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Return: Treasure Hill and Historical Memories

Film as a document of preserving the fading matters, could it rewrite one’s

memory through replica?

In the project Return, I manage to use Taiwan’s films to reconstruct my personal
memories. Growing up across the Xindian river, Treasure Hill is the landscape of my
daily life, it’s familiar yet feel distance. The memories and understands I have about
Treasure Hill are compiled by the fragments from different phase of life, which are
incomplete, and are hearsay. I did want to film something in here. The magical re-
alism scene in here, lanes and stairs winding across, buildings with diverse features
marking different eras, vague division between public and private spaces, every
crossing roads or corners, all of these, as I remember, urge me to imagine all the

possible plots and figures.

While I went through the history of Treasure Hill, I often thought I had glanced
the history of Taiwan, yet, this illusion was sprung out based on the Taiwanese films
that I saw before. I realized these histories, which I have never involved in, have
marked their traces in the form of films in my own memories and have transformed
into my nostalgia. Thereafter, I then see my fantasies and curiosities toward Treas-
ure Hill, owing to its special historical locality which awaken my Taiwanese film

experiences.

In the project Return, I managed to reinterpret the three film characters: Eastern
Depot' Tsao from Dragon Inn?, adopted daughter Hsiao-Yue from Beautifil Duck-
ling® and joker Kun-Shu from The Sandwich Man®. 1 tried to use these three diverse
films to highlight the ideology and cultural overview of different phase in Taiwan’s
society. Furthermore, we could still uncover the three characters reincarnate their
souls into the modern society in Taiwan. These ghosts which formed by others ideol-

ogies have become my own subconscious, like spiritual being possessed, and using

my body to talk.

1 Ming dynasty spy and secret police agency run by eunuchs.

2 Directed by Hu King (1932-1966), Union Film Company, 1967.
3 Directed by Li Hsing, Central Motion Picture, 1965.

4 Directed by Hou Hsiao-Hsien, Central Motion Picture, 1983.

This project is conducted into two parts. The first part of the project is to use
these three roles to lip-synch three “mixture” music' videos: Kun-Shu, struggling
for life, hums the song Sunset in Hometown’; Hsiao-Yue, even though the birth
father is the Taiwanese-born Japanese soldier, she speaks standard ‘Chinese’ and
sings When Will You Return?’ (Yamaguchi Yoshiko edition); Tsao, leader of Eastern
Depot, representing the hierarchy, performs Summer Kisses, Winter Tears* (Frankie
Kao edition). These three pop songs are originated from Japan, China and America
and were once widely famous and popular in Taiwan. Also, the first two songs due
to the political ideology, were once being forbidden. These mixture songs are in fact
representing our relation to the world, intriguing us to recall and imagine certain
phase of time, which were the elements that construct our culture. Through the three

characters reinterpret these songs, we can therefore bring back the memories that

we all share and present the diverse cultural identities and nostalgia.

The second part is the happening performance: I extract those three roles,
which seem untimely now, from the films and reconstruct them. I relocated them
under the present time frame of Treasure Hill. Commanding Tsao, who continu-
ously chasing after insurgents and dissidents, tries to terminate any suspicious by
waving the sword furiously; Hsiao-Yue, who living with foster father, grievingly
looks for her birth father; the clown Kun-Shu, who carrying the heavy advertising
board, wanders on the street, through playing above plots extracted from original
films and interacting with tourists to generate the possible plots, I am able to create
the chaotic and ridiculous scene by using these juxtapositions and also to propose

the other new possibility of cinematic writing.

1 It means the oversea pop song which is rewritten in Taiwanese or mandarin lyric. Du Wen-
jing, The Identity of Taiwan in Taiwanese pop songs, published by Hsie-hsin University,1995, p.27.
2 Sunset in Hometown is from the Japanese song 78\ FDEP (also means sunset in

hometown). The Taiwanese singer, Wen Hsia just translated the original lyrics, depicting the people
who is living far from home, get the feeling of nostalgia whenever the sun goes down. During the
period of martial law execution in R.O.C,, this song became one of representative songs for the blacklist
victims, then censored by KMT.

3 From the second world war to the period of cold war, the R.O.C. government, the Commu-
nist Party of China and Japan have censored one after another this song, due to the different political
ideologies.

4 This song is copied from Elvis Presley’s Summer Kisses, Winter Tears. With the United States
Armed Force sited in the R.O.C (Taiwan) from 1951 to 1978, a lot of western pop songs are imported in
Taiwan. At that time, “U.S” represented the “progress” , Tan Hsie(1990), A historical case of Taiwanese
pop song, Taipei: UNITAS Publishing Co., p.74.
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In the dialogue script of Dragon Inn, this is how it describes Tsao: Aged 45,
originally was pirate from Shandong. After being arrested, he then self-castrated
and followed after powerful eunuch Tsao Chi-Hsiang, and were eventually promot-
ed to the lead of Eastern Depot. He is the devious, and his fencing skill is impec-

cable.!

Dragon Inn is the first martial art film that Hu King, the Hong Kong director,
shot in Taiwan. In the interview with Hu, he often mentioned his special interest in
Ming dynasty. Due to the corruptions in Ming government, the political battles con-
tinuously happened and the classes conflicts were intensively worsened, which was
also the time intelligence agencies were most thriving?. Unlike the other stereotype
of martial art films, the narrative intention of Dragon Inn is not to build one hero to
satisfy the audience, both to their escapist fantasies and sensational pleasure’. On
the contrary, in the very beginning of the film, he has set a very clear time frame and
political background of the film, and also the representative of the evil, the villain
- Tsao. The storyline has set a group of chivalrous men, leading by Hsiao, a justice

side to confront with Eastern Depot.

The film researcher Lin Wen-Chi though the collective group confront the vil-
lain in the film could interpreted the narrative meaning of Dragon Inn: It’s about
the spirit, its also about the ideology*. He than further pointed out when the film
was launched online, it’s happened to be the time Chinese Communist Party was
intensively having cold war with Chinese Nationalist Party, who lose the war and
retreat to Taiwan. He thought if we examined the film from this historical context,

one could find the narrative strategy of the film reflects the fable of the nations?.

1 Hu King, King Hu and cinema, HK: Joint publisher, 1967a, 2011b, p. 238.

2 Interview with Michel Ciment, taped in Paris, October 1974, published in French in Positif,
no. 169, 1975, translated by Du Zan-quai, published in Mandarin in Film Appreciation Academic Jour-
nal, April, 1982.

3 Lou Fei-yi (1998), 1949-1994: Taiwan Film: Politics, Economics, and Aesthetics, Taipei: Yu-
an-liao.
4 Lin Wen-chi, From the legend of Wu-xia film to the myth of nation: the comparison of cine-

matic narration between Drunken Hero and Dragon Inn, Taipei: Taiwan Film Institut, 2010, p.21.
) Lin Wen-chi (2010, p.22).

After the World War Two, the Nationalist Party was defeated by the Commu-
nist party, and then retreated to Taiwan. By the time, they also relocated its Bureau
of Investigation and Statistics to Taiwan, which used the power of the mafia to
monitor Taiwan’s society and strengthen the authority. In 1947, the February 28th
Incident outbreak, the martial law started to execute, which marked the beginning
of the white terror, “spy for communist™ and “support for Taiwan’s independent”
all these charges will be used on dissidents'. The government of Republic of China
had declared the martial law, which was ongoing for 38 years and ended in 1987,
and public could elect president in 1996, though all of these has present that Taiwan
is on its way to the democracy, yet, I often have the deja vu that the political envi-
ronment that Hu described in his movie is actually happening right on this land in

Taiwan, just as the political terror of Eastern Depot is still spreading around.

1 Chen Cuei-lian, Political Trial from China: Chen Yi-song, Liu Ming and Bureau of Investiga-
tion and Statistics, Taipei: Institut of Taiwan History, 2014, p.137 ; Hou Kun-hung, The Analysis of the
White Terror during the Post-War years, Bulletin of Academia Historica, 2006.
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Lin Hsiao-Yue and Beautiful Duckling
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In the dialogue script of the Beautiful Duckling, the character Lin Hsiao-Yue
was set in the age of 17, the daughter of the leading character Lin Tsai-Tien. When
Hsiao-Yue overheard the rumor about her birth, she asked Tsai-Tien, he then replied:
I was neighbour with your family. After you was born, your mom passed away, so he
entrusted you to me. Nevertheless, he never return, then I hearsay that he was sick
and dead in Hainan Island. Deng-Ke’s mom really liked you, yet, she also passed
away when you were three. Alas! Years pass, I already forgot you are other’s kid. Un-

til Chao-Fu showed up, I know he is your brother, but... I can not hand you to him!'

In 1965, Beautiful Duckling was a production that Kung Hung purposed, who
was originally the deputy chief of bureau and then became president when Central
Picture Corporation reshuffled in 1963. He proposed a guideline of film production:
Except following government’s policy of cultural publicity and intensifying its pro-
motion, it also needs to praise the goodness of humankind, which could guide people
toward the kindness, a manifesto of Health Realism melodrama®. In consequence,
the film of Health Realism genre is to reflect the political and social background of
Taiwan during the time. Through using the “positive” elements to enlighten people,
which also combine the Neorealism which the film specialist brought back from Ita-
ly, the political party could control the society over the public culture®. The political
and social background of Taiwan during that time could refer to previous paragraph
which discuss why the film Dragon Inn reflects the the mythological fable of “defeat
the communist, revital the nation”. The scholar Liu Hsien-Cheng has pointed out
that the appearance of “Health” and “Realism” in Taiwan’s society is due to the Two
Supplements of People’s Welfare, which published by Chiang Kai-Shek. In its second
section of The Mental Health from the third chapter Questions of Entertainment, it
declares: The exploration of people's welfare of social art and culture policy should
be based on the effects that arts and culture bring to people’s mental healthiness.
This art and cultural policy has covered the genre from music and songs, painting and
sculpture, movie and broadcast, and other kinds of art forms. The “Health” it declares

means to prevent people from being invaded by the poison of the red (communist)

1 Quoted from Beautiful Duckling’s script.

2 Liu Hsien-cheng, The social-historical study on Taiwanese healthy-realism film in 60s, Taipei:
Taiwan Film Institut, 1994.

3 Liao Jing-feng, The meaning of Taiwanese health-realism film in 1960, Taipei: Taiwan Film
Institut, 1994, p.38-43.

and yellow (obscene)'.

The actress Tong Bo-Wan, who has made the character Hsiao-Yue lively, was
given the title “Princess of Ducks Feeding” by the media. However, based on the
political background of that era, the creative industry was dominated by the govern-
mental policy. Thus, it’s fairly easy to imagine how this character, which is embod-
ied with women’s traditional ethic?, being constructed under certain ideology. In the
meanwhile, it’s also very obvious, why Hsiao-Yue could speak standard and accurate
Chinese, as living in the rural village, with a birth father who was Taiwanese served
for Japanese army and also with a biological brother who worked in Taiwanese Op-
era theater. In fact, every characters in this film speaking standard Chinese is against
the reality, and this representation was once made me confused and wondered what
is the “Realism” part of the film? After research through documents, I read that the
producer Henry Kung once said: The ‘Health’is the enlightenment and the ‘Realism’
is the countryside®. 1 then realized the realism is about the setting of the story, and the

characters of the story are served under the purpose of the enlightenment.

In our time, the press are still creating any sorts of princesses or goddesses, even
though they are not the ‘health’ goddesses built under any governmental policy. Nev-
ertheless, they are still constructed by the collective ideology and shared the similar
destiney with Hsiao-Yue: depending on the patriarchy and serving under certain so-

cial values as to enlighten them.

1 Liu Hsien-cheng (1994, p.50-57).

2 We can refer to the phrase san-tsung ssu-te, meaning three obediences and four virtues,

is the most basic moral principals to be followed by women in Confucianism. San-ts’ung refers to the
obediences of a woman to her father before marriage, to her son after her husband’s death. It limits the
role of women to one of dependency on men. Ssu-te signifies the four feminine virtues of moral conduct,
proper speech, modest appearance, and diligent work. Rodney L. Taylor, The Illustrated Encyclopedia of
Confucianism: N-Z, The Rosen Publishing Group, 2005.

3 Liao Jing-feng (1994, p.43).
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In the dialogue script of the film The Sandwich Man, it wrote that Kun-Shu is
a man in his thirties and is struggling about the life. In the opening of the play, the
scriptwriter Wu Nien-Jen described leading character Kun-Shu’s first staging: (the
film frame fading in) A street with a rather grey color tone, maybe because the sun
is burning the place, the surrounding scenery is slightly shaking. Thus, we could
not tell what is that colorful thing slowly moving in the further front. Until the very
close distance, we see a face colored all in white with a mustache, wearing a tall
european military style hat and buzzard military uniform, it is a man with a sand-
wich board. He walked with a straight face, the sweat had embellished a grey track

onto the face'.

The film The Sandwich Man was an adaption from the same-title novel pub-
lished by novelist Huang Chun-Ming in 1968. This film also is one of the piece
that considered has marked the beginning of Taiwanese New Cinema. The leading
character in the story plays as a sandwich man - a contracting labour dressing as a
clown with two billboard in both front and back- who promotes for theater as his job
for living. The job enables him to let his wife gave birth to their child and feed the
family. However, this exposing-self and labouring job has made him discriminated
by others. Kun-Shu is inadequate in expression: Loneliness and solitude have natu-
rally commanded him to execute the thoughts in his mind. He rarely thinks about the
future, even if he did, it's just about the reality in the coming days. Except these, all
he has is the memories about the past and using the current thoughts to judge them.?
Fortunately, he gets great happiness when he makes his child laugh. However, when
one day he could finally stop dressing as clown, his child could not recognize his

real face, the one without make up.

To comprehend the context of the The Sandwich Man, one must mention the
Taiwanese Nativist Literature which was facilitated by Taiwanese cultural group in
70s and 80s. In 70s, government of Republic of China withdrew from United Nation
and was facing series of diplomatic frustrations. Often when we mention about that
period of time, we would use ‘International Orphan’ to describe the situation of

Taiwan, by that phrase, one could sense the solitary and helpless that Taiwan was

1 Wu Nien-jen, the first scene in The Sandwich Man’s movie script, 1983.
2 Huang Chun-ming (1968a, 1990b), Taste of Apples, Taipei: Crown Publisher.

facing and the anxiouity about the national and self identity. Under this time frame,
many young intellectual Taiwanese were then join in the trend of introspecting the
nativism. However, this has to involve with creators’ personal history and cultur-
al identity, so in this cultural movement questions such as ‘what is nativism’ and
‘whose nativism’ and others relevant to cultural and political ideology conflicts and
debates were then exploded'. This not only led to the intensive discourse of Nativist
Literature, but also opened up the path of constructing the Taiwanese cultural sub-

jectivity.

Using this context to review the image of the role that clown Kun-Shu cast in
the story, one could find the meaning about this realism depiction of the character
has implicated the social transition, national identity and self identity. Especially
the role Kun-Shu in the film has present Taiwan’s local history, identity and image,
which could consequently awake Taiwan’s collective memories, as shaping up a
part of Taiwanese cultural subjectivity. This is because while the scriptwriter Wu
Nien-Jen adapting the novel, he made a change about the origin of the sandwich
man: in novel, the author only mention it in the first chapter In western, there is a
job, they name it ‘Sandwich-man *. Yet in the film, the appearance of the character
sandwich man is when Kun-Shu tore a picture off from a Japanese magazine, the
theater owner then said with Japanese accent English: Santoichimang. This adapta-
tion not only maintains how the original novel depicted the external cultural shock
and industrial transformation that Taiwan’s society faced®. It also highlights out the
helpless and sadness of not being able to be themselves which Taiwanese suffered
under the Japanese colonized period*. In other term, the inner and outer representa-

tion of Kun-Shu this role seems like to be the symbol of Taiwanese cultural subjec-

tivity.

1 Yang Hsiao-chi, Nativist Literary Debate and The Changes of Literature Field in 70’s, Taiwan:
National Chi Nan University, 2002.

2 Huang Chun-ming (1991, p.269).

3 Peggy Chiao, Taiwan New Cinema, Taipei: ReadingTimes, 1990.

4 Chen Yi-lu, The Inter-relationships of the Film Adaptation of The Sandwich Man, published by

Yu-da University of Technology and Science, 2011, p.6.



https://vimeo.com/154202047
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