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Foreword

Yin Hong

[.on Yan

On Dec. 28, 1895, the Lumiere Brothers held their
first public screening of The Arrival of a Train at the
Station and Workers Leaving the Lumiere Factory at
the Grand Café in Paris, and this marked the emergence
of the cinema as a form of art and entertainment of the
twentieth century on the cultural stage of mankind. It is
documented that, 7 months and 13 days later, on Aug.
11, 1896, the first show, called "western shadowplay"
at that time, was given in a teahouse in Xuyuan Garden
in Shanghai. Ten years later, Dingjun Mountain (dir:
Ren Jingfeng), a series of Peking Opera extracts
cinematographed by Fengtai Photographic Studio of
Beijing, marked the beginning of native filmmaking in
China. Suffering Husband and Wife (dir: Zheng
Zhenggiu, Zhang Shichuan, 1913), was the first China-
made feature film.

Thereafter, though China was frequented by
political chaos and economic disorders, and the impacts
of Hollywood films were sharp, the Chinese cinema
struggled to survive and develop. There emerged
outstanding filmmakers, including Zheng Zhenggiu,
Zheng Junli, Cai Chusheng, Fei Mu, Wu Yonggang,
Sun Yu and Yuan Muzhi. And they made such film
classics as An Orphan Rescues His Grandpa (dir:
Zhang Shichuan, Zheng Zhengqiu, 1923), Burning of
the Red Lotus Temple (dir: Zhang Shichuan, 1928),
Spring Silkworms (dir: Cheng Bugao, Xia Yan, 1933),
Song of the Fisherman (dir: Cai Chusheng, 1934),
Twin Sisters (dir: Zheng Zhengqiu, 1934), The Goddess
(dir: Wu Yonggang, 1934), The Plundered of Peach
and Plum (dir: Ying Yunwei, Yuan Muzhi, 1934),
Street Angel (dir: Yuan Muzhi, 1937), Crossroads (dir:
Shen Xiling, 1937), A Spring River Flows East (dir:
Cai Chusheng, Zheng Junli, 1947), Spring in a Small
Town (dir: Fei Mu, 1948) and Myriad of Lights (dir:
Shen Fu, Yang Hansheng, 1948). These films created



the tradition of the moral melodrama of social, political
and familial matters, commonly accepted by Chinese
audiences, the tradition of the humanist film,
characterizing distinct oriental aesthetics, and the
tradition of the left-wing film represented by Xian Yan,
Tian Han and Yang Hansheng, etc., and closely
connected with politics in China. These three traditions
formed the marks of the first half century of Chinese
cinema.

After wars of long years, the Chinese Communist
Party (CCP) made mainland China an integrity and
founded the People's Republic of China. With the great
joy of a farewell to wars and fights and a desire for
peace and development, people called post-1949 China
“new” China. The newness meant not only a new
ruling party, a new polity, but also a new life, a new
world and a new ideal for the populace. New China,
being a modifying phrase, referring to a certain historical
period, expressed the belief and expectation of a
resurrection of a nation, having gone through hardships.

The cinema of new China was quite different
from what it was in the past few decades. There were
certain transferences: at the institutional stratum, from
that as the private enterprise to that as the state-run one;
at the functional stratum, from that of such diverse uses
as entertainment, education and enlightenment to that
primarily of political service; at the disseminative
stratum, from that as a popular culture for the urban
masses to that as a political culture for primarily the
“proletariat” and the “labouring people”. So, from
the very beginning, the cinema of new China was the
socialist cinema under the leadership of the CCP, as a
major part of the socialist revolution and construction
of China.

The cinema of new China took the political stand
of the CCP. It undertook the task of rewriting the

Chinese history or even the history of the human race,
the task of interpreting the orientations of the Chinese
society, the task of completing the identification of the
Chinese populace, and the task of constructing the
authority in the field of ideology. In the frequent words
of statesmen at that time, the cinema was “a powerful
weapon of educating the masses and attacking the
enemies” . Against such a background, the cinema of
new China stimulated the production of such red classics
as Bridge (dir: Wang Bin, Yu Min, 1949), The White-
Haired Girl (dir: Wang Bin, Shui Hua, 1950), Fighting
North and South (dir: Cheng Yin, Tang Xiaodan, Xiao
Lang, 1952), Dong Cunrui (dir: Guo Wei, 1955), New
Year's Sacrifice (dir: Sang Hu, 1956), Lin Zexu (dir:
Zheng Junli, Cen Fan, 1959), The Lin Family Shop (dir:
Shui Hua, 1959), Song of Youth (dir: Cui Wei, Chen
Huaiai), The Legend of the Banner (dir: Ling Zifeng,
1960), Red Detachment of Women (dir: Xie Jin, 1961),
Naval Battle of 1894 (dir: Lin Nong, 1962), Li
Shuangshuang (dir: Lu Ren, 1962), Zhang Ga the
Soldier Boy (dir: Cui Wei, Ouyang Hongying,1963),
Early Spring in February (dir: Xie Tieli, 1963), Heroic
Sons and Daughters (dir: Wu Zhaodi, 1964), Two
Stage Sisters (dir: Xie Jin, 1965), Shajiabang (dir: Mo
Xuan, Wang Lan, 1970), The Legend of Red Lantern
(dir: Cheng Yin, 1970), Taking of Tiger Mountain by
Strategy (dir: Xie Tieli, 1970), Azalea Mountain (dir:
Xie Tieli, 1974), Starting An Enterprise (dir: Yu Yanfu,
1974), and Chun Miao (dir: Xie Jin, Yan Bili, Liang
Tingduo, 1975). |

It is due to the distinct political quality of the
cinema of new China, that Mao Zedong, the top leader
of the CCP, and officials at all levels of the CCP and the
government attached great importance and concern to
it. The cinema became not only a part of the socialist
politics in China, but also the barometer and outpost



position of politics. Thus, it is not difficult to understand
why the politics of new China performed so many
historical tragi-comedies of emergences, in the field of
or with the help of the cinema. By the end of the
twentieth century, the social impact of Chinese cinema
greatly decreased, but the cinema was still winning
unusual concern from statesmen, which indicated the
continuation of the political tradition to treasure the
instructive and constructive functions of the cinema.
During the first 17 years of the PRC, China
zigzagged its way along the socialist road, through the
conflicts and confrontations of "revolution" and
"construction”. Under the pressure from international
surroundings and the impact of domestic political
struggles, China was subjected to the political inertia of
class struggles in many aspects. And this inertia drew
the Chinese cinema deep into the vortexes of politics in
succession when it was striding in its course to complete
the construction of socialist ideology. The vortexes led
the cinema of new China to a near destruction in 1966
during the Cultural Revolution. In the late years of the
Cultural Revolution, the cinematic mode of the Model
Drama turned the doctrine of class struggles to such
aesthetic principle as represented by “Three
Foregroundings”. The political cinematic mode of
new China went to the extreme of metaphysics.
With the year 1978 as a milestone, China plunged
into a “new era”. The Chinese cinema entered the
period of revolution and development, with the
restoration of order in politics, the formation of reform
and open-door policy in economy, the liberation of
thinking in ideology, the installation of enlightenment
in culture, and the introduction of modernistic climate
in art. After the impactive creations of the Fourth
Generation of directors, and the innovations of the

Fifth Generation of directors, the Chinese cinema

altered its course of development, from the singularistic
political mode of ideology and the traditional mode of
screen drama, to the pluralistic mode of sound and fury,
mingling with the tides of the world cinema.
Representatives of such pluralistic orientations of this
period include From A Slave to A General (dir: Wang
Yan, 1979), Bitter Laughter (dir: Yang Yanjin, Deng
Yimin, 1979), Xiao Hua (dir: Zhang Zheng, Huang
Jianzhong, 1979), The Legend of Tianyun Mountain
(dir: Xie Jin, 1980), Night Rain to Bashan (dir: Wu
Yigong, 1980), Neighbour (dir: Zheng Dongtian, 1981),
The Alley (dir: Yang Yanjin, 1981), Nanchang Uprising
(dir: Tang Xiaodan, 1981), My Memories of Old Beijing
(dir: Wu Yigong, 1982), Middle-Aged People (dir:
Wang Qimin, Sun Yu, 1982), One and Eight (dir:
Zhang Junzhao, 1984), Yellow Earth (dir: Chen Kaige,
1984), Life (dir: Wu Tianming, 1984), Black Cannon
Incident (dir: Huang Jianxin, 1985), In the Wild
Mountain (dir: Yan Xueshu, 1985), Hibiscus Town
(dir: Xie Jin, 1986), Sun Yat-sen (dir: Ding Yinnan,
1986), Old Well (dir: Wu Tianming, 1987), Woman,
Human, Demon (dir: Huang Shuqin, 1987), Red
Sorghum (dir: Zhang Yimou, 1987), Great Ceremony
of the Nation's Founding (dir: Li Qiankuan, Xiao
Guiyun, 1989), and Black Snow (dir: Xie Fei, 1989).

In the late 80s, with the speeding of market
mechanism, the Chinese cinema began to acquire the
property of the cultural industry, transferring with
great difficulties from the platform of political
propaganda to that of autonomous popular culture.
Entertainment, for the first time in the film production
of new China, obtained a legal position.

From 1990 on, due to the changes of the political
situation, the Chinese cinema was again subjected to
the ideological sphere, and diverted from the mainstream
cultural market, forming a tendency of nonpopu-



larization with the main theme films as its mainstay.
There were, in the Chinese cinema remolded in the new
era, reversions to and collections of the cinematic
mode of the early post-1949 years. The 1990s saw the
production of such films as The Decisive Battle (dir: Li
Jun, Yang Guangyuan, Wei Lian, Zhai Junjie, 1991 —
1992), Zhou Enlai (dir: Ding Yinnan, 1991), Country
Teachers (dir: He Qun, 1993), Kong Fansen (dir: Chen
Guoxing, 1995), The Turning Point (dir: Wei Lian, et
al,1996), The Opium War (dir: Xie Jin, 1997), The
Magnificent Birth (dir: Chen Guoxing, 1999), My July
(dir: Yin Li, 1990), The True Hearted (dir: Sun Zhou,
1991), Farewell My Concubine (dir: Chen Kaige,
1992), The Story of Qiu Ju (dir: Zhang Yimou, 1992),
No Perplexities at Forty (dir: Li Shaohong, 1992), The
Blue Kite (dir: Tian Zhuangzhuang, 1992), The Three-
Haired Boy Joins the Army (dir: Zhang Jianya, 1993),
To Live (dir: Zhang Yimou, 1994), Back to Back, Face
to Face (dir: Huang Jianxin, 1994), Red Cherry (dir:
Ye Daying, 1995), On the Beat (dir: Ning Ying, 1995),
and Part A, Part B (dir: Feng Xiaogang, 1997). The
films form the pluralistic context of tenseness.

China had the accession to WTO upon the entrance
of the twenty-first century. Globalization made
industrialization once more the keyword to the Chinese
cinema. That “market is politics”, or that “market
share is politics” gradually became part of common
knowledge. The political cinematic mode of new China
will turn to be the industrial cinematic mode based on
market. The new cinema of China, will come into the
global circulation of politics, economy and culture, and
reconstruct the character and the quality of its own.

This brief account hereabove presents our
cognizance and understanding of the developmental
track of the cinema of new China.

The book, aimed at an expression of such an

understanding, falls into five chapters, presenting: an
account of the cinematic advancement and its political
and cultural surroundings during the period of formation
of the cinematic system of new China, in Chapter One,
The Embryo of the Red Cinema of New China (1949
— 1956); a treatment of the two climaxes of the cinema
of new China around 1959 and 1962 and the production
of a group of socialist classics, in Chapter Two, The
Period of the Classic Socialist Cinema of China (1956
— 1966); a description of the destructive expansion of
the cinematic mode of socialist politics of new China
and the overthrow of reasonability of classic mode, in
Chapter Three, The Red Cinematic Mode of "Cultural
Revolution" Times (1966 — 1976); a narration of the
formation of the artistic mode of the new era, with
pluralistic orientations by contribution from generations
of filmmakers, in Chapter Four, The Cinema of the
New Era of Revolution and Plurality (1977 — 1989);
an inquisition into the transformation of the Chinese
cinema, in the ten years, to industrialization of the new
century under the twofold drive of the industrialization
and the political ideologization, through the conflicts
between planned management and marketing operation,
against the background of globalization, in Chapter
Five, The Turn of the Chinese Cinema at the End of the
Twentieth Century (1990 — 2000). The book, in the
part of Conclusion, points out that, the cinema of new
China, is in the process of transformation from the
political mode of socialism, to the industrial mode of
the new cinema of the popular culture.

China has recently set the political objectives for
building a well-off society in an all-round way. The
Chinese cinema will, necessarily become one of the
components of the objectives, and provide the objectives
with cultural imaginations, and with new starting points

of economic growth as well. In this sense, the Chinese



cinema will sooner or later be in a new era of
development.

This book, however, provides only a recollection
and an interpretation of the cinema of new China. More
detailed investigation, restoration, analysis, and
determination, are expected from future writings of
history. We expect, after having a through examination
of the historical heritage of various kinds, a chance to

write a history of the contemporary Chinese cinema.
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