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Abstract

The book is primarily concerned with the study of film and filmic literature in
the context of Shanghai Culture, concentrating on the analysis of some relevant
theories, creative phenomena, and the relationship between film and literature from
three different perspectives, namely, literature, art and culturology.

The hook believes that Shanghai Culture is a kind of modern popular culture
which is situated in the industrialized and commercialized modern metropolis and
preconditioned by modern commonalties who are exposed to the mass media. The
birth of this kind of culture is a result of modern society built up by modern
metropolis and modern commonalties. Film, as a product of industrial civilization
and the development of science and technology, is a kind of new art as well as a
prototypical product of cultural industry. This kind of product not only has qualities
of popular culture, but also fully characterizes it. There are some differences
between literature in the context of modern popular culture and the literature in
the pre—industrial times. These differences result not only from the specific culture,
but also from its close and complicated relationship with film.

In view of the succession and innovalion of academic research, the
Iniroduction of the book makes a eritical survey of some of the important works
pertinent to Shanghai Culture, its literature and film. Among them are Wu Fuhui’s
Shanghai Styled Novel in the Urban Maelstrom, Xu Daowming’s Theory Of Shanghat
Styled Literature, Li Jin's Shanghai Styled Novel and The Modern Urban Culture,
Li O’fan’s Modern Shanghai-a New Urban Culture in China, and Yang Yi's
General Survey of Beijing Culture and Shanghai Culture. In this way, the book
indirectly confirms such fundamental viewpoints like "Shanghai Culture is just the
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modemn popular culture”, "Shanghai styled literature and film are not only affected

nRIseY



o BRSNS E BRSO N DR, R

by Shanghai Culture, they also reveal the charactenstics of it", and "Shanghai
styled film is closely related to literature”. Furthermore, the book points out the
remaining problems and the weak peints of the rescarch work having been done so
far, and these remaining problems and weaknesses actually become our research
focus in this book.

Chapter one is concerned with the film creation of "Yuan Yang Hu Die
{Mandarin duck and butterfly}" Group. According to the textual research, literary
scholars in this group have not only created a large number of literary works, but
also altached importance to the film creation. Just as their novels have built up a
classic pattern of modern Chinese popular literature, the "Yuan Hu (Mandarin
duck and butterfly)" Group's film crealion has started an importamt tradition of
Chinese filmdom up to now. To be more important, not only have they created the
unique "Literary Film Narration" and "Literary Vidco Style", but also have they
created a "Filmic" literary genre through "writing” film. They combine earthliness
with elegance, modemity with tradition, and art with commerce. These represent
the typical features and character of modern Shanghai Culture, which can be used
for reference in terms of film and literary creation as well as cultural construction
similar to Shanghai Culture.

Chapter Two mainly discusses the magazine Modern Film and the viewpoints
of those who propose the idea of "Soft Films". The book suggests that Modern
Film, edited by Liu Na’ou, plays a very important rele in the history of Chinese
film. |t is important not only because i1 has brought about a heated debate between
"soft" and "hard" films, but also because i has represenied a kind of pioneering
cullural conception and leading cultural character close to the nature of film.
Unfortunately, in the hard times with fierce class struggle, culture has been fully
veiled hy politics. Thus in the previous works on film history, we could only find
simplex political criticism on Modern Film. There wasn’t any concrete cultural
analysis. Because of this, It is impossible for us to get the complete historical truth.
And it is hard for us (0 make full use of the cultural resources we cxigently need at
present. This book not only goes back to Modern Film to dig its “veiled"

expression of filtn culture. Furthermore, it carefully analyzes the conception of "soft



film" put forward by the magazine’s chief editors, Huang Jiamo and Liu Na’ou.
The book peints out that , as proponents of "soft film", though Liu and Huang's
interpretations of film are different (while the latiter pays aitention to the
enlertaining aspect of film, the former emphasizes its filmic nature), both of them
have grasped film’s essence as modem popular culture and have revealed the
inner connection between it and the artistic feature and aesthetic function of film,
The reason for the long veiling of the true value of these views not only lies in the
political evaluation of the debate between "soft" or "hard" film, but alse lies in the
conflict of different cultural contexts. In pre—industrial times, due to the fact that
the cultural emphasis was placed on "revolutionary culture” and the culture of "
peasant plus literati and officialdom”, such concepts as “city”, “entertainment”
and "commercialization" were in doubt., Because of this, the characteristics and
functions of film related to them were laid uside. Even those "fifth generation"
directors who opened up a new era of Chinese film only carried out the
modernization of film in its audiovisual language. Their achievement was outshone
by Huang Jiuamo’s "entertaining film" and Liu Na’ou’s "filmic film", which had
been construcied in the context of popular culture. With the gradual diminishing of
pre —industrial times and the coming of the era of modern popular culture in
Chinese society today, the filmic views and cultural values of Liu, Huang or other
"Soft Film" proponents have gradually been seen in today’s film policies,
strategies and creative practices.

Chapter three of the book diseusses "Covert —visual Mode" of the New
Sensation School, In the context of Shanghai Culture, the relationship belween film
and literature can not only be found in literature’s influence on film, but also in
film’s influence on literature. After the discussion of the "Yuan Hu" Group’s
creation of "filmic” literature through "weiting " film in the first chapter, this
chapter, taking the visnalized tendency of Shanghai Culture as starting -point,
examines in detail the simulation of video creation and the borrowing of film
techniques in the fiction writing of such New Sensation Schuol writers as Liu Na’
ou, Mu Shiying, Hei Ying in terms of camera lens, perspective, scene, action,

color, montage ete. It points out that the creation of covert—visual mode by
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simulating not only changes the form of expression of traditional fiction and the
non—visual design of the world and ways of mastering, but also pushes forward the
further change of mudernization of Chinese culture by way of its logical connection
and adaptability with post—modernism.

Through the analysis of the films created by Hong Shen in the 1920s, and Xia
Yan, Zhu Shilin in the 1930s, the fourth chapter discusses the combination and
interaction of art, politics and commerce in the context of Shanghai Culture of
which modern industry and booming commerce is a prerequisite condition. The
hook holds that different relationships among art, politics and commerce is the
major difference between modern popular culiure in industrial and post—industrial
times and traditional elite culture in pre—industrial or agricultural times, While in
the context of traditional elite culture, art and politics could hardly be related to
commerce, in the era of popular culture all things including labor forces become
merchandise. As art and politics can be commercialized, the three enjoy a
relationship of combination and interaction. To begin with, the chapter centers
around Xia Yan analyzing the mutually selected cooperation between the Left—wing
writers and the film capitalists in the 1930s. It points that this cooperation not only
gserves the aims of both sides, but also plays a very important role in the
development of Chinese film, literature and culture. The chapter then dates back to
the 1920s to discuss Hong Shen’s film script The Shentus, examining the
relationship between the acceptance effect in the film and the cultural context as
well as the change of his artistic views—from the pursuit of non-commercial "pure
art” to the creation of films with both artistic and commercial qualities. The author
thinks that the failure of The Shentus owing to its discrepancy with the cultural
context, the change of Hong Shen’s artistic views and adaptation of his creation
have provided the Left—wing writers with lessons to draw as to how to deal with the
relationship among revolution, art and commerce. The last part of this chapter
discusses Zhu Shilin’s film cveation in the "Lianhua times". The author holds that
Zhu Shilin’s creating shows his adherence to traditional culture as well as his
unremitting pursuit of art. At the same time, the artistic and traditional factors are

his commercial strategies to attract the audience and increase the box office. This



kind of search for commercial "selling point” in both art and tradition is just the "
Lianhua spirit”. And it is a prototypical manifestation of the relationship among art,
politics and commeree in Shanghai Culture.

Biased towards the portrait of females is an important aspect of Shanghai Cul-
ture in its film creation. It not ouly involves the basic principle of film art, but is
alse a manifestation of Shanghai Culture which is a kind of moedern popular cul-
ture. Furthermore, il shows the influence of Shanghai Culture on Shanghai styled
film which is alse the early Chinese film. By interpreting the names of films, the
photos of film stars in some magazines, chapter five analyzes the family narralion
of women and the social manifestation of female bodies , explains the close
connection between film and females in the context of Shanghai Culture between
the 1920s and 1940s. The connection reveals and stresses the features of Shanghai
Culture as modern popular culture. It further elaborates on the rich and
complicated signified of "females" as signifier in the film and exposes the
pluralism of Shanghai Culture.

Through the discussion in the above chapters, the hook fully exposes the
complication, contradiction and unity of the theory and creation of Shanghai-styled
films with literature. It reveals that "the co—exisience of modernity and tradition,
the compatibility of politics with entertainment, the combination of art and
commerce, and the interaction between film and literature” are the major features
of Shanghai —styled film. These characteristics are also that of Shanghai -styled
literature and culture. This fact demonstrates the rtestriction, influence and
expression among Shanghai-styled films, literature and culture. The book not only
goes hack to the history, respects the history, and makes an attempt to restore the
history; it also bases its discussion on reality and tries to build up a corresponding
relationship between history and reality in a similar cultural context and conducts a
¢critical review. On the basis of this, the Conclusion of the book sums up the phase
quality of "Shanghai-styled Film" and "Popular Culture", and concludes that
Shanghai Culture is a wide extension of modem culture in present—day China. It
points out Huang Jiamo’s emphasis on film’s entertainment , Liu Na’ou’s pursuit

of purely visualized "filmic film", the New Sensation School’s attempt to establish
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covert—visual mode, the cooperation between left—wing writers and commercial film
corporations,  Hong Shen’s change frum non —commercial artistic film to
commercialized film, Zbhu Shilin and his Lianbua corporation’s business practice
of art and traditional cubure, the search between modernism and tradition by the "
Yuan Hu" Group and its effort to manufacture commercial "selling point” through
literary love and moral stories, and even the female body biased practice of
Shanghai-styled film no doubt had cultural rationality at that time. Even in today’s
society, they can obviously provide us something to use for reference with regard to
the creation of film and literature as well as the cultural construction. 0Of course,
there are lessons for us 1o draw in some of them to aveid recommitting the same
hislorical errors.

(Notes: 1. There are many pictures with caplions in the book. While some of
them are supplementary materials, object demonstration and visualized expression
to the corresponding sections in the book, others are further explanations of the
views in the book or explanations of the views in the book from different perspec-
tives. 2. The two articles in the appendix try to provide a definite understanding of
the research object’ s historical status and indirect expounding of its praclical sig-
niflcance.)

Key words: Shanghai Culture, film, literature, choice, interaction, integration
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