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Editor’s Note

Editor's -Chief | Song-Yong SING & Hsuan-Chun TSENG

When the exhibition A One and A Two: Edward Yang Retrospective had its
finissage in late October 2023, it didn’t signify the end of an era for the Taiwan
New Cinema movement, which recently marked its 40th anniversary, nor did
it solidify the immortal status of the director Edward Yang, who passed away
17 years ago. Instead, it marked the beginning of a new era of art historical
inquiry into their legacies. Suppose the eminent masters and classic works
have never been absent from the researchers’ studies. In that case, we must
revisit this Taiwanese film director who left behind over ten thousand pieces
of manuscripts and audiovisual materials. Therefore, the significances of this
“exhibition of cinema” include an extraordinary collaboration between the
Taipei Fine Arts Museum and the Taiwan Film and Audiovisual Institute and
the opportunity the exhibition presented for cross-media and cross-discipline
explorations in film historiography within the white cube. In other words, a
“exhibition of cinema” not only redefines audiovisual works as novel sensory
events but also combines various personal and historical archives to activate the

writing agency for “Remapping the Cinematic World of Edward Yang.”

Here, “remapping” implies reinterpretation, reconfiguration, and dismantling
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boundaries to endow the world with diversity. The first essay, “Another Kind
of ‘Another Kind of Cinema’: On Speech Affectation and the Cinematic in
Edward Yang’s A Confucian Confusion,” Song Hwee LIM sheds new light on
this film, which has been neglected and even underestimated in Edward Yang’s
career. The uniqueness of A4 Confucian Confusion (1994) lies in its unexpected
genre connection with the tradition of American soap operas and screwball
comedies. It also uses a literary style that spans both Hollywood and Chinese-
language films to depict the era of independence and Confucian confusion
in post-martial law Taiwan. This film becomes another kind, of cinema,
distinct from the realism that is the genetic marker of New Taiwanese Cinema.
Coincidentally, various archives of A Confucian Confusion were unearthed in the
exhibition. For Ke-Ming LIN, the exhibition offered him new perspectives. In
his “From Theater to Expanded Cinema: The Intermedial Image of A Confucian
Confusion,” Lin focuses on how Yang crafted the film into an intermedia
capable of expressing theatricality and cartoonishness. By employing techniques
such as the box shot, two-shot, and eye-level movement, the film is seen as an
exhibition film composed of various performance spaces while also highlighting
his active reflection on Taiwanese society in a state of independence and

confusion.

In the following two essays, the authors focus on two of Edward Yang’s films
that represent distinct final stages in his career: “The Terrorizers” (1986),
completed during the final period of the New Cinema movement, and his
last feature film “Yi Yi” (2000). In Elliott Shr-tzung SHIE’s essay, “Cameras
inside and outside Edward Yang’s The Terrorizers: Photography, Fetishism,

and the Cinema of Terror,” he draws upon Western theories to argue that the
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film’s diverse imagery (such as the close-up of the mixed-race girl’s face and the
photographer capturing pedestrians on the overpass) reflexively forces viewers
to confront the terrifying everyday life and landscapes of the modern city,
thus achieving a social critique through the lens of “the Cinema of Terror.”
In “Interpretation of ‘Yi Yi’: Opposition and Duality,” HUANG Mu-ching,
through texts like Erich Fromm’s The Art of Loving and Qian Mu’s Nationality
and Culture, and incorporating audiovisual details like mirror reflections,
ambient sounds, and production design, elucidates the values of humanity and

benevolence in this globally acclaimed work.

Besides the essays, this issue also includes two other articles. Kuei-chang LIN,
a member of the curatorial team A One and A Two: Edward Yang Retrospective,
had firsthand access to the late director’s historical materials and manuscripts.
In his article, “Three Faces of a City: Revisiting the Film 7zipei Story, the
Screenplay On Faith and Suspicion and the Novella A City of Hot Summer,” Lin
compares Taipei Story(1985) with its original screenplay and novel, offering
valuable insights into the film’s creative process and gender representation.
TSAI Wen-sheng’s exhibition review “Exhibiting Edward Yang, or Is It Possible
to Beget a Demiurge?” is concise and insightful, exploring the potential of
creation through the dialectics of hands and montage. By capturing the most
poignant moments of A One and A Two: Edward Yang Retrospective, the article
highlights the subtle dialogues within the exhibition between film history and
art history, bringing the special issue back to the ever-present bordering thought

actions of film studies.



