwan New Cinema and its inheritors. Indeed, there are also Taiwan
New Cinema directors whose works are not discussed in this anthology, such
as Wang Tung, Stan Lai, and Chen Kuo-fu. However, the films considered
here are among those that are both best known and most available
internationally — although not even all of these are as readily available as
they should be. Our hope is that this collection will build on this foundation
of familiarity to open the doors for further scholarship and publications on
earlier films from Taiwan, on films that are so far less well known
internationally, and on films other than feature films. We also hope that it
may stimulate distributors to make more Taiwan classic films internationally
available.

Island on the Edge

Taiwan’s remarkable cinematic achievements in recent years are connected
to its complex political, economic, and cultural history. This complex history
has not only provided the subject matter for many of its groundbreaking
films but also enabled the production and international distribution of these
remarkable works.

In 1995 Taiwan’s government officially initiated an effort to make the
island a regional communications, manufacturing, finance, and media hub.
The media part of the project includes reference to the island’s illustrious
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film industry. Dubbed the Asia-Pacific Regional Operations Center Plan, this
re-centering move counters Taiwan’s long history of marginality.1

Until very recently Taiwan’s history has been one of marginality, both
to the peoples who now constitute its population and to its various
governors. Taiwan’s earliest inhabitants are widely believed to have had
Melanesian roots and to have come to the island from the South Pacific. For
them Taiwan was on the edge of their ocean realm. (Some recent theories,
in a move that echoes the re-centering of Taiwan, have advanced an
opposing theory — that Taiwan is the hub from which the current
populations of the South Pacific spread out.) Those indigenous peoples are
now called “aboriginal” Taiwanese.

Han Chinese migration began in the fifteenth and sixteenth centuries.
As the Chinese took over the coastal plains, the aboriginals moved into the
mountains. Most of the migrants came from Fujian Province, across what
is now the Taiwan Strait, although there were also some Hakka people. As
a result the Minnanese variant of Hokkienese (or Fujianese) is the majority
language of the longstanding Chinese population on the island, and is
referred to by many as “Taiwanese.” For these people Taiwan was an island
on the edge of the Chinese mainland.2

Finally, in 1949, Taiwan became the offshore retreat of the KMT
Nationalist regime and its army upon their defeat at the hands of the
Communists. They declared Taipei to be their “temporary capital,” again
marking in their own minds the marginal status of the island that has been
their de facto home ever since. This most recent wave of settlers is referred
to as “Mainlanders.” However, as Chen Kuan-Hsing points out in his
chapter, the local term is waishengren, literally “people from outside the
province,” an ethnic category that makes sense only in terms of Taiwan’s
particular history. In fact, they came from many different parts of China,
spoke many different Chinese languages, and had many different Chinese
identities prior to being recoded as “Mainlanders.” This ethnic distinction
between Mainlanders and Taiwanese, and the complex history of its
production, continues to be a dominant tension, supplemented by those
dividing these populations from other numerically smaller ethnic groups.3

Terms like “people from outside the province” and “temporary capital”
also reveal the marginal status of the island in the minds of the KMT regime,
even though it constituted the sum total of their territory for forty years and
more after their retreat in 1949. In that way, they continue a centuries-old
attitude among the island’s governors, for most of whom it has been a minor
territory on the edge of realms to which they have attached little importance.

This was certainly true for the various Chinese dynasties, which paid
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little attention to Taiwan for centuries. Indeed, Portuguese settled
unhindered in the sixteenth century, naming the island Formosa, and the
Dutch ruled it from 1624–62. However, for both colonial powers, it was on
the edge of their empires and of little importance.4

When the Qing dynasty in China was defeated in a war with Japan in
1895, it seems it felt few qualms about surrendering an island on the edge
of its imperial realm. The fifty years of colonization that followed Japan’s
incorporation of Taiwan as the southernmost island in its archipelago
underlie the entrenched division between Taiwanese and Mainlanders that
developed after 1949. This was because the Japanification pursued by the
colonizers on the island widened the cultural gap between the locals and the
Mainlanders after the island was returned to Chinese rule at the end of the
Pacific War in 1945.5  As Hou Hsiao Hsien shows in City of Sadness, when
the Mainlanders arrived they discovered that the local people spoke either
Taiwanese or Japanese; very few knew Mandarin, the Mainlanders’ national
language.

The peripheral status of Taiwan extends not only to the perspective of
many of its inhabitants and governors, but also to the rest of the world.
“Urban legends” abound in English-speaking countries about Taiwan
specialists interviewed for jobs and finding themselves asked questions
about Bangkok. More seriously, Taiwan discovered just how far out on the
edge of international consciousness it was when the People’s Republic took
up China’s seat at the United Nations in 1972 and Taiwan was forced to
withdraw. A vast majority of countries in the world, including the United
States, also decided to recognize the Communist government in Beijing
instead of the Taipei-based KMT regime as the sole legitimate government
of all China.6

Many would argue that the shock of this rejection not only propelled
Taiwan over the edge into an amorphous space of formal non-existence in
the international community, but that it also spelt the beginning of the end
for both the KMT’s martial law and its hold on government, which has been
taken over by the pro-independence Democratic Progressive Party. This
shock was also fundamental to the changes in the film industry and in film
culture that led to the emergence of the Taiwan New Cinema.

Cinema on the Edge

If the directors of what is now known as the Taiwan New Cinema have
something in common, it may be that their concern for filming Taiwan’s
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history has drawn them close to the common experiences of individual
people and Taiwan society. This makes their films quite different from the
escapist love stories and utopian martial-arts films of the seventies, as well
as the traditional Confucian ethics of the “Healthy Realist” cinema promoted
by the government. Furthermore, the directors of the Taiwan New Cinema
were on not only the thematic but also cinematic cutting edge, both within
Taiwan and internationally. They did not pursue the dramatic structures
based on conflict that characterized the established mainstream Taiwan
cinema, but abandoned the models of stage drama or entertainment to
pursue observational realism and modernist expressionism. At a time when
the output from the various European and Japanese “new waves,” Latin
American “new cinema,” and Indian “parallel cinema” had begun to drop
off, these characteristics also won them a warm welcome at international
film festivals and put them on the international cutting edge.

Which film initiated the Taiwan New Cinema is disputed. But in April
1983 the state-owned and largest film studio, the Central Motion Picture
Corporation, began shooting The Sandwich Man, a portmanteau film
featuring short films directed by Hou Hsiao Hsien, Tseng Chuang-hsiang,
and Wan Ren. The same year, another major government film studio, the
Taiwan Motion Picture Corporation, started shooting another portmanteau
work, The Wheel of Life (Da Lunhui), directed by King Hu, Lee Hsing, and
Pai Ching-jui. From the audience’s point of view, the former film was
directed by unknowns, whereas the latter was directed by the three most
famous directors on the island.

However, contrary to expectations, The Wheel of Life did not perform
well either at the box office or critically. The Sandwich Man, on the other
hand, was well received critically and a bigger box-office success than had
been anticipated. This led one major newspaper to declare, “The release of
The Sandwich Man heralds the completely new start for the Chinese cinema
of Taiwan!”7

Although not all the directors of The Sandwich Man were born in
Taiwan, they all grew up on the island. As members of the first postwar
generation in Taiwan, they produced films that represented the collective
and individual memories of postwar life on the island. In contrast, the
directors of The Wheel of Life had all grown up on the Mainland. They made
important contributions to postwar Hong Kong and Taiwan cinema, and
their films were frequently based on episodes in Chinese history, steeped in
Confucian ethical values, pedagogical, and conforming to the government’s
expectations of cinema and the media.

Other competitors for the title of first Taiwan New Cinema film include
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the 1982 portmanteau film, In Our Time, the directors of which include
Edward Yang. Its realist style marked a split from the old school of
filmmaking in Taiwan. But from an economic angle, the film that symbolized
the potential of Taiwan New Cinema and won attention from both state and
private film companies was another 1982 film, Growing Up (Xiao Bi de
Gushi), directed by Chen Kun-hou and scripted by Chu T’ien-wen. Perhaps
we should say that In Our Time introduced new filmmakers; the new face
of Taiwan cinema, Growing Up, opened the path for Taiwan New Cinema;
and The Sandwich Man confirmed its arrival.

In the years that followed there were many works on the cutting edge
thematically, because of their focus on local Taiwan history and society, and
cinematically because of their pursuit of the observational realism associated
with Hou Hsiao Hsien or the modernist expressionism associated with
Edward Yang. They included: Hou Hsiao Hsien’s The Boys from Fengkuei
and A Summer at Grandpa’s; Edward Yang’s That Day on the Beach and
Taipei Story; Ko Yi-Cheng’s Reunion and Last Train to Tanshui; Chang Yi’s
Jade Love and Kuei-mei, a Woman; Chen Kun-hou’s Woman of Wrath;
Wan Jen’s Ah Fei; and Wang Tung’s A Flower in the Raining Night.8

The Taiwan New Cinema filmmakers believed in an actively engaged
audience rather than a passive one. They abandoned the simplistic black-
and-white storytelling methods of the past in favor of a more subtle and
complex mode that was closer to real life experience. However, this was
something new for an audience accustomed to commercial entertainment.
Although some were moved that these films brought them closer to real life,
others did not connect with them. As the dramatic plots faded away in the
Taiwan New Cinema, so did the audience, and with them the producers and
investors, pushing the film movement to the edge of financial non-viability.
This crisis was marked by the 1987 publication of the “Taiwan New Cinema
Manifesto,” which called for “another cinema,” discussed in more detail in
Feii Lu’s chapter on Chang Tsochi’s Darkness and Light.9

Although international critics and audiences continue to speak of new
films from Taiwan as part of the “Taiwan New Cinema” or “Taiwan New
Wave,” critics in Taiwan see 1987 as marking the end of the Taiwan New
Cinema after only five years of creative output. (To try to avoid confusion
in this volume, we have used only one term throughout: “Taiwan New
Cinema.”) Of course, this does not mean that the most established Taiwan
New Cinema filmmakers ceased production. Indeed, they continued to move
in new directions. It was after 1987 that Hou Hsiao Hsien transformed his
individual biographical memories into tales of Taiwan’s traumatic history,
initiating his Taiwan trilogy with City of Sadness in 1989. This is
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unquestionably the greatest achievement since the beginning of the Taiwan
New Cinema. Since then, he has also made The Puppetmaster; Good Men,
Good Women; Goodbye South, Goodbye; Flowers of Shanghai; and
Millennium Mambo. With Good Men, Good Women, he made a radical
formal shift, introducing camera movement into his highly refined cinematic
repertoire. With his next film he made an equally significant thematic shift,
leaving Taiwan’s post-war history for the present. Flowers of Shanghai was
set in the nineteenth century and his most recent film, Millenium Mambo,
pursues innovation into a future setting. Edward Yang, another leading
Taiwan New Cinema director, joined the exploration of Taiwan’s recent
history when he directed A Brighter Summer Day in 1991, and then flirted
with improvised acting in A Confucian Confusion, Mahjong, and Yi Yi.

Waves of new directors have also made their debuts since 1987. They
include: Chen Kuo-fu with Schoolgirl (1989); Ang Lee with Pushing Hands
(1991); Tsai Mingliang with Rebels of the Neon God (1992); Wu Nien-jen
with A Borrowed Life (1994); Wang Shaudi with Sky Calls (1995); Chen Yu-
hsun with Tropical Fish (1995); Lin Cheng-sheng with Footsteps in the Rain
(1995); Chang Tsochi with Ah-chung (1996); Yi Zhi-yan with Lonely Hearts
Club (1996); and more.

Compared with their predecessors, these films are thematically and
stylistically more varied. However, they have continued to claim the thematic
cutting edge in Taiwan, introducing topics concerning sexuality, alienation,
and individual identity. Tsai Mingliang is probably the most evident example
of this new trend. At the same time these films have continued to claim the
cutting edge at international film festivals everywhere by varying the
acclaimed realism of the Taiwan New Cinema with anti-realist elements such
as the musical numbers in Tsai Mingliang’s The Hole or the apparent
reincarnations in Chang Tsochi’s films. The filmmakers themselves embrace
the audience more warmly than their predecessors did, but because of the
long-term decline in film audiences and the impact of new media, the
economic position of these new directors has been ever more marginal.
Except for those few like Tsai Mingliang and Ang Lee who are able to attract
foreign funding, most of the new directors rely on government support and
operate with extremely low budgets.

Furthermore, as Yvonne Chang elaborates in her chapter in this
anthology, whereas the earlier filmmakers operated in largely local terms,
the new filmmakers have to work in a hybrid local and global framework.
This often manifests itself in their works. As a diasporic Chinese, Tsai
Mingliang observes Taipei from a position that is inside and outside
simultaneously. Adapting his experience in the theater, he has also carved
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out a highly individual style. Ang Lee has turned out to be the most
successful surfer on the wave of globalization, offering Western audiences
a taste of a kind of Confucian ethics mediated through Hollywood technique.
Recently, with the blockbuster Double Vision, Chen Kuo-fu has tried to
follow in his footsteps. Other directors have placed a greater emphasis on
the local, such as Wu Nien-jen’s investigations of Taiwanese local identity
and history, Chen Yu-hsun’s interest in new media and their social impact
in Taiwan, and Chang Tsochi’s innovations on the stylistic foundation of
Taiwan New Cinema observational realism, combined with a deep focus on
marginalized people in Taiwan society.10

Both in terms of economics and culture, 1987 turned out to be a
watershed for Taiwan cinema. The new cinema that has emerged in recent
years demands its own understanding, but like its predecessors it still
pursues the new and stands at the cutting edge locally and internationally.
The chapters in this volume delve more deeply into a range of individual
films selected from the Taiwan New Cinema and after.

The Chapters

The chapters in this anthology are varied in theme and approach. Most were
written especially for the volume and focus on a single film, introducing
existing writing on it, and striking out in a new direction. They are published
in chronological order of the production dates of the films on which they
focus. They cover a wide range of films. However, we did not start out with
a list of titles, nor is it our intention to establish a canon. Rather, we were
guided in our selection by a search for excellence of scholarship, a
determination to cover a representative range of relatively widely available
films, and the hope for range and variety.

Some of the chapters undertake institutional analysis and seek to place
their films in a larger cultural and economic field. Sung-sheng Yvonne Chang
identifies Edward Yang’s The Terrorizer as a watershed work that traces the
shift from government-guided to commercial culture through its satirical
representation of literary culture in Taiwan. She also locates the film at the
cusp of globalization, noting how the apparent continuity of aesthetic
modernism during Taiwan New Cinema and after disguises a shift from
determinations of local culture to the demands of the international film
festival circuit. Ti Wei also locates Ang Lee’s Eat Drink Man Woman as a
turning point. He notes the shifting thematic interests of Lee’s works prior
to and after this film, and relates this shift to the arc of Lee’s career trajectory
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as it moves from primarily Taiwan-derived funding and Taiwan audiences
to globalized funding and audiences.

The international reception of Taiwan cinema is also central to Nick
Kaldis’s chapter on Hou Hsiao Hsien’s Flowers of Shanghai and Fran
Martin’s chapter on Ang Lee’s Crouching Tiger, Hidden Dragon. Kaldis
notes the accusations of self-orientalization that have dominated debates
about Chinese-language cinema’s international circulation through the
1990s. In this context, he argues, the dynastic courtesan subject matter of
Flowers of Shanghai promises exotic decadence, but the lack of dramatic
detail, slow pace, and other characteristics of the film frustrate orientalist
spectatorship. Martin is interested in the need for Crouching Tiger, Hidden
Dragon to appeal to many different audiences around the world. To
investigate this further, she uses the concept of allo-identification, or
identification with a character different from oneself. Furthermore, she
argues for the valence of Zhang Ziyi’s character in the film for a kind of
international pop feminism at the turn of the century, also associated with
such figures as the television character Buffy the Vampire Slayer.

Martin’s chapter touches on two other themes picked up by other
writers: the politics of gender and sexuality, and theories of spectatorship
in the cinema. Taking gender and sexuality first, two works make feminist
interventions, and one focuses on sexuality politics. Taiwan cinema is one
of the most male-dominated cinemas in the world, so feminist interventions
are timely. Yet neither essay included here is unappreciative of the films it
analyzes. Indeed, Rosemary Haddon’s examination of the female narrating
voice in Hou Hsiao Hsien’s City of Sadness counters criticisms that women
are passive and that writing is denigrated in Hou’s cinema. She argues that
on the contrary, Hou’s ability to rewrite Taiwan’s history in a way that
inscribes the perspective of those marginalized by and during the traumatic
events of the past is dependent upon his taking up the position of alterity
afforded by a female narrator.

Liu Yu-hsiu’s powerful analysis of Edward Yang’s A Brighter Summer
Day acknowledges the high praise the film has won from local and
international critics for its careful reconstruction of the life experiences of
the often overlooked, less well-off members of the first generation of
Mainlanders to grow up on the island. She goes beyond the apparent
objectivity of the film, however, to trace a structuring and gendered myth
that underlies and drives the film, making possible the patriarchy that its
story constructs on the age-old basis of punishing uncontained female
sexuality. Sexual alterity is also the central concern of Gina Marchetti’s
detailed and extensive examination of Tsai Mingliang’s The River. As she
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points out, Ang Lee’s The Wedding Banquet initiated a cycle of
internationally circulated films about male homosexuality in Chinese
societies. Two aspects of these films have caught attention; what they have
to say about male homosexuality in Chinese societies and cultures in general,
and how they relate to the local context. Marchetti pursues both of these
angles in her analysis of The River.

Concerns about those who are outsiders in Taiwan society because of
either gender or sexuality also underlie Chris Berry’s examination of Tsai’s
Vive L’Amour. However, his primary interest in how the film’s techniques
may encourage a certain mode of spectatorship places his work alongside
Feii Lu’s work on Chang Tsochi’s Darkness and Light. Berry notes how Tsai
reworks the observational realism of the Taiwan New Cinema. Tsai is a poet
of loneliness, a condition that it is hard to observe outside the cinema
without simultaneously disrupting it. In his films we are brought close to the
lonely, but Berry claims Tsai does not place his characters under the
microscope, as some have argued, but rather induces empathy for them. Lu
also notes how Chang Tsochi reworks the conventions of the Taiwan New
Cinema. On the one hand, he deepens the observational realist attention to
the lives of ordinary Taiwan people for which the Taiwan New Cinema is
famous. But on the other hand, through use of point-of-view shots, he
simultaneously and astonishingly draws the audience into the minds of his
characters in such a way that it is hard to distinguish between reality and
fantasy.

Two chapters interrogate the observational realism for which Hou Hsiao
Hsien’s cinema is most famous, to give new insights to other inflections in
the style. Haden Guest examines Dust in the Wind as another turning-point
film, one that looks back at his early autobiographical works on the cusp of
his shift toward the larger historical themes considered in the films that
followed. Noting the apparent realist aesthetic for which Hou is famous,
Guest argues for a meta-cinematic and more often overlooked self-reflexive
level within this realism. He also notes the anticipation of a growing concern
with rhythm in Hou’s later films, already emergent in Dust in the Wind. Nick
Browne’s classic work, republished here, examines The Puppetmaster.
Noticing how the realist depiction of historical events is intercut with scenes
of nature, Browne argues against the common idea that Hou is only
concerned with the human history of Taiwan. Instead, he suggests, the film
embeds these human events in a larger cosmological perspective that
transcends them at the same time as they mark Taiwan as the space of home
for Hou. Browne also notes the importance of the feminine in Hou’s work,
a topic taken up by Rosemary Haddon, as noted above.
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Finally, one chapter, Chen Kuan-Hsing’s, drawn from a work previously
published in Inter-Asia Cultural Studies, compares two films. This is
probably the most intellectually penetrating and moving discussion of the
impact of the Cold War on Taiwan and the difficulty of resolving the tensions
and contradictions it has produced. Chen takes Wu Nien-jen’s A Borrowed
Life, which is about the travails of the local Taiwanese who endured
Japanese colonization, and Wang Tung’s Banana Paradise, which focuses
on the vicissitudes of the Mainland soldiers who came to Taiwan with the
KMT, to demonstrate how the mutually incomprehensible structures of
feeling produced by their different suffering continue to be incompatible in
Taiwan society and culture today.

A Note on Romanization and Acknowledgments

The romanization of Chinese characters remains a fraught and politically
loaded issue. During the period of KMT Nationalist government in Taiwan
the Wade-Giles system was official on the island — not least because it was
different from the pinyin system preferred in the People’s Republic. Perhaps
unsurprisingly, the fall of the KMT has led recently to the fall of the Wade-
Giles system in Taiwan. Although there has been an attempt to replace it
with a pinyin system, the system is slightly different from that preferred on
the Mainland.11  In the face of this history, we have preferred not to take a
position by imposing one system of romanization throughout the text.
Furthermore, certain places and people are already internationally well
known by particular romanizations of their names, and these romanizations
may not conform to any of the official systems detailed above.

In these circumstances, and at the risk of some confusion, we have
adopted the following policy. Where internationally known romanizations
of names already exist, these have been retained. Standard forms of the main
filmmakers’ names have been adapted throughout the book to avoid
confusion. For less well-known names and terms, the internationally best-
known system of romanization, i.e. the pinyin used in mainland China, has
been adopted as a default system unless otherwise noted. Chinese characters
are given for key filmmakers’ names and film titles in the appendix at the
end of the book.

Finally, we would like to thank everyone who has helped to make this
anthology possible. First, there are the authors, without whose patience and
hard work the anthology would not exist. We would also like to thank our
two editors at Hong Kong University Press, Mina Cerny Kumar and Delphine
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Ip, for their enthusiasm, efficiency, and professionalism, as well as the
press’s anonymous readers, whose comments have been invaluable in
helping us to improve the book. In Berkeley, Frank Wilderson III helped with
the preparation of the final manuscript, and in Taipei, Rendy Hou helped
to prepare the filmographies, Yu-lin Chang and Chun-chih Lee helped with
film stills, and Ming-huey Jeng and Ning Tai helped to proofread the
manuscript.



This appendix includes a brief biography of the filmmakers whose works are
discussed in this book, and a list of the feature films they have directed. The
Chinese characters are given for their names and for the original Chinese
titles of the films. Wherever possible the translations of the titles are not our
own but the original English-language export titles of the films.

CHANG Tsochi (�� )

Chang Tsochi was born in Chiayi in Taiwan in 1961 and graduated from the
film program of the Theater Department at Chinese Culture University. He
entered the film field by working as a script-holder, director’s assistant, and
assistant director: He was a director’s assistant on Yu Kanping’s People
Between Two Chinas and Yim Ho and Tsui Hark’s King of Chess, and
assistant director on Hou Hsiao Hsien’s City of Sadness, Yu Kanping’s Two
Painters, and Huang Yushan’s Peony Bird. During this period he also
directed the television plays What the Grass Says to the Wind and
Teenager? Teenager! in addition to television series. In 1989 he wrote the
stage play These People, Those People.

In 1993 Chang Tsochi directed his debut film, Gunshots in the Night.
However, because of a disagreement with the producer he refused to have
his name appear as director. In 1996 he made Ah-chung independently. This
film used the local “Ba Jia Jiang” folk ritual to depict the marginal lives of

Appendix:

Filmmakers and Films
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people living among the working class. Its plain, simple style akin to that of
documentary films gave it an unexpected appeal and attracted the attention
of critics. In 1999 the script for Moving the Taxi Driver won an Outstanding
Film Script award from the Government Information Office. In the same
year, his film Darkness and Light won the Gold award, the Tokyo Grand
Prix, and the Asian Film award at the Tokyo International Film Festival, and
the Grand Jury, Best Original Screenplay, Best Editing, and Audience
Favorite awards at the Golden Horse Awards. Darkness and Light mixed
realism and fantasy.

Chang is regarded as having not only inherited Taiwan New Cinema’s
observational realism but also created a unique cinematic language. His
2002 film The Best of Times was shown in the international panorama at
the 59th Cannes International Film Festival, and won the three major awards
at the 39th Golden Horse Awards: Best Feature Film, Best Taiwan Film, and
Best Original Screenplay.

1993. Gunshots in the Night (�� !)
1996. Ah-chung (��)
1999. Darkness and Light (�� !)
2002. The Best of Times (�� !)

HOU Hsiao Hsien (�� )

Hou Hsiao Hsien was born in 1948 in Dongmei County, Guangdong
Province, and moved from mainland China to Taiwan a year later. He grew
up in the Fengshan section of Kaohsiung. After completing his military
service at 22 in 1969, he entered the Film Department of the National
Academy of Arts. Upon graduation he worked for a year selling electronic
calculators before joining the film world. He was 26. His first job was as a
script-holder for the director Lee Hsing on The Heart with a Million Knots.
The following year he was assistant to Xu Jinliang on Clouds Without End,
and he started writing scripts when he was 28. Hou’s first script made into
a film was The Peach Blossom Girl Fights Duke Zhou, directed by Lai
Yingcheng. From 1978 to 1981 he worked with Chen Kunhou on six films,
all of which were box-office successes. In 1982 The Green, Green Grass of
Home, which he wrote and directed, was nominated for Best Director at the
Golden Horse Awards. In 1983 he financed Growing Up, a critical and box-
office hit that launched the Taiwan New Cinema. The Boys from Fengkuei
(1983), A Summer at Grandpa’s (1984), The Time to Live and the Time to
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Die (1985), and Dust in the Wind (1986) all attracted attention at
international film festivals, and Hou Hsiao Hsien became known as one of
the world’s most original directors. In 1989 City of Sadness won the Golden
Lion at the Venice International Film Festival and Hou’s name was made.

Hou’s films are grounded in observational realism and his hallmarks are
the long shot, the long take, fixed camera positions, and the elision of the
cause-and-effect chain in the narrative. Many critics see points of similarity
between Hou’s works and those of the Japanese master filmmaker Ozu
Yasujiro. Hou took these aesthetic characteristics to their logical endpoint
in his 1993 film The Puppetmaster, which used only one hundred shots with
an average length of ninety seconds each. Since then Hou has gradually
begun to vary his styles and subject matter. In his 1996 allegorical film
Goodbye South, Goodbye, the focus fell on urban-rural conditions in
contemporary Taiwan, and the camera position was no longer fixed. Flowers
of Shanghai (1998) used gorgeous and luxuriant aesthetics to produce an
almost abstract Qing Dynasty-costume chamber piece. Millennium Mambo
(2001) entered the hidden world of rave music and drugs inhabited by the
new urban generation.

1980. Cute Girl (��  !")
1981. Cheerful Wind (�� !")
1982. The Green, Green Grass of Home (�� !"#")
1983. The Boys From Fengkuei (�� !")
1984. A Summer at Grandpa’s (��� !)
1985. The Time to Live and the Time to Die (�� !)
1986. Dust in the Wind (��� )
1987. Daughter of the Nile (�� !")
1989. City of Sadness (�� !)
1993. The Puppetmaster (�� !)
1995. Good Men, Good Women (��� )
1996. Goodbye South, Goodbye (�� �, ��)
1998. Flowers of Shanghai (�� )
2001. Millennium Mambo (�� !)

Ang LEE (��)

Born in 1954 in Pingtung County, Taiwan, to parents who had recently
migrated from the Mainland, Ang Lee graduated from the Motion Picture
Department of National Academy of Arts in 1975. He then studied theater
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at the University of Illinois in the United States and film at New York
University, where he worked on Spike Lee’s student movie, Joe’s Bed-Sty
Barbershop: We Cut Heads (1983). After writing screenplays and looking
for financial backing in the late 1980s, he won awards in Taiwan for two of
his scripts and received funding from Central Motion Picture Corporation
(CMPC) to film Pushing Hands (1991). With Ted Hope and James Schamus
he established a company called Good Machine, which produced the story
about the travails of an elderly Chinese migrant in the United States. A box-
office success and award winner in Taiwan, it led to CMPC funding for his
second film, The Wedding Banquet (1993).

The Wedding Banquet was Lee’s breakthrough film. A poignant farce
about the false marriage in New York of a gay immigrant from Taiwan, the
film was a worldwide hit and prompted the Samuel Goldwyn Company to
pre-purchase the US distribution rights to his next film, Eat Drink Man
Woman (1994), another family comedy, set in Taipei. With access to
international funding and audiences, Lee left Chinese themes behind for his
next three movies. He directed an adaptation of the Jane Austen novel Sense
and Sensibility (1995), scripted by and starring Emma Thompson; The Ice
Storm (1997), a family melodrama that focuses on the sexual revolution in
suburban America in the 1970s; and Ride with the Devil (1999), an American
Civil War drama starring future Spiderman Toby Maguire.

In 2000 Lee returned to Chinese themes, reviving the swordplay film
and mixing it with romance in the global megahit Crouching Tiger, Hidden
Dragon. His most recent film was the action blockbuster, The Hulk, about
a scientist physically transformed by exposure to radioactivity.

1992. Pushing Hands (��)
1993. The Wedding Banquet (��)
1994. Eat Drink Man Woman (�� !)
1995. Sense and Sensibility
1997. The Ice Storm
1999. Ride With the Devil
2000. Crouching Tiger, Hidden Dragon (�� !)
2003. The Hulk

TSAI Mingliang (�� )

Born in Malaysia in 1957, Tsai Mingliang moved to Taiwan and enrolled in
the Film and Drama Department of the Chinese Culture University when he
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was 20. He began working as a playwright and stage director during his
student days, notching up experience with productions such as Instant
Vinegar-Soy Noodles (1981), A Door That Will Not Open in the Dark (1982),
and The Closet in the Room (1983). For several years afterwards he wrote
television serials and taught classes on drama. In 1989 he wrote a series of
well-received television serials and plays, such as The Ends of the Earth, My
English Name Is Mary, and The Child. In 1993 his debut film Rebels of the
Neon God won the Bronze Sakura Prize for Young Directors at the Tokyo
International Film Festival. Vive L’Amour (1994) featured a stripped-down
style and focus on characters, along with integrated absurdism and a
passionate urban love story. It won the Golden Lion at the Venice
International Film Festival, a FIPRESCI award, and the Best Director award
at the Golden Horse Awards. In one fell swoop he became post-Taiwan New
Cinema’s most internationally acclaimed filmmaker. The River’ s drama of
father-son ethical relationships attracted spirited debate in Taiwan at the
same time as it pushed the creative envelope. It won enthusiastic
international praise, but after this Tsai Mingliang gradually left the arena
of Taiwan film. The Hole (1998) and What Time Is It There? (2001) were
made with French funding. They continued to explore the loneliness of the
individual and difficulties in communication; there was also a continuation
of Tsai’s individual style with its water and light symbolism.

1992. Rebels of the Neon God (�� !")
1994. Vive L’Amour (�� !)
1996. The River (��)
1998. The Hole (�)
2001. What Time Is It There? (�� !")
2003. The Skywalk Is Gone (�� !")
2003. Goodbye, Dragon Inn (��)

WANG Tung (��)

Wang Tung was born in 1942 in mainland China. While he hailed from
Anhui Province’s Taihe County his family — scholars and officials for
generations, hence Wang’s nurturing in traditional Chinese literature and
calligraphy — was from Jiangsu Province. Wang moved to Taiwan to study
in the Fine Arts Department of the National Academy of the Arts and won
second prize in the Taiwan Fine Arts Competition. In 1966 he passed the
exam to enter Central Motion Picture Corporation’s studios, where he gained
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experience in everything related to art direction, from set painting to props
to art design. He worked on the design of films by Lee Hsing, Pai Ching-jui,
King Hu, Song Cunshou, Chen Yaoqi and others. In 1971 he entered the
University of Hawaii to study dance and drama. On his return to Taiwan he
continued to work in art design, and in 1976 he won the Golden Horse award
for Art Design for his work on Pai Ching-jui’s Maple Leaf Love. During the
next fifteen years he worked on eleven films and began to direct his own. If
I Were for Real, Straw Man, and Hill of No Return won the Golden Horse
award for Best Feature Film. Portrait of a Fanatic, A Flower in the Raining
Night, Run Away, Banana Paradise, and others won Outstanding Feature
Film Golden Horse awards. He also won Best Director Golden Horse awards
for Straw Man and Hill of No Return. In 1997 he became the head of the
Central Motion Picture Corporation’s studio and began to work as an
administrator. In 2001 he completed work on Away We Go, and in February
2002 he resigned from Central Motion Picture Corporation and set up the
Wang Tung Film Workshop to continue his production work. Run Away
(1984) is considered the best example of Wang Tung’s art design. With
powerful visual imagery and well-researched art design, he produced a
highly detailed world. He is best known to the public for his “Taiwan trilogy,”
composed of Straw Man, Banana Paradise, and Hill of No Return, as well
as for his autobiographical film Red Persimmon.

1981. If I Were for Real (�� !"#)
1981. Don’t Look at the Moon Through the Window (�� !"#$%)
1982. One Hundred Points (�� !)
1982. Portrait of a Fanatic (��)
1983. A Flower in the Raining Night (�� !")
1984. Run Away (�� !)
1985. Spring Daddy (�� !)
1987. Straw Man (�� )
1989. Banana Paradise (�� !)
1992. Hill of No Return (�� !")
1994. Red Persimmon (�� )
2002. Away We Go (�� !)

WU Nien-jen (�� )

Wu Nien-jen’s original name was Wu Wen-qin, and he was born on 5 August
1952 in Juifang, Taipei County. He graduated from the Accounting
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Department of Fujen University’s night school and started writing short
stories and novels, publishing collections such as Grabbing Hold of Spring,
A Goose Call at the Turn of Autumn, and A Special Day. He won the United
Daily News Best Novel prize for three consecutive years.

Wu started writing scripts in 1978. In 1981, the same year Classmates
won him a Golden Horse award for Best Original Screenplay, he joined
Central Motion Picture Corporation as a script editor. The following year he
worked with Xiao Ye and Tao De-zhen on the script of The Story of Sunlight,
a groundbreaker for the Taiwan New Cinema. Since the 1980s Wu Nien-jen
has been one of Taiwan’s most important screenwriters. He wrote the
screenplays for not only classic Taiwan New Cinema films including The
Sandwich Man, That Day at the Beach, and City of Sadness, but also many
commercial films such as Brother with the Big Head and Fraternity. As a
screenwriter he has more than seventy films to his credit and has won the
Golden Horse award for Best Screenplay six times. He is a rare artist who
can combine the demands of art and popular culture.

In 1994 Wu Nien-jen made his film debut with A Borrowed Life. In 1995
he directed Buddha Bless America and established his own production
company, making commercials. He has also used his affinity for local culture
to become a television commercial actor and anchor.

1994. A Borrowed Life (��)
1995. Buddha Bless America (�� !)

Edward YANG (�� )

Edward Yang was born Shanghai in 1947 and moved with his family to
Taiwan in 1949. He graduated from National Chiao Tung University’s
Control Engineering Department in 1967. In 1972 he moved to the United
States to study for an MS in Computer Science; he ended up working there
as an electrical engineer for seven years. In 1981 he returned to Taiwan and
participated in Winter 1905 as a screenwriter and actor. He began to attract
attention when he directed the two-part Duckweed in the television series
Eleven Women, produced by Sylvia Chang. In 1982 he directed Expectation,
one film in the four-part production In Our Time, which was the
fountainhead of the Taiwan New Cinema. His 1983 debut feature, That Day
at the Beach, had an ingenious narrative structure and was a penetrating
look at the lives of city dwellers. It established his cinematic style, which he
developed in Taipei Story (1985) and The Terrorizer (1986). He and Hou
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Hsiao Hsien became the leading creative forces in the Taiwan New Cinema.
A Brighter Summer Day (1991) won him the Best Foreign Director award
in the Japanese magazine Kinema Junpo’ s annual film awards. A Confucian
Confusion (1994) won a Golden Horse award for Best Original Screenplay.
In 1996 he shot Mahjong, which won a Special Jury award at the Berlin
International Film Festival. Yi Yi: A One and A Two (2000) won him
international critical plaudits as well as the Best Director award at the
Cannes International Film Festival, taking Yang to a new highpoint in his
directing career. In 2001 Yang moved into Internet-based work and
animation, establishing the miluku.com website.

1982. Expectation (��) in In Our Time (�� !")
1983. That Day at the Beach (�� !")
1985. Taipei Story (�� !)
1986. The Terrorizer (�� !)
1991. A Brighter Summer Day (�� !"#$%&)
1994. A Confucian Confusion (�� !)
1996. Mahjong (��)
2000. Yi Yi: A One and a Two (��)
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tears,” Inter-Asia Cultural Studies, 3, nos. 1 & 2 (2002), 77–99 and 233–51.

2.  Kim Seongnae, “Mourning Korean Modernity in the Cheju April Third Incident,”
Inter-Asia Cultural Studies 1, no. 3 (2000), 461–76.

3. The standard translation of waishengren has been “Mainlander.” Its literal
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