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Introduction
Motivation

When | came for the first time to Germany, it wésrks to the German
Academic Exchange Service (DAAD), which supported and my fellow
students of the East Asia Institute for Visual Apnfiology (EAIVA, Yunnan
University) to participate in the Gottingen Intetioaal Ethnographic Film
Festival (GIEFF) 2000. My first documentary filQing, the Newspapermamas
selected for the student film competition and awdrthonourable mention” at
GIEFF 2000. Afterwards, | co-produced two more doentaries. Although |
always knew that documentary filmmaking is my destl have been interested
in social science and humanities, too. Before Iktqmart in the Visual
Anthropology curriculum at the EAIVA, | had gradedt with the B.A,,
specialized in Chinese Literature at Yunnan UniterOuring my graduate
study, | had the opportunity to read many bookssoaial scientific theories,
methodologies and paradigms, which helped me mgldip a solid basis on
social science and humanities.

At EAIVA, Barbara Keifenheim guided me into the Ifieof Visual
Anthropology, which occurred to me as if it would & perfect combination of
artistic creation and scientific research. Thesraftwas encouraged to go back
and forth between the practice of documentary ntpkamd the scientific
reflection of ethnographical fieldwork research: Amn anthropological
filmmaker, | have to work in a shared field sitoatiin order to observe an
anthropological issue, that is to say, what happerise protagonist and impacts
myself, as neutral and scientific as possible, thieth represent and reconstruct
what | document embodied in form of documentarynfilWithout scientific
thinking and methodologies, one anthropology filnkerecan never go further.

This may explain, why | came to Kiel University Exturer for modern
Chinese language in order to simultaneously puasB&D dissertation on film.
Meanwhile, | came to realize that in Germany ad a&lin whole Europe, there

has been developed a strong interest in Chinass,fibut there is still a lack of



historical or theoretical introductions from a watiresearcher’s perspective.
That is how it turned out, that | wanted to writey ndissertation about
contemporary Chinese Independent Film Movemenintakilace in Mainland
China since the end of the 90’s. As a native filrkaraas well, | am a part of this
movement too, naturally, |1 hope this study wouldphene in finding my

self-understanding as a documentary filmmaker.

Topic and Structure of this Study

In order to comprehend the New Documentary Movemiéemias to be seen in
the present context of filmmaking, including fietiowhich itself cannot be
isolated from the current socio-political context general: That is the
synchronic and horizontal situation. At the sammeti it is necessary to
investigate, how it came into being, historicallyhat is the diachronic and
vertical line. Eventually, the original motive tech out to be the following
arrangement of my study, in which | focus on thecatled Independent Film
Movement since the end of the 90’s, both on ficteord documentary films
equally, since being “independent” from the officggstem and institutions is
their most outstanding common characteristic. Theth chapter is the heart of
this study dwelling on various characteristics bé trespective independent
filmmakers and their films, their thematic concerasd their ways of
representation and dissemination. In order to de¢pe understanding of the
independent film movement since the late 1990 fifith and sixth chapters are
case studies regarding respectively fiction andudwmtary films: Chapter 5
concentrates on Jia Zhangke, one of the most owlisiga independent fiction
filmmakers, while Chapter 6 centers on a very ssgfité independent
documentary film festival serving as platform toowsicase and disseminate
documentaries within China, the Yunnan Multi Cu#tuvisual Festival
(YUNFEST).

The first three chapters concern the forerunnersbath, fiction and
documentary domains, during the 80’'s and 90’s. Batenomena came into
being after the Cultural Revolution had been ddfigi terminated in the end of



the 70’s. Then China has been opening up and |laghtte nationwide reform.
Chapter 1 concentrates on the so call&dGeneration which had become
famous first through Western Film Festivals and laadhig part in Western
interest in Chinese filmmaking. Chapter 2 serves dontrasting the '

Generation with the newcomers, labelled tfleGgneration, which initiated the
movement of independent feature films outside tHecial system and

institutions. Chapter 3 focuses on the simultanetav&lopment of documentary
filmmaking which happened in the first place withine central and local

Television Stations.

State of Research

Since more than twenty years, Chinese films hawn leavelling in various
Western Film Festivals. Meanwhile, internationdlhere is a huge amount of
articles written about the China’s cinematic sceiree the 80's, specifically
concerning the so called"&and &' Generations. Among the books, academic
thesis, critiqgues, and translations, most of thesnewconcerning individual or a
group of filmmakers, and interpreted from the pecsive of political discourse.

About the current situation, we can only find decin the respective film
festivals brochures, in film distributor’s pressyamentaries, in film magazines,
in the respective announcements of the variouy aevspapers, and, last but
not least, fragmental resources in internet. Al know, there has never been
presented in the West, neither a study concernirtly fiction and documentary
filmmaking from comparative perspective, nor anuing into the socio-political
background of the development of the whole conteamyaChinese film -- seen
from inside.

Within China, along with Chinese film itself is dd@ping and a movement
in the name of independent filmmaking is befalldiscussions and debates
concerning the current film scene are flourishingarious channels, such as in
film activity brochures, film magazines and pressew internet websites and
BBS. However, few of them had been able to be thtced to the outside and,
none academic study had been fulfilled either.



There are five books which helped my researchpuatlished shortly after
the turn of the millennium and, thus, they are nyaiabout the late 90's
filmmakers. Two of them are DV handbooks, one wdited by Zhang Xianmin
and Zhang Yaxuan, the other one was edited by #gjiahg. Both of them
emphasize the connection between the DV revolwgmahthe its growing impact
on independent filmmaking in China.

The remaining three all focus on documentary filking: LU Xinyu’s
book anticipated in a certain way positions of idite 90's while discussing the
crisis of TV documentary filmmaking since the midst the 90's! The
documentary handbook edited by Shan Wanli assemioted the perspective of
official criteria, articles written by documentamgsearchers and TV filmmakers.
Quite different from LU Xinyu's academic view andca Wanli’'s official
position, the last book to be mentioned was writbgnone of the pioneer
independent documentary filmmakers, Wu Wenguang@, albo played a role of
innovator introducing new ideas and methods ofrir@gonal documentary

filmmaking into China.

Methodological Implications

Born in 1976, | belong to the generation of studemhose academic education
was influenced by poststructuralist und post-modeeories.

That is why, in this study, Culture as well as ordt or personal identities
were no more conceived as static or essentiallergrit, but as a constant
process of multifaceted discourses negotiated wisimared situations. That is
why the 8" Generation is interpreted as rebelling againsoffieial communist
discourse; the 6 generation and the following independent filmmakef the
late 90’s are interpreted as being moulded thdfruselerstanding in order to
differ from the &' Generation’s filmmakers: The great legends wepéaced by
the small world of everybody, the"5Generation’s historical concerns were

replaced by the concerns with the tiny subjectieeldvhere and now.

1 Cf. Chapter 3.



When | try to embed the different generations ibreader socio-political
context of the P.R. China, | feel indebted to atgtascturalist modified social
history’ which inquires both, the social context and subjegerceptions:

“From this point of view, any action is undoubtedg social history maintains, a
response to the pressure and requirements of somméxt, but it is a discursively
mediated, not a structurally determined, responew Kistory never dispenses with
social context nor minimizes its importance in exping people’s actions as traditional
history and its revisionist revival do. What it iols is that social context makes its
contribution to the configuration of practice, rast an objective or structural instance,
but simply as a material support and referént.”

Within the social context, as well as within thébjgative perceptions, |
would like to distinguish two aspects: The “objeeti social context embraces
the individual objectivesocial context (Jia Zhangke’s growing up in a lrura
town)’, andcollective objectivesocial context (the DV revolution in China in the
midst of the 90’s) Within the subjective perceptions, | distinguibkindividual
subjective(Hu Xinyu’s statement: “I'm a betrayer of mé&pand thecollective

subjective(the self-understanding as belonging to th@s6" generatiof.

There is another reason, why | like to quote, somex in full length, the
words of flmmakers themselves. The various sitregil am analyzing are so
complex and in a way chaotic, thaty specific explications may seem rather
subjective, or even arbitrary, to others who migatexplicating along different
lines, because of their own different personal atdative starting points. In
quoting the filmmakers’ self-understanding withoweducing my own
interpretation, | pay a sort of homage to the rplittity of voices.

Convinced that there is no escape from individppkaaches, | am not at all
confused about the fact that | am part of the filmkimg movement which came
into shape since the late 90's, which is the copéctof this study, and moreover,

| am one of the organizers of the first Chineseudoentary film festival, Yunnan

2 Called “new history” or “post-social history” bie initiators of that paradigmatic turn, such as
Miguel Cabrera resp. Patrick Joyce.

Cabrera, p. 91.

Cf. Chapter 5.

Cf. Chapters 4 and 6.

Cf. Chapter 6.2.3.

The collective subjective is not the perceptionaofcollective, but the perception of an
individual as a member of a collective.

~N o g b~ W



Multi Culture Visual Festival (YUNFEST), which ishe¢ subject of the "6
chapter:

We are always involved in situations, but betweestate of mind of ,
extreme entanglement on the one side, and thenextdetached coolness on the
other sid& there is a broad scale of possibilities wherecam position ourselves

in order to realize an investigation as unbiasegoasible.

® Called ,personal regression” respective ,persamaancipation” by Hermann Schmitz.



First Chapter: Fiction Film -- The Forerunner Generation

In the first instance, it is necessary to clarifie tgeneration concept which is
commonly used in China to describe the differeougs of filmmakers (1.1). |
make use of this concept throughout this studyevtlifferentiating at the same
time among these respective groups. In the secectibs, | try to characterize
the 8" Generation of filmmakers, the first generatioreathe end of the Cultural
Revolution (1.2), since their contribution to thevdlopment of Chinese film,
and their impact on the following uf' @eneration and independent filmmakers,
cannot be underestimated.

1.1 The Concept of Generations

Commentators were quick to seize this term bec#useexpression “The's

Generation” had become universal currency as d lfaboehe directors, who
graduated from Beijing Film Academy in 1982. Thaaswthe first group to
graduate from the academy when it re-opened dfterQultural Revolution.
Chinese film critics came up with the term™®&eneration” in the midst of
1980's to identify this group, which included sushar’ names as Chen Kaige,
Tian Zhuangzhuang, Wu Ziniu, Zhang Yimou, Li Shawfyoand Hu Mei. The
term was taken up in many other countries, as thiens began to reach
distribution and were written about.

The notion of dividing Chinese film history intosaries of “generations”
was borrowed from Li Zehou’s bod@bn the History of Modern Chinese Thought
(Xiandai Zhongguo Sixiang Sh?) which similarly marks the changes and
developments of the twentieth century by assodatimem with successive
generations of thinkers. It became fashion to ume dgeneration concept in
various fields!® the film critics classified Chinese film historyitd five

generations as well.

°Li Zehou.
19 1n Politics, cf.The Fourth Generatio(Disi dai).



“The First Generation” meant the pioneers who faththe Chinese film
industry in the 1920’s: Zhang Shichuan, Zheng Zhangnd a few others. “The
Second Generation” referred to the filmmakers wihodpced ambitious and
“progressive” work in the 1930’s and late 1940'smumunist screenwriters Xia
Yan and Yang Hansheng, plus such directors as 8ufeéf Mu, Wu Yonggang,
Richard Po (Bu Wancang) and Cai Chusheng. “ThedT@ieneration” includes
the film-makers, who did most to shape the aesthetf communist cinema in
the 1950’s and early 1960's: Zhang Shuihua, Lingry, Zheng Junli, Xie Jin,
Cheng Yin and others, some of them coming from gamknds in the Shanghai
film industry of the pre-communist years. “The RbuGeneration” meant those
film-makers trained in the 1950’s whose careersewdgrailed by the Cultural
Revolution and had only a short window in the ed90’s to make their mark:
Wu Tianming, Wu Yigong, Zheng Dongtian, Xie Fei,afly Nuanxin and a few
others. “The Fifth Generation” points at those, k&g Chen Kaige and Tian
Zhuangzhuang, who transformed Chinese cinema igethes 1985-1987.

To characterize these filmmakers in terms of gdimraunderlines their
similarities, while embezzling at the same timeirtivery individual approach.
However, comparing the™sand &' Generations, it seemed to make sense using
the generation concept in order to define the nadependent films and
filmmakers when they emerged apparently as a compi@momenon in the
early 90's.It was till the end of the 90’s, people and sonha firitics kept using
the 8" Generation concept to label the independent fillkers But nowadays,
the label of & Generation apparently has lost its legitimacy aatidity to
characterize China’s independent films and filmmsal@&merging since the end
of 90’s. This chapter is a review of thd' Zeneration and the follow-up
transforming, while in the Second Chapter I'll ty contrast the "5 and the

so-called 8 Generation.

1.2 Fiction-Film of the Fifth Generation

It is easy to sketch the primary concerns of theGeneration directors in the
1980's. Marked by their experiences during the @alt Revolution -- most



importantly, their disillusionment with Maoism aiMbo worship -- they felt an

urgent need to challenge the orthodox communisagei of the country. This
led them to construct oblique, symbolic dramas Whiould serve as alternative
definitions of the political system. They were aldetermined to break with
decades of Soviet-inspired art, which the stateiomatized as

“revolutionary-romantic”. This, again, led themonareas of visual poetry and
thematic ambiguity, which had been almost entirelissing from China’s

cinema since 1949.

After graduation, they had the opportunity to mékas at minor studios in
the interior of China. Supported by a number of dteehged filmmakers, they
created what is now generally known as the “Chindsev Wave”, a cinema
noted for its artistic inventiveness, its reappiajon of the rich cultural heritage

of the nation and an eagerness to deal with palitssues.

The following sub-chapters deal, firstly, with th@ominent thematic
concerns (1.2.1) and, secondly, with typical nareastructures (1.2.2). After
interpreting these semantic aspects, | will focogle Film Language, such as
the Visual (1.2.3)

1.2.1 Thematic Concerns

The prominent thematic concerns of th® Generation seem to me are the
followings: reappraisal of history, political comtmient, national minorities, and

the gender issue.

1.2.1.1 Reappraisal of History

The interest in history was nourished through the#ed to put forward
interpretations of historical events and persoiealidifferent from the dogmatic
communist view; most of the early films dealt witistorical subjects. The first
film of the group wa®ne And the EightYi Ge He Ba GeGuangxi Studio, dir.
Zhang Junzhao, cameraman Zhang Yimou, 1983), giegebhinese soldiers in



Northern China during the Second World War. Onlihekground of factional
disputes within the Communist Party the filmmaksusceeded in playing out
the conflict between ideological orthodoxy and thasic human need for
freedom and love. This conflict, set in an histakiscenario, indirectly reflected
the concerns of the people after the Cultural Reiah.

Yellow Earth(Huang Tu Di, Guangxi Studio, dir. Chen Kaige, eaaman
Zhang Yimou, 1984) was the first prize-winning filof the group. Set in the
communist base area in Northern Shanxi in the 4@'§cuses the delicate
relationship between the Chinese communists angehsantry. The story of a
communist soldier's encounter with a peasant famtyich is full of tensions
and ironies, has an allegorical structure that alsvevith great subtlety the
contradictions within this alliance. Aside from itstistic achievements, its
distinctive visual style and narrative economy,steength as a masterpiece of
the 8" Generation films also lies in the analysis of ficfediscords inherent in
Chinese society. The filmmakers’ search for thenprly source of resistance to

change in China is present throughout the film.

The reappraisal and reappropriation of historylse ane of the concerns of
Red Sorghun{Hong Gao Liang, Xian Studio, dir. Zhang Yimou,86. The
film consists of two stories set in two differenstorical periods crucial to the
Chinese revolution: the war of resistance againgpadese aggression
(1937-1945) and the civil war period (1945-1949heTfilm examines the
revolutionary potential of the Chinese peasantrthenbeginning of this century,
an aspect thatellow Earthhad left somewhat unexplored. However, beneath its
powerful portrayal of the local peasantry, with usility and creativity, its
utopian vision of a society of brotherhood andrésellious nature, there lies a

political allegory, similar to that ofellow Earth
History also weights heavily in another work by @Hh¢€aige (director) and

Zhang Yimou (camera)lhe Great Parad¢Da Yue Bing, Xi'an Studio, 1986).
Using the opportunity provided by the grand cereynoirthe 3% anniversary of

1C



the founding of the People's Republic, the filimkednto the minds of the
ordinary peasant soldiers in today's China. Theeontinuity withYellow Earth
despite the difference in subject, for the filnmsre than a re-enactment of that
grand ritual of the parade which aims at bindirghtion together after years of
political turmoil through the affirmation of certasocial values. By focusing the
production of the ritual, it examines the ways ihieh these values are created
and maintained. Acknowledging the changes that haseurred in human
relationships in contemporary China, the need &sgmve traditions in a rapidly

changing society is hardly emphasized.

1.2.1.2 Political Commitment

The political commitment of the"5Generation fimmakers can best be seen in
Huang Jianxin’s works. His first filnThe Black Cannon IncideiHei Pao Shi
Jian Xi'an Studio, 1986), last but not least, a storytled friendship between a
Chinese and a German, is a satire on the bureaguicr&hina. The criticism has

a great deal of subtlety, as it is made by exargitive difference in cultural
values between the East and the West, such ativemts of time and space,
especially social spacing. As such, his critiguengre accessible to ordinary

people than any other piece by tfeGeneration filmmakers.

The sequeDislocation(Cuo Wei, Huang Jianxin, Xian Studio, 1987) takes
the form of a science-fiction film, which, | suspes a disguise for its continued
criticism of Chinese bureaucracy. The futurist wprh which the film is set, is
an unimaginative projection of the present worldhait bureaucracy: a world of
five-star hotels, Mercedes cars, spacious livingrgus, and offices secluded
from the workers. The most interesting aspect effilmn is its treatment of the
present leadership that consists of technocraitsettaafter the revolution. The
film explores their dual personalities: corruptiand consumerism, on the one
hand, puritan work-ethic historically associatedhvthe rise of capitalism in the

West on the other.

11



1.2.1.3 Concern for the National Minority Cultures

A major contribution to this cinematic discourselostory and culture has been
made by another member of the 1982 class, Tian rfjamiang, who, in his
films, expresses an interest in the marginal ceffuthat exist in the border
regions of China: Inner Mongolia to the north anblet to the southwesDn the
Hunting Ground(Lie Chang Zha Sa, Inner Mongolia Studio, 19843lslevith
the importance of law in structuring social life @me vast Inner Mongolian

grassland.

Horse Thief(Dao Ma Zei, Xian Studio, 1986) examines the refethip between
religion and people in Tibetan society. In bothm8l| there is an implicit
comparison between the Chinese and non-Chineseiresilt Despite the
documentary quality which succeeds in conveyingase of spontaneity and
authenticity, the portrayal of life in these regada by no means realistic; rather,
the films should be seen as the Chinese projectigrerception of these cultures.
Tian's creative impulse springs less from a demirenderstand these equally
ancient lands than from an attempt to evoke, thmaiach symbolism, pictures of
meaningful ways of life, which have either disappéaor long since been
repressed by the hegemonic Chinese culture of C@wfism or its modern

version.

1.2.1.4 The Gender Concern

In the late 80’s the film-makers of th& Generation (as Huang Jianzhong, Wu
Tianming or Yan Xueshu etc.) had been able to ntladee first films. They had
finished their degrees before the Cultural RevolutEducated by Russian or by
Chinese teachers, who themselves had been edumatedssian teachers they
followed the concept of social realism. For thermfmaking means “to tell
realistic stories in a realistic manner”. They weo able to get to know western
films (as the B Generation). Their stories follow conventional teats.
Nevertheless I think that they enriched the Chirfésescene with new stories

and new topics, such as the gender concern.

12



They used the village as a central scene of theisfle.g.A Love- Forsaken
Corner by Zhang Qi). In addition, their films often shothe damage and
destruction caused by the old social traditionswamen. A Good Woman
(Liang Jia Fu Nu) of Huang Jianzhong starts bydbementator’s saying: “In
China, women are very respected people, but tliteiateon is especially bad.”
Huang represents women as strong individuals.

The tendency to see the village as a microcosmhifiadCand to represent
women as strong and individualistic personalitestill very prominent in the
films of the following %' Generation, which has been influenced by the early
films of 4" Generation film-makers, such as Wu Tianming. T8 be seen in
all the films of Zhang Yimou, besides Chen Kaigee af the most famous
film-makers of the 8 GenerationRed Sorghurtiong Gao Liang, 1987u Doy
1989; Raise the Red Lantdiba Hong Deng Long Gao Gao Gua, 199he
Story of Qiu JIQiu Ju Da Guan Shi, 1992p Livéd Huo Zhe, 1993).

The heroines performed by Gong Li in the trilogye anore than erotic
images of beautiful brides sold to old men. They, af course, looked at with
pleasure, but these women also look back and iwedgtlooking they also
choose their destinies. Jiu'er Red Sorghunthooses her lover, husband and
future father of her son from within the sedan ghaiading to the killing of the
leprous old husband. She is killed fighting theaiegse.

Judou secretly and incestuously chooses the fifatreer of her son to
escape her brutal and impotent husband. Her sésdoth his biological and
social fathers. Judou kills herself, burning dovne thated dye factory that
imprisons her. Both heroines die gloriously. Iniedent setting we find the
heroin Songlian narcissistically gazing into therom in Raise the Red Lantern
on her wedding night. She chooses to torture aasémirl who sleeps with her
husband and to feign pregnancy in order to manipuian and the other three
wives through the possibility of an unborn son. fehis no young lover to save
her like inJudou The plan is discovered. Her red lanterns are ddwgth black
forever. She goes ingloriously mad.

13



Zhang Yimou encodes gender through color in thiessetstories. For Jiu'er,
the red ofyang (masculinity) dominates the wedding sedan, thel wdrghum,
the sorghum wine that supports her family, andfitieethat consumes her at the
end. This red force quite literally turns into théack-white power ofyin
(femininity) and death under ancestral rules emdrirom father to son in both
JudouandRaise the Red Lantefn

The trilogy is probably Zhang's masterpiece. Lu Xt881-1936), China’s
best-known writer in the early P0century, was a trenchant critic of
Confucianism, especially filial piety. He called &athers to let free the young
and so liberate society. Without such profound gearne wrote, children are
socialized into a cannibalistic society in whictesywone is gobbled up. Within
this framework, young women who challenge the sysie social realist
Chinese cinema of the 1930's nearly always dieGBneration cinema, however,
recast the Party as political patriarchy in a deatasy cultural critique. Zhang
goes even further in the trilogy. Old men persondysystem that never
relinquishes power. Freedom only comes from reayonbolic patricide that is
carried out by the son, but instigated by femalgirde Women have the active
part. Their ability to choose a man is the catafgstsocial change, for better
among peasants iRRed Sorghon or for worse in the artisan and literati
households of, respectivelyudou and Raise the Red LanternThus, many
commentators call the trilogy a Chinese exploratbroedipality, founded on
ancestral controls over female desire rather timthe son’s actual desire for his
blood mother. The argument is no longer that fatineust liberate their children
but that children must kill their fathers to liberahemselves. Its narrative power
rests on reworking the earlth@entury debate on Chinese patriarchy, liberation

and modernity.

The female spectacle continues in later films sagiGong Li's portrayal of
a sing-song girl irBhanghai TriadYao’a Yao, Yao Dao Wai Po Qiao) or Zhang
Yimou’s lyrical portrait of love inThe Road HoméWo de Fu Qin Mu Qin).

11 In traditional Chinese correlative thinking thdarared corresponds to fire, summer, heat, joy,levtfie
white corresponds to metal, autumn, sadness acH tdavater, winter, fear.
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Even when in later films the spectacle seems refjuzeeommon denominator
across Zhang Yimou's work is strong female charactehose deepest
individual desires whether for love, sex, sonstiges or simply survival

challenge the systems that threaten thEnms individualism is a long way away
from China’s socialist-realist cinema, which legized only collective,

class-bound desire as the beginning and end ostafltelling. Hence, the
liberation of desire in Zhang's films personalizékina’s quest for liberation
from the collective.

1.2.2 Film Language
1.2.2.1 Narrative Structure

The 8" Generation makes use of many classical narratiategies: such as
filmizing novels or stories like Mo Yan'Red Sorghumlineal structured
biographies (Zhang Yimou'She Road Home synchronal family conflicts
(Zzhang Yimou’'s Raising the Red Lanteyn changing perspectives (Zhang
Yimou’s Red SorghunandHero,Ying Xiong), and of course plots, moreover all
of their films are highly dramatically constructadd represent an ambiguous
mixture of realism and symbolism.

Paradoxically, there is something quite a-histdrinathe 3" Generation's
approach: an unusually strong interest in the gsteal dimension of history
and a static, monistic, if not essentialist view aflture. They are more
concerned with the basic structure of a society rid@ains unchanged or resists
change than with the contradictions existing witthiat society which precipitate
change. This interest persists even when they wemto contemporary life or
the cultural life of the "other" where attentiomma@ns focused on the mundane
details of everyday life, the sediment of tradifiathey both cherish and
challenge. However, it is exactly this emphasigtmna-temporal dimension of
history that helps the viewer establish connectibagveen the past and the

present.
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It should be noted, that an exploration of the pasta preliminary step
towards an understanding of the present socialittond, is by no means novel.
As a matter of fact, Chinese literature and, toaatler extent, Chinese thinking
are characterized by this historical consciousnessvever, while the earlier
thinkers and men of letters from Confucius (551-809 onwards looked back
to the past as a model for the present, contempdiankers and artists
incorporate history and culture as part of thetialocritique. It should also be
noted that these cinematic texts as re-interpogtatdo not offer us the truth
about the “past” or the “other”. Instead, they atproviding the viewer with a

certain political knowledge which might empower hamher to political action.

1.2.2.2 The Visual

Zhang's visual power rests on female sexualityreieen spectacle.

Perhaps what is most distinct about tHE Generation filmmakers is their
approach to film style. In rejecting the dominardda of filmmaking in China,
they have tried to create a new film language. Mheibivalent approach to
history and culture is also reflected in their tatte to traditional Chinese
aesthetics as embodied in filmmaking. Although tHegw on that tradition, the
film language they have evolved is drastically efént from the mainstream
Chinese cinema as a whole.

The most prominent feature of this film languagehisir cinematography
which produces a defamiliarising effect on the @km viewer. It explores the
tension between an attempt at realism and an abeesgith symbolic
expression -- between an interest in unusual frgnand an admiration for
montage. This quality is obvious from their firsbrk, The One and the Eight
The emphasis on ambiguity has given their filmsaklof "emptiness” and
“thoughtfulness”. The self-conscious use of filnshriques reminds one of the
films of the French New Wave.

Zhang'svisual storytelling is evident in his early work e@ieematographer.
Tony Rayns, one of the earliest and most astutetéffecommentators on
Zhang's work, credits Zhang’s cinematography witbating the stunning look
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of One and the Eightand Yellow Earth the two films that pioneered™5
Generation cinema. In short, Rayns claims that hs teo-creator” with the
directors;Yellow Earth for example, jointly credits Zhang Yimou the di@r
and designer in a single frame. These two filmggtelin film form. They
deliberately break all the established (Chinesepesruusing de-centered
compositions, real locations, and stark but stummmagery to tell stories with
minimal plot and ambiguous endings. The endingOoie and the Eights
symptomatic of the '8 Generation’s attitude to China’s (cinematic) past
(cinematic) future. In this historical film, the lgnyouth to survive a fierce battle
against the Japanese is an ex-convict who leaeeSdimmunist Party hero to go
his own way across a deserted landscape. The ygaythto the Party member,
"I'm just a bum who has run wild for half my lifé.respect the revolutionary
army and the Communist Party but | just can’t stamall your rules".
According to the cinematographer’s notes by Zhante script, this moment is
visualized as the final movement in a black andtevisymphony, reaching
personal enlightenment after the darkness of deah,and imprisonment. The
film’s aesthetics are explicitly based on wood klgarving. The final shot of a
vast and raw landscape acts as the empty, reespace of traditional art in

which “words are finite but the heart is infinité”

The long and empty shots Yellow Earthserve a similar poetic purpose and
also come from a particular style of painting, edllthe Chang’an Schddl
Zhang Yimou’s many discussions of Yellow Earth tetdw the filmmakers
adapted the Chang’an School's high horizon and wgefiow tones of the
mother-earth. Thus the earth fills the frames jastit fills the lives of its
peasants, often shown as black, white and red atysst their ancestral land.

This look is primarily Zhang’s contribution.

While these early films are collective works, theuals show a working method

12 A Chinese saying.

13 One of the most important school in the historycohtemporary Chinese painting, Named
after a group of artists who gathered in Xi'an (eanChang’an from Han Dynasty, Shanxi
Province) since the 1940’s.
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that informs Zhang Yimou’s later films as directdhang says, that he always
adapts films from stories that he likes. He theridls the big stylistic
framework: whether to make a film in expressiosigtibolic modeXieyi) as in
the trilogy, or realist modexiesh) as inThe Story of Qiu Jult is clear that he
often works out the look of a film around this stadn traditional painting
terminology this is calledlyi, the image-idea that animates and gives coherence
to a work. The image-ideas of his best-known fiimdude the vibrant red of
yang (masculinity, marriage ceremonies, blood, fire aed lanterns) in the
trilogy, the grittiness of docudrama irhe Story of Qiu Juthe shadow puppet
motif in To Live(1994), film noir inShanghai Triad1995) and calendar art in
The Road HOmEL999).
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Second Chapter: Fiction Film -- Contrasting the Fith and the

Sixth Generation

Not different from other social groups, from geriera to generation, artists
always present themselves as a sort of “hostagleeofistory” (Hegel). People
have been captivated by the so-called “definitiveeadion of history
development”, coerced by constant wars in the nafrmolitics, suppressed by
the discourse powers so that one can only echo thieabthers say. Living in
such circumstances, one’s howl always sounds farrlike some voice from a
record. As for the most contemporaries living idag's China, they were born
in similar ages, fed by certain fixed unified idegical nourishments. Along
with varying historical circumstances and ideolagicnodes, one generation
comes to be able to form a new style to rival ville last generation. This
phenomenon is particularly obvious in the reality distory of Chinese film,
since film was closely related to the need of retiohary narrative. However,
within the so-called ® Generation, the differences among its individual
filmmakers are bigger than their common charadtesigs a generation.

In this chapter, | will firstly depict the socialabkground in which the "6
Generation came into being (2.1). Secondly, | Wiistrate the specific artistic
nourishments the"™6Generation had (2.2), and thirdly, | look upon amerpret
the generation concept as a ritual of naming atfehaening in order to expose
the social and cultural complexities behind it j2Before giving some closing
remarks (2.6), it is necessary to discuss the paratharacteristic of the"s
Generation of their being limited by the officialssem (2.4) while seeking for
possibilities of Self-expression (2.5).

2.1 The Political and Economic Circumstances in whh the Sixth

Generation Came into Being

By contrast with the '8 Generation, it's not so easy to summarize the eorscof
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the independent or ‘underground’ directors of thet Idecade. The so-callell 6
Generation is a group of directors differing froacle other on artistic pursues,
perspectives towards life, no need to mention tbempleted works. The only
common they have is the nearly same old age.

They were all born in the 60's, but they all formatl art and political
ideologies in the 80’s. Apparently the nutritiororft the 80’s shapes the
dominant character of them. | would summarize teoiogical and artistic
circumstances of the 80’'s as the following: hum@nisriented ideology,
modernism oriented art nutrition, and growing conuia culture.

| look upon the B Generation as the outcome of the 80’s. Their whole
political, artistic and ideological thinking is re&al in the ten years between 1979
and 1989, the so-called "New Era" in a strict aadrow sense. Jia Zhangke's
film Platform (Zhan Tai) represents a group of lower class pé&ojfife during
these 10 year¥. The 6" Generation was shaped in the 80's, then went upen t
stage in the beginning of the 90’s -- this is aqekof time in which the Chinese
society was in collision with great political ardkological shifts, and people’s
inner world was splitting and changing. Two factacsoss the 80’s and the 90’s
are decisive: the political “Disturbance” in 1988e so called Tian’an Men
Incident, and its shocking effects on politics grebple's mind, which led the
official discourse to draw the border between lkfied its representation in
literature and art. The second, in 1991, Deng Xrap§1904-1997) made his
speech during his trip to southern China and opehedpreclude of market
economy then followed by the country’s tumult, atyiand the rush to the

economic development.

2.2 The Artistic Nourishments of the Sixth Generatin

The artistic nourishments available to tHeGeneration were much richer than
that of the elder generations of flmmakers bec#&ltsea was getting to be more

and more open and exchanging thoughts and cultithetine outside world. All

14 Cf. Chapter 5.2.4.
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those trends of thoughts and the other culturaieaeiments created by the
outside world during the last several decades mbum® China and just stroke

the Chinese society profoundly. Consequently, ewenyd and its influence on

Chinese literature and art left its recognizablekn§Ve all agree that the two

major trends which influenced thd &eneration directors were: revolutionary
narrative and modernistic cinema. However, thadie and art styles having

impact on the 8 Generation are much more varied.

Let's only talk about the respective favorite filé the %' to the &'
Generation. Their own respective lists of clasdimd are very different from
each other. Some films which th& &ere not allowed to be seen in school were
turned out to be the family valuables for tHe B's the same if we compare the
films which the 4 and the 8 Generation watched: thd"45eneration used to
detailedly watch and read the films suchrasne 11 o'clockl952, Giuseppe de
Santis) Little Soldier ZhanggéXiao Bin Zhan Ga andList of HeroegHong Qi
Pu), but the classic films the™5Generation watched were already much more
varied. Almost every 5 Generation member recalled his experience that the
went every Wednesday to the National Film LibraBei{ing) to view and
emulate foreign films. Those journeys were for theelind of “art pilgrimages”
and opportunities for learning and looking for fuks for the 8 Generation,
their film nourishment was more dependent on vigmmrder and pirated VCD

and DVD copies

2.3 The Ritual of Naming
2.3.1 From the § to the &

What happened to thd'&eneration when they came into shape in the 8arby
can be seen as a ritual of naming. It implicates ordy some individuals’
self-presentation and self-definition, but also theciety’s interpretation,
predigestion and classification.

What the & Generation had achieved was attributed to a grofip

contemporary collectivity. This was the cinematia ssystematic circumstance

21



which the &' Generation was confronting, when they newly atdiie the
market. The 8 Generation’s great achievements, their enormotisne and
international fame became pressure for the new batependent filmmakers.
From the & Generation’s self-naming which was then widelyaesced, we

can sense a kind of anxiety about the impact o6th@eneration.
2.3.2 Disordered Naming and Self-naming

It was in the end of the 80's and beginning of 8iEs last century, that the
students of the class-85 and"&jfaduated from Beijing Film Academy one after
another. In the year 1990 the firdt Generation film came out -- Zhang Yuan's
Mama ( Xi'an Film Studio). Thus, their debut film apped 7 years after the
appearance of thé"Sseneration. The similar background and experi¢hees"”
Generation members had and their intention to mdifiem mainstream culture,
official discourse, and the™5Generation forged the common standpoint and
values shared by some filmmakers among them, whiashthen considered as a
kind of style of the B generation.

The 8" and the B Generation all share a lot of common with theimow
members, in terms of cultural background, art refumient and ideals about film.
However, the differences among them attract mucrerabmy attention.

In the realm of the ' Generation’s aesthetics, concern for the natiaesta
up the highest position: In their debOnhe and the Eightthe most used line
soaked with emotion is “Oh! Chinese...” Chen Kaigesorite phrase is “the
five thousand years history long China'® 'National concern is particularly
prominent in Chen’s works. His later films suchTde Great Paradeand The
Emperor and His Assass{din Ke Ci Qing Wang), all thematicized it.

In contrast, the 'BGeneration representative directors, such as Ziaag's
Beijing Bastards represents the life of marginalized urban youthaGidu’s
Dirt (Tou Fa Luan Le, 1994, Inner Mongolian Film Studiolemorizes

friendship of a group of young rock ’'n roll singetou Ye’s Weekend Lover

15 According to the years of graduation.
16 Cf. Bai Xiaoding.
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(Zhou Mo Qing Ren, 1994, Fujian Film Studiis) a narcissistic gaze at and
balderdashing about the lost youth time. By thoselk of autobiographic
catharsis, rock 'n roll music, shaking camera, skat-aways and cut-offs, we
see the experience of individuals who live in trergmal space. In the catharsis
of rock’n roll music applies a wisp bitterness ofie youth and anxious self-pity
about the lost youth time.

Though, all of above yet can not contain all adstitemperament of these
young directors. There were still many films diffiet in terms of styles, which
had been made within or without the official systand state-owned studios:
Zhang Yuan’'sSon (Er Zi, 1993, out-system, played by real person&égng
Xiaoshuai'sThe DaygDong Chun de Ri Zi, 1993, out-system), story ioated
in an artist couple’s life and played by real pesa He Jianjun’Strange Love
and Postman(Xuan Lian, 1993; You Chai, 1995, both outside-sysgt and Hu
Xueyang'sA Lady Left BehindLiu Shou Nu Shi, 1992, Shanghai Film Studio).
Some films make use of a kind of neorealist filmgaage: Along with camera’s
distant gaze at the trivial matters in everydag,lit is approaching into the
trivialnesses of life as well as accessing to tiveer world of the ordinary and
marginalized people; Hu Xueyangh Lady Left Behingrobed into a topic
which was sensitive at that time: the gap betwega &nd marriage.

From the midst and the end of the 90’'s to the begm of the new
millennium, we have seen even more various filmdenauch as Zhang Ming’s
Rain Clouds over WushaiWwu Shan Yun Yu, 1995, Beijing Film Studio), Lu
Xuechang’'sMaking of Stee(Zhang Da Cheng Ren, 1996, Beijing Film Studio)
and A Lingering Face(Fei Chang Xia Ri, 2000, Beijing Film Studio), Jia
Zhangke’sXiao Wu(Xiao Wu, 1997, out-system) aidatform (Zhan Tai, 2001,
out-system), Wang XiaoshuaiBeijing Bicycle(Shi Qi Sui de Dan Che, 2001,
out-system), and Wang Chad@rphan of Anyang(An Yang Yin Er, 2001,

out-system).

The naming of the 6th Generation was a self-id@ntf process and
consciously announced to the public. It was Hu >amey a lucky guy making

film within the system and the very first directecomplishing his debut in the
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system, who initiated the naming. After he madefiis A Lady Left Behind
(Liu Shou NU ShiLl992) he immediately released with following words the

naming: “The students of the five classes who gasetli from Beijing Film
Academy in 1989 are thé"8Generation-filmmakers in China’s film history.”
In fact, Zhang Yuan identifies with some kind ofngeation concept: “Our
generation is more passionate...” and he holds sa@tiecensciousness about

being classified into a generation:

“...to be listed in some generation is a nice thiMg. used to have some successful
experience shared by being a generation. When viee§th talk about generation, it
makes you feel you have a strong back. Many of lagstnates are in my crew, we are
about the same years old, and we know each otliberrgood. But | still think
filmmaking is quite a personal thing. | have besimg my best to differ from the last
generation, as well as from the fellow directorsrof generation. Making a film only
for echoing others is not any more your own film2.”

Another interesting case: Guan Hu, graduated fioenctass87, marked the
number of “87” in Chinese under the title of higfiDirt (Tou Fa Luan Le).

Here, we see that the motivation of the naming etesging. At first, it was
the new young filmmakers who intended to make aen&éwn themselves. The
most appropriate interpretation would be to breakfiom the impact of the's
Generation. Apparently, they wanted to be indepehdad give prominence to
their impression in the eyes of audience and fiflitics. Subconsciously, they
might intent to replicate the successful naming clvhthe %' Generation
filmmakers had experienced. But afterwards, it Wlas need of marketing,
precisely the need of producers, which turned ithe af 6" Generation into a
commercial label. Since then, we have been got tssee and hear this word

from all kinds of medias.

2.3.3 In Their Own Words

The following interviews with some representatiVe Generation filmmakers

17 Cf. Film Story vol. 11.
18 pid.
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mirror their different handling of the namifd.
Jiang Wen: Luck

When Jiang Wen talked about the luck and proud tabisubelonging to the's

Generation, he obviously identifies with the getieraconcept:

“This generation is not as lucky as the ladf [§eneration. Why? If you'd let them
speak this out, they probably feel even more unjudkthink the works of this
generation are better than those of the last ggaeyan terms of content as well as
attitude of the authors. These filmmakers’ works strong and concrete, not like soap
foam. This is already something much better. Theses, including myself, what we
have to do, is keep on moving forward, make moredgiiims, make film like a real
film.”

Zhang Yuan: Get Through the Censor
Zhang Yuan, on the contrary, emphasizes the difteve advocating against the

generation concept. He is much more concerned thérpossibility to have his

films screened in China and not only in internagidiim festivals:

“What really matters is, these guys are differgotrf each other. | always don't
like the way of ‘putting everything into one medirpot’, listing a bunch of people
together only according to the same age. In fabgdomes quite clear up to now, every
director has his own attitude, direction and unt@eding about art. The so-called “a
generation of directors” is only for convenience.

Nowadays, only filmmakers appeared on newspapembutheir works. That's
why | have to make my mind to let my own film bdeato pass the censoring. | have to
show my film inside China, | don’t care what kind aritique this will bring me.
Because I'm fed up, for years I've been travelirapt one to another international film
festival, either participating in competitions, lwging a juror in one jury... but, | never
had a chance to broadcast my own film inside China.not talking about to change
myself, but try to adapt myself to the censorshithere is no film classification system
in China. I, myself didn't change at all.”

Wang Xiaoshuai: Mainstream
Wang Xiaoshuai, again, identifies himself &5 Generation filmmaker because

they were marginalized regarding the mainstreamirfiy and screening:

“My general feeling is our [6 Generation] films have been non-mainstream,
compared with what the government sparkplugs andt wappear in the mainstream
media, we have been marginalized. Of course walddaiot to compromise.

We made our way so far, after all the years. | gwes will stay on this way in the
future, too. It depends on how deep the reform garinto the film system. If the

19 i Hongyu,Nanfang Daily29th of June 2002.
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filmmakers like us can get a space we deservegdiidthat a development. If this is not
going to happen, it would not bother me, too. Asjlas we continue to make films, if
only more and more people can insist, | believewilewin more and more notice! |
think the filmmakers in our position will be happy see that all kinds of films, TV
programs -- no matter, it is mainstream, entertaimim or commercial -- can be
flourishing. Naturally, if we all can be coexistimgth each other, it should allow people
like us, who share different thinking and makeeatiit films to exist. | hope | can see
this day comes.”

Lou Ye: Respect

Lou Ye's identifies himself as one of thd' &eneration, too, and asks for
nothing but respect for their life style:

“l think we can all face ourselves and our schd@é are all making our films. |
think this is already something we should be gtatef

We choose to make films we like. Others seem nie qppreciate our fancy, or
maybe they don’t accept or understand whatever. fad¢t, if | see things from the
perspective outside my people and my circle, | lapkn these people as a bunch who
do not care much but only want to make their omdi They only care about their
creation and inner world. But if | was an outsidlérrespect their choice. They don't
ask for anything from the society, don’t extraa gociety to treat them anyhow. They
just feel like living and working in this way. litik, others do not have the right to
interfere.

As for me, | just try my best. The whole film systds a mess. If you still can
make one film, just make one. | and the otherdraiieg our best...”

Jia Zhangke: Self-expression

Jia Zhangke’s point of view seems more subtle. l@nane hand, he identifies
with the 8" Generation as authors seeking for self-expres§larthe other hand,
he blames not only the system for being margindJibeit he encourages th8 6

Generation filmmakers to explore more differentanatic forms:

“Our kind apparently is stuck on self-expressiohe Tdistribution of our films is
blocked. This not only has something to do with ¢lgstem, but also has something to
do with us. Because of that, we are always miswtded by others. | think, what | care
about, is not going to change, but | will explorerm different cinematic forms.
Generally to say, the cinematic forms we explovegte too limited and simply.”

Lu Xuechang: On the Way
Last but not least, Lu Xuechang expresses his ce$pethe 8' Generation and

encourages his own generation to move on:

“The other day the "5 Generation had a 20anniversary. | was there too. The
atmosphere was ardent. They got together agaimkimeand laughing. The first"s

26



Generation film | watched wasellow Earth(Huang Tu Di). It's been 20 years till now.
They've spent 20 years on making films. They aahiesuch a lot. | was wondering,
when we will be able to sit down and celebrate? Gamed with them, we are still on
the half way. There’s still another half left fos.WBut in fact, we still have a lot to do.
Anyway, then just do it, film...

If you talk about luck, it is not up to you. If yoialk about difficulty, don't
complain. You deserve that, since you chose film.

My attitude is, to express our feeling, attitudeatblife, about film with film. Up
to now, we haven't made many films; we haven't gagbthe high out of it. | hope
some day I'd feel very high after | finished a fjllnecause | expressed something
thoroughly.”

2.3.4 The Shadows over the Sixth Generation: Be lted by the System

Most of the “underground” films and tapes made oy young filmmakers are
committedly independent in spirit, and their dicgstwould not have made them
inside what's left of the state film industry, eviérthey'd had the chance to do
so. But the movement arose some twelve years &gapube of a frustration with
that state film industry: It channeled a desiren@ake films which could not be
fulfilled by the state-owned film studios. The stats who graduated from
Beijing Film Academy in the summer of 1989, weréeetively unemployable,
partly because no boss in China wanted to riskdigraduates who might have
been involved in the spring’s student-led protebist mainly because Deng
Xiaoping’s project to withdraw state funding frortate-controlled enterprises
(including the film industry) had more or less pgzad mainstream,
studio-based film-making in China. Wanting to beglivecting soon after
graduating, as their5Generation predecessors had done, the young fikersa
took matters into their own hands and looked fawgte funding to make
independent films.

Although China’s remaining state-owned film studi@ve had some limited
success in co-producing films with private companreChina and abroad (they
actually sell the studio’s name to the financiatgstor to smooth the project’s
way through government bureaucracy and censorsthip)fact is that China’s
cinema has been kept alive creatively in the lasade only by the underground

independents. Freed from the pressures of cenpaasli bureaucracy, they have
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responded to issues in their own lives and in tdwogesy around them without the
usual ideological blinkers. And thanks to theipgrito festivals overseas (not to
mention the fact that pirate-entrepreneurs produdiegal DVDs and VCDs,
have made world cinema more available in China theen before) they work in
full awareness of what their contemporaries in otmintries are doing. Again,
it's worth stressing, that no previous China-baBea-maker has ever enjoyed
these working conditions.

In what way your film will be produced or financedhis is a political
guestion; this is the circumstance or reality evBiypmaker is confronting.
Hearing of someone who is making a film, the faeestion arisen from friends
would be: “Is it up-ground or underground?” Thisnsither because we like to
challenge politics, nor that we care about politlmst because we can not avoid
making the choice. In what way your film will beogluced or financed,
determines a filmmaker’s attitude and his undeditan about “politically
legitimate”. If you make your film within the syste then the meaning of
“politically legitimate” becomes “politically secad” or “political unanimity”.
Meanwhile, choosing producing the film independgentheans that one
filmmaker has to confront with such working conaiitj but to still hold his
sense of responsibility and not to stop the reftecthinking about the society.
Because many"6Generation filmmakers and their films kept appegrand
being awarded in international film festivals, & Generation has become a
kind of cacophony watched and suppressed by thendmofficial discourse.
Once a film was to be banned or could not get #enssion, this indicates
already the death of the film. After all, flmmakeare longing for showing their
films to the local audience and these films are en&l the local people,
representing their lives, their struggle and haggsn But these independent
films could hardly get its access into the locadiance. A paradox is, only those
elite intellectuals or fashionable petty bourgesssare able to see those films
representing the life of ordinary people, in bargexhibitions. Again, in reality,
these films’ realistic spirit is cheaply sold oMowadays, some"6Generation

began to try to make film within the official systelt’s hard to foretell, whether
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they are making efforts to have a dance while wgathe bonds or it is the
system that is devouring artists’ talent. Lu Xuewahance complained: “We
made the films for Chinese audience and in ordéettour audience seéf But,

to reach the goal of being seen and of communigatsndestined to be a process
of insisting and compromising.

Interestingly, the defender side used the saméigadlivords to debate. Han
Xiaolei, a teacher of Beijing Film Academy, quotéeé following words told by
Wang Xiaoshuai and Lu Xuechang: “The West tries l&bel us as
anti-government. It's disgusting. 2*

Leave alone whether thé' &eneration independent films are really political
or they are misinterpreted by the jurists in in&ional film festivals, the
relationship between these directors and Chindis $iystem is truly complex.
Moreover, they are lingering between up-ground anderground, within and

without the system. This condition has a big imgactheir film discourse.

2.3.5 The Paradox of Being Independent: Seeking fétossibilities of
Self-Expression

2.3.5.1 To Dialogize with the System

In the 1980’s, the end of Cultural Revolution ahé beginning of social and
economic reform lead to the collapse of socialigoiogy. It brought Chinese
society a multiple development in all domains. Birice the “Disturbance” in
1989 and coming into the 1990’s the political imggmng was reinforced. In the
film domain, the accordatura of the mainstreamalisge was invincible.

When the new millennium was approaching around dbmer, Zhang
Yimou madeNo One LesgYi Ge ye Bu Neng Shao) aricthe Road HomeChen
Kaige madeThe Emperor and His Assasgifiinke Ci Qing Wang), and Hu Mei
present the popular TV Plasongzheng Dynastfongzheng Wangchao). All'5
Generation filmmakers were accompanying the dontigstourse with their

film works.

20 cf. Han Xiaolei 19909.
21 cf. Han Xiaolei 1995.
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Meanwhile, the logic of the Market Economy penettlainto life’s every
level, and consumption became the central topidifef Mass culture was
occupying the space of people’s cultural life. e tvave of globalization, the
dominant official cultural discourse responded wsthme voice of nationalism,
all of above structured a tension between politdosl culture. It made local
intellectuals’ speaking and writing become moreugagnd difficult.

In the beginning of the 90’s, as soon as the ydilngnakers graduated
from school, they were facing the situation and teachake their choice: to look
for their own voice between the requirement of dficial ideology and the
commercial trend of the market. “Independent” beedhe last idealistic banner
of these young people obsessed still with the rllenlightenment of the 80’s.
Here, these filmmakers’ choice of being self-indialized and marginalized
was a political issue. If we all agree that tHeGeneration initiated their own
space of discourse by inheriting the revolutionamyics, the & built up their
own discourse and aesthetics by disengaging apmrt official politics. Their
apartness is to try to get away from the wholedddtfestyles and ideologies

behind collectivistic discourse, dumb millions e#)iand great narrative mode.

2.3.5.2 To Dialogize with Market and Mass Culture

Although | argued before, that the so-calléiGeneration filmmakers can not
be classified as a artists team or generation whlneres the same film style, |
would roughly divide them into three different gpsucorresponding with three
directions:

1. Former students of Beijing Film Academy, haveiphty for the tradition of
Auteur Cinemapay attention to interact with the classic or ewdclassic film
traditions.

2. The realistic filmmakers pay more attention attdom class, have partiality for
a natural and inornate depiction about today’s Eserlife.

3. Former students of the Central Academy of Draga#tyering under Luo Yi's
Imar Film Company are stably exploring making commercial films exbtin

mass culture.
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In the following part, | will try to define thegéiree groups on the basis of
three dialogical relationships:

From the films made by the young directors sucBlesg Yang, Shi Runijiu,
and Jin Chen, it's not hard to descry the filmmakeommitment and strategy
for marketing.

The commitment for a “beautiful life” becomes adiaf anacreontic theme
of such films. In the films such &picy Love SoufAi Qing Ma La Tang, 1997),
The Beautiful New Worl(Mei Li Xin Shi Jie, 1998)Shower(Xi Zao), andAll
the Way(Zou Dao Di), we can see these films return tonstaeam values and
mass culture taste. They place themselves on timt where common people
stand, without going against the taste of commooplee they tenderly and
carefully implant some postmodern techniques intcoaventional narrative
body structure§picy Love Soup, ShoweEventually, such films won the favor
of majority audience, especially within younger pkeo There are some
filmmakers engage in making film within the systerhile keeping exploring
the joint part of the market and feeding the nefdth® mass culture.

The most successful case was done by none of Ghiiesstudios, but by
a group of filmmakers led by a “New Yorker in Baiji’, Peter Loehr, Chinese
name Luo Yi. This American guy used to study in Baging Film Academy for
two years. Then he became the first foreigner ieddpnt film producer in
China and initiated Imar Film Company. His compdrag produced films like
Spicy Love SoufAi Qing Ma La Tang),The Beautiful New Worl@Mei Li Xin
Shi Jie),Shower(Xi Zao), andAll the Way(Zou Dao Di). They all have been
very successful in box office.

But why? | think there are the following reasons:

1. Their films attach very much importance to filseripts. But the Imar
filmmakers are not so much infatuated with the sgiicbmeaning of the visual
as some other"6Generation filmmakers;

2. They pay very much attention to film's effect ¢ime market, including

international market; 3. They are making films undee shield of Imar.
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Compare them with some other independent filmmakbkey do not care much
about being independent. On the contrary, | havarchef a standard "6
Generation young filmmakers who once damned thesaaod.

Films from Imar are standard within-system filmsiethaccord with any
criterion of the censorship. But in the way of protion and finance, they are
truly independent. | call them “within-system in@egent films”. The
significance of their achievement is: They exploradn-ideological film
narrative on the horizon of life, as far as thespre film system can allow them
to reach. The Imar films stand on a foundation stas same as Hollywood’s: It
is a kind of universal humanism: The general hufeatings and social thinking
can be understood by the masses. To this extesy, did find the linkage
between inspiration of Hollywood film and the ne#dChinese masses.

Perhaps, Imar’s revolution is hidden in its compisen popularity, and
security. So far, we have seen the compromise fiigis made. Imar films’
sharpness and strength when confronting with reaie weak as some™6
Generation films. Nevertheless, | am happy to seeerof the bad things ever
appeared in their films, in the name of reminiseemo recovery of feudalism,
or the violence of Cultural Revolution. In a wottese films probably are not
very smart, but at least they are psychologicadigltiny. This creation might be
called “reduced Hollywood style”.

In Spicy Love Soyghe filmmaker abandoned the mode of great nagati
and employed a kind of responsible humanistic thimknstead. The film cuts
directly into the love life of ordinary people aathbodies three love stories in a
fashionable 3-subsection-structure. No matterafdtory is romantic or helpless;
they all end up with a slight tinge of warmth, sattevery audience would be
touched and feel more or less that life is bealutifar Chinese audience, this is
Chinese people’s story, Chinese style of sengipiind Hollywood style of
storytelling...

Some filmmakers know pretty well the distance betwkfe and their work.
Shi Runjiu once talked about this issue:

“Life had given me a slap in the face, fute Beautiful New Worltlrned out to be
another one even harder... | have to confess, irr dodpass the censor. We adapted a
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true story for ‘such’ a film... But reality for me &s important as daily subsistence.
Without it, | would starve to death. In the oridirstory, the peasant brought the real
estate company to court. But our film could notresent like that. We wanted to show
the difference between city and countryside throzighng Baogen’s Story?®

Here, we confront again the question: How should ju#ge of the
marketing of commercial film? Is this a surrendereturn? The answers made
by advocators of market economy and left wing latdlals are widely
divergent.

Some directors identified with the official parl@decome reconciled to
the taste of mass culture and tried to acclimagecttcumstance of Chinese film
market. Interestingly, even some filmmakers whasiséed in author’s film now
turned to be more tolerant toward commercial filou Ye put it in this way:
“Now, it seems quite difficult to judge, whether tdnioni’s film or Jacky Chan’s

Rumble in the Bronis more close to the essence of cinefia.”

2.3.5.3 To Dialogize with Cinema History

Some & Generation films attach importance to dialogizthveixisting cinematic
languages and schools. This group of flmmakersritdd more of the traditions
from avant-garde, experimental, and European aenca.

These 8 Generation films adopt and use classic art filmseference in
order to dialogize with and probe into its film ¢arage and narrative structure.
These filmmakers’ own observation about life andaldhinking also lies in this
kind of dialogic relationship. Li Xin’Crazy Little Thing Called Lovélan Qing
Shuo Ai, 1996) employed also the subsection nagatiructure to dialogize
with Talentino’sPulp Fiction and Macedonian filnBefore the RainFrom the
perspective of cinematic language, these filmmakeesinfluenced very much
by two traditions: European art film and Hollywodssics. In Luo Ye'Suzhou
River (Suzhou He), we can see the impact from films Ikeslowski’'s
Veronica’s Double Life Hitchcock’s Vertigo, and George Lucas’&merican
Graffiti.

22 ghi Runijiu,Journal of Beijing Film Academy999, vol. 2.
% Lou Ye, p. 16-17.

33



Wang Quanan'Eclipseis a good exemplification, which 1 am going to
analyze in the following. We can see how they regmné¢ ordinary Chinese

people’s life and feeling, by adopting classic 8Imarrative:

Eclipse

Because of heart disease, Yanan had to give ugdreer as dancer and got
ready for marriage. During an outing with her fi@nshe ran into an amateur
photographer Hu Xiaobin. She was told by him thetré was a girl Jianiang
looked exactly like her; Jianiang was a free aftrgirl and had lots of dreams,
but died in a traffic accident after being raped.

Someday accidentally, Yanan did see some photdmniang whose face is
identical with hers. At the end of the film, Yandiscovered, that her fiancé was
in an affair. She ran away on the streets whilagpsinted and feeling hopeless.
When she came to a road crossing, she witnessetratfie accident which
happened to Jianiang...

Eclipse is “a story of two women or a woman’s twor®s”. In the over
crossed space-time, from Jianiang’s story to Yaisn#éme film touched again the
theme ofVeronica's Double Lifelife’s multiple possibilities.

In Veronica’s Double LifeKrakow’s Veronica saw a girl (Paris’s Veronica),
who looked similar to her, taking pictures on theeet of Krakow. Then
Krakow’s Veronica died of a heart attack in the stidf her singing performance.
While her body was buried, the film cut in the s=é@m Paris, meanwhile Paris’s
Veronica was making love. When Sex was overlappiegth: the living
Veronica suddenly felt sad. It was like a part ef Wwas dying. Paris’s Veronica
then was enabled to sense and think more of hagbBl chance, she found the
other Veronica in the photos she took in Krakow.

Differing from Veronica’'s Double Lifg linear narrative structuréclipsée
narrative structure is more complicated. After kineg life into pieces, it
reassembles the normal sequences according ubisextion narrative structure.
According to the normal sequence, Yannan's stoppbas and ends up before

Jianiang. But in the narrative, it’s told as flagbk after Jianiang’s appearance.

34



Memories and realities are interwoven in film’s gdbel narrative. In the end of
the film, Yanan and Jianiang appeared, as if byiocpaggether in the same
space-time, the last two reverse shots accomgiishfitm’s narrative as well as
construct a kind of multiple interpretation in aewite’s imagination.

Paris’s Veronica is like a shadow, she experienedter spiritual world the
death of Krakow’'s Veronica. In any society, nobazhn avoid the colliding
between body and souEclipsés story apparently brings the cruelty of the
present social reality with it. No matter beingedpmr becoming rich wife, urban
women’s life is still going in turbulence. Indeetthis interacting relationship
between these two films is consciously designetipnty simply an imitation of
form.

Wang Quanan’s ability of using freely cinematicdaages is precious. A
film story has to be told by means of film languaggtead of literary language.
Just because a film story is embodied in a formsisbing of meaningful film
languages, we can encounter life and reality agaithe silver screen. From an
audience’s perspectiv&clipse combines an easy and smooth texture together
with life’s cruelty, which becomes a strong impantaudience.

In addition, in Lou Ye’'sSuzhou Riveand Wang XiaoshuaiBeijing Bycicle

we can see the same kind of effort.

2.3.5.4To Dialogize with the Reality of Today's China

This is another group of flmmakers’ choice, whiehds them to a more realistic
approach.

The 6" Generation has always concerned itself with urbab-cultural
issues. They paid great attention to depict orgirsaxd marginalized people’s
life situation, particularly those confused yourepple’s experience confronting
tremendous changes. When th® Beneration films' “representation and
reinterpretation of history” has become their siggtto evade today’s reality,
urban topics were left aside like a vacuum needdaktfilled up. This task was
fulfilled by the 8" Generation who represents us this part of ignoeatity. They

became the mouthpiece of the “wordless majority”.
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Their youth films have given light to self awakegirand individual
consciousness, and fulfilled the vacancy in contmany Chinese film with
some marginal and individual writings. However, gofifims’ concern about and
devotion to the reality did not turn out to be egflze contemplations, but simply
got into a narcissistic mood for autobiographic thourhe topics are realistic,
but the filmic representations stay distantly oe #tdge of the reality; they
simply indicate a kind of reality and drop the egilve thinking about it. Films
such as Guan HuBirt (Tou Fa Luan Leand Lou Ye'sWeekend Love{Zhou
Mo Qing Rehbegot the above critique.

The 6" Generation has employed the cinematic theoriesnaettiodologies
of Italian New Realism and French New Wave (Nowélague) to establish
their film aesthetics. To the extent of filmic forrwe have seen soméd"6
Generation filmmakers’ conscious usage and exptorain terms of film
language or film techniques. But if they only gotfar, then we can not say, that
the principle part of new realistic movement haérbbuilt up, no need to say,
its identity still stayed unclear:

“Later we came to be able to notice that. Chindse theorists cut away a half of
Andre Bazin's (1918-1958) film theory only left thather half about technique. We
seemed to expect that the realistic film techniguknguage would automatically give
us the realistic reflection on the society. We#l,inclusive legitimacy is: the return back
to the so-called ‘essence of film art’ is a kindrelbellion against the instrumentalism of
art. This awakening is artists’ awakening, or augrof people regain humanity and
individual creativity. But, we slide over Bazin'ssdourse upon an author’s judgement
about society and histor{?

Bazin very much attached importance to the realitygocial and humanistic
levels. When he talked about Italian New Realisme@ia, he said:

“This revolution was touched more about subject,atge; it is about the content a
film should tell us, but not in which manner it sitdbe told. Is ‘New Realism Cinema’
first of all a kind of humanism, secondly a dire&style?™

Fortunately, in the independent films since the ehthe 90’s, we have seen
some films’ topics and concerns regarding realidyeh been broadened from
some rock ‘n roll youth’s autobiographic storietoithe reality about some weak

social groups. For example, in order to begin vdttang Yuan'sEast Palace,

24 Zhang Nuanxin and Li Tuo, it€ontemporary CineméDangdai dianying), 2001, vol.2.
%5 Quoted in ibid.

36



West PalacdDong Gong Xi Gong), Chinese film for the firsing touched a
taboo topic ---- homosexuality. This film tries &xplore the complexity of
humanity and human’s sex behavior. So eventualiyerydody’s choice
regarding his/her sex life should be respected.

In addition, we also have seen Cui Zi'en, himsedbg, who scripted for Liu
Binyan'’s Men and WomelNan Nan Nu Nu, 1998). This film discussed more
deep into this topic. And Li Yu'sish and Elephan{Jin Nian Xia Tian, 2001) is
the first film about lesbianism. Apart from thes#émE concerning urban
marginalized social groups, Jia Zhangke and WanagoGhent even further on
the way of realism. They are the mouthpieces ofltbom class -- the real
“voiceless majority”.

Jia Zhangke'sXiaowlf® (1997) for the first time discovered the reality o
China’s middle and small-size rural townships. W&io’sOrphanof Anyang
(Anyang Ying Er, 2001) represented prostitute, mafand unemployed
state-owned factory workers -- these three differends of bottom class
people’s lives.

Not only in Xiao Wy but also in Anyang Orphan we see a kind of
trueheartedness. This is precious for Chinese @ndihe both directors dug a
scoop into the ground of reality. Wang Chao said:

“I hope this film would be a unique visual docunaitn about the life of bottom
class people. From its conceiving into shootind,deen always expecting that my film
should be based on the depiction about currenatiitu of their life and their inner
feelings. It's a sketch about their current sitolatia poem about their ‘to be or not to
be’, about their twisted and stubborn ‘being’, tteane contains both, despair and hope
-- Anyang Orphan, this is my experience and comgmsion about China, about China’s
current reality.®”

From the perspectives of their realistic attitudd anature narrative texture,
both films’ significance for Chinese film is remaiXe: the camera-eye is no
more like the eyes of God, but calmly representireg“original” circumstances
of life. For example Anyang Orphanused only fixed shots looking at what
people are doing in a certain situation. Camertiquéarly enjoyed itself in open

locations. It sometimes was following several pgotasts gone into streams of

%6 Cf. Chapter 5.2.3.
27 Interviewed by Chen Qingsong.
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people, while strangers spontaneously passing theishot. All of these created
a convincible access for audience to get in to“tbal” everyday life. The film
was not structured from any role’s perspectivearl say thaOrphan of Anyang
kept a balance between its keen reflexive thinlahgut the society and its calm
filmic representation. It contributes a tensionwestn forceful dramatics and
self-possessed film language.

The similar artistic pursuit is embodiedXmao Wu “I'd rather be a witness
staying by my camera and observing.” (Jia Zhangktsrview) Life at the
bottom of society, ordinary people’s miseries, éhage part of the reality.

Chinese film would be more worthwhile to be seenhi#y can be either

realistic or at least entertaining.

2.6 In Closing:

It's not so easy to summarize the concerns of tibelérground” directors of the
last decade, that to say th& Generation. Despite their lack of money and
resources, the range of their work has been spdatadhey have looked both
outwards (providing a documentary-based accouptegent-day social realities)
and inwards (providing psychological insights poasly found only in Chinese
literature). They have looked at both urban andlrexperience, often within the
same film.
They have explored modernist ideas of storytellimgluding improvisation
(ixing chuangzuy lacunary narratives ypukong xidg and the use of
non-professional actors. They have focused on pusly ‘invisible’ minority
groups within Chinese society, including gay merm amomen. They have
eliminated all traces of ‘exotic orientalism’ fraifmeir work. And they have done
away with the notion that a film needs a grand sylmldimension to prevail as
a work of art.

There’s another reason that ‘underground’ cinenfeiger to pin down than
5" Generation cinema was. It's that the independbatse changed with the
times. The earliest independent films were featwlest wholly or partly in
black-and white: Zhang Yuan'Mama (1991), Wang Xiaoshuai’'§he Days
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(1993) and He JianjunRed Bead$Xuan Lian) (1993). Although they are very
different from each other, these three films shareoncern with incipient
madness and all three use some degree of avarg-g@iization in their visuals
and structure. (For the record, Mama was concearatl developed by Wang
Xiaoshuai, who was forced to abandon the projedierwthe Film Bureau
obliged him to move from Beijing to Fujian. Zhangan inherited the project,
and typically failed to mention Wang'’s groundworkthe credits.) But all three
directors moved away from avant-garde traits inrtbgbsequent work, perhaps
intuiting that the decline of the state studio sgstwould give their independent
films a more central position in China’s film cuku Wang’s second feature
Frozen (Ji Du Han Leng, shot in 1994, although not corgaleuntil 1997)
explicitly distances its author from the avant-gamf the time, through its

cynical account of an avant-garde performancetasi® coward and charlatan.

A brief aside: the video-based documentary curirettie Chinese ‘underground’,
inaugurated by Wu Wenguang and Wang Guangli @ It#fore Zhang Yuan
madeMama stands somewhat apart from developments in inmabgpe fiction
films. Since the bulk of the many films producedthg Central Newsreel and
Documentary Studio must be classed as fiction, etheas been no real
documentary tradition in Chinese film culture. Tmeans that the independents
have had to invent one -- which they have done emwmtinue to do with
admirable clarity and purpose. The form has regatglivered anagnum opus
in the form of Wang Bing's 9 and 1/4-hotiexi Qu District a poetic portrait of

a post-industrial zone as a circle of hell.

To return to the question of the changing charastemderground features,
the last films with visible roots in the avant-gardiere Zhang Yuan'&€ast
Palace, West Palac€1996) and Wang GuangliMaiden Work(1997): two
explorations of erotic fantasies, both of which agssypes of narrative
deconstruction. Traces of avant-garde ambition stitface in the odd video

work -- most recently, Zhou Hongxiangifie Red Flag Flie$2002), a spirited
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deconstruction of five decades of communist propdga but the dominant
current in underground film making since 1997 hasrba kind of minimalist
realism, generally using wide angle compositionderded takes and low-key,
undemonstrative performances. This fashion was ttingly inspired by Jia
Zhangke's debut featurXiao Wu (1997), the most influential underground
feature yet made in China, and the one which enjbgswidest underground
distribution on pirated, shop-burned VCDs.

Even more influential than his film was an essayZhangke wrote for the
magazineNan Fang Daily(Nan Fang Zhou Mo) published in Nanjing late in
1998. The essay is a passionate defense of thetamnge of ‘amateurism’: a call
for a cinema of ethical values and truthfulnesstimd against the technically
proficient but soulless products of the commeritiiad industry.

The appearance this year of underground films ftcdras as far flung as Harbin
and Guangzhou testifies the impact Jia’s articketred on many young people.

There are a few underground films which directlyitate Xiao Wu with
small town settings, marginal protagonists, norfgesional actors and lengthy
takes, but what s more striking is the way thatsJidims have presciently
identified an agenda for Chinese independentsisnéw century. How can we
define this agenda? It's difficult, because itsnisrare so many and varied. It
includes everything from Wang Xiaoshuai’s returnirtdependent film-making
with Drifters (Er Di, 2003), a small-town sub-drama which ndile Chinese
working-class dream of a better life overseas anstawtly evokes its
cinematographer Wu Di’s debut featueldfish (1995), to Cui Zi'en's~eeding
Boys, Ayay42003), a response to the sudden proliferation @emrostitutes in
Beijing and other big cities, which blends impr@dsacting with stylized
imagery in a way that parallels Jiddmknown PleasureOr, we could choose
different examples: such as Wang Chdarphan of Anyan@2001), which gives
small-town formalism a wry, comic spin; or Li YuRsh and Elephan{2001),
which normalizes lesbian passions and jealousieguktaposing foreground
melodrama with well-observed background streei-lii@ Andrew Cheng’s

Shanghai Pani§2002), which laments the pretty, vacant liveshef city’s “child
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emperor” generatidfi -- the spoiled, solipsistic products of the goveemt's

single-child policy -- through freewheeling, haneldhimprovisations.

Two things cement such films together into whatoae call a “movement”,
despite the many disparities between individuahrilakers: the blend of social
and psychological observation. These films center abaracters that are
essentially ordinary, doing ordinary jobs in ordinaities, towns and villages.
Even when they are marginalized, like Liu Bingj@@rywomanor the lonely
and insecure Xiao Jian in Diao Yinatsiform, they are never less than typical.
The film-makers anchor these characters in theétmgs, using close (but not
necessarily close-up) observation of their workeirthleisure, and their
relationships with family, friends and lovers tach for Bresson-like insights
into their minds.

It's the connections forged between the surfacesveiyday life and the
workings of ordinary minds which are crucial. Temuld not be more different
from 5" Generation’s cinema, which could only conceiveaopsychological
dimension as an exploration of derangement anddconly visualize it in full

blown expressionist terms.

% gpoiled children from one-child family are calletild emperors.
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Third Chapter: TV Documentaries in the 80’s and Eaty 90’s

This chapter deals, firstly, with the rising of tHest wave of Chinese
documentaries within the TV stations (3.1). In gub-chapters 2 and 3, | will
discuss theoretical aspects of these TV documestéollowed by some closing
remarks (3.4), such as, the dominant paradigmaproaches (3.2) and, the
agenda of TV documentaries among fiction films, seand special reports (3.3).
In this chapter | often referred to LU Xinyu's bo@ocumenting China —
Contemporary Chinese New Documentary Movenuerd of the most important
theoretical books about Chinese documentaries, whansists of talks and
interviews made in the midst of the 90’s and puiddsin 2003.

3.1 The Coming into Being of the First Wave of NewChinese
Documentaries

For a long time in Chinese TV media, TV documeethad been mainly made
and broadcasted in form of special seponuénti pian -- in TV programs such
as CCTV’s (China Central Televisio@riental Horizon(Dongfang Shikong) or
Around China(Zuguo Gedi). Special report’s content is mosthpw@ specific
people, a specific city or ethnic group, folk cumsso or cultural topics. It
inherited former Soviet Union’s narrativstyle of documentary, in which
commentary dominantly overlaps images. It makesia@ntary work become
the appendage of literature. In early 90's, somestation, especially CCTV,
began to explore more possibilities of TV Documentfarms in order to keep
up with the development of international documenfanoduction and to export
Chinese documentary to the outside world. This imecthe breakthrough and
upgrowth-point of new Chinese TV document&nsince then, new Chinese TV
documentary was born and arisen out of the formpecial report Zhuanti pian.

In 1991, CCTV (China Central Television) made a #ighapter documentary
Seeing the Great Wal\Wang Chang ChengThis documentary series adopted a

kind of realistic style. It has an open narrativeugture full of spontaneous

29 Cf. L Xinyu 2001, p. 690-691.
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occurrences with synchronized sounds and dialogligis. documentary series
became the turning point and milestone in the hystof Chinese TV
documentary. In 1993, CCTV (China Central Televiyianitiated a new
documentary prograrhife Stories(Sheng Huo Kong Jian) and Shanghai TV
Station opened @ocumentary Editing Room”Jflu pian bianji sh), too. Since
then, TV documentary has been successfully progiaetmand gained its
respected position in Chinese television.

A collective concept, similar to the one employaat the %' and &
generation of fiction filmmakers cannot be appliedthe TV documentary
producers of the 80’s and early 90’s. The aboveudised individual fiction
filmmakers have in common that their visual produts had not been widely
screened in mainland China, if at all. The documgntimmaking scene of the
same period, however, was by and large confine@iMacstations. Enjoying a
huge audience, the TV documentary filmmakers hbdjgart in the producing
of what LU Xinyu calls a new mass culture, quitdfedent from the
corresponding phenomenon of the Cultural Revolytwhen Chinese mass
media had been under strict control of the cemgoditical machinery. How this
popularizationcame about is vividly touched upon by Guo Jing wébard to
the spread of TV sets, first in black and white #reh in colour:

“I was born in 1955, and from that point until tharly 1980’s it is no exaggeration
to say that we lived in a time of film, most filnigating themes such as war or the
political movements of the time. Once in a whileteign films would also make an
appearance, and these made a very deep impressiameo During the Cultural
Revolution, films were few and far between, bueafhe operatic-ballet pieces of that
period, we found ourselves moving from a time thfto a time of television. At first,
only a few homes had a black and white set, an ew Near's Eve, all the
neighbourhood would gather around to watch it. Hatttime, only people returning
from outside China, or those well connected, calithin the special ticket necessary to
buy a ‘big thing’ such as a TV. Having a TV in theme was something to be proud of.
| remember in 1985, my father managed to get orthasfe precious tickets and bought
a black and white set; four or five years aftet,thay family graduated from black and
white to colour...*

However, now as before, mass media like TV in Chana part of the

national ideological machinery. This applies spealfy to news and special

%0 yunnan Multi Culture Visual Festival Brochu2003, p. 5.
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reports, mouthpieces of the political mainstrearor;in the words of LU Xinyu
-- mouthpieces of the official culture, as compatedmass culture and elite
culture.

The more TV documentaries kept distance to the ahctdeological
mainstream, the more they were susceptible to aitbhence the growing mass
culture and draw fresh impetus out of the masses:

“The success of Chinese TV documentaries was hasésifirst phase [i.e. during
the 80’s and early 90’s] on the evolution of a @sie mass culture and the employment
of documentary techniques. With the Politics of @ipg and the beginning of a [new]
mass culture in China, the TV documentaries werettfe first time accessible to a
broad audience. Focusing on humanism and the pbiiew of the common people,
including the underprivileged, ‘telling them theiwn stories’, the documentary became
a reservoir for the moods and emotions of the comimpeople, became a mirror, in
which they could watch themselves. Moreover, theudtentary at the moment of its
moving into a TV landscape -- concerned, abovendlh viewing figures --, had taken
up the banner of ‘reality’. Under this banner oftdmenting actual occurrences, the
new visual genre was highly esteemed and frequesty. Due to its specific form, the
TV documentary started to be distinguished fromtthditional special reportziuanti
pian), thus contributing to a concept of documentaty.”

The relative freedom TV documentary enjoyed, inespif its distance to
official ideology, had to do with its contributian consolidating national unity
during a period of social reorientation and growiegionalisnt>

Chinese documentary film apparently had its root$V productions. This
might explain why it started without any strongefign impact, except perhaps
Japanese aesthetics, the influence of which idiable in films likeThe Story
of Wu Pingtai's RoamingWu Ping Tai Liu Zhuan) anBather’s Letter from the
Battleground(Fu Qin Cong Zhan Chang Shang Lai Xin)

3.2 Paradigms: Documenting Reality vs. Constructindreality

The following rather theoretical reflections abaie development of TV
documentaries are mainly based on talks and agtimtd U Xinyu, a professor of
journalism at Fudan University in Shanghai. Theskstand articles were given

respective written in the second half of the 90is2003, they have been edited

31 L Xinyu 2003, p. 273.
32 Ly Xinyu 2003, p. 268.
%3 L Xinyu 2003, p. 253.
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in the bookDocumenting China -- The New Documentary MovenmeRtesent
China (Jilu Zhongguo. Dangdai Zhongguo Xin Jilu Yundanger arguments
were put forward in reaction to the crisis of thé documentary obvious since
the midst of 90’s:

“Meanwhile the number of people daily increasestimg ‘in the name of the
masses’ upon their banner, causing the problenthkanere form of documentary is no
more guarantying its success. The documentary Hi® to think about its reason for
existence. Does the Chinese television landscapdsngocumentaries and why do we
need them? The actual problem of the Chinese dauamefilmmaking arises from a
nowadays upcoming stiff labelling reducing the hest style of documentary filming
to a mere wrapping almost unable to hide the lddigmificance, colour, and thematic
concern. For instance, among the applicationsHeraward competition organized in
1996 by the ‘Academy of Documentary Filming of Gkem Television’ (Zhong Guo
Dian Shi Ji Lu Pian Xue Hui), there were up to decumentaries concerned alone with
abandoned babie$!”

Chinese filmmakers, fiction or documentary, comioghe foreground after
the Cultural Revolution, easily jumped upon thebglgpostmodernist train, most
of them thus abandoning the objectivist represamtgparadigm -- the more
easily as, in fact, neither traditional Chineserant the propaganda films with
their model heroes had manifested much interesbjective reality”

In the tabula rasa situation after the official ending of the Cultura
Revolution, some Chinese documentary filmmakersyewer, stack to the
paradigm of objectivist realism, convinced that tieav technical possibilities,
more than ever before, allowed the simultaneitgwnt, shooting and screening,
and thus authenticitf. Li Xinyu calls this position essentialisbenti lilur).

Others, like herself, recognizing the crisis of regentation, predicate that

3 L Xinyu 2003, p. 273.

% Documentaries par excellence based on the realisiadigm preceding the crisis of
representation had been produced in China befareCthitural Revolution, for instance, in the
context of the so called Scientific Documentariesjétt of the Minorities filmed between 1957
and 1966 by Yang Guanghui, Cai Jiaqi and othergsé&Hhilms were part of the Nationwide
Nationality Survey. All that is left are eleven pés put into an English version by the German
Institute for Scientific Filmmaking (IWF) in Goéttgen. For a hommage to these early Chinese
ethnographic filmmakers citunnan Multi Culture Visual Festival Brochur003, p. 15 ff. as
well as the Ph. Dissertation of Karsten Kriiger,etimo-sinological analysis dedicated to this
impressive project.

3 The last time this position was put forward by @foDanian in theScientific Journal of
Beijing Televisionn the early 90’s launching a fervent debatel&f Xinyu 2003, pp. 254.
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“documented reality has nothing to do with trutigh{i bu shi zhenshi’.

Other positions, discussed by LU Xinyu -- variatoof the postmodern
constructivist paradigmatical approach -- can barearized with the following
two slogans: “Documentary is a sort of aesthetpestelated to truth” (Zhong
Danian) or “Documented reality is an instrumentctone near to truth” (Sun
Yanbin). These positions obviously are not verysoeed out und probed when
compared with the various sophisticated theoretaggiroaches introduced by
Elisabeth Mohn from Garfinkel’'s “Documentary Metho# Interpretation” via
“Strong Documenting” (Klaus WildenhahAd} and “Anti-Documenting”
respective “Constructionism as ascetic Refrainimgmf Documenting®®,
“Paradox Documenting”, -- exemplified by the “spigmknearby’-approach of
the Vietnamese director Trinh Minh Ha -- to, lasit mot least, a sort of
“Instrumental Documenting” or taking realism aséfid fabrication” advocated
by Mohn herself. Mohn also suggests to pull alldtaps.

LU Xinyu, teaching in Shanghai and thus having gpeconnections to
Shanghai TV, participated in these debates sineeniidst of the 90’s, dedicated
to mark out a fertile terrain of documentary filgimmong fiction, news, and
special report.

In the never ending discussions about realityhtfuand authenticity, she is
defending an unequivocal opinion:

“Philosophically, ‘objective reality’ is only a neghhysical problem. This theory...
has neglected that that the observer’s angle of inluences the result. There is only
one God, only God is all-knowing ... Any observersianding with his personal
experiences on his own cultural background... ardniged by a specific history and
culture... To ignore and deny this, is the consegaierfca metaphysical standpoint
separating subject and object...

Truth is an absolute state which can not be prokgdhuman practice or
observation... If the world was an apple and we vdeesvers, we always perceive only
one side of the apple; that is why the drawingsdifferent from each other... at least
the angle in which the light spreads on the apmeldvbe different. And yet all the
angles are true..*

37 Originally the title of Zhong Danian’s article;.dfii Xinyu, pp. 254-256.

3% Also labelled Documenting as ascetic refrainiragrfrconstructing meanings.

39 Refer to Clifford and Geertz, Berg and Fuchs.

%0 Sometimes specified as or subjective or objectivgh, the former identified with an
individual's conscience; cf. Zhong Danian, in: Linyu 2003, p. 256.

41 Cf. Li Xinyu 2003, pp. 266, 257.
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In order to prove that authenticity cannot be measumor determined, she
takes the decisive role of the camera as examfllestrating it with a
documentary screened by Shanghai TV/East (Sharbragfang Tai) entitled
Endless Emotion8Bu Liao Qing): The journalist had arranged thenctg of a
daughter from far away Yunnan province to Shangharder to see her father,
whom she had never seen before. LU Xinyu is comdnihat because of the
influence of the camera it was impossible that dneams of the girl and her
father came true:

“The camera standing between both hindered thenexthange their tender
emotions. The author and director steadily heldddm@era on to them waiting for the
flow of bitter tears — with the result that the @mhas only deepened the distance and
strangeness between them... In my opinion, the caiserasponsible for a violent
intervention in a sensitive emotional situation...eT¢thanging of the situation, caused
by the camera, is a problem we cannot ignore, dut lo take serious. It doesn’t matter,
if one tries to use the camera as clandestine asilje or consciously have her
participate in the process, as was the case infTiMefilm] Watching the Great Wall
(Wang Chang Cheng it always has, because of its fundamental pEsera
disturbing/destroying effect on natural life proses *2

3.3 TV Documentaries among Fiction, News and Spetiaeport

LU Xinyu never tires to scrutinize the cinematicdamedia concepts, such as
truth, reality, and authenticity, like checking m®i This applies, as well, to the
other TV genres, such as fiction, news and speejairt.

She seems not to have a positive opinion of comaidiction films (gushi
pian). For her, these are nothing but phantasy andiajtegcape from real life
leading to loss of reality:

“Fiction films are day dreaming. The unconsciousndads fulfiiment of its
genuine needs. In the dark of the cinema our vagthurdesire is breeding. In the
darkness people loose their normal capacity ofgotent, they become babies again
and the cinema is their uterus...

Newspapers report about children, who sprang frlkyacsapers after having seen many
Kongfu films, relying on the capacity of flying, &isey had witnessed in the films...
Theszg youngsters can no more distinguish realiy fliction being unable to cope with
life.”

With regard tonewsshe denies any vicinity to documentation at all. TV

2 Ly Xinyu 2003, p. 258.
3 L Xinyu 2003, pp. 276-77, 273.
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stations choose so called facts only when theycarsidered media relevant
according to their own and normally non-transpam@iteria. This applies not
only to China’s TV productions, but it is especgialrue for the People’s
Republic, where social and cultural phenomena adidting the mainstream
ideology cannot be openly screened:

“Inspectors [and censors] decide upon the fundaaheydrdsticks. Behind the
yardsticks we find the principle of profit, econaali as well as political... Only news
having passed the machinery of the mass medidwiltonsidered as news by today’s
journa,‘llizlsts. For that reason news are productewfrinstitutions. Mere facts cannot be
news.

If it is true, that news never represent mere fdaiisXinyu simultaneously
insists, that they should not be twisted, makingeap to a sort of professional

morality:

“News report incidents which cannot be distortecbading to the journalist's taste.
This [apart from the above mentioned media releshmiakes news to news. The
professional ethics of those, working in the masdim and laws, regulating the
respective professions’ basic behaviour, are suggbde guarantee this inalienable
fundament. That is why, abroad, laws referring tofgssional morality and media
communications represent a specific research tépic.

The genre of T\&pecialreportis brought up, as well, sometimes labeled as
focus interviews. A heated debate between Shanighand Shanghai TV/East
was sparked off after the latter successfully métthied a so called documentary
program. The directors of Shanghai (documentary) TW&proached the
newcomers to ruin the essence of documentary. InyXsided with Shanghai
TV Station distinguishing special reports from T\ocdmentaries in the
following way:

“In news, broadcastings like the so called focusririews fiaodian fangtap, the
journalists always actively intervened in the resive occurrencé® for instance when
peasants had difficulties to sell their grain,eadhers didn’t receive their sold etc., thus
contributing to the solution of the problem. Thisrh of special report differs from the
documentary insofar as it represents, due to thes rafiectiveness, a force of [poetic]
justice and at the same time an authority. Defenthie officially accepted value system,
the angle of view of special report is situatechtadpove the earth.

The documentary, however, is in search of the iddad, takes care of past

4 L Xinyu 2003, p. 265.

5 Lii Xinyu 2003, p. 265.

¢ The above mentioned story of the arranged encowsftdather and daughter is another
example.
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experiences on the heart’s tracks. That is whyader angle of view is used in order to
research more qualified and deepér.”

Of course, in LU Xinyu's opinion, people always amere or less affected
by news, special reports, and documentaries, i tilanner. Yet, the latter is

supposed to go beyond feelings and emotional irvobnt:

“The concern inherent in documentary films is teegfood for thought to the
audience, thought about reality, the camera, amddbperating of reality and caméta.

To realize this cooperation between camera andydedlps to understand
the documentary filmmaker’s intention:

“Thus, the audience is able to investigate [thpeetve] documentary filmmaker’s
view of point. To succeed in that, should be thme af any documentary flmmaker. The
documentary has developed from the naive belie¢atity towards a critical observing
and dealing with reality... Thus, it has become aanogpace offering the audience the
possibility to participate in the incident vieweddato form their own opinion. A
documentary produced in this spirit is more demicend has more weight. This sort
of documentaries have lately been called ‘reflexleeumentarieé’, in the West*

When LU Xinyu is advocating that documentariesraremerely explaining
the world, but require a judging participation oshblf of the audience, she is
emphasizing the task of documentaries to enlightergt educate the people to
be both, reflexive and self reflexive:

“If the viewers examine themselves again and aghi film director cannot lead
them up the garden path. Spectators should beaadrhave their eyes widely open, in
order not to delude themselves. Thus, documentbing fare a sort of patriotic night
watch guarding our homes, our children, our redstiv. -- a night watch guarding all
things and people we love and take care of. Doctemenfilms, hence, are a
commitment, a duty obligating to be responsibledior age.*

She even goes so far as to take the state of $whidies of documentary

filmmaking as an indicator of the “state of healdfi'the respective society:

“Restless societies only worrying about money, camuially oriented, dictatorial,
and autocratic societies do not care for the exigtef documentaries. Seen from this
point of view, the Chinese documentary film hadewht came into being..., a strong
social support

7 L Xinyu 2003, p. 258.
“8 | {i Xinyu 2003, p. 275.
Cf. Jay Ruby as well as Elisabeth Mohn.
%0 i1 Xinyu 2003, p. 275.
1 L Xinyu 2003, p. 277.
2 L Xinyu 2003, p. 277.
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Again and again, she touches upon the interacetwéen the documentary
filmmaker and the respective reality:

“The producer of documentaries cannot longer hidesélf behind the ‘objectivity’
of the film; he himself has become an important jdrthe film, and the interaction
between himself and the reality has become sigmificthe exchange between the
documentary filmmaker and reality within reafify.

The metaphor of splashing water illustrates thisraction:

“The exchange between both [flmmaker and realitgiresponds to the relation
between humans and reality during the process gtngrthe documentary, given the
fact that it changes reality while interminglingthwiit. That is why [the exchange]
should be part of the documentary.

It's like a child, standing in front of a pond, antvhich the child had always desired
to throw a stone. The child develops a curiosityaas the water: When the water is
rising and splashing and then stirring waves, therchild’s knowledge about the water
has deepened.

In the reflexive documentary, the filmmaker takesrahe role of the stone, a stone
with eyes and mind thrown into life's water-likec& in order to startle and unveil its
hidden secrets>*

Due to the fact that the filmmaker and his camexsidally are constructing
reality, there is a creative moment in the progasshing documentary into the
vicinity of art:

“Documentaries may have a plot, but not necessamilgl they should not depend
on plots. In the context of documentaries, we disdhe problem of plots only because
it corresponds to the viewing habits the audiersce@sed to from fiction films. Yet,
documentaries deal with real problems, whose int¢aion requires, in the words of
Grearson?> a ‘creative dealing with actuality’. What doesrniean, in this context, to be
creative? According to my opinion, it means to eksm oneself, to avoid
schematizations, it means to judge or interpréttyeeither in a simplistic manner nor
abusing it as an instrument. Creativity means tachtgreat importance to recognizing
the multilayered, different significations and aaudictions. Reality cannot be reduced
to patterns of plot.

In spite of the similarity of fiction and documentdilms with regard to this
creative process, and in spite of documentary emfting fiction films as a
specific aesthetic style in the last years, LU Xinpsists in the differences

between the two genres, again using a metaphavmftrees interweaving with

> Li Xinyu 2003, p. 275.
> L Xinyu 2003, p. 275.
5John Grierson (1898-1972) is said to be the fathéme English documentary film.
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each other:

“Fiction films make use of the power of fantasyoimer to push forward the plot;
documentaries make use of observation and anafysissidering documentaries from a
purely artistic point of view, amounts to missing $pecific character, according to my
opinion. Even if, abroad, many people think that thoundary between fiction and
documentary films becomes more and more blurreaneot seems rather, that if the
boundary between fiction and documentary films bee® more permeable -- like the
branches of two trees are interweaving with eabbrot roots and kernels are still quite
different. They just have a broadened interfaée.”

To give weight to her argumentation LU Xinyu takbks Dutch filmmaker
Joris Ivens (1898-1989) as a shining example, nadinyhose productions were
made in China:

“Recently, a lot of good films have been screensdllating between fiction and
documentary, without a complete overlapping. It s&jctly speaking, the tension
between both poles conferring specific significartoe those experimental films.
Wonderful examples are the early experimental fiRan andBridge of the, among
Chinese very popular, Dutch filmmaker Ivens, ad aglhis later filmwind’ - all in all,
a real mixture of documentary and fictional elementWhat, however, finally
consolidated his position among the top documentifmymakers, was the series of
political documentari€d attracting attention world-wide. According to liginion, the
most important task of a film worker ie participate in the simple things of fiteand
in my opinion, this is the fundament of any docutaenfilm. We have to understand
that the Chinese documentary is just at the beginaf its development®

In spite of the vicinity with art, documentary filmakers should be on their
guard against the exaggerate search of aesthetics:

“Art may be at the basis of a documentary’s stiylé,not at the basis of its scaffold.
Documentaries might be involved in art, but notlesively. Too much involvement
with [details and] minor matters disguises the l@kthe essential, the documentary
might run the risk to die out, or at least to wastay.®*

In the following LU Xinyu is summarizing in a feweims the basic
preconditions of documentaries, while conscioustyiding concepts reminding
the objectivist and essentialist paradigm of “pgoeumenting®, such as truth,

reality, and authenticity:

%% L{i Xinyu 2003, p. 276.

The complete title i# Little Story of the Wind
Some about China and Cultural Revolution.
Emphasis by Yi Sicheng.

%0 iy Xinyu 2003, p. 276.

1 L Xinyui 2003, p. 276.

According to Elisabeth Mohn.
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- The topic of the documentary should focus realpeand real incidents.

- The documentary should be historically relevamd aignificant beyond his

actual effect and repercussion.

- The documentary should not be concerned withsfdmit with sensations and
emotions of the respective people, thus makingiplesan empathic exchange
between protagonists and the public.

- Underlying the documentary is a specific undeditag of humans and

humanity.

- In spite of the flow of emotions between protagtmand the public facilitating

empathy and identification, the documentary filmevalk supposed to build up a
“rational shield/screen” in order to instigate sedflection on behalf of the

audiencé®

3.4 In Closing

LU Xinyu's definition of TV documentary filmmakingmong fiction filmmaking,
TV news and special report, reflects the crisisddéumentaries went through in
the midst 90’s. If we look at her positions on theckground of what has been
said in the preceding and following chapters, onay neven say that she
anticipates somehow the inclinations of the secomdve of Chinese
documentary filming characteristic for the Late 90The crisis of the first
movement of [TV] documentaries became obvioushatlatest, in the midst of
the 90’s, with the result that TV stations’ docunaey filmmakers started to
discuss how to overcome the crisis. LU Xinyu, ad p&the academic world
thinking over the new genres of mass media, hadrga important part in these
discussions, not only in Shanghai.

Meanwhile, inside and outside the TV stations,dbeond wave of Chinese
documentary filmmaking, the so called New DocumentaMovement
consisting of the independent filmmakers of the 180's, was about to take
shape, last but not least, pushed forward by thieadirevolution.

As a matter of fact, “TV Documentary” and “New Daocentary

8 L Xinyu 2003, p. 279.
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Movement” have always influenced and stimulatecheatber. The initiators of
“New Documentary Movement” such as Wu Wenguang @adn Jinchuan all
used to work in state-owned TV statidisAnd TV Documentary Movement’s
representative progranhife Stories (Sheng Huo Kong Jian) profited from
mainstream TV station incorporated some marginaudeentary filmmakers
into its own force. Take Shi Jian as example, hes wae of the most
representative filmmakers of the early New DocumasnMovement and made
documentaries likém Graduated(Wo Bi Ye Le) andTian’an Men.In 1993, he
became one of the initiators of China Central Tislen’s (CCTV) program --
Oriental Horizon Meanwhile, some other *“underground” documentary
filmmakers signed the contract and were absorbesiamstream TV stations,
too. The new documentary movement filmmakers |lab&tearginal”, “folk” or
“underground” accomplished their displacement uplwato the “central”,
“official” and “up-ground”. The boundary betweenside and outside system

became blurred.

From “underground” to “up-ground”, from outside iteside the system, as
long as the identification was changed, it brougt¢ naissance of CCTV
documentary prograrhife Story(Sheng Huo Kong Jian) and the starting point
for an insight into the cultural ecology of the €0Why did the cultural
circumstances offer new documentary its tolerand&Py could new
documentary suddenly gain its legitimacy? It migkta result of China’s TV

LT3

stations’ “marketization”:

In 1993, “Literature and art should close with l#ad public opinion” was
put forward as a slogan by political leaders; mdaleyas long as the planned
economy was transforming into market economy, CC{Ghina Central
Television) was trying to change its program pradgcmode from simply
depending on state finance and funds, into the or@svwhich allows producers

by themselves to prepare and promote program, asi©hiental Horizon(Dong

% Wu Wenguang used to work in Kunming TV Statiomird985-1988; Duan Jinchuan used to
work in Tibetan TV Station (Xi Zang Dian Shi Tagf, Wang Weici.
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Fang Shi Kong). Just in time, the ideaLife Storywas: “Life consists of people,
and people consist of everybody."Hence, the naissance kife Storywas not

due to any change of the propaganda strategy, hotld attribute to TV

documentary filmmakers’ self-conscious effort jastmeet the opportunity of
market economy. Meanwhile, from this perspective,oan also reflect the New
Documentary Movement labelled “underground”, “fol¢id “marginal” as not a
completely free chosen standpoint, but somehow thainstream discourse
“incorporated rebels into its own force”. Indeedechuse underground
documentary was affiliated to mainstream media, udwntaries about

everybody eventually appeared in state-owned media.

8 Cf. Wang Weici.
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Fourth Chapter: Independent Film Movement since thelLate
1990’s

This chapter is a panorama view and sum up of thelevindependent film
scene, concerning all characteristics of the filrkena and their art, thematic
concerns, and strategies of local and internatioiisdemination. It embraces

both fiction films and documentaries, both profeeal and amateur flmmakers.

4.1 Access

To find an access to the specific scene of independilmmaking | will
approach three verges which are: first, the spdcenme (4.1.1); second, the
naming of this movement (4.1.2) and, third, an mptete filmography (4.1.3),
i.e. a survey over fiction films and documentaries.

4.1.1 The Times

These days, the vivacious reality of mainland Céendilm is attracting
increasingly widespread attention; it would seemt thie are in the midst of a
“‘new wave” of film. This reality is the reality ahdependent film, and the films
that construct it are all created outside the naithaf the official system. It is
impossible to trace its arrival to a symbolic tioreevent, because its appearance
did not arise from reforms in the higher ranks, mas it catalyzed by any
certain social or cultural event. Looking back asrthis brief history, there is
only one rough concept of time, the late 1990’svéf must set a specific time, |
would be most willing to begin with the year 199hat was, when Jia Zhangke
releasedXiao Wu, and people like Yang Tianyi and Zhu Chuanming were
making documentary films with DV cameras and sinplartable home cameras.
Their works became known two years later, atido Wubecame the model:

Most importantly, it was successful, and, it colle copied; the media age
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expanded and magnified his and his director’s arite. In some respects, it
resembles Wang Xiaoshuai'$he Days (Dong Chun de Ri Zi) and Wu
Wenguang'sBumming in BeijingLiu Lang Beijing) from the early ‘90’sXiao
Wuturned the attention of Chinese film, and led ctasst film youths (well, not
just youths) to understand a value of life and wweld; they may have once
resided in this life and world, or maybe not. Begardless whether or not, it is
related to the artist's personal experience. Laedlinarratives had already
become the mainstream of Chinese independent fiina broader sense, they

are all part of the expression of the current Cégnexperience.

4.1.2 Vocabulary

In mainland China these days, there is no set wdaapto designate these films,
aside from the terms “independent” and “undergréuhdt have been in use
since the 90’s, or the grandiose term “art filnfst, new creations. But the most
frequently used terms are “folk films” and “persbfiens”. However, reality is
always more complex than words, or words are alwagee futile than reality.
In the face of specific and numerous works, theegaizing power and exacting
process of these terms appears suspect. They baattain significance within
set contexts. Their appropriateness is more appamerthe operational level:
non-system indicates that their creation and exégtadidn’t undergo a program
of regulation or gain approval from the bureaua@adhat oversee Chinese film;
the vast majority of them have no relation whateodo the state owned film
production houses. As they exist, except for a lievited special cases (when
the influence of the artist and work transcend tidtim itself), the majority of
methods and works were neither supported nor pitedibthose, that were
banned, were ineffectual all the same.

The use of these terms has never been limitedetoplerational level. They
include a sort of implication regarding a type diitade or standpoint; these
hints are quite clear, such as with “personal” &otk”, or sometimes they are
even stronger, such as with “independent” and “uyrdeind”. But rather than
say that these are accurate descriptions of thiectsattitude and standpoint, it
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would be better to say that they are a form of lioigical hope and imagination.

They point to a spirit, but whether the contentamnpasses that spirit and to
what extent it encompasses that spirit is left @aclIn this sense, the only fact
that can be determined is the difference: the wiffee with the films that are

invested in by the government for use in educategpeople, and the ones they
sponsor for entertainment that also have good magkerns such as New Year’s
films; and if a film is “truly” independent, theat least, it is not devoted to the
whitewashing of reality.

This is where these terms, though not necessauilsect, are appropriate;
they may be strategic, but they have provided gmession about the relation of
Mainland China independent film and rights andnilioate the oppositional
qualities that they are endowed with. This is mobpposition to the commercial
system represented by market gains and populasreuit is a struggle for the
independent personal voice to cast off the limotadiand pressures in a situation,
where the means of expression and content havadglteeen clearly stipulated.
Because of this, in the language environment whergrows and exists,
independent film has no motives or aims, only pestuand effects. And for
every day that this country’s cultural environmesutd film policies go
unchanged, this struggle can only exist as a faxtenter this is the so called
“third world situation”, and one who becomes anependent film worker is left

without options the moment he or she makes thecehoi

4.1.3 An Incomplete Filmography

| have written out an incomplete filmography, detbbetween documentary and
features, of films that are related to the ternogyl that appeared above. This
list can be found in the appendix after the bibiggdny. Though it is incomplete,
but it is enough to evidence that what we’re disougis a reality.

All of the films in the list include author, mediuand date of production.
The feature films begin in 1997 witkiao Wuand Mr. Zhag the documentary
films begin with Jiang Hu (Life on the Road)Lao Tou(Old Men), Beijing
Munitions Worker(Beijing Tan Jiang) and the films by Ji Dan andaSping
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regarding Tibet. They were all completed in 1999 Tist attempts to include all
of the finished films that | know of, all the way tio the time it was written; it
does not stop at a certain time.

There are several short films of less than 60 resyuthat | have recorded
with the documentary films, mostly because theyehaon awards at film
festivals. | have also taken into account the t@ttidentities and the local extent
of the film’s exposure, regardless of the sizehef $creening facility or audience,
they were, at the very least, shown before in dipspace. There are also some
charged short films that fit the above requiremeis keeping in mind that they
are student films and that they are too numeroysraperly select, | have left
them out altogether.

There are two perplexing works Hong Qi Piao(Red Flags are Waving)
andSan Yuan L{San Yuan Village) -- they're neither features documentaries,
but more like visual experimentations. They weredend be shown in art
spaces, not theatreSan Yuan Lis really just the film segment of a complete
work that includes other materials. It may be mappropriate to see them as
video art. But since they are of the proper lengiley have been screened at
some film festivals together with the films on th&t.

This ambiguity is not to say that there aren’t othigch works, just that there
is variation in degree. The current categorizatsoior convenience in discussion.
For the time being, | have placed the above twmdilat the end of the
documentary category.

There is a rough balance between the number ofndectary and feature
films that are currently on the list. But that imal imbalance is hard to place —
maybe it is my own impression; in the past two geahe vitality of
documentary film creation seems to have been swlgsidhough there have
been some classics produced, suclivast of the Railroad®ut compared to the
sincere and grassroots works by those young artists years ago, there have
been no conceptual breakthroughs or technical pssgrMaybe this is just a
phase of building power, or maybe this impress®just in contrast to feature

film. Feature films have been continuing alongtiiaek that was laid out before,
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but not in terms of any special personal experiemrceiewpoints, rather the
majority of them are maiden works.

The limitation of this list is in that my persorfadld of vision is inevitably
narrow. Its draw is in that these are the ones ithdhis time have not been
buried in the trends of film creation. They havesialiscovered, seen and
discussed through various channels; some of thessegs a lasting vitality,
while others are doomed to rapid decline. Theseda@ded by the piece’s
intrinsic perfection and degree; at this time arhot the only standard. Because
of just these issues, the list has not undergogesalection based on conscious

personal preferences or any level of valuation.

4.2 Artists

In terms of age, these filmmakers do not all beltmthe same generation. The
largest age difference among them is over twen&ysydn terms of gender, the
males vastly outnumber the females, though, si®&® there have been more
and more women engaging in film creation. Therenaoee than five women on
the list, in both features and documentaries.

Roughly two thirds of the films are maiden workadamost of the artists
were born in the late sixties and early seventigty the youngest hailing from
the late seventies. They began making independerg &round the year 2000,
and were either closely or remotely related to fdefore that. Wang Chao and
Sheng Zhimin have worked as assistant director€fen Kaige and Chen Guo
respectively; Li Yu and Hu Shu made documentamydilat television stations;
Zhu Wen and Cui Zi'en began as novelists; Yang Rgdis an artist; Cheng
Yusu and Li Yang could be called returning Chinesegrants; Wang Bing, Liu
Hao, Du Haibin, Ning Hao and Zhu Chuanming weren&d at film institutes,
but Yang Tianyi and Wang Fen were just theatre agwertising actors who
knew little of film before they began making theamd knew nothing of DV...
Each of them has their own lifestyle and situati®ome of them have jobs, even
at TV stations or government bureaus, but mosheftare in the same boat as
their films are floating far outside the marginstbé system. They make their
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livings in all manner of ways, making commerciamsic videos and TV shows,
or some of them may have no stable source of inctna#f. Some of them have
no lack of ideals regarding film and would loventake it their life’s work, but
some of the others are entirely unsure of whetharontinue making films. If
they differ from directors of before, it is in thiscillation or non-professional
aspect; they didn’t emerge from this field, and iwaorecessarily be able to
survive in it -- some have their own reasons, aheroreasons are due to outside
factors. And now, their works stand out as the msesductive among the lot.

Before these filmmakers, there was the first grafipndependent film
directors, such as Wang Xiaoshuai and Lou Ye itufea and Wu Wenguang,
Duan Jinchuan and Jiang Yue in documentaries. Tdr&san the list show that
since they began in the early nineties, they'veenstopped their work. Whether
it is in terms of age, time in the field or actwabrks, Jia Zhangke is the great
connector, and cannot be left out. There are alsn elder filmmakers of the
same age as thd'%eneration, such as Lu Yue, Ning Ying and Kangiiag.
They began filming documentaries or features froithiw the system, though
they have works that would be hard for the systemctept, but they are a case
in themselves. Their work gave them a dubious idenand they can’t be
properly labeled as non-independents.

It would be hard to find continuity among these k#rThe only reason for
placing them together is that they are all a parthe film scene of the late
nineties. So, if we discuss the films of this tistarting withXiao Wy we must
begin with a rejection: All of these works and therk of all these filmmakers
are of the same process and at the same stageorthiruation of history. We
should especially use this view of continuationview the works of those
directors, who were already making films before;aaese they had no intention
of participating in trends, but the coincidenceiofe put them together here in a
way.

Another type of ambiguity is hard to avoid. Thexcf this problem is:
What is the meaning of the system? Those directtws have just started out

usually use their own money, as wilang Huo(Incense) Shan Shan¢On the
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Mountain) Shan Qing Shui Xi(@The Only Son) Xin Xin (Heart.Heartland the
vast majority of documentary films; the more skillenes can take advantage of
some domestic forms of folk-based funding, as B#afoodHai Xian, though a
Hong Kong company came in during the post-produadiion transferal) andin
Nian Xia Tian(Fish and Elephantpong Ci Bian We{Conjugation)andZhi Fu
(Uniform) were funded from Hong Kong. These filme all low-budget, though
the degree of lowness varies. This issue will becuised below. More
experienced directors have an easier time obtaimétigr production conditions.
Their sources are usually foreign foundations, potidn companies, and even
mainstream media outlets, such as television st&tim specific reference to the
works on this list, Ning Ying got support from apdaese foundation. Wang
Bing paid for the filming with his own money andhiBhed the post production
with a subsidy from the Rotterdam Film Festival.aDuwinchuan, Jiang Yue and
Kang Jianning were filming for European televisgiations. Among the feature
filmmakers, Wang Xiaoshuai, Lou Ye, Jia Zhangke) Bingjian and Li Yang’s
movie productions were international from the pmthn to the distribution.
This scene didn't just materialize today; it iseality that has been taking shape
in Chinese independent film for a long time. Thaality brings the discussion of
non-system films to a paradox -- because if theadled system is not here, then
where is it. Supposing that this is another emisaimng unavoidable situation,
then it is reminding us that the Third World andKalization are nothing more

than just two sides of the same lens.

4.3 Regarding DV: the Diffusion of Power, Quantityof Works, Scale of Film
Crew, Budget

If it weren't for DV, this filmography would be umiaginable. DV has been
extremely important in the Chinese mainland newenaivfilm creation; to those
who picked up a camera and made a film, it is ntrect and real than the
national situation and the circumstances of thesinBecause, in this scene, we
have always been indebted to it, it was DV thategas the power to act. The

revolutionary significance of DV does not merelyphpto filmmakers. On a
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broader scale, it has made many more people awatettie use of film for
expression is a sort of power. In this countryhsagower was once very hard to
obtain. It is closely linked with family status,cetved education and social
position, not just with the desire to express. Dwuld never affect the
disappearance of power, but it has brought abodiffasion of power, thus
negating it.

All of the films on the list — except foxing Fu Sheng Hu@This Happy
Life) and Lin Qi Da She ToylInteresting Times: The Secret of My Success),
filmed on Beta SP cameras aBdijing de Feng Hen Dérhere is a strong wind
in Beijing), filmed on expired 16mm film — were ned DV. It could truly be
said that it poured new lifeblood into Chinese peledent documentary
production. It changed the entire working situatfon documentary directors,
making them more personal -- the majority of filnkaes work alone, from
shooting to post production. One of China’s earliedependent filmmakers, Wu
Wenguang was excited beyond words by the adventhefDV era. This
excitement is not hard to understand: In those ,day$ilmmakers worked and
grew in the margins of the television stationssing the station’s cameras and
equipment, making their own films outside of workthis situation made their
independence doubtful. This problem is nonexistentyoung filmmakers --
there are television station workers among theke, Hu Shu, Chen Weijun, and
some others who may work intermittently for thetistes, but this has become
an ignorable element in discussing their documesdarThese people are
scattered across all corners of society. When cosdpavith the previous
generation, their works cover different groups ameas, and their works are
devoid of the intellectual’s touch. DV first atttad people’s attention and was
dubbed “personal” and “folk” because of just sudtumentaries. These are
rather focalized terms: They touch upon the pradaoanethods for these works
and their grassroots nature.

Digital cameras got more and broader tries in featlms, especially after
2002. There are no less than 15 feature films im&that were created in digital,

no less than 10 of which were made in DV, withaligers made using D-Beta or
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HD. Aside from some films, made with foreign capisuch asRen Xiao Yao
(Unknown Pleasure) anding Ri Tian YaAll Tomorrow's Parties), most of the
other films were never completely transferred tonfiSeafoodis the only
exception.

The making of feature films is much more complidatiean documentaries,
so it is still a collaborative work. Depending dretmoney situation, the above
films had crews ranging from a few people to terthveven twenty to thirty
people being normal. The film crew of less than ltasically retained only the
most essential people, such as director, photograpbund technician, producer,
assistant director or scribe, as well as one ordemral actors, but they are all
surely non-professionals; the other people, whoeappr may have lines, can
only be picked up on the spaXiang Huo (Incense) Shan ShandOn the
Mountain) Ke Cun JigKe Cun Streetand Cui Zi'en’s films are all examples of
this, with the latter cutting down to just the dit@r, photographer and actors.

We can'’t say that this method is wholly unrelatedhe aspirations of the
film project, but it is more decided by economichis situation mostly pops up
when someone spends his own money to make a filaking for the most
limited budget. The money is used as much as pesgibpay for materials,
equipment rental and accommodations for the castcagw -- there is usually
no compensation, and all of the workers are frigndshelping out. Whether or
not money is spent on post production, is decidedlwether they have a friend
who owns a computer with editing capabilities. Amauch feature films, none
cost more than 50,000 RMB (6,000 USD). Cui Zi'erergpa paltry several
thousand RMB on his film.

Those other non-invested films, not counting filransferal, range from a
few hundred thousand to a few million RMB. But thesimbers are lower than
for film, 16 mm is cheaper than 35 mm, and docurreed are cheaper than
features, though there are always exceptions. &watumental [documentary]
works asWest of the Railroadsiue to extremely long production periods and
massive quantities of materials, cost at least G8ID,RMB (50,000 USD)

according to the filmmaker.
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4.4 Thematic Concerns

The prominent thematic concerns of the indepenfilemnakers in the Late 90’s
are: the meaning of the local narrative (4.4.1);0énious identification with
their protagonists -- all kinds of marginalizedt; to say it with different words,
a sort of self-recognition expressed in their filmgh the risk to fall into a
morality trap (4.4.2). Their distance to the foramar generations is especially

obvious in their gender films and portrays (4.4.3).

4.4.1 The Meaning of Local Narrative

The local narrative acts as the temporal and dgatigement of the work; it is

the here and now, the relevant moment and the lyosktting. Most of these

works show a specific China of the now, rather taanmaginary one. This is
something that is primarily decided by the filmingethod: dialect speaking
non-professional actors, go anywhere cameras, allytu undecorated

backgrounds, natural light... They are like Italiarofrealism from a half

century ago. But in contemporary China, rather tharsay that there is an
artistic movement afoot in the realm of film, it wld be more accurate to mark
it up as a coincidence of circumstances.

This judgement misses only a certain few exceptilikesMo Sheng de Tian
Tang (The Strange Paradise). It axdao Wu were filmed in the same year
(1997), and it was only finished with a post-prattut subsidy from the Kaiser
Cultural Exhibition five years later. Expired filnblack and white images,
off-screen monologues -- it contained enough amtyigwavering and tongue
holding. It appeared to be more traditional yet enmodern -- all of this gave it
an estrangement from that world outside of film.

The vast majority of films are works of realism.cBe films gain their
significance from their close relationship with trmundabout world; the lens
never tries to transcend the people and eventsomt bf it, not providing any

more or any less. But the entire reality is nevere, some of them are mere
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understanding of reality and the scenes relatétd Wghat those films extract, are
the part that the small cities, towns, countrysfdetories, coal mines and streets
present; they have constructed the world in whill,majority of the people in
this nation live.

If we can use the word concern, then it is aimethatpeople who move
around in these settings; they are unemployed werkemosexuals, companion
girls, cripples, old people, migratory laborers ahlessly floating lives. The
films present their ignored existence, memoriesiaaddible voices, and testify
to their unsettled bodies and souls and their leggeatilemma. These are people
at the end of their rope; distinguishing througé #yes of class, the proletariat
vastly outnumbers the petty bourgeois and thelettials. They are petty like
dust, able only to drift with the tides. As for theelves and things around them,
they are uninterested in understanding them, teteathanging them.

Their fates, that have been or are being abandbgetthe times, are not
figurative, but are a direct part of the modern@atprocess that this country is
undertaking; their cramping and awkwardness aresitbation of this country in
the midst of globalization. In this sense, somé&eke pieces, as art, do not have
a lasting vitality. Because of their recording at@kcription of the times they
have become filmic ethnography -- these imagesthadsettings that they are
placed in point out a thread; through them we catcica glimpse of the truth

about this era.

4.4.2 Self-Recognition and the Morality Trap

Not in all of the works, but in definitely more thane, the filmmaker expresses
a strong recognition of the person they are filmisigowing a deep regret for
that kind of life. The works of Jia Zhangke, Wanigd3d Zhu Chuanming, Zhong

Hua and Tang Xiaobai are all examples of this. €Hdss show us that they are
not strangers to what they film. In their subjetgy see their own pasts or lives
that they have rubbed shoulders with -- most ofrtheimped around society for
many years before going to college, some withinsygtem, and some with no
set position. This type of experience had a deepaulding effect than their
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education, remaining unforgettable -- it is the reeuof deep emotions and
inerasable memories, not only of youthful hopes drehms, but also mixed
with the experience of pain. Their earliest works @ way of reacquainting with
this. This imbues these works with an obscure atent trend towards catharsis.

Attending to the lives of others and attendinge’s own are both equally
reasonable; when talking of current Chinese filmyould seem that the latter
are more exemplary. The most typical examples lofsfi where maker and
subject are of different backgrounds, amyang OrpharandMang Jing (Blind
Shaft) which are about unemployed workers, prostituted aniners. As a
re-emergent image of independent film, they andr tligentities can not be
separated and have become a symbol of the undeetas underclass life. As
people who have not had this experience or emoWamg Chao and Li Yang’s
commonly occurring principle is: The true lives ahemployed workers,
prostitutes and miners are nothing like in the rasyitheir “real” them has
already been obscured by movies.

This is not just talk, this is the morality trag. may be very hard for
someone in this situation -- let alone flmmakergo- transcend. These films,
including some DV documentaries, presented whattbdake presented, and at
the same time have been transformed by suspicitm @rploitation of the
downtrodden. Out of habit, they are called weaknarginalized groups, not just
because of their numbers but because they havgrasped their rights. The
script and the artist's morality should be separtiteugh they are not wholly
unrelated, they cannot feed off of each other. Tdtéer's possible moral
emotions towards the subject -- be it sympathyndiffierence -- cannot provide
the former with its answers. For those independiéms that focus on social
groups this is a dangerous and difficult topic. Howdiscuss it, depends on the

speaker’s personal leanings and standpoint.

4.4.3 Gender

There are two works in the filmography that are enag women and focus on
the topic of lesbians, a first for Chinese filae Zi (Box) is a documentary and
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Jin Nian Xia Tian(Fish and Elephant) is a fiction film, and the twmain
characters have the same sexual orientation ina#ein the films. Maybe
because the artists have their own relation to gbiial orientation, they have
gone out to explore the issue of homosexuals amid ititeraction with society.
Most Chinese films about homosexuality are along line. In comparison, in
Cui Zi'en’s -- an open homosexual -- work, the iieglof societal oppression is
not so strong. It seems freer, yet more closedltibse people have created their
own world which is full of their own words. Thes®ms are intrinsically closed
to exchange, as they are self-sufficient. Thereatse a few other maiden works
by women filmmakers, documentaries suchiLas Tou(Old Men) andBu Kuai
Le de Bu Zhi Yi G€They Are Not the Only Unhappy Coupleand features such
asDong Ci Bian We{Conjugation) Gender is not the central topic of these films,
al though they have what in China would be call=shinine quality”, they do
not present a personal gender consciousness earggnder standpoint. On the
contrary, women filmmakers often try their bestatmid stamping their works
with their gender identity if they haven't simplgrotten to do so. The only
exception isYe Ying Bu Shi Wei Yi de Ge Hdightingale, Not the Only Voice)
This documentary -- who'’s editing showed unwilliegs to cut anything --
spends three hours constantly seeking and makirspmeal statements to present
a woman'’s individual life experience from the cagmd, roundabout and deep
psychological wounds. The filmmaker Tang Danhong et; she attempts to
use film to cross over that enigmatic psychologveall.

Chinese independent film, when it comes to gergierds, inevitably walks
side by side with real Chinese society’s commuimaisciousness. Most of the
films are still displaying a state of existenced &rave trouble reaching the level
of gender politics -- this kind of overall obscyrimnight just be their gender
politics. On the other hand, the works of some nualectors can sometimes

display a level of intensity, as with Zhu WeSgsafood.

4.5 Presentation and Dissemination

Placed outside the system, the most critical probfier the filmmakers was to
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screen and disseminate their films. Besides theilpidisy to be selected for
Western, mostly European Film Festivals (4.5.1gre¢his another strategy of
local film distribution (4.5.2). As beneficiaried the digital revolution, the
medium of disseminatiorpar excellence of course, were disc (4.5.3) and

specific dialogue spaces, such as cafés, bardpeaaldfestivals (4.5.4).

4.5.1 Western Film Festivals

The presentation and dissemination of non-systéms fprimarily depends on

western film festivals. Presently, the path remajate open. The film selectors
from the western festivals come to China and ceectly contact the flmmakers

to obtain the films they need; this part of the kvisr sometimes done through a
local intermediary whether on behalf of a direaioby Chinese cultural worker

representing the festival. However it is done, éhisrnever any interaction with

the governmental film bureaucracy, and both sigéssindividuals.

There, these works and their makers gain audéemeeognition and access
to the market and resources -- Chinese indeperiti@st enter this realm from
the day they are produced, so in a way, they ame international. From then on,
it no longer has any relation to the environmeniciiproduced it.

For this reason, these works spread their intevnatiinfluence through
these festivals. A select few of these works --eesdly the ones financed
internationally -- have opportunities for art houdsstribution, such as Jia
Zhangke and Wang Xiaoshuai’s film&nyang Orphan, Crywomaimlind Shaft
and All Tomorrow's Partiesare mostly made on 35mm. Those personal
handycam pieces have a less solid fut@ktl MenandFish and Elephanare
exceptions, having sold screening rights to ARTiEs Isaid thatWest of the
Railroadswill hit the European theatre circuit, but assiin DV format and nine
hours long, how will it enter? Other finer detal® unknowable.

The acceptance of Chinese independent films abieaal complicated
process and topic. In talking of just the past tyears, the vitality of these
creations has attracted growing interest from wadfiém festivals. One of the

most striking examples was the 2002 Berlin Filmtivas New Film Forum,
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where the selection juror chose 10 mainland filras the segment “Focus
China”, in which only one film was from the maiream film industry, two
thirds of the remaining films were in DV format.

Other international film festivals, that support i¥se independent
filmmaking, are Rotterdam, Switzerland, Vancouvana@da, Pusan South Korea,
and the Hong Kong Film Festival. The festivals @mae Du Reel (Paris),
Marseilles, Yamagata Japan and Amsterdam are iaoinh the field of
documentaries, and their important awards have te@atedly won by Chinese
films.

Mainland China’s newfound film power is continualiging emphasized by
specialized exhibitions. Between 2002-2003, HonghdK@rt Space, Macao
Pozaiwu Art Space, the Pompidou Art Center in Feaand the Pusan Film
Festival in Korea have all held Chinese indepen@ibntexhibitions. Some are
historical retrospectives, and others are moreetydecused on the current.

From the early 90’s until now, western film festargorovided Chinese
non-system film works with the most important, adityithe only real way out
and room to prosper. They have developed a versectelationship, with the
former serving as the strongest hope of the laftkis situation has not only
remained to this day, it has become even more pirare.

This has made the question of how and to what éeghenese independent
film has been shaped by western film festivals te@c that no one wishes to
face. If it is brought up, any filmmaker will respbwithout hesitation: All of the
effects are positive -- the meaning is straightimdv They have got everything
they need there and have lost nothing.

As a simple and superficial reality, the pressuaesed by this type of
beneficial relationship is in that it makes furthdiscussion difficult and
unwarranted.

But if we can temporarily disregard this materigpact, the questions that
must be asked are: Who is defining Chinese filnfinde independent, which
ones are more important, which ones are more vi@ablow are these

judgements being made, politically, artistically ather? Which is the most

69



important standard, and is it correct? In what ewhis it correct? To what
degree are the selection committees’ tastes arierenees affecting which films
are chosen for the festivals and given awards? Howe balance against their
personal preferences, make it public and gain dvarstage?

It is not the job of this text to answer those sjions, and it has surpassed
the realm of the filmmaker’s abilities. As it spemlly pertains to current
Chinese independent film, we cannot ignore thamn fiestivals are a type of
system that encourages and emphasizes certainsthimgt also creates
constraints. On the one hand it constrains thoparaptly unimportant artists
and works, on another side it constrains otheodizts.

4.5.2 The Localization of the Film

The localization of film began around 2000, speeifly evidenced by the rise of
folk-based film viewing communities in every cityhe most influential are
Shanghai’'s Studio 101 (Shanghai 101 Gongzuoshign@zhou’s Yuanying
Group (Yuan Ying Hui), Beijing’s Practical Communit(Shi Jian She),
Nanjing’s Back-window Film Watchers (Hou Chuang Kddan Ying),
Shenyang’s Free Film (Zi You dian Ying), etc. Sotiat are on the way are the
Kunming Film Study Group (Kunming Dian Ying Xue Xiao Zu), Beijing’s
Phenomenon Workshop (Xian Xiang Gong Zuo Shi); @den Wuhan,
Changchun, and a host of smaller cities all havalai organizations. These
community groups are all enthusiasts and film hadibyand in a broader sense
could be called petit bourgeois and young intellals. They first came together
mostly to watch the works of the great western erastand they usually operate
in an agreed upon bar. At the time, pirated DVD'sl &/CD’s were already
popular, and the creative atmosphere of domesgkdifms was weak enough to
warrant ignorance.

The Practical Community, owing to its location, whe first to take on the
work of promoting independent film, specifically kscreening one or two
domestic independent features or documentaries\eaekend, and inviting the
director to speak with the audience. Non-systemdfibegan their entry into the
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public realm in this manner.

A year later, in September 2001, Practical linedwith film groups in other
cities, and theSouth China Weekendased in Guangzhou -- possibly the
newspaper in China that most emphasizes concerrefdity and informative
news -- joined with the Beijing Film Institute t@ld the first Independent Film
Exhibition; the key words for the event were “folldnhd “independent”. It
brought together over one hundred works made sli9&6, including shorts.
The exhibition lasted for a week and met a stragponse from the audience
and media. On the last day the event met with fertence from the relevant
authorities, and the planned events were cancellédr a delay, they held a
touring exhibition of ten cities (Shenyang, Hangzhd&hanghai, Nanjing,
Kunming, Hefei, Xi'an, etc), mostly in cooperatiaith local universities.

After the exhibition, a Beijing University studefiim group held what was
dubbed the “first” homosexual film festival, covagithe few homosexual films
that existed at the time. This event was also sdpp the duration.

After 2002, Beijing, Shanghai, Nanjing, Guangzhoa ather cities began
holding screenings of all sizes and times as wsllirderactions with the
filmmakers. The sites expanded beyond bars to decloigger, more formal
spaces such as universities, libraries and boaksteent spaces. Art galleries
and museums around the country also began exiglata screening all forms
of films, as well.

Independent films have thrived without constramthe above realms since
2003. Though an annual independent festival sclkdddbr Beijing was
cancelled after the first day because of SARS, tsveere successfully held in
Nanjing and Macao a few months later. In Guangzhduanying Group’s
“Independence Day: Pearl River Delta Film Festivialdught emphasis to the
creative power of independent films in the south.

It would be hard to avoid a loss of details if welse about every specific
event. But they have created an atmosphere, exgatigefolk influence of
non-system films, and inspired countless youth donggke their own. In this

atmosphere, the term “folk film” has been used naré more. Compared with
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other terms, it isn’'t very penetrating, but it isoegh to make a distinction
between oneself and other things. Of course, becaluthe artists’ identities and
working methods, folk is appropriate for describthg works themselves. Most
of these types of activities are either completse or have a symbolic
admission fee, so whether talking about the artisthe promoters, for the time
being there is no tangible benefit to be had.

Most of these screenings use projectors and VH§ea lf they have the
right equipment, they can also play DV and Betd,there have never been film
screenings. It is not because the law clearly &éwht, but because of the
equipment limitations, not to mention that manytte#se works do not exist on
film within China.

There are many signs to indicate that societysrétion of these events is
increasing. They no longer carry so many connatatithat evoke irritation.
Aside from the above forms of dissemination, mbanta few legal film festival
events could accept such vastly different filmg, this difference suggests that
they were intended to be ignored. It is hard to, sayether this is just the
curators’ tactics or a conspiracy, whether it idigttened or stupid. Take for
example the Yunnan Multi Culture Visual Festival{NFEST) held in Kunming
in March 2003 and in 2005. The producers were aeomasand the anthropology
and film departments of a university. The festivals along the theme of its
name, and it brought together all kinds of docuraees from various channels.
Some were produced within the system, some werepgmblent works, and
some were student works. The international filntives held in Guangzhou in
December 2003 established a domestic screeningthatiparticipation of the
Yuanying Group. Though the artists were from dieeages and backgrounds,
their documentary work was discussed on the savet é&d in the same forum.
From this we can say that no matter under whatieesphey are carried out, it
is no longer important, whether the screening adnit@s been mixed together;
pure and impure have no real essential differemee, liheir goal is contact. All
that can be really seen is nothing more than thiatsociety already has enough

fissures; these types of films will continue towgrand survive.
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4.5.3 Discs

Aside from at public screening facilities, some +system films gain
dissemination through VCD’s and DVD's. In the bewirg, this sort of activity
was carried out entirely underground. Some worlish aasAlong the Railways
(Tie Lu Yan Xian) Testimony from the Edge of Freed(n You de Bian Yuan)
Men and WomeriNan Nan Nu Ni), and’here is a strong wind in Beijing
(Beijing de Feng Hen Da), as parts of undergrounitlice, were burned into
VCD’s home-production style under the perquisiteaof agreement with the
filmmaker who used the producer’s -- one musidci@ind another free youth
with no particular career -- own routes to sell @aler the country, mainly in
large and medium cities. It is an effective methaaly limited in that its scope
is very narrow. If a film can sell 500 to 1000 cegithat is already quite an
accomplishment.

Because of the entry of businesspeople in recasyé could be said that
competition has already appeared in this fieldughoit lacks any real strength.
The businessperson may be short of a standpoim wiemes to the selection
of specific works -- they aren’t as underground; they hold a larger market,
distributed throughout many large and medium céi@®ss the country. There is
something else that must be explained: they rdam$etmarkets through legally
published materials. It may be bizarre, but sueltks are everywhere. There are
some films that are published in such a manner lwkiic not appear on the
filmography at the end of this articlBain Clouds Over Wushglvu Shan Yun
Yu), Bumming in BeijingLiu Lang Beijing) the ones included a®ld Men,
Heart.Heart, Figurants (Qun Zhong Yan Yuanand Fish and ElephantBut in

this process, the flmmaker’s moral economic begagifie extremely limited.

4.5.4 Dialogue

Future practice will show, as a type of participatand involvement, the work
of localizing films has had a positive effect ore texpansion of Chinese
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independent film’s living space as well as the spaicculture overall. This is a
process of sowing seeds. It changed the whole hdibelwv dissemination
method of 1990’s independent film, which was efhfidenited to the minute
circles of intellectuals and incapable of openinghte masses -- at the time they
were often referred to as “underground”, which ma€lese; this term described
a reality.

The work discussed above established a route forsgstem films to
connect with local audiences, though this so-caitedblic” is still rather limited
in number and social standing in the overall saoipgociety -- most are artistic
youth, liberal arts students and some media workrrsit has at least allowed
independent film and related talk to become moeata dream. They timely
became a cultural reality that could be shared,aana part of this cultural reality,
contributed as to their own ability.

Discussion of non-system films has distributed anfiltrated through
different dialogue spaces, and the trends of theiffer with the nature of those
spaces. As stated above, the work of localizatemraised a young audience for
independent film, and their experiences and criggare often posted on internet
BBS services. One of the longer-lasting and morféuential BBS sites is
“Back-window Film Watching” Wwww.xici.net-http://b2467.xici.ngt Here can

be found a collection of very young, but not neaesprofessional, film buffs.

Their critiques are often emotion based. What titernet provides is a free
dialogue space, and one’s orations there can beidsyed to represent only
one’s views.

With few limited exceptions, magazines and newspapeblished by the
national bureaucracies in charge of film, such &hifa Film Digest”,
“Contemporary Film” and “Film Art” maintain strictinity with their higher
authorities. They never take notice of these filmgist of the media is of the
same attitude and never waver. Comprehensive meggawiill sometimes cover
a few independent films alongside their coveragéigfinternational movies,
quickly making them a subject of public discussi®wme cultural magazines

have set aside columns dedicated to introducing §bms, such as “Art World”
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and “Book City”. Fashion magazines have come toB3¢es a sort of popular
lifestyle. Though it shows a broad interest, thiesser and their works are a bit
labeled, at least that is the impression thativés.

A large part of the screening activities, mentioaddve, are organized by
student groups, and held in university lectureshdlut these films are far from
entering the campus intellectuals’ fields of visiés for what has been accepted
into their critical dialogue and teaching systenmin@se film history ends off
with the 8" generation filmmakers -- nothing whatsoever ahbig strain of
filmmaking or the entire history of independentrithaking in the 1990’s. This
is not without exceptions, but a tiny amount ofeation cannot change the
overall waste. In over a decade, independent fiem hever been short of
powerful works, but it has almost never enjoyed @dw or effective critique.
The ineptness of critique is not solely due to eyst isolation, it is more the
inertia of intellectuals becoming systematized.

Other forms of media, such as television stati@ms, extremely limited in
their acceptance of these works. Some DV documestasuch a®\long the
Railways, Old Merand Figurants have been shown on the DV segment of
Phoenix Television (Hong Kong), and were re-ediblsdthe requests of the
segment; nothing like this has occurred in Mainl@fdna, though in May 2002,
CCTV (China Central Television) held a China Docuataey Film Forum, and
DV documentary films were included in the topicGiiinese documentary film.
This shows in a way that within the system there arfew people whose
attitudes are not completely ignorant of this.

Just as with the creation of independent films,ltlcalization of film begins
not with words, but with actions. The response ofelucratic organizations
towards these actions is still a form of prohibiticAside from stopping film
festivals, they also meddle in the activities dinficooperatives. Yuanying and
Shanghai Studio 101 have all had this experiencéhd past year, the relevant
prohibitions have far from disappeared. Beijing'sxBCoffee House quietly
ceased all folk film screening activities, and Yiwei (Yu Lik-wai), a Hong

Kong filmmaker,was subsequently banned from participating in ahyirfg
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activities within China’s territory. It has beenids#hat the film authorities have
created a directive regarding DV, but for now ierss like just a fairy tale. For
most of the time, the system remains cold andtséence. For many filmmakers

and their works, there are neither words nor astias if they do not exist at all.

4.6 New Trends

Has this situation loosened? Has this isolatiorubdg slowly break apart?

Past examples of independent filmmakers moving efp@und, Zhang Yuan
being a typical one, only happened after the dntast been involved in this work
for over a decade. Now it seems that this processl® transformation is not as
slow as before. By 2003, Zhu Wen, Wang Chao, Lio Biad Li Yu had all either
finished, or were in the process of creating tsetond films, all of them within
the system. In what guise will they appear in theile? We have no way of
foretelling, and can only wait for it to become eality. What leaves people
guessing is not the choice of which path to take whether along that path you
face certain emptiness. Wang Xiaoshuai and Jia gies scripts are now being
audited for approval; in a recent meeting memo,Rive Commission leaders
stated that they will not bear past grudges, bppstt the creations of young
filmmakers for the flourishing of Chinese film.

Several new policy changes regarding film have apgzkin recent days. As
regards to filming, there has been a simplificatddrthe script approval process;
aside from in a few special topics, the producess rare only required to
provide a general script outline to the Film Consiia. This could mean that
we may no longer face that situation, where WangoXluai had to revise his
script of So Close to Paradis@Bian Dan Gu Niang) for three years before he
could begin filming. In the end, one of the offisissaid, “Xiaoshuai, | really
have no idea how to change this script”. After gitfor one year, Jia Zhangke
got the response: “This film isn’t suitable fomfiing at this time”.

While a true classification system of film is faff o1 the distance and the
power to investigate films remains in the handa &w individuals, what will a

finished film encounter in the examination proceks® impossible to foresee.
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The questions of how film reform will be carriedtoand which elements
determine each step are riddles; not just for emgtartment involved, but for
each person.

The maturity of independent filmmakers is in thegyt have finally come to
realize that in the face of the system, collecpeever is more effective than that
of the individual. In the same meeting, seven iraelent flmmakers and critics
(see Tianya Magazine first issue, 2004, writings from around the wdrld
collectively produced a topic for debate, hopinattthe film bureaucracy would
examine works that hadn’t been examined beforethst those films not
breaking national laws would gain the right to beeened; hoping that the film
examination system and the future classificatiostesy would be made public.
They believe that the current examination systeaukshbe quickly replaced by
a classification system (age, violence, sexualtgyl hope that creative local
films would receive policy protection. As an effaowards building a dialogue
across a river, whether this type of method wilivete and become effective

will have to be put into practice to be proven.

4.7 In Closing

As to the domestic status and acceptance of indepérfilm, the discussion
above can only provide limited information. Theraynbe different directions of
understanding towards this information, but thenauis in the midst of it. My
personal experience is that there is space forrsxpa. If this space were to
expand to within the system over the next yearsenill be overly shocked or
surprised.

What people are hoping for and believing in is smhe sudden change one
day, but that through the efforts of a generatmoajnland Chinese independent
film can attain its own vitality. This vitality isot buried within any of the above
described phenomenon, its power is not somethiagahyone can pull apart or
suppress. Some say that the democratization ofifdsalready arrived.
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Fifth Chapter: Jia Zhangke and His Films -- A CaseStudy

regarding Independent Fiction Film

In this chapter | will focus on the most represamea Chinese independent
filmmaker Jia Zhangke and his films in order taslrate some exemplary
characteristics of the fiction independent film Inyeans of a case study
concentrate on one individual filmmaker. As Jiaisery conscious filmmaker
and played a role of mouthpiece of the independémmakers, | would
combine my interpretation with some interviews )5.4nd then focus on
interpreting three of his films in order to illuste the cinematic characteristics
of current Chinese independent film (5.2.2 - 5.2.4)

5.1 Self-understanding

The interviews quoted below were made by me, inilAgO04, Beijing. Jia’'s
words are quoted in full length in order to pay lag® to the polyphony of
voices. The main topics are concerning: the geloeratoncept, the difference
between the B and &' Generation, and the specific style of documentary
aesthetics in independent fiction films.

My first question was about his new film entitl&@de World(Shi Jie). This
is his first film about city: two dancers who cortem a village to work in a
Theme Park called “The Window to the World”.

Without going too much in detail, Jia talked abthe narrative structure he
made use of in this film:

“Following the two protagonists as the film's maihread, other figures are
emerging like in a panorama show. | tried to mage of a new narrative style being as
light as a dragon-fly brushing against the w#teFhe film was shot in Beijing and
Shenzhen, [in Southeastern China, near GuangdamgtoK] has the two big cities as
background.”

% An idiomatic expression we find also in Chinesesiuand Calligraphy, evocating that one
does a familiar work with ease.
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Though Jia was born in 1970 in Fenyang, a smallrtown in Shanxi
province, his family was not of peasant origin;yteere sent to the countryside
because of his grandfather's experience as a sutigeurope. By looking at
Jia's films, all set in Shanxi, and listening ts Words one perceives that his
rural upbringing has had a profound effect on bstlaetics.

Compared taXiao Wy the new film's background space moved from the
village respective small town to the big city:

“To change the background space is not an essahilge. The basic problems
and predicaments we experience right now, are althessame overall in China. It may
be Shanghai, Guangzhou or Shanxi, everywhere sionvof the world is rooted in our
rustic origin...

This is China’s reality and truth. Everyone in #teeets has a strong rustic origin,
even in the cities. It is true that there is a bap between the thinking mode of the
agricultural society and the other one of the imfation era. Many people might know
how one should live in a modern way. However, whencome to deal with specific
issues or personal relations, we often and easily back to rely on our roots.
Everybody is experiences a process of growing upind which his capacity of
realizing and thinking gradually grow as well. Tiisvhat | called ‘gap’ in our life. For
me it's interesting to live in such a gap [betweeastic origin and urban existence].”

When | asked him about his understanding of theeggionconcept, | was
expecting precisely to know what factors helpedbinlding up the shared
collective characteristics of the independent filakers, and formed the
generation phenomenon. Jia mentioned two factbesDV revolution and the

change of ideological trend after the Tiananmeindkrd in 1989:

“This had to do with the fact, which young filmmakesventually obtained their
access to filmmaking as medium of art. Filmmakiragnferly was an officially
monopolized art. Few artists were able to preséemselves and express their
experiences onscreen. But since the end of the B@sdea of independent filmmaking
has been deeply anchored in the mind of the youggeerations. It was DV camera
made this possible. Thanks to DV, normal peoplaiakt their access to flmmaking
and a new generation of flmmakers came into being.

On the other hand, it has to do with a great stithe ideological trend happened
after 1989, in Chinese society too. The elite caltaxperienced a set back thus its
legitimacy was questioned and debated. In thoss,ddlythe cultural domains found
themselves in a critical state. This is anotheisedad to the establishment of the new
independent film.”

Both DV revolution and the crisis of ideologicalifsttaused the arising of
generation consciousness, that the younger gemerf@dtnmaker were eager for
self-expression and bring their own life experienicgo film:
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“Under such a circumstance, many young filmmaketered into the film circles.
Naturally they grasped immediately their experianckgrowing up and represented it
into their films. Take me as an example: It is ra®,some critics stated, that | am the
first Chinese filmmaker who selected the small tagna space for aesthetics. It's just
the opposite: A young man like me who grew up is #patial background, at the end of
the 90’s finally got the chance to represent himiglough filmmaking. It is very
natural that we bring our life experience togethith us.

This is not an individual task and success, but thughe common effect of
economic and cultural development.

Today | became more and more conscious that thmerniilkers of our age are the
result of this era and we carry with us many littas of this era too. China has
drastically changed since 20 years. The emergehoarageneration is a phenomenon
just like to the arising of Xie Jirf§ and Zhang Yimou’s generations. It is not only the
growing up of a single author, but of a whole gatien in a certain time.”

When | asked him, if he considered himself as dnh@ 70s generatioff,
his explained the generation phenomenon as a pheranof shared collective
memories or, in other words, a phenomenon of theative subjective:

“This is a matter or fact. From the point of view apollective memory, we, as
Chinese, share many common memories or charaisrist different epochs. For
instance, pop culture and pop music definitely @ag of the common memory of our
generation. We have experienced the society’'s gchanges: from autocratic to
pluralistic, from poor to rich in goods, from theevolutionary style to the
self-representation in terms of art form. All ofsthtoday, is part of our shared collective
memory which shaped who we are.”

Concerning the ' and the B generations appeared alternately, | asked, if
the new generation and th8 Generation were rivalling with each other for the

power of discourse. Jia answered:

“If there is a rivalry between us, it is a natuiadt. But as far as | know, most film
directors of my generation did not share any comomrsciousness to fight against the
fifth. This is not the starting point of our worn the contrary, the starting point is the
desire deriving from our experiences in order fresent ourselves by means of cinema.
If such a desire, such a lust results from my inmerld, then | almost have a kind of
physiological reaction to express it. If it is trii@t, compared to the older generations,
we concern ourselves with more different themes diffdrent narrative structures, it
just happened naturally.

| am sure, that the aim of my filmmaking was, ie theginning, rather blind. |
neither knew to whom | was telling something noratveffect my film might have. |
think, such an individual state of mind suited mgywof filmmaking. Rebellion might
be very problematic: The danger is, against whoaml rebelling, into which | am
turning.”

67 One of the most representativVe @eneration directors.
% He was born in the 70s.
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However, Jia affirmed the difference between fl@sd his generation. The
difference is embedded that, th® Generation focuses on “legend” concerning
history but the younger independent generationdesion daily life respective
subjective experiences:

Once, Chen Kaige saitfFilm should be legend!
But Jia put it in this way

“Some %' generation filmmakers ignore daily life, despisalyd life and only
manipulate their films in order to make a legend @fuhistory. The new filmmakers
don't try to be the spokesperson of their genenasinymore. Nobody has the right to
speak for the others. One has only the right toemt oneself, and, basically, one can
only represent oneself. There are not so much tgdaut everybody of us does have so
many his/her own experiences.”

While recognizing his contemporary filmmakers anagelf benefited from
being labelled as new generation, Jia was worrginthe same time about the
problem of how to get rid of the generation label drder to become an
individual author:

“However among my fellow filmmakers there is a Higuitation, which is the
continuity of our art creation. Seen from the ponftview of my generation, the
problem is not, that we accomplished some film$aspbut, if we could maintain our
creativity to make more films in the next decade.

As long as time is changing, we have to become maato, so that we may still be
extremely sensitive to what is going on in our &fed be able to represent it in our films.
It is a great challenge for us filmmakers betwebra@d 30 years old today, to reform
ourselves from being a temporary result into sotneng and determined individual
authors.”

To focus the subjective inner experiences couldheeright approach to
achieve the goal of becoming an individual author:

“I remember when | was student of the Beijing Filnademy, | witnessed that
some students used the “peasant” to abuse eaah lddaing that, | was very surprised
and hurt, because | myself have a strong rustggrori
But later | came to realized that, it was the abug® behaved rude and uncultivated.
Since then, | found the value of my own [rusticpesience too. This experience had
been ignored by the [elite] filmmakers and had beén respected by the elite film
system. | had even the impression that some Chiileseakers didn't want to look at
this society’s rural reality nor did they respdatt This is in fact a habit of this business
since a long time and the existent film systemmtitiencourage filmmakers to look for
the voice in their hearts, since this voice abstyubas something to do with the reality.
That is why, from the beginning, | dissociated nifyf®m the system. | had seen so
many films, but there was none directly correspogdio my experience. And then |
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thought, let me make a film myself.

At that time, | had no idea of film, quite diffeteinom most of my fellow students
coming from the cities rich in information. Andwas not like today, that you can easily
buy and watch DVD films anywhere. You couldn’t exmry books on film in my home
province. The masterpieces in the film history wiyeus only known from hearsay.
After | got in Beijing Film Academy, on every Tuegsdand Wednesday, when | was
gueuing for get in the National Film Library to whtthe so called “internal films”, |
felt quite unfair. Film resources were in thosesdaydessert for only a few people. The
monopoly to dispose film resources had changedamavilege. Masses’ right to make
film and to represent themselves in film was nobgmized. When a few people squash
into the system, they just became the new “elites] again stick up for maintain new
legends. | always ask myself why film cannot bec@ammaedium of self-expression just
like literature or painting which you can choose ymurself. From this time on, |
accepted the idea of independent filmmaking andvkmwaguely in which direction |
would make my own film.”

If a flmmaker wants to express his thinking, hisnosensations and life
experiences, he cannot be far away from a documestge which, in fact, is
another characteristic of the independent generasigecifically Jia Zhangke:

“What was important to me was to bring my own ewiinto the film. The more
I am making films, the less | want that somethiagpens in the film. It is so trivial to
live in the world. This is a challenge for the ardie too, to challenge their expectation
and habit of film receptivity.”

About why documentary style film language becanpar of the individual

film movement, is explained by Jia:

“After 1949 Chinese filmmaking was dominated byalenionary realism. Nearly
all films were highly dramatic and expressionisgiarticularly the ‘Eight Model Ballet”
[of Cultural Revolution]. In fact, revolutionary akksm isn't realistic at all. For a long
time, Chinese film had been poor in realistic fotdp to my generation, | have been
trying to abandon the impact from revolutionary thescs. How come that current
aesthetic pursuit returns to realism, documentastheetics and documentary style?
Basically, it is a rebellion against revolutionditgrature and art.

Reality can be depicted with different methods,newith surrealism... For a long
time we have been poor in realism. That is why aesthetic taste naturally tends
toward realism; that is why we always emphasizetrilth; that is why we make use of
realism and documentary aesthetics to represelityrea

Talking about my own taste, | am particularly iesed in the method of
expressionism. | wrote a lot of poems in a stylexgressionism, but every time when |
came to make a film, | make use of the method alig®, in order to depict a realistic
situation or story.

Sometimes, that is difficult to balance, but if yate affected by something in
reality and want to talk about it, you think yowsld describe it with nothing but the
method of realism -- just being seized by the essthess of the society.

| have been influenced and moulded not only by filot also by various [other]
forms of art and artistic styles. During my studiewas specifically enthusiastic about
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the Russian montage aesthéficand studied that devotedly. | appreciate thesesfil
But it's strange, as soon as | am making a filmm departing from my original
interest.”

Asked why he is departing form his original intéreke topic of ethics and
social responsibility was coming up:

“It is the potential morality which influences tHdmmaker. If | deal with a
difficult problem, for instance the theme of deathmigrant workers got licked up by
cities, | feel limited by morality. That is why lannot make use of post-modern and
surrealistic methods. In one word, this is my oasté: | just don't want to use dramatic
methods to picture a realistic problem full of sevrand misery.”

Last but not least, | wanted to know, how did Jreadgke’s experience of
film reception influenced his thoughts about film:

“What | most looked at, in the beginning, were Hikmigg films. Those days | was
in Middle School and watched Hongkong films almesery day, but just as a fan,
never thinking that | might want to work as a fildirector. Only after | saw Chen
Kaige's Yellow Earth the idea came to me that | would like to makéna 6f my own.
Our cultural life was narrow then and very pooteirents and films, that is why these
few experiences have become a shared memory. stange, my fellow students in the
Beijing Film Academy in 1985 have all been espéciahthusiastic about the fil@nce
Upon a Time in Americacompare to my enthusiasms abdine Yellow Earthjust
because we people from Shanxi get used to eattatus food and like to eat noodles.
In those days, we could not choose our film lifstjas we could not choose our food.
But now, we are rich in cultural life, everybodyshais own taste and can decide which
films he wants to watch. Being different, is basedliversification.”

Talking about the influence of watching other ped&plfiims, we also
touched upon the potential influence of Hou Xiaox{#ou Hsiao Hsien), the
internationally acclaimed Taiwanese filmmaker:

“He is like a filmmaker of the silent film era atds established a new original
film aesthetic style. His method conforms exaalyptir Chinese mentality and aesthetic
taste.

So it's very natural that we have been influencgdhbm just like some [early]
filmmakers had been influenced by the brothers lemenand followed their tradition of
non-drama narrative and some others were thosgemfed by Méli&8 following his
tradition concentrated on drama narrative. One jcalye in this way, what Hou
Xiaoxian has created with his films. Hou’s modethie extension of traditional Chinese
culture. When | watched his film for the first tipdefelt strange and yet connected. | felt
strange, because we had never seen before inlmgrtfiat a filmmaker depicted time

% What he meant here are fimmakers like Eisens{éB98-1948) and his contemporary
Putoschkin.
0 Georges Méliés (1861-1938).
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and life from his individual perspective based @, dwn experience; | felt connected,
because his method of filmmaking fits our landsgagieting, our ethics.”

One might be surprised realizing Jia Zhangke's mdified
self-understanding: first, to be part of a generatdifferent from all former
generations of flmmakers; second, to desire toobmer an individual author
beyond the limitations of generation and time; #nrdl, to feel connected with a
modern filmmaker from Taiwan because of a sharede&3le traditional culture.

Far from advocating a constructed hollow Chinesgném is obviously
self-conscious that an individual always embeds cimnging situations
respective collective identities he shares with edh No matter how
individualistic one may be, one has a lot of commath those of the same
generation due to the shared memories; and thates as well, for the shared
memories within the same cultural tradition. For atist, like Jia Zhangke,
Chinese traditional landscape painting is an ingodriand highly appreciated
shared cultural memory, just like for the flmmakeoncerning themselves with
marginalized and victimized people, Chinese tradal ethics might still be a

point of reference.

5.2 Interpretation

After some general remarks about Jia Zhangke asdepéendent filmmaker
(5.2.1), I would like to introduce the followingrte of Jia’s filmsXiao Shan
Returning HomgXiao Shan Hui Jia) (5.2.2)Xiao Wu (5.2.3), andPlatform

(Zhan Tai) (5.2.4).

5.2.1 General

When it comes to describe Jia's aesthetics, thicscrand scholars seem
disinclined to compare him with thé"85eneration forerunners. Instead, they
summon an assortment of international auteurs isspof reference. Kent Jones

describes Jia's use of lengthy camera as beingtedi¢o Hou Xiaoxian (Taiwan)
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and Yasujiro Ozd! while Jonathan Rosenbaum links that same qualitihe
films of the Hungarian filmmaker Miklos Jancso. dsralso associates Jia to
Jean-Luc Godard and Robert Altman in what he dessras a common ability
to encapsulate the life styles, dreams and belsavar their respective
generations, while others invoke Raul Ruiz to explquality he sees in both
Jia and Ruiz's depiction of the empty lives of youlia himself cites Hou and
Ozu, as well as Robert Bresson, Federico Fellidi\dittorio De Sica as having
influenced his work.

Without denying these international influences @a'sJilmmaking, | would
like to stress in my interpretation the Chinesetexinand what | have never seen
before in the history of Chinese film. Since thepiementation of Deng
Xiaoping's economic reforms in the late 1980’s (wl&'s filmPlatform takes
place), tremendous socio-economic changes havearedcin China, generated
primarily from the urban centers along the coast,dradually rippling into the
rural, inland areas, such as Shanxi, where Jia drom. The rural areas are not
only geographically but governmentally, economicadnd even culturally
distanced from the sources of change. As depictelilais films, the process of
social reform acquires a surrealistic quality oftu@al incongruity. A favorite
example of mine occurs Rlatform when a farmer chastises his son for wearing
skin-tight bell-bottoms: “How are you going to dayalifting in that?” The
imposition of cultural forces on an unprepared racanmunity can be discerned
in the film Jia claims to have inspired him to bmeoa filmmaker, Chen Kaige's
Yellow Earth(1984). This state of incomprehension, of beingrapared to deal
with cultural reforms and the new rules they reguis a theme that resonates
throughout Jia's work.

As mentioned above, some film critic claimed that Zhangke uncovered
China’s rural town.

Indeed, all of Jias’ films take place in the snaild medium rural towns of
ShanxiProvince. The filmsXiao Wuand Platform are produced in his home

town Fenyang and the latest one in Datong, Shamiifce.

" Yasujiro Ozu (1903-1963)
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In both films, we recognize the characteristic afptrical setting of small
rural towns in Today’s China. It is for the firsine that this world had been
described in a film. Seeing the people, the straleésbuildings of such towns in
these films | asked myself, how it came that thisld/was unknown to me until
today, although | should be acquainted with it,regding books and watching
TV. It cannot be possible: The existence of thiglvdnad been forgotten by
former filmmakers or simply been taken as a bealuiésthetic background, full
of “orientalistic” sentimentality. Jia’s films, haver, are speaking a
documentary film language. Using natural light, chaamera, lengthy shots, the
films display the life world (Lebenswelt) straighi@y and in detail. We are
confronted with the geographical and cultural atphese characteristic of these
small and middle-sized rural towns in the midsiCdiina. This was what | am
familiar with in life. What was unfamiliar to me,as the specific description in
Jia’s films.

And what do these films tell us? Let’s takeo Wy for example, the story
of a pickpocket -- if we want to call it a story aths going on with Xiao Wu, his
people, his life, and his emotions. All is displdyas a slow presentation of daily
life.

No legend! Rarely dramatic incidents! To think abpalitics or history is
not his interest. What Jia is interested in, idigplay reality.

Jia talked, during the interview, about his feedinggarding what he called
“China on the spot™

“In the 90's, China's economy, society, and cultengperienced a magnificent
turning. Time had stepped into a chaotic, unsettladuly period. Each of us had been
exposed to many probes. In this critical periodpmt of no return, | had the feeling of
being in a chaos, as if in war

In this ‘China on the spot’ | feel like experiengia surrealist atmosphere, since the
whole country and the whole society are developiemendously fast, pushed forward
by a strong and unconceivable driving force. Peaple bearing a pressure never
experienced before. You can’'t imagine anymore hamdn relations had been before,
and in which way we are supposed to handle problems’

And these feelings “chaotic, as if in war”, “sulisgc” helped him to
cherish the hope,

“...that departing from my own simple feeling, | wdube able to make films like
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Xiao Wu | hope to depart from my own creative workingyduld be able to come back
to ‘China on the spot’. | am documenting what | sear laad think; | am documenting
what happens in this very moment in China. | Idwe word ‘to be on the spot’; it gives
me the feeling to be at hand where | am.”

5.2.2 Xiao Shan Going HomgXiao Shan Hui Jial995

Jia's need to depict this cultural bewildermentnpmsates the screen in his
startling one-hour shorXiao Shan Going HoméXiao Shan Hui Jia 1995),
which he completed as part of his examination atBeijing Film Academy.
Xiao Shan, played by Jia's film school classmateanyV Hongwei, is an
unemployed cook living in Beijing. The film followsim, as he plans to return
to his rural hometown for the Chinese New Year'stival: He accompanies a
fellow home-towner to shop for gifts to bring withem and asks a friend for
help in buying train tickets. These seemingly hassl episodes are rife with
unexpected obstacles, leading Xiao Shan to encodnistration and even
violence. This simple story of a country boy stutkhe “big bad city” may have
autobiographical undertones for the director. #oaémbodies the experience
endured every year by hundreds of millions of Cbénaho, like Xiao Shan,
have migrated from the countryside into the hugdeanragglomeratiods in
order to seek better living and working situatiodm makes the connection
between Xiao Shan's personal odyssey and the braadél conditions by
presenting the full text of a newspaper articleudltbe New Year mass-traveling
phenomenon as an intertitle. It is one of sevenadarkable intertitles throughout
the film, the only film to use such a device in'dieareer to date. Most of the
titles are reproductions of the texts found in gday Chinese life: The first is a
resume listing the protagonist's vital statistes,well as his career aspirations;
another announces, in an officious tone of litenagyration, that Xiao Shan is
visiting his friend to watch television, which islibwed by a title of the TV
program schedule for the evening. Unlike most stuéfiens that seem intend to

show off their bag of tricks, this experimentaleitjue uncovers an everyday

2 Cf. Christian Harnischfeger's Master thesis abtet phenomenon of migrant workers, just
finished at the Institute of Oriental Studies, &sea Studies, at Kiel University as well as Sonia
Schoon’s dissertation thesis in progress about @ten
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China that has never been depicted onscreen, \Whileorously mocking the
officious tone of both, media broadcasts and higgndture, by placing them in
the context of a mundane existence.

Xiao Shan Going Homprovided Jia with an opportunity to cross borders
when he screened it at the 1997 Hong Kong Indepgr@ieort Film & Video
Awards, where it won the top prize. There he metlawai (Yu Liwei), who
would serve as cinematographer in all of his subsegfeatures. Together with
Yu's production partner Li Kit Ming, they collaboed on Jia's featur€iao Wu
(21997) which would establish their internationgbutation as being among the

most important filmmakers working in China at prase

5.2.3 Xiao Wu
Synopsis

The protagonist Xiao Wu was a thief living in a $nbawn in Shanxi Province,
Northern China. An old friend of him, Xiao Yong, wihad been a thief but later
successfully promoted to be rich business man, supposed to get married
soon. Xiao Yong did not invite Xiao Wu to join higedding, which made Xiao
Wu very sad and felt discriminated.

Once more, Xiao Wu wanted to steal in order to roffés friend an
honourable gift in form of money, what is commonGhina. When Xiao Wu
was about to present the red envelope, his friefgsed telling that he did not
want stolen money because it might damage his agpat

Xiao Wu left disappointedly and then jumped intKaaoke bar. Axiaojie
3 working there tried to enjoy Xiao Wu with her sengn this evening, Xiao
Wu was especially generous. Later, ®i@ojie accompanied him for a walk on
the streets in the night full of Karaoke songs. ylblkatted with each other like
old friends.

The next day, Xiao Wu went to visit txé@ojie at her home, which located

in a town quarter where many cheep prostitutes Bre was ill and lying alone

3 Awaitress and prostitute, lit. correspondingtte German word “Frollein”.
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in bed. Xiao Wu'’s visit surprised and enjoyed Herey sat on the bed, while
chatting awkwardly out of words. At this momentréhevas an unusual calm
between them. Spontaneously, she started to siaig,aghe was shy, pale and
without any make-up...

In the town, meanwhile, there was officially laurdha movement against
thieves. More and more thieves got arrested. Thg,gdao Wu was the head of,
was still “working” under this difficult conditionHe wanted to buy a ring for
this xiaojie. After the theft, he threw the stolen identificaticard in a mail box,
like he always did. Wishing to hand over the ringigojie, he came to find out
that she had gone to another province with aldobar{*...

Due to the movement against thieves, Xiao Wu rewifmome in village in
order to go underground. In spite of his familyitak him as a “good for
nothing”, he presented the ring to his mother g#ftaBut later he saw that his
sister-in-law was wearing it. He got angry with In®ther and they began to
quarrel. Finally, his father kicked him out as anfilial son.

In the end, Xiao Wu was arrested. In the last sagnthe film, he was
handcuffed against a pole downtown. As the camers zooming away, Xiao

Wu was minimized into a point in the midst of tipestators.

My personal note:

Shot on 16mm and made for 400,000 Chinese RMB yatgnt to US$50,000),
Xiao Wuhas the peculiarly endearing quality of inventamgl evolving itself on
the fly, in its use of narrative conventions argl ginematic techniques. While
the film stays resolutely focused on the title elcéer, a pickpocket, and the city
of Fenyang in which he conducts his business, th&-haro's milieu is
constantly shifting, revealing new aspects of l@sspnality, just as the film style
takes on new aspects from one sequence to the hert.of the film's main
themes, the act (and the art) of stealing andrdmesient possession of identity
(personal, cultural or aesthetic) become entanglent the course of the film's

meandering narrative. The story keeps shiftingpiretand narrative, from a terse

" Businessman, lit. boss..
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Bressonian study of pickpockets to a more charabiieen story of broken
honor among-thieves, from a romantic interlude rescent of Godard's
Breathlesq1959) to a rustic family drama whose staid obdeaa on farm life
recall a Frederick Wisemé&h documentary. Through this series of unpredictable
episodes, Xiao Wu's manifold personality is refiecin a rich variety of social
contexts and personal relationships: pickpocketfteman, organizer, bully,
exploiter of juvenile thieves, lonely schoolboy ramtic, rebellious son.

Xiao Wu's negotiation of his various identities sgymbolized by an
assortment of objects that change in significaaséhe ventures from one milieu
to another. A ring intended for his girlfriend iepented to his mother after he is
jilted, only to land on the finger of his sisteHaw as a “gift from the family”;
he buys a pager to keep in contact with his gimly o have it sound off in the
midst of a pickpocketing attempt. His inabilityreconcile his identities leads to
his loss of all of them: When he finds the ringisrnunintended wearer, he reacts
vehemently against his family until he is banislfiedin the house; the pager of
his handy, the last vestige of his failed relatiopsleads to his capture after its
ill-timed sounding.

If Xiao Wu's identity is in constant revision anelgotiation, one can say the
same for Jia's aesthetic identity in this film. Miing Xiao Wu's engagement
with multiple identities, Jia’s technique employ$fetent approaches towards
his camerawork, mise-en-scene, and narrative toma Scene to scene. One
could say that Jia assumes his alter-ego's idegitistealing” cinematic styles
from a host of influences, such as Bresson, Godand, De Sica. He even
explicitly “steals” the soundtrack from John Wodkhe Killer to provide a
surreal ambience for an extended middle sequende aepublic square. But as
with his protagonist, Jia's working with multiplargaces ultimately leads to the
abandonment of all of them: in the end, both tharfiaker and his hero are left
utterly naked, exposed and devoid of artifice. Tilra's project, described by

Tony Rayns as the stripping away layer after lafdris loser's armour until he's

S A contemporary American documentary filmmaker viswtamous for films likeHospitaland
Zoo.
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left as "naked" as a person can be is made explieitscene midway through the
film, where he is shown standing fully unclothedl atone in a public bathhouse.
Outside of the context of any social interactiom skarts to sing gleefully off-key,
and it seems that for a fleeting moment, he hasddus true self.

But the story does not settle for this moment ahdpesatisfied as the one
that defines Xiao Wu's identity. Instead Xiao Wiies with friends and family
are dissolved until in the final scene he is lefaistartling and cinematically rich
moment of “nakedness” for both, the director argllero. Apprehended by the
police, Xiao Wu sits handcuffed to the side of thad, branded as a criminal. A
crowd gathers and, within the realm of the stoawyk at Xiao Wu. The fabric of
the film's reality starts to tear when it becomg@paaent that the crowd --
consisting not of paid extras but passers-by stasing at the movie crew as
well as the “prisoner”. The camera swings to asstiliesame perspective as
Xiao Wu, close to the ground, gazing up at the gagvkrowd, so that both, the
camera and the actor -- and the act of cinematidumtion itself -- have become
public spectacles. Again, the idea of “stealindorims the work of Jia's camera.
It cops a gaze at the crowd, some of whom turn awdyle others stand
transfixed by what is looking back at them. The powf the camera's gaze
brings to mind a variety of gazes in and aroundn€$e society: those of the
government, of neighbors, and of foreigners seekimgnside look at an exotic
world. This moment of mutual gazing brings attemtgharply towards us, the
audience, locating our own act of spectatorshifhiwithe spectacle. We are
implicated in a collective urge to look, and arptoaed in a moment that inverts
the positions of spectator and spectacle so tlegtlllecome one and the same in

a panoptic society that describes China, the ward,the cinema.

5.2.4 Platform (Zhan Tai), the monumental experiemof time

Xiao Wus success on the global festival circuit led tgatnership with
Japanese director Takeshi Kitano's production compalia's expanded
international funding base allowed him to film m®st ambitious project to date,
Platform (2000). The film charts the span of a decade iichvkhe adolescent
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members of the state-sponsored Peasant CulturepGrbidrenyang face the
immense economic and cultural reforms of the 198@sding to their
privatization and reincarnation as the All-Star Raot Breakdance Electronic
Band. The lengthy time span covered in this epsulte in a sprawling, yet
dense work that can be interpreted in many waysexatoration of the role of
the artist in society; a critique of the late 2@éntury ideals of capitalism,
freedom and popular culture, especially for thagmd in emerging economic
regions who are ill-equipped to handle the realitehind their allure; a
meditation on the progressive -- or regressiveelationship between history,
economy and culture; and an examination of the Iprod of personal
fulfillment and creative individual expression insaciety long governed by
communal relationships and family responsibilities.

If Wang Hongwei's role as Xiao Wu is an onscreemnretative for Jia's
directorial identity as an artisan/thief, stealoagndid glimpses of Chinese life, in
Platform Wang's character Cui Mingliang personifies Jisaasaspiring artist,
seeking a mutually fulfilling relationship with h8hinese audience. It's telling,
then, that most of the onscreen spectatoBlatform regard the performances
with baffled looks. That entanglement is recipredaby the overwhelmed and
frustrated troupe; for much of the film, they hareat difficulty expressing their
inner desires and frustrations; they find their trdisect emotional release when
the music starts to play. The bewilderment of entetng the inexpressible is
also discernible in Jia's camera-eye -- the filmgueness has much to do with
how it captures the mysteriousness of empty spages,only of desolate
industrial landscapes but of things left unsaioMeein friends and lovers. For the
most part, the rest of the film is a cautious pssc@nal of emotions suppressed
by environmental confusion and daily necessity, iméreasing burden of
responsibilities that heap steadily and unremilyirags these children enter an
adult existence of subdued ambitions and dimingsihéturns.

The most emotional outbursts involve the playingpop songs whose
sounds and voices convey the hope and dreams afrld wf disenfranchised

youth. Such an outburst occurs when a young ghb{ZTao), who has quit the
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group to take up a tax collecting job at her fathbehest, is sitting at her desk at
a late hour, when a song on the radio suddenlygkes/ her to give herself away
to the music and dance in utter rapture.

These elements contributeRtatforms grand achievement, the monumental
experience of time: how periods in one's life séermpass at a glacial pace, until
they inexplicably vanish, and one has slipped &rsiWly into a new stage of
being. InPlatform Jia uses rhyming patterns to mark the effect: 3dwend of a
train whistle, the lengths and looks of hairstydesl the increasingly distressed
cadences of pop music are all elements that recuarnying forms through the
course of the film. It is wittPlatform that Jia joins the ranks of contemporary
filmmakers like Tsai Ming-liang, Hou Hsiao-hsiendii Xiaoxian) and Wong
Kar-wai, who have all been at the vanguard of anaty the qualities of

cinematic time and its relationship to time in snm@n-cinematic experience.

5.2.5 The Significant Effect of Music and Pop-Songs

One more word is necessary about the music in filiads.

If Jia's intent is to restore reality to China'sesna, his objective is perhaps
most fully realized in the film's evocative sourdt. Over the opening titles a
woman chatters in an unidentified dialect, withewen Chinese subtitles to
interpret her words; the experience is as aliegdtin most Chinese audiences as
for non-Chinese. The audience listens to the soahder voice without
understanding, which becomes an act of understgritv foreign one's own
culture can be.

Jia's technique of aural alienation acquires anli@sp personal
significance when he himself appears as one of &han's friends during an
extended dormitory party sequence, and (bolsteyeseleral rounds of liquor)
his character unleashes a torrent of words in datige Shanxi dialect. It is as if
Jia is personally compensating for seven decad&3hofese movies that have
been dubbed in the standard Mandarin dialect imrdemce with Government
language policy. Jia's unapologetic use of dialemtparable to Hou Xiaoxian’s

groundbreaking work with multiple dialects in Tamese cinema, identifies him
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as a cultural minority in his home country, whidrgdoxically speaks on behalf
of a majority of Chinese -- particularly those ural areas -- who speak in their
own local, non-standard tongues. Jia's universsigim is thus rooted in his
insistence on the uniqueness of the local.

But if acknowledging both the strangeness and tmailiarity of the
diversity, that exists in one's own country, invegvinally giving screen time to
indigenous subcultures, there's also the matteracknowledging cultural
influences from abroad.

Again, the realm of sound becomes the culturalldgattund, with songs
like The Carpenters’ sugary 70’s hit “Yesterday ©More” (a song that is very
popular among students throughout China), a muzakion of Edith Piaf's
“Hymne a I'amour,” and 90’s MTV hits “Runaway Traiby Soul Asylum and
The Crash Test Dummies’ “Mmm Mmm Mmm Mmm” serving potential
cannon fodder for the viewer. Their presence mayelpee incidental; Jia's
technique in his films often involves letting higncera and microphone pick up
whatever happens to be present. It evokes the aessdhat the world we live
in is saturated with cultural influences. What's sinéascinating about these
selections is how well they service the themeshef story. The Carpenters’
nostalgic elegy for a more innocent past, Soul Asy$ plaintive ode to derelict
lives, and the Crash Test Dummies' anecdotal balfadexplicable ironies all
connect to Xiao Shan's experience.

Jia's cinema is a dynamic, unsettled process efprétation and dialogue
across cultures, both between and within natiooeddrs.

It happens very often, not only Miao Shan Going Homehat we are
listening to pop songs, in the Karaoke scenes baakground music. This is not
accidental, in my opinion, since pop music is aalemable part of this film of
which Jia makes use in order to build up a spedaifimediate atmosphere, the
atmospheric ambiente of the last ten years. Somgsrausic are the signature of
different spaces of time.

Different from the & Generation placing their films in a legendary it

past, Jia Zhangke likes to locate his films in t@ntemporary historical
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background, thus describing the time and spacéffitmrolls. These scenes
can commonly be seen today everywhere in Chinathén cities or in the
countryside.

As part of pop culture during the last ten yearyp pongs were introduced
into modern life in China and played an importasler First, there were the pop
songs from Hong Kong and Taiwan which moved thepf@dn the most cases,
these songs talked about love, but not in a tadhtior conventional way, but in
a modern comprehension, more open, more expressimg experience and
feeling. That is why young people were very semsitowards them. Under this
impact, countless and fruit-bearing songs cameheing in Mainland China, as
well. Such music extended fast and everywherehenvillage as well as in the
towns and the big cities one listened to the samsien For the young rural
people, this music carried along the atmosphesgtrfg of modern life, a feeling
originating in the cities. Listening to this musioe could jump across the gap
between countryside and city. Hence, this music awdsige common ribbon

connecting village and town.
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Sixth Chapter: YUNFEST — A Case Study on Contempony

Chinese Independent Documentary since the End of &90’s

In this chapter, | will focus on YUNFEST as a casedy to reflect what was
achieved in the second phase of the independentin@E@ary movement since
the end of the 90s. The first section deals withesof its various aspects in the
context of the development of contemporary Chirfése(6.1), before | select

two films for a deeper analysis. (6.2)

6.1 In the context of the development of contemporg Chinese film

Since the end of 1990s, in the name of indepenfdentmovement, a great shift
of the whole Chinese film discourse is becomingeraord more obvious:

In the domain of fiction film, the "6 Generation and independent filmmakers
went upon the stage, then became Chinese film’'&rta# strength rather than
the former &' Generation.

In the realm of documentary film, arose the soechlhew documentary
movement.

Both phenomena originated in an inspiration, wh&ho rebel against and
escape from the mainstream Chinese film discoutlge by official propaganda,
political ideology and great narrative, in orderpiorsue a kind of independent
spirit, an author-oriented free and individual eegmion. However, this wish
could only be fulfilled by means of independentdaration. In the actual context
of Chinese filmmaking system, “independent” corgaimany layers of
meaning’® Most of these films reached the audience andiliiged firstly
through international film festivals.

As a concept labeling a group/generation of difierdilmmakers,
“independent” is often overlapped and mixed up wilte so-called ‘G
Generation”, “new documentary”, or “undergroundirfinakers’’ However, an

“‘independent” film doesn’t guarantee an independsntl and consciousness.

6 Cf. Chapter 4.
T Cf. Chapter 4.
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Many independent films were only independently ficed. | do not want to
deny that all these concepts are valid to a cegatant, but the connotation of
any specific concept should be clarified when weenase of it. Here, when |
talk about an independent film, at least it shonlwt cater to official and
mainstream ideology, but in pursuit of an indivitexgpression.

YUNFEST is the abbreviation of Yunnan Multi Cultukxésual Festival.
Before introducing it as a successful case of astitution disseminating
independent documentaries (6.1.4), | would likeotdline three predominant
aspects of YUNFEST: the prerequisite of the digiaolution (6.1.1), the
phenomenon of multivocality (6.1.2) as well as amaaizational aspect:

networking (6.1.3).

6.1.1 The Significance of Digital Revolution

In the second chapter of this study, | have arghedl in the midst of the 90s
independent filmmakers tried to identify and diffltemselves from their
forerunner & Generatiod® In the third chapter, | also demonstrated theiscris
which the inside-system TV documentary filmmakexpegienced in the midst
of the 90s. Thereafter, from the second half deaafdthe 90's till now, the
inside-system TV documentary makers and the outsideem independent
documentary makers together initiated the so caldelv Documentary
Movement paralleling what thé"6Generation did in the realm of fiction film.
One more word is necessary, however, in order tergtand both phenomena
we should put them under the light of the digigalalution to be observed.

When the chef-director of the Yunnan Multi Cultukésual Festival
(YUNFEST) Guo Jing® pointed out that this issue is embodied in the
technology revolutions, he accompanied with hisypsbme vivid life stories:
Time changes, in the early 80's the mono vocal wifu€al Revolutionary film
was replaced by the time of television; soon hiilfig happily graduated from
the time of black and white TV set and then emldaceolour one; he leads the

8 Cf. Chapter 2.
9 Cf. Chapter 3.1.
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80 started

reader into the midst of the digital age. The tiofi¢artificial image
much earlier, it was during the 90’s that peopleldwide came to realize the
tremendous impact of this predominant virtual carcdion of cyberspace:

“Oceans, flying fish, towering skyscrapers, bikoted beauties and tropical fruit --
all reaped from the vastness of cyberspace atlitieaf a button. All this to pleasure
our last necessary organ: our eyes. Eyeball ecaspwisual culture, DV fashion, video
games and all the electronic information of the et making the rest of our body
redundant. Even war and adventure seem made ofaVitnages, and face to face
communication seems to have demateriali§éd.”

As long as the digital technology keeps changinglife; to some extent, it
also democraticizes this world in terms of filmmaki It offered filmmakers
another cheaper tool to record and document thagohg world -- DV or
Digital Video Camera --, particularly in China, whethe need is vast but
filmmaking had been controlled by the official m@&dNow, with digital camera,
everyone, not only professional filmmakers but aswateur, can pick up a DV
camera whenever he/she wants to make a film withmubudget or relying on
any power institution. Indeed, you can call it aalation which profoundly
changed this country’s visual expression in terfrguantity as well as quality.

With the emergence of DV camera after the mid-masetevolved the
diversification of documentary expression. Fortleg generation of filmmakers
of the late 90’s, the impulse to resist autocraag already lost its driving power.
Nor did the creators any longer orbit and appeaurad television. From the
realm of avant-garde art, from the students of fiémt and media to those with
no professional ties whatsoever, it was those youiith the simple desire for a
personal cinematic expression that emerged astaisecThey brought the
experimental spirit of avant-garde art and the epgtion of film language into
their documentary works, and with attention to foamd the individual, they
could squeeze out of the focus on society andipaliAt times, it seems that
there is a more direct impulse to rebel againanfdBut as for the topic, the
focus on marginalized groups has maintained itsdakection, and even moved

further along: sexual identity, ethnic minoritiedisabled groups, lowlifes,

80 Guo Jing, in the preface he wrote for thennan Multi Culture Visual Festival Brochue 6.
81 H
Ibid.
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miners, sex workers, landless peasants and al§ sbfabourers; the scale has

broadened and the face of society covered has leecast.

6.1.2 Multivocality: Reality, Utopia and Nostalgi&ollective memory
Reality:

This fast changing environment, however, inducesra of anti-trend: It seems
as if the more we are overwhelmed by this virtuatld surrounding us and the
more we are risking to be drowned in artificial gea, the more we are longing
for face to face contact with each other and whith @auter world. This leads to a
call for making sure that we are still alive. YaKgin, one of the Yunnan
Province documentary filmmakers of the late 90swadl as one of the
coordinators of the YUNFEST, has put this expemeinto the following words:
“Life itself is a process which | must often makgself believe | possess as my owh.”
The more anonymous and anaemic the virtual crea@anme -- the more we
yearn for subjective and intense sensations. Nodegrthe main incentive of
these late 90’s documentary filmmakers is to recorels own subjective reality.
In this sense, they share the same motivation \hn late 90’s fiction

filmmakers: the individual subjective dynamic ifeli

Thinking about new documentary film, the first ssme occurs to me is:
“My camera doesn't lie!”

It could be carved on the tombstone of this ger@radf flmmakers as the
epitaph. In their vocabulary table, words such tath”, “real”, “reality” or
“authenticity” appear constantly, too. Though, wiostidely due to the change of
paradigm, the death of objective truth has beeroamred and been updated
with the emptiness of postmodernism. In the cont#xChinese documentary
discourse, however, to legitimize the validity ofuth” or “reality” and then be
enabled to seek for “reality” with cameras, isl $tie most critical obligation for

most filmmakers living in this historical time. R#e living here just awoke

82 “Every Creature under the Sun”, iMunnan Multi Culture Visual Festival Brochu2®03, p.
35.
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from the lingering dense fog filled with nationaiisideology, traditional ethics,
and idealism. Therefore, the most critical needtf@m now is to regain, to
re-identify, and to re-represent the social truttd personal (private) truth.4
Simultaneously, these filmmakers are self-reflex@vmugh to know about the
situational and subjective access, when they gnesenting social truth and not
only private truth.

Thus, | roughly divide the present Chinese docuargnfilms into 2
categories:

Seeking for (uncovering) social reality and seeKmrg(uncovering) private
reality. The seeking for social reality documerdardeal with the topics such as
exposing/documenting social problems or social &sven

Internationally acclaimed contemporary Chinese duntaries likéMest of
the Railroads(Tie Xi Qu) andBefore the Flood'Yan Mo) can be put into this
category. | will discuss morgefore the Floods the sample film of this category
in this chapter (6.2.1);

The seeking for personal reality documentaries aatl topics such as
family history or personal experience or privaciieTinternationally acclaimed
Chinese documentaries such as Yang Tiar@id Men (Lao Tou) andHome
Video(Jia Ting Lu Xiang), and Hu Xinyushe Man(Nan Ren, see 6.2.2) can be
put into this category.

A very important variation of these films focus @ub-cultural or
marginalized people and social groups, such ast@ade artists, rock ‘n roll
musicians, drug-addictives, and homosexuals etg filfhs about marginalized
people have been so popular? On the one hand,véhégen overlooked or
denied by the mainstream or official culture. Thexistence and presentation
had been absent in official media; on the othedhdre existence of these social
communities implies that present Chinese sociaslivnirror all alternative
lifestyles and uproars of any modern society. Meeeahe representation of
such lives in form of documentary film enables présChinese art to deal with
all sorts of modern topics in form of film art. T$ucorresponding China’s

modernization, Chinese film gained also its leg#ienand updated modernity.
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Utopia and Nostalgia:

More films since the end of the 90’s take a curtense approach to reflect on
the changes taking place in Chinese society anll wahe shoes of the people
involved and their fates. In the third chapterescribed early new documentary
movement’s resistance and deconstruction of theubdghia, namely that of
political ideology, which includes traditional saism and the imagined utopia
of the West during the 1980’s.

At the same time when the old utopia was decongduand laid to waist,
the opposing force contained the search for a nepiai | thought at first that
Duan Jinchuan’s filmBarkhor South StreelNo.16 had already declared the
bankruptcy of travelling afar in search of utofdat | realized that this energy
had never been cut off; in fact under new condgitrinas found new power and
extension. Tibet has been a symbol of a far awagepboth separate and aloof
from modern civilization; it significance has nassipated; rather it has gathered
new power as a critique of modern civilization audture.

This trait is not only embodied in symbolic Tibeyt has emerged in the
meaning of the countryside of China in general,cvtsitands as an alternative to
the city. It has been hotly excavated, displayed amlogized by a new
generation of directors. One of the outstandingdaars at YUNFEST 2003, Ji
Dan, went out that year in search of utopia jusMas Wenguang and Duan
Jinchuan did. She learned the language of Tibetiaed for a long time among
a local Tibetan family. Her filmsThe Eldersand Gongbu’s Happy Lifare just
the result of such a pilgrimage way. Ji Dan chasege the word “happy” to
wrap up the daily lives of those Tibetans. Coinnidély, Jiang Yue’s film that
showed last time was callékthis Happy Lifeand was about a rail worker who
faced the pressures of unemployment. In the setedtr YUNFEST 2005, a
piece by a young 1980’s directdJossoming in the Windhas inherited this
tradition, telling the tale of the director trave along with a senior Tibetan
monk and two disciples on their pilgrimage to MaintKawakarpo, in Yunnan.

In the film they sing and dance; it is overall véight-hearted. And a film that
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chosen for the youth category even makes direaeusé this title. The film,
Cicheng’'s Happy Lifein the director’s words, is:

“... the story of old man Cicheng’s six- member fanin a village called Jidi
(prosperous land) in Yunnan's Diging Prefecturéd tgainst the great backdrop of the
market economy. It expresses the Tibetans’ diligenbravery, honesty and
intelligence...

What | want to say is a kind of level of being,ttlevel of being where life is lived
under the state of nature®

This type of trend is reflecting, from the margofamodern civilization, that
the meaning of life as we are pulled into globdi@aand modernization has not
been lost; on the contrary, it has gained new gtreim the persons of this young
generation of directors. Just when the city and enaidation are no longer the
source of utopia, Wu Wenguang frddumming in Beijingo The Sea as Home
ends up not just a parasite of the urban utopibalso destroying the West as a
source of utopia. In the face of this destructidn neodernization in the
imagination, homesickness or nostalgia for the twyside that stands as a
refusal and digression from modernization has ghare extension of meaning.
From Ji Dan, who began filming in the late 80’stite new generation with their
DV cameras, though leaving the city and going s dbuntryside in search of a
spiritual utopia is a continuation from the 80’soday it is more a show of
respect for those living in the countryside or arcdhtimes and an expression of
their worth. That is why | would refrain from labeh these films as
“exoticising” or “othering”.

One such film won an award at YUNFEST 2003: Shag@ellspring At
YUNFEST 2005, there were also many such films chdse the competition
and youth categories, suchlaghe BackgroundGuirong TheatreWhite Tower,
Great-GrandfatheandFloating. They cover all kinds of topics and a wide range
of styles, but they all express an affirmationtoé vital and emotional power of
people through the idea of the lowly and tempeifedl it could even be called a
poetic affirmation. In this type of film, the relans and customs of traditional
life are renewed as objects for exploration. Theaor of Between Life and

Deathgrew up in a closed off village rife with traditisrof shamanism. As an

8 According to my festival diary at the YUNFEST 2005
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adult, however, he was never content in the modestropolis with the modern
way of life. Eventually he went home to seek owt faimily’s shamanic history.
The film embodies that feeling of seeking out onests and the ambition of
completing the definitive film of an ethnicity. Atleer film that was selected for
the competition category is a young director’stfis®rk, Crow in Winter.With

an uncontrollable slow pace and method, the direases the camera to
complete his infatuation with the countryside. Zpafaxuan says that this film

has the appeal of the author’s films; that’s tregardless of all the immaturities.

Collective Memory:

Since more than twenty years, China never stopsziammahe world with its
incredible speed of changing mainland China’s neteeconomic, social, and
cultural face. And here lies another concern of Eie 90’s documentary
filmmakers driving them to capture what is disapjpgp Thus, their concern for
history is quite different from the television dooentaries and official media.
“With the skin gone, what can the hair adhere o5 is a Chinese old saying
refers: “A thing can not exist without its basisfence, without shared cultural
memory, people’s collective identity exists not doiger. That is why many of
documentaries turn the attention to vestiges diticm in smaller towns, even
more often in the countryside. To some extenmijtlicates a latent nostalgia for
the past utopia.

However, looking at the urban mega cities, sucBlenghai, modernization
expands with an appearance that the world has remen before, in terms of
architectural, demographic, economic, and sociatamerphosis. Nobody
knows the aftermath, even if many alarming sideaff can already be
discerned. And here lies a third concern: to scaugpthe life of marginalized
people, victims of the high speed modernization.

The independent documentary filmmakers are engagedocumenting
marginal people’s condition of life logically ex@s to China’s many national
minorities. In fact, a great bulk of the documeigmregards cultural uniqueness
respective cultural diversity.
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The result is a multivocality as the outstandingrelteristic of the late 90’s
documentary scene. The multiplicity of perspectigshowever, not limited to
take stock, but is supposed to gain influence oma&hfuture in form of visual
proofs.

6.1.3 Networking

The desire to impact upon China’s future develogmiass one important
precondition which is not yet satisfyingly fulfile The documentary filmmakers
obviously have difficulties to reach an audience.

Screenings, very often, take place in cafés orapgivhomes. This is
especially the case with more unconventional filthd. is true that mainstream
media programming in central and local TV statiom® dominated by
propaganda and advertising, an increasing numblecaf TV stations now have
their own more or less ambitious documentary pnograven newly opened
documentary film studios.

Talking about strategies to reach a broader audjeacvery promising
development of the last years is the increasingeiion between these central
and local TV stations on the one side and documerifanmakers respective
their main forum, Film Festivals on the other sifanwhile other institutions
are joining in, thus enlarging the space for coafen and impact, for instance
in Yunnan Province the Provincial Museum and theviAcial Library and in
Guangzhou the Government-sponsored commercialntad festivals, to name
only two in the south-eastern and south-westermdyoregions of China. The
successful case of the Yunnan cooperation is worthe learned from: Since
Museums, existing all over the country, are spealy appropriate for
cooperation in this field as soon as they stagxiend their focus from material
culture to intangible culture, from human artefaotd/isual Anthropology in its
broadest sense, including photography and film.

Networking is, again in Guo Jing's terms, “creatmgpace for dialogue”,
not only between institutions and independent fibkers, but between festival
organizers and the people, the expected audience:
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“Leaving the big talk and wheeling and dealing asifestival organizers are
opening the theatre doors for people from all walkife -- from the blue collar worker
to the cadre -- to see the fruits of their painsiglefforts and experience for themselves
what documentary films are. In some cases, viewegsrealizing there is a form of
cinema that is closer to their lives than blockbrst Overall, such exposure to
documentary film has raised the level of public samass and even encouraged some to
use it to speak out. That in itself is an achiewetri¥

6.1.4 YUNFEST: A Successful Scene of Dialogue ang$2mination
Introduction Activity

Yunnan Multi Culture Visual Festival (YUNFEST) canmto being in 2003 as a
breakthrough to serve as a multifaceted platformcaimunication among
filmmakers, visual artists, cultural researchersmmunity activists and the
general public. The festival is operated by a cmijanization dedicated to
independent documentary filmmakers in the countngd das drawn a large
number of entry films from all over the countryd93 entrants for the first edition
of YUNFEST in 2003 and 98 for the second one in®20Qunnan Multi Culture

Visual Festival consists of five parts:

Part one is a communicative platform for some antding documentary
filmmakers from different regions and different tcwél backgrounds from the
country. It forms a seminar dedicated to introdatternative approaches in
terms of documentary filmmaking, which serves a®p@ning visual forum for
the other parts of the festival. Part two is areaddy of young filmmakers from
film academies or local television stations, fromtagidacts or indigenous
filmmakers. The assembly is for the viewing of gguilmmakers’ first video
works and for the interactive exchanges of expegeanf filmmaking with other
filmmakers from different channels. Part three is retrospective of
documentaries, which the YUNFEST Organizing Conemitchooses to be
screened to show respect to pioneer flmmakersaane to express the ongoing
social changes in their own personal talents andage. Part four is called
Media Mélanges and dedicated to the introductiorwofldwide outstanding

documentaries to reflect the experimental spiridotumentary filmmaking in

84 Guo Jing, ibid., p. 8.
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recent years. Part five is Participatory Video, iagnat opening up a dialogue
among visual specialists, project coordinatordagérs and the general public.
The Yunnan Multi Culture Visual Festival is to betagrated into a local

community by renting a living compound and introelutie festival into the

daily life, the festival participants are suppogedencounter filmmaking by

personal engagement in the progress of the festival

Summary of Project Goals/Objectives

The Yunnan Multi Culture Visual Festival is an iratetive engagement in
filmmaking, with the aim of increasing the reach difcumentaries made in
China and to promote the dissemination of films &mdmaking in China and
the neighboring Great Mekong Sub-region (GMS) coesit Documentary films
made by different filmmakers reflect the region'sige differences and
similarities in regard to regional cultures, soemnomic development, natural
environment and history. The main goal of the festis to add to the available
media and learning institutions an open forum ceiihg the diversity of real life,
offering information otherwise not accessible, afbwing artistic means of
expressions and thereby contributing to an alteraa&ducation.

The Yunnan Multi Culture Visual Festival opens eyeg offering a
face-to-face learning experience about differeragd and methodologies by
documentary filmmakers dealing with current challes Through discussion of
individual experiences, impressions, means of sspr@tion, and ideas, the
YUNFEST is dedicated to facilitate changes throtigé work of independent
filmmakers, mainstream media workers, academics, &Wateurs and the
ordinary people. The specific objectives are:

» To increase awareness and knowledge voiced viafaudted visual media
in China.

» To encourage participation in and reflection orrentr social issues by new
approaches.
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* To even the path for documentary films to be saeden local communities
and to increase the impact and understanding afrdentary filmmaking in
different cultural contexts.

Rationale

To increase awareness and spur positive sociabelsait is essential that visual
information is screened and viewed by as many geaplpossible. Documentary
films shouldn’t start from a research or commerg@eadduction project and to
end up in an inaccessible video library. Documgnfdmmaking should open
up to the rapid social changes of our time; théreukl be a wider choice and
access not only to diverse techniques and thedrigisalso openness to other
approaches to viewing reality generally given incwoentary filmmaking
education or curricula in film academies.

In China, the mainstream media mainly focus on pheservation of a
historical theory of society, idealization of réaland marginalization of many
social groups and communities. Anthropological lmpioneer efforts reflect on
current social changes. Ethnographic and documefilians as well as visual art

help introduce new perspectives and methods ofilegr

Some historical aspects concerning film activities Yunnan

The festival was set in motion in mid-2002, yet soofi the ideas behind it had
been fermenting for some time. Related events akeady being organized for
some years, such as the film screenings held byCtirapound Eye Circle in
2000, the Digital Video Film Festival organized thye Yunnan Art Institute in
2001, or the Kunming Film Study Group set up bylstis of the EAIVA, which
convened every week for two years. In 2002, thelalievents in Kunming
began to flow together, beginning with the settipgof the Provincial Museum
Exhibition Evenings. Following this, the Film Stu@roup, Yunnan Provincial
Museum, the Institute of Nationalities and the Yamrmrt Institute collaborated

for a four-month “Kunming Visual Forum”, thus proung a platform for



Yunnan documentary makers.

The origins of Yunnan documentary can be tracedk bmach further,
however. | remember last year chatting to Alisorwisefrom England over
dinner, and learning that her father had worked asssionary in Yunnan during
the 1940s, and had himself shot a short film on dung. The paper she
presented in YUNFEST 2003 was also spurred byahaversation. A few days
ago, Andy Wilkins, a friend from England, showed anfew dozen old pictures
of Yunnan from a French missionary library. In fagver the past few years
there have been many discussions and exhibitiori®ictures of Old Yunnan”,
uncovering a corner of China’s documentary images.

As for the remaining majority of pictures still sfgng in archives and stores
throughout the world, I hope that, once sorted they will become the starting
point of a real understanding of “Images of Old ritii

From the 1950’s, China’s documentary making wanoarated into the
(new state's) campaign of nation-building. Follogvithe investigation on
minorities’ socio-history the “Chinese HistoricathBographic Film Serie&®
were undertaken to record ethnic minority life. project continued until the
1970’s. Although it follows certain views and priples no longer endorsed by
academia, filming continued for two decades antl &&f enduring record of
China in the midst of great changes, and provideceless records of ethnic
society and history in Yunnan. Because of thiss¢hgieces receive ever closer
attention from anthropologists the world over. Thage the foundation of
Chinese documentary, and their artistic and th@aletvalue is truly
irreplaceable. Two of the pioneers of this pericé #he Yunnanese Yang
Guanghai and Cai Jiaqi.

The 1980's saw the development of films with a tgeaconcern for
personal expression and preoccupation with cultunadueness. Very personal
pieces were created during this period, regardiésghether the directors were

from central television stations, or whether the@ermated on the periphery. A

8 Cf. Karsten Kriiger; a duplicate was produced leyltfstitut fiir den Wissenschaftlichen Film,
Gottingen (IWF).
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turning point was the collaboration of Yunnan Umsigy and Germany's Institut
fur den Wissenschaftlichen Film, Gottingen (IWF)rr the late 1990’s and the
subsequent creation of the East Asia Instituteisfial Anthropology (EAIVA§®.
Students were offered the possibility to make tloen films in digital video,
and theoretical research and structural facilities Yunnan progressed
tremendously.

Today, Yunnan is a centre of documentary productiorends joke that if
you stand by Lugu LaRé for one year, you will see a hundred film crewsrsg
past you. The cultural heritages as well as thér@mmental diversity of Yunnan
provide extraordinary resources for mass media @nageation, and these
images in turn become substance for academic wseall the specialists
involved in Yunnan, whether from Yunnan UniversiYynnan Art Institute, or
the Institute of Nationalities , and the NGO's ilwenl in myriad projects
throughout the province, through their attentiom @ommitment to rural and
minority life and culture, are all contributing tan outstanding cultural
environment. Yunnan Multi Culture Visual Festival itself a product of this
unique environment.

The director of YUNFEST, Guo Jing was once askdtete must be a
visual festival every other day, why make yet arotbne?” This reminded him
of a letter he received from the American docummgntaaker Somi, introducing
his own Kentucky-based group, Appalshop:

“The Sharing of geographical distance form tradiilo centers of cultural
production (New York / Los Angeles here, and Begijjih Shanghai over there for
instance) as well as the presence of distinct @lland / of ethnic entities’ histories and
identities are two of the foremost shared charisties of these two countries. A
discussion of these issues, comparing and comtgpie experiences, especially in the
light of resent globalization and expansion of raegind information technology would
be very interesting for ug$®

Somi nudged him in the right direction: Becauseanefar from the centre,

far from the influential broadcasting nerve centenge need an original

8¢ gee further down.

87 It is situated on the border between Sichuan andnXn Province and is famous for its
beautiful landscape and its inhabitants, the Mosirwrity.

8 According to my personal talk with Guo Jing.
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perspective. The region south of the clouds (Yufif)ds a border area. Neither
in the political nor in the commercial mainstreatprovides its impressions
from the margins. This allows for a space whereudtiplicity of perspectives

can coexist, and different voices can be hearderéifit voices allowing for the
development of real dialogue. “Different voices dafdialogue”: These can be
taken as two central themes in the Visual Festival.

Over the past few years, film exhibitions have meeocommonplace,
following two basic directions, either avant-garadle official. Both have their
advantages and disadvantages, but they lack coroationi between them.
Hence there is a necessity of a middle ground aligwhem to come together, a
framework in which they may dialogue constructivelymuseum is uniquely
placed to play this role, because it is not sulfjgt¢he pressures of commerce. It
also has a role to play in bringing together officulture and popular culture. In
other countries, museums often organize ethnogedidh festivals. In China,
however, museums tend to focus on “tangible” celtand not on “intangible”
culture of the kind portrayed in ethnographic filMunnan Provincial Museum
would like to explore these prospects and try ke tadvantage of the museum's
privileged place in society.

From the outset, our aim was not only to organize f@stival, but to set up
a system, a framework. We drew upon our experieansetting up intercultural
projects and followed principles of fairness, opessmand cooperation, and a
methodology taken from project management. Thisraggh attempted to
integrate museums, universities, art groups, weligdecompanies, TV stations
and filmmakers, involving them in a same projechisTintegration forms a
network in which the participants can both contigband develop their abilities,
stimulating their inspiration, and favoring thectilation of visual productions.
From mid-2002, preparations were made in an atneyepdf dialogue, debate
and concrete action. This kind of atmosphere mamboration easy and
productive.

China is in the midst of momentous change. Docuarghaking serves as

8 yunmeans cloud andan means south.
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a kind of tool, which we may employ to influencesame small way China's
future direction. Visual records give voice to thany differences within society,
and preserve the memory of what would otherwisste

Yunnan Province, in south-western Chinese borddslams the province
where 26 of Chinas 56 national minorities live. idaty because of this special
historical and geographical situation, the YunnanltMCulture Visual Festival
(Yunfest) became one of the most flourishing scewoésthe late 90’s
documentary film, other reasons can be found inwoeds of the Shanghai
documentary theorist Lii Xinyf

“The Yunnan Multi Culture Visual Forum is the ordych forum in China to focus
primarily on folk documentary films. This makes# precious as the peacock. Here, all
directors, both from within and without the systeare equal. Film is their only means
of expression, not some kind of god-given right. the juror of the first edition of
Yunnan Multi Culture Visual Forum, having particied in all the viewings and forums,
| feel that I've truly seen the new developmentsl dhe new powers of Chinese
documentary film. It became a challenge to existirepry in a big way*

The theoretical challenge Lu Xinyu is referring taight be the result of the
specific conjunction of research and practice inngoVisual Anthropology,
which is the approach of the leading initiators arghanizers of YUNFEST. This
alliance of research and practice is not very widesd in the world, since most
universities’ Departments of Ethnology and Anthrogy are busy with nothing
but theory while cameramen and editors are onlyolired in practical
filmmaking.

This alliance started in China, precisely in Yun®aovince, in 1999, when
some of today’s YUNFEST initiators and leading oigars became M.A.
students at the East Asian Institute for Visualhkapology (EAIVA), affiliated
to the Department of Ethnology of Yunnan UniversityKunming®? Barbara

Keifenheim?® professor for Ethnology as well as filmmaker, vias person

% Cf. Chapter 3.

! Yunnan Multi Culture Visual Festival 2005, p. 169.

2 The EAIVA originally was initiated as a sponsoringject of the German Volkswagenstiftung,
in its initial phase from 1999-2000 under the mamagnt of the Institute of Scientific Film
(IWF) in Géttingen and in its consolidating phasenf 2001-2004 under the administration of
the Center of Chinese Studies at Kiel University.

% Today professor at the Department of Cultural Sms of the Viadrina University in
Francfurt/Oder where, again, she was initiatingualents’ program of Visual Anthropology in
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responsible for the curriculum. She emphasizedstitexific characteristics of
post-modern Visual Anthropology in contrast to tbased Anthropology
criticizing the widespread semantic reductionisntha latter and propagating
research with the camera. In other words, documgriilans are supposed to
picture concepts, theories, and problems of a ¢lbg world, thus
contributing an anthropological discourse about &mrbehaviour through the
Visual. Othering and Exoticising should be abandoinefavour of dialogue and
self-thematicizing”® and Visual Anthropology should be changed into
Anthropology of the Visual, focusing gestures arithics, body and movements,
emotions and atmospheres.... Li Xin, one of the EAB#Adents, is memorizing
the formative influence of Barbara Keifenheim dgrinis study at the EAIVA
with the following words:

“Barbara Keifenheim, one of the best teachers ehawer met, in her last lesson
before graduation told us: “You are not making §lfior me, but you are making them
for yourselves.’ Suddenly | felt the teacher’s cenmcwas no longer for my work but for
myself.”®

Besides screenings on various European film fdsti/avhere three films
were prized, all of the EAIVA student films haveebeshowcased at the last two
editions of Yunnan Multi Culture Visual Festival.

The following statistics might illustrate the pogrty of Yunfest. In 2003
respective 2005, out of 90/98submitted documenfdnys 22/15 had been
selected to compete for the three prizes. Bothiogdit of festivals were
characterized by a surprising coherence of themesaamultitude of voices,
referring to the topics of biodiversity, culturdupalism, and ethnic coexistence,
according to the specific geographical and hisébrisituation of Yunnan
Province.

Yang Kun, former EAIVA student, when talking abahe philosophy to be

theory and practice; cf. Yunnan Multi Culture Vis&astival Brochure 2003, pp. 64-65, 89.

% Jean Rouch

% Yunnan Multi Culture Visual Festival Brochure 20@3 65.

% Cf. After 2000: Gottingen International EthnologlicFilm Festival, Freiburg Ethnological
Film Festival, Leipzig Documentary Film Festivalhd Royal Anthropological Institute (RAI)
International Festival of Ethnographic Film, Unisity of Durham, England, Amsterdam
International Anthropologic Film Festival.
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followed by the YUNFEST, touches the difficulty dilm selection and
awarding:

“... We are upset about our decision to have thesfitompete among themselves
because we intended to avoid any value judgememt.uk it is never a question of
wrong or right, we want to exchange ideas, operfltoe for discussion and stimulate
initiative, originality and creativity. If Yunnarsivalued as a land of great biodiversity,
cultural plurality and ethnic coexistence, theis ia place of many colours and great fun!
The Yunnan Multi Culture Visual Festival shouldléoV this philosophy and we planned
it to be an occasion on which documentary filmmalean get together and enjoy each
other’'s company?

6.2 Highlight Documentaries of YUNFEST 2005

Below, | will only focus on the documentaries sé&delcfor the Competition
Program in YUNFEST 2005 to reflect the thematicaans, the explorations in
film language and narrative achieved in the secopase of the independent
documentary movement since the end of the 90’®rAfiscussing some general
aspects of the YUNFEST’s documentary cinematices¢ér2.1), | would like to
dwell in some length in the analysis of two filnfisistrating at the same time
two distinguished concerns of the late 90’s indejeen documentary makers,
which are the seeking for social truth/reality (8)2and the seeking for private
truth/reality (6.2.3).

6.2.1 General

A total of fifteen films have been selected for dwmpetition category of the
Yunnan Multi Culture Visual Festival 2005. Theserkshold within them the
energy that has accumulated in Chinese documefitaryover the past two
years. It is not that each individual film is itseltting edge, but together they
have a testimonial power. In the face of these adilms, use of the word
“progress” is not at all unfounded.

Maybe the term “domestic (Chinese) documentary”figna concept, a bit
too broad and obscure. But as for the Yunnan Middiure Visual Festival, it is

almost self- evident that what has been excavatddgathered are those forces

°” Yunnan Multi Culture Visual Festival Brochure 20(3 36.
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that have been scattered among the folk realm. Wreste works do exist in
China as a fact attests that the most vibrant éspE#fcChinese documentary
films are those that were born and nurtured in tbalm, rather than depending
on some institution or some groups of career dootanans. And “that realm”
is always some nameless, intangible, unimaginafdeirconceivable definition
of spheres; they are spread out along a large énteungtory, and are tolerated in
the omnipresent life. Whether due to curiosity, redea or some sense of
responsibility, the camera has become immerseaeifites and behaviors of the
people, and has grasped onto their very breatrseTtigeen films just happen to
have emerged at the same point in time. If we Bemtas a unified whole, then
through them we can get a basic idea of the staddewel (including existing
problems) to which domestic documentary films heasched: Because they are
sufficient to disseminate strongly emotional remgs of the realities of society
and man's survival in similar images of this tifhbey also extend upon the DV
documentaries of the late 90’s and the turn ofddetury: the most precious
grassroots spirit.

Then, what is the meaning of this word, “progresBt®dgress means an
inheritance of the past and, transcending the pteaemove towards the future.
It implies more than mere continuation, it alsoteams other threads, hinting at
the possibilities of growth in even more directiohsthis respect, these fifteen
films are equipped with that type of power. The oni#y of the works, from
Before the Flood(Yan Mo) and Floating Dust (Xuan Hua de Chen Tuip
Guirong Theatei(Gui Rong Xi Yuan),The Man(Nan Ren)Floating (Piao),In
the BackgroundBei Ying) and White PagodaBai Ta) could all be examined
under the strictest lens of realism, while theypasbody an extension of that
vision. If people get the feeling that this visisnwidening, that is because the
scenes being presented are constructed of mordisppartially realistic and
much more deeply detailed narratives. But they hdweeated another isolated
world that exists beyond the average life expegerits more like the parts of
these experiences, just too trivial to be integratéo the Grand Discourses

about reality. Sometimes they have developed aréffit type of narrative for the
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same subject. This is the inclination of the docot@ey practices in this period.
Perhaps it's lack in awareness but distinct enough.

Though not in the strictest sense, the filBetween Life and DeaitSheng
Si Zhi Jian),Blossoming in the Win@Feng Jing)Jand Song of Nanlin(Nan Lin
Cun de Ge Shengjould be considered ethnographic in nature. Theye ha
established the relation between documentary fithesJand, and the way of life
for those who live off of it. The first two filmsednonstrate that the traditional
belief in religion or spirits is the most importasrganizing component of a way
of life. Spiritual beliefs, however, are not whaése films emphasize. They first
and foremost set out to document the lives of thapfe living in these areas.
This is not ethnographic research either; it m@sembles an expression of
nostalgia and respect for these declining or disappg entities. The heavy
emotions classify these films as poetry or songugih the poet or musician
never appears or is heard from in the film. Thipiclon can also be applied to
Crow in Winter (Han Ya) which filmed an ancient hamlet along the
Beijing-Kowloon (Beijing-Hong Kong) Railroad. If itwasn't the already
non-existent hometown of the filmmaker, why woulel e so enamored with
every little aspect of the place? His vision h#iedithe film with a rarely seen
mark of a flmmaker as a auteur.

A piece that requires special attention@ai Shanxi and her Siste(&ai
Shanxi he Ta de Jie Mei Men). This is a historigtimonial based on the
filmmaker's ten-year investigation and aide regaydthe issue of comfort
women® for the Japanese soldiers during the war. Theseromen are already
in the twilight of their lives, and when they camdily utter their broken
memories out in pieces, it is about the body. Theulies, first humiliated then
disgraced, carried the burden of shame for aneengétion, and this is one of the
reasons that their stories can now be told. Ithgags the responsibility of
documentary film to use fieldwork methods in unieiag history and connecting

with memory. The body is taken as evidence, andrtlie must be sought out of

% For the Korean comfort women, cf. Koreanische Enguuppe in Deutschland u.a. (Ed.).
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the forgotten and indifferent. But in the context ourrent Chinese
image-making (or each every aspect of cultural rfeoture), it's always
relegated to the realm of the forgotten and theewsd. In this sense, this
documentary regarding the history of the War adailapanese Aggression

would be expected an important beginning.

6.2.2 Seeking for social truth: Before the FlooddlY Mo, 2004)

2004/Color/DV/150min
Location: Fengjie, Chongqging
By: Li Yifan & Yan Yu

Synopsis:

In order to build the world’s largest hydroelectdam, the area surrounding the
Three Gorges will be turned into the world’s latgeservoir. Beginning in 2003
and to be completely filled by 2009, the floodinglwipe towns, villages,
fertile land, archeological sites and natural siglticated along the Yangtze
River off the map forever. Even Fengjie County, éas for being the home of
the Tang Dynasty poet Li Bai, will disappear undbe waves. This film
faithfully follows the whole devastating process #@®e advancing waters
submerge Fengjie County in the first trial flooding2002. It relates the story of
an ex-volunteer soldier owner of a coolie hostelowh about to lose his
livelihood and the story of a Protestant parisdecline because its members are
slowly moving away. It also relates the storiesttté cadres in charge of the
resettlement and the subsequent erupting dispateemmotional turmoilBefore

the Floodis both directors’ first film.
Festivals and Awards:

Wolfgang Staudte Award, Berlin Film Festival, 2005

Cinema du Réel International Documentary Film ~astiFrance, 2005.
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Li Yifan: Director

Born in 1966 in Chongging, Li Yifan studied at tBentral Drama Academy in
Beijing from 1986 to 1991, after which he workedavertising in Guangzhou.
In 1996, he returned to Chongging to become a mwiflm 2000 to 2001 he
was the Editor in Chief of Yu Zhou Fu Wu Bao. In020he began working in

documentary film production and co-founded Fan vad®.

Yan Yu: Camera

Yan Yu was born in Chongging in 1971. He launchad tareer as a
photojournalist at the Chongqging TV Station Newsn€e where he worked
from 1994 to 1998. Afterward, he moved on to Begjjiand worked in
documentary and advertisement photography. He be&géking in documentary

film production and co-founded Fanyu Studio in 2001

Director’s note:

Before | went there, many of my friends suggested my film would capture
the beauty and sentiment of Fengjie, so-called ttlen of poetry”. Some of the
most-recited poems in Chinese history were borretitbe Three Gorges is the
poem of the nature, and the local natives creagmgoeveryday. | said, sure!
The poetry is the key of my arts and will be thentfe of my film.

But, when | really was there, the thing | was nateswas how the poetry could
react to the tears of an aged Korean-war veterahdapict the everyday life of
a gang of miserable cargo-movers who live like dtlgsre. Everyone was
talking about one thing, house. House is the ohigygt beyond all things, and
only value above all values. Even in the churcltheghant that has ever been
sung echoed for house.

Poverty and unemployment prevailed, social justind civic rights were
often forgotten, dog-fighting against each otherdliykind of means was the
only rule left in the ruins, and life goes on thed®wever, | had to deal with the
fear growing in my heart, when each attempt of ragnera failed to spot the

resumption of human dignity before the flood.



After on-field shooting, | went back to Chonggingr fpost-production
editing. My friends asked me, how was it going #feHave you captured the
sentiment of poetry? | said, no! They asked, why®/\Wot? | was in a bad mood,

and answered: Since now, | am an enemy of all poetr

My personal note:

This documentary is based on a huge canvas, that say the Three Gorges
Dam Project. But the documentary’s depiction ditl gm directly to tell us how

great or complex the project was, but focused omldrtown’s disappearance.
This documentary’s shooting started from the spriagtival in 2002 and

finished at the end of the same year. During tleisod of time, the filmmakers

documented the whole process that this old townteasng down. Loaded with
147 hours footage shot within 10 months, they ethrthe editing and

postproduction 6 months later. In 2005, they worlad this 180-minute

documentary. .

Before the Floodittributes to two flmmakers’ teamwork. Apparentlye
way how they divided each other’s work and how thelfaborated with each
other contribute this documentary a sense of orderan extreme realistic
documentary, which can be called clasBiefore the Floods like some other
contemporary documentaries -- each of them a melEns: it focuses on people
or event in a specific scene and shows us chamgestaiggles, it tries to open a
window to our times. And, the real purpose of opgrthis window is to let us
look deeper, and further background emerges. fhgbinse, each of this kind of
documentary is a metaphor. However, what maRefore the Floodmore
distinctive among them is: It is not satisfied wittawing only a sketch of one
group of people or one event, but insists all alonga kind of macroscopical
view and panoramic depiction which suited the hiogec.

Both filmmakers entered the locale without any aéfi authority but
independently. They had only one camera. Therethi® makes their panoramic
depiction more difficult. Even though they had tivim the old town during the

whole shooting period, they could hang around tladirelay long, to listen and
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observe, but compared with such a huge event -wtiae town was destroyed
and moved -- their sight could never be omnipresBut this was exactly their
ambition: try to unfold and represent all complexks old town’s collapse
affected. In this sens&efore the Floods a documentary with endeavor. All
related complex relationships outspread in ordesevkral spaces and characters.
And all the relations became more and more aggedvahile more and more
people got involved the town’s move: As a princiahel attitude, the flmmakers
emphasized that they only entered into public spasech as hostels for hard
workers, a Christian church, an migrant office,oanmunity of poor people, a
community residents’ committee, and a suburb \dlaghey met among these
spaces not only residents who had to move away frmme, but also officials in
charge of migration and aftercare. All of them Igathed the vocality to speak in
front of the camera. Their different attitudes, ateans, activities, even their
conflicts all happened in front of the camera, too.

Before the Floodaccomplished its great narrative to this extemidér its
strong realistic texture is contained its profouhdstoric intention. The
filmmakers made a great visual documentation, mby ér the contemporary
audience, but also for the future ones. They irgdnid enable all outsiders to
obtain a complete knowledge about this old towitsasion before the flood.
Both filmmakers did not feel like using the wordeSponsibility” to describe
their work. The director Li Yifan put it in this wa

“What | regard as important is, by means of ounaisdepiction, to document the
costs China paid for its process of modernizatthis (ncludes the whole advantage of
the lower classes, the whole society's moral anftul standard, and reliable
relationships among different social stat&s.”

Basically, the “flood” which the film means has hioig to do with its
physical meaning.

Because this documentary dealt with an extremetichbirale and event,
the oppression from the reality was extreme stnhgeowever, without being
inconsistent with the film's macroscopical depiatiand panorama view, what

the filmmakers paid attention to and documented wiaso and complete -- they

9 According to the interview made by Zhang Yaxuai@NFEST 2005.
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achieved a kind of humanistic point of view. As mnde, | could not help
myself being moved or deeply concerning about thées of the protagonists
such as: on the one hand, the retired old soldner nan a hard worker hostel, his
living condition and experience broke my heart; the other hand, those
Christians gathered round the local church keptreliag for some tiny profit,
without dignity; and many other nameless peoplelutting those most ordinary
local workers -- Bangbay were carrying heavy stuff for everybody’s move,
the local villagers who had to choose their futtmeellings by drawing cuts, and
the residents who persisted not moving away. Thesele stayed voiceless in
the film, meanwhile, we, the audience, constanthartl the voices of official
propaganda came out from the louder speakers atltbe town...

Before the Flood detailed and considerate filmic depiction breatinto its
huge narrative body some temperature of sensibihityrder to deal with the
biggest change happened to their lives, these tgutqueople were speaking and
reacting in front of the camera, they were preskjust as themselves, as human
beings, not only some symbols of victims of soctenge.

Before the Floods a living documentary because it embodies pé&ophsal
struggles, anxieties, and sufferings.

The filmmakers placed themselves in the midst efrttove. They made use
of the method of Direct Cinema: they just obsenad documented what
happened in front of the camera. Meanwhile theyagbwvtried to maintain
self-possession and never tried to interfere @ruane; they obeyed the classic
method — following the protagonists — so that theliieved their investigation
and observation by following them. However, theptka distance between them
and the protagonists. | might call this distancbjéative”, if we only use this
word to describe that kind of attitude: do not iféee or intervene; do not
express filmmaker’s personal opinion about whahappening in front of the
camera, do not judge people you are filming. Itnseeas if the filmmaker is

neutral, but it is not completely this w&y.

190 The word “BangBang” means stick pole in Sichuaml&t, indicates local workers who
make their living by carrying heavy stuff on theiroulders with a stick pole.
101 This corresponds to the middle position of a sediere a specific state of mind is situated
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Because this attitude does not mean that the filkensafeeling could be
below zero, or they really have no opinion. Onéhef most impressive scenes in

Before the Floods: When the old retired soldier was crawling dotkie
hillside then wandering under those gigantic censenstructions while looking
for a piece of land for his hostel, the cameraocfs#d this old man with a
lengthy shot, without changing camera’s perspectilldhe became a small spot
in the shot then disappeared in the cement fofese agree that this shot is the
most meaningful one, then this is not only becatugadicates the relationship
between the surrounding and him, but also it coavbkg filmmakers’ sympathy
which just went without saying.

Before the Flood humanism is embodied in flmmakers’ attitude gomint
of view. They turned the focus of their camera aogle, whose favoring
circumstances were affected and not satisfied dutive process of the old
town’s move. The filmmakers spent most of theireirand energy staying
together with these people. Apparently they redlitet, these people’s feeling
and their activities for rebuilding up their owwvds, which should be the key
point of this documentary.

However, this kind of so-called “objective” attiteidhas its limitation, too. In
the current context of Chinese documentary, filmenakreat everybody in front
of the camera indistinctively, without involvemant intervention; they only let
the audience see, who is paying the cost for Chimegdernization, but without
guestioning or pointing out who should be respdeditr that. As documentary
filmmakers, they witnessed people struggling andospg, however they did
not completely stand together with them, but ttiedhinimize their own attitude,
so that they actually diluted the power which eviedividual’s story could have

released.

6.2.3 Seeking for Private Reality: The Man (Nan Re2003)

between two extreme poles of behavior: personatessipn (emotional involvement, high
resonance) and personal emancipation (distancelnes®) even un-responsiveness). Cf.
Hermann Schmitz, pp.153-158.
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2003/Color/DV/95min
Location: Shanxi

By: Hu Xinyu

Synopsis:

With nothing better to do while he waits for a ngt, Su, an unemployed
bachelor spends his time attending to his love lifmking phone calls to a
matchmaker and hooking up with women. Shi, alsachéelor, often comes over
to stay with Su and the filmmaker to enjoy a hotamehile he waits for his
girlfriend to call from Guangzhou. Aiming his caraeat the story unfolding
around his apartment, the flmmaker captures yastiit comes of age in all its

contradictory glory, full of hormones, arrogance @mdurance.

Festivals and Awards:

Singapore International Film Festival, 2004

Nomination for the Kodak Award (Cinematography), aBbw Festival,
Amsterdam, 2004

Premier Geste Award for Best First Film, Les EcrBosumentaries, Paris, 2004
Brooklyn Underground Film Festival, New York, 2005

Infinity Festival, Alba, Italy, 2005

Hu Xinyu
Hu Xinyu (b.1969) is an independent producer. I0@te began to shoot the
DV film Transition which unfortunately came to a premature €flte Manis

his only completed work.

Director’s note:
“| am betrayer of the ment®

“Documentary is voyeurism!”

192 This phrase and all the following quotations weail at YUNFEST 2005.
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My personal note:

The Manportrayed three marginalized bachelors who alleama frustrating
period of time in their lives: Su, who became unkrygd and found no job; Shi,
who had to be apart from his girlfriend; and tHenfhnaker himself, who was
suffering from his hemorrhoids... and above all, thesre poor, in terms of
money, sex life, and social security. They seerdaktlosers. On the other side,
they are artists, their minds were rich in stkelanger, sexual desire, and many
self-developed cynical thoughts and philosophy regjathe society including
women. They share a same apartment, they share dtmhol, and they share
their hunger for women, but even more often thader insults and contempt
towards women...

Due to the filmmaker, Hu Xinyu, was one of “the mdme could document
the most personal and private scenes, talks, ahdvim@s among them and
present this to the audience. Before every scrgeafnThe Man Hu Xinyu
would warn the audience, particularly women aucketi@at “this documentary
would be offensive for women, please consider tih@niaker’s goodwill
warning, then decide if you really can stand ité put this warning onscreen at
the beginning of the documentary, too. He is obstipwchallenging all female
audience. We could argue that “these men” are bytuary weak. They had
some unsuccessful love history and were ever hyrtwbmen. Su once
emotionally recalled how he got dumped by his fyidnd: He invited his girl
friend for a decent dinner while she put forwardsgit up with him. His
experience just coincides with a scene from the rgar classic filmOnce
Upon A Time in Americ&® starred by Robert De Niro. Not coincidently, twice
in The Man we did see that Su was watching this film. Andath times, what
Su was watching were the same episode that NoatiéesDe Niro raped his girl
friend Debra (Elizabeth McGovern) after his progdeamarriage being refused
by her because she wanted to go to Hollywood fogtter career. Not only once,
Hu Xinyu was asked why he put scenes flonmce Upon A Time in Americéa

his documentary. He answered:

103 Co-written and directed by Sergio Leone in 1984.
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“Su was graduated from Beijing Film Academy in 1984l students were
fascinated by this film. For SuQnce Upon A Time in Americs a classic. His
experiences, his attitude towards women, all comm fDe Niro’s Noodles. | put this
episode intdrhe Manas reference about Su. BesideQmce Upon A Time in America
the female leading role (Debra) gave up Noodle lim order to promote her career in
Hollywood. This story is a mirror ifthe Man.Su once mentioned that he brought a girl
he liked to Beijing and invited her to a good rasémt. But the girl turned him down
due to the same reason just exactly as it had happ® De Niro's Noodles... In my
documentary, at first Su was reluctant to talk albis issue even when he got drunk,
after some time, since we had been staying togdthdinally spoke it out. In fact, why
his %)jnion towards women was so extreme negatias due to pressures from his
life.”

So, one could argue that these man are very weakwere hurt by women
and now they pretend to be strong and use violentlsvagainst women in order
to defend themselves. Hu Xinyu told us more abauitod should | say about the
man:

“Actually how Su presents himself in front of thentera was not hundred percent
truly himself. Because | was filming him with my Dd&mera, he put his words in some
expressionistic way, like statements. He is so gatodords! Actually when men stay
together, they just act in that way. Their wisdoals run off through tongues.
Sometimes, | would occasionally stimulate him aobifust gave him applause. Men are
different from women, we are like animals, and e&se each other with ironies instead
of bites. If | made you ‘bleeding’ then | becamermexited. It is impossible for men to
show their weakness to others. | prefer animal'sldvolt is no use for men to
sympathize with each other. We never express awselith sentimental words, but try
to be tough. Loss of face is not allowed!”

Well, one can argue that this kind of toughnesfake or actually very
fragile, but for “the men”, this is the “truth” thiebelieved in, so that they could
build up a defense to shield them from being hgdim In this sense, “The
Man” could be representatives of many men. And tlisumentary exposed a
kind of reality existing in men’s society. This Hirof reality is what | called
“private (personal, individual) reality”. It is pgwnal or individual, because it is
only a “minority report” of a few people in the $ety; it is private, in the sense
of both intimate and subjective, because this tyedlad not been explored or
recognized by the majority of the society, partelyl the female majority; it is
“reality”, because it does exist among some peaplthis society, but hardly

been explored or represented in form of media,eemrio mention ever in terms

104 All interviews with Hu Xinyu were made by Cui Chert World magazine (Yi Shu Shi Jie).
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of documentary which immediately deals with “redlitin Hu Xinyu’s words,
“Women you’d have a look, what the fuck ‘The Mas!”i

As a documentaryThe Manis rude, annoying, and provocative, just like the
filmmaker Hu Xinyu and his fellows. However, | looipon this documentary as
one of the most important and outstanding documiestanade in the last couple
of years.

When being asked why he made such a provocativengeatary, Hu Xinyu
answered:

“Why filmmaker must have to hold a banner of justibut does not dare to touch
the ‘truth’? There are already plenty of such filakars. I'm not able to change the
society but | did say something out, and to my whthinking, my documentary has its
conscience. That's reality. My standpoint is: dd he false or hypocritical. Actually
what you see about these men was only their appsara he Man’ is neither good nor
bad, just the natural man.”

“According to my philosophy, | basically do not eambout the society. | can only
hang around in my own small circle of relationthihk, to take good care of myself and
make good film about myself is much better and irt than care about society. | do
not like big event or big social topic. According iy experiences, ‘big’ is always
doubtable, no matter you get close or keep awaw fitp but ‘small’ is reachable, is
vulgar but more trustable. Everything can be read psopaganda or abetment.
Sometimes | think freely: one has no moral stargland belief, or even no thoughts at
all, he/she still has right to cry or make trouble!

Again, | see from Hu Xinyu’s words very clearly thmtive to seek for what
| called “private reality”. None of Chinese docurtaary flmmakers had ever
declared this motive as bravely or clearly as HunyMi before. This is a
declaration of individual's awakening after thelapke of socialistic ideologies
and great narrative.

Moreover, if | put this declaration in the conteftcontemporary Chinese
documentary to be interpreted, | would point owdttthe absolute majority of
contemporary documentaries deal with social ottigaliissues, which fit for my
category of “seeking for social reality.” But, julske “big” can not defilade
“small”, contemporary Chinese documentary’s agegmth exploration must not
only be limited to big heavy social and politicasues, but should focus on

individual lives, too.The Manis one of the most remarkable works of the other
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direction.

Internationally, Chinese documentaries which de#h wocial and political
issues are particularly welcomed by internatioilad festivals. It is not fair to
say, all Chinese filmmakers intend to attract fitestivals with politics, but
international film festivals’ criterion for selengy and evaluating Chinese film
entries is comparatively political oriented duethe thinking mode left behind
by Cold War still has its impact. If we agree ttia¢ purpose of trans-cultural
communication is for building up a wiser and updgtunderstanding between
different cultures, then the contribution from Gése side should not only cater
to the occidental taste which is often dominatetheei by orientalism or

politicalism.

“‘Documentary is voyeurism!” — The Mans Film Language and Narrative
Style:

Eighty percent scenes Tthe Manwere shot inside Hu’s apartment. It used to be
a school classroom and has a very high ceilingubderneath was in a mess full
of books, discs, and man’s stuff. It seemed thenremells of them. It was in
this room, the three men were mostly pouring outdsowhile smoking and
drinking. Su was the leading character among thedhmaost of the stimulating
words came out of his mouth. Hu Xinyu occasionalhpeared in frames, but
mostly he was staying behind his camera, obserantconstantly reacting to
his protagonists with questions or words.

However, The Mars film language is powerful and poetic. This slbul
attribute to the filmmaker’s excellent reining thien languages and narrative
style.

As the filmmaker and one of “the men”, Hu Xinyu gigeply involved in
this documentary, he interfered and intervenedertlationships among three
of them. In stead of concealing his involvement amndrference embodied in a
conventional documentary narrative, Hu Xinyu intethdo reveal the existence
by all means, not only as a protagonist, but atstha flmmaker. In this sense,

The Manis indeed a reflexive documentary.
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As bold as he always intends to be, Hu Xinyu ondained that
documentary is voyeurism.

“My films are all about my friends or the peopl®and me. To film people close to
me | can have more freedom for a creative work.”

“My friend and | had a common understanding: ‘Doemtary is subjective’. | was
mostly shooting indoors and sometimes just puttmera on the tripod so that you can
see me occasionally in the camera too.”

He did not deny but confessed his offensiveness:

“Su is the main protagonist and the leading charasf The Man Only footage
about Su was more than forty hours. For twenty dhjisst documented whatever he
did. He just got fed up with my camera and evemuhhis cloths to get rid of my
focus... In order to finalize this documentary, | tedi out twenty five different
versions!”

“Many people think that the episode that Su goour up was too coarse and
irritating, but without this episode, | would newadtow my film. It is all about a kind of
communication between man and man. Without alcalelspeak nonsense; but what
we babble after drinking is always true. The friggiSu opened out after he got drunk
was the truest side which he did not want to lbert see.”

We saw several times that Shi was fooling aroundewdonstantly aiming
his air gun at birds. These episodes were repregerith slow motion and were
constantly cut into this film. Whenever this episadas repeated, it brought a
kind of surrealistic atmosphere with it. It makesuyfeel that young lives are
wasted in absurdness.

“In my favorite film The Days(Dong Chun de Ri Zi, 1993, directed by Wang
Xiaoshuai) there is a scene while the man was mpdagun. | think this scene can
particularly mirror our state of mind. So | just deaup the scenes that Shi was fooling
around with his air gun. It makes you feel thae ljist goes round and round in
nothing.”

In The Man we only heard a woman’s voice once coming outthef
telephone. So in this confronting relationship Edw men and women, Hu
Xinyu wrote off women’s right to rival or speak.dhly leaned to men’s side.

“Some people said: ‘no women, no film’, but | juginted a film without women.”
“In fact, what | wanted to express was my emotibaowd women, and | just spoke
it out with Su’s tongue. We just happened to h&ieesame view about women.”

In YUNFEST 2005,The Manwas awarded the Jury’s Prize despite one of
female jurists disclaimed her vote. The Jury’sestant forThe Manis:



“The filmmaker represented a couple of men’s caofusbout life, in a style of
black humor; with powerful and imaginative film umage, it portrayed three antihero
figures for contemporary Chinese documentary gaffér

195 According to my own festival diary made during YBEST 2005.
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Conclusion

Now | would like to summerize my research findimgshe following:

1. In China, power discourses are often negotiatadng different generations.
This phenomenon implies apparently the change @fdigms in the history of
contemporary Chinese film. Filmmakers grasp theegmion concept to build
up their self-understanding and collective identifowever, the generation
concept only makes sense, if the differences amodigidual filmmakers are
appreciated.

2. As rebelling against the official Marxist higtmgraphy and communist
ideology, the % Generation of contemporary Chinese fiction filmmiakstood
up to reappraise history, gender, and minoritiggims of a new humanism.

3. Their enthusiasm for the Grand Narrative -- fislegend -- makes thé"6
Generation step in with their concern with the wdlial, the subjective, the
local, and the current reality.

4. The &' Generation grasped their own youth experiencesrandformed them
into their films. Filmmaking for them is a kind sélf-expression.

5. They initiated the movement of independent filaking. Trapped between the
limitation of the official film system and the desifor self-expression,
independent filmmaking was their strategy to brés&ugh.

6. Paralleling to what the"6Generation achieved in the domain of fiction film,
the TV documentary of the late 80's and 90’'s updlatee documentary
propaganda within official TV stations, with a neWrm documentary
concerning daily life.

7. In order to survive within the official mediastgm and to rival with news,
special reports, and commercial films, TV documgntdlmmakers had to
explore what makes documentary indispensable. InyXithe chronicler of the
TV documentary crisis since the midst of the 9Qwinted out that TV
documentary should be reflexive and self reflexisad serves as a sort of
responsible “patriotic nightwatch”.

8. With this definition, L0 Xinyu somehow anticijealt the standpoint of the
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following late 90’s flmmakers, fiction and docunary, in like manner.

9. The DV revolution, which began in the midst loé 90’s, was the prerequisite
for the independent filmmakers emerging since dbe 90’s.

10. Their films are labeled “folk”, “art”, “persofia “underground”, and
“‘independent”. In this study, | make use of “indegent’, because all
filmmakers position themselves outside the pathsffatial system and struggle
for the independent personal voice.

11. Being “independent” means lack of money, lowddet films, and small
crews.

12. Concern for marginalized and excluded peopbsers and victims of
modernization and globalization, is the drive af thte 90’s filmmakers.

13. In fiction films of the late 90’s a kind of damentary oriented film language
has been a dominant aesthetic style.

14. Apart from showing their films in internationdlim festivals, the
predominant channel of dissemination in China @discs.

15. Localization and actualization are strateg@m#trébuting to a local narrative
by means of local settings, local dialects, andll@gsues in a present ambience.
16. When film critics acclaimed: “Jia Zhangke digeeed China’s rural town”,
they hit the point: He and his films contributeatbest exemplary case study, not
only regarding localization; his features embodystraf the thematic concerns
and aesthetics of the late 90’s filmmakers.

17. Just like Jia Zhangke and his features illtistedl characteristics of the late
90’s fiction film, YUNFEST is the most represemtatidocumentary festival in
today's China. It serves as a platform to showcHse most outstanding
independent documentaries and to pave the wayfanwnication and dialogue
among filmmakers, visual artists, cultural researshcommunity activists and

the general public.

13C



Annex

1. Bibliography
Art World Magazine (Yishu shijie)

Bai Xiaoding (1994), “Xiagang's film, Nobody acatas?”, in: Dianying yishu
(Film Art) Magazine, Vol.1.

Bazin, André (1987), “What Is Cinema?”, i@hinese Film Press
Beijing Film Academy JourngBeijing dianying xueyuan xuebao), Vol.2.

Berry, Chris (Ed.) (1985Rerspectives on Chinese Cinenthaca (Cornell East
Asia Papers).

-- (2003),Chinese Films in Focus: 25 New Takesndon (BFI Publishing).

-- (1992), “Race (minzu): Chinese Film and the fdiof Nationalism”, in:
Cinema JournaB1, 2, pp. 45-58.

-- (1996), “Queer Films in East Asia”, iAustralian Humanities Revieft

-- (1996), “Sexual Disorientations: Homosexual ReglEast Asian Films, and
Postmodern Postnationalism”, in: Xiaobing Tang {Hd. Pursuit of
Contemporary East Asian Culture,

Boulder (Westview) |, pp. 157-82.

-- and Farquhar Mary Ann (2001), “From National €imas to Cinema and the
National: Rethinking the National in Transnatio@dlinese Cinemas”, in:
Journal of Modern Literature in Chinege 2, pp. 109-22.

-- (1994), “Socialist Stategies: An Analysis of MV Earth and Black Cannon
Incident”, in: Linda Erlich and David Desser (Ed€)nematic Landscapes:
Observations on the Visual Arts and Cinema of Clainé JapanAustin
(University of Texas Press), pp. 81-116.

Cabrera, Miguel A. (2001), “On Language, Cultured &ocial Action”, in:
History and Theoryt0.4, pp. 82-100.

China Film Diges{Zhongguo dianying wenzhai).
Contemporary Film and Film ADangdai dianying yishu).

Chen Qingsong (2001), “Honestly Confront the Rggliin: Popular Music

131



Magazineg Vol.7.

Rey Chow (1995)Primitive Passions: Visuality, Sexuality, Ethnogngpand
Contemporary Chinese Cinepfdew York (Columbia UP).

-- (1997), “Male Narcissism and National Culturebfectivity in Chen Kaige's
King of Children”, in:Camera Obscura25-6:1, pp. 9-40.

Clifford, James/Marcus, George (Eds.) (198®8}iting Culture. The Poetics and
Politics of EthnographyBerkeley.

Contemporary Cinemilagazine (Dangdai dianying) (2001), vol.2.

Dai, Jinhua (1999), “Rewriting Chinese Women: GerRl®@duction and
Cultural Space in the Eighties and Nineties”, iray¥air Mei Hui Yang (Ed.),
Spaces of Their Own: Women's Public Sphere in Tatimal Ching
Minneapolis (University of Minnesota Press), ppl-296.

-- (1995), “Invisible Women: Contemporary Chinesel &/omen's Film”, in:
Positions3, 1, pp. 254-80.

-- (2002), “Gender and Narration: Women in ConterappChinese Film”, tr.
by Jonathan Noble, in: Jing Wang and Tani Barlgw,99-150.

“The Fourth Generation” (Disi dai), inDongfang xueshu congsh{1990)
(Oriental Academic Series), Beijing.

Film StoryMagazine (1992) (Dianying gushi).

Garfinkel, Harold (1967), “Common Sense Knowled§&aocial Structures. The
Documentary Method of Interpretation in Lay andfBssional Fact Finding”, in:
Garfinkel, Harold (Ed.)Studies in Ethnomethodolagyew Jersey, pp.76-103.

Geertz, Clifford (1983), Dichte Beschreibung. Beitrage zum Verstehen
kultureller Systemerrankfurt am Main.

Guo Jing (2003), “Preface”, i¥unnan Multi Culture Visual Festival Brochure

Han Xiaolei (1995), “About the New Generation ofr&itors”, in:Journal of
Beijing Film Academy Magazir(8eijing dianying xueyuan xuebao), vol.1.

Han Xiaolei (1999)Film Art Magazine (Dianying yishu), vol.5.
Keifenheim, Barbara (2002), “Beyond the Ethnographim: Recent Debates

and Actual Topics of Visual Anthropology”, in: DenQiyao (Ed.), Visual
Representation 200Xunming, pp. 3-19.



-- (2003), “Visual Anthropology in a World of Imasjg in: Ethnoscript5, Heft 1,
pp. 7-17).

-- (2003), “Der Einsatz von Film und Video”, in: Bi@a Beer (Hrsg.)Methoden
und Techniken der Feldforschuri8erlin (Dietrich Reimer) pp. 249-263.

-- (2003), “Visual Anthropology in a World of Imagie in: Ethnoscript5.1, pp.
7-19.

-- (2003), “Methods of Visual Anthropology”, ilNewsletter of Ethnolog¥38,
Beijing (Chinese Ethnological Society).

-- (2004), “Teaching Experiences at the East Asmstitute of Visual
Anthropology in Kunming, Yunnan Province” (unpublégl manuscript), lecture
given in March, Kunming.

Koreanische Frauengruppe in Deutschland u.a. (Hr¢@996), In die
Prostitution gezwungen. Koreanische Frauen erinrsech, Osnabrtck (Secolo).

Kruger, Karsten (2003fExotische Landschaften und ethnische Grenzzonéan — d
nationalen Minderheiten (shaoshu minzu) Chinas itm¥Zur Problematik
filmischer Reprasentations- und Authentizitdtssimen am Beispiel des frihen
chinesischen ethnographischen Dokumentarfiims (11%%6) Frankfurt a. M.
(IKO), 2 Bde.

Li Zehou (1992)Der Weg des Schénehesen und Geschichte der chinesischen
Kultur und Asthetik, Freiburg (Herder).

Li Hongyu (2002) Nanfang Daily(Nanfang zhoumo) 29.06.2002.
Lou Ye (1995) Film StoryMagazine (Dianying gushi) Vol.5.

Lu, Sheldon Hsiao-peng (2000hina, Transnational Visuality, Global
PostmodernityStanford (Stanford University Press).

-- Lu, Sheldon Hsiao-peng (Ed) (199Tyansnational Chinese Cinema: Identity,
Nationhood, GendeHonolulu (University of Hawaii Press).

-- (2000), “Problems and Prospects of Teaching&iaema in America: A
Symposium”, in: Special section Akian Cinemd 1, 1, pp. 143-91.

Lu, Sheldon H. and Yueh-yu Yeh (Eds.) (2001), “Sg@edouble Issue: Chinese
Cinema”, in:Post Script20, 2/3.

13z



-- (2005),Chinese-Language Films: Historiography, PoeticslitRs, Honolulu
(University of Hawai'i Press).

LU Xinyu (2001), “Contemporary Chinese TV Documentdovement”, in:
Documentary Film Handbogoledited by Shan Wanli, Beijing (Chinese Film &
TV Press), pp.690.

LG Xinyu (2003)Pocumenting China. The New Documentary Movement in
Present ChingJilu Zhongguo. Dangdai Zhongguo Xin Jilu Yundgrghanghai
(Zhonghua Shudian).
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2. Filmography of the Late 90's Independent Films:
Documentaries (including short films under 60 min.)

Wu Wenguang 5 3
Jiang Hu{iT#1» DV 1999
Dance with Migrant Workerg Il [, T.JL#%) DV 2002

JiDan Z=f} & Sha Qing¥)#:
Gongbu’s Happy Life{ v fi £ AT 1999
The Elders{Z A1) 1999

Sha Qing b5
Wellspring (/£ —&Z I 6) DV 2002

Duan Jinchuan B4 )11
Interesting Times: The Secret of My Succdd$ifd ki 3k) SP 2002

Jiang Yue ¥t
This Happy Life (==Y SP 2002

Kang Jianning JE{a 7
Be a Soldier{*4f%) DV 2002

Li Hong 2541
Dance with Myself¢fl 5 C.i#k#%) DV 2002

Yang Tianyi K Z.:
Old Men (Z£3k) DV 1999
Home Video ( Z JiEx%1447) DV 2001

Zhu Chuanming A% B:
Beijing Munitions Worker{dt 5 # 7 ) 1999
Figurants (#foxis 51) DV 2002

Du Haibing #tif#i:
Along the Railways({#k##£k) 2000
Under the Skyscrapef it N 1) DV 2002

Ju Anqi M7y
There is a strong wind in Beijing, Short filfdt 52 1) XU k) 16mm 2000

Hu Shu #J#:
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Leave Me Alone{ A ZE/RE ) DV 2001

Wang Fen +- 75
They Are Not the Only Unhappy CouplefN i 5k AN IE—4) DV 2001

Ying Weiwei %4
The Box (1) DV 2001

Sun Zhigiang & 55:
Testimony from the Edge of Freedofri] Hif{)i21%%) DV 2001

Tang Danhong ) F:
Nightingale, Not the Only Voice( 7% &5 A~ /& ME— [ i) SP 2001

Chang Qingi 7
Lao Tian {2 H) DV 2001

Jia Zhangke BT f& [
Public Space{ /A3 /#) DV 2001

Zhao Liang & #%:
Paper Plane (4% k#Ll) DV 2001

Zhong Hua ffi#¢:
This Winter (444K ) DV 2001

Feng Lei{%5:
Falling Snow in Yili (&7 ft4]) DV %/ 2001
Island (/%) DV 2002

Chen Weijun Bk 7%
To Live Is Better Than To Did {748 A L& ) DV 2002

Zhou Hao J#i%& Ji Jianghong # VL4
Hou Jie Township{J£#1) DV 2002

Wang Bing +1z:
West of the Railroad€2: /i [x.) DV 2003

Xiao Pengi:
Mine 8 {/\#") DV 2003

Lola ¥'%7& Zhang Yang 5k7:



Post-Revolution Agel 5 #rir i 4£) DV 2002

Cui Zi'en #£T1&:
Night Scene{#5t) DV 2003

Su Qing 737& Mi Na KU
White Tower { H1&) DV 2003

Zhou Hongxiang J& L i#:
Red Flag Flies(ZLjifEi) DV 2002

Ou Ning Bk 7*& Cao Fei# 5¢:
San Yuan Li{ = o) DV fi)r 2003

Feature Films:

Liu Le B fk:
Mr. Zhao (EX4GA2) 35mm 1997
Poetic Times( ¢ = 1 E4L) 35mm 1999

Jia Zhangke T4

Xiao Wu ¢(/pit) 16mm-35mm 1999
Platform (¥4 &) 35mm 2000

Unknown Pleasurg{TiE#%) 35mm 2002

Lian Feng B4
Who'’s ever seen a Festival for Wild Animal&: ik By A= 04 107 H ) 35mm
1998

Tang Danian J# kK 4E:
City Paradise{#B i K %) 35mm 1998

Liu Bingjian XIJ/K%:
Men and WomerX % 53 % %) 35mm 1999
Crywoman (J&57 12 A ) 35mm 2002

Lou Ye 2:/k:
Suzhou River {FrM[) 35mm 2000

Wang Xiaoshuai T /)N ili:

Beijing Bicycle {--t% 1 #.%4) 35mm 2001
Drifters (—#3) 35mm 2003
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Tang Xiaobai fH B [:
Conjugation{#)jia 2247 ) 16mm-35mm 2001

LiYu &%
Fish and Elephan{ 445 X) 16mm 2001

Cheng YusufEA# Ji:
Shanghai Panid #4115 41) DV 2001
Destination Shanghai H ¥ _F3#3) 2003

Zhu Wen 2k X:
Seafood (i) DV-35mm 2002

Liu Hao XIJ¥k:
Chen Mo and Mei Ting{BAERAIZEE) 16mm-35mm 2002

Yang Fudong #4& 4<:
Strange Paradiséffi4: K5 ) 35mm 1997-2002

Cui Zi'en # 1A

The Old Testamenf|HZ]) DV 2002

Enter the Clowns( H ffi ’43%) DV 2002

Keep Cool and Don't BlusK Jii: 45 (4.0 A Bk) DV 2003
Ayaya, Feeding Boys M WfiF Z:#i$L) DV 2003

Sheng Zhimin i
Heart.Heart{.(» /[») 2002

Gan Xiao'er H/h—:
The Only Son{ 11135 7K75) DV 2002

Li Yang %47
Blind Shaft (&) 16mm-35mm 2003

Yu Liwei &4
All Tomorrow’s Parties{ 1 H K JE)» HD-35mm 2003

Diao Yinan -]—53:
Uniform (/) 35mm 2003

Zhu Chuanming 4% IH:
On the Mountain{1li_|-) DV 2003
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Nin Hao T ¥
Incense{# k) DV 2003

Fu Xinhua 5351 4€:
Ke Cun Street{’Z 1) DV 2003
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3. Index of Subjects and Glossary

Academy of Documentary Filming of Chinese Televis(@hong Guo Dian Shi
Ji Lu Pian Xue Hui) (3.2)

All-Star Rock n' Breakdance Electronic Band (5.2.4)

Amsterdam International Documentary Film Festiviab(1)

Amsterdam International Anthropological Film Feati(6.1.4)

Appalshop, USA (6.1.4)

Around China Zuguo Gedi)3.1)

authenticity ghengshi xing(3.2; 3.3)

Beijing Academy of Filmmaking (5.1)

Beijing Film Institute (4.5.2)

Box Coffee House, Beijing (He Zi Ka Fei) (4.5.4)

benti lilun A{A212 (essentialist point of view [of culture]) (3.2)

Berlin Film Festival (6.2.2)

Brooklyn Underground Film Festival (6.2.3)

CCTV (Chinese Central Television) (4.5.4)

Chang’an School (1.2.2.2)

Chinese Historical Ethnographic Film Series (6.1.4)

Cinéma du Réel International Documentary Film ~eastiParis (4.5.1; 6.2.2)
Compound Eye Circle (6.1.4)

cultural memory (5.1)

Digital Revolution (6.1.1)

Digital Video Film Festival (6.1.4)

documentaryjilu pian)

Documentary Editing Roondifu pian bianji sh) (3.1)

Dongfang Shikong4 77 iy %* (Oriental Horizon) (3.1)

Dongya Yingshi Renleixue Zhongxid: V5241 A\ K2 10 (EAIVA) (6.1.4)
EAIVA (East Asia Institute of Visual Anthropologylpongya Yingshi Renleixue
Zhongxin) (6.1.4)

elite culture, elite film (3.1; 5.1)
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essentialist point of view [of culturebénti lilun)(3.2)

fiction film (gushi pian (3.3)

film exhibitions (6.1.4)

Focus Interviewsjigodian fangtan (3.3)

Freiburg Ethnological Film Festival (6.1.4)

French New Wave (Nouvelle Vague) (2.3.5.4)

Gottingen International Ethnological Film Festiy@IEFF) (6.1.4)
Guangzhou Film Festival (6.1.3)

gushi pian 3 J (fiction film) (3.3)

He Zi Ka Fei & 7l (Box Coffee House, Beijing) (4.5.4)
Hong Kong Independent Short Film & Video Award<2(3)
Hongkong Art Space (4.5.1)

Hongkong Film Festival (4.5.1)

Hou Chuang Kan Dian Yings % & H 5% (Nanjing's Back Window Film
Watchers) (4.5.2)

Imar Film Company (2.3.5.2)

improvisation fixing chuangzup(2.6)

Individual Subjective (5.1)

Infinity Festival, Alba, Italy (6.2.3)

Institut fur den Wissenschaftlichen Film, GottingdwF) (3.1; 6.1.4)
Italian New Realism (2.3.5.4)

IWF (Institut fir den Wissenschaftlichen Film, Gidgfen) (3.1; 6.1.4)

jilu pian 43¢ )7 (documentary)

Jilu pian bianji shi Z85% 4% (Documentary Editing Room) (3.1)

jishi bu shi zhenshi 20524 & E5E (reality has nothing to do with truth) (3.2)
jixing chuangzuoB > 4{E (improvisation) (2.6)

Kaiser Cultural Exhibition (4.2.1)

Karaoke (5.2.2.1;5.2.3.1)
Kodak Award (6.2.3)



Kunming Film Study Group (4.5.2)

Kunming Film Study Group (6.1.4)

Kunming TV Station (3.4)

Kunming Visual Forum (6.1.4)

lacunary narratives/oukong xide(2.6)

laoban £k (5.2.3.1)

Leipzig Documentary Film Festival (6.1.4)

Les Ecrans Documentaries, Paris (6.2.3)

liyi 377 (image-idea) (1.2.2.2)

Macao Pozaiwu Art Space (4.5.1)

Marseilles (4.5.1)

mass culture (3.1)

multivocality (6.1.2)

Nanjing’s Back Window Film Watchers (Hou Chuang Kaian Ying) (4.5.2)
networking (6.1.3)

New Documentary Movement (3.4; 6)

news (3.3)

Nouvelle Vague (French New Wave (2.3.5.4)
official culture (3.1)

Oriental Horizon(Dongfang Shikong)8.1; 3.4)
Peasant Culture Group of Fenyang (5.2.4)
Phenomenon Workshop, Beijing (Xian Xiang Gong Ztg) $1.5.2)
Phonix Television Hongkong (4.5.4)

Pompidou Art Center, Paris (4.5.1)

pop culture (5.1)

pop music (5.1)

Practical Community, Beijing (Shi Jian She) (4.5.2)
pure documenting (3.3)

Pusan International Film Festival, South Korea.®.5
RAI (The Royal Anthropological Institute (6.1.4)
reality iansh) (3.2; 3.3; 6.1.2)
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reality has nothing to do with trutfighi bu shi zhenshi3.2)
Rotterdam Film Festival (4.5.1)

Shadow festival, Amsterdam (6.2.3)

Shanghai Dongfang Tait-i§ %< J L4l &5 (Shanghai TV/East)
Shanghai TV (3.3)

Shanghai TV/East (Shanghai Dongfang Tai)

Shanghai’s Studio 101 (4.5.2; 4.5.4)

Shenyangs’ Free Film (4.5.2)

Shi Jian Shesk i (Practical Community, Beijing) (4.5.2)
Singapore International Film Festival (6.2.3)

Soul Asylum (5.2.2.1)

special reportzhuanti pief (3.1; 3.3)

Southern China Film Forum (4.5.2)

Switzerland (4.5.1)

The Carpenters (5.2.2.1)

The Crash Test Dummies (5.2.2.1)

The Royal Anthropological Institute (RAI), Univetgiof Durham, England
(6.1.4)

Tibetan TV Station (Xi Zang Dian Shi Tai) (3.4)

truth zhenshi (3.2; 3.3)

Vancouver International Film Festival, Canada ().5.
Wolfgang Staudte Award (6.2.2)

Wuhan (4.5.2)

xianshi ZL5L (reality) (3.2; 3.3; 6.1.2)

Xian Xiang Gong Zuo Shil % T./£% (Phenomenon Workshop, Beijing)
(4.5.2)

xiaojie “ /N (prostitute)(5.2.3.1)

xieshi 5 5Z(realist mode) (1.2.2.2)

xieyi ‘5% (expressionist/symbolic mode) (1.2.2.2)

Yamagata International Documentary Film Festivapah (4.5.1)
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youkong xide5 B4 = (lacunary narratives) (2.6)

Yuanying Group, Guangzhou (4.5.2)

yun nan =/ (south of the clouds) (6.1.4)

YUNFEST =2 F (6)

Yunnan Art Institute (6.1.4)

Yunnan Institute of Nationalities (6.1.4)

Yunnan Multi Culture Visual Festivalks 2 Fg 2l sk G LT (4.5.2)
Yunnan Provincial Library (6.1.3)

Yunnan Provincial Museum (6.1.3)

Yunnan University (6.1.4)

zhenshifL5Z (truth) (3.2; 3.3)

zhengshi xingE 5274 (authenticity) (3.2; 3.3)

zhuanti pian% i )i (3.1; 3.3)

Zuguo GedifH E%Ht (Around China) (3.1)

Zhong Guo Dian Shi Ji Lu Pian Xue Hui (Academy afcdmentary Filming of
Chinese Television) (3.2)
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4. Index of Filmmakers

Altman, Robert (5.21)

Bresson, Robert (5.2.1; 5.2.3.2)

Bu Wancang (Richard Po} J7& (1.1)

Cai Chushenggdt 2t (1.1)

Cai Jiaqi 4<% lii(6.1.4)

Chen GuolH# (4.2)

Chen KaigeFf#l#K (1;2.3.2; 2.3.5;4.2;5.1; 5.2.1)
Chen Weijun[% A% (4.3)

Cheng Yin (1.1)

Cheng Yusuf£# 7 (4.2)

Cheng, Andrewf£#: 75 (2.3.6)

Cui Zien # TR (2.3.5.4; 2.3.6;4.2; 4.3; 4.4.3)
De Sica, Vittorio (5.2.1; 5.2.3.2)

Diao Yinan 178 (2.3.6)

Du Haibin #Lifg% (4.2)

Duan JinchuarB:#3 )11 (3.4; 4.2; 6.1.2)

Fei Mu #¢%2 (1.1)

Fellini, Federico (5.21)

Godard, Jean-Luc (5.2.1; 5.2.3.2)

Guan HU g (2.3.2; 2.3.5.4)

Han Xiaolei #i/N&: (2.3.4)

He Jianjun % (2.3.2; 2.3.6)

Hou Xiaoxian (Hou Hsiao Hsienfc % (5.1; 5.2)
Hu Mei #H3# (1.1; 2.3.5)

Hu Shu #Ji (4.2; 4.3)

Hu Xinyu #1#r5 (6.1.2; 6.2.3)
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Hu Xueyangiti%s (2.3.2)

Huang Jianxin# 281 (1.2.1.2)

Huang Jianzhong& i+ (1.2.1.4)

Ji Dan 1 (4.1; 6.1.2)

Jia Zhangke®i#i#] (2.3.2; 2.3.3; 2.3.5.4; 2.3.6; 4.1, 4.4.2; 4.5, 5.1, 5.2)
Jiang WenZ:3L (2.3.3)

Jiang Yue ¥t (4.2;6.1.2)

Jin Chen &% (2.3.5.2)

Kang JianningFEfEIH (4.2)

Keifenheim, Barbara (6.1.4)

Li Kit Ming, 2= (5.2.2)

Li Shaohong#=/>41. (1.1)

Li Xin Z=fik (2.3.5.3)

Li Xin Z=Hr (6.1.4)

LiYang %4 (4.2; 4.4.2)

Li Yifan 24— (6.2.2; 6.2.3)

LiYu Z£ (2.3.5.4;2.3.6; 4.2; 4.6)

Ling Zifeng #1 X (1.1)

Liu Bingjian X|JK% (2.3.6; 4.2)

Liu Binyan x|t (2.3.5.4)

Liu Hao x5 (4.2; 4.6)

Loehr, Peter (Luo Y)%'%% (2.3.5.2)

Lou Ye %4 (2.3.2; 2.3.3;2.3.5.3; 2.3.5.4; 4.2)
Lu Xuechangif®# K (2.3.2; 2.3.3; 2.3.4)
Li Yue Bk (4.2)

Lucas, George (2.3.5.3)

Luo Yi (Peter Loehr)¥' % (2.3.5.2)
Mélies (5.1)



Miklos Jancso (5.21)

Ning Hao T (4.2)

Ning Ying Tl (4.2)

Rayns, Tony (5.2.3.2)
Rosenbaum, Jonathan (5.21)
Ruiz, Raul (5.21)

Sha Qing# (4.1;6.1.2)

Sheng Zhimin/&E ) (4.2)

Shi Jian i (1] (3.4)

Shi Runjiu JilH ¥ (2.3.5.2)

Somi (6.1.4)

Sun Yu fpift (1.1)

Takeshi Kitano (5.2.4)

Talentino (2.3.5.3)

Tan Danhongi® 4L (4.4)

Tang XiaobaiJH# X [1 (4.4.2)

Teo, Stephen (5.21)

Tian Zhuangzhuangt 2 (1)
Wang Bing T 1< (2.3.6; 4.2; 4.4.2)
Wang Chao i (2.3.2;2.3.5.4; 2.3.6; 4.2; 4.4.2; 4.6)
Wang Fen L35 (4.2)

Wang Guangli FY6F] ( 2.3.6)
Wang Quanant- 4% (2.3.5.3)
Wang Xiaoshuaif-/Mifl (2.3.2; 2.3.3; 2.3.4; 2.3.5.3; 2.3.6; 4.1; 4.5, 4.6;
6.2.3)

Wiseman, Frederic (5.2.3.2)

Woo, John &2 F#% (5.2.3.2)

Wu Di 2t (2.3.6)

Wu Tianming &K (1.1; 1.2.1.4)
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Wu Wenguang % (4.2;4.3; 6.1.2)
Wu Yigong =7 (1.1)

Wu Ziniu =74 (1.1)

Xia Yan 21 (1.1)

Xie Fei #if & (1.1)

Xie Jin ¥ (1.1)

Yan XueshuFiz=z Al (1.2.1.4)

Yan Yu 5/ (6.2.2; 6.2.3)

Yang Fudongt4 %= (4.2)

Yang Guanghuait% Jtif§ (6.1.4)

Yang Hansheng# i = (1.1)

Yang Kun #% & (6.1.4)

Yang Tianyi K4 (4.1, 4.2;6.1.2)
Yasujiro Ozu (5.21)

Yu Lik-wai (Yu Liwei) &714 (4.5.4;5.2.2)
Yu Liwei (Yu Lik-wai) &4 (4.5.4;5.2.2)
Zhang Junzhaok %] (1.2.1)

Zhang Ming %] (2.3.2)

Zhang NuanxinskBZfr (1.1)

Zhang Qi 7k (1.2.1.4)

Zhang Shuihuaik/K4E (1.1)

Zhang Yang#¥; (2.3.5.2)

Zhang Yimou 5k Zik (1; 2)

Zhang YuanikJt (2.3.2; 2.3.3; 2.3.6)
Zheng Dongtian)fiH K (1.1)

Zheng Junli 38 4L (1.1)

Zheng Zhengqiw® 1IEFK (1.1)

Zhong Huaff*E (4.4.2)
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Zhou Hongxiang/# 5L (2.3.6)
Zhu ChuanmingZ&A 58] (4.1; 4.2; 4.4.2)
Zhu Wen K 3C (4.2; 4.4.3; 4.6)
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5. Index of films

A Good Woman (Liang Jia Fu NU) (1.2.1.4)

A Lady Left Behind (Liu Shou N Shi) (2.3.2)

A Lingering Face (Fei Chang Xia Ri) (2.3.2)

A Love Forsaken Corner (Bei Ai Qing Yi Wang de Jiam) (1.2.1.4)
Ai Qing Ma La Tang (Spicy Love Soup) (2.3.5.2)

All the Way (Zou Dao Di) (2.3.5.2)

All Tomorrow's Parties (Ming Ri Tian Ya) (4.3; 41%.

Along the Railway (Tie Lu Yan Xian) (4.5.3 ; 4.5.4)

American Grafitti (2.3.5.3)

An Yang Yin Er (Orphan of Anyang) (2.3.2; 2.3.5246; 4.4.2; 4.4; 4.5.1)
Ayaya, Qu Bu Ru (Feeding Boys, Ayaya) (2.6)

Bai Ta (White Tower) (6.1.2)

Barkhor Jie Shi Liu Hao (Barkhor South Street N®). (6.1.2)
Barkhor South Street No.16 (Barkhor Jie Shi Liu H&ol1.2)

Before the Flood (Yan Mo) (6.2.1; 6.2.2)

Before the Rain (2.3.5.3)

Bei Ai Qing Yi Wang de Jiao Luo (A Love Forsakenr@er) (1.2.1.4)
Bei Ying (In the Background) (6.2.1)

Beijing Bastards (Beijing Za Zhong) (2.3.2)

Beijing Bicycle (Shi Qi Sui de Dan Che) (2.3.2;.3.3)

Beijing de Feng Hen Da (There's A Strong Wind iniBg) (4.3; 4.5.3)
Beijing Munitions Worker (Beijing Tan Jiang) (4.1.3

Beijing Tan Jiang (Bejing Munitions Worker) (4.1.3)

Beijing Za Zhong (Beijing Bastards) (2.3.2)

Between Life and Death (Sheng Si Zhi Jian) (6.1.2)

Bian Dan Gu Niang (So Close to Paradise) (4.6)

Blind Shaft (Mang Jing) (4.4.2; 4.5.1)

Blossoming in the Wind (Feng Jing) (6.1.2)

Box (He Zi) (4.4)
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Breathless (5.2.3.2)

Bridge (3.3)

Bu Kuai Le de Bu Zhi Yi Ge (They Are Not the Onlynhbppy Couple) (4.4)
Bu Liao Qing (Endless Emotions) (3.2)

Bumming in Beijing (Liu Lang Bei Jing) (4.1.1; 62).
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Zusammenfassung
in deutscher Sprache

1. Motivation, Fragestellung und Forschungsstand

Selbst Teil der Neuen Dokumentarfilmbewegung inn@hiag es fir mich nahe, meine
Dissertation Uber die jingste Filmemachergeneraitioder Volksrepublik zu schreiben.

Hinzu kommt, dass ich mich seit meinem Studium alénesischen Literaturwissenschaft
mit den verschiedenen Angeboten an theoretischesétaen und den Paradigmenwechsel
auseinander gesetzt habe. Abstand zu nehmen undPudiduktion so genannter

unabhangiger Filmemacher seit den spaten 90er nlatissenschaftlich zu untersuchen,

konnte zugleich auch fir meine SelbstreflexiorDa&umentarfilmemacher férderlich sein.

Um die Neue Dokumentarfiimbewegung zu verstehargrisierlei notwendig: Erstens, die
Dokumentarfilme stehen in einem bestimmten Konteittden zeitgleichen Spielfilmen, so
dass das Thema der vorliegenden Arbeit beide Gemyekumentar- und Spielfilme,
gleichberechtigt in den Blick nimmt. Beide bildeitemander einen horizontalen Kontext.
Zweitens stehen sie zugleich in einem historisdvertikalen) Film-Kontext, ohne den die
Entstehung der Neuen Filmbewegung nicht zu begrage Drittens sind beide Genres,
Dokumentar- und Spielfilme, in ihrer Entstehung lrdwicklung wiederum abhéangig von
bestimmten synchronen und diachronen soziopolgischKontexten der weiteren
Gesellschaft, die ebenfalls zu beriicksichtigen.sind

Daraus ergibt sich folgende Gliederung: Im 1. Kelpitird die Vorlaufer-Generation, die so
genannte Funfte Generation, behandelt, die ersteer@gon von Absolventen der
Filmakademie in Beijing nach dem offiziellen Ender dulturrevolution und dem Beginn
der Offnungs- und Reformpolitik zu Beginn der 80ahre. Das 2. Kapitel untersucht die so
genannte Sechste Generation von Filmemachern,iwiEiohfte ausschlie3lich Produzenten
von Spielfilmen. Im 3. Kapitel steht die erste Doilentarfilmbewegung nach der
Kulturrevolution zur Debatte, die sich ausschliefdlim Rahmen zentraler und lokaler
Fernsehanstalten entwickelte. Das 4. Kapitel, daz$tiiick der vorliegenden Arbeit, nimmt
die unabhangigen Filmemacher und deren Werke (fpielund Dokumentarfilme), die
seit den spaten 90er Jahren von sich Reden maohden Blick. Sie sind bereits die Kinder
der digitalen Revolution und ohne diese nicht naigliewesen. Die Kapitel 5 und 6 sind als
Fallstudien ¢ase-studieskonzipiert, wobei im 5. Kapitel als exemplariscpiefilme von
Jia Zhangke untersucht werden, wahrend im 6. Klapkemplarisch fiir die Entwicklung

und Verbreitung des Dokumentarfiims das Yunnan Mw@ulture Visual Festival
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(YUNFEST), sein Anliegen und seine Aktivitaten inittdlpunkt stehen.

Der Forschungsstand zur 5. und zur 6. Generattpwvenn man die vielen Artikel, einige
Dissertationen, Sammelbande und UbersetzungengareMonographien, zugrunde legt,
international gesehen, gar nicht so schlecht zueltew, wenn auch zwei bis drei
Monographien bisher nur als akademische Prifungiarbund unverdéffentlicht vorliegen.
Anders verhalt es sich mit der jlingsten Filmemagdweration, die allenfalls in
Festivalbroschiren, Pressemappen des Filmverl&ith®zeitschriften oder auch in der
Tagespresse sowie im Internet eher oberflachlichprioehen worden sind. Eine die
verschiedenen Filmemacher-Generationen vergleiehentntersuchung in  der
gegenwartigen Volksrepublik, die zugleich die jdigen sozialpolitischen Hintergriinde mit
berticksichtigt, liegt meines Wissens weder im Wesigch in China vor. Immerhin konnte
ich bei der Abfassung dieser Dissertation auf filmfiesische Blicher zurlickgreifen, die alle
nach der Jahrtausendwende erschienen sind. Zwendand so genannte DV-Handblcher,
in denen es vor allem um den Zusammenhang zwisgeeuligitalen Revolution und der
Entstehung der Neuen Filmbewegung seit Ende der 3@lere geht. Die anderen drei
Bicher drehen sich ausschlie3lich um den chinemisBlokumentarfilm, wobei LU Xinyu's
Sammelband aus Vortragen und Interviews, das fiBdapitel verwendet werden konnte,
einen akademischen Standpunkt vertritt und vomralie erste TV-Dokumentarbewegung
kritisch beleuchtet. Shan Wanli's Handbuch fur dokntarisches Filmen wiederum ist aus
der offiziellen Perspektive geschrieben und stelitsprechend offizielle Kriterien fir
dokumentarisches Filmen in der VR China bereit. Dsigte Buch stammt von Wu
Wenguang, selbst ein unabhéngiger Dokumentar-Fikcber der neuen Bewegung, der
eine wichtige Rolle spielte in der Vermittlung imationaler Ideen und Methoden zum

dokumentarischen Filmen.

2. Methodische Uberlegungen

Von Anfang war mir klar, dass die subjektiven Waimmungen der Filmemacher auf der
einen Seite und die gesellschaftspolitischen Kdeteauf der anderen und -- zwischen
beiden vermittelnd -- verschiedene Diskurse gleichbhtigt in die Analyse einzubeziehen
sind. Interessanterweise verlaufen in China digemusigten Diskurse nicht zuletzt entlang
der Generationslinie bzw. prallen als sozial reléwaBnergien die der Generationen
aufeinander, anders gesagt: Generationswechsalteedei uns haufig Paradigmenwechsel.
Mit dem hier gewahlten Ansatz, soziale Kontexte wsubjektive Wahrnehmungen zu

verknipfen, fihle ich am ehesten der New Historpwrden, die sich wie folgt gegen die

16z



alte Struktur- und Sozialgeschichte abgrenzt:

“From this point of view, any action is undoubtedg social history maintains, a response
to the pressure and requirements of social conkertjt is a discursively mediated, not a
structurally determined response. New history nedispenses with social context nor
minimizes its importance in explaining people’'si@ts as traditional history and its
revisionist revival do. What it claims is that smctontext makes its contribution to the
configuration of practice, not as an objective touctural instance, but simply as a material
support and referent®

Doch stellte sich im Verlauf der Arbeit bald heradass eine weitere Differenzierung
sinnvoll ist: Die subjektiven Wahrnehmungen lass&h namlich unterscheiden in das
individuell Subjektive (z.B. Hu Xinyus Feststellungr sei ein Mannerverrater) und das
kollektiv Subjektive (z.B. die subjektive Wahrnehmgueinzelner Filmemacher als Teil einer
Generation). Der soziale Kontext wiederum umfasst chdividuell Objektive (z.B. Jia
Zhangkes Kindheit und Jugend in einer landlicheeirgtadt) und das kollektiv Objektive
(z.B. das Ende der Kulturrevolution bzw. die digtRevolution).

Wenn ich mir zutraue, eine wissenschaftliche Ahfags Uber die jlngste
Filmemacher-Generation zu schreiben, obwohl ichhnselbst als Teil dieser Bewegung
betrachte und dariiber hinaus einer der Organisattee im 6. Kapitel untersuchten Yunnan
Multi Culture Visual Festival (YUNFEST) bin, so nfiie ich auf den Kieler Philosophen
Hermann Schmitz verweisen, der zwischen Empathie. Béerstricktsein (personaler
Regression) und reflektierender Distanzierung (peake Emanzipation) unterscheidet und
das bestandige Hin und Her in allen mdglichen 8inan des Lebens behauptet. Teil einer
gemeinsamen Situation zu sein und mich immer wieden Zwecke der Reflexion und
Selbst-Reflexion  herauszuziehen, ist mir als DokuareFilmemacher eine
selbstverstandliches Vorgehensweise. So und niutiéra verstehe ich die Teilnehmende

Beobachtung.

3. Das erste Kapitel: Spielfilme -- die Vorlaufer-&neration

Dass sich die Fiinfte Generation, die erste FilmberaGeneration nach dem Ende der
Kulturrevolution, gegen die kulturrevolutionarenopagandistischen Ballettfiilme sowie
gegen sowijetisch inspirierte Filmkunst abzusetzaphte, also insgesamt gegen den
kommunistischen Diskurs, liegt auf der Hand. Diesgtzsich in der Thematik der Filme
ebenso wie in der Filmsprache. Fir Chen Kaige umé@ng Yimou, um in dieser
Zusammenfassung nur die beiden auch im Westen bedstan Reprasentanten zu nennen,
kam es thematisch vor allem auf eine Neueinschgtden Geschichte (Einer und die Acht,

Gelbe Erde, Rote Hirse, Die groRe Parade) undrtgsher Figuren an (Der Kaiser und sein

196 cabrera, p. 91.
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Attentater, Hero). Geschichte gerat ihnen dabei,kegende”, wie Chen Kaige es auch
programmatisch formulierte. Umbewertet im Vergleizbr kommunistischen Ideologie
wurde auch die Gender-Frage. Vor allem Zhang Yifmaiin seinen Filmen (Rote Hirse, Ju
Dou, Die rote Laterne, Qiu Ju und Leben) die Komististhe Partei als Inbegriff
patriarchalischer Gewalt gegeil3elt und den reattar gymbolischen Vatermord, ausgel6st
durch die Lust der Mutter thematisiert. Andere ker der Funften wenden sich, zuweilen
verklarend, den nationalen Minderheiten zu, dieder kommunistischen Ideologie als
zurlickgebliebene Volker der Menschheitsgeschiobieegiet worden waren.

Die Filmsprache der Finften bedient sich aller natgin narrativen Strukturen, ist dort aber
innovativ, wo es um visuelle Techniken geht. Diespeisen sich z.T. aus der
traditionell-chinesischen Asthetik, wirken dabeiilimer expressiven (Farb-)Symbolik auch
fur chinesische Zuschauer oft ambivalent und verflend. Am ehesten erinnern sie an

Filmtechniken der Nouvelle Vague.

4. Das zweite Kapitel: Spielfilme -- Vergleich zwishen der Fiinften und der Sechsten
Generation

So wie die Finfte Generation ihren eigenen Disketablierte gegen die dominante
kommunistische Ideologie, so suchte sich die SecB&neration wiederum ihren Weg in
der Abgrenzung gegentber der Finften. Die VertidderSechsten, alle in den 60er Jahren
geboren, wurden durch die zunachst hoffnungsv@ar Jahre gepragt, betraten die Biihne
aber zu Beginn der 90er Jahre, d.h. nach der HErighrvon ,Tiananmen®, die als
traumatisch empfunden wurde.

Im Vergleich zur Finften konnte die Sechste aufeesehr viel gro3ere Vielfalt an
kinstlerischen Einflissen und Anregungen, nicheétzulaus dem Ausland, zurlckblicken.
Allein schon Zahl und Titel der Lieblingsfilme singrraterisch in dieser Hinsicht. Hinzu
kommen die Einflisse von Videofilmen und Raubkopien Filmen auf DVD.

Die Namensfindung, die in der SelbstbezeichnungchSe Generation“ mindete, kam
einem Prozess der Identitatsfindung gleich, sedfssténdlich in Abgrenzung gegeniiber der
inzwischen weltweit beriihmten und erfolgreichenfi@mGeneration. Spielte fiir die Fiinfte
die ,5000 Jahre alte chinesische Kultur* (ein Liegssatz von Chen Kaige) und die
,Nation* eine entscheidende Rolle, so wandten diehntreter der Sechsten Generation
zunéchst der marginalisierten stadtischen Jugendedenfalls den trivialen Dingen des
Lebens oder der Innenwelt von ganz normalen Memsch®&ar zu Beginn die
Namensgebung auch ein Label fir den Abgrenzungsdisgegeniber der Funften, so
wurde die Selbstbezeichnung bald zu einer kommizidarkenbezeichnung.

Die meisten herausragenden Filmemacher der Secdkstetifizieren sich zwar mit diesem
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Generationskonzept, legen aber zugleich Wert dadags andere Aspekte fur sie selbst
entscheidender waren und sind als Rebellion odgrektzung gegen.... Vor allem ging es
ihnen um Selbstbehauptung um des Selbst-Ausdrudkes.

Die Sechste Generation ist aber auch unter den Nabhetergrund-“ und ,unabhangige
Filmemacher" bekannt, und diese Bezeichnung ladsirs Probleme und Zwange bei der
Selbstbehauptung im heutigen China vermuten. Niaht dass sie Filme produzierten, die
so nicht von staatlichen Filmstudios hatten proeldziverden kdnnen; man konnte ihnen
auch keine Stelle anbieten, standen sie doch atler Wlem Verdacht, in irgendeiner Weise
an den ,Tiananmen-Ereignissen“ von 1989 beteiletgsen zu sein. Ein Ausgleich bot die
Rezeption und Anerkennung auf westlichen Film Kalgj die ihnen zugleich die
Gelegenheit gab, andere Lebens-, Dreh- und Pramhgkiedingungen kennen zu lernen.
Grundsatzlich stand jeder von ihnen vor der Enidcimg, ,innerhalb des Systems® zu
arbeiten mit den Kompromissen, dass die Filme gislitisch korrekt* ,politisch
sicher* oder ,politisch einmutig” gehandelt wurdeoger ,aulerhalb des Systems* zu
bleiben unter den entsprechend schwierigen Bedggumund immer frustriert, dass ihre
Filme nicht im eigenen Land gezeigt werden kdonnes,sei denn vor einem kleinen
ausgewahlten Publikum intellektueller oder kleirggiticher Herkunft in Bars oder auf
Ausstellungen, wobei letztere Gefahr laufen, alibdraStrecke geschlossen zu werden. Die
Kompromissbereitschaft lief auf Versuche hinaust dém offiziellen System, mit dem
innerchinesischen Markt und der Massenkultur in tdkihzu kommen. Interessanter fur
mich als Filmemacher sind die Schritte einzelnieh snmer wieder in der Wahl narrativer
Strukturen auf die internationale Filmgeschichtebmziehen, Beispiele hierfir sind die
Filme Eclipse von Wang Quanan un8uzhou Rivervon Luo Ye, die von Kieslowski's
Veronica’s Double Lifeinspiriert sind. Vom Interesse der Sechsten arivithakllen
Schicksalen, die von Marginalisierung oder Exklnsi®droht sind, war schon die Rede.
Zuweilen gerat diese Beschéaftigung mit der aktneRealitét in den grol3en chinesischen
Stadten im Sinne des Selbstausdrucks allerdingsrmr narzisstischen Beschaftigung mit
der eigenen Jugend. So fehlt mir z.B. in Guan HRii$ unsd Lou Ye'sWeekend Lover
Reflexion und Selbstreflexion.

Dass die Sechste aber auch mutig Tabuthemen deestbihen Gesellschaft aufgriff,
belegen die Filme Uber Homosexualitdt aus manniidhen and Womennd Fish and
Elephant aus weiblicher Sicht. Die besten und zugleich iebfigsten Filme wahrhaft
unabhangiger Filmemacher sind fur mtmo Wuvon Jia Zhangke, auf den im 5. Kapitel
noch eigens einzugehen ist, ulidyang Orpharvon Wang Chao.

Trotz der vielen Unterschiede zwischen den einzeliidmemachern der Sechsten

Generation moéchte ich als eine gemeinsame Herangekee dieser Generation oder
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Bewegung herausstreichen: die Verknipfung zwisdsenOberflachen alltdglichen Lebens
und den inneren Denk- und Geflihlsablaufen einfabterschen. Hier liegt auch die grofite
Diskrepanz zur Funften Generation., zugleich abier Aanknupfungspunkt fir die

nachfolgende jlingste Filmemachergeneration seisgéaten 90er Jahren.

5. War bisher nur von Spielflmen die Rede, so kommem Dritten Kapitel:
Fernseh-Dokumentarfilme der 80er und friihen 90er Jare zur Sprache. Hier lasst sich
keine Einheitlichkeit ausmachen, aufler dass sicle dirste Bewegung von
Dokumentarfilmen nach der Kulturrevolution innethaes Systems, namlich im Rahmen
der zentralen und lokalen Fernsehanstalten, endlteckind sich, analog zum Programm der
Sechsten, auf die Fahnen geschrieben hatte: ,déachen Dingen des Lebens auf der Spur
zu sein“. Voraussetzung dafur war die Verbreitueg Bernsehens, die erst ganz allmé&hlich
in den frihen 80er Jahren begonnen hatte. Das Zusatreffen zu Chinesisch Neujahr in
der Nachbarschaft, wo solch ein kostbares Teil aoden war, gehort zu den
Kindheitserinnerungen meiner Generation. Erst Emge 80er konnten privilegierte
Familien sich sogar einen Farbfernseher leistennder setzte seine Massenwirksamkeit
ein. Der gegenwartige chinesische Dokumentarfilpabe so jenseits aller auslandischen
Einflusse, mit Ausnahme vielleicht von Anleihengajscher Asthetik. Filme, wighe Story

of Wu Pingtai's RoamingndFather’s Letter from the Battlegroursind hier zu nennen.

Mit dem zunéchst geringen internationalen Austausal es zusammenhangen, wenn viele
Fernsehfilmemacher an einem objektivistischen wsemtialistischen Paradigma festhielten,
also daseine Dokumentierenach wie vor fir mdglich hielten. Andere sprangstoch auf
den Zug der postmodernen Paradigmenwechsel adbumdilierten ihre konstruktivistische
Position wie folgt: ,Dokumentierte Realitat hat Inis mit Wahrheit zu tun®, ist allenfalls
»eine Art asthetischer Stil, der sich der Wahrlagihdhert* (Zhong Danian und Sun Yanbin).
Den Diskussionen, die darauf folgten und an denén Minyu, eine promovierte
Literaturwissenschaftlerin und Professorin fir d@alismus in Shanghai, ganz entscheidend
beteiligt war, fehlte gewiss die Differenzierthdir ,Spielarten des Dokumentierens”, wie
sie Elisabeth Moh}” formuliert — von deiDokumentarischen Methode der Interpretation
nach Garfinkel Uber das starke Dokumentieren (Wihddn) und denAnti-Dokumentieren
(Konstruktivismus) bis hin zunfParadoxen Dokumentiere(speaking nearbyon Trinh
Minh Ha) und eineninstrumentellen Dokumentiereats niitzliche Fiktion. Dennoch wurde
die Krise der Reprasentation in Rechnung gestatit Begriffe wie Realitat, Wahrheit und

Authentizitat auf inre weitere Brauchbarkeit hiretjrtft.

197 Spielarten des Dokumentierens nach der Reprasengitiise Stuttgart (Lucius und Lucius) 2002.
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Die schon erwéhnte LU Xinyu, die seit Mitte der 90ahre eine Krise im Selbstverstandnis

der TV Dokumentarfilmemacher diagnostizierte, setzich in ihren Vortragen und

Interviews, die sie in einem 2003 publizierten Sastrand vereinigte, daflr ein, dem

Dokumentarfilm im Fernsehen neben den Genres Machrichten Reportagenund

Fernsehspielfiimerzwischenoffizieller, Elite- und Massenkultuginen legitimen Raum zu

sichern. Dabei kommt sie zu Positionen, die zum Tajenigen der nachfolgenden

Dokumentarfilmbewegung, die seit den spaten 90dmreda in Erscheinung tritt,

vorwegnahmen:

- Thematisch sollte ein Dokumentarfilm mit realen Memen und realen Ereignissen
befasst sein.

- Er sollte historisch und gesellschaftlich relevamdl signifikant sein, ungeachtet seiner
aktuellen Wirkungen und Flichtigkeit.

- Er sollte nicht Fakten, sondern die Gefuhlsweltloreffenden Personen in den
Mittelpunkt stellen, damit ein Austausch von Empattwischen Protagonist und
Publikum mdglich ist.

- Jedem Dokumentarfilm liegt ein bestimmtes Welt- ehschenbild zugrunde, das
deutlich werden mufR3.

- Trotz des Gefuhlsaustausches zwischen PublikunPuoighgonist miissen Filmemacher
einenrationalen Schirmaufbauen, der das Publikum zum Nachdenken tber die
Gesellschaft und tber sich selbst bewegt.

- Die Filmemacher haben die Pflicht, ihr Anliegen wlel Tatsache, dass es sich um eine
subjektive Interpretation und zugleich um einerhnizuletzt auch durch die Kamera

bedingten Eingriff in die Wirklichkeit handelt, treparent zu machen.

6. Das vierte Kapitel: Die Bewegung des unabhéangige-iimes seit den spaten 90er
Jahren.

Diese Bewegung ist ohne die digitale Revolutior, skit Mitte der 90er Jahre in China Ful3
fasste, nicht mdglich gewesen. Einige Reprasentamiaren schon als Vertreter der
Sechsten Generation hervorgetreten, hielten abér ilren weiteren Produktionen
konsequent an der Unabhangigkeit vom System festlass sie auch zur nachfolgenden
Bewegung zu rechnen sind. Dazu gehort in erstaelder Spielflmemacher Jia Zhangke,
dem als Fallstudie das 5. Kapitel gewidmet ist. Adie Fokussierung auf das Lokale, die
schon bei der Sechsten Generation deutlich wuetet sich fort bzw. wird weiter voran
getrieben bis hin zum Gebrauch von lokalen Dialektie unibersetzt bleiben und dem
chinesischen Publikum ebenso fremd sind wie derstereiDeutschen das Chinesische.

Analoges gilt fur das Anliegen des Selbstausdryc#ies filmischen Verarbeitung eigener
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Jugenderfahrungen, ohne in den Narzissmus einiggreter der Sechsten Generation zu
verfallen.

Erneut wird das Generations-Konzept fur die Sedysténdigung bemiht bzw. das
Vokabular ,unabhangig“ und ,Untergrund“ von der Bsten (bernommen. Auch vant
film, folk film und persoénlichen Filmernist die Rede. Ich ziehe allen Vorschlagen die
Bezeichnung als ,unabhangig” vor. Sie wurden vdfiziellen System nicht unterstiitzt,
auch nicht verboten, aber bisher ignoriert. Offeimdich gibt es jedoch geniigend Risse und
Schlupfwinkel im System, wo diese Filme entstelexistieren und sich verbreiten kénnen.
Allerdings zeichnet sich derzeit eine kleine Hoffguam Horizont ab, dass mehr Toleranz
maglich sein kénnte und diese Filme ein breiterésasisches Publikum erreichen wiirden,
der Traum aller dieser Filmemacher.

In diesem vierten zentralen Kapitel sind Spielfimeecher und Dokumentarfilmemacher der
jungsten Filmemachergeneration gleichberechtigtretem, denn die Gemeinsamkeiten
Uberwiegen, ob es sich um die verworrenen Lebel@iferder Einzelnen handelt oder das
geringfiigige Budget, die damit zusammenhangendsivekleine Filmcrew, die digitale
Handkamera, die Thematik der lokalen Narrationerr &elbstausdruck, der zwar
Narzissmus vermeidet, aber etwas zuweilen moisdistausfallen kann, das Genderthema,
das kleine Publikum in Cafes, Bars, Restaurants neuerdings lokalen Film Festivals.
Dabei geschieht die Verbreitung der Filme hauptgéch wie kdnnte es anders sein -- Uber
die Diskette. Nach vor zeigen die Organisatorenthebsr Film Festivals ein groRes
Interesse auch an diesen jingsten Produktionendiwddage aufwirft, fir wen diese Filme

eigentlich gemacht werden, wer sie hach welcheteKen eigentlich bewertet.

7. Das funfte Kapitel: Jia Zhangke und seine Filme -- Fallstudie eines
Spielfilmemachersist, wie schon angekiindigt, dem Vermitiberr excellencewischen der
Sechsten und der jingsten Generation gewidmeteitigsteht er exemplarisch mit seinen
sehr gelungenen Filmefiao Shan kehrt nach Hause zur{iXkao WuundDie Biuhngengl.
Platform) fir das Anliegen der unabhangigen Filmemea

In meinem Interview mit Jia Zhangke im April 2004rk es mir vor allem auf sein
Selbstverstandnis an, auch im Hinblick auf das @Gaimmnskonzept, also auf das
individuelle Subjektivaind daskollektiv Subjektivi®, obwohl ihm ja gerade das Spagat
zwischen der Sechsten und jingsten Filmemachemg@gmergelang. Jia Zhangke ist
zugleich Schriftsteller, was sein Experimentiereit werschiedenen narrativen Stilen

erklaren mag. Den groRRen Unterschied zwischen eiliterarischen und seinen

1% Jmmer verstanden als Identitat des Einzelnen ai$ diner Gruppe und nicht etwa Identitéat einer
Gruppe.
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Filmproduktionen sieht er selbst darin, dass eestemGeschehen und Tueben, wahrend
er beim Filmen eigentlich nuba-Seinmdchte und ,,China on the spot, d.h. China gerade
hier und jetzt, ,dokumentieren* méchte. Dies erkiden dokumentarischen Stil in seinen
Spielfilmen, wo der Zuschauer, z.B. in der EndszemeXiao Wuauf eine Weise in den
Film hinein genommen wird, dass Realitat und Fiktieerschwimmen. Das dadurch
ausgeldste Befremden, wenn nicht gar von SchocRdae sein kann, setzt unmittelbar die
Reflexion und Selbstreflexion in Gang.

Den Generationen- und damit Paradigmenwechsel wnFdnften Generation zu den
unabhangigen Filmemachern interpretiert er zumreals Folge deollektiv objektiven
Kontextes, der durch die digitale Revolution und Hreignisse von , Tiananmen* markiert
ist. Zum anderen erklart er den Generations- unddiRgmenwechsel, d.h. das jeweils
Kollektive Subjektivemit dem Verweis auf die analogen Jugenderfahrumigen analoge
Sozialisation (z.B. pop-Musik, internationale Filesghichte und -szene), d.h. mit dem
gemeinsamen kulturellen Gedachtnis. Auch der doktamsche Stil gehort zu diesem
spezifischen Generationsphanomen. Von einer bearusdtbellion gegen den Diskurs der
Funften wollte er jedenfalls nichts wissen, zunsatler FilmGelbe Erdewar, der in ihm den
Wunsch weckte, selber einen Film zu machen.

Alle drei von mir interpretierten Filme haben imational Anerkennung und Preise
gewonnen und bestechen durch ihre narrativen Hnféb genannténtertitles in Xiao
Shan..,; die multiple Personlichkeit des professionell&iebes Xiao Wu in dem
gleichnamigen Film, die in unterschiedlichen saidKontexten zum Vorschein kommt, die
Uberraschungen im Schicksal seiner ,Geschenke‘afiifere (das gestohlene Geld, Ring
und Handy), die ihm selbst zum Schicksal werdemt micht zuletzt, inder Biihne(engl.
Platform) die vielen Leerstellen (wuste Industmelschaften, Schweigen) und in allen
Filmen pop songs und pop Kultur -- ein breites Badas die stadtische und landliche

Jugend Chinas miteinander verknUpft.

8. Das sechste und letzte Kapitel: YUNFEST -- Fatisdie Uber den aktuellen
unabhangigen Dokumentarfilm seit Ende der 90er Jatw.

In diesem Kapitel kam es mir zum einen darauf &m, gegenwartigen Dokumentarfilm an
zwei exemplarischen Filmen zu illustrieren. Zum ened sollte das Yunnan Multi Culture
Visual Festival (YUNFEST) vorgestellt werden ala &eispiel fir ein gelungenes Projekt
der Verbreitung dieser Filme sowie fir nachahmenmse Networking zwischen
Filmemachern, TV-Stationen, Publikum und Organisatdokaler Film Festivals, innerhalb
China, aber auch Uber die siidchinesischen Grerniaesedn

Selbstverstandlich gilt fur die zweite Dokumentiarbewegung das, was schon im 4.
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Kapitel fur alle Filme dieser Zeit gesagt wurde:n@tdie digitale Revolution ware sie nicht
mdoglich gewesen.

Das thematische Interesse konnte man mit ,Vielsigkeit* (multivocality) umschreiben.
Um diese zu prazisieren, bieten sich folgende Kptezan: Realitat, Utopie und Nostalgie
sowie kollektives Gedachtnis und kulturelle Vietfal

Die Nahe zur ,realen” alltaglichen Lebenswelt Hétin erster Linie das Schicksal und die
subjektiven Empfindungen von Minderheiten, Opfend Werlierern der Modernisierungs-
und Globalisierungsprozesse in China. Diese NaheRaalitdt wird immer noch als
Gegendiskurs gegeniber der offiziellen Ideologigriffen. Dabei steht fiir die meisten
aul3er Frage, dass es letztlich immer nur um subgekVahrnehmung handeln kann. So ist
auch der Satz ,Meine Kamera llgt nicht* gemeint,ataletztlich nur das, was ich selber
wahrnehme, als Wahrheit bezeichnen kann, wahrelndais einzelner die so genannte
objektive Wahrheit gar nicht ausmachen oder garpiflien kann. In diesem Sinne ist es
auch zu verstehen, wenn ich die aktuellen chinksiscDokumentarfilme in zwei
Kategorien einteilte: Die Suche nach sozialer Réalind die Suche nach privater Realitat.
Als Beispiel fur ersteres Anliegen habe ich demPior der Flut(engl. Before the Flood)
analysiert, wo es um das groR3 angelegte Drei-ShtdneStaudammprojekt geht. Als
Beispiel fur das zweite Anliegen steht der Firer Manr(engl. The Man), wo der Regisseur
Uber einige Monate hinweg mit zwei Freunden AlltAgkohol und die Geschichten tber
Frauen bzw. den Frauenhass teilt.

Den thematischen Schwerpunkt ,Utopie und Nostaldjigstrieren vor allem Filme Uber die
tibetische Minderheit sowohl in der Autonomen Regidbet als auch in den angrenzenden
chinesischen Provinzen, vor allem Yunnan. Aber adah landliche China erscheint als
bessere Gegenwelt gegeniiber den Megastadten &iister in denen der einzelne verloren
geht und jede Sinnstiftung im Uberlebenskampf abbBankommt. So wiirde ich die
betreffenden Filme auch nicht als exotisierend d@kispiele fir ,othering” interpretieren,
zumal die Filmemacher z.T. auf der Suche nach ikigenen Wurzeln sind, auf der Suche
nach dem verlorenen Paradies ihrer eigenen KindAaith lassen die Filmemacher mehr
als Utopie den Respekt durchblicken angesichtsr @lng vorgefundenen sinn-stiftenden
Art und Weise zu leben und zu Uberleben. Nichttztlsteht hinter diesen nostalgischen
Filmen das Beddrfnis, diese Welten, die vom Versoben bedroht sind angesichts der alles
durchdringenden Modernisierung, zumindest im keltan Gedachtnis aufzubewahren.

Als Fallbeispiel fir eine unabhéngige Institutior @in untrennbarer Teil dieser Neuen
Dokumentarfilmbewegung ist, habe ich das YUNFEST&etvM.ES$. ist es vorbildlich mit
seinen verschiedenen Aktivitaten, von der Orgaitisader alle zwei Jahre stattfindenden

Yunnan Multi Culture Visual Festivals bis hin zurchaffung eines Forums fir
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gleichberechtigten Dialog zwischen Filmemacherniréern der lokalen Fernsehanstalten,
des Provinzmuseums und der Provinzialbibliothek alfeh méglichen NGO's vor Ort und
nicht zuletzt dem Publikum. Auch die Auseinandemsety mit methodischen und
technischen Entwicklungen im internationalen dokotaeschen Filmen gehort dazu.
YUNFEST ist auch nicht nur mit Filmen befasst, samdbezieht samtliche Dokumente
einer Visuellen Anthropologie ein (inkl. der in gaBuropa verstreuten Fotos aus dem alten

Yunnan).

Meine Zusammenfassung in Theselautet

1. In China werden Machtdiskurse oft entlang dené€Bationen-Linie ausgetragen. Dies gilt
auch fur den chinesischen Film nach der Kulturratioh. Filmemacher ergreifen das
Generationen-Konzept, um ihr Selbstverstandniseinel kollektive Identitat zu begriinden.
Doch macht das Generationen-Konzept nur Sinn, wegim zugleich auch die Unterschiede
zwischen den einzelnen Filmemachern derselben @gémemnicht unterschlagt.

2. Aus der Rebellion gegen die offizielle marxisiis Historiographie und kommunistische
Ideologie war die Finfte Generation der chinesiscBgielflmemacher angetreten, um
Geschichte, historische Personlichkeiten, Gendémationale Minderheiten im Sinne ihres
Verstehens von Humanismus neu zu interpretieren.

3. lhre Begeisterung fir die groRen und immer wikelerenden Narrationen kommt in dem
programmatischen Satz von Chen Kaige zum Ausdrigékn ist Legende. Dieses
Programm wiederum holt die Sechste Generation awuf Elan, um dem Diskurs der
international auRerst erfolgreichen Fiunften ihregemen Fokus auf das Individuelle, das
Subijektive, das Lokale und die aktuelle Realitdtjegenzusetzen.

4. Die Sechste Generation ergreift ihre eigeneredderfahrungen und setzt diese in
filmisches Schaffen um. So wird Filmemachen flrzsiesiner Art Selbstausdruck.

5. Der Sechsten ist die Entstehung des unabhandigeres aulRerhalb des offiziellen
Systems zu verdanken. Unabhangigkeit war ihre egfimtum aus der Klemme zwischen
dem offiziellen System und dem Anliegen des Setastdrucks auszubrechen.

6. Analog zum Programm (Nahe zum Alltag der kleihente) der Spielflmemacher aus
der Sechsten entwickelt sich im Rahmen der zemtrated lokalen Fernsehanstalten die
erste Bewegung des chinesischen Dokumentarfilmis dexcKulturrevolution. In dem MaRe,
wie der Fernsehapparat in die chinesischen Familieinzog, entfaltete der
TV-Dokumentarfilm eine noch nie da gewesene Masskeamekeit.

7. Um im offiziellen Mediensystem Uberleben und amiideren Genres wie Nachrichten,
Reportagen und kommerziellen Filmen konkurrieren kdnnen, machten sich

TV-Dokumentarfilmemacher seit Mitte der 90er Jahaés eine Krise nicht mehr zu
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Ubersehen war, daran, herauszufinden, was eidgentlen Dokumentarfilm zum
Dokumentarfilm macht und damit unverzichtbar séisst. Li Xinyu, die Chronistin der
Krise und Medientheoretikerin, erwartet vom chiseben Dokumentarfilm, dass er reflexiv,
selbst-reflexiv sei und als eine Art ,patriotiscidachtwache” zu diene.

8. Mit dieser Definition nimmt sie in gewisser WeidPositionen der nachfolgenden
Generation der Filmemacher vorweg, die seit detesg@Der Jahren in Erscheinung treten.
9. Die digitale Revolution, die in China in den BQahre einsetzte, war die Voraussetzung
fur diese zweite Welle unabhéangiger Filmemacher.

10. Ihre Filme werden mit den Begriffen ,folk, far ,Untergrund®, ,personliche” und
,unabhangige Filme" belegt. Ich habe in dieser Uniehung die Bezeichnung
»=unabhangig" vorgezogen, weil die betreffenden Eimacher sich samtlich auBerhalb der
Wege des offiziellen Systems positionieren und mhakéimpfen, ihrer eigenen unabhangigen
Stimme Gehdr zu verschaffen.

11. Unabhangig zu sein bedeutet, kein Geld zu hdtwerbudgetFilme zu produzieren und
in relativ kleinen Teams zusammenzuarbeiten, wéetmt allein.

12. Was die Filmemacher seit den spaten 90er Jahnetneibt, ist ihre Sorge um
marginalisierte und ausgeschlossene Zeitgenosgsar Ond Verlierer im Modernisierung-
und Globalisierungsprozess.

13. Die Spielfilme der spaten 90er zeichnen siaicldeinen asthetischen Stil aus, der dem
dokumentarischen Filmen sehr nahe kommt.

14. AuBBer, dass die Spiel- und Dokumentarfilme iestichen Film Festivals auf der
Tagesordnung stehen, geschieht die VerbreitunghinaCin Cafés, Restaurants, vor allem
aber uber Disketten.

15. Lokalisierung und Aktualisierung der Filmem Gegensatz zur Finften Generation und
entschiedener auch im Vergleich zur Sechsten -elted lokale Geschichten im lokalen
Ambiente, lokale Dialekte und Themen aus dem Higt detzt in Festland-China.

16. Als Filmkritiker begeistert ausriefen, Jia Zbke habe ,Chinas kleine landliche Stadt
entdeckt”, trafen sie den Nagel auf den Kopf: Ed srine Filme stehen exemplarisch nicht
nur fir Lokalisierung und Aktualisierung, sondetm flie charakteristischen thematischen
und asthetischen Vorlieben der spaten 90er Jahrefiachergeneration. Deshalb sind Jia
Zhangkes Selbstverstandnis und die Analyse dreieesFilme Gegenstand einer Fallstudie
im Rahmen der vorliegenden Arbeit sind.

17. So wie Jia Zhangke und seine Spielfilme die Kiele des spaten 90er Spielfilms
verkdrpern, so kann das Yunnan Multi Culture Viskaktival (YUNFEST) im heutigen
China als ein vorbildliches Forum fir Dokumentani@ dieser Generation gelten. Hier

werden Dokumentarfilme nicht nur im Rahmen groRérestivals gezeigt und so einem
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groReren Kreis bekannt gemacht. Gleichzeitig veestelsich die Organisatoren --
weitgehend ehemalige Studenten des East Asiauitsstiir Visuelle Anthropologie (EAIVA)

-- als Vermittler, um den Dialog zwischen Dokumetdmemachern und anderen visuellen
Kunstlern, Forschenden aus der KulturwissenscWeftretern der lokalen Fernsehanstalten,
von Provinzialmuseum und Provinzialbibliothek unithh zuletzt dem allgemeinen

Publikum anzustoRen und lebendig zu halten.
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