LRI

NN
NN NN

N

NN
MN

- N\ \\\
. .\. .\ \..\ = S : 3
\\ - o
DO

AN



Foreword

Program

Article

BEINGT | EEEBRE | £ER 6 Encountering the Old as New: Reconstructing and Relearning Film History

BR—BRTUELES | A 14 A Feminist Film Movement: The Undercurrents of the Taiwan New Cinema

NS Interview
RN E= Interview with SYLVIA CHANG
BRIPEHFTHE CHEN KUN-HOU Talks about HSU SHU-CHEN
BEE Interview with YANG LI-YIN
FNER Interview with WANG SHAUDI
HERE Interview with YANG CHIA-YUN
EEE Interview with CLAIRE PEI
BRI EE Interview with SHU LEA CHEANG
SPED R Interview with KUO YA-SHAN
Interview with PENG LI-HUA

Interview with LANA LIN




4

REA @ HHR

EREESXNERT  MBEXEIEESNRERWLNEN  BERERNUEEY - AW - TEEENESE
MED - WEFHAREHD > MARER - N\ LNOFARZHEXRBIEE - ARFANSERER
FIMUESXEMEE  EERNE - HIMNGEER  WRSREEDH  ERATHREEMEZEH » 1 "1,
MR A BT RIS E - EERMIENE SRR -

FEROBOFREXRENREL EMZMAFEETEREMNER  NAESXESHHER - BTN
FENASEAEELAE | ARG TWRGR « EEMEAENBERHANRIEEE - wi=mE
—(ESMEBHEZEPE NELUERN I o (FRNERE Y BRI RMZIRNSR » Epin T RIEER
BB ARG —E D o

BIBERYE - TV BEESEANTH  HMULUBRSEATHEXENSEAS - SEERNE
BREER - BEEHENTFHIENRIE - Bf T HIIMENBSRNERER - THRE - FiEx - BE &
BIES A PRBERBR AR - MNRAIFER Y BENMNEX SR - MNBSRERUKANERD - &
MEFM WM FREERNEGREMA -

il

BEE-FIKENT  ZEARMNERAE  EfEE Y HIMERAE2ENER > TRBMBERERTE
2O Bt TEELIRRI A NS EERR - T8 THERESE -

1ERiBE - RN —BRIBRIIIKE - ABMAAMNRKE  BALREILBRLEBIETE « SURBIERLE -

ZREAEFNRERSE  ENERE "HEX, -

MRV R

Foreword

Curator: Tsai Shr-tzung

In the evolution of Taiwan's film landscape, the Taiwan New Cinema stands as a pivotal moment that redefined
cinematic language and narrative. Yet, within this movement's historical narratives, female filmmakers often remain in
the shadows, acknowledged merely as the Other. This booklet therefore aims to approach the New Cinema differently

by revisiting and expanding the movement through "her" vision.

Wang Chun-chi's analysis sheds light on recent efforts by Taiwanese film festivals to honor these forgotten
contributors, emphasizing their lasting influence on the cinematic narrative. Rain Shuen Chan's essay revisits the
impact of filmmakers like Sylvia Chang and Huang Yu-shan on Taiwan's cinematic scene during this period. Despite
the male-dominated industry, their works challenged the prevailing depiction of women, steering narratives into new

directions and becoming emblems of the women's film movement.

With the featured interviews, this booklet foregrounds the narratives of individuals in Taiwan New Cinema. Insights
from Sylvia Chang, Wang Shaudi and Yang Li-yin offer a fresh understanding of their roles and perspectives within this
movement. An interview with Chen Kun-hou about the late Hsu Shu-chen unveils her quiet yet significant influence on

the creative processes of the New Cinema.

Expanding the scope, interviews with Yang Chia-yun, Claire Pei, Peng Li-hua, Shu Lea Cheang, and Lana Lin explore the
narratives of those even further from New Cinema's mainstream. Their innovative endeavors challenged the status

quo, expanding our conception of what Taiwanese cinema could include.

The collected memories form a mosaic that transforms marginal voices into central figures. These tales not only
resurrect the undervalued stories of women in film history but also weave their rich voices into the contemporary
cinematic discourse. More than a historical recapitulation, this booklet represents a voyage of rediscovery. By
traversing alternative paths, it fosters a deeper appreciation of the Taiwan New Cinema movement and beyond, and

catalyzes dialogues that could reimagine the essence of "New Cinema."
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Wang Chun-chi

In 2019, the Women Make Waves International Film
Festival screened The Lady Avenger (1981), a "social
realist" film (also known as Taiwan Pulp) directed by
Yang Chia-yun, as a part of the "Lady Avengers: Asia,
Women, and Chainsaws" program. In October, director
Yang donated her 1T6mm documentary film A Secret
Buried for 50 Years: The Story of Taiwanese "Comfort
Women" (1993) to the Taiwan Film Institute (now Taiwan
Film and Audiovisual Institute, TFAI).

In 2020, TFAI completed the digital restoration of three
films by Lee Mi-mi, a director who was very active in
the 1980s, including Unmarried Mothers (1980), Evening
News (1980), and Girl's School (1982). The films were
launched as part of the "Emotions and Landscape of
Female Directors" online exhibition at the TFAI Open
Museum. In collaboration with the Women Make Waves
|IFF, Lee Mi-mi was also celebrated as the filmmaker in
focus of the 2020 festival.

In 2022, the Taiwan International Documentary Festival
(TIDF) presented the program "Triviality that Speaks
Volumes: Personal Cinema of Female Directors Since
the 1990s," which explores gender and sexuality in
documentaries and experimental films by women. The
following year, on the 30th anniversary of the Women
Make Waves IFF, the curatorial team planned a program
of women's films from 1993 to the present, which are
considered both aesthetically and thematically iconic

and forward-thinking.
These investigations of Taiwanese women's cinema,

on the one hand, rekindle interest in women directors

and their works, and on the other hand, sketch out the

WIS

-ncountering the Old as New:
Reconstructing and
Relearning Film History

landscape of women's filmmaking through time. The
curiosity sparked by sporadic probing through these
programs gradually uncovers more and more clues for
exploration. Power structures, ideologies, and stakes
of interests often determine the events eventually
recorded and celebrated as history. It is continuously
affirmed that the narratives of history are dominated
by male achievements and the supremacy of victors.
Questioning, probing, investigating, interpreting,
and correcting history from a gender and sexuality
perspective is not about competing for dominance in
historical narration, but rather about adopting a new
viewpoint and approach to revisit what has happened
in the past. Postmodern historians point out that the
highlighting of certain events in historical narratives
is partly due to the subjectivity of the recorder, but it
also indicates that narratives are inherently diverse.
Questioning and deconstructing grand narratives can
create space for different varied micro-narratives,
presenting a complex heterogeneous history. "Through
Her Vision: New Cinema Re-Imagined" challenges
the grand narrative that generalizes and signifies
Taiwan New Cinema with local consciousness and
cultural identity. Instead, this program utilizes diverse
perspectives and micro-narratives to highlight the
representation of women on screen and the reality of
production in the 1980s and 1990s, before and after
the so-called New Cinema era in film history. It can be
said that these various modes and degrees of presence

shaped its own "parallel cinema."

The restoration of Lee Mi-mi's works inevitably spurs
further curiosity about other female directors of the

same era. In terms of output and involvement, Yang

Chia-yun is another director who cannot be overlooked.
Unlike Lee's tendency towards independent filmmaking,
Yang Chia-yun's works are more closely embedded
in the commercial production dominated by "social
realist" films at the time. However, her manipulation
within the "female revenge" subgenre cleverly shook
up traditional stereotypes of the "bad woman." The
Lady Avenger revolves around Lu Hsiao-fen, a journalist
trying to vindicate a victim who died from a brutal
sexual assault. The victim was wrongly blamed for the
assault due to her revealing attire. Similarly, in Exposed
to Danger (1982), also starring Lu Hsiao-fen, the female
protagonist is suspected of being a malicious murderer
due to her identity as a "homewrecker." The theme of
women turning against each other also appears in her
other works such as Who Dare Challenge Me (1981).
Although it deviates from the sisterhood advocated by
feminism, her method can be read as a compromise
to avoid consistently making women passive victims
on screen. Understanding Yang and her works not only
provides insight into how a female director operates in
the predominantly male-dominated commercial film
landscape but also offers viewpoints for feminist film
studies to explore the push and pull between pleasure

and oppression brought about by films.

Sylvia Chang is undoubtedly the most well-known female
participant of the New Cinema. She continues to work
tirelessly not only as an actress, producer, and director,

but through the recent reassessment of history, as one
of the proponents of Taiwan New Cinema. Particularly
with her television series Eleven Women, which
undoubtedly had an influential effect on the subsequent
success of the innovative experiments in New Cinema.
In a time when film production tools and resources are
mostly controlled by men, the expression of women's
perspectives often relies on adaptations of literary works
authored by women. This includes the stirring works of
Li Ang such as The Butcher's Wife (adapted as the film
The Woman of Wrath by Tseng Chuang-hsiang, 1984),
Dark Night (adapted by Tan Han-chang, 1986), and
Hsiao Sa's The House of Shia Fei (adapted as the film
Kuei-mei, a Woman by Chang Yi, 1985) and Only Liang's
Love (adapted as the film This Love of Mine by Chang Yi,
1986). This phenomenon expands the themes explored
by New Cinema beyond healthy realism and the impact
of urban modernity to include gender and sexuality
politics. It presents not merely a metaphor for history
and identity, but a reflection on the forms and dynamics

of gender and sexuality through marriage and romance.

Li Ang once expressed in an interview that many of her
film adaptations by male directors are often depicted
as overly positive, overlooking the oppression and
harm against women that she vehemently addresses
in her work.” The digital restoration of The Woman
of Wrath and This Love of Mine provides material for

observation and discussion. They can also be compared

1. This concept is inspired by scholars Emilie Yeh Yueh-yu and Darrell William Davis in their analysis of the parallel development of Mandarin
Chinese and Taiwanese language cinema after the war, as discussed in the book Taiwan Film Directors: Treasure Island, published by Bookman

Books in 2016.

2. LiYittong, "The Male Adaptations: Li Ang Discusses Dark Night, The Woman of Wrath and Others." Film Appreciation, Issue 194, April 2023, page 9.

Encountering the Old as New: Reconstructing and Relearning Film History
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and contrasted with Huang Yu-shan's Autumn Tempest
(1988), an adaptation of Wang Ben-hu's short story, to
explore the interactive effects of representation, inter-
media relations, and the gender identity of the artists.
Thematically, it is not difficult to see that This Love of
Mine, Autumn Tempest, A Sky of One's Own (1981), and
Passion (1986) all revolve around a middle-class woman
whose life is centered around her family and faces
the devastating blow upon discovering her husband's
infidelity. Although the stories have different endings,
the plots all involve the protagonist's existential crisis
triggered by marital discord, prompting her to establish
self-awareness through her emotions and body. Wang
Shaudi's four-part film Yours and Mine (1997) uses
dark humor to insightfully portray the absurdity of
daily trivialities in the 1990s. Apart from its narrative
of yet another married woman, who undergoes breast
augmentation surgery to strengthen her marriage,
the film also includes a middle-aged housewife, an
impoverished couple, a young white-collar worker, and a

reserved man with similar anxieties about his body.

At the 60th Golden Horse Awards in 2023, Chen Kun-
hou, the recipient of the Lifetime Achievement Award,
thanked his colleagues of decades and specifically
mentioned "Shu-chen, who never left her mark at
the Golden Horse." Besides serving as his assistant
director on his films, she also designed costumes and
wrote scripts with remarkable precision in Taiwanese
language. Chu Tien-wen, during an interview in 2017
alongside Hou Hsiao-hsien, mentioned the "Gang
of Four" she encountered and was alerted by in her
early days. The group later formed the Evergreen Film
Company and co-produced Growing Up (1983) with the
Central Motion Picture Corporation. These four were

none other than Hou Hsiao-hsien, Chen Kun-hou, Chang

Hua-kun, and Hsu Shu-chen.* Who exactly is Shu-chen?
In the Taiwan Cinema online database, her filmography
includes only one credit as the screenwriter of Growing
Up. Records about the founding of the Evergreen Film
Company also exclude Shu-chen entirely. While the
deceased has passed away, those who come after can
still pursue it. Rediscovering women whose stories
were once lost in film history from a new historical
perspective may not necessarily fully and accurately
represent their experiences. However, by resituating
them into our past, the historical canon can gain new
and different meanings. In contrast to Hsu Shu-chen,
who is known only through her works, Wang Ken-yu has
been actively involved in the film industry in various roles
since the New Cinema Movement. Her film Nine Songs
(1986) and her most recent work from 2023 Lan Ling 40:
Experimental Actors Studio both speak to one another
through time, reflecting the development and evolution

of her creative journey from its inception to maturity.

In the 1980s to the early 1990s, aside from a few women
such as Hsu Shu-chen, Yang Chia-yun, Wang Shaudi,
and Lee Mi-mi actively working in the Taiwanese film
industry, there was also a group of female artists who
entered the film industry after studying abroad. Their
experiences provide them with gender perspectives
that are intertwined with migration, foreignness and
diaspora. The Toy Gun (1981) by Claire Pei is a rare work
that touches upon the post-World War Il phenomenon
of western families adopting children from Taiwan and
other Asian countries. The film pieces together a story
of the blurry and drifting cross-national upbringing of
one of these children, who is not unlike the mute girl
in the short story Taste of Apples. The protagonist's
emotions and social relationships emphasize the

marginalized lives of Asian women within white

3. Hsiang Yi-fei, Li Tong-hao, "Exclusive Interview with Hou Hsiao-hsien and Chu Tien-wen." Mirror Media, 2017.
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patriarchal culture. A Play in Water by Wu Hsiu-ching
is a first-person documentation of sounds and images
that embody the experience of culture collision. In
Taiwan Video Club (1999), director Lana Lin focuses on
her mother's fascination with Taiwanese opera singer
Yang Li-hua. The film not only reaffirms the endless
charm of Taiwanese opera emperor but also represents
the influence of mass media on the cultural identity of
diaspora communities. These experimental works, with
their mainstream-deviating narratives and audiovisual
arrangements, provide interventional methods with
multiple meanings: they can serve as an escape,
transgression, subversion, attack, and empowerment for

marginalized minorities deprived of voices and visibility.

Besides Claire Pei, Wu Hsiu-ching, and Lana Lin, there
is also Shu Lea Cheang, an artist who is relatively well-
known domestically. Although she is connected to the
1980s Taiwanese film circle, she is primarily based
overseas artistically. Chou She-wei demonstrates her
adeptness in using genre to represent social issues
in Touch of Night (1988) and Of East and West (1989),
both of which are student works made while she
was studying in New York. Do these works have any
connection to the creators' position relatively away from
the mainstream Taiwanese film system at that time?
Whether actively or passively, did distance stimulate
or inspire their creativity that led to these alternative
approaches? These works, besides employing
characteristics of the film medium, such as costumes,
lighting, rhythm, material imagination, and manipulating
time and space through extension, layering, and
compression, often feature first-person monologues
and the application of domestic spaces. The first-person
point of view confirms a certain subjectivity through
vocalization, confidently transforming the interpreted
and the gazed-upon subject of the past into an active 'l

interpret, | gaze" of the present. The domestic spaces,

away from the public eye, are where social structures
are deeply entrenched. Ghost Carnival (1991) analogizes
incest to homosexuality, directly depicting the weight
of its oppression through the internal erosion caused
by the taboo of libido. None of the Beats of My Heart is
the Same (1995) begins with a dream-like reminiscence
reenacting a mother's daily life through imagination.
The film closely depicts a marriage that exists in
name only. The domestication of women by television,
advertisements and other mass media is reminiscent
of the similarly satirical cooking show Semiotics of
the Kitchen (1975), while I Begin to Know You (1992)
constructs images of women through household chores
such as fetching water, cooking, and weaving.

The films in this program present a myriad of cinematic
landscapes that cannot be easily categorized in terms
of commonality. Aside from the diverse themes and
techniques, the films span across drama, documentary,
animation and other genres; they are also derived
from various mediums including literature, film, and
television. However, is the diversity of these films an
outcome of creative decisions or a lack of resources and
opportunities? "Through Her Vision: New Cinema Re-
Imagined" can be interpreted in two ways: it refers to the
women who participated in the New Cinema Movement
and signifies the relationship between female artists and
the film medium. The term "New" in the program title
is an adjective that simultaneously indicates a sense
of innovation as well as a lack of accumulation; both
are results of realistic conditions and consequences of
historical narratives. History is a sum of events, and its
construction and narration reflect the worldview that
specific perspectives and values aim to create. To seek
a different future, from now on, we shall start reclaiming
"herstory" through constant reviewing, renarrating, and

rewriting it.

Encountering the Old as New: Reconstructing and Relearning Film History
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A Feminist Film Movement:
The Undercurrents of the
Taiwan New Cinema

Rain Shuen Chan

Very few film movements in world's film histories are led
by women. It does not mean that there were no female
participants; instead, it is the fact of their involvement—
participants much fewer than their male counterparts—
that presses us to think about their situations in the

male-dominated film industry.

It is without a doubt that the film industry is still
dominated by males; the statistics speak for themselves.
The disproportion in gender signals the politics of
precarity among female practitioners. Focusing on
the female involvements in film movements can shed
light on how we understand the peripheral, tedious, or
even nonexistent parts of the grand narrative of film
history—which, sadly, is the status quo. Take Taiwan
New Cinema (1982-1986) as an example. When all the
male directors gained their auteur status in the history
of Taiwanese cinema, there was little seat left for female
directors. Even though female directors such as Liu Lij,
Yang Chia-yun, LEE Mi-mi,* and later Sylvia Chang, Wang
Shaudi and Huang Yu-shan, were also active roughly at
the same time as Taiwan New Cinema, they were not
included in the canon of New Cinema, and there is still

scant research dedicated to their works.

Under such conditions, accounting for an alternative
discourse of women's cinema is never an easy task. With

this in mind, we would know that the featured program
"Through Her Vision: New Cinema Re-Imagined"—
composed of two subsections, "Her in New Cinema" and
"Her Beyond New Cinema"—is not merely a screening
but an attempt to carve out a way for a female discourse

within Taiwan New Cinema.

Every attempt to articulate a discourse on female
cinema encounters a problem: the lack of works. It is
closely related to the lack of auteur. For example, among
the female directors mentioned previously, Sylvia Chang
is the closest to the New Cinema auteurs in terms of
contemporariness and cinematic style. However, her
film Passion (1986) was produced in Hong Kong, thus by
traditional definition a Hong Kong film. Her subsequent
film The Game They Call Sex (1987), co-directed with
Wang Shaudi and Roy Chin, was released a year after
the presumed end of Taiwan New Cinema. When The
Game They Call Sex returned to the big screen in 2023
at the Women Make Waves International Film Festival,
viewers would find sharp discrepancy between the
Cantonese dubbing and its Taiwanese context, which
incidentally echoes Maggie Cheung's performance, who

came across the border to Taiwan.

However, if we think beyond the timeframe (of New
Cinema) and the medium specificity of cinema, then

1. Take the role of director as an example: according to Taiwan Cinema Yearbook 2022, there were 30 Taiwan-produced feature films shown in
theaters, only four were directed by women. These four films are: Zero Chou's Untold Herstory, Lee Yi-fang's Little Blue, Laha Mebow's GAGA,

and Chou Mei-yu's Girls, Be Ambitious!.

2. Huang Yu-shan, "Women's Images in Taiwan: A Brief History of Taiwan Female Cinema," Women, Images, Books: Representations in Female
Moving Images in Women Film Festivals (Taipei: Bookman, 2006), 238-239. Cho Ting-wu indicates that these three directors have all expressed
their difficulties as being among the few active female directors in commercial movies. Cho, "Looking back at the Avant-garde women in Taiwan
Cinema," Just Another Cinema: The Herstory of Cinema (Taipei: Taiwan Women's Film Association), 12.
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we cannot overlook the TTV TV series Eleven Women
(1981), produced by Sylvia Chang a year before the
Taiwan New Cinema. After Chang finished her directorial
debut work, Someday (1981),° she felt that the film was
"a total failure." Meanwhile, Chen Chun-tian, the then-
chief producer of TTV, invited her to co-produce a TV
program In Front/Behind the Scene (1979). After the
great success of the program, TTV wanted them to
co-produce a new TV program again, and it was when
Chang started thinking about doing a TV program
especially for women, which later became Eleven
Women.* As the title suggests, the series includes
eleven short TV dramas about women, directed by nine
different directors.’ The stories are mainly adapted from
the short story compilation Eleven Women, a collection
of short stories by eleven female writers. Chang directed
the episode A Sky of One's Own. Chen's son, Chen Hsin-
wen, once made a reportage of the genesis of Eleven
Women, including details about how Sylvia Chang, after
reading the story,® recommended the idea to Chen Chun-
tien, and expressed her specific fondness for "A Sky
of One's Own" among the other short stories. She also
pointed out that she wanted to direct that episode in the

directors' meeting:

First, waving her hand, Sylvia Chang said:

'l want to choose ‘A Sky of One's Own," the one by
Yuan Chiung-chiung."

"Adultery is a fresh topic worth investigating. The
main character of ‘A Sky of One's Own' can go on
to live her life after the marriage betrayal, and |
think it is the image of a modern woman. So if no

other people want to direct it, then I'll do."

WIS

"Hmm, | also think it suits you," director Liu Li-
li said, nodding, followed by other directors’
agreement.

"Yuan Chiung-chiung, may | invite you to be the
screen script adapter? Adapting the short story A
Sky of One's Own'into a screen script, it should not
be difficult," waving her notebook, Chang asked
Yuan.

"Sure!" Yuan replied.”

The details are necessary because the narrative is not
merely about Sylvia Chang, but also about Liu Li-li and
Yuan Chiung-chiung. Liu also directed an episode of
Eleven Women (A-kui, adapted from Ying Feng-huang's
short story); and according to the account cited above,
Yuan participated as the original author and the adapter.
Thanks to Chang's introduction, it is also Yuan's debut
as a screenwriter, which led to her prolific career in the
industry. The reason why Chang chose the story is that
it is an emancipatory narrative of the heroine, Jing-ming.
After discovering her husband's betrayal, she refused
his offer to share him with another woman and took
the initiative to ask for a divorce, which led to a brighter
life of her own. The prototypical image of a modern
woman, embodied in Jing-ming, also appears in Chang's
Passion (1986). A film written, directed, and starring
Chang herself, it is about the protagonist Wendy Pai's
dilemma between love and friendship. Her marriage is
far from perilous or divorce, and is even a happy one
by normal standard, but the struggle between love and
friendship made her contemplate on the necessity of
marriage for women within traditional values. A line in

the film, "However a woman is astute or beautiful, she

cannot be compared with those of good fate," succinctly
elucidates such traditional thought.® Here, "good fate"
means "married to a good husband (and his family)." But
Jing-ming lived a much better life after divorce, a life of
an astute and beautiful woman who dates but does not
marry or have children. She redefines what it means to
have a "good fate." Wendy Pai's case, on the other hand,
shows her emphasis on female friendships rather than

dating or marrying men.

These female characters illustrate a drastically different
image of female/love compared to the relatively flat
female characters in 1970s Chiung Yao films and the
"suffering women" in Taiwan New Cinema.’ The image
of "suffering women" is a prominent (but in no way the
only) feature in Taiwan New Cinema, partly because
of the genre's focus on social issues and the fact that
many films are adapted from nativist literature and

female narratives. Passion serves as a counterexample

to the New Cinema canon: it is not an adaptation and
does not feature a "suffering woman" but rather a
wealthy woman who suffers a bitter love affair. While the
image of Wendy Pai may not appear "suffering enough"
to ordinary viewers, works like Passion may contribute to
creating an alternative female image outside the canons
of Taiwan New Cinema. Rather than representing
real existing oppressions toward women in the real
society, these female directors are more interested in
discovering the bodily and spiritual aspects of female
individuals in cinematic texts; they also strived to make
use of all available resources, including overseas ones,

in the unfavorable industrial environments.

Here, Huang Yu-shan's first feature film Autumn
Tempest (1988) is worth special attention. Adapted
from Wang Ben-hu's novel of the same name (1987),
the film is about the love affair of the protagonist, Su-

bi. Having been married but not pregnant since then,

Strictly speaking, although this film is directed by Chang, it is not born out of Chang's will. Originally, it was directed by Tu Chung-hsun, who died
when the film was still in preparation. Then Chang took over the role and finished the film. In Hong Kong, the film was also called Nothing in the
Past to Remember, sharing the same title as the theme song.

See Hsiao Chu-chen, Face Taiwan (Taipei: Locus, 2016); Ryan Chen, Taiwan Cinema in Transition: In Search of True Taiwan Spirit (Taipei:
Bookman, 2019); Chen Hsin-wen, A Preliminary Study of TV Drama "11 Women" — Through the Style of Creative Non-fiction" (M.A. Thesis,
National Cheng Chi University, 2022).

Sylvia Chang said that she stumbled on the collection in a bookstore (Hsiao, 51). Besides A Sky of One's Own," the other 10 short stories are
"Nightmare," "Song of a Cave Fairy," "Floating Weeds," "Leisure Dream," "Explication on Love," "Happy Single Woman," "A-Kui," "Little Leaf," "The Rain
Comes," and "Catch me, Sun." The two episodes adapted from the last two stories failed to pass the censorship of the Government Information
Office, and were replaced by "As It Goes" and “Last Summer," adapted from stories not included in the collection (Chen Hsin-wen, 11). Thus, not
all episodes in Eleven Women are adapted from the story collection Eleven Women.

It was twelve episodes, because the episode Floating Weeds, directed by Edward Yang, was too long and separated into two. Aside from Sylvia
Chang and Edward Yang, the other seven directors are Tung Chin-hu, Song Chun-so, Chang Yi-chen, Fu Wei-te, Liu Li-li, Ko I-chen, and Li Lung. (Ko
and Li each directed two episodes.)

Chen Hsin-wen, 42.

Passion is a Cantonese film, but the subtitles quoted in the text are the Chinese version.

Chi Lung-zin is one of the earliest critics to point this out; he claims that many female characters in New Cinema films "share similar traits of
suffer” Chi Lung-zin, "From Suffering to Accusation," Taiwan New Cinema, ed. Peggy Chiao (Taipei: China Times Publishing, 1988), 359-362.
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and blamed by her mother-in-law, Su-bi went to practice
Buddhism in a mountain nunnery. It is also where she
met the wealthy young man Wen-xiang, who was at the
time preparing to retake the college entrance exam for
medical school. They soon fell in a love affair. The male-
authored novel has explicit sexual details, including a
teenage boy's visceral reaction to desire. In contrast, the
female-directed film adaptation seems more focused
on exploring the sensual and bodily experiences from
a feminine perspective. They had intimate activities
everywhere in the nunnery and the neighboring hills,
but it does not mean that she relied on men to explore
herself. It is evident in the two separate shower scenes
of Su-bi. In the first scene, Su-bi is shown looking into
the mirror before taking a bath. She gazed at her own
body as she slowly took off her clothes, piece by piece,
caressing herself. In the next shot, the action continues
as viewers see her cupping water from the bathtub and
splashing it on herself. In the second scene, after drying
herself off with a towel, she felt nauseous. The bodily
sensation signaled her pregnancy. The drastic difference
between the two shower scenes highlights two distinct
aspects of the female body: the desiring body and the
reproducing body. Because of being mistakenly accused
of infertility, Su-bi was forced to leave her family-in-law.
When she became pregnant with Wen-xiang's child,
both facets of her body were acknowledged. Compared
to recognition, other sensations are hardly seen as
the film's core concern. This includes her husband's
attempts to repair the marriage after learning about her

possible pregnancy, and the tragic event where Wen-

xiang, mistakenly thinking that Su-bi was going back to
her husband, was swept up by the wind and then fell

from the sky.

Suffering as Su-bi was at the time, the film adaptation
put more emphasis on her exploration of selfhood. It
also has "overseas" elements: the actress playing Su-
bi is Korean actress Kang Soo-yeon, who had just won
the Best Actress Award at the Venice Film Festival for
her role in The Surrogate Woman (1987). It was also her
first time acting in a non-Korean film. Another aspect is
Huang's personal experience with overseas education.
Most of the female directors discussed in the program
"Through Her Vision: New Cinema Re-Imagined,"
including Huang, Sylvia Chang, and Wang Shaudi, have
received overseas education, especially cinema related
ones. The experiences enhanced their knowledge and
techniques for the film industry, and at the same time
created a chance to leave their fatherland. Being far from
the fatherland enabled freedom in creativity and cultural
shocks in the formation of identity, whether related to
gender or nationality.”” All of these factors impact their

works.

The section "Her Beyond New Cinema" is dedicated to
those female directors who are not counted in the New
Cinema movement; but the term "beyond" also refers to
their works and experiences beyond Taiwan. Claire Pei's
self-directed and written feature film The Toy Gun (1981)
was produced when she was studying art at Southern

Connecticut State University and Institute of New

70. This is Cho Ting-wu's observation. She also discusses the reasons for the trend of females studying abroad. See Cho, 13.

WIS

Cinema Artists. The film depicts the heroine, starring
the director herself, going to New York to search for her
older brother. Although the attempt to find her brother
was in vain, her self-discovery along the journey was
not. It also includes many other short films rarely seen
and discussed in the same section. For example, Wu
Hsiu-ching's A Play in Water (1993), Kuo Ya-shan's None
of the Beats of My Heart is the Same (1995) and Lana
Lin's Taiwan Video Club (1999) display the ambivalence
of being in foreign countries in more experimental
manners. They feature female foreigners: the woman
teaching an English-speaking man to say "hi" in Chinese
in A Play in Water, the storytelling daughter who spoke of
her father's betrayal of marriage and her dream of having
cockroach laying eggs in her vagina in None of the Beats
of My Heart is the Same, or the immigrant woman who
recorded Taiwanese serial drama as a recollection and
tokens for exchange in Taiwan Video Club. Other aspects
related to overseas experiences, such as transcultural
encounters, can be seen in Peng Li-hua's experimental
video I-Conic (1986) and Charlene Shih's short animation
film Women (1999), both of which illustrate an encounter
of different cultures from the beginning: I-Conic starts
by showing the title along with the line "Nature bestows
upon me such beautiful images" from the Tang poet
Li Bai, while the title shot of Women is a parallel
presentation of the English title in print font and its
Chinese title in calligraphy style. Chow She-wei's short
film Touch of Night (1988), about an American young
man abused to death by his employer for stealing drugs
to sell, does not include a female character. But it shows
that social justice is a universal concern. Similarly, Hu
Tai-li's Voices of the Orchid Island (1993) brings the

transcultural vision back to Taiwan. Documenting Tao
people on Orchid Island and their ambivalent attitude
toward the outside world (especially mainland "Taiwan"),
this film features an interview with a stationed doctor on
the island, Jacob Tien (Tulbus Tamapima), who talked
about the clash between modern medical gynecological
procedures and the traditions of Tao people. By including
the discussion, this film reflects the director's focus and

her feminine sensibility.

Most of these female filmmakers came back to Taiwan
after graduation; some of them are still taking active
roles in the film industry, working as directors and
screenwriters. Some others turned to other kind of art,
while some disappeared from the scene. Reviewing their
works in the 1980s and 90s, when they just entered the
industry, we are not only amazed by their avant-garde
characteristics despite being made decades ago, but we
could also see a retrospective picture of a female film
movement. The movement is not established in terms of
auteurism or nation-state that normally constitutes the
grand history of cinematic art, but rather an assemblage
of those debris left behind by the canons of New
Cinema. It does not hold an anti-New Cinema stance,
nor is it exterior to it. It supplements the New Cinema,

but is not restrained to it.

A Feminist Film Movement: The Undercurrents of the Taiwan New Cinema

THROUGH HER VISION: NEW CINEMA RE-IMAGINED
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Interview with

SYLVIA CHANG

Interviewers: Wang Yun-yan, Lee Hsiang-ling
Compilers: Lin Jung-nien, Chen Huei-yin

In 1981, Sylvia Chang and Chen Chun-tian co-produced the anthology miniseries Eleven Women for Taiwan Television

(TTV). In 1983, she became the Taiwan head of Hong Kong's Cinema City Enterprises. During the nascent phase of

Taiwan New Cinema, Chang played significant roles both in front of and behind the camera, injecting a wealth of

fresh energy into the film and television landscape of that era. This interview focuses on Eleven Women, her tenure at

Cinema City, and discusses the relationship between Taiwan New Cinema and the Hong Kong New Wave.

The following is compiled from the "40 Years of Taiwan New Cinema: Oral History Research and Visual Documentation

Project" conducted by the Taiwan Film and Audiovisual Institute (TFAI) in 2021 (produced and filmed by Jungiao Film

Co., with Lin Wen-chi as consultant), and references the feature "Taiwan New Cinema Revisited (Part I)" from the Film

Appreciation Journal (2022), Issue 191.

Please talk about the origins of Eleven
Women.

Before making Eleven Women, | worked on the TV variety
show In Front/Behind the Scenes, which became very
popular after its release. TTV was of course very happy
and hoped | would continue with something different.
| wanted to do a situational drama specifically about
women. At the time, | was in a bookstore and saw Eleven
Women, published by Elite Books. All 11 stories in the
book had female protagonists. As | read it, | felt a strong
resonance because they're all Taiwanese stories and
stories about women. | thought it could be adapted into
a 90-minute TV movie, like a mini-series, so | pitched the
ideato TTV.

Back then, the producer | partnered with was Mr. Chen
Chun-tian, who was very influential at TTV. We worked
together very harmoniously. At the time, Taiwan had a

lot of young assistant directors, or young directors who

WIS

had returned from overseas to participate in the Golden
Harvest Awards. They didn't have many opportunities
to showcase what they had learned, and there were
also very few opportunities to direct feature films. So
| thought about how to give these young directors the
opportunity to make what they wanted. After acquiring
the rights from Elite Books, we started looking for
assistant directors with five to ten years of working
experience, such as Liu Li-li and Tung Chin-hu, as well as
those who had returned from overseas, like Ko I-chen.
Ko introduced me to Edward Yang; one introduction led
to another. Many wonderful things happened throughout
this process, and a lot of new talents were discovered. It
truly was a combination of the right time, the right place,
and the right people. A part of it was innovation, another

part was courage, plus we were also very united.

Did we encounter any difficulties? Yes, absolutely,
because it was a standalone operation. Also, because

we treated it like a film, there was bound to be

overspending. In particular, Edward Yang's episode
became two episodes, so we kept going over the
budget. | asked Mr. Chen if he could share the burden of
overspending with me, and we could later apply to TTV
for the money. He said no problem, but in the end, when
we applied to TTV, they didn't approve; so, Mr. Chen and
| each had to shoulder 60 thousand Taiwanese dollars.
However, there was a minor subplot. At the time, around
Lunar New Year, Mr. Chen asked me, "Someone from
Kaohsiung wants you to do a show for one million in
cash. Are you willing to do it?" He said this would help
lighten the burden of our production a little bit. | thought
about it for a long time, then | asked him if he needed
me to do the show. He said, "l don't need you to. If you
don't want to do it, then | absolutely don't want you to
do it." | replied that I'd rather pay out of my own pocket,
so we later funded Eleven Women with our own money.
It was a very remarkable experience. That's why Eleven
Women holds a very important place in my life. | learned

so much fromit.

The production of Eleven Women had
a very cohesive atmosphere. Was
there mutual participation from pre-
production all the way through to the
editing phase?

More or less. It's because we were all of similar ages,
and it was rare for young people to have the opportunity
to tell stories of young people from their own era in their
own way. So everyone put all their emotions into it. Every
single element, even the actors, was fully committed.

Almost no one gave me any trouble.

On Eleven Women, my biggest support came from Mr.
Chen Chun-tian. Because he was from TTV, he shielded
me from a lot of TTV's bureaucracy, and so | was
given complete freedom by TTV in all aspects of the
production. | said | didn't want to go into the studio, and
they allowed me not to do so. Moreover, no one on my
production team was from TTV, which was something
we insisted on. At the same time, he told me that | had
to solve all problems by myself. If the Government
Information Office had any issues, I'd have to resolve

that myself too.

After finishing Eleven Women, did you
plan to go to China Television (CTV) to
produce Story Time?

Actually, the reason why | returned to do television was
because | got my start in television. | felt | hadn't done
what | really wanted to do in television; so once my films
had done reasonably well, | felt | had an opportunity
to showcase some of my abilities on television. That's
why | went back. There are actually many things that
can be done well on television, and only when television
does well are films able to improve. That was my initial

feeling.

| always really wanted to do something different on
television, but it was also because of Eleven Women that
| became a little disappointed with TTV. Because of the
overspending, they became very scared and questioned
if it was too innovative. Since that trust was lost, |
thought | might as well go back to making films, so |
didn't continue going down that path.

Interview with SYLVIA CHANG
THROUGH HER VISION: NEW CINEMA RE-IMAGINED



ol Am§>

40

Do you know how TV audiences
reacted to Eleven Women at the time?

| remember Eleven Women caused a bit of a stir at the
time. Firstly, our approach was very innovative. Secondly,
it was the cast we had put together. Thirdly, we were
very grateful to Miss Kao Ai-lun of Min Sheng Daily, who
wrote a very prominent article that had a considerable

impact.

Next, please talk about your time

with Cinema City. It is typically said
that Taiwan New Cinema began with
the 1982 film In Our Time, which you
starred in. The very next year, you took
up the role of production director at
Cinema City's Taiwan branch. How
did Cinema City view the Taiwanese
market at the time?

At Cinema City, everybody was also around the same
age and shared similar interests, so we all became good
friends. They had also seen Eleven Women and felt
that | had the ability to be a producer. Since | was very
familiar with these new directors, we could do some
experimentation, which | found fantastic. It was a great
opportunity for these young directors to make films, so |

of course gladly accepted.

In the beginning, | didn't want to rush into making
content that audiences would be unfamiliar with, so |
approached directors like Lin Ching-jie, who had made
many popular student films. | wanted him to make
something different, so we made Send in the Clowns

(1983). | tried to first collaborate with young directors
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who already had some box office success, then | looked
at what stories Ko I-chen and Edward Yang had, and

incorporated them.

When we made That Day, on the Beach (1983), |
approached Mr. Ming Ji. | told him it's a great story and
the budget might be a bit higher, and asked if he was
interested in working with Cinema City. Mr. Ming was
really supportive of all young directors, especially after
In Our Time, which boosted his confidence in them. He

really liked us, so we collaborated.

That year and a bit was actually the most painful period
for me in the film industry. | had essentially split myself
into many pieces. First of all, | had to handle marketing
for Cinema City. At the time, Mr. Peng Kuo-hua was the
head of the marketing department. He really supported
me. | worked until | ended up in the hospital, and he had
to shoulder all the marketing responsibilities. Ultimately,
he said he couldn't continue. The reason was because
we had a lot of new ideas, but distributors wanted us to
go back to the old ways. Communication in this regard
was very difficult. Besides, | also had to act. Every
director was coming to me and saying, "Sylvia Chang,
can you play this role for me?" Ko I-chen wanted me,
Edward Yang wanted me, and someone from another
company wanted me for a Kevin Chu film. | basically had

to split myself into many parts.

Can you talk about That Day, on the
Beach? Your performance in that film
was spectacular.

When | look back at That Day, on the Beach, | actually

feel a bit of regret. | was too busy at the time, juggling

multiple jobs. Even though Edward Yang and | were
constantly discussing the script from the very first day,
he would ask me a lot of questions about how women
would react to certain situations and what they would
do. The scene where Terry Hu goes home with me
was my idea. We often talked about such things, so
| ' was very familiar with the script. But because | was
so familiar with it, | also became a little careless. | had
to spend time producing, and | also had to oversee
the entire production. | even had to attend to the post-
production as well. So it felt like | wasn't truly focused
as an actor. At the time, | also had to manage Yang's
emotions. It made me feel some regret towards myself.
Actually, the filming of That Day, on the Beach went quite
smoothly, and we were really willing to support Yang
from beginning to end, no matter what the situation was.

Why did you decide to temporarily step
away from Taiwan's film industry after
leaving Cinema City?

| still feel like I'm a kid who grew up in Taiwan, so a lot
of my thoughts and emotions are invested in Taiwan.
But later, I've often felt that my biggest obstacles, or the
most disrespect I've received, sometimes also came

from Taiwan.

| often joked with the people at Central Motion Picture
Corporation (CMPC) that every time | went there to
film, the first thing they'd say to me was that they were
cutting my pay in half. Sometimes, | felt that distributors
didn't necessarily cherish my idea of the new directors.
| kept telling them that new directors and new film
languages need time, and audiences also need time to

accept new things. If we never give them time, our film

language will always lag behind. | saw this situation as
unhealthy. | felt | had already done all that | could do. |
had done it, but | didn't get any respect—so why should
I stay? | thought | should step away for a bit, so | went
back to acting. After | returned to acting, it was actually
Hong Kong that gave me the opportunity to make
Passion (1986), and the chance to play some rather
remarkable roles. Over time, you tend to stay in a place

where you are more respected.

Regarding the interaction between
Taiwan New Cinema and the Hong
Kong New Wave, you had already
signed a contract with Golden Harvest
in the 1970s, and later starred in Ann
Hui's The Secret (1979). What was

the overall filmmaking environment

in Hong Kong like at the time? How
do you perceive the interactions and
mutual influences between Taiwanese
and Hong Kong films during the
1980s?

My work on Eleven Women was actually rather
influenced by the Hong Kong New Wave, as | was very
envious of the opportunities they had back then. They
also started from television, and | saw how every director
was so young, and how so many people supported
them. What they produced was all so interesting. That
made me want to return to Taiwan and start doing such

things on television.

Later, | went to South Korea to star in director King
Hu's Legend of the Mountain (1979) and met two very

outstanding investors, Law Hoi-muk and Wu Sau-yee.
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After | returned, we became good friends and wanted
to continue making films. But what kind of films? | said
we should find new directors. A lot of new directors had
emerged at the time, such as Tsui Hark and Leong Po-
chih, but the only female director among them was Ann
Hui. So | said, why don't we support Ann Hui? Mr. Wu

then approached her.

At the time, Ann Hui had a great screenwriter, Joyce
Chan, who wrote very exciting scripts. | think it was Wu
and Law who mentioned they wanted me to act in it,
and then Ann Hui chose Angie Chiu for another role. |
said, if | star in it, don't tell her that I'm an investor, to
keep things simple. And so we supported Ann Hui in
doing this. The entire filming process went very well.
She also used a relatively young cinematographer
David Chung, and gaffer Lam Siu-wing, both of whom
later became important crew members for this cohort
of young directors. These directors then brought up a
group of even younger assistant directors, which really
changed the atmosphere. After getting to know Ann Hui,
everybody slowly got to know more young directors.
Cinema City also brought in a lot of new directors. When
Leong Po-chih made He Lives by Night (1982), | brought
Edward Yang to Hong Kong, initially hoping that he could

WIS

make a film there. Leong and Yang also became good
friends. But the script just never came. | think many
things in life are destined. At the time, we tried various
combinations to see how we could do something
different.

Taiwan New Cinema was introduced

to Hong Kong in 1984. There seemed
to have been many exchanges during
those few years. Did you participate in
any of these events?

| only participated once. In the early days, | often felt
that the Hong Kong Film Directors' Guild or the Directors
Guild of Taiwan didn't really consider me a director.
Even now, | feel many people still don't think of me as a
director. They always think of me as an actress, or even
a singer. In the beginning, the director guilds on both
sides didn't really regard me as a director. It wasn't until
maybe the last decade or so that they gradually started

to include me.
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CHEN KUN-HOU Talks about
HSU SHU-CHEN

At the 2023 Golden Horse Awards ceremony, filmmaker Chen Kun-hou took the stage to accept his Lifetime
Achievement Award. In his speech, besides expressing gratitude to his collaborators throughout the years, this
cinematographer and director who has worked on over a hundred films specifically mentioned his appreciation for

Hsu Shu-chen. He praised her as a versatile assistant director and a true Taiwanese filmmaker.

The name Hsu Shu-chen may sound unfamiliar, but upon delving into the history of Taiwanese cinema, one will
discover her name in the credits of many films, including A Summer at Grandpa's (1984) and Osmanthus Alley (1988).
From script supervisor, costume designer and screenwriter to assistant director and planner on many films, she was
one of the few active female professionals in the Taiwanese film industry at the time. With a low-key personality, she
seemed adept at concealing herself, revealing very little information over the years; even a photograph of her is hard to
find. Yet, according to Chen, she was a key figure in the productions of classic works such as Growing Up (1983), The
Sandwich Man (1983), and The Boys from Fengkuei (1983), and was also an assistant director that many filmmakers
sought to work with. Hsu passed away in 2016 due to an illness. Through memories shared by Chen, who collaborated
with her for many years, this interview attempts to piece together this important yet largely undocumented figure in

film history.

Please talk about how you met and At that time, Liu Chia-chang was making a new film

how you started \/\/Ofkiﬂg together. every week. When he became the boss, around the

time he made Victory (1976),” he invited two or three

Hsu Shu-chen's earliest work experience was at China
Motion Picture Studio (CMPS). She was in the first
graduating class of the Film Writing and Directing
Department at Shih Hsin School of Journalism (now
Shih Hsin University). After that, she joined CMPS and
worked with many of the directors there. At the time, she
served as the script supervisor for many important films.
| don't know how she got in; all | know is that she was
originally at the CMPS. After Mei Chang-ling relocated
to Central Motion Picture Corporation (CMPC), CMPS's
resources also went into CMPC, and this was when Hsu
followed the directors to CMPC.

directors from CMPS to collaborate with CMPC. CMPC
would produce, but he would be in charge. At the time, |
was assigned to be the cinematographer, and that's how
| got to know Hsu Shu-chen. The Heart with Million Knots
(1973) had just completed filming, and Hou Hsiao-
hsien had stopped working for director Lee Hsing. It was
also when Hsu Chin-liang had just returned and was
preparing to shoot The Life God (1975). But he didn't
have his own crew, and since he got to know me first, |
helped him put a crew together. And so Hsu Shu-chen
moved to CMPC to work as an assistant director on The

Life God alongside Hou Hsiao-hsien.

1. Mei Chang-ling began serving as the Deputy Director of CMPS in 1962 and was promoted to Director in 1965. In 1972, he became the General

Manager of CMPC.

2. This refers to the period after Liu Chia-chang collaborated with CMPC on Love Begins Here (1973). Victory was one of his representative works

during this period.
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At CMPS, she had always worked as a script supervisor.
But when she came over to my side, she became an
assistant director, because there was a newer and
younger script supervisor named Huang Cheng-ming.
This crew started with The Life God and continued
working together until Lai Cheng-ying became the
director, until | became the director. The crew consisted
of me, Hsiao-hsien, Shu-chen and Huang Cheng-ming,
plus CMPC's art team, which included Chang Chi-ping
and Wang Toon. We worked together for a very long

time.

What films did you work on together
once the collaboration began? What
jobs did Hsu Shu-chen have?

At that time, someone hired Lai-san (meaning Lai
Cheng-ying) to make a film, but they didn't know what
to make. Shu-chen suggested The Revenge of the Two
Exorcists (1975). The idea came from her father. She
went home and said we wanted to make a supernatural
film; her father mentioned the story of "Peach Blossom
Lady Fights the Duke of Zhou." Shu-chen and Hsiao-
hsien then gathered information and penned the script.
The screenwriters listed in the credits, Hou Li and Hsu
Ming, were actually them (Hou Hsiao-hsien and Hsu
Shu-chen). They probably made six or seven films with
Lai-san. Shu-chen was an assistant director and also
involved in makeup and costume design. At the time,

"makeup and costume design" was not a specified

role,’ so it was taken care of by assistant directors
on my team. Due to her personal interest, she was
willing to learn more in this field, which later led to her
achievements in makeup and costume design in many
films during the New Wave era, such as His Matrimony
(1985) and Osmanthus Alley.

She did the costume design for my previous films. Fong
Fei-fei's costumes in films like Lovable You (1980) and
Cheerful Wind (1982) were all prepared by Shu-chen. In
Out of the Blue (1984), what Yang Chieh-mei wore was
her own clothes, as that's how she usually dressed. In
My Favorite Season (1985), the art direction was done by
William Chang, who was responsible for Sylvia Chang's
costume design. But Lee Tsung-sheng's costume was
managed by Shu-chen. She learned a lot from William
Chang. For Osmanthus Alley, Shu-chen went to the White
House Dress Shop to discuss every piece of clothing
with dressmaker A-Chu. She's a very trendy person; the
straw hats in His Matrimony were hers. She sometimes
had an afro and constantly changed styles. She took
good care of herself, presenting herself as eccentric yet

low-key. A very enigmatic woman.

Shu-chen was also a versatile assistant director,
someone who knew everything. For my films, Hsiao-
hsien handled the front-end—everything in front of the
camera, while Shu-chen managed the back-end and
coordinated with the front-end. This included makeup

and costume design, props, pre-production preparations,

3. The role of 'makeup and costume design" only became established after the Golden Horse Awards began handing out the '‘Best Makeup &
Costume Design" award in 1981. Prior to this, costume, hair and makeup did not have corresponding job titles and were sometimes referred to

as "costume management,' etc.
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and post-production tasks like editing and dubbing. She
was involved in all of this. She did the shot selection
for the initial edit and stayed until the end, eventually
becoming a full-time editing assistant. Because she
also participated in the early development of the story,
she played a very all-rounded role, someone who
understood and knew everything, but only did what she
was supposed to do. She was an unambitious person;
ultimately, how the film looked in the end was my

decision. That's the kind of person she was.

In terms of her collaboration with Lai Cheng-ying and
me, her greatest strength was finding material for new
projects. She loved to read. Since | knew her in her 20s,
apart from filming, she would diligently read all five
major newspapers—China Times, Min Sheng Daily,
United Daily News, United Evening News, and Central
Daily News—in the morning. In particular, the "United
Supplement" and special reports of United Daily News,
and the "Human Realm Literary Supplement" of China
Times. During days when she wasn't filming, she would
buy around four or five books per month and finish them
all within the month. Subsequently, she would come up
with basic proposals for potential story ideas that could

be developed into films.

That's what she liked doing. In fact, many of Hsiao-
hsien's and my early films originated from ideas
proposed by her. Films from The Green, Green Grass
of Home (1982), Six Is Company (1982), and Growing
Up, to later works such as Out of the Blue and My
Favorite Season, were all her suggestions. She wasn't

a screenwriter, but she knew how scripts should be

written, so she was an important participant during
the scriptwriting process. They frequented the Astoria
Café daily to collaborate on screenplays, spending over
NT$10,000 on coffee each month.

For instance, The Green, Green Grass of Home originated
from a full-page environmental report in Min Sheng Daily.
After reading the newspaper and conceiving the idea,
she came to tell us that this story is pretty good, and
that we could turn it into a film. We then started writing
a proposal to sell and shoot it. On the other hand, Six Is
Company came from a social news story in China Times
about a single property being leased to two different
tenants, while Growing Up was merely a 1,000-word
story in a United News Daily supplement. Most people
would just read a story and move on, but her greatest
ability was transforming a story into a film treatment.
Even though she couldn't finish writing a script on her
own, she was an important member in the scriptwriting
process. Without her, the script would be missing

something.

She was also very accurate in choosing subject matter,
and her Taiwanese was excellent too. She wrote all the
Taiwanese dialogue in His Matrimony, in particular the
conversations between the two sisters-in-law. Because
my screenwriter Ding Yah-ming is a mainlander, Shu-
chen was solely responsible for the Taiwanese dialogue
in the final script. The first draft of the script for
Osmanthus Alley was penned by Wu Nien-jen. Of course,
Nien-jen's Taiwanese dialogue is very spectacular, but
Shu-chen was ultimately in charge of the dubbing in the

Taiwanese language version of the film.
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Did she have any preferences in terms
of the subject matter she liked to
develop?

No, our concept was like this: If the story has the
potential to sell, make a good movie, and is relatable,
then we'll make it. It's rather straightforward and
simple. So the subject matter she found wasn't that
complicated. After getting to know Chu Tien-wen, we
started looking for stories in novels by her and her
sister Chu Tien-hsin. There were also annual fiction
selections such as Pure Literature, Good Novels or United
Literature. She always read them all. Qi Deng Sheng's "His
Matrimony" was also discovered there. For decades, she
remained a prolific reader. When Fei Tang's studio in
Beijing was under construction, she even established a

small library for film reference and research materials.*

What was her family like?

Her family ran a grocery store in Shulin, selling
ingredients to head chefs. Head chefs in the Shulin
region all bought from her family, so they were quite well-
off. She's an only child and was a bit temperamental,
but she was very popular. Her father loved to travel.
Chen Yang was introduced to me by Shu-chen. She
recommended him to me after listening to just one of his
records, kicking off my many years of collaboration with

him. She was willing to help with anything on the set, but

at the same time, she was a very principled person who
didn't engage in socializing. She'd go straight home after
filming, even if it was in the middle of the night. As an
assistant director, you couldn't mistreat her staff, even if

you're the director.

Did she ever want to be a director?

Back then, it was just me and Hsiao-hsien in the
forefront. "You two," she'd often say. "With you two
around, what am | good for?" | remember there's this
story. I'm not clear on the details, but roughly speaking,
it's because Shu-chen was very familiar with everyone
in the New Cinema movement, like Wu Nien-jen, Hsiao
Yeh, Edward Yang, Hou Hsiao-hsien, and Sylvia Chang.
So once, | remember we were all chatting, and because
she has been an assistant director for what seems like
almost forever, everybody joked that if she were to be a
director, then Hou Hsiao-hsien would be her assistant
director, Edward Yang would be her art director, Wan
Jen would be her script supervisor, and I'd be her
cinematographer. Not a bad crew, right? But she still said
the same thing: "With all of you around, what am | good

for?"

Of the three directors of The Sandwich Man, Wan Jen
and Tseng Chuang-hsiang did not have their own
crew. Of course, Hsiao-hsien used our crew. For all

three segments, Shu-chen was the assistant director,

4. In the 1990s, Chen Kun-hou was invited by renowned Taiwanese producer Chou Ling-kang to assist in the establishment of Fei Tang Production
Co. in Beijing's Huairou District. He served as the company's head of production in Beijing between 1996 and 2004, producing nearly a thousand
episodes of TV dramas. According to Chen, Hsu Shu-chen also worked at the Huairou studio at the time, responsible for coordinating and

managing project planning and screenwriting.

WIS

coordinating the filming for all three directors on her
own. She was a very responsible and low-key person,
always serving as the assistant director, being paid as
an assistant director, and never requesting a penny
more. She didn't get paid for the makeup and costume

design either. All the extra work was complimentary.

She's a very special person, just quietly so. When we
later went to shoot TV dramas at the Huairou studio in
Beijing, she was definitely Chou Ling-kang's right-hand
person. During the nearly 10 years she worked there, she
had to reread a thousand hours of script each time it
was revised, and she read at least 3,000 to 5,000 scripts.
She had that ability. The first draft would come in, it
would get revised, and she'd read the whole thing again.
Coordination and management of the script all fell to
her. But she was just very low-key, never seeking to be
the director. If you asked Chou what kind of person she
was, he might simply say, "She could do everything." If
you asked Sylvia Chang the same question, she might
say, "Just that simple of a person." That's just the way
she was. That's how she wanted to be: never fighting

over anything.

Why did you specifically mention Hsu
Shu-chen during your acceptance
speech at the Golden Horse Awards
ceremony?

It was the Lifetime Achievement Award, and | have
collaborated with a lot of people over the years. There
are even quite a few people | have worked with for over
30 years. So of course | had to thank them. | felt that |

especially had to thank Shu-chen. It is truly a shame that
someone like her was not acknowledged by the Golden
Horse Awards the year she passed away. | also felt sorry

for her. She had been gone for so many years.

The friends who knew her a little bit would be Tien-wen
or Ling-kang. She was very reclusive. Very reclusive
but also very passionate. It's hard to explain exactly
what kind of person she was, but all the crew members
respected her because her instructions were always
very precise, and she really took care of the people
under her. Whether it was the people working in makeup,
costumes, or the owner of White House Dress Shop,
they all got along well with her. She only made friends
with those whom she respected anyway. It was that
simple. As for the crew members, if you did your job
well, you would be a good friend of hers. That was
her disposition. There are probably very few assistant

directors now as all-rounded as she was.
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Interview with

YANG LI-YIN

Interviewers: Forest Lee, Tsai Shr-tzung, Chen Huei-yin
Writer: Forest Lee

On April 3, 1983, Experimental Actors Studio by Lan Ling Theater premiered. Just turning 20, Yang Li-yin performed

with her whole body on stage and shouted, "here is one more stroke in my name than that of Yang Li-hua. | will

definitely be more famous than her." When asked about this anecdote 30 years later, she said, "I'm sorry, Miss Yang. |

was too young and immature back then."

At the time, what Yang Li-yin hadn't known was that her words were actually a prophecy. A few months later, she was

about to star in a film as the female lead and ride the early wave of Taiwan New Cinema. Even though this wave didn't

last long, Yang's name is permanently preserved by the films shot during this period. It all happened in 1983.

In 1983, you were introduced to Hou
Hsiao-hsien by Christopher Doyle

and then landed the female lead in
The Sandwich Man (1983). That was
how you connected with Taiwan New
Cinema. How did you cross over from
theater to cinema”?

| have been really lucky throughout my life. | am just

extremely fortunate.

Hou Hsiao-hsien came to see The Human Puppets by Lan
Ling Theater, where a petite actress named Chen Hsin-
chen (also known as Chen Yu-chu) played a raccoon. Hou
told Doyle that he wanted her to shoot The Sandwich Man
and asked Doyle to find her. However, she had already
gone to Japan for work. At the time, we were rehearsing
Experimental Actors Studio. | was relatively petite as well,
so Doyle took some photos of me and sent them to Hou.
Then, they called me in for an audition. They heard that |
also did Taiwanese opera, so they even called Shen-hsien

Taiwanese Opera Troupe to inquire about me.

WIS

How did you feel when you knew that
you were going to star in a film for the
first time?

I was exhilarated, but some of my friends warned
me that the film industry could be shady, with some
directors trying to discuss scripts with you over coffee.
That scared me a lot. | kept thinking about what | would

say if a director called.

Before this, were you familiar with films
in general?

After | left home, | was living with my friends from Lan
Ling Theater in a place called 351. Our landlord, Huang
Cheng-huang, was working as a translator for a VHS
store at the time, so we had access to some really
special films, such as In the Realm of the Senses
(1976), The Teahouse (1982), Yellow Earth (1984),
and even Bergman's films. We watched Bergman's
films all the time! They were so dry! The takes were

so long.

These films were not actually released to the public, but
he could obtain them firsthand. That's why we could

watch them quite often.

When watching these films, did you
ever expect or long to act in a film?

Not at all. | would often fall asleep while watching them.
English was really not my strong suit, but my friends,
who were proficient in English, really enjoyed watching
these films.

Before joining Lan Ling Theater, your
understanding of performance must
have been based on your training at
the National Kuo Kuang Academy of
Arts. Could you talk about your training
at the academy and how it differed
from that at Lan Ling Theater?

At the academy, we learned dancing and Chinese opera
movements. We were instructed never to turn our
backs to the audience but to always face them directly.
Everything we learned there was very traditional in terms

of stage performance.

When | joined Lan Ling Theater, | was a bit shocked.
Many of the plays had no dialogue. We would simply
make strange sounds or say onomatopoeic words
without actually expressing emotions through real
words. Plays such as Cats' Paradise and Burden had no
lines at all. Sometimes, we would also roll around on

the ground or on a man, or even jump off for someone

to catch. All of this was totally different from what | had

learned before.

Did you face any challenges when
transitioning from theater to cinema
with this type of theater training?
Especially considering it was for Hou
Hsiao-hsien's The Sandwich Man”?

Actually, Hou wouldn't let an actor worry about this.
When he chose you, he simply wanted someone who
fitted the role naturally. If he wanted a character to
be clumsy and chubby, he would cast an actor who
embodied that image. He wouldn't choose someone
who didn't fit and tried to mold them into it.

When | was shooting The Sandwich Man, Hou didnt ask
me to play a graceful lady because | just wasn't Hsin
Shu-fen. His approach was deeply grounded in realism.
He would ask an actor to hang clothes, cook, or fry a
fish, and that's all. He wouldn't ask for anything more
than that. If you followed his directions, you wouldn't do

anything unnecessary.

You mentioned that Hou would find an
actor who embodied the image of the
role, but you played a mentally disabled
woman, Han-tzu, in A Summer at
Grandpa's (1984). You portrayed a
mentally challenged person with such
rich and accurate physical movements.
How did you prepare for a character
like this one?
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When Lan Ling Theater collaborated with Stan Lai on
Picking Stars, Hou also came to watch the play. Before |
performed in Picking Stars, we conducted field research
for months. We visited various children's homes and
care facilities for interviews and observations, spent
time with them, and then discussed and rehearsed

based on our findings.

Therefore, when | played Han-tzu, | had already done
my research and familiarized myself with the body
movements of such characters. Their bodies would
exhibit a certain rhythm, which might result from

cerebral palsy or other causes.

Did Hou allow you to read the script
when you worked with him?

Yes, there was initially a script for The Sandwich Man.
However, that script became irrelevant in the end
because Hou would write something new every day.
It was a piece of paper with our lines on it, which later
became our dialogue script. The original script was
written by Wu Nien-jen, but Hou would always make

some adjustments.

There was also a script for A Summer at Grandpa's.
| hardly read it—because | didn't have any lines! Hou
would just ask me to go here, go there, climb a tree, or

save a kid.

Sometimes, he would also share something
whimsical, such as his childhood memories of
fishing at the river, to create a certain atmosphere.
For example, when | walked slowly as Han-tzu in one
scene, Hou would simply say, "It's a beautiful day, and
you're in a good mood." That's how he communicated
with his actors. He wouldn't just tell you what kind of
rhythm he was expecting. Instead, he would describe

a feeling to you.

In your experience, were the directors

WIS

you worked with willing to discuss
the portrayal of characters with their
actors?

| really enjoyed working with Yu Kan-ping in Outcasts
(1996), where | played a prostitute and the mistress of
Mouse's older brother. Initially, during our discussion
about the character, | suggested shaving my armpits.
Later, when | went home and thought about it, | realized
it didn't make sense for the character. She was living in
squalor as a prostitute, so she wouldn't bother shaving
her armpits or legs. | was really anxious and kept calling

the director.

Eventually, the director returned my call. | told him that it
didn't make sense for my character to shave her armpits.
It should be damp and sweaty. He was willing to discuss
the character with me, even though | only had a couple
of lines and just one scene. The way he respected his
actors made me feel really comfortable.

The Woman of Wrath (1985), The
Sandwich Man, and Outcasts all have
original texts. Would you find and read
these original texts?

You have to read them, even though sometimes there
might be just one or two lines about your character. Take
Outcasts as an example, there is only a brief mention
of the mistress of Mouse's older brother. However, you
would know what happened to her family and what her
family is like. That's why I told the director that | didn't

want to shave my armpits. | wanted her to be sticky.

You joined Taiwan New Cinema not
only as an actress but also as a crew
member. On the set of The Time to Live
and the Time to Die (1985), you worked
as an assistant director in charge of
props. Why did you decide to become
a crew member?

It was because | wanted to learn something different.

Also, | wanted to earn some extra money.

Did a crew member earn more than an
actress?

No. But the only advantage you had as a crew member

was that you had free meals every day.

Besides, we also received a meal allowance. Apart
from your salary and free meals, you also had a meal
allowance of around 30 to 50 Taiwanese dollars. It
added up to a pretty decent amount of money after a

month.

There was also an interesting aspect as a crew member.
When watching the film, you would remember where
you had hidden in every scene, as well as the weather of
the day. You would also remember getting scolded for
forgetting certain props. It was all vivid in your memory,

which made it very interesting.

Was this something you couldn't feel
as an actress?

As an actress, you only had to come to the set when you
had to work that day. However, the crew had to be present
for every scene, so they knew what happened every day.
It almost felt like you could see how the film developed,
and it was quite different from working as an actress.
Although the audience can only see the actors, the effort
you made behind the scenes and the rewards you gained

from being a crew member feel quite different.

Did you work again as a crew member
after that?

No. Hou probably realized | wasn't a good fit for the
administrative job. When we were shooting a scene of
characters buying groceries for The Time to Live and the

Time to Die, there wasn't any basket prepared on the set.

I rushed out of the set, but there wasn't any bicycle for
me to ride. | didn't know how to ride a motorcycle, too.
| kept running to a market and asked someone there if
they could sell me a basket. It was a hanging basket, but

I just insisted on buying it.

When | returned to the set with the basket, they had
already finished filming the scene. | thought to myself,
‘Didn't we need a basket?" That's how it went. | didn't
make any contribution to the filming. After that, Hou just

said, "You had better focus on acting."

Have you ever been scolded by Hou
when working as a crew member? Did
he scold the actors?

He never scolded his actors. Working under Hou is one
of the happiest things as an actress. He would never put
any pressure on his actors. Even if you didn't perform
well, he still wouldn't say a word. On the other hand,

working as his crew member was more challenging.

In fact, you also played another
important role behind the scenes in
Taiwan New Cinema. Some of the
most important people, such as Li
Tian-lu, Tsai Chen-nan, and Liu Kai,
were all introduced by you and Chen
Hwai-en to Hou and later joined his
crew. This is also one of the features
of Taiwan New Cinema. People from
different industries would support
each other and help with each other's
projects by taking on various roles at
the time.

Actually, for the role played by Li Tian-lu in Dust in the
Wind (1986), they wanted to cast my great uncle. He was
a chic, handsome man with a high nose bridge and also
an entrepreneur who enjoyed watching plays. | brought

him to discuss with Hou. Later, when he discussed this
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opportunity with his family, his kids asked him not to
cause trouble for them. He eventually rejected the offer

because he said he had to listen to his kids.

| felt really sorry for Hou because we were struggling
to find the right person for that grandpa role. At the
time, | was working in Jade Y. Chen's Hsieh Wei-hsiao
and got to know the master puppeteer Li Tian-lu. | thus

introduced him to Hou.

The first time Liu Kai worked with Hou was on a
pamphlet for The Time to Live and the Time to Die. At the
time, | was a crew member. Chen Hwai-en expressed his
desire to make a pamphlet containing the names of all
crew members to ensure that everyone would respect
their jobs. | was so touched by this idea! It was a feeling

that we were all in this together.

At the time, these artists would often "educate" you
about these things, and gradually, you would also feel
compelled to take the lead. You would have certain

expectations for yourself and the industry.

Are there any regrets when you look
back on your involvement in Taiwan
New Cinema”?

WIS

| was actually asked to play a role that included a
rape scene once. | thought it was a great character,
but | rejected it because | had to consider my family's

feelings. They might have felt a bit uncomfortable.

But earlier than that, | actually worked with Chiu Ming-
cheng in his film Chaste Virgin (1985). | was fully naked
from my back to my bottom. You can go look for it. |
was wrapped in a sheet and completely exposed from
the back.

Did you prepare yourself for the nudity,
or did you feel that it wasnt a big deal?

I just saw it as part of acting, but some people would still
view it differently, especially back then. After | finished
that scene, there were other actors gossiping nearby.
There was even an old lady saying, "Why do you even
agree to do that?" It really annoyed me. It was really not
that big of a deal!

That's why | say I'm willing to do nude scenes when | am
70 or 80 years old. By that time, who can lecture me?
Shut up!

h” { (XY HBTHER | F/viiRet

E Ny P—REE - SR EBE
>K By — kT

ERIE ToEZ, AOFRAERER 2H THENERES ) FEENT/NME BRREED > — BRI
RREQENEYBEREHEINAIEE - BRT2ENEZ I RBEENRERERASRRIE - 2T

BIZVEROFARAT - 10 1980 SFRRMFY BB E B/ NSHEEIE B EE it B - WEESBREERE

RESELREREINEE - 1992 F > AFRRUHAROBGEABHEZ TS  IEBONELE &S

RORIEER - NMERIFREBEANEY - BEENIBFRRIEE (BEME) (1998) » TRERK » T/WHF

BHENEIS % BEE > LIS (KRER/NELN) (2000) ~ (BEZRTRERE) (2007) FHEE
R DUERIS © BEISIRINT - ESRERBEEZNER

ARG ENEE - fE—FRIAERE - BEDMREIARIIAN - REIFRE  BEARNERATERERIZESE -
R EZEREFHRELRT - wHA—FNRA - ﬁ?ﬁ“ﬁﬁiﬁ%aﬂﬁ 2000 FENER - ARBIE
EEENOENOFRNKE  BERARELRSE  EABRESER  TAZTEAMEREE  FHEEER
2 DIRMfIER Bl EN SRR o

BENI7IFRERESILRBEEZRAE  BES —REIE - HEIERARES  ARBREER
o AEERROERAR - HEE 1982 FRAMA I BEEAE - L@ R BERNEEAEE » FTM
EER (MEKTIEY PEREERIEE? RALIEE AP NERE - BHBEIESENE LN - HEE
ERX TR B S a8 -

FOBAERFAAT MR —RIRMMEIEE - BT
—(IFRARIRIRE  BRIRRT BBERECE T EIFRIEEHMpLLE ?
DI OREMEIE - Y B R—BERE - GREIR

EREEN (BA) (1979) ~ RMAEEN (H ENREE_RT  ARRAEAAEE—AEEE
BFA) (1980) % (MEARTAE) (1982) RZ B ETHESE  BRBENRSAEK - HE

|:|
D

Interview with WANG SHAUDI
THROUGH HER VISION: NEW CINEMA RE-IMAGINED

61



SHy ///;m§>

L3

62

B PIRF - BREARFNS TRM - 8885
BE  flanBnERE - REERIES  §EASE
ERRAMNSE - BEEBRAREMEARM - BERIE
HESFEHRFTHA  IUEERLEBRZEE - (&
A) BZERERNREAEBBE  ffblERA L -
FEEI -

g (MEATIE) BEKERRS  EERBLER
i - IRFIEBEEERERITRES - HEIE—EE
NEEBRBREBER  FEKEBEEEITFHMR
EMEIRRIRBEMRR - NEZR FBIF RS
—RBHRER - ARAZER - ZEMY > MR TE
ZRE FRMEERMSBMBETY - LEARRR
B8 -

WELE—ERINES  TERENERT @ &M
BEEFEAZEEAE (MBATE) MEDRE - B
TERA BWERBRRETEEER > T2HES
—{B55E - BEBRA A REA © BOOMBABIRT
BB ERAAZHA ? EFRAMEMTE2EHM > &
$EH o ROBIRERIER B O RERR - ZIRTA
ERFTRAER  BRERARBEMER » TOEER
B - hEKBERN - R —TTEEERAETE
EEMAEBERTIF RERR - 5—HHET#RNE
EEHCARE - BEOEERSNEEERILE -

CMmEATRE) TR | /vt

ZEREBAREZEENERRE  RROEZRATRE
REEF?

BEEERER2EEETF  EEESEEREEY
B - RIGEE ) - AR—ETR - BEFGHR
CIRMEEA A AR BESEEREXNNA
R » AR - BEEA A LUEFIEMH
F? A BRNARA—ELEE -

EREGBEEEERITE R ELRE - fim L
REXHASHARREASHE  BEEEXEERE
EEREE  EREXAEA  RMEEEEAETA
ENG #% - REBBHRELEBEBENAREEMN =X
HELBINERE  ALERHECEMMNE - B
BRAAREF -

0|

S—EREOEL  HRATHEFNER  HEH
MAREE - BRERNFERTEXEREETER—
HINFEE BRETRWEAEESS  BESHE -
HEZDRNEZ EmAABMRRARRE - R2A
ik EEERMOMEERRE - BHESREES
TEESHER  HEEZHERBARNBRESE
3T o

RER » XEREERERBEFELIABRE -~ &

(/"

= ‘\n

1 —wan

1 BAVER GUEKD) MRS (B BIEREEREME  EMRRRRENRN) —XEE—SREMRZERMENE -

WIS

FEAEEREAT TE—RRSRE - RE - Y
BIRETTE (EFEIS) (1984) 2 GLBRIBEN
KB - WECHTAFEEZER  ANE—FNRERER
BEY  BER  RRETARSEHERE/NAE -

1986 £ (A LED) ERROEKREMEN  2H—
HISHMNEM - BRZME ? —Ed 2N RfANEE
BIEE  BRMBABHELERE » BZGEARR
BESEEN ©

RN ERENEE RN -

BAE (MBMATIE) H2ETEHDRE > LN
afEs ARl CRER) FAMRER  /NEFRRER
HARFHARIEY (1983) - BIIBMRBIEM
B BIEERBD LT -

FRFBEHEBHRERL  MEBLEN (BE
A) (1987) - (RERBBACHKAZEEHEEH
—RF?

BRBEEES  EABHREREERGH (BT
) - ERREMECEMNEY ERMEETEN

18 -
U Y Hied ZoloE

Itz BB A =R A ER - 2NRA AR —EFER A
ALY EEIRGHR_TEERER C FRRZES
BREZNEZRIERR  ERABREIHENE
FLEA—K Eitt CirgEE) (1982) HZRE
EEREHNER -

BEIFHULE RERDESE TAEHERE
=, (1987) » HFEARALUERIEMER - S
FEE R BERERERE (BEE8)  BEENRZE

W

R —HR Y RAHE - MASIEREEERAEL
WERMERRN - IBE - 1HA - ETREERNE > BF
MMREE  BLERR ~ KA - BHRESTEHSE
H—#  ARETBM BERERATTZ

AUBZEZ R EZENIRIEEEERS ?

KREEFAEEXESMA - EREZRHNER
FERBEDMRNARE R - BEFMMHIZERE ?ﬂ@
PUEEEER - BRERENEDRR  REHPZE
LRMEBBAREEMARESE - GHERIECHRED - 21
RE - SEHEBBERMUERKNSE - SEEZEEA
BTELE  BEBREASME LR + Rt
[ERARZENREA - WERASHBERIEEE A28
B o XILIECEE: - 8 EMARZZ—EEENIEE
HFTE  RERMAR  HEERBMM  MmAER
TEERIRHEN -

B RIBIFFERAT o BEHNE  BRBERAKR
RIMENEE  REEERAMRRNS  (REAEX LR
BXRE ? BEM—PREEARE (FEE) - RER
HE BAMMREAER ? ARMEEEELES
ENRNITEIE S )

EEMILETT - FERGEB/RALE ?

BEROREE - MABFRIGET IR BEES0LT
RIERLRELY ©

BRZHENEEEREHNERSEENLETRR
=g ?

BRFRA — L EHR RS - BIANBR AR TR
i BRERNLEERMREE  AABRHER
HEMIFRE - LA BHIRAE) - A TFHE RS

2. ER (EERIS) DEIR 1982 FE/ME - PERGERES AW TE - EEE  BREH  BRA RRBE  RIERF RE) - S B4 E
RZIE - BEETZAERAENTDESETE  EIRERE (T—ELA) EXRRN—RNER - BRSRETHAREBREIEIT
AROEREEREE "TEIRABEE—, - BRIENEEEEN CNIMABE) 11984 F 4 AEH - BI—HRE RETETA

BRER - REMAEHERE -

Interview with WANG SHAUDI
THROUGH HER VISION: NEW CINEMA RE-IMAGINED

63



SHy Am§>

L3

64

BB - AIREBORESAIERE  BREREET -

FOEFERECKEZER » WIMIEELERLE]

C BERRMER > RENLEE—KRE  BEBR
m?ﬁéﬁ’\‘% c BERFMEIE - LWAEWRLSES -
D% B B EE T AT EM I EAEE RF
£ - BESURBMECHRE—ELIE  HER
REERE  BRRAIISERT - LAERIFEMF
B RRE B R -

4

1980 FRYMBF—HLEE MEW  HFAR ==
KEME  EERERERR - BEHTREMN
BEREA ?

BREMPIEREBBEET - BEREMZERBR
o W FIMEARTIERIFEILE » AEBRBAESZ A
B BB REBRAWFTEARNA - Bh
BRARFREAR  HEEAZRER (%) -

BEECEERFNIEFETERR BEE1987F
RETER (HBHE) - Bil—RRERE - 18

BEBMBN =B SR - UREHENRE - BES
18RS E=EM ?

BEEFRENBBRWERECRENEL
B ERMEREERE - BRRRIBNEEZH,
BEr,  KECHRERNZIEERLY - B2 G5
AR LUCHH - 2Z4ERT - BEBEFREIFEETK
T ERAREZEBNIEEE - BEERER
BENEHR—MEAFRE  BoARENEEAHL
SR ARREE » (e RIS MR ~ AR
STEH MERFEBREE e BERTAK
o WIMBRMAEB —ELENKE - ARBKEET
ARABERE  MESHEE—EA -

ERHEEMRE - AREETEHRNEEHE
—& - DRI AREHEEME L - BE—X
PR TRRETEHN (RBN2EE) (1971) -
R—EAKR  BERELHRIL S EARE - KRikkE

WIS

SR T BU ERRER - WETHRT#E (&

) BETEEENMT > RUABREH - BHER
LEHRR - NBAEZMEAANZE  EERRE
BREANETHER " HBH—EEEERBENK
F, O LBRB\ARTRERSWY (FERE) -

ZRIENEEEEEEEERE » 1990 FREME
PR mEIRIFE I (RXK) (1996 ) EFFERY (I
RYTERY (1997) ?

GRRY BRBETRAFNERNSR (BMEH) R
BEAAEP R FRAETE - BEEBANEERER
B BHEBKEE  NESTEREXEEL  RES
—EERRER  MEARESFEASHELL > BE
ERATIEREAE -

(FRR) TIFER | /iRt

A (FEFER) MR RESERTHEORFTR
IR BRKEGEGHER IR EBER
REBRZLEEAN - BIEEBREARARAESE
BHERER A NRABEHEHIERE -

BNERAZBHNEBEAS - MEESRENE
BABR - BEIE (£) - ARRFA—EtEE
£E BRZRZEMER -

Interview with

WANG SHAUDI

Interviewers: Chu Meng-chin, Tsai Shr-tzung, Huang Chiung-hui
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Wang Shaudi is considered one of the filmmakers who are relatively close to Taiwan New Cinema in this program.

He wrote some parts of the scripts for Wang Toon's "Contemporary Taiwan Trilogy" and signed the "Taiwan Cinema

Manifesto" (also known as "Another Cinema Manifesto"). Apart from his participation in Taiwan New Cinema, Wang

also put a lot of effort into producing TV programs. He founded Min Xin Studio, which produced TV series and report

programs that ran for hundreds of hours during the 1980s, and received the Golden Bell Awards for Best Producing,

Best Directing, and Best Writing. In 1992, he also founded Min Xin Theater and Rice Film International Co. with Huang

Li-ming. The former was dedicated to stage plays, while the latter produced films. Rice Film International Co. produced

not only Chen Yu-hsun's feature film debut but also the original animation Grandma and Her Ghosts (1998). After the

turn of the millennium, Wang continued to be active in the theater, cinema, and TV. He led the trend of idol dramas with

TV drama series such as A Young Doctor in the Big Hospital (2000), Wayward Kenting (2007). His passion for creation

has never ceased to this day.

During our interview with Wang, he initially commented on our approach to this exhibition. Instead of categorizing

films based on gender, he agrees more to how this program looks back at history and record experiences and feelings

of directors, aiming to bring out different perspectives. While most of the interviews of Wang focus more on his

achievements after 2000, this interview chooses to highlight his life journey from the 1980s to the 1990s, including

returning to Taiwan, working as an assistant director and entering TV industry. He also shares his opinions on his

works, his observations in the film and TV industry, and also how he views his relationship with Taiwan New Cinema.

When you suspended your studies in
film at the University of San Francisco
and returned to Taiwan in 1979, did
you first establish Min Xin Studio and
then work as an assistant director for
the first time on the set of Chang Pei-
cheng's The Battle of Erdan (1982)?

No, | didn't establish a company that soon. Instead, |
started working as an assistant director the moment
| returned to Taiwan. At the time, one of my friends
reminded me that | hadn't finished my studies in film

and that there was still a lot for me to learn. Therefore, |

decided to settle down and work as an assistant director
for quite a while. | worked on the sets of Hsu Chin-
liang's Gone with Honor (1979) and Chang Pei-cheng's
The Orientation (1980). Working on the set of The Battle
of Erdan was not my first time as an assistant director.
Being an assistant director was quite challenging for me
because | didn't know many basic things. For example,
| didn't know where | should pay attention to or what
kind of ushanka hats to prepare for the battle scenes.
However, working as an assistant director did teach me
a lot and gave me a better understanding of how the

entire crew operated.
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What did an assistant director need to
do back then?

At the time, | was a second assistant director. On many
film sets where | worked, a first assistant director
named Wang Pin-chao was always there with me. He
taught me a lot. For example, we needed to create many
large tables, such as shooting schedules and working
schedules. Another thing was the meticulous division of
responsibilities in major productions. Each department
had its own assistant director, such as the assistant
director of the directing department or the costume
department, and each one was responsible for various
tasks. There were certain tasks that you could choose
whether to do or not, but | was curious about everything
and volunteered to do various things. In Gone with
Honor, there was a scene that required a large number
of wounded soldiers. The makeup department was

overwhelmed, so | went to help them.

There was another scene in The Battle of Erdan that
required the machine guns to fire. | was involved in this
scene as well. While the audience sees the machine
guns firing in the film, it was actually packets of
gunpowder tied up and wired. When the camera panned
over the machine guns, the packets of gunpowder must
be detonated in sync. | was really nervous when | first
operated the camera. Because | enjoyed learning and
doing on my own, | ended up taking on numerous tasks,
including almost all the basic ones. This accelerated my

process of becoming a director in the future.

| particularly remembered an incident. Because we were
short on time, Chang Pei-cheng let me take charge of
some parts of the shooting for The Battle of Erdan. |
reported my plan for shooting those scenes to Chang.
When | was telling him about my first take, Chang
immediately dismissed it as impossible. | got really
infuriated and thought, "Why couldn't it be done?" Later,
| realized he was right and | was wrong. However, there
was another time when we were discussing how to

shoot scenes at a harbor. My opinions differed from
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those of Wang Pin-chao, and Chang agreed with me.
It made me really happy. Going through this period, |
learned how to really work with the crew and listen to
their opinions. | also understood that a new director
might feel challenged, offended or reluctant to listen to

others.

Later, why did you transition from

the film industry to the TV industry,
establish Min Xin Studio, and produce
TV programs?

I ' was actively working in various film crews back then.
| even volunteered to work as a photography assistant
and was eager to learn everything. However, after a
while, | felt that | was drifting away from my goal of
becoming a director and making films. My friends who
studied filmmaking also felt the same way, which led
me to think about how we could pursue our aspirations.

That's why | decided to establish a studio.

My transition to the TV industry was actually influenced
by my experiences of studying in the US. In terms of
technical aspects of filmmaking, simultaneous sound
recording was a common practice in the US; but in
Taiwan, post-production dubbing was still prevalent,
which was time-consuming and sounded unnatural.
Nonetheless, ENG recording was already commonly
used in the TV industry. Instead of working on major
productions in the film industry, | thought that working in
the relatively smaller TV industry might enable me to do

exactly what | wanted to do, which was also quite nice.

Another thing | believed was that it was all about telling
human stories, whether through films or TV. People
living in the era when | was raised might have been
influenced by Confucianism, leading them to value
utilitarianism to some extent. For example, all trades are
inferior to studying. However, when | started studying
films, | was gradually influenced by Russian leftist film
theories. They emphasized that arts should serve the

people, not the aristocracy, which laid the foundation for

my socialist ideas.’ Instead of working and waiting to
shoot my own films in the film industry, producing TV

programs actually brings me closer to the people.

After making my decision, | spent some time working for
Fulong Production, which was founded by Ke Fu-hung. Ke
and | both studied at the Chinese Culture University, and
she had already worked in the TV industry. During my time
at Fulong Production, | planned and shot the anthology
drama series The Living Theater (1984),” which was quite
challenging. After starting my own studio, | spent about
a year writing proposals and pitching them everywhere.
Finally, my studio pitched to work as the production team
of Public Television Service. The Portrait of Hundred
Occupations series, released in 1986, was produced by
Min Xin Studio and explored a topic | had always wanted
to delve into: What defines a nation? The formation of a
society relies heavily on grassroots workers, but these
unsung heroes are often unrecognized. Therefore, it's

important to introduce them to everyone.

During this period, Taiwan New Cinema
also emerged.

I had already worked with Hsiao Yeh when | participated
in the scriptwriting of The Battle of Erdan. Therefore, at
the beginning (of Taiwan New Cinema), Hsiao Yeh did
invite me to shoot The Sandwich Man (1983). But | told
him | was working on TV programs and that | wanted to

focus on them.

However, you did write scripts for
Taiwan New Cinema, such as Wang
Toon's Strawman (1987). Did you still
consider yourself part of Taiwan New
Cinema”?

I haven't thought about it in that way because | was
already filming The Portrait of Hundred Occupations at
the time. | was already doing what | wanted to do and

putting my socialist ideas into action.

What were your opinions on Taiwan
New Cinema”?

Before the emergence of Taiwan New Cinema, the film
industry was in a terrible state. If a zombie film became
a hit, then 20 more zombie films would be released
afterward, indicating a lack of creativity. | have been
deeply frustrated by the decline of Taiwanese films for a
long time. At the time, only Wang Chu-chin's films stood
out as something different. Therefore, when In Our Time

(1982) was released, it truly served as a beacon of hope.

With a supportive attitude, | later signed the "Taiwan
Cinema Manifesto" (1987), hoping to draw attention
to this new wave of films. After signing the manifesto,
I met with Hou Hsiao-hsien, Edward Yang, and other
directors twice and proposed a production model akin
to a director's cooperative. Given the challenges of
filmmaking and constrained budgets, it would be at
least more affordable for directors to collaborate by
purchasing films, doing post-production, and renting
recording studios. | didn't want to see everyone fighting

alone. But this idea didn't work out in the end.

Could you elaborate on the state of
the film industry before Taiwan New
Cinema”?

When | returned to Taiwan, the number of films
produced each year was still very high. It was almost the

end of its heyday, and buyers from Southeast Asia would

1. Wang Shaudi further mentioned that he was deeply influenced by Eisenstein in an article published in Fountain, "Wang Shaudi: The Stagnation
of Taiwanese Drama Sales Result from the Quality, Taiwan's Film and TV Industry Needs New Stimuli."

2. The Living Theater of CTS was launched in 1982 with the intention of inviting 13 directors, including Song Chun-so, Wang Shaudi, Wang Toon,
Hou Hsiao-hsien, Chiu Ming-cheng, Chen Lieh, Chang Chao-tang, Peggy Chiao, Chang Mai, Tseng Chuang-hsiang, Chiu Tsai-yen, Wu Yi-feng, and
Kao Li-chin, to direct the 90-minute episodes. It was reported as a new challenge after the anthology drama series, Eleven Women. However,
the production of that series didn't go smoothly. After four pilots were shot, CTS suggested that "the themes should be healthier" The Hope of
Hsiao-ai, directed by Wang Shaudi, was the only episode known to have aired in April, 1984. This story is about a married couple who needs to

deal with the challenges after the wife was raped.
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often come to Taiwan to buy films. When directors
invited them for meals, we also needed to be there. At
the time, directors held considerable power. There were
many veterans at the Central Motion Picture Corporation
(CMPC) who particularly respected directors. They
would always be ready to hand directors hot towels
and tea. There were also some unwritten rules. Certain
people would consistently land jobs. For example, there
were many experts who could handle soundtracks or
explosives, yet the same person was always chosen. |
later learned that it might have involved some kickbacks.
Similarly, with scores, those in charge always used
the same few tracks, which | found quite tacky. | once
offended them. Naturally, they would think, "Who do you

think you are?"

In addition, the influence of mafias was thriving. There
was a time when a mafia producer had a meeting with
Chang Pei-cheng. The producer looked at the script and
asked, "Do you want to cast that actress?" Chang was
taken aback and said, "How is that even possible (to cast
her)?" The mafia producer didn't care and simply asked,
"Do you want her or not?" Then, he went directly to the

actress' house and asked her to play the role.

Did the prevalence of mafias deter you
from making films?

| didn't really think about it. Later, when the film industry
went downbhill, I thought maybe it was for the better

because mafias would lose interests.

Did you sense the hostility toward
women who wanted to become
directors in the film industry back then?

There were certain traditions or superstitions prevalent
at that time. For example, women weren't allowed to
touch camera equipment. Men's physical strength
indeed differs from that of women. The lighting

equipment was really heavy back then, so women were
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definitely not able to move it. However, in terms of job
opportunities, | didn't notice any significant difference.

Maybe | wasn't paying close attention.

Yang Chia-yun was already a director when | returned to
Taiwan. Additionally, there were quite a few seasoned
female assistant directors. During my time at CMPC,
| encountered many feisty female assistant directors,
such as Wang Mei. In fact, there might have been more
popular female assistant directors than male ones,
so | didn't feel any gender inequality in the industry.
However, some female assistant directors might have
different perspectives than mine. Back then, | was just
an assistant director and later transitioned to the TV
industry. Therefore, | wasn't fully aware of the challenges

they faced on their journey to becoming directors.

In the early 1980s, there was an array
of female assistant directors such as
Wang Mei, Su Yue-he, Lee Mi-mi, and
Chu Si-chun. They all transitioned to
the TV industry. What do you think
could have been the reasons?

I know they all eventually became directors, but I've
never really thought about the reasons why. All of their
skills were very solid. Perhaps TV dramas attracted
a larger audience, and the industry provided better
incomes. TV stations needed more skilled workers
because they had limited budgets and couldn't afford to
exceed them (laugh).

Even though you mainly worked in

the TV industry during this period, you
planned the film The Game They Call
Sex in 1987. The film tells the story of
a woman experiencing three different
stages in life: unmarried, married, and
divorced. It also explores their attitude
toward sex. How did you come up with
this topic?

Hsu Pin, the younger brother of the chairman of Tomson
Group Limited, Hsu Feng, was my student when | was
teaching at the Chinese Culture University. | thus had
a chance to recommend this story to him. The original
idea of the film was to address "son preference." It wasn't
really an issue in my family. At most, | was told that
only boys were allowed to climb trees. But during my
upbringing, there was still a strong gender bias favoring
sons over daughters, which convinced me that this issue
should be addressed. With this idea in mind, an assistant
director introduced me to a Japanese TV series. It
told stories of three fathers reacting differently to their
daughters' first period, reflecting their conservative
attitudes toward gender and sexuality. Moreover, the
stories had a comedic tone, which was exactly what |
wanted to create. After the discussions, we decided to
tell the story of a woman because | believe that sexuality

is not superficial but can profoundly affect a person.

The desire to explore this topic came from a similar
place as my attitude toward film censorship imposed
by the Government Information Office. Initially, | thought
| could make films about any topic. However, one day,
| watched The Night Clinic (1971) starring Matsuzaka
Keiko. In the film, she portrayed a wife seeking advice
from a doctor to try to arouse her husband's sexual
desire. The tone of the film was quite comedic. After
watching it, | realized that film censorship (in Taiwan)
was still restrictive. | thought | was free, but in reality,
| was still self-censored and knew what | should and
shouldn't do. In such an environment, | wouldn't have
considered making a film about sexual life. Therefore,
when | later had the chance to make this film, |

deliberately named it The Game They Call Sex.

After The Game They Call Sex, you still
remained working in the TV industry.
What prompted you to return to the
film industry in the 1990s and direct
the first film of your own, Accidental
Legend (1996), followed by Yours and

Mine (1997) the next year?

| shot Accidental Legend after reading Happy Thief, a
short story by Chang Ta-chun that depicts the lives of
ordinary people living in a bandit village. The fascinating
lives of these grassroots people motivated me to turn
their story into a script. After receiving the Excellent
Screenplay Award, | was determined to bring it to the
big screen. In addition, CMPC produced several films
annually and provided funding for directors to shoot in
China.

When shooting Yours and Mine, | felt that capitalism
imposed various standards on people, making them
a bit neurotic. For example, cosmetic surgeons would
encourage women to have larger breasts, resulting in
a booming business of breast augmentation at the
time. | was kind of using a comedic tone to present my

observations on society.

| think my problem is that there are too many things |
want to do. While | work in the TV industry, | still want to
make films and engage in theater(laugh). Maybe it is my
socialist beliefs that drive me to explore various topics

through filmmaking.
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Interview with

YANG CHIA-YUN

Interviewers: Cho Ting-wu, Tsai Shr-tzung, Chen Huei-yin
Writer: Cho Ting-wu

Yang Chia-yun is one of the most prolific female directors in the history of Taiwanese cinema. Her heyday spanned

the 1970s and 1980s, from the golden age of Taiwanese commercial cinema to its decline. She has collaborated

with many different filmmakers, and her works traverse genres including literary, romance, thriller, military, and

documentary. She is one of the few female directors at the time to direct multiple "female revenge" films. On a rainy

afternoon in early February, we arranged to meet with the director in Tamsui. She looked refreshed, clutching a stack

of papers. She said she had forgotten many details because it was so long ago, but preparing for this interview had

slowly brought back the memories. She even organized her thoughts in accordance with the interview outline and

wrote them down on this stack of papers. We snuck a glance; the words on the papers were densely packed and

neatly arranged. It really made us want to take away the stack of memories transcribed by the director, highlighting

this little-known period in the history of women's cinema.

Did you initially study film at the
National Taiwan Academy of Arts (now
National Taiwan University of Arts) out
of interest?

My parents loved theater and film. When | was little, they
took me to watch movies at the Armed Forces Stadium.’
It was a circular outdoor basketball court with wooden
chairs and a very simple, large curtain drawn across the
middle. Films were only screened after dark. The winds
were very strong in winter. The screen would get blown
crooked, and the audience would tilt their heads to
watch. Then the wind would come from the other side,
and we'd tilt the other way. It was really funny. I'd ride
home with my parents on a tricycle as they discussed
the plot, while | listened without fully understanding.
That's when my interest began. At that time, university

admissions were based solely on your score in the Joint

College Entrance Examination. Since | liked film and
theater, | thought | should aim for the Film and Drama
Section at the National Taiwan Academy of Arts (NTAA).
Also, | wasn't good at studying and probably couldn't get
into other universities, so | put down NTAA as my first
choice. | already knew myself very well back then; there
was no way I'd be able to get into the National Taiwan

University (laughs).

Did the NTAA have separate divisions
at the time? Were there fewer women
in the Directing Division?

We had a Screenwriting Division, Directing Division,
Acting Division, and Technical Division. | chose the
Directing Division. Our division had about 20 people,
with only about four female students, representing a

very small proportion. More female students tended to

1. Now Jieshou Park in Taipei.
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choose the Screenwriting Division.

Did all four female students in the
Directing Division become directors?

Some worked as program directors for TV companies,
but | was the only one who became a film director.
During the summer break, there would be internships
available. At the time, there were the Central Motion
Picture Corporation (CMPC), Taiwan Film Studio, and
Union Film Company. Since CMPC had internship
positions, most of us ended up interning there. Interns
were placed in different groups, and the manager of
the Production Department conducted interviews first.
Without asking me anything, he said, "You can go to
the Makeup Department." | said, "No! I'm studying film
directing. I'm not going to the Makeup Department. "The
manager said, "The Directing Department will be tough.
| think you should choose Makeup." But | still said no.
In the end, he said, "Fine, but you can't dress like that.
You have to wear long pants." We all wore dresses back
then, but he wanted me to wear pants. | said, "Okay, no
problem." Director Lee Hsing was filming in the studio at

the time, so | was directly assigned to intern with him.

As a woman, did you encounter
any difficulties after joining the
department?

| only truly joined the Directing Department after the
internship. After graduation, director Lee Hsing got
someone to ask me if | wanted to join his film crew. Of
course, | eagerly accepted. At the time, most film crews
were predominantly men, while women mainly worked
in makeup and costumes. There would be about 40
people on set, but almost no women. If you didn't have
that authority, or if your appearance or attitude weren't
assertive enough, some male crew members wouldn't
accept you or would bully you. To control the situation,
you had to be assertive, arm yourself, and be prudent
and decisive. Gender still has a significant impact in this

line of work.

WIS

Back then, directors had the utmost authority, like a
commander-in-chief. Crew members were used to
being led by men, and they obediently followed. But for
a woman, it depends on your demeanor. People weren't
used to being directed or commanded by women. As a
female director, if you were too gentle, compromising, or
too buddy-buddy, they wouldn't take you seriously. They
really wouldn't! They'd sometimes inexplicably make fun
of you, all kinds of stuff. That's why your attitude and
work style at the very beginning are very important.

You have worked with different
directors such as Lee Hsing, Pai
Ching-jui, and Chen Yao-chi. How was
your experience working with these
directors? What were their individual
styles?

You could tell that Lee Hsing was very authoritative right
away. He was tall, straightforward, spoke loudly, and had
a meticulous attitude toward work. He paid attention to
every detail and never let you take shortcuts. | feel very
fortunate to have met such a director when | first joined
the film studio. Lee later founded his own production
company, Ta Chung Motion Picture Co., and assigned
me to be Pai Ching-jui's assistant director on My Father,
My Husband, My Son (1974). Pai was very optimistic
and cheerful. We could chat and joke around on set.
Shooting a film was like having fun; it was very relaxed
and comfortable. At the time, he made mainly "healthy
realism"' films and comedies. It was never conventional;
there was a lot of improvisation. Sometimes, if he felt
the scene wasn't right or good, he'd change it on the

spot, and we often ended up with unexpected results.

Chen Yao-chi and | started working together from A
Test of Love (1970). He had just returned from the US
and went back to CMPC to shoot A Test of Love. He
needed an assistant director, so he asked Lee Hsing,
"Can you lend me Chia-yun?" Chen exemplified scholarly
demeanor. He was humble and courteous in dealing with

people, deeply respected technical personnel, valued

everybody's opinions, and gave actors ample room to
express themselves. He placed great importance on
editing and edited almost all of his films with the editor.
That was when | realized the sequence of shots did not
have to be rigid. If the emotions between two scenes
don't connect well, you can move the later scene to the
front. A character from a later scene can also appear

earlier. It's very magical.

As a director yourself, compared to
these other directors, what do you
think your style is?

Actually, my personality and views on film all differ
from theirs. | walk my own path; | know what | want and
where my perspective lies. Absorbing their nutrients to
enrich myself was a process of learning through practice
and experience. Sometimes, there are differences
between the set and the script. If actors are weak and
fail to perform, you have to find a solution. Sometimes
you need bright sunshine but it rains heavily instead,
and you have to make last-minute changes. If the script
is poorly written, lacks drama, or if the characters'
personalities are really off—all of that needs to be
modified. Sometimes, | make changes in advance, other
times on the spot. | don't strictly adhere to the script or

shoot it exactly as written.

It sounds like you are very flexible.

Flexibility is essential! Flexibility is essential! If you "force
it," it won't work. Like when we made The Lady Avenger
(1981), there was no script, just an outline, so we shot
based on the outline. | got screenwriter Li Kang-nien to
pen the script, but what he wrote didn't fully match what
| wanted, so we made adjustments as we filmed. Many
scenes were discovered during the location scouting.
For example, | saw the Twin Star building being
constructed on Dunhua South Road. The construction
site had a huge crane, which suddenly inspired me. |
thought, what if there is a scenario where someone gets

lifted up and is dropped down from the 20th floor to

their death? Wouldn't that be great revenge? For another
location, | wanted to find a creepy place for a revenge
and murder plot. The production assistant suggested a
slaughterhouse, so | immediately went to check out one
in Wanhua or wherever. There were rows of pork hanging
on hooks like human bodies. It was really terrifying, so
we chose it! Later, | arranged for the actors to be hooked
up like the meat. The empty house at the end of the
film was on Yangmingshan. We were also very daring.
We couldn't find the contact, so we just pried open the
door, filmed it, then quickly returned it to how it was. Isn't
there a scene where we chop down a door? | remember
seeing this in The Shining, which was quite thrilling. So
I got them to quickly make a fake door and bring it over,
allowing the actor to confidently and boldly hack at it.
| also asked the cameraman to shoot from the same

angle.

There used to be a lot of foreign films, and I'd buy
multi-tickets to watch them from day to night, like a
pilgrimage. | had a habit of taking notes; I'd jot down plot
points, shots and dialogue | liked. Sometimes, when |
was on the bus or in some other environment, I'd hear
a conversation and be fascinated. Why would they say
that? I'd secretly jot it down and use it as a reference

when writing screenplays.

Compared to films from the West,
were domestic films at the time more
conservative and hesitant to include
more provocative scenes?

If you're going to make these commercial films, you
can't be too reserved. However you can stir things up,
however you can shoot it, however you can provide
sensory and visual stimulation—just go for it. What's the
point of concealing? Of course, we have film censorship
and script censorship, so we can't go too far. Sometimes,
if | was worried the film wouldn't pass the review, I'd first
cut out all the brutal scenes, then wait until the film was
about to be screened before getting the projectionist to

stick them back in. What's the audience going to watch
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if you cut everything out? The government implemented

measures, but we had our countermeasures.

Can you talk about Exposed to Danger
(1984), the film you made after The
Lady Avenger? Chen Yao-chi was your
producer on that film. What was the
experience like?

At the time, Chen Yao-chi was a film project planner for
Yung Sheng Film Company. | had just finished shooting
Yung Sheng's The Lady Avenger, which was a box office
hit, so the company wanted to capitalize on the success.
Chen Yao-chi wanted me to adapt an English novella
into a screenplay and shoot it as a "female revenge"
follow-up, which later became Exposed to Danger. He
handled the planning, helped select the cast and crew,
and managed the budget. All | had to focus on was the
script and directing, so it was very easy for me. Since
the novel is in English and my English isn't very good, |
found a teacher proficient in English to orally translate it
into Chinese. It's also a story about female revenge and
male abuse, but we changed quite a lot. Lu Hsiao-fen's
character, a journalist just released from prison, was
added during the adaptation to enrich the plot and make

the story more reasonable.

The male lead of Exposed to Danger
was Alan Tam. Did Chen Yao-chi cast
him?

Alan Tam was cast because he had signed on for three
films with Yung Sheng Film Company, and this was
the last one. The contract was expiring, so if they didn't
put him in this film, there wouldn't be another chance.
This film still revolves around the two female leads. The
male lead's role is very limited; he's always just like a
prop. Getting such a big-name actor for this role made
me feel very guilty. But he was very dedicated. Despite
the limited role and numerous scenes of abuse, he took
it very seriously. The male abuse, like female revenge,

should have really excited audiences.

WIS

You and Xuan Xigofo were long-term
collaborators. Can you talk about how
the two of you met, and your decision
to jointly establish Sunshine (HK)
Motion Picture Co.?

At the time, | was still Pai Ching-jui's assistant director.
He was interested in Xuan Xiaofo's novel Love in a Cabin
and asked me to get in touch with her to buy the rights.
| found Xuan Xiaofo in a café, where she was revising a
manuscript. She kept writing as | spoke to her, and by the
time | finished talking, she had also completed writing.
Her speed was incredible! It left a deep impression on
me. Actually, because she was writing, she didn't really
know what | was talking about and just immediately
agreed. That's how we met. During the filming process,
we also had work-related interactions and later became

friends.

| directed Morning Mist (1978), which is based on her
novel. The rights were purchased by David (H.K.) Film
Co., and they were looking for a new director. | think they
couldn't afford director Pai Ching-jui or Lee Hsing, and
since they already had the actors (Brigitte Lin, Chin Han),
they didn't really care who directed it, so Xuan Xiaofo
recommended me. They weren't entirely convinced,
so they set up a special meeting and asked me, "Do
you think you can be a director?" | replied, "Of course |
can, I've been preparing for a long time!" And so | made
Morning Mist. Afterwards, Lee Hsing's Independent Film
Company approached me to direct a film. It's called
Love Comes from the Sea (1980), which was my story,
and | got screenwriter Hsia Mei-hua from CTV to write it.
Before Love Comes from the Sea was completed, Xuan
Xiaofo came to me excitedly one day and told me that
her novel rights to The Unsinkable Miss Calabash had
been sold to Singapore and Malaysia, and they were
also willing to pay a high price for the film rights. She
said you can only sell film rights if you have a finished
film, so we set up our own company. It was because
The Unsinkable Miss Calabash had first sold its novel
rights and because of the film rights that we thought of

forming a company to shoot it.

The Unsinkable Miss Calabash (1981) was the Sunshine
Motion Picture Co.s first film and was meant to make
a big splash. At least in terms of the subject matter, we
had to be even more rigorous. Xuan Xiaofo agreed with
my thinking, so when adapting the screenplay, she also
adjusted her style to a brighter, more optimistic direction.
That is why The Unsinkable Miss Calabash is closer to
the "healthy realism" genre, without her original rebellious
style or my typical unconventional approach. Xuan Xiaofo
was actually very rebellious and anti-tradition. Adapting
to film was a major challenge for her, as she had to tone
down her work and follow a more conventional path. At
the time, we shot the film ourselves, then handed it over

to distributors. It sold very well.

Sunshine (H.K.) Motion Picture Co.
didn't produce a lot of films after it was
established, right?

After | shot Who Dare Challenge Me (1981), | realized
that making my own films while running a production
company was too troublesome! Back then, we had to
shoot first and then sell, and also had to look for foreign
markets and distributors. She urged me, | urged her, and
we were both slow to act. Later, we were lucky to meet
Anny Wong, editor-in-chief of The Milky Way Pictorial.
She helped us sell to overseas markets. We also had
to find distributors domestically, and later Chi Hsien
Film Co. bought it. We also had to handle the marketing
ourselves. So | thought, forget it, let's close down the

company. We stopped after making just two films.

You later made The Wayward Angels
(1982) and Women Warriors of Kinmen
(1983), both of which featured a lot of
actresses, including Lu Hsiao-fen, Lu
Yi-chan, Su Ming-ming, Chang Fu-mei,
and Yin Shia. Can you talk about your
experience of working with so many
ferale stars in films?

There were all kinds of genres at the time. Everybody
followed the trends. When kung fu movies were popular,
everyone rushed to make kung fu movies. When "social
realism" films were a hit, everyone followed again. Back
then, the boss of Yung Sheng Film Company, Chiang Jih-
shen, was well acquainted with the producers of China
Motion Picture Studio (CMPS), and wanted to make
a military film. CMPS would handle communications
with the military for the scenes, while we would film
and produce, with Chang Yung-hsiang penning the
screenplay. Women Warriors of Kinmen is actually the
story of a female militia in Kinmen. These women were
usually at home taking care of their families, doing
household chores and farm work, but when war erupted,
they picked up their rifles and went to the battlefield to
defend their homeland. This film featured several big
stars, plus commanders, instructors, and many actors.
Before filming began, they had to undergo rigorous
training, where everyone had to learn how to handle
guns and craw! forward. The women couldn't do it! Only
Lu Hsiao-fen and Lu Hsiu-ling persevered through gritted
teeth. It goes without saying that Lu Hsiao-fen could
run while holding a gun; she was very fit. Others like Yin
Shia and Chang Fu-mei couldn't even hold up a gun and
walk straight, so we reassigned them to the military's
entertainment unit to perform comedy and shows.
And we had to give everybody an opportunity to shine.
We couldn't neglect the others, because these "others”
were not others—they're all big stars. | had to wrack my

brains. It was a real headache.

For the major scenes, we had to first gather the
lieutenants and officers for tabletop exercises. Whether
it was planes flying by, tanks rolling in, or explosions,
everything had to be rehearsed. But an accident
still occurred during filming. A soldier ran onto the
explosion point and was blown into the air. Fortunately,
he only suffered minor injuries, but it could have been
very serious and the director would have been fully
responsible. The actors were all very smart; they knew
where it was dangerous and where to hide. They were

"well-trained". Don Wong, Liang Hsiu-shen, Wang Fu-
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shi, and Lin Tsai-pei were all in the cast. They're all A-list
actors. The male characters had emotional scenes
and were responsible for the romance, but then the
female soldiers had to go into battle. So it was a bit
of a disservice to these men, who kind of became

ornaments.

You seem to often engage in meta-
reflection of contemporary genres
and culture in your works. Did you
intentionally incorporate this into your
WOorks?

Yes, | personally arranged all of that. It wasn't written
by the screenwriter. The beginning of The Lady Avenger
features a female model doing a commercial shoot. |
thought, the commercial should try to present cosmetics
in the style of a horror slasher film, and when the model
changes her clothes in a car, it inadvertently leads to
disaster, resulting in her being stalked and raped by a
young man from a wealthy family. It was the same for
The Wayward Angels. Why were these girls detained in
a detention center or training camp? Is it because they
stole something? | didn't want it to be written that way.

Perhaps because they are minors and worked at a strip

WIS

club. Such situations did exist at the time, so | used this
setup to kick off the film. It's also somewhat related to
my personality. | like to fantasize, rearrange things in
different positions, and I'm also very bold. I've always
been restless and | don't like conforming to norms,
unlike a typical girl. Why can't girls act this way? As long
as it doesn't harm anyone, why not? | refuse to comply.

These ideas and thoughts are all reflected in my works.
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Interview with

CLAIRE PE

Interviewer: Hsieh Chia-chin, Tsai Shr-tzung
Writer: Hsieh Chia-chin

At the end of 1981, before Taiwan New Cinema emerged, Claire Pei's feature film debut, The Toy Gun (1981),' which

she wrote, directed, and starred in, was screened at the Golden Horse International Film Festival. At the time, it was

rare to see a female director studying in the US. This screening brought Pei into the spotlight, but it didn't give her a

second chance to direct a film. Instead, she later worked briefly as an actress and also in the commercial industry,

directing TV anthology series, and producing and hosting TV programs until she left Taiwan to settle in the US in 1989.

In this interview, Pei, now an active novelist, discusses how she entered the film industry in her early years, her

inspirations in New York, and the shooting of The Toy Gun. Even though she hasn't directed any films ever since, Pei

continues her film creations through scripts and novels, which echoes the context of Taiwan New Cinema.

How did you enter the film industry,
since you originally studied painting?

| was so passionate about painting in my youth. My
father arranged for me to study with Sun Duoci, who had
just retired from the Department of Fine Arts at National
Taiwan Normal University. Sun was a student of Xu
Beihong. She always regretted not studying in Paris.
So, she told me that | should study in a country with a
rich artistic tradition and freedom if | wanted to be a
painter. At the time, | was just a high school student and
dreamed of going to France because of her. However,
my parents wanted me to join my siblings in the US, so |
ended up enrolling in the Art and Design Department at

Southern Connecticut State University.

When | was in college, my paintings received high
praise from my professors. After graduating in 1978, |
moved to Soho district of New York and attended many
exhibitions that left a profound impact on me. It was the

end of Minimalism and the beginning of Video Art, and

WIS

even Bad Painting was emerging. Seeing all this made
me realize | was merely a good student. Even though my
paintings weren't bad, | hadn't found my place in artistic
creation yet. What's worse, | found that | needed to

create. Not creating felt worse than being unemployed.

| initially worked at a big company in fabric design,
but later | started freelancing while also working part-
time at a Japanese restaurant. During that time, |
owned an old camera. Anxious to create something,
| ran to Chinatown and took many photos of people
participating in demonstrations. Because of my love for
writing and interest in contemporary literature during my
junior high school years, | began reading English novels
after moving to the US. | also took two film courses
and learned the basics, which opened a door for me.
One day, as | browsed through the pictures | had taken,
| realized what | wanted was to tell stories through
images. Combining visuals with text and narrative, isn't

that filmmaking?

When working part-time, | met a boy who was willing to
lend me a Bolex T6mm camera. | then used the money
| earned from my part-time job to buy film. The Soho
district is only a ten-minute walk away from the Kanbar
Institute of Film & Television at New York University
(NYU), so | went there to post flyers looking for
cinematographers and actors. That was how | made my
first short film. | conceived a montage of two segments
switching back and forth. The idea was to move a
mattress to an abandoned highway on the West Side of
Manhattan with the yet-to-be-collapsed Twin Towers in
the background. This was the setting. Starring Michael
Lally, a quite experienced actor, and myself, the film tells

the story of a couple without any dialogue, only music.

After completing the shooting, | rented a six-plate editing
table at the Millennium Film Workshop in Manhattan's
East Village to edit the film. | hadn't learned proper
filmmaking techniques beforehand. There was one
scene where the male lead holds the female lead in
his arms and spins around. After a few less-than-ideal
takes, | had to spend a lot of time editing, which was
how | picked up some editing tips. | hadn't come up with
a film title during the shooting. One day, after finishing
the editing work, | passed by a guy on my way home.
He was carrying a bunch of pies, asking me if | wanted

any. | assumed he probably worked at a pastry store and

couldn't sell those pies. | was carrying a bag of oranges,
so | exchanged my oranges for his pies. Inspired by this
incident, the film was named You Give Me an Orange, |
Give You a Pie, with the Chinese title shortened to You &
1(1979).

Peter Chow, a friend | met in Chinatown, was one of
the members of the Asian American International Film
Festival.” He encouraged me to submit my work to the
film festival, so | stayed up late to finish the editing.
Eventually, the film was selected. When it was screened
with a discussion session at NYU, the film received
an enthusiastic response from the audience. Later, |
applied for a filmmaker training program called "Institute
of New Cinema Artists," where | learned the basics of

filmmaking more properly.

Could you tell us more about how
New York has influenced you? Did you
watch any films that influenced you?

Some might wonder why a Taiwanese girl decided to
make films in the US. Looking back, it was indeed an
adventure. However, if you lived in New York at the
time, it all felt very natural. Filmmaking is undoubtedly
a way of self-expression. Punk was trendy back then,

so | watched many alternative films made by punk

1. The Toy Gun wasn't originally on the screening list of Golden Horse International Film Festival. It replaced the Canadian film Liar's Edge (1979),
because its prints didn't arrive in time. There were two screenings at the time, and both were held at the activity center of the Youth Park. Since
her film was screened at the film festival that year, Pei was invited to interact with industry professionals and became the talk of the town.

2. In 1975, four Asian-Americans, Peter Chow, Danny Yung, Thomas Tam, and Christine Choy, co-founded the non-profit organization Asian
CineVision (ACV) in New York's Chinatown. The organization aims to promote and preserve the limited expressive space for Asian-Americans
in the US media. In 1978, ACV held the first Asian-American Film Festival in New York, which later evolved into the Asian American International

Film Festival.
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rockers while editing in Millennium Film Workshop. At
the time, | was introduced to two renowned independent
filmmakers in downtown New York through friends.
Both of them wore multiple hats as producers, directors,
screenwriters, and actors. One was Abel Ferrara, who
was editing The Driller Killer (1979), and the other was
Amos Poe, the pioneer of New York independent cinema.

Independent filmmaking was quite popular back then.

During those two years in New York, | worked part-
time and watched many films, which became the most
important part of my film education at the time. The
Bleecker Street Cinema near NYU screened double
features of arthouse films, and | was a regular there.
You asked me which films influenced me. | believe the
influence must be derived from certain qualities that
we already possess. Once awakened by a certain film,
this influence will be reflected and integrated into your
style through a long learning process. | can't say | was
influenced by a specific director or film, but | gradually
became fascinated by films because of a few films | had
watched at the time, such as The Tree of Wooden Clogs
(1978) and The Blue Angel (1930). | was particularly
moved by Nicholas Roeg's Walkabout (1971). In my
opinion, Bertolucci's The Conformist (1970) is a terrific
film, perfectly blending romance and ruthlessness in a
drifting yet poetic manner. Godard's Number Two (1975)
is so free and recklessly creative. | also love Louis Malle's
Goodbye, Children (1987) and My Dinner with Andre (1981),
and | even wrote a long article about the latter

After filming The Toy Gun,” | finally discovered Godard's
works. | was absolutely amazed by Every Man for
Himself (1980) after watching it at the New York Film
Festival in 1980. His films are not just films, but also film
theories. Frankly speaking, | really wish | could say | was

deeply influenced by him.

WIS

Where did the story of The Toy
Gun originate from? Why were you
interested in the conflict between
illusion and reality?

It's a somewhat allegorical tale about chasing illusions
in reality and ultimately facing disillusionment. My
interest in this theme probably stemmed from a lack
of real-life experience. At the time, | had just graduated
from college and had been watching films in New York
for two years. | finished the script quite quickly. Recently,
| just finished watching The Banshees of Inisherin (2022),
which is a terrific film. The story is both realistic and
allegorical. It would have been great if only The Toy Gun
had been inspired by this film (laugh). The Toy Gun was
simply what | could achieve with my life experience and

screenwriting skills at that age.”

Tell us about the preparation and
production process.

At the time, my friend Chang Mai, who enjoyed
discussing art with me, helped me during the shooting
of You & I. He attended the screening at NYU as well.
After that screening, he became very ambitious and
wanted to find funding for me to write and direct a
feature film. In fact, | felt that | wasn't ready yet and that
I'should shoot more short films. However, he always had
faith in me and said that | could do it, so | decided to give
it a try. Chang found a Chinese businessman who made
violins. He wanted us to shoot a short film for him first,
so | wrote and acted in a sequence of a dream. In that
summer of 1980, we shot the sequence on the beaches
of Long Island. The businessman wasn't satisfied with
the result because he wanted to cast Brigitte Lin, but it
didn't work out. However, that sequence is still included
in The Toy Gun.

This setback didn't discourage Chang; instead, he
wanted both of us to persuade our families to contribute
some money to our project. During the planning
phase, we received invaluable help from my teachers
and friends in the filmmaker training program. Chang
and | couldn't have done it without them. We chose
David Sperling as our cinematographer because of
his experience. He even brought camera assistants to
the set and introduced sound mixers to join our crew.
David and | laid a solid foundation for the film during
pre-production to save some time for the shooting. We
took the casting of our female lead seriously. The Asian
girl we spent a lot of time finding turned out to be a
dancer, not an actress, so we had to pass on her. Once
the funding was secured, we assembled the crew and
shot for four weeks. As for me being the female lead, |
can only say that thorough pre-production really helped
a lot. When directing, | would have someone stand in for
me to help with decision-making. However, the footage
couldn't be developed until the following day, making
reshooting quite troublesome. Our lack of filmmaking
experience and financial constraints definitely affected

the content and quality of our first film.

The budget for the film was mainly spent on the crew
members, equipment, and film processing, for example,

cinematographers, lighting technicians, and sound

mixers. Other crew members, such as makeup artists
and script supervisors, as well as the cast, didn't charge
us. Due to our limited budget, we ran out of money
halfway through editing process. It wasn't until David
Keh,® who owned several restaurants in New York,
sponsored us with $5,000 that we were able to finish
the editing. However, Chang and | failed conspicuously
as producers in distributing the film and considering
its market positioning, which made it impossible to
recoup the costs. Hearing about a film festival in Taiwan,
| contacted the Government Information Office and
connected with Golden Horse International Film Festival.
We shipped the film back to Taiwan and screened it at
the Youth Park.

The Toy Gun sparked discussions in
Taiwan at the time. You wanted to
continue to make films after returning
to Taiwan, but it didn't go well. You
havent directed any feature films since
then. In the 1980s, you worked as

an actress, and were also a potential
candidate in some proposals at Central
Motion Picture Corporation (CMPC).
Additionally, you received multiple
Excellent Screenplay Awards.” How do
you look back on this period?

w

The article titled "My Dinner with Andre" was published in Issue 13 of Film Appreciation Journal in 1985.

4. Pei's views on Godard can be found in her literary work The Shrouded Time published by UNITAS Publishing Co. in Taipei in 2006. Her article in
memory of Godard can be found on Facebook at the following link: https://www.facebook.com/share/p/5pzDMvL2yc8MeTMJ/?mibextid=oFDknk

5. Inher 1992 essay collection, The Toy Gun, Pei wrote in the afterword, "The Toy Gun was originally an experimental film that | shot in New York.
It tells the story of a girl's quest to find her relatives in New York, only to discover them shot dead in an absurd prank gone wrong. That's why
the English title of the film is The Toy Gun. Looking back at the story now, it not only feels unfamiliar but also almost as if from another era. At
that time, | was so naive and ambitious, always eager to create something, trying to channel my limited aesthetic experiences into the grand
art form of cinema. It was merely an attempt to depict the tragic persistence of will against the impermanence of life, and the illusions and
disillusionment of reality and dreams through a quest narrative. | was in my twenties back then and pretty much a child."

6. Originally named Keh Mao-hsuan, David Keh is a renowned restaurateur within the Asian-American community and owns several restaurants in
New York. He is active in the local social scene and acquainted with celebrities such as Brigitte Lin, Chang Li-min, Sibelle Hu, and Tsui Tai-ching.

In the 1980s, he invested in several Taiwanese films.

7. Peihas won three Excellent Screenplay Awards in total, including Five Impressions in 1985, The Pathetique Chronicle in 1982, and The Child
Favored by Jesus in 1992. The last two were written under her real name, Pei Hsun-yen.
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In New York, | was a free spirit. Making The Toy Gun felt
like experiencing first love. The entire crew worked so
passionately and fought for a common goal. | returned
to the US after the screenings of The Toy Gun. One day, |
received a call from Taiwan Television Enterprise (TTV). |
initially thought someone was going to ask me to direct.
Instead, | was asked to play the female lead in a TV
series called Paris Airport (1982). | refused this offer at
first, but | was persuaded to accept it eventually because
it provided me a chance to familiarize myself with the
Taiwanese film industry and a source of income. Various

culture shocks followed after | accepted the role.

The film industry feels like a bottomless pit. It's probably
the same everywhere, not just in Taiwan. Filmmaking is
a lifestyle. In the 1980s in Taiwan, | frequently ran into
Edward Yang. He would drive his Honda to different
cafes to chat with actors, but he also spent much of his
time sitting alone. Filmmakers often worked outdoors
daily, a lifestyle that might be less suitable for women.
Getting funders to invest in a film was also challenging;
and it sometimes required drinking with them, which |
couldnt handle. Then, there was the factor of luck. Many
new directors might not know how to write scripts, but
they still got films to direct. | had the capability to be a
director, but scripts and opportunities just didn't come
my way. | even tried working in the commercial industry,
where they told me | was the first film director to shoot
commercials at Key Point Production, even before Ko
|-chen and Ho Ping. However, making commercials
felt like using my skills to tell a compelling lie, which

contradicted my truth-seeking nature.
You mentioned the projects from CMPC. A Corky Smile

was my idea, and Pink Train was probably the brainchild
of Chao Chi-pin, the Manager of the Production

WIS

Department at CMPC. He wanted to make a musical,
and he approached me probably because nobody else
wanted to shoot it. However, none of these projects
proceeded. Looking back, | think | should have turned
down the projects if | wasn't truly passionate about the
subjects. If they really wanted me to direct, it should
have been something | was eager to shoot in order to do

it well.

When my creations reached a more mature state, |
was already married with children. Leaving home to
make films became less feasible for me, so | changed
my creative approach. Instead of pursuing filmmaking,
| began writing scripts and submitting them to the
Excellent Screenplay Awards. If my scripts were
awarded, then allowing others to shoot them would also

be an option.

The Child Favored by Jesus won the first prize for Short
Stories at the China Time Literary Awards, and | later
adapted it into a script. Looking back, perhaps it shares
the same deep and helpless sympathy as Indian female
director Mira Nair's Salaam Bombay! (1988), which is
among my top ten films. After the script adaptation
of The Child Favored by Jesus won an award, Huang
Yu-shan wanted to shoot it but eventually gave up
because she failed to secure government funding. | also
adapted Chen Ying-zhen's novel Chao Nan Tung into
the script, The Pathetique Chronicle. The scope of this
novel is really broad, covering the resistance of Taiwan's
elite youth against the government during the White
Terror, the relationship between Taiwan and American
capitalism in the 1980s, as well as the downfall of the
youth. The entire narrative was told through the story of
a child born in prison. Chen highly appreciated the script
after reading it, offered me many suggestions and faxed

me several pages of notes.

During your time working in the
Taiwanese film industry, you witnessed
the emergence of Taiwan New Cinema.
How would you define Taiwan New
Cinema? Do you consider yourself a
part of it?

| would define Taiwan New Cinema in two ways. First, it's
based on the ratio of fiction and reality. As Godard said,
the New Wave can be defined by the new relationship
between fiction and reality within the films. As New
Wave Cinema transitioned to real-location shooting,
the ratio of fiction decreased and reality increased. If
Beautiful Duckling had been shot with the New Cinema
approach, it would be totally different from how Lee
Hsing shot it. Second, the so-called New Cinema
is capable of changing the memories of an entire
generation and shaping the way we view and define
ourselves. Taiwan New Cinema emerged in the 1980s
amid the restless social atmosphere of local awareness
awakening, female and sexual liberation, and potential
political power restructuring. It wasn't a coincidence, but

an inevitability.

You asked me whether | consider myself a part of
Taiwan New Cinema. In fact, | was quite on the periphery
and not really involved in it. However, if viewed from
a broader perspective, | continued my film creations
through scripts and novels. During my years studying in
the US, | missed out on the cultural reflections in Taiwan,
such as the Taiwanese literature movement and campus
folk songs. When | returned to Taiwan and witnessed the
development of Taiwan New Cinema, | wrote The Child

Favored by Jesus, The Pathetique Chronicle and stories

of earlier time such as Carter's Wife and A Few Things
Regarding the Girls from the Little River to express my
sentiments, care and imagination about my childhood
and hometown in Taiwan. | consider this my connection

to Taiwan New Cinema.

Do you feel regretful that your scripts
were not made into films?

For me, the only regrets in life are about parting and
death. As long as I'm still alive, | don't have any regrets.
| don't really feel sorry for myself, but | do feel some
regrets that Taiwan New Cinema couldn't last long and
make a bigger wave. Novels like Chao Nan Tung should
have been adapted into films. Perhaps just like The
Conformist, it doesn't matter whether the film adaptation
is good or bad. The fact that it could be produced would
have filled some gaps in Taiwan New Cinema. The
resources of Taiwan New Cinema were only allocated to
a select few people. Had more people been involved, it
might have lasted longer and generated more works to

enrich the life, emotions and memories of this land.
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Interview with

SHU LEA CHEANG

In her debut feature film Fresh Kill (1994), way ahead of the modern Internet, Taiwanese-American multimedia
artist and director Shu Lea Cheang employs a television-style, multiple-time-space-thread narrative and a raw anti-
illusion aesthetic to conjure a display of marginalized queer, ethnically minority, and colonized individuals, leading
a transnational network of environmental resistance. The film touches on contemporary issues and futuristic

technological imaginaries, garnering continuous attention and discussion since its release.

In 2024, with the support of the National Film Preservation Foundation, the Fales Library at New York University is
releasing Fresh Kill remastered in two formats, 4K DCP and 35mm film. Seizing the opportunity, Shu Lea Cheang is
currently planning a road trip across the United States to showcase the film. She will be bringing Fresh Kill to 35mm-
projection-equipped independent cinemas and art-house theaters around the country. Through engaging local
communities in post-screening discussions and collaborating with other filmmakers to document her journey, this

project in a way exemplifies her ideas and practices of media and activism from the 1980s to the present day.

This article features an exclusive interview with Shu Lea Cheang, reflecting on Fresh Kill and her experiences traveling
between New York, Taiwan, and China in the 1980s. During that time, she engaged in media activism, collaborated

with Taiwanese filmmakers, and witnessed social upheavals and new technological advancements.

Exisﬂng literature on Fresh Kill maim\y for conversations and welcomed me to join. | also went

focuses on your creative context in the
United States during the 1980s, while
your connections to Taiwanese film
and television professionals of then, as
well as your role in introducing Taiwan
New Cinema to the US film industry
remain less discussed. Could you tell
us about how you became acquainted
and collaborated with New Cinema
directors at the time”?

When | returned, Taiwan New Cinema was in full swing.
Hou Hsiao-hsien, Edward Yang, and writer Chu Tien-wen

had a lovely camaraderie. They often gathered at café

WIS

to film sets to observe shooting, where | got to know
Chan Hwai-eng, Tu Duu-chih, Liao Ching-sung, as well as
Hsiao Yeh and Wu Nien-jen at Central Motion Pictures
Corporation. In 1986, | assisted Hou Hsiao-hsien in
submitting A Summer at Grandpa's (1984) to the New
Directors/New Films festival at the Museum of Modern
Art in New York. He didn't attend the festival in April, but
he did come to New York later in the fall when his film
The Time to Live and the Time to Die (1986) screened at
the New York Film Festival. It was his first time abroad,
and he didn't receive much subsidy from home. The film
festival only covered three nights of hotel expenses.
Later, he and Chu Tien-wen stayed with me at my place,

sleeping on the floor. It was quite challenging for them.

| read that you proposed a project to
Central Motion Picture Corporation
(CMPC) with director Ang Lee when
you were in the US?

I ' was working as an assistant film editor at an
advertising agency in New York before | started
freelancing and editing independent films. At that time,
Ang Lee was at home working on scripts and taking care
of his children, not actively seeking employment. Later,
when | was visiting Taiwan, | suggested that we pitch a
film project to CMPC together, but unfortunately it didn't

come to fruition.

In terms of our other collaborations, | was the assistant
director of one of his films when he was studying at
New York University. We later worked on a documentary
together titled East to West: America Through the Eyes
of a Chinese (1984). The film is produced by Janet Yang,
the current president of The Academy of Motion Picture
Arts and Sciences. Ang Lee worked as the sound mixer

on the film, and Jean Tsien also participated.

Most scenes in Fresh Kill take place
in New York and are juxtaposed with
environmental crises happening on
Orchid Island off the southeastern
coast of Taiwan. Could you speak
about the motivation behind creating
this story and share your experiences
filming in New York and on Orchid
Island?

| am devoted to understanding how waste dumping from
developed countries ends up in developing countries
on a global scale. When | learned that the Taiwanese
government was storing nuclear waste on Orchid
Island, I thought of comparing and contrasting the
relations between Manhattan and Staten Island in New
York with that of Taiwan and Orchid Island. The story
structure came first, then the characters were developed
gradually. My production team consisted entirely of
women, including my cinematographer. Independent
filmmakers often shot on 16mm film or Super 16 at the

time; but we later decided to tough it out and use the

more expensive 35mm film, which for me was a political
statement. Although | am an independent filmmaker, a
woman, and an ethnic minority in the United States, | still

want to use this medium to make films.

I ' went to Orchid Island during the first half of 1992 and
asked Huang Yu-shan to help assemble a film crew. We
were in school together at New York University, and |
helped her with her film Autumn Tempest (1988). | asked
the now-renowned artist Arthur Jafa to work as the
cinematographer. Originally, | planned for him to shoot
in New York during the latter half of the year, but he
insisted on coming to Taiwan. When he arrived on Orchid
Island, he was shocked. He wouldn't eat anything, not
even the vegetables, because he said they grew in water
contaminated by nuclear waste. He was even afraid
to drink bottled water. After returning to New York, he
told me that the quality of my production environment
was too poor, then resigned to work with Spike Lee
on Crooklyn (1994). | later enlisted Jane Castle as the
cinematographer for this film. She is Australian and has
already shot several music videos and collaborated with

Jane Campion and musician Prince.

How did your experiences in New York
during the 1980s and 1990s influence
you and this film creatively?

The 1980s were a tumultuous time marked by issues
of race, labor, immigration, and the beginning of the
LGBT+ movement. What influenced me the most
was obviously the AIDS epidemic. | lived in the East
Village of New York City, where many young theater
performers and artists died from AIDS. Hence, the line
in the kitchen scene where the lesbian couple says,
"I 'cannot go to another funeral" That truly was how it
felt at the time. It seemed like there was a funeral or
memorial service almost every week. Moreover, it was
an era of media activism, marked by the emergence
of numerous activist groups. Such as the independent
media organization Paper Tiger TV, founded in 1981,
of which | was a member." There were also groups like
the Black Audio Film Collective, and later ones like Diva
TV and Not Channel Zero. Fresh Kill reflects the vibrant

activist movements of that time.
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After filming the student movement at Tiananmen
Square in China and completing my five-channel
installation project Making News Making History - Live
from Tiananmen Square (1989), as well as collaborating
with Wang Jun-jieh on How Was History Wounded (1989),
| started planning the script for Fresh Kill. It can be said
that the experiences of the entire 1980s led to this story.
Fresh Kill was shot on 35mm film. During the editing
in 1993, Avid Technology released its digital editing
software. We managed to find a sponsorship from an
advertising company for the equipment, so we switched
to computer editing. Therefore, Fresh Kill also coincided

with the beginning of the digital editing era.

The cross-regional solidarity of
alternative media depicted in the

film reminds me of your earlier
collaboration with Deep Dish TV in
producing a five-hour program on
television media in Taiwan, Hong Kong,
the Philippines, China, and Korea. The
segment on Taiwan was presented by
the Green Team. Could you talk about
the production of this program??

My experience at Tiananmen Square was particularly
impactful to me. In 1990, | applied for funding from the
New York State Council on the Arts and created the
television program Will Be Televised: Video Documents
from Asia. Each country was represented by a local
media activist group, with the Green Team representing
Taiwan. In fact, besides meeting the New Cinema
directors, | also met with the Green Team during my visit
back to Taiwan, particularly because | was involved in
media activism myself in the US. | asked them to gather
what they had filmed, but it wasn't my decision on how

to present the work; it was entirely theirs.

The hacker subculture was also on the

rise in the US during that time. Could
you tell us about the individuals or
elements that inspired your concept
for the hackers and the transnational
environmental-action network African
Unity Network?

There was a magazine in 1984 called 2600: The Hacker
Quarterly, which still exists today. | used to attend
their gatherings in New York frequently. My work
indeed involves a lot of "hacking," which has become
my signature creative approach. For example, the
red phone on Jiannbin's computer desktop in the film
came from my 1992 art installation Those Fluttering
Objects of Desire. As for the African Unity Network, |
imagined such an alliance for the film. Since the Internet
did not exist back then, it was impossible to contact
people in Africa directly. Therefore, | describe the film
as "eco-cybernoia" to envision the possibility of such
connections in the future. Nevertheless, some elements
are factual, including references to African toilet paper,
sale ads of islands, and the business jargon used by the
businessmen, which | drew from conversations on BBS

dial-up connections.

In the film, the sky often appears

with an orange-red cover to simulate
nuclear fallout, but the sci-fi nuclear
doomsday motif remains mainly in the
background. What is the significance
of the sci-fi genre worldview in this
film”?

When reviewing my four feature films recently, | realized
that my work defines a genre that I call "Sci-fi New
Queer Cinema." Scholar B. Ruby Rich first introduced the
concept of New Queer Cinema in 1992, and her book
later included my second feature film /.K.U. (2000). | do
know both Rose Troche and Todd Haynes personally, but

1. Dee Dee Halleck and Mary Feaster, founders of the independent non-profit video collective Paper Tiger TV, were close colleagues with whom
Cheang collaborated during her active participation in the collective in the 1980s. They are both credited at the end of Fresh Kill. However, they

were not substantially involved in shaping the film script.
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| see differences between my work and the New Queer
Cinema. My work is more focused on political and social
issues rather than queer identity, which is why | added

"sci-fi" to it.

I didn't particularly have sci-fi in mind when making
Fresh Kill, but sometimes when reality becomes too
unimaginable, the sci-fi genre allows for freer expression.
The red effect in the sky was achieved by placing a red
filter in front of the camera lens and not through post-
production. | told my cinematographer that we needed
to make it appear as if red radiation beams are falling
from the sky, resembling nuclear fallout. The funny
thing is that when the remastered version premiered at
the International Film Festival Rotterdam, an audience

member asked if the red sky was a mistake.

The film does not emphasize the
context of the AIDS epidemic. Instead,
it employs a plot revolving around a
lesbian couple raising their daughter to
depict the survival and labor of queer
families. How did you plan out the daily
lives of your characters?

The character design was strategic. The film industry
had just started paying attention to racial issues, and
casting agents began talking about "non-traditional
casting," meaning non-white actors were becoming
more acceptable. | wanted Fresh Kill to be extremely
"non-traditional." | made the mother African-American,
the daughter Indian, and the father Native American
without providing narrative explanations. Furthermore,
while homosexuality and queerness were beginning to
be acknowledged then, the film didn't explicitly state
it. For instance, Shareen's father knows that she and
Jiannbin are pretending to be a couple in the film. It is
mentioned that whenever she is with a female friend, he
drives the friend away. And Claire's mother consistently
mispronounces Shareen's name. | incorporated
these details to subtly convey the lack of recognition
of homosexuality. So, while AIDS is not explicitly

mentioned, it is still the most impactful element for me,

which later became the theme of my third feature film
Fluid@ (2017).

In terms of their daily lives, at the restaurant, there is
Jiannbin, the male Asian chef, Claire who works as
a waitress, and a Spanish dishwasher. Restaurant
employees were mostly people of minority ethnicities
then. Claire mocks Shareen for attending a prestigious
school only to end up with a trash disposal job. In
all honesty, these are all true stories. The people |
encountered most often in New York were those on
the social margins. When writing the script, | wanted
to incorporate these stories, even though they were
not necessarily directly connected to the plot. To me,
the existence of these marginalized individuals feels
authentic. | have many intimate relationships like this
in New York—helping babysit kids, covering for queer
friends, and so on. Although these communities exist
on the edges of society, we find trust and support within

each other.

The evil corporate commercial in the
film features a series of equations
demonstrating the exploitation and
surveillance of thoughts. There is also
another equation, "Kiss=Kill=Stream,’
that presents a sense of resistance
through imagery. What are the
implications of these two sets of
equations?

The original title of the script was Wasteland, which was
later changed to be named after the Staten Island Fresh
Kills landfill. We felt that the former wouldn't attract the
audience much, but we also worried that some might
mistake it for a horror film. Ultimately, we went with
Fresh Kill, referencing Manhattan's past as a former
Dutch colony and the fact that there used to be an
actual stream. This is the explanation for "Kill=Stream."
We visited the place many times and felt the severity
of its pollution. Interestingly, in the film, a white man
mentions looking for a job and says, "Maybe | can help

turn the landfill into a park." Indeed, the former landfill
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has now become a park, something no one could have

anticipated back then.

The commercial is logical. | believe the film foresaw the
contemporary emphasis on "green" initiatives, in other
words, the increased ecological awareness in modern
society. The businessman in the film suggests that it is
now more lucrative to embrace eco-friendly practices.
As for going from "Kiss" to "Kill," | think it implies,
"You hurt deeply when you love deeply." In the scene
where Shareen finds derogatory language towards
lesbians written on her car, her male friend from the
pool hall is afraid to help and hides in the corner. This
aims to illustrate the societal discrimination against
homosexuality. Though there is love sometimes, more

often you get greater harm.

Many scenes in the film feature
characters speaking, reciting poetry,
delivering lines, and reading news
directly into the camera. You also spoke
about constantly switching locales
between scenes to imitate changing
channels with a remote control. Could
you discuss this television-imitating

WIS

visual style?

Have you noticed me in the control room in the film? This
arrangement was indeed a reflection of the television
era at that time. As for characters speaking directly
into the camera, it is primarily a television style, but my
influences in this regard are playwrights like Brecht and
the films of Godard. The rapid scene changes stem
from my dislike of building a process. There are also
some effects created through collage in the film. To me,
when an actor stands before the camera, the character's
background story immediately becomes apparent. 'l
appear, therefore | am." | would share the background
stories with the actors, but | chose not to disclose this
information to the viewers. When | screen UK/ (2023)
now, | tell the audience, "It's okay if you don't understand;
don't struggle to comprehend." It reminds me that | was
using this approach in Fresh Kill as well. | didn't want the
viewers to pause at any point and wonder, "How could
the father be Native American?" Many audiences used
to be confused, but | don't want them to be concerned
about logical issues. What | want is for them to follow

the plot and experience how the film could affect them.
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Interview with

KUO YA-SHAN

Interviewer: Wu Tzu-an, Tsai Shr-tzung
Writer: Wu Tzu-an

Kuo Ya-shan transitioned from making commercials to creating experimental films. After completing her studies in

Chicago, she returned to Taiwan and later moved to Shanghai. After experiencing "the most beautiful period of life

studying abroad," she had to readjust to life in Taiwan and returned to commercials. Her back-and-forth trajectory

reflects different forms of creative energy and considerations between reality and ideals for visual artists of the time.

This interview spans various stages of Kuo Ya-shan's creative journey, discussing ecological changes caused by

technological advancements, from her interests in martial arts to experimental works, and from working in Taiwan's

golden age of commercial advertising to now practicing tea ceremony—an alternative art practice that involves

constant redirection, revealing to us a life of freedom.

After graduating from the Department
of Applied Arts at Fu Jen Catholic
University, you pursued a master's
degree in film production at the School
of the Art Institute of Chicago. Could
you start by sharing your experience
studying abroad?

Studying in the United States was the happiest time of
my life. Before attending the School of the Art Institute
of Chicago, | hadn't figured out my path. But, because
I loved films, | submitted my works, took the exams,
and got in. Folks there treated film stock as painting
material. Apart from regular assignments, we had to
submit a complete piece every year, but it wouldn't be
graded because those standards are not suitable for
art. You could choose any courses at the school. For
example, in a composition course, we produced all
the sound for our films ourselves. We composed with
computers and produced the music and sound all by
ourselves. | also took elective courses in lithography and
instrument-making. | would create a new instrument just

by combining a canned corn with a copper wire.

I ' was in the US from 1992 to 1995. When | entered the
school, Chung Mong-hong had just graduated. My time
there also overlapped with Apichatpong Weerasethakul,
who went by the name Joe in school. He was in the
undergraduate program while | was in the graduate
program. | was quite close with him, and he even visited

me in Shanghai later on.

There were many small groups at that time that would
invite students from different schools in Chicago to
submit their works for screening at a specific venue. |
applied for a slot to screen some films, and it would be
mentioned in local newspapers, attracting audiences to

come and watch.

Two or three years after | returned to Taiwan, Joe had
many good friends who were organizing independent
film festivals in Thailand, and | went to participate in one
of them. He was still studying in Chicago then. | made a
short film about a toilet whirlpool, so | got to screen it in
Bangkok. Unfortunately, the film is lost now because it
was in Betacam format, and the machines became very

rare later on. | lost all the master tapes when | moved
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houses, and the VHS tapes all got moldy.

Your film None of the Beats of My
Heart is the Same (1995) which was
made during your studies, utilized
many television and VHS materials.

| am very skilled at intercutting. | would constantly
connect and record from VHS, camcorder, and television
onto the same videotape. | would film something and
transfer it to VHS, then film the playback again with
16mm. These were attempts | could accomplish alone.
| was living alone in Chicago, a city rampant with gangs,
so | spent most days alone in my room. | didn't go out at
night; instead, | stayed in and watched a lot of television
shopping programs. The special effects they used were
quite cheesy, like one frame splitting into three frames.
| would film these and convert them into materials; this
was one of my methods of sourcing raw materials.
Some other methods include, for example, accidentally
cutting my hand while opening a can one day, causing
blood to drip onto the cutting board. This also became

material for me.

The school bought a copy of None of the Beats of My
Heart is the Same from me to include in the library. | took
on a part-time job at the library at that time, where my
responsibilities included maintaining and cleaning the
film collections. So, during my shifts, | could watch all

the films available in the library.

During that period, there was a lot

of discussion about the inter-filming
between television and celluloid works.
I'd like to ask about the technical
operations of this film.

None of the Beats of My Heart is the Same did not use
any tapes or electronic equipment; everything was

completed on the base of 1T6mm film. | employed many

WIS

techniques, including filming television screens, using
optical printing techniques with filters, and repeating
exposures with backward and forward motion, to
create effects resembling hallucinations. There is a
scene in which a man sits by a window, talking about
himself, while a pizza flies over his head. This effect
was achieved by using Oxberry. After shooting the pizza
scene, we made a high-contrast black and white mask
and superimposed it on the two scenes to double-

expose it.

The school offered courses about different techniques
on each floor of the building, and we were required to
take all of them. This film essentially incorporated all the

techniques | learned in our department.

Some people laughed out loud when | screened the film
at school because of the scene where a man is crying at
the window about his father's suicide, but then suddenly
a pizza flies in from the side. Perhaps it was because |
had worked in the commercial industry before studying
abroad, so | was able to come up with things that people

wouldn't expect.

This film might be related to the happenings in my life.
Around the time | went abroad, my father was having an
affair, and there were constant arguments at home. It is
somewhat like a genetic inheritance or curse because
my grandparents also had a troubled relationship, but
they never divorced and lived together the whole time.
My mother is an educated modern woman, yet her
choices mirror those of my grandmother exactly. | was
afraid this pattern would repeat itself in me. Just like
the man whose father committed suicide in the first
segment, one day he realizes that he, like his father, puts
Tabasco sauce on his eggs. He worries that somewhere
in his subconscious, he is actually just like his father.
That might have been the issue lingering in my mind
at that age. The later material is related to my sister

and my mother, which are all based on real events. The

issues | think about constantly would naturally seep into

the film; you don't tend to shoot things unrelated to you.

Regarding the medium, there are significant differences
between video and film courses in school. Because
shooting on film costs a lot of money each time, | tend
to refine more mature thoughts in my mind before
embarking on these works. Usually, what you shoot
feels more substantial. The speed element in videos
comes from their easy accessibility, which makes the
thought process more agile. For example, | conducted
an experiment where | read from a book for five minutes,
recorded it with machines at different speeds, and
then overlapped them. The mouth movements in the
footage gradually fell out of sync with the audio. Such
experiments are easy to do, but they don't feel like real

work after completing them.

So these two mediums did influence
some of the motivation for and texture
of your creations.

Many of the professors at school were pioneers in
experimental film. Sharon Couzin was the department
chair at the time. Her work directly involved using long
exposures on the lowest ISO negative film. There were
also some eccentric individuals in the department.
Someone shaved all their body hair off to make optical
prints, and worked naked to prevent static from causing
specks in the image. As for video, | only took one
class, which provided some inspiration, but | was less
interested in it.

Once, our class organized a film festival and screened
my first-year project From, To, which Chung Mong-
hong came up with the Chinese title for. The professors
had divided opinions about it. Some said that there
were already many films about Chicago trains, but
one teacher said: "Even though many have done it, you

haven't done it yet." Upon hearing that, | thought, "It's

true, | haven't done it yet." After completing the film, |
received a full scholarship for the second year, which

made me quite happy.

During my two years in Chicago, | was very fortunate
that the film programs at small local cinemas were
all incredibly impressive. | would go alone to watch

whenever | had free time.

The truth is, your interview made me revisit these things,
and they brought back so many memories. It is a bit
painful for me. They remind me of when | returned
from the US with all my equipment and was full of
enthusiasm, thinking | would always be involved in this
work. Gradually, as life changed, those things became
less relevant and just took up space in the corner. |
thought | would never abandon film stocks, but in the
process of life gradually changing, they became more
and more distant. Eventually, | had to discard them.
The film stocks, which were once fresh when unrolled,
became more deteriorated over time, almost breaking
my heart. For several days, | have been pondering, "Is
that also me?" This is so difficult. At some point in life,

you just part ways with these things.

Before going abroad, you filmed
Motorcycle Girl (1991), which won

an award in the Non-Commercial
Screening Category at the 4th China
Times Evening News Film Award in
1991 The original judging records are
still available. Could you also talk about
this film”?

Motorcycle Girl is a chaotic portrayal of Taipei,
incorporating some very stream-of-consciousness
elements. For instance, there is a scene where a candle
is covered by a lid, causing the flame to extinguish and
then turning black before jump cuts. It lacks a coherent

story and mainly wanders from scene to scene. You can
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see many street views of Taipei at that time, including

railway crossings, which are now all gone.

The film was shot on T6mm film and edited on Betacam,
which was the most convenient tool at the time. Every
company would have two or three Betacams for editing.
At that time, Director Jonathan Yang gave us a lot of
help that allowed us to shoot freely. We happened to
learn about the China Times Evening News Film Award
right after finishing shooting, so we transferred the film
to Betacam for submission. We were still young and

eager to create. Afterward, | went to the United States.

| am curious about your thoughts on
the Taiwan New Cinema, which was
highly regarded internationally while
you were abroad.

Joe and | went to see a special program on Hou Hsiao-
hsien. Afterward, Joe said to me: "l am so envious
of you. There is such a fantastic director from your
country." It was really great, but it would've been even
better if the school had organized a series on Hong
Kong martial arts films. | grew up pretty lonely as a child.
On the first day of the lunar new year, | would take a bus
alone to watch martial arts films. In 2021, | even went to
the Wudang Mountains to learn Tai Chi and stayed there
for half a month.

Could you talk about your filmmaking
experience after returning to Taiwan?
Was the filmmaking industry still
predominantly male at that time?

| think ignorance is the greatest weapon. Looking back
on my journey, | realize it is all about ignorance. The

more you know, the more obstacles you perceive.

On set, there was indeed a kind of unconscious

discrimination. For example, my family is from mainland
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China, but they insisted | make Taiwanese-language
works. Or that because | often wore very shabby jeans,
the producer would come up and say: "Could you please
dress up a bit? You dress even worse than the assistant.
You are the director, aren't you?" | felt like | had to act like
a man to make life easier, and | would adjust my accent
to make myself fit in better. There were some rumors
back then, saying that a female director sat on a gearbox

and caused all the footage to turn completely black.

Upon returning, | found myself a complete stranger
to the industry here, as most of my experience in
experimental filmmaking was in the US. Key Point
Production was still going strong in the 2000s and had
many resources. | happened to return during a time
when | could either work in-house or not. | hardly ever
worked in-house; | just kept wandering everywhere. In
2000, | collaborated with Wang Jun-jieh on Microbiology
Association: Condition Project I. He was my senior at
Fu-Hsin Trade & Arts School, and | was probably quite
influenced by him. That piece involved a man and a

woman filming each side, but | didn't keep that work.

Many individuals from your generation
who studied experimental film in the
United States eventually work as
commercial directors. I'm curious
about what the transition from
experimental film training to other
paths looks like.

I've loved watching movies since | was young. The way
| watch movies is a bit like having a camera in my brain.
For example, after watching Decision to Leave (2022)
twice, | noticed that many editing and lighting techniques
used in the film are very similar to Vertigo (1958). Then |
found out that Park Chan-wook is a Hitchcock fan. This
is my expertise. So | know what kind of core techniques
are required to make feature films, which are different

from those required for commercials. | don't harbor that

kind of dream though, that involves a lot of money and

favors.

But perhaps after studying experimental film, | became
skilled at transforming films into something new. When
| graduated and returned to Taiwan, much of my energy
was spent on working jobs to survive. Due to the shorter
production cycle and the availability of more funds in the
commercial industry, people are able to express more

creativity.

About five years after returning to Taiwan, | finally gave
up my various roles and dedicated myself entirely to
being a commercial director. For a while, | had a bit of
a breakthrough, but | didn't manage to become a very
famous director. Maybe it is because | am not very
good at interpersonal relationships. Or perhaps | shot
commercials well at first because | didn't understand it.

After understanding it, | became very numb to it.

People returning from studying experimental film might
still have a better grasp of some fundamental aspects
of filmmaking, such as the mastery of material and
things that are less defined. For example, when | shot
a commercial for Wei Lih instant noodles, | scaled
down the 35mm so that the film frame could be seen.
My experience with handling film stocks, developing
them myself, and using positive film for color grading
has made me more eager to explore this medium. |
then bring it into films and commercials. For a while,
Jonathan Yang even urged me to become a music video
director. | directed many music videos then, including
one for Deric Wan from Hong Kong, and | co-directed a
music video with Jonathan Yang for Leslie Cheung and

Sarah Chen's song of "Take for Granted."

I'd like to ask about your move to China
for commercial business.

Around 2003, | started visiting China more often, and |

officially moved there in 2007. My reason was time and
money. Initially, | had overlapping groups of clients on
both sides of the market, but later, | started doing more
business in China. | stopped shooting commercials
altogether in 2014. It felt like my interest in it waned,
and | began to enjoy tea ceremonies. Shooting began to
become painful. Coupled with the fact that | had become
too proficient in the business, it felt even more tedious

to me.

| am a tea ceremony teacher now, and | run my own tea
ceremony studio. Apart from this, | also create works for
large tea events every year. Perhaps my development
in the practice of tea ceremony has formed a trajectory.
Tea ceremony is quite similar to theater; taste and
vision overlap. If you are well prepared, when someone
approaches you, you enter a realm. This also provides

me with a great deal of artistic energy, which makes me

very happy.

For example, | would make a tea setting out of cowhide
and turn it into an art installation. | also perform in
costumes. In one tea ceremony, every time | pour tea,
| sprinkle some sand on the ground. | would place the
cups on the sand before pouring tea for people to drink.

I name this work Dream Reflections.

Your training in visual arts has
transformed into tea ceremony
performances.

Yes, my tea ceremony involves teaching the aesthetics
of tea settings, and | utilize a variety of materials. What
I am interested in is still related to art. Even when
performing tea ceremonies, | always incorporate visual

elements that are more akin to performance art.
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PENG LI-HUA

Interviewers: Hsieh Chia-chin, Tsai Shr-tzung, Chen Huei-yin
Writer: Hsieh Chia-chin

When one searches for female directors in the early lists of the Golden Harvest Awards, one name that stands out is

Peng Li-hua. She was a two-time winner during her time studying film at Chinese Culture University's Department of

Theatre Arts, making her one of the very few female filmmakers at that time. After graduation, she worked at the Film

Library of the Motion Picture Development Foundation (now Taiwan Film and Audiovisual Institute), before studying in

Paris from 1983 to 1989. Upon returning to Taiwan, she served at Central Motion Picture Corporation (CMPC) as the

head of the Planning Group in Production Planning Department and Deputy Manager of the Television Department

(1990); later, she became the Acting Deputy Manager of the Production Planning Department (1995). This interview

discusses her career trajectory and experiences, a summary of which is outlined below.

Why did you study film at Chinese
Culture University?

It felt very much like "fate." | didn't initially know that
this department existed. On the day we took graduation
photos, a classmate told me that Chinese Culture
University's Department of Theatre Arts had a Film
Division that didn't require an arts subject exam. She
got the course code and a 2B pencil ready, then dragged
me to the academic affairs office to ask the teacher to
retrieve the locked preference cards for us to amend.

And with this one stroke, | ended up getting in.

After enrolling, I initially planned to retake the exams or
transfer to another department, but | was repeatedly
pulled back by senior students. | vaguely felt like this was
a path | wanted to explore. At the time, three classes
left a deep impression on me. One was Simon Hung's
rehearsal class, where we used very traditional and
concrete methods to rehearse Shakespeare, providing
me with a lot of nourishment. There were also two film
classes. One was Mou Tun-ping's introductory film

class, and the other was Chang Chang-yan's Japanese

WIS

film class. It was the first time | saw the works of Ozu
Yasujiro and Mizoguchi Kenji, which really opened my
eyes. In my freshman year, | also met my "master,’
teaching assistant Lin Jun-cheng, who later became
a very important assistant director during the 1980s.
It was he who led us to start shooting 8mm films. His
devotion to film and meticulousness laid a very solid

foundation for us.

During my sophomore year, the Film Library was
established. But at the time, freshmen and sophomores
could only apply for Type B memberships,' so there were
many films we couldn't watch. As a sophomore, | was so
eager to watch Death in Venice (1971) that | even went
to argue with Hsu Li-kong, the head of the Film Library
(laughs).

You have two works that won at
the Golden Harvest Awards, which
was billed as an "experimental film
exhibition." These are Between 0
and 1, which won the 2nd edition's
Best 8mm Feature Film?in 1979,

and Goodbye Lennon, which won

the 5th edition's Outstanding 8mm
Documentary in 1982. Could you

talk about your understanding of
‘experimental cinema” at the time and
your filmmaking experience during
your university years?

At the time, | had read about experimental films
written by Liu Sen-yao and Wang Hsiao-hsiang, but |
never had the opportunity to see them. It wasn't until
Wang Hsiao-hsiang brought in a batch of short films
from the United States Information Service (USIS) for
screening lectures at the Film Library that | actually got
to watch experimental films. | was in my third year at
university then, and Between 0 and 7 was shot during my
second year. We fully experimented as we went along,
discussing the story with my junior, Chang Kuo-hsiang,
and then performing and drawing out each scene frame

by frame.

Between 0 and 1 tells the story of a happy clown
who suddenly senses the pleading eyes of a puppet
manipulated by strings, making him feel very conflicted.
Finally, during a performance one day, he rushes onto
the stage and tears off all of the puppet's strings. He
watches as the puppet slowly collapses in front of
him; it is as though he had killed the puppet. During my
hipster phase, | of course read Hermann Hesse and
existentialism, so it was inevitable that nihilism would
be reflected in my works. Many people helped me with
this film. For instance, for the dream sequence, teaching
assistant Lin Jun-cheng took us to the mountains to
collect dry branches. We hung them on fishing lines to
resemble floating trees. Then, we used an electric fan

to blow smoke in the studio, creating a dreamy effect.

There was also CMPC cinematographer Chen Chia-mo,
who came to provide guidance when we shot larger
scenes. | learned a lot from all of this. It's just a shame

that the film wasn't preserved.

After my first film won an award, | wanted my second
film to explore life and death, and the futility of life. So
we went over to Dagiaotou in the middle of the night. At
the time, there were houses being built everywhere, and
that area was a gathering place for temporary workers.
It was winter, and there were people sleeping on long
benches with only a blanket wrapped around them,
while a couple of vendors were selling salty congee
and noodles. It really was quite bleak. But we were
foolish; as soon as we turned on the lighting equipment,
| saw a bench flying towards me through the camera's
viewfinder. We were too young to consider the poor man
waiting for a meal, only to be disturbed by lights and

cameras. It must have been unbearable!

You mentioned Goodbye Lennon winning Outstanding
Documentary. Back then, the Golden Harvest Awards
were only separated into 8mm and 16mm films, and
had just started establishing categories. We really
had no idea what a documentary was; we just felt the
film seemed more like a documentary and submitted
it. Goodbye Lennon was very personal, like a private
film that | starred in. Our generation was obsessed
with The Beatles, so it was very hard to accept when
John Lennon was inexplicably gunned down. This film
carried out two small experiments. At the time, Fujifilm
had released Single-8 film,® which could be rewound,
so we tried shooting double exposures. The other test
was to determine if the film's light sensitivity could
handle shooting under candlelight. Before the film was
developed, we were actually pretty nervous.

1. When the Film Library was first established in 1979, memberships were divided into two categories: Type A membership was limited to those
actively involved in film production, educators in film departments of universities and colleges, students in their third year or above in film
departments of universities and colleges, and individuals with film-related publications; Type B membership only required the applicant to be
18 years old or above. The difference between the two was that Type A members could watch "restricted films" in the library. These refer to
domestically banned films in the collection that may contain subject matter unsuitable for public discussion or scenes deemed too provocative.
Type A members who were also students had to first obtain a letter of consent from their head of department before they could watch

restricted films.

2. A'feature film" as defined by the Golden Harvest Awards at the time is somewhat different from contemporary understanding. According to
the regulations of the 2nd Golden Harvest Awards, the dividing standard for 16mm films was set at 20 minutes. Films over 20 minutes were
categorized as feature films, while those under 20 minutes were categorized as short films. For 8mm films, the dividing standard was set at 15

minutes, with no minimum running time for short films.

3. The 8mm film format was originally known as Double 8 or Regular 8. It involved loading a 16mm film with double the number of sprocket holes
into an 8mm camera. During filming, the film would rotate in one direction until it reached the end, exposing only the right side of the film. The
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After graduating from university, you
worked at the Film Library. Could you
talk about this experience?

My job at the Film Library was mainly to organize the
Golden Horse International Film Festival. Originally, it
was not very large in scale,* until 1982, when Hsu Li-
kong, Director of the Film Library, hired Huang Chien-yeh
and Chen Kuo-fu, and decided to expand it. So we flipped
through Variety magazine every day, while also sending
letters to various film festivals to request their catalogs,
collecting distributor contacts, and visiting foreign
cultural centers in Taiwan. It was a bit like trial and error,
but at that time, who had the budget to go overseas to
select films? Despite this, we somehow managed to
invite over 50 films, including works from Henri Cartier-
Bresson, the Swiss New Wave, and Canadian animated

films.

My other task was to create the Film Appreciation
Journal. In the early days, the Film Library's film
descriptions were very basic. They were printed and
folded into small booklets, stapled together to be
distributed on-site. | told Director Hsu that the Film
Library should have a more professional magazine. |
first experimented with four relatively formal program
publications before planning the Film Appreciation
Journal. | chose A4 as the size and asked the artist Huo
Jung-ling to design the cover. | had seen her exhibition
at the Spring Gallery and liked her clean and simple
designs, but she had actually been moved by moss
and took photos of it for inspiration. At the time, there
was an elder at the Film Library who asked me to write
the foreword for the first issue. | asked why, because it
might be gone after 10 issues. He said | have to write it,
because | will become a historical figure in the future.
| said | don't want to write the foreword, and | won't
become a historical figure (laughs). But | really never
expected the Film Appreciation Journal to survive for
so long. Back then, | approached many filmmakers for
special features. Li Yu-hsin (who later changed his name
to Alphonse Perroquet/Parrot Caille/Quail Java Sparrow
Youth-Leigh) told me that the French have a film archive
in Bangkok that randomly selects four films to tour Asia

each month to promote French culture. So we went
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to see the Director of the French Cultural Center and
proposed putting together a film list for the entire year.
This way, we could systematically introduce French
films in the bimonthly Film Appreciation Journal. This
proposal received a positive response, and | personally
benefited a lot from it by being able to see the works of
various New Wave directors. For this, | especially have to
thank Li Yu-hsin.

Why did you later go to France to
study film? How was the environment
different? Did you make any films?

| originally wanted to go to New York. But it was the end
of 1982, the Golden Horse International Film Festival
had just ended, and | was wrapping things up while
also preparing content for the first issue of the Film
Appreciation Journal. That was when Yen Hsiao-ping,
an academic who studied in France, brought me a lot
of new ideas.” He also pursued me very aggressively,
loitering around the Film Library from when it opened
until the time it closed (laughs). So we ended up getting
married, and | then learned a little bit of French and went
to Paris.

| didn't expect Paris to be so stunning. It was as
though every pore in my body had awakened and was
taking deep breaths. I love looking at artworks and
often hanging out at the Louvre, carefully examining
these authentic masterpieces. The Cinémathéque
Frangaise was even more abundant. Each year's major
retrospective, for example FW. Murnau, Fritz Lang, D.W.
Griffith, Ingmar Bergman, Bernardo Bertolucci, and Ozu
Yasujiro, included almost every work created during
their lifetimes. Additionally, my classmate at Pantheon-
Sorbonne University, Jennifer Burford, took me to see
woman's films. It was the first time | encountered
the works of directors such as Barbara Hammer and

Chantal Akerman.

As students didn't interact much in French classrooms,
it was difficult for foreigners to integrate. Jennifer was
the first person to show me kindness. | was very lucky,
as she introduced me to France's experimental film

circles, where | met people like Yann Beauvais. At the

time, they founded a cine-club called Light Cone, and
kindly allowed me to occasionally watch films for free.
Our supervising professor was Dominique Noguez, who
taught philosophy, experimental films, and Marguerite
Duras was his favorite. During class, apart from teaching
us Henri Bergson's theory of durée (duration), he also
invited directors to come screen their works and discuss
them face-to-face. The arrival of German director Werner
Nekes made me realize how sound and images could
be manipulated. Consequently, | conducted an interview

and published it in the Film Appreciation Journal.

In another practical class that required actual filming,
Jennifer mentioned a question posed by her friend, the
landscape artist Miles McKane: Does our perception
of nature actually bear traces of human intervention?
He piled up cone-shaped mounds in the wilderness,
letting them withstand wind, rain, and passing birds
while he regularly filmed every subtle change. After
several years, the cones had become a part of the
natural landscape. Miles is very handsome, like a figure
in a classical painting. Jennifer suggested using dual
screens to present Miles and his work, in order to create
a dialectic between the two visuals. | shared with her my
excitement about watching Napoleon (1927). She said
Napoleon is already a classic, and new art needs to have
its own ideas. For instance, don't let the dual screens be
symmetrical or too tightly related; there should even be
some disparity. That's experimental cinema. Moreover,
she hoped that | could write a caption in Chinese,
contrasting vertical block characters with horizontal
letters. In response, | wrote: "Nature bestows upon me

such beautiful images.”

Additionally, | made a short film called Firebird, around
five minutes long. | shot the firebird sculpture at
Stravinsky Fountain near the Centre Pompidou and
chose a segment of music from The Firebird ballet,
experimenting with the alignment and harmonization of
sound and images. Together with a short dissertation
of around 30 pages, | became a Ph.D. candidate and

entered the doctoral thesis stage.

Before | completed my thesis, | returned to Taiwan with
my husband, who had already obtained his degree.
I didn't get a full-time university position; instead, |
embarked on another exciting path that | had never
previously considered. Sometimes, | think this might be

another kind of destiny.

After returning to Taiwan, you joined
CMPC. Could you please talk about
this period? I'm also curious why there
seemed to be a transition later on,

as the films you made were basically
unrelated to experimental cinema.

When Director Hsu took over as CMPC's Deputy General
Manager and Manager of the Production Planning
Department, he invited me to join the company as the
head of the Planning Group and Deputy Manager of the
Television Department. | dug out a box of scripts from
a corner of the Production Department office and read
over 130 scripts. | chose three scripts, including Ang
Lee's The Wedding Banquet and Pushing Hands. We shot
Pushing Hands (1991) first, mainly because the initial
script of The Wedding Banquet (1993) was very subtle

film would then be reversed and turned in the opposite direction to expose the left side. After developing, the film would be cut into two sections,
left and right, each 8mm wide. In 1965, Kodak introduced the Super 8 system, which retained the 8mm width but had smaller perforations,
resulting in a 50% larger frame size compared to Double 8. Super 8 became popular in the amateur film market due to its affordability and ease
of use. Fujifilm then separately introduced the Single-8 system as an alternative to the Super 8 format, using film cartridges that were only
compatible with Fujifilm cameras but could still be edited and projected with Super 8 equipment. Single-8 cameras were more convenient for
splicing and multiple exposures compared to Super 8, but they did not achieve the same level of popularity.

4. Today's Taipei Golden Horse Film Festival originated from the "Golden Horse International Film Festival and Exhibition" held in 1980. Initially
organized by the Film Library as an observational exhibition affiliated with the Golden Horse Awards, it screened films that were difficult to
import under commercial or censorship systems. In 1980, there were only a dozen or so films. However, in 1981, the scale expanded, extending
the festival period to 14 days and increasing the number of screenings to over 50 films. The expansion continued in 1982, extending the festival
period to 22 days and increasing screenings to over 60 films. The event also removed "Exhibition" from its name to become the "Golden Horse

International Film Festival."

5. Yen Hsiao-ping holds a Ph.D. in Political Science from Paris-Panthéon-Assas University and is a retired professor from the Department of
Political Science at Chinese Culture University. Film-related publications include Ruptured Metaphors: The Strategic Game of Studying Film
Semiotics, Part | — Theory, Recollections of Watching Films in Paris: The Strategic Game of Studying Film Semiotics, Part Il — Intertextuality, and
Author Strategies for Mastering Audiences: The Strategic Game of Studying Film Semiotics, Part Il — Directors: Truffaut vs. Hitchcock. In the
foreword to Ruptured Metaphors, Yen mentions his experiences and observations in Paris at the time, which can serve as a supplementary

account of their experience.
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and structured more like a closet drama. It was not as
mature and moving as Pushing Hands. Additionally,
given that the patriarchy was gradually falling apart in
society at the time, we believed that Pushing Hands

would be more likely to resonate.

At the same time, Tsai Ming-liang and Wang Yu-feng
formed Wen Da Film Co. and shot the series Skies of the
Common People. They approached me to direct one of
the episodes, Something about Lao Zhao (1990), which
explores a father-son relationship that was always on
edge despite their love for each other. In this episode,
Chang Feng portrayed Lao Zhao, a building manager and
a very strict mainlander father who would scold his son
for not holding chopsticks properly. In the end, he put his
son on a plane back to China to visit relatives without
being able to divulge his own terminal cancer. Apart
from his relationship with his son and job as a building
manager, | also explored his social circle, such as the
mahjong parlor, cabaret club, Chinese opera fan club,
and "Dim Sum World" at Chunghwa Market. When | look
at it now, there is still some of that nostalgic flavor. At
the time, we only had a shooting schedule of five days,
plus 30 hours for editing. However, due to actor issues,
we had to make last-minute changes to the script. In the
end, we shot it in four and a half days and completed
the editing in 28 hours. Fortunately, Tsai Ming-liang
watched it and said, "It's very good." Back then, he was
still making commercial works for television. | think this
episode subverted his perceptions, because it captured
something very spontaneous and improvised, yet

appropriate in the situation.

In 1995, Director Hsu took over as the General Manager
of CMPC and appointed me as the Deputy Manager of

HHIFEY

the Production and Planning Department. That year, in
addition to promoting CMPC as a film studio chosen by
the Taiwanese government's "Asia-Pacific Media Center"
project, | also brought Lin Cheng-sheng's A Drifting Life
(1996) to Cannes after it was selected for the Semaine
de la critique (International Critics' Week). The film won

the Ecumenical Prize.

Back to experimental cinema. Even though | didn't
continue making films, in 2000, | participated in the
production of the 13-episode Image Creative Workshop
series on Taiwan's Public Television Service. On the
one hand, through submissions, we discovered several
creators who remain active today, such as the musical
artist Wang Fu-jui, and emerging directors Lin Tay-jou
and Lin Chiao-fang. On the other hand, we interviewed
creators who were already accomplished at the time,
such as Jay Shih, Jerry Lu, Chang Jung-kuei, and Cheng
Ying-shu. This was the first experimental film anthology
produced by a TV station at the time, which could be
considered as me holding myself accountable for what |

had learned.

After leaving CMPC, | became an independent producer,
producing TV dramas such as Fi Fi (2004), [UUI (2013),
the TV movie When Mom Visits (2013), and the films
Jump! Boys (2005) and Rock On! (2010). | wanted to
infuse experimental elements in these commercial
works, but | was wrong. | should have listened to Anatole
Dauman, producer of Last Year at Marienbad and In the
Realm of the Senses, who once told me: "Never seek
a balance between arthouse and commercial cinema.
They are opposite ends of the scale; it's either this end

or that end”
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Interview with

LANA LIN

Interviewer & Writer: Wu Tzu-an

Lana Lin is a Taiwanese American scholar, installation artist, and experimental filmmaker. As an Asian and queer

individual, her experience in North America had similarities and differences from Taiwanese filmmakers who were

developing their cinematic languages during the same period. Juxtaposing the two, | hope readers can find some

inspiration. Lin is one of the few Taiwanese American female scholars and artists of moving images working in the

US. | was deeply impressed by her elegant yet brisk remarks during the interview. From Lin's early works, one can see

her profound connection to Taiwan. It is evident in her chosen topics, such as Taiwanese mediumship and Taiwanese

opera. By examining her life journey, this interview aims to present readers with an alternative approach to practice,

one that lies between research and filmmaking.

| guess we can start with a simple self-
introduction.

| ' was born in Canada and grew up in Naperville, lllinois.
| went to lowa City with an interest in their world-
renowned writing program, the Writers' Workshop,
but | ended up studying with Leighton Pierce, a quite
well-known experimental filmmaker and sonic artist.
Probably it was then that | started getting interested in

experimental film.

The University of lowa had a great film program that
combined top-notch theory, as well as really interesting
filmmaking, not mainstream commercial filmmaking,
but personal cinema. | remember taking a history course

on the American avant-garde that blew my mind.

That's when | got introduced to that kind of filmmaking.
And then | came to New York City after | graduated. It
was like 1988, back when there were places like the
Collective for Living Cinema, which was an incredible

place. Their original intention was to "overcome the
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economic, social and political burdens of an art in
chains." This statement was apparently printed on their

first program note.

I ' was just an intern there taking movie theater tickets,
and being able to see the most incredible films. These
were films | had certainly never seen at any other theater,
except in New York City. So being in New York for a few
years, learning at the MoMA and places like Millennium
Film Workshop was like another kind of education. This
prompted me to apply for the Bard MFA program. At that
time, Peggy Ahwesh was heading the film program.

| believe | was really early in the Peggy Ahwesh era,
where she was sort of almost handpicking the students.
And the class was pretty small, like my little cohort of

peers only included me, Sadie Benning and Pelle Lowe.

Pelle Lowe is a very good friend. She collaborated with
Saul Levine, kind of the king of Super 8 filmmaking, with
whom | later taught at MassArt. So it was an amazing

time at Bard College.

So were you at Bard earlier than Tony
Wu?

Very much earlier than Tony Wu. Maybe there was a
connection through City College. | was teaching at City
College. After graduating from Bard, | taught at MassArt
with Saul Levine, Lewis Klahr, and Mark Lapore before
he passed away. And then | came back to New York and
started teaching at City College. And that's around the
time when Tony invited me to come to Taiwan to show

some of my works.

Tony showed me the printed program
of 2002, it's called Image-Movement.
They did a whole retrospective of your
works. Is that like the first screening of
your works in Taiwan? How was that
experience?

It was great. It was really fun. Vincent was also part of
the programming team with Tony. They were wonderful
hosts and doing some excellent programming. And TIDF

was great. Really great.

| would say that was the first major screening. | might
have sent films to festivals like Women Make Waves. It
was a nice opportunity, | had a body of work that could

all be screened.

Shortly after, | had a Fulbright in Taiwan. This was the
first time | had an opportunity to spend time in Taiwan. It

was about 10 months. | did make a film, but it was really

challenging. I went with my partner, and we decided to
make it a collaborative work. But I'm really very much a
foreigner in Taiwan. | don't speak the language. | have
very minimal comprehension capabilities and what | can

perceive is more Taiwanese than Mandarin Chinese.

And the other thing is that | can't read, and that's a very
big handicap for me. So | did make a piece, but | felt like
it was a flawed piece that | showed at the end of my

time there.

s that Mysterial Power (2002)?

That's another one, it was called Departure (2004/2006).
And that actually ended up becoming a three-channel
installation that | feel more resolved about. Mysterial
Power | shot on a few different trips to Taiwan. One
occasion was when my grandmother passed away. It
took many years for me to finish it, a very long process.
Both of those projects actually still make me feel a little

unsettled.

Mysterial Power was mostly about your

cousin who's a Tongji (spirit medium),
I'm really curious about it.

It's not a film that showed around very much because
it's strange, and | feel uncomfortable with it. But | also
turned it into a four-channel piece and ended up showing
at Gasworks (London). I'm happiest with that version
of it. My cousin as an adult does not identify as a spirit

medium at all.
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When you came to Taiwan, how did
you overcome the language barrier?

Well, it's a big thing. And it's actually very prominent in
my work. Take for granted that I'm not fluent, and that
the whole idea of translating is very much a part of the
piece. When | went to Taiwan for Mysterial Power, my
father was with me, and he would translate.

Another piece of mine, No Power to Push Up the Sky,
is entirely about translation, and about the kind of
insufficiencies of translation and how translation can
go awry. More specifically, it was a response to the
documentary The Gate of Heavenly Peace (1995) that

was about the Tiananmen Square event.

It included an interview with Chai Ling, distraught,
crying. But the translation in the captions seemed so
devoid of emotion. There was a real mismatch between
her crying face and what she was purportedly saying. |
asked about 20 people from different Chinese-speaking
regions to translate. Some Taiwanese, as well as people
from China, Singapore, Malaysia and Hong Kong. They
all had a different relationship with the Chinese that was

being spoken.

There was a particular phrase that really showed how
divergent the translations were. The phrase had to do
with whether Chai Ling wanted, hoped for, or expected
bloodshed, so its translation or mistranslation wasn't

"innocent.”
And then | was also just thinking about the medium of

film and other media, like VHS tapes, these reproductive

mediums as a form of translation. | would think about what
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is lost and what is preserved in that translation process,

whether that's words, language, or images and sounds.

For example, in Taiwan Video Club (1999), it's really
about the format of VHS and how it transforms and
how we pass things between people and between these
objects of recording. With my mother, | spoke English.

So it wasn't a barrier in terms of language.

Taiwan Video Club is a very interesting
piece. Would you like to talk about
this work in relation to the immigrant
perspective?

Definitely. It is very much about immigrant sharing and
exchange practices. | don't know actually if there was a
lot of mail exchange between Taiwan and the US. But |
do know that my mom had these tapes that she would
share with her friends, all of whom were immigrants.
And that's sort of what they have in common—this
Taiwanese culture and their passion for these Taiwanese

films, these epic sagas.

It's a kind of cultural economy that | think is unique to
immigrants. I've heard that Koreans also have this kind
of attachment to Korean sagas. You have your little
viewing clubs and it's alive, your cultural heritage. It's a

way to build a community.

Looking at Taiwanese opera from a
gender perspective, like Yang Li-hua are
consistently portrayed as men. Would
you like to talk about this perspective,
like older ladies' fandom, a sort of
‘queerness” within this culture?

Yeah, I've definitely been completely fascinated by that.
To me, it is a kind of queering and queer performance
that | really appreciate. But | don't know if my mother's
generation and her friends have that kind of appreciation.

But even if they didn', it's kind of great.

It's as if the genre allows them to have this kind of
transgressiveness that you wouldn't be able to have
except in the guise of opera. | mean, if you were just
openly queer, a lot of people in that generation might
not be okay with that. But the fact that it is a convention
within the opera genre makes it acceptable. Even

exciting and fun.

Around the time of Taiwan Video Club,
there was a lot of work concentrated
on VHS or video.

| was interested then in this idea of the copy and the
way in which the copy degenerates while it still carries
the kind of imprint or trace of the original. So | was
really interested in the materiality that you literally had
this object in your hand and passed it between people.
Now there's a loss in terms of handling objects. | work
with a collaborator, my partner, Lan Thao Lam, and we
go by the artist name "Lin + Lam." Our most recent film
is called Three Missing Letters (2020). It's about analog
mail delivery. We were interested in the "last postman" in
India on the border between India and China. They are
the only ones allowed across the militarized border. |
guess that I'm still interested in this idea of the material

object as a message.

You also have a very strong
experimental film training, which is

especially shown in your earlier works.
Like Through The Door, | Begin to Know
You and Sphere:Circle:Round, three of
them are found footage work made in
1992. Is that the period you are more
into analog filmmaking?

Right. I made them all together at the same time in 1992. |
was a student, and it was actually a huge discovery for me
that | didn't have to shoot my own film; and | really enjoyed
editing and creating something new with something old.
Up until Almost The Cocktail Hour (1997), everything |
made was on 16mm film. | was interested in shooting film
on film. Taiwan Video Club was the first piece | made as a

video. That's why it was so specific to the medium.

| was very consciously making a video. Before that |
was interested in very specifically making celluloid film.
Lan Thao and | made Unidentified Vietnam No. 18 as a
16mm film in 2007 and that moment of 16mm film was
very difficult. The labs were all closed or closing. | think it
was 2005 when we were in production. And they literally

closed during post-production.

Du-Art was closing, and Lablink, the lab that | had
used throughout the 90s, closed. But we really wanted
to make a 16mm film because the source of our
material was an archive in the Library of Congress, the
South Vietnam Embassy Collection, which contained
propaganda films shot on 16mm. So it wasn't by
accident. It was because we were interested in this

particular medium.

And that is what | really learned from Lan Thao and

working with her as an installation and site-specific
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artist—that you have to choose the medium.

Can | count these works as your
"found-footage period" ?

Sort of. | love found footage. Stranger Baby (1995) has a
considerable amount of found footage, although there's a

lot of original footage as well. Same for Taiwan Video Club.

Is Mizu Shobai (1993) also found
footage?

Mizu Shobai is mostly comprised of original footage that
| took on a trip to Japan. It's a lot of Super 8, and then
| did a lot of optical printing. | also shot some material
here in New York on 16mm, and | shot in a black space
so that | could superimpose the central geisha figure
into these scenes that were shot on Super 8 in Japan

and Hawaii.

| thought at least half of it was found
footage, especially those scenes like
the geisha in the river. | found the
female consciousness and the geisha
Image very interesting.

That was a performer and original footage. This was
made so long ago, and | am probably quite different in

how I think about this kind of thing now.

| had read about this geisha who was the first person
to circle the world, and the other story was about a
geisha who got lost in a shipwreck. It was the time of
the Sakoku Edict, the isolation policy. So | was thinking

about what it meant to transgress the boundaries of
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where you're forbidden even just to look. This idea of

seeing what you shouldn't see was provocative to me.

The geisha in the film is very much a plastic figure. She
ends up trapped in a ghost-like space because she can't

be in one place or another.

| guess it's also kind of related to the
diaspora experience?

It's also about the limits imposed on women, not literally
about physically traveling the world, but about exceeding
the boundaries of what their existence is supposed to
be. The geisha figure seemed to be constrained within
certain stereotypes and socio-economically, having to

perform a specific role.

Maybe we can talk about Stranger
Baby, as a 16mm film project and as
an installation form.

Stranger Baby is a 16mm film and is part of the films
that | would consider as my "phase one" period. Stranger
Baby might get shown more than Taiwan Video Club
because Taiwan Video Club is interesting for people in
Taiwan, but Stranger Baby has been shown in a lot of
different places in the world, often in LGBTQ+ festivals.

Back in the 90s, if a film was featured in a queer festival,
it often had to do with sex. So | was very surprised that
Stranger Baby was embraced in this way because there's
nothing sexually transgressive about it, but it's queer for

sure.

My "phase two" period involves collaborating with Lan

Thao Lam. Her background is more in installation
and mixed media. We started with Unidentified
Vietnam No. 18, which was both a 16émm film and
an installation. We started doing projects where we
conducted our research, generated some materials,
and then we would complete different iterations. Many
people do that these days. In the early 2000s, it was
still a little unusual to complete a half hour T6mm film
and an installation that were related but self-standing

works.

Stranger Baby was definitely made to be screened as
a 16mm print in theaters, but it has also been shown
in exhibition spaces. Actually, Taiwan Video Club is
probably the last piece that | made without considering
exhibition outside of theatrical venues. There was a shift
for me when | started working with Lan Thao in 2001—
we were always thinking about other kinds of venues

beyond theater screenings.

I'm also very curious about queer or
gender politics perspectives in your
work.

I'm a queer person. | don't have to make art solely about
that, but it will always be there because | am a queer
artist. | think my partner feels similarly. Our art may not
be explicitly queer, but | think that how people perceive

queer and queerness now has really expanded.

I would say, there is a queer aspect to each of my films.
The later film, in what might be "phase three" of my
career, is the feature The Cancer Journals Revisited
(2018) whose subject is the overt lesbian, black feminist
Audre Lorde.

Can you talk about what's the
differences between these three
phases?

In terms of style, the early short films are much faster,
very collage based. They embody a kind of speed and
are more anxious. This could also be related to the
medium, because with Témm film, every time you're
shooting, you're so aware of the film passing through the
gate and how expensive it is. When you record digitally,

you just let it go.

Can you tell us a little bit more about
the idea of "'micro narrative" or 'minor
literature,” which relates to a lot of your
films?

That's a really good description. | totally support this
idea of micro narratives. I'm not interested in grand
narratives, so | feel like micro narratives are kind of
where my own experience feels addressed, such as

feminist, queer....

It's just multiple, smaller voices that give you many more
perspectives. That is my response to one dominant
voice. Providing an answer to it doesn't mean that one
is more or less valuable than another, but giving others

many more perspectives can exert a significant weight.
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