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There are few more fascinating methods for investigating the ways in which 
Taiwan’s Chinese Nationalist Party (Kuomintang, KMT) Government defined 
itself as the representative government of all of China in the 1960s and 
1970s than to consider its state-sanctioned film industry.1 The films produced 
by the state represent ideas of national unity and a glorious “homeland” 
during decades that witnessed intense transformations in multiple arenas: 
in film with the rise and eventual decline in popularity of Taiwan cinema in 
Southeast Asia, in literature with the xiangtu (nativist) literature debates, in 
the economy with the emergence of factories and small business to replace 
the island’s agricultural infrastructure, and in politics with the end of the 
Nationalist government’s international status following the loss of its United 
Nations seat in 1971. In each of these arenas the state propagated its “free 
China” ideal on the silver screen—an ideal made all the more complicated by 
competing regional and cultural influences: the People’s Republic of China 
to the west, the legacy of Japanese colonialism to the north, concurrent 
Western military and economic aid from the east, and a vast capitalist market 
governed by lines drawn during the Cold War to the south. Thus, situat-
ing these multiple discourses involves both a historical analysis, bringing the 
material and historical moments to light, and a cultural analysis, considering 
the government’s belief that images produced in a pop-medium might bolster 
the state’s political status as its films competed on the open market.

Transnational Representations: The State of Taiwan Film in the 1960s and 
1970s both excavates Taiwan’s socio-historical context and studies the cin-
ematic form of the era employing a transnational, comparative framework.2 
The term “transnational representations” refers to the text’s cross-border com-
parisons such as those between Taiwan films and films produced in Mainland 
China in the early 1960s, between Taiwan films and concurrent films from 
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x Introduction

Germany and Senegal that represented the politics of migration, and between 
Taiwan New Cinema and global new cinema movements. The “state of Taiwan 
film in the 1960s and 1970s” refers to both the historical-material condi-
tions in Taiwan during these two pivotal decades and the Chinese Nationalist 
Party’s presentation of itself as the representative government of all of China 
in terms of: its relationship to the People’s Republic of China (Chapter 2), film 
form and content (Chapter 3), depictions of gender identity (Chapter 4), and 
filmic adaptations of nativist literature (Conclusion).

Consequently, the text critically challenges academic perspectives within 
Chinese Studies that present Taiwan’s film history as parallel to rather than 
intertwined with China, or oversimplify the influence of pre-1980s cinema 
in Taiwan. Second, this study contributes to the field of film studies by ana-
lyzing, in close detail, heretofore under-represented films that demonstrate 
the influence of transnational flows of culture with filmic images, styles, 
and influences that traversed national boundaries. Third, the text challenges 
film history narratives that fail to consider the limitations of the category of 
“nation” as a dominant paradigm. All the while this study remains focused 
on the primary motivation for this project: a desire to explore and contribute 
to the emerging body of scholarship concerning Mandarin films (guoyu pian) 
produced in Taiwan.

In fact, apart from June Yip’s book Envisioning Taiwan: Fiction, Cinema, 
and the Nation in the Cultural Imaginary and Guo-Juin Hong’s recent Taiwan 
Cinema: A Contested Nation on Screen, few monographs have considered 
in detail the history, aesthetic principles, and framework of pre-1980s film 
in Taiwan. In the process of elucidating these previously omitted details, 
this book reveals the oversimplification of summarizing film from the 1960s 
and 1970s as easily dismissed “propaganda.”3 It also interweaves previous 
studies of Taiwan cinema with original research into local magazines, news-
paper articles, and film studio statistics, and is influenced by the voices of 
popular contemporary actors such as Ke Junxiong and Li Xiang, film critics 
Huang Ren and Cai Guorong, and director Li Xing, obtained through onsite 
interviews in Taiwan.4 These voices are vital to the argument for continuity 
between Taiwan’s film history and the emergence of Taiwan New Cinema’s 
notable directors such Hou Hsiao-hsien (Hou Xiaoxian), Edward Yang (Yang 
Dechang), Ang Lee (Li An), and Tsai Ming-liang (Cai Mingliang). Taiwan 
New Cinema was built on a state industry that was both vivacious and 
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multifaceted—and for good reason, was all too ready for the serious makeover 
that would follow.

When the journal Modern Chinese Literature and Culture released the first 
book-length work in English devoted to Taiwan cinema in the spring of 2003, 
the articles reflected a common insistence that studies of Taiwan cinema must 
consider the local, singular, and unique characteristics of the island nation 
when evaluating its films. In general, they highlighted Taiwan’s distinctive 
cinematic tradition and cultural productions. However, this groundbreaking 
volume also left room for future scholars to observe that, at nearly every 
juncture, Taiwan cinema was also a transnational cinema. For example, at the 
advent of cinema, Japan occupied Taiwan and managed the production and 
exhibition of cinema there until 1945. Next, Nationalist films of the 1950s 
and 1960s, which had inherited an anti-Communist and anti-Japanese tra-
dition from the Mainland, competed with Taiwanese-language films (taiyu 
pian) in Taiwan’s film market. At the same time, film production on the island 
was influenced by Hong Kong and Southeast Asia’s commercial system, 
advance capital, and exhibition market. By the 1970s, adaptations of Qiong 
Yao novels, Japanese martial arts films, and Hollywood storylines had already 
made an indelible mark on the narratives of Taiwan’s films.

These diverse aspects of Taiwan film history continue to be captured in 
texts that primarily focus on post-1980 Taiwan film, such as Chris Berry 
and Feii Lu’s (Lu Feiyi) Island on the Edge: Taiwan New Cinema and After, 
which lays claim to being “the first English-language anthology on Taiwan 
New Cinema.” This edited volume introduces its audience to twelve key 
films released in Taiwan during the last thirty years. Similarly, Tonglin Lu’s 
Confronting Modernity in the Cinemas of Taiwan and Mainland China, a 
monograph that traces the two different and unique historical trajectories of 
Taiwan and Mainland Chinese film, focuses on each society’s recent interac-
tion and confrontation with Western notions of progress as they are reflected 
on the screen. Emilie Yueh-Yu Yeh and Darrell William Davis provide a clear 
schematic of the history of Taiwan film in the first two chapters of Taiwan 
Film Directors: A Treasure Island, then present four essays on Taiwan’s most 
famous and internationally acclaimed contemporary directors: Edward Yang, 
Hou Hsiao-hsien, Ang Lee, and Tsai Ming-liang. In 2007, Ru-Shou Robert 
Chen and Darrell William Davis edited Cinema Taiwan: Politics, Popularity 
and State of Arts. While this text is exceptional, the brevity and diversity 
of the topics addressed in this volume allows leeway for current and future 
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scholarship to map out the myriad of discussions into a topography that can 
be grasped by the amateur and expert alike. Perhaps such projects will follow 
the direction of auteur analyses such as James Udden’s No Man an Island: 
The Cinema of Hou Hsiao-hsien, thematic analyses such as Jean Ma’s account 
of Hou Hsiao-hsien in Melancholy Drift: Marking Time in Chinese Cinema, or 
Guo-Juin Hong’s Taiwan Cinema: A Contested Nation on Screen, which ques-
tions whether the concept of the nation is the best way to frame Taiwan’s film 
history. Hong considers film in the context of the island’s unique colonial 
experiences, transferences of power, and today’s multinational corporations 
in an age of globalization.

The above are the primary English-language texts that address Taiwan 
cinema, along with the historical framework and case studies presented in 
Yingjin Zhang’s Chinese National Cinema (2004). Exciting recent work has 
been done on Taiwanese language cinema. Additional key texts that feature 
chapters on Taiwan cinema include: Sheldon Lu and Emilie Yueh-yu Yeh’s 
Chinese-Language Film: Historiography, Poetics, Politics (2005) and Nick 
Browne, Paul G. Pickowicz, Vivian Sobshack, and Esther Yau’s New Chinese 
Cinemas: Forms, Identities, Politics (1996). Texts written in traditional 
Chinese that are important to this study include numerous works by Huang 
Ren, including his text Film and Government Propaganda (1994), and perhaps 
most importantly, Lu Feiyi’s Taiwan Film: Politics, Economics, and Aesthetics 
1949–1994 (1998). These works are complemented by film biographies and 
histories written in Taiwan, such as Cai Guorong’s edited volume National 
Film in the 1960s: Famous Directors and Notable Selections (1982), Du 
Yunzhi’s Film History in the Republic of China (1988), Henry Gong’s auto-
biographical Film Recollections (2005), and histories of the Central Motion 
Picture Corporation (CMPC, Zhongying) studio.

This analysis relies on and is indebted to the scholarship and discussions 
outlined above, films released during the time period under scrutiny, and 
sources including magazines, studio publications, and film reviews published 
in Taiwan during the 1960s and 1970s. While the primary theoretical con-
tribution to Chinese film studies may lie in the presentation of Taiwan film 
within a transnational context, the film analyses that follow also rely on 
postcolonial theory in their examination of film form and film sense.
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Transnational Representations

The most interesting and difficult part of any cultural analysis, in complex 
societies, is that which seeks to grasp the hegemonic in its active and 
formative but also in transformational processes. —Raymond Williams5

In order to capture the various influences which characterize Taiwan film 
in the 1960s and 1970s I employ an original theory of transnationalism 
by combining Raymond William’s notion of epochal analysis in his text 
Marxism and Literature (that society contains its dominant, residual, and 
emergent modes of culture), in conjunction with Wimal Dissanayake’s discus-
sion in Colonialism and Nationalism in Asian Cinema, which describes how 
film travels (as image, as commodity, and as cultural product) at the local, 
national, regional, and global levels. The interstitial spaces between the local, 
national, regional, and global are also sites of cultural flow, as described by 
Homi Bhabha in Nation and Narration. The intent is to shed light on the way 
Taiwan’s films stage the ideology dominant at various levels of inquiry. This 
use of transnationalism theory both critiques unequal power relations and 
takes into account a multi-directional exchange of culture—which I like to 
think of as “fluid”—between the local, national, regional, and transnational.6

This approach is inspired by, and intends to complement, the use of the 
term transnational in “contradistinction to ‘global,’ a concept bound up 
with the philosophical category of totality, and in contrast to ‘international,’ 
predicated on political systems in a latent relationship of parity, as signaled 
by the prefix ‘inter.’”7 On the one hand, the transnational method used here 
reveals the limitations of the term “national cinema.”8 How are we to classify 
the work of the director Bai Jingrui (1931–1997)? Bai was born in China, 
influenced by Mainland, Hong Kong, Hollywood, and Japanese film, studied 
filmmaking in Italy, and then produced films in Taiwan. Thus, when Bai or 
other directors of the time are classified as representative of a national film 
tradition in either Taiwan or in Mainland China, national political interests 
often appear to be determining. Lee Daw-ming states it best when he writes:

The history of Taiwan cinema after 1945 was considered by the Nationalist 
government, and its film historians, to be an extension of, and addition 
to the history of Chinese cinema (and to the film history of the Republic 
of China, for that matter) on the Mainland before 1945. Furthermore, in 
the eyes of the Nationalists, the history of Taiwan cinema certainly has 
nothing to do with any Mainland China cinema history after 1949 (i.e., 
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the film history of the People’s Republic of China, which the KMT never 
even recognized until the late 1990s).9

On the other hand, I follow the lead of Lingzhen Wang in her description of 
transnational feminism. She writes that the transnational method can be used 
as a critique of hegemony and hierarchy by “directing our attention to dis-
proportioned movements across borders, and by exposing the underbelly of 
“the global village”: racism, illegal border crossing, forced economic migra-
tion, political exile, and xenophobia.”10 Indeed, transnational transactions are 
also gendered transactions (see Chapter 4).

To summarize Raymond Williams, epochal analyses feature a dominant 
mode of culture, for example, the feudal system of the European Middle 
Ages or the bourgeois class of the industrial era. The cultural theorist who 
studies the cultural dominant should trace the “internal dynamic relations,” 
or the interrelationship of multiple processes, of this dominant mode as it 
interacts with other features of culture. One of the features of culture that 
interacts within the cultural dominant is labeled the residual, which Williams 
defines as a cultural idea or project that can trace its beginning to a his-
torical moment in the past but remains active within a concurrent dominant 
cultural system. An example of the residual described by Williams is religion. 
Religions can function either in conjunction with the dominant mode (main-
taining the judicial structure in place) or it can work in disjunction with 
the dominant mode (by advocating such values as selflessness). According to 
Williams, another feature of culture that interacts with the dominant mode 
is termed the emergent, which is not necessarily a “new idea” that material-
izes in a culture so much as an alternative or oppositional force that chal-
lenges the dominant culture in arenas that it “neglects, excludes, represses, or 
simply fails to recognize.”11 What is particularly exciting about this dominant, 
residual, emergent approach is that “no mode of production and therefore no 
dominant social order  .  .  .  includes or exhausts all human practice, human 
energy, and human intention.”12 In other words, there remains hope for the 
residual or emergent features of culture to change the dominant mode.

In addition to this theoretical foundation, Wimal Dissanayake’s categories 
provide a helpful structure here to take into account cross-border cultural 
exchange. Dissanayake analyzes film as image, commodity, and cultural 
product as it travels between the local, the national, the regional, and the 
transnational. Dissanayake writes in his article “Globalization and the 
Experience of Culture: The Resilience of Nationhood” that cultural exchange 
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over many levels is not a smooth confluence of diverse forces into an elegant 
unity, but a “problematic coexistence of different influences with the evolving 
matrix of cultural modernity and the space of national imaginary”—this is the 
nature of the local, national, regional, and transnational model.13 By using 
different observational positions enabled by the translational method, films 
made in Taiwan in the 1960s and 1970s can be seen in new lines of sight.14

At the level of the local, the transmissions, interactions, and appropriations 
of film culture are never static. Arjun Appadurai describes this well: “locality 
itself is a historical product and that the histories through which localities 
emerge are eventually subject to the dynamics of the global.”15 In terms of 
film exhibition and audience attendance, one finds various interpretations 
and indigenizations of cinema at the local level that at times the director and 
production companies do not intend. At the national level, film production is 
inextricably linked to state policies in a number of ways, including taxation, 
film rating systems, censorship, and distribution policies. Films produced 
under state auspices might, among other possibilities, reveal the reality of a 
particular local situation or condition, perpetuate national origin myths, or 
use a mode of address that prescribes a “correct” way of seeing and interpret-
ing the images on the screen. In these ways, the complex “intentions” of 
national cinema are important and worth studying. At the national level the 
dominant, using Williams’ term, might be assessed by analyzing the qualities 
of screenplays and films that the state apparatus accepts or rejects. Further 
examples of the relationship between film and the nation include govern-
mental, administrative, and legal influences on cinema production. Thus, in 
debates about globalization, it is important to stress the levels of containment 
which the nation still enforces on cinema production, in contrast to claims of 
uninhibited cultural flow.

In the mid-1990s, Appadurai claimed that modernity at large may mean 
the end of the nation state.16 But this idea seems less likely today. Chris Berry 
writes in his article “From National Cinema to Cinema and the National”: 
“However, if the idea of the territorial nation-state as a transcendent and 
exclusive ideal form is no longer tenable, that does not mean either that the 
form of issues of the national disappear.”17 Indeed, a careful consideration 
of the role of global capitalism and its interrelationship with, rather than 
its subjugation of, the nation is essential for filmic analysis.18 In Unthinking 
Eurocentrism: Multiculturalism and the Media, Ella Shohat and Robert Stam 
argue that to “float ‘above’ petty nationalist concerns” is to ignore the real 



xvi Introduction

structure of power that the nation employs as it “facilitates the making and 
the dissemination” of films.19 This observation is as persuasive for the film-
maker, as Shohat and Stam imply, as it is for the cultural theorist.

Overall, the observations on nationalism that Berry and Shohat and Stam 
address lead to specific questions about the role of the nation in each of the 
key periods in Taiwan’s modern history: Japanese Colonialism, Nationalist 
Rule, and the Democratic Era. Within the context of this text’s focus on the 
influence of the KMT on Taiwan politics during Nationalist Rule, I follow 
the view that the films the state created and endorsed are presented as a 
staging, not a reflection, of national policies. The choice of wording between 
“staging” and “reflection” is selected from Theorising National Cinema. Vitali 
and Willemen state:

.  .  . films may and may not reflect the ideological trajectory dominant 
within the nation at any one time, . . . films can be seen not to “reflect,” 
but to “stage” the historical conditions that constitute “the national” and, 
in the process, to “mediate” the socio-economic dynamics that shape cin-
ematic production, along with the other production sectors governed by 
national industrial regulation and legislation. (7)

This characterization of the nation’s involvement in cinema in general 
is important when considering how the cinematic image is presented in 
Taiwan’s films of the 1960s and 1970s. For example, taking the case study 
of Bai Jingrui’s 1970 film Home Sweet Home in Chapter 3, one observes a 
staging of the “ideal” Taiwan citizen on the big screen, mediated by national 
and industrial concerns.

An excellent model for this type of approach, situated within Taiwan’s 
national fabric and socio-historical framework, is provided by Fran Martin in 
her introduction to Situating Sexualities: Queer Representation in Taiwanese 
Fiction, Film, and Public Culture. Martin writes that culture does not remain 
constant and unchanged; rather, cultures are transformed and modified as 
cultural products travel between and across cultural landscapes. Her text 
provides a case study that illustrates how, using Williams’ terminology, the 
cultural dominant might be changed and transformed in the contact zone 
when differing cultures from various localities intersect. In contact zones in 
which the emergent (whether engendered locally or produced dialectically 
due to transnational influences) intersects with the dominant, culture frag-
ments, dislocates, and at times radically initiates new formations of identity. 
For example, Martin describes an archeology of terms that have been used 
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to describe homosexuality in Taiwan such as tongxinglian and tongzhi, terms 
that lead one to recognize that in an analysis of cultural exchange, local ideas 
of gender and sexual specificity trump generalizations if the cultural theorist 
“attends to the historical specificities of local context and is sensitive to the 
ways in which locality today is always itself marked by translocal interac-
tion.”20 Moreover, the generalizations one encounters when considering 
polarizing characterizations such as “Chinese vs. Western” do not withstand 
careful examination when considering specific gender issues in Taiwan.21 
Similarly, there is not a universal film language that transcends national 
borders; rather, the filmic “language” of Taiwan’s state film industry contains 
distinct national characteristics.

At the level of the regional, one must factor in the notion that the very 
idea of a “region” is also a construction particular to time and place. As with 
the local and the national, regional affiliations such as the “Pacific Rim” are 
not created only to name geographical locations, but embody geopolitical 
agendas.22 Consider the ways Taiwan cinema has been, and continues to be, 
positioned historically and regionally: during Japanese Colonialism, Taiwan 
was contained within the “Greater East Asia Co-Prosperity Sphere”; in the 
Nationalist Era, regional demarcations included Taiwan’s position within 
Cold War boundary lines; and during the Democratic Era today the regional 
includes the fraught issue of whether or not Taiwan’s political status is that of 
an independent Asian nation or a province of Mainland China, the People’s 
Republic of China.

The above provides a schematic presentation of Taiwan’s local, national, 
and regional characteristics following the categories Dissanayake describes 
in his work. I use another of his categorizations, the transnational, with two 
qualifications. The transnational is neither postnational nor transhistorical; 
after all, the intent is not to universalize objects of inquiry. Instead, multiple 
confluences of culture and power cross national boundaries, and transna-
tional influences constantly change and evolve over time. The transnational 
category takes into account underlying structures and historical tendencies 
while recognizing the types of interconnections that shape cinema today, 
from the transference of voices, images, and text over smart phones and 
other technologies to the increasing linkages via transportation, consumer 
culture, and film festivals. Thus, a transnational approach might be broad in 
theoretical scope since it keeps in mind multiple connections globally, but it 
focuses on specific objects of inquiry in particular locations when conducting 
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Table 1
Transnational Flow and Exchange

Local ↔ National ↔ Regional ↔ Transnational

Dominant
↕

Residual
↕

Emergent

Dominant
↕

Residual
↕

Emergent

Dominant
↕

Residual
↕

Emergent

Dominant
↕

Residual
↕

Emergent

analyses.23 A filmic example of the transnational par excellence would be 
Ang Lee’s Crouching Tiger, Hidden Dragon (2000), funded with international 
capital and strategically employing a pan-Asian cast. The result was a model 
for the production of a global hit. In the United States, it remains the second 
highest grossing foreign-language film after The Passion of the Christ (dir. 
Gibson, 2004). It is no wonder that Crouching Tiger, Hidden Dragon con-
tinues to serve as an example of the ways cinematic images have become 
de-territorialized and, within Chinese film studios, how film might convey a 
pan-Chinese identity.24

In sum, a continual flow links the local, national, regional, and transna-
tional that affects the production of film.25 Thus, placing these two models 
together at each level—the local, the national, the regional, and the trans-
national (Dissanayake)—one might also locate the dominant, residual, and 
emergent (Williams). The advantage of such a conceptual model is that it 
helps one keep in mind global interconnectivity and cultural flow without 
losing sight of local, particular conditions within specific film productions 
and representations.26

Consider the following two perspectives. The first is from film director 
Pratibha Parmar, who states, from the perspective of an Asian lesbian living 
in England, “I do not speak from a position of marginalization but more cru-
cially from the resistance to that marginalization.”27 Another instance might 
be the epigraph to the second chapter of Fran Martin’s Situating Sexualities: 
one Yuan Zenan writes that, “New Park is Taiwan in miniature.”28 This is 
in reference to the way that Taipei’s New Park, a place for gay males to 
cruise and make connections, is a microcosm of culture in Taiwan. What is 
noticeable in these two examples is that the individual, located within a local 
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community and part of a vibrant social network of relations, does not see 
him or herself as “marginal”—but rather as the center. Conceptually, the local 
spokesperson is a “local” center within a community that contains its own 
dominant, residual, and emergent on the scale of the local. Seen in a wider 
perspective, it is possible for a local community to share the same dominant 
as the national and regional and transnational, but more often there are com-
peting dominants at every level, accepting new influences or offering resist-
ance, appropriating what is valued or excluding that which does not seem 
acceptable.

Rather than use a model which only highlights a center (the hegemonic) 
to periphery (the marginalized) penetration of culture, in my analysis of 
films I use transnational theory in order to recognize resistance as cultures 
interact and intersect at various levels of exchange.29 I recognize that global 
capitalism does not function uniformly. Still, in my use of the theory of 
transnationalism, I intend to maintain a conceptualization of transnational 
capital in total, in a Frederic Jameson-esque sense—when globalization does, 
in fact, regard the cultural dominants valued by various regional, national, 
and local cultures solely as hindrances to discard or overturn.30 Otherwise, 
simply stating euphorically that cultural exchange—in this case the inspira-
tion, production, and distribution of cinema—is a two-way street, offers too 
much latitude for global capitalism to disguise its dominance and maintain 
the unequal power relations it has produced. Lastly, it is important to consider 
transactional exchanges in the interstitial spaces between the local, national, 
regional, and transnational, an in-between notion that must be credited to 
Homi Bhabha’s influential consideration of nation and narration.

In retrospect, it would seem that at the moment when post-structuralism 
was in favor and national paradigms were being challenged within cultural 
studies, the “nation” was retained within film studies as the preferred model 
to describe film traditions. But this is changing. Sheldon Lu and Emilie 
Yueh-yu Yeh write in Chinese-Language Film: Historiography, Poetics, 
Politics: “Ironically, just as film studies is defining its geographic borders and 
theoretical perimeters, the forces of globalization have forced film scholars 
to reexamine their assumptions and practices.”31 And Chris Berry and Mary 
Farquhar have written in China on Screen: Cinema and Nation that in the past 
people may have written about an essential “Chinese culture” but today: “we 
argue for the abandonment of the national cinemas approach and its replace-
ment with a larger analytic framework of cinema and the national.”32
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The State of Taiwan Film in the 1960s and 1970s

An outline of three distinct phases in Taiwan’s history is also neces-
sary to situate the films analyzed in this text. First, the period of Japanese 
Colonialism affected the island from 1895 to 1945. Cultural historian 
Ping-hui Liao has divided Japanese colonization in Taiwan into four stages: 
“Assimilation” (1895–1919), “Integration” (1919–1930), “Incorporation and 
Coercion” (1930–1937), and “Subjugation” (1937–1945), during the Second 
Sino-Japanese War.33 The imprint of these colonial phases on Taiwan culture 
is evident in both conceptual and concrete ways.34 For example, while certain 
Japanese structures were destroyed by the KMT, such as the Taiwan Jinsha 
(Shinto Shrine) built in 1901, in order to build the Grand Hotel in 1961 on the 
same site, other structures were retained by the incoming KMT government in 
1945, such as the Office of the Taiwan Government-General, built in 1919.35 
In addition, the KMT government allowed Japanese film theaters to stand, 
theaters where audiences watched newsreels of Japan invading the Mainland 
only a few years earlier. So while the new government replaced the national 
language, flags, and also the image of leadership with the omnipresent face of 
Generalissimo Chiang Kai-shek (Jiang Jieshi), the buildings where films were 
previously shown remained intact.

The second phase, Nationalist Rule in Taiwan, can be categorized as lasting 
from 1945 to 1987. This period included retrocession in 1945 when Taiwan 
was returned to Chiang Kai-shek’s KMT government after the Second Sino-
Japanese War, the violent February 28 Incident of 1947 in which 20,00036 
people were killed by KMT troops who were establishing their authority and 
“weeding out communists,” the KMT retreat to Taiwan in 1949, the reception 
of United States of America military and financial aid from 1951 to 1964, 
and the eventual decline of Taiwan’s international recognition after losing 
representation in the United Nations in 1971.

Interestingly, the KMT government in many ways functioned in a colonial 
manner during this phase of history, even as it attempted to differentiate 
itself from the Japanese colonial regime that preceded it. While the govern-
ment used cinema in part to appeal to the local populace as members of 
the Chinese nation, the local populace’s struggle for representation on their 
own terms remained constant. This is especially important in this study when 
considering the historical trend of films during the 1970s, films in which 
patriotic and nationalistic stories represent victory over the Japanese during 
the Second Sino-Japanese War (see Chapter 4 and Conclusion). Fangming 
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Chen, in his article “Postmodern or Postcolonial? An Inquiry into Postwar 
Taiwanese Literary History,” argues that Taiwan society is indeed postcolo-
nial, not postmodern. For example, he writes that in Taiwan, the margins 
spoke after martial law in 1987 when feminist, queer, and aboriginal voices 
emerged in order to express recognition, identity, and subjectivity.37 Chen 
emphasizes: “These groups’ aspirations for liberation did not have to wait 
until the introduction of postmodern thought into Taiwan; rather, it was pre-
cisely the end of martial law that enabled previously suppressed desires to be 
unbound.”38 So while the theoretical framework for this text considers trans-
national cultural flow, it also uses postcolonial theory as a complementary 
lens to understand Taiwan culture in the 1960s and 1970s.39

The third historical phase, the Democratic Era of Taiwan, is delineated by 
1987, the year the KMT abolished martial law, and continues to the present. 
The current time period is characterized in broad terms by globalization along-
side a rise in social and political freedoms. Appadurai writes in Modernity 
at Large: Cultural Dimensions of Globalization that decolonialization is “a 
dialogue with the colonial past, and not a simple dismantling of colonial 
habits and modes of life.” 40 The dialogue between the local populace and the 
established KMT regime in the 1960s and 1970s, leading up to today’s more 
pluralist society in Taiwan, became more vociferous in a persistent effort to 
achieve political equality and representation. At times this was a dialogue 
that turned violent, culminating with the Kaohsiung Incident, also known as 
the Formosa Incident, of 1979.

In order to capture this dialogue, this project focuses on the aesthetic and 
structural analyses of style and content within narrative film representations 
in addition to the material conditions in which cinema was constructed. In 
Postsocialist Cinema in Post-Mao China: The Cultural Revolution after the 
Cultural Revolution, Chris Berry describes how his work is concerned with 
examining the interrelationship of the history of the Chinese cinematic image 
and the history of the Chinese cinema institution as a site of social and 
cultural formation. He states that the two histories entail a process of rene-
gotiation in which society influences the institution of cinema, and cinema 
influences society. Cinematic discourse, as it is formed in social and cultural 
processes, affects society—and this is most evident when the discourse of film 
“precedes or exceeds” political discourse.41 These “excesses” might be located 
by noting disjunctions or points of slippage between what is portrayed on the 
screen and social mandates propagated by the state’s film industry.
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Accordingly, this text describes how the government in Taiwan intended 
to use its authority to shape the discourse of film in the 1960s and 1970s. 
Bruce Cumings, citing Nietzsche, notes that the language we use to describe 
history is a culmination “molded by a great many distinct regimes.” 42 In 
order to identify how power shapes discursive practice, Cumings claims that 
in the process of excavating a historical moment one should archeologically 
observe the “‘passing events’ in their proper dispersion  .  .  .  that is, a dis-
cernible genealogy.”43 As outlined in the chapter summaries below, this text 
traces the cultural modes of Taiwan’s state film production by providing close 
readings of representative films from the early 1960s through the late 1970s.

The Structure of This Book

Each chapter in this book is meant to stand alone or be read together depend-
ing on the reader’s interest. The first chapter, “Framing Taiwan Cinema: 
Perspectives on History in Hou Hsiao-hsien’s Three Times,” which is intended 
to be read alongside a screening of Hou Hsiao-hsien’s 2005 film Three Times, 
provides an accessible introduction to Taiwan cinema by synthesizing in one 
location key moments in Taiwan’s film history. While the locus of this chapter 
is Taiwan’s Mandarin state films, the chapter includes intersections with other 
national film traditions, recognizing how Mandarin film gradually replaced 
the vibrant Taiwanese-dialect film (taiyu pian) tradition in the 1970s. In order 
to do so, it traces the era’s prominent figures, movements, and dates. This 
includes a summary of Taiwan film in the early 1960s, the influence of Hong 
Kong film, especially in 1963, with director Li Hanxiang’s The Love Eterne 
(Liang Shanbo yu Zhu Yingtai), a brief account of Taiwan’s so-called “golden 
age” film in the early 1970s, patriotic war films of the mid-1970s, and adapta-
tions of nativist literature by the state in late 1970s films. Overall, this chapter 
provides an overview of Taiwan cinema and places in position a scaffolding 
of historical details and information essential for the analyses presented in 
the following chapters.

The second chapter, “Two Stage Brothers: Tracing a Common Heritage in 
Xie Jin and Li Xing’s Early 1960s Films,” proposes that the most important 
link between Mainland Chinese director Xie Jin and Taiwan director Li Xing’s 
films during the Cold War was the influence of Shanghai’s film tradition of 
realist aesthetics in the 1930s and 1940s, an aesthetic identifiable less by its 
accurate replication of reality on the screen than by its fascinating represen-
tation of the dominant ideology and distinctive expression of the production 
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values of the time. This Shanghai tradition was the root of a common cin-
ematic language that flourished on both sides of the Strait after 1949, even 
though there were unique parameters inherent to each film culture after the 
Communist victory in the civil war. Despite different political and historical 
situations, and despite the way these directors are usually framed in the polar-
izing terms of difference associated with the Cold War, the films of Xie Jin 
and Li Xing are remarkably similar. In order to make this case, three sets of 
films are analyzed so that one might recognize narrative similarities, consider 
the personal experiences which shaped Xie Jin’s and Li Xing’s craft, and 
observe the lineage of realist filmic techniques that link the two filmmakers 
in interesting ways. This seemingly counterintuitive observation, exemplified 
by additional surprising connections in the articulation of Shanghai’s filmic 
modes and devices by Xie Jin and Li Xing in the 1960s, shows that concep-
tions of film as a universal language, or conversely as the expression of a 
specific national film tradition, do not entirely account for the similarities of 
these two Mandarin-language filmmakers.

Chapter 3, “Projecting a State That Does Not Exist: The Politics of 
Migration in Bai Jingrui’s 1970 Film Home Sweet Home,” argues that Home 
Sweet Home’s central concern is the politics, both aesthetic and ideological, 
of depicting migration within a narrative film. More specifically, this film 
presents the official state position that the Chinese Nationalist Party held 
regarding students from Taiwan who studied abroad in the late 1960s and 
early 1970s. This claim is based on the film’s release by a state studio, CMPC, 
under state supervision and censorship, in order to further the state’s ideo-
logical project through visual media. In order to shed light on the nuances 
and inflections of Home Sweet Home, and frame it within a wider context, 
this chapter also discusses two contemporary films that represent migration 
on the global stage: Rainer Werner Fassbinder’s Ali: Fear Eats the Soul (Angst 
essen Seele auf, 1974) and Ousmane Sembène’s Black Girl (La Noire de . . ., 
1966). Common features in these films include exquisite cinematic imagery 
juxtaposed with complex protagonists who create a space for individuality 
and expressions of subjectivity. At the same time, Ali and Black Girl are his-
torical texts that demonstrate the discrepancies between the studio intentions 
for representing migration, and the actual formal choices that the directors 
chose to employ. Close readings of these three films help illuminate the ways 
that Bai Jingrui’s aesthetic choices work both in conjunction and disjunction 
with the intentions of the Taiwan government in 1970.
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The next chapter examines the representation of gender identity and nego-
tiation in Song Cunshou’s Story of Mother (1972) in order to make two primary 
observations. First, this early 1970s wenyi, or “literary art,” film released with 
state approval in Taiwan represents passive males who attempt to earn their 
right to be worthy patriarchs; women are portrayed as active participants 
whose actions are acceptable so long as they follow the rule of their fathers. 
Second, I propose that this model of representing gender changes very little 
through the middle of the decade, despite numerous social transformations 
on Taiwan’s political stage. This case is clarified by comparisons with Bai 
Jingrui’s Goodbye Darling (1970) and Li Xing’s mid-1970s film Land of the 
Undaunted (1975). Sequence breakdowns of two of the films are presented in 
order to consider narrative, structural, and aesthetic qualities. Theoretically, 
the essay re-evaluates Shu-mei Shih’s text Visuality and Identity: Sinophone 
Articulations Across the Pacific, which states that all negotiations in highly 
volatile situations are always gender negotiations; thus, patriarchal national 
systems might be undermined by disjunctions and contestations in the 
cultural and political arenas. Taken as a whole, the work of an important and 
engaging director, Song Cunshou, emerges as a primary reference point for 
a study of cinema in a complex, intriguing, transitional period in Taiwan’s 
history of the silver screen.

The story of Taiwan cinema in the early 1960s begins in many ways with 
Li Xing. The following decade also concludes with Li Xing and his dominant 
films. The concluding chapter of this book analyzes late 1970s filmmaking, 
drawing three preliminary observations on the state of Taiwan cinema at the 
end of the decade. In so doing, the chapter comments on the origins of Taiwan 
New Cinema by outlining: (1) perhaps surprisingly, the strengths and limita-
tions of Frederic Jameson’s essay “Remapping Taipei,” (2) reflections on the 
legacy of the Healthy Realist model in Taiwan, and observations on attempts 
by the state apparatus to depict the local situation in late 1970s cinema, and 
(3) a brief comparison of the historical situation that saw the birth of Taiwan 
New Cinema with that of New American Cinema. The purpose of the chapter 
is to present the antecedents of Taiwan New Cinema, explain the ways in 
which there is continuity, rather than a total rupture, between Taiwan’s filmic 
heritage and cinema that emerged in the 1980s, and reveal the reasons why 
Taiwan cinema was well-positioned for a new generation of directors to take 
the island’s cinema to new heights.



The story of Taiwan cinema in the early 1960s begins in many ways with Li 
Xing, and that of the late 1970s concludes with Li Xing and his dominant 
films. This chapter again focuses on his films as case studies in order to 
both re-address the main ideas presented in previous chapters and develop 
three preliminary observations on the state of Taiwan cinema at the end 
of the 1970s, a pivotal moment in Taiwan film history. In the first of my 
observations I juxtapose Frederic Jameson’s perspective of global capital 
in his essay “Remapping Taipei” with Yvonne Chang’s argument regarding 
Taiwan’s literary scene in her article “The Terrorizer and the Great Divide in 
Contemporary Taiwan’s Cultural Development” in order to analyze the inter-
section of the global and the local in Edward Yang’s landmark film. Second, 
I consider the legacy of the Healthy Realist tradition and classify the variety 
of films that followed into four categories. Third, I initiate a comparison of 
new cinema movements by locating similarities and differences between the 
rise of the auteur director in New American Cinema of the 1970s and Taiwan’s 
New Cinema movement of the 1980s.

It remains a constant that the history of filmmaking in Taiwan during the 
late 1970s is relatively unexplored, perhaps because the dominant modes of 
filmmaking during that decade are so straightforward that they do not deserve 
the close attention that films of the 1980s command. After all, Li Xing and 
his colleagues were not the masters of mise-en-scène, long takes, narrative, 
and color that art house aficionados and highbrow academics might prefer to 
study. But such a dismissal neglects two things: First, the popularity of the old 
films. Members of the “old guard” still believe—often for good reason—that 
the pre-1980, “golden-age” of cinema trumps post-1980-era international 
film awards and representations of characters from the margins of society. To 
the participants of yesteryear, it is the post-1980 era that is easy to overlook 
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because its films have been unpopular in Taiwan. When I asked actress Li 
Xiang of Story of Mother: “What do you think about Taiwan New Cinema? 
Many scholars abroad believe that it produced Taiwan’s best cinema.” She 
responded: “No, that is not the case. When Li Xing was making his films—
when I was acting in films—that was when films were on the rise. The films 
of Hou Hsiao-hsien and Edward Yang in the early 1980s were produced when 
Taiwan’s films were in decline.” While film personnel of that era, such as Li 
Xiang cited above, might not have the final word in matters of cultural and 
historical critique, the popularity of films at various junctures in Taiwan’s 
history should be taken into account. Taiwan cinema of the 1960s and 1970s 
produced a foundation, a structure of feeling, that filmmakers respond to in 
Taiwan even today.

Second, as with all cultural artifacts, films of the 1970s are connected 
to a complex array of historical-material events. As Raymond Williams 
writes, “The most interesting and difficult part of any cultural analysis, in 
complex societies, is that which seeks to grasp the hegemonic in its active 
and formative but also in transformational processes.” Certainly, all societies 
are “complex,” but more importantly, film traditions in Taiwan were forged 
within specific historical contexts as emergent, residual, and dominant trends 
coincided with the fluctuations of transnational cultural exchange.1

The transnational method used in this text is most clearly articulated in 
this text by employing a comparative framework. Chapter 2, “Two Stage 
Brothers: Tracing a Common Heritage in Xie Jin and Li Xing’s Early 1960s 
Films,” presents my transnational theoretical model in a comparative mode. 
Upon examining filmmaking strategies on both sides of the Taiwan Strait 
during the Cold War, it is apparent that film aesthetics were used in sur-
prisingly similar ways due to a shared residual heritage. In both locations, 
described as the “nations” of Taiwan and China, the reach of global film tra-
ditions is evident in the discussion of Shanghai realism (a residual tradition), 
Italian neorealism (an emergent tradition), Hollywood filmmaking (dominant 
in Taiwan) and socialist realism (dominant on the mainland). Yet regional 
geopolitical differences during the Cold War did not, and at times due to the 
apparent solidity of language and historical record, often do not allow us to 
clearly see similarities where in fact they reside.

The third chapter, “Projecting a State That Does Not Exist: The Politics 
of Migration in Bai Jingrui’s 1970 Film Home Sweet Home,” compares three 
films from across the globe. While the dominant, emergent, and residual 



  Transnationalism and the Structure of Feeling of Taiwan Cinema 103

trends in Taiwan in 1970 (dir. Bai Jingrui, Home Sweet Home), in Germany 
in 1974 (dir. Fassbinder, Ali), and in Africa in 1966 (dir. Sembène, Black 
Girl), are most definitely singular and particular, the three films are linked by 
their depictions of migration, a primary concern of transnational critiques. 
While the possibility of tracing all of the cultural variables in each of the 
three nations is beyond the scope of the essay, the conclusion of Chapter 3 
reveals how comparing films brings into sharper focus the emergent trends 
in each location.2 There is a sense of hopefulness projected in Sembene’s 
and Fassbinder’s films for a new future, for the idea that a new dominant, 
a new definition of “normal,” might emerge. Sembène’s film questions the 
extent to which racism limits the rights of African workers both at home and 
abroad, and Fassbinder challenges anti-miscegenation in Germany. However, 
in the case of Taiwan in 1970, Bai Jingrui’s authorized depiction of migration 
reveals that Taiwan’s citizens were expected to function as pawns of the state, 
precisely the identity that the nativist (xiangtu) writers would confront during 
the decade. Thus, transnational theory, grounded by a focus on historical-
material processes, affords the freedom to compare films produced within 
various film traditions from across the globe without privileging one tradition 
over another, which might occur in hierarchically configured comparative 
studies programs which might use a “secondary” text to reveal the nuances 
of a “primary” text.

At the same time, my articulation of transnational theory is also well posi-
tioned to take into account the ways in which global forces of capital interact 
with conditions on the local scale. Within such a framework, a reassessment 
of “Remapping Taipei” provides a valuable way to understand both Taiwan 
film in the 1970s and the emergence of Taiwan’s new wave of filmmaking in 
the 1980s. I argue below that Jameson’s article reveals why it is necessary to 
consider both the “positioning of the national entity within the new world 
system of late capitalism”3 and the local interrelationship of literature and 
film cultures in Taiwan in order to understand the film Jameson critiques, 
namely The Terrorizers (Kongbu fenzi, dir. Edward Yang, 1986). In Jameson’s 
article, the “world system of late capitalism” is described with specific-
ity while an understanding of Taiwan’s local film and literature cultures is 
almost entirely, and extremely problematically, omitted. Accordingly, I place 
Jameson’s observations within a discussion of Taiwan’s literature and film 
cultures below.
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The Jameson Debate

To begin this discussion, definitions and examples of nativism and modernist 
literature in Taiwan in the 1970s are in order to fill a void absent in Jameson’s 
familiar article. Taiwan nativist literature initially advocated for the protec-
tion of local traditional and agrarian culture in Taiwan as a form of resist-
ance against the assimilation and modernization movements imposed during 
Japanese occupation.4 The “revival” of the nativist literature movement 
reflects the transitional period of the 1970s in Taiwan culturally, geographi-
cally, and historically. Nativist literature conveyed the experience of local 
Taiwanese whose perception of history and society differed from that of the 
Mainlanders who arrived in 1949. The nativist writers expressed feelings from 
the perspective of the rural and mountainous regions, representing those who 
had lived on the periphery of urban centers. And they decried the excesses 
inherent to rapid industrialization and urbanization in the 1970s.

Historically, the nativist position was characterized by its opposition to 
foreign governance, be it Japanese Occupation or KMT forces. Angelina Yee, 
in her article “Constructing a Native Consciousness: Taiwan Literature in the 
20th Century,” summarizes the nativist point of view as: a) against Western 
values such as capitalism, materialism, imperialism, b) against the minority 
KMT Nationalist government that perpetuated the myth of returning to the 
mainland, repressed the local populace with violence and imprisonment, and 
disallowed the formation of new political parties, and c) against the Mainland 
Chinese government which the nativists characterized as regressive, oppres-
sive, and economically backward.5

Authors of the nativist movement include Wang Tuo, Yang Qingchu, 
Chen Yingzhen and Wang Zhenhe.6 Hwang Chun-ming, while taken as an 
advocate for the nativist position by nativist supporters, might fit less pre-
cisely in this company of nativist authors since he is quite unconcerned with 
how he is classified. Still, he has written stories that serve as a wonderful 
example of literature depicting the countryside from a local Taiwanese per-
spective. His short story, “The Drowning of an Old Cat,” published in 1974 
by Dalin Publishing Company, takes place in a remote town named Clear 
Spring Village renowned for a pristine natural spring providing fresh water 
to its community. However, due to modernization projects (sponsored by the 
KMT, see Chapter 3) and the expansion of the urban into rural spaces, Clear 
Spring Village is threatened with development by the town leaders of Jiezai, a 
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nearby city. When the townspeople of Jiezai arrive in Clear Spring Village to 
build a swimming pool, four old men try to stop the building project because 
they want to maintain the rustic charm of their town. This group of elderly 
patriarchs is led by Ah-sheng who protects the land because, as he states, 
“I love this piece of land and everything on it.”7 Ah-sheng fails to stop the 
building of the pool, however, and in an event that is both humorous and 
tragic, Ah-sheng drowns in the swimming pool in the story’s final scene. 
In a critique of “Drowning of an Old Cat,” Howard Goldblatt writes: “The 
land itself stands in the way of progress and must be sacrificed to the god of 
modernization.”8 The dualisms in Hwang’s story, modernity vs. tradition, and 
rural vs. urban, are common themes in nativist literature which contrasts with 
modernist writing in Taiwan.

Modernist literature continued to thrive in Taiwan directly after the postwar 
years, unlike on the mainland. As Michelle Yeh argues, the modern poetry of 
Taiwan can be distinguished by its language and form. It was written in the 
vernacular and focused on language exploration and evocative word com-
binations These features distinguished it from classical poetry, which main-
tained the conventional meter and rhythm of its 3000-year tradition as a 
“sister art” to calligraphy and painting.9 Modern poetry during the 1920s 
and 1930s on the Mainland was inspired by sentiments expressed during the 
May Fourth Movement—which had also motivated Taiwan’s nativist writers of 
the 1920s. However, any direct connections to leftwing elements of the May 
Fourth movement were thwarted after 1945 in Taiwan by the Nationalist’s 
censorship of texts by writers such as Lu Xun and Lao She.

After the KMT government established its leadership in Taipei in 1945, 
poetry in Taiwan was often characterized by anti-communist, pro-nationalist 
themes; however, a collection of poets who employed modernist writing 
techniques, including obscure language and reflections on metaphysical 
dilemmas, discovered that abstract verse not only allowed them to express 
their anxiety and frustration, but in addition these sentiments could be pub-
lished without detection by KMT government censors. The group of writers 
that emerged in the late 1950s and early 1960s include Wang Wenxing and 
Pai Hsien-yung (Bai Xianyong). These writers displayed a “double alienation” 
from the writing tradition on the Mainland and from the physical geography 
of the Mainland that was their home.10
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An example of modernist poetry includes Shang Qin’s surrealist poem 
entitled, “Giraffe,” Written in two stanzas, the first consisting of four lines 
and the second of three lines:

After the young prison guard noticed that at the monthly physical

check-up all the height increases of the prisoners took place in the

neck, he reported to the warden: “Sir, the windows are too high!”

But the reply he received was: “No, they look up at Time.”

The kindhearted young guard didn’t know what Time looks like,

nor its origin and whereabouts, so night after night he patrolled the

zoo hesitantly and waited outside the giraffe pen.11

This poem does not follow Hwang Chun-ming’s realistic and humanistic 
portrayal of Clear Spring Village, or its endearing populace that lives in a 
close relationship with the landscape. In contrast, Shang Qin’s poem focuses 
on existential problems and separation anxiety, evoked by such terms as 
“prisoner” and “freedom,” and feelings of exile particular to modernist poets 
and writers. The journal Xiandai wenxue (Modern Literature, 1960–1973) was 
founded by Taiwan University students the year after this poem was written. 
The publication was an important part of the modernist literary movement in 
Taiwan; it also published translations of Western authors such as Franz Kafka, 
James Joyce, and Virginia Woolf.

Modernist and nativist literature clashed publicly in the 1970s in a dispute 
which centered around the extent to which the perspectives held by the 
respective camps accurately represented the experience of living in Taiwan 
under the KMT. The nativist literature debates demonstrated the divide 
between nativist writers who claimed that the modernists were not adequately 
representing the political and social experience of the local benshengren 
of Taiwan, and the modernists, who argued that the nativist writers were 
separatists. The debates pitted a local Taiwanese humanist realist tradition 
against the Mainlanders who displayed aesthetic formalism.12 In 1972, these 
differences were at the heart of the “New Poetry” debates, in which nativist 
criticism was directed towards the modernists for not using traditional 
Chinese techniques or Taiwan’s local dialects in their writings. The debates 
culminated in 1977–1978, following a government organized conference in 
1977 entitled the “Symposium of Literary Workers,” during which attacks 
on nativist literature took center stage.13 The nativist writers were accused 
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of being communists due to their anti-KMT stance, an emotionally charged 
attack bolstered by concurrent reports of atrocities committed by the com-
munists on the mainland during the Cultural Revolution. Moreover, the use 
of the Taiwanese dialect in nativist literature, a language banned in public 
schools, appeared to be a break with a Chinese nationalism. Nativist writers, 
such as Chen Yingzhen who defended both his use of language and his alle-
giance to a Chinese consciousness, denied this accusation.14

The xiangtu literary debates, concerned as they were with the relationship 
between literary expression and politics, became inextricably linked to film 
production in the 1970s. This is not to say that prior to the 1970s, film and 
literary worlds remained apart. Indeed, the fiction of novelist Qiong Yao left 
an indelible mark on Taiwan filmmaking. Between 1965 and 1970, 22 of 
her films, including some made by the Shaw Brothers in Hong Kong, were 
adapted to the screen.15 Li Xing was the first director to adapt her work when 
he made Four Loves (see Chapter 2), and Song Cunshou’s film Story of Mother 
was also a Qiong Yao adaptation (see Chapter 4). Yao’s escapist narratives, 
including stories set in the early Republican eras that recount love gained 
and love lost, were a standard genre in their own right in the sentimental and 
romantic films of the 1960s and 1970s. The film adaptations of Qiong Yao’s 
work were easily appropriated as part of the “Healthy Realist” tradition and 
its subsequent modifications.

Although they were not to have the same staying power as Qiong Yao’s 
adaptations, by the late 1970s Taiwan’s film industry embraced a new trend: 
adapting nativist stories to Taiwan’s screens. Li Xing was at the forefront of 
this movement. Not surprisingly, his films presented nativist stories with a 
distinctly state-endorsed point of view. This point of view can be observed 
in four of Li Xing’s late 1970s and early 1980s films: He Never Gives up 
(Wangyang zhong de yi tiao chuan, 1978), Good Morning, Taipei (Zao’an 
Taibei, 1979), The Story of a Small Town (Xiaocheng gushi, 1980), and My 
Native Land (Yuan xiangren, 1980). Li Xing won the Golden Horse Award 
for best picture in 1978 with He Never Gives Up, in 1979 with The Story of a 
Small Town, and in 1980 with Good Morning, Taipei.

The Story of a Small Town, classified as xiangtu pian (nativist film), 
was selected as one of the top three pictures of the year in 1979 by the 
Chinese Film Critics Association (Zhongguo yingpinren xiehui) of Taiwan. 
The film begins in a prison woodshop, where a wizened patriarchal figure 
named Lailao, portrayed by the father in both Beautiful Duckling and in 
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the first narrative of Home Sweet Home, invites a younger fellow convict, 
Chen Wenxiong (Kenny Bee), to work with him on the outside once they 
have served their sentences. Wenxiong agrees, and after some time they 
work together in Lailao’s woodworking shop in Sanyi, a small town north of 
Taichung known throughout the island for its famous woodcarvings. There 
Wenxiong falls in love with Lailao’s daughter, the deaf Axiu, portrayed by 
Lin Fengjiao, who won the Golden Horse award for her performance.16 Lailao, 
Wenxiong, and Axiu’s lives are occasionally disrupted by local ruffians as 
well as superficial urbanites who seemingly arrive only to disturb the local 
family’s values of discipline, hard work, and unity. The film concludes with 
a song that, like the theme song in Home Sweet Home, conveys the message 
of the film: “Generation after generation/ Features of the small town remain 
the same.” All the while, panning shots depict a pastoral Sanyi, nestled beside 
lush mountains and verdant rice fields, while interior shots show a humble 
dwelling inhabited by kind and trustworthy residents.

Li Xing’s film, which avoids the controversial issues often addressed in 
nativist stories, was among the successful films at the box office before the 
film production slump of the mid-1980s.17 Once the decline in the local film 
market was accurately forecast, the KMT government became willing to 
provide a greater opportunity for more thought-provoking stories and film 
strategies from its film personnel, including Chen Kunhou, Wang Tong, and 
Hou Hsiao-hsien, and to newcomers such as Edward Yang and Wan Ren. 
Taiwan New Cinema emerged during this moment of transition.18 In the new 
climate, screenwriters such as Wu Nianzhen and Chu T’ien-wen advocated 
for “a return (or ‘regression’) to daily practices of Taiwanese languages and 
behaviors, things that audiences for taiyu pian had lost, and that had never 
been seen onscreen by younger people.”19 The example par excellence of 
this desire is represented in The Sandwich Man (Erzi de da wan’ou, 1983), a 
tri-part film adapted from three stories by Hwang Chun-ming, and directed 
by Hou Hsiao-hsien, Zeng Zhuangxiang, and Wan Ren that has been written 
about extensively.20

Enter Frederick Jameson. His famous essay “Remapping Taipei” focuses 
on Edward Yang’s 1986 Taiwan New Cinema film The Terrorizers. The film 
is a multi-narrative work that includes the intersection of three storylines: a 
photographer who captures Taipei life, a Eurasian woman known as “White 
Chick” who attempts to swindle money and is involved in multiple relation-
ships (captured by the photographer), and a professional couple—a doctor 
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and his wife, a novelist who feels trapped within the closed space of their 
residence. Taipei, with its geometric cityscape and disco lights within urban 
clubs, provides the setting. The Terrorizers is unlike the nativist-style film 
tradition of the stories that comprise The Sandwich Man, or depictions of 
rural life in Hou Hsiao-hsien’s A Time to Live, A Time to Die (1985). However, 
Terrorizers is classified within the body of Taiwan New Cinema films because 
it marks an aesthetic break with the previous era’s films and addresses the 
negative aspects of living in contemporary urban Taiwan society. In general, 
the extreme characterizations of nativist literature (as traditional and dis-
tinctly local) and modernist (as obscure and concerned with aesthetics alone) 
are blurred and conflated in Yang’s film.

However, Jameson’s article reveals that he does not intend to investi-
gate the complexity of the nativist and modernist discussion—or other local 
cultural factors—as part of his analysis of the film. Thus, he does not fully 
take into account the cultural, historical, and geographical background of the 
Taiwan situation. However, Jameson is an expert on the relationship between 
capital and cultural production, and this is what he focuses on in his essay. 
On the depiction of Taipei in the 1980s, Jameson writes:

Indeed, it does seem to be the case that The Terrorizers (a peculiar and 
pointed translation of Kongbu Fenzi, 1986) assimilates modernization, 
and the toll it takes on psychic subjects, more generally to urbaniza-
tion than to Westernization as such. This lends its “diagnosis” a kind of 
globality, if not a universality, which is evidently what has made Yang’s 
critics uncomfortable.

According to Jameson, The Terrorizers depicts the extent to which the global 
reach of modernization, urbanization, and Westernization has affected 
Taiwan. Therefore, The Terrorizers fittingly shares many of its characteris-
tics with other “third world films” that similarly use multiple perspectives 
inherent to a distinctively postmodern approach in their depictions of urban 
settings and the meaningless routines of its citizens. The characters appear to 
express feelings of alienation due to their participation in modern modes of 
labor and production. Jameson asserts:

. . . [Taipei] is an example of some generally late capitalist urbanization 
(which one hesitates, except to make the point, to call postmodern) of a 
now-classic proliferation of the urban fabric that one finds in the First 
and Third Worlds everywhere alike.21
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So, how is one to acknowledge the effects of late capitalism in the depic-
tion of life in Taipei, and yet not lose focus on the cultural specificities of the 
modernist and nativist debates that must be considered in order to analyze 
the films of Taiwan New Cinema? Yvonne Chang’s essay “The Terrorizer and 
the Great Divide in Contemporary Taiwan’s Cultural Development,” provides 
an excellent reference point in this discussion. Chang argues that, in contrast 
to David Harvey’s articulation of the divide between modernity and postmo-
dernity that has been used within Western discourse and universally applied 
to analyses of East Asia, “it is more justifiable to locate the Great Divide 
within the historical context of contemporary Taiwan at a point when verifi-
able cultural reorientations can be discerned.”22 Within the context of this 
discussion, Chang depicts The Terrorizers as the film that marks a significant 
divide between two eras. The previous era was a time when serious modernist 
and nativist art was created, while the latter era is characterized as a time 
when a new popular art, regulated by market (low-brow, according to Chang) 
forces, was emerging.

I concur with Chang’s argument because, as with Jameson, an economic 
perspective is essential to understanding the condition of Taiwan filmmak-
ing. Yet not only does Chang recognize the intersection of global capital and 
Taiwan’s film industry, she also outlines local economic and political factors 
that influenced the creation of fictional narratives of the era. For example, in 
terms of the island’s economic situation, Edward Yang’s film was preceded on 
the island by the commercialization of the media and publishing industries 
that Yang’s film represents and critiques.23 In addition, I would argue, the 
film’s position within its historical context has as much if not more to do with 
the emergence of a postcolonial mentality as it does with the economic system 
of globalization and postmodern artwork. Fangming Chen writes that the 
“great divide,” using Chang’s term, in Taiwan was distinctly postcolonial, not 
postmodern: “aspirations for liberation did not have to wait until the intro-
duction of postmodern thought into Taiwan; rather, it was precisely the end 
of martial law that enabled previously suppressed desires to be unbound.”24 
So the emergence of Taiwan New Cinema, which I see as a combination of 
both nativism (local stories) and modernist (existential dilemmas) influences—
emerged within a new political environment which preceded, and continued 
after, martial law as Taiwan’s artists seized the opportunity to explore new 
experiences that could not be represented before.
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This discussion highlights the importance of considering a rubric of post-
colonialism to understand Taiwan’s nativist and modernist debates, as well as 
Taiwan film production in the late 1970s and early 1980s.25 The strict binary 
division between nativism and modernism in the 1970s at its worst polarizes 
the conversation in a way that ignores the many factors that nativism and 
modernism actually share. In terms of literature, it is evident that, on the 
one hand, modernists and nativists represent alternative methods to express 
the distinct experience of living in Taiwan. On the other hand, when viewed 
as responses to the regimentation of the KMT regime it is evident that the 
opposing factions share the same dilemma: how should one respond to the 
monolithic colonial regimentation imposed by the KMT? How can one rep-
resent the reality of Taiwan’s social conditions through fictional narratives 
in an age when the dominant restricts free speech and oppositional political 
views? This was a real and pressing issue during the White Terror: director Bai 
Ke was accused of being a spy in 1962 and sentenced to death in 1964, and 
author Chen Yingzhen was sentenced to ten years of imprisonment as late as 
1968 for “subversive” activities.26 These are just two instances of widespread 
political subjugation on the island between the KMT occupation in 1949 and 
the end of martial law on July 15, 1987. Overall, a “cognitive mapping” of the 
overarching political situation must be kept in mind; otherwise, the influence 
of the KMT’s colonial system of governance on both literary traditions might 
be overlooked.

Although the categories I have brought together here—nativism, modern-
ism, and postcolonialism—are admittedly broad, my intention in describing 
these movements is to provide both a theoretical and historical background to 
Jameson’s discussion of Taiwan New Cinema. Jameson’s reference points are 
global. Yet an understanding of nativism and modernism are essential facets 
of Taiwan’s particular cultural, historical, and geographical experience that 
deserve close inspection when considering Taiwan’s film scene. For example, 
Hwang Chun-ming’s work reveals an attachment to Taiwan’s northeastern 
rural locations, while Shang Qin’s poetry reveals different geographical con-
nectivities—to the mainland, or maybe two geographies at the same time, 
both Taiwan and China.

So, when Yeh and Davis write: “Maybe there are simpler ways to under-
stand and enjoy Yang’s film than the Jamesonian system,” the answer is really 
yes and no.27 In my estimation, in part, Yeh and Davis are having some fun at 
Jameson’s expense—Jameson’s essay is indeed nearly impenetrable at multiple 
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junctures. Yet, when Yeh and Davis argue that Jameson should understand 
the local situation more carefully, which Yvonne Chang’s article more clearly 
conveys, they make a valid point. Jameson’s article nicely outlines the way 
Yang’s film uses postmodern film techniques, such as depicting a photog-
rapher in the manner of Blowup (dir. Michelangelo Antonioni, 1966), one 
who takes pictures that in turn question the ontological relationship between 
image and “reality,” so that overall, Jameson captures the aesthetics of the 
film, but misses the local context. More specifically, when Jameson entered 
the scene in Taiwan, what he initially thought to be the result of globalization 
was actually a complex intersection of the global forces of capital, changing 
local market conditions, and a particular phase of decolonization. A decoloni-
alist dialogue with a colonial past was not yet possible during the late 1970s, 
when films like those directed by Li Xing initiated a depiction of the local 
experience, whetting the audience’s appetite for the “authentic” Taiwan New 
Cinema films of the 1980s.28 Such an observation is not only available with 
the advantage of historical hindsight, but also through the lens of a transna-
tional theory which allows one to consider both postmodernity in the age of 
late capitalism and the local cultural forces that propelled Taiwan’s literary 
movements and in turn inflected Taiwan filmmaking. Colonial concerns 
continued to exact a toll—both the residual aspect of Japanese colonialism, 
and the dominant characteristics of “Nationalist colonialism”—on Taiwan’s 
state film apparatus. Thus, inquiries into films produced in Taiwan during the 
1960s and 1970s necessitate an awareness of both transnational and postco-
lonial theory.

Reflections on the Legacy of the “Healthy Realist” Model

During an opportunity afforded by director Li Xing in Taipei in the fall 
of 2008, I asked the director to comment on his influence on Taiwan New 
Cinema. He responded: “In my film Our Neighbors, which started the Healthy 
Realist tradition, one finds the foundation of Taiwan cinema.”29 Gong Hong, 
manager of CMPC from 1963 to 1972, concurs in his autobiography that 
Our Neighbor deeply influenced him while considering the tenets of Healthy 
Realist filmmaking in Taiwan.30 And Emily Yueh-Yu Yeh and Darrell William 
Davis accurately observe that the Healthy Realist films “depicted stable, 
peaceful, and organic Chinese communities in which tensions and conflicts, 
whether individual, class, or ethnic, are eventually and naturally resolved.”31 
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Their description succinctly describes this influential aesthetic approach of 
filmmaking in the 1960s and 1970s, one that attempted to conjoin filming 
techniques inherent to Italian neorealism with narratives that suggest that 
Taiwan’s people thrived under KMT rule. So, the first two phrases in Li Xing’s 
statement are reasonable: Our Neighbor is a pivotal film in the establishment 
of Taiwan’s aesthetic approach to film production in the 1960s and 1970s.

Yet if Li Xing is correct, and I tend to agree with him, an interesting 
question arises from his statement taken as a whole: in what ways did Our 
Neighbor function as a foundation of Taiwan cinema? Furthermore, what 
was the legacy of the Healthy Realism model if indeed any semblance of it 
survived the complex decade of change that was the 1970s? It was a decade 
famously transitional on Taiwan’s political stage both locally and interna-
tionally: in 1970 the Diaoyu Tai islands were returned to Japan; in October of 
1971 the ROC was no longer represented in the United Nations; in February of 
1972 the Shanghai Communiqué was signed, paving the way for diplomatic 
relations between the United States and the PRC; in 1975 Chiang Kai-shek 
passed away to be succeeded by his son Chiang Ching-kuo; in 1976 Taiwan 
boycotted the Olympic Games; and in 1979 the Mutual Defense Treaty with 
the United States was terminated. The decade culminated with the Meilidao 
protests, known as the Kaohsiung Incident, which occurred on Human Rights 
Day, December 10, 1979, and resulted in the arrest of the “Kaohsiung Eight” 
and other dissidents rallying for democratic rights.

It is common knowledge that the government’s film apparatus did not 
depict these events directly nor represent their corollary concerns. Thus 
the films approved by the state could not have been more escapist, despite 
the government’s nominal strategy to portray the island “realistically.” Yet, 
from the perspective of KMT ideologues, why should the state allow public 
screening of films that threatened the status quo? The state had plenty of 
fires to put out besides the potential conflagration that might result if socio-
political events were depicted from the perspective of the marginalized within 
Taiwan’s borders. Moreover, the KMT’s methods were quite successful when 
viewed from the government’s perspective of marketing the island as a land 
of prosperity. A 1966 English-language guidebook entitled Free China 1966, 
published in conjunction with the government in order to promote tourism 
and trade, states under a section titled “Better Movies for the Chinese People”:

Three years ago, the domestic industry was in the doldrums. Pictures 
were poor. Taiwan made only a few feature-length films. Even the 
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documentary film makers were losing money and had to retrench. Then 
came the turning point. In April, 1963, a Mandarin-dialect picture made 
in Hongkong [sic], “Love Eterne” broke Taiwan box office records. Its 
stars became popular idols and its songs were heard everywhere. The 
moviegoing [sic] public realized Chinese pictures could be outstanding. 
. . . It seems certain that moviegoing will continue to prosper in Taiwan.32

The introduction of the glossy, oversized text, which states “Free China 1966 
is dedicated to the proposition that Taiwan is a laboratory for the continen-
tal China of tomorrow,” praises its cinema industry as a source of national 
pride, with lucrative potential. So it is little wonder that the state contin-
ued to ensure that its idealized narrative formula (Healthy Realism) never 
approximated the conditions of a messy, uncertain reality.33 Instead the KMT 
state endorsed CMPC film manager Gong’s expansion of Healthy Realism to 
encompass a “healthy variety of arts” (jiankang zongyi).34 This healthy variety 
can be classified into the following four genres.

The first included nostalgic films. Such films emote a longing of the 
waishengren (Mainlanders), whether consciously or unconsciously, for their 
homeland. Films in this vein either take place in Mainland China prior to 
1949 but within living memory, or imply the possibility of the concurrent 
recovery of the mainland by the Nationalist military. These characteristics are 
present as early as the 1950s in films such as Opium Poppy and in the 1960s 
with Li Xing’s Our Neighbor. They carry, in part, the lineage of the Shanghai 
realist mode (see Chapter 2). This filmmaking mode had its literary analogs 
as well. Taiwanese author Hwang Chun-ming recalls the texts available to 

Figure 16

Free China 1966 advertises “Better Movies for the Chinese People.”
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him as a child growing up in Taiwan under the KMT: “either anti-Communist 
tracts or nostalgic writing by Mainlanders, sentimental yearning for the good 
old days back in their hometowns.”35 The cultural artifacts of this style seem 
to harbor at once both the undeniable heartache of the waishengren and the 
almost palpable absence of the local benshengren (local populace) from the 
picture. In this way the films are incredibly suspenseful. However, the film-
making techniques themselves rarely generate intrigue or excitement due to 
poor production values, low budgets, and mediocre plotlines.

While nostalgia was expressed in similar ways throughout the 1970s, new 
stylistic variations portraying bourgeois families, who at first suffer discord 
but eventually find harmony, must be appended to this list. Qiong Yao adapta-
tions and films starring the ubiquitous actresses Brigitte Lin and Lin Fengjiao 
and actors Qin Han and Qin Xianglin might be loosely categorized within 
this classification. The nostalgic quality retained in such romantic films is a 
sentiment of longing or homesickness for an “ideal” family that is resolved 
by the film’s conclusion, however melodramatically. Example films in this 
vein include Li Xing’s 1971 film Life with Mother (Mu yu nü) which depicts 
the reconciliation of a mother and daughter after a rocky series of melodra-
matic events, and Liao Xiangxiong’s 1972 film Love Can Forgive and Forget 
(Zhenjia qianjin), which features a father figure who welcomes an orphan girl 
(portrayed by Golden Horse Best Actress Winner Judy Ongg [Weng Qianyu]) 
in the film’s resolution.

The second state-sanctioned film category, itself a re-articulation of the 
nostalgic mode, included patriotic war films. During the mid-1970s, depic-
tions of KMT military supremacy on the big screen won a number of Golden 
Horse film awards: Land of the Undaunted (see Chapter 4) in 1975, The Victory 
(Meihua, dir. Liu Jiachang) in 1976, and Heroes of the Eastern Skies (Jianqiao 
yinglie chuan, dir. Zhang Cengze) in 1977. So while the Republic of China 
was suffering political embarrassment at the hands of the Japanese on the 
global stage, the KMT government in Taiwan was depicting military victories 
over the Japanese on local screens across the island. The Victory presents 
local Taiwanese who are loyal to the KMT during the latter stages of Japanese 
Occupation, while Heroes of the Eastern Skies was endorsed by the Ministry 
of Education since it portrayed a pro-KMT perspective on fighter pilots in the 
Second Sino-Japanese War.

The third category includes adventure and martial arts films, whether 
approved for release by the government or produced by CMPC.36 This mode is 
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accomplished to near perfection in the films made by Hong Kong “defectors”: 
Li Hanxiang’s Hsih-Shih: Beauty of Beauties (1965) and King Hu’s Dragon 
Inn (1967)—and falls far short in such CMPC imitations as The Ammunition 
Hunter (Luo ying xia, dir. Ding Shanxi, 1971), a film replete with poor editing 
and its insipid representation of something the KMT would never accomplish: 
liberation of China. The film even ends with a cliché: the hero rides off into 
the sunset. Throughout the 1970s film directors in Taiwan would continue to 
strive for but never reach the artistic sensibility of King Hu’s A Touch of Zen 
(Xia nü, 1970) or the captivating action sequences of Bruce Lee’s kung fu 
films from Hong Kong.

Perhaps the culminating film that best integrates these three film genres 
of the era is Bai Jingrui’s The Coldest Winter in Peking (Huangtianhoutu, 
1981). The story takes place in “the motherland,” embodying patriotism indi-
rectly in its depiction of the Chinese experience of the Cultural Revolution, 
which bypassed Taiwan. It was escapist entertainment with little bearing on 
local realities. Based on a true story, The Coldest Winter in Peking depicts 
the story of Shen Yifu, a man who was sent to a concentration camp in 
Mainland China during the Cultural Revolution. During the course of the film, 
the cataclysmic events of the Cultural Revolution lead to the death of Shen’s 
father; his wife goes insane. The KMT allowed Bai’s depiction of once-banned 
images of Mao Zedong, Red Guards, and life on the mainland, no doubt in 
hopes that domestic audiences would find Taiwan’s modernization and life-
style far superior to life on the mainland, while horrific events that occurred 
in Taiwan, such as the February 28 Incident or the White Terror, remained 
absent from the silver screen.37 Such topics would have to wait until martial 
law was abolished in 1987, and then two more years until Hou Hsiao-hsien’s 
release of A City of Sadness (Beiqing chengshi) in 1989.

CMPC films were at times spectacular and eye-catching. For example, a 
scene in The Coldest Winter in Peking of sent-down youth (xiaxiang qingnian) 
dispersing to the countryside contains a longshot that impresses due to the 
numerous extras employed and the portrayal of a vast landscape. Still, the 
fact remained that CMPC’s output was rarely equal to or even competitive 
with the mesmerizing special effects of Hollywood or Hong Kong films that 
would capture Taiwan’s audiences during the 1980s. In addition, in terms of 
narrative, the predictable, “healthy” resolution to state-approved narrative 
conflicts in nostalgic, patriotic, and escapist films rarely created a sensational 
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viewing experience. Li Xing’s period-piece Autumn Execution (Qiujie, 1972) 
may be a key exception to this summation of 1970s films.

A fourth category of filmmaking emerged that did capture Taiwan’s imagi-
nation briefly as the decade came to a close: depictions set in Taiwan that 
were endorsed by the government apparatus. It was an aesthetic style that, in 
conjunction with a slight decrease in imported Hong Kong films and a brief 
window before the rise of video rentals, enabled an increase in film produc-
tion before the downturn of the 1980s. An average of 53 films were produced 
from 1974 to 1977. From 1978 to 1981, the average increased to 122; 1982 
saw the production of 144 films. Then the decrease set in, with an average of 
only 68 films made annually from 1983 to 1986.38

It is in this fourth category, representations of Taiwan’s local condi-
tions, that the legacy of Healthy Realism might be most carefully observed. 
Certainly, depictions of the local setting were not unique in the late 1970s.39 
CMPC’s novel images of rural farming conditions in Oyster Girl in 1964 
were welcomed upon the film’s initial release, impressing jury members at 
the regional Asian Film Festival and interesting filmgoers island-wide. At 

Figure 17

The Coldest Winter in Peking portrays the Cultural Revolution on a grand scale.
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the time—fifteen years after the “temporary” retreat from the mainland—it 
appeared that the government realized that the rural environment within its 
jurisdiction could be celebrated as a worthy cinematic subject. But the initial 
sensation caused by ostensible depictions of the local setting on its own terms 
wore off, and modifications were in order if such portrayals were to remain 
relevant. So when Li Xing returned to this earlier filmmaking mode—Yingjin 
Zhang writes, “Li returned to the realist tradition of the ‘native soil’ (xiangtu) 
that had brought him distinction a decade before”40—he was sure to make 
some changes.

What were these changes in terms of film form and film sense during the 
1970s? This question was, in part, the motivation for Chapter 4, “Gender 
Negotiation in Song Cunshou’s Story of Mother and Taiwan Cinema of the 
Early 1970s,” as I reflected on Edward Yang’s famous statement that Taiwan 
New Cinema movement could have emerged ten years earlier if not for gov-
ernment restrictions. A review of early to mid-1970s films demonstrates that 
certain brilliant directors could have challenged the status quo at quite an 
early stage in Taiwan’s filmmaking tradition. A poetic filmmaker such as 
Song Cunshou would have been more than capable of depicting subjects far 
more taboo than adultery, but he was making films at a time when national 
concerns forbade controversial topics represented from a local perspective. 
Still, a study of representations of gender in films released during the decade 
reveal clues about what was to come. While gender depictions in the mid-
1970s reveal the ways that patriarchal society in Taiwan was socially con-
structed, it was not until the second wave of Taiwan filmmakers, including 
Tsai Ming-liang and Ang Lee, that the particularities of the patriarchal, heter-
onormative construction of gender would be openly addressed.

Li Xing’s films of the late 1970s and early 1980 contrast with Song 
Cunshou’s Story of Mother. Song’s film suggests that there were cracks in 
the government’s façade as it attempted to shore up its image on all fronts 
(local, national, regional, global), while Li Xing’s films presented the fictional 
construct that the government was as stalwart as ever. It is no wonder that 
CMPC initially hired Li Xing, a director that Gong Hong once described as 
conservative embodying the character of a traditional Chinese scholar.41 Li 
Xing’s perspective on life in Taiwan remained consistent with state policy; 
throughout his career, he rarely pushed the envelope. Thus even though he 
was but one participant within a large scale cultural project, Li Xing’s work 
remains an ideal litmus test to determine what Taiwan’s government deemed 
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respectable filmmaking. Consider The Story of a Small Town. As described 
above, the film ends with a song that conveys the message of the film as a 
whole: “Generation after generation/ Features of the small town remain the 
same.”

The line “features of the small town remain the same” is particularly 
revealing. The danger of this empirically untenable notion is perhaps best 
articulated by Raymond Williams in his theory of structures of feeling. 
Williams criticizes analyses of culture that reduce social processes to fixed 
forms, which is precisely what the film displays when it portrays small town 
life as constant and unchanging.42 Reducing social processes to fixed forms 
was particularly problematic in Taiwan during the late 1970s because politi-
cal, economic, and cultural changes were clearly in a perpetual state of flux 
produced by “particular linkages, particular emphases and suppressions, and, 
in what are often its most recognizable forms, particular deep starting-points 
and conclusions.”43

In the case of The Story of a Small Town, rather than presenting a society 
in a pivotal state of dominant, emergent, and residual cultural transformation 
determined to a certain extent by restrictive state policies, the film appeals 
to Confucian ethics: adhering to the five constant relationships, listening to 
authoritative instruction, and continually striving for societal betterment.44 
In terms of the film’s appeal to such timeless values, one is reminded of the 
modernist writers’ appeal to timeless values in the 1960s: “Since the focus of 
the modernist writers was on the private interior world of individual psyches 
rather than the public external world of social interaction, their works have 
more frequently been valued for their timeless or universal attributes than 
for any historically or culturally specific understanding of Taiwan.”45 While 
Li Xing’s film endorses a generalized view of country life, and modernist 
writers focused on private interior worlds, they are similar in that editors 
and censors would consistently approve “appealing to timeless or universal 
attributes,” rather than the depiction of local, particular conflicts affecting the 
local Taiwan experience.

Li Xing’s leading characters in other films from the late 1970s might also 
be interpreted as representations of those who persist despite hardship, rather 
than those who experience specific limitations of state policy. An example 
would be his adaptation of Zheng Fengxi’s life in He Never Gives Up, which 
portrays a physically disabled man (played by Chin Han) who successfully 
enters law school. Other examples of appeals to universal ideals in the 
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depiction of lone individuals making their way through life in Taiwan’s rural 
settings include Li Xing’s My Native Land (Yuan xiangren, 1980) and Chen 
Yaoqi’s The Pioneers (Yuan, 1980).

Moreover, language is a key facet of this equation. Unlike the native expe-
rience, including many residents who, like the old-timers in “The Drowning 
of an Old Cat,” “didn’t understand a word of Mandarin,” the films endorsed 
by the state in the late 1970s were presented in guoyu. In addition to their use 
of guoyu, two further similarities in production strategies link these four state 
film categories—nostalgic, patriotic, adventure and martial arts, and depic-
tions of the local condition. The first is that the films of the 1960s and 1970s, 
with rare exceptions such as in The Winter by Li Hanxiang, do not contain 
the caesura, those moments of pause or interruption that allow for audience 
reflection. Walter Benjamin describes the caesura by reflecting on epic theater 
in his essay “The Author as Producer”:

Epic theater, therefore, does not reproduce situations, rather it discovers 
them. This discovery is accomplished by means of the interruption of 
sequences. Only interruption does not have here the character of stimu-
lant but of an organizing function. It arrests the action in its course, and 
thereby compels the listener to adopt an attitude vis-à-vis the process, the 
actor vis-à-vis his role. . . . What emerges is this: events are alterable not 
at their climaxes, not by virtue and resolution, but only in their strictly 
habitual course, by reason and practice.46

Benjamin’s article details how writers might guide their audiences towards 
a “functional transformation” of society by understanding how the “inter-
ruption of sequences” in stage drama allows for audience participation and 
reflection. The criteria Benjamin presents as essential for the possibility of 
“reason and practice” in the habitual course of daily life are moments of 
pause and reconsideration that might be presented in artistic, narrative works. 
Such a technique became inherent to Hou Hsiao-hsien’s film pacing in the 
1980s. Films including The Boys from Fengkuei (Fenggui lai de ren, 1983), A 
Summer at Grandpas (Dongdong de jiaqi, 1984), and A Time to Live, A Time 
to Die (Tongnian wangshi, 1985) can be characterized at key junctures as 
staged interruptions of daily life. This style contrasts with the film sequences 
of the 1960s and 1970s (see sequence breakdowns of Story of Mother and 
Goodbye Darling in Chapter 4) that, with the exception of flashbacks, typi-
cally proceed methodically from beginning to end.
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This discussion leads one to the second prominent production strategy of 
films of the 1960s and 1970s in Taiwan, which was generally to tell the story 
of one protagonist from a certain fictional, yet ostensibly dependable, point 
of view. Even when parallel narratives are essential to plot, as they are in 
Land of the Undaunted, they are linked in time and space as part of the same 
chronology. This Healthy Realist unilinear structure was challenged in The 
Terrorizers mentioned above, with its multiple stories and intersecting plot-
lines that seems to suggest the denial of truth, or that the postmodern world is 
a world without a center.47 With this framework in mind, namely the absence 
of both the caesura and multiple narratives in Taiwan films of the 1960s and 
1970s, one can appreciate that the Taiwan New Cinema was indeed a reex-
amination of the filmmaking tradition that preceded it. Perhaps, as Yvonne 
Chang writes: “. . . the real objective of New Cinema promoters . . . was simply 
to overcome all obstacles standing in the way of the filmmakers producing 
films, political and commercial alike.”48

As noted in Chapter 1, “Framing Taiwan Cinema: Perspectives on History 
in Hou Hsiao-hsien’s Three Times,” it is evident that at each stage of the film’s 
representations, though total constraint was impossible, the dominant politi-
cal power in Taiwan restricted certain aspects of both residual and emergent 
culture. Hou’s film begins with a segment depicting Taiwan life in the 1960s, 
entitled “A Time for Love.” The title seems ironic considering KMT policies 
and the United States’ military presence during the Cold War, except for the 
fact that Hou Hsiao-hsien’s nostalgic representation of the 1960s suggests 
that Taiwan’s youth possessed a psychological resistance that could not be 
entirely subjugated. This psychological resistance is located in a third space 
created at the intersection of Taiwan rural life and United States pop culture. 
The opening track of Three Times, “Smoke Gets in Your Eyes,” sets the mood 
and emotional platform for the segment, and indeed the entire film. This 
song also captures the ways in which sentiment emerges from specific Taiwan 
localities (consider the shots of old highway signs taken throughout the island 
as Zhang Zhen’s character searches for Shu Qi), yet is conveyed, at least at 
this particular juncture of the film, via the cultural expressions of a coloniz-
ing, foreign influence.

Not only do Hou’s filmic representations of the past allow for a reas-
sessment of the historical moment depicted—in this case one locates Hou’s 
nostalgia for Taiwan in the 1960s rather than nostalgia for Mainland China—
but Hou’s film also functions as a commentary on the heritage of Taiwan 
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filmmaking. A reevaluation of Taiwan’s filmmaking tradition is most evident 
in Three Times in the most trying of segments for first-time viewers, due 
to the intensity of its slow pacing, namely the scenes depicting Japanese 
Occupation. This segment demonstrates the authoritative reach of the 
Japanese government into the affairs of even the most private of spaces in 
local Taiwanese life; namely, that of the brothel. But more importantly, the 
film presents the caesura. It is as if Hou slows down time itself. The pause, the 
moments between action that allow the opportunity to reflect on the purpose, 
rationale, and influence of major events (historical and fictional), is inherent 
to the structure of Three Times.

In contrast, the use of the caesura is a technique largely absent from all 
of the representative 1960s and 1970s films described in this text: Li Xing’s 
Oyster Girl, Beautiful Duckling, and Four Loves in Chapter 2 (Xie Jin’s films 
on the mainland could be included too, for that matter), Home Sweet Home in 
Chapter 3, Story of Mother and Goodbye Darling in Chapter 4, and The Story 
of a Small Town in this chapter. These films were inextricably linked to the 
dominant Hollywood continuity-editing mode. Yet like the still-life shots in 
Fassbinder’s Ali: Fear Eats the Soul, described in Chapter 3, which brings 
the film to nearly a standstill, Hou’s segment depicting Japanese occupation 
in Three Times allows for viewer contemplation, as inevitably the suture is 
broken, allowing the mind to consider the image without being chained to the 
narrative. Consequently, Hou’s techniques might be used to support Bazin’s 
descriptions of an ideal cinematic realism in which long takes both maintain 
the dramatic unity of a scene while simultaneously allowing for viewers to 
contemplate the images on their own terms.

In addition to the stylistic technique Hou employs, the narratives in 
Three Times are also separate from normative portrayals of life under the 
KMT during Martial Law. By depicting queer identity, the “A Time for Youth” 
segment of the film presents lifestyle choices and conflicts that were unaccep-
table in Taiwan according to the status quo of the dominant film apparatus 
before 1987. Just as he represents sexuality in a straightforward way that 
would have been censured in the 1960s and 1970s, Hou offers a political point 
of view that would not have been sanctioned previously: all three segments 
of Three Times are linked by the idea that the local residents of Taiwan have 
rarely been able to define their own identity in global politics. Instead, they 
are spoken for, whether by the Japanese colonial government in 1911, the 
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KMT Nationalists in 1966, or by world trade organizations in the age of the 
“global village” in 2005.

Realistic portrayals of political realities during the 1960s and 1970s 
arguably reach their apotheosis in Wu Nianzhen’s 1996 film Buddha Bless 
America (Taiping tianguo). Wu’s film presents the richness and diversity of 
nativism twenty years after the nativist debates, and the previously and tightly 
held opposition between modernist and nativist aesthetics breaks down in his 
work.49 While it may not use a multi-narrative format, it does present a multi-
generational perspective in sophisticated ways. In Buddha Bless America, set 
during US military occupation of rural spaces in Taiwan, the main character 
Lin-wen encourages his townspeople to welcome US military exercises near 
their village. He hopes that American doctors will be able to surgically re-
attach his brother’s fingers, cut off while he worked in a Japanese factory. 
Wu Nianzhen once stated in an interview: “Even though America has never 
occupied Taiwan, its influence over the Taiwanese people is far greater [than 
Japan’s] . .  . Its influence extends beyond the cultural and economic to the 
most important domain of all, politics.”50 At the end of the film, after the 
American forces depart, Lin-wen must admit that his strategy to help his 
family failed. He and his fellow local Taiwanese residents then attempt to 
resume their lives.

Buddha Bless America functions as a counterpart to The Coldest Winter in 
Beijing, the former, as an ideal representative of the lineage of Taiwan New 
Cinema, depicts the unequal and disturbing state of rural residents of Taiwan, 
while the latter, as an ideal representative of Healthy Realism’s legacy, depicts 
a state of affairs that had little bearing on the lives of many people in Taiwan. 
By the late 1980s and early 1990s, it was certainly no longer tenable to claim 
that “the life of small towns is unchanging” as stated in Li Xing’s Story of a 
Small Town, since political change throughout the island was apparent. The 
transnational intersections with the local never allowed for indefinite con-
stancy—but as Williams observes, constant flux itself is not absolute; rather, 
particular articulations occurred at particular points in time.

Hou Hsiao-hsien, Edward Yang, Wu Nianzhen and others attempted to 
capture a culture in transition, and it is in this way that “realism” rather than 
“healthy realism,” if it can ever be entirely captured in a Bazinian sense, 
is presented by these directors on global screens today. The ornaments of 
the previous dominant aesthetic of the 1960s and 1970s were replaced by 
an emphasis on ambiguity and/or the focus on particular characters that 
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represent specific structures of feeling. So after 1987 it was not only directors 
looking ahead to new filmic potentialities that led to new explorations in 
Taiwan cinema history. Perhaps just as important, or perhaps more impor-
tantly, key filmic changes during the 1980s and 1990s were due to directors 
looking back to the foundations of their inherited filmic tradition prior to 
Healthy Realism, employing techniques previously unexploited or avoided as 
well as filming in Taiwanese.

But a question remains: why did viewers go to the theater in the late 1970s 
to see escapist portrayals of life in Taiwan, but abandoned the cineplexes 
when auteurs portrayed the local situation in the 1980s and early 1990s? This 
question will be addressed in the following segment.

Taiwan Cinema after the 1970s: Auteurs and Blockbusters

Taiwan New Cinema certainly shares similarities with several transnational 
new cinema movements, including the production of a body of films that 
might be characterized by their challenge to, or absence of, previous aes-
thetic and studio determinants.51 In the closing analysis that follows, I would 
like to contribute to comparisons of Taiwan Cinema with China’s so-called 
fifth-generation cinema and Hong Kong New Wave cinema by using New 
American Cinema as a primary point of comparison. Similar to the film direc-
tors of New American Cinema, the auteurs of Taiwan cinema in the 1980s and 
1990s put their distinctive stamps on their films, perhaps most famously Hou 
Hsiao-hsien, whose long take has influenced film aesthetics throughout Asia. 
James Udden’s recent book, and his previous article, “This time he moves!”: 
The Deeper Significance of Hou Hsiao-hsien’s radical break in Good Men, 
Good Women,”52 demonstrates this point clearly. Hou’s films, as well as those 
by Taiwan film directors Ang Lee and Tsai Ming-liang, continue to receive 
production capital from international investors. Film investors benefit from 
such an arrangement, for audiences return to film festivals in Europe and 
the US and theaters worldwide to see the idiosyncratic film techniques and 
innovative stories that they have come to expect from each director.

Certainly, Hollywood recognizes the advantage of producing films for 
mass audiences with director’s names emblazoned on film posters and 
website banners like brand names. Today’s Hollywood auteur films, such as 
those by Quentin Tarantino and Oliver Stone, also attract return audiences 
who the anticipate films will be presented in a predictable, identifiable style. 
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This marketing tradition stems from the 1970s, when auteur directors such 
as Francis Ford Coppola, Martin Scorsese, and Robert Altman were permitted 
to make films in their own distinctive styles at a time when Hollywood was 
ready to transition away from a classical production model that no longer 
appealed to a broad audience. Between the Paramount Decision of 1948 and 
the MPAA Voluntary Film Rating System in 1968, Hollywood’s profit margins 
steadily decreased. A number of factors led to Hollywood’s downturn, includ-
ing the rise in the popularity of television, a population shift away from the 
city (with theaters) to suburbs (without theatres), and the restrictions of a pro-
duction code that prevented competition in X-rated material.53 When audi-
ences returned to theaters in droves, Hollywood executives were delighted.

The quintessential Hollywood auteur film The Godfather Part II (1974) 
displays a number of Coppola’s signature stylistic moves, including the way 
he builds tension by using set pieces within the mise-en-scène rather than 
using multiple camera angles or quick-paced editing. For example, when Tom 
Hagen (Robert Duvall) talks to Frankie Pentangeli (Michael V. Gazzo) in a 
prison courtyard in the latter half of the film, the fence is framed so as to 
bisect the screen, separating Hagan’s head from his body. Then, after the 
characters move into a new position within the same shot, the fence sepa-
rates Pentangeli’s head from his body, a move that foreshadows Pentangeli’s 
eventual death. The artistry of the set piece style is particular to Coppola, 
one that clearly identifies Coppola as the “author” of the film. The initial 
enthusiasm for the films, however, was not to last. Financial executives soon 
realized that they had lost control of the production process when auteurs 
such as Michael Cimino and Coppola directed highly personal projects that 
went over-budget and past production deadlines, and failed at the box office. 
When the blockbuster entered the scene, with films like Spielberg’s Jaws in 
1975, the course of Hollywood film history was altered yet again.

Today, while blockbusters dominate the film landscape in terms of the box 
office, there remains a substantial market for Hollywood’s auteur directors. 
For example, Django Unchained (dir. Quentin Tarantino, 2012) was marketed 
as a witty, cool, and explicit film “in keeping with the style and mood of the 
cult status of Tarantino-written and directed hits.”54

Dana Polan describes how Tarantino’s fans identify with Tarantino films as 
if they are in on an inside joke.55 They are brought into an unconventional, 
shockingly violent cinematic experience delivered in a manner singular to 
the mind of Tarantino. Yet when considering the artistry of a Coppola or 
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a Tarantino, the commercial element cannot be ignored—in the Hollywood 
filmmaking tradition it is all about drawing return customers who are satis-
fied with their purchase.56 By marketing both the blockbuster and the auteur 
film, Hollywood has become an even more successful and powerful institu-
tion over the last forty years.

In Taiwan, the auteur cinema of the 1980s was not followed by a local 
blockbuster tradition; instead, big budget “whammy” films from the US and 
Hong Kong filled this gap in the domestic market. Perhaps the paradigm is 
changing, for a foundation is emerging today for a vibrant market in Taiwan 
for blockbusters in the vein of Wei Te-sheng alongside auteur films like 
those by Zero Chou. Together, these directors’ films might provide a return 
on investment like the films of the 1960s. We can envision such a possibil-
ity by noting similarities and differences between the well-known history of 
filmmaking in Taiwan during the 1980s and New American Cinema, even 
in brief comparison of these movements such as the one provided here. 
Especially when it first emerged, the buzz that Taiwan New Cinema created 
among college students, general audiences, and journalists alike reminds one 
of the excitement surrounding the “Hollywood Renaissance.” In addition, City 
of Sadness (dir. Hou Hsiao-hsien, 1989) captured critical local acclaim upon 
release and won the Golden Lion overseas at the Venice Film Festival. Yet 
after initial waves of success in theaters and in the press, audiences steered 
away from the remaining Taiwan auteur tradition.

However, the decline in film attendance might have been avoided if a new 
film aesthetic were to emerge, one which deftly combined both a popular 
appeal to audiences—consider the reception to such films as The Love Eterne 
(Liang Shanbo yu Zhu Yingtai, dir. Li Hanxiang, 1963) in Taiwan’s rich film 
history—and an exacting attention to artistic detail, demonstrated in the work 
of directors such as Edward Yang. Such an approach would engage local 
audiences just as the KMT once aspired to during the “golden age,” but could 
focus on the local experience in such a way that audiences would be enter-
tained and moved. This formula has only recently been put into practice, 
and the exemplary film is none other than 2008’s Cape No. 7 (Haijiao qihao) 
directed by Wei Te-sheng. In Taiwan’s film history, this film, followed by the 
success of Warriors of the Rainbow: Seediq Bale (Saideke balai, 2011), might 
be termed a “blockbuster.”57

How did the film industry fare between the focus decades of this text, the 
1960s and 1970s, and Cape No. 7? In brief, two key trends characterize the 
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filmmaking institution in Taiwan after the 1970s came to a close. In terms of 
the industry, Taiwan’s distribution and exhibition channels for films like The 
Coldest Winter in Peking (dir. Bai Jingrui, 1981) famously collapsed,58 while 
in terms of the film depictions, nearly all previously taboo subjects (see the 
previous section) became viable topics.. Today, three trends seem to predomi-
nate: the continuation of a residual international art house scene stemming 
from the Taiwan New Cinema tradition (for example: Goodbye, Dragon Inn, 
dir. Tsai Ming-liang, 2003); the impact of multinational co-productions 
(Crouching Tiger, Hidden Dragon, dir. Ang Lee, 2000); and an emergent local 
revitalization of the film industry (Formula 17, dir. Chen Ying-jung, 2005).59

Cape No. 7 and Warriors of the Rainbow: Seediq Bale might be classified 
as belonging to this third category. If films are popular as a direct result of 
mirroring the concurrent collective imagination and experiences of society 
effectively, this would explain the success of Cape No. 7, a film that generated 
excitement in print, web, and television outlets, and was further advertised 
by word of mouth.60 Interestingly, the film harkens back to the glory days of 
1960s Taiwan cinema by integrating popular songs within the narrative and 
presenting its narrative in a linear manner similar to the Hollywood commer-
cial style. Cape No. 7 even includes the old concerns of artists in the 1970s 
nativist literature movement in its storyline. Nostalgia for the Japanese occu-
pation is central to the film’s story, since the main characters, a Taiwanese 
rock musician and his love interest, a Japanese model, are woven into a sec-
ondary plotline situated during in the colonial era.

Ping-hui Liao has written that films such as The Puppetmaster (Xi meng 
rensheng, dir. Hou Hsiao-hsien, 1993) and Dou-San: A Borrowed Life (Duo 
sang, dir. Wu Nianzhen, 1994) portray “the ambivalent nature of Taiwanese 
postcoloniality,” and certainly this statement might be applied to Cape No. 7 
as well.61 What links Cape No. 7 with the films Liao describes is a similar rep-
resentation of local Taiwanese experience; the difference is that Cape No. 7 
does so in a way that is entertaining, fast-paced, and endearing. The caesura 
of the Taiwan New Cinema is jettisoned in favor of techniques directors of 
the 1960s and 1970s would have considered normative. Cape No. 7, despite 
its weaknesses—after all, it is a well-received and feel-good film, not a mas-
terpiece—offers the best of both worlds in the history of Taiwan filmmaking; 
namely, the film represents the lived experience of a local populace, and like 
the “golden age” of the 1960s, the film was widely popular in Taiwan.
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According to the filmmakers of the late 1960s, however, Cape No. 7 pri-
marily shares one similarity with the past: its success at the box office. Film 
critic Huang Ren, when asked about his thoughts on Cape No. 7, responded: 
“No cinema tradition in Taiwan has surpassed the cinema of the 1960s and 
1970s. Cape No. 7 is an entertaining film, but its artistic quality is not equal 
to Taiwan’s previous films.” How long the current revitalized scene will last is 
certainly subject to debate. Director Li Xing reminisced: “Cape No. 7 reminds 
me of the popularity of Li Hanxiang’s The Love Eterne in 1963 because 
scholars as well as the general populace were interested in the popularity of 
the film . . . However, Li Hanxiang’s film in 1963 started the rise of Taiwan 
cinema, but Cape No. 7 is really a question mark.” Indeed, we have yet to see 
if Cape No. 7 will begin a new golden era, or if the film will be remembered 
as an isolated incident, albeit a successful one.

The era of filmmaking in Taiwan pre-1980 may be known as a “missing 
period” in western scholarship, but surely it will not remain so for much 
longer, for the antecedents of Taiwan New Cinema are as nuanced as those 
of any film tradition at any time. And they continue to shed light on the 
current moment of filmmaking in Taiwan. This book provides an entrance 
point into the stories, both fictional and non-fictional, that together comprise 
the framework for the narrative that followed. It traces a storyline that, like 
a well-written movie-script, is complete with humble beginnings in the early 
1960s, an incredible rise to prominence in East Asian cinema by the end of 
the decade, a period of decline, and then a brief moment of local popularity 
in the late 1970s before the final credits  .  .  . of one epoch, followed, and 
inextricably linked to, the beginning of a new one.
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Li Jia, 1966), 59

Our Neighbor (Jietou xiangwei, dir. Li 
Xing, 1963), 13, 15, 33–37, 39, 44, 
47–48, 112, 113, 114

Outside the Window (Chuangwai, dir. 
Song Cunshou, 1973), 84
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1970), 116

Touré, Mamadou, 70–71
translation, 3, 74, 106, 109
translocal, xvii
transnational, ix–xix, xxi, 2, 13, 15, 24, 

49, 57, 65, 77, 85, 101–103, 112, 
123, 124, 129n7, 129n8, 129n10, 
130n14, 130n23, 131n26, 131n29, 
132n2, 141n2, 144n1

Tsai Ming-liang (Cai Mingliang), x, xi, 
20, 118, 124, 127

Tuo Zonghua, 85
Two Lovers (Liangxianghao, dir. Li Xing, 

1962), 33

Udden, James, 124, 132n1, 132n6, 
147n52



  Index 167

United States Information Agency, 17

Victory (Meihua, dir. Liu Jiachang, 
1976), 97

Vitali, Valentina and Paul Willemen, xvi, 
144n2

Vive l’Amour (Aiqing wansui, dir. Tsai 
Ming-liang, 1994), 20

waishengren, 9, 44, 48, 114, 115
Wan Ren, 20, 108
Wang, Lingzhen, xiv
Wang Tong, 20, 108
Wang Tuo, 104
Wang Wenxing, 105
Wang Zhenhe, 104
Warriors of the Rainbow: Seediq Bale 

(Saideke balai, dir. Wei Te-sheng, 
2011), 20, 126, 127

Wedding Banquet (dir. Ang Lee, 1993), 
20

Wei Te-sheng, 20, 126
Wenders, Wim, 66
wenyi (literary art), 19, 79, 83, 97, 

138n60
White Terror, 9, 111, 116, 135n16
Williams, Raymond, xiv–xvi, xviii, 102, 

119, 123, 144n1
Wind and Cloud on Ali Mountain 

(Alishan fengyun, dir. Zhang Ying 
& Zhang Che, 1949), 13

Winds of September (Jiu jiang feng, dir. 
Tom Shu-yu Lin, 2008), 1

The Winter (Dong nuan, dir. Li 
Hanxiang, 1968), 14, 120, 133n29

Witkin, Robert W., 21, 134n40
Woman Basketball Player Number Five 
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