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Introduction: Cinema and the National

JACKIE CHAN'S 1994 global breakthrough film Rumble in the Bronx is a dis-
locating experience in more ways than one. This is not just because of the
gravity-defying action, or because Jackie is far from his familiar Hong Kong.
Set in New York but shot in Vancouver, the film shows a Rocky Mountain
backdrop looming between skyscrapers where suburban flatlands should
be. The film also marks a watershed in Chan's efforts to transform him-
self from Hong Kong star to global superstar and his character from local
cop to transnational cop. Funded by a mix of Hong Kong, Canadian, and
American companies, Rumble in the Bronx is an eminently transnational
film. In its North American release version, it cannot even be classified us-
ing the currently fashionable term for films from different Chinese places,
“Chinese-language film” (huayu dianying):' not only are the settings and
locations far from China but all the dialogue is in English.2 Indeed, one fan
claims Rumble in the Bronx for the United States when he complains that,
“From the very start you will realize that this film seems to be trying to set
a record for worst dubbing in a supposedly ‘American’ film.”3

While it might seem a stretch to imagine even the North American re-
lease version of Rumble in the Bronx is an American film, Rumble in the
Bronx certainly illustrates how futile it can be to try and pin some films
down to a single national cinema. However, although Rumble in the Bronx
demands to be understood as a transnational film, the national in the trans-
national is still vital to any account of its specificity. It says something both
about the importance of the American market to Chan and the aspirations
of Hong Kong’s would-be migrants in the run-up to China’s 1997 takeover
that Chan’s character, Keung, visits the United States (rather than Nigeria
or China, for example).

Even though Jackie Chan successfully vaulted to global stardom in the
wake of Rumble in the Bronx, his cultural and ethnic Chineseness and his
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Hong Kong identity remain—not only recognized by fans but also as sig-
nificant elements that he exploits for the jokes, action, and narratives of
his films. In Rush Hour {1998), Chan’s first commercially successful Hol-
lywood film, his cop persona is again assertively from Hong Kong, as he
saves the PRC (People’s Republic of China) consul's daughter in Los An-
geles from Hong Kong gangsters with the help of a maverick black LAPD
sidekick. As will be discussed in chapter 6, Rush Hour blends regional, cul-
tural, and political Chinese nationalism, This Hollywood movie proclaims
both Hong Kong Chinese and blacks as outsiders, who nevertheless save
the day for the great and good: the USA, the PRC, and Hong Kong as well
as the consul, the FBI, the LAPD, and even China's archaeological heritage,
on display in Los Angeles after being saved from a corrupt, British colonial
administrator in league with Hong Kong triads.

This book examines some of the many and complex ways the national
shapes and appears in Chinese films. Our core argument is twofold. First,
the national informs almost every aspect of the Chinese cinematic image
and narrative repertoire. Therefore, Chinese films—whether from China,
Hong Kong, Taiwan, the diaspora, or understood as transnational—cannot
be understood without reference to the national, and what are now retro-
spectively recognized as different Chinese cinematic traditions have played
a crucial role in shaping and promulgating various depictions of the nation-
al and national identity. Second, as the challenge of locating Rumble in the
Bronx and Rush Hour demonstrates, the national in Chinese c¢inema cannot
be studied adequately using the old national cinemas approach, which took
the national for granted as something known. Instead, we approach the
national as contested and construed in different ways. It therefore needs to
be understood within an analytic approach that focuses on cinema and the
national as a framework within which to censider a range of questions and
issues about the national.

Why is the national so central to Chinese cinemas? Put simply, ideas
about the national and the modern territorial nation-state as we know them
today arrived along with the warships that forced “free trade” on China in
the mid-nineteenth-century opium wars. Both the national and the modern
territorial nation-state were part of a Western package called modernity, as was
cinema, which followed hot on their heels. Like elsewhere, when Chinese
grasped the enormity of the imperialist threat they realized that they would
have to take from the West in order to resist the West. The nation-state was
a key element to be adopted, because this modern form of collective agency
was fundamental both to participation as a nation-state in the “international”
order established by the imperialists and to mobilizing resistance.4

However, as Mitsuhiro Yoshimoto pointedly indicates, scholars are less
sure about how to study cinema and the national than they used to be:
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“Writing about national cinemas used to be an easy task: film critics be-
lieved all they had to do was to construct a linear historical narrative de-
scribing a development of a cinema within a particular national boundary
whose unity and coherence seemed to be beyond all doubt.”s Once, it might
have been possible to produce a list of elements composing something
called “traditional Chinese culture” or “Chinese national culture,” or even
some characteristics constituting “Chineseness.” Then we could have tried
to see how these things were “expressed” or “reflected” in Chinese cin-
ema as a unified and coherent Chinese national identity with correspond-
ing distinctly Chinese cinematic conventions. This would then constitute a
“national cinema.”

In this era of global capital Aows, multiculturalism, increasing migra-
tion, and the World Wide Web, it is clear that the national cinemas ap-
proach with its premise of distinct and separate national cultures would be
fraught anywhere. But in the Chinese case, its difficulty is particularly evi-
dent. Today, “China” accommeodates a multitude of spoken languages, mi-
nority nationalities, former colonies, and religious affiliations. Until 1991,
it designated a territory claimed by two state powers: the People’s Republic
of China with its capital in Beijing and the Republic of China currently
based on Taiwan. Even when President Lee Teng-hui of the Republic of
China made reforms in 1991 removing the Republic’s claim to the territory
governed by the mainland, it was still stated that, “the ROC government
recognized the fact that two equal political entitles exist in two independent
areas of one country.”® A glance at the Chronology at the back of this book
shows that China has been through numerous territorial reconfigurations
over the last century-and-a-half, and has spawned a global diaspora.

With these circumstances in mind, how do we need to rethink the cin-
ema’s connection to the national and ways of studying it? This introduc-
tion attempts to answer this question. On the basis of our exploration of
the issues discussed below, we argue for the abandonment of the national
cinemas approach and its replacement with a larger analytic framework
of cinema and the national. Instead of taking the national for granted as
something known and unproblematic—as the older national cinemas
model tended to—our larger analytic {framework puts the problem of what
the national is—how it is constructed, maintained, and challenged—at the
center. Within that larger framework, the particular focus of this book is on
cinematic texts and national identity. But we hope this book can serve as
both an embodiment of our larger argument and a demonstration of the
kind of studies that can come out of such a shift.

Although it may sound odd at first, the transnational may be a good
place to start the quest to understand what it means to speak of cinema and
the national as an analytic framework. As if taking a lead from Mitsuhiro
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Yoshimoto’s critique, Sheldon Hsiao-Peng Lu begins his introduction to
Transnational Chinese Cinemas by characterizing the anthology as “a col-
lective rethinking of the national/transnational interface in Chinese film
history and in film studies.”” He goes on to trace how the cinema in China
has developed within a transnational context. As in most of the world, it
arrived in the late nineteenth century as a foreign thing. When Chinese
began making films, they were heavily conscious that the Chinese market
was dominated by foreign film, and increasingly they saw the cinema as an
impaortant tool for promeoting patriotic resistance to Western and Japanese
domination of China. Following the establishment of the People’s Repub-
lic, most foreign film was excluded and an effort was made to “sinicize”
the cinema. Meanwhile, the cinemas of Taiwan and Hong Kong came to
depend on diasporic Chinese audiences. Most recently, Chinese cinernas
have participated in the forces of globalization through coproductions and
the work of émigrés in Hollywood. With this history in mind, Lu concludes,
“The study of national cinemas must then transform into transnational film
studies.”®

This is a very suggestive insight. The essays in Lu's anthology focus
on the transnational dimension of transnational film studies. But to use
this insight as a way into our project, we need to ask where the national is
in transnational Chinese cinemas and in transnational film studies. This
question can be addressed by spinning a number of questions out of Lu’s
comment.

What does “transnational” mean and what is at stake in placing the study
of Chinese cinema and the national within a transnational framework?
The term transnational is usually used loosely to refer to phenomena that
exceed the boundaries of any single national territory. However, there is a
tension around the term, which stems from its relation to the idea of “glo-
balization.” In many uses, “transnationalism is a process of global consoli-
dation” and transnational phenomena are understood simply as products
of the globalizing process.? For example, while the multinational corpora-
tion is headquartered in one country and operates in many, “a truly trans-
national corporation ... is adrift and mobile, ready to settle anywhere and
exploit any state including its own, as long as the affiliation serves its own
interest.”™®

In contrast, other writers use “transnational” to oppose the rhetoric of
universality and homogenization implied in the term globalization. For
them, the “transnational” is more grounded. It suggests that phenomena
exceeding the national also need te be specified in terms of the particular
places and times in which they operate, the particular people they affect,
and the particular ways they are constituted and maintained.”
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The focus on China in Chinese film studies precludes assumptions
about global universality (although certainly not the impact of capitalist
“globalization”). However, the issue of homogeneity versus specificity re-
mains crucial to the question of how we might understand the transnation-
al in “transnational Chinese cinemas.” One possibility is that the territorial
nation-state and national cinema as sites of Chineseness are being eclipsed
by a higher level of unity and coherence, namely a Chinese cultural order
that is transnational. This would be the kind of culturalisrn that supports
Western discourses ranging from QOrientalism (as critiqued by Edward Said)
and Samuel Huntington's “clash of civilizations” to Chinese discourses on
Greater China (Da Zhonghua) and Tu Weimning's “Cultural China.”2

The alternative is that the transnational is understood not as a higher
order, but as a larger arena connecting differences, so that a variety of re-
gional, national, and local specificities impact upon each other in various
types of relationships ranging from synergy to contest. The emphasis in
this case is not on dissolving the distinctions between different Chinese
cinemas into a larger cultural unity. Instead, it would be on understanding
Chinese culture as an open, multiple, contested, and dynamic formation
that the cinerna participates in. Key to understanding these two different
trajectories for the deployment of the “transnational” is the question of
what the “national” in the word transnational means. This leads to a second
question.

What does the “national” mean?

Understandings of Chinese transnationality as a higher level of coherence
above the nation-state reinstate the modern nation under a different name.
Whether Chinese or Western in origin and whether praising or critical,
they simply deploy culture or ethnicity rather than territorial boundaries as
the primary criterion defining the nation. The distinction here is between
an ethnic nation and a nation-state. Yet both forms retain the idea of the na-
tion as a coherent unity. This coherent unity is also usually assumed in the
concept and study of national cinernas. But it is precisely this understand-
ing of the nation that has come under interrogation in English-language
academia over the last twenty years or so, and the directions this critique
has taken must guide efforts to transform the study of national cinernas
into the study of cinema and the national.

The rethinking of the nation and the national in a general sense has
produced a very large body of literature. However, three major outcomnes
are especially relevant to the arguments in this book. First, the nation-state
is not universal and transhistorical, but a socially and historically located
form of community with origins in post-Enlightenment Europe; there are
other ways of conceiving of the nation or similar large communities. Sec-
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ond, if this form of community appears fixed, unified, and coherent, then
that is an effect that is produced by the suppression of internal difference
and blurred boundaries. Third, producing this effect of fixity, coherence,
and unity depends upon the establishment and recitation of stories and
images—the nation exists to some extent because it is narrated.

Before elaborating on these points, the implications of these outcomes
must be briefly considered. For those committed to the nation, the idea
that the nation is constructed can seem to be an attack on its very existence.
And for those opposed to the nation, this can seem to presage its imminent
demise. Yet if the metaphor of construction implies potential demolition, it
also suggests that new nations can be built and existing nations renovated.
In other words, how this more recent discourse on the nation gets used is
not immanent to that discourse, but dependent upon social and institu-
tional power relations.

One reason for the frequent assumption that recent thought constitutes
an attack on the nation is the title that looms over this entire field: Imagined
Communities by Benedict Anderson.’? In a recent survey of writing on na-
tional cinemas, Michael Walsh finds that “of all the theorists of nationalism
in the fields of history and political science, Anderson has been the only
writer consistently appropriated by those working on issues of the national
in film studies.”™ However, Anderson does not use “imagined” to mean
“imaginary,” but to designate those communities too large for their mem-
bers to meet face-to-face and which therefore must be imagined by them to
exist. He also distinguishes between the modern nation-state as one form
of imagined community and others, incduding the dynastic empire. For
example, he points out that empires are defined by central points located
where the emperor resides, whereas nation-states are defined by territorial
boundaries. Those living in empires are subjects with obligations, whereas
those living in nation-states are citizens with rights, and so forth.”s After
Anderson’s watershed intervention, the nation no longer appears universal
and transhistorical but as a historically and socially located construction.
Indeed, if Michael Hardt and Antonio Negri are right, our transnational era
is already a new age of empire.'®

Anderson’s intervention also demands attention to distinctions all too
easily collapsed in the thinking that took the nation for granted and long
characterized the national cinemas approach. As well as the distinction be-
tween an ethnic or cultural nation and a territorial nation-state made above,
there is also the question of the concept of a biologically distinct nation.
However, although most cultural nations and nation-states retain links to
ideas of race, it is difficult to assert that they are one and the same after the
notorious example of the Holocaust and Nazi rule in Germany. This then
raises the issue of internal divisions and blurred boundaries of nations,
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both ethnic and territorial. Although members of nations are (supposedly)
constituted as citizens with equal rights and obligations, this individual
national identity is complicated by citizens’ affiliations to other local and
transnational identity formations, including region, class, race, religion,
gender, and sexuality, to name but a few. These issues and the questions
and problems arising from them are foreclosed upon in a national cinemas
approach that takes the national for granted as something fixed and known.
But with the shift to a framework of cinema and the national that puts the
focus on the national as a problem, they take center stage.

Why does this proliferation of different affiliations for citizens create
tensions within the modern nation-state and provoke efforts at contain-
ment, when the same situation was commonly accepted in empires? In
empires, agency is understood to lie with a deity, an absolute monarch, or
a hierarchy of differently empowered subjects. In these circumstances, the
various differences among the people in an empire are not so crucial. But
the modern nation-state is understood as a collective agency composed of
its citizens, whether acting through the ballot box, the dictatorship of the
proletariat, or some other mechanism. In these circumstances, loyalties to
other collectivities created by diverse identity formations threaten the abil-
ity of “the people” to act as an agent, and must be managed either through
suppression or careful containment.

However, this is a “catch-22.” As Homi Bhabha points out, quite apart
from all the other tensions, producing the nation as collective agency in
itself leads to a split between the people as objects and as subjects of the
discourse that depicts them.'7 So, in addition to the differentiation of na-
tions according to defining criteria such as cultur_e, territory, and race, we
also need to distinguish between nation as subject or agency and nation as
object. This distinction cannot necessarily be reduced to that between the
state (subject) and people (object), as neither of these entities is a stable
given, nor is there always a clear line between them.

It is the need to produce and maintain citizenry as a collective national
subject in the face of competing and challenging forces that leads Ann
Anagnost to write that the nation is “an ‘impossible unity’ that must be
narrated into being in both time and space,” and that “the very impossi-
bility of the nation as a unified subject means that this narrating activity
is never final.”® To understand this endless narrating activity in the case
of the collective national subject, Judith Butler’s work on the individual
subject—"“me”-—may be useful. She argues that the individual subject is
not a given but produced and, furthermore, that it is produced through the
rhetorical structures of language. Here she notes the Althusserian idea of
interpellation. Interpellation is the hailing of the subject, where language
calls upon us to take up positions that encourage psychological identifica-
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tion and social expectations of who we are. An example might be when
heterosexual couples repeat the marriage vows read out to thern by the
celebrant. Butler terms this process “performative”—doing is being. Her
particular contribution to the understanding of this performative process
is to ground it in history. She notes that each citation of a subject position
is part of a chain that links different tires and spaces. This causes it to be
necessarily different from the previous citation in locally determined ways.
Butler’s privileged example is drag as a citation of gender that undermines
the citation it repeats. Another clear example would be the way in which
some members of the Chinese business and political communities cite
Confucianism today. Although the rhetorical form of their citation declares
continuity, there must be difference because premodern Confucianism de-
spised commerce.

Butler's ideas on performativity and citation give us tools for analyz-
ing the paradox of discourses that declare the national subject as fixed and
transcendent yet are marked by contradiction, tension, multiple versions,
changes over time, and other evidence of contingency and construction.?
Furthermore, her insight about the impact on the citation of the different
times and spaces it occurs in is particularly pertinent to colonial and post-
colonial environments. When the European cencept of the modern nation-
state is imposed onto and/or appropriated into other environments, it is
likely to be made sense of through a framework composed of other already
circulating concepts of imagined community. For example, Tsung-I Dow
has given an account of the irnpact of the Confucian environment upon
Chinese elaborations of the modern nation-state.2®

What happens to “national cinemas” in this new conceptual environ-

ment?
The rethinking of the nation discussed above has combined with changes
in cinema studies to undermine the expressive model of national ¢inemas.
It is no longer possible to assume that the nation is a fixed and known
bundle of characteristics reflected directly in film. In cinema studies itself,
there is growing awareness of the dependence of nationally based film in-
dustries upon export markets, international coproduction practices, and the
likelihood that national audiences draw upon foreign films in the process
of constructing their own national identity.?’

In these circumstances, it becomes proper to talk about the reconfigu-
ration of the academic discourse known as “national cinemas” as an ana-
Iytic framework within which to examine cinema and the national. Just as
Anderson’s work grounds the nation as a particular type of imagined com-
munity within Europe, national cinemas reappear in this framework as a
set of institutional, discursive, and policy projects first promoted by certain
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interests in Europe and usually defined against Hollywood. The frarmewaork
of cinema and the national extends beyond these specific national cinema
projects. It also includes the idea of a national cinemna industry, which con-
cerns film production within a particular territory and the policies that af-
fect it but might not inciude participation in the production of a national
culture. Other areas include the activities of a national audience within a
particular territory, censorship, regulation within a particular territory, and
so on. This broadening of work on national cinemas to include the cinerna
as an economic and social institution shapes Yingjin Zhang's important
new chronelogical history of Chinese national cinerma.*?

Unlike Yingjin Zhang's book, many other examples of the institutional
approach to national cinemnas also abandon analysis of films, their dissemi-
nation of images and narratives about the national, and their role in the
construction of national identity. There is no question that the challenge
to the expressive model of national cinemas has drawn interest away from
national imagery and identity. Some writers have even claimed that with
the discrediting of national identity as something fixed and transcendent, it
would be better to abandon the examination of cinema and national iden-
tity, and just speak about common cinematic tropes and patterns as “con-
ventions” within the cinema of certain territorial nations.

However, such a move would perform a sort of short circuit that fore-
closes consideration of what is most crucially at stake in cinematic signi-
fications of the national, namely the production of the collective identity
and, on its basis, agency. Relying on the rethinking of the national subject
as located and narrated into existence outlined in the previous section, this
book returns to national identity in the cinema, not as a unified and coher-
ent form that is expressed in the cinema but as multiply constructed and
contested. Furthermore, just as preexisting Chinese ideas of community
provide a framework through which the imported European nation is made
sense of, we are also interested in how the imported discursive techniques
of the cinema work with and are worked upon by existing local narrative
patterns and tropes, creating cinematic traditions in which Chinese nation-
al identities are cited and recited. Each chapter considers a particular aspect
of this process.

The scope of the book is wide, both socially and historically. This is
necessary to capture the complexity of the national in its various Chinese
configurations. Efforts to recast China as a modem nation-state coincide
with the century of cinema, making it desirable to range from among the
earliest surviving films to the most recent. Two intertwined themes becarne
increasingly clear as we watched film after film. First, there are patterns
that appear and reappear in new forms across Chinese-language cinemas
over the last century. Martial arts movies are just one example: banned in
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mainland China in 1931, they remorphed in Hong Kong and Taiwan from
the middle of the twentieth century to be reclaimed by the People’s Repul-
lic in the 1980s with the ascendancy of Jet Li. Filmmakers and audiences
are aware of this heritage. Thus, for example, bamboo forest fight scenes
in both Taiwan-American director Ang Lee’s Crouching Tiger, Hidden Drag-
on {2000) and mainland director Zhang Yimou's House of Flying Daggers
(2004) pay homage to the extraordinary combat scene in the bamboo forest
in King Hu's A Touch of Zen (1971). Second, the transformations in these
patterns that cut across the cinema are linked to different ideas about the
national and nationhood that have appeared in different Chinese places
at different times. The range of these ideas cannot be grasped by only at-
tending to one Chinese space and cinema, such as the People’s Republic or
Taiwan or Hong Kong. Therefore, we have attempted to bring films from
different Chinese societies and cinemas together in each chapter.

The topics of each chapter emerged in the process of exploring both the
Chinese and English-language writings on Chinese cinema, and the films
themselves. The most significant and consistent intersections with the na-
tional formed the basis for the following seven chapters. In the next chap-
ter, we look at the intersection of cinematic time and the time of the nation.
Chapters 3 and 4 focus on the intersection of the national with indigenous
and imported cultures to produce distinctive modes of cinema opera and
melodramatic realism. Chapters 5 and & examine the intersection of gen-
der and the national in the production of modern Chinese femininity and
masculinity. Chapter 7 extends that discussion into the intersection of the
national and ethnicity in Chinese cinema, and our final chapter returns to
the transnational to examine how the national is recast in a globalizing cin-
ematic environment. In order to understand these topics, we have explored
recent work in cinema studies, Chinese studies, and other related fields. We
begin each chapter with a section that explains the framework of thought
that we have developed to approach the topic under consideration.

Chapter 2 examines time in the cinema. Where many have focused on
cinematic time as a philosophical concept, our interest is in tirne and the for-
mation of nation and community. We demonstrate that cinematic time and
the national are configured in at least three major ways. Each corresponds
to a different perspective on the nation-state and modernity. First, national
history films operate from within the logic and vision of the modern na-
tion-state to produce time as linear, progressive, and logical. Often, as in
the example of the Opium War films examined, these narratives start from
a moment that produces national consciousness in humiliation. Prompted
by crises in modernity, a second group of films takes a critical look back
at the projects of the modern nation-state. Qur prirnary examples are the
post—Cultural Revolution film Yellow Earth (1984) in the People’s Republic
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of China and the post-martial law film City of Sadness (1989} in Taiwan.
Finally, and possibly most radically, our third group registers a yearning for
lost pasts before modernity—and maybe new futures—from within moder-
nity itself. Films like In the Mood for Love (2000) engage haunted time, run-
ning wormholes in and out of modernity to ruin the linear logic of national
progression and mark the persistence of nonmodern formations.

Chapters 3 and 4 turn to Chinese cinematic modes. A mode transcends
individual films, genres, periods, and territories as the broadest category of
resemblance in film practice. We argue that the Chinese cinema exhibits
two main modes whose variations must be explained within contexts of
different formations of the national: the operatic mode, which began with
opera film as a statement of cultural nationalism, and the realist, which was
intimately linked to modernity and nation-building.

Chapter 3 explores the operatic mode as the syncretic core running
through Chinese cinemas. We call this mode “shadow opera.” It relies on
cultural spectacles that link the premodern and the modern in a Chinese
cinema of attractions, and appears in a range of genres from opera film to
martial arts movies over the last century. These genres are seen as explicitly
Chinese, but they vary according to different—and often contested—un-
derstandings of Chineseness. The earliest opera films sinicize the foreign
art form of the cinema for cultural and commercial purposes, just as the
nation-state itself had to be made Chinese in the process of appropriation.
Later revolutionary operas, like The White-haired Girl (1g50) and Azalea
Mountain (1974), appropriate and transform opera as a national cultural
form in the pursuit of a proletarian nation. Shadow opera operates below,
within, and beyond the idea of the nation-state. Early Taiwan films, based
on a local operatic form called gezaixi, were reinterpreted in the 1990s as
a nationalist form that projects an independent Taiwan identity. Crouching
Tiger, Hidden Dragon borrows a mythic sense of the Chinese national to
originate a new form of transnational and diasporic identity, while Hero
(2002} borrows the same generic form to promote a vision of the territorial
and expanding Chinese nation-state back in the mists of time.

In chapter 4, we argue that Chinese reformers adopted realism as the
hegemonic and “official” mode of modernity in the Chinese cinema. Oper-
atic modes were frequently proscribed as “feudal” or dismissed as crassly
commercial. Realist modes were considered both contemporary and mod-
ern. However, realist modes were almost always qualified by melodramat-
ic conventions that, in their different forms, proffered different views of
the national through stories of the family and home. In pre-1949 China,
films of divided families, such as Tomboy (1930), Street Angel (1937), and
Spring in a Small Town (1948}, reflect the deep anxiety about a China di-
vided by migration, war, and politics in conservative, leftist, and politically
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nonaligned film. After 1949, Mao Zedong’s People’s Republic of China on
the mainland and Chiang Kai-shek’'s Republic of China on Taiwan each
separately “prescribed” realist modes with melodramatic happy endings for
different national purposes: socialist construction and class justice on the
mainland and small-scale capitalist construction in Taiwan's countryside.
The final section looks at realist aesthetics in films from different Chinese
New Waves, including Father and Son (1954; 1981) from Hong Kong and
Yellow Earth {rom the People’s Republic. The happy endings required by
national aesthetic codes become social critique through the “unhappy end-
ing.” These films rewrite the local and the national outside received linear
versions of modernity by reinventing realism and melodrama as a form of
nostalgia. Nation, community, and the promises of Chinese modernity all
fragment through images of the “emptied out” family home.

Not only culture but also gender is transformed in modernization. Most
discussions about gender in the cinema have focused on Hollywood's vari-
ous ways of communicating heterosexual desire within the modern patriar-
chy of North America. However, in chapter 5 we argue here that dominant
images of Chinese women in the cinema can be understood better in rela-
tion to different configurations of modernity and the nation-state. To un-
derstand this, we develop a framework showing that debates aboul how a
modern Chinese woman should act in life appear in the cinema as images
showing how she should look. We examine three senses of the look—the
look of the camera upon the woman, the woman’s subjective look, and her
appearance or how she looks before others. Ruan Lingyu, Xie Fang, Gong
Li, and Maggie Cheung’s star images are manifested in these difterent
senses of the look. They respectively embody the contestation of Confu-
cianism and values appropriated from the West in the effort to produce
China as a modern nation-state in the 1930s; the political passion of the
Communist heroine who represents the proletarian nation in the People’s
Republic; the libidinal woman who represents the desiring subject of the
“marketized” post-Mac People’s Republic; and the cosmopolitan woman
who signifies the “world city” of Hong Kong.

In chapter 6 on masculinity and ordering the nation, we examine how
men should act. We argue that Confucian legal codes that privileged mas-
culinity in governing the nation and the family are reinvented across Chi-
nese cinemas as a moral measure of masculinity, honor, and leadership in
modern times. These codes—filiality, brotherhood, and loyalty—are ethno-
symbolic myths that link contemporary struggles over masculine identity
with various constructions of the colonial and the national in Hong Kong
and China, respectively. Other chapters look at Taiwan cinema. We suggest
that Jackie Chan’s early films, such as Drunken Master I (1993), are about
the liminal state of adolescence that mirrors the liminal status of Hong
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Kong as a colony that constantly reasserts its right to semiautonomous
identity; that John Woo's film on Hong Kong brotherhood amongst gang-
sters and cops, The Killer (1989), depicts a vanishing world of honor within
a violent and lawless society caught between paternal systems in London
and Beijing; and that Zhang Yimou’s ambivalent attitudes to patriarchy and
the state in his early and mid-career films are revisited as mandatory loyalty
to the ruler who, as we said, promises unification of the territorial nation-
state in Hero.

The circulation of signs of ethnicity in the cinema is examined in chap-
ter 7. However, here we go beyond the dominant understanding of ethnic-
ity and nationality as the drawing of a line between national self and foreign
other. Instead, we demonstrate some less noticed but equally important
configurations of ethnicity and nationality. First, in films like Ang Lee’s
The Wedding Banquet (1993), the line is drawn around the good foreigner
to accommodate him within the Chinese family. We argue this is a modern
transformation of a pattern that can be traced back to practices like the
imperial tribute system. A second pattern appears in the People’s Republic
after 1949. Faced with the tension between the Chinese ethnic and territo-
rial nation embodied by the minority nationalities, films tried to stabilize
the situation by depicting minorities as “little brothers” to the Han Chinese
“big brother.” Finally, a third pattern consists of lines drawn between differ-
ent Chinese groupings. We examine how these intra-Chinese distinctions
appear in films made in Taiwan and Hong Kong following the influx of
refugees after the establishment of the People’s Republic.

Our final chapter returns to the transnational. [f the national is to be
thought of now as part of transnational film studies, it seems fitting to close
the haok by examining how the national and the transnational interact. The
focus on the transnational in Chinese cinema so far has been a celebration
of export success as a kind of resistance to the forced opening up of China
in the opium wars. We acknowledge these successes, but ask what price has
been paid for them by examining three instances: Bruce Lee’s recasting of
Chinese masculinity by borrowing from Hollywood, the appropriation of
the blockbuster concept to counter the threat posed by Hollywood imports
today, and the use of the transnational cinema market to support the revival
of Singapore’s film industry.

What does it mean to think about “transnational film studies” as an aca-
demic field?
Finally, Sheldon Lu’s remark suggests that not only Chinese cinerna but the
field of film studies itself is now to be understood as transnational. Yingjin
Zhang has trenchantly criticized Chinese film studies in English and its
frequent complicity with orientalism.24 Therefore, in this final section of
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the introduction, we must address the position of this book within that
transnational field and also our position as researchers and authors.

It is noteworthy that Lu's conclusion is phrased as a general remark. He
does not say that the study of Chinese national cinemnas needs to be trans.
formed into transnational Chinese film studies, but simply that the study of
national ¢inemnas needs to be transformed into transnational film studies.
Although Lu himself does not explicitly make the claim, this implies that
Chinese cinemas can stand as exemplary sites in the study of cinema and
the national.

This is an important point. For, as Rey Chow has noted, “while [authors
dealing with Western cultures] are thought to deal with intellectual or theo-
retical issues, [authors dealing with non-Western culitures,} even when they
are dealing with intellectual or theoretical issues, are compulsorily required
to characterize ... their intellectual and theoretical issues by way of a na-
tional, ethnic or cultural location. Once such a location is named, however,
the work associated with it is usually considered too narrow or specialized
to warrant general interest.”s

So long as the expressive model of national cinemas reigned, privileged
locations for their study were places that troubled the assumed unity and
coherence of the nation the least. For the most part, these were the Euro-
pean nation-states and Japan. As Yeh Yueh-Yu has pointed out, while this
national cinema paradigm was dominant, the difficulty of fitting Hong
Kong and Taiwan cinemas into it contributed to their neglect in English-
language academia and helped people to write about mainland cinema as
Chinese “national cinema” in a seemingly unproblematic way.2® The recent
attention to the transnational has reversed the bias in the other direction,
with the Maoist period of national isolation and socialism-in-one-country
suffering from relative neglect today.

Within the framework of cinema and the national, the national ap-
pears as multiple and constructed. Therefore, places that have the most
evidently complex relation to the national are likely to emerge as privileged
sites of analysis now. Many people would agree that few places have a more
complex relation to the national than the combination constituted by the
People’s Republic, Hong Kong, Taiwan, and the Chinese diaspora. There-
fore, Chinese cinemas can emerge as key sites in the intellectual shift to
cinema and the national, and also be part of the urgently needed attack on
Eurocentrism in English-language film studies as that field also becomes
transnational.

For if “English-language film studies” really exists, it certainly does not
exist as a world unto itself. The rapid increase in the international circula-
tion of scholars studying Chinese cinema in various academic disciplines
over the last few years stands as evidence for the emergence of transna-
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tional film studies as a field. What are the implications of this? In this in-
troduction we have argued in our discussion of the nation for an under-
standing of the transnational not as homogenization but as the connection
of difference, and of knowledge itself as located rather than universal. In
these circumstances, we need to address our readership and our location
as scholars,

First, although transnational connection may exist in film studies, lan-
guage is still a divider. The main readers for this book will be speakers of
English and located outside most Chinese societies. In writing the book,
we have tried to take their needs into account, supplying background where
needed, citing English-language materials wherever possible, and focus-
ing in particular on films which are either known in the English-speaking
world or available with English subtitles. However, at the same time and in
order to present a fuller picture of the topics we have decided to address, we
have included other materials and films wherever necessary.

Even though we have certainly tried to include reference to important
films less well known in the West and the writings of Chinese scholars,
there is no question that we ourselves are Western scholars. Again, Rey
Chow raises an important issue:

Itis ... important for us to question the sustained, conspicuous silence in the
field of China studies on what it means for certain white scholars to expound
so freely on the Chinese tradition, culture, language, history, women and so
forth in the postcolonial age. ... The theorization of Chineseness, in other words,
would be incomplete without a concurrent problernatization of whiteness within
the broad frameworks of China and Asia studies.*?

In making a claim for placing Chinese cinema at the center of an analysis
of cinema and the national within the emergent field that Sheldon Lu has
proposed as transnational film studies, we hope it is clear that we are mov-
ing outside sinological orientalism. By drawing upon the work of Chinese
scholars, we are not setting ourselves up as the subjects and China as the
object of analysis. Rather, we are invoking an environment of transnational
scholarly exchange and discussion around an analytic project that we be-
lieve could and should be extended to include the cinemas of other nations,
including Western nations. Of course, we do not expect the connection of
differences constituted through such a transnational exchange to lead to
homogenization or to invalidate our perspective from outside China. How-
ever, in this era when some forces in both China and the West seem deter-
mined to construct a confrontation between two separate “civilizations,”
we hope this contribution to the arena of transnational film studies can
constitute a step, however small, in the opposite direction. As we move into
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a new century when global economics, politics, and war demand new ways
of imagining commmunity, we believe that Chinese cinemas, which have
always been transnational and challenge conventional understandings of
the national in so many ways. will take an ever more central position both
in global popular culture and in scholarship around the world.
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es the cult of domesticity under the New Life Movement, in Elisabeth Croll, Ferninism
ard Socialism in Ching, 160,

Mulan (1998), directed by Barry Cook and Tony Bancroft, 87 min. See also Chris Berry,
“Disney’s Mulan, Disney's Feminism: Universal Appeal and Mutually Assured Destruc-
tion,” and Joseph M. Chan, “Disneyfying and Globalizing the Chinese Legend Mulan: A
Study in Transculturation,” on how Disney produces an American version of a Chinese
national legend.

Louise Edwards, “Domesticating the Woman Warrior: Comparisons with finghua yuan,”
in Men and Women in Qing China: Gender in “The Red Chamber Dream,” 87.

Joseph R. Allen, “Dressing and Undressing the Chinese Woman Warricr.”

Rey Chow, Primitive Passions.

Allen, “Dressing and Undressing,” 355.

Hung Chang-Tai notes that portrayals of women warriors like Mulan reached unprec-
edented numbers during the War of Resistance Against Japan (1937-1945} in “Female
Symbols of Resistance in Chinese Wartime Spoken Drama,” 169-70.

Chris Berry, “China’s New ‘Women's Cinema,’”; E. Ann Kaplan, “Problematising Cross-
Cultural Analysis: The Case of Women in the Recent Chinese Cinema”; Hu Ying, “Be-
yond the Glow of the Red Lantern; Or, What Does It Mean to Talk about Women's Cin-
ema in China?”; and Cui, Women Through the Lensg, r71-238.

For further details see Xie Fang, On and off-screen (in Chinese).

Mao Zedong, “Talks at the Yarn'an Conference on Literature and Art,” in Bonnie S. Mc-
Dougall, Mao Zedong's “Talks at the Yan'an Conference on Lilerature and Art™: A Transig-
tion of the 1943 Text with Commentary, 65.

Susan Rubin Suleiman, Authoritarian Fictions: The Ideological Novel as a Lilerary Genre,
G4-100.

Translation drawn from the English subtitles. The full Chinese postproduction script of
the film by Lin Gu, Xu Jin, and Xie jin can be found in Meng Tao, ed., Two Stage Sisters:
from treaiment to film (in Chinese), 149-268. An analysis of the film as revelutionary
cinema can be found in Marchetti, “Tio Stage Sisters.”

Both the preproduction script by original novelist Yang Mo and the postproduction
script by directors Cui Wei and Chen Huaikai can be found in Yang Mo et al., Song of
Youth: from novel to film (in Chinese}, i-96, g7-236.

Dai Jinhua, “Song of Youth: a re-reading from a historical perspective” {in Chinese), in
Handbook of film theory and criticism, 2x5.

Meng, “Female Images,” 125-29,

Antonia Finnane notes this tendency in “What Should Chinese Women Wear? A Na-
tional Problem,” 18-23. It has also been frequently commented upon by Chinese wom-
en writing since the end of the Cultural Revolution. For example, see the remarks of
woman film director Zhang Nuanxin in Chris Berry’s interview with her in Camera
Obscura, 23. And in the review of a book of interviews with Chinese women by Meng
Xiaoyuan, Professor Dai Jinhua of Beijing University compares the difficulties women
face in public space to those of Hua Mulan: “The dilemma is that women have to play
the traditional role of men. They have to stifle their female identity and ‘disguise’ them-
selves as men to fulfill their social value.” Qu Shuyi, “In the Minds of Women.”
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Glamorization and the class backgrounds of the characters are just two of the elements
in these films that would place them at the Shanghai end of the Shanghai-Yan'an spec-
trum Paul Clark proposes to describe the range of postrevolutionary films from rela-
tively moderate to hard-line Maoist. These were also reasons that led to many attacks
from the left on all of Xie Fang's films. Paul Clark, Chinese Cinema: Culture and Politics
Since 1949, 25-34.

For an eatlier discussion of gender and the pedagogical engagement of the spectator in
postrevolutionary cinema, see Betry, “Sexual Difference and the Viewing Subject,” 30-39.
For photos, biographies, articles from the 193o0s, tributes and other materials concem-
ing Ruan Lingyu, see Cheng Jihua, ed., Ruan Lingyu (in Chinese).

Luo Mingyou, “Some respectful suggestions to fellow members of the profession con-
cerning the question of the revival of Chinese cinema” (in Chinese), cited in Li Suyuan
and Hu jubin, A History of Chinese Silent Film (in Chinese), 198. On the foundation of
Lianhua, see Li and Hu, A History of Chinese Stlent Film, rg8-205; Pang Laikwan, Build-
ing @ New Ching in Cinema: The Chinese Left-Wing Cinema Movement, 1932-1937, 24—25.
Li and Hu, A History of Chinese Silent Film, 302—307.

Wang Zhimin, Fundamentals of modern film aesthetics (in Chinese), 294.

Pang Lajkwan discusses Ruan Lingyu at length in her chapter, “Women’s Stories On-
Screen versus Off-Screen” (Building a New China in Cinema, 113—32}). Although there
are overlaps with our analysis, she does devote more attention to Ruan’s role on- and
off-screen as a mother than we do here.

Kristine Harris, “The New Woman Incident: Cinema, Scandal, and Spectacle in 1935
Shanghai,” 279.

William Rothran, “The Goddess: Reflections on Melodrama East and West,” 66-67.
Finnane, “What Should Chinese Women Wear?” 18-20.

Rey Chow, Woman and Chinese Modernity: The Politics of Reading Belween West and Fast,
107-113, 13950,

Harris, “The New Woman Incident,” 280.

Ibid., 28z,

On the concept of the star image, see Richard Dyer, Stars.

For an analysis of Gong Li’s appeal and star image, see Bérénice Reynaud, “Gong Li and
the Glamour of the Chinese Star.”

Harris, The New Woman Incident,” 279.

Chris Berry, “The Sublimative Text; Sex and Revolution in Big Road.”

Ma, “Revolutionary motherhood” {in Chinese), 24-25.

Wang Yuejin, “ Red Sorghum: Mixing Memory and Desire.”

Esther C. M. Yau, “Cultural and Economic Dislocations: Filmic Phantasies of Chinese
Women in the 1g80s.”

Wang Yichuan, The end of the Zhang Yimou myth: aesthetic and cultural perspectives on
Zhang Yimow's cinema (in Chinese), and Zhang Yiwu, “Zhang Yimou in the context of
global postcoloniality” (in Chinese).

Hu Ying, “Beyond the Glow of the Red Lantern.”

Chow, Primitive Passions, 166-068, 170; Mary Ann Farquhar, “Oedipality in Red Sorghum
and judow,” 73; Jenny Kwok Wah Lau, “Judou: A Hermeneutical Reading of Cross-cul-
tural Cinema,” 2-10,
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Chow, Primitive Passions, 107—72.

On the intellectual and cultural character of the pre-198g Tiananmen Democracy move-
ment period, see Wang Jing, High Culture Fever: Politics, Aesthetics, and Ideology in Deng’s
China and Zhang Xudong, Chinese Modernism in the Era of Reforms,

Audrey Ing-Sun Yue, “Pre-Post 1997: Postcolonial Hong Kong Cinema, 1984-1997,”
158-59.

Biographical information about Maggie Cheung can be found en any number of Web
sites. The number of her films is derived from the listings at the Internet Movie Data-
base (see http:/fimdb.com). )

The classic text on star and star image remains Richard Dyer’s Stars.

Anne T. Ciecko and Sheldon H. Lu, “The Heroic Trio: Anita Mui, Maggie Cheung, Mi-
chelle Yeoh—Self-Reflexivity and the Globalization of the Hong Kong Action Heroine.”
For example, Zeng [ingchao invokes the long-standing interpretation of Ruan's tragedy
as China’s tragedy, concluding that despite the intense commercialism of Hong Kong,
Stanley Kwan has made “a Chinese film that Chinese people need not be ashamed of.”
Zeng Jingchao, “Center Stage” (in Chinese), 38,

Many of the writings that focus on the flm’s eye-catching deconstructive techniques fall
into this category. Wang Zhimin examines them as formal technique (Fundamentals in
modern film aesthetics [in Chinese), 290-99). Robert Ru-Shou Chen argues they articu-
late a tension between a modernist episternological drive to discover the truth about
Ruan and a postrmodernist ontological questioning of what the truth about history is
{“Interpreting Center Stage” in Empire of films: another kind of gaze: research on ftlin culture
[in Chinese], 180-87). Cui Shuqin argues the tension is between a feminist promation
of the female autonomous subject and a postmodernist undermining of the very idea of
the autonomous subject (Women Through the Lens, 30-50). For Brett Farmer, the uncan-
ny redramatizations recall Freud’s mystic writing pad and lead to the kind of questions
about cinema’s relation to modernity and memory we have also considered in chapter
2 {“Mémoire en Abime: Remembering (through) Cenier Stage™). The deconstructive ele-
ments are more present in the original 16;7-minute version of Center Stage, also known
as The Actress. However, the producers cut this version and a negative of the original no
longer survives (Bérénice Reynaud, “Re: Chinese Cinema-Digest—Number 628"). None-
theless, it circulates on video, and the discussion here is based on the original version.
Leung Ping-Kwan, “Problematizing National Cinerna: Hong Kong Cinema in Search of
Its Cultural Identity,” 39.

Yue, “Pre-Post 1997," 162-63,

Wang Yiman, “Screening the Past, Recentering the Stage.”

The standard history of the People’s Republic, The history of the development of Chinese
cinema (in Chinese), by Cheng Jihua et al., is the key work in which 1930s Shanghai
cinema is claimed for the People’s Republic, [ronically, this claim was repudiated from
the left during the Cultural Revolution and landed Cheng Jihua in trouble. Part of his
response after the Cultural Revolution was to edit his 1985 book on Ruan Lingyu.
Julian Stringer, “Cenire Stage: Reconstructing the Bio-Pic,” 30, 39.

Stringer, “ Cenire Stage.” 39.

Michael G. Chang, “The Good, the Bad, and the Beautiful: Movie Actresses and Public
Discourse in Shanghai, 19205—19308.” In the same volume, Andrew D. Field examines
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how singing and dancing hostesses took the place of the courtesan, and the moral pan-
ics generated around them (“Selling Souls in Sin City: Shanghai Singing and Dancing
Hostesses in Print, Film, and Politics, 1920-1949"). Editor Zhang Yingjin considers
representations of female sex workers, citing a range of models including symbolic rep-
resentations of both bacloward and modern China (“Prostitution and Urban Imagina-
tion: Negotiating the Public and the Private in Chinese Films of the 1930s,” in Zhang,
ed., Cinema and Urban Culture in Shanghai, 1922-1943,160-80).

Abbas, Hong Kong.

Cui, Women Through the Lens, 34-36.

Stringer, “Centre Stage,” 17-39.

Ibid., 18.

For an account of this period, including Mui’s difficulties, see David Lague, “Triads Hit
the Screen.”

Bérénice Reynaud, “Icon of Modernity.”

In Teo, Hong Kong Cinema, 29-40.

Ibid., 29, 38.

Ibid., 34.

Carlos Rojas, “Specular Failure and Speciral Returns in Two Films with Maggie Cheung
{and One Without).”

Olivia Khoo, “ ‘Anagrammatical Translations”: Latex Performance and Asian Femininity
Unbounded in Olivier Assayas’s Irma Vep,” 387.

Khoo, “ ‘Anagrammatical Translations,’” 389; Ken Gelder, Reading the Vampire, 123.
Audrey Yue, “Migration-as-Transition: Pre-Post 1997 Hong Kong Culture in Clara Law’s
Autumn Moon,”

Olivia Khoo seems to favor the former interpretation, Cui Shuqin the lattet.

6. How Shouid Chinese Men Act?

Han Meng, “Leaders Ponder a Return to Society’s Roots to Stop the Rot.”

Chow, Primitive Passions, 168,

“An Interview with Zhang Yimou,” no pagination.

Law and film emerged out of the law and literature movernent in the r98os, signaling a
shift from elite literature into popular culture. For an overview, chronology, and select bib-
liography, see Stefan Machura and Peter Robson, “Law and Film: An Introduction,” 1-8.
Kwai-cheung Lo, “Transnationalization of the Local in Hong Kong Cinema of the
1990s,” 263. See also Lo, “Double Negations: Hong Kong Cultural Identity in Holly-
wood’s Transnational Representations,” 472-79.

Patrick Fuery, New Developments in Film Theory, ro9-111, 183.

7. Anthony D. Smith calls the historical link between past and present “the myths and

memories of nation.” [n a seminal body of work, Smith argues that modernist ap-
proaches to nation and nationalism fail to “accord any weight to the pre-existing cultures
and ethnic ties of the nations that emerged in the modern epoch ... myths, memories,
traditions, and symbols of ethnic heritage.” These traditions are reconstituted as na-
tional identities in each generation through potent myths and symbols, Smith calls this
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approach “ethnosymbolism,” finding continuities and change in national identities, See
Smith, Myths and Memories of Nation, 9. Filmmakers’ use of the myths and legends
surrounding assassination atternpts of the ruthless Qin ruler are a case in point. Recent
examples are Hero and Chen Kaige’'s The Emperor and the Assassin (1998). They retell
the “immemorial past” of empire building just as stories of the Opium War discussed

in chapter 2 variously retell of China’s hurniliating past in modern nation-building.

. China has a rich legal tradition. Modern Chinese states and territories encompass the

gamnut of modern legal families: civil law on German-Japanese models in the Republic
of China on the mainland before 1949 and in Taiwan, English common law with some
custornary family law in colonial Hong Kong, and socialist law in the People’s Republic
of China.

David A. Black, Law in Film: Resonance and Represeniation, 2, 13 (emphasis added).

. Joseph Needham, Science and Civilization in Ching 2:544.
. John Hoffman, Gender and Sovereigniy: Feminism, the Slate, and International Relations, 9.
. Yuval-Davis, Gender and Nation, 7-8. See also Tim Edensor, National Identily, Popular

Culture, and Everyday Life, g and 10, for the importance of looking at popular culture,
such as film, 1o account for the dynarnic and contested relationship between culture and
national identity.

Yvonne Tasker, Spectacular Bodies: Gender, Genre, and the Action Cinema, 8.

Kam Louie, Theorizing Chinese Masculinity: Society and Gender in China, 2.

Yang + Yin: Gender in Chinese Cinema (1997, dir. Stanley Kwan), and Louie, Theorizing
Chinese Masculinity, 4-5.

. This is the male, reformist discourse in early-twentieth-century China, exemplified by

the famous writer Lu Xun. For a full discussion of fathers, sons, and the modernization
of China in Lu Xun's work, see Farquhar, Children’s Literature in China, 41-89.

For a discussion of traditional legal terms, see Needham, Science and Civilization in
China 2:518-83. For a discussion of filial piety, see Bodde and Morris, Law in [mperial
Chira, 41-43.

Cheng, The history of the development of Chinese cinema {in Chinese), Go-61.

Li Shacbai and Hong Shi, “An introduction and evaluation of China’s first group of
feature films” (in Chinese}, 85-86.

Yang+Yin: Gender in the Chinese Cinema. (1997).

Mark Gallagher, “Masculinity in Translation; Jackie Chan's Transcultural Star Text,” 25
and 3L

Teo, Hong Kong Cinema, 123.

Ng See Yuan, quoted in Logan, Hong Kong Action Cinema, 63.

Ng Ho, “Kung-fu Comedies: Tradition, Structure, Character,” 42.

For background on the Wong Fei-hung films and their circulation, see Teo, Hong Kong
Cinema, 169-73, and Redriguez, “Hong Kong Popular Culture as an Interpretive Are-
na,” i-24.

Sek Kei, “The Development of Martial Arts in Hong Kong Cinema,” 28.

Logan, Hong Kong Action Cinema, Go,

Anne Behnke Kinney, ed., Chinese Views on Childhood; Farquhar, Children’s Literature in
China; and Ann Barrott-Wicks, ed., Children in Chinese Art.

Fore, “Life Imitates Entertainment,” 136,
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Ng, “Kung-fu Comedies,” 42.

Mikhail Bakhtin, Rabelais and His World, 6.

Chen Long [Jackie Chanj, T am Jackie Chan (in Chinese), §55-56.

Fuery, New Developments in Film Theory, 115—23.

See Borge Bakken, The Exemplary Society: Human Improvement, Social Control, and the
Dangers of Modernity in China.

Li, “Kung Fu: Negotiating Nationalism and Modernity,” 515.

For a discussion of Chan’s American roles as underdog, see Gina Marchetti, “Jackie
Chan and the Black Connection,” 137—58.

Louie, Theorizing Chinese Masculinity, 153.

Sheldon Lu comments: “The persona of Jackie Chan, in the role of a Hong Kong cop, is
the new quintessential Hong Kong traveler and citizen with a fluid, transnational, cross-
cultural identity.” Lu, “Hong Kong Diaspora Film and Transrational TV Drama: From
Homecoming to Exile to Flexible Citizenship,” 142.

Christopher Heard, Ten Thousand Bullets: The Cinematic Journey of John Woo, so.

Julian Strirger, “Your Tender Smiles Give Me Strength: Paradigms of Masculinity in
John Woo's A Better Tomorrow and The Killer,” 34.

Ryan, “Blood, Brothers, and Hong Kong Gangster Movies: Pop Culture Commentary on
‘One China,'” 6s.

Woo, quoted in Heard, Ten Thousand Bullets, 73.

Kenneth Hall, John Woo: The Films, 2.

See Law Kar, “Comparing John Woo’s ‘Hero Series’ with Ringo Lam’s ‘Wind and Cloud

n

Series”” (in Chinese), 50-63.

Louie, Theorizing Chinese Masculinity, 25—41. For a Western take on the faws and prac-
tices of amity as exclusively male, see Peter Goodrich, “Laws of Friendship,” 23-52.
Yang+Yin: Gender in the Chinese Cinema (1997).

Ibid. Such scenes as the bullet-removing scene are, according to Kwan, typically Chinese
and outside mainstream Hollywood.

Stringer, “Your Tender Smiles Give Me Strength,” 27.

Richard Meyers, Inside Kung-fu Magazine, quoted in Heard, Ten Thousand Bullets, Go.
Hall talks of the impossibility of translating these two childheod nicknames, variously
rendered as in the text or as “Mickey Mouse” and “Dumbo.” Hall, Johr Woo, 215n28.
Stringer, “Your Tender Smiles Give Me Strength,” 39, 40.

Logan, Hong Kong Action Cinema, 121.

Heard, Ten Thousand Bullels, 67-68.

Barbara Scharres, quoted in Heard, Ten Thowsand Bullets, 1o3.

David Ray Papke, “Myth and Meaning: Francis Ford Coppola and the Popular Response
to the Godfather Trilogy,” 1, 6, 8.

Farquhar, “Oedipality in Red Sorghum and Judou,” Go-86.

Hanna Boje Nielsen, “The Three Father Figures in Tian Zhuangzhuang’s Film The Blue
Kite: The Emasculation of Males by the Communist Party ” 83.

Zha [ianying, China Pop, 74.

An earlier version of this argument about The Story of Qiu Ju has been published in
Mary Farquhar, “Silver Screen,” in Jane Orton et al., Bridges to Chinese: Internet/CD Post-
graduate Course.
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Jet Li, quoted in Robert Y. Eng, “ Is Hero a Paean to Autheritarianism?”

Tasker, Spectacular Bodies, 105,

Stephen Short and Susan fakes, “Making of a Hero.”

Yao Xiaolei, “Classic constructions and reconstructions: xis, tianxia, and heroism in
art—speaking from Zhang Yimou's Hero” {in Chinese), 46-48, 49-51.

Xu, “Zhang Yimou's Hero” {in Chinese), 8.

Hoberman, “Review of Hero.”

Zhang Qiu, “Hero: Zhang Yimou's turning point” {in Chinese}, 7.

Eng, “Is Hero a Paean to Authoritarianism?”

7. Where Do You Draw the Line? Ethnicity in Chinese Cinemas

The Han constitute the ethnic group commonly referred to as Chinese. However, the
People’s Republic of China has numerous other “minority nationalities,” hence the dis-
tinction.

Duara, “Transnationalism and the Predicament of Sovereignty,” 1032.

Stevan Harrell, “Introduction,” in Melissa |. Brown, ed., Negotiating Ethnicities in China
and Taiwan, 2. The term ethnicily is a notoricusly slippery one, prone to many different
definitions and overlapping both race and culture.

For an introduction to the topic, see Marcus Banks, Ethnicity: Anthropological Construc-
tions.

Edward Said, Orienlalism. Although Said does state on the first page of his book that
for the West, the Orient is “one of its deepest and most recurring images of the Oth-
er,” Freud and Lacan get no explicit recopnition as a source of his work. Foucault and
Gramsdi are credited more heavily. Nonetheless, it seems clear that Said's idea of the
Orient as a discursive projection of all that the West is not is at least implicitly informed
by concepts of subjectivity grounded in the idea of constructing the self by constructing
others.

For a critique of Said that tries to reanchor the term “orientalism” in these nineteenth-
century movements, see John M. MacKenzie, Orientalism: History, Theory, and the Arts.
Said, Orientalism, cites the Iliad on page 56 and closes with a chapter entitled “The Latest
Phase,” 284-328.

8. Said, Orientalism, 5-6.

I0.

1I.

Bart Moore-Gilbert, “Edward Said: Orientalism and Beyond,” in Postcolonial Theory: Con-
texts, Practices, Politics, 35.

The finger has been pointed most strongly at Zhang Yimou. For further discussion,
see the section on Gong Li in chapter 5. On the career of Said’s postcolonialism in the
People’s Republic, see Tang Xiaobing, “Orientalism and the Question of Universality:
The Language of Contemporary Chinese Literary Theory”; Ben Xu, *‘From Modernity
to Chineseness”: The Rise of Nativist Cultural Theory in Post-198¢ China”; and Henry
Y. H. Zhao, “Post-Isms and Chinese New Conservatism.”

A synthesis of this work is Colin Mackerras, China’s Minority Cultures: Identities and
Inlegration Since 1912
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A key example would be Dru C. Gladney, “Representing Nationality in China: Refigur-
ing Majority/Minority Identities.” The very title of Ralph Litzinger's Other Chinas: The
Yao and the Politics of National Belonging attests to the importance of the discourse of the
“Other” in this field of study. Articles devoted specifically to Chinese films that draw on
the theory of orientalism are attended to in the third section of this chapter.

See, for example, Chen Xiaomei, Occidentalism: A Theory of Counter-Discourse in Post-
Mao China; Louisa Schein, “The Consumption of Color and the Politics of White Skin
in Post-Mao China”; and Geremie R. Barmé, “To Screw Foreigners Is Patriotic,” in In the
Red: On Contemporary Chinese Culture, 255-80.

Louisa Schein, Minority Rules: The Migo and the Feminine in China's Cultural Politics, 103,
Zhou Enlai cited in Barry Sautman, “Anti-Black Racism in Post-Mao China,” 436; Zhao
Ziyang cited in Barry Sautman, “Racial Nationalism and China's External Behavior,” 8o.
In addition to these official claims, academics in both China and the West have made
similar arguments, as Gregory Eliyu Guldin points out in his review of Stevan Harrell's
Cultural Encounters on China’s Ethnic Frontiers,

Dennis Porter, “Orientalism and Its Problems,” 181; Lisa Lowe, Critical Terrains: French
and British Orientalisms; Mary Louise Pratt, Imperial Eyes: Travel Writing and Transcul-
turation. Numerous other works could be cited.

Robert J.C. Young, Colonial Desire: Hybridity in Theory, Culture, and Race, 179-8E. A
second problem often raised by critics is whether Said believes there is a “real” orient
knowable only to authentic “Orientals,” or whether he believes all knowledge is situated
and constructed.

Lydia H. Liu, “Translingual Practice: The Discourse of Individualism Between China
and the West.”

Louisa Schein, “Gender and Internal Orientalism in China,” 85.

Ralph A, Litzinger, “Memory Work: Reconstituting the Ethnic in Post-Mao China.”
Stevan Harrell, “Introduction: Civilizing Projects and the Reaction to Them,” in Harrell,
ed., Cultural Encounters on China's Ethnic Frontiers, 4.

Chen Xiaomei, Occidentalism.

Omn the responses of “Western” audiences, see Sheng-mei Ma, “Ang Lee’s Domestic
Tragicomedy: Immigrant Nostalgia, Exotic/Ethnic Tour, Global Market.” On the film’s
challenge to stereotypes of “rice queens” and “potato queens,” see Cynthia W. Liu, “ To
Love, Honor, and Dismay”: Subverting the Feminine in Ang Lee’s Trilogy of Resusci-
tated Patriarchs.” On both, see Gina Marchetti, “The Wedding Banguet: Global Chinese
Cinema and Asian American Experience.”

This dimension of the film is only touched upon in passing. Two reviews mention the
Gaos’ hope that their son will marry “a nice Chinese girl”: Jem Axelron, “The Wedding
Banguet.” and Roger Ebert, “The Wedding Banguet.” One Taiwan article focused on gay
issues also notes the interracial dimension of the film; Lin Yihua, “Delight and empti-
niess: feelings after seeing The Wedding Banquet” (in Chinese). It is not mentioned at
all in any of the other reviews and press articles we have sourced: Geoff Andrew, “East
Is Wed”; David Ansen, “Straightening Up the House"; David Armstrong, “Something
Old, Something New”; Bai Ning, “Broadminded and fair: Ang Lee discusses The Wed-
ding Banquet” (in Chinese); Nancy Blaine, “New York Story: Tale of Taiwan Immigrants
Is a Fine Feast”; Georgia Brown, “Three's Company”; Laurence Chua, “Queer Wind
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from Asia”; Richard Corliss, “All in the Families”; David Denby, “Family Ties”; Derek
Elley, “ Hsi Yen (The Wedding Banguet)”; Edward Guthmann, “ ‘Datebook’: Wedded Mess:
Gay Man’s Marriage to Pacify Taiwanese Parents Begets Laughs”; Stephen Holden, “The
Wedding Banquet™; Andrew Horn, “The Wedding Banquet”; Anm Hornaday, “A Director’s
Trip from Salad Days to a ‘Banquet’”; Li Yowxdn, “Two faces of Taiwanese gay cinema:
Rebels of the Neorn God and The Wedding Banguet” (in Chinese}; Li Youxin, “Ang Lee,
Winston Chao, and Mitchell Lichtenstein answer questions: the press conference for
The Wedding Banguet” (in Chinese); Ling Wen, “The political implications behind the
peignant humor” (in Chinese); Lu Deng, “The Wedding Banquet’s purely commercial
flavor™ (in Chinese), 122-13; David Noh, “The Wedding Banguet™; Patrick Pacheco, “Cul-
tural Provocateur: In ‘The Wedding Banquet’ Ang Lee Stirs Up Custom”; Tony Rayns,
“s000 Years Plus One: The Wedding Banquet”; Tony Rayns, “Xiyan (The Wedding Ban-
quet)”; Daie Reynolds, “Marry Me a Little™; Michele Shapiro, “Wedding-Bell Blues”; Do-
ris Toumarkine, “Giving Good ‘Banquet’”; Kenneth Turan, “Marriage of Convenience
Yields a Full ‘Banquet’”; Wang Wenhua, “The Wedding Banquet in the United States” (in
Chinese}; and Jefl Yang, “Qut of Asia.” It is also not noted in the entries describing the
film in the catalogs for the 1993 Berlin, Hong Kong, Melbourne, Montreal, Munich, $San
Sebastian, Sydney, and Warsaw film festivals.

Ma, {Ang Lee's Domestic Tragicomedy”; Cynthia W. Liu, ““To Love, Honor, and Dis-
may'”; and Marchetti, “The Wedding Banquet.”

Cynthia W. Liu, ““To Love, Honor, and Dismay,’” 2.

James L. Hevia, Cherishing Men from Afar: Qing Guest Ritual and the Macartney Embassy
of 1993, 9. Hevia refers readers to John Y. Fairbank and S. Y. Teng, “On the Ch'ing Tribu-
tary System,” for the “original” formulation.
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nese), 409-508.
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172~73. Paul Clark argues that the initial appeal of minority nationality films lay in their
ability to include the exotic, romance, dance, and other generally colorful elements lack-
ing from politically dourer mainstream films; he understands this as a substitution for
elements common in the sophisticated and westernized Shanghai milieu of pre-1949
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For an account which emphasizes different similarities between Serfs and the flms
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and “Cultural studies and aberiginals: from Song of Orchid Islard to the Orchid Island
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diaspora, Chinese, 2, 14, 194; cultural iden-
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Elsaesser, Thomas, 50, 54, 81
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Fore, Steve, 14751

foreign films, 4

foreigners, 175-80: in Chinese films, 168;
Chinese relations with, 171; gaining of
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interpellation, 7—8

Irma Vep, 134

Ivens, Joris, 226

Jameson, Fredric, 45
Jet Tone Production Company, 42
Jiang Qing, 54, 60, 228, 229, 230

Jiang Zemin, 231

Jianghu, See underworld

Joint Declaration on Hong Kong, 41, 230.
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death, 198-99, 229; as diasporic China,
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04 father—son, 100; features of, 8r; as
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categories, 172; visual signifiers, 181-72
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on Taiwan, 79

Money No Enough, 216

Moore-Gilbert, Bart, 172

Moscow Film Festival, 225

motherhood, t09-13; links to national, 110.
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Nowell-Smith, Geoffrey, go

Occidentalism, 174. See also Orientalism

Oedipal myth, 159
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49; communist appropriation of, 59;
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revolutionary, 11, 48, 49, 54, 58-66, 229;
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11, 49, 67, 228; traditional, 46
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173; as Western discourse, 169, 174
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PLA. See People’s Liberation Army

Plaks, Andrew, 20

Police Story, 129, 133, 145
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queer gaze, 202. See also look

Raise the Red Lantern, 125, 126, 127, 128, 159,
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Rajadhyaksha, Ashish, 9o

Rascaroli, Laura, 45

Ratner, Dan, 151

Rayns, Tony, 41, 203
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