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Review Essay
Screening China: Recent Studies of Chinese Cinema in English

NEW CHINESE CINEMAS: FORMS, IDENTITIES, POLITICS. Ed. Nick Browne, Paul G. Pickowicz, Vivian Sobchack, and Esther Yau. New York:
Cambridge University Press, 1994. 255 pp.

MELODRAMA AND ASIAN CINEMA. Ed. Wimal
Dissanayake. New York: Cambridge University
Press, I993. 291 pp.
FILM IN CONTEMPORARY CHINA: CRITICAL
DEBATES, 1979-1989. Ed. George S. Semsel,
Chen Xihe, and Xia Hong. New York: Praeger, 1993.
232 pp.

PRIMITIVE PASSIONS: VISUALITY, SEXUALITY, ETHNOGRAPHY, AND CONTEMPORARY
CHINESE CINEMA. Rey Chow. New York:
Columbia University Press, 1995. 253 pp.

CINEMATIC LANDSCAPES: OBSERVATIONS
ON THE VISUAL ARTS AND CINEMA OF
CHINA AND JAPAN. Ed. Linda C. Ehrlich and
David Desser. Austin: University of Texas Press,
1994. 345 pp.

by Zhang Yingjin*
Prior to the early l980s, the study of Chinese cinema in
academia was a rarity in the West.‘ This situation changed in the
mid-1980s in the wake of a number of events that generated new
interest in Chinese cinema.
Chinese films began to be shown and greeted with critical

the first of a series of success stones from China’s so-called Fifth
Generation ﬁlI1'1II1ﬂ.l(CI‘S (Chen Kaige, Zhang YIIIIOU, Tian Zhuangﬂiuang, and others). Ground-breaking reirospectives of Chinese
films had screened earlier: in Turin, Italy (Feb. 25-Mar. 8, 1982,
more than 140 films), iii Beijing (Sept. 1983, more than 40

acclaim at intemational ﬁlm festivals. In 1985, Yellow Earth

pre-1949 films), and in Hong Kong (Jan. 1984, mostly ﬁlms from
the 1930s). Other Chinese film weeks and film seasons stimulated public interest in Chinese cinema in the West.’
In the fall of 1984 and the spring of 1986, Chinese film

(I-Iuangtu di, directed by Chen Kaige, 1984) was shown at

intematiorial film festivals in I-long Kong and Hawaii, becoming

scholars Cheng Jihua and Chen Mei came to the United States
to team-teach their “legendary” film seminars at the University
of California at Los Angeles (UCLA). Their seminars marked

‘My gratitude to the Cents" for Chinese Studies at the University of

Michigan for granting me a postdoctoral research fellowship in 199596, and to its faculty and staff for making that academic year my most
productive one. This essay was first completed and presented at Michigari in December 1995; a Chinese version was presented at Beijing
University, Nankai University, and Xiamen University in June 1996.
Editors note: Titles of ﬁlms are given first in English and then in
Chinese following the style used by the author.
l. The pre-1980 publications, usually of informational rather than
academic nature, supplied basic but much-needed materials on the
cultural and political history of modem China, or on significant film
events, ﬁgures, and studios; some of them also came with biographical
entries on major directors and plot summaries of selected ﬁlms. For
samples, see Jay Leyda, Dianying: An Account ofFilms and the Film
Audience in China (Cambridge: MIT Press, 1972); Régis Bergaon, Le
cinema ChlHOIS, 1905-I949 (Lausanne: Alfred Eibel, 1977); Cinema e

2. The phenomenal Turin retrospective, master-minded by Marco Milller, produced two fine Chinese film programs: Ombne elem-i'che: Saggi
e ricemhe sul cinema cinese (Milan: Regione Piemonte/Electa, 1982)
and Ombres electriques: Panorama du cinéma chinoils 1925-I982 (Paris:

Centre de Dociimeritatiori siir le Cinéma Chinois, 1982). For a detailed
report, see John Ellis, “Electric Shadows in Italy,” Screen 23, no. 2
(1982): 79-83. For other retrospective-.s of Chinese films, see Paul
Pickowicz, “Early Chinese Cinema—The Era of Exploration,”Modem
Chinese Literature l, no. 1 (Sept 1984): 135-38. For the Eastem
Horizons retrospective, pan of the September 1987 Toronto Festival of
Festivals that exhibited films from Hong Kong, Taiwan, South Korea,
the Philippines, and Vietnam, see Pat Aufderheide, “Oriental Insurga1ts,”Film Comment 23, no. 6 (1987): 73-76. The National Film Thmter
in London organized two small Chinese film seasons in 1976 and 1980.
See Rosalind Delmar and Mark Nash, “Braking with Old Ideas: Recent

spettacolo in Cina oggi, XIVMo.stm intemazionale del nuovo cinema

quademo infomiativo, n. 75 (a c"ira dell’ufﬁcio documentazione dclla
Mostra, 1978).
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the fcmial entry of Chinese cinema into regular university cur-

Chinese cinema is now ﬁrmly established as a blooming

ricula in the United States? Around this same time (the summers
of 1984 to 1988) American film scholars were visiting Beijing
and delivering lectures on Westem ﬁlm criticism and ﬁlm theory
through U.S.-China cultural exchange programs.‘
As William Rothman observes, “We Americans studying
Chinese cinema in those years found ourselves envisioning the
events [of reform and democratization] sweeping China as a
grand historical melodrama,” and we felt “called upon to play a
role" in this movement by championing new Chinese films;
Although efforts at reform and democratization ended in tragedy
in the summer of 1989, Chinese cinema continued to capture
public attention as one by one Chinese ﬁlms won the top prizes
at prestigious international ﬁlm festivals (e.g., Berlin, Cannes,
Locamo, Nantes, Pesaro, Tokyo, and Venice).6

field of academic study, as evidenced by the number and quality
of the books under review here.7 This new ﬁeld of study deserves

a systematic examination of its accomplishments to date and an
assessment of the needs for further research.“
Chinese Cinema and Melodrama
Melodrama and Asian Cinema (Wimal Dissariayake, ed.)
is based on a ﬁlm symposium held at the East-West Center in
Hawaii in 1989 and includes four chapters on Chinese cinema.
ln the ﬁrst of the four, “Melodrama / Subjectivity / Ideology: Western Melodrama Theories and Their Relevance to Recent Chinese Cinema,” E. Ann Kaplan challenges cross-cultural
ﬁlm studies to avoid taking an essentialist position that China is
China and has nothing to do with the West. Her essay demon-

strates that a reading based on Westem melodrama theory can
Chinese Films,” Screen 17, no. 4 (1976-77): 67-84; Tony Rayns and
Scott Medt, ed, Electric Shadows: 45 Years ofChinese Cinema, Dossier

No. 3 (London: British Film Institute, 1980). A “China Film Week” that
toured through the United States in 1981 is briefly discussed by Tom
Allen inFiIm Comment 17, no. 6 (1981): 10. Growing public interest
in the West was reﬂected later in a number of special sections or issues
devoted to Chinese or Hong Kong ﬁlms in journals such as Film
Comment (1988), Camera Obscum (1989), Jump Cut (1989), Wide
Angle (1939), Cineaste (1990), anClM0dem Chinese Literature (1993).

3. Rot.hman’s phrase, in Wimal Dissanayake, ed., Melodrama and/lsian
Cinema (New York: Cambridge University Press, 1993), p. 258. ln the
subsequent years, Cheng and Chen team-taught at other institutions,
including the University ofSouthern California, the University ofIowa,
the University of Wisconsin at Madison, and the State Univdsity of
New York at Stony Brook. For a sample list of institutions that have
offered Chinese film courses recently, see Yingjin Zhang, “Rethinking
Cross-Cultural Analysis: The Questions of Authority, Power, and Difference in Westem Studies of Chinese Films," Bulletin of Concemed
Asian Scholars 26, no. 4 (Oct.-Dec. 1994): 44, n. 1.
4. The visiting U.S. ﬁlm scholars included Dudley Andrew, Nick
Browne, David Bordwell, Brian Henderson, Beverle Houston, E. Aim
Kaplan, Bill Nichols, Robert Roseri, Robert Sklar, Vivian Sobchack,
and Janet Staiger, some of them making more than one trip. The topics
of their lectures ranged from ﬁlm historiography, ﬁlm theory and
practice, ideology, interpretation, melodrama, modernism and modernity, musical, narration, psychoanalysis, woman and ﬁlm, and so on.
For more details, see Nick Browne, Beverle Houston, and Robert Roseri,
“China Is Near". A Visit to the People’s Republic,” On Film 14 (1985):
ll-17; George S. Sernsel, Chen Xihe, and Xia Hong, ed, Film in
Contemporary China (New York: Praeger, 1993), pp. iotii-xxiii.
5. ln Dissanayake,Me1odrarna, p. 259. Ni Zhen supplies an example of
the dramatic impact of Westun critical acclaim on the fate of Yellow
Earth: when ﬁrst released in 1984, the ﬁlm attracted only a small
audience at home, and a Beijing theater had to refund tickets and replace
the ﬁlm with another program; after the 1985 Hong Kong Film Festival,
“When an attempt was made in Shanghai to devote two or three movie
houses exclusively to experimental narratives, Yellow Earth ran to
capacity audiences for a week and had a nationwide impact” (Semsel et
al., Film in Contemporary China, p. 31).

6. Klaus Eder, a principal program organizer ofthe Munich [ntemational
Film Festival, made this observation in 1993: “New Chinese cinema has
dominated many international festivals, most recently Venice in 1992
(The Story ofQiu Ju), Berlin in 1993 (Womenfrom the Lake ofScented

Souls) and Cannes in 1993 (Farewell to Mfv Concubine). That is a
surprising and admirable series ofsucccsses, which no other cinema has
ever duplicated, at least not within the last two or three decades.” See
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actually illuminate our understanding of Chinese ﬁlms. She
believes, for example, that Xie Fei’s A Girl from Hunan shares
a “classically patriarchal ideology of a young women’s sexual
arousal dependent on male initiation“ (p. 21), an ideological

position commonly found in classic Hollywood ﬁlms. Citing a
distinction that feminists have observed between “women’s melo-

New Chinese Cinema, Dossier 11, ed. Klaus Eder and Deac Rossell
(London: National Film Theatre, 1993), p. 8. Eder forgot to mention a
Taiwan ﬁlm, The Wedding Banquet (Xiyan, directed by Ang Lee [Li
An], 1992), which was the co-winner—with Women from the lake of

Scented Souls (Xianghun nit, directed by Xie Fei, l992)—at the 1993
Bei'linFilm Fstival. Top piizm were awarded to Red Sorghum atBerlin
in 1988 and to City of Sadness (Beiqing chengshi, directed by Hou

Hsiao—hsien, 1989) at Venice in 1989. For a list ofthese and otherprizes
won by Chinese ﬁlms from the mainland and Taiwan at major international ﬁlm festivals since 1984, see Sinorama (Guanghua) 18, no. 5
(May 1993): 40.
7. See Chris Berry, ed., Perspectives on Chinese Cinema (Ithaca, N.Y.:
China-Japan Program, Comell University, 1985; EastAsian papers, no.
39), which consists of six articles; a second and enlarged edition—with
six new chapters as well as ﬁlmographies and appendices—was issued
in 1991 (London: BFI Publishing). See also Paul Clark, Chinese Cin-

ema: Culture and Politics Since 1949 (New York: Cambridge University Press, 1987); George S. Semsel, ed, Chinese Film: The State ofthe
Art in the Peoples Republic (New Yorlc Praeger, 1987)‘, and Wimal
Dissanayake, ed., Cinema and Cultural Identity: Reﬂections on Filnu

ﬁvm Japan, India, and China (Lanham, Md.: University Press of
America, 1988). Attempts at a political history of Chinese cinema
similar to that of Paul C1ark’s were made earlia in Europe: Jdrg Losel,
Die politische Funldion des Spieb‘ilms in der Volsrepublil-: China zwi.s-

chen 1949 und 1965 (lvlunichz Minerva Publikation, 1980); Régis
Bergeron,Le Cinéma chinois, 1949-1983, 3 vols. (Paris: L’l-larmattan,
1984). A1'lOll'lU European publication bearing a nrnilar title is Le Cinema
chinois, ed. Marie-Claire Quiquemelle and Jean-Loup Passek (Paris:
Centre Georges Pompidou, 1985). Like some previous dossiers mentioned in note 1 above, Le Cinéma chinois contains such essmtial
reference features as biographical entries, ﬁlm synopses, and an amazing number of quality pictures, but has managed at the same time to
provide critical perspectives by including a dozen topical studies (by
Chinese and European writers) and appending commentaries (gleaned
from the original sources) to nearly all synopses.
8. A new book came out too late to be included in this review esay:
Xudong Zhang, Chinese Modernism in the Era ofReforms: Cultural
Fever; Avant-garde Fiction, and the New Chinese Cinema (Durham.

N.C.: Duke University Press, 1997).
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dramas” (i.e., stories of how “man comes to be man") and
“women’s ﬁlms" (those that resist the dominant patriarchal
ideology by raising “the question of what it means to be female”
[p. 13]), Kaplan discusses various instances of female subjectivity, sexuality, desire, and transgression in The Legend ofTianyun
Mountain (Tianyunshan chuanqi, directed by Xie Jin, 1980), A
Girlfrom Hunan (Xiarigntt Xiaoxiao, directed by Xie Fei, 1985),
A Good Woman (Liangjia funtt, directed by Huang Jianzhorig,
1985), and Army Nurse (Ntler lou, directed by Hu Mei, 1985).
Ma Ning’s article “Symbolic Representation and Symbolic
Violence: Chinese Family Melodrama of the Early 1980s” begins with conceptions of the Chinese family in the popular mind
and then focuses on the issues of family conﬂict, power-pleasure
nexus, and sexual politics in The In-Laws (Xi yingmen, directed
by Zhao Huanzhang, 1981), In the WildMountains (Yeshan, directed by Yan Xueshu, 1987), and Country Couple (Xiangyin,
directed by Hu Bingliu, 1983). Ma Ning asserts that “family
melodrama” of the early 1980s constitutes a site where symbolic
violence is staged and where a “habitual mode of perception of
the Chinese peasantry” persists (p. 34).
In “The Goddess: Reﬂections on Melodrama East and
West,” William Rothmari analyzes an early Chinese masterpiece,
Goddess (Shengnu, directed by Wu Yonggang, 1934), from a
comparative, humanistic perspective and considers the ways in

painting, especially the Southern School of landscape (nanzong),
“with its multiple perspectives, relative ﬂatness, use of blank
space, elastic framing, lack of chiaroscuro and sculptural shading, and emphasis on expressive, calligraphic contour lines”
(Wilkerson, p. 41).
Hao Dazheng’s “Chinese Visual Representation: Painting
and Cinema” is a systematic study of outstanding features of
Chinese visual representation, such as dominance of horizontal
expanse over depth (hence the use of ﬂat mise-en-scene), interest
in communality and totality rather than individuality (hence no
need for close-ups), or preference of imaginative over realistic
portrayal (hence the use of ﬂat lighting). Ni Zhen’s “Classical
Chinese Painting and Cinematographic Signiﬁcation” discusses
other features such as the ambulatory, panoramic point of view
and freely expandable frame in Oriental painting, the manipulation of temporal “blanks” and “empty space” in Chen Kaige’s
and Hou Hsiao-hsien‘s (Hou Xiaoxian) ﬁlms, and the link be-

tween the “lyrical” ﬁlm and the Chinese literati tradition
“Chineseflm scholars in the West are now confronted
wﬂh two choices: one is to fallow the orientalist trend
and perpetuate a myth that reduces China to rural
China, to barren landscapes, to exotic rituals,
to male impotence or castration, to repressedfemale
sexuality—-in brief; to all that may be termed Vfmitive
passions ’; the other is to demythologize Western fantasies and redirect critical attention to other aspects of
Chinese cinema. ”

which virtue and purity are embodied in the actress Ruan Lingyu
and are captured——rather than violated—by the camera.
Yuejin Wang presents a creative piece, “Melodrama as
Historical Understanding: The Making and Umnakirig of Communist History,” in which he argues that melodrama is itself a

mode of historical understanding because, as in 1989, “History
presents itself as cinema” that commands our melodramatic
“gaze” (p. 73); he supports his argument with a review of
significant historical events in China and in Eastern Europe. The
fall of the communist regimes in Eastern Europe, he points out,
were melodramatic spectacles watched by the rest of the world.

The essays in Wimal Dissanay ake’s volume illustrate the
importance of melodrama to Chinese ﬁlm studies. Informed by
multiple theoretical models, they offer many interesting—at
times insightful-—readings of Chinese ﬁlms. At the same time
the essays show the contributors’ struggles to navigate through
what Douglas Wilkerson calls, in a rather negative review, “the
turbid theoretical verbiage.” 9 An advocate of broad-based area
studies, Wilkerson favors research that demonstrates thorough
knowledge of other disciplines as opposed to research that is

conﬁned to one academic discipline.
Chinese Cinema and Traditional Arts or Aesthetics
A good example of the area studies model that Douglas
Wilkerson prefers is found in Cinematic Landscapes: Observations on the Visual Arts and Cinema ofChina and Japan, edited

by Linda Erhlich and David Desser. (Wilkerson translated the

Whereas Hao and Ni are thoroughly immersed in Chinese
aesthetics, Chris Berry and Mary Arm Farquhar are more concerned with recent developments in the West and thus propose,

at the beginning of their essay, “Post-Socialist Strategies: An
Analysis of Yellow Earth and Black Cannon Incident," to conceptualize “the style and strategies of Fifth Generation ﬁlms” as
“post-socialist"-a concept awaiting further elaboration (p. 84).
They then proceed to study Chen Kaige’s Yellow Earth in terms of

brushwork, ink, composition (drawing on the Chang’an school
of painting in the mid-twentieth century, as well as on the concept

of yin/yang permutation). They then analyze Black Cannon
Incident (Heipao shijian, directed by Huang Jianxin, 1985) in terms
of alimation, expressionism/abstractionism, and distanciatiou They
conclude that the departure of these two ﬁlms from the “socialist-realist tradition” in the 1950s and 1960s points to “the opening up of [a] postsocialist space” in which tradition may be
revived for contemporary intervention and Westem modern art
invoked for “very Chinese purposes” (p. 110).

As if to illustrate Berry and Farquhar’s conclusion on the

ﬁrst two essays in the China section on Cinematic Landscapes;
he provides introductions to each of the essays as well.) The ﬁve

usefulness of tradition, An Jingfu’s “The Pain of a Half Taoist:
Taoist Principles, Chinese Landscape Painting, and King of the
Children” argues that Chen Kaige’s recourse to Taoist aesthetic

essays on ﬁlm and visual arts in China cover a wide range of

is not completely successful and the main character in his King

topics, including traditional aesthetics based on Taoist and Zen

ofthe Children (Haizi Wang, 1987) is at best a “half Taoist”-the

Buddhist principles, and the inﬂuence of traditional Chinese

otlier half being “Confucian” (p. 121).
Finally, Jenny Kwok Wah Lau’s “Jua'ou: An Experiment in
Color and Portraiture in Chinese Cinema” takes note of a switch

9. See'Wilkerson’s review, Joumal ofAsian Studies 53, no. 2 (May

1994); 510.

of artists’ preoccupation from portraiture to landscape during the
Tang dynasty (618-904) and redirects our attention to a neglected
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genre, the “rich color painting” (nongcai hua). In terms of the
four basic elements in classical Chinese portraiture, namely
posture, facial expression, spacing, and environment (p. 134),
she discusses the characterization and the manipulation of color
in Ju Dou (Ju Dou, directed by Zhang Yimou, 1990). She
concludes that the ﬁlm creates meanings “new to traditional
Chinese cinema” Q). 133), but falls short of specifying exactly
what the new meanings are or why they are new in contemporary
China.
Technically, Cinematic Landscapes is an impressive book,
handsomely designed—with many colorplates and stills to illustrate-the aﬁinities between painting and cinema. lt is also easy to
use—with a filmography and a list of selected works (but regrettably without a character list). As an attempt to “identify some
of the bridges that link both worlds” of film studies and an
history and to investigate “how some films cite the visual arts as
a reference point” (Erhlich and Desser, pp. 3-4), the anthology
is a great success. It not only helps fill a gap in Western scholarship but it also links Chinese and Western types of ﬁlm studies. 1°
However, due to its preoccupation with aesthetic, philosophical,
and formal or compositional elements, the Chinese section in this
anthology (except for Berry and F arquliar’s essay) does not
adequately explain how innovative ﬁlm styles function in the
cultural and political context of contemporary China. For such
explanations, we turn to the next book.
Film Studies in Contemporary China

(Shijie dianying), provided the necessary discursive means by
which Chinese ﬁlm scholars departed from the ofﬁcial paradigm
of monolithic political criticism and ventured into a new iritel-

lectual space.
Presented in a variety of forrns—-essay, commentary, critique, arid roundtable discussion, the articles in Film in Contemporary China exemplify a type of scholarship that is markedly
different from that practiced in the West. Whereas ﬁlm studies,
as Rothman laments, had become all but completely “academi-

cized” in the United States by the mid-1980s and had lost its
valuable “human” dimension, in Chinese film criticism we still
see a close human tie betweenﬁlmmakers and critics, and the lat1er’s
genuine engagement in—rather than a presumably “disinterested”
detachment from—-ongoing film production in China.“ It is in
this sense, to say the least, that the collection will prove useful
to anyone who cares about what film studies meant to Chinese

scholars in the l980s, especially when the collection is paired
with its earlier, companion volume, Chinese Film Theory (Praeger, 1990), which deals with a number of important debates in
the 1980s: the theatricality of ﬁlm, the literary quality of ﬁlm,
the new concept of ﬁlm, the nationalization of ﬁlm, and tradition
and innovation in film (e.g., the Xie Jin model)” The weaknesses of the 1993 collection are its inconsistences and its

presentation ofbibliographic data that is frustratingly incomplete
or even incorrect.”
Judged by the standards of quality research, comprehensive
coverage, and rich supplementary materials (e.g., illustrations,
chronologies, glossary, and bibliography)“ New Chinese Cine-

In his Foreword to Film in Contemporary China: Critical
Debates, I979-1989 (George Semsel, Chen Xihe, and Xia Hong,
eds.)—a book that covers the most exciting decade of Chinese

Esther Yau, eds.) is undoubtedly the best single-volume publica-

ﬁlm studies, 1979-l989—Johri Lent insists that the collection is
“important primarily because it allows Chinese film personnel
to speak for themselves in their own language, using their own
cultural and scholarly traditions” (p. x). Introductory and con-

tion on contemporary Chinese cinema in English to date. Based
on a conference held at UCLA in January 1990, this collection
represents the maturation of Chinese ﬁlm studies in the United
States—a remarkable achievement given that the ﬁeld was barely

cluding remarks from the three editors frame a collection of
Chinese articles in English translation that are arranged under
five major headings: “The Call for New Social Concepts,” “The

ten years old at the time of the conference.”
ln a succinct introduction, Nick Browne, who was among
the ﬁrst to introduce Chinese ﬁlm studies in the United States,

Issue of Culture,” “Yingxi” (shadowplay theory), “The Enter-

places this anthology in a “demanding cross-cultural frame,"

tainment Film,” arid “The Debate on New Chinese Film Theory.”
According to the editors, works advocating technological development prevailed in the early l980s, as evident in the pursuits of
ﬁlm language, of the ontology of ﬁlm, and of other new concepts

of ﬁlm, whereas from the mid-1980s on “Chinese ﬁlm studies
shifted from technological to ideological concerns” (p. xx) in an
attempt to rethink issues of social function, ideological construction, and political implication of ﬁlmmaking and ﬁlm criticism.
In an unambiguous manner, the editors attribute the achievements of Chinese ﬁlm studies in the “New Era” to the “influence
of the West,” for Western ﬁlm theories. made available for the
first time by visiting American scholars and through Chinese
translations published by China Film Press (Zhongguo dianying
chubanshe) and in journals such as Contemporary Cinema (Dangdai dianying), Film Art (Dianying yishu), and World Cinema

mas (Nick Browne, Paul G. Pickowicz, Vivian Sobchack, and

1 1. For Rothman’s view, see Dissanayake,MeIodrama, pp. 25 9, 267-68.
Chinese filmmakers like Xie Fei, Wu Yigong, and Zhang Nu-auxin also
participated in ﬁlm criticism, while ﬁlm scholars sometimes joined in
ﬁlm production (e.g., Ni Zhen was the screenwriter of Raise the Red
Lantem, among others).
12. See George S. Semsel, Xia Hong, and Hou Jianping, eds., Chinese
Film Theory: A Guide to the New Era (New York: Praeger, 1990).
13. For instance, two references to note number 1 appear in the text (pp.
185 and 188) but only one note appears in print (p. 189). Inconsistences
and mistakes like these reduce the reliability of the collection as a
primary information source.
14. The bibliography in the anthology, compiled by Li Huai and Paul
Pickowicz, is impressive, but the reader may also consult H. C. Li,
“Chinese Electric Shadows: A Selected Bibliography of Materials in
English,"Moder'n Chinese Literature 7, no. 2 (fall 1993): 117-53, and

10. Earlier discussions of the relationship between Chinese ﬁlm and
traditional Chinese arts or aesthetic are found in Lin Niantong, “A Study
of the Theories of Chinese Cinema in their Relationship to Classical
Aesthetics,” Modern Chinese Literature 1, no. 2 (fall 1985): 185-200:
Catherine Y1-Yu Cho Woo, “The Chinese Montage: From Poetry and
Painting to the Silver Screen,” in Bmy,Perspectr'ves (1991 ), pp. 21-29.
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his “More Chinese Electric Shadows: A Supplementary List,"Modern
Chinese Literature 8, nos. 1-2 (spring/fall 1994): 237-50. Li’s third and
ﬁnal bibliography is forthcoming from the same journal in 1997.
15. In 1984, Paul Pickowicz stated that “resmrch on Chinese cinema is
still in its infancy.” This statement was mmnt to cover the ﬁeld in China
and elsewhere (see his “Early Chinese Cinema,” p. 137).
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characterizing it as a.n interdisciplinary venture “between film
studies and Chinese studies” (p. 11). “The challenge,” Brown

states, “is to map the changes of aesthetic fomi and sensibility
upon the resistances and incursions, displacements, and reinscriptions of political power as it seeks to shape the social body”
(p. 2). To that end, he reminds the reader, “Westem interpretations
of these changes . . . must ﬁrst be historical and cultural” (p. l 1).
“Forfilm study in America to acceptAsian cinema
only as an object to be studied in accordance with already established procedures and doctrines is for the
feld to deny to Asian films, and to Asians, the status of
subjects, subjects capable ofthinkingfor themselves. ”
The first two essays in the anthology deal with melodrama.
In “Spatiality and Subjectivity in Xie Jin’s Film Melodrama of
the New Period,” Ma Ning maps the manifestation of spatiality
and subjectivity in Chinese film melodrama. Beginning with an
examination of ﬁlm director Xie Jin’s narrative mode as a
blending of “history with ﬁction or legend, the personal with
political, in a narrative pattern characterized by a bipolar structure that is typically Chinese” (p. 15), Ma discusses spatial
dislocation and female subjectivity in The Legend of Tianyun
Mountain and the construction, in Xie .lin’s other ﬁlms, of a

“coherent” social subject at a time of ideological crises. In the
course of his explanation, Ma Ning makes observations such as
these: the subject position of the Chinese narrative discourse is
group-oriented (p. 19); the yin-yang cosmology has left its mark
on the screen layout, so that the right-hand side is usually
associated with yang/positive whereas the left-hand side with
yin/negative (p. 20). Clearly inﬂuenced by structuralist poetics,
several of Ma Ni.ng’s observations appear to be too neatly charted.
They require further evidence to substantiate their validity.

In “Society and Subjectivity: On the Political Economy of
Chinese Melodrama," Nick Browne summarizes Westem theories of melodrama and, in a cautious way, suggests that Chinese
“family melodrama” (as conceived by Ma Nirig) is not truly
analogous with its Western counterpart. Browne proposes instead a concept of “political melodrama” that he defines as “an
expression of a mode of injustice whose mise-en-scene is precisely the nexus between public and private life, a mode in which
gender as a mark of diﬂ'erence is a limited, mobile tenri activated
by distinctive social powers and historical circumstances” (p.
43). Interestingly, he selects the same Xie Jin films that Ma

analyzed, but he oﬁers his own interpretations of the intricate
link between political positions and sexual relations, the tension
generated by the expectations of an ethical system (Confucianism) and those of a political system (socialism), a mode of
subjectivity at the margin of ofﬁcial discourse, and a concept of
the “person” apart from gender per se.

In comparison, Paul Pickowicz’s “Huang Jianxin and the
Notion of Postsocialism” is theoretically more daring in that it
recommends the notion of “postsocialism” as a way to comprehend contemporary Chinese culture and society. He judges modernism to be an abused term and postmodemisrn to be largely
irrelevant to Chinese ﬁlm studies. Postsocialism, he argues,

exists in “the domain of popular perception” (p. 61), if not on an
explicit ideological level. Pickowicz clairns that “an alienated postsocialist mode of thought and behavior began midway through

the Cultural Revolution" and that this “negative, dystopian cultural condition" is not restricted to the city alone (pp. 62-63). He
views Black Cannon Incident as a postsocialist critique of the
Leninist political system, Dislocation (Cuowei, directed Huang
Jianxin, 1986) as a parody that links postsocialism to theater of
the absurd, and Transmigration (Lunhui, directed Huang Jianxin, 1989) as a story of individual resignation and ariorriie in the
postsocialist society.
In “Neither One Thing Nor Another: Toward a Study of the
Viewing Subject and Chinese Cinema of the l980s,” Chris Berry
continues a study he began in I985, substantially modifying his
earlier judgment that a “nonindividualized, communal subject”
is typical of post-1949 “classical mainland Chinese cinema.” '6
For ﬁlms in the l980s, Berry proposes “a series of more localized
models” of the viewing subject——models that take into account
“a matrix of distinguishing factors, among them gender, distanciation, identiﬁcation, subjectivity, emulation, and rej ection" (p. 109).
The second part of New Chinese Cinemas focuses on ﬁlms
from Taiwan and Hong Kong. It opens with Fredric Ja.meson’s
“Remapping Taipei,” an essay on Terrorizer (Kongbu fenzi,
directed by Edward Yang [Yang Dechang], 1986) and on the
ﬁlm’s themes of urban alienation and disillusionment. In characteristically imaginative fashion, Jameson refers to a range of
European modemist works and non-Westem texts as he argues
that Terrorizer attributes modernization more generally to urbanization than to Westernization as such (p. 120), that it explores three now-archaic modernist themes—“art versus life, the
novel and reality, mimesis and irony” (p. 123)-—and that it
defines the situation of women as “fundamentally spatial" while
developing the male ﬁgures in “their temporal destinies” (p. 146).
In “The Ideology of Initiation: The Films of Hou Hsiaohsien,” William Tay employs the notion of “initiation” in his
study of the world-renowned director from Taiwan, Hou Hsiaohsien. Tay regards Hou’s A Time to Live and a Time to Die
(Tongnian wangshi, 1985) and Dust in the Wind (Lianlian fengcheri, I987) “as cinematic analogues of the Bildrmgsmman,”

which concentrates on the maturing process of the ﬁlm's protagonist (p.. 152). “But besides the usual psychological i.nclination to romanticize childhood and to embellish the past," Tay
writes, “Hou I-Isiao-hisen’s unstained and innocent countryside
always remains in idealistic opposition to...the city, which is
usually portrayed as the embodiment of deception, corruption,
and exploitation” (p. 155).
Li Cheuk-to’s (Li Zhuotao) essay, “The Retum of the
F ather: Hong Kong New Wave and Its Chinese Context in the

l980s,” is very informative. Conceding that Hong Kong has not
produced directors of the caliber of Hou Hsiao—hsien, Edward
Yang, Chen Kaige, or Tian Zhuangzhuang, he argues neverthe-

less that Hong Kong cinema is important in many ways (p. 160).
First, all new wave directors have received formal training in film
schools in the West, and their works are marked by technical
sophistication, aesthetic stylization, and modern sensibility. Second, since they were bom and grew up in the territory, they
exhibit a new Hong Kong consciousness—one that was absent
from earlier generations of Hong Kong ﬁlmmakers who were
more concemed with nationalism and their Chinese identity. The
reintegration of Hong Kong into China in 1997 was a shadow
I6. See Berry, “Sexual Difference and the Viewing Subject in Li Shuangshuang and The In-laws,” inPerspectives (1985), pp. 32-46.
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that loomed large in the minds of the new generation of Hong
Kong directors, who sought to articulate a collective anxiety by
probing into the China-Hong Kong relationship. According to
Li, Homecoming (Sishui liunian, directed by Yim Ho [Yan Hao],
1984) and Long/lrm ofthe Law (Shenggang qibing, directed by
Johnny Mak [Mai Dangxiong], 1984) constitute “the positive
and negative poles of people’s perceptions of the mainland in
Hong Kong” (p. 169).
Survival, self-interest, and a new heroism based on brotherhood are the themes developed in the gangster films that have
long been popular in Hong Kong. By contrast, Hong Korig’s new
breed_of directors (those who began ﬁlmmaking in the late
1980s) reject the myths of brotherhood and heroism arid—in
films like Gangs (Tongdang, directed by Lawrence Ah Mon [Liu
Guochang], l988)—refuse to acknowledge the retum of the
father (the symbol of Chinese tradition).
In “Border Crossing: Mainland China’s Presence in Hong
Kong Cinema,” Esther Yau distinguishes ﬁve perspectives of
“China“—imperia.l China, Republican China, socialist China,
Taiwan after 1949, and Hong Kong ruled by the British since
1842 (p. 182). She sees Hong Kong as a place where Chinese
and Westem cultural values co-exist and, like Li Cheuk-to, treats
Homecoming and Long Arm of the Law as polar expressions
vis-a-vis the mainland, although both ﬁlms are equally ambivalent “toward [Hong Kong’s] postcolonial future” (p. 197).
The ﬁnal essay in the anthology, Leo Ou-fan Lee’s “Two
Films from Hong Kong: Parody and Allegory,” analyzes the
larger issues of urban culture and postmodem sensibility through
the study of two ﬁlms that represent two popular Hong Kong

subgenres—tlie “hardcore” gongfii movie and the “softcore”
romantic comedy. Lee starts with actor/director Jackie Chan

(Cheng Long), whose serious and comic sides in gongﬁi/action
films such as Project A (A jihua, 1983) exhibit elements of
parody and allegory. Lee then studies Rouge (Yanzhi kou, directed by Stanley Kwan [Guan Jinpeng], 1987) and Peking
Opera Blues (Daoma dan, directed by Tsui Hark, 1987). Taking
his interest in parody one step further—linking parody and
“pastiche”—Lee points to “the inevitable theoretical query: can
we regard Hong Kong ﬁl.rns as in some way products of a
Chinese postmodern culture?” (p. 212). For him, “postmoder-

nity” is indeed already present in Hong Kong cinema and its
presence may “have something to do with the infrastructure of
Hong Kong’s urban culture” (p. 212). Refraining from a thorough investigation of the question of postrnoderriity, Lee nonetheless urges the reader to think about how to situate Chinese
cinema in the contemporary postcolonial, if not entirely postmodern, world system, an issue that is examined at great length
in Rey Chow ’s most recent book.
Chinese Cinema and Postcoloniality

The only single-authored book under review here, Rey
Chow’s Primitive Passions is the most impassioned study of
Chinese cinema and modem Chinese culture. Rereading Lu
Xun’s well-known story of how he came to write ﬁction after
watching a newsreel about the execution of a Chinese spy by the
Japanese, Chow detects a sign of the beginning of a new kind of

discourse——that of “teehnologized visuality”--in the “third world”
(p. 5). What she sees as “paradoxical” in Lu Xun’s case is that,
while fully aware of the direct and crude power of the new

visuality, he nonetheless returned to the “ancient, word-centered
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culture” (p. 10) in his enlightenment project.” Drawing on
postcolonial discourse, Chow further asserts that, though visual-

ity has been largely marginalized, if not altogether repressed, by
modern Chinese intellectuals, “the entry of ﬁlm represents a
moment of an epochal dislocation of the linguistic and literary
sign” (p. 18). In her elaborate formulation of “primitive passions,” she points to the fantasies of a lost origin and to the

strategies of invention and exoticization that structure a way of
seeing “China as simultaneously victim and empire” (pp. 22-23).
After a discussion of “Mao-worship” during the Cultural Revolution as “the most enchanting ﬁlm of the time” (p. 31), Chow

studies China’s Fifth Generation directors as “anthropologists
and ethnographers” who create a “space where ‘China’ is exhibited in front of audiences overseas” (pp. 37-38). Their cinematic

reinventions of “China,” Chow insists, must be “seen ultimately
as rejoinders to the aspirations of the communist state” (p. 43);

to move beyond such “cultural centrism," she calls for decentering the sign of “China” (p. 48).
Part 2 of Chow’s book consists of four chapters devoted to
speciﬁc Chinese ﬁlms. According to Chow, a ﬁlm like Old Well

(Laojing, directed by Wu Tianming, 1987) “demonstrates the
fundamental nothingness of the labor of social fantasy” (p. 77);

moreover, she claims, “A careful allegorical reading of Old Well
would demonstrate that the allegory of the ‘nation’ is, paradoxically, the nation’s othemess and nonpresence” (p. 66)—a non-

presence “signiﬁed by the barrenness of romantic love” (p. 72).
In her reading of Yellow Earth, she critiques two positions in
current critical thinking about “third world” cinema—one “leﬁ-

ist masculinist” (i.e., Jameson’s “national allegory") and the
other “liberal feminist” (i.e., E. Ann Kaplan’s “heterosexual
erotics”)——and argues that, in Chen’s film, “The image becomes
a kind of alibi, with its full signifying power giving way to a
signiﬁcance that is musical in effect” (pp. 89-90). In a radical
move, she locates in King of the Children a “conception of
culture as violence and excrement” (p. 129) and a creation, in the
elusive ﬁgure of a “mute” cowherd, of “a discourse which
counters the institution of education” (p. 124). As a product of
narcissistic male culture, she concludes, “Chen’s ﬁlm oﬁers a
fantastic kind of hope—the hope to rewrite culture without
woman and all the limitations she embodies” (p. 141).
Finally, tuming to Zhang Yirnou’s Red Sorghum (Hong

gaoliang, 1988), Ju Dou, and Raise the Red Lantern (Dahong
denglong gaogao gua, 1991), she judges these ﬁlms to be “in-

heritors of the popular Mandarin Duck and Butterﬂy ﬁctional
modes” (p. 146), a term used by critics to refer to a type of
popular ﬁction in early twentieth-century China that dwells

excessively on the emotional lives of young lovers. She admits,
however, that Zhang betters his precursors in the “art of seduction,” which involves a “self-subalternization” and a “fetishiza—
tion of women” (p. 148). She then reviews recent studies of
Zhang and objects to the interpretations based on the xu/shi
(emptiriess/fullness) conceptualization and on the “repressive

hypothesis” (p. 158). For Rey Chow, “ﬁlmic irriages operate as
images, as surfaces whose signiﬁcance lies in their manner of

17. Even though it might be smart of Rey Chow to challmge Lu Xun’s
status as the “father” of modem Chinese literature on the grounds of
visuality, the reader must remember that, historically, Lu Xun helped
introduce new forms of visuality such as European and Japanese woodblock print and book cover dsign to early twentieth-century China
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undoing depth itself‘ (p. 159).” The power of surfaces in Z.hang‘s
films, she contends, comes from their confrontation, from their
tactics of retuming “the double gaze ofthe Chinese securiiystate
and the world s, especially the West Zr, orientalism" (p. 170,
emphasis in the original).
ln the ﬁnal part of her book, Chow considers China’s status
as object of gaze and claims that “being-looked-at-ness, rather
than the act of looking, constitutes the prima.ry event in crosscultural representation" (p. 180). Through the twist of looking at
oneself being looked at by others (the West), she suggests,
contemporary Chinese cinema seeks to ethnographize China (the
self) and becomes, in the end, an “autoethnography” (p. 181).
After a survey of Westem translation theories, she reconstructs
Chinese cinema as “cultural translation" (p. 182), or translation
between cultures, and concludes: “lf translation is a form of
betrayal, then the translators pay their debt by bringing fame to
the ethnic culture... .lt is in translation‘s faithlessness that ‘China’

concems the politics of cross-cultural studies, or more precisely,
the question of Westem theoryand Chinese texts. Presumably
writing against the text-centered approach in the West, Li Tuo
recommends that “attention should be paid not only to the
[Chinese] film texts themselves, but also to the ways in which
Chinese critics interpret these texts and how and in what context
their theoretical discourse is produced.” 2° Yet, throughout the
l980s, the Chinese theoretical discourse was heavily influenced
by Westem theory. “Translations of Bazin’s What Is Cinema?
and Kracauer‘s Theory ofFilm... were quickly followed by studies iri semiotics, structuralism, formalism, psychoanalysis, ideological and feminist criticism... .The works...by Mitry, Roland
Barthes, Claude Levi-Strauss, Jacobson, Metz, Foucault, Benjamin, Althusser, Fredric Jameson, Andrew, Bordwell, Nichols,
Nick Browne, Mulvey, and Ann Kaplan, brought numerous new
approaches into the field and, in contrast to the past, heavily
inﬂuenced Chinese ﬁlm studies.” 2' In fact, gleaned from recent

survives and thrives" (p. 202).

studies, more names can be added to this spectacular “hit pa-

As “a rejoinder to some of the most urgent debates about
cross-cultural studies, sexuality, ethnicity, identity, authenticity,
and commodity fetishism” (a description that appears on the
book’s back-cover), Primitive Passions is a timely contribution
to a new interdisciplinary study of anthropology, film, and literature. As “an attempt to produce a cultural history and anthropology of modem China through the technologized visual image”
(p. x), however, Chow’s book is far from satisfactory. For one
thing, the project as she envisions it would not be complete
without consideration of other genres and forms of visual representation, such as book illustrations, pictorial magazines, and
comic strips, as well as photography, television, advertising, and
architecture. Her restricted use of Chinese sources, which stands
in striking contrast to her impressive command of Westem
critical literature, will inevitably reduce the persuasiveness of her
major arguments. For instance, the concept of ﬁlm as (auto)eth-

rade”—Adomo, Bakhtin, Baudrillard, Bourdieu, Derrida, Freud,
Heidegger, Lacan, Nietzsche, and Said. The list goes on and on.
We may take the presence of these Westem theorists in
Chinese ﬁlm studies as a sign of the signiﬁcance accorded to the
field and of the level of sophistication the field has attained; but,
from another point of view, it may be said that this Western
presence is prob1ematic—even to some Westem ﬁlm scholars.
In his passionate overview at the end of Melodrama and Asian
Cinema, Rothman questions the condition in which Asian cinema becomes accepted as an integral part of academic ﬁlm study:
“For ﬁlm study in Amenca to accept Asian cinema only as an
object to be studied in accordance with already established
procedures and doctrines is for the ﬁeld to deny to Asian ﬁlms,
and to Asians, the status of subjects, subjects capable of thinking
for themselves. It is to silence Asian voices,
to suppress
conversation between and among Americans and Asians.” 2 The

nography is illuminating in regard to Tian Zhuangzhua.ng’s Horse
(Yaogtui qingnian, 1988); similarly, “primitive passions” are
fully present in Zhang Nuanxin’s Sacriﬁced Youth (Qingchun ji,
1985) but noticeably absent from her Good Moming, Beijing!

silencing and suppression of Asian ﬁlms in Western studies have
been criticized,“ but more is at stake in cross-cultural studies,
including such a practical thing as how to designate the term
“contemporary Chinese cinema" for Westem audiences.
This raises a.nother issue, the notion of contemporary Chi-

(Beijing nizao, 1990), or from other contemporary urban films,
such as The Trouble Shooters (Wanzhu, directed by Mi Jiashan,
1988) and After Separation (Da saba, directed by Xia Gang,
1992). These remarks, nevertheless, are not meant to diminish
the value of Primitive Passions, which lies in the provocative
questions it poses, if not in the radical answers it proposes.”

nese cinema as “ethnography and autoethnography.” 4 As is clear
from the review above, Rey Chow bases her analysis on a small
number of recent ﬁlms, most of them set in rural China or in a
mythical or cyclical time frame. 25 It is true tliat—witli the success
of ﬁlms of Zhang Yimou’s such as Red Sorghum and Ju Dou—
Westem audiences will have no difficulty recognizing “oppres-

Thief (Daoma zei, 1985) but inadequate to his Rock ‘n ‘Roll Kids

Unresolved Issues
In conclusion, I will comment on a set of interrelated issues
that are raised but not fully resolved in the books under review
and that are likely to generate further debates. The first issue

18. It ishighly ironic that Rey Chow herselfcould notbut employ certain
“depth models" (feminist, psychoanalytic, and postcolonial) to ﬁgure
out the “depth of mmning” Zhang Yunou’s ﬁlms have supposedly
acquired by showcasing “images as surfaces.”
19. This is also the case with Rey Chow’s earlier books: Woman and
Chinese Modernity: The Politics of Reading between West and East

(Minneapolis: Univasity oflVﬁnnesotaPress, 1 991 ), and Wn'ringDiaspora:
Tactics ofIntervention in Contemporary Cultural Studies (Bloomington:

Indiana University Press, 1993).

20. See Semsel et al., Film in Contemporary China, p. xi.

2l.Ibid_,p.185.
22. Dissanayake, Melodrama, p. 262.
23. See Mitsuhiro Yoshimoto, “The Difﬁculty of Being Radical: The
Discipline ofFilm Studies and the Postcolonial World Orda," Boundary 2
18, no. 3 (1991): 242-57; and Yingjin Zhang, “Rethinking Cross~Cu.1tural Analysis.”
24. To quote Rey Chow in context: “In studying contemporary Chinese
ﬁlms as ethnography and autoethnography, I am thus advocating nothing less than a radical deprofessionalization of anthropology and ethnography as ‘intellectual disciplines’ ” (PrimitivePassions, p. 181). The
page numbers of her othcn quotations in this and the following paragraphs are given in the text
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sive feudal practices, ethnic details, myth making, magnificent
cinematography, [and] female sexuality” as Zhangs trademarks
(p. 150). However, from a critical point of view, to theorize that
these trademarks of one individual somehow constitute the essential features of contemporary Chinese cinema is, intentionally
or not, to disregard its diversity and complexity, to deny its
achievements in other categories (e.g., urban cinema), and ultimately to participate in a new kind of orientalism. Indeed, Zhang
Yimou's “exhibitionism”—which Chow calls “the Oriental’s
orientalism” (p. l7l)——is very much a product of orientalist
surveillance exercised by the intemational ﬁlm festivals in the
West;‘as an immediate result, his model of “visual ethnography"
(p. I49) may have become “inﬁnitely reproducible” (p. 48).“ It
is not an exaggeration to state that Chinese film scholars in the
West are now confronted with two choices: one is to follow the
orientalist trend and perpetuate a myth that reduces China to rural
China, to barren landscape, to exotic rituals, to male impotence
or castration, to repressed female sexuality-—in brief, to all that
may be termed “primitive passions”; the other is to demythologize Western fantasies and redirect critical attention to other
aspects of Chinese cinema.
This task of re-envisioning the directions of critical practice
is the third issue I would like to address. As Chris Berry rightly
observed in 1990, “we still lack reliable English-language histories of the Chinese cinema before 1949, the Taiwan cinema and
the Hong Kong cinema....[And] individual genres of feature
ﬁlm, documentaries and newsreels remain largely uncharted.” 17
Seven years have passed since Berry made this observation in

Melboume, Australia, but the situation remains basically un-

Finally, related to the re-envisioning of Chinese ﬁlm studies
is the question of “China” or “Chineseness.” In current postcolonial discourse, it is almost imperative to “deconstruct” the concepts of the nation and ethnicity.” According to Rey Chow, the
ethnic marker “Chinese” connotes a “compliant attitude toward
totalitarianism" in the Chinese intelligentsia, as well as an “indifference toward China Li imperialism vis-a-vis peoples who are

peripheralized, dominated, or colonized by mainland Chinese
culture, in places such as Tibet, Taiwan, and Hong Kong” (p. 51).
Moreover, in the era of transnational capitalism, “the ‘ethnicity’

of contemporary Chinese cinema——‘Chineseness’—-is already
the sign of a cross-cultural commodity fetishism” (p. 59). Irideed, the questions of nationhood and ethnicity are of tremendous importance to Chinese film studies, and as such they require
more serious and more systematic study.“ Suffice it to say here
that, however “China” or “Chineseness” may be presented in
current critical discourse, we must not and cannot ignore China
as a cultural and political entity, for this reality has had an
enomious impact on Chinese cinema throughout the twentieth
century. To follow Jameson ’s distinction that “ethnicity is something one is condemned to; neoethnicity is something one decides to reafﬁrm about oneself,” 3' I would like to conclude by
stating that Chinese cinema is something that exists. Whatever
individual critics may theorize about that “Chineseness” is always after the fact and metadiscursive. With this as the basis of
our historical understanding, we may “screen” (in both senses of
“projecting” and “scrutini2.ing”) China in a more meaningful

way——rneaningful not exclusively in the Western theoretical
context, nor merely in the context of “authentic” Chinese culture

changed as far as ﬁlm history is concemed. What is encouraging

and history, but ultimately in the context of cross-cultural, multi-

in the ﬁeld, nevertheless, is an increasing number of critical
studies of individual texts of early Chinese cinema, Taiwan
cinema, and Hong Kong cinema in the early 1990s, although we
still need more studies of auteurs, genres, and themes.“

ethnic, and transnational aspects of filmmaking, ﬁlm viewing,
and ﬁlm criticism in the contemporary world.

25. Among the eighteen ﬁlms she lists in the index, more than half are
merely mentioned in the book, and only one (Goddess, 1934) falls in
the category of urban cinema
26. Three recent ﬁlms confonn to Zhang Yimou’s paradigm ofrepressed
female sexuality in rural China: The Woodenman is Bride (Yanshen,
directed by Huang Jianxin, 1993), a ﬁlm that looks like a remake ofRea'
Sorghum," Red Firecrackers, Green Firecrackers (Paoda shuangdeng,

directed by He Ping, 1994), a wimier at the 1994 Hawaii Film Festival
and a crowd-pleaser at arttheaters in the West; andErmo (Ermo, directed
by Zhou Xiaowen, 1994), an artistic, at times comic variation on the
theme of repressed female sexuality set in contemporary China.
27. Berry, Perspectives (1991), p. 4.
28. For early Chinese cinema, see Kristine Harris, “The New Woman:
lniage, Subject and Dissent in 1930s Shanghai Film Culture," Republican China 20, no. 2 (April 1995): 55-79', Paul Pickowicz, “The Theme
of Spiritual Pollution in Chinese Films of the 1930s,” ll/[odem China

17, no. 1 (1991): 38-75; Yingjin Zhang, “Engendering Chinese Filmic
Discourse of the 19305: Conﬁgurations of Modern Women in Shanghai

59-78; Kwai-Cheung Lo, “Once upon a Time: Technology Comes to
Presence in China,” ibid, pp. 79-96. Two forthcoming collections of
essays will greatly facilitate further research in this growing ﬁeld:
Romance, Sexuality, Identity: Cinema and Urban Culture in Shanghai,
1910s-1940s, edited by Yingjin Zhang (Stanford: Stanford University
Press, 1998), is devoted entirely to early Chinese cinema; Transnational
Chinese Cinema: Identity, Nationhood, Gender; edited by Sheldon

Hsiao-peng Lu (Honolulu: University of Hawaii Press, 1997), contains
many essays on Taiwan and Hong Kong films. For information regarding auteurs, genres, and themes, Encyclopedia of Chinese Film, coauthored by Yingjin Zhang and Zhiwei Xiao (London: Routledge,
1998), is a comprehensive reference work comprising three essays on
film histories of mainland China, Taiwan, and Hong Kong, as well as
hundreds of entries of varied lengths.
29. In addition to the writings by Chow and Yau reviewed here, see Chris
Beny, “A Nation T(wlo)o: Chinese Cinana(s) and Nationhood(s),” in
Colonialism and Nationalism in Asian Cinema, ed. Wimal Dissanayake

of Family in Osmanthus Alley and The Terrorizer," Tamkang Review

(Bloomington: lndiana University Press, 1994), pp. 42-64. This collection is not reviewed here because it contains only two essays on Chinese
cinema, both published previously in East- West Film JournaL\'.
30. For a full-length discussion of these questions, see Yingjin Zhang,
“From ‘Minority Film’ to ‘Minority Discourse’: Questions of Nationhood and Ethnicity in Chinese Film Studies,” Cinema Journal 36, no.

25,no. 1(auturnri 1995): 81-99. For Hong Kong cinema, see Rey Chow,
“A Souvenir of Love,”Modem Chinese Literature 7, no. 2 (fall 1993):

31. In Browne et al., New Chinese Cinemas, p. 120.

in Three Silent Films,” positions 2, no. 3 (wuiter 1994): 603-28. For

Taiwan cinema, see Stephanie 1-Ioare, “Innovation through Adaptation:
The Use of Literature in New Taiwan Film and its Consequences,”
iiodern Chinese Literature 7, no. 2 (fall 1993): 33-58', Yingjin Zhang,

“The ldyllic Country and the Modern City: Cinematic Conﬁgurations
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3 (spring 1997); 73-90.
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