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Locating Media Archaeology in Chinese Independent Cinema

Ann Lyuwenyu ZHANG 5K 535

What is Chinese independent media archaeology? Or rather, how can we critically engage with media
archaeology as a method in the Chinese context, considering the history and practice of Chinese independent
cinema? This is the central question guiding the 7th issue of the Chinese Independent Cinema Observer.
Popularized by authors like Jussi Parikka, Thomas Elsaesser, and Wolfgang Ernst in the past decade or
so, media archaeology has become a generative method for media scholars and artists alike to engage with
past materials in order to better understand the present and the future (Parikka 2012, p. 2). Emphasizing
the cultural and theoretical potential of technologies and archival findings, media archaeology is often
characterized by the dynamics between the new and the old (Parikka 2012; Elsaesser 2016; Strauven 2021).
This dialectical relationship is particularly resonant in the Chinese context, as it not only references the rapid
cycles of new technologies since the introduction of the digital, but it also coincides with the early history
of Chinese independent cinema during the economic reform and opening up in the late 1980s, a period
when new ideas replace, renew, and negotiate with the old. However, the current discussion around media
archaeology largely stems from a technologically-oriented and Euro-American perspective that sidesteps
non-Western culture. To fill in this lacuna, this issue introduces scholarship and practices rooted in Chinese
independent moving and still images to tease out the possibility of a localized point of view. The content of
this issue builds on the history of Chinese independent cinema in the traditional sense but also expands its
point of view to include multitudes of media materials ranging from imaging technologies like cameras and
recording devices to found and remediated footage and photography, as well as archiving practices related to

independent image-making culture.

Tracing the history of Chinese independent cinema, its early development is inevitably tied to the introduc-
tion of the handheld DV camera and other portable technologies in the late 1980s and early 1990s (Berry et
al. 2010; Robinson 2013; Zhang & Zito 2015). Evidently, DV camera is not the only site of Chinese media
archaeology found in independent filmmaking in the past thirty or so years. In fact, by examining various
materials using media archaeology as a method, this issue reveals many hidden sites and intersections — for
example, the repurposing of obsolete technologies seen in Cong Feng M ¥ s article —that gesture towards a
renewed understanding of the history and culture of Chinese independent image-making. Up until today, Chi-
nese independent cinema and image cultures have existed across multiple mediums, from celluloid to video
cassettes like VHS and DV, and then to various computer-based digital formats prevalent today. Filmmakers,
photographers, archivists, and curators have witnessed the transformation of media formats from analogue to
digital, and experienced the democratization of filmmaking tools along with the proliferation of individually
made images on smartphones and pocket-sized cameras. While there is a plethora of scholarship on the his-
tory and content of Chinese independent cinema, little concerns the production, preservation, and afterlives
of these materials.' To fill in this gap, this issue foregrounds the history of the tools as an essential part of the

history of the works.

It is important to note that, while it is tempting to write a genealogy of media materials in Chinese independ-



ent image culture, this issue goes beyond a simple historical overview. Historical accounts no doubt play
important roles in the following articles, but the main goal of this issue is to—using Jussi Parikka’s words —
offer ‘insight into how to think media archaeologically in contemporary culture’” (2012, p- 2). As such, many
of the articles in this issue engage with past materials from a current standpoint to demonstrate the possibili-
ties of reconsidering, destabilizing, and even disrupting the linear historical timeline, especially official nar-
ratives formulated after 1989, and direct our attention to examine the increasingly reduced public space for

independent culture.’

This challenge to linear temporality is established in this issue through the key concept of obsolescence. It
encompasses objects, technologies, and ideas that were left behind by the so-called ‘progress’, where the
official image politics prioritizes a highly curated and technologically advanced Chinese visuality while su-
pressing the rest. As a result, the concept of obsolescence is particularly worth elucidating in the Chinese
context because independent film practices often actively engage with obsolete materials like found footage
and older technologies in stark comparison to the clean-cut high-definition mainstream visual culture.’ Char-
acterized by opposing tendencies of ‘persistence’ and ‘suppression’, obsolescence foregrounds the material
remains after the format is outdated and challenges the idea that the new often overpowers the old (Tischleder
& Wasserman 2015, p. 2). Thus, obsolescence directs our attention to the clashing temporal energies in Chi-
nese media cultures, especially how film technologies, materials, spaces, and ideas are reappearing and even

resisting becoming obsolete.

What’s more, obsolescence is the key to understanding what Thomas Elsaesser calls ‘the initial impulse[s]
of media archaeology’, which is to ‘make the past strange again rather than all too familiar’ (2016, p. 334).
When a format is replaced by a newer update through the planned obsolescence of consumerism, the obso-
lete yet still present media/medium then become alternative routes to reconstruct memories fragmented and
oppressed by the hegemony of the new and ‘good’ media. Engaging with obsolete materials stirs up dirt and
resists the sedimentation of the past and asks: what is at stake when we salvage media materials that are no
longer useful in the acceleration of Chinese modernity? In other words, this issue also proposes to view me-
dia archaeology as a form of social reimagination, and not just a way to elucidate the relationship between
new and old media. Through this localized perspective, we can better understand sow independent images5
are complicated by the cycles of obsolescence, and how media archaeology as a method can decentralize

Chinese image politics.

While this introduction has been trying to map media archaeology onto the history and culture of Chinese
independent cinema, it certainly is not trying to fit past objects into any concrete narratives or frames. What’s
more, it also acknowledges the debates surrounding media archaeology’s tendency towards technological de-
terminism, thus downplaying the social structure of the topics in question (Skidgeby & Rahm 2018). To steer
away from such a tendency, this issue joins the stratagem introduced in Jorgen Skdgeby and Lina Rahm’s
‘What is Feminist Media Archaeology?’ to keep on asking ‘other’ questions while engaging with media ar-
chaeology: ‘Who is winning and who is losing? Who made the rules? And what story do we tell the losers
to get them to want to continue playing?’ (Skidgeby & Rahm 2018, p. 14). Many of these questions ring true
for the discussion of media archaeology in Chinese independent image culture in this issue. We may also add
questions like: Why do independent filmmakers intentionally use outdated technologies? Who benefits from

constantly updating not-yet-useless media? At its core, Chinese independent media archaeology is a method-



ology that is at once technical and social.

Going back to the question posed at the beginning, framing this introduction with the question ‘What is
Chinese independent media archaeology?’ follows the mode of engagement through which many authors
write about media archaeology, emphasizing the multiplicity and openness of the field.’ Importantly, this
open-ended question also signifies that this issue is in no way trying to present a comprehensive overview of
the landscape of media archaeology and related practices in Chinese independent cinema; rather, we aim to
pose questions and explore the diverse ways to apply media archaeological thoughts on materials, archives,
technologies and concepts to offer new ways of seeing, and by extension, new ways of resisting capitalist
progress. In other words, this issue of CICO tries to present and analyse sites of media archaeology found in
the Chinese context, ranging from archiving family images and tracing diasporic video works to discussing
1980s television technologies, with perspectives from academics, archivists, artists, and filmmakers. What’s
more, as a journal published by the Chinese Independent Film Archive (CIFA), the following articles join the
diverse materials preserved at CIFA to become a site of media archaeology itself. By bringing together di-
verse narratives and examples, this issue strives to broaden the fields of both media archaeology and Chinese

independent cinema to create meaningful intersections.
This issue of CICO is categorized into four sections.

Following the introduction, the first section, titled ‘Decentralizing Archives’, consists of academic and in-
terview articles concerning the state of the moving image archives in contemporary China. As an important
concept and often the basis for conducting media archaeology, the archive must be situated in the Chinese
context, especially in relation to independent efforts of archiving. Writing as an archivist and an academic,
Yizhou Wei 515} gestures toward the possibility of a decentralized film preservation system using exam-
ples connecting Tainan National University of the Arts (TNNUA) and Xiamen University (XMU). From an
artist’s perspective, Gu Xue’s i Z5 interview focuses on her endeavour in founding the FamilyLens Film
Archive % iZ 5% 1% 1 , a community-oriented organization that aims to promote the preservation of family
images in China and encourage everyone to document their family stories. Together, this section offers a
glimpse of the moving image archiving practices in contemporary China to establish the base for the discus-

sion of media archaeology in the following sections.

The second section, titled ‘Broadening Media Archaeology’, offers two academic case studies employing
media archaeology as the method in Chinese and diasporic Chinese filmmaking. Lynette Qiuyang Shen it
#KFH explores the use of ‘bad images’ as generative aesthetic devices in the experimental filmmaking of two
diasporic artists— Yin Chi-Jang §%f-&f and Ouyang Peixuan FX[H 7% —to disrupt the definition of authen-
ticity and ‘Chineseness’ while expanding the parameter of Chinese independent cinema. Similarly talking
about the aesthetic devices of moving images, Désirée Marianini’s article offers a theoretically-oriented
textual analysis of Lei Lei’s 15 % Breathless Animals %) 775 (2019) where the filmmaker reuses and re-
shapes found materials and archival recordings. Both articles engage with their subjects of analysis through
perspectives informed by media archaeology and obsolescence, and demonstrate diverse ways to think me-

dia-archaeologically about Chinese independent image culture.

The third section, ‘Renew and Recycle: Voices from the Artists’, is formed under the generous personal ac-

1



counts of the artists themselves. Among the four articles, two are in the form of director’s notes and two are
group interviews. Director Cong Feng M writes about his long-term filmmaking practice of ‘techno-scav-
enging’ using old technologies and found footage, and how this practice offers ‘a freedom available only at
the margins’. Animator and director Lei Lei zooms in on a much-neglected aspect of independent filmmak-
ing—the voice-over [H 4} —to think through the conceptual and physical implications of sound and imag-
es. The interview with the four members of the SWYC (Structure. Wave. Youth. Cinema) Working Group—
Shi Jian 5 [H] , Chen Jue % & , Wang Zijun 1% , and Kuang Yang JT#% —goes back to the early days
of Chinese independent cinema and provides never-before-seen accounts of the history of technologies in
Chinese television stations and discusses the group’s composition of the Manifesto of the New Documentary
Movement 40k 12 4))5 5 in 1991. The last interview in this section with Li Wei 254 and Liang Chen
#t /= centres around the artist duo’s ruin photography work, Dust and Scratches 5 “© 5 %I JR , and their
multi-media approach to reactivating found family photos and videos in the half-demolished living spaces in
Wuhan. Overall, this section hopes to provide a diverse range of examples from artists working in different

media and different time periods.

Lastly, this issue of CICO is excited to introduce a new section, ‘New Research on Chinese Independent Cin-
ema’, which showcases timely research and findings on Chinese independent cinema that do not necessarily
align with the current theme of the issue. In this issue, the authors engage with different aspects of Chinese
independent cinema through academic case studies of two prominent filmmakers. In Pang Hong’s &} ar-
ticle, she uses Wang Bing’s T It film Three Sisters ( —h4k 2013) as a point of entry into the painterliness
of Wang’s oeuvre with an art historical point of view. In the last article of the issue, Wendy Sun fM% 5 ex-
plores digital video activism and Queer Marxism in Cui Zi’en’s Withered in a Blooming Season ( /> {¢ 5
T 2005) .

Following the various possibilities discussed in this introduction, I want to end with yet another question
borrowed from Thomas Elsaesser’s ‘Media Archaeology as Symptom’ and ask: ‘What is cinema (good) for?’
(Elsaesser 2016, p. 188). This question appears after Elsaesser delineates the possibility of media archaeolo-
gy as ‘crisis management’ and highlights the current loss of faith in modern progress which led to ‘the crisis
in history and causality, which has amplified into a crisis in memory and recall, reflected in turn in the crisis
of narrative and storytelling (Elsaesser 2016, p. 188).” Granted these crises can be found in arguably every
region across the world but it particularly rings true in the post-socialist and post-pandemic China, where
histories, memories, and (grand-)narratives have long been intertwined and served pre-mediated. So what can
we gain by asking ‘What is cinema (good) for?’ in relation to the sites of media archaeology presented in this
issue? In the context of the increasingly diminishing space of the independent image culture in China, this
issue on media archaeology and obsolescence is just an initial attempt to localize this methodology to gesture
towards a socio-technologically informed, historically conscious, and reimaginable future of the study and
practice of Chinese independent cinema.

Acknowledgement

This issue of the Chinese Independent Cinema Observer has benefited greatly from the kindness and the
advice of the general editors, Sabrina Qiong Yu 4331 and Luke Robinson, who have spared no effort in the
editing process to ensure the quality of each article. I would also like to extend the gratitude towards this

issue’s layout designer, Wei Yizhou, who worked tirelessly and patiently during the formattiing process.



Lastly, I wish to thank the scholars, artists, archivists, and filmmakers who contributed so generously for this

issue. Your hard work is what made this issue special.

Notes

1 One example of scholarships on Chinese media archaeology can be found in the 5th issue of the Non-fiction
Journal published in 2023 by Open City Documentary Festival and edited by Pan Lu and Bo Wang. See link: https://
opencitylondon.com/non-fiction/non-fiction-05-the-obsolete-and-the-resurrected-archaeological-cinema-in-asia/the-

obsolete-and-the-resurrected-archaeological-cinema-in-asia/.

2 Italicization from the original author.

3 The crackdown on Chinese independent film culture has been happening since mid-2010 with the forced
disappearance of festivals and institutions like Beijing Independent Film Festival b 5¢ it 37 5% 1% ¢ and Li Xianting
Film Fund %% 2 B 5% 354 and many more. The most recent example is perhaps the closure of Unicorn Image Jii ff
J#i%% in Guangzhou on March 2nd 2025. Unicorn Image is a local screening space for independent directors and an
event space for film enthusiasts in Guangzhou. See their Instagram post about its closure: https://www.instagram.com/p/

DGck6Z2x71j/
4 See Qiuyang Shen’s article, ‘Bad Images as Diasporic Homes: Exploring Media Obsolescence in Chinese Diasporic

Filmmaking’ in the second section of this issue; and Cong Feng’s essay, ‘Acceleration, Surplus, Technological
Scavenging, and Moving Image Recycling’ in the third section of this issue.

5 As briefly mentioned earlier, this issue tries to expand the parameter of Chinese independent cinema to encompass
more than just the film text. Using examples from this issue, the definition of ‘independent images’ can be seen as the
savaging of old photographs in residential ruins in Li Wei and Liang Chen’s interview, or the filmic manipulation of
family images in Lynette Qiuyang Shen’s article, just to name a few.

6 See Jussi Parikka, What is Media Archaeology? (2012); and Jorgen Skdgeby and Lina Rahm, ‘What is Feminist
Media Archaeology?’ in communication +1 Volume 7 (2018). These two works also demonstrate the progression of the
field from a general evaluation of digital media to focusing on important sub-fields like feminist media archaeology.

7 Italicization from the original author.
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g EDRN BRI D S 5 SRR T B ? XIEZ (BB AGNIES) 55 -CHITR I AR O A,

W ETRE, EIE-AEF (Jussi Parikka), fE5H-#R/REEE (Thomas Elsaesser) Flik/RK[X-
EHTR (Wolfgang Ernst) F#E T, BWAZHFCHRANENHRE S ZARK B IHE KL

DA GFERAR Y RS AR E BRI 7% (Parikka 2012, p. 2) o HNE 2R EAR SRR LI
BRI BT RE, WELL B 5 “IH” N3 EEARE (Parikka 2012; Elsaesser 2016;

Strauven 2021) ., fEFEIBIEHES, X—BHEXRRILES AL EARIER TP DOREORIE
FIEEIEER, W5 b thed )\ EEARR G5 S T R H Hh 7 B R AR A B 32— L&
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s R R B S REA MR MRRIEEERGTR, 2R 5 HEMEER. B lE,

RS AG S R RS ZE L B

[E R E S R s, HRHIR RS Bitad 1980 FEARUKE 1990 AW T4 DV BGHE EHERER
I5IANE AR5 (Berry et al. 2010; Robinson 2013; Zhang & Zito 2015) . 25X, DV #&4&H1
HARS R =+ REFEHILAR AN E P ME— A 85 5 R, @ N 22T R R
K ABIETER T 2 R EAN 885 58 R —— B0 AAEE A SRR B I ISR R A
—IXEEREBIEE T TR BN RGN L S SRR AT REE, 1€ 1k, REIEMN S AL
LSBT SRR Fr. VHS K DV fén, FEIS TRTH 2 MEE. B A, fEm, MET
TF# 5 R AR WE T8 Bl e 0528, Wl TREGHIE LARNR I, DKERET
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(R 7 SR AN AT B ) B A AR
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BRI E, D1 SR RUREIRAE S W CE A IRE R AE, (EAYIR % H bR —AE I E R RS
N EL ARSI AT EAN B ET AR (2012, p. 2) o B, AHINZREIEX
DA AN ABEM AL, on 7 EHES, Sty 2FTWrE M i AR AT REME, JUHOZ 1989
SRR AR, BTSSR S H 2R A3 %

AHREE “U@IK”  (obsolescence) JX— CHEME S RPKRLIEN HAH, PTIBEMEIK, ZI87E “#HP57
EHEP ORI, BORSEAE; mith “#P” ETET GBI RIS E RN, Rk
B E S, R RS, B, EEEERTEE WK LREZ: MBS
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(W& (Tischleder & Wasserman 2015, p. 2) o Hitk, “W@IK” 51 SBAIGELELH SO
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e REIN RIRE R, TTHERBREOR, MR ZRSWSEH, FHIRTisiEiL.

Ah, IR INRPERRSYRIERFIR NS AR AT BUOCHE: R IR REHTRIS AL,
AR T#3&" (2016, p. 334) o SR —HMEIURTH 2 L XAV HRITERIATI oS e, 9RFER
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KRMTTE, WILXFA LA, Bl DB AR AV SRR IE R R 2tk AR
FhH AN R RIR R UNMALR B GBI .

REARS | REREA 5 G EM BB G L 5 bz i, BB ERNRAAN
AT EE FIREBAEZE, RN, ARSCHEIRBIENE GG T AsoRRE e, Missit 245t
Al (Skageby & Rahm 2018) . JylEfuitisiia), AHARERN iR L (Skigeby) S5Hiid (Rahm) 7E
Mo E N ENFE? ) HREER: EHITENE HNRELIERARLE “fthE” RE—
“WETER, WETER? ERE TRIN? FATEIREMCE A8, IHIESg%E:25? 7 (Skageby
& Rahm 2018, p. 14) . XEE[AEFRIFEE H T ARBAEENZ G SR RS2 E I8, FRATIEMN
BIA: SR ONESE BEA BRI NEAR? FHEA MR IR RS RTREILZE?
A W, EEMN GBS REN B SR MR EER S S 4 E N AL,

DRI AR, DL 22 EEHZEN B G2 7 RAMAFE SRR, LR T ARZ%
ARG ENH EENARIT X, HES ISR 2 e 5P °. HEENR, X
WoRE: AR IR BN B N2 AR A8 — IR ReEH e, Mk, &
MEESREAE, HRRRENZ G BLENH TR MR SRS WSR2, TTREFTHIN
B, HEMATRIARA T SGEPRERH TR 52, A CEEHEENR) HEZEH
H P EEESE R EN B E M —MNKERBRIIER, BEEEHEG AR, FHR 20 tH
20 80 FRAYHEMBAR—ICRFEE, MRERA. ZARSHEEANZENA, (FNEERE TR
tE (CIFA) EHHITY), DARXEIRNS CIFA FEMEB L, SOy —CENFEH7, EdER
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The Educational Film Archive in the Sinophone World: Conceptual Migration and
the Exploration of a Decentralized Film Preservation

WEI Yizhou FH165+

Abstract

This article investigates the concept of the educational film archive by examining its migration from Tainan
National University of the Arts [H 37 & F 2 R K 2% (TNNUA) to Xiamen University [& [ ] K 2% (XMU),
using this case as a lens to explore the prospects for developing a decentralized model of film preservation in
the Sinophone world. The article begins by tracing the historical development of film preservation institutions
on a global scale and then analyzes the centralized preservation system in mainland China, highlighting how
its state-led structure and politicized institutional framework have constrained both public access and the
diversification of preservation practices. On this basis, the article turns to TNNUA, where an educational film
archive took shape within the context of democratization and social movements in the late 1980s. Through
this process, three interrelated paradigms—technical, cultural, and pedagogical—were formed, illustrating
a dual trajectory combining social intervention via documentary filmmaking and historical reconstruction
through film preservation. Furthermore, the article examines the conceptual migration of this model to the
Film Archive Studies Center & % 3 ik 4 /0> at XMU, revealing a shift in focus from a culturally driven
paradigm to a more technocentric orientation. Additionally, the article explores how informal networks
of private collectors offer a subtle form of resistance to the state’s archival monopoly. Overall, the article
contends that while centralized control continues to dominate film preservation in mainland China,
preservation efforts led by educational institutions may open up alternative pathways, anchored in cultural
empowerment and social participation, to envision a more pluralistic and decentralized archival future in the

Sinophone context.

Keywords: Decentralized Film Preservation; Educational Film Archive; Cultural Paradigm and Technical

Practice

Introduction

In the field of film preservation, most institutions operate under a centralized model, where decisions
regarding the collection, preservation, and restoration of films are primarily overseen by state cultural
authorities. This tendency is closely linked to the early development of film preservation initiatives and
shaped by each country’s specific political, economic, and cultural conditions. Within the Sinophone world,
such centralization is particularly evident. Building on the concept of a decentralized preservation model
proposed by Oxtoby (2017), this article uses the migration of the educational film archive concept from
Tainan National University of the Arts to Xiamen University as a case study to examine how decentralized

film preservation is currently being explored and challenged in mainland China.

The article begins by outlining the historical trajectory of film preservation institutions globally, offering
essential context for a topic that remains relatively unfamiliar to many readers. It then analyzes the
institutional evolution of film preservation in mainland China and unpacks the underlying logic of its

centralized system, providing a comparative backdrop for discussing decentralized alternatives. Finally, the
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article focuses on the migration of the educational film archive model from TNNUA to XMU, examining the
sociopolitical context that enabled its formation in Taiwan, the development of its three core paradigms—
technical, cultural, and pedagogical—and the reasons why this model could not fully take root at XMU’s
Film Archive Studies Center. The article also provides a preliminary assessment of emerging grassroots film

preservation efforts in mainland China that operate outside the formal state apparatus.

The article opens with an overview of the global development of film preservation institutions, establishing
the necessary foundation for a subject that may be relatively unfamiliar to readers. It then critically examines
the institutional dynamics underpinning film preservation in mainland China, shedding light on the structural
logic of its centralized system and setting the stage for a discussion of decentralized preservation models. The
focus then shifts to the case of the educational film archive, tracing its conceptual migration from TNNUA
to XMU. This section examines the sociopolitical factors that shaped the emergence of the educational
film archive in Taiwan, explains the three foundational paradigms of this model (technical, cultural, and
pedagogical), and analyzes the reasons that hindered its full realization at XMU’s Film Archive Studies
Center. In addition, the article offers an initial exploration of the nascent, grassroots film preservation efforts

taking shape in mainland China, which operate independently of the state’s formal archival system.

The Historical Trajectory of Film Preservation Institutions

In its earliest form, film was regarded as a novelty—a spectacle often found at fairs
and exhibitions, occupying a cultural space not unlike that of stage magic (Radner,
2010). In 1895, the French inventor Lumiére acquired and improved upon a patent
originally held by Léon Bouly for the Cinématographe, creating a device capable
of producing clearer moving images than Thomas Edison’s earlier Kinetoscope
(Usai, 2000, p.9). This innovation effectively marked the official ‘invention’ of
cinema. However, for a considerable period afterward, film was largely dismissed

by governments, educational institutions, and commercial interests. As Horak

(2007, p.106) notes, ‘mainstream cultural institutions and governments considered

Figure 1. Paper Print

Source: https://blogs.
loc.gov/now-see- serious intellectual consideration’. Because film had what Roland Barthes has called

the cinema a crass commercial enterprise, a form of communication not worthy of

hear/2014/05/where-
it-all-began-the-paper-
print-collection/ commercial interests alike. It took many years for film to evolve from this marginal,

‘bad object’ status, it was mistreated by governments, institutions of education, and

fairground attraction into a medium recognized for its aesthetic and artistic

legitimacy—worthy of systematic preservation.

In 1894, William Dickson, who had assisted Thomas Edison in designing the Kinetoscope—an early motion
picture camera—was among the first to consider the possibility of preserving films for posterity. He believed
that, in contrast to the frequent exaggerations and distortions found in written records, film offered vivid and
authentic representations of reality. Acting on this belief, he deposited a number of early Edison films in the
Library of Congress. However, this act of preservation was driven less by cultural foresight than by strategic
concerns: registering these films with the Library of Congress allowed Edison to secure copyright protection,
thereby gaining a competitive edge in the commercial market. Shortly thereafter, Edison began reproducing

35mm films onto paper, preserving them in the form of so-called ‘paper prints’.
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In 1899, the Polish photographer Boleslaw Matuszewski was among the first to recognize the historical
significance of motion pictures and to advocate for their systematic preservation. He argued that film, like
traditional archival materials, possessed the authority to record history and therefore deserved priority in
preservation efforts. To institutionalize this vision, he proposed the creation of a Cinematographic Museum
or Depository in Paris, ideally attached to an existing institution such as the Bibliothéque nationale de
France (Binder, 2015, p.9; Chapman, 2013, pp.73—75; Houston, 1994, p.11). Matuszewski had previously
worked for the Lumicre company and, in 1897, was commissioned by Tsar Nicholas II to film the official
visit of French President Félix Faure to Saint Petersburg. After the visit, Faure was accused of a breach
of diplomatic protocol for allegedly failing to remove his hat during a military inspection. Matuszewski’s
footage, however, refuted the allegation, demonstrating the capacity of film to serve as compelling visual
evidence (Houston, 1994, p.12). This episode likely shaped his awareness of film’s documentary potential.
Anticipating its broader role, Matuszewski predicted that ‘cinematographic photographers’ curiosity [would
move] from merely entertaining or whimsical scenes to actions and spectacles of a documentary interest, and
from humorous slices of life to slices of public and national life”—a shift that would ultimately make film an

indispensable resource for historical inquiry (Matuszewski, 1898/2014, p.520).

Matuszewski’s prediction about the expanding thematic scope of film was soon borne out. In 1916, British
photographers Geoffrey Malins and John McDowell produced the United Kingdom’s first war documentary,
The Battle of the Somme, which captured scenes from the British Army’s campaign along the Somme River
during World War 1. Distinct from conventional print journalism, the film’s immediacy and realism had a
powerful public impact, drawing unprecedented attention and selling over 20 million tickets. Its reception not
only demonstrated the persuasive force of moving images but also rekindled calls for a dedicated institution
tasked with the preservation of films (Binder, 2015, pp.12—14; Houston, 1994, p.12). The film was eventually

archived at the Imperial War Museum, affirming its status as both historical record and cultural artifact.

The necessity of establishing film preservation institutions stemmed not only from the growing recognition of
its cultural and historical value, but also from the material vulnerabilities inherent to the medium itself. Prior
to the 1950s, nitrate film stock—widely used at the time—was chemically unstable and highly flammable
under normal conditions, posing serious challenges for long-term preservation. These practical difficulties
underscored the need for an institution capable of coordinating resources and expertise to effectively carry
out the mission of safeguarding film heritage. As Matuszewski had once envisioned, such an institution came
to be known as the film archive.The world’s first widely recognized film archive was founded in 1933 in
Stockholm by Bengt Idestam Almquist (Kula, 2002). Throughout the 1930s, a wave of archival initiatives
emerged across Europe and the United States. Among the most prominent were the Reichsfilmarchiv (1935,
Berlin), the Film Library at the Museum of Modern Art (1935, New York), the National Film Library (1935,
London), and the Cinémathéque Frangaise (1936, Paris) (Leab, 2000).

It is worth noting that the earliest film archives primarily focused on the collection and curation of films.
At the time, there was a shared understanding among these institutions of the importance of building
communication channels and systems of film exchange. This understanding facilitated the transnational
circulation of prints between Europe and the United States, allowing each region to respond more effectively
to the viewing demands of its own audiences. A notable example is the 1937 exchange of films between the

Cinématheéque Francaise and the Film Library at the Museum of Modern Art (MoMA), coordinated by Henri
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Langlois and Iris Barry (Dupin, 2013). This successful collaboration laid the groundwork for the realization
of another vision first proposed by Matuszewski: the creation of a global network of film archives. In 1938,
the International Federation of Film Archives (FIAF) was founded, an organization that today encompasses
150 member archives from 77 countries (Leab, 2000; Nagorska, 2012).

The Establishment and Logic of Film Preservation in Mainland China

In mainland China, institutionalized film preservation did not formally begin until the establishment of the
China Film Archive 1 [F H52 % £ in 1958. However, the very concept of film preservation had already
entered the country around the same time that preservation institutions were being founded in Europe and the
United States.

During the nitrate film era, fires caused by improper storage were frequently reported in newspapers.
Electroacoustic Weekly' Hi 75 J& 11|, founded in 1932, recorded multiple incidents of film-related fires, with
headlines such as: ‘Negligence in educational film projection at Wuwei Minjiao Hall J& 4 FE 21 * and
“Unattended fire breaks out—Tianyi Port Factory JK—#&]  mishandles film again, destroying two years

of Shao Zuiweng’s AL S] work’. The journal also introduced advancements in film preservation abroad,
including technical innovations such as a report from 1939 on a new aluminum-based opaque film developed
by a U.S. film stock company, which was ‘significantly less flammable than conventional nitrate film’
(Anonymous, 1939). In addition, it addressed long-term preservation challenges, noting, for instance, that
‘preserving film is not as simple as many imagine... film has a unique tendency to shrink—every foot of film
may contract by one-twelfth of an inch’. It also featured international examples such as the film vault at the
Museum of Modern Art in New York, which aimed to ensure that ‘a hundred years from now, people will still
be able to view today’s films’(Anonymous, 1938).

Regrettably, despite the fact that the importance of film preservation had already been acknowledged by some
in the Chinese film community as early as the 1930s, no substantial preservation efforts were undertaken
on the mainland. Owing to years of war and political turmoil, the only national-level film institution at the
time—the National Film Institute [¥ 7. H1 5478 ° —failed to carry out any work related to the preservation
of cinema. Unlike the cultural artifacts of the Palace Museum i = that were evacuated to the south for
safekeeping, films were not afforded the same institutional protection. According to historical records, the
establishment of FIAF in 1938, along with the actions of its member institutions, helped safeguard over 5,000
film materials from destruction during World War II (Chen & Jiang, 1993, p. 5). In contrast, film heritage in
the Sinophone world suffered from both underdeveloped preservation practices and the prolonged devastation
of war, resulting in widespread loss. On March 1, 1982, China Times "' [E ] 4l published an article titled
‘Who Will Lament When the Chronicles Turn to Ashes?’ lamenting the disappearance of early Chinese films
(Anonymous, 1992). It was, in many ways, a shared tragedy for both sides of the Taiwan Strait. Specifically,
prior to 1949, over 1,500 films were produced on the Chinese mainland. Yet by 1992—despite nearly three
decades of effort by the China Film Archive since its founding in 1958—only about 15% of those films had
survived (Chen Jingliang & Jiang Hongtao, 1993, p. 5).

As previously discussed, the establishment of film archives in Europe and North America during the 1930s

was primarily driven by the recognition of film’s historical documentary value and the practical need

for international film exchange. By contrast, the growing attention to film preservation in the Sinophone
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world was fundamentally rooted in the ruling authorities’ perception of film as a crucial ideological tool.
More specifically, it was through the medium’s strategic deployment for both political control and public
enlightenment that film preservation gradually became institutionalized as an integral component of state-

managed film administration.

Chiang Kai-shek (1953/1984, p. 249) once asserted that ‘the development of audiovisual education must
be undertaken by the state, with particular attention paid to enriching the content and improving the quality
of films and radio programs, in order to maintain and enhance the psychological well-being of the people’.
Years earlier, in 1936, the Chinese Communist Party (CCP) had already established the Yan’an Film Troupe
%€ 27 Hi 5% [4] under the General Political Department of the Eighth Route Army. In April 1949, the Central
Film Administration /9 H1 525 H &) was formally established, operating under the leadership of the CCP’s
Central Propaganda Department, with the mandate to oversee national film policy and operations. That
August, as the Party reflected on its revolutionary achievements,’ it concluded that “film, with its broad mass
appeal and wide-ranging propagandistic effectiveness, must be strengthened as a medium in order to more
effectively support our Party’s promotion of the New Democratic Revolution and national reconstruction,
both domestically and internationally’ (Cheng, 1963, pp. 341, 401-402). Indeed, these perspectives were
not unique to China but reflected a broader alignment with Soviet cultural policy, which emphasized film’s
potential as an ideological and educational instrument. In addition to Lenin’s well-known declaration that
‘of all the arts, for us the film is the most important,” his emphasis on film can be attributed to two key
rationales. First, the content of film served clear instrumental purposes: scientific and educational films
could disseminate advanced agricultural and industrial knowledge rapidly to underdeveloped regions,
aiding economic development. Newsreels, on the other hand, could embed ideological messaging into
visual narratives, delivering highly politicized messages in the form of dramatized political discourse.
Second, as a relatively novel medium, film had not yet reached saturation in many areas. Lenin noted that
‘in the countryside and in the East, where film remain a novelty, our propaganda efforts will be especially
successful’ (Central Film Bureau Art Committee, 1939/1951, pp. 36, 47-51).

In the domain of film preservation, the CCP explicitly modeled its approach on the Soviet system,
particularly emphasizing state-led control* over archival materials. In September 1955, Luo Guangda %' ¢
i% , then General Manager of the China Film Distribution Corporation H[E H 5% & 1T /A 5] , was appointed
to attend the 11th annual congress of FIAF in Poland as an observer. The following February, under the
leadership of Wang Hui, the Preparatory Office for the China Film Archive was established. It drafted a
foundational policy and operational plan that declared: ‘Films and other film-related materials of historical,
artistic, and cultural significance should be centrally preserved by the China Film Archive’. From that point
onward, the archive began actively collecting pre-1949 films and related materials, marking the inception of
institutionalized film preservation in mainland China (Shao, 1999, p. 3; Zhang, 2011, p. 15; Chen & Jiang,
1993, pp. 3—4). On September 30, 1958, the China Film Archive’ was formally established in Beijing.

Under a state-led framework, the collection of film archives in China was enforced through compulsory
measures’—an approach that, from an objective standpoint, has contributed to the construction of a relatively
comprehensive national film archive. As Zhang Jin (2020, p. 137), a scholar at the China Film Archive,
notes, ‘The state-centered system of film collection has ensured the complete and systematic preservation

of domestically produced films—something that many Western film archives can only dream of attaining.’
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However, from a different perspective, the centralized governance and strict control over film gave rise to
consequences that, in many respects, were entirely foreseeable. A key manifestation of this system was the
emergence of a highly class-based and exceptional mode of film circulation, known as ‘Internal Reference
Films* ¥ £} , which primarily featured imported titles and were screened exclusively for privileged
sectors of society. These screenings were confined to select audiences within government offices, military
compounds, and cultural or educational institutions (Zhang, 2018, p. 1). Moreover, in this authoritarian
context, the management of film archives was accompanied by selective deletion practices,7 which were
integral to the systematized curation process. According to scholar Chen Shan, after the founding of the
PRC, there were at least two state-organized campaigns aimed at destroying pre-1949 films, resulting in the

permanent loss of many works that did not conform to leftist ideologies (Zhang, 2005, pp. 155-156).

To this day, film archiving in China remains a highly politicized endeavor. It is formally embedded within the
national archival system, with the state emphasizing that ‘adherence to political principles is a fundamental
requirement; a clear political stance must be maintained, always aligning with the will of the Party and the
state, playing an active role in ideological guidance and education, and ensuring the political security of film
archive utilization’ (Zhao, 2005, p. 41). Consequently, the China Film Archive has long been regarded as one
of the least accessible film institutions in the country (Berry, 2021, p. 97). In September 2018, the archive
was administratively reassigned from the National Radio and Television Administration [F 58] % Hi 5% FEL AL
& J5] to the Publicity Department of the Central Committee of the Chinese Communist Party #1315 f#

0, further underscoring its central role within the state’s ideological apparatus.

The Development of the Educational Film Archive in Taiwan and the Migration of Its
Conceptual Framework

Oxtoby (2017) characterizes the American approach to film preservation as a ‘decentralized model’.
Instead of establishing a single centralized national film archive, the United States developed a diverse
preservation ecosystem comprising governmental agencies, museums, universities, archives, libraries,
associations, Hollywood studios, independent filmmakers, film distributors, and copyright holders. The
effective functioning of this decentralized system has been supported by institutional coordination through
the National Film Preservation Board and relevant legislation, most notably the National Film Preservation
Act. In contrast, such decentralized preservation models have been largely absent from the Sinophone world.
It was not until recent decades that a more mature model of preservation education began to take shape
at Tainan National University of the Arts (TNNUA). In my master’s thesis, 4 Study on the Concept and
Practice of the Educational Film Archive (Wei, 2021), I proposed the following definition of the TNNUA
model:

An educational film archive is defined as an institution that focuses on the collection and preservation
of non-mainstream materials. It is grounded in both physical and digital restoration practices and treats
preservation actions as a pedagogical scaffold. Educational activities are designed around specific
collections, enabling students to acquire restoration skills through hands-on engagement. At the
same time, the archive emphasizes the cultural and emancipatory potential of audiovisual materials,

ultimately fostering a form of social care underpinned by leftist ideological commitments.
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Sociopolitical Context of the Educational Film Archive in Taiwan

The establishment of the educational film archive in Taiwan was deeply embedded in a distinct historical
moment and marked by an explicit ambition to engage with social transformation. On July 15, 1987,
President Chiang Ching-kuo officially lifted the Taiwan Provincial Martial Law & V5 44 # ™ 4 , which
had restricted political freedoms for 38 years. This event marked the beginning of Taiwan’s gradual
democratization. In the early post-martial law period, amid rapid societal change, the island witnessed a
surge in documentary filmmaking. As Kuei-fen Chiu (2003, pp. 153—154) has observed, this proliferation
stemmed from two main factors: first, the advent of lightweight video equipment significantly lowered the
barriers to production; and second, documentary’s educational function was embraced as a means to cultivate
civic literacy in a democratic society. As a result, documentaries produced during this period emphasized
themes of resistance and social realism (Chen, 2014). This broader wave of democratic transition exerted a
profound influence on TNNUA’s documentary education and its development of the educational film archive.
From its founding in 1996, TNNUA’s vision for film education was centered on documentary practice, with a

pedagogical commitment to ‘engaging with social change through documentation’.®

One of the most notable examples of documentary production from this period is the corpus of political news
footage produced by the Green Team £ (/N4 | a collective spearheaded by Wang Chih-chang + %/ %% and
others. Their first recorded activity was the October 1986 election for Members of the Legislative Yuan 3.7
Z: 01 . Using lightweight ENG (Electronic News Gathering) cameras, they documented the electoral process
in an effort to challenge the state-controlled media apparatus and resist the suppression of opposition parties
by official broadcasters (Chen, 2020, p. 105). In September 1987, the Green Team compiled a selection of
edited footage covering oppositional movements, human rights campaigns, Indigenous activism, student
protests, and environmental struggles. This compilation was distributed through the Democratic Progressive
Weekly [&3EFT] under the title Taiwan Grew Up This Way V5 & IX KK (Jiing , 2013, p. 24). It
is thus clear that, during Taiwan’s democratic transition, the Green Team—positioned in direct opposition
to the establishment and operating outside the mainstream ‘Three Main Networks’ = £ "—emerged as
a powerful alternative media force. By the end of 1990, however, the group had disbanded due to sluggish
video sales and distribution challenges (Lin, 2020, p. 72). This dissolution raised a pressing question: how
could the roughly 4,000 hours of footage documenting Taiwan’s social transformation be preserved to ensure

its availability as a historical record for future generations?

Public discussion about preserving the Green Team’s footage first appeared in United Daily News Bk
#% . A 1994 opinion piece in its ‘Public Forum’ section, titled ‘The Film Archive’s Collection Must Be
Strengthened: Equal Attention Should Be Given to Endangered Materials and Contemporary Works’, asserted
that ‘alternative media productions such as those by the “Green Team” and “Third Vision” are also valuable
historical materials and should be properly collected’ (Chi, 1994). Although there had initially been hope that
the Taiwan Film Archive [E5277.(» —then the National Film Archive of Taiwan [ 5 Hi 52 % #HE —would
preserve these materials, its focus on feature films and chronic budgetary constraints meant that preserving
such alternative footage remained beyond its capaci‘[y.10 Between 1993 and 1998, the Green Team’s
videotapes circulated through various hands. In 1996, Yng-ruey Jiing J:1%i , founding dean of the College
of Sound and Image Arts at TNNUA, proposed that TNNUA take responsibility for preserving the tapes. Due
to Jiing’s ideological alignment'' and his professional background as the director of the Taiwan Film Archive

from 1989 to 1996, he gained the trust of the Green Team’s members. In 1998, the collection was formally
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transferred to TNNUA’s archive. In 2006, with the support of Deputy Minister of Education Sun-lu Fan
4% , TNNUA secured funding for digitizing the footage (Lin, 2016, p. 271). The project, titled TNNUA 5
Restoration and Open Access Program for Historical Footage from 1986—1997, eventually led to the online
release of the Green Team’s social movement documentaries in 2013. Reflecting on the project, Professor
Jiing noted in an interview that the Green Team represented not only a record of Taiwan’s social movements
during the transitional era but also a collective—a modest spirit that symbolized the youthful pursuit of
change in Taiwan (Lin, 2020, p. 72). After the lifting of martial law, the project of ‘rewriting history’
became a major endeavor within Taiwanese society and culture (Chiu Kuei-fen, 2003, p. 151). Unlike pre-
democratization documentaries, which largely echoed the state’s ideological stance, post-democratization
documentary filmmaking increasingly focused on subaltern voices and everyday life, establishing a new focal
point for Taiwan’s documentary movement (Xiao, 2014, pp. 28-29).

Figure 2. Professor Jiing receiving the Audiovisual Heritage
Preservation Contribution Award from the Taiwan Film and Audiovisual
Institute in 2021.

Proactively seeking to collect newsreel footage—epitomized by the Green Team’s social movement
documentaries—and constructing a history of newsreel in Taiwan was the path chosen by TNNUA’s
educational film archive during the island’s period of social transformation. This approach diverged from the
national film archive’s emphasis on preserving narrative films and reflected TNNUA’s commitment to the
broader project of “rewriting history”. Subsequent expansions of the archive’s collection, including Taiwan
Television’s newsreels, the Southward Expansion into Taiwan ®iiE 55 series, and more recent explorations
of videotape-based home movies, have all extended this trajectory. These efforts share a common feature:
distancing themselves from the National Film Archive’s model of systematic collection and preservation of
feature films, and instead focusing on documentaries and newsreels that have been overlooked by dominant
narratives but possess profound historical significance. In this process, a preliminary operational definition of

a decentralized approach to film preservation was established, particularly in terms of its value orientation.
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Figure 3. Newsreels from the Green Team archived at
Tainan National University of the Arts
Source: https://greenteam.tnnua.edu.tw/

Technical, Cultural, and Pedagogical Paradigms in TNNUA’s Educational Film Archive

As of 2021, the educational film archive #{ & T Hi 52 #4 %€ 7F at TNNUA has worked with film materials
from three principal sources. The first consists of large-scale collections proactively acquired by the archive,
including TTV News Documentaries, CMPC News Features, Green Team Social Movement Documentaries,
Japanese Colonial Propaganda Films, as well as individual works such as Liu Pi-Chia X W % (dir. Yao-
Chi Chen FHEYT , 1967), Sayon’s Bell ¥4 22 % (dir. Hiroshi Shimizu 57K % , 1943), and Taiwan’s first
Hoklo-language feature film, Xue Pinggui and Wang Baochuan -V 51 5 £ E 4| (dir. Ji-Ming He fi] 3
B , 1956), uncovered through field research. The second category includes audiovisual materials generated
through action research, in which researchers actively documented or collected footage to construct thematic
archives. Notable examples include the Lo-Sheng Image Archive ‘& 2 5% 1% % K} FE (Ping, 2010), Anti-
enforcement Action Image Database [ iHiTAT 315 % KLEE (Weng, 2019), Home Movie Archive 5 JiZ Hi
S UERHEE (Wu, 2016; Hsieh, 2018), and the Indigenous Image Archive JiL 43 [52A5% PR (Wu, 2015; Pan,
2020). The third category includes projects commissioned for restoration. These include the digitization of
President Chiang Kai-shek’s Instructional Audiotapes for the Republic of China Military Academy 3% 1 [ it
Gl 7k , the restoration of Peony Pavilion FF)ZETN 5 &L (dir. Kuo-Fu Chen, ¥R [F & 1995) and
Stranger in the City {EFAA23717 (dir. Chi Yin, 74 1994) in collaboration with the Central Motion Picture
Corporation £V 5% | and the restoration of A Husband s Secret J. K ¥)Fh%  (dir. Tuan-Chiu Lin # 3% 5k
, 1960; originally titled Mistaken Love %75 ) with the Taiwan Film and Audiovisual Institute [¥ 58 H152 A 4%
Wy SCAE L

Through its work in preserving and researching these film materials, the Educational Film Archive at

TNNUA has developed three distinct educational paradigms: technical, cultural, and pedagogical.

The ‘technical paradigm’ established by the Educational Film Archive emphasizes a distinctive philosophy
of preservation and a practice-oriented approach to technology. It encompasses efforts such as preserving
film processing laboratories, developing low-cost workflows for digital restoration, and exploring methods
for videotape repair and digitization. Rather than attempting to rival state-level professional institutions in
technical sophistication, this paradigm is rooted in educational objectives and seeks to cultivate a practical,
context-sensitive technical system. First, TNNUA has advocated for the preservation of film laboratories,
emphasizing the enduring significance of analog-era imaging technologies that have largely been phased

out. This approach also responds to growing concerns over the ‘unreliability of the digital’. In 2011 and
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2014, TNNUA acquired film processing equipment from Dah-Du Laboratory K #5 52 . (1963-2011) and
Taipei Film Laboratory 5 b52\ (est. 1980), respectively. Subsequently, graduate students Kuo (2018) and
Liao (2021) catalogued and reassembled the donated machines—including film developing units, cleaning
devices, and printing machines from Dah-Du, as well as a 16mm Allen black-and-white film processor from
Taipei Film Laboratory, manufactured in 1976. These efforts enabled TNNUA to independently carry out
photochemical film processing. Second, in its digital restoration workflows, the Educational Film Archive
has sought to balance pedagogical value with financial limitations. For instance, Tsao (2024), in her thesis
Reproduction and Tracing of Moving Images: A Case Study of Frame-by-Frame Shooting and Preservation
of Film Reels from Taipei Prefecture Taipei Industrial Institute during the Japanese Colonial Period,
employed a ‘manual frame-by-frame shooting” method to digitize and preserve a 16mm black-and-white
silent reversal film shot in 1930s Taiwan by Japanese architect Chijiiwa Suketaro T B A . Finally, in
recent years, the archive has turned its attention to videotapes—a format widely used by amateur filmmakers
and for home movies—focusing on stabilization, repair, and digitization as a way to recover grassroots

memory and non-professional filmmaking embedded in the medium."

Unlike traditional film archives that prioritize technical application as a means to achieve high-end film
restoration, the Educational Film Archive at TNNUA regards ‘technology’ as just one component within a
broader pedagogical framework, rather than as the ultimate goal of preservation. Within this framework,
cultural production, cultural preservation, and cultural interpretation are positioned as the archive’s ultimate
objectives. Film is thus not merely an object of preservation but a medium for constructing social discourse,
reviving collective memory, and facilitating historical dialogue. In terms of cultural production, the archive
views the construction of image databases as an alternative to conventional documentary filmmaking.
Whereas documentary narratives often present a unidirectional flow of information, databases facilitate the
longitudinal accumulation of materials, enabling multi-layered interpretations to emerge over time. This
approach gradually displaces the authority of historical narration and collective memory from the state
toward more decentralized and pluralistic modes of knowledge production (Jiing, 2010). At the level of
cultural preservation, the archive frames the restoration of Indigenous audiovisual materials as an act of
cultural reconstruction. For example, Pan (2020) restored home movies filmed by tribal elders in the 1990s
and established the Katratripulr Audiovisual Documentation Archive & kK Hi 3% 1% 40 5% % k| /& . These
materials not only document rituals and everyday life within the community but also possess a high degree
of cultural credibility owing to their internally situated perspective. By reviving memory from within, such
preservation practices imbue archiving with cultural-political meaning, directly aligning with the goals of
transitional justice and the affirmation of Indigenous subjectivity. Regarding cultural interpretation, the
archive adopts a strategy of ‘revisiting the image’, whereby historical footage is reintroduced into its original
social context, enabling contemporary audiences to critically reengage with the past. A representative case
is the ‘Revisit Musha’" T iR % #I- project centered on Sayon’s Bell, a colonial propaganda film produced
by the Japanese Government-General in Taiwan. Led by Professor Jiing, the TNNUA team undertook
three successive returns to Musha: beginning with community screenings and intergenerational dialogues,
continuing with documentation of present-day village life, and culminating in the creative reuse of archival
footage to explore contemporary Indigenous conditions. Through this multilayered process, the restoration of

Sayon’s Bell evolved into a complex and polyvocal cultural archive that bridges history and the present.

Finally, the educational paradigm of TNNUA’s film archive is reflected in its distinctive pedagogical
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philosophy and practices, which center on two key components: a practice-oriented ‘learning by doing’
model and a critical pedagogy inspired by Paulo Freire’s Pedagogy of the Oppressed. Together, these
elements constitute the core of TNNUA’s approach to film archive education. The ‘learning by doing’
concept, rooted in John Dewey’s theory of experiential learning, posits that students acquire genuine and
profound understanding through active engagement. At TNNUA, this is realized by involving students'*
in every stage of archival work—from field investigation and rescue to restoration, preservation, and
cataloging—thereby enabling them to grasp the entire lifecycle of film objects through hands-on labor. This
action-oriented model not only fosters technical proficiency but also establishes ethical relationships between
students and the materials they work with. Initially implemented in TNNUA’s documentary curriculum, this
model evolved into a pedagogical framework defined by an ‘aesthetics of process’ and ‘instrumental theory’
through the introduction of action research. It later became foundational to the archive’s broader educational
practices, including industry-academia collaboration, database development, and media restoration. In
parallel, the archive’s pedagogical orientation is deeply influenced by Paulo Freire’s philosophy, which views
education as a means of empowerment—enabling the oppressed to recognize their conditions and take action
to transform them. A representative case is the Rescuing Family Memories Workshop 30 5 fiE 1042 KA fik
, which centers on repairing home movies to recover the lived experiences of ordinary people. In this context,
the act of restoration itself foregrounds perspectives marginalized by mainstream media. By reanimating
these grassroots narratives, the workshop enables participants to reclaim personal subjectivity and resist long-

standing cultural erasure (Hsieh, 2018).

Through an analysis of its technical, cultural, and educational paradigms, it becomes evident that the
educational film archive has developed a distinctive operational logic in the practice of film preservation.
These three paradigms not only illustrate the archive’s multifaceted positioning in terms of technological
application, cultural engagement, and educational methodology but also form the core components of a
decentralized model of film preservation. Unlike the state-led, centralized systems of preservation, this
approach—anchored in educational institutions and driven by practical engagement—emphasizes local
action and community participation, reflecting the openness and cultural dynamism of preservation work.
Its formative logic is profoundly influenced by Taiwan’s unique socio-cultural context and the personal
philosophies of key practitioners. It is precisely within this framework that the educational film archive
emerges as a critical node in the decentralized preservation landscape, presenting a distinctive contribution to

the broader film preservation landscape across the Sinophone world.

Through an analysis of its technical, cultural, and educational paradigms, it becomes clear that the
educational film archive has developed a distinctive operational logic in the practice of film preservation.
These three paradigms reflect the archive’s multifaceted positioning in terms of technological application,
cultural engagement, and pedagogical methodology, and together form the foundation of a decentralized
model of preservation. Unlike state-led and centralized systems, this model is rooted in educational
institutions and based on practical engagement. It emphasizes local initiatives and community participation,
embodying the openness and cultural vitality of preservation work. Its formation has been shaped by
Taiwan’s specific socio-cultural context as well as the personal philosophies of key practitioners. Within this
framework, the educational film archive serves as a critical node in the decentralized preservation landscape
and offers a distinctive contribution to the broader development of film preservation across the Sinophone

world.
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The Migration and Adaptation of the Educational Film Archive Model

The theories and practices developed by the educational film archive at TNNUA migrated to mainland China
through a fortuitous and rather legendary event.”” In 2009, during fieldwork in Yunnan, Professor Jiing from
TNNUA came into possession of more than 1,000 abandoned 35mm film reels from the Guizhou People’s
Theater 57N A BRI . These reels, which consisted mainly of newsreels, educational films, and narrative
features produced in the 1970s (Xiong, 2019), were divided between the two institutions. Approximately
500 reels were shipped to TNNUA for educational purposes, while the remaining reels were eventually
transferred to Xiamen University (XMU) through Jiing’s active coordination. In 2015, XMU formally
approved the establishment of the Film Archive Studies Center, making it the first university in mainland

China to systematically engage in film preservation and restoration.

Following the establishment of the Film Archive Studies Center, its initial phase of work focused on
expanding the collection to meet the scale expected of a professional film archive. The early team was led by
three core members: Yng-ruey Jiing, Li Xiaohong Z=H¢4] , and Zhang Aigong 7K % = . Beginning in July
2014, they conducted site visits to institutions including Pearl River Film Group ¥k 7T i 5% 4 [4] , Western
Film Group PGS H 24 4] , the Xi’an branch of the China Film Archive H [ H 5% PR E 74 2 H 52 POk}
, Xiaoxiang Film Group il i 5% 52 [4] , Beijing Film Printing Factory b I EUEEN)  , and Guangxi Film
Group | PHHLEZ4EH] . These visits pursued two objectives: first, to survey the preservation and distribution
status of film reels across China; and second, to negotiate the potential deposit or donation of reels that
could not be adequately preserved by their current holders. At present, the Film Archive Studies Center at
Xiamen University holds a substantial collection, including film copies from the Guizhou Provincial Film
Company 5144 52/ 7 , entrusted materials from the Fujian Provincial Film Company #2244 L5222
7] , and copies from both the Xiamen City &[] 1li Hi5% /A & and Fuzhou City Film Companies 4 /1 117 Hi
sy . It also houses reels from the Xiamen Cultural Work Station under the Political Department of the
Nanjing Military Region Jii B 50 42X BUA TS 171 304 TAF L |, as well as a complete film processing line—
comprising a developing machine, inspection machine, printing machine, and multiple rewinding machines—
acquired from the Beijing Film Printing Branch of the China Film Group H [¥ Hi 5242 b 5 HE S UEEN 0 A
i

Figure 4. The team of the Film Archive Studies Center inventorying film
reels in the storage room of the Fuzhou City Film Distribution and Screening
Company on May 28, 2020
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In November 2015, the Film Archive Studies Center held its inaugural exhibition titled New Dwelling in
the Fuchun Mountains: A Special Exhibition on Cross-Strait Images, Media, and Historical Memory. The
exhibition’s title was inspired by the Yuan Dynasty painter Huang Gongwang’s Dwelling in the Fuchun
Mountains ‘& 35111 % &, as the two surviving sections of the painting— The Remaining Mountain Scroll F| 11|
K and The Master Wuyong s Scroll J&JHJfi4s —are housed separately in the Zhejiang Provincial Museum #f
VLA HY1HE and the National Palace Museum in Taipei and were famously exhibited together in June 2011.
Drawing on this analogy, Professor Jiing hoped that the reels from Guizhou, divided across the Taiwan Strait,
might one day be exhibited together through collaborative restoration efforts by faculty and students from
both institutions. As previously discussed, the ‘Taiwan experience’ embodied by the educational film archive
is not merely about replicating the technical model of a standard film archive. Instead, its core lies in the
cultural actions and social care achieved through the very practices of archival work and film preservation.
The 2015 inaugural curation vividly illustrated the cultural foundations upon which the XMU Film Archive
Studies Center’s initial conception as an educational film archive was grounded. From the outset of
discussions with XMU about the necessity of establishing the center, Jiing envisioned its cultural aspirations
as focused on cross-Strait exchange and dialogue. He sought to leverage Xiamen’s geographic proximity
to Taiwan to preserve audiovisual heritage from both sides of the Strait, employing film as a medium for
historical reflection and cross-Strait dialogue.16 However, upon closer examination, this strategy reveals a
dual dimension. On the one hand, within the political climate of mainland China, positioning the archive’s
mission in relation to cross-Strait relations and Taiwan studies aligned with the broader objectives of the
state’s united front strategy, thereby providing a pragmatic and politically resonant rationale for securing
institutional endorsement and material support. On the other hand, as a second-generation waishengren ( #p
A N, or ‘Mainlander’—referring to those who migrated from mainland China to Taiwan around 1949 and
their descendants), Professor Jiing genuinely hoped to replace confrontation with sustained dialogue across
the Strait, fostering mutual understanding among younger generations.17 Yet with the deterioration of cross-
Strait relations since 2019 and a sharp decline in cultural exchange, this vision of a shared cultural framework

has, to a large extent, become an ‘empty signifier’.
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Film Archive Studies Center, XMU

Figure 5. Film Archive Studies Center, XMU

To a certain extent, the possibility of conducting culturally significant research with transformative potential
in historical and social contexts on the basis of audiovisual archives, without interference from dominant
ideological discourses, depends on the degree of societal openness and the ruling class’s tolerance of

the public sphere. In Taiwan, both the preservation practices promoted by decision-makers at TNNUA’s
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educational film archive, which are shaped by personal convictions, and the ‘learning-by-doing’ pedagogical
model it has adopted are closely tied to values consolidated through democratization. These practices benefit
from the relatively open cultural space afforded by democratic institutions, where alternative perspectives are
accommodated rather than suppressed. By contrast, the cultural domain in mainland China remains tightly
constrained by a dominant political ideology, making it not only difficult to replicate TNNUA’s counter-
hegemonic academic trajectory, but also challenging for scholarly inquiry to independently address certain
sensitive socio-cultural issues. Academic efforts in this context often face a binary predicament: they are
either absorbed into the prevailing ideological framework or marginalized—and in some cases suppressed—
as subversive. As a result, interpretive authority over social and cultural matters frequently lies not with
individual scholars, but with overarching political structures. Therefore, even scholars who merely seek to
articulate an independent position in cultural interpretation may be compelled to adopt esoteric modes'® of
expression or resort to self-censorship and so-called ‘ideological self-castration’ in order to avoid co-optation
or political reprisal. For this reason, members of the XMU Film Archive Studies Center have generally
viewed Taiwan’s institutional and cultural landscape as more conducive to advancing the educational mission
of a film archive and articulating its political significance. Confronted with these structural differences, XMU
has inevitably faced institutional limitations in transplanting the Taiwanese model and has gradually shifted
toward a depoliticized, technology-centered approach to film preservation. This reflects a broader tendency
within the Sinophone world: Western thought is often received through an emphasis on conceptual intricacy
and empty jargon, while its historical contingencies and emancipatory political agency are downplayed—

precisely because such agency is perceived as politically unsettling.

In December 2020, the Film Archive Studies Center at XMU partnered with iQIYI %2772, to establish the
Joint Film Restoration Laboratory Hi 52 1& & BX & 52 % % . As a major online video platform, iQIYT has
long aimed to offer viewers access to high-resolution, licensed versions of films. Previously, many older
films available on streaming platforms were transferred using analog telecine technology—from optical
film to magnetic tape—which now falls short of meeting contemporary viewing standards. From iQIYI’s
perspective, directly digitizing and restoring original film elements would yield significantly improved
image quality and better meet audience expectations. For the Film Archive Studies Center, a relatively young
preservation institution with a growing collection of film materials but limited funding, the collaboration
provided a timely opportunity to pursue further research and pedagogical activities. In this sense, the

partnership proved mutually beneficial.

To date, the two parties have signed three contracts, resulting in the restoration of nine films: Little Soldier
Zhang Ga /NEikg (dir. Cui Wei £ 8 , 1965), The East Is Red %< J74L (dir. Wang Ping & Li Enjie +
S AR 1965), Li Shuangshuang 25X (dir. Lu Ren &-47] , 1962), Mu Guiying Takes Command F2#:
g (dir. Xu Suling 1% 75 R , 1958), Woman Sesame Oil Maker F 8% (dir. Xie Fei #f &, 1993), The
Spring River Flows East —{1.357/K 0 Z<¥ (dir. Cai Chusheng & Zheng Junli 254£4:, JEEH | 1947), 4
Mongolian Tale ®252 & (dir. Xie Fei, 1995), Liu Qiao’er X751, (dir. Yi Lin {1 ¥k, 1956), and The Battle of
Triangle Hill I H & (dir. Sha Meng & Lin Shan ¥0'5¢ . #KA2 , 1956). Specifically, the Film Archive Studies
Center provides the original film materials—primarily projection prints collected from private sources—and
is responsible for cleaning and physical repair. The films are then scanned using a film scanner to generate
digital files. These digital files undergo Al-based restoration using iQIYI’s proprietary Zoom Al technology,

followed by meticulous manual refinements and color correction carried out by restoration technicians at the
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Film Archive Studies Center, utilizing PF Clean and DaVinci Resolve. Throughout the collaboration, iQIYT
offers financial support, retains the right to select titles for restoration and define final approval standards,
and holds exclusive online distribution rights for the restored films. XMU, in turn, holds the right to conduct
educational and scholarly screenings, as well as to receive institutional attribution in all restoration-related

materials.

This technology-centered development trajectory marks a clear departure from the philosophy and practices
of the educational film archive model as it has evolved in Taiwan—an evolution that has raised concerns'’
for Professor Jiing. He argues that transplanting Taiwan’s technical model without its broader historical
and cultural context risks drifting away from the founding principles of the archive. As a result, the Film
Archive Studies Center at XMU appears to have experienced a role reversal, gradually shifting into a purely
technology-driven institution. Though regrettable, this shift seems to reflect the institutional compromises

inevitably involved in localizing alternative archival models.

Despite this shift toward a more technical orientation, the XMU Film Archive Studies Center has continued
to explore the academic potential of film preservation within the constraints of its institutional environment.
Notably, it became the first university-based archive in mainland China to actively promote film preservation
as an emerging academic field. Between 2019 and 2023, the center organized four national forums on film
preservation and restoration, addressing underexplored topics such as restoration methodologies, curatorial
practice, and film technology. These events provided a regular, in-person platform for domestic preservation
specialists, museum curators, and filmmakers to exchange insights and engage with new developments in the
field. By fostering dialogue among public institutions, industry professionals, and the academic community,
the forums sought to encourage cross-sector collaboration and contribute to the gradual advancement of film
preservation and restoration in China (Wei & Zhang, 2023).

In addition, the Film Archive Studies Center at XMU organized four forums on film preservation and
restoration in 2019, 2020, 2021, and 2023. These events positioned film preservation as an academic
inquiry, addressing topics such as restoration, curation, and film technology—areas that remain relatively
underdeveloped in China. The forums also served as a regular in-person platform for domestic professionals,
museum curators, and filmmakers to exchange insights and explore emerging issues in preservation,
restoration, and industry development. By fostering dialogue among public institutions, industry stakeholders,
and academia, the forums aimed to encourage cross-sector collaboration and promote the advancement of
China’s film preservation and restoration field (Wei & Zhang, 2023).

4. The Trajectory of Private Film Preservation in Mainland China

Slide (1992, pp. 45-60) outlined the vital yet nuanced relationship between private collectors and
preservation institutions in the American film heritage movement. Private collectors often contributed
valuable holdings, and fostering engagement with them significantly advanced the preservation of national
cinematic heritage. In Mainland China, the dispersed nature of private film collections today is largely a

legacy of state film management policies from the celluloid era.

Due to the material characteristics of film, once production was completed, screening prints had to be

produced from the original negatives through duplication and processing at specialized film laboratories.
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These prints were then distributed to provincial and municipal film distribution and exhibition companies,
forming a nationwide projection network. As early as 1954, the Chinese Communist Party (CCP) recognized
the scarcity of projection units and the limited access to films in rural areas. The Party responded by
formulating targeted policies aimed at strengthening support for projectionists and improving rural access
to films (Li, 2023, p.45). Projectionists were to become ‘outstanding propagandists among the masses’
(Anonymous, 1954). Cultural authorities were also instructed to conduct thorough inspections of projection
activities and implement centralized, planned management (Anonymous, 1955). These efforts proved
effective. In 1985, Henan Province alone had 11,259 rural projection teams; in 1986, the average rural
resident in Henan watched 34.7 films (Zhan & Chen, 2011, p. 102). By 1992, China had 3,000 distribution
institutions at or above the county level, with 140,000 projection units and a workforce of 500,000 involved
in film circulation (Hu & Chen, 2011, p. 418).

As noted earlier, since its establishment in 1958, the China Film Archive
has served as the national repository for Chinese cinema. Over time, it
acquired legal authority to collect, organize, preserve, and utilize film-related
materials. This included mandatory provisions requiring film production units
to deposit designated archival elements with the archive within three months
of obtaining a public screening license (State Administration of Radio, Film
and Television, 2010). Therefore, after a film completed its nationwide
distribution cycle, the China Film Archive was legally entitled to acquire its
original negatives, sound elements, and other essential, high-quality archival

. 20 . o . . . .
materials.” Meanwhile, the screening prints used during circulation were to

. . K L. L Propaganda, Projectionists,
be reclaimed by the production studios or by provincial and municipal film and Audiences in Socialist China

distribution and exhibition companies. However, since the 1990s, as reforms Fi . . .
igure 6. Cinematic Guerrillas

in China’s film industry deepened, the functions of these studios and local (2023), by Professor Li Jie,

distribution companies have steadily declined, and their institutional status Harvard University.

has become largely nominal. Consequently, many of the film prints in their

possession gradually fell out of the state preservation system and into the hands of private collectors.

It is also worth noting that in China, narrative films and newsreels are preserved by two separate institutions:
the former is managed by the China Film Archive, while the latter is held by the Central Newsreel and
Documentary Film Studio H' Yt 5 (8 205k 52 ) f ] . Together, these institutions effectively monopolize
access to the country’s moving image resources, and to this day, neither has shown any willingness to make
these materials accessible to the public.21 This ‘divided monopoly’ system significantly impedes both the

integrative study of film archives and their public use.

By contrast, although privately held films are often scattered and unsystematic, they have, in some cases,
preserved more complete fragments of historical memory. More importantly, these collections exist outside
official institutional control, offering a structural opportunity to promote open access to audiovisual materials.
In this light, efforts to collect film archives dispersed among private hands constitute not only a form of

cultural preservation but also a subtle challenge to the state’s monopoly over cinematic archival resources.

Currently, the Film Archive Studies Center at Xiamen University has established relationships with several
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private film collectors in China and launched initial collaborations, primarily centered on the exchange
of newsreels. By preserving and restoring these materials, the center seeks to reveal diverse historical
perspectives on twentieth-century China—particularly the 1960s and 1970s—and to explore their value as
alternative sources for historical research.

Figure 7. Private Film Collector and Their Film Copy Archive
(Example)

5. Conclusion

This study examines the concept of the educational film archive by tracing its development in Taiwan and
its subsequent migration to mainland China, thereby investigating the potential for a decentralized model
of film preservation within the Sinophone world. Through case studies, it analyzes the issue from multiple
dimensions—including social context, institutional philosophy, and practical pathways—highlighting both
the structural possibilities and institutional constraints that educational film archives face under divergent

political and cultural conditions.

Firstly, the social liberalization and democratic transition following the lifting of martial law in Taiwan
provided a crucial foundation for the emergence of the educational film archive. Within this context,
documentary education became a vital tool for engaging with social change and laid the groundwork for a
preservation philosophy rooted in civic responsibility. From documenting social movements to safeguarding
collective memory, TNNUA gradually developed a triadic model of ‘documentation—preservation—education’,
recasting film preservation not as a purely technical or managerial task, but as a practice imbued with cultural

significance and social commitment.

Secondly, the transfer and adaptation of the educational film archive concept from TNNUA to Xiamen
University illuminate the stark contrasts in institutional structures and cultural environments between Taiwan
and mainland China. Taiwan’s relatively open political and academic landscape has allowed TNNUA greater
autonomy in cultural interpretation and social engagement. By contrast, the development of educational film
archives in mainland China has been shaped by the state’s tight control over film resources and ideological
discourse. Nevertheless, the Film Archive Studies Center at Xiamen University has sought to establish

independent preservation practices outside the official framework, with its focus on newsreels representing a
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subtle challenge to the centralized monopoly of national archival resources.

Lastly, within mainland China’s long-standing centralized film management system, independent
preservation efforts by private individuals have become increasingly valuable. While national archival
institutions retain control over most high-quality film materials through formalized structures, the system of
‘divided monopolies’ has significantly restricted public access and academic research. In contrast, scattered
private collections—particularly of newsreels—not only preserve rich historical details but also allow greater
flexibility for open access beyond the constraints of the official system. In recent years, the Film Archive
Studies Center at Xiamen University has collaborated with several private collectors to preserve and restore
these materials using digital technologies, thereby highlighting the cultural significance and social value of

decentralized film preservation practices.

In summary, the concept of the educational film archive presents an alternative trajectory for film
preservation in the Sinophone world—one that moves beyond state-dominated frameworks and underscores
the deep entanglement between preservation practices and their broader socio-cultural contexts. Against the
dominance of state-centered models, the efforts of educational institutions and independent actors—though
still modest in scale—are gradually fostering a more open, pluralistic, and critically engaged field of film

preservation.

Notes

1 Electroacoustic Weekly, founded in 1932 and described at the time as ‘the only national film weekly’, documented
multiple incidents of nitrate film fires.

2 The National Film Institute was established with a government appropriation of 60,000 yuan, administered by
the China Film Education Association " [E ., 5% #{ & < , and was dedicated to screening standard films focused on
education and cultural development (Anonymous, 1935).

3 During the Second Sino-Japanese War, Mao Zedong undertook a systematic reflection on the relationship between art
and revolution, stating that ‘literature and art must become an integral part of the entire revolutionary machine’ (Mao,
1942/1991, p. 848).

4 ‘It was only after we arrived at the International Federation of Film Archives that we realized the concept of a film
archive was not quite what we had originally imagined. Our understanding of a film archive was essentially modeled
on those in the Soviet socialist countries—state-run institutions, large in scale, heavily staffed, and operating with an
imposing institutional presence’ (Gong & Chen, 2011, pp. 324-325).

5 At the time, films with historical documentary value and their associated materials had not yet been conceptually
elevated to the status of ‘archives’, nor was the work of collecting and preserving them explicitly linked to archival
practice (Zhao, 2005, p. 37). This conceptual gap explains why the national institution for film preservation was named
a ‘ziliao guan’ ( %W HEME |, literally ‘data or documentation center’) rather than an ‘archives’ in the formal sense.

6 According to Yi Ming #*#] , a former senior official at the China Film Archive, ‘[Later on, I felt that the effort put
into film collection was insufficient—nothing like the sheer forcefulness of the Cultural Revolution period. Back then,
film collection was backed by directives from Premier Zhou and had Jiang Qing’s attention as well (though she was
later labeled a counterrevolutionary, at the time she was a core member of the “Gang of Four” and held unchallenged
authority in the film sector). Who would dare refuse? Of course, people were still reluctant to hand things over, but not
as openly dismissive as they are now.]’ (Yi & Chen, 2008/2011, p. 51).

7 While restoring The Spring River Flows East (1947), Xiamen University discovered that the version edited and re-
released in 1956 as part of the China Film Corporation’s ‘Re-screening of Representative Outstanding Films since the

May Fourth Movement’ initiative had been shortened from its original seven-hour runtime to just three hours. Further
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examination revealed alterations and deletions in the audio track, such as the replacement of the line ‘in the Chongqing
government’ with ‘working in a rescue team’ (approx. 51:44 mark).

8 “As the documentaries produced in the past have become historical images to be preserved today, so too will the
documentaries made today serve as the historical records of tomorrow. The preservation of images and the production
of audiovisual records are thus two sides of the same coin—together forming the foundation for constructing historical
perspectives and cultivating critical insight” (Statement of Educational Purpose, Graduate Institute of Audiovisual
Documentary Studies, 2020).

9 The ‘Three Main Networks’ ( % =% or =% ) refers to the first three television networks established in Taiwan:
Taiwan Television (TTV), launched on October 10, 1962; China Television (CTV), launched on October 31, 1969; and
Chinese Television System (CTS), launched on October 31, 1971.

10 At the time, the Taiwan Film Archive primarily preserved motion pictures on film stock, whereas the Green Team’s
audiovisual materials existed in a variety of formats—including Beta, VHS, Betacam, and Hi8 —most of which were
consumer-grade. While these formats had the advantages of being inexpensive and portable, their diversity also posed
significant challenges for long-term preservation.

11 During the 1980s, Professor Jiing pursued his studies in the United States, where he encountered and subsequently
introduced the concept of Third Cinema to Taiwan. Writing under the pseudonym Li Zaixing 2% F 1T , he published
an article titled ‘Third Cinema Against Hollywood’ in Taiwan Ideology & & &l (1983, p. 92), an overseas journal
produced by Taiwanese students. In this piece, he sought to bring to Taiwan the core tenets of Third Cinema theory —
namely, the notion of film as a weapon and filmmaking as a political act. Upon concluding his eight-year tenure (1989—
1996) as director of the Taiwan Film Archive, Jiing reflected in an interview: ‘What I’ve always wanted is to document
the transformation of Taiwanese society, to help those living in Taiwan develop a sense of history, and to present the
development and evolution of Taiwanese society through the medium of film’ (Hsiao, 1996).

12 As Professor Jiing remarked in an interview with the author: ‘At TNNUA, our mission is education—but we have
neither funding nor personnel. I often say we’re like a roadside stall. Still, we want to make it an exceptional one. That
means taking a path the Taiwan Film and Audiovisual Institute wouldn’t pursue—a path rooted in grassroots materials
and news footage. Every videotape is a text, capturing family events that are deeply entwined with society. Through
home videos, we are composing a modern history of Taiwan’ (Wei, 2021).

13 This case laid the foundation for the core value orientation of the ‘educational film archive’. As Jiing (2015, pp.
2-3) writes: ‘Film archives in Third World countries exist to express memory, identity, and resistance. Their purpose
is to reconstruct subjectivity, positioning them within a broader decolonization project. In this context, we refer to
such institutions as “film archives in a postcolonial context”—that is, archives whose very existence serves the aims
of decolonization. In contrast, film archives in First World countries are oriented toward expressing glory, celebrating
pleasure, and exercising governance. Their function lies in the perpetuation of the status quo’.

14 For example, in the project to rescue and preserve TTV news footage, instructors explicitly stated that only students
who had personally participated in the preservation work were qualified to further utilize the materials for research
purposes.

15 For a more detailed discussion of this experience, see A Study on the Concept and Practice of the Educational Film
Archive (Wei, 2021).

16 From Jiing’s personal narration in his self-produced film about the migration of film reels from Guizhou: ‘Faculty
and students from both institutions are now jointly engaged in the restoration, in the hope that the films might one day be
exhibited together—and ultimately return to Guizhou to recount their remarkable journey. This endeavor is not simply
about “treasure hunting”, but about rescuing memory and transforming what is decayed into something transcendent.
What we uncover from these materials is secondary; what we seek to teach our students is not market logic, but a sense
of depth, an attitude, and a way of relating to history’.

17 From the author’s interview with Yng-ruey Jiing: ‘The generation before us had an unquestioned emotional
attachment to China—they simply longed to return to their ancestral homeland. The generation after us, in contrast,

identifies emotionally with Taiwan; for them, China is a distant concept. As for our generation, we have inherited
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the historical and cultural traditions of China from our parents, yet we have also spent three or four decades living in
Taiwan. I feel compelled to embrace both legacies—and, more importantly, to find a way to integrate them’ (Wei,
2021).

18 From the author’s interview with Professor Zhang Aigong: ‘I’ve developed a method that students can only grasp
through intuition—it’s difficult to articulate and somewhat abstract. Those who understand will naturally understand...
For example, in film history, I might speak at length about the trajectory from Caligari to Hitler. From an academic
perspective, nothing is off-limits” (Wei, 2021).

19 From the author’s interview with Yng-ruey Jiing: “What XMU transplanted was the experience of TNNUA, but
it lacked the historical development and intellectual grounding that had preceded it. As a result, the foundation was
unstable and the roots shallow, leading to significant gaps in understanding. At times, things felt abrupt or incongruous.
Without that earlier groundwork—and given that I hadn’t spent extended time cultivating the program—what emerged
felt fragmented. Taiwan’s prior experience couldn’t be systematically discussed or conveyed. As a result, when one
concept was introduced, it often led to something entirely different. It felt somewhat disjointed—almost like forcing
seedlings to grow before they’re ready’ (Wei, 2021).

20 ‘The Film Archive... dispatched personnel nationwide to collect prints. We visited provincial film companies to
select the best materials to retain, including raw footage’ (Tian & Chen, 2011, p. 165).

21 ‘Among the archived films are numerous titles produced by the “Manchukuo Film Association” and the
collaborationist Wang regime y£ £} during the Japanese occupation. These materials possess both a distinctive historical
context and ongoing relevance, rendering them exceptionally significant. For decades, Japan has spared no effort—
and employed every possible means—to collect these films in order to promote the militarist ideology of the so-called
“Greater East Asia Co-Prosperity Sphere” and to obscure the historical reality of its war of aggression against China.
Premier Zhou Enlai explicitly ordered that such highly classified archival films must be safeguarded with the utmost
security’ (Zhang, 2013, p. 1).
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CRIFSLERHPRYBLIR S Pk,

BRI S, ASCEJCEI 7 B2 RN B RIDRE, MR IX — 323 AR A A B U B E 5 5t
8, ASCRNIH T R EIRRHE X R AR AU R A R IRES, R T H A ORI NTEIZ AR,
NSt R MLEEREFRARR T 2H, &h, AXEARETARTHEEMEENGEZ
ARRZETIBZEETTRFAIRED], AR TIZEAEERRA R, AREERER: ZFREEER
TELE 7B U A 2 ket BE M REATENER = RIS (REEORIGE, SUeiye s
FOLIGE) | ETRFEFBSCEAO B SLE SO O R R A R B ORBEFE 70 A R A R A
I3, DAROR B iR RS XAt R R R A S AZ A TR 4T

— HUELRAHLM R R e ie

BRI EEEY R — Tz, HATETMREY, =58 ETIMA (Radner,
2010) . 1895 4F, JEE A FKIR/R (Lumiere) FKHX TR AJE T & G- Al (Léon Bouly) XT
Cinématographe (&R, FHMPASGH, FEHMEL TS Zil4 (Thomas Edison) FrA&ZHAR)
Kinetoscope RE/=4 B NIEMTINIE SN 4% (Usai, 2000, p.9) , HLRZ#% & BF A EL K [A] 1 [A] i
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o BFEHRJSHIME Y —ERINFF, RSN UGFIBUN B H R HADy —#/ AR EA L™
“TEMNERARERERX” , B2 =% (Roland Barthes) FiFkHy “4BANAR” (bad
object) (Horak, 2007, p.106) . FILABL, FHFZMIXFARNIRAIZRZHEN, FERE e N —
METHISE S ZRIE AT AZ B R, 200 7 RN AR R,

1894 4F, 5 # B 2 1 AE B U LR SRR ML A BUBR- 1 e AR (William
Dickson) &FcFFaaEE K R LURIE IS HAYATRE, Iy “AHEk
TXFIUREFHIHNEKGIRESMEROR, AR RN AESMNE
TWER" , HE— LR Edison FEFE TESEAE (Library
of Congress) , HIX—17HE G FENHEZ N T ERFZHIRAUSE
R4, DURAERDESES b S1R5E0L. A, ZlAE OOk 35 =R
SHfEAR L, DAARHEE (Paper Prints) MR #17.

1899 4, I = B % U 1 3R M KL K- 5 B & K & (Boleslaw
Matuszewski) 2 & (ZBRfE L BA P sE WA HE, FF 18 Hi g

Bl — 4R
S JE: https:/blogs.loc. HRZHEPIE DR S RIFZGTERIBIHER N A8 M AL

iﬁgéf;gﬁ;ﬁi@fﬁffﬁg/oi/ gt LW R R ARV — A B A DR P SRR, HN A5 L
Derorinteolloction) T JEERAE, TRt RO TE EURR RST L MY (R BB RO % 11 A

(Cinematographic Museum or Depository) , i iX #1445 1 7]

b T — DI, thaiEEEZEHES (Binder, 2015, p.9;
Chapman, 2013, pp.73-75; Houston, 1994, p.11) . SE&KITEE 2 KB/RATINER,
£ 1897 32 T E e dihi i — it (Nicholas IT) , FEL#IET: T IHMEEE RS A saliiE/R (Félix
Faure) X ZBASEMIERVIM, ViMEE G, S50 ek sl 8 /RHE A7 I G 7E H — MR
FLIRAIAT N, B A B AR I, X — AN A HE 2 5 R M 5 1] & RIS A 40 % R UE R 2 7 1
5% (Houston, 1994, p.12) , HEZANEREMERIAI N —BE, SIS E TIXEREN, SEE R
CEEBURIRE,  “ TR TR0 M B Al i 15 R 17 s e v B B0 S AT 3N A7 T,
M BRI AT Fr B A A S E AT, TR ) w6 K (58 R RO N 2R & 48 3 S I Y — b )
ZHRERIE (Matuszewski, 1898/2014)

I =] & R A FLsE TR 2 R AT S IR, 1916 4, MAZSEE SRR AR BT (Geoffrey
Malins) fZyE-2Z B RUR (John McDowell) #1348 7 3 E 25 —HBEFICR% A (REHATARE) (The
Battle of the Somme) , R ICRK T8 —XKIEF REFHEEERBIAYRE, FHUAHRETES
FIREWN A G AL EEEDN, K322000 fFiKE, #H AR ESSEYE, RN
— I BN —ADEAG R S BOER R X — BRI G R (Binder, 2015, pp.12-14;
Houston, 1994, p.12) .

AL AR G B ZEVERR T B A B AMEZ S WO AT 25, AR A S R R 2K,
RVH B B B RS (AR, 1950 SRR R 128 BIRRIR IR A £ R AR AR, IX MR
TR TR IR, [RIItE, PSS ORAAAE SEER R I 11 2 IR RE W IH — MRS 75 B3I,
J7RE AT SE OX TUE v, IX ARG UN B 1 8 R B S WP 5 B — 4, TR AR A 3R TR
(Film Archive) o tHFFZAINRYSE — AR AR MBS PRI 2R (Bengt Ides-
tam Almquist) T 1933 fEA/EHG U EE/REQIZ (Kula, 2002) , HH/ERUEEAS 30 4K, BREMIX
PHEE TSR BRI, wEERTORE (1935, M) | IR TEIREREHHEZ EAE
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(1935, #412Y) | EEERHERZFRIE (1935, €20 FMIAEER R (1936, B2 #iXZ (Leab,
2000)

TEPHEHAE, BB RER R EE TR O T iR OB S i, @2t RIS
FAZ M FRREHE DAY IEE 2 Y N AR, o 5 S A FRRZ AT DA EL IR s, DA 2 4% B X 32 AR
MWL TR 1937 SEH = F)-BAfS A EL (Henri Langlois) FICAifi-28 (Iris Barry) £%, %
E BRI EREEEE B (Film Library, MoMA) 5 R 28 BIR — AMREFHI B
IE (Dupin, 2013) . TEXFERINEERIEN b, SEIE RIER S — B — g —4 “HARMR
PARIEMZE” WARRGESEM, 1938 4F, EFRFEAREEE (FIAF) oz, WS KEERTN T
77 MEZER 150 M ERIE (Leab, 2000; Nagorska, 2012)

— PR Rl HURZ R A7 BN B8 B R IR 4R
TEPECRKS, RETULH IR LB E F 1958 48 Hh [E HFZ BERIERE LA S DU, [HAPR
T AR S T L FAE RS S5 N7 FL AR R R R PN A% A

FERHER A IR, RICRAFHE AN 1 P S ECERE @ SR e R AR ACOR B IR D08 IR S, 1932 4R8I TR
(AT T EZRICE TR AR E, HICREERED: ToNREE, BsE

W “BrRTARERILA, K FEAE, AESMERNOMANSH” F%, (HERT)
A5 [ 7 P8 77 E R AE R AR A U TR SR B, HAP EHERRRHERIVE, BT 508
A LAR e KRB T SR EE A A RNE H R B —ME sl A& A EFHF G BRI
BERh —HNEZREK” (R4, 1939) o FENBON 7 KA IR R ARG

HAG—BNEGRIRLE S R A& AR IR, B R B T
—INERY , AT AL E AR e O 544 Ve B Gt ™ i e
Bk “—HEENANEGIREBRIERNE R k4, 1938)

B NFURBITEI R, BARMIRFNEEME 30 F£RESE AR R TG, WG R
KORWT, PRERSIGZ A, KX IE— 1 E R ZH A “E L Y R T S e a
KILAE, MEEHFRGRIEREE XY AR Z B MRT, RIESCIRER, 1938 FRRAZHIEFRHE
S RIEIRE = N NS R E AT R R A 5000 22 8852 F B0k T8 Ao it (R
LGP, 1993, T5) o HEABEHIDXINA LR SCALBR 7 PR 17 RO SEERBON Tl e M 2 AR L, s il 1
BRAIIEIA, 1982 4E 3 A4 1 H (HERHR)Y L “ifEle B RK” IREUREFRIER A H T rR
DL NIRIEBENE (R4, 1992) , SRR FIIL RN, BAKE, 1949 F2i1, K
fli X HAAER 1 1500 28652 F, 4893 1958 A2 AP E U SOREILE = H4FRI%5 71, 1992 4RI
17 15% (FRssE, &89, 1993, 15) .

GUATATIA, 20 thed 30 FERBRSE LR R IB RS, JRT AT A N P s il R R s AN, DA
N EFRAR 2SR iR R, MAEFERX, HEREARE 2 AR H 22BN, RARRE TG
HRAEZANEZNEINES TR, X —ENM NIz AT BIREENERIZLRIE RS, B
RIFEN U EBUA RN —E 7y, A BSRANAFIER I,

FEHIE (1953/1984, T1249) HiEH: “HABFHRVLIUCEAEREE, FERHIEMHEEN

WEST#EITH, EEHAE, e, DOARGRRSHHEROHBRERN” o mHt
FLTE 1936 EHURAL T FHZAE )/ \ B B BUERRAIAE Z L], J5T 1949 4F 4 H 7 T Ao FL s o
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R, WIAFHEI R RERZEERIOT, HOANSEEEE TENES. 19499 %8 H, H
HAEREEEGIRZR " Wiy R ZRAGRT RN S BB SRR, BAINERIX
—3b, DIAE2ETEE N, AR EEA M TR M R 1 SR e R F L S & TR
(P21, 1963, 1341, T1401-402) . biRFEETERAMRERE EIRILH SRS 2 BARN Hh EI RN,
BRT “MEFTERZARS, BN TRITEREZN” XAZEAILH, FHEEGK Lenin MHEEZTN
AR IR A A 0 W RO TRGR, B ITR EENARIIIEE, BB AT DAL e X A R DR PR A
JE2E SR e R AL S TNV HIR, MRS TGt AR, THE R X a] DLR E SR AL s i 25X
MR SESERGREN T, DU—AESrE (BUatsa i RAEnt) EEnRR, Hk,
R VBN — R, FERZHIXERZ e RY), AR REMERE, Wik, ST "SR
RITHIEBEH, AR, MERICRFEEEY), BITNEERERERSRRT” o (PR
MR Z2RZ RS, 1939/1951, 1136, U1 47-51)

BRI RS, ARSI, R T RO E R £ SRS T8 °, 1955 4
9 A, HEHEEZLITAREARZHED CRZ G DINEE RS O HE T 1R 28T HY E R AL SR IE R
W 11 EBFER. RFE2 A, UEENTEERPEERERIEZESORL, U8 777 M TR,
fetth: "BA—ENE, ZRNSULE IR A MHA R TR, WA R EEZERERE .
PORME B T 90 T2 185 1949 S 2 AiHT A 5 BISCRR, TR EIRE R R FRIXZ e (BRI,
1999, i 3; K¥H, 2011, D115; BRimse. =P, 1993, T13-4) . 195849 H 30 H, HEH
R T AEAERUE R RO,

EERFESZ T, MMEGEBEREIN°, WEW EEIXE AT EE SRR RN, b E A
PORMEEIKER (2020, T1137) Frfat: “HEZHIGERIEZREHIFR TE R A1, 2mioR,
IXIZRZ VU7 U BRI SR DORROBUR], ™ 21, Mo —MEE, EZNEEasEH—7rm—
FEEE “TNBRT XA FEMERAER SR AR, B ZONRR 252 B P e
AICUEE o BT, HARRREE tLadpr, TEEHEBUT, FEIRBLARSCE, B (5K
f, 2018, B11) . B—77M, fEAMAI TS PR RRT, IRFRIEMBRIAA R °,
JR T IR PR B —HR oy, IRAEBRILENZ, AR E R PSR A SR R AT R R DR, EfiE
REAEEIZHE A B IR T (GRBE, 2005, 51155 = 156) .

HEISH, HEMETEEPERAEI S EBUATENES. FEHAMNMARERRERZ
W, JRERIE: “UFBOR R O R — TR A R, A SR BUEWLR, IR IR FERIE S )
B, ERNESTEERRIS I SMEEER, RERZZAMENM ENBGLe” (BEE,
2005, TT41) o 1ERNGNt, FREERZRE BRI E RS AR ERER TS5 AR
fshr (38JFHR, 2021, T197) o 2018 4£ 9 H, ZIEHERE TEZR L BN RERES
SRS, R T HEEREINESE EAR PRI R,

= AERUEAREE RSN R R LS

i fiittt (Oxtoby, 2017) R EEHFAREFEESMIE N “EP0”  (decentralized model)
B, EEFFRBE A —EPERETAEREE, MEHBUFIGE, #WE, K% RAREE. BHIE.
FEHEL GF3IE, MNZHT AT AT RAREER A B R R — D 2 T R R R A SR R,
R EHOMEAE R R B ENNE S BUFIZ L& 5l (B R EEREFEZ RS, National Film
Preservation Board) S5M¢3i1% (EIRHEZEZIRFIESE, National Film Preservation Act) fiPA
MEAS 4R, AWK, XRPZE O LR R CR 1A 8 UTE B G [E R R TE N R EE N 1B X T
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AW, HEEEFER, GMIARFHELZREATRIERRR, EFHBEEN (FERHETS
FEMESELE I (BIAA, 2021) MBSO G R EARREF B E L B SR
A TEM T E X “HEREEMEREERTYRAZGHEHNEESRE, DRSS
FEETFTERIENHE, HEBREITHENELR, HNARNEZERRITHM A F TGS, HHH
BIENMEE BB ERZHIRIN, BALIFER ARG BEEN, REEMT e BN
JREAAEZ KM, 7

(—) HERHGEHREAE SISk

LA HEEEREE S EEL A ENEEFRNREES M AL ERRED, 198747 H 15
H, #B&EEAmERETE QS KA 38 F1) (REEHTL) , G HITHERP LR R I
o FEM=0MA, HIERIZERERRE, BEITGHIL T RBILRAER. Ei5t7F (2003, 1T
153-154) BRI G S AmIR R EIAE MR — )5, B RRE R IR A
TRAYRMEEACRIEAR; 5 —J5H, fEBILx A B ERER] IS T R EH PRI ARETR, HEI,
NI A EE N F A AR AR SN (FRmE, 2014) o KRR IR
[FIRERZIRZNA T/ R F B MHBE R AR IER AR, 2K 1996 tFEMIN TR E%
R UE R ULR D, FEBET “DULRAN NS X—JeEa ',

I B2 AR R R B AR R B EE AR “art/N” Fr B8RRI, st/
L HIEEN AN 1986 4F 10 AW AE AT RIE% Y, MTHREN B FEEIL (ENG) Kid
SRR RE, AR RAE B 58 AR R A A B 7T R, RIUEER RO ERHTE (R,
2020, T1105) . 198749 H, Ztv K —EWHRNEs). AP0zl RERIES). 24iss).
IMRIZEHRTBTSERRT, R4t (RFAT 28T, WA “GERERAA KRN GFlE,
2013, T124) . HHBMIAHERN, fERIAHRNERES, Mgt MIRE, GlTFE=4a"
AR 5 SRR b A R R IR BN SZ I, E SN T 9 RRIRE RN, 1990 4F4F IR, FH T SRE2 T 8.
RATHRMEEIRRA, stV ETREVIE. (KIiz=, 2020, 5172) , BEZTRATAEUZ, X —HtH
K4 4000 /NLEREE-HRLITNIRAR, NIRRT, A REN G I RELERIE?

KT NAZ BRI 2RI R ERE AT EIR) o 19944, (BRaik) REIGER
ARERA — T DA CREEZ BORMB R s E Skl BOL R R dRixdt ) N4, I “&
RN . CEB=WUET FHNRERRIES, REEER, BN IZRERGR” GBRE,
1994) . BABRFHETEEYA, EHTEREEZERIEEERE, EN & miEZ s mEs e
[, T IXES KGR, BRMREOTH ", 1993 F 1998 XN, G/ NI L
2R, 1996 F, G ZARREF R KA T e Wl r 2SRRI o RE,
FH T HR A B AN PR SRR R ™ R EL R TR T [ 3R BB BRI 0 % LB IR 2 St/ N AR BB AT
1998 4F, Xttt/ NAFE WA TER P IR E, 2006 £, FZARELREAFTHXKMEL
RIS TR TSP & sk (RMS1E, 2016, T1271) , WAL “EHI 61 2ZARKEM
J& 1986 — 1997 £ M BB E SITHEERTRI" BISKHT, StvhHZIEshaL xR T 2013 4
B MR AT, HIMEETIRN SRR, © ‘gtvhd M s AU — D aBmealE
RisHIICRHE, HENEE, —MARIREMES, (KT EEEIRENEORE" (K
=, 2020, B172) . M= Z)E, DiSHEE” RONEEHSMK—RITRE (Bf5t7F, 2003, W
151) , BT EIRZBEFATMARMETTLANER, RRVEES SRR G el
AREEL GREIN, 2014, T128-29) .
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R TSR LL

B = A FR T 2021 AR & 7B R A DR I
RIFTTIRKE

FFhFR UGN R BT NARIGFRLZ T A, DB QERHE R E, X5RE
ﬁﬁ@%%m%%kfﬁ AU A R R RE R, — iR T ER AR E E
TBRHRGRERY, 5 imiAR T HEREEARE N "R ER” iS5, BEERY
%ﬁ%@ i aFE R GEEEE) RO, DARGLERRI PRGN BRI R EARHHAR,
BHESEI—T5 A, HILRIRHMELE T 5 E R A S8 DU, RAZRITE A v D IR R X R,
MR ERAE RN, HEARZENEEL R SHER R, SEEE 1280 “4a
B BERE" o FERET, *W“%¢M% m% %fﬁ@@ﬁmm%@yﬁio

_mjumuwul!mglm
Gl D i) ultwm. (T mnm_
L | EANICE DG W
4mmnmmum-_u4mﬁm;
SRV 30w T e et

E= @ﬁ?Aﬁaﬁﬁﬁjﬁé¢% e A
I8 https://ereenteam.tnnua.edu.tw/

(Z) ZERUEARIBIIERNER. L5826

B 2021 F, W ERHE B R RIE TR R RACRIE R 2 W AN =/ B — R R
VE BB E RS P BRI A 2, W ¢ ﬁ%@%iﬁ”\“ﬁﬁﬁiﬁﬁgﬁ” “CRea/h
HibSiEshad R . “HIBNIBRSEER” . 25h k)  (FREYT, 1967) . (&
B (QFKZE, 1943) , WEHFBEHTEERZESIANEEGIER G ERE5EEID (i
A, 1956) . Wﬂmﬁﬁkm@Lﬁﬂﬁﬁmﬁﬁiﬂﬁﬁiﬁ%m Jh, AR EA EAE
AL R RRVE, a1 “RAERGERET  (CEZLE, 2010) . “ROBIETEEGEEE" (515
X, 2019) . “FEHFERE" (R18%, 2016; Hsieh, 2018) MIRFRFGERE (RO,
2015; EEIN, 2020) F%F, F=AUCAELIHHIBENEARENEBEER, IZEBHEERSE
R “HhERSIIREE#T . SEEPEAIFEBEN (RNEMSER) (1995, KEE) .
AT (1994, FHD) DURSEFHOLAEEBER CLRIE)Y (1960, ML, HH (5
wy ) HFE,
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FERF S IR AR SCEOI AR, MERAFEREAEREL K 7 =M 5 E AR,
IIRABIRETE, SCHTE S BT,

LETIHAREITEAN AR ME” | ERABE IR R B 5 BORCER b, s 17Xt
HIMENT RIORTE, BN BB ERRRA TR, SR B E ST EHIT IERR R,
X TR AR BRSO S E R R LU HESE, MEMNAEHY, KRHEA B SRER,
T ) SE BRI AR IR 2R

B, MZRBH T EXN A VRN HATORAE, s C 2B KRB AR B ERLE S A
B, ATDABUEON “BUyAn] 58" X —BGEHR A YT, BRCRE, FEZIRIT 2011 12014 4%
W7 RERAE (1963-2011) FiEdbsgdk (1980-) AIER»MPENRSE, HJm, WIFRAEZARF (2018)
MEEZE (2021) 2aMEBa LR IE LS, B 7 REMEN S5 ZRITEA L L
FENAHL, DA BALLR— a4 T 1976 42/ Allen 16mm BEEA TN, IEMZKAST
R B EMPENRE ST, HiR, FERABFHBERRE L, BHENEEARIEERFEAERIZAET,
BRI R & IRE S A s E, BlanEsE (2024) 1£ CEARIEHISIES: DHBNEEG
AL TN EARR B s & BRI S R ) ROBEIE S, BERA “ A TR X — AT
AT, Bl 507 7 HIEN S AL T2 (S EIREIRY) BRI T T & B KR T 1930 4
IEGEHRE 16 ZKBHTH R, &E, BEMUEEMBELFERERT R WX —HHT
FEEHRFE AR A QB Z IS, B RGO, (RIFBE Y, RIKE AT R+
YRR Z AN AR R

MET REORN EA RO IR GRS AN, BRI E R R R R B AE S O “EoR”
NRZEENETR— DI, MAMRE LR EETFR, EHETS, HERHEPMREER
fedr=, UREFES SRR VA RIE TR RZ BIR, SRIERGA U T Z W
R, BER—MEAE ISR, SIREROCICS S GRS, EXXE T, LR
BESRHERTE AN SR A AR RS 12, AR T E % i — D BT T A BT IRER T 5,
AT AT DAESS R BRI AN S 22 TT R B B ML, B — 1 RO B, B R
IAZ 5 X D1 R R M E A8 Frh<FE] FilEE, 2010, 7180-83) . EXLfRFZM, A
RIS RIEEE R R ER PR, REZBE TIHET 22 ER S, k=2 (2020)
MEHLSEE 1990 FREEEEMRINRERRE, HEy “FRMFGRORERE |, XEER
AMUIIE T 8V RS AT 3, ERHAEMA RGN &S] F 1, BT RAR IR A7
BRI, NHEEHMBREFEEANSUEBIER X, RN 7ERIE 5 R R BRI AR UK,
fESCfLieReT T, HERMEEMEEEY “CHRER” KK, RKEEGHEEGIESR, 5154591
WU E R e B ERFRIENRB “EIREAL” G50, IS H AR 1943 /LB AR
AR AR (B2, il K H NG E = B EIR Tt MIRFIRSE BRI 5 & E R,
Bllaos s PAEATS, BENER IHHE RGN AR SR ERERLS, EidiEr, D
28 FEEEENE “HIR” MR RPN — 2 BRI SRR, ORI 5 4 E

TR,

BRJh, AEMEMMARERERN AN ABE RN A S S ALY, EEA N
mlA: —RsRESRES AR e BeEgriE, R "REEERFET EESER A
LEKRMG, WEH-LFER T ZAREEEMRREAT LR OAEEE Y, Py HERET
FRAM-FE (John Dewey) RHAIZER T HE B, WIAPABES 5 LR TG E LM
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WA SIS, TER S RIECHERT, X — B BRI ENFS S R, o8,
1B, 7 RIS e RE, 5 S S AR Bk DR R T AR, X RS T2 (5
HI BB R IR —FIEE SRS E, TR SRS (RS (B S I B BR T,  “frhoe”
HOBR & FERT 2 KIAE T BOA Pk, HRE% “FTanioe” Mgl BHRIBN AR
5 CTHE WEESH, X HANET REREEICER, RS A, VORI,
WHHEE ST T e, BT, B RS bR R E R - HEY
(Paulo Freire) $RHI “SZHIEBHES" X —FLAHIEN, X —FL&E Ik E B MR T A,
BEIZIAE RIS E A, FEITTHEE S, W RCRIECA MR X DA
B R AT T B RS E TR, R R M AR T 3 R AR AL 18 £l
MBS TIA G WEN, KR RN IO E AL TS S Rk E S E OOy E
BT, KA AR 3 RSO 25 A B2 5 TR XEAR AR, AN A R IR TR
R DI (Hsieh, 2018) .

BRI, X HGES A MTER 0, A VR A RS R I R R A7 Sk b iz
KREH—EMBEROQNIZEEHE, XA TIZVIERARMN A, KRS8 E Tk
bRy EEN, BT AT OMEEERFERROAE, SERTES. EHUREERRAR,
XANAA BN A TR, DASREONR IR TR, BAEMTIIS5HESS, RIMHARTE TIEN
TS SARESNTE, HABOZIRIRZ 6 IERRRIAE R TES 5 R B SLEE D ANHERATR I, 21
XKL T, BE R EERRERS DOy B O R E BRI SCRT , WA IE I XA
s PR B R SR IR 5 AN R TS

(=) HERHEHREPLE S LRI

B SR R RS R TR TR R I 5 SRR A H — R R R (L A LI A D e R 2 T P E KR ™
2009 4F, FZERHAMEGEITERFETE R, H2A3R18 7 1000 RAHGE FE SN AR 35
ZAREFHEN, HNARSEER. B8, RBIERE%E Xiong, 2019) , AE/=FUREN 20
g 70 454X, Hr 500 AR @S s EK, (ENEEERR; HR—FEH0E AR e
N, REHEITRYEW, 2015 4, EAREITHME 7B ESCRADRIRSZ, 8RN R R X
BT AE R 5 1B B U0 T IR S

BB RO S — B LA R AT IRIEFE SRR, DUSE|— PRI RN AR, 1)
SARFIRA A 3 AR RO H W, ZRELLAISK S = A0, 2014 4 7 Ak, MITROTE 7 ERILHER
M. PR RN, PEEZERIE 2R ORE, TR RAL, JCRt TN MR
s R, UGE VTR EHAR— 77 T2 B BRI A 75 WE R E R SR AR TE O, 59— 77 T AR,
TEREIE — SR Z B AR, B FaE BT IE A * . BRI Gk O 3
TR SN B AR DL RS Y AR R SR B TR AR EM
TR AFHBUL R E X BUAERE 1 TR $5 DU A E R SR AR TN 0 A Al T
SRR R TN g —2% (BIRATEEINL, &ML, ENAHL. ZafAI5E) .
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B 2020 4 5 H 28 H & BRIk AL AR N 17 LR IR A AT A A
T U2 s A

2015 4F 11 H, RO THU G DRSS — IR YR, BN “BrE&ILEE: MRRg BN s
PrSRiCIZR R o IR R Z AR RIER B TeE R E AR (EFEED, BT o rpiEk o Gl
WEY 5 CohimE) 238G T LA my EmE S s ke, YT 2011 4 6 AfEGALEE:
Jee o IR DA, i B o BRPTHER SN A tRREEARTZAE R SHEE T, AW —H &5 ki,

ghaniciR, BAIAI AR, AENERMREMARLN “"aE4aRs” , REZHMIHAR
FEROR U E ] — M ARERT R IE, T AR IE PR TR, BRI T A S A
IR SAATEN SR KM, 2015 FEAY B R R AL SR T 8 K= Gk i D AE R A AR 2L
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‘Home Movies and Archives Offer Diverse Narrative Samples for Understanding
Our Er2’

— A Conversation with Director Gu Xue on the FamilyLens Archive

Interviewer: Ann Lyuwenyu ZHANG 5K 5~ f&

Author’s Note: On Feburary 17", 2025, I conducted an interview with director Gu Xue Jiii &5 regarding
FamilyLens Film Archive ZX i 5414 1F , a family image archive located in Songzhuang, Beijing. During our
conversation, Gu Xue spoke about the founding intentions behind the archive, her reflections on family im-
ages, her creative practices, and the afterlives of archives. This article presents a curated selection of content

from that interview.

Gu Xue at Songzhuang in 2025

‘Family is not an easy topic to discuss. It is private and complex, often obscured by memory and
veiled by emotion. As a medium of recording and expression, moving image has the capacity to inad-
vertently capture traces of the home, allowing feelings that are overlooked or difficult to articulate to
slowly emerge. This emergence relates not only to personal experience but also to the spectator’s pres-
ent moment. The act of gazing an image serves as an opportunity to rediscover one’s own identity and

circumstances.

Home video possesses a dual nature: it is at once an old archive concerning the past and a new archive
continuously generated through viewing and reinterpretation. When we look at an old photograph or
a segment of a home video, we are, in fact, engaging in a conversation with the past using a present
perspective. This form of viewing is not a static retrospection, but a dynamic act of re-creation—inad-

vertently, we are weaving our own archive through this act.

Therefore, FamilyLens Archive is a site for storing memory, but also a space where images and reality
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can be reconnected. Here, we collect, organize, and present home videos; more importantly, we strive
to keep these images in a state of movement and emergence. They collide with present-day experi-
ences—not necessarily forming a complete narrative arc—but they acquire a generative and enduring

vitality in being continuously viewed, interpreted, and re-created.’
— Gu Xue, Founder of FamilyLens

Zhang Lyuwenyu (hereafter referred to as Zhang): For the first question, I’d like to ask Director Gu Xue
to briefly talk about the founding intention behind the FamilyLens Film Archive. What kinds of moving im-

age do you collect and what curatorial activities have been carried out over the past few years?

Gu Xue (hereafter referred to as Gu): To talk about the FamilyLens archive, we have to go back to why I
became interested in the topic of family in the first place, which is related to my role as a director. I’'m a doc-
umentary filmmaker. When I first started looking for subjects to work on, I went through a process of explo-
ration. Later on, I gradually began to focus on family. For example, The Choice Z% i 231X (2019) was about
other people’s family dynamics, and by Nothing News &1 #14F (2020), I started filming my own family.
On one hand, I was pondering the meaning and definition of family moving images. In the past, people often
talked about the privacy of home movies, but I think beyond that, I observed that the family itself or family
relationships are also a microcosm of contemporary life. So while I was working on those documentaries, I
felt this microcosm through the questions that people asked, and in the follow-up interviews to the documen-
taries as well—I suddenly realized that family is not simply about familial or personal relationships; it also
has a layer that connects to the present moment.

On the other hand, when I started filming my own family, I realized that the camera as a medium made me
stand behind it and gaze upon my subjects with new perspectives. The filming process required me to be
close to them, to observe, to discover. Even though my relationship with some family members was at times
still distant, the process of filming meant that, to some degree, I had to live with them and feel with them.
I came to recognize something special about the medium itself, and compared with filming other subjects,

filming one’s own family brings different kinds of insight into one’s family members.

So later, I initiated FamilyLens Archive. ‘Lens’ refers to the focal length of the camera lens, but here it also
refers to looking at one’s relationship with the world through the lens of ‘family’ and different perspectives.
After launching FamilyLens, we began organizing the FamilyLens International Film Festival, returning to
my roots in filmmaking. During the process, we saw that many creators also began their filmmaking journey
by filming their own families. Later on, we also started running Family Filmmaking Workshops, in order
to encourage everyone to film their own families. This is a form of practice—what I just mentioned about
the camera as a medium enabling communication and discovery—it’s a form of self-expression. After do-
ing these two projects, we received very positive feedback, and began to consider whether we should create
a physical space. Since I’ve always lived in Songzhuang, we thought: why not build a family film archive
here? That was probably the beginning of FamilyLens. It cannot be separated from why I became interested
in family, and how I came to understand family moving images. While we were doing this work, some schol-
ars came to us, and they also gave us a lot of ideas.
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The original intention in founding FamilyLens Archive was to do archival collecting and organizing. This
came from my understanding that the family is connected to history and to society. When we read grand
narratives of history, we’re often reading heros’ stories or state-written histories. What we really hope to
collect are personal histories, personal family archives. For example, if someone wants to understand what
China was like in 2024, there might be many people who wrote about that year, but what I’m hoping for is
the opportunity to describe one’s own history—to record one’s experience as an individual during this time
period. If we go even further back, our grandparents’ generation lived through the founding of the People’s
Republic of China. So when we try to understand history, we might start from our own families and engage
in self-writing. In the future, what we may see is a perspective rooted in individual families, rather than a
history written by others. We don’t write about someone because they are heroes, and I don’t write because
I’'m a researcher, but because I am a family member doing the writing. This is first and foremost a shift in

perspective.

Another reason is that if these family images can be archived and organized, maybe in the future a clearer
pattern will emerge. We may be able to find photos from the 1950s and 1960s and come to understand how
people lived at that time. What I hope for the future of FamilyLens Archive is that it can become a network,
connecting people even across different regions. Secondly, it is also a space for sharing and communication.
Here, we organize public talks—for example, the recent family archive talk that you participated in. One
thing to address here is: why is family a topic worth discussing in the present? I just talked about the histor-
ical part, but when it comes to specific families, the speed of changes in China has been incredibly fast. This
has created a situation where, for example, my mother’s generation and mine—or hers and the generation
before hers—have very different values and ways of thinking, due to rapid social transformation. So when
we try to understand family, some often still use outdated concepts or frameworks. What the FamilyLens
Archive wants to do is explore whether we can find new viewpoints and ways of seeing in the present. That’s
why, in the public talk series, I wanted to invite people from different art fields who are thinking about the

concept of ‘family’ to come and share their views.

During the National Day holiday last year, we did a series titled “What Makes a Home?” 1] LA % We invit-
ed Thomas Sauvin, who’s a foreigner—how does someone from abroad view Chinese family archives? What
perspectives does he find in those archives? How does he approach issues of temporality or historicity? These
were the topics we discussed. We also invited the artist Wu Gaozhong 5 5%l , whose work is all related to
‘home’. He spoke about the emotional connections of home under present conditions—a very fragile state.
We wanted to bring in people from different backgrounds to share their perspectives on ‘home’ and to put

forward their emotional responses and feelings about it.

We also organize workshops. I think what’s important here is the connection to the general public, which is
related to our topic today. The workshops are about creating—discussing how to present old family objects
such as photos, videos, and other items, as well as the emotions attached to them—in artistic ways in the
present. Whether we’re collecting or repurposing, we’re always engaged in exploring, recalling, weaving,
and expressing emotional connections related to the family. I think real relationships emerge through process-
es. So in a way, the workshops create a process; we give people a pathway to look back. For example, in ar-
chival workshop, participants had to start thinking about which photos to scan, and that initiated a process of

sorting and reflection. We’ve also done a paper-cutting workshop: how do you cut out the emotions of ‘home’?
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We weren’t cutting a specific shape—we were cutting fluid emotions, perhaps returning to a certain situation,
feeling something, and cutting out that feeling. We also did a workshop on reusing old items, with artist Zhao
Yuzhong #X £ ' . She explored how to repurpose old household items—bottles, jars—using discarded fabric
or newspapers to reshape them and give them new vitality. Through workshops like these, we want to bring

people back to a particular scene of the home, and then invite them to think, and to create and express.

Then there’s film screening. Since we’re working with family images, moving image is our point of origin—
it is inherently shareable and empathetic. When you watch a film, you naturally make associations. So the
FamilyLens Archive occasionally organizes screenings. For example, we’ve curated a series of screenings on
the theme of family. Past themes have included ‘mother’, and also intergenerational relationships, women,
relationship, generational gaps, self-portraits, self-expression—all grouped into different units to help view-
ers explore these ideas. So at the moment, the main components of FamilyLens are: the FamilyLens archive,
FamilyLens International Film Festival, filmmaking workshops, and creative production. In terms of educa-
tion and production, we’ve been running workshops since 2022, encouraging everyone to create films about
their own families. We’re about to reach 100 student films. These are very important, and are also part of our
archive’s collection. Each one of these films searches for a family story from the perspective of the author,
the first person ‘I’. Within these works, there are many shared themes, but also many differences. These films
together form a viewpoint for exploring emotional relationships with family in the present, and that is a very

important part of our archive.

Zhang: My next question is about the forgetting or discarding of family images. Family images are different
from other kinds of images because they are highly personal, even intimate. The process of searching for
and organizing family images is also a process of self-discovery and re-understanding one’s own family, or
even history—it is an experience of rediscovery, and also an exploration of the afterlife of images. I think the
FamilyLens Archive plays a very important role in this process. Could you talk about your thoughts on this
and how you position the FamilyLens Archive in this regard, as well as your reflections on forgotten family

images?

Gu: Last time, during Zhao Shuting’s & Ik 45 talk on how family images can become archives, there was
an audience member named Ah Zhong who came all the way from Shanghai to attend. He shared that he
does family photography work for other people. He once encountered a family where the elderly person had
passed away, and all of his belongings were about to be thrown away. The family believed these things were
no longer useful, so they just discarded them. He found that many people—perhaps because their relationship
with their grandparents wasn’t that close—would throw everything out without a second thought. That’s one
situation: where things are discarded, destroyed. Another forgotten image situation is like some of the photos
I have—I can’t tell who’s who in them anymore, but my mother still knows. Or if my grandparents were still
alive, they might still know the contents of those photos. But by the time it gets to my mother’s generation,
some of that knowledge is already lost. And by the time it gets to me, even more so. So the information and
emotion contained in those existing images also gradually disappears along with memory. The entire catego-

ry of family images is in a state of disappearance.

This year, the theme of our FamilyLens International Film Festival 5% i£ 5% 1% & is ‘Reconstructing Family
Memory’ A4 ZK £ 112 , which is a good response to the question you just raised. Those things from the
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past—if we don’t look back at them—they will simply vanish. So the first concept of reconstruction is about
seeing: allowing things that were destroyed or have faded away to be discussed again, to be seen again. The
second concept of reconstruction, in my view, is about telling these stories using new methods and from a
present-day perspective, so that they form a connection with the present moment. That is our theme this year.
So the process of rediscovery and of the afterlife of images, which you just mentioned, requires the viewer to
be actively looking at those materials. But more importantly, the afterlife of an archive depends on whether
it can establish a connection—whether now or in the future—between the viewer and the archived content.
Otherwise, its life may be short. And I think this kind of connection, most importantly, is an emotional one.
So in our work on family moving images, one point I’ve always emphasized is that the act of filmmaking is
actually secondary. What comes first is that through this action, this gesture, you are continually approaching
that thing—you are coming to understand that emotional connection. That is one of the key aspects of what

we’re doing with family images.

In addition, we hope that through family moving images, we can generate more understandings and perspec-
tives about the concept of ‘home’, and create new ways of thinking. This is something that is also always
changing. For example, in the present, a person and a cat might constitute a family; the same goes for same-
sex couples, or even just a person on their own—these can all be families. I think these ideas are still devel-
oping and need to be discussed, so we hope to start from this small point to look back and expand upon the

meaning of ‘home’.

Zhang: What you’ve said actually resonates a lot with current academic thinking on media archaeology. An-
other interesting point, in my view, concerns the nature of family images, which can also be divided into two
categories: one is the already-existing family images you find; the other is when you create new family imag-
es as a way to form an emotional connection with certain family members, using moving image as a medium
to express that connection. I think these are two distinct categories, and both are very interesting. I wonder if

you have more thoughts on this?

Gu: [ think that’s a very good summary. One category is the pre-existing images—photos or archives that
already exist. Whether they’re about to disappear or be forgotten, they might be seen as the raw materials or
the image-object of the family archive. Then there’s what we create in the present—new family images that
may have some connection to the past. This is a kind of re-creation. Compared to older photographs or other
found records, these new images represent the creator’s own reflections on familial relationships. So when
we think about the presence of the camera in this process, we’re also considering your role in the film. This
is different from other types of filmmaking, where we’re more like observers. But in the creation of family
films, you are both the director and a family member. So when you watch these films, it’s necessarily filled
with emotion, and it carries your reflections on the present moment, on family, and on relationships. Once
this kind of image is preserved, it will become an archive in the future. And this kind of archival image will

express a specific perspective, rather than being isolated or fragmented.

Zhang: My next question is about how to think about the distance between the self and the family archive.
When we collect or organize family archives—or even when we are filming family images—it’s often a very
intimate process. That intimacy is the core of many family films, and also a key motivation for organizing

family archives. So how do you think about the director’s own position when making family images? Should
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one embrace this intimacy, or is it sometimes important to maintain a certain distance from the archive?

Gu: [ think this is a really good question, and it goes back to the issue of one’s role in the process of creating
family images. Because when we first begin making family films, to some degree, it’s often driven by an in-
timate emotion—a kind of impulse. When you pick up the camera, the first thing you do is watch, observe,
approach, explore. This process, in a certain sense, is definitely one of closeness. You are approaching the
archive, approaching history. But the next stage of filmmaking is editing. And you’ll find that in different
phases, you play different roles. When you’re editing, I believe you need to look at the material with a certain
distance. That distance comes from what you discovered during the process of observing, watching, and feel-
ing—and what kind of editing method can make a fleeting thought more concrete. That’s why we always say
that in the creation of family images, the process itself is very important. It’s not like other documentaries,
where you begin with a topic or a certain conclusion and then try to capture the subject. On the contrary, the
openness of family image-making lies in the creative process itself. You have to heighten your sensitivity,
and that process of sensing may also be the process of thinking through the images, thus this phase requires a
certain distance. For example, when I look at my mother’s photos, when I view them and ask her questions,
I’'m very close to the images. But when I want to make an art piece—like the one I’'m currently making at the
FamilyLens Archive. In this project, I chose twenty of her ID photos, from when she was sixteen to when she
is nearly seventy years old. In those twenty ID photos, I found the changing appearance of a woman across
her life. In the process of making this piece, I needed to take a step back, to observe with a sense of distance,
to find a thread of understanding through my own reflection. So in that moment, a certain distance emerges—
a distance that carries your thinking and self-reflection. So even though the creative process is one of close-

ness, it also necessarily involves a certain degree of distance.

Zhang: | know that the FamilyLens Archive has now collected close to one hundred student family films.
Among them, there must be many works related to the materiality of moving images—such as analog film,
cameras, or DV-format home videos. From this perspective, could I ask you to speak from both a teaching
and curatorial standpoint about your understanding of medium specificity and its importance? This is, in fact,

also a question related to media archaeology.

Gu: Looking back now, this actually comes up quite frequently in family films. First, there are works that ex-
plore one’s own family history—family lineage, or personal history. For these kinds of films, old photographs
are especially important. When we speak of history, we need some kind of contextual reference or informa-
tional foundation, and at those moments we rely on photographs—they provide a certain degree of informa-
tion for questions like: When was my grandfather born? Where did he work? What did he look like when he

got married? And old images offer crucial archival support.

Secondly, for example, in our filmmaking workshop just last week, one student made a film about something
very specific: before his parents got married, his mother had a former husband, who later passed away, and
they had a child together. The mother, the former husband, and his biological father all worked as miners,
and the three of them had a very good relationship. The child from that first marriage is this student’s older
half-brother. Is that clear?

Zhang: Yes.
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Gu: So what is this student’s film about? It’s about searching for the image of his deceased ‘father’. And how
did he do research? One route was through old photographs. He discovered that his father and mother had
a very good relationship with his mother’s first husband, the diseased father of his half-brother. How did he
discover this? Because in their group photos, there were instances where similar photographs were taken in
the same setting. For example, they were holding violins—clearly posed shots—but you can guess that these
two photos were taken in the same scene, one taken by his father, and one taken by the first husband. Just
from these old photographs, you can infer that they were close friends. So images can sometimes preserve
subtle clues that allow you to imagine past relationships. In this sense, they are not only sources of infor-
mation, but also provide tangible traces that help us understand family relationships. I find this particularly
interesting: using old photographs to explore relationships. So the first function of old materials is to provide
archival information; the second is to offer emotional clues that stimulate imagination about the past and lead

us to connect the dots.

What’s more, often, the number of negatives a family possesses exceeds the number of photos that were ac-
tually printed. We typically only print a small portion of them. Some negatives, due to time or financial lim-
itations, were never developed. And the information contained in those undeveloped negatives can be quite
fascinating. Thomas Sauvin once shared an example: he acquired a roll of undeveloped film that contained
images of a girl’s birthday party. One can imagine that in her household, the camera only came out on her
birthday. So film, as a visual medium, does more than just record—it also returns us to the emotional and

lived states of the people being filmed, of those operating the camera, and of those viewing the images.

Another kind of materiality related to moving images appears when, in the present, one looks back at older
images and forms a contemporary connection to the past through the physical medium. For example, we have
a student in this year’s workshop who studies anthropology at UCL. She wanted to make a film about her
mother. She told me her mother had filmed a great deal of video footage of her since birth. I said, ‘That’s in-
credibly valuable’. In one of our classes, we asked participants to collect old photos or videos from their past.
In addition to those images, this student also had a diary her mother kept, starting from when she was a child.

She said she wanted to make a documentary about her mother, but didn’t know what to film next, and asked
for my advice. I asked, ‘What are your feelings for your mother?’ She said that reading the diary made her
realize that after giving birth to her, her mother had given up many personal choices. She felt a sense of guilt
and deeply hoped that her mother could live for herself. I suggested to the student: all those old videos her
mother took were of her, weren’t they? So I said, select moments from those videos. Maybe there’s some-
thing in them about your growth, or about everyday life. Then combine those images with the diary, where
her mother’s attention is constantly focused on her—often to the exclusion of other possibilities. I said: now
it’s your turn to pick up the camera and film your mother. You can also write about it. Describe what you see
in your mother, and how much you hope she can live as her own person. That way, the moving image be-
comes twofold: one part from the mother’s perspective watching the child, and the other from the daughter
watching the mother. The old footage suddenly assumes a very important role: It’s not just archival—it be-

comes an emotional medium, even intertextual. This is where it turns into a form of creative work.

Zhang: That’s really fascinating. From this angle, any preserved material—especially visual material—car-
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ries a kind of gaze. There’s always an act of looking, and that’s really important. The act of looking matters.

Gu: [ think what you said is exactly right. When we look at archival materials, the act of looking and being
looked at exists within familial relationships. The archive takes on a new role within that relational gaze. But
there’s also something else: nowadays, image production and record-keeping are overly abundant—it’s be-
come too easy. An archive only becomes meaningful if someone goes through the process of organizing, of

building an archive. Without that, its value remains hidden.

Zhang: That’s absolutely true. In fact, that leads right into what I wanted to ask next. Often when people hear
the word ‘archive’, they think of something lifeless—something that’s stored away and only retrieved when
needed. But I think your positioning of the FamilyLens Archive, and your definition of the archival materials,
is quite different. It’s an active archive, one that has vitality. Could you expand on your view of this kind of

archive? Why do you think family films must remain living, constantly in motion?

Gu: This ties back to what you mentioned earlier about rediscovery and afterlives. If an archive exists only
as an archive, and cannot form any connection with the present, then it has no vitality. So archives should be
situated in the present. For example, a scholar might arrive with a research question, and upon seeing these
archives, could develop a project that relates to the present. That’s the direction we should pursue. Of course,
this is just an academic example—it could also be an exhibition, or a piece of writing that prompts further
discussion. These archives might still be around a century from now, and when someone looks at them, they
may be able to find a connection from their own perspective. If that connection to the present doesn’t occur,

then the archive belongs only to the past.

So when we collect archives, we also need to think about how to create pathways—how to allow people, in
the process of collecting or archiving, to also form ways of looking at the past. That’s what extends the life of
an archive. The challenge lies in how to build these pathways—during collection, documentation, or re-ex-

amination—so that more people can become aware of their own relationship to the archive.

Zhang: I think pondering the relationship between family films/home movies and independent cinema is also
a very important topic. Since you are also an independent filmmaker, and given that the academic field today
defines Chinese-language independent cinema in multiple ways, I’d like to ask: how do you see the relation-
ship between family films and independent cinema? How should we think about their differences and points

of connection?

Gu: As you just mentioned, there are many different understandings of independent film. When I first arrived
in Songzhuang and began encountering independent cinema, I didn’t try to define it. What struck me most
was its personal and free nature. It’s a form of individual expression, and it’s a kind of free expression—
that’s something very valuable today, because it allows us to hear different voices. So from that perspective,
independent cinema is certainly not made for commercial purposes; it comes from personal feeling, sincere

emotion, or a particular stance. That’s how I understand independent cinema.

As for family images, I think they are in fact the freest form of image-making. When someone creates fam-

ily images, they are definitely not doing it for commercial reasons—their focus is on the familial emotions.
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Within those emotions are personal feelings, and the form of expression is very free. It can be whimsical, it
can connect past, present, and future, because it’s a subjective process. That subjectivity and individuality
connects directly with independent film. Family films also have a very particular feature: in most independent
documentaries, to some extent, we’re still aiming toward a certain resolve, a certain form of expression of
opinion. But the thinking and searching that happens within independent filmmaking, in family films, takes

the form of a process. It’s not driven by a clear end goal.

That’s why in my teaching, there’s always mutual learning. Many of the participants have made films before.
Some of them have told me that when they were making other films, they felt very tense, worried they’d miss
a topic or a scene. But when filming their own families, they felt relaxed, because they were always paying
attention to their own feelings. If they missed a shot, that simply meant it hadn’t moved them. So for many
people, filming family is more relaxed and more free—and that feeling is very precious. The creation of fam-
ily films is really about perspectives. Often, we look at others from a certain viewpoint. But in family film-
making, we are turning inward and looking at ourselves. I think that perspective is quite unique within the

broader landscape of filmmaking.

Returning to what I said earlier about why we created the FamilyLens Archive: when we look back at grand
historical narratives, in a context where expression tends to be concentrated and uniform, I think this kind of
diverse, expressive, and personal expression—these stories from individual life experience—form the core of
what independent film is. It offers a completely different path from centralized power. It’s more individual,
more varied. In that sense, family films unquestionably offer rich and diverse narrative samples for under-

standing this era and this society.

Zhang: | agree—that’s definitely a topic worth discussing. Just as you said, every filmmaker approaches a
subject with certain reflections; there’s always a reason for choosing a topic. For family films, I think there
are two types. One might be a film made by a filmmaker who wants to understand their own family—so they
film with that intention. But there are also older forms of family video, like DV recordings, where the inten-
tion and thinking behind the act of filming were very different. Those are more about a simple desire to pre-
serve memories. So [ want to return the question to you—does this kind of difference change the relationship

between family films and independent cinema?

Gu: Independent cinema and family films don’t exist in a relationship of one belonging to the other. They
may not be entirely separate either. Whether family films or home videos belong within the category of in-
dependent film—I think they do, at least in the sense of being a form of personal, independent expression.
Some people say that independent film means self-produced, not made by big studios. In that sense, family

images also belong to independent cinema.

That said, many people associate independent cinema with social critique, political themes, or rebelliousness.
If that’s your definition, I would still say many family films contain those elements—some arise from reflec-
tion on family relationships, or from a critical depiction of them. Of course, there are also family films that
are simply personal records. As you just mentioned, some DV home videos are more like records of family
life. If such images are not shaped by the creator’s active reflection or conceptual engagement, they may not

fall under a broad definition of independent cinema.
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Family films also come in many forms. But their underlying spirit is connected to that of independent cin-
ema—I do think there’s a link. At the same time, we can’t say all family films are independent films—that

would be too expansive a claim.

Zhang: Then for my final question, I’d like to ask about the future work of the FamilyLens Archive—or cur-

rent projects that are underway. Could you share a bit about that?

Gu: The FamilyLens Archive will continue to host offline thematic events. We’re about to begin a public lec-
ture on archival images and documentary creation, as well as a workshop on handmade books. For this year’s
FamilyLens International Film Festival, I’'m considering whether to organize an open call for submissions.
In previous years, we invited finished works by established creators. Last year, we focused on works from
across Asia. Lately, people have been leaving messages in our inbox asking about submitting their own films.
So we’re thinking about switching to an open call model, and organizing different units based on different
themes. The goal of film is not only the film itself—we hope to combine stories about family with current
realities in society to spark discussion. I’'m planning some curated sections of the festival. One idea is to col-
laborate with Professor Liu Yonghao X7k from Taiwan—he curated a ‘cat film festival’, which I found
very interesting. Since cats are now family members for many people, that section could expand the meaning
of ‘home”’.

In our workshops, aside from family filmmaking, we’re also exploring nonfiction writing about family—how
to record the many stories within a family through writing. We’re also thinking about family photography—
how to express family through photographs. For example, how can a family photobook rearrange old images
in new ways to create a new form of expression? So our courses focus on creative practices—how creative
work can strengthen one’s connection to the family. I’m also increasingly interested in the therapeutic poten-
tial of moving images, and we might explore that more through future workshops—exploring what moving

images can do.

In terms of film production, we’re currently supporting two projects that emerged from the family filmmak-
ing workshops. After the workshops, I’m acting as an executive producer, helping participants develop their
short films into feature-length projects. Neither of the two directors studied film, but their personal stories are
especially compelling. So this continues our core mission—that anyone can film their own family story, and
that the camera can transform relationships during the filmmaking process. That’s the direction we’re headed
to at the FamilyLens Archive.
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Abstract

This paper examines how bad images — characterised by poor quality and often produced by obsolete me-
dia, low-tech equipment, or machinery malfunction — serve as critical aesthetic devices in Chinese diasporic
films and videos. Moving beyond discourses on media obsolescence as a systemic condition of technological
capitalism, this paper reveals how substandard images and obsolete media are reclaimed as diasporic visual
practices shaped by the political economy of images within specific sociopolitical conditions. Bridging cin-
ema and media studies with art history, this paper focuses on two experimental films by women filmmakers
originally from mainland China and now residing in the U.S.: Yin Chi-Jang’s % it Another Clapping (2001)
and Ouyang Peixuan’s KXPH 7 & The  World (2021). While they each address their diasporic realities at
distinct historical junctures, with Yin making films in the post-Cultural Revolution era and Ouyang during the
COVID-19 pandemic, this paper demonstrates that they both mobilise bad images to disrupt notions of ‘origin’
and ‘authenticity’, which are ideologically and affectively coded in diasporic discourses and entangled with
the vexed concepts of ‘China’ and ‘Chineseness’. The blurry, glitchy, and faulty images in their works do not
signify a lack in diasporic displacement from an authentic origin. Instead, they re-enchant the digital surface,
transforming it into a critical space where diasporic women interrogate these notions in their ideological,
racialised, and gendered framings. Ultimately, this paper argues that the creative reclamation of bad images
cultivates emergent modes of diasporic belonging and intimacy, rooted in a radical rejection of the prescribed
terms of authenticity and Chineseness.

Keywords: Chinese diasporic filmmaking, Experimental Film, Glitch, Media Obsolescence, Feminist, Chi-

nese American

Introduction

Trembling violently, the grainy footage of a 16mm Bolex captures a sentimental view of a distant cityscape.
An error message flashes on a computer interface, followed by an Asian woman’s portrait plagued by flick-
ering glitches. A childhood family photograph dissolves into large patches of pixels as it endlessly buffers.
These images — shaky, glitched, pixelated, deteriorated, at times chemically damaged or digitally distorted
— form a recurring visual trope in Chinese diasporic filmmaking, appearing in works from the 1980s to the
present across Hong Kong, Taiwan, the U.S., and beyond. Produced by independent filmmakers and artists
— many of them women or queer — working across experimental cinema, video art, and museum installation,
these films share a deliberate engagement with obsolete media and degraded image quality. Some, like U.S.-
based filmmakers Simon Liu J2}ii%{ and Yin Chi-Jang and Taiwanese artist Lin Yi-Chi #K35'47 , experiment
with darkroom processes, old film cameras, and analog family photographs found in personal archives or
military village ruins. Others, such as Hong Kong video artist Ellen Pau fifii% ¢ , U.S.-based filmmaker Ouy-
ang Peixuan, and Taiwanese media artist Betty Apple B3 , embrace digital noise and glitches as the raw
material of their moving images.
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This paper examines the persistent infatuation with what I term ‘bad images’ in Chinese diasporic filmmak-
ing, which are images marked by poor quality and degradation, often produced by obsolete media, low-tech
equipment, or malfunctioning devices. These suboptimal images stand in stark contrast to the contemporary
visual economy, where clarity, resolution, and seamlessness are valued as markers of authenticity, techno-
logical progress, and commercial value. Yet, over the past four decades, amid the rise of China as a global
power, the China-US trade war, the COVID-19 pandemic, and political upheavals and escalating tensions in
Hong Kong and Taiwan, Chinese diasporic artists and filmmakers have continually turned to low-quality im-
ages to address their diasporic reality. This paper focuses on two such filmmakers, Yin Chi-Jang and Ouyang
Peixuan, both originally from mainland China and now residing in the United States. Each of them employs
pixelation and glitches at distinct historical moments — Yin in the post-Cultural Revolution era while Ouy-
ang during the COVID-19 pandemic. Through an analysis of Yin’s Another Clapping (2001) and Ouyang’s
The ___ World (2021), this paper investigates why bad images have become critical aesthetic devices for
Chinese diasporic filmmakers, particularly in an era when poor-quality images are often dismissed as unfa-

vorable and worthless.

The hierarchy of resolution could not be more evident in our time: high-resolution images are consistently
commodified and stratified, from tiered streaming subscriptions to high-end camera technologies. They are
aestheticised, through the metallic sheen of 4K K-pop music videos, the sleeky design of Apple products, the
dictate of Dolby Vision in theatres, and the ultra-HD, hyperreal, futuristic visuals of television shows like
Black Mirror. Together, good images reinforce a future-oriented visual economy that equates hyper-visibili-
ty with authenticity. In contrast, poor-quality images, typified by pirated films and deep-fried memes, often
indicate reproduction, deterioration, and obsolescence — in Hito Styerl’s descriptions, the ‘illicit fifth-gen-
eration bastard of an original image’, ‘the debris of audiovisual production’, and ‘the trash that washes up
on the digital economies’ shores’ (2009, p. 1). At times, they signify low bandwidth, outmoded devices, and
malfunction due to lack of maintenance. They suggest memory loss, dystopic chaos, and nuclear fallouts.
They constitute the subgenre of analog horror, channeling the media of VHS, camcorders, and deteriorated
files with an ominous sense of obscurity, haunting, and death. Unlike the smooth, effortless consumption of
high-res images, bad images demand laborious engagement from their viewers to wait, squint, scrutinise, and
reconstruct. They therefore represent the opposite of the visual economy’s ideal — the masked, the distorted,

the ghostly, the outdated, and hence, the inauthentic.

This ‘class society of images’ (Steyerl 2009, p. 2) both emerges from and sustains the ideological framework
of media obsolescence. While the discourse on media obsolescence offers insights into how obsolete media
reinforce or disrupt the teleological narratives of technological progress and the capitalist condition of media
infrastructure, it often centers on the technological, material, and economic dimension without fully account-
ing for the complex sociopolitical conditions behind the rendering of obsolescence and suboptimal images.
Moreover, they overlook the bad images’ function as diasporic visual strategies, in their negotiations with
‘origin’ and ‘authenticity’ as terms also coded in discourses on immigration and diaspora. Thus, this paper
intends to shift the conversation towards diasporic filmmaking. Treating bad images as an analytical lens for
understanding diasporic subjectivities, I ask: How do we understand the ideology of authenticity in diasporic
contexts? How does the repurposing of bad images cultivate an alternative, affective understanding of au-
thenticity? In what ways can bad images and obsolete media mediate dislocation and historical trauma, chal-

lenging dominant narratives that frame diaspora as a departure from home and an imperative to return?
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By thinking through these questions, this paper also reframes the history of Chinese independent filmmaking
through the lens of bad images. Unlike their predecessors who were trained in state film schools, the Chinese
diasporic filmmakers that I am interested in are often educated in art schools, navigating video art, experi-
mental film, photography, and performance, among other practices alongside traditional filmmaking. They
are also imbricated in a shifting media economy shaped by digital technology, internet culture, and neoliberal
media economies defined by rapid obsolescence and technological replacement. To fully grasp this history, it
is therefore essential to bring in an art historical perspective — a context not foregrounded enough in studies
of Chinese independent filmmaking — and to consider how media obsolescence influences diasporic filmmak-
ing. What obsolete media offers, I suggest, is not simply a degraded aesthetic but a heightened sensitivity to
temporality, memory, and the unstable notion of origin and authenticity. Ultimately, this paper argues that bad
images in the works of Chinese diasporic filmmakers, as exemplified by Yin and Ouyang, enable emergent

modes of diasporic belongings, intimacies, and subjectivities.

Media obsolescence in grains, pixels, and glitches

The concept of media obsolescence has garnered significant traction within cinema and media studies over
the past decade, particularly within the framework of media archaeology. Resummoned and advanced by
scholars such as Thomas Elsaesser and Jussi Parikka, media archaeology as a historiographical method in-
terrogates the ideological forces that have shaped media history and challenges the dominant technological
teleology (Elsaesser 2016; Parikka 2012). For media archaeologists, media obsolescence is not a natural pro-
gression of technology but a structural condition of technological capitalism. Parrika, in particular, theorises
planned media obsolescence as a mechanism through which capitalist infrastructures dictate the lifespan of
media technologies, via cycles of forced upgrading, replacement, and disposal (Hertz and Parikka 2012, pp.
425-426).

Under this framework, the competition of ‘good’ and ‘bad’ images emerges as both a symptom and complicit
rhetoric of planned obsolescence. Bad images, as the substandard evil twin, hold a flattering mirror to their
counterpart. They gain their rhetorical power by existing as the inferior, the left-behind, while reflecting what
good images uphold — the future, the authentic, with the illusion of total mastery of space and time. At times,
in grainy film stocks and VHS interface, they harbor a paradoxical temporality, in which ‘present and past are
both integral and palpable’ (Elsaesser 2014, p. 95). Other times, in forms of bootleg films, bad signals, low
bandwidth, and unofficial film exhibition on small screens, bad images obscure the racialised and gendered
labour exploitation in media infrastructure and the uneven cultural hierarchy that stipulates the value of im-
ages (Larkin 2008; Lobato 2012; Parks and Starosielski 2015; Neves 2020).

But what happens when bad images are claimed, repurposed, and aestheticised? Film Scholars such as El-
saesser and Erica Balsom, among others, observe that the term ‘obsolescence’ has recently reappeared as a
practice in experimental cinema and the art world (Balsom 2009; Nardelli 2009; Knowles 2011; Elsaesser
2016). Elsaesser aptly points out a positive shift in the cultural meaning of obsolescence, describing it as ‘he-
roic resistance to relentless acceleration’ and even as a ‘badge of honor of the no longer useful’. He suggests
that obsolescence might become the ‘new gold standard of authenticity or even... as our own fidelity to the
event’ (2016, p. 335). This alternative notion of authenticity can be further understood as giving rise to new
affects and subjectivities. In her influential essay on the ‘poor image’, Steyerl argues that as the poor image

moves away from the ‘origin’ and hence becomes the inauthentic copy, it cultivates a new ‘visual bond’,
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connecting alternative communities through shared affects toward degraded images (Steyerl 2009, pp. 5-6).
More recently, art historian Shane Denson also theorises what he calls ‘discorrelated images’, which destabi-
lise the conventional relation between the image and reality, thereby representing ‘a transitional reconfigura-
tion of affective embodiment itself” and giving rise to new subjectivities (Denson 2020, p. 23). Taken togeth-
er, these scholars demonstrate how bad images can move beyond their initial status as outdated, degraded, or
signs of malfunction and become generative and critical vehicles for new affects and subjectivities, with an

underlying concern about authenticity and the increasingly tenuous link between image and reality.

While discussions on media obsolescence and its creative reclaim in the past decade provided valuable
frameworks for understanding bad images as a systemic capitalist condition, they often remain centered on
technological teleology, digital capitalism, media history, and cinematic ontology (Balsom 2009; Elsaesser
2016; Betancourt 2016). What these discussions tend to overlook are the broader sociopolitical structures
of visibility and exclusion that shape the political economy of images and neglect the following questions:
Whose images are deemed worthy of preservation and aesthetic value, while whose images have been his-
torically considered ‘bad’ or ‘obsolete’? What conditions allow some degraded images to be reframed as vin-
tage, chic, aesthetic, or ‘too bad to be good,” while others are dismissed as pirated, inauthentic, ethnographic,
or irrelevant to history? Who needs bad images to re-narrate memories, navigate displacement, and shake
assumptions of notions like ‘authenticity’ and ‘origin’? Who claims bad images to reject legibility? I argue
that we need to go beyond the current discourse to understand the hierarchy of good/bad images as shaped by
racialised, gendered, colonial, and political regimes that inscribe value onto images, which map onto struc-

tures of cultural legitimacy and erasure.

Furthermore, I intervene by expanding the discussion of the bad image into the realm of diasporic film and
art practices, where notions like ‘origin’ and ‘authenticity’ carry heavy affective and ideological weight that
were previously seldom foregrounded. The materiality of bad images naturally lends itself to a diasporic
metaphor: Fragmentation, blur, and deterioration mirror the conditions of estrangement, dislocation, and loss.
From fading family photographs to glitchy video chat calls, bad images index the frictions of transnational
movement and the departure from the original home. They evoke temporal dissonance (jet lag, sleep-depriva-
tion, time-zone confusion, and the sleepy traveler), linguistic fragmentation (the gradual invasion of a foreign
language as a testament to ‘inauthenticity’), and epistemic disorientation.' As such, we need to understand
bad images as affective carriers of diasporic time, space, and sensation. They are also strategies to resist lin-
ear narratives of displacement, which posits the diasporic subject as inauthentic, amnesiac, and strange while

calling for a return to “home”’.

This paper thus argues for a dual intervention in the discourse on media obsolescence: first, by foregrounding
the sociopolitical conditions in which the logic of obsolescence and bad images operate, and second, by high-
lighting how bad images are mobilised as diasporic visual practices. I will demonstrate that through home
archives, domestic objects, pirated media, found footage, and simulated landscapes, Chinese diasporic film-
makers and artists forge alternative diasporic visualities that resist the dominant visual economy. These film-
makers have demonstrated a sensitivity to the politics of visuality and obscurity, and how different obsolete
media may variously afford resistance to what is stipulated as ‘good’, ‘authentic’, ‘original’, ‘legible’, and
‘real’. Through their negotiation with these terms, their practices extend the discourse of media obsolescence

into the realm of affect, imagination, and new ways of relating to space, memory, and history.
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With this framework in mind, the following section turns to the specific context of Chinese diasporic films

and videos and considers what image economy these filmmakers respond to.

Contextualising Chinese diasporic films and videos

The 1990s marked a pivotal shift in the landscape of Chinese contemporary art and cinema, coinciding with
China’s post-socialist reforms, rapid urbanisation, and increased global visibility. During this period, the
term ‘The New Documentary Film Movement 3§45k Jiiz3)) > gained traction, marking a move away from
state-sanctioned filmmaking toward independent modes of production. Dominant narratives on Chinese in-
dependent filmmaking in this period highlight the pervasive use of home digital video cameras in the late
1990s, the common style of xianchang (or ‘on the spot’) that emphasises documentary authenticity, and
shared focuses on subjects of socially marginalised communities (Pickowicz and Zhang 2006; Berry et al.
2025). These discussions often emphasise films’ role in capturing social change and shifting political land-
scapes. Concurrently, Chinese video art also emerged, which is often construed as a documenting tool of
performance or critique of mass media (Minsheng Xiandai Meishuguan 2011). As a result, within both film
studies and art history, the focus on video cameras as tools for direct documentation and social commentary
has overshadowed the aesthetic and experimental dimensions of these moving images, which are more com-

monly associated with European and American avant-garde practices from the early to late 20th century.

At the same time, the category of Chinese contemporary art was gaining visibility overseas, particularly
through exhibitions in the USA such as Inside Out: New Chinese Art (1998, curated by Gao Minglu 5441 )
and Transience: Chinese Experimental Art at the End of the Twentieth Century (1999, curated by Wu Hung
ME 1 ). These exhibitions primarily foregrounded painting, installation, and material-based art with some
legibility as ‘Chinese’. Within the narrative of this part of art history, the marginalisation of Chinese dias-
poric experimental filmmakers and video artists in the USA can be attributed to two factors. First, the field
of art history has maintained an object-oriented focus in the past decade, prioritising material objects while
falsely relegating films and videos to the realm of the immaterial. Second, more importantly, it is because the
Western discourse on Chinese contemporary art has remained rooted in a multiculturalist framework since
the 1990s. This framework privileges artists whose works stage a dynamics between legible Chineseness and
avant-garde aesthetics, often through the trope of ‘cultural synthesis’ of ‘Eastern’ and ‘Western’ symbolism,
synthesizing cultural, post-socialist, and contemporary experimental elements (Davidson 2020). Such a trope
is exemplified in works such as Xu Bing’s 40K Book from the Sky K15 (1987-91) and Wenda Gu’s 4% W1k
United Nations Series: Temple of Heaven (China Monument) (1997).

In contrast, the diasporic filmmakers that I am interested — both are women filmmakers in the case studies
discussed here — engage in more complex relations with China, Chineseness, and the notion of homeland. As
I will demonstrate below, their works do not readily conform to the dominant narratives of Chinese diasporic
identity, nor do they fit neatly within the Western impression of Chinese contemporary art. Instead, the works
of Yin Chi-Jang and Ouyang Peixuan illustrate how bad images may serve as a critical aesthetic device in di-
asporic filmmaking, which allows the filmmakers to negotiate with vexed notions of authenticity, home, and

intimacy.

Another Clapping: the wound of the photograph

Born in 1973 in mainland China, Yin Chi-Jang moved to Canada with her mother at a young age and later
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received training in both art and film production in the USA. Shot with a hand-held DV, 4Another Clapping
(00:24:00) is an experimental documentary in which Yin explores the ambivalent relationship between her-
self and her mother, and the entangled trauma of domestic and state histories as a haunting presence in the
diasporic lives. The film tells the story of a mother who fled China, her home country, after 1976 when the
Cultural Revolution ended and immigrated to Canada with her five-year-old daughter. This escape is simul-
taneously an escape from her abusive husband, whom she divorced before leaving the country, and from a

patriarchal state plagued with violence.

The film opens with a departure scene that immediately reveals Yin’s fascination with the gritty texture of
digital image surfaces. The plane takes off when the camera guides our gaze beyond the window from the
interior of a plane, and as the aircraft plunges into the clouds, the moving images begin to morph into frozen
stills. As the stills alternate and increasingly fixate upon the clouds, their outline gradually fades, ultimately
yielding to an indistinct grey haze on the screen, compelling us to scrutinise the shifting pixels and the vary-
ing shades of grey that blend into a textured mosaic (Figure 1). Setting the stage with an allegory of the dis-
placement of reality into the digital surface, the story then unfolds in a solemn tone, as the daughter faces the
camera mouthing words that confess her inability to recall her mother’s experience of violence in the past,

and that any recollection of hers is shaped through her mother’s storytelling:

‘Mom, I really don’t remember, what had happened to you that night.

You said my father beat you, you said I was four and we lived in China at that time.

You said it was the first time he beat you.

You said that night he suddenly woke you up, when we were going to sleep, he beat you without
warning.

You said since that night he started to beat you occasionally at night.

You said every time when I saw my father beat you, I cried so hard.

I screamed, you said, but there was one night, I stopped crying.

You said you still didn’t understand why I wouldn’t cry.

You said I might have felt unafraid, after [ saw him beat you so many nights.

b

Mom, since you told me this story so many times, I have started to remember it clearly now.

Figure 1 Still from Another Clapping (00:01:14)

As the film unfolds, this forgetting and recollecting through mediation becomes a thread, weaving its way
through the intersection of domestic violence and political trauma. The daughter’s inability to remember be-
comes a new form of violence, deepening the mother’s sense of alienation. The second half of the film then

witnesses the mother’s struggle to reconnect with her daughter, who runs away from home. Through voice-
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mails, the mother’s distant voice repeatedly pleads, ‘How can I find you? You’ve changed so much that I feel
so far from you.’ The film culminates as we follow the daughter’s melancholic fixation on her mother, who is

immersed in singing an old familiar tune—an echo of a past both shared and lost.

For the interest of this paper, I draw attention to the part (0:08:44) where the daughter recalls seeing her
mother cutting out her father’s image from their family photographs. In contrast to her amnesia at the be-
ginning of the film, she remembers the photo memorabilia and the meticulous manipulation performed upon
them. The recount of her memory unfolds with Yin’s performance — shooting from below, the camera cap-
tures Yin pressing her face against a glass surface with a tissue paper. Tearing up a rectangular window into
the tissue paper, she peeps through the paper window as if casting a gaze into a distant past (Figure 2). In the
next scene, against a black background, we are shown the cut photographs exhibited as palpable reminders
of intentional erasure. The figure is strangely positioned at the border of the photograph, accentuating the
conspicuous absence of the excised segment. The child tilts her head in a whimsical smile, with the border of
the photograph abruptly forming a tangent line, silently denying the intimate existence of another individual
(Figure 3). As the camera zooms in, we are invited to scrutinise the texture of the cut borders and the surface
of the image (Figure 4). At times manifested as a deliberate curve and at others a sharp incision, the edge of
the cut photograph bears a resemblance to a scabbed wound, testifying to a past trauma while simultaneously
preventing those memories from seeping through. The zoomed-in photograph and its poor quality thus con-
firm a sense of impenetrability, as the enlarged pixels dissolve into a grey blob, announcing its incapability
of holding the details of the past. The gaze of the young girl in the photographs (Figure 5) meets ours, yet the
blurred details of her eyes convey detachment rather than offering a window into the past. The camera me-
thodically surveys the details of her eyes, then her hand, her shoe, before drifting to the surface of the image,

where insignificant pixels dominate, obscuring any meaningful content.

Figure 2 Still from Another Clapping (00:09:38) Figure 3 Still from Another Clapping (00:09:51)

| have beenlwith'you'so many years,

Figure 4 Still from Another Clapping (00:09:53) Figure 5 Still from Another Clapping (00:12:45)
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The bad image here, which manifests as opaque pixels, rejects the photograph’s presumed indexicality and
transforms it into an ethical practice of forgetting and remembering. The flatness of the photographs and the
intimate proximity between the surface of the photograph and the beholder evokes a paradoxical distance, in
which the cut-out photograph fails miserably at its promise to faithfully provide a return to its indexical past,
to a moment when the daughter can testify to the mother’s pain. Instead, the obscurity of the image fabricates
the photograph to be the new object of aura, re-enchanted through aesthetic de-familiarisation and deliberate
revelation of its imperfection. It evokes what Laura Marks would call the haptic visuality, turning the eye
into a ‘touching organ’ that seeks to extend its touch to the decontextualised image (Marks 1999, p. 128). As
the camera glances over the surface, what seems more interesting to Yin is the cut and the pixels as well as

the toggling between different resolution levels, rather than the photograph as a memory signifier.

In this maneuver of the digital gaze through remediation of the screen and scrutiny of the wound of the cut-
out, Yin prompts a question about what it means to forget and to remember as she navigates her mother’s
traumatic past as a diasporic foreigner. The answer for her is to turn the screen into a performative field,
which allows her to playfully assemble, transform, and extend the cut-out (Figure 6). As she narrates her
memory of standing on her father’s hand, she fills in a line drawing of a man’s arm supporting the little girl
in a cut-out photograph. Similarly, she depicts a pair of hands holding her arms as she spins in circles. This
process transforms the screen into a virtual realm where she invites the affective gaze at the wounded photo-
graph while establishing a tangible connection with the violent past in her creative re-telling of the past. Far
from seeking a mere ‘recovery’ of the ‘real’ past, Yin’s practice challenges the imperative of authentic repre-
sentations of the ‘historical truth.” The pixelated, decontextualised photographs disrupt the illusion of a faith-
ful return promised by clear, stable historical photographs, which are images that claim to offer an unmediat-
ed connection to the past. Instead, these blurry, fragmented images question the value placed on legibility and
fidelity. Through her performative engagement with these photo objects, Yin does not attempt to reconstruct
a coherent past for her audience, but rather positions herself within the fractured, reimagined narratives of the
past.

It is crucial to put Yin’s work into the larger art historical
context in the late 1990s in order to understand the way she
addresses the trauma of the Cultural Revolution as a Chinese
woman in diaspora. As previously noted, the 1990s witnessed
the emergence of Chinese contemporary art. As curator Gao
Minglu points out, finding themselves within a new cultural and

postcolonial context, the emerging Chinese artists who partici-

pated in the international art scene had to operate in what Homi
Bhabha calls the third space, and were compelled to ‘rethink Figure 6 Still from Another Clapping
their origin and how on the one hand it can function in such ex- (00:02:50)

changes as well as function in the “mainstream culture” as a way of representing their origin performatively’
(Bhabha 1990; Gao 1998, p. 33). In other words, these artists in the late 80s and early 90s had to incorporate
Chineseness as part of their branding while making it legible and interesting for international attention. Aside
from referencing traditional Chinese visual forms like calligraphy and fireworks, one of the major tropes in
this period tied post-socialist Chineseness with a retrospective critique of the Cultural Revolution. Typified

by Zhang Xiaogang’s 7K I3 [{I| Bloodline: The Big Family No.2 Ifl. %— KZKJE : A4 2 5 (1995) and
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Fang Lijun’s Jj J)#4 Series 2: No.2 Z%) . (Z. ) (1992), these works are often portraits characterised by
uniform clothing and expressionless or exaggerated, distorted faces, reflecting how the oppressive collectiv-
ism of that period subsumes the individual identity. However, these works also inadvertently transform the
trauma of the Cultural Revolution into a consumable aesthetic spectacle, perpetuating an uncritical binary

opposition between the collective and the individual in Western expectations.

By comparison, Chinese and Chinese American women artists in the same period, while each working sepa-
rately, took up a different route to address their relation to the haunting history of the Cultural Revolution as
well as Chineseness, which is a notion that either excluded or exploited them.” Through an engagement with
family photographs, self-portraits, performances, and found home objects, artists such as Yin Xiuzhen 75 |
Hung Liu Z4[ , and Patty Chang 5ik{fi , who are contemporaries or predecessors to Yin Chi-Jang, explored
their Chinese/Chinese American identity by looking at personal histories, immigrant policies, state biopoliti-
cal control, and the racialisation and sexualisation of Asian women (Gouma-Peterson, Liu, Zurko, & Bryson
1998; Davidson 2020, pp. 53-88). Rather than exploiting Chinese political symbolism as a form of branding,
these women artists critically engaged with the ideological, racialised, and gendered framing of their inter-
sectional identity as Chinese immigrant women, thereby giving rise to distinct artistic approaches with focus-

es on domesticity, familial tension, and political memories.

Coming back to Another Clapping, it is within this historical context that Yin made the video work. I suggest
that it is Yin’s positionality as a Chinese woman in diaspora that attunes her to the aesthetic valence of bad
images. By fabricating the cut family photograph into a re-enchanted low-quality image, Yin intentionally
obscures the shape of the traumatic history of the Cultural Revolution that constitutes the major trope in the
genre of Chinese contemporary art of her time. Instead, the pixelated surface allows her to direct attention to
the opacity of state violence - no matter domestic or political — inflicted on the female body, and to its haunt-
ing and unspeakable presence in the diasporan lives. It reminds one of Saidiya Hartman’s notion of ‘critical
fabulation’, in terms of the practice of refusing the totalising historical visibility (Hartman 2019). Rather than
reproducing trauma in a way that renders it consumable, Yin’s bad images call into question what counts as a
‘correct’ representation of history and interrogate the relationship between visibility and truthfulness. Or else,
who owns the visibility to represent history, while who doesn’t, or chooses not to? In embracing the obscurity
of bad images, Yin therefore shifts the terms of representation altogether. Rather than seeking resolution, her
images pose some poignant questions: how should Chinese women keep on living in another world with the
inscribed violent history within the body? How does historical trauma constitute a diasporic subject?

The ___ World (2021): faulty images and simulated realities
While the generation of Chinese diasporic women filmmakers active in the 1990s was haunted by Chinese-
ness as an ideological, exoticised, racialised, and gendered category in the post-Cold War context, the gener-
ation that Ouyang belongs to experienced Chineseness in diaspora in a drastically different manner. Born in
the 80s and 90s, this generation of filmmakers and artists witnessed the rapid development of China’s market
economy as it rose to be the epicenter of globalisation. Different from Yin’s generation, scholars note that
this younger generation tends to ‘display a sense of cosmopolitan “worldliness™” (Pollack 2018, p. 5). They
do not necessarily respond to the question of Chineseness as an ethnic or ideological category per se, but
are more interested in the question of how to situate themselves in a global, diasporic context, against the

backdrop of China’s rising power, the growing nationalism, and exacerbated Sinophobia abroad (Bao 2022,
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p. 10). As we shall see in this section, The World deploys bad images to demonstrate how contemporary
diasporic subjects and feelings of belonging are embedded in a media infrastructure that bears utopic and yet
ultimately failed promises of neoliberal globalism; instead, it proposes an alternative, digitally mediated form

of intimacy.

Composed during the COVID-19 pandemic, The  World (0:17:53) is an essay film about disconnection
in a world under the promise of globalisation. The film transports us between the replica model of New York
City in Window of the World in Shenzhen, China, and the simulation of New York City on Google Earth, and
is woven together through Ouyang’s monologue about dreams, childhood memories, and text conversations
with her mother. The film begins with Ouyang telling the audience in English about a bizarre dream of her
mother, in which she spent the entire night wandering in foreign streets looking for her daughter, who, having
turned into an alien that shapeshifted, hid in a lamp, and didn’t recognise her mother. A text message appears
on the screen with a buzz, lamenting the impossibility of bridging two realities (‘I don’t know if there’s even
a way to show you what I saw here. All I have is this deceptive medium.”). Then, narrated in Chinese, she
sketches out a nostalgic story of her childhood visit to Window of the World and an imagined road trip with

her parents in a second dream, in which she saw a huge statue of liberty made of plastic with blurry contours.

As Ouyang narrates in a sentimental tone, the film invites us
into a world of images riddled with pixels, glitches, and obso-
lescence. The camera lingers on the worn-down surface of the
miniaturised New York City replica in Window of the World
(Figure 7), suggesting its status as an outdated simulation — a

once-utopian fantasy of global connectivity. This footage is fol-

lowed by the photographs of Ouyang’s family trip to Window

of the World in the early 2000s, which are rendered as large Figure 7 Stll from The___World (00:01:37)
patches of pixels squeezed through slow buffering, never reaching its end (Figure 8). The film then transitions
to Google Earth’s simulation images, where flaws and glitches persist. As the camera navigates a glitch-rid-
den, low-resolution Manhattan in drone view, it penetrates the pixelated facades of buildings, revealing the

fragmented and unstable nature of this virtual geography (Figure 9).

Figure 8 Still from The World (00:10:38)

Like Another Clapping, Ouyang’s The  World, made two decades later, shares a fascination with the cre-
ative productivity of bad images and the digital surface. The unencumbered traversal across virtual realms,
through pixels and errors, dreams and invented memories, must be understood in the claustrophobic context
of the pandemic, which imposed new and precarious meanings onto Chineseness and home for Chinese

women in diaspora. Made during Ouyang’s residency in Chicago, the film reflects a time when Chinese dias-
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porans in the USA were cast as pathological threats — targets of xenophobia, gendered violence, and Trump-
era deportation threats — amid rising racial tensions and the George Floyd protests.3 The domestic sphere thus
was a home space that one was forced to stay within and at peril of eviction with the revoked visa documents.
Meanwhile, in China, the zero-COVID campaign framed the virus as foreign, justifying extreme surveillance
and restricted resources on targeted populations including overseas Chinese, women in the country, and eth-
nic minorities, which are proved expendable in the name of national security (Hou 2020; Yeung, Xiong, &
Gan, 2022; Chan and Lee 2024).

While diasporic Chinese faced forced immobility, the pandemic-born The  World translates such immo-
bility into a curious form of adventure — across a Chinese simulation theme park, childhood photographs,
and a glitch-ridden Google Earth rendering of New York City. Yet, this mobility does not grant the freedom
of a flaneur, who, as Charles Baudelaire describes, is ‘away from home and yet to feel everywhere at home’
(Baudelaire 1995, p. 9). Instead, The  World presents a subject never fully ‘at home’, traversing surfac-
es that expose the instability of its realities. Both the obsolete replica and the glitchy simulation function as
a virtual construction that once sustained a 1990s fantasy of a globalised, accessible, homogeneous world
through images; their surface, nevertheless, marks the failure of such a dream. Opened in 1994 in Shenzhen —
the hub of electronics manufacturing and counterfeiting — Window of the World was a place-making project
that not only fostered its visitors’ imagination of the world but also reimagined China’s position within the
world (Braun 2022). Now on the verge of obsolescence, the surface of the replica has been worn, crooked,
and faded in color. The interstices between the skyscrapers are re-occupied by lush weeds. Reminiscent of the
unsettling paper constructions built and photographed by German photographer Thomas Demand, a close-up
of the paper model renders it at once convincingly real and uncannily artificial, encapsulating a world teeter-
ing on collapse. In a similar vein, onced used as a popular tool for vicarious exploration of the world, Goo-
gle Earth in Ouyang’s work now reveals its own instability as a digital space. As the camera navigates the
glitching surface of the Statue of Liberty in Google Earth, it exposes how the surface of the simulated model
is stitched together by geometric shapes and disconnected lines with occasional failure when it is not entirely
loaded (Figure 10). In this glitchy, fragmented world made up of flimsy dioramas and wonky digital simu-
lation, Ouyang stages her family photographs in pixelation, with the ceaseless loading of the blurry pictures

testifying to the fuzziness of her home memory.

3 TN

Figure 10 Still from The World (00:15:31)

Evoking what Denson calls ‘discorrelated images’, these faulty images therefore serve as poignant remind-
ers of simulacra’s unfulfilled promise to replicate reality, revealing a fundamental shift of the relationship

between the subjects and the objects of perception in the algorithmic age (Denson 2020, p. 1). ‘How can I
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ever show you what I see here? How can I ever reach you on the other side of the screen?’ The flimsy tie be-
tween the faulty images and reality resonates with the disconnection and estrangement evident in Ouyang’s
mother’s dream and their text conversation. Yet, it is precisely this shakiness that grants Ouyang the ability to
traverse binaries — past and present, dream and reality, virtuality and actuality, moment and eternity — through
the digital screen. Rather than reinforcing fixed hierarchies, these faculty images become pathways between
these realms. Fixating on digital flaws and imperfections, Ouyang transforms them into an experimental
space where she negotiates these boundaries and reimagines intimacy — not dependent on proximity, clarity,
or seamless presence, but on opacity, failures, and digital mediation. Bad images, then, are no longer merely
a symptom of media obsolescence; instead, they become a method of survival and an affective strategy for

navigating displacement and distance.

Conclusion

This digitally mediated intimacy in Ouyang’s The _ World evokes Russian-American cultural theorist
Svetlana Boym’s notion of diasporic intimacy, which suggests an alternative understanding of intimacy that
is not defined by proximity or unmediation to an essential, unchanging ‘innermost nature’ or ‘home’ but takes
mediation as an integral part, and thus is ‘not opposed to uprootedness and defamiliarization but constituted
by it’ (Boym 1998, p. 499). As she states, ‘[i]n contrast to the utopian images of intimacy as transparency, au-
thenticity, and ultimate belonging, diasporic intimacy is...rooted in the suspicion of a single home’ (pp. 499-
500). It does not promise a comforting recovery of identity and postulates a necessary distance from ‘home’.
In other words, diasporic intimacy deconstructs the notion of home as the one and single place of origin
that demands a return in order to achieve intimacy, and allows ‘home’ to grow in multiplicities, be produced
through the immigrant’s creative processes, and rest in the ‘fragile coziness of a foreign home’ (p. 501). Just
like bad images that are always subject to collapse but also find themselves in incessant production and af-
fectionate practices by immigrants, the diasporic ‘home’ is similarly tenuous and contingent and calls upon
immigrants to constantly negotiate with that transience. Boym therefore argues for the unapologetic nature of
diaspora, which entails departure from the homeland and a leap into the unknown and the ‘furtive pleasures

of exile’, which precisely derives from the failed promise of returning home (p. 502).

For Chinese women filmmakers and artists in diaspora, bad images become the site of diasporic intima-
cy. Instead of fulfilling the promise to seamlessly bridge the ‘authentic’ home that one longs to return to,
poor-quality images, with their glitches, blurriness, and fragmentation, compel the immigrant to learn to
reconcile with foreignness, trauma, and estrangement while caressing and inhabiting the surface of images.
Just like how Yin’s fixation on the indistinguishable patches of grey in the wounded family photographs and
Ouyang’s obsession with the glitches in Google Earth simulation, bad images harbor the diasporic longing
and memories and reenchant itself into a haptic, performative, and affective field. They therefore develop
an ethics of intimacy and of home as a critical praxis of relating the Chinese diasporic women to the past, to
others, and to reality, that rejects a utopic image of the ‘origin’, the ‘authenticity’, and ‘Chineseness’ in ethnic
oneness and national solidarity, opening them up into multiplicities of home that exist beyond nationalist, ra-
cial, and gendered narratives. The surface of bad images thus becomes a diasporic home for Chinese women

to dwell in.

What emerges from a bad image thus is an unruly diasporic existence and subjectivity always in fluctuation.

It demonstrates that diaspora is a dynamic process. It is a matter of nomadic mobility and deterritorialisation,
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in which one is uprooted and learns to negotiate with distances. It is a distinct mode of epistemology that
is always caught in the flux of collapse and rebuild. It is lived through in moving images and on screen, in
reminiscence, imagination, and simulation. It is performed through storytelling when the narrator redefines
the past and the listener learns an ethics of remembering and forgetting. It is always accompanied by a senti-
mental sense of lack and yet also summons an exilic pleasure. It therefore opens up a larger project that calls
for an examination of the larger body of work made by Chinese diasporic filmmakers through the lens of bad

images and asks the question: what diasporic becoming are they calling for?

Notes

1 Hence, it is no coincidence that bad images are also employed in films and videos made by émigrés and immigrants
beyond the Sinophone world. Notable examples include Shigeko Kubota’s Self-Portrait (1970-1971), Theresa Hak
Kyung Cha’s Mouth to Mouth (1975), Mona Hatoum’s Measures of Distance (1988), Rea Tajiri’s History and Memory:
For Akiko and Takashige (1991), and Tran T. Kim-Trang, Ekleipsis (1998). The connection between blurry images and
diasporic cinema has been partially addressed by Laura Marks in her discussion of intercultural cinema. Her interest lies
in the physical, bodily engagement in viewing intercultural cinema as a way to convey cultural experience and memo-
ries (Marks 2000).

2 ‘Chineseness’ as a racialised and ethnic category was discussed by Rey Chow very early on (Chow 1998). More
recently, Sasha Su-Ling Welland discusses the intersection of Chineseness, feminism, and Chinese women artists in the
context of late 1990s to early 2000s Beijing (Welland 2018).

3 See post-screening Q&A: http://ff1895.com/post.show?post_id=2399

References

Balsom, E. (2009). ‘A cinema in the gallery, a cinema in ruins’. Screen, 50(4), pp.411-427.

Bao, H. (2022). ‘The new generation: contemporary Chinese art in the diaspora’. Journal of Contemporary Chinese Art,
9(1-2), pp.3-17.

Baudelaire, C. (1995). The painter of modern life and other essays (J. Mayne, trans. and ed.). New York: Phaidon Press.

Berry, C., Robinson, L., Wu, L. and Yu S.Q., eds. (2025). Chinese independent cinema: past, present, and a question-
able future (1st ed.). Amsterdam, Netherlands: Amsterdam University Press.

Betancourt, M. (2016). Glitch art in theory and practice: critical failures and post-digital aesthetics. Routledge.

Bhabha, H. (1990). ‘The third space’. In J. Rutherford, ed., Identity, community, culture, difference. London: Lawrence
& Wishardt. pp. 207-221.

Boym, S. (1998). ‘On diasporic intimacy: Ilya Kabakov’s installations and immigrant homes’. Critical Inquiry, 24(2),
pp- 498-524.

Braun, L. N. (2022). “Window of the world: Sino—African encounters through copies and simulations’. Journal of Asian
and African Studies, 57(2), pp. 352-368.

Chan, L.-H., and Lee, P. K. (2024). ‘The rise of xenophobia and nationalism in China since the COVID pandemic: In-
sights from discourse analysis’. East Asia, 41(1), pp. 41-66.

Davidson, J. C. (2020). Staging art and Chineseness: the politics of trans/nationalism and global expositions. Manches-
ter University Press.

Denson, S. (2020). Discorrelated images. Durham, NC: Duke University Press.

Elsaesser, T. (2014). ‘The politics and poetics of obsolescence’. In M. J. Léger, ed. The idea of the avant-garde — and
what it means today. Manchester University Press. pp. 94-96.

--- (2016). Film history as media archaeology: tracking digital cinema. Amsterdam: Amsterdam University Press.

Gao, M. ed. (1998). Inside out: new Chinese art. Berkeley: University of California Press.

92


http://ff1895.com/post.show?post_id=2399

Gouma-Peterson, T., Liu, H., Zurko, K. M., and Bryson, N. (1998). Hung Liu: a ten-year survey 1988—1998: an exhibi-
tion. Wooster, Ohio: College of Wooster Art Museum.

Hartman, S. (2019). Wayward lives, beautiful experiments: intimate histories of social upheaval. New York: W.W. Nor-
ton & Company.

Hertz, G., and Parikka, J. (2012). ‘Zombie media: circuit bending media archaeology into an art method’. Leonardo,
45(5), pp- 424-430. https://www jstor.org/stable/41690216

Knowles, K. (2011). ‘Analog obsolescence and the “death of cinema” debate: the case of experimental film’. In MiT7

Conference: unstable platforms: the promise and peril of transition. pp. 13-15.

Larkin, B. (2008). Signal and noise: media, infrastructure, and urban culture in Nigeria. Durham, NC: Duke University
Press.

Lobato, R. (2012). Shadow economies of cinema: mapping informal film distribution. New York: Bloomsbury Publish-
ing.

Marks, L. U. (2000). The skin of the film:intercultural cinema, embodiment, and the senses. Durham, NC: Duke Univer-
sity Press.

Minsheng Xiandai Meishuguan (Shanghai, China). (2011). Zhongguo yingxiang yishu, 1988-2011 [Moving image in
China, 1988-2011] (1st ed.). Beijing: Shijie Yishu Chubanshe.

Nardelli, M. (2009). ‘Moving pictures: Cinema and its obsolescence in contemporary art’. Journal of Visual Culture,
8(3),243-264.

Neves, J. (2020). Underglobalization: Beijing’s media urbanism and the chimera of legitimacy. Durham, NC: Duke
University Press.

Ouyang, P. (2021). The____World [Experimental film]. Video Data Bank. https://www.vdb.org/titles/theworld

Parikka, J. (2012). What is media archaeology? Cambridge, UK; Malden, MA: Polity Press.

Parks, L., & Starosielski, N. eds. (2015). Signal traffic: critical studies of media infrastructures. Urbana: University of

[llinois Press.

Pickowicz, P., and Zhang, Y. (2006). From underground to independent: Alternative film culture in contemporary China.
Lanham, MD: Rowman & Littlefield.

Pollack, B. (2018). Brand new art from China: a generation on the rise. London: 1. B. Tauris.

Steyerl, H. (2009). ‘In defense of the poor image’. E-Flux Journal, 10(11), pp. 1-7.

Welland, S. S.-L. (2018). Experimental Beijing: gender and globalization in Chinese contemporary art. Durham, NC:
Duke University Press.

Yin, C. (2001). Another Clapping [Experimental film]. Video Data Bank. https://www.vdb.org/titles/another-clapping

93


https://www.jstor.org/stable/41690216
https://www.vdb.org/titles/theworld
https://www.vdb.org/titles/another-clapping

WEBRERE SN : AR ARSI GT TR

TURKEH

P

AR T 3% (bad images) Hnf4E A K4k o) £ 5 F ik, BRATHEABREY 5HFOEF. X
LR AFGE T 2 SR S AR, B AR A IR AR RS RKLEMNE AT T . AL
IR T X THENMAREABRRTARAEZLARZRSHRARLE, BB T RAZERS EF
WA ATAL E AT H —Fp BIAAIE L5k, FZAF AL EM THOBRBRBUEZFFEOEE,
AL LV SBRNARARERLAR, RET ARG B ©YEH 00 S I154E &,
WAV RAFTEKRE, BAEETER: BRT#H9 <FILEY Another Clapping (2001) FaBk [a ik &
89 CHR > The  World (2021) o REWMEALETRAGHE L F ELEIBEREH— B TH#
G RO, B R = W AR R 12 R b, WALk w8 B kR 2 B4R 8
R, BKT ETF MR (origin) 5 A 52" (authenticity) #9 WA, XA LBHLRE T LB E
BHESHERBA, 5L 0460 YE R TEABRBMARE LR RAMER PARLEM. 45L5
KAGER, FEZIEEBRERKT EALHERR; MR, TEAREHFKT THF LD A
B, BZHEMALTHBREERMIIBNMINGZ N, ARELXLENESFEHEZTIRBE. HritEk
AACIAESRR, R ZALRE, @R T BRI R B A, TEPREREZFTHITGHR
JA% R FEBK, AARRAE T AR5 B WX B 55 4R 2

KA EABREY. ThEY. BRKE. BAEK RIS LFEAA

515

16 2K Bolex BGZUHRAIAR G GRIZUER, 2HH—IEEZRTi R RR, BKEHE, BN
SN REE, — MM R HARBERTH I, AW N PRI SRR R, —IKREFRIRE
SRR AER M I RE PO WIS R, 01 T ORI RS R A, XL, bR, BB, Bk, TiEA
PR S TR A, AR T R B EOE B O E R R DAL XS —— Bt \HERES,
TRERHE, 61, CREENHMMX, #al WHEE, HRZIZEZAMEIRR (HhAZ
ZWEEEILZARF) A, TSR T SRR, REIARGREREIR, HARESENEN K
ARSI XS, ARGINEE, WikERZ NE% (Simon Liu) 5B #, IR AEEZREMAHR4S,
ZHAAER T2, EXNRAS NARRBER REHERNIRERR; H—EA, WEHERG
ZARZKEGER (Ellen Pau) | RESHKAFE, UNGEEARZREZEEE (Betty Apple) ,
WUPRs £ e 5 o T A BN R T BT R SR AR 25 o

ARV THEIBBEBGC G EIEN “UE”  (bad images) HIREAN——iX Lt INAYSBA . 1K
Ui R A B PR AR B ORI R Y, IRIERURE R, MBS 1 NI AT R AT I, = P
KRG ER TR E SR EEIAX T £ RRIEEE, mmiEmRENE EXME, BORED Sk
fE. 2R, SRMEHER, FERREER, PEE SRR, FrdElE, DUREENEENBIGRE
HERKRY, B RN ORI RTTRE R, DURIE BB RIE, A SCREMNEE
FERE AR S — B i S I TR E —— B R 0 A e SRR a5 et 2 5 TR,
R GRASERS e TS AR, (EEE) (200D 5 (HHE ) (2021) .

94



ZHEVEEINT, A EERRAME - MEERIRREA AR, M ERRAR, FEEHRS
AT R BB N B 222 TR,

FEBATFAERINAR, DR EFERZRAEAEAT : SOoPREG AN SR S g, M
TRAIRSS 2G0T B B i e s bt B ANt ENBm R, M 4K EiiRE) K-pop & ARAUNHT )&
FU&, FRER AR, WA ELIR (Dolby Vision) AYF=eihfz, FEIEAE CRED
(Black Mirror) Hilm{E. HEEKHFEMARBRIMWHERCR, XL “GFEE" HFEEL T —FmE
ARRBIMDELETT, K@ ISR T ESE M, AT, DUERRERMN “fREREE”  (deep-
fried memes) NRERHREEEBREERIEEEH, HEGENHIK—FIT LRE/R (Hito
Steyerl) HUiiAHHRzHN “FIAEEGBHE LARRARERE T « WA RIRE" Uk “Brast
#F _Eihnl_ERAGRIRE” (Steyerl 2009, p. 1) o AN, EAWREERERE, MRS UNRFHHRZ
AL F BRI, ETRRE LIk, REFEAARREL S IOER R e T &
fUBME”  (analog horror) IX—WE2RM, @I RGH (VHS) | SREN SR AFEEN, EiEH
— AP NALZHIBN, MR ST SRR EIG i R AR, KRR E
BESRMF TR MR 55 BRERANE, (AR F BT, i, efRaE T &5t sAg
FA) BT — WO A, BARARE. IR, RIS A E SR,

XA CEBRR =" (Steyerl 2009, p.2) BE/~ 4 T th4EF & BN 7K (media obsoles-
cence) HRIRIEHER, REARENEIKANICIRREE 7 —F/AA, w] DARSEIRRIEAN 5
BRI A R BRI 1 H BIE A R B T S BRI IR L, (HIXSICIR TR P ERR,
VRS ETRE, MARRETEDHEIHIKNSNEERIERERNE R SIBUaS M. 1HHh, XEi
R T IR E N B AR RIS RI T RE, RIEM T 5 9% R 5 B BOLIA AT mAg A “MRIE™ (origin)
5 “HM”  (authenticity) WU&MEATHIRE. K, ACEAERITICEAIBEBEZHIE, @K
MBI N AT R ER — Rl A, PR AR EREOESES, AT mERg “Jsut”
AIRIRIEA? XHRBEEGIEM A, EEssd —fS AR B S R e B S22 R
BB IR XA (mediate) EHEBSHLEIG, EmPtSREBMANEHEZ
FIRAF AT AX — L HRAUR?

T EE B, AR E EIGIX — A B e e E N R R . SR ZIITETS
R FBERIRT2E AR, BARERE AR EE B HE R ZI R ZARERAT ., EEFHEZH
TEZ9h, MMFENEHEREER, LRk, By, REFSMEEER, mMuEREReN T —1
BT EOR, BRSO AR AR B PRI TR TR 5 SR S Fi e SCRIHT B B 3 S 22 5 AT 2B B A B
B, N1 P, REREWATIAMI R EREER), MiX—4EEd RAEE AT
TR PRS2 T, RN, ATV F G IR S R AR, By, Wik
R IR TR R AR5, BRI, 1812, PAROM “MRIE” f “ESE” SA
RSB, &%, AXEK, DRTF#HSHIAFEERES NG, INERESTEES T
AR NS AR e BT B AR RS, R SRS BRI

WA TRTR . MR, 183K S EG R

A TER, “GENMER XS EN R RIEERG T2k, THREENF S
% (media archaeology) HYHEZE NE 2antt, HFES M- WI/RZEE (Thomas Elsaesser) T
PA-fAE -~ (Jussi Parikka) SF%2F EHMGEHHEENEN B LY, EA—MIEBRE L, HRT
AT EIREANE, HR B SHANEREMIEEUR (Elsaesser 2016; Parikka

95



2012) . M TENZHEZRM S, SEMEIKHFAEROR K R ERERE, TR EE A 3 SR —Ff
gERMESAE, MEFEE “HXIEIESH”  (planned obsolescence) HIGAL A 3 W FE A
185 ot 2% 7l S A R R A= i JEL TG — AL, e Rl A 2, S R AR A IR DASEEE (Hertz and
Parikka 2012, pp. 425-426)

EX—HIPEZRT, “47 5 “B EGZ R TSR IR R ORI R IERER S IR B, 5F
FAGVE N ANIERRIY ARG , DURSIHZSHHES BN H, EREARAREE 2P,

AR T HBRBE & AT G EGESR AR, B R ERNZRER. BN,

TERRAERE A i Fr A VHS BT, BNIRE —MiFe RN A, “BifE S RN L7 B ST
fili )27 (Elsaesser 2014, p. 95) . 75 —YEl g, TEERAEF. FE5HM. 18% % LZARERK
/NS S R AR AR, WIS T B B m e i R e (b 5 MR 57 3 RIEI, PAK
PrE B G EN A L EH 5 (Larkin 2008; Lobato 2012; Parks and Starosielski 2015;
Neves 2020) .

SR, YN GBEN AR T 2 EMER, X2REMHA? RESHIRI -~ E/RRE (Erica
Balsom) FFHFEZYEFfEL, “BIK” —IAIEERIESLR HE 5 2RISR E T E N — R 7y 8
A (Balsom 2009; Nardelli 2009; Knowles 2011; Elsaesser 2016) , N/REBMBiIHIFZEEIA
MESR SR SO B T B L AE, 2 iR XN TRE s —foe i Xt , E280) “AE
SSHZ YR REME” , i —PHal, WIKTRERCOY—M “ESLMRIHeinE” , EEAER W&
ITE SRR (2016, p. 335) o IXFONESZERY 7 KB fgHE— 0 (B2 TORTRYIRRR S AR
SHRIREMEA T “KEEEIE”  (poor image) MISCEHIEH, MUK EEGIZ
R “WRIE” MOV ARSI E RN, BEHERE M “Wxds” | EhATN S IE G
AL EE OGS 7 K408 (Steyerl 2009, pp. 5-6) o K, ZAREFAHEEHE-EH (Shane Den-
son) tHIEH THIFTIEM “KHEE”  (discorrelated images) , XEEEGENIE T EG RIS SIK
HIXR, RFRE “BREREGHENTEEEA | JFHAE THNIFEARE (Denson 2020, p. 23) . %7
BME, XEEERIATIAEGOAEREVIRIE, SUEBEERTSHMA, MBS amERs
FARMERAERMEMA TR, HEE RN B DU BG5S BISE H a6 M58 2% R IRZI R,

REEETFE A RENTRINHLANEEBEA AN, ABEBIARTEN A T R R SRR
TERAER, HEMNEEEPTEARENIE, BFEEAT N B LM EEAARIE (Balsom
2009; Elsaesser 2016; Betancourt 2016) ., XN IRHEFRAM T HIEEIGBEALETTHIET Z 1t
KBUREEN, HHERREREIZLUNRE: W RGO ESREME G HEMER), ML EGE
Pish ERAZETY IR B I 2 ARSI IR R R E T E SOV R I, 3B
B BB, W A AR, AESER, RIFESEE EIERRER? EFRERE
GOREHBORICIZ. SHEEL shis "B 5 “RIE S0 XA AR GRIEL4 R
FeFok, BATFEBEMEIEE, Kir /| NGNS SIERE 2L, YAk, TER ZBaaiksir
s, BT TOME, WU S ETEME S HRBREE ) —EE7

Bt —2, BN ERITIEY RIS RS ZRLERGUR, MAEXETUR, “RIR" 5 “JLrE”
S A EE AT D R ETTEBR S BIREEE L. MBIV PUEAR S KA E EHRIRE
e RCRE. RIS IRICRMR TR, A5 R AR, MBS IR A 2IUOE TE T R THE,

BRI EE B ER AN EE TSR AR E, eI R RE (N2, KIR, MR, iR
BAER) | ESRAL ONEBHANRRIEE “REE” ) SINHIREE S Hit, RATFHIRE

96



(PR B RN 22 5 R R TR SR, A IR R BGUR RSRIE | IXAP LA FH e TR AL
TR NAEL), RIZH, BaAR, HSEHRERER “KE" .

K, ASCHE NI N IRROWE SN A — 75, R REEN RS IAGZ BB F T
RBUASKME; Ui, NEREARZ AT HE) ZO BB R SR, TRILIE, BEREMRE. K
[EIE. BIREES. IR RAR AR WSE T, B ANBE R AR ERFANIE H 55 K0 B Al
WAL, DAMPIERMBEEDT, XL EE RIS BIE R SBLRAL, DA R
TIRAIEN T DA R TARPIBOE SO “4F”  “ELT 0 YRET . TR 5 TEST fE
HibriE, M5 ERAERARTTRE, IR ESCESE M IKRIC R E M ERRE. BRI UK
ol B NI TAVAS ISl i S TR S S wed s S

FEMMESELR, b, N —afr RBETHENEHHEE S EIRKER, FHHERX LR AFTE R K
BHEATTEAS,

AN B 5 R GRS

1990 FEAUREE FESAEAR S AU AR RN, [N AERE 1 iR EJE & 3 S, e
YT A RBRAT W E R BE R, IR, “HasRiEa)” X—RIBHGERT, WnEE e
ORI N E 77 PRI ARSI RS . A6 DX — I i ER S A e A T RAOR,  H9si 20 e
90 FEARRIEE LGNNI T2 E M. s SKE SR “Bis” Kg, DA ST GREHAR 3
[FM%¥ (Pickowicz and Zhang 2006; Berry et al.2025) . XL i0iE ™ T e 2T
MBUAM AT TR ERER . SIHEN, PEFGEZARWBEGE, EEERINIT IR
ICSR TH, SO ARG THEAIN T (RABRSERE 2011) . Kk, TitRfEHEEIHRNM
IR R EARETIE, RERGIUWENERICR SR TENERES TIXENSHGTERYS
LI TEBEEAIRR, MIXISRRAETEHIAN 20 2D FHAR AR SE /T T ZARATERE,

SItFEE, “HPEYRER” X—TEWERSNI R ILEE R, Rl RiE FEEZRD IR,
a1 1998 SE =AM R BN “Inside Out: FHEZAR” 5 1999 FEARIGHKEM “Transience: 20 4D
RIHFELREZAR” . XEREFERFALE, EEBS5ETURENNIR, REEWE—E5
B “HRENT  ERXZARERRY, EEIRANENERELR EE A EENRG ERRNL S
A FRANRE, B, SRBPOEL ETHER—BERRE DN SR E, e EY
RS, WA IR R ARG II A RS, ik, 2B EENE, AR THEYRZAR
FIeIR B 1990 FAURMERME T — 2 e SUUIESR, X —HEZMRSE AR RE AL (R BIRARA “HREIME”
5RBEYOHMNEARR, HiEd “RA° 5 ‘P95 e “SUERE” X—E8E, Ext.
EHEE NG YREKTELEESE L (Davidson 2020) . &Rk (R$BY (1987-91) SAIK
1 CBREERS: PELZESH: Kin) (1997) BIIX—EE R HAIZ M),

522X, BFRER NSRRI — AREBI RPN LR A— S5 E &
[ Nt 2 B A B BN %R RE, BG40 PR, ARV B e TR Bt s 5 e N
A TR ERAOE, HARSIES )X ESREARIEGIAAL, MR, B7#F 5 EH R ER
TR B T IR AIfE BB R QI E R AR IS BERYSE2A0E A, IERIMEETS LS “HIE™ | "R
FSRERR” FAEHERR RIS FRITIRZI I PR S50 1
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(HgEs) « WA LGN

T 1973 SEHAETHRERE, FANBERSRBENMER, ERAEXERZR T ERSGHEHIER
Mgk, (FHEE) K24 280 22— ER T DV ARAKERLR,, RFFHER PRI T H
CERERZFIFEMF BERIRR, DRRPERER N SER LA Z FRIEIZ, X iR
B HETR R INB R AE 2 A KR R R T — N BERTE 1976 U KM R ek E T E, W
TP W LB RINERKES S, KRR R RSO WERDTITESEE) , FANth2
W — D FE RS SN R

s RO — DN EOTHI R, BERER TR RO O GOMRE DU A4, B3k I R ER S |
SR EAFERREFASNEE, HFEARE, shSHBBHEE Dyt Emm, =X 5w b
AWEZHRET RN, HRRmZBHt, R E— RN RGaEIREG, Hilpoa
AR AW Z B R S ARIRERA K G, ENRGRERRFEENSEEG (B D . S
DS B I EIBES R A E 5 20T, SEDSREIERRIT: JlmaEisk, JoE iR biimicik
[EMZEERERIE 582 I # T, AT RICIZOOR B TRERRIIFA:

“Onu, BELIANCA, BHEIRS LR KE T A A
RBEIRASCRAT TR, ARUURINFIU S, BATEAEE .
PRUEARFE A F— RAT IR

PRSI FA THER L BE N, AR ZZ AR IEARIT IR 1
TRUEMIRIEZ S5, AT AR IR AEE BT R

PRUEEFR B BISCORFTR, #RORAGAR DT

RUE R R, (HA B, RARBRART .

PRUEIR BB tICTR B AT 2R AR T

R VR EFEBIRZ R, AFENT .

Gy, RN HCRARDE TR0, AR RIS M E T . 7

1 (FHuE) #I& (00:01:14)

W R e, XAEE G A RIS S S IR OB B O L IR AR, BINERER 1 5BUA
O, L LITIRICICA S B —R/FRI RS, R T RERNE R, £ A EFER, fERilES
BRHERL LEFTEIRR, RREdEEHS AER: "BIXEAKBNRIE? RE TIRAZ,
TR S IRk, ~ %R &)a A LI HIBEILE BoR. 18R — E B ERI = e, 1ith
[l B = SRS IS

ASCHKEFRH (0:08:4432) 20 LIENZEEREER SCRRITE R M A g & R BI BRIV B . SREATT
SKEYRACTE AT b, i FE L I 2L R R MO HORS A B BTN, IXBRIANIC MR 7 AR TR T
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BRI 758, IR T AR e XA B R, d e gl BT MERE D, &
HEOUERME RIS R (B2) o PR, EREERT, SeTRRA MR TZIE
RERERIL, B R s AR S e MLAETA AL, R BYRTE A R ER, — R ZEEE K
ek, TR HIAFRTUH S PRI, BRBAEE 1 5 — N MARIPRE R (8 3) o BEEskL,
A [ FAA MR EETa % SeBRm (8 4) o REDGNmEIFEihs, RmEH
BARTIO, Dismntin, BRER T RRIeN0, WHEIEICICEREBIE, BRI EE G
INTIEIZHIAR] 258, BREOVKERIAR, EEHIERABEERAT . RAhaayEe (8
5) STAHIEEHIE, ERMRIRIEA TR HEEE XE N, RmEEHRE R, 53kA
FRHBF A ARG, . T, REERERAEERGR SRR EGRE, Bk 7 irE R

® i o
- - i

2 (HEE) #A (00:09:38) B3 (HEdE) #& (00:09:51)

| have beenlwith'you'so many years,

K4 (FHEE) BE (00:09:53) 5 (FEE) #& (00:12:45)

X HINEAG UARNBEIANGERIEL TR R ASOA N B A ISR (indexicality) , KHEHEMALN
—RCE MRS 510, RIS WA S SRR IRRIL =4 7 — e N ey i,
B IR B8 A BB R0 SR B3 3 AR MUIE R SRR v I &, M, IXFPERAME R 3> 7 RE — R
RYE (aura) , WITEZNEEMNSZERENATRERK T HK ), BME T 55H- 5wl
(Laura Marks) FiFRfy “fibBifidite”  (haptic visuality) , HEHREEH (b oy —FAE il 2557
ft. (decontextualised) B “fifEaRE" (Marks 1999, p.128) . HkigidRm, BFifHEIE
JBESGERT, PIFHARIATENISIFS, MREEERSInnORgE, PAIRAFE S #ER 2 R TH#,

TS XA B R B AL S IR O TR B, BRI T — DR (RN BRI T d R 6
RS X, ICICERSERENA? MhmE, ERETREEERMN DRI, Hi5 AL
Ty N, BT B (B 6) o Hihatd B QU ECRTORTICIZH, s
SRR A A2 B AN T — RS — — R BN B2 E N %, AR, SRR —
MONTF, PAFERFE PRI E S IR R — R ISR X, gis s DB IER
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B ELHIR9K 32 QIO [AINDEE ahE M “FEihg”
SRNEEESEABKE, RYEFIESE 2R
FTB “HSL” R, mEdkiod TR EMT ES
BIEEER, IEGRK, KBS T T
TR, TR R P SR G PR TER) “RSREIT” AR —
Ja# B IMREBAR M — R R R T PR 53T R RERL
MR, IX AR T S RS AR R B o BE 1 X Rl ise ™
5 CBSET R -MEPEHE, 8 SR AR
RIFEA LS, BT A E AR B —BOE B I
%, M2KESET— MM S aREsh, Ko (HEd) # (00:02:50)

PR R EF AT A — 44 BRI N PR B R S R B an A 81473,  SRBEE TR BIEE T 1990
EARE ZZRBIERE S, WAL, 1990 FRMIET “HEMARZAR” Mg, KRG
Hiwfat, XSRS S IEERIES, 25 B ZARIIEH P ER S ERZBIFEE K- EERTHR
Ay “S==2H" iafE, 08 “EREE A SRR, DX~ TEE A BEREE RS SRR
HRRIEIER], XEEME “ERscfe HREREMERTAEIIE S (Bhabha 1990; Gao 1998, 25 33
) ., #tEz, EE 80 FEAURE 90 4EAW], XEZARZ AR “FREME" AR SAREA,
o 2 X EBRWLAR T S BER] SR BA RS 1. BR 75, e FE S EM BT RN, N E
MHMER 2 — 2R a2 TGRS N “FREM" 5XsceRBE iRt ARES &, DAkt
WIH (M —RFKE: 2FE25) (1995 MAHPR (RII= (=) ) (1992) AMREAIE
dh, WIZREG IR, ECRE A S KR AYIER, St =5 T A S8 4 3 SLanfar
TR Y. FRT, X AR AN Al SR SO R an O B 5 o — R T 7 2 1 B S 5000,
FAEPETT B RBR AW SRR 5 MR AT B —TTEX 37,

FEEZ R, [FIEAR AR N BT 2 E 221 R RN DA BR AR B S R an i i e = K “Hr
X —BEHEF XA TS 2 B, XML, k6% 5 BT ER RN AR 3 e SR SRR 2ok
BHEE, BEERERT. BEG. TARESHENREDESETER, KT DAE, BREGR,
ERAEYEGeES], AN HERE S 2% (Gouma-Peterson et al. 1998; Davidson
2020, %6 53-88T1) . WIIFFERFGHEBIGRF S BN NG, TEHAMA AEREABR
ZHNR X G2 NEIRTES. Mg SHRAEZE, MmifEA B AR ENE. R%K N 5BUAID
12RO IR 2R R,

FE] (FFEE) , ERERX—IRIEERD, RFETR T IXEE G, TN, BRI E R
HNLER FAALE, EEIONBUR TN BT E SRS K T, @R B RRE A BN
—Rb “ERTHE” R RER, A B T AN E SRR E R, PSR G I
FRRTEMRE, MR, BRI RE GRS ML nER RN — TR T REE B —
N IRRZE, DUOXMRENEEBAETE TR T, 2R N5 0HE - 18R &
(Saidiya Hartman) #2HH “HtAIMEER”  (critical fabulation) , B4 507 el WLk 94E
J¥ (Hartman 2019) . BRFEHY “INEHR” FHARGRIIE A V2RI, M2 PRy “IEf”
PR RR, HRE IS ESEZ RINER: WG D RR A WE? SRR AR], 5%
FERFFHACH]? E P ER A, R EMIRA LESE T BSR4, W AE TR
= PIFEEIL, TR IEZ ZNRENR: N E SRR ZEN R,
e Efth 2 gkse A 17?2 P 52 Q0 ARy SRS B 32 AR ?

100



(e )« WSS Bl

IGERT 1990 AR N LM R IR — X, MR GBI R A P E M X —RE SR8,
M EVERMCHITERG R 5 2B A2, B TR & RIE RIX—RN, FE BRLE S A E
AR 2R EAANRR S, 427 20 el 80-90 FEARAIMAT], HEE 7 hEW AT IRL B &
HAON 2L, &R, X—ERERIRAEAR TR FEI—N, BT “mi—
PR T Y RBRIE 7 (Pollack 2018, p. 5) o fRATFFALIARRE “AEME" MAERESEIRE
AVEWERIEIR, OG0 H R R EE, R BT DURIMEAEIEZEINEIR)E 5K (Bao 2022, p.
10) , HCEWMMEEKREBIESEEN, IEMATRERRR, (4 ) @l IR iz,
ST LB B E RS AR R A —FRAEE BT B B R SRR, ARAB- RS
Btz t; Mk, R EE T R e R MR

(5 ) (WK 0:17:53) @IET COVID-19 KimtATHIH, & —#XTIERRLAET “W
B OIRESEOCRE, AR “MRZE” FHAENAHLR RS AR (Google
Earth) FHRUHLIRE IR 2 RISREIZHR, FFHBERI T2, EEICIZ AN S5 RERASCPIIR B2,
s SRS F T, WHRE 7 REEHOS A — N ar 2 BRAEREE L FHRER S NS
TIEHIINEN, BRAT R, HIAANHAEER L, FmbE R R — R 0EE, ROOE MRS
FIARTRENE — “HEEANE R G HIMEURERX BB RIRARERRG IR, RATHE R 2R
W ERIE . 7 BEJE, BRBHDAFRSCRUOR, At —IReE SR R & R EEE, DS
—IER RS KRB ARIRITHISSE, 8, WS — R EEE. BRI E R E B,

PERBE I TIISIIRUR, BRI A — e
RGPS RO G, BEHIAETR
Il U G AP AR LTS
LA (B 7) | R i
F 2R AR —— MBS, IS, B
KB — 5T 2000 4R HIE e 2 B ST AU g
CATHER R R TR 10, W Tk 52 =
L (E 8) . B Rk, MAHEATGRIGERE  E7 (R ) B (00:01:37)

[, FIRA TR S, URIALLL “TE AN

AT N, YRR BN, TR G R AN, EELT X R
AMRREIAR (29) o

L)

o e
‘wk“””“% | q u.Ll

" 22 i

PR e

8 (HH ) (00:10:38) B9 (tHF ) (00:14:05)

5ZAERTH () 0L BEHE CHEAR ) FRETUR T IMEE R RS M~ 1,
R REMUR . B — 2R EBRS5HIR, SRS EEICIC—RKHEZET, ETREREE
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PERYE = NER; XS B RCE NI TR, SRERAREARY “hEM” 5 “R7 S
s BT BRRHAE Z InEFgEb Al S 7 — s N %) TEDRIRRNRER KRS “Frif- dhisOtE”
PUORE 2, REME N EEHASCEE BOR SR, BOVHESN M2 K B N AROE IR Bl
OB °, SRR3R R B R e 00 IR < 0 S Bl A8 U RS T T RETE BRSBTS RN, ErpE, 9%
TBEEZTBORRIRERIR ISR, WM& GagigIMEN. BN /D8RR E YR E RE
VRSt A B PN SRR AR, DA S22 24 AT IBOERT Y T HYE 2 ¥ (Hou 2020; Yeung,
Xiong & Gan 2022; Chan & Lee 2024) .

TEROARIEAVIISErh, A TSN (R ) AR LRy —ME R B R —2 R T
HE AR BB, B AR IR DAR ST B A 2 BB BR A 2T B R PR, IXARS 3 R T
s B ERPE N IESRIRAT S "B RM XA ER” WiglE (flaneur) ARRAIE M (Baudelaire
1995, p. 9) » MR, A EIUNZE MM REIE “ER” NER—BESMERZFJGE, X
LRI RTE T FTII SR ATRE M TR 7 B S il it 5 B A B 075 B AL RIS BT — R OLE
B, LRGN 1990 FAUBE QRN 2Bk, w] K B R BRI FIR A, BT
RIMAWRICHE B HRIBIK, “MHRZE” THARET 1994 FERII—BFRAHES ILFEZ
W— s, RS iR AR R, MEREE 7R EE AR E (Braun 2022)
WA WIER R, HENSAIREESR, il BAORE, Sz RIRERRERT RSO E S, 5
SN AU R 5 2 NS E R e S/ E  (Thomas Demand) Frfifi <& AR
gUriii, fHAERE SRR FPEE, BN 7 — MIRFHRATH G, [, B2 "
RN T EAA Bk, a0 R WEH A9 £ il A U e 82 H HAE v B S AR ESS. R ilER
AHBBRAYT B AR PR R R I E R, ERR 71X B AR S ANl B LT AR S R S
PERETIAL, FFAEARTEEANEHR/RREL (B 10) o FEIX A H e 55 B9 5 4 5 UMD R SR R0 BEDUS SR
b AN R A A TSR R, BREE R R AR A B TR SRR BRI Z N, AREEIK TE 1 352 A ASE R 28 L Tk
THERT KT AR R,

/A oA X
10 {(tHF ) (00:15:31)

& & 7% (Denson) FTFRAY “AHHAFG” (discorrelated images) &, IX LR BERZ G KT “IUE”
(simulacra) ARRESLINE HILSL ARG EAIEEE, #Hn T AN URA B4R B RAIRAL
¢ (Denson 2020, p. 1) o “FAMAIABELLIRE BIFRAX HATU? FAAIA GERS R RS IREE? 7
WG S PISE Z (AN S A EK, 5 BRRHRESR B9 58 R 4l TR S50 T o 2B AY T 2R 5 6 5 A L
R, PR, ERIXMATEENE, EFHE B TR EFER TR SME. BES5HE. EXS
HSK, WA 5K ESE T2 Al IXEERFEE RGN E B E 2%, M2t il 118 R A s
WRRH & 1 T80 ke S5 e, KB SRR g, 1R E I RIX L R E R SOoR s
IXFRSE AR TR, TEMTECSE e, MR T ANER, RS 8Fh . T2, BEBArH
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FUBBRATRIRBESRR; EANTAC — R TTIR, N2 — AR 5 B B P T R 1R RS

ghie

MRFHFRER CHFR ) XS TS AR R, 1E N E BRI 4R
201 (Svetlana Boym) 2HRY “BHCEE”  (diasporic intimacy) #&; Z#f&4Em—
FORIE T KR % FUE N FMAR BEER “WIEBR” 8 “KIE” ANEIEE. Jorh /i) 2,
Mk “Hn” MWRENNEER, Bt RS SRR R RRMAEN AL, 12 H IS DA
327 (Boym 1998, p. 499) . [EWIAIRTS, “S5iE SRE SHEHEHERONEN. BESEMZ&RA
BREFMEKR, “HHCEE ... IR TN R —RERMHEE. 7 (pp. 499-500) EHARVFHE—A]
RN SER, MEMRS “RiE" LERE, 52, BRCRERE T “RE" EAME— A,
MEARIETTREEBCRERME, f “RiE" [FUEZEEPAER, @B ROANE LB A,
HLRT “Folsaiin®E” 2 (p.501) o EWNHBHEEGREN FTRERRME, HIXTERRE RBRIA
PP RSB IR BT, B “RIE” FIAEMEII MR, A MR R RS X E B R IR S
Wi, TEROHBIRT N A “ZAROK” BHP— BRGNS B . BRACRA], DA TR
FatlARER” | X AREMA TR TE T IR £ RIERTCIESEH (p. 502)

MEIMEN LR A ERKE, WRARRN 7 EECRERIIE, MRS R — 5,
BB 5 R —— R I TC A e AR R B RERTE; Mk, EMaEs REELMF
WifE TRAGRmMAFEIRN, 555, QUGG ER 75 S 5 e A b e DL R R
BREmRIthE, PARREE o S Bk 05 B s B R RIE, 9 BU R EE i 2 G121, R
H Sy — DMtk R, WafeiyizsR, TRAREXRTRESKENCE, RFHAE
HANESLER, ARSI R, e LIMSGELSER; eEfR R . "B M
EPE” BUE TiRE R —5 RIRAS N SR EG, M2fHElRER, MRS s Em 2 exiE,
INARRIARIH, BN SN2 MEAS DAR i A B R R

BRI, B—AiatiirE, s AEREBIFES RN, efR T BRI ST
— ) 5 SHUSRES, MABOERIGEI A2 SRR, —MEEFRS B Z R
BAPHEPANRER, —AERshE B SR, £RI1Z, BRIELZ PR AEIPRE; —#fEh
PR THIAE — IR FE R R, RITEFAIICICERSHCE, —MIGL R
AR SR IERAN 3 g i T PR A TR RS A, (R, IXOT/R T — DN ERRIFFRIHR: DONEEAIMA,
B NS B AR SE) 2B dh,  FFBIR—— M TEE P B R A B A A2

1 FEl, SHBEEGIOER 2 MG EERMSRITOIEREZ S RGT ZEH, HIHMER, B RZ0IiE:

AR H % F (Shigeko Kubota) HJ B H %) (Self-Portrait, 1970-1971) . % % JK (Theresa Hak
Kyung Cha) 1 {I*fH)  (Mouth to Mouth, 1975) . Sili-FaE4 (Mona Hatoum) A PEESHIEE)

(Measures of Distance, 1988) . Hili-H (Rea Tajiri) 0 (Jish5iciz: A T5EE)  (History
and Memory: For Akiko and Takashige, 1991) , ANFR<EH (Tran T. Kim-Trang) Y (2&HA) (Ekleipsis,
1998) . BRI G S EECRR 2 MR REL, BIE RS il (Laura Marks) XF “B5 " (intercultural
cinema) B IEHGRIE IR, D MARIEME B XN S NS S, NI S RZE T RE
IS IRE 5112 (Marks 2000)

2 “HRAENE” P — MR AR E AL RTERE, R HEE (Rey Chow) MIBALIE (Chow 1998) , iEH,
B0 7% - 218 (Sasha Su-Ling Welland) #—4R1F T 1990 FAKRE 2000 FARAIALIESH,  “Hhte
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Fragmenting to Recompose:

The Pieces of The Past in Breathless Animals (2019)

Désirée Marianini

Abstract

After the 1980s, what Lyotard calls the grand narratives came to an end; progress, history, science, and polit-
ical ideologies lost credibility, giving way to local, subjective and often contradictory micro-narratives. This
paper focuses on a textual analysis of Breathless Animals )% 775 (2019) by director Lei Lei 7 % (b.1985),
taking as its starting point of a reflection on how new digital technologies applied to cinema affect the nar-
rative and viewer experience. Archival material and found footage reshaped, reiterated, and reimagined by
the director triggers a meta-reflection on both the audiovisual medium and the traumas of the past which, far

from being processed, hide in the interstices of old photographs and old film.

Keywords: found footage, archival material, personal documentary, Chinese contemporary documentary.

Introduction

The evolution of digital technologies for documenting reality, its elaboration and the preservation of footage,
has changed the methods of filmmaking, but it has also implied a theoretical-methodological reflection re-
garding the reuse of pre-existing images for the creation of new visual narratives drawn from different media
archives. The term ‘found footage’ refers both to the physical medium (the film or a part thereof) and to the
retrieval process; material can be found either accidentally (old second-hand markets are often a valuable
source for old films) or in media and digital archives officially established for the cataloguing, preservation
and fruition of audiovisual material (Bertozzi 2012, p. 13). The extensive use of found footage and visual
narratives created entirely from re-cycled material have often been considered to belong exclusively to ex-
perimental or avant-garde cinema (Wees 1999). But nowadays, many documentary filmmakers use archival
material (old photographs, family footage, newsreels) juxtaposed with other audiovisual languages closely
related to the profound transformations of technological apparatuses, without necessarily being labeled as di-
rectors of experimental cinema.

The interaction of this plurality of languages and the manipulation of the processes of signification of imag-
es leads the viewer to experience a past and a present explorable through an intertextual narrative formula,
allowing the viewer to entertain ‘new aesthetic, social and psychic relationships with images’ (Catanese &
Ravesi 2021, p. 11). Building on these insights, this paper, the result of a series of meetings and exchanges
with the director, will focus on the narrative strategies, particularly the repetition of the frame and sequences,
looping, and the use of black frame, enacted by the director Lei Lei in his documentary Breathless Animals
(2019), where all the images featured are audiovisual fragments recovered from different types of archives
and re-edited by the director according to his personal and poetic intention. The origin of the materials and
techniques employed, and thus the practice of retrieval and reproduction, also determine the experience of
these works as well as the viewer’s understanding of the archive, investigating and lifting the different layers
of which it is composed (Habib 2014, p. 102). What are the peculiarities and potentials of cinema composed
of archival material? What relationship does the filmmaker have with the material he uses? How does the ar-
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chival material act on the viewer? These questions are particularly significant in a context such as contempo-
rary China, where the grand official narrative relegates personal and private stories to the margins, and where

the culture of remembrance also survives thanks to the strenuous work of independent cultural practitioners.

Breathless Animals: 6 Parts, 1 Epilogue and Thousands of Fragments.

A black-and-white photograph: in the centre, a little girl plays with a small toy phone, behind her a cathode
ray tube television. Two other photographs overlay mingled bodies of young people doing gymnastics against
a backdrop of architectural forms. Vehicles pass, delay, and then speed up. Bicycles, buses, traffic circles, and
busy streets. Brightly-coloured images: red and green chairs frame a small brown table in a garden, and then
reiterate details of the chair: red back, red seat, and metal frame. Recurring images of suitcases, giant bonsai
trees and pirouetting young women with raised fists are part of the same scene, thanks to the compositing
technique. The split screen marks the roof and chimney of an anonymous grey apartment building. Lastly,
prolonged black frames, with and without a soundtrack in the background. These are just a few examples of

visual motifs and narrative techniques that Lei Lei employs in his documentary Breathless Animals.

SR

Figure 1. Furniture product catalogue found by Lei Lei and screenshots from the official documentary,
printed on A4 paper and then scanned.

Lei Lei, born in in 1985, trained in Fine Arts at Tsinghua University in Beijing and taught at the California
Institute of the Arts (CalArts) in Los Angeles. He is a multifaceted artist who employs animation techniques,
collage, use of found footage and disparate archival material, creating a visual language that challenges the
temporal linearity of traditional narrative and acting. In the incipit of his biography, he first emphasizes that
his works ‘are based on the organization and research of ready-made and found images, combined with dig-
ital shooting and parody, weaving together abandoned images, oral histories, fragmented online videos, offi-
cial documentaries, commercial product catalogs, myths or legends, etc., to create visual poetry and prose.’
Lei Lei’s visual research provides material transcend the taxonomy between fictional cinema, documentary
and animated film and project us into a craft-work that reveals theoretical-philosophical horizons that seem to

abandon the presumed representability of the real.

His documentaries explore the theme of individual and collective memory, the evolution of contemporary
society and the role of the individual in the midst of complex changes. Lei Lei’s films have screened at pres-
tigious international film festivals, including Berlinale Film Festival, Rotterdam Film Festival, Hong Kong
International Film Festival, and the First International Film Festival in Xining, China. Among his documen-
taries, it is worth mentioning Silver Bird and Rainbow Fish 55 " /NMFISE =N (2022) in which the story
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of his family between the 1950s and the late 1970s is elaborated by a complex layering of archival material
and the use of stop-motion animation with plasticine, and 4 Bright Summer Diary 7% i H i (2020), in
which the simple photo of his family’s trip to Lushan Mountain juxtaposed with various archival material, is

a pretext for a narrative of society in the early 1980s.

Breathless Animals also operates through a process of juxtaposition and remodulation conducted by careful
editing and compositing that aim to fragment, break down, and excise different visual elements of reality
drawn from China of the recent past. It is divided into seven parts, each marked expressly by a title. The
first four are devoted to four animals: White Horse, The Cat, Sparrow, The Red Rooster, while the fifth part
is entitled The Other Things, and the sixth, People From The Real Life. The conclusion is given in the Epi-
logue. Despite specific references to different wildlife species, the visual narrative proceeds by non-narrative
matching shots typical of discontinuous editing, paired with the voice-over dialogue between mother and son
(the son being Lei Lei). Their conversation will takes us back to specific historical moments, which, howev-
er, have nothing to do with grand history, but rather with the small events of family micro-history in the dark
decades of the 1960s and 1970s. The events of historiography are relegated to the background, composed
of audiovisual fragments that a sensitive eye manages to intercept and freeze. Instead, in the foreground,
through the director’s questions to the mother, the woman’s personal account emerges, consisting of details:
her nightmares, the family’s separations, and the vicissitudes of the filmmaker’s uncle, a young xiao liumang
/N (little hoodlum) from the 1970s. In the foreground we have the figurative motifs that constitute ev-
eryday life, so common that it so often goes unnoticed, but which more than anything else characterizes our
identity in a specific time: photographs of different furniture, beds, closets, chairs, suitcases, bicycles and
means of locomotion. Thus, fragments of a recent past emerge, transcending pure historical facts and unfold-

ing through personal experience, tending toward the universal.

Lei Lei’s visual sources range from furniture magazine clippings to Chinese art catalogues from the early
1980s to newsreels from the 1950s and late 1970s." Even the repeated use of the black screen seems to be-
come a medium of the narrative and signifier, since it accompanies the vision of the entire documentary from
the beginning until the end. Black is entrusted with the theoretical and practical principle of subtraction, often
in relation to facts about death (Cecchi, 2016, p. 191). Despite being a purely extra-diegetic manifestation of
a latent presence that becomes visible on certain occasions, it manages to have a multiple structural function:
it separates, unites and connects simultaneously (Misek, 2016). But it is not only the quantity and heteroge-
neity of the components of the audiovisual text as much as the creative reuse of the aforementioned material
that makes Lei Lei an exception in the landscape of art documentary cinema in contemporary China. With
the rise of the auteur documentary of the 1990s, the observational approach of jishizhuyi 2052 7F X “a spe-
cific brand of film realism that has widely informed the independent film scene of mainland China’ (Bertozzi
2014, p. 79), pursued the utopian search for objectivity: the camera did not intervene and the filmmaker did
not explain what was happening on the scene. Filmmakers were engaged in shifting their own point of view
and relating to social actors in an ontologically new way: the filmmaker, no longer omniscient, was becoming
an operator of audiovisual culture and questioning him/herself by placing himself/herself on the same level
as the social actor, recording a complex, marginal, and subjective reality of contemporary China. Thus, the
non-mainstream documentary cinema of the time was bringing to light the fragments of what was now being
dismantled — socialism - by focusing on the different types of marginality in post-socialist society.” The social

and political context of post-1990s China brought the professionally trained auteur and the film amateur (with
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no or little training) closer together, both driven by the desire to empathetically narrate their views of reality
(Wang 2005, p. 18). Amateurism becomes an aesthetic, personal, and subversive choice by providing a mi-
cro-view of contemporary China that unravels in family histories, moves from below, and is recorded and
preserved in the testimonies of those who, until then, had not had the opportunity to have their voices heard
(Yu 2019, p.65). New digital tools (handheld video cameras, mobile editing stations, direct and sync sound)
contributed to the creation of works outside the official system, but although the same tools provided great
opportunity for creative experimentation from a formal point of view, independent documentary filmmakers

at the time seem not to have followed this direction.

Although this is not the place to analyze in detail the aesthetic influences on contemporary independent Chi-
nese documentary filmmaking, we note that Flora Lichaa argues that the greatest innovation at the time was
being able to manage shooting time differently: ‘By favoring long periods of observation, many filmmakers
feel that they get as close as possible to the subjects of the footage. According to them, this closeness is a pre-
requisite for the accuracy of the captured realities’ (Lichaa 2017, p. 305). Lei Lei, in his documentary films,
weaves the threads of the past and reconnects with the present. He retrieves old newsreels, home movies and
family photographs from various physical and medial archives. From a formal point of view, he reframes
the concept of time. He delays, superimposes, recomposes or freezes the time flowing through the frames of
archival footage, excluding, in the documentary we will detail shortly, live shooting footage and intervening
exclusively in the timeline of the editing station—in short, challenging the predominant theoretical and prac-

tical tradition of post-90’s documentary style: ‘on-the-spot’ realism.

Fragmenting the Imagery of The Audiovisual Text

Lei Lei’s visual research propels us into a craftwork that reveals theoretical-philosophical horizons that seem
to abandon the assumed representability of reality. In one of the foundational texts on found-footage practic-
es, Recycled Images: The Art and Politics of Found Footage Films, Wees points out how the art of montage
in the reuse practice of collage has the greatest potential to critique and challenge the power of produced im-

ages:

Unlike postmodernist appropriations of found footage, in which the media as the source of images are
taken for granted (indeed are more or less explicitly celebrated for their image producing powers), the
collage film subjects its fragments of media-reality to some form of deconstruction, or at the very least
to a recontextualizing that prevents an unreflective reception of representations as reality (as presumed
by the compilation film), as well as an indifferent or cynical reception encouraged by postmodernist

appropriation (Wees 1993, p. 47).

The fragmentation of reality, heightened by techniques of alternate and/or discontinuous montage, stop-mo-
tion animation, and digital collage, as employed by Lei Lei, acts as a catalyst for reflection on the nature of
the medium and its intertextuality. This cinematic language allow us to explore the past through bold asso-
ciations and daring leaps, where the order of narration is subverted and the rules governing linear time can
be altered. Jaimie Baron, a scholar of Film and Media Studies and an expert on the signification of archival
images, clarifies the connection between the practices of creative reuse of archival material from different
sources and New Historicism and deconstruction. On the one hand, the search for eccentric and enigmatic

figurative anecdotes opens up plural meanings, overturning the grand narrative of history; on the other hand,
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the very reflection on the audiovisual text questions the constituent elements of cinematic language. To para-
phrase the scholar, each fragment offers a ‘point of entry’ into an experience of the inscrutability of history
through something that is ‘out of place’, altering a pre-established and univocal interpretation of grand histo-
ry (Baron 2014, p. 162).

We will now analyze in detail sequences from Breathless Animals located in the first part of the documentary
(at 14’ and 26°), in the central part, and the film’s epilogue, which operate through delay and the re-presen-
tation of the same frame. At the beginning of the documentary some black-and-white photographs portray
young men and women posing and smiling in parks or in front of monuments. The extradiegetic sound re-
calls the click of slides or an analog camera. Through alternate montage, the film cuts from their poses to
a total black screen lasting several seconds, which advances with an inconsistent rhythm, returning us to a
sonic dimension rather than figurative imaginary. The spectator has time to wonder who these faces are, to
whom these smiles belong. Then, the footage converges into a single concluding moment in which the repro-
duction of the previous archival material enhances the movement of men and women, dressed in white, rid-
ing bicycles (the association is immediate with the title Baima |15 - White Horse - in which the sequence is
embedded; cf. previous paragraph) as they cycle in a roundabout. The process of repetition and return to the
same frame manages to extend the photographic image, generating additional time for the spectator to reflect
on induced associations, via visual or sonic references, but also on individual interpretations and fantasies

drawn from their own private and personal experience.

Cinema and photography have always had a privileged relationship with time; the recording of an image that
allows for its preservation can be compared to the unconscious memory belonging to a lost event, argues
Laura Mulvey, Professor of Film and Media Studies at the University of London. The tool through which the
spectator finds a space for processing is entrusted, the scholar emphasizes, to the ‘aesthetic of delay’, where
the image is frozen or subjected to repetition or return (Mulvey 2006, p. 144). This also occurs in the second
long sequence (26°), included in the section titled ‘The Cat’ 4 . There, the obsession with the movement of
vehicles, buses and bicycles, continuously re-presented, takes on a disturbing dimension that merges with
the director’s mother’s account of a nightmare: a voice-over recounts that a cat suddenly ran out from alley
and collides with her bicycle; its spine is broken, and it moves convulsively without being able to die. In this
case, the technique used by the director to create the back-and-forth movement of the men and women on bi-
cycles was achieved by applying a mathematical formula of two frames forward and one backward, follow-
ing this pattern: 1-2-1, 1-2-3-4-3-2, 2-3-4-5-6-5-4-3, 3-4-5-6-7-8-7-6-5-4... This method ensures the effect of

convulsive back-and-forth movement.

P

Figure 2. Archival material (source unknown)

110



The process of deconstructing and reassembling images into different frames and their re-presentation
signifies for Mulvey the locus of metonymy (Mulvey 2006, p. 81), where hidden meanings can be found,
opening up infinite possibilities for the poetic, dreamlike, and imaginative dimension that breaks free from
reality. The emphasis placed on the fragment is present from the beginning to the end of the film. In another
sequence, while we listen to the mother’s joyful account of successfully entering university in 1978, we see
a full-screen image of a giant bonsai, where a combination of digital collage and stop-motion animation inte-
grates repeated figurative elements of different sizes (figures of women pirouetting, suitcases rotating, large
buses perched on enormous rocks). These images move slowly, like the gradual unfolding of a Chinese scroll
painting, before closing the sequence with a black and white photograph of a woman next to an enormous
bonsai. In conclusion, the director primarily works with techniques of discontinuous montage, stop-motion
animation, and digital collage, associating shapes and colors with visual and sonic suggestions that chase
each other throughout the film’s duration.

AN ']
wl 1

Figure 3. Digital collage Figure 4. Archival material (source unknown)

Finally, Lei Lei is not afraid to courageously challenge the didactic dynamic between sound and image. In
the epilogue of Breathless Animals, the mother’s sonic narrative touches upon memories of her as a child,
with her tired but happy father taking the children on bicycle rides, while the black and white photographic
material re-presents the exact same image: happy young people cycling on a large meadow.

Conclusion: The Recomposition of Fragments

Following Lei Lei’s work is a complex journey. One often fears getting lost in the nooks and crannies or
the entry points that he proposes. The figurative and sonic elements mentioned in this brief article do not do
justice to the multifaceted nature of the techniques employed by the director;’ however, it can be understood
as a preliminary study that could be expanded through specific research on the archival material used and
the methods of its collection and cataloging. The etymology of the term ‘archive’, as stated by Pan Lu i/
in the introduction to the essay ‘The (Im)possibility of Art Archives: Theories and Experience in/from Asia’
(2024), speaks both to the necessity for order and the idea of commencing a new experience. It is therefore
evident that the archive is not a neutral and discrete instrument in which knowledge is preserved, but rather,
from a Foucauldian perspective, a dispositif in which dynamics of power and hierarchy are at play (Foucault
[1969] 2013), a place where hypothetical realities can be reconstructed, a space imbued with plurality and
discursive potential.

In the landscape of documentary cinema, Lei Lei departs from the search for a truth associated with xian-
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chang and delves into the culture of personal memory, modulating practices drawn from analog cinema to
new media, working with the time and rhythm of the narrative. It is no coincidence that the French New
Wave, especially Varda’s short film Ulysses (1982) and Jia Zhangke’s S{ 154 Pickpocket /NE, (1997), had
a significant impact on the director’s formation, as did various directors, including Edward Yang 17 {f 5 ,
Hou Hsiao-hsien %2 %% , and Tsai Ming-liang %<1+ . However, that same process of opening up the epis-
temological space that engages the viewer is the cornerstone of personal documentary cinema from the early
1990s. In these narrative spaces, directors chose to abandon screenwriting, favoring narrative through imag-
es, the recording of ambient sound, and the use of digital video cameras. But above all, they acted by exercis-

ing their critical, subjective, personal, and creative thinking. Qi Wang points out that

Personal documentary not only aims at presenting a different interpretation of the past or an alternative
aspect of the present, but also exercises critical thinking on representation itself [...] reminding us of
the epistemological and ethical consequences that documentary, as a mode of representation specifical-
ly launched from the present, has on how the past might be remembered and how the future might be
envisioned (Wang 2014, p. 135).

Within this grand tour through time and space, yesterday and today, the personal and the collective, how are
the different fragments that the author arranges on the timeline recomposed? On the one hand, reiteration,
slowing down, and re-presentation of images, as Mulvey suggests, act upon the spectator by expanding the
space for reflection; on the other hand, it is characteristic of found footage itself to operate across multiple
temporalities, triggering an additional interpretive space in which the viewer navigates. Roger Odin, a French
semiologist who proposed the semi-pragmatic model of communication, defines the communicative space
as the locus where the actants (Emitter and Receiver) engage in processes of discursive communication.
The text and its meaning do not always remain the same in the passage between Emitter and Receiver. In
conclusion to this article, it seems useful to refer to Odin in relation to the communication space of familial
memory, where the intimate mode of internal discourse acts through the operators of memory, which, on the
one hand, nourish the memory of the past, while on the other hand lead, through a chain reaction, to a textual
production that can sometimes deviate entirely from the original (Odin 2011, p. 97). Borrowing two terms
from Odin, Lei Lei’s documentary film appears to be a tale of surfacing, where archival materials are not so

much vehicles of memory as they are its stimulators.

Notes

1 The primary sources from which the film’s archival materials are taken are located in the credits; I reproduce them
in footnotes for the reader’s interest and convenience: Photographic reference: /700 Poses of Human Gesture, Jilin Fine
Arts Press, 1988; 1500 Postures in Movement, Hong Kong Deli Bookstore, 1985; Furniture Products Exhibition Album,
Privately Owned, 1988; Potted Landscape Art Exhibition, Bonsai Art Exhibition Office, 1979; Tianjin Furniture, China
National Arts and Crafts Imp. Exp. Corp Tientsin Branch, 1979. Film reference: Forever Young, 1955 Central Newsreel
and Documentary Film Studio; An inch of time, an inch of gold, 1959 Central Newsreel and Documentary Film Studio;
New look of the motherland and members of a new home, 1978.

2 The topic has been widely covered by many scholars including Chris Berry (2004), Zhang Zhen (2007), Paul G. Pick-
owicz (2012), and Qi Wang (2014).

3 Lei Lei’s artworks are many and include animated films, installations and documentary films: Break no. 1 & Break
no. 2 RJE—F (2024), That Day, On the River X317 (2023), Silver Bird and Rainbow Fish 5 —AF15 =N
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1 (2022), A Bright Summer Diary /2t Hic (2020), Breathless Animals )75 (2019); Installations: From Frag-
ment to Fragment \J7Ex, T B (2023), Romance in Lushan Cinema |55 17832 BE (2019); Weekend JHK (2018),
Hand-Colored FT. {48 /i (2015), Books on Books 15 I [f]45_(2013—2016), Recycled & [FlI_(2012), One-per-
son Animation Film Studio — M NIAZERBFEHIFT (2009—2016); Animation: I Don’t Like the Comics You Drew
AR E [P ¥ ) (2017), Missing One Player =#t— (2015), This is Not Time to Lie IX /N &—A> 0] LLULTR I B %1
(2014), Animafest Zagreb Festival Trailer (2014), Big hands oh big hands, Let it be bigger and bigger XT-W KT,
KA (2013), My...My... F&lt), I (2011), This is LOVE XA kIE % (2010), Hululu Honglonglong Hualala
IR | ZeRE % MERRiIR (2010), Magic Cube and Ping-Pong FA0. 8 77 5 ek (2009), Pears or Aliens WAL 7%
AN (2008).
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Acceleration, Excess, Techno-Scavenging,

and Moving Image Reclamation

CONG Feng M

Acceleration and the Disjunction of Technology: Material Technology and Social Technology
We are accelerating toward a historical inflection point, an epoch unfamiliar to existing human experience —
no one can say for certain when or where this turning point will arrive. The acceleration is comprehensive:
technological innovation, the pressures and anxieties of daily life, the incessant outbreak of conflicts and
catastrophic events, and an increasingly turbulent and polarized world... The climate crisis, too, is a conse-
quence of acceleration—human impact is approaching the limits of Gaia’s capacity for regulation in both
speed and scale.

Among all these forms of acceleration, the rapid advancement and replacement of technology plays a pivotal
role. New technologies bring convenience in areas such as transportation (high-speed trains), communication
(social media), intellectual labor (Al), and material provision (commerce logistics), along with an ever-in-
creasing array of spectacular visual experiences... Yet at the same time, the everyday temporality remains
tense and compressed. Compared to today’s many conveniences, people in the era of inconvenience actually
possessed more free time, more opportunities for direct, face-to-face interaction. On one hand, convenience
seems to reduce time consumption; yet to enjoy these conveniences, we must invest even more time. Theo-
retically ‘liberated’ by new technologies, our time has instead become the very resource those technologies
further exploit. Accelerated time has displaced the spaces once held within slower time, but the key issue is
this: it has not led to liberation, only to more tasks, and to a deeper, more unfillable void. The preconditions
of freedom and liberation are autonomy and subjectivity —neither of which can be attained within a passive
structure of existence, unless alongside material innovation we also pursue innovation in ‘social technology’,

so that human beings may become the main body, rather than being devalued and manipulated by technology.

Acceleration fragments time and makes time inorganic. As time is besieged by acceleration, ‘collisions’ and
‘accidents’ become more frequent. An accelerated system demands ever greater systemic stability to maintain
normal operations, yet the ‘social technologies’ that undergird society lag far behind material technologies
themselves.

Space—whether physical, social, or psychological—is likewise undergoing accelerated ruination and de-
struction. This process of ruination signals the fracturing and dissolution of the foundational bases of social
order. Excavators have replaced cumbersome wrecking balls, more efficiently demolishing residential neigh-
borhoods. The scourge of capital and political regime accelerates on two fronts. Even after a decade or two of
acceleration, it shows no sign of halting. More and more brand-new real estate developments rise up—in city
centers, along desolate railways—while many of these buildings stand unlit at night, their rooms empty. Sur-
plus does not curb the driving force of capital; in fact, the accelerated production of ruins serves to justify its
operations: where there are ruins, there is reason to build —and in the name of building, one can manufacture
even more ruins, in endless repetition. These acts of ‘construction’ cause ever more areas to become unnec-

essarily ruined, even when those places are home to vibrant lives closely interwoven with their surroundings.
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Cities have become outward expressions of technology —permanently in a state of ‘renewal’ under various
pretexts (nowhere is more zealous about ‘renewal’ than the city that I currently live in). They become un-
varyingly legible, monotonous, filled with tall structures sheathed in glass—visible, yet untouchable. Flatness
seems to serve merely as the backdrop to these vertical projections; verticality, in turn, conceals the poverty
and arrogance of flatness. Beneath this verticality, within the planar realm, disappointment spreads sub-
consciously —this is a ruin in a dual sense: the physical destruction of space, and the ruination of historical
depth. Behind it all lies a brutal, barbaric will—one that commands everything in the way of ‘progress’ to

prematurely perish, in order to serve the short-term interests and delusions that arise in the minds of a few.

On an already uneven road, acceleration leads to further loss of control. The engine of production has lost its
brakes, continuing to churn unstoppably. Everything is marked by a limited lifespan. Continuous change is
required—forcing people to adapt to the new and abandon the old—so that new technologies can have room
to develop. But humans do not inherently need such a space. The speed of technological progress has vastly
outpaced social progress, yet it appears to have become the ultimate measure and focal point of that progress.
Compared with technological ‘innovation’, the frequency of social innovation is several orders of magnitude

lower.

We do not understand the meaning of this acceleration. It merely signifies the accelerated consumption and
squandering of people and resources. Because of the deep disjunction between technological development
and social progress, and under the mandates of social governance, the promise of new technology to benefit
‘everyone’ is nothing more than an illusory ideal. It opens up a seemingly new direction by perfunctorily ad-
dressing old problems, while leaving the substantive issues of society untouched. The logic of obsolescence—
renewal—accelerationism attempts to divert attention from urgent questions of life and society by steering the
vehicle into an uninhabited wasteland. Meanwhile, the development of ‘social technologies’ that might solve
those problems is deliberately set aside.

Acceleration molds us into delivery couriers cornered by time itself. The very structure of the system ensures
that the delivery persons cannot be winners. Only with sufficient expendable physical strength can they sur-
vive in such a high-speed regime. The tasks are endless—no tasks, no survival & more tasks to secure your
survival 2 but too many tasks deplete your survival 2 your survival exists for more tasks < ... Overload
drives people to exhaustion, draining them completely. Only by stepping outside this system, away from its
oppressions, might one live with relative autonomy and freedom. The courier’s conquest of time and space
does not truly liberate you—the consumer—from your own state of temporal oppression. You reside in anoth-
er subsystem of the larger temporal oppression system, while the courier belongs to yet another. Acceleration

intensifies the sense of defeat, though it offers some small rewards as compensation.

Acceleration has corrupted time. In our youth, we once experienced a more relaxed, less externally pressured
temporality. That slower time often gave rise to a more acute sense of self. One might also say that this so-
called ‘natural time’ was merely a relatively stagnant stage of development, when forward momentum and
resources were insufficient—objectively producing a less interrupted condition. Today’s time is increasingly
artificial: the night is no longer for rest but for overtime work. This is an industrialized time that has been
visibly accelerated and compressed, no longer resonant with human biological rhythms, but rather dictated

by production and commerce, sustained by a process that engulfs everyone in its ongoing churn. Time and
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growth have lost their composure. Things and processes that depend on long-term, stable environments and
soil—such as cultural accumulation—struggle to take root. They sprout repeatedly, only to wither just as

quickly.

The pervasive anxiety generated by acceleration cannot be compensated for by new technologies. Or more
precisely, it calls for a kind of social technology that can address societal problems and the issues caused by
material technologies—rather than relying on yet another material technology to solve social problems, re-

ducing social issues to merely technical ones.

Acceleration leads to overproduction and indigestion. Accelerated, excessive production results in excessive
consumption. It does not enrich us; rather, it hollows us out, making everything cheap and impoverished,
devoid of substance, lacking in real connection to life. It undermines essence through the proliferation of
quantity, rendering it ineffective, pushing us into a polarized state of excess and scarcity: the more excess, the
more impoverishment. This inner sense of emptiness further accelerates production, leading to even greater
excess and even deeper lack. It does not genuinely add anything from within—only hastens the swallowing
of junk food by a famished world. Indigestion may appear as food congestion in the stomach, but it also
manifests as the condition of a gutless state—a stomach ever expanding and insatiable, yet lacking the intes-
tinal system to absorb nourishment. What it pursues is a colonial desire for expansion and conquest, without
regard for what substantive content might fill the space thus forced open—merely an empty void. This polar-
ized state of excess and poverty, like other black-and-white or left-right polarizations, results in the destruc-
tion of the middle ground, deepening division rather than fostering unity.

Promise, Obsolescence, and Struggle

Within the cyclical orbit of the accelerator that entraps everyone, there exists only one linear trajectory: ‘for-
ward’. The blindness of this ‘forward’ momentum lies in how our imagination of the future has been com-
pletely technologized and abstracted. This seemingly depoliticized vision of the future —grounded solely in
technological advancement—is, paradoxically, the most political of all: it encodes a technocratic monopoly
intimately aligned with the structures of power. Technological innovation does not occur in a vacuum; it is
governed by the existing order of social domination, just as society is increasingly controlled by technolog-
ical oligarchs. These tech oligarchs—such as Elon Musk—often function as counter-forces to true social
progress. While new technologies theoretically offer democratic possibilities, they simultaneously make peo-

ple increasingly susceptible to technological control.

The beautiful promises made by new technologies, once refracted through the lens of existing power struc-
tures, often become distorted and manifest as bleak realities. They fail to solve the very problems they gener-
ate—because these problems are not purely technical in nature. Instead, they attempt to bypass and ignore old
issues through relentless updates, moving forward destructively while leaving a trail of wreckage behind—
yet still waving the flag of progress. What is absent here is an organic interaction between technology and
society. Technology is often made to serve the requirements of the ruling order—such as facial recognition

technologies and surveillance systems.

New technologies often promise that ‘anyone can use them’, that they are immediately accessible. But de-

mocracy is not so easily attained. Technological innovation prioritizes outcome and efficiency, outsourcing
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and streamlining the complex and often arduous processes between origin and result—thereby rendering
them invisible. This is one of the dangers of technology: it invites faith in the illusion that what you see is
what you get, that mediation is transparent. Technology becomes increasingly abstract, detaching from ma-
terial mediums. As it intermediates and substitutes for us, we become passive, indolent, and surrender our
subjectivity —an abdication for which we will one day pay the price. New technology has a tendency to
homogenize that which it mediates, erasing distinctive qualities. This in turn allows it to become ever more

industrialized and standardized, facilitating centralized control.

In the realm of moving image technology, current trends lean toward simulation, mimicry, automation, and
spectacle. Images are rendered increasingly smooth, just as high-speed rail flattens the space between loca-
tions into a linear, rapid journey, stripped of twists and discomforts. New technology continually seeks to
eliminate roughness, friction, and discontinuity, pushing us to forget the medium itself (as in the disembod-
iment caused by digitization)—a tendency that often runs counter to the demands, textures, and tactility of
both art and reality. Technology does too much on our behalf. While it has expelled inconvenience, slowness,
and clumsiness, in a parallel world these qualities may hold greater value. Older technologies, with their
challenges, often elicited greater initiative and subjectivity from their users. In contrast, new technology nur-
tures laziness in facing reality, habituating us to smooth spectacles and effects. It has bred legions of enthu-
siasts wielding Leica cameras and large telephoto lenses, producing nothing more than mundane landscape
shots. Their reverence for technology and eagle-eyed discernment of technical specifications has not prevent-
ed the further dulling of their sensitivity to reality. Equipped with everything, they have nonetheless lost both
their goals and the ability to reach them. This is the alienation of the human by technology.

Has pure technological progress brought more happiness? If it had, society should be increasingly content,
and spiritual depression increasingly rare. Today should surely be more joyful than a decade ago—yet the
reality may be quite the opposite. In an irrational social structure ruled by overwhelming societal problems,
technology becomes the bannerman of progressivism, but this flag of progressivism’s real function is to ob-
scure the essential issues at stake, seizing the stage from them. These spectacular technologies function more
like decorative embellishments and do not in fact enhance human well-being or social welfare. Even if they
possess such potential, their realization is subject to how equitably the conditions of technological implemen-
tation are distributed in society. Humanity, while accelerating the production of new technologies, also accel-
erates the production of new problems—problems that entangle with longstanding, unaddressed problems,

engulfing the world.

Given the fundamentally double-edged nature of technology, it demands contestation rather than submission.
As a moving image practitioner, I have benefited more from the smartphone than from advances in imaging
technology per se. The smartphone has brought considerable convenience to my work, allowing me to film,
record audio, and capture fleeting ideas at any time. Yet it also devours the user’s time, forcibly embeds it-
self in everyday life, and increasingly assumes the role of life’s central actor—displacing the human subject.
When the phone is not at hand, or is lost, one feels transformed —anxious, disconnected from the world, cut
off from many relationships. The convenience provided by technology fosters deep dependence, and this
dependence continues to intensify. In the process, we become more fragile, ever more tethered to our devic-
es. Face-to-face communication—something that neither social media nor video calls can truly replace—is

increasingly rare, both in opportunity and in desire. In this accelerated, unstable, and uncertain world, people
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subconsciously seek something to cling to, a placebo. New technologies undoubtedly offer such comfort—
and this too becomes a kind of addiction. New technologies inherently possess addictive tendencies: by pro-
viding comfort and satisfaction, they engender strong dependence, ultimately exerting control. Their power
is not acquired through coercion, but through offering ever more comfort, satisfaction, and means to ‘kill
time’ —thus achieving submission. In the end, it is not we who use technology, but technology that uses or

governs us.

With the emergence of instant messaging platforms like WeChat, people have indeed found it easier to con-
nect and communicate. Yet at the same time, more and more people stare at their phones alone at gatherings.
The phone has ceased to be a point of connection and has instead become a tool of isolation. It is harder to
escape a pleasurable form of slavery than a tormenting one. The intermediary has not merely assisted us in
accomplishing our tasks—it has become the task itself. We are drawn into the phone, bound to the nodes of
the digital network—offline’ life feels less real. But this network is not built on collective will, communica-
tive desire, or ordinary solidarity —it is still a technological network. We must employ social technologies to

transform this network into a genuinely social one.

By raising the threshold of satisfaction and treating this threshold as an irrevocable standard of life, most
people have become unwilling to look back, unable to accept the lower standards of the past. During the era
of VCDs and VHS tapes, no one complained about image clarity; people were not distracted by technical
specifications and instead focused on content. But once we enter a more advanced technological phase, we
seem unable to tolerate the relative roughness of the past. This subconscious shift further entrenches our
submission to the so-called benefits of new technology. Yet in retrospect—at least in terms of cinema—how
many films today can truly surpass Battleship Potemkin, Man with a Movie Camera, or Metropolis, all made
over a century ago? These films connect far more closely with today’s reality than most contemporary pro-
ductions. They have already prophesied today’s prototypical reality. Artistic standards do not follow the sim-

plistic logic of linear progress.

Technological upgrades have implicitly raised the threshold for image-making as personal practice, such that
only work meeting certain technical standards is deemed fit to enter the film industry’s circulation system.
I still clearly remember my return to Gulang, Gansu, in 2005 to shoot a documentary, and what happened
afterward in Beijing. At that time, I knew nothing about equipment or technology. Someone who worked in
film gear and tech told me: ‘The built-in mic on a Sony PD150 camera can’t be used to shoot a documentary.’

Time has already proven that assertion entirely false.

What drives technological obsolescence? Is it rooted in actual necessity, or is it propelled by the demands
of capital acceleration? Technological turnover can very well be a manufactured need—because innovation
is the fuel that keeps capital in motion. The logic of capitalism is to accelerate the satisfaction of the present
while deferring problems to the future, to distant, out-of-sight horizons—until one day, both future and dis-
tance arrive at the doorstep. Most media forms and technologies that are ‘eliminated’ have not reached the
point of decrepitude; some are in their prime, yet are retired early or abruptly rendered obsolete. Neverthe-
less, the non-inevitability of obsolescence and supersession is always presented as inevitability, as superiori-

ty, urgency, and as an unstoppable trend —justifying itself through this performance of necessity.
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Against Obsolescence: Techno-Scavenging (—as a Form of Social Technology)

When technology becomes excessively elevated, some will inevitably move against the tide—because the
new technology may not be what they need, may bear no essential relevance to their lives, and may even
degrade their way of life. To return to simpler, even more rudimentary technologies, to cherish their charac-
teristics and employ them in service of more tactile expressions of reality —this is a form of ‘close-contact
technology’. Most work does not require the most cutting-edge media, equipment, or software versions;
rather, it requires technological appropriateness. Earlier technologies still carry the momentum of previous
use—their productivity does not cease abruptly. Obsolescence produces vast surpluses. In fact, these devices
and technologies —now sidelined in the capitalist economy but still in their prime—fall into the hands of us,
the techno—image scavengers, as a kind of gift. They offer substantial possibilities for reappropriation at low
cost. This is, truly, a golden age.

Cut-out tapes, outlet shoes, bulk-packaged clothing, secondhand iPhones costing just a few hundred yuan...
these are all recycled items deemed obsolete by the industry, yet retaining full use value. Digital music has
never fully replaced embodied forms of music—vinyl, cassette, CD—nor are these formats interchangeable
among themselves. The coexistence of mediums is more conducive to a diverse technological ecology than
mutual negation. Similarly, digital photography cannot replace analogue film. Sometimes, it is precisely the
materiality of a medium that sustains its vitality —its ability to undergo transformation over time, thus affect-
ing the very images it carries and bringing about changes in them. Such phenomena do not occur in digital
media. One defining trait of digital media is its refusal of error and deviation—its drive to maintain a con-
stant state. In the realm of video, standard definition (SD)—which was long since superseded by high defi-
nition (HD)—cannot be replaced in every respect; this is something I have experienced directly. In my short
film On the Passage of a Few Persons Through a Rather Brief Unity of Time J<T{F %5 ISR N 11385 LS A
1283 (2020), the footage largely comes from material I shot over a decade ago on a Sony PD-50 DVCAM
SD camera. It captures, in real time, the full process of the moon and drifting clouds entering and leaving the
camera’s frame during one summer evening. I compared it with footage of the moon shot using an HD cam-
era. There is no question that the SD material, shot under low-light conditions, had a mysterious, film-like
graininess—far superior to the plastic sheen presented by HD video. Sometimes, the shortcomings of older
technologies—relative to newer ones—can dialectically turn into advantages. Much like many early photo-
graphs, the mysterious quality of the world at the moment of its first filmic representation —strongly material,

deeply evocative—has all but disappeared in today’s overabundance of technologized images.

In my film Stratum 2: The Asthenosphere Hi 7 2: i) (2021), I used a large quantity of internet-sourced
video as the base layer for my visual composition. These videos are mostly low in resolution, rough, and
fierce—although amateurish by professional standards, this does not diminish their intrinsic power; on the
contrary, it may enhance it. In some cases, I deliberately lowered the resolution of certain downloaded clips—
clear, but not too clear. This aligns with the film’s broader handling of materials: for instance, removing all
diegetic sound from online footage to maintain distance from the specific context of the scenes—not to feign
presence, not to induce a sense of immediacy, but to highlight the viewer’s separation from each scene and
reality. The aim is to resist immersion in the logic of certain isolated incidents, and instead guide the viewer
toward the film’s overarching expression. The visual limitations and obstructions posed by low-resolution

footage undoubtedly help establish this necessary sense of distance.
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Since the summer before last, during my filming in Gulang, Gansu, I began experimenting with MiniDisc
(MD), an old audio format once eliminated by CD technology, as a supplementary tool for field recording.
MDs deliver excellent sound quality, yet were ultimately replaced by CDs due to considerations of cost and
convenience. My intention was to reuse a once-expensive medium I could not previously afford. MD is por-
table, offers high sound quality, and is easy to store and use. As a tangible medium, it also allows for straight-
forward archiving and retrieval —well-suited to the demands of fieldwork. Once a recording is complete, a
visible, touchable original record remains. In contrast, digital audio files are more abstract, more likely to be
lost in the vast sea of data. Because MD was phased out early while stock remained abundant, the players
and discs are now extremely affordable. I had also experimented with cassette recorders as supplementary

field equipment, but compared to MD, they are less convenient and harder to operate.

When I first began working in film, DV tapes were the primary medium for recording video. Later, this shift-
ed to digital hard drive camcorders. After footage was captured, it was copied to external hard drives, and the
camera’s hard drive was cleared to shoot new material. Two of my external drives failed, and I lost important
footage during the transfer and backup process. In contrast, all my DV tape material has remained intact. The
tapes themselves serve as original backups, and are easy to locate. I have begun to consider returning to DV
tape under suitable circumstances—just as I reconsidered audio formats. Purely digital data is far more prone
to disappearance than data stored on material mediums. ‘Outdated’, ‘backward’, and ‘obsolete’ media have
not lost their specific technological capacities. Precisely because they have been abandoned by the market

and are no longer subject to forced upgrades, they may possess a freedom available only at the margins.

In my more than twenty years of moving image documentation of Gulang, I have used various media formats
across different periods: DV tape, digital hard drive cameras, and—more recently —my preferred medium of
mobile phone video. I have also taken still photographs since 2000: black-and-white and color film, and then
digital images. These diverse materials—especially the stark differences in image ratio and texture between
DV’s SD and HD video—must be used together without hesitation. Their individual characteristics become
visual markers of the historical stages in which they were once popular. The materials I shot in the ‘standard
definition period’ (2005-2011) capture the roughness and simplicity of local agrarian life before the era of
acceleration. The local acceleration began around 2013, when the county town began to radiate the optimism
of a newly urbanizing small city and new residential complexes sprang up en masse. It was around this time
that I began using compact HD camcorders as a matter of habit. In the following years, the area underwent
radical transformation: the mountainous regions disappeared; mountain residents relocated to new settlement
zones; last year, even a high-speed rail line reached Gulang... This is already version 2.0 of life in the ac-
celerated local development. Amid such rapid change, I grew increasingly fond of the iPhone as an intimate
tool: portable, immediate, ideally suited for my often guerrilla-style filmmaking. Moreover, mobile phone
footage can be backed up online—this is a potential brought by new technology. What matters is not the age

of the technology, but the need for a de-institutionalized, non-conformist form of technology.

The Earth—Gaia—is itself an ancient and vast apparatus of recycling and regeneration. Human waste, excre-
ment, and other ‘garbage’ have never been completely excluded from Earth’s life processes. On the contrary,
through complex and delicate natural mechanisms, their constituent elements are broken down and reintro-
duced into the cycle of life—becoming new organic matter, new building blocks, and actors in the network

of agency. In the same way, technology-medium must also participate in cycles of regeneration and decom-
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position within human society, rather than being simply discarded or replaced. It is precisely this process —of

decomposition, reclamation, and absorption —that is ignored and omitted by the logic of accelerationism.

Deceleration: Snapshots and Slow Shots (—as a Form of Social Technology)
When acceleration becomes an end in itself, perhaps slowing down—fully utilizing and recycling the possi-
bilities of existing technologies—is the more practical choice.

In recent days, I’ve found myself tinkering again with my old mechanical cameras. One of them is a Japa-
nese Semi Leotax, a Leica-style 120 (medium format) bellows camera with a rangefinder. It does not have a
focusing mechanism nor a light meter, and the film advance system is somewhat faulty. As a result, I’ve had
to slow down in order to test and use it: I meter the light using a phone app, estimate the distance using the
split image focus, and I fashioned a crude replacement part from a piece of iron wire to fix the slipping film
advance spool. Compared to the immediacy and predictability of digital photography, this archaic, primitive,
and sluggish method of image-making requires far more time and engagement at each stage —thus decreasing
the rate at which images are captured and produced. (In addition, the cost of film naturally makes one more
cautious before pressing the shutter.) In this way, photography becomes a practice not of the ‘snapshot’ but
of the ‘slow shot’. On the other hand, this primitive process inherently contains greater uncertainty —every
stage of its output is imbued with unpredictability. And this very uncertainty seems to align more closely with
the qualities of living things.

I have also gradually come to understand why I find myself increasingly disenchanted with contemporary
photojournalism, especially prizewinning entries from various competitions, which are filled with images
taken using wide-angle lenses—in other words, images that attempt to cram as much as possible of a scene
or subject into a single flat frame, compressing it as though compacting trash in a landfill. The artificial, plas-
tic-like quality of much photojournalism stems from this compression. These images are mostly about the
event; the people within them are merely ancillary, like coat racks propped up in the background. Photojour-
nalism follows the logic of the snapshot. It invites comparison with the slow photography of the analogue
film era: heavy, primitive equipment used to create an image; the use of shallow focal lengths to accentuate
an individual from their background; the time spent with that person in order to make the photo—either to
adjust their pose, or because the film’s ISO (light sensitivity) required the subject to hold still for a moment.

This is slow photography.

This approach does not signify a stylistic gesture of ‘retro’ or ‘nostalgia’, but rather a rethinking of the rela-
tionship between humans, machines, technology, and time. In slowness, one must invest more initiative —and
one becomes more alert to the accelerated, ever smoother and more refined new media and processes. Wheth-
er still or moving images, obtaining them today is an easy task—and this easiness devalues time, a devalua-

tion that cannot be compensated for by the sheer accumulation of quantity.
Through deceleration, we counter acceleration—and return to our own proper tempo.

Countering the Philosophy of the Disposable and Recycling History (—as a Form of Social
Technology)
The belief in relentless obsolescence stems from a ‘philosophy of disposability’. This philosophy holds that
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certain things are produced only to be rapidly discarded—like single-use lunch boxes. People show little
concern for where these containers ultimately end up; once they disappear from sight, the matter is consid-
ered resolved. This ‘disposability’ philosophy extends into the domain of history: time that has just passed —
along with the events and realities it contained —is swiftly eliminated, as if it were a single-use lunch box just
thrown away. The philosophy of disposability believes history itself is disposable, and thus it is fundamental-
ly anti-history, thoroughly atheistic. For such a philosophy, both history and the past are burdens. Old news
is overwritten, and today’s news becomes old news almost immediately —as if, by this rotation, historical
problems are somehow resolved. Disposability implies a frivolous techno-optimism and a utopian progres-
sivism—believing the future is endless and ‘the future must be better than the present’, and that acceleration

is necessary to escape or overcome the imperfections of today.

The philosophy of disposability cheers for the passage of time. Time becomes an inexhaustible resource, con-
tinuously consumed —allowing many traces of what has happened to be erased, thereby escaping the entan-
glements of history, which is undoubtedly an obstacle to this kind of brute acceleration. ‘Eliminating the old
to introduce the new’ becomes a goal in itself, depriving people of the time to digest both ongoing life and
the life that has just passed. Life itself becomes a shaky, unstable colloid—unable to solidify. As a promise
and a lure, the ‘new’ arrives overwhelmingly, like a sweeping hurricane that fragments everything, rendering
everything indistinct. Through endless scrolling on their phones, people continuously deliver the ‘new’ into
their immediate surroundings —most of it illusory and ephemeral, vanishing in an instant. This ‘new’ lives for

a mere moment before immediately perishing.

Just like how a new apartment is promised to an individual to justify the demolition of their old dwelling
space—technology sees houses merely as houses, and space and time as inorganic containers that can be sub-
stituted at will without any loss. It ignores the fact that a house is a spatial form that concretizes time, filled
with triggers that activate the rich memories of its residents and users. Therefore, space existing in a given
historical moment cannot be equated with any other; each space is unique. What the homogenizing tendency

of technology erases is precisely this incommensurable personal dimension.

As time passes, history does not become the past. On the contrary, our present time coexists and intermingles
with history—it is built upon it. History is constantly seeking answers from us. Severing ties with the past
inevitably renders the present lifeless and impoverishes the historical soil. We must find an organic way to
decompose historical materials, rather than treating the past as inorganic waste and cutting off its inner con-
nection with the present. Otherwise, the present will suffer and lose its vitality. History is not the permanent
burial of former realities, nor is it a specimen in a museum; it remains active, continuously placing itself in
dialogue with the present. History possesses multiple lives, and the space of the future must be opened by
digesting the past. The ghosts of history are always present—what disappears is merely the body they once
borrowed. Like a virus, they can awaken once again through the living—like the specter of Dr Mabuse. The
realities embedded in the news do not recede simply because the news has ‘expired’ —reality itself remains

unmoved, while news is merely the shifting appearance it casts and disperses.
In the face of fragmented reality, we must restore our capacity to understand it. Splicing, assembling, and

reorganizing history and reality is an indispensable effort in repairing today’s world. Re-chemicalizing his-

tory, time, reality, and the world is not about inert reassembly, but about exploring the internal relationships
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between fragments—allowing history to re-crystallize. The restoration of history can only be crystalized: a

chemical process akin to history developing for the first time in a darkroom.

We cannot allow the present to slip simply and unexamined into the past—to become secret, to become void.
Hence the need for Archae (now) logy—an archaeology of the present (see my earlier article ‘The Task of
Impoverished Cinema’ %% = Hi 5% ) {T- 4% for further elaboration)—to resist the accelerated destruction of
contemporary history. This is an urgent salvage operation at the very moment of history’s presence. It means
reusing the ‘reclaimed water’ of time—treating time and history not as disposable consumables, but as reus-
able resources. Those who salvage and recycle history seek to reconnect the severed banks of the river—past
and future—with history as the indispensable bridge between them. The problem is far more complex than
‘breaking the old world to build a new one’. The old world must be meticulously recycled and decomposed
to construct the new. The new must be essential, not merely superficial. One cannot overcome history by dis-

carding or ignoring it; that only leads to endless cycles within the same old world.

In all my works to date, Stratum 1: The Visitors {12 1: K& (2012) is the first to explicitly attempt the sal-
vage and ‘recycling’ of history and ruins—the old world. The film is composed of two parts. In part A, a vast
urban ruin, a residential area on the verge of complete demolition, becomes the nighttime stage and theater
for reenacting the ‘pre-history’ of the ruin. I asked two friends to wander through this ‘stage’, recalling events
and feelings from their childhoods and hometowns —reconstructing a sense of ‘home’ through memory and
language. At the same time, the stage they occupy is, in reality, being dramatically destroyed and disassem-
bled—these two opposing temporal trajectories create a powerful tension. Part B is no longer about staging
and reenactment, but about presenting the real process of the ruin’s demolition. One sequence shows a group
of professional scavengers at work on the site, filmed from within an abandoned building. They used highly
specialized equipment—including metal detectors—to excavate materials such as steel bars buried in the
rubble of demolished buildings. While filming them, I too was a scavenger —an image scavenger. This act of

scavenging took place not only on a literal ruin, but also upon the ruins of history.

Stratum 2: The Asthenosphere carried out an extensive scavenging, salvage, and recycling operation across
the field of media. The film was composed and constructed from thousands of online videos. These served
as its visual canvas. But much time and effort was required to create meaningful interrelations between these
found materials and with other texts—from historical footage, to classical cinema, to various kinds of writ-
ings from disparate sources—so that they might form an intentional, robust, and emotionally charged dis-
course. The subsequent work What is Cinema: A Commentary on Stratum 2 W55 5414 )2 2 1Fi8 (2019)
reused the real-time audio recordings of a group of friends discussing the film after an internal screening.
From that material, I developed a new work—one sparked by Stratum 2, diverging from its style and content,

but possessing a unique character of its own.

This practice of recycling—and self-recycling—actually began earlier, during the making of Room with
Mao’s Images G FE1] 55 10] (2015), the fourth film in my Gulang, Gansu series. The material for this film con-
sisted of off-cuts and leftover fragments from the production of the previous three works —mostly unrelated
to their respective themes (though some footage had appeared before, it was now approached with different
intentions). These were materials that had no predetermined purpose. After finishing the three previous films,

I still felt unsatisfied —aware that so much of the richness and complexity of this reality had not yet been
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expressed. Many things, people, and places from that time had already vanished or changed significantly,
becoming almost unrecognizable. So even though these old fragments were scattered and disconnected, I still

attempted to organize them into a new film by tracing a single shared visual motif running through them all.

The Media Field and Archaeology of the Present (Archae-now-logy) (—as a Form of Social
Technology)

Once a new technology is born, it becomes a ready-made object—impossible to ignore. To reject it in ad-
vance may be irrational; to submit to it is equally irrational. Engaging in a contest with technology is the
best way to transform it into a weapon. Alexander Sokurov’s Fairytale (2022) exceeded all my previous
conceptions about the possible relationship between Al and cinema, yet the film also confirmed that Al is a
tool—not the subject of creative action. The only entity capable of elevating technology into art is the human
being. For artists, expressers, and creators, just as new technologies does not consider or adapt to the internal
needs of every single individual, so too are artists under no obligation to engage with every new technology.
Between artist and technology, there can only ever be the relationship of an encounter. Whether technology
brings us closer to reality, or instead overwhelms us with illusion and causes us to lose our sense of the real,
depends on our own will, capacities, and judgment. Technology is a newly born monster: in its infancy, the
consequences it may bring are difficult to foresee. It requires careful calibration in order to be subdued. Tech-
nology can be used by us—but we can also be alienated by it. The key lies in extracting social technology
from material technology, so that it may serve the intrinsic needs of society.

Although the development of photographic technology itself has not brought me much emotional or creative
stimulation, other forms of technology have had significant impacts on my work. For example, today we are
immersed in and enveloped by social media and the digital sphere. Real-life fragments are being continuous-
ly produced online—these are the historical archives of today, the moving images of contemporary history:
non-decaying, non-fading. In a sense, history has become a permanent present—always in attendance. The
development and widespread use of internet and social media technologies have created new relationships
with moving images, and made possible the emergence of the ‘media field’—we no longer live solely in
physical space or the field of anthropology; we now spend increasing amounts of time in a mediated space-
time. This virtual anthropological field, formed by new moving image materials and media technologies, is
what I refer to as the media field (for further elaboration on this concept, see my earlier essay ‘Sympathetic
Geology: A Comparative Observation of Spatial Transformations in Gulang and Beijing’ 28 J#Hh it 2% 5 R -
AR i ) AR S ) LU WL 5 ).

Within the media field, anyone can become a subject on equal footing; anyone can become a contributor and
user of materials, a presenter of reality, a revealer of its structures, a leading investigator, and one who holds
undeniable discursive authority over specific segments of reality. This also makes possible a ‘symmetrical
anthropology’ (to use Bruno Latour’s term)—an anthropology grounded in symmetrical and equitable inter-
pretive power. Those who were previously ‘reflected’ and ‘recorded’ passively can now become active par-
ticipants of expression. Everyone can potentially become an anthropologist—reversing their imposed status
as the Other, and generating their own history from an internal perspective. These two modes of inquiry—

internal and external —are not mutually exclusive; they complement and verify each other.

The media field is open, populated by image hunters and gatherers, image scavengers. It is a land of abun-
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dance —indeed, of overabundance —but only through active awareness and a keen sensibility can one unearth
treasures from this endless production of media. The media field contains layers of varying depth that await
excavation and study. In the face of the random and ceaseless proliferation of near-infinite image materi-
als—before these productions are degraded and reabsorbed by the ‘soil’ of the media field —the unstable,
precarious contemporary history must be urgently salvaged. The pace of its burial has vastly accelerated, far
surpassing that of previous centuries. Before we even understand, let alone reflect on, our lives and our histo-
ries, they are already accelerating toward extinction. This condition renders the archaeology of the present a

deep-seated necessity —its purpose is to respond to the accelerated destruction of history.

The onset of the COVID-19 pandemic, more than any technological innovation, has exerted the most signif-
icant impact on my work. More than ever, it underscored the critical value of the media field. The pervasive
anxiety throughout society, the surge of micro-historical materials that might disappear the next moment, the
extreme restrictions on individual mobility —all of these further compelled me to rely heavily on found on-
line video materials. At that moment, the media field offered more accessible resources than the real-world
field. The pandemic led me to decide that, alongside my longer-term and more expansive film projects, I
would also begin pursuing more flexible, short-term projects —creating short films akin to Dziga Vertov’s Ki-
no-Pravda, offering rapid responses and reflections on unfolding realities and events. This archae-now-logi-

cal effort differs markedly in character and approach from my earlier, years-long production cycles.

Between 2020 and 2023, I produced several short films, including On the Passage of a Few Persons Through
a Rather Brief Unity of Time J&T{ERLIN [A] N I JLAS N BIZ8 I (a title that diverges from Guy Debord’s
work of the same name), The Bright Volcanos T-/5iJ5i: W55k 111 (2022), Nothing to Fear &A1 7] 1H)
(2022), The Listeners iV (2022), Hwarenheit 911: A Chinese Style 911 3L, 911 (2023), Archaeology of
the Future: A Fragment XK 2% — A7 Bt (2019), and others. These works were uploaded and circu-
lated through my still-active WeChat public platform, returning them to the media field from which their ma-

terials were sourced — with the hope of offering my own perspective for understanding contemporary reality.

The formation of the media field has also enabled a new mode of inquiry, which I call the social compound
eye. The internet made participatory co-perception possible: materials contributed by individuals can be
compared, supplemented, and verified against one another, in order to correct, complete, and deepen our un-
derstanding of collective facts. This gives rise to a kind of composite, compound-eye-style social imaging (for

more on the concept of the social compound eye, see my earlier essay ‘On the Social Compound Eye’ i1}

RHEMR).

The Social Compound Eye and Social Imaging (—as a Form of Social Technology)
The social compound eye is a preliminary tool for social memory. It must intervene in our ‘social
memory’ behaviors, undertaking the acquisition, verification, and discrimination of materials—orga-
nizing and producing ‘social vision’ organically, rather than surrendering our gaze to artificial social
eyes. The compound eye is no longer a solitary or individual gaze; it is a gaze organized and unified
through the aggregation of multiple unitary, independent viewpoints. The micro-materials provided
by each unit of the social compound eye (not limited to moving or still images, including text and
sound) correct and enrich our present understanding and memory of history. Only materials that have

been collected and authenticated through the social compound eye can become trustworthy sources for
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memory. Otherwise, our memory would be constructed from deformed and inauthentic fragments.

The social compound eye is a relay of vision—a collective gaze that magnifies individual acts of ob-
servation and documentation into a societal-scale perspective. It produces a ‘candid view’ of social
reality and history: a perspective that integrates fact and truth, capable of revealing. Without the relay
and convergence of vision—without collective cooperation between uploaders and viewers—the com-
pound eye cannot take shape. It depends on, and ultimately helps constitute, the neural center of soci-

ety.

The formation of the social compound eye follows a Gaian logic: it is composed of countless equal
visual contributions, ultimately creating a cybernetic system of autonomous regulation and focusing.
Compared to the inorganic artificial eyes of society, the social compound eye is a living visual organ—

one capable of examining itself and prompting society to become aware of its own presence.

Every public incident, every disaster today affirms the importance of the ‘social compound eye’
formed jointly by anonymous ‘camera-bearing witnesses’ and the rest of us who are watching. Anyone

can become a unit of the social compound eye.

— From ‘On the Social Compound Eye’

The ceaseless, convenient, and nearly universal production and circulation of moving images is itself a vivid
symptom of technological acceleration and capital circulation. All acceleration, excess, and scarcity ultimate-
ly manifest as symptoms within the image. The chaotic impressions that flash quickly across society’s retina
are washed farther and farther away by new waves of content, until they disappear completely. Yet the reali-
ties embedded in them —most of which we have only discussed superficially—need to be rapidly summoned
back into presence (archae-now-logy), to be interconnected, examined, and understood. The social compound
eye—a revived and evolved kino-eye—carries forward the kino-eye’s legacy of constructing the world and
social reality. At the same time, the social conpound eye disassembles and transforms the singular, heroic,
modernist, and centralized perspective of Vertov’s kino-eye into a mosaic of multiple perspectives. It gathers

and synthesizes not one but many kinds of vision.

The world has already been filmed. Using materials and perspectives contributed by countless people, the
social compound eye can weave a larger (and neural) network and salvage more reality. These fragmentary
materials, like the skin flakes that peel from history’s body, may not contain all—but contain most—of his-
tory’s genetic code, and can be studied to understand its traits. By integrating and juxtaposing views from
diverse individuals and social corners, we can reconstruct the real in a revelatory way, yielding broader, more
panoramic knowledge. The relay and synthesis of vision may enable the gathering and consolidation of those
ephemeral, mayfly-like fragments —uniting disparate perspectives and merging individual observations of in-
terconnected realities into crystalline images. This return of vision to the public sphere is entirely possible —

though as public space continues to collapse and slip from our grasp, it becomes ever more difficult.

Let us expand the meaning of ‘imaging’. Beyond its technical sense, it can also mean the unveiling and dis-

closure of social reality—an imaging of the social. This dynamic process unfolds constantly in the social
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field. Yet the images it produces are continually obscured and distorted by the unending struggles between

different social forces.

Though many of my recent works have been built upon found online materials, I have not abandoned the
practice of filming myself. These two approaches are not mutually exclusive. In fact, using found footage
created by others sometimes feels like a form of liberation—from so-called cinematography, from the te-
dious binary of ‘professional’ versus ‘amateur’ technical standards. There’s no need to worry about framing,
composition, or visual finesse—because it’s not your footage. By quoting it, you place it within invisible
quotation marks, both drawing upon its power and maintaining critical distance. The technical imperfections
in these materials—shaky hands, jittery movements, vertical framing, ambient noise—become visceral, tan-
gible, and embodied annotations of reality. Like intercepted frontline telegrams, they transmit the urgency
and suffocation of the present. Just like working with low-tech equipment, such imperfection can sometimes

bring us closer to reality —offering a more tactile and authentic sensation.

Another key point is this: when faced with an immense reality, an individual’s capacity is extremely limited.
So, in addition to traditional filming habits, why not mobilize more public resources, more potential ‘cam-
era-bearers’, more readily-available found footage, to serve the same purpose? Why not resurrect Vertov’s
kino-eye in the plural form—as compound eyes, social compound eyes? Today, everyone is a potential ‘person
with a movie camera’ —and what extraordinary work these camera-bearer do, offering micro-perspectives so

different from grand, polished narratives!

The social compound eye marks a shift—from cinema’s original emphasis on new technical possibilities of
seeing, toward a more concentrated mode of social seeing. In this way, material technology must ultimately
transform into social technology. Media itself does not die—only its modes of usage die, and that depends on

the attitudes and intentions of those who use it.

My most recent feature-length film, Another Part of the World: Ghosts and Their Shadows tH 3L 18] 55— 43

Wy R N HE 5 (completed in 2024), also represents an effort to construct a ‘montage of the world’ through
the collection, scavenging, and salvage of numerous materials from the media field. The final shot of the film
returns to the iconic pupil close-up in Vertov’s Man with a Movie Camera (1929), bringing the social com-

pound eye and the kino-eye into resonance across a century.

Screenshot from Another Part of the World: Ghosts and Their Shadows
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Voice-Over

LEI Lei 5%

Whether in narrative films, documentaries, essay films, or experimental works, in what ways can voice-over
be employed? What kinds of relationships can it establish with the image? And what textures or structural el-

ements does voice-over itself bring to cinema?

In February 2023, my new film That Day, on the River Y67 (2023) was selected for the Berlinale Fo-
rum. That same year, | was invited by Berlinale programmer James Lattimer to write on the theme of ‘voice-
over’, titled ‘Short Text on Voiceover for Berlinale Forum’ and published on the festival’s website. Ten
fellow directors—including Radu Jude, Vincent Dieutre, and Burak Cevik—also contributed. The website’s

introduction describes the project thus:

Many films in our programmes explore the possibilities of the voiceover. We asked filmmakers who
screened at recent editions of the Forum and Forum Expanded to write about this cinematographic
technique, with their answers running the full gamut from the analytical to the personal, from the gen-

eral to the specific and from the lyrical to the concrete — each text the product of a unique voice.

Although all ten texts circle the theme of ‘voice-over’, their collective shape is neither an anthology of es-
says nor a rational, hierarchical argument. As I read each piece, I envisioned a pick-up-sticks #k 77 2% Jjif
*%  structure—an abstract pattern reminiscent of Wassily Kandinsky’s paintings. If ‘voice-over’ is a slice of
buttercream cake, each director wields a fruit knife at a different angle: some cuts are sharp, some gentle, and
some barely brush the surface to lift a smear of cream. It is precisely through these varied slices that we can
more effectively discuss the complexity of voice-over as a cinematic technique. This article’s aim, then, is to

weave together these distinct voices and propositions, inviting further dialogue from readers.

|

We can begin our discussion of voice-over with Burak Cevik’s contribution. In the opening paragraph of his

‘Short Text on Voiceover’, Cevik writes:

The separation of sound from image is an important cinematographic idea, says Deleuze. He then
gives an example from one of Straub-Huillet’s films. For the eyes which see it, a plain is just an emp-
ty space. But when a voice from above describes the dead lying beneath the plain, the meaning of the

landscape changes dramatically.

Cevik goes on to explain that he first read these words ten years ago, at a time when he neither understood
Deleuze’s philosophy nor had seen the Straub-Huillet film in question. Yet the idea of separating sound from
image sparked something profound in this young filmmaker. In an age when DV cameras and modern digital
recorders render synched sound the default, the deliberate uncoupling of sound and image still holds the

power to transform. ‘I was wondering what a cinematographic idea even was’, Cevik admits.
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Cevik’s decade-old wonder provides a fitting point of departure for our own inquiry: what binds sound and
image so tightly in cinema today? In the silent era, an audience might hear the projector’s mechanical whir,
the halting accompaniment of a live band, or the intertitles read aloud by a benshi—mnone truly synchronized
(or at best simulating sync). As technology advanced, synchronous sound became both an aesthetic ideal and
a technical standard—though some filmmakers even resisted the advent of sound altogether. This standard
emerged alongside the growth, even the bloat, of the film industry: ‘No longer may audiences languish,’ the
new ‘cinema’ seemed to declare; ‘I’'m no longer a circus attraction or mechanical racket—behold the magi-

cian, the sorcerer! Worship this illusion in earnest!’
Vincent Dieutre echoes this dynamic in his essay:

For a long time, I wondered what a clapperboard was for. In the era of analogue film, where I first
discovered shooting and then editing film (still on a cutting table in those days) back in film school, I
realised that the sacrosanct clapperboard was a guarantee of synchronised sound and image, a sort of
fetish of verisimilitude, as well as a summary command issued to the viewer: to accept the veracity of

the filmic representation, to go along with the fiction, to believe in it.

Dieutre refers to the pre-digital era of filmmaking, where the illusion of synchronised sound and image was
sacrosanct, even able to ‘command’ the audience. One can imagine that, for viewers at the time, cinema’s
reproduction of reality must have been a spectacle of desire, a ‘fetish of verisimilitude’ or ‘worship of au-
thenticity’, which certain directors or the film industry were all too happy to exploit and to perpetuate. Like
sorcerers, they wove their ghost stories around a bonfire, using massive projections, dense herbal smoke, and
the clash of bones to plant an emotion, a narrative, into the audience’s mind. Because of sync sound and im-

age, cinema audiences danced around that bonfire of ‘worship of authenticity’ as if entranced.

It is worth noting that the terms ‘worship’ or ‘fetish’ are not used here pejoratively, nor do they carry posi-
tive or negative value judgments. In fact, this is Dieutre’s reflection on the relationship between cinema and
its spectators in a bygone era. In a time of scarce images, people were mesmerised by cinema’s capacity to
reproduce the world, and they were eager to believe—or at least to understand more easily—the information

cinema conveyed.
I also mentioned an example in my ‘Short Text on Voiceover’:

In the early years of the People’s Republic of China, rural projectionists would bring educational
films on agricultural techniques or newsreel footage to the countryside. Before screening the film, the
projectionist would show static lantern slides while performing kuaiban % rhythm storytelling to
explain the slide content. On the one hand, the kuaiban narration greatly enhanced the propaganda’s
impact; on the other hand, the off-screen voiceover conferred a sense of ‘authority’ or ‘discursive pow-
er’, guiding viewers to interpret the images—and even prescribing the emotional response appropriate
to those images (kuaiban and other Chinese folk art forms made dry, dull educational slides feel lively

and engaging).
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My passage here, alongside Dieutre’s ‘sacrosanct clapperboard’, both discuss how, in the pre-digital era, cin-
ema used sync sound and image to establish a certain authority. The ‘veracity of cinematic representation’

built the stage for narrative, and through spectacle and illusion, voiceover completed the story.

11
In the foregoing, we have emphasized people’s fascination with spectacle and their acquiescence to cinema’s
‘veracity’. Of course, the movie theater is not a simple visual model. Returning to Dieutre’s words, he says:

But the sound re-recording process (as systematically practised by auteurs like Bresson) used for
‘international versions’ and dubbed commercial movies posed a challenge to this willing suspension of
disbelief. The elements of sound captured in passing in direct cinema, cinéma vérité and underground
films and the advent of video (which is synchronised by definition) all conspired to relegate sync sound
to the rank of an outmoded special effect.

It is fascinating that Dieutre points out that, with technological development, the collapse of a certain ‘spec-
tacle’ has sparked a revolt against that ‘willing suspension’. As eras changed, the power of illusion weak-
ened—or simply ceased to work. Dieutre then refers to Philippe Garrel’s 1985 film She Spent So Many Hours
Under the Sun Lamps, asking: with its ambient noise, indistinct dialogue, and jarring close-ups, do we still
believe in cinema’s wonder? Perhaps, as Dieutre says: ‘Believing... Deep down, nobody believed anymore.
The world had already been filmed.’

Indeed, today the world is saturated with images—Erik Kessels’s renowned project 24HRS in Photos has
already reminded us of this. We can glimpse that, in the 1980s, the emergence of video and television dealt a
massive blow to cinema’s authority, or its ‘hegemonic illusion.” Audiences no longer needed to go to theatres
to indulge in ‘worship of veracity’; they could stay home, switch on the TV, insert a videotape. The consump-
tion of images became effortless, and authenticity readily at hand. It must also be noted that, beyond techno-
logical upheaval, the spirit of the era—people’s defiance of authority and their fervent desire for freedom of

expression—was even more intense.

So, in this context, can cinema remain untouched? Radical artists likewise raised their cameras like clenched
fists, rebelling against stale modes of expression and avidly tearing apart the ‘illusion’ woven by sound and
image. Dieutre then highlights several directors’ contributions to this process: Marguerite Duras and Chantal
Akerman, who boldly posed the question: ‘[This process]...had already ushered in a far more open-ended
narrative relationship between image and sound, between what is said (or left unsaid) and what is shown.’
And Burak Cevik—whom Deleuze inspired earlier—emphasizes his own pursuit in the ‘Short Text on Voi-
ceover’: the convergence and divergence of image and sound. He writes: ‘In my films, the sound sometimes
rises to the sky, sometimes goes underground, sometimes surrenders itself to silence.” To my mind, voice-
over’s peregrinations—the rupturing and the open narrative relationships—transform cinema from a flat tale
or a sorcerer’s campfire projection into a three-dimensional edifice, a courtyard or a castle through which au-
diences truly stroll.

By coincidence, in 2023, after returning to Beijing from Berlin, the China Film Archive hosted a Chantal Ak-

erman retrospective. I watched Akerman’s News from Home (1976) on the big screen for the first time—an
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outstanding experience (previously, I had dozed off watching it on a small monitor). The cityscapes of New
York, the grain of the film stock, the intertitles drawn from Akerman’s mother’s letters, the subway’s low
rumble, the whispers and clamour of pedestrians—all floated like scattered beams suspended in the theatre,
building and assembling into a volumetric narrative space. Especially in the film’s latter half, when the moth-
er’s voice-over is entirely drowned by New York’s street noise—voice-over disappears! It surrenders itself to
silence. Yet for audiences, this poses no issue: we remain buoyant in the director’s constructed, dimensional

narrative world.

The disappearance of voice-over—or the interruption of the mother’s ‘voice-over’—I employed a similar

treatment in my 2019 feature Breathless Animals Z)¥)J7 & . 1 wrote in my ‘Short Text on Voiceover’:

The narration in Breathless Animals is a dialogue between my mother and me. In the course of mak-
ing the film, I edited the interview recordings to be extremely discontinuous—fragmented, choppy.
The voice-over often cannot complete a full narrative, lacking complete dialogue, replaced instead by
words or short phrases. Or at certain moments, a nascent narrative logic established by the voice-over
is interrupted by noise... ‘Tedious family chatter seems rather pointless’; ‘Don’t trust everything you

hear in the film.’

In truth, when I wrote these words, there was no disrespect toward my mother. On the contrary, I delight
in her ramblings, and I am pleased to have invited her into my film. The question is: do I have the right to
immerse everyone in such private emotion? Each person has their own family, their own stories, their own
endless conversations with relatives. As a director, do I possess the privilege to project private feeling to the
scale of the screen, forcing this emotion’s particularity and demanding audience empathy? I imagine viewers’

response to the voice-over would be something like: ‘Tedious family chatter seems rather pointless.’
So, what might be engaging and interesting?

Cinema—ah, let us not forget that we are watching a film. I believe those discontinuous, choppy voice-overs
aim to free the audience from mawkish, superficial sentiment. Seated in theatre seats, facing the screen,
we realize: ah, we are indeed watching a movie. This brings to mind Jean-Luc Godard’s Sauve qui peut (la
vie) (1980): when the young heroine pedals toward the camera along a mountain path, the lilting music and
postcard-perfect scenery easily sweep audiences into a clichéd emotion—one rooted in our lived experience
or endlessly reinforced. Yet Godard will not let this pass: his constant use of freeze-frames, slow motion,
reverse motion, and frame-by-frame shots shatters the film’s ‘illusion’, forcing the audience back into their

seats, reminding them: ‘Hey, you are watching a movie!’

I can picture a curious scene: sitting shoulder to shoulder with Godard in a rural village in the early People’s
Republic China, watching an agricultural science-education film. The French speaker understands no Chi-
nese, and we’re too lazy to translate, so we stand and wander: peering at the farmers’ crops, hearing cicadas,
watching fireflies. The educational film becomes a glowing rectangle in the distance; then the projectionist’s
kuaiban narration crackles to life, and we are drawn—staggering—Dback to that rectangle. In this process,

voice-over vanishes, the illusion dissolves—but the cinema remains beautiful, does it not?
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Dieutre writes, ‘Forget the explanatory commentary, the use of the voiceover as an extra narrative tool in
documentaries.” Echoing this, [ wrote in my ‘Short Text on Voiceover’:

It seems that I would prefer to make the audience question the content of the voiceover and eliminate
the authority or discourse it brings. On the one hand, our access to spectacle is too straightforward in
our daily life and on social media, and the audience does not need a voiceover as a guide to help un-
derstand these images.

Similar to the narration in News from Home, Dieutre describes his approach in Bonne Nouvelle (2001):

To film my titular neighbourhood in Paris in Bonne Nouvelle and populate it with people I’d met or
loved, with stories told by my voice — and sometimes contradicted by the voices of two others, friends.

The point is not to cheat, but to strive for a kind of truthfulness.

Here, Dieutre strengthens the open narrative relationship between the film image and the film sound. Im-
promptu voiceovers and contradictory stories miraculously generate a certain truthfulness. I love this idea: it
marks a stage in the people’s revolt against the earlier ‘worship of veracity’. This means that truth no longer
arises from cinema’s ‘illusion’ but from each viewer’s independent reflection. Seated in a theatre, pushed
back into their seats by the split of sound and image, the hum of the air conditioner, the projector’s roar, and
even the coughs of their neighbours—while also reading their own life backgrounds and private memories—
viewers arrive, at a certain moment during the screening, at an awareness of truthfulness, thus pulling the

magician off their pedestal.

As Dieutre says:

I now know that this art of collage, these multi-layered films, invite viewers to embark on a sort of ar-
chaeological dig, to dig deep into their own experience, beneath the shots and the words. And I know
that they’ll be able to relate to this strange exercise in freedom, which is denied them by most main-

stream movies.

I have quoted Dieutre at length (perhaps too much) because we both cherish the art of collage as directors or
artists—we find freedom and liberation in it. At the entrance to the Tate’s Collage Gallery, a wall text reads,
‘Combining everyday objects and materials became a new technique for twentieth-century artists... Some
continue to use this approach to create moments of poetic surprise. For others, collage is a way to analyse the
images in advertising and mass media that surround us.” When filmmakers splice together materials from di-
verse sources, the audience—Ilike visitors wandering a gallery—lingers over the torn edges of collage works,
the images partially covered or ripped away, the wrinkles and scratches of ready-made objects, even the dust
on the frames or the patterned tiles of the gallery floor. Viewers ask themselves: what does that newspaper
clipping, candy wrapper, sheet music, or torn advertisement fragment mean? How did a discarded food wrap-
per end up framed as art? In this process of ‘digging deep’, genuine dialogue and resonance emerge.

Moreover, Dieutre’s phrase ‘this art of collage, these multi-layered films’ highlights a method fundamentally

152



unlike mainstream cinema: there are no fixed stages of preproduction, production, and postproduction; every-
thing unfolds like fragmented musical movements, or the shuffled letters in Hill of Freedom, with the direc-
tor leaping and looping along the timeline. For example, regarding Dieutre’s film This Is the End (2023), he
writes: ‘Producing drafts of a script one day at a time, we edited it, chopped it up and scattered the pieces all
over the City of Angels. A definitive version wasn’t recorded till the end, between the editing and the sound
mixing.” Such a vivid process must be dangerous, improvised, teetering on chaos, driving one mad—and yet
capable of producing a unique form of ‘pure contemporary poetry. I thought of a conversation a few months
ago with film scholar Yu Tiangi 42 KFj about her new book Essay Film and Narrative Techniques." When
she asked me about the ‘improvisational’ element in Breathless Animals, whether this seemingly free-flowing
narrative contained the director’s self-expression, I replied:

My process had no clear purpose or fixed plan; I only had a vague direction. As materials emerged, I
continually reshaped the work or introduced new elements. The process was improvised and casual,
full of surprises. The surprises lay in the layering and collage of materials: these often produced a kind
of chemical effect, the distance between materials creating space for interpretation or moments of po-
etry. And these are precisely the most wonderful parts of cinema.

I do not want the director to monopolize discursive power, to endlessly guide the audience and keep
them immersed in the ‘illusion’ (though for some commercial films, the illusion is indeed necessary).
On the contrary, I hope director and audience engage in an equal dialogue, with randomness, uncon-
trollable overlaps, and collages laid bare before both. On this improvisational journey, viewers can
discuss the meaning of the images alongside the director, forming their own independent views and
insights.

Thus, within the cinema—this fleeting contemporary community—Dieutre’s contemporary poetry takes ef-
fect, because neither side is hypnotized nor triumphant. Instead, a public discussion of the image unfolds,
echoing the classical ‘piazza’, where people speak freely and listen. We step out of the ‘black mirror’ of elec-
tronic screens, shed narcissism or self-pity, share, converse, coexist, and share time. This may be the most

wonderful moment in the contemporary cinema.

v

The essay so far seems to have become a utopian journey through cinema. I must remind myself that we have
been emphasizing the separation of sound and image—and the ambiguous beauty it brings—but might we
now be plunging into another kind of void?

If the illusion of synchronised sound and image utterly collapses, and the elements on the editing timeline
scatter like a hundred marbles on the floor—bouncing, colliding, rolling, hiding at random—does that alone
yield truthfulness? Will it provoke audience interaction, rolling up their sleeves for an archaeological dig? Or
might viewers feel the director is even more arrogant, merely posturing? Sometimes the surprise and poetry
of collage blur into incoherence and disarray. If we slip to the other end of the scale, we face the same embar-
rassment of a director talking only to himself and rationalizing his own choices.

In response, Romanian director Radu Jude responds in his ‘Short Text on Voiceover’ with two quotations.
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The first, from Jacques Rivette (1973): ‘I think that’s the basis for everything: to treat the text as material
which plays a role exactly similar to the other materials in the film: the actors’ faces, their gestures, the pho-
tographic texture.” The second, from Hito Steyerl (2011): ‘The essay films now look amazingly similar [...]
to a zapping spree with a voiceover, or maybe just to a Sunday afternoon remix contest on YouTube.’ Placed
side by side, these wry remarks float like the devil and angel on a character’s shoulders, reminding us to re-

think the topic of ‘voice-over’.

I sometimes fall into simplistic binaries—‘compliance’, ‘resistance’, ‘turning’, ‘sacrosanct’ (perhaps an ar-
tifact of translation software)—terms that reduce complexity, linearize cinema’s history, and pigeonhole dif-
ferent directors’ rich explorations into a taxonomic chart. Clearly, this is crude. In ‘Short Text on Voiceover’,
each filmmaker speaks from their feeling; their words are a single drop of rain, a spoonful of water against
the ocean of cinema. There is no universal formula or essay that applies everywhere. In filmmaking and

through each technical revolution, we constantly encounter new questions and challenges.

At the end of his entry, Jude writes:

I think that the space between these two quotations contains all the problems we have regarding the
use of voiceover in the cinema of today. I cannot add anything more, I don’t know what else to add, I
prefer to let you reflect on them. (And if anyone feels this is not enough, they can just imagine I added
4’33” by John Cage to the text instead of my voiceover.)

Jude’s silence—his invocation of 4’33 "—brings to mind James Benning’s new film Allensworth (2023),
screened in the Berlinale Forum this year. Benning, my colleague at CalArts’s Film & Video School, compos-
es his films from long static shots—7en Skies (2004) or 13 Lakes (2006). As the Artforum website notes: ‘For
fifty years, Benning has documented U.S. hegemony and resistance through a masterful manipulation of light
and time, giving unconventional form to histories of colonization, racial violence, land use, and alienation.’ It
is known that Benning’s films are almost entirely voice-over free; we hear only wind, highway noise, insects,

or the faint rustle of leaves.

We won’t delve into academic studies of his work here; I mention him because watching his films is a
uniquely ‘fun’ experience. Years ago at L.A.’s REDCAT theatre, during a screening of Ten Skies, roughly an
hour in, a student could no longer contain himself and shouted, ‘This is the same damn cloud!” before storm-
ing out. Only at the end did Benning slowly approach the screen and croak, ‘Okay, it isn’t the same cloud.’
The audience roared with laughter—perhaps the only voice-over of that screening. This year I also watched
Allensworth at Berlinale. If Benning’s film addresses colonial issues or racial violence, it does so through si-
lence and duration. In that theatre (with horribly uncomfortable seats), we were forced to stare at a few build-
ings in Allensworth for tens of minutes, unable to leave without climbing over dozens of people. I did not
feel Dieutre’s ‘invitation to an archaeological dig’, but rather a near-violent nailing of us to our seats. Perhaps

this most coercive mode of cinematic viewing precisely embodies Benning’s filmic vision.

\%

Whether it’s Radu Jude’s quotations, John Cage’s 4’33, or James Benning’s Ten Skies, filmmakers—Ilike

historians or scientists—can of course forge new insights and tell new stories. Yet in my practice I often

154



engage in self-reflection (as Jude tells us: ‘reflect on them yourselves!”) and remain wary that directing is a
profession armed with ‘dangerous weapons.” Cinema—this art medium—carries a strong gene of ‘sorcery’,
or the ‘illusion” we mentioned at the essay’s outset. When sound and image lock in sync, the theatre envi-
ronment can confer a performative authenticity that leads audiences to readily accept certain viewpoints or
claims. We can be moved to tears, elated, or overwhelmed with emotion in a cinema, and thus all too easily

believe in those so-called ‘director’s expressions’—a form of violence that frightens me.

On one hand, technological revolutions and shifting media have caused the theatre’s spectacle to begin col-
lapsing; on the other, as noted above, audiences have begun resisting that ‘willing suspension’. Contemporary
cinema is nothing like its analogue predecessor. Hence, in my filmmaking I strive not to present conclusions
but to pose questions, ultimately handing over to viewers the right to find answers and to imagine. A director
cannot—and should not—supplant the audience’s own thinking.

Here, I quote Dieutre once more:

We discovered that we could regain control over the infinite power of cinema, renegotiate the willing
suspension of disbelief with the audience, although I still had to find my voice... Poetry, literature, the
so-called fine arts had long since jumped on the bandwagon, but the commercial interests at stake and
the movie industry’s enormous machinery for spectacle were not about to take it lying down. We had
to sneak in and find the cracks. At the time, we spoke of Third cinema or creative documentaries. But

our lethal weapon was the voice. My voice.

‘My voice’—these two words slow me as I read. I suddenly realize that whenever we watch a film (especially
when reading intertitles), there is always a ‘my voice’ echoing in our skulls—a narrator inside us, sometimes
incessant, even luring us into dreams. Yet in the face of the movie industry’s grand spectacle machine, our
voice is silenced, covered over. (A wordplay: is this the commercial ‘loss of self” effect in cinema—to forget
‘my voice’, to ‘forget my off-screen voice’, or to be left ‘speechless’ by a film’s effects and Al imagery? The
voiceover’s mouth leads to the voiceover’s speechlessness.)

Perhaps my emphasis on ‘my own voice’ misreads Dieutre’s manifesto-like words, his sloganic force; his
original intent springs from the director’s creative act. Yet this ambiguity also feels fitting. I care little wheth-
er a filmmaker forms new insights or tells new stories, because each screening is new, each voice different (7en
Skies offers a different feeling every time—no two clouds are alike). ‘My voice’ does not appear in the tech-
nical process of modern voice-over production, for it transcends a film’s runtime and the theatre’s space—yet
undeniably it exists in every viewer’s mind (right now, as you read). Just as in Akerman’s News from Home,

when off-screen narration falls silent, ‘my voice’ seems to emerge, and Akerman’s story becomes ours.
Could we then say that cinema is ‘our story’? Dieutre’s ‘Short Text on Voiceover’ bears the title THIS IS THE

END: Finding Your Voice Again. Perhaps these very words should serve as our conclusion: ultimately, may
each of us reclaim our own voice through film.

Notes

1 Interview with Yu Tianqgi on Essay Film and Narrative Techniques, August 21,2023, via email.
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The Eve of Chinese Documentary:
A Conversation with the SWYC Working Group

Interviewer: Ann Lyuwenyu Zhang 5K 555

Author’s Note: On January 11", 2025, through Director Shi Jian’s I [i] introduction, I had the honor to
meet three esteemed filmmakers: Chen Jue [k & , Wang Zijun T %4 , and Kuang Yang /¥ #% . 1 subse-
quently conducted an interview with all four directors. In our conversation, the four of them reflected on the
founding of the SWYC (Structure. Wave. Youth. Cinema) Working Group 45#) . JR#] . #4F . W5 TAE
/N in 1989, their modes of working within official television stations during the early years of the Reform
and Opening period, and their engagement with and reflections on early television technologies. As witnesses
to the New Chinese Documentary Movement, they also discussed their 1991 composition of the Manifesto
of the New Documentary Movement #1405k [ i2 8)) & 75 . This article presents selected extracts from that

interview.

Zhang Lyuwenyu (hereafter referred to as Zhang): First, I would like to ask the directors about how you

met, the early work of the group, and what your working conditions were like at the time.

Chen Jue: Before the group was officially formed, Wang Zijun and I collaborated on two projects — one
was a documentary, and the other was a television drama. The documentary was commissioned by a Jap-
anese peace organization and focused on historical reflections on the war and the Nanjing Massacre. We
approached the subject from both the Japanese and Chinese perspectives. Before that, we had also worked to-

gether on a drama series. At that time, Wang Zijun assisted me significantly on the production side of things.
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Before the forming of our group, Kuang Yang had participated in two documentary projects. One of them
focused on the social ecology and cultural life of towns and villages in the Huanghuaihai region — it was
a project concerning the historical fate of the region. That was when we first became acquainted. Later, we
collaborated again on an environmental-themed film — a project commissioned by the National Ministry of
Environmental Protection for Earth Day 1990, intended for submission to the United Nations. That collabo-

ration was another step in our working relationship.

Later, I worked with Director Shi Jian on Tiananmen K%|7] . At that time, Wang Zijun was already working
on his documentary projects at Beijing Television Station. So, from 1988 onward, the three of us conducted
wide-ranging research, filming, and interviews focused on the life, society, and individuals in the Beijing
area. Our working conditions, creative approaches, conceptual orientations, and production processes all de-

veloped in tandem. In this way, we naturally came together as a group — as a kind of alliance.

Wang Zijun: Yes, that’s right. Shi Jian, Chen Jue, and I were classmates. In college, we spent the first two
years attending large lectures — by which I mean that all students in the humanities were in the same class-
room, with nearly all courses shared across the four years. We cheated and copied from each other all togeth-
er. Birds of a feather flock together, and so we naturally gravitated toward each other for long conversations

and exchanges.

Back then it was still called the Broadcasting Institute | #% 2% B¢ [Guangyuan | [t , currently Communi-
cation University of China /1 [Ef£ 4 K%~ ] and a defining feature of the place was that students influenced
each other far more than teachers influenced students. At least, that was the case at Guangyuan; I can’t speak
for other schools. Those years were ones in which a single ideology could bring down a professor. New ideas
and concepts came rushing in all the time. When Jean-Paul Sartre was popular, the entire campus was read-
ing him. When absurdist theatre became popular, everyone watched it — even the science majors. This atmo-

sphere, and the discussions among students, played a crucial role in the formation of our group.

Originally, it was just the three of us. Kuang joined later through his collaborations with Chen Jue and Shi
Jian. When Shi Jian was working on Tiananmen — it was originally titled Legends Along the Central Axis
Hhl 2k b f% U — its content overlapped somewhat with what I was filming at the time. So during the
shoots, we encountered each other. Their equipment was vastly superior to ours — after all, they were the
national station, while we at local stations had extremely modest gear. That’s how our collaboration began.
Later, we started preparing for joint work. Since our ideas and perspectives — particularly our views on so-
ciety — were aligned, we decided to explore together. The goal of that exploration was to avoid loneliness.

Working alone is always isolating.

Kuang Yang: I wasn’t originally trained in media production. When I first met them, I was at the Chinese
Academy of Social Sciences 1 [F -2 Fl2% B¢ , mainly studying sociology and political science. I discovered
that their documentary work was about observing Chinese society, and people’s experiences, lives, and fates
— which fascinated me. I met Chen Jue in 1988. When they were working on Tiananmen, they had already
collected a large amount of footage. As they prepared to shape it into a TV documentary series, | was intro-

duced to Shi Jian and joined to help with writing the script— primarily drafting narration and contributing to

164



broader discussions. That’s how I came to know them.

Wang Zijun lived near me, and we often talked. As he just said, our ideas were similar. At that time, we all
hoped to do something innovative through media. [ was very interested in that — I also felt that media played
an important role in social transformation. They were practitioners on the front lines, exploring new possibil-

ities. That deeply attracted me. So I joined them, and we often had long conversations together.

Shi Jian: Let me add something. Our transition to more formal activity — the official establishment of the
group — came not only from the personal affinities and shared values we just described, but also from our
hope to unite in a more organized fashion. We wanted our interactions to carry a sense of purpose and direc-
tion. That’s why we decided to form the SWYC group — in the spring of 1989. We had a strong consensus
on documentary exploration and the spirit of documenting, and we shared values in what we hoped to convey
through our work. We wanted to produce something more influential. At the same time, we also wanted to

overcome the loneliness and isolation of working alone. So we initiated this group together.

When we were students, technical changes in equipment were ongoing. I remember very clearly that after
I began working, ENG [Electronic News Gathering — camera and recording in one] equipment only then
came into use. In the early 1980s, when we were still in school, the technology was far from developed. I re-
member using film cameras — not 35mm, but 16mm — at work. You had to fill out a form to use the camera,
specifying how many days you needed it, for both the pre- and post-production phases. Later, the equipment
shifted fully to video formats, but the film cameras were still available to individuals. You could still shoot
supplemental footage on film, and there were no strict limits on the amount of film used. You could hold the

camera and shoot freely, and film stock was plentiful.

Chen Jue: Let me interject here — that was the exact opposite of the film studios. In the studios, film stock

was strictly rationed and subject to scene-by-scene calculations. In the television stations, it was the reverse.

Zhang: At the film studios back then, were they using 16mm or 35mm?

Shi Jian: They used 35mm. But by then, film wasn’t the dominant format anymore — it had become sup-
plementary. Our main footage was still shot on video, but some individual shots — like landscapes — could
be captured on film. For major documentaries or high-priority projects, a dedicated sound recordist would be
present. The microphone on the camera wasn’t reliable enough for quality sound, so we needed boom mics
and skilled audio workers. But this was only possible on big-budget productions. Usually, there was just a

camera operator and a director. The director would hold a camera-mounted mic and record sound that way.

For major projects, however, we needed a dedicated recordist with a boom mic. To prevent audio loss, they
also carried a NAGRA open-reel recorder. So the audio would be recorded in two places: one directly on the
video tape, and another from the camera to the NAGRA recorder. That way, we’d have both sound record-
ings. Later, we’d often transfer the sound from the audio tape back to the video tape, to ensure preservation

across both media. But only major, well-funded projects could afford this setup.
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I heard that before videotape — when news was shot on film — recording sound was even more compli-
cated. A single reel of film was only three minutes, and a typical news segment was about one minute. So
using one reel gave you a 3:1 shooting ratio, but on location it could go as high as 10:1. There were pressure
to maintain that ratio. At the same time, you needed synchronized sound. Without it — if the subject wasn’t
speaking on camera — the footage felt dull and inauthentic. To enhance realism, back then reporters would
have subjects read aloud from big-character posters. But if the subject stared in just one direction, their gaze
looked stiff. So they’d make two identical posters — one for the left side of the camera, one for the right —
so the subject’s eyes would move as they read, creating a more natural effect. Our former deputy director,
Chen Hanyuan [%: X JG , told me this — it was a method created by the journalist Kong Lingduo 4% .

When I heard about it, I realized how hard our predecessors worked to solve even small technical problems.

We entered the industry just as ENG systems emerged — which meant sound and image were captured si-
multaneously. That’s what television really is: the integration of sound and image. But if you didn’t make an
effort, the camera’s built-in mic just wasn’t good enough. If you cared about your work, you needed better
microphones — but we as directors didn’t have them. Our station’s sound department did, so if you wanted
good mics, you had to bring a sound recordist. That meant you also had to factor their fees and travel costs
into your budget. So we became increasingly aware of the importance of sound. I now believe that the defin-
ing feature of the new documentary is its use of synchronous sound. Of course, today it’s standard, but when
we first started, our TV programs and documentaries didn’t use it — even though it was technically possible.
Instead, they just used music and narration.

We collaborated with Kuang Yang precisely because his writing matched the images. His narration comple-
mented the visuals — it grew out of what was seen on screen. It wasn’t like River Elegy i1 %% , where the
visuals could be removed and the narration would still stand alone as a literary piece. In our films, if you
removed the images, the piece would fall apart. That’s the kind of alignment we shared with Kuang Yang in

terms of documentary expression.

I’ve lived through the transformation of TV media technologies. When we filmed 7Tiananmen, we used
top-tier equipment specially allocated by the station, because it was a key project intended to air for the 40th
anniversary of the PRC. The video format we used was a high-end open-reel video system known as ‘1-inch
portable’. Unlike regular tapes, this tape looked more like an audio reel. Our station only had four units —
usually reserved for TV drama production, which required the highest quality.

Zhang: Talking about the transformation of filming technologies, some of you have mentioned in previous
interviews that synchronous sound had a significant impact on the style of documentaries in your time. Could
you speak more about your experiences with synchronous sound, or with the broader technological transi-
tions in cinematography at the time?

Shi Jian: For me, synchronous sound had two main applications. First was in recording people’s activities in
everyday settings — tracking events in progress. Without synchronous sound, this process feels hollow and
overly subjective. Adding music becomes merely lyrical, lacking the feeling of documentation. What we call
a sense of documentation — that feeling of recording — comes precisely from synchronous sound. It allows

us to capture the actual progression of a person’s actions or the unfolding of an event. That process, recorded
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as it happens, is a defining characteristic of documentary film.

The second use of synchronous sound is in interviews. Many documentaries rely on interviews, and the feel-
ings and expressions of the interviewee are part of the authentic expression of documentary. Synchronous
sound makes the moving image more truthful. One of the people who really encouraged us in this direction
was Professor Zhou Chuanj J# /% 3 . He taught sound recording in the film department, but he was also a
gifted editor. We are directors who deeply respect our subjects. Our work is premised on that respect — for
those we interview and those we film. The interviews in Tiananmen carried considerable weight. In earlier
formats, interviews were just like what you see in television news today — as long as the subject delivered

the response the producer wanted, it was done. The interviewee was merely a tool.

But when I showed our film to classmates, they were deeply moved. They had never seen such extended dia-
logue, nor seen ordinary people speak in such captivating, compelling ways. It was exhilarating for them. But
when we screened the same footage for our deputy director in charge of publicity in our TV station, Hong
Minsheng %t [X 4 | his response was: ‘Your interviews are way too long — I had to fast-forward through

them.” That moment stuck with me. It showed how people’s values and aesthetics can be so different.

Wang Zijun: As Shi Jian just said, synchronous sound combined with long takes became a key technical
feature in early documentary experimentation. But we never saw it as just a technical development. When
Professor Zhou Chuanji advocated for synchronous sound, he put it rather strongly — saying that people in
TV news must have the right to speak for themselves. Our initial thinking was more aesthetic: we felt that
once you added synchronous sound, the realistic qualities of the film were complete. It became a statement of

realism.

Socially speaking, people at that time had no understanding of camera technology — it was entirely new. You
placed a camera somewhere, and local officials were terrified, because the camera recorded indiscriminately.
Whatever they said, however they looked — it all got recorded. These were professional tools that were not
commonly seen. Once, we set up a camera near a group of old courtyard houses to film. A crowd of residents
gathered, asking, ‘“When is the demolition happening?’ They assumed our camera belonged to the city plan-
ning bureau. ‘Are you from the bureau? Tell us the truth — when is the demolition?” They surrounded us.

This sort of thing happened a lot.

Unlike today, when someone filming with a phone can easily be told to stop, back then our equipment car-
ried a certain authority. Once our cameras arrived, it was like having a bureau-level official on site. Everyone
took it seriously — sometimes even fearfully. That made our documentary making process quite different.
We were among the first to truly explore the full potential of the video camera. Long takes with synchronous

sound allowed us to fully utilize the equipment’s function and purpose.

There was a technological evolution in the cameras we used. I can still recite many of the model numbers.
The professional models used by field technicians in various organizations were represented by the M3 series
— it’s a backpack unit connected by cable to the camera. In television stations, we used ‘broadcast-level’
models: the Sony 300P, the higher-end 330, and even the SK97, which was still in use when I joined. These

were standard across China’s TV stations, until Betacam arrived.
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Before Betacam, one major problem in these cameras was white balance adjustment. When you moved the
camera or encountered mixed light sources, the image would show what we called /amao (color banding or
flickering). Many 1980s TV dramas had that issue. Some people even damaged their cameras by pointing

them directly at the sun to calibrate white balance — a rookie mistake that happened often.

When Betacam came along, that problem disappeared. It felt incredibly advanced. You didn’t have to man-
ually adjust white balance anymore. The sensor used line-based signal processing instead of light bulbs or

vacuum tubes. The Beta series was seen as very promising at the time, though it didn’t last that long.

Back to synchronous sound — at the time, basic television programming was built around narration and mu-
sic. Every TV station had professional music editors. They’d watch your footage and, if your narration wasn’t
ready, they’d add stock music — so-called ‘cure-all music’. The most famous of these tracks was invented by
the newsreel team at the Central Newsreel and Documentary Film Studio H du 8 [ &0 sk B2 A7), and it
spread widely across stations. The music for documentaries can’t be like those in the TV dramas, but scoring

documentary was still a new thing back then.

To this day, many stations still make the same ‘cure-all’ mistakes with music. Another problem was ‘lan-
guage-first’ editing. At Beijing TV 1k 53U 4 , one director even developed a method where he would fully
write and record the narration for a 30-minute piece before adding any images. That violates the principles
of documentary. It’s not like the way Mr. Kuang worked — he integrated narration with image, making them
work together seamlessly. That ‘cure-all’ method became especially common in celebratory or commemora-

tive programs like those about the 16th National Party Congress.

What is the importance of sound? First of all, there’s a technical point: using sound as an editing marker in
postproduction. I often say that a sound edit point is like a relative clause — the more edit points you have,
the more it reflects a sophisticated understanding and articulation of the moving image. But in today’s TV
programs, that’s all gone. Everything is just hard cuts — and it costs quite a bit; the equipment today is far
more advanced.

There’s a program on Beijing TV called Beautiful Beijing K321t 5{ . I've watched it dozens of times. Why
so many times? Because | was waiting for COVID press briefings. The briefings from Beijing’s health au-
thorities were never on time, so the station used Beautiful Beijing as filler. Watching it, I could see that the
editing had already regressed to an amateur level from the 1980s. Beautiful shots — and yet, how could they
be cut together so poorly? There’s no logic to it. The technical equipment is excellent, but the editing mindset

is so rudimentary — the contrast is striking. That’s the problem we’re seeing now.

Kuang Yang: Technically speaking, they’re far more experienced than I am — they work directly as di-
rectors, handling both the planning and the integration of image and sound. When I worked on Tiananmen,
I knew I would face challenges. We didn’t begin with a written narration. Instead, they organized a rough
structure of the footage—some sequences had sound, others didn’t — and I was given the overall framework.
From there, I searched for textual material to support the visuals: memoirs, historical writings, that sort of

thing.
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Let me give you an example. In one piece of historical footage, there’s a scene where Puyi was release from
his detention. It had no sound. To reconstruct the context, I read From Emperor to Citizen 3 1] 77 2~ F ,
Puyi’s ¥ {X autobiography, and located the relevant passage: a representative from the Supreme People’s
Court read from a document — ‘Puyi... is hereby granted release.” That was taken word for word from the
book to form the narration. There’s another part, where he’s riding a train and says, ‘I have returned to the
people’. That, too, came from the text. I tried to supplement historical footage with textual authenticity to en-

hance the sense of being present.

I have a deep respect for footage captured on location — for example, there’s a long take of a residential
courtyard in episode two of Tiananmen. It’s several minutes long, with no dialog. I didn’t add any narration,
because it didn’t need it — the footage speaks for itself. When I write narration, I try to respect the original
sound and imagery, and write complementary text. If I can’t find exact historical documents, I’ll turn to de-
scribing the social context or mood of the period, or add some observational language — just enough to carry

the tone of the era.

If you transcribe all those narrations I wrote, you’ll find that they’re often fragmented — each line corre-
sponds directly to a visual. Structurally, I still tried to ensure cohesion — how one section transitions to the
next — and used simple phrasing to guide the rhythm. It was a real challenge for me at the time. Maybe
someone today could try stripping out all my narration and experimenting with new pairings — there might
be other possibilities. Here’s another example. For a scene about the grand opening of the Wangfujing De-
partment Store +Jff 1 7% , we had only a photo — no sound. I asked Shi Jian to dig up that day’s People s
Daily N\ [ H1 , the newspaper. I then reconstructed the event based on what was reported, restoring a bit of

its atmosphere through historical documents.

Let me expand on this a bit: today’s technologies are increasingly convenient. I now carry a small video
camera when [ go out, and smartphones make filming even easier. They can instantly capture and transmit
footage. We’ve all seen this during the pandemic — people filmed and uploaded scenes from their own lives,
sometimes sparking controversy. These videos could differ from official reports and thus created competing
narratives. At the same time, new technologies also bring new forms of social control. For instance, if a vid-
eo is deleted online, it disappears. So technology shapes what can and cannot appear — that’s social control.

From a sociological perspective, it’s quite complex and interesting.

Chen Jue: I'll add a few points. First, during the early years of the Reform and Opening period, most of
China’s television documentary equipment came from Japan — and much of it was gifted to China. The first
wave went to China Central Television (CCTV) H1 e H1#)L {5 , to replace outdated gear that wasn’t suitable
for large-scale location shooting. The second wave reached the provincial level. This process continued until

even county-level stations were equipped.

The equipment itself was tiered in quality. National-level and provincial broadcasters — like CCTV and the
major metropolitan stations — used broadcast-grade gear. The second tier, called professional-grade, was
distributed more widely to institutions that needed it: central ministries, state-owned enterprises, universi-
ties, research institutes, intelligence agencies, military cultural troupes, and social organizations with newly

established audiovisual or propaganda departments. This also included the nationwide educational television
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networks and cable TV systems. Finally, there was the consumer level. Japanese consumer gear was well-de-
veloped, but in China it was rare. So here’s a curious phenomenon: within all those thousands of audiovisual
and publicity offices in lower-tier institutions, you’d often find mostly Japanese consumer-grade equipment.

Isn’t that interesting?

There are really two layers to this equipment discussion. First, the recording stage: capturing and preserving
footage on tape. Then, the postproduction stage, which required matching systems to the recording stage.
Back then we did linear editing — editing from Machine A (raw footage) to Machine B (a rough cut or work-
ing master). You’d assemble something coherent from the chaotic footage on A, laying it down on B. That
became the rough version. Then we’d refine it. Since sound and image were recorded separately, they had
to be recombined. You had to mix the narration, music, ambient sound — even dialogue if present — into
a final master tape. The finished tape typically had two audio channels. One was a clean international track
— no speech, just ambient sound and music — meant for versions in Tibetan, minority languages, English,

French, Spanish, etc. And the other channel was for domestic broadcast.

That entire workflow was deeply material. Here’s a fun example. When Shi Jian and | made 7iananmen, we
could edit non-linearly — like editing film. You could edit scene two or six first, then splice them together.
But during the linear era — which lasted until the mid-1990s — you had to edit in order. You’d load Tape 1,
Tape 8, Tape 9, and so on into Machine A, then assemble the desired sequence onto Tape B. Later, during fi-
nal compositing, the multiple sound sources and finalized images had to be layered in, strictly following that
same linear sequence. Linear editing meant that every narration, music cue, or sound effect had to sync pre-

cisely with the timeline. If we had to revise a project, we often had to start from scratch.

Why didn’t early television programs have location sound? Because good, clean, beautiful audio could only
be recorded in a studio. In film, TV drama, and feature reporting, that was the norm. Dialogues were dubbed
later. Ambient effects might come from a sound library, or leftovers from another shoot. Sometimes they

were the personal archive of a sound recordist.

Then came nonlinear editing. In the mid-1990s, CCTV was the first to adopt it. Shi Jian’s team used it for
large-scale projects. So did we in television drama. It eventually spread to provincial and local stations. Non-
linear editing returned to the flexibility of film — you could start the editing process from the ending, or the
climax, or any key scene. That creative freedom was remarkable. In nonlinear work, audio became more ma-
nipulable too. In sound studios, using digital waveforms, you could see the volume and shape of the sound.
It was a very enjoyable process. Nonlinear editing later expanded beyond the broadcast system — it became

common in civilian use.

Let me end by tying back to what Wang and Shi said about synchronous sound and long takes. It all depends
on how you see moving images. If you treat them as a one-way transmission of information, then sound
doesn’t matter. Like some news segment just want to disseminate the information, just my views to you. I
this situation, you don’t need the subject’s voice, just your own message. Historically, news segments, even
‘real life” segments — labor scenes, people studying Mao Zedong thought, drinking water in the fields —
were all staged. They had to show that life was meaningful and joyful; life was full of hope. This was partly

ideological, partly technical. Because film stock was rationed under the planned economy. Every shoot had
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strict limits, so image-making was shaped both by propaganda needs and material scarcity.

What changed in documentary? As Wang and Shi emphasized: the subject became important. The question
shifted from what do I want to tell you to who are you, why are you acting certain ways, what s happening
around you. The camera had to wait — to follow. Long takes became essential because life was unfolding,
and we couldn’t interrupt or direct it. To ordinary viewers, seeing a single shot last that long — tracking a
real-life event — was shocking. ‘Why film something like this?” But we knew: to convey life’s real texture,
you must record it faithfully. And how do you do that? Synchronous sound. That’s what sound cinema taught

us.

Hollywood used synchronous recording from the very start of the sound era. Initially, it was just for reference
— to guide post-dubbing. But in documentary, when we launched Tiananmen and Wang’s Notes from Beijing
IRILHEGC , we knew that the sound of real events was as precious as the image itself — something to be re-

spected and presented. And that required recording sound on site.

Zhang: The next question is related to DV as a recording device. DV, a machine that has become symbolic in
the history of Chinese-language independent cinema — what kind of role did it play in your individual work

or in the work of your group?

Wang Zijun: In 1997, China saw its first television program that used DV as its main mode of production. It
was called Home of the People 111 5%]it , and it premiered on April 27th of that year. Panasonic approached
CCTYV, saying they had a consumer-grade DV camera. We were shocked — a small consumer model, just this
big, and they told us it records digital video. They gave us 20 units, and we had the idea: ‘Let’s give them to

the ordinary people and let them shoot for themselves.’

But how would ordinary people edit their footage? We’d do the editing, then have the people add the voice-
over, and then broadcast it — hence the name Home of the People. Initially, before Home of the People, it
was probably the economics news station at CCTV that started to let the people film for themselves. But the
content was mostly light-hearted — a child falling down, a duck doing something cute — everyday tidbits

that ran a few dozen seconds, much like today’s short videos.

What we did in Home of the People, by contrast, were longer pieces, ten to twenty minutes long — ordinary
people filming their families and lives. After this aired, a large number of grassroots contributors wanted to
get involved. We then formed a non-governmental DV association. But an association had to be overseen by
an official body. We couldn’t find a host unit. The municipal publicity department wouldn’t take us on. So the
association existed, but without an official attachment — it was essentially attached to our TV station. But
the director of the station didn’t want to take responsibility either. In the end, the DV association dissolved on

its own.

The program aired for over two years, centered on subject-generated content — entirely filmed by the people
themselves. In 1998, at the academic awards of the China Documentary Research Society H[F 20 5% Fr 244>,
entries came in from across the country. Chen Hanyuan and Zhu Jinghe K5t f1 proposed creating a special

prize for works by ordinary people. We submitted two pieces, which ended up receiving ‘encouragement
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awards’. You couldn’t lump them in with the professionals — these were entirely amateur. That stirred up a
hornet’s nest. Many TV stations protested the awards: ‘Our professionally made documentaries didn’t even

get shortlisted, and yet these works by ordinary people won?’

At the time, the documentary field was enamored with the ‘authentic’ or ‘original’ style — influenced by
Frederick Wiseman, who had even visited China in 1997. During that wave, there emerged a tendency: as
long as your work captured something raw and unmediated, you would win an award. As a result, some
works by professionals were deemed less valuable than what ordinary people were shooting. So Zhu Jinghe
and Chen Hanyuan proposed the encouragement award — and things went off the rails. By the next year, it

was gone.

So the rise of DV went through a process like this. After our program, Home of the People launched, we
invited many experts to watch. Professor Situ Zhaodun =] fJk L from the Film Academy bt T B 5% 24 [
made a heartfelt comment: ‘You guys are doing this ahead of our time.’ I really understood what he meant.

Today’s short videos on platforms like Douyin are a product of technological development.

Back in 1997, I once said in an interview, ‘In the future, everyone will be a documentary filmmaker.” Now
everyone is a documentary filmmaker — much sooner than I had expected. I thought I wouldn’t live to see
it. But within just a few years, it happened. People today ask members of the documentary community and
the China Documentary Research Society: ‘Look at what the ordinary people are filming — the creativity of
the masses is incredible, they’re filming everything.’ But the documentary world is much calmer today — not
like when the Society gave that prize to Home of the People. Why is that? Because everyone can write, right?
Anyone can write a short piece — so why do we still have the Mao Dun Literary Prize? Avenue of Stars &
Y6 Ki& is a reality show where anyone can sing a few lines — so why do professional singers still exist?
Many things we pursue have now been taken up by the general public, and we welcome that. But they cannot

replace us.

Kuang Yang: What Director Wang just said — about ordinary people filming their own lives — reminded
me of something else. In contemporary ethnographic film, lightweight equipment is often handed to mem-
bers of the community being studied. Once they’ve mastered the technology, they can film for themselves.
They film the social issues, behaviors, and environments that matter to them. You might notice that if you’re
an outside observer, you approach another culture with your own theoretical frameworks. But with portable
equipment, these communities can now observe and speak for themselves. This introduces something new
into anthropology. They film from their own perspective, with their own aesthetic sensibilities and narrative

styles. This opens up new possibilities in ethnographic film.

Chen Jue: Let me add a few words on this topic. The arrival of the DV era in China came with an important
historical precondition: the New Documentary Movement and, later, director Shi Jian’s Oriental Horizon
J7 1% had strongly promoted stories of the ordinary people. That helped society broadly accept and value
this type of content. It also awakened people’s inner desire to film their own stories — and thereby created a
market for DV equipment in China. We shouldn’t overlook how this process began, or how it was pioneered.
As director Kuang mentioned, DV turned a technical action into a mass behavior. This process was not only

technical — it also became a form of cultural self-expression. This moving image culture wasn’t monopo-
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lized by the state. It belonged to us too. That is what we call image democracy.

Zhang: My next question relates to what happens after filming — the archiving of works. It concerns how
moving images are preserved and their ‘afterlife’. Around these issues, I’d like to ask how you all view the
archiving and preservation of television and film, or how you would define a film archive. Because nowa-
days, the archive is quite an important topic for Chinese-language moving images. Many parts of history are

already disappearing. If they are not recorded or preserved, they’ll simply be gone.

Shi Jian: As for the question of archiving and preservation — if we’re speaking from a personal standpoint,
it’s also a question of how valuable the material is. It has a lot to do with personal interests and preferences.
Some people love collecting, and take their past experiences very seriously. My father was a photojournalist.
He kept a lot of photographs, negatives, and diaries. In his later years, he didn’t live with me. I once asked
him why. He said, ‘What if my materials go missing?’ I said, ‘Are you worried someone might steal them?
Are there really thieves who steal documents?’ My personality is the opposite of his — I don’t keep things.

So I think this really comes down to people’s habits and interests.

I was among those who filmed the most footage during June Fourth Incident among Chinese television jour-
nalists — but where all that material went, I don’t know. I consider that a great loss. I remember handing
everything over to the TV station. I trusted their archive management. But at some point, they decided to dig-
itize everything — to transfer all the tape material to files, to hard drives, for data storage. That’s when my
footage vanished. We used to have a footage library. I could store my footage there, and it would be properly
labeled with who shot what. If you needed it later, you could retrieve it. But by the time I went back to get it,

the whole library was gone.

Our station’s archiving protocol is like this: anything that was broadcasted is stored. A couple of years ago,
I could still retrieve pieces I had shot in the 1980s. But personally archiving things is not a great solution. It
should really be managed by a social institution. If you store things privately, no matter how much you keep,
the volume just isn’t enough — the scale isn’t there — and it’s hard to say whether it has much value, unless
you had very specific experiences. For example, during the pandemic, if you shot a lot of material, maybe

one day you could compile something meaningful out of it.

Kuang Yang: Whether we’re talking about still images or moving images, it all involves the recording be-
havior of a people. Beyond individual works, archives are also a form of recording. The earliest records we
have are in writing — official histories, unofficial accounts, personal notes and diaries. These are textual ar-
chives. Moving images are the same. Filming is a broad form of documentation, but only once something is

archived can it be categorized and indexed in various ways.

Only then can future generations look back at this history — and at how people lived — and begin to reflect
on it. So what you’re talking about is indeed very important, but it needs to be led by an institution. It’s not
easy for an individual to take this on. There’s also the question of reinterpreting and excavating archives. The
China Central Newsreel and Documentary Film Studio holds a lot of old footage. We know much of it was
shot for propaganda, from the earliest days in Yan’an all the way through wartime. During the later periods

of war and construction, if these archives were to be reorganized and re-examined — reinterpreted through a
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different discourse — they could be reactivated. Otherwise, these archives remain under the control of a par-

ticular ideological system.

If the archives were made more open to the public, with space for multiple interpretations, that would be very
meaningful — but I suspect that’s difficult. The China Central Newsreel and Documentary Film Studio holds
a massive collection of moving images. Back when we go to the cinema, before the main feature film, there
would always be a short segment — news briefs, used for propaganda. As image records, those are valuable.

It’s just a matter of how they are interpreted. To reinterpret them, you need to return to the historical context.

There’s also the question of personal materials embedded within institutional archives, and materials about
China stored in foreign institutions. These moving images also need to be excavated by dedicated organiza-
tions. Once we call something an ‘archive’, there has to be a system. If these materials could be unearthed
— for example, how Westerners documented China, what they recorded, what they were interested in — that
would be meaningful. Think of Antonioni, or the missionaries: there are photographs, and there’s moving
image footage. And if we’re talking about historical archives, they don’t only involve moving images — still

images are just as important.

Wang Zijun: Most of the archives controlled by official institutions are still in their hands. But let me tell
you — the amount of archival material collected by the individual collectors in China likely far exceeds our
estimates. Why? Around 2005 or 2006, someone reached out to me — I believe it was through a recommen-
dation by Cui Yongyuan 47K JG — asking if I wanted any archival material from the China Central Docu-
mentary and Newsreel Studio. He gave me a catalogue — a booklet this thick. I had a similar catalog myself.
I compared the two. He had virtually everything. This happened during the post—Cultural Revolution years
and early Reform era — a time when a massive amount of material was lost to the public. I asked him where
he got it. He said he was from Sichuan. The Sichuan Film Distribution Company VU JI|4 Hi 5% A& 1T/~ 7] had

gone bankrupt, and the reels were sold off — five yuan per reel, ten minutes per reel — so he bought them.

During the massive wave of bankruptcies, all of these materials flew into private hands. The volume is enor-
mous — whatever you want, he has it. He has everything from the China Central Documentary and Newsreel
Studio — whether feature films or anything else. I also met someone like that in Beijing. He took me to his
film archive. His reels were also five yuan each. After buying them, he piled them up so high they became a
mountain. [ climbed to the top and nearly slipped off. What did these people used to do? They were collec-
tors. The one [ know in Beijing was a collector whose interests had grown to include not just ancient artifacts

but also revolutionary relics.

The China Central Documentary and Newsreel Studio once had a project called the ‘Leftover Footage Move-
ment’ 44 Fiz sl — an attempt to initiate a China Image History Project ' [E 5214 5 T #£ . That project
aimed to reuse and re-develop found archival footage. But it never got off the ground. A major reason was
lack of support from higher authorities. Within the studio, there are many types of footage, one of which
is unused material — called bianyu pian, or ‘edited-out footage’ 24X /i . The project aimed to encourage
people to make films using this leftover footage — to reuse it. But such a movement would require a major
loosening of restrictions, a major political opening. Only then would it be possible. Because current review

standards aren’t very different from what they used to be. What leftover footage can or cannot be used still
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depends on those standards. So right now is not yet the time for such footage to be widely used.

Chen Jue: Why do we preserve archives? The need to archive is a precondition. During the era when even
personal histories were deliberately destroyed, there was no perceived need to archive. If, within our entire
discursive and evaluative system, we regard archiving as unnecessary — or even dangerous — then the defi-

nition of a ‘truthful archive’ becomes problematic.

Second: who archives? Who do we trust to preserve our archives? Only under that premise can we begin to
examine the current state of archives. Another foundational point — or framework for thinking about this —
is that moving images emerged in the industrial age not so long ago. So up to now, the entities that directly
preserve moving image materials have all been industrial production institutions — or institutions that eval-
uate industrial standards, like film festivals or film archives — because they need to record the history of
moving image products. So whether archives are preserved by the state, by society, or by individuals depends
on whether there is a perceived need. It is this need — as a guiding force or motivation — that generates ar-
chiving behavior, re-use, and preservation. As technologies are invented, innovated, applied, replaced, and
eliminated, the content they create also enters a state of flux. Whether completed works have value depends
on how we view them. Have they inherited what is most valuable in film history? Are they important to the
history of film exhibition? For example, the first movie theaters in the United States or China are historically
significant for the industry — so we preserve them. Or we preserve the first reels that were ever screened.

That’s how archiving takes place.

Following that logic, we must consider: which things now hold public value? Which images hold only per-
sonal value? This creates different levels — from state, to social institutions, to individuals — and whether
archiving takes place depends on which of these values is present. Personal value will always exist — like
family photo albums. Why do those exist in the home, but not necessarily in institutional archives? Because
families want to know their own lineage. Social institutions, by contrast, are constantly changing. Historical
materials will be destroyed unless the institution has a specific interest or need to retain them. So in the ques-

tion of archiving, preservation, and retention, different needs are present.

Today why do we need the moving images of the past? Because as this nation develops and grows stronger,
there emerged a need to look back — to remember. That is our memory. Personal moving images depend
on how each family evaluates those images. So archiving behavior is realized or regulated — or erased —
based on different needs. It’s a dynamic process. For example, how does the state concretize certain images?
Which ones are never to be destroyed? Which ones, if they destabilize the legitimacy of the state, must be de-
stroyed? It’s the same for social institutions. What represents the needs of a particular class or group — when
moving images serve as evidence, memory, or record — must be preserved. What doesn’t serve the group’s
interests may be deleted or altered. It’s the same for individuals and families. When we reconfigure a family,
which memories must be altered, must be hidden? Archiving is also this kind of dynamic process — inevita-

bly, many truths will disappear. But at the same time, many new truths will emerge.
Zhang: This final question concerns the Manifesto of the New Documentary Movement that SWY C working

group issued in 1991. I understand that the original document may no longer exist, but I’d like to invite you

to recall the event and share your memories of that meeting.
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Shi Jian: Yes, it happened in November 1991.
Chen Jue: I remember the idea started to take shape in 1991.

Shi Jian: It was related to our desire, after forming the group, to promote a national-level conversation about
documentary. So later we gave it the name ‘New Documentary Movement’ 40>k Fi&5)) , which was di-
rectly tied to the mission of our group. By the late 1980s, the number of new-style documentaries had grown
significantly. We knew of seven or eight works already. We wanted to gather these works for a screening and
stir up a wave of discussion in society. At the same time, we invited faculty from the university, as well as
peers and media — it was a very mission-oriented activity. Our guiding idea was clear: we hoped to organize
an influential event, and we chose our alma mater — Beijing Broadcasting Institute — as the venue. The
event was initiated, advocated, and organized by our group. I was the one who read the manifesto aloud on
behalf of the group, and it was drafted by Chen Jue. He should speak to the content — I’ve forgotten most of
it.

We poured a great deal of effort into preparing the event. It was entirely self-organized, with help from class-
mates and teachers. The response at the time was very strong. Within the school, we were considered at the
forefront of documentary exploration. But I remember there were also major disagreements after the screen-
ings. Many teachers were dissatisfied with what we had done — they weren’t prepared for it, and found the
works difficult to accept. We screened eight films, including Looking Toward the Great Wall B2-K:3 , Convoy
Soldiers 11z 1% , Ka Nasi Lake V52N , and 4 Documentary Record of Tibetan Society in the 1950s V43,
50 FEACHE 24052 — works that had been broadcast on television and were officially recognized.

There were also more personal, independently made works, such as He Jianjun’s /] # 4% Self-Portrait H |
1% , as well as Bumming in Beijing: The Last Dreamers i iR1L 5L , Notes from Beijing, and Tiananmen. To
this day, we continue to look back on those efforts. When we speak now of the movement, we can say that
we played a role in initiating and promoting it. The documentary style and purpose we advocated back then
— the value of viewing society through sincere and truthful thought — is still needed today. Even though
today we have a broader range of recording tools and more variety in production conditions, the rise of new
media and short videos has in some ways harmed or deviated from the core spirit of documentary. That’s why
we feel the need to look back to that era, to encourage creators to reflect on the detours of recent years —
the excessive commercialization, the excessive praising, the neglect or abandonment of the attention to the
underclass and the fates of the times, of real lives. Today’s society — with its commercialized, fragmented,
jokey, and self-mocking tendencies — gives us real concern. That’s why we’re returning to what we did then.
I believe that those of us born in the 1970s should revisit our original intentions. As documentary makers, we

must reflect sincerely on why we began.

Chen Jue: What Shi Jian just said was very on point, because it touches on the era we were in — which
came shortly after a major historical event. Tiananmen was a work that stretched from 1988 through a very
somber and painful period, a time when that great trauma (of the Tian’anmen Incident) had not yet healed.
We were situated right at a major historical turning point. So our documentation in Tiananmen, as well as
in Notes from Beijing, carried a sense of historical pain — we felt it deeply. From that perspective, we un-

derstood just how necessary and important our documentation was for China — how crucial it was to face
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reality head-on. When I drafted the manifesto, I worked with Kuang Yang. We discussed it and organized
the structure at his home, and I wrote it out. After writing, we spent a long time discussing it. We began by
revisiting Tiananmen, then Notes from Beijing, the challenges Wang Zijun had faced, the dilemmas we had
all encountered. We reviewed the major transformation of society we had all witnessed. It was both a major
setback in our documentary work as a group, and a major national-level setback. After such a blow, the act of

recording became even more essential.

When I set out to draft the text, we discussed and revisited Tiananmen, the founding of the SWYC group,
and why we needed to organize such a conference — the 1991 Beijing New Documentary Symposium 1t 5%
ek Fritit & . Tiananmen had started as a fully institutional project, but by the end of our filming and
postproduction, it had evolved into something personal — an independent project. It became a work made
outside the system, but with resources borrowed from within it. What kind of symposium were we trying
to organize? Clearly, one that aimed to push toward a new beginning. This was the collective judgment we
reached after the four of us had talked it through: this documentary spirit needed to move forward. Shi Jian
led the organizing work, and we all found ways to contribute. In fact, it was the night before the conference
that we all felt that there needed to be a manifesto — so we went ahead with it.

What I can now recall is that the manifesto was divided into three or four parts. Shi Jian read it aloud on be-
half of our group, since he was the first speaker. He essentially foregrounded the purpose of the symposium.
So the manifesto was also the conference manifesto — the founding declaration of China’s New Documen-
tary Movement. We had to approach its writing with that in mind. The structure roughly went like this: part
one talks about what kind of era are we living in? We talked about this era carrying the following sentiment:
How should individual lives confront history — including the past? Our act of recording must respect history
and reality — not destroy, alter, or distort it, not castrate or obliterate our present. Therefore, the documentary

spirit must come onto the stage in this era, as a key tool for witnessing both this time and ourselves.

Part two focused on the act of documenting in this era, and who we are. We did not speak from any official
identity, but from our identity as citizens. Only at that level could the discussion of recording avoid becoming
propaganda. This section on documentary is split into two parts. The first is documentary moving images —
those that exist because of our filming, and which serve as testimony. These images represent our motivation
and purpose, our judgment of and anger at reality, our love for it — subjective experience and documenta-
ry realism together form a kind of truth, our concept of truth. The second part was even more detailed. We
discussed first, the identity of the filmmaker; second, our modes of filming. This naturally included some
aesthetics — our definitions of image and sound — such as our earlier discussions of long takes and synchro-

nous sound.

Part Three echoed part one’s discussion of the era and part two’s ‘who we are’ and ‘what we film’. We con-

cluded that action must begin now. Action is our primary directive — our only choice.

Kuang Yang: Let me add one point. When Shi Jian read the manifesto aloud on our behalf, many of the
teachers were stunned. How could they have been pleased with the speech? What we said was not part of
what they had taught their students — it was a completely different discourse. Later, at the post-screening

symposium, Shi Jian even clashed with one of the so-called authoritative scholar — it was very interesting.
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Also present were figures we now associate with the later New Documentary Movement — Jiang Yue

came, Wu Wenguang = 3 Jf; was also there.

I remember He Jianjun said something quite striking in his symposium remarks. He said: ‘If we’re going to
make documentaries, then let’s not tell lies.” That was the first shot fired: ‘If we 're going to make documenta-
ries, then let'’s not tell lies’. We can always debate what counts as ‘truth’ in a documentary — how to achieve
it, how many types of truth there are. We can debate the aesthetics, the technology. But at the very least, we
must reject the false. We must reject fabrication. We must not erase people’s lived experiences — including
their pain. Even if truth has many facets, we must still begin by refusing the fake. So this symposium real-
ly did have an influence on later independent documentaries — and even on some academic faculty. At the
time, it was a cultural event. And this event happened in 1991. What kind of year was 1991? It was the eve of
a new phase in China’s Reform and Opening era. Deng Xiaoping’s Southern Tour in 1992 would soon mark
the beginning of that phase. In 1991, we were still insisting on doing something with documentary. In 1991,
if you wanted to make documentaries, you needed persistence. That’s why we did what we did. That’s why,
even now, we still talk about it — when we get together, we still revisit that time. Like Shi Jian said: we must
return to that moment, and reflect again on the spirit of documentary.

Wang Zijun: Let me just say something simple. What was the documentary movement back then? It plant-
ed a seed. That’s important. In the midst of tight controls, it found — or cut open — a small crack. And that
crack grew wider and wider, to the point that it could no longer be sealed. Today it’s even harder to seal.
From several angles — socially and aesthetically — I think the documentary movement was directly con-
nected to the broader spread of documentary and recording practices that followed. What we made back then
isn’t the same thing as today’s short videos or family videos, but it created a technical rupture. At the very
least, we widened the crack.

178



PIEIZE S IIRIT: MG SWYC TAihel

RVt KB

H: 202551 4118, BAFANAFRERGINETARTHEE. EZFE. STHEALHIF, x40
WABAT T R5 e P WAL IR KB T AT T 1989 a2 69 SWYC (254 ik F 55 o) TAE A,
Fovg AJE B T B L BALE 69 TAE 7 KAR T -4 wAE KEGE A BX, A FELKHE
G IAES, ALK THRATT 1991 F44E6 KHLFRENEEY o AXERT ARG T
XA F.

P

WAMNERIG: N, EF%F, T, FKE

ke (DUTRERRE) © ERBBEARRH—IHARENL. NARREITAE, PUZEN TORRAS,

FRES: BAEFEAE NI Z AT SRS MR, B —DNEaxhf, 5H—M2BWE. XA
BTN = HARRFIFHLRE), ARSI ERBARI T REE, Rk HARAMFEA
IAE, MTIXA—DR T X2, HTHEE—NEAR, BMErEE2mbaEd e, S
b B EAENI AT TIRZ TR, TRAEIMIE/NERGLZ AT, SId Bk A elfE, Ho—
HRIE R T E R X 2 MR 2B S S ASOUBHIE, BXRERX LR amialy—D 1. &
THERR IR, JER X —EM T — PR TAESTEER ¥, ZUNEZIMRES 1990 411t F i
KH, @RKEEREN—DAF. NIEDRF, SNRMBERSGETT &1, ZRRBOZHAIK
RIETE, JERBIRMN RIS CRZT) » NRZMESERE K, EXMMREFESHD
ZAEAC M EIT BRI A ITH, TR 1988 FIH4h, BSALXAIER, 2. AP
JeIT TR AR BT, 08, SRITFEFR LR, XA A 7 AR NMHMEEIRIEIRES, BIFE R,
W, A A IR R B —MRE, FrDURAT DM AR 7 IZAER — DA, — PRI,

179



ErE: B, | R, FREBERFY, BAEARIIN R, KME2IE ERIR, FrERR
WU XRHERI AT A —DIRE R, N AELPREDHRE2AE B bR, (B8 TR
AR

fE—H, ANDABESr, PIDARER, FATMIRE A REIIIR, ZH. B #226, |
AR — D E AR AR A 5 A Z R I g 1 T AR T, EAR N
fig, RIE] Be@iXMEDL, HAMARAAREARE R, AN ERR — DI TR — D BREN, &
FORTHIZRYE. WraE S EmR, MATER (Jean-Paul Sartre) , SAESER. WATIIRIER], £
WEAER, EFHRPLRERER, ARG 2L ZARIIE, NERIVNASSES] T ERRER.

ARHBRAN =N, EIRRIEINFRE, NRASENA T, XAGFE &7, R CRZIT) ,
AR A (hhsk ERUEH) |, IRBEN MR FNAELEES, BRI AL A1 7,
BEIMAIRY RS RS H— KRR, ER G, A7 6 AR &EIEE RN, X230 —EL
TERIEAL, JERBATTL N NSOT RS, EHES — DRMANNE SRSERARST —HIEIL T,
BUERIEIT— MAR. XPMRRIBRIRLRE N 7 AU, BT} B 2 A,

JRks: B QIR ZEUART, TINRMITRIRMREPEE SRR, TR R FMBIG Y,
PRBMAIRLE T A RS B EA S REREM S AR TS, R, mRE4ES, K
£ 1988 EINIRFRES, JERMMIM CRZIT) BN, ATERMICEM TIRZEM, a2 71
gz, FRINIR TINTRIZN, BAdRi—Ss e i T, R MRS, &F B —EiTie,
P LA T . EFEMMBERRIL, BANEERR, NAEFFHE 7, REHSHIE,
AR B ABFE AR L L GO RE, POTIXAFFMRESE, A PAINAER, BB BESEAE—D
MR REEN, MMTRRSALESE, EERTEMEFERNRR, XN BAERS],
FT AR EAE — R, RS HAE— P,

) FAhTE— N, BATHEIERAEATESIHIRE, IERSG/NA, BR 7 BATNIA FHEIRHIR, A8,
BAEE 2N, WERANBMFERBKGEE, H —EHIURES, RAERMNIRREREEE
£55&, BAHTINRE, ATUIRNBRE KL —1 SWYC /N, B PIEZLE 1989 4£1EZ, FH
BAIZZIR, NOFARREFAIAR, SR IR, BAULBRHEN LT,
R, A ERESH SR M EA I AEE, — 77 T AR T TR X AR IR,
MAZIE, P ARFIFERERLIX 24— NN, ZRTEAHE BRI R, ORI FIEAKE,
Asees, WENZAHITEM RSN TEZ /G ENG (HRl2 MR —R) IXREAIREA TG, ZHl
£ 80 FRANFA L AR BRAEARIRE =, IR RTINS H I, SRR
IR, BAlih 35 2K, #0216 ZRH, HEHAUEHERTFEZEER, ZRIUHMNSE EIRA
JUR, REYATHL. SRR, ek at#ile mMerIsRBgas 1, HRe U Ba A,
RIS FERIR AR BITER A] IR Ao A IR IRFIECE, w2 EAE ST REM, kA
AR BARTEA,

PRet: Bdhi—f, XD MR, ER RE, ZH A, BEMEETHER.
Kt BT ARIHMEAIR R 16 20K, 102 357

fm: 02 35, MR EANZETHNTERT, BRI, BATAEARIEEIERZA
BAL, (B2 AR A PRSI XOE, XA, FTDARMTENR Srh, gl KRRLEsR A, &

180



RIVTTE R LT IEREIMRE, FAREHA S IR ZF RS ARRIEER R, EEE LT IRIEE,
BRIGRRE, FEREAREREIRIE XA E - PEIRREMRE, E2RXMNRTAR
HIERTTH, SRERELANIEH, —Bk, - PREMN—1TH, SEHEACHEENELIERE,
BT AR 7o HRERIHZEZLTILRIRE MRS, el DGR, 556, N7 RIEF &K
PAEAZL, BEELTINRSH, AN NAGRA, F#H, ATA—7iEHBATRREHARE, H
BIEE N, E—MERIREEERGH L, HIREHEE —REREAE RIS L, XHERE,
ERA RGOS, ARSI IE, 2B —REw L, ARk, JNEHE %
=i LR F S HIEIRG L, DETMARA PRENRE, SRRZFERGHIE, sFEZRA
JRA = — LB B A RER XIS

BT AR A0 . AR F Frog TR R I e, 7 57 ) S Al B S 5 S 2%, IR PR, — &2 3 o,
BAIOFEZEARZ 1080, REHA—EHE 3. 1 Fl, (H2M7ATREZES] 10: 1, =WERh,
XA A B, e R b AT ERRIETT R, stBBeRIE i, SRR, RO A RIS B,
BAXE, ARKESATERRAES, N7 HIESRE, \EX SR, AL geREvIE, H2
VG XA R EERIETT, AT, E2IE? LRI SR TR, KRR, BERITEMRANE
—MTTE, IREXAEEZ, TR RTIRDMD, —R RSOy, NS T,
RGN TIEBERITEIRIETZ, 0 EMity, BoeIReiad—iK, GiaE—5K, AR,
BEGHEE ), Btk XERMEE G KREIOTIAIRR, WX 2R EENEILE LS8
5 EWE, ILBRRN. SN TR MAR S, N TREEAR ERIRR, LRt 7.

BB I LA L% — KK ENG, BERAEEEH, TAMBEMR? EAHE S L& —H4 K
A NIRRT AR, AR T RR. AR, FRIRA RIIR, PUEKIERA &R EMAT. /)
TEEHOER, SURET GRS, (BR2XMrERE, BMNFERRE, BMNam T RER,
I FEELFIER, REERFER, RHEREIN L RERREF I L, REMEsk, ZiK,
TR HH R BURAIRA L, B U R BA TR R B &, BREERIWLSR, #rad sk At PAR]
RS GRS, HRMAEAR A2 LG T, (EZ2 AN AR e, FRATH FFH7T B
BRAREE, BARER TR, HEWAM, M RER, BMRTHEMSE, SR8
PSRRI A AR, MR IR SR E T, 2R, 2ROy e A T I AR TR,
AREA X FHIFRIE, ARWTIEHE, & (F5E) A8k, (%) CEmEsRRERNL, etz
—f BRI CE, AR FAEE AR T, U2 Wrssii, A AIRATER Bk
IMFE 2SR RISHIHLR B2 —2H,

WA THARFERZRE, 1 CRZI) KR, JAAREZEMaRHtr, KRUZN T 40 F£X
REREH — P, B—1NEALAH, BTITHNZRESRAIRE, W, — 0, g2kt
— MR R S, ERRBH ARERN, BEFEWORY, TR, WATEamrEA, A%
THFALRE], fHFEAURIH S 2 i TR,

B WEIHREORAZ R, AN Z AT — 2R 0 B8, FSFAXFFEERX MR,
SR A RS H SR R IR SEM,  Ffr AR T 252 T — PF S IR RN — LR A A, sl R B
ARE A KAIZ

) S PORYE, R EEABER N TTH, —RAE R A\WERE, BERMIDE, MR
BRAFE, RTERESREMW, Rl EWE%EL, EERIZE TR, REICRE FrFidRE

181



SRR, U2l NTES), FPRERRIERE, XPTERTFELN, XL REIE
PERY— R bR,

HAN— R R BT 2RI, R A FERYI, RUTNRAVEEZ, 1B —FESIRIM R,
FTCAR I (R R E S, XS BATIE LR 2 SR L 2 i, M R AR BOR B /Y, (HARYSY
MR, BATVEHEEANNSHE, NN TAERELENPCRTN R, SR TN & EHAR]
T8 No HM CRZIT) KRR LS 1Y, DARTHOSR U7 BRBLEHT = R i —#¢, /RIS 7R
FINESE T, BERTNRE— D LR, STEBMNA FE2LRIVFEAIR N, AIREE),
K MR X 2 RS, T H A IE E B RIRERIX AL NBEHHREARK, REAN4EH.
HEFMAFERMNEEEEREIE KERAEE, MRRIRARK T, TEWREEER, MR
Ay, AMHIOENL, 0 ERA—RERY, XD REREBHERRSA TR — D,

ErE: R, REEKESLR RPILRARRI— D EEEORRHE, mHEBRMTANE
AOOR MR, AL EZ NS N BT R R R, 505 ELegaxt, ik 2k e a B Ay
N TIERIAA, EERMEIERICRMNEAAE, M EFRSEE, SROREReE T, 8
R T —RIRSERASE . MERPERDE, SO AR R 2 A ER, BIFF TSR,
RE—PNEEARERIL, AT, FAREIAE =L 21—, WA 2EAIRE K,
FERRR, SR IR, SNRDEIRXMERT LS. RS BAHENEZRE T —FRERL
R AIHRPS 7, Bk —REEE AR, B LA ERIE? SERNAT LK T M
e AEILEs, ERELRRITEMADRT, S5 IFERMNEWE, BRA2MRTTE, EREE
MR, EMEHLEE A,

RARHEAMGIE, RESEAL. EFHUE, LIRR TR 7o IR PNIEBRATRA R, BATHIHL
el T, EAR ESBRRU ETERIEEAZ, REMFH, XMARGRE B AR
AIRKHIXA, MEMR IR BRI REIZIRS LERIR A, AR RIS KBk, XHEE
SHIHREM H A E A B POEE], SNEANERREIAE — MEZRERE, RINERET TRILE
RSARR 2, THAAMAISRGITHAII LR, FATHER 78, LA RILE LA M3 A REERY,
—PEE, —PNEREEREIL LR, B THEMEEA ERUZ 300P, RIER, HRAFHIE 330, 1
T BRI EICH SK97, EEFEMEERZXILMHIA, FjERLHI T Betacam Hlas,

Betacam Hlas Z AT EGEAILEAG — DB, s 8 B -FRTHI RN, w02 ST AL AR IR
fie, —zhEisk, WAL GHA Color Banding) . HATIER 80 AR EFEMEIE AN B HHY
AMTHERIAREE P, S5FCHERATHR T, RXARIE21S2, 21T Betacam MY, ®ikcHHL
BT, BAVERHZICHE T, FAARES M, REEMZEE, Nl AZETE T
AT Beta RAIMIHRAGIN R, R2 ABIXRARNRE, (HELRAE4ERZ/DE,

[E] SRR R T B M, SN TR AL & AT B BRSO 2 i in & K, MM afia %
WHIBLSR, DAEE 7R TG, WIREUIRER R AT, RARERIR S &mE R, o
OUNERR] DA _BRCH). FARD SME REFRE AN, ERAAREER. HIREANGEG EMRE
HEARKERS, LA MEEA T LFHRAEMR S 25, BMaEEILn SRR, 86—
MRIES WU, BNHLREMEH M FHEANE 7/ A, %1 30 n#HIfA ¥, HEA
J 1] ] < BT /CAC AR B RCAY, FRONEE, XAER 7R, AMRETTIFER TIETT 3, f#
S R0 T O — A, A S e A A SR, ARA T B T TR U E R R 2L A ORI

182



MR ¥ Lo

FENEZEERMTA? B MR ER, DA EENEIANBIE R Bl & B4 ROl = T 7€
BMA], IREZTLN BT A, IR RRIBRFIRIAE TIR&SH— K, TR, 2V,
ikttt S, FORRFIMELGZ T, a6 F 1D CREIRD) , TE TR BT 2E5H T,
RABESFZ AR, ACRURIBHNICE K S EAUER, FOUARER, siE CREIRD) Ha, H—
BYINELELIREIR] 80 FARNLRKE, RIFAIESL, IREARXLRE? RAFRMEE, BRI
WU, SRS, TR T ERIIRZE, MM A XA — A,

JB¥a: FEBORTTH, ML G2, RO BT, M2 DGR _ERRAE.
FERZHE SR, it CRZIT) B, sAERZERIPR. ORI H R, %
AR, MATEEELY, X—BARMRIXERG, WA SR, B RAERE SR, B NREHIRNE,
IXIHMEB SRR R, HanEz s, s H s MERI R PG,

BB, Pean i SR8 B OCE A BRI IR— B, SR SR, (HEPON T REEE
LA —EEL R, REREE A (RIATEE) |, RRKENX—BOE, & AREBRRAE,
ZH—RIUREE] WUt At 2, BHIETURRT , TN BEEHORK, A MK ER X,
B CREFEBFARSET , WEMNXHEPCRK, RRBMETEEGTHALS, HMEZH
B

PIRGEIZIHRATAR, ARk, BR80T, Lok, —aRuiRERH,
AR BRATE, XEREUIHRIE, TRASEIRERTE, 5 AR iR 0 I o R o R Y
HHEG, KENARL AT, ARSI SR, Bt TSR A2 IR0 R HI R IS,
BHE G E NSRRI T, MEN—E@ERRT — &, SN AURHIZR PR &R,

FTLIREEfigihitn), IRELEEE2MINIRLG, B8, —RIRSABEMREH, CARZWRTSisin,
RS EEK, ERESN L, BRI, &K LR TEARES, E4H EaH—SRRAIER,
AT AR BEAS AR B RA0X D TAERN R E S — Dkl tBEFSRIGAIER] BUASR, Fegnin i by
FE, SRR 2R ERE UG, ErREE M 207 ERE BIX M, AR rIRErtit 2 f, WE
PERERIE T, BRHITE, AIKIE A, R EEEE B AN BRI, RIS IR
M—RKH CARB#R) #ok, BiiE (ARBRk) EERE2IFK. 2%, REMNSHR LK
AN — LB,

GUERIAEAY RV — T, SRIEORBCRETTE, A B SR/ NMUREHL, #& AR,
FIAERERET VI E T, EREWIIAILRIRM, THERMEFMELTTR, RITERSRI,
teandase e S b bR 7o BORBIZ MBI ANRTICRAT AN SRRIERI AR AR 2 A0, beanii 3k
TR, & WARAEBMLIT DRI L, ek 24 iltE, v —5%
BORKBATE WHIARE B T fRE R A —HER, BBk 7RIS, SR FIRIXREOR A 22 et
SR BRI S, BORESEHIR 47 s BIEIREA 2N, (RATREHIE, FRASATRE
I, S, RN, ALemEERE, DB EORH RIRENE 21T, PARGEAES
PEHECR AR, AT DVERGEERY, 2R IR, M S A AN RV 21X,

PRER: BANTEILAIER. 58—, BT o [ FAR LD % A BE A AR 2 H A T R,

183



mHZBORMW TR, 38— 20 TilE R arIFRR, N7 Efud ZREAE T REINRHRNE
HRAIE RS, 5 ftE a5, BRI, WSR2 E —HE
BT B2, FIER2—NEE, HEERE, EXAERARRERN 2SR, NTEZERENSE,
B R S MESEE IR A G, REEEMREG, #REHR B, B M2 L
g, TN ARBELS I E L N AR E &1, PR B EEE R, RF AL, RE B,
BB ATRIRER ] S REAM L HESCERNA, FRESHAS H, HiHikiE G, G
M EEN, IR 2ERN&E THEARFANEARATELEIEREMER, X2— 2%,
EENRGURRAY, SNRAKRGHABRLE, BR2PEJLFRE, bR EER 5
JLRZER A —MERE, BRI IXESE —SRAWIRIATE MG, EEATE &R
AN S BN AA B2 T BT D E A SR EEERNE, RS EARRZEER R A AR
Psess, drpo)Lng?

Khr BRER 2 WANRERITIE, F—NREEAE MR, FHBEAERT L, XEERE. &
A—"TREHERE, FEHRERGMBMHLER, FILNHT, SRNBATET I %, MAFL (A
HnEREZFEM) w2 B, BRSNS, WIFARERA, HEEMA R, SERER, LA
PLFREL £/ RTS8 g — N EAZ A RE RN, THEAENFENREG, W2 B L, HIXHZ
SEAR T IR, BEIERS RN, BATEZEN e T ES, BTEEMEmE IR, HEEASE
—ig, EHUIES AR, EEEEREGHER, ILX=ME S, slEUMES, WRIEENH,
R D ME S, RiaelE—TFE L, MR, e LEEARINFE, —PMEERR
FRATETESH, RA SNSRI EEMMEREE, 5 FEEfERREE, DEERIRE S M50E,
G, PR IESSE, —RXEE T AE, Al LR AR R,

AT, VIR — o R IRE EER, IR — D ER T BRIB 1. BRI R —
i CRZT) B, Rala ORI k] DNEROS gh, tWatZ M AHLE] B, MDA, wEs=
—HEREYH, BERA —HRBTE, RARAERMT20E? EERE el DUEE, RIS
eSS, e B BIBTAF R PURSAE — S, (HZLRIERIVER BRI, a2 TAININIA G
RIS, —EF 90 fFAHhH], —HERLMETIE, ME2OHNE—HIHEgmE. Kt APLESBA
. B\, SRR, S EE, BT B AL EIX SR R A X R R
PRI TR PR HOR, BYREITRAY B KB L, RIG A, ZHRE AR HIYAE & MR ERT
BIRIAER, T&IREMERENE A i,

LLNETAE, IREZERSFHIRE., SRRE., SMIYECE, REMAIUZ IR EH 2 M,
X 10 73 8h e RN, AREMEl, LIS ERNEE, BUSM—HHE— RRERiTE, ARG IR
I—EEHI R BRI, AlZ MR,

N2 ERIHEMANE, BEINRFENE? FOVEFRY, ZEi, TRl RS, RAEEEREEE,
HE BRGNS, FTDAEN B, AR, EEEATEAHIERTTTR, R EREES
INEZERIEOUT, RN T TR &5 RO, BRmEs —DFIE b SRR BRHRAY,
AT B B8R JE IR, S22 INAE — B R R SR RS B Bk}, B el kI T H
SR Eb 1R E R E, B BERASREFIMAERI A A 7 B BRI S, HEEXEEeRX
MREFIE CHINEFE IR, wl2IX R T2d R,

FAIRYFIFIEER N, ARERIEM 90 FERA Bt Z R R G E LM, KPR HRALS RN

184



8o B FZIMRITANI M EZR AT BT H, sERIESMZEEITE, FRIRNEITHERREX
W, BERABELEEE R, AEETEMXEBEREG, FHIFLEDE, PAEERE
REVZAL, HANAR] TR ARSI 0T TRATDAMEERITA6DY, s ARl e iR 59,
] AN B, PRABARIXHESRAY B B —AE QI b T DURIE /RIS B T8, Rl EdRLR
MR TIEE, FERAEEBRMEI T, FERMERE LEEE, £58 L0 ET/E, RaTL
HEFERRY, FENSRERLEK, PO MEEIFEERER, ARV, BRT T MRS,
WY HEIR A, IR A AL IR

T fathse—m, WURA KT NIA L Z MR 2 TR 2 A RIS A B Sk AR, X2 IR T3R4T]
UEBEEM 20 HBAHERARIN N RBX VR S BIXAE— NSRRI, HEmAEZ,
BiGoHT IR L E R R TN A, BEREE IR L, ERXMEREL S, RAFEMRE S, 3,
HEEBRAFRERANES R, X NEE R HHRAR. MATHIH 2 H 2 57HE,
S FTE Rk R B, — RS BERSmE, PRI, EfSkiEKESs, fERE
HEZRHY, ROWERCR, ZARMH5TAIAERR AR, BURK, AE2AREN, RaEXE—
MEHE B NREREZRARMR, A AR L, SRR IRE 2o, BRI 2 TTRIZ5,
HZRMEN ], P15t AR A ERIRER =, Pt U BRI BRID R 2 BRI T Z NP BT HIZIRT,

RIGLEFARETH AERZACNE? NI 2R EZIMAG TIRIRARFE, X RERER
To PMEAMETHREEIRIRMA 2, FBETRENA, 20, RERET, FILIRAE ke
MEERE, HFHEREE TR, KESKAVEZEE SAE T SRR A TG F LNz, B2t EE, IRl
AREFEHL, FREAREIE B, XA — NN T 838 5 ERIE B R ORI R — P4, ]
FRER DL, TR A KN RREIZAE—FH S, A ZHIXFERIZRIE? ROEAT]
WRERIXFERI R B BB SR ATE IR, RBSEINTE 1. RAAEE R SR 2K 50E? A7
BB BAT—RDHRIHAR

RIS WA R REEHILUG, SiARMRE. AATRESEFNR, HERENSE, NEHRL
ER MR EEEORTER, RN TaFAaIERE, FRMFENMEL CRZIT) MEEME Gt
WHEGC) BRI, FAMTCLPAMATE, FATCRNFYRIE S, ENER-HEERR, Z840
EfFEEMBHR, HENERDITIITRE,

fit: REDEA R DV (E RS %, BRSO, (% DV M L i o
EEFBLINNLES, (L0 AU NI TR — BRI T AE?

EFE: 1997 F, FEHRTE LDV ATFRIEH, M CEERED) , 44 7 27 S7F
& MTATHEh B E, BRiTE R DV Hlds, FAEE T, RE/WLE, MiXaKk—
R, SRS, tifilsn 731120 &6, TIHE—DeIEM “ReEnt, ILEEEA
Cf” . EAMRAITENIREELINE? JAPRYT, 37527 USRS, AL, Bl
M CEBRE) o BRI TERABRHREMEETH, ERMMIAE, AR Earinn
WE, ZFR—E, NS 7, #RRAER/NER)LER, WMERBEREM, W2
KisHLash, o8, i adinE cixE, HECrAdRE. XPHREE, 51RTKR
BRI A EEERTIXME, SNEORSL T — P REIF DV =, EEISBIEBEE T RIT,
PN EHRER BN, TRELIATHERE, ha B EE, HEATHRE, AFTHRERIR
MEME T, BEMREEHEAERSHE, REMBTHET T, XM THE TWMES, gi2bEntt

185



EEAIZD, 2R2aEEHCHN, 1998 F, FELFF¥2NFERE, 2ENF TERS%E, K
POTHIAR SRR R LT TN E IR K, BOTEENE, SERM MR FIR TR, (RAEBNY
WAGRAE, SERNRIANGIR TSR, X7 %S T, REZBEUENLESX—RATIRE
RHETHUC “BATEN A RIENEEAR, ZEEHANELRIRK T? 7 YL IEERITR
BT L, 22 (Frederick Wiseman) FISEN, RS 1997 Kk 17 HE, 4R
ITIRA SN EE T —Fpfeteg, fa st il R EHHE IR AR, R T, fERASHI T,
BIRZ LN B RPGE A E B AR, BT DUR S FAIBRDOTIR IR D e, SRMELE T,
BoFEMEE T,

FTLA DV RIAR S IX 24— g e, BT REREE, B T RZ2LRKE, ANHEZERRE
EIRBEMYL T — Al S, WIRMIXETR T, RAFFERRENIS, BUERHS L IR E
PRBRKIREI), TAE 1997 SFREZR VIR Y — A1, WHAKRL R, SR ANEZLD
KA, MEANRLE XA FE T, TEBEIRAR, HANEGXERALEZFEEATIN,
AEELEERER T, MamA ARLZERMA, BRLDRA RN, REZEEEHEIRE, A
REERMIENE ) 258, M 2HEE, HEOXAFAERRE, MRUETT, AMRAO¥RITE
HYERAI R, At 2lE? CHERIRE 7, R, BN 2CZRERERIE? (BXERIE)
(PEARBRMEIESTH) WEARBERMA, BN 2T TIEERIE? BATANERIRZRITE
BEAREMR T, BNZERW, BRI 73T,

FBba: WA 22N, 2R ECH, XIERKES DR, sRIEARES
R, MAEERRS, EXDREEABERENE CAERERG, i1Eaxm, il
[MHEORENEZER T K, RATRES A, WERIRZE —DMIMNRRIERE, IRSWE
HE—EHIRRARZNEHMRBEIAETTL TR XEREE TRXAEHEXVIESERE, RITaTEL
HOME, BEFWH, XRDINIRA, @ A\EFE MM UMNESAE, BERIEEN
RAFRIT, %8 ORI FORE, AU R 7 A EHREHE— 25522 A,

PRE:: [EAFsiX MG, st —m. DV RAAEFEFRTRICA — MREZR LR, @2
Wl Isa RN TR IR CRTINZS) |, SRR 7 BRTECE, Wit 2K AR S R
BZMEE, WA T EAERRE CRFENANERK, FNHRIE DV RGEHERR T — 1,
XS FEARE RIS B AMAE BN, WEDT AR, GIBAEmERIN, B EEIRIT AR
RARMIE BTN, XMIREBERAR, BER T —fM bt BEREKIE, RNEBUARE T
Wiry, RE TR, XiiEe iR,

B T RECRENHHREHE AR RICE XA, B DR TRAQAMN, RILUL “Edam” BRI,
IS L, AR[R] R T4 B R L A R A SRACRI PRI, B SR IE 4 R SRS 582
ROUASSEIE THIBERGRY, B MEEZEAEE, REJIHERRENT, WRAKLR K,
ARRIE R, WA T

f): RYSREIPRAF RS, SR D ANRARE, ERZROME, KR DRER, ROARSEBZITE
WRHIRR, ARIANERBGE, ARIAEEEZNEHESRE, BCRR—MRyidEl S, 8
C¥ TRZHMEA, W8 TR, B 7 HId, MEEARBAEE -, FatRfonta? it
TREEGTRLE T B Tre FRUCRIE/MA SRR RIIG? JEEMBTRIA/Man? BoXErsmpteR e e, &
BUANEZRPY, R DABRBIRIXATREBR ARSI, Z4r, MEERKIRR, TP EBEAG e E

186



BicEHm, ANYYIRERRZH), (HRRESREIRE 1, TBARNE, TIEEZRAIRIIBIR,
RICHF LN AR AHEME T, BISEROERRRERL, n2HEUaRAE ~RE-F L, =
R A Bt EM RO, AERE, BURFR, PIRERPASARNEME 7o FORBAH ZME,
WA DI IRAYZRY, WEEEARY, BFAI0RIF, IRRERTEE, AT DA R, Al FEE A R e,
A FERE T

BRI B FARGRIXAE, SR HIE AR DAfFaE, IRATAAEER 80 ARV A FHAETK HIR,
BTG D AR NMFINE, MIZHHE SRR D XA (RS, FHEZ MR 28, A,
M, REWEARNE, PRAERERAIRZD, GEmHIR, RIRME TR, nIRERKRAE
g it — MR,

J¥b: NEBMURAR# LG, CRESNEG, L B8 LS — D RIERIERIT N, BR T84
TEa DS, MRMZIEFATHN, BATRERICRAT R Y, FER, T, APMARZELL. Hid,
XERE T ERRSR, wBME, BARRIERE T XN, HAEEEE, A A BUHE
FEHRME K, MHSISFERIRG ZE AN RIBUX L5, K57 i N AT RS AR PRI iz,
A2ERBE, i DWRRANX ARG REZR ), HEFEG MK, PANIXFEZARE S,

EH—A, NSRRI, SOt EL SR R AT A S AR R Z R, X
L BBNTEAE L N2 TIREELH, NRPREZNY B2k, EEmiRedrEd,
FEAE P, RIS R R R, BTN DO, AR IS TER ke,
JFRIC SR AR OORE, SNNXAERIE 2 EERAMIGER RN Z T AR e oy — R
JBVERY, REWSH —LEsa MR I, MUREE, HRIAGTHRME, HhourEL R G AT R
RERNIXEEFRAR, BB ARG B Zhl, B8 Z ATaRE R EBR P,  Bl#TE AR,
FIREER, ABEIRPTENARIC SR A OMER), U2 MReRT R, B Rz 2N AOE SR N,

HA, BTSRRI N AT, RAESMNEF R R ERR, XEES AT RE R E L]
RN R . BEAREMRSR, MERSUL. WSRIXERVGREW ALk, vy N2/EAId
SRAERY, ] T4, MM AR 2, MITRBSBRIRERT4? BLIRERE, A&
LR, HRA, WHESZGRE, R EEER, AT ESE G, BEEE
LSRR REZER,

E7E: R IEMMEREE T T EIMNSE, BAR BRI L FERVRY— T E R R
MRS, AlRem@d | I, vt 2le? 2005, 2006 AR, A — N AHKEFK, EREKIT
HEER, PIREAZHRAERER, e 7R DR 8, BAE—ARBRERLEER T, KTH
WFEREERE R 8, WA, WX T —F, HALEE, BAXMREEZ G, SEIT
BRI — KRR, FRIAIMBMIRILFRRAY, a2 aIiA, IR T AR ER T,
Lfieh 5 Bk —A, —A 10 oh, MBS IRAY, MU NERBIMEIRIN R, 2MimKRERR, BIF
WEX, Bftaft4. FreltEls, TiediFEr, 2o hk, thef, FIbilz)nx
KN, M RE TS E, RA R LRE A A, SR T DUSHERL 71, FRIEZ]
EXERE R, XENERAZ T 20?2 #RPGER. BONRIERIAR N RIS, MR
TEEMNE RIS EEY REIE LY.

187



WA — NURAR I8, 22— hERG L TR, hERGL TEMRENAE, EHrLR
RUR, HERRARER, KR EFIAFRERARNRR, | BOFHERZA AR, Hep—R
RN ERREMMEGR R XD TEMESARKRERMAGFR A KA T, EHAH, H2IX
Mizsh L E — DRI, ABUE BRI, AERRESE. BFOYBRATBLAE R FbR R = 48
HIFRIEZEA T 270, ik IR RE FIREE ANRERT, 1EANE ERTREER HEWEA T2/, Fr DIIFEIL
NG KB ARIENR,

PRER: N2 BAS? AASRFRERATI AT AL RICRERAEF AR, FF A R
T, BAEBMA RN NG TEARFHW R G I, YONFrERESR ABER), BEEZERAY,
ESCHAASRLRRCN 1R, 55, WESRTE? IATRENSILUER FEAIIASR? FERXDREHE ~, |14
REMEWLER S RIS BB 24— A,

B R R T DUENATIE, B BN ARIAESE, KPR G ahs 502 T A4 BT,
KB HAG 1L, EREEEEGYRER DA, AR TR EMEENIA, HeanHs
SN EE ERRIE, FNEMRRICRAREEMINE, HEEREE, w2 Es, EDA
AR BB IR T BN TR, DRENIES. N Re ™ A T AR BB, DA
KR, BEETORRURHL, BlF B, ER0 WK, e RIAFRLAEREZH, BE5ER
THERREANE, BURTERIMAMIERE: EREMWR T HEZDAG R R SMERNRE? BEXf
TR TR S R Y R G ? AN 1R SR E BB R E R S — S BN TR A LA SR D R AE,
DIBAEE ;BT N — R A, XA T L T

FERXPERZE R, BATEERAEMLERG B XN RIME, BEZHRABAE D ANE, Xth
W ARRZERE, MERSEIAEIARMOREFR, BT ER S FE DA
(ERKIZAAAE, IEWRERIRA M —F, BNt ARBEE T RIEMAEL IV FABZEFE? A
NEEZATEE ORISR, 2PN, SRR, FRAIFEITERERGE, FEIX
LA R, fERRS FANICR B M 28 7R 5 IR AR 2

PV RN L2 TEL RRAR? FIOMERTMERELE, KR, HRER UG TAT: R B0 75 %,
XBBATHNIENZD B MBR T BN HKEN TIXER BRI RS F AT R @I AR
RFEORLBIEORITE, BB, XSRS, i ER AR EREE T T R? fLs
AR WHER), M ERSTEEE THE, FMOZEER? I thZmtt, WER
RAEREE MM BElERRNFTEE, DEEAIENIERE, 212, IC8EmIeE, FEE K ¥T
IERERIA R AN E Y, ATRES BUERRIER, AT ARER G R, S IRATEH S ERI I,
MRLEIE R R IEICACLAUEDL, WIEINEF, RIS T R IR — N aSHIE R, SR B
TREREMIEK, HARNEAREHIEAHI,

K RJEIXAREUE R T/NMATE 1991 ERIIE, KT — MR AizsifEs, RAERARR
PERTRECLARIR 17, (HRAHIEZIMMIEZ—F, BT SR,

W) &, &RAELE 1991 ERY 11 H,

PREG: FRICHEM 1991 FHIRZF,

188



) XA ERBATH N, Z e 2E RN LR A RITHER R, A DU KBTS B E 4
Wik Frias)), RBAVNARE A EZERNX R FONE 80 SEAARIHRAHA R, A T HEKR
Ak, BATNEMESA L/ R, BATEEIXEEREREE, M— D R, s B
—NEE, FINEANE 7R, G RATRIE, RNBIERIE TEE, 2486 BN
— NS, BAHTE S EEMRAN, MRAESNE —ERMEIES, et 7 RAIRHL -
AHT FEFGL, XNESRBAVNARER, BT B KR, EEREIMAEREK, KEBHIV)
HASHIRE, BREREERN, ERONEBMRY, RS T,

PN Me TRZOMBFEFXNES, FANBNEEERNECHH, GRS EMBITE B, X NEE
I A S AR SR, (RSO 405k A VIR R 7 MO bR, (HERBICSWE 2 B HR A, R
LRI BATHIX AT A TR, ROV A OB S, XL R A MR A M,
BT \ER RS, B CERIR)  GHiate) o (iggiiidl) o (P9 50 SRt REsk) |, 2
HALERRIRY, BI7TREIAATHY,

A — L G DL RN HICE, BTEZER (HEG) . GRRAEED . GUREGD) . CRZ1T) .
BTANENS TG RO BRIEE 1, SRIREISER Iz, BANEZER] 7 —MESRY. HaIRIER.
BATEN FTEFRICRAIXE S BRY, BAIFNERHAELNERRZEREIFNERIARZSK
TEM, MAEBRBAHEIL R T B EBRBFE, EICROSAF LBk E M, EEHEKSEMN
PRI, XHCREREMSEPUERE —E i HN, &R WA, BTARANE R ERE EirmE A
NER, WAIIEENREBATXEER SR, RS AR, TREATEHSEL, e,
MERBEARKREMN N ans, BXamiaFrRe, s Z2ieT. SR M=, BErmkery,
s E R A Y, TRy, BRIEKRT A, ERITEISEE LR, B DA FHRITHE BT AT H,
HSEIEG 70 5B L ZH R — FERANE, ENELERAeIEE, WEREAD, EHHN
BATTHIR Lo

PRER: WA I RIZIMESRRIRE, KX N REENBROTAARIENR, MR ERFARER
Ao ARZIT) IXHBAESHM 1988 LEEETEBIAR D FAF 25— DA TURIFE A, BRI AT &
AU, FRATAEAEIZAE — N R AT R B, RItE, BT CR&IT) mids, ®4s Crimakic)
HICsk, AR A TR & 28— M REDRA AR, Hith%, TOTARERMNIPHTRIZZICR,
HNTHEZZ2ANTFEMER, N TEMALZZ2HE, REEE SRR, Z2MTEN—E
Wit, fEM BTN, HERERT, 5527 G, BT FIRKEETE, M CR
211 JHaEE, XEp CGUREGD) EEERE, ErZEEMprminidrym@, PAHAT—E
AT G AN 55E,  [EIBERATIFTE B R — DN E KRR, BB BV NHIE SR IE R Z R RTERIET,
AN ZERE, SdXFE—EdD, ERATERRREE,

SNBREREAN R, ZJcifie, HRBIDXEES CRZIT) , BRAZEAMT SWYC /NMHRIRAL, A
KO R B FAATIRE— 21, R 1991 FRALsE A Y &, BT CR&ZIT) FFar
e s 2B T IRH NHOPES, SIMHIHASRE. SRR 7N AR, M S TR T,
AR ARHISMT DN AR, BB T ARIR SR QIR D AR E S, IEXHN N BRESEIE,
PATEMH R — 7 20 20?7 AR AIESIEAME TG, K22 TANIE D AR RGeS
A —FUEUA ERIE TR, SRR SEELAUERTE. BATeZ)E, BRHEDZ B Rk, 2
JEBRBEC AT 20, RE—ERBIpE, Lhr EZFZEINIRIWATEIN, KRFEREFE—-1ES,
FTARE T T IXAFER,

189



H RTRARENS 2RI E FRE o 1 3 e 4 My, BHRFARRBAITVNRER:, HTM2sE—
MRER, L ERRE TRXRSUNES, HERXNMESEARINHES, Wit ERL
RIBINEENES, FTURMOAMNZEN — DR EREEE S ZE AL, RETHNE,
FHMNBENEAE D 2FERIAR? BT UL KRB AR BAIFT LRI MAL e fEiX
FE— IR R ROZAA A A IX B 5, EHid 2, BATRIESRE SR L 5IK, AR,
Bk, Behsl, WMAZEE, RIS, FIIEsRATAERX MR, s WIEX
PMRARPNBANTEH CHWEZRTE, X% —#7.

AR BRI TR RAT N, WREIBMTEHE, MEMRATIEERNNET S, m
BIREMNN AR S, EXNREBICICRA AR, SUTRREERMER. R r7T
MR Rk g, BIETRMHEERm ARG ESL, BTSN
MRS, XL BRREBNHARATARIEINIRIR, DRI BESLRg A, BATT IS
BIEMBUE, BATSILRZEE, FIHIXDEMHZEAZ RO ERZ IR R ESE,
RBAMHIEL I, 2B _a8 s buiedl, 56— MEHAERE S rImi, 55 witid KB BATHHR
frommd, HmEmHAmw ke LY, WER, FENEX, XM2IA BN, ik
B S A R ST A 1R

AR MR S — R R T IHCHI AL, [R5 25 R o AT R BT AR R P2 A 4
B, BAVBAMNIIETT 61T, TR RANIAE 2, BRI AL

JBm: PAhFE— e SN RAERMHERX N R ERER, K NF2EMEER T, WiTEan]
REm4IE? AMBA AR RIRARD, XERED —E, Fr AN RS B e R 2 S5 R &
BRI FTIEAE R R A TR, IFEAREE, ANESRIEE NS KNP ERT LR A
MR —LEN, WIHiEy, sk 7, SSOttiEs.

FILFWIN 2 A SHEEWRSHEARRE, MW ARERLKAN, ROk A ZR RIS, 5
—MIX 2GR R TATHREF A S A Z UG, BAKIZA] e At 22 HL, B4
EMBEL, HRA R, B4 ERDE, EAEENEEPRSMEAR, LilANes. RER
KelDIERZA, MEZRAE, BORRAE, rJRUTieRZ, EEmiELfkRr, BaftEE, x4
ATDUZ AR, BT DOX AW s ime] 7 ek RIS, EH — BN, £
LR S, T HIX DN HEARTE 1991 45, 1991 2 AFR? IEAT iR ESCEF TR — D HIN
HARRTR, XB/NF 1992 RSB HINHIRIT R, i@ 1991 48, ADE ERFFE AL,
1991 fERYIHE, AIREfRZE R A RV ETRZE MM, BAIA X EMOX2—MFFHE, ERSRKE]
EAEIR, BATIREAE—B) LICAEDNX P, BN R IM R, FRATZ g m ERM e, Egr 3K
TIHYICFAE

FrE: AR R — T, HENDRAIZEE T2 A0E? 2B T T —MF, XIREZE,
R YA HIE B PR E 7 — A 8gRR, BEERNDT 7R, ERIXMERESRER, 1R
KREALT, BUEEEA LT, MWIUDTTERE, — DMt —PMEREIIRR, XMERR
1SRG RICRAT NI M2 EE N, BATMTLHIRA R RIER AN, SRR ERM, A
BRI, AR R, ERERAL, TATREMEIT 7 —%RE,

190



Searching for Dust-Covered Images in Ruined Spaces:

A Conversation with Li Wei and Liang Chen on the Art of Found Images

Interviewer: Ann Lyuwenyu Zhang 5K 555

Note: On April 25, 2025, I conducted a conversation with the artist duo Li Wei 44 and Liang Chen %% /%
on the topic of Found Footage. We discussed their ongoing ruin photography project Dust and Scratches (Fig-
ure 1), as well as their reflections on the relationship between spaces undergoing demolition in Wuhan and
the abandoned family photos. The conversation also touched on the role of photographs as consumer goods
within planned obsolescence in the Chinese context, and the transformation of image technologies from the

analogue to the digital era. This article presents selected conversations from that interview.

R~

Figure 1. Dust and Scratches 52> 5 %IJR (partial)
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Ann Lyuwenyu Zhang (hereafter referred to as Zhang): To begin, could Li Wei and Liang Chen briefly
introduce yourselves and talk about what first drew you to ruins and found footage art, as well as your current

working status?
Li Wei: I am a designer, photographer, and a collector of image-based media objects.

Liang Chen: I work in visual design and currently teach in the School of Design at Wuhan University of

Communication. I am also an enthusiast of field observation and modernology.

Li Wei: ‘Ruins’ constitute a classic subcultural category, with a traceable lineage in the field of art history,
and are closely tied to photographic culture. A categorization I find compelling divides ruin spaces into four
types: cultural, industrial, public, and residential. Dust and Scratches focuses on residential ruins that are dis-
tinctly localized in the Chinese context, with ‘demolition” #%iF at their core. This is tied to the land system
in mainland China and the development of the real estate economy, and it intersects with the formative expe-
riences of Liang Chen’s and my generation. I was born and raised in Beijing, a city with an expansive, his-
torically rich old town area. As the capital and a central city in multiple senses, it underwent multiple waves
of demolition and reconstruction during its rapid modernization. This process unfolded throughout the 1990s

and early 2000s—looking back now, I realize how belatedly I became aware of it.

Liang Chen: When people observe something, they often unconsciously project their own experiences onto
it, generating empathy. I have a persistent attachment to the spaces I lived in as a child. My hometown, Shi-
yan |1 , is a mountain city in Hubei Province, developed as a migrant city through the Third Front Move-
ment — 2§ [ F% . The spatial range of my daily life during childhood was very small—my home, my grand-
mother’s home, my father’s workplace, my kindergarten, elementary school, middle school, and the shopping

mall and theater that I frequented—all were within a ten-minute walk.

Around 2010, redevelopment began in my community at Liuyan Mountain 753# 111 , and half of the moun-
tain was carved away. All the spaces I had lived in and played in as a child—including my own home, my
grandmother’s home, my friends’ homes—were wiped out. The spatial environment of my hometown, like
my childhood, became irretrievable. At that time, I found demolition to be a slow and melancholic process,
and in high school I began photographing the interior of my grandmother’s home before her relocation, along
with various demolition sites, using the flip phone and compact digital camera I had at the time. In fact, I be-

gan photographing ruins much earlier than Li Wei.

What I regret the most is that I wasn’t involved in either of the two moves of my own family and of my
grandmother’s home, and I didn’t even know about them right away. My parents may have thought it unnec-
essary to trouble a child with such matters. At the time I was away at university in another city, and I was
only informed afterwards that the home had been moved. By the time I returned, it was already the ‘new
home’. I never saw what those spaces looked like in the end, and no one in the family had taken any parting
photographs to commemorate it. This is one reason why I am especially interested in the type of residential

ruins that Li Wei mentioned—those that bear traces of life.

Most of the ruins we explore in Wuhan are similar to the work unit family housing and early commercial
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apartment blocks where my family and my grandmother lived. At the time, renovation options were limited,
so one finds many similar interior layouts, furniture arrangements, and household items. I often saw terrazzo
floors identical to my grandmother’s, green-painted wall skirts identical to those of her apartment; curtains,
bedsheets, TV doilies just like the ones in my childhood home; and children’s height marks, doodles, stick-
ers, award certificates, timetables, and celebrity posters on the walls. These spatial samples are reflections of

the lifestyle of a particular era.

As our exploration deepened, my feelings began to shift. [ had always assumed that every home was unique,
but as these spaces revealed themselves one by one in cross-section, the sheer number of similarities became
apparent. It turns out that many objects and experiences were shared by people. Knowing that, past regrets

gave way to a kind of acceptance, and I found myself asking: what exactly is it that ’'m nostalgic for?

Li Wei: I moved three times while growing up, so I strongly identify with Liang Chen’s account. Even
though Beijing and Wuhan are a thousand kilometers apart, I’ve often encountered spaces in Wuhan’s ruins
that resemble my grandmother’s and maternal grandmother’s homes—these spaces that were abandoned due
to demolition are reminiscent of my childhood. These are no longer ‘homes’ but familiar-yet-strange spaces

of recollection.

As a first-tier city, Wuhan is still undergoing large-scale demolition and construction, whereas cities like
Beijing and Shanghai are already in a ‘completed’ stage. In the past two years, we’ve explored twenty to thir-
ty demolition zones across Wuhan’s three towns. One key factor that gave us this ‘window of opportunity’
may have been the Covid-19 pandemic. This enormous force majeure slowed or even suspended demolition
processes in many areas. Some neighborhoods were half-demolished, and some former residents had yet to
move out, leaving entry points intact—though often concealed.

Liang Chen: These ruin spaces changes over time, bearing overlapping tracks left by demolition workers
and scavengers. Wooden furniture is smashed, wiring is stripped from the walls, salvageable household ap-
pliances are collected, and even mattress springs are pulled out for recycling. But items such as clothing and
personal belongings are rarely touched—they’re no longer of use. This includes photographs, negatives, and

albums (Figure 2).

i Y
Figure 2. Found images by Liang Chen and Li Wei
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In a recent outing, I was examining scattered photographs in a room when a woman walked in. At first, she
assumed I was a fellow scavenger. But as we talked and she realized I was looking for photographs, she
asked, puzzled, ‘What use is that?’ Afterward, we each searched and took what we needed—she made several
trips to carry away anything that could be sold.

Li Wei: As Liang Chen described, demolition is a process of resource reclamation and reuse—from wooden
furniture and copper wiring in rooms, to the steel and bricks in buildings, and ultimately the most valuable
asset in urban redevelopment: land.

Ruin spaces are extremely messy. Sometimes, finding a single photograph prompts us to look more closely,
and often we’ll discover others nearby. Some photographs or albums may be buried under surrounding de-
bris. Many households do not seem to have had a specific place to store image-based materials. We often find
photos, albums, negatives, and envelopes for the negatives mixed with documents—and even with buttons,
sewing supplies, stationery, and charging cables—all stuffed into a single drawer. When demolition workers
or scavengers arrive, the wooden furniture itself is more valuable than these scattered contents, so they pull
out the drawers and dump everything onto the floor. Once the wood of the furniture is taken, the photographs
are left behind. By the time a building is about to be torn down, most spaces have already been stripped bare,
yet if you look carefully, you can still find photographs—waiting to be pulverized along with the building as
the final layer of waste.

Liang Chen: In a way, both of us are ‘scavengers’. Li Wei does film photography in the ruins—what we
might call ‘image scavenging’. I pick up specific kinds of objects as well. Besides photographs, I have sever-
al themes—keys are one of them. From a practical perspective, old keys are useless to a house that has been
relocated—many of these houses don’t even have doors anymore—but they function as metaphors with rich
interpretive and metaphorical potential. I’ve collected about 1,500 keys so far. I also collect toys, especially
kid’s meal toys from McDonald’s and KFC. These are well made and usually stamped with their year of pro-
duction. I once discussed with Li Wei how going to McDonald’s or KFC was a reward from our parents when
we were little, and those toys were something we longed for. For example, the Colonel Sanders handheld
game console, or McDonald’s Snoopy series—it’s heartbreaking to see them abandoned in ruins. Recently I
also discovered a type of old hollow brick, often split in half amid the rubble. They’re instantly recognizable
because they bear anthropomorphic distressed and comical facial expressions—which is very cute. Though
they’re quite heavy, we picked up a few and gave them a name: ‘Zhake-berger’ ¥ v {f1#% (Figure 3).

Figure 3. Keys, ‘Zhake-berger’, toys
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Li Wei: We also pay attention to the anthropological dimensions of ruin spaces. As Liang Chen just men-
tioned, we speak with residents who haven’t yet moved out, with demolition workers and scavengers, ob-
serving how they navigate and inhabit the ruins. In some cases, we’ve discovered secret gathering spots for
slingshot and air rifle enthusiasts. All of these are worthy of further investigation. The ‘ruin’ is a pluralistic
site, and our exploration is equally plural. Found footage art is one of the more developed and mature threads
within it.

Zhang: This brings us directly to my second question. Unlike many other artists working with found footage,
the images that you focus on are directly connected to the spaces in which they are located—both physically
and emotionally. Could you elaborate on this relationship between space and image in your practice, and also
reflect on the verb ‘found’ as it pertains to found footage art?

Liang Chen: In our work, space and image are directly linked. Once, we found a video tape in a room that
had been nearly stripped bare and was covered in dust. Upon digitizing the tape, we discovered it recorded
a wedding ceremony. The only object in the room that still retained traces of its past appearance was a chan-
delier. We browsed through the footage and located that very chandelier in the frame, confirming that this
was the same house where the wedding took place. We then looked more closely at the details in the video
and noticed a portrait of the bride once hung on the wall. In the corresponding spot within the ruin, the wall
bore a faint imprint where the picture had long hung, a residue left by dust. Following this clue, we searched
among the debris and dead leaves on the floor nearby and managed to find the bride’s portrait. It was thickly
coated in dust and barely legible in the dim light of the room unless lit directly (Figure 4). Starting with a
piece of abandoned home footage, we uncovered mutually confirming evidence within the very space where
the image had been recorded. It was an indescribably moving experience, and it reminded me of the Finish
documentary Iceberg Shadow (2009).

A segment of video and a single photograph—these are like fleeting fragments of the space’s past life and
memory. The neighboring building was already under demolition. How much longer would this one remain?
Perhaps it has already been torn down as we speak. We don’t know whether the owners of these images
saved any digital copies before discarding them. Or perhaps these images had already ceased to matter? Have
the memories they carried also vanished along with them?

Figure 4. Video tapes found in ruins and digitized version brought back to the site

Li Wei: The central subject of Dust and Scratches is the material medium of abandoned images within aban-

doned spaces. As Liang Chen just mentioned, videotapes are relatively rare among our finds. More common-

195



ly, we come across large wedding portraits. These may have been left behind simply because of their large
size and the inconvenience of transporting them, leading to their abandonment during the actual logistics of
moving. The accumulated wear and tear in the ruins accelerates their deterioration—frames fall apart (Figure
10), photos shift or fall out of their frames, and in extreme cases the images are completely destroyed, leav-
ing only empty frames. From the outside, the most striking visual feature of a ruined building is its window
openings—no glass, no light inside—so from afar the structure appears as a grid of dark rectangles. I find

those empty rectangles strikingly similar to the empty photo frames.

This visual intertextuality points to the two key terms in the series title: ‘dust’ ¢4 and ‘scratches’ %IJJ .
‘Dust’ refers to being covered in dust—that is, being set aside and becoming obsolete. ‘Scratch’ refers to
wear and abrasion—that is, the depletion of its utility. Both conditions result in the object’s fate as a com-
modity: abandonment. On this level, Dust and Scratches functions as a kind of death portrait for these spaces

and things.

Liang Chen: Every time I encounter family images in a ruin, I can’t help but feel nostalgia and a sense of
cherishing—but more than that, I feel confusion: why weren’t these photos taken along when they moved? If
I were moving, [ would definitely bring them. At first, I thought it was an isolated phenomenon, but the more
we explored, the more common it turned out to be. A large number of family photographs are left behind in
ruins. So why is it that I don’t feel particularly sorry when I see abandoned furniture or clothing, but I feel
deeply saddened when I see family photos?

Approaching the question from a designer perspective, we considered the concept of ‘planned obsolescence’:
the idea that a product’s usable life is deliberately limited at the design stage, so that after a certain period its
function fails, its style becomes outdated, and it must be scrapped and replaced. When coupled with advertis-
ing, consumers develop a desire for new products and a perceived need to purchase them. Clothes, applianc-
es, furniture, even home fixtures and real estate itself, all fall within this system of obsolescence. Image pro-
duction is embedded in this same logic: photographs are tethered to physical prints, and those prints, together
with cameras, film, and photo processing services, constitute an ecosystem that is also subject to planned
obsolescence. When we were children, Kodak advertisements told us: every moment of life is precious, it
should be photographed, and only with photographs can memory be preserved and transmitted. This narrative
resembles the marketing strategies used for fine jewelry: every family ought to take photographs, and those
photographs ought to be treasured.

But reality does not live up to this ideal. Photos age: they fade, warp, mold, and tear. People grow tired of the
old and seek the new. The emotional value that photos once held also wears out, becomes obsolete, accumu-
lates dust. What distinguishes them from other items is their deeply personal nature. A photograph reveals
that someone was once here. It makes the passage of time palpable. Even when mixed in with clothing and

random household items, photos are visually arresting and emotionally affecting.
Li Wei: Liang Chen’s account weaves people and memory into the relationship between space and image. |

want to switch to a microscopic perspective and talk about how we observe dust. Dust is a minute yet ubiqui-

tous presence in every space. I’ve become increasingly interested in it through our ruin explorations.
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Textually speaking, the title of this photography series comes from a filter in Photoshop. I was struck by the

¢ 250N 0

translation of ‘dust’ as ¢ ¢4 * in the phrase ‘dust and scratches’. While dust may be directly rendered as /X
2l in Chinese, ¢ 577 * carries poetic overtones. In classical Chinese, the phrase originally referred to emper-
ors in exile, fleeing through wind and dust; it later came to refer more generally to beautiful things that have
been neglected or buried. The character 7 itself is nuanced—it is composed of ‘small’ /)» and ‘earth’ I , ap-
pearing simple but rich in connotation. A whole set of expressions with Z* in them connects dust, earth, and
the human world: ‘mortal world” 22, ‘red dust’ ZI.212 , “trials of life’ X212 , ‘former life’ Fij4 , ‘posterity’
mZk , ‘speed to transcend” 417 , ‘to be sealed in dust’ 223} . I find that 5¢2P encapsulates the condition of

family photographs in ruins with remarkable precision (Figure 5).

Demolition, as part of the modernization process, replaces work unit family housing with high-rise housing.
Cleanliness has become a key trait of contemporary living spaces: sealed windows, air conditioning, purifiers,
vacuum cleaners, robotic floor cleaners, professional janitorial services—all these systems work to prevent
the accumulation of dust indoors. But unless one lives in a surgical or laboratory-grade environment, even
the cleanest homes contain blind spots: the upper edge of a picture frame, or the narrow crevice between two
pieces of furniture. Dust is inevitable. When a residence becomes a ruin, it is no longer enclosed or main-
tained, and all cleaning systems cease to function. Construction dust from demolition in adjacent buildings
seeps in, and dust accumulates freely throughout the ruin. This reminds me of Mary Douglas’s classic an-
thropological work Purity and Danger, in which she argues that dirt threatens order. In this sense, demolition

sites are temporary and unstable corners of modern urban space.

Figure 5. Dust-covered family photo found in ruins

Visually, dust is extraordinarily expressive. I pay special attention to a certain type of scene: in the past, writ-
ing desks were prized pieces of furniture. To protect their surfaces from scratches, people would often place a
glass panel on top. Between the glass and the desktop, they would insert photographs, letters, business cards,
receipts—the desktop thus functioned both as a memo board and a display. As one worked at the desk, these
items under the glass remained in one’s view. After a household is vacated, these items are often left behind,

and over time, dust accumulates on the glass. The images beneath are only faintly visible. I find that photo-
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graphing such a scene is particularly resonant with the notion of ‘dust’ 527> in Dust and Scratches.

Liang Chen: I would like to add one more point, which could be considered part of the broader relationship
between image and space. When found images is both discovered and exhibited in the same city, its local em-
beddedness becomes unexpectedly pronounced during the creative process. Dust and Scratches was included
in an exhibition in Wuhan. To complement the wall-mounted photographs, we recreated the ‘desk-top photo
display’ 15 5L &7~ 8} scenario that Li Wei mentioned earlier as part of the exhibition setup. We purchased
an old writing desk, had a custom glass panel made for it, and placed some of the photographs we had found
into the space beneath the glass. On the final day of the exhibition, one of the photos was unexpectedly rec-

ognized by a visitor—he saw members of his own family and relatives in the image.

Later, we carefully reviewed the rest of that family’s photographs and albums and found one that was par-
ticularly commemorative: the family had once taken a picture on the rooftop platform of their apartment
building, with Wuhan’s landmark television tower visible in the background. The photo had been taken in
the 1980s, when the tower was still under construction. We returned to that very spot on the rooftop with the
image and took a photograph of the photograph (Figure 15). About half a year later, that building was demol-
ished.

Zhang: | know that both of you also frequently visit flea markets and antique markets to purchase and collect
abandoned images. This process differs slightly from finding images in ruins, because the images in markets
are clearly priced—meaning their nature has shifted. Could you discuss this experience in more detail, and

share your reflections on the images that ended up in the marketplace?

Li Wei: In the Chinese domestic antiques trade system, old photographs are categorized as ‘miscellaneous
items’ %I , and they are often mixed with letters, documents, tickets, and other so-called ‘nostalgic’ every-
day objects. Their market volume does not compare to the major categories of mainstream antiques. Howev-
er, old photographs are ubiquitous. They can be found across all levels of the market—from auction houses,
to major antique markets in various cities, to flea markets and makeshift ghost markets in alleyways. Through
our explorations in these venues, I found that their system of valuation operates in a top-down logic: images
from the Republic of China period and ‘red images’ from after 1949 are the most prized. The family pho-
tographs we discover in ruins mainly originate from the 1980s and 1990s, the period when image commer-
cialization in China was becoming widespread, and they exist in massive quantities. In a market that prizes
scarcity and so-called ‘vintage aura’, these photographs are of extremely low monetary value—often sold at
just a few dozen yuan for several hundred prints. In some upstream distribution channels, they are sometimes

even sold by weight.

Liang Chen: If we gather together all the photographs that we have collected, we can piece together the life
trajectories of people born in several different decades. Our parents were born in the 1960s; members of their
generation married and had children at roughly the same stage of their lives, and their children—Ilike us—
are part of the post-1990s generation. Our growing up coincided with the arrival of color photo development
networks in China—photo shops operated by Kodak, Fujifilm, and other global imaging giants. In large and
medium-sized cities, consumer photographic products gradually became popular. Countless snapshots of

family life were taken and developed, then stored in small photo albums often provided free of charge by the
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processing shops. At the same time, studio portraits became widespread—wedding photos, family portraits,
one-year-old commemorative photos, personal photo shoots—and large-format prints were mounted and
prominently displayed in people’s homes. These found photographs are traces of the development of visual
consumer culture. They resonate deeply with us, personally and emotionally, but their value has yet to be rec-

ognized in the collectors’ market.

Li Wei: I once purchased a set of Kodak EasyShare CCD digital cameras from an online vintage camera
shop (Figure 6). This product represents a transitional phase between analogue and digital imaging technolo-
gies. In the early 2000s, digital cameras were on the rise, but due to limitations in display technology, physi-
cal prints remained the mainstream format. The EasyShare cameras came with a printer dock, allowing users
to print photos at home. I bought the set specifically because it contained photographs taken by its previous
owner—I had never before encountered born-digital found images. The package also included an unopened
box of photo paper, and I was particularly struck by the tagline printed on it: ‘Brilliant Color Photo That Last
Over 100 Years’. An asterisk followed: ‘“*Under typical home display conditions...” The phrase ‘100 years’
was clearly a marketing slogan, although perhaps Kodak could justify it through its R&D and quality testing
standards. But even assuming a photograph could technically last ‘100 years’, how many photos are actually

being preserved and cherished for a full century?

Photo Paper

L% —
(CoLorLast |

Brilliant Color ] | ——
Photos That I

Figure 6. A collection of Kodak EasyShare camera, photo paper, and printer

People believe that cameras faithfully record what is seen, and that images can preserve emotion and memo-
ry. But the human mind is like the Ship of Theseus—sailing down the river of time, we drift ever further from
our past selves. The planks of feeling and memory are continually worn down, discarded, and replaced. Once
a plank has been swapped out, it no longer seems important. The image associated with it also loses its value,
and it becomes easier to understand why these photographs are eventually abandoned in ruins or circulated

through secondhand markets.

Liang Chen: Typically, a photograph is interpreted from three perspectives: the photographer, the subject,
and the viewer. But if we consider the photograph as an object, there is a fourth perspective—that of the
‘possessor’ 3 JEF , the one who owns the image and holds the rights to edit or dispose of it. For a family
photograph, this implicates the internal relationships within the family, including the question of how memo-
ry inheritance is handled. Times of decluttering, moving, or family upheaval often become the turning points
in the fate of these domestic images. The ultimate destination of a photograph is often determined by its pos-
sessor. As Li Wei just mentioned, and as we’ve been emphasizing all along, the dispersal of images evokes a
sense of melancholy and sadness. This is one possible interpretation. But photography is a reproducible tech-

nology—negatives can be retained, images can be rephotographed or scanned, and the physical object can
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be discarded without necessarily losing the image; these brings out another set of possibilities. What we see
in ruins and secondhand markets is the end result of a process, but when we attempt to trace it backward, the

causes of disposal remain largely unknown—there’s a great deal of speculation involved.

In the antique market, the merchant becomes the photograph’s possessor, which introduces additional un-
known variables. On several occasions, we came across family photo albums whose contents—people, time
periods when they were taken—lacked any internal consistency. We began to wonder: were these really the
photographs of a single family? Later, we learned that if a photo album had any blank spaces, sellers would
sometimes insert old photographs of a similar age into the gaps to make the album appear complete—this,
according to their standards, improves the item’s visual appeal. We discussed this phenomenon with a pho-
tography collector, who confirmed that he had developed techniques to identify such ‘collage albums’ and

had accumulated experience in negotiating with vendors over these practices.

Zhang: My next question builds on this. In contemporary Chinese image-based art, there has been a growing
number of works based on found materials—for example, those by Lei Lei or Thomas Sauvin. As partici-
pants in this phenomenon, I’d like to hear your thoughts on its emergence in the context of contemporary
China. Is the fascination with found footage related to our broader historical environment, or perhaps to the

trajectory of image-based art in China?

Liang Chen: Among domestic works that use found footage as the base material, Beijing Silvermine 1t 5
B is indeed a landmark project. For Li Wei and me, both born in the 1990s, viewing it feels like flipping
through our own family photo albums—it’s very familiar. For example, McDonald’s and KFC entered the
mainland market in the late 1980s, and consuming ‘Western fast food’ became fashionable at the time. Many
people took photos with the Ronald McDonald sculpture on the bench outside McDonald’s restaurants—Li
Wei and I both took such photos as children (Figure 7). So when we found similar images in ruins, we were
thrilled. Later, we began looking for them in secondhand markets, but for a long time we found only one. In
the image archive of Beijing Silvermine, however, there are nearly 200 such portraits, which illustrates how
widespread the practice was. It has become part of our public memory. This may explain why the project is
referred to as a ‘silvermine’—a vast visual cultural archive, where the accumulation of quantity opens up ar-

tistic possibilities that go beyond photography studies.

—
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Figure 7. Li Wei (left) and Liang Chen (middle) and a found image example (right) of posing with Ronald
McDonald sculptures

Li Wei: With today’s faster information exchange, and the diversification of photographic subjects and vo-
cabularies, found footage art has become a prominent and even popular practice. It holds significant poten-

tial: oscillating between the private and the public, the individual and the collective, memory and history, am-
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ateur and professional. Its meanings shift across these oppositions, and this complexity has attracted attention
from both artists and scholars. The works, research, and methods it inspires have generated responses across
photography, film, anthropology, sociology, and history. One essay that greatly inspired me is ‘A Farewell to
the Family Album? (And Case Study on the Cultural History of Wedding Photography)’, by Mette Sandbye,
included in The Routledge Companion to Photography and Visual Culture, edited by Moritz Neumiiller. It
offers a comprehensive overview of how family photos have been used in found footage art in works over-
seas. And I am particularly interested in one genre that artists exploring their own family and then extend to
personal image-making concerning intimacy and identity. One recent example I encountered is Su Yuezhuo’s
J5 H AT photobook Guangming Building Y% .

If we consider the broader context, nostalgia has become a prevailing theme in popular culture. As imaging
technologies have shifted from analogue to digital, this transformation has brought a sense of estrangement

and unfamiliarity—this distance creates a certain beauty.

For our project, we are indeed operating within time limits imposed by several processes. Analog imaging
technologies are founded on film and paper, and these media are currently being phased out — perhaps in
another twenty or thirty years, once the long tail of technological iterations has run its course, there will no
longer be opportunities to come across paper photographs and film. At the same time, urban demolition con-
stitutes another temporal constraint: when we spoke with second-hand market vendors, they indicated that
peaks in the acquisition of image materials often coincide with large-scale demolition and reconstruction in
a city. Such demolition triggers mass relocations across many neighborhoods; numerous family images are

thrown away or sold as scrap, and ultimately disperse into the market.

This reminds me of Pictures from the Street (Bilder von der Strafle), a series of work by German artist Joa-
chim Schmid (Figure 8). Beginning in 1982, he collected photographs discarded on the streets around the
world and systematically categorized them into a found footage archive. The artist continued this project for
30 years, terminating it in 2012. In a lecture, he explained the reason: it had become nearly impossible to find

photographs on the street, because image consumption had shifted to digital media.

A No.75, Berlin, May 1990
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~Ne.5, Berlin, April 1983
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e

*No.309, Paris, August 1995

ANa.714, Chicago, August 2001

2 No.344, Berlin, December 1885

Figure 8. Pictures from the Street (https://www.lumpenfotografie.de/2006/01/01/bilder-von-der-
strase-1982-2012/)
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Liang Chen: Joachim Schmid is now creating works based on born-digital found footage. Searching for such
images in mobile phones, computer hard drives, social media platforms, and short video apps might call for

an entirely different creative method.

I work at a university and often talk with students born in the 2000s or later. I can deeply relate to what Li
Wei just said about the sense of estrangement created by the analogue to digital transition. For those born in
the digital era, analogue imaging technologies are not outdated—on the contrary, they are novel. Because
they never used these formats growing up, these ‘images from the past’ feel new and interesting. For an artist
like Thomas Sauvin, these ‘images from the past’ may offer an anthropological or micro-historical perspec-
tive on the lifestyles of the people living in Beijing from the 1980s to the early 2000s. For us, as post-90s
individuals, these images resonate as memories of our own childhood. For post-2000s youth, however, these
outdated photographic technologies present a fresh, playful, and trendy visual language. This past graduation
season, many students took graduation photos not just with phones, but with film cameras, CCD cameras,

and instant film cameras. For them, this is a newly meaningful ritualistic experience.

Li Wei: Returning to the topic of ruins, speaking specifically about Wuhan, I feel a strong sense of urgency.
The stagnation during the pandemic has gradually faded, and the pace of demolition is accelerating. In many
places, once a demolition crew arrives, they flatten the buildings very quickly, leaving no opportunity for de-

tailed exploration. Many photos are simply buried in the ruins.

Every city has its own process of development. I once zoomed in on other nearby cities—Ilike Hangzhou—
using satellite imagery and found that they don’t have as many large-scale demolition areas as Wuhan. Many
cities have already moved beyond the large-scale demolition phase and have become modular, modernized
cities with few remaining old districts. Two or three years from now, the twenty or thirty neighborhoods we

currently explore might be gone. At that point, our project might come to an end.

Earlier, Liang Chen noted that these spaces often resemble each other. But every region and city still has its
own particularities—for example, Wuhan’s characteristic bamboo beds and diaozi 11§ (a type of clay pot).
One day, when new commercial housing complexes rise, when road signs are changed, and when satellite
maps are updated, these histories may be gradually forgotten. They are too micro, perhaps even unworthy of
being called history—just a record of the material and spatial memories of a single neighborhood in a specif-
ic time.

Liang Chen: The English term ‘found image’ reminds me of an everyday phrase: ‘lost and found’. When we
pick up photographs in ruins or search for them in secondhand markets, we become their new possessors. Al-
though we may use our experience, research, and speculation to piece together their significance, the original
memories and meanings have already been lost. They cannot be fully recovered. This is a process of being
found, yet still lost. Our act of ‘finding’ thus confers a new meaning—it results in new stories, relationships,

and connections.
For many found image artworks, the artist’s work begins after the ‘finding’. As designers, we pay closer at-

tention to the circulation of material objects and the shifting value of images as commodities. The meaning

of these images is open, plural, and full of possibility—whether in terms of the creator’s expression or the
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viewer’s interpretation, there is no single answer.

Zhang: For the final question, I’d like to ask both of you to talk about your current artistic projects and what

kinds of works you hope to realize in the future.

Li Wei: Recently, I’ve been interested in creating a visual typology of dust. As I mentioned earlier, the ac-
cumulation of dust is temporal in nature. By observing the thickness and form of dust in different spaces, we
can relate it to the length of time that the space has been abandoned—one year, two years, ten years. Dust is
compositionally very complex. At a more micro level, I’d like to examine its material content—what exactly
is it made of? This would fall within the realm of photomicrography. At a macro level, I’'m interested in the
dust generated by demolition and its dispersal patterns. I want to understand certain characteristics of dust
formation: why does dust, over time, curl into little rolls? Since it’s also a desiccant, it absorbs moisture—

under what conditions does it begin to adhere to photographs or to the surface of glass?

Some of the found photographs we’ve collected from ruins couldn’t be photographed on the spot due to light-
ing conditions or other constraints, so I carried them home flat in my hands to shoot them there. In exploring
the relationship between the layer of dust and the image beneath it, I’ve experimented with different lighting
angles. Using side lighting, you can see only the dust; the image underneath is completely obscured. But with
front lighting, the outline of the subject in the photographs beneath faintly emerges. There is so much latent

potential in dust—it’s a layer full of possibilities.

Another project relates to the writing desks and glass panels we discussed earlier. The desk surface forms a
large picture frame, which reminds me of the widgets on a computer or a smartphone. Many people set imag-
es of their family as the background of chat apps or as their screensaver. In the pre-screen era, placing photos
on one’s desk beneath glass ensured they were visible every day—these were cherished images. But from
the perspective of professional image preservation, placing a photo in direct contact with glass is a mistake.
When the gelatin layer on the photographic paper absorbs moisture, it bonds with the structure of the glass. I've
encountered many cases where the photo was stuck to the glass. The current professional method involves
cold mounting the photographs, and when framing, a mat board is added to keep the glass elevated, prevent-
ing contact with the photographic surface. On one occasion, we found an entire glass panel embedded in a
ruin, and we took it to a glass shop to have it cut. In this case, the ‘found object’ was not only the images but
also the glass surface to which they adhered to. I want to create a series of works based on photographs that

have become fused with glass—where both elements are found and preserved together.

Liang Chen: Li Wei focuses more on the thematic and visual language of photography. For me, when I see
these photographs in ruins, I’'m often reminded of the disorganized and unreflective way my own family’s
images were managed. It makes me want to organize my family archive. When I was little, my mother was
the one who arranged our family albums. We have quite a few albums, well-preserved, and also a large num-
ber of negatives. Recently I collected all of those negatives from home. Although they were preserved, I have
no idea when many of them were taken. While reviewing them, I realized that the albums only represent a
small selection—they’re curated collections. Photos that are pasted together in an album might not even be-
long to the same event. They could be years apart, but their proximity in the album leads one to believe the

scenes happened around the same time. So by organizing these negatives, I might rediscover forgotten child-
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hood memories or ‘re-find’ visual traces of spaces that no longer exist. I’m really looking forward to doing

that, though the workload will be enormous.

Li Wei: Our exploration of ruins and interest in found images has actually led to a new project. It all started
when we discovered a hand-colored wedding portrait in a ruin. Based on other materials the family had left
behind in that space, we were able to deduce that their child was around the same age as the two of us—
a fellow member of the post-90s generation. Their parents were about the same age as our own, and had
married around the same time. That struck an empathetic chord with me. So we are thinking of reprinting a
hand-colored photograph from the original negative and returning it to the family. Originating from this idea
of hand-colored photographs, we also hope to explore the declining state of the once-thriving state-owned

photo studio industry, the community of colorists, and the craft of hand-coloring photography.

Liang Chen: In Amélie (2001), a film we both love, there’s a scene in which the protagonist, Amélie, finds a
small box hidden in the bathroom tiles of her home (Figure 9). That discovery sets her on a journey to return
the box to its original owner. she eventually succeeds and finds love along the way. I think objects really can
create connections between people. For us, this whole undertaking has many possible forms of presentation.

No single work is the endpoint—it’s the sustained experience and process of thinking that matters most.

Figure 9. Screenshots from Amélie (2001)
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Details of Dust and Scratches

Figure 11. Dust and Scratches: the inside of a ruined home; sometimes the ceiling is halfway demolished and
one can see the ‘home’ from a God-like perspective
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Figure 12. Dust and Scratches: almost all of the ruined building have no glass over the windows; all the
windows look like darkened squares from afar.

Figure 13. Dust and Scratches: a photo of a bride discovered through a video tape found in the ruin.
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Figure 15. Dust and Scratches: a found photo brought back to the ruin where it was found; the tower in
the back is the Wuhan Tortoise Mountain TV Tower, finished in June 1986.
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Contemplation and Drifting: Exploring Painterliness in Wang Bing’s Works with
Three Sisters (2012) as the Focus

PANG Hong JEi

Abstract

Wang Bing’s T It documentary works are often known for their coarse visual style; however, a close reading
of his visual texts reveals a distinctive painterly aesthetic and formal sensibility. Three Sisters — {4k (2012)
exemplifies this: the film’s use of static shots, enclosed compositions, and contrasts of light and shadow trans-
forms the screen into a visual space with a painterly frame, producing intertextual resonances with Western
naturalist painting. At the same time, through techniques such as wide shots and wide-angle lenses, the film
evokes a sense of spatial flow and the aesthetic of ‘distance’, embodying the traditional Chinese aesthetic no-
tion of you Jiif (wandering). Using Three Sisters as a point of entry, this article examines Wang Bing’s works
across different periods and finds that these aesthetic characteristics recur throughout his oeuvre, forming a
vital part of his authorial style. The painterly elements in his moving images attenuate realism and dissolve
narrative, guiding viewers to detach from existing cognitive frameworks and, beyond narrative, to apprehend
the lived states of the filmed subjects.

Keywords: documentary aesthetics; painterliness; Wang Bing; Three Sisters; you (wandering); suspension

Introduction: Exploring the Visual Aesthetics in Wang Bing’s Works

In October 1999, Wang Bing brought a borrowed DV camera to Shenyang, where he spent a year and a half
filming Tie Xi Qu: West of the Tracks &:P4[X. (2003). This documentary, which depicts the decline of an in-
dustrial region in Northeast China, brought Wang international recognition at film festivals in the early 21st
century. Its nine-hour runtime sparked considerable debate around issues of documentary production, aes-
thetics, and reception. Since then, Wang Bing has continued to create without pause, regularly releasing new

works.

Although Wang has explicitly denied in interviews that his works bear political intentions or exposé motives
(Wang & Wu, 2007; Futai, 2017), the documentary form’s inescapable indexical relationship to reality has
led scholars to interpret his films as reflections on Chinese history and contemporary society. Elena Pollacchi,
for example, categorizes Wang’s films based on subject matter into two groups: ‘historical themes—the Anti-
Rightist Campaign’, and ‘contemporary themes—current politics, economics, and everyday life’ (Pollacchi,
2017). Similarly, Tetsushi Marukawa attempts to understand works such as Tie Xi Qu: West of the Tracks
and Fengming, a Chinese Memoir F1 A Y (2007) by tracing the genealogy of ‘modernity’, arguing that
their content is both part of China’s modern history and a means of entering and reconstructing that history
(Marukawa, 2008). Beyond content-based approaches, some scholars have turned their attention to the
visual characteristics and documentary form of Wang’s works. Yet in terms of visual texture and aesthetic
significance, his films are often viewed as lacking refinement or beauty. Ayako Saito uses terms such as
‘dirt, chaos, the anti-aesthetic, the ugly, the impure, or gross’ (Saito, 2013, p.12) to describe Wang’s films,
suggesting an authorial tendency toward anti-aesthetic or de-aestheticized expression. Pollacchi likewise

notes the rough and unpolished appearance of his works, attributing this to harsh shooting conditions, limited
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resources, and constrained preparation time (Pollacchi, 2019).

Evaluations of Wang’s ‘coarseness’ in form seem to indirectly support the legitimacy of interpreting his
works through the lens of social reflection. However, a look at contemporaneous documentary practices re-
veals two distinct filmmaking strategies. Filmmakers such as Chen Weijun [%: >4 %% and Zhou Hao J#¥ , who
come from a journalism background, tend to produce works that carry a news reportage texture, emphasizing
urgency and dramatic impact. In contrast, documentary directors like Wang Bing and Zhao Liang X5 , with
backgrounds in photography, show a clear concern for artistic expression in their creative approaches. This
article aims to move beyond the gravitational pull of ‘grand narrative’ implied in the documentary’s indexical
function, and instead focuses on the formal dimension of Wang Bing’s work, seeking to uncover its aesthetic

expressions beneath the seemingly ‘rough’ surface.

Pollacchi outlines Wang’s creative trajectory in spatial terms, dividing it roughly into four periods—’North-
east—Northwest—Southwest—East China’—which together form a counterclockwise loop on the map of China
(Pollacchi, 2017). Following Tie Xi Qu: West of the Tracks, Wang turned to the northwest region, producing
a series of films themed around political memory in China;' he then moved south to Yunnan, focusing on
groups such as peasants, left-behind children, psychiatric patients, laborers, and refugees; more recently, he
has turned his attention to the Yangtze River Delta, portraying the living conditions of contemporary Chinese
migrant workers. From an auteurist perspective, early works like Tie Xi Qu: West of the Tracks represent ‘a
process of youth, an irrepressible impulse of life’ (Wang & Zhang, 2007, p.66), and cannot yet be said to
display full artistic self-awareness. During the Northwest period, Wang devoted considerable effort to his
only fiction feature to date, The Ditch 321174 (2010). After this, he largely concluded his exploration of the
‘Anti-Rightist Campaign’ series that had shaped his image as a dissident filmmaker,” and returned to docu-
mentary practice.’ In Yunnan, he made a deliberate decision to adjust his filming approach, organizing narra-
tive and characters in ways that differed markedly from earlier works such as Tie Xi Qu: West of the Ti racks.”
This transformation relates to the reality that, in the digital age, filmmakers must confront and manage an
overwhelming abundance of raw material, necessarily involving strategic choices in editing. From this period
into his East China phase, Wang has remained committed to resisting the ‘design’ of story in documentary
filmmaking, instead seeking the unknown within cinema (Wang, Dong, & Zhang, 2018, pp.299—-300). In his
recent work Youth (Spring) T5#%: # (2023), he adopts a narrative structure composed of several juxtaposed
20-minute segments (Wang & Yang, 2023).

Although Wang places great importance on discovering new narrative possibilities through the medium of
film—and has described his considerations of visual language as ‘often intuitive, or rather, random’ (Wang
& Chen, 2020)—image remains the core element of any moving-image work, and it signals the emergence,
establishment, and evolution of formal and aesthetic strategies across his career. In this regard, Three Sisters
(2012), Wang’s first documentary filmed after leaving the long-familiar Northeast and Northwest regions for
Yunnan, marks a significant turning point. Set in the high-altitude mountainous region of northeast Yunnan,
the film centers on Ga Ying /%3¢ , Zhenzhen H. 5 , and Fenfen ¥} —three sisters aged 10, 6, and 4 at the
time—and documents their daily survival in a harsh environment with little parental care. In Three Sisters,
stylistic features that had appeared sporadically in earlier works coalesce into a self-conscious formal sig-
nature, which continues into subsequent films. Through visual analysis, this article focuses on the painterly

qualities embedded in Wang’s imagery, examining how Three Sisters fuses dramatic and naturalist modes
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of visual expression. Building on this, it traces the recurrence of such painterly elements in Wang’s works
across different creative periods and discusses how this aesthetic quality shapes viewers’ understanding and

recognition of the filmed subjects.
Painterly Expression in Documentary Images

The Screen as Frame: On the Possibility of a Painterly Perspective

Exploring the painterly qualities in Wang Bing’s works may offer an effective avenue for understanding the
aesthetics of his documentaries. In discussing the painterliness of cinematic images, Wang Hengli |- {1
remarked: ‘Nearly all cinematographers must possess some degree of painterly cultivation in order to operate
behind the camera... Thus, all realist filmmakers first drew attention through the painterly quality of their
images (Wang, 1989, p. 26).” This painterliness differs from the photographic quality that captures specific
moments: unlike the past tense implied by the instantaneity of photographic exposure, painterliness endows
the image with a sense of presence or contemporaneity.5 On another level, Wang Bing’s deliberate blurring of
the boundaries between film and installation art in his practice also encourages us to examine moving images
beyond the constraints of medium and materiality. When the viewing space and formal presentation shift, the
potential for the image to evoke a visceral ‘shudder’ in the viewer is diminished—especially when viewers
are moving through space—recasting the image as an ‘exhibit’ rather than a ‘projection’. This transformation

signals a latent affinity between the cinematic screen and the picture frame.

Erik Barnouw observed that the influence of painting on documentary dates back to the 1920s, when many
painters turned to filmmaking and introduced new perspectives and techniques into the medium (Barnouw,
1992). However, the painterly qualities in Wang Bing’s work differ from the rhythmic and abstract elements
in the early non-fiction films Barnouw described. In Wang’s case, painterliness is most evident at the level
of the shot itself. As Pascal Bonitzer noted, ‘Comparing a filmmaker to a painter begins with the concept of
the shot... The production of the shot brings the filmmaker closer to the painter, and film closer to painting’
(Bonitzer, 1999, pp. 36-37). In Wang Bing’s films, elements such as color and chiaroscuro rendered through
long takes transform the screen into a painterly canvas. Thom Andersen has argued that the colors in Three
Sisters resemble Giotto’s frescoes (Andersen, 2012), while David D’ Arcy noted in his review of Ta 'ang 1% &}
(2016) that Wang, through improvisational filming and minimal resources, evokes the intimacy found in the

paintings of Georges de La Tour (D’ Arcy, 2016).

These remarks point to the viability of discussing Wang Bing’s images in painterly terms, though they largely
remain at the level of intuitive perception. If we are to probe more deeply into the mechanisms generating
these associations and viewing experiences, a straightforward hypothesis might be: the image must tend
toward stillness—that is, cinematographically, camera movement should be minimized. Wang frequently
employs static shots and near-motionless handheld cameras in many of his films, which both reduces inter-
ference in the filmed space and grants the image a stillness akin to that of a painting. Yet, given the inherent
properties of the moving-image medium, it would be simplistic to treat the fixed shot as the sole criterion for

establishing affinities between film and painting.

André Bazin famously argued that ‘the picture frame is centripetal, while the screen is centrifugal’ (Bazin,

1987, p. 199). Roland Barthes echoed this: ‘The screen [as Bazin observed] is not a frame; it is a masking
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device. Characters exiting the frame continue to act beyond it: the ‘blind field’ is the continuous repetition of
partial images’ (Barthes, 2002, p. 89). In tension with this assertion, however, is the centripetal visual effect

found in certain images within Wang Bing’s films.

Figure 1. Three Sisters, Wang Bing (2012) Figure 2. The Potato Eaters, Vincent
van Gogh (1885)

- Tu peux venir“? =4
- Dans quelques jours.

Figure 3. Ta'ang, Wang Bing(2016) Figure 4. The Dice Players, Georges
de La Tour(1650- 1651)

For instance, in the ensemble scenes of Three Sisters and Ta’ang, both filmed during Wang’s Yunnan pe-
riod, one can find similarly structured images: characters gather around a dining table, a bonfire, or another
focal object. A single, limited light source creates dramatic contrasts between light and shadow, further di-
minishing the realism of off-screen space and generating a sense of visual enclosure. If these scenes were
juxtaposed with Vincent van Gogh’s The Potato Eaters (1885) and Georges de La Tour’s The Card Players
(1650-1651), the similarity would not lie solely in their comparable chromatic palettes. In the dining scene of
Three Sisters and in The Potato Eaters, dim lighting concentrates on the characters’ faces and the table, and
the surrounding arrangement enhances the visual cohesion of the composition (see Figures 1-2). In Ta’ang
and The Dice Players, figures are arranged in a regular pattern, and the simplicity of the composition enhanc-
es its stability and order (see Figures 3—4). Known as the ‘painter of candlelight’, La Tour was a leading ex-
ponent of tenebrism, whose paintings used single light sources to produce dramatic chiaroscuro. In 7a 'ang,
the spartan interiors of ethnic minority refugees displaced by war are similarly rendered in deep shadows by
lone light sources, obscuring environmental details. As viewers’ attention is drawn toward the illuminated

center or the figures gathered within, the distinction between on-screen and off-screen space becomes sharply
defined.

As an observational filmmaker, Wang Bing rarely directs the behavior or postures of those in front of the
camera. His painterly style emerges instead from photographic adjustments in distance and angle. Maeda
Yoshitaka, a cinematographer who worked with Wang, described Wang’s instructions as follows: ‘Start with
a static shot and keep filming... Even when the camera does not move, things outside the viewfinder will
eventually enter the frame’ (Maeda, 2018, p. 15). This suggests that while Wang does not entirely negate
the profilmic or the off-screen world, under his method of filming, the screen is not a ‘window’ in the realist
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sense—it becomes more like a trap, awaiting its subjects to enter and then isolating them within. This con-
cept of the screen provides grounds for exploring the painterly qualities in Wang’s work: namely, that the el-
ements within the frame tend to constitute a closed system in two-dimensional space. According to Deleuze,
the ‘off-screen’ possesses both a ‘relative’ and an ‘absolute’ dimension. While the former constantly gestures
toward and connects with the space beyond the frame, the latter, he writes, describes ‘a closed system that
opens onto the cosmos through its very closure; it is no longer a set, nor does it belong to the order of the
visible’ (Deleuze, 2016, pp. 28-29). Under this framework, once the image is spatially enclosed within a
two-dimensional plane, the off-screen can potentially extend into the fourth and fifth dimensions—namely,
time and spirit. From this standpoint, an investigation into the painterliness of Wang Bing’s work begins with
the spatial relation between what is within and beyond the frame. The screen’s borders function like the edg-
es of a canvas, severing the image from external space. On this basis, the following section will examine how

painterliness is expressed and functions in Three Sisters and other works by Wang Bing.

The Other Within the ‘Frame’

In 2010, while passing through Xiyangtang Village YE=FJ¥ in Zhaotong il 1l7 , Yunnan Province, Wang
Bing encountered three sisters, all under the age of ten at the time. He later decided, under commission from
the Franco-German public television network Arte, to make a documentary focused on the three girls. Using
two cameras, he filmed for ten days but was forced to leave due to altitude sickness. The first two hours and
ten minutes of the film’s footage was shot by Wang Bing. Subsequently, cinematographers Huang Wenhai %
Wi and Li Peifeng Z7ilil%  continued filming for six more days under Wang’s remote guidance, and their

material forms the final 20 minutes of the film.

In terms of lighting and tonal quality, some scenes in Three Sisters exhibit the dark tonalities reminiscent of
Western naturalist painting. The interior of the sisters’ home is nearly devoid of light; bright daylight enter-
ing through the doorway creates sharp contrasts between light and shadow. Fujiki Kosuke notes that Wang
Bing’s other works—such as Tie Xi Qu: West of the Tracks, Ta’ang, and Bitter Money 17 %% (2016)—also
employ light-shadow contrasts, but these effects are most pronounced and dramatic in Three Sisters (Fujiki,
2018). In this film, the subjects inside the house are frequently enveloped in darkness, with only certain por-
tions illuminated by strong light. The film opens with this stylized presentation of the three girls (Figure 5),
establishing the audience’s initial impression of them. This technique—using light contrast to articulate the
relationship between figures and space—is repeatedly deployed in subsequent interior scenes (Figures 6—7).
The strong side lighting, simplified composition, and de-idealized realism evoke associations with the works
of Caravaggio (Figure 8). While the sisters are not depicted in scenes as dramatic as Saint Ursula’s martyr-
dom at the hands of the Huns, the visual impact of their figures, silhouetted against the dark background,

achieves a dramatic intensity through visual means alone, independent of narrative.

Figure 5. Three Sisters, Wang Bing (2012) Figure 6. Three Sisters, Wang Bing (2012)
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Figure 7. Three Sisters, Wang Bing (2012) Figure 8. The Martyrdom of Saint
Ursula, Caravaggio (1610)

Bill Nichols has argued that the primary function of documentary is to convey information in order to satisfy
the viewer’s desire for knowledge (Nichols, 1991, p.31). Yet the images in Three Sisters clearly depart from
this function. The darkness obscures detail, making it difficult for the viewer to gather information. Jacques
Ranciére once described the ‘painterly power’ of Rineke Dijkstra’s photographic series Beach Portraits
(1992—-1994)—a judgment equally applicable to the girls enshrouded in darkness in Three Sisters. Because
the dark backgrounds dissolve contextual detail, the girls—like the Polish adolescent in Dijkstra’s image,
sitting on the sand and eating potatoes—become anonymous figures to the viewer. The distance and mystery
that emerge from this presentation ‘are very similar to the mysterious quality found in the portrait paintings
that fill art museums’ (Ranciére, 2018a, p.140).

Seventeenth-century Spanish Baroque painter Murillo created a series of paintings on the theme of street
children and beggars. On the level of surface resemblance, the ragged children in Three Sisters—playing,
delousing—recall the subjects of Murillo’s works (Figures 9—12). When Hegel discussed the ‘noble soul’
embodied even in genre paintings of mundane subjects, he cited Murillo’s series as exemplary. In his view, ‘in
these half-naked, impoverished youths, there shines—both inwardly and outwardly—a kind of transcendental
innocence that even mendicant monks could not attain.” These children, he argues, ‘remain unbound by out-
ward circumstances; no matter their appearance, they preserve their inner freedom, and this is precisely the
realm pursued by the beauty of the ideal... They lack special interests or goals, not because they lack vitality,
but on the contrary, because they are immersed in a sense of contentment and bliss no different from the gods
of Olympus. Sitting on the ground, they neither act nor speak, express neither displeasure nor complaint—
they simply exist as human beings’ (Hegel, 1995, p.183). To draw a connection between the three sisters and
Hegel’s notion of ideal beauty is not only to note the visual and thematic parallels between Three Sisters and
Murillo’s paintings, but also to highlight how the painterly shots and dark, obscuring backgrounds blur the
visual markers used to identify social status (Ranciére, 2018a, p.152). In doing so, the girls in the frame be-
gin to approximate the ‘free individuals’ portrayed in Murillo’s works (Hegel, 1995, p.183). During the pro-
longed moments—Ilasting seconds or even minutes—in which such images appear on screen, the suspension
of narrative and identification interrupts the viewer’s existing cognition and imagination, generating a sense
of estrangement. Preconceived notions shaped by power and social systems lose their efficacy, and the filmed
subjects are momentarily freed from the net of meaning. At such a moment, the viewer is no longer con-
fronting a pitiful, impoverished girl from some nameless village in China,” nor—as Susan Sontag puts it—
are they merely witnessing suffering that is ‘too vast, too inescapable, too massive’ to inspire anything but
an empty, impotent sympathy (Sontag, 2006, p.73). Instead, what emerges is a concrete individual stripped

of measurable scales and classifying labels. If, from the perspective of cinematic cognition, the figure of the
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‘other” is always immanent to the act of viewing, then Wang Bing’s cool, restrained depiction proposes an
‘other’ that escapes existing regimes of knowledge and power. As the three girls emerge from the shadows,
their identities, circumstances, and value cannot be defined by social, cultural, or historical frameworks the
viewer already possesses. Unlike the ‘other’ constructed through the viewing subject in ethnographic film,
these girls are presented as more concrete, real, and free individuals; but precisely because they elude con-
ventional frames of reference, they also remain unfamiliar—another kind of ‘other’ that cannot be explained
through existing epistemologies.

(P

It looks like.alittleshotiser

Figure 9. Three Sisters, Wang Bing (2012) Figure 10. Three Sisters, Wang Bing (2012)

Figure 11. Boys Playing Dice, Figure 12. The Young Beggar,
Bartolomé Esteban Murillo(1675) Bartolomé Esteban Murillo (1645-1650)

This examination of Three Sisters reveals how stylized imagery generates qualities that resonate with paint-
ing and influences the viewer’s understanding of the filmed subject. Looking across Wang Bing’s filmogra-
phy, one finds that the characteristic dark backgrounds in Three Sisters, which separate the visual field from
the off-screen ‘blind field’, had already appeared in earlier works such as Tie Xi Qu: West of the Tracks and
Brutality Factory %% FE 1) (2007) (Figures 13—15). In these images, darkness around the frame fully en-
closes the central subject, rendering them as silhouettes stripped of features and detail. The dramatic use of
shadow not only estranges the subject from the realism of high-key lighting environments but also blocks the
entry of off-screen elements, dampening the viewer’s imagination of what lies beyond the frame. The fixed
camera reinforces this effect, sealing what is captured within a frame-isolated world. Nevertheless, such im-
ages constitute only a limited portion of those films’ total runtime. Though they form memorable moments,
they do not yet define the films’ dominant visual characteristics. It is not until the recent film Man in Black
AN (2023) that Wang Bing extends this aesthetic across the entire work by making full use of theatrical
space and shooting exclusively in low light (Figure 16). While Man in Black may seem stylistically distinct
from Wang’s previous films—featuring uncharacteristically extensive use of music and cinematography by

Caroline Champetier in which the camera actively rotates and moves around the subject—it in fact adopts a
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visual strategy strikingly similar to scenes in Three Sisters: the use of a single light source to produce a dark
background and stark contrast evokes the visual impact of chiaroscuro painting (Figure 17), granting the im-
age dramatic force and presenting the filmed subject as an individual independent of discourse and definition.
Thus, the technique of treating the edges of the screen as a pictorial frame to instill painterly qualities in the
image first emerged tentatively in Wang Bing’s early work, was consciously employed in Three Sisters, and

becomes foregrounded as a fully developed stylistic device in Man in Black.

Figure 13. Tie Xi Qu: West of the Tracks, Figure 14. Tie Xi Qu: West of the Tracks,
Wang Bing(2003) Wang Bing(2003)

Figure 15. Brutality Factory, Wang Bing (2007)

Figure 16. Man in Black, Wang Bing (2023) Figure 17. Man in Black, Wang Bing (2023)

The Aesthetics of You (Wandering)

The images in Wang Bing’s work not only exhibit affinities with the visuality of Western painting but also
harbor a foundation in Chinese traditional aesthetics. This article does not seek to impose a narrow national-
ist reading; however, as Jean-Michel Frodon notes, when contemporary Western directors employ the long
take, their methods are often closely linked to the European spiritual heritage—particularly Christianity and
Western philosophical traditions—whereas the way Wang Bing constructs elements of reality and imagina-
tion bears deep connections to Chinese traditional culture and philosophy (Frodon, 2007). A similar view was
expressed by Huang Wenhai, cinematographer and documentary director who has worked with Wang: ‘Wang

Bing’s films are close to Chinese traditional aesthetics; in terms of camera movement, they emphasize giyun
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shengdong 'S #)"£:3)) (spiritual rhythm and vitality), and his compositions exhibit a sense of detachment...
The structure and overall layout of his films are akin to traditional Chinese painting, leaving blank spaces for

the audience to contemplate.” (Huang, 2016, p. 347)

To articulate how Chinese traditional artistic forms are manifested in Wang Bing’s documentaries, this article
draws on Lin Niantong’s # 4 [F] aesthetic concept of you (wandering). In the aesthetics of Chinese landscape
painting, you is a concept deeply embedded in traditional Chinese philosophy. Jiang Jin’s %4> 1963 essay
On the Beauty of Form &£ 3{3% emphasized the importance of you in discussing multi-perspective compo-
sition and spatial treatment (Jiang, 1963). Influenced by Zong Baihua’s 5% [4%£ aesthetic thought, Lin Nian-
tong synthesized theories grounded in Chinese classical aesthetics—Zheng Junli’s *{7 H! handscroll-style
layout, Han Shangyi’s ¥ jij X ‘changing views with each step’, Jiang Jin’s ‘scattered-point perspective’, and
Nie Jing’s %% /iit ‘resonance of the frame’—to systematically develop a Chinese film aesthetic marked by the

notion of you.

In referencing Lin’s concept of you, this article does not ignore its historical limitations.® Lin’s aesthetics of
you were formulated primarily in response to Chinese cinema traditions of the 1950s and 60s. Lin passed
away in May 1990 and thus did not live to see the rise of Chinese independent documentary. Nonetheless, as
one scholar writes, ‘Though Lin’s theory of “wandering through the frame” has flaws, it is not a rigid doc-
trine, but a dynamic system that continues to be enriched through historical development’ (Huang, 2021, p.
11). The aim of this article is to adopt you as a systematic aesthetic point of reference and to extend and elab-

orate it within the realm of documentary aesthetics.

Lin Niantong argued that you constitutes the highest aesthetic ideal in Chinese art and forms the core of Chi-
nese aesthetic thought. Chinese traditional painting influenced by this aesthetic exhibits shifting perspectives
and a non-linear visual path. This influence extends to the visual language and spatial construction of Chinese
cinema. From this standpoint, Chinese film aesthetics may be understood as an aesthetics of you. Much atten-
tion to the aesthetics of you has focused on what Lin described as ‘dynamic, continuous shot composition’,
emphasizing the spatial awareness produced by camera movement and the connection between horizontal
tracking shots in film and the horizontal unfolding of handscroll paintings, thereby linking painterliness to
motion (Wu, 2017). Building on these insights, this article analyzes how the aesthetic of ‘distance’ emerges
through the use of wide shots in Wang Bing’s films, revealing the flowing spatial consciousness embedded in
the theory of you.

In discussing ‘long shots’ and ‘panoramic views’, Lin argued that the spatial treatment in Chinese traditional
art forms—including painting—is foundational for film spatial theory. Drawing on Zong Baihua’s observa-
tion that Chinese painting space ‘tends toward the distant’, Lin wrote: ‘The way Chinese filmmakers con-
struct spatial positions has its roots in the classical tradition; it seeks to take form from the “distant”.” (Lin,
1991, p. 78) The sense of distance presented in Wang Bing’s films is closely tied to this spatial principle of
yuan (distance). Fujii Jinshi points out that the distinctive sense of distance between camera and subject in
Wang’s films ‘is almost always a point of contention in discussions of his work’ (Fujii, 2020, p. 195)—so
much so that the phrase ‘Wang Bing’s distance’ has emerged. Wang himself has stated that he prefers to use
lenses with wide angles, believing that a 28mm wide-angle lens captures an image most similar to what the

human eye sees.” According to Wang, many of his films are shot with ultra-wide 18mm lenses."” These wide
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lenses allow the camera to capture expansive scenes even when shooting close to subjects, avoiding spatial

constriction, and thereby provide a technical basis for what has come to be called ‘Wang Bing’s distance’.

At the same time, the perspective effects produced by wide-angle lenses demand particular camera height.
Wang has noted that raising the camera while using a wide lens often leads to unsatisfactory results. As a
result, he rarely shoulder-mounts the camera, preferring to shoot handheld at lower angles.11 This low po-
sitioning causes subjects to be framed from below, often making the sky dominate the upper portion of the
image, resulting in blank space and a sense of expansiveness. Such a treatment of space—reserving room for
‘heaven and earth’—is also common in traditional Chinese painting. Drawing from the three distances theory
proposed by Northern Song landscape painters Guo Xi F[EE and Han Zhuo #f4ili , Lin observed that spatial
creation in Chinese cinema aims for ‘effortless ease in gazing upward or downward; the spirit wanders in the
profound’ (Lin, 1991, p. 99). Given the plateau environment of Yunnan, the location of Three Sisters, the

film serves as an exemplary case of three-distance composition.

In Three Sisters, outdoor scenes are primarily structured around expansive space, with open areas left within
the composition. As the girls exit the dark-toned interiors shaped by rudimentary lighting, they enter broad
landscapes framed by the camera. With normal exposure, the image abandons the selective lighting con-
straints of tenebrist painting and presents every element in the frame, with the human figure occupying only
a small portion. Cinematographer Huang Wenhai describes these depictions of exterior space as ‘constructing
a stage with heaven and earth, where the person exists alone or prostrates on the land between them’ (Huang,
2016, p. 354). When Ga Ying, who is being filmed, is placed among the mountains of the Yunnan-Guizhou
Plateau, the camera captures the girl in the foreground, a valley at mid-distance, and distant mountains and
sky—all in one frame (Figure 18). The visual expanse reveals the coexistence of multiple vantage points,
encompassing all three traditional Chinese distances. Just as in traditional landscape painting, what the au-
dience sees in that moment is ‘a broad, vast, and expansive space’ (Lin, 1991, p. 99), in which ‘the three
distances can converge or disperse at will’ (Lin, 1991, p. 80). Such spatial treatments are omnipresent in the
film’s portrayal of Yunnan’s majestic terrain. In one scene, when the girls’ father returns to the countryside
after failing to support the family through migrant labor in the city, Wang again uses an extreme wide shot
to show the snowy, expansive plateau. The figure seems to appear out of the earth, wrapped in a cloak that
blends into the land, and as if ready to vanish into the environment at any moment (Figure 19). In small-aper-
ture shots, the visual path extends from the nearby ground to distant peaks. The diagonal upward movement
of the figure suggests the slope’s steepness while intersecting with the horizontally extending terrain. As the
character passes before the camera, it does not follow, but instead remains at a low angle, watching him as-
cend the hill, leaving the sky again as blank space (Figure 20). In this minute-long take filled only with wind,

the image’s treatment of spatial vastness and visual blankness conveys the immensity of the natural world.

Figure 18. Three Sisters, Wang Bing(2012)
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Figure 19. Three Sisters, Wang Bing(2012) Figure 20. Three Sisters, Wang Bing(2012)

While the distant and fluid aesthetics in Three Sisters owe much to the uniqueness of the shooting environ-
ment, similar aesthetics of you can already be observed in Wang Bing’s earlier Northwest-period films. For
example, Man with No Name J544 7% (2009) opens with a 15-second static long take that suggests the expan-
sive and unfolding space typical of landscape painting (Figures 21-22). The film’s only character is a name-
less man Wang encountered while traveling between Beijing and northwestern China to make The Ditch
(2010). Wang later returned repeatedly to visit and film him. The man lives in a cave and remains silent
throughout the film. As in Three Sisters, the camera refrains from revealing or detailing his life, maintaining
distance and often filming him in long shots as he labors in the fields, placing the subject within wide-open
spaces. Huang Wenhai comments: ‘Man with No Name shows how one survives in the vastness of heaven
and earth. It presents no concrete historical or social space, but instead evokes the poetic state in Du Fu’s
“Thoughts on a Night Journey Jig & 154 ”: “Adrift—what do I resemble? A lone seagull between sky and
earth”” (Huang, 2016, p. 352).

In the recent Youth (Homecoming) 7 #%: 1 (2024), Wang Bing returns to Yunnan with migrant garment
workers traveling back to their hometowns. After filming a local wedding, he includes a 15-second static shot
to depict the spatial environment. The winding valley and layered mountains create a deep, expansive spatial
atmosphere, once again evoking the spirit of the three distances (Figure 23). Compared to the long, claustro-
phobic indoor scenes in the ‘Youth Trilogy’, this panoramic image opens a kind of breathing space, signaling
that although these young people are trapped in enclosed workshops and mechanical labor, they come from
a world that reveals ‘the eternal vitality of the will to live’ (Huang, 2016, p. 348). Deleuze argues that the
long shot is a perception-image, meaning that the movement-image becomes perception in the panoramic
view. From this standpoint, we may understand Wang Bing’s spatial imagery expressing yuan (distance) and
the aesthetics of you not as forms of subjective perception, but as a return to an objective, holistic perception
integrated with the material world. Deleuze notes that cinema’s ‘central motility, its variability of framing,
always constructs vast, decentered, and unbalanced zones’, and the aesthetics of you enables the image ‘to
return to the primordial system of the movement-image, that is, universal variation, a total, objective, and in-

determinate perception’ (Deleuze, 2016, p. 103).
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Figure 21. Man with No Name, Figure 22. Dwelling in the Fuchun Mountains
Wang Bing(2009) ‘B4 W& , Huang Gongwang 15 /A 22 (1350)

L

Figure 23. Youth (Homecoming), Figure 24. Traveling Amid Streams and Mountains
Wang Bing(2024) B ILATHR , Liu Yu #13% (1680)

The Suspended Spectator

To discuss painterliness in film is not to simply equate cinema with painting. As Siegfried Kracauer cau-
tioned, cinema should not be ‘subordinated once again to the dominion of traditional art, as experimental
filmmakers tend to do’ (Kracauer, 1997, p. 192). There has been extensive discussion on the distinctions
between painting and film. Walter Benjamin, from the perspective of the spectator, observed that unlike
film, painting cannot be consumed synchronously by a collective audience (Benjamin, 2002). John Berger
believed that oil painting possesses a kind of ‘directness’ that shortens the temporal distance between the
act of creation and the viewer’s gaze—viewers can intuitively grasp the scene through the materials used by
the painter (Berger, 2008, p. 31). This ‘directness’ is something that moving images clearly lack. To borrow
Christian Metz’s words: ‘Characteristic of the cinema is not the imaginary that it may happen to represent, it
is the imaginary that it is from the start’ (Metz, 2006, p. 41). Conversely, Mitry argued that the psychological
compensation mechanisms in film might render even static images dynamic and spatially dimensional (Mitry,
1997)—a mechanism that may not apply to painting.

Nevertheless, the painterly shots in Wang Bing’s work serve a particular function. These shots are often
filmed with a static camera, or depict content in which little to no motion or change occurs, tending toward
stillness."” Static images interrupt narrative flow, making it difficult for viewers to enter the film’s story
world, and hindering their ability to apply Robert Scholes’s concept of ‘narrativity’13 to fill in narrative gaps.
Before proceeding further, it is necessary to revisit the relationship between continuous visual flow and view-

er cognition.

Berger noted that the continuity of images in cinema constitutes an irreversible assertion (Berger, 2008, p.
26). This, too, is one of the differences Benjamin identified between cinema and painting. Unlike painting,
which allows for associative contemplation, film disperses the viewer’s attention—just as the viewer begins
to think, ‘the image on the screen has already changed’ (Benjamin, 2002, p. 124)."" In response, Roland
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Barthes sought to locate the ‘third meaning’ in film—that is, what he called the obtuse meaning, ‘a signifier
without a signified’. For Barthes, cinematic meaning is revealed precisely at this third level, and he advocat-
ed reading still frames, including film stills (Barthes, 2012).

While the painterly images in Wang Bing’s work are not strictly immobile, they do, to a degree, offer the
possibility of uncovering what Barthes termed the ‘third meaning’. Within an extremely slow rhythm, his
shots—Ilike still frames—accentuate the ‘elements within the shot—the internal fragments’ (Barthes, 2012,
p. 108)." More significantly, just as the obtuse meaning resists narrativity,"’ the shots in Wang’s films, while
evoking a kinship with painting, do not submit to narrative control. They are ‘like moments of stasis within
the motion of celluloid, neither integrated into the whole nor synchronized with the rhythm of narration.’
(Bonitzer, 1999, p. 40)

At this point, one might mistakenly equate ‘stillness’ with ‘anti-narrative’. And if still imagery is not unique
to Wang’s films, then perhaps the distinctiveness of his auteur style is called into question. But in fact, not all
static images are non-narrative. Zhao Liang’s Petition _1jj (2009) and Behemoth %73 J& = (2015) also em-
ploy static, contemplative shots, though their function differs from those in Wang Bing’s works. In Petition,
one scene depicts a bedridden man in the “petitioners’ village’, who recounts how he was paralyzed by police
brutality and how his brother was also injured. A ten-second close-up of the brother is followed by another
ten-second shot showing the entire family in their makeshift shelter. As the four people remain largely still,
the image takes on the texture of a tableau vivant. In Behemoth, the tendency toward prolonged stillness is
even more pronounced. A sequence depicting steelworkers presents detailed close-ups of skin textures, with
one laborer’s face held in frame for a full 20 seconds. These fixed, static shots resemble detailed portraiture.
In another scene, a woman holds the portrait of her husband, who died of pneumoconiosis. The shot lasts for
30 seconds. As in Three Sisters, the background recedes into darkness, and the viewer’s gaze is drawn to the
figure and the photo. However, unlike Wang Bing, Zhao Liang’s use of stillness conveys a testimonial func-
tion—these images are integrated into narrative, intended to evoke pathos. This emotional effect illustrates
another possible relationship between painting and film. As Okada Atsushi observes, what cinema inherits
and expands from painting are responses such as ‘pathos’ and ‘ecstasy’; this consistency in inner experience

even shaped the development of montage theory (Okada, 2015).

In contrast to the evidentiary and emotional aims Zhao Liang pursues, Wang Bing’s tranquil imagery mo-
mentarily extracts the viewer from narrative, offering a space for reflection. This feature has been present
since his earliest works. Patrick Smith, in analyzing Tie Xi Qu: West of the Tracks, remarked that Wang
Bing’s films rely on pure ‘pictorial contemplation’, which may even displace narrative backgrounds (Smith,
2015, p. 186). This sense of stasis becomes increasingly pronounced in Wang’s work after Tie Xi Qu. Like
many of his films, Three Sisters is composed of fragmented scenes from everyday life, alternating between
interior and exterior spaces without a clear logic, which blurs the film’s temporal progression. Generally,
‘in cinema, it seems that any single image is defined by all that preceded it’ (Benjamin, 2002, p. 24). But in
Wang’s films, when such continuity is broken and the screen ceases to provide narrative cues, the viewer’s
process of comprehension is suspended. Fixed shots and static imagery contribute to this effect, so that time
in Three Sisters no longer flows in a linear, discernible way, but is instead perceived in blocks, lingering in

segments, resistant to being charted along a measurable axis.

235



The reflective response that these nearly motionless shots invite is distinct from Benjamin’s notion of ‘con-
centration’. The viewer neither enters the image, as Benjamin suggested of Chinese painters, nor ‘absorbs the
work of art’ (Benjamin, 2002, p. 124). Rather, the viewer is suspended between these two poles—unable to
sink into a predetermined narrative, and unable to advance ‘narrativity’ based on established habits and ex-
pectations.17 The sense of stasis in Wang’s work more closely aligns with Jacques Ranciére’s idea of interrup-
tion produced by ‘pensiveness’. Ranciére argues that the nature of contemplation can overturn the traditional
relationship between narrative and expression. In other words, visual logic is no longer in service of the plot
but acts to interrupt it, overlapping with it instead. Painterly scenes break from the logic of classical narra-
tive chains and construct another kind—’without beginning or end, without causality, diffused at random’
(Ranciére, 2018a, p. 159)—such that ‘all conclusions are suspended’ (Ranci¢re, 2018a, p. 157). What was
once a ‘collective body’ positioned within the framework of grand narrative may, through the still image,
return to the nameless individual. At the same time, the spatial consciousness of yuan (distance) amplifies
this effect of interruption. This spatial ‘distance’ exists not only within the frame but also between viewer
and subject. Such distance recalls Byung-Chul Han’s idea of ‘distanced nearness’, which frees things from
the domination of the acting subject: ‘Beauty only reveals itself to the long, contemplative gaze. Where the
subject of action withdraws, where its blind compulsion to the object is broken, things are given back their
otherness, their mysteriousness, their foreignness, their secret’ (Han, 2019, p. 92). In this process, the image

leads the viewer toward the absolutely other, and the three sisters appear as Hegel’s ‘gods on Olympus’.

The painterliness of the image, in moments when the subjects are freed from established associations, en-
ables what Ranciére calls a ‘redistribution of the sensible’. The visual presentation of the image offers an
aesthetic distance, within which ‘all definable relations between the artist’s intention, the sensuous forms pre-
sented within the artistic field, the gaze of the individual viewer, and the state of the collective are suspend-
ed’ (Ranciere, 2018b, p. 71). Conventionally, documentaries portraying poverty and suffering are viewed as
revelations of concrete social problems; once the persecuted or oppressed appear on screen, they are assumed
to embody some form of resistance. This assumption may trace back to John Grierson’s famous dictum: the
screen is a pulpit, and film is a hammer for social reform. Such teleological thinking presupposes an audi-
ence. In this model, every filmed subject, while becoming a symbol of accusation, is also further confined
within systems of social order and power. In contrast, Three Sisters neither avoids nor foregrounds historical
issues or social conditions. As a result, each character appears at ease. While they survive and labor in harsh
environments, they are also manifestations of ‘free play’ and ‘free appearance’ (Schiller, 2012), unmarked
by special treatment, intention, or narrative design. ‘Man is indestructible because capable of being infinitely
destroyed.”'® This is a conception of the human in a universal sense, not bound to any narrow geographic or
ideological frame. In this sense, the girls on screen resist viewers with strong opinions and fixed expecta-
tions—for the meaning or value they seek may remain entirely elusive. When reflection on human universal-
ity and existential condition replaces narrowly defined agendas, any ‘interventionist gaze’ begins to dissolve.
The three sisters no longer face any particular group of spectators, but instead the anonymous, incidental

viewer—and their detached gaze.

Conclusion
This article has explored the painterly qualities and aesthetic expression in Wang Bing’s work from the per-
spective of image-text and the ontology of cinema. The closed compositions and dim backgrounds in his

films reject the ‘blind field’” beyond the screen, while simultaneously concealing the kinds of detailed infor-
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mation that documentaries often strive to convey. At the same time, in shots where camera movement tends
toward stillness, space unfolds as both expansive and fluid. Multiple vantage points coexist within a single
frame, reducing the perception of depth and rendering the concept of you (wandering) in concrete visual
terms. In these painterly images, the filmed subjects are no longer bound by the meanings imposed by pow-

er-knowledge structures, but instead appear before the viewer as unfamiliar and singular beings.

There remains considerable room for further inquiry into the aesthetics of you. For instance, this concept is
also reflected in the dynamic interaction between Wang Bing’s camera and the space it observes. His works
often blur the paradigms of ‘seeing/being seen’ and ‘inside/outside’, achieving a state in which ‘subject and
object vanish, self and world are unified” (Wang, 2011, p. 97). As the camera moves fluidly through the
filmed space, the cool detachment characteristic of direct cinema is softened. Furthermore, in the series of
works Wang shot in Zhejiang Province following his Yunnan period, one finds a pronounced tendency to-
ward anti-empathic ensemble portrayals and loosely structured narratives. These recall Lin Niantong’s narra-
tive aesthetics of ‘separation and convergence generating continuity’. His rejection of rhythm and narrative
tightness, and his presentation of characters outside of temporal sequence and causal logic, not only create
intertextual resonance with the narrative structures of classical Chinese literature but also evoke the shifting
viewpoints found in traditional East Asian painting. Due to constraints of length, this article has focused sole-

ly on the painterly qualities of the moving image; other questions and topics are left for future exploration.

Notes

1 Although Wang Bing also shot Crude Oil J§ij (2008) and Coal Money 4% (2009) in the northwest—films less
directly tied to historical-political themes—he has stated in interviews that these were by-products created during spare
time while making The Ditch 323175 (2010) (Wang, 2013).

2 Completed in 2018, Dead Souls %t R 31 (2018) may reinforce the impression of Wang Bing’s long-term preoccupa-
tion with the Anti-Rightist Movement; in fact, most of the footage was shot between 2005 and 2008 during interview re-
search initially conducted for The Ditch. Dissatisfied with the narrative form of The Ditch, Wang began to consider con-
structing a more reality-oriented account through documentary footage. He finalized the structure of Dead Souls in 2014
and began re-shooting and editing in 2016 (see: 1. Video: ‘Interview with Director Wang Bing on Dead Souls’, 2024; 2.
Wang & Zhang, 2019; 3. Wang & Bourdeaux, 2020). Dead Souls can thus be regarded as a project that emerged from
The Ditch, spanning several years before completion in 2018. By then, Wang had shifted his creative focus from the
northwest and Yunnan to East China. That same year, he traveled to Las Vegas to film the intellectual Gao Ertai /5 /KK
7% , a survivor of the Anti-Rightist Movement, resulting in Beauty Lives in Freedom ¢4t H 1 (2018), which shares a
similar oral-history approach and mid-to-close-up compositions with Fengming, A Chinese Memoir. The natural light-
ing changes often discussed in Fengming also appear in Beauty Lives in Freedom. In a post-screening talk in the UK
in 2019, Wang stated this may be his final film on the Anti-Rightist Movement (see: Video: Frames of Representation
2019: In Conversation with Wang Bing). The formal similarity between Beauty Lives in Freedom and Fengming may be
seen as a deliberate echo.

3 Wang Bing was initially drawn to Yunnan by the novel Divine History i 5 (2004) by local writer Sun Shixiang #)
44 , hoping to explore the possibility of adapting it into a narrative film. In interviews, Wang has stated that his doc-
umentary work began passively due to environmental and financial constraints—but he soon realized that documentary
filmmaking allowed him to more fully immerse himself in the unknown (see: Tsuchiya & Suzuki, 2020).

4 See Wang Bing’s masterclass at the 2014 Jihlava International Documentary Film Festival (Video: Masterclass —
Wang Bing, 2017).

5 Ayako Saito, drawing on Roland Barthes’ idea that photography’s essence is its assertion that ‘this has been’, argues

that Wang Bing attempts to transcend the temporal attribute of the ‘past’ in photography, avoiding the status of the sub-
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ject as a ghost of what once was (Saito, 2013).

6 Wang Bing has stated: ‘Three Sisters is set in poverty, but the film is not about poverty itself; it is about the girls’
real experience of life.” (Wang, 2013, p. 132)

7 As Metz put it: ‘At the cinema, it is always the other who is on the screen; as for me, I am there to look at him.” (Metz,
2006, pp. 44-45)

8 Debates surrounding Lin Niantong’s theory of Chinese film aesthetics center on two issues: whether the theory itself
is coherent, and whether Chinese cinema, as its object, exhibits a singular, typical style (see: Hong, 2016).

9 See interview with cinematographer Maeda Yoshitaka, who participated in the shooting of Bitter Money and other
Wang Bing films (Maeda, 2018, p. 15).

10 Based on Wang Bing’s remarks at the 2014 Ji.hlava International Documentary Film Festival (Video: Masterclass
— Wang Bing, 2017).

11 Based on Wang Bing’s remarks at the 2014 Ji.hlava International Documentary Film Festival (Video: Masterclass
— Wang Bing, 2017).

12 This recalls Kracauer’s discussion of Earth (1930), in which he argued that Dovzhenko revealed the intrinsic beauty
of objects not through dramatic movement but through states of utter stillness (Kracauer, 1997, p. 185).

13 According to Scholes, ‘narrativity’ refers to the cognitive and imaginative process by which audiences actively
reconstruct narrative from the elements a text provides. That is, narrative form guides viewers to use narrativity to trans-
form the story into a meaningful whole—a process the text typically anticipates and encourages (Scholes, 1976).

14 Roland Barthes offered a similar view: ‘Can I add anything to the image on screen?—I think not, there’s no time.
Faced with the screen, I cannot close my eyes at will; if I shut them and reopen them, I cannot retrieve the same image. |
must remain fully attentive. There are many other kinds of effects, but not ones conducive to reflection’ (Barthes, 2002, p.
88).

15 When writing The Third Meaning in the 1970s, Barthes remarked: ‘Film stills free cinema from the bondage of
time—a bondage that remains a barrier to what we might call the coming-of-age of cinema’ (Barthes, 2012, p. 108).
Today, digital technology enables long takes and static shots more frequently. As cinema is liberated from earlier tech-
nological constraints, Barthes’s notion of ‘filmic’ also becomes freed.

16 Barthes, citing van the Terrible (1944), suggests that the obtuse meaning in film ‘surpasses narrative and becomes
a polishing or deviation of meaning’ (Barthes, 2012, p. 105).

17 Ueno Koji, describing his experience of watching Tie Xi Qu, referred to it as a state of ‘alternating between clarity
and intoxication’, which may help to explain the sense of suspension discussed here (Ueno, 2011, p. 2).

18 Upon receiving the EYE Art & Film Prize in 2017, a short film introducing Wang Bing’s work was produced by the
EYE Film Museum. This quote is drawn from that video’s commentary on the individuals depicted in his work (Video:
Wang Bing, Winner of the Third Eye Art & Film Prize, 2018).
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RMMiE, (K PR ER, R FRYE T, 58 BPRmE R 1 GA RN (&
9- K 12) . BA#/R (HegeD TEIEN “MiFNPINBETHESE A RA™ N, HUEBE
DHIZ—ZFIE B, IR FERXERARARI TN DE S b, NN RS FE Mt DL
N BAMANIEEE” |, ] R TAME, TCIRIMELM, FEECRFF ORI B H, IXIEZH
R EFTERAYEE R ... MTEARHIR S B iR, EXFFERERZET, Mk, IR
55 BUBKITHT I fe G S O 36 e AN =2 gk, BARAE M | ATTBEA TEN AN BIE, BETCAS BTN,
HERERA— D ANEEEE, 7 (N=21, 1995, p.183) =8Ik 5 BAS/RAT UL HVERAR 2 £HR
R, MUK (=hbgk) HEmE 5B RS NAEENETHE A ERERLLZL, ERyRERS
22 A B Sk DU T i R R R R, S T TIRBIE R S RS (50>
T—)b, 2018a, p.152) , MEMHILEAFFEY AR L T2 22w Ehpr B “0RA B Y ME”
(N—=2v, 1995, p.183) o FEEIXANILE AT+ LAV E 9= L ehEIRS R E, B TRESIAFE
IR, WARIZE TEERIAN SRS, A —MEAR. BUTHIH PRI E (SRS
TR, BN R UMNE X Z Wik, E1X—hZ], MARFEXE), AEZPEE NSRS
MY R AT L% °, A RFIEHK (Susan Sontag) FTAY “KICHTERR, AXMEDAHER,
KER" , REfRFOERZZREMENARE (5, 2006, p.73) , MEERN., KEME
R MA, GRS IARIDURI T S, “M” BRNET IR ', IiA
E DR MRS sl BB 1R 1 — Rkt BE A AR —OO &5 i R, 4=1%
ZMEREHEI, WS 0, SO ETESIARBE NI, S, PJrRRZEE o
AT RIS R R R BT “th” |, W SOV EIER, B, B HME;
EFEN, 152RENE 7 REAINIER, WUARMS, s “FHEz?” , BICEEBA AR
RARFRERT “ 5 —RifthaE” o
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o 5'#. 2

-

It looks like alittlehotsess 2

K9 (Z#hik) Fr (2012) K10 (Z#hik) FE& (2012)

11 GErr ) BEY (1675) K12 (fREvbE) BEY (1650)

XN (k) NFESHER T XS LR EG A A O A 5 22 B AR R, FF 52 MR e 58 S0
BRI, PV ESMIERRE, TARE, (k) LRSS S EH SREIMNY G
H” FR4aRAVEHE, EREES CBRIEX) (FET ) (2007) BECHEL (& 13- B 15) .
TEE T Y ) ) SRR R L T I T RO ORI A R e 2 B EEROR, HHEBONETRE, KERHERA T, X%
S R A AN U A A B8 S B B = A 7 s B SR JK,  MTIRRE 2B Ak, [R] IS Ha BELIT T [EAE A
BYHEAETR, HI55 TN T “BEE” PATREFALE Z VIR, EEGE S — 2 aE T IX AR,
R A _ LR BN E B BE— DN SRR, EAEP A S, SR, IX L [ TR A R
PRI A PR & EEBI R A RR, EATHRSSAN T2 NS R, (HEASE DA R 0 B G
. BEERIEME CBRA)Y (2023) , ERENEIGZ=BINFA, PMREEE GRS ES (B
16) o RECER N ZHONNE T £ 5 DUEVE S AUS —— R R K & (A & R, BAE RIS
E#EHE (Caroline Champetier) FER T, VIR L. FRIE, M2 NLHE ST ek,
Boh—1 2, (BERAN) RATH (Cihtk) HEaam =BG ks, Bl p—riR
P G i ARE T S AR ZUAARE X b, SRR SR ALEMEEN M (B 17) , TP EmmIR
e, DAMCR A RIS, TIEEATE X MA, AT AT, KRR A MESE Dy EAE SR 5 &5
2EMENFE, EEERRRAESPESEmG, £ Gk PRIEERNEZH, mE CBRAD
HRBAE R AT, OV BRI S I XU (LRI T EL
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A

B 13 (BPEX-T) ) Fit (2003) K 14 CBraX-HoRs) £ (2003)

K15 (&ET) ) £ (2007)

16 (ExA) it (2023) 17 (ExA) it (2023)

S P = &

ERAERTPRREEA G REREGEAEINENE, INEEE T EERE ARG ASOFHER
FE AR PR Y RS2, (H1RUNIE - REUR-f4ZR (Jean-Michel Frodon) FfiE, H{RPH75
LR T 10 A RBESK R IR S BN B e, SCHGR A EZNv 7y B2 BB EEM X, TE
R RSB TR K L, MSREESGSUEmE A a5 E VISR (Frodon,
2007) . E5EILEIERREIMARL S SR SR RO A "B HEZIE I E
fegiess, s b “REASh | WERAERER... CHSE ARG, BK R R A R E
ZHEESWRER, 7 (Ei, 2016, p.347)

NEFEHEEREIRNEAE LD R A HRIAEI, ASEEREREHE T R, f£5
EUpkESESH, T 2N E T HPEEREFIEEMS, 25T 1963 £/ (GeER%) F,
FER N HURA EN S A BN SR 2] T I RUERZME (3%, 1963) . RRH 2B MAIME
FASERERNTEAMR, s “BPHR" | 250 "HudE” | F&E “5EE” FRl
BHPEGIEZIICH, REMIRH L “F HRYOVRER P EBEEREEIE,

247



ASCHH “We” AOMES, HARRAUMREERBLCH s RIRYE ° MERRE “I” 138%, TZ2H
Xt 20 tited 50, 60 AR ERFAIEZERSM S, RN, MERT 1990 4 5 4 A th, KREWIEH
EFRSZ20 R A1 B G FTGEE IR, 28T, “MREERIAY “Baify BIeBREEE, [EIFAZE
W—BREZEY, T —NahASH), G LA RMARFEERAR, 7 (E, 2021, p.11) A5
AN T MEEME, BERHEN-MRGMUNEYESR, FERAEL R B 2N R TR
5%,

MERIAA, " BHREZARNRESEAER, BHEERAIROEE, X2 BRI
HEGgiRE, BAEMAE, TEAERR R, XM 7 EERNEESLES S RER, M
XANMEMS, HEERSEEA BN "I %Y. RN I RARER S T AE
AR RIRY “BIANESHLATR" , sRRBSL A I ONE RS N T 22 A2 BRI, 8 R A [
FEILHIS B P RKCPEBEESLRIECR, IRIEBERIZE s FrEIE (5, 2017) . AX
TEINF_ IR BRI ERL |, 456 ERIEREEOCRIIRR, 2HRFHIFIERE “z” ;EIR,
BRI U UELCH 5 AT S RTE R A R,

MEREIEN “iTi” “e2f” NEH, ER2EENRTHEEG AP ZREE TR, 2
HFZ S RIS RARTE, MR EEN R EEZR “WaTm” ek, 2l “PEERZZARRK
MNTRRMENEE, FHTHM, ERERRT 92’ . 7 (K, 1991, p.78) ELfEiHhEH
MBS X — "I WS RWSETIHK, BHCFiEH, ERESTPEREILS PEER R 2
FRFRUEE B “ETHe BRI T LR R O eI R (B, 2020, p.195) , HEHI T
CERREERET KR, ERAANERR, MEREATFARKIES, W8 28mm | A B kAT
BRI RAZA N BRE 2 o B2 s RMFT S, M i P2 A EORIN 18 mm Biskifig
(0 10 7 Fr Sk 5 PR (R A L CE TR AT B B A BAS I RII,  BERBUR AR SR IS T A R 12,
BN RGBT RO T RORE,

R, MBSk RIATEY S R B IR R s A TR, IRESCFrS, MR Mk,
LRI ER S, WRESREEARWAE, FHit, RV BILEE, M2l FREEIT
ATHARE s IRIIERRE LIS R T I WA E TR R DAL A B BB, FE ) i e B R BRI
RN, R G4E 7 RE > HEE, T2 BRI 23 AU, IR R A ™ 22 AL PE,
fEFRER G E P BRE W, MERET “=ix” X —AURILKEZERER, sk HArg o E LK E
BETT, YONHEREZHRZERANE EE “HIERE, FORZ" (K, 1991, p.99) ., £RAY (=
whtk) T HARTE - A & A &R B RIS, ATDABE R “=0m” HURAERIIE,

s, AN ETE T LA DURBI IS o E, MEH A RERRI, S APEHENTR,
BT R R BA SR AF DR R 5%, EE N AT E R R 2SR, fEIERBET, AR
H 7O X aEP M ARRE, FEmhrIrE TR R, mAERP S REARRE G,
(k) BRI SRR R RIS AR =Ry “ IR G, AR
sz s EE L (EH, 2016, p.354) . HHPHHEBNFICLES T RetEELZR, &
LR AR 2%, IRERIBER, AR kS K — R ER (8 18) o mimm R =
FfER 1 RN FAERZ DA, IR “ =" ZMAMAHH, B E G m A A,
MARIER—ZINERFE LEEIR, 2 “— DRV, TR, TR bk, 1991, p.99) , fE
XAEEA, BRI DME =k, XA DME=m @i bk, 1991, p.80) o EMBAYZE HFRIATE
XS R A L I AR R T B, ERIE=IHRAY AR ICIRE IS (e T 55 LRI Z4ER R
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JEA TR EIARATN, ERdFE AR e R R ET MAREMA Z&E, AUkttt
iz b, S B AR rT R SHE, XEIFRENSIBEARSZH (B 19) o fEER/INEETER
AEE P, LR E A e R S5t L, ANPIRA R TEh SRR 1 e B Em A LLsE %2,
NG EAERIHITEZ AR . S ANYIERSSkAT, S RIRRE, #m DURMA R HIXAYIE
Ui, BXURZNEREE (820) o FRXBGERFEXNA, MK 108K ELS, REUKZ
IS N T OSSN S i 8

19 (Z@htk) Fr (2012) K20 (Z@hik) Fr (2012)

(E8hok) HBPARBHRS LKz EERBRIOZMFsNE, TCRAERAREE LS T
SRR, AT, EESPHALNEIERERG T, BRI F R T 3%, B, EaE)
(2009) FFZEE—4 15 MORIEIE KBk, ARG R 1 LK E IR R GE R RS E - (& 21-
’22) o XEHEEHME—HII AR S AHRE T, RRESIE Cibim) masR T rEdL
X G Z MBS, e ERNERHFE TR, %3 FREERIE, £ Hih
RIFEE. 5 (=Ihik) MR, B R Rai S FRIERAY, mESMtmARmE, HU
RECKRBIHAER AT ER7 R, SAWETITREZRZ . SEGRINEFZEk e O
2E) BELT R RDMNE, A BRI e R 225w, IR CGRIEEI)
BRI, R —700 —RFR9ESE. 7 (Hi#, 2016, p.352)

e (FHR-T)  (2024) w, EIRFEIR 2 IR TABXRCREIRFE, EHR 751l
JG, DA—Bxd58t 15 FORIENE Bk e P (PRI, 1 i+ S ) LU AR R 70 B B LU 75 06 S TR
IR R, BRI “=ix” MEER (B23- B 23) , MNT “SHE=8l7 AR FRE
IRENGR, X —2RBELEIE TEMARH, R, AR R N BABRAE T H R R
FHFAKEZVIMST3), EMIIFERERAEANES A “BRAMBEESNESEE" (HE,
2016, p.348) . fEEIZEIANERECKARAIN - B, AR MEs) - HERAE ROV, &
TR - HGANCIRR IR E AR A “E” ZFIRM T ZRENZE RS, ATLOA
N, B PR R A AR S AR EOUNGE, AH 5, BRI S S Rl S B R A RN 3
tEEEdEH, B T ORastE, HEGR A2 SR A E LT ORI AN B R X8
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MU BOZENISTEL T (0% “ERNEE) - ARRIEAKE, EIROED M, BiRny, ZRLREH
W (D%, 2016, p.103) .

i:-- e e of <
K21 egE) £ (2009) K 22 CEFILER CEHm) ) 8A%E (1350)

E““r’-r—-{——‘

23 (HFHA) £t (2024) 24 CRIATIRIED) HtE (1680)

= BEEMA

RITHFZRIZZE N, FHARR A A E 5 R FRER, ENwni5/R (Kracauer) iTE, AN “&
LI R EE MR L IR E TR ZARNGHRZ T (Kracauer, 1997, p.192) . XT%&
EHS5HEENES, CHEZINIG, AHH (Benjamin) MM EIEL, LETCIEG AR
NEHASEI BN R (CAHER, 2002) o Z945-HF% (John Berger) WIADh, i BA —M4ikd
2 QRN R < RN AL BB A “ B E” , RIS AT DUE I R B A SE b Al 16 9 18 22 1R N
G R (Berger, 2008, p.31) . XM “EHEM" BRBEEGIAREH, BHZRX (Metz) HIE
ki, HEEARSMBEREN, H—7m, KRE Mitry) f5i, HEEHROBRAMZALHE] AT E L
IR G EAFSBMAE (Mitry, 1997) o X—HIHIN R E 7 S AR 0E M,

REMM, FEEMPULERFESL R RIEEREREH, X5 E R A B E Fk i, 5
SHNEILP AR A B, gt 2 SRR, VL0 DU\ A
HHFE WGREIAF P AR HTRVRIET (Robert Scholes) #2HIFY “BEHM”  (narrativity) £
&P SRR M, SR A, A BRI TGS TS S MAEE 2 AR AL,

BkgaH, HETHREINESIER K T AREERIRIE (Berger, 2008, p.26) . XLEAFETIA
NRFSLER X — XA, 5MRTER N L EN GRS HTREARR, BEaUSEBIEREN
IR, FEOLONE DO BT TR RS, LB AOE T E R, REEmR s 77 " (R
R, 2002, p.124) o Owitt, EFRFAEIMNEEZHIEK “S=EX, RANE “fi”, —fh A
FfERIRETE” o BRIy, HEMEIERES =R AR LG, th3:5k WL R B A AT
I TR (2%, 2012) .

R T RfEahrh ARz EE A mE g Eb, EAERMRERE LRAE T SHERATE S =8
RURTREME. TR ERBHTT R, HESKS i aE R, sl T ° "Bk FInR—R BRER”
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(B4, 2012, p.108) °, EHEEZEMYSZ, IEANFERRAER ", TIRERHIELE BH 540
Wit &z, WARMTREREREER], e DR Bsh RN R — 8, BERA AR,
WEAMARENTER”  (R=t—1, 1999, p.40) .

FEt, CARFTREF AR, By B FRT RBEET  MARIREE T E LA E
N ELAESIRE, B2 R XS R H AR dh B IR R O U H AR, L b, FFAERT A
SEGETCTEMARE, fERR (R (2009) 1 (ESEEE)  (2015) H, FFEHEL T ## L
BB SkAs M, X mE R EH A BT ERmEs. (R RR—MaR#e T "k
Pt —RRAERNRIIE T Bk, iR T B OERERE B, UNH TR ERERTT
BOARIZ . W I TS F RIS 10 MERIRFE R, BRI A A A E T A 2R AR
B, RPMBEAXFREE T 10 B, TR _ BRI ANJLRRAE RIBEREIE, B 2P P
EAERBUR. £ CGRAEE) , XALE L E RS R e = m T, fE/emek TA573)
HIFPAIH, B lEE RS sk S I TRk ERISCE, FHoh— 0 T AR R EREEAL 752
A 20 Fbo [H]E 55 Sk B PR L W PUAN AN FE AT B AR E, TR —3srh, M R R R
RMHSERAEGR, BEkFE T 308D, 5 (=0h5k) K0, XABELF, BRMSERIK T R,
WARRIMEA S| F B ARG B AT, ARZAET, ERSIMERLRA Y, ARILEHHER
MRS ILNERSE ST MR, ENMTAMEARE, mHEES R ERAR, X
A2 T SR 1 SR N A SE AR IR 1 2R 5 FERE Y 55 — AR R IR AETIA,  HLRZ AT AR 4k
A RERZ “HBIE (pathos) ” Ml “IEE (ecstasy) 7 HIRM, X—MWIEAREA)—BMEHENE
KaETECRIIE RO (H, 2015) .

SRR AUEIR MR AR S H BB BITR 8 MR SN AR, 2 S it v 1 o 6 57 X0 O ot
TREZAN, NHRE T BRIERE, XM UES: B it SR QI E XS, Mm%y va- s %7 (Patrick
Smith) fE7#T (BRPEIX) I, s ErEEhaiin “BRKXUE” (pure ‘pictorial con-
templation’ ) A ATREBVAAEAIE & (Smith, 2015, p.186) o XFhHEIBGHRIEIHETE (B
VEX) ZIEHIfEd AR . 5 R EM—H, (G B R BB A A
BRAIRR, AEZR NI SN = R e 51 Rl 6k = B AZ AR DGR, X fE 1S FLRZ PR RR A IN TR ERR 2215
R, —REm s,  FERR, QRGO AR A PR AR AR 2 B E T R SE AT VLA T i
MEGF T, 7 CAHEH, 2002, p.24) MEELAIERT, HXMESIERITH, % AR
FURFAE RN, MURAVE S FRRENT, AT, [ Bk AESmE ek 7IX—%CR, 5 (=
WRIk) FRRO RN IR ETE MR FME, TR ERE BT HUK, BTSN BRzH, ik
DB NG R AR IE

XL T L BESRAT AT RES | R RE R, BHITARMERARTHAT “BErLiE” o MARBLRA BAHEA
PR EmE R AR AE S, WA EHEBIIRET BRATZRAMIUREATS”  RHEH,
2002, p.124) . MARBGEBERXIMMIRESZH, BLEIBA - PNFogfrfmE s, Bk
CHRBEA 1 SHERIWLSHENE AL A2 7, TR R I B T RS PE R b i
FIE R HT T, BPEIRTEt, TURRIMER ] DI 5 RINZ ARG R, 52, WHEEHE
AN THNFEET, TN T HMTET, S2RES, BAKEMERS RS RIS H,
BT 5 M RAE IR AR, RAERR KR, MERS (52—, 2018a, p.159)
MANERE, MM “FraSIeHmaERE” (5> —i, 2018a, p.157) . REFFEALTZRNE
REZERRY “SBASE” | fEEmE EAERES, ArIEERITVTEARME, SIEFN, mmmd z”
A2 TR IR IG5 1O AR “rRlET BORCR,  IET BUSRERAFEAE T EE NER, AR TR S BT
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BRI, IXAh " BIEEES, & NS Frin. KR MTEh R Rk R &
HIYBE” @ AR URIA KRAMTUER B, STl AR MEARIR, HENFARNEEE
BTN, FAREERE MM | RN, AR, " (8, 2019, p.92) ¥
BIAERMARG R “A/ME” , IERERXNEREF, =ZMREOy 17 BR/RATHE) AT L
T,

BaSkrP B EE AT IR ARAYT.  ERERHRON S RS (B G ENR BUIX SEpRR], SCO T BAPERAR LAY “& M5
Bl” AUERTECE, EmAYINE SR T —MEEEEE, XM EEY, “TARNEE. 2RI
W 2R L BRI BRI S BEAIRAS Z RIFRA RIE S R RE ey (5 >z —,
2018b, p.71) o fERGEMEH, R FFHEERNLD T EESRUON Bk S nEn iR, #E3%
BEMANARANBEE -8, BEYONNEEE TR, XS WS EE A] OB 248 B /R i
(Grierson) Ml FEK: REZEHZR, BHEERTHSEF, BHIRHL TIWARRHE, m
HLEZ R — MR IAE BO IS IR R S I RIN, g R E ARt SRR RO R R 2, 5
AR, T CE8h5R) Hh, PSRRI SR BRI A WA R AR, (B RSRIEERE, ER
it B— NG NERREILIAR BT, MRS IR AR, FFERRIN, 2 “ B HRE (free
play) 7 f1 “HHRZ (free appearance) ” WAIL (F#), 2012) , HAEAEMRRR SR,
BESWME, “ANZFCURARAE, REVMMEER RZIRIRIEK” 1, X2 E X A
HIMES, AFEHJE TR MNP A ISEREERS. fEHE N b, B T ZEEN T EmIE
AL AR R R S L MR IR B — R R 1, RO RRICE B SR A E SR E
IRATRETCIE AT T MM B RRRRIE A, X5 i A PE DU ARAEFIRSHERE BN, WA Bt
B AP NKEEL” T E S, = HHERFTTEAN AR —BRREE AR, T2 ERR. ARI%
HIRAR AR AATT “TEESREEERR” o

Gilh

ARIXMESCA A KRR, RREA PR EE N HEYERIE, Fh, EmiE s
BRI o R AE R TIRESMY “EEmE” , iR TERLFA B EENATER. RN, £
Kizshfa T E kR E D, 22 A RS RETRENAIRES, AR TEmE NG, S9MRE,
R e BFIRERBRM, EEALKERATEIE A, SHERN R T RIR B IR T HIE X,
DAREAR B9 M2 B BAE WL AR T i

KT W BIEY, A ESESRIIEE, Fl, X WSIMABHE £ RIS B A
MENRERF, HAERNEER “F /8E” "IN/ a7 2, KB "PRNE, R
(£, 2011, p.97) WBEF, BEHTHBZERARFTERES, ERERHE LRRFHTRER
M NGRS T o MA, EIRERMNZ G TR — RS E T, TCOI 2
H RSB RIREERATAARA RS54, X2 N R R “B & 514" RIMEREE, H
HERF TR R B EARF XS, DU & T R R SRR R Z MY B, A E
BRI R A B, BERITEGRE R RIA TR ORI, ZRIBIR, A0
BRZEERITIEE, B2UCEE R H ISR,
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1 RVE ESRAEP ARtk 175 J7 SR BUAR A R SRR (i) (2008) AT (BEER)  (2009) #&ff i,

HIEMBLER VTS, IXEEIERRTERIE (i) (2010) ZRAVZ RN B4R &RATE]™ 5 (by-product)
(Wang, 2013) .

2 SERT 2018 FERY (BERBL) (2018) UPssfk T ERKERET “A185)"7 PISEEMITEIR, Lhr L (3t
REL) BIREIRM TR T 2005 2 2008 £, BB ANFEGHR CRIAE) METHRTHLE, A, £
LT RIER (RIAE) &A 2RI EICRH AR, HiH gL S BoRE — R T "B A"
FIRGR, fthT 2014 AL T (GERB) WL, HT 2016 FIFAEFIRAMBEMTTE (U OM:

LU FE IR R GEREL) |, 2024; @F, 5K, 2019; @V, T F—, 2020) . ATDABE, (FEREL)
=l CRIAE) MEMKKE, HEIERHERECE, B3 2018 £77&%mM,. HN, EREETHIN=
F, HOERELOEEERMIX, £ GERH) ERIFE—F, ERAHSEgEmimREan “kaia
27 WENRS FE/REE, ZEER GEERH) (2018) . ZEMRHS (RIRNG) ROHHREFE, 2657
PRI, KER A TR, DA el G 5k EME/REHIE R, (IR e 54
LRI, 1E (EEEH) FHAERM, 2019 4, xh THRE EM, FREMRGRPRRIXAER MRS
—EBRT A FEMAES (UM Frames of Representation 2019: In Conversation with Wang
Bing, 2019) . (EfEAH) 5 FIRE) {EFE ERJHEOIE, AIRN—FE RIRIE MR,

3 EICRBIRE N BRIIENAZZ N rEERAMERER /N Cris)  (2004) BRG], MEERBESRERRRE
HARR ARG AR ATRE, ERTERVITRR, THARLF A IMER RO a2 2 A5 51 S A9RR . (Hi2fth
BEE ROREIZE S Frin i LRI A 5 RS B S TmERIARAE RS (B0 LR, #K, 2020) ,

4 Z W FE AL 2014 F B FUERRAL % A a2 (Jishlava IDFF) RIMPE EREBEANA (R4 Master-
class - Wang Bing, 2017) ,

5 FFkZ%TZRP = B% (Roland Barthes) X T “fH¥HHEIZE “XMEMEL 7 LR, vtk
HEEBIR PR R AAR SR W EENE, BRHEACOY “BEEE” 1 “|R"  (Saito,

2013)

6 ELREIERVFRR: “ (WK NERRELE—DHANIMEES, EREMEZHIERTARAS,
BXRTLZMNEFRSWASL RS, " (Wang, 2013, p.132)

7 1BwMER Metz) FiE: “fEHEES, KiZ2MFEIERE £, mk, REEREEM 7 (K,

2006, pp.44-45)

8 KTMER < E RIS F N FERIEN DT, —BHIEATBEMAL, —ZENFIENRE
HEREZESRA RIS (20 8, 2016) .

9 ZUEINETHEZ T ERESBRTIE, fTHE25 GFR) FEA R (ATH, 2018, p.15) .

10 #EFEILTE 2014 FEFHH ELERRA K T (Ji.hlava IDFF) KRINPE ERIFRIR (MA: Masterclass -
Wang Bing, 2017) .

11 #EFIAE 2014 FEFHfh FLERRA SR AT (Ji.hlava IDFF) KIREE ERIFRIR (MSI: Masterclass -
Wang Bing, 2017)

12 X NBARF, sehiZ/RE DL CRit)  (1930) 9, feHEERCRHERYIIARREA RS, FHAREE S A
ENRIRZII25), TR E— R Ra kRS R 2 (Kracauer, 1997, p.185) .

13 MRIEHRYRETEE S, "B (narrativity) ™ Z2HEUWAMHAREEMREERM, FaheforEa
RN SRS, Wb, NEEXS5I SRS “BE” B4, HRESCREL N —
BARXHREE, XRS5 MR B S8, @R XA R4 PR EE (Scholes,

1976) &

14 i, P=-ERAERONEZE: “REFEZNEG LM 2AL? —REMMT, KA HERE,

PARERRAIIRFEAIAR ; (] LARHE, PR ZIERAEG 75 B BT, XEARZ HAMERRIZR
v, EAZERER. 7 (E%, 2002, p.88d)

15 7£ 20t 70 EREE (E=F ) WNRTA, TR “FREZRIEERR TN R RS, x4
RAZEINN), EMERANARZ IR ERE 2 AR, " (E%, 2012, p.108) &K, HFirREHK
ISF [R] A LR R AR T RE, - 4R =4 I 1R] 9 [ 72 B2 Sh AN LE RO B 2 s H IR FRL RS R, 2 B A R EL

253



AR PR, ERFTE R RN RN MXRhRE ) B R,

16 ERDL CBLE ) (1944) M, feirEZPRIsi B THER, BOVNEXRHFTEMmE” (5,
2012, p.105) .

17 B EEEMANE CBRIEX) R, 85— “TERESTIAETEE" FIRE, 84 AT PR
BHIxA R ER AR (R¥F, 2011, p.2)

18 FI&T 2017 £4k1F EYE Art & Film %2 2[R, EYE HEZEWEHIE T MA@ L ERNE R, a5
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Portable Images: Digital Video Activism and Queer Marxism

in Cui Zi’en’s Withered in a Blooming Season

Wendy Sun S

Abstract

This article analyzes Cui Zi’en’s 2005 film Withered in a Blooming Season as a case study of queer cinematic
activism in China. I argue that Cui’s distinctive combination of digital video activism, Marxist critique, and
queer theory presents a radical departure from both state-controlled representations and Western-dominated
LGBTQ discourses. Drawing on traditional Chinese literary history, Cui reimagines same-sex intimacy and
family kinship as spaces of both resistance and renewal. By examining narrative structure, visual language,
and socio-political context, this article shows how Cui’s film challenges conventional ethics, redefines queer
identity within a Chinese framework, and contributes to a global queer Marxist imaginary. Cui’s film not only
critiques censorship and heteronormativity in China, but also advances queer theory toward a more localized,

diverse, and politically impactful direction.

Keywords: Cui Zi’en; Chinese independent cinema; queer Marxism; digital video activism; Withered in a
Blooming Season; family kinship; tongzhi politics; post-socialist China; queer theory; Chinese same-sex lit-
erary traditions; tongzhi

Independent cinema stands out through its freedom to explore cultural projects unfettered by economic con-
straints or sponsorship limitations. In the realm of Chinese independent cinema, Cui Zi’en’s £ 1~ B queer
cinematic practice transcends multidirectional boundaries. With what he refers to as his ‘digital video activ-
ism’ 5214473}, Cui not only challenges the Chinese nation-state’s problematic censorship of and strangle-
hold on the queer movement but also simultaneously reconstructs a queer theory specific to the Chinese con-

text, thereby demonstrating the uniqueness of queer connections in China.

Cui’s independent queer cinema serves as both political activism and a disruption of Western-dominated
queer discourse. His work urges a reevaluation of queer notions and the interplay between art, media, tech-
nology, activism, and the Chinese nation-state’s identity. Cui’s cinematic intervention has three principal
dimensions: representing the struggle and memories of China’s queer community, expanding the Western no-
tion of queer to incorporate Chinese Marxist elements, and pioneering a new mode of digital media activism

that promotes empowerment through international film festivals and cross-cultural distribution.

This paper investigates Cui’s deconstruction of Western queer theory using his 2005 film Withered in a
Blooming Season />4 (2005) as a case study. First, I examine the historical context of same-sex rela-
tionships in China, arguing that Cui, an expert in premodern Chinese literature and the late imperial writer Li
Yu 45 (1611-1680), mimics traditional patterns of queer love to convey uniquely Chinese sentiments in his
film. This film not only forms a queer narrative but also serves as a testament to Chinese national history and
cultural memory. Second, I analyze the narrative structure and cinematic techniques in Withered in a Bloom-
ing Season, asserting that the film represents Cui’s effort to localize queer theory within the Chinese context

and challenge Western notions of queerness. Cui seeks to resolve the dilemmas of queer theory in China by
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developing a localized tongzhi identity, exploring connections within Chinese family kinship, and intertwin-

ing Western queer theory with Marxist theory, reflecting elements of Chinese post-socialist culture.

I conclude that Cui’s cinematic practice constructs a new visual language that offers global audiences insight
into intimate same-sex experiences in China while challenging existing queer theories. Cui’s experimental
techniques form a localized queer identity for China, mirroring the queerness of the Chinese nation-state. His
independent cinema serves as a social intervention, raising awareness about the queer community in modern
China and the queerness of the modern Chinese state. Cui’s international success paves the way for scholars
to deconstruct Western-dominated queer theory and reconstruct a localized Chinese concept of homosexuali-

ty and queer identity.

A Survey of Same-Sex Historical Context and Queer Relations in Chinese Literary Represen-
tations

Chou Wah-shan, in Tongzhi: Politics of Same-Sex Eroticism in Chinese Societies (2000), points out that
same-sex eroticism has been a significant social, political, and scientific concern in modern China. Although
premodern Confucian and Taoist thought did not treat sex as the central feature of life, and thus, there was no
concept of sexual orientation as understood today, the traditional cosmology of yin-yang influenced gender

hierarchies and attitudes toward same-sex practices.

The fluidity of gender, as represented by the constant movement between yin and yang, contributed to a more
tolerant attitude toward same-sex practices in pre-modern China. Taoism viewed sexual intercourse as a cos-
mological and medical phenomenon that transcended mere lust and balanced the essences of yin and yang. As
Robin Wang explains in Yin-Yang: The Way of Heaven and Earth in Chinese Thought and Culture, yin and
yang are interdependent and constantly transforming into one another, embodying a dynamic balance that
is crucial in understanding Chinese cosmology (2012, p.3). Sexual intercourse between men was seen as an
exchange of yang essence, while same-sex practices between women involved the exchange of yin essence.
This cosmological view allowed for the coexistence of diverse sexual and gender behaviors within a relative-

ly tolerant framework.

However, Confucianism reinterpreted the ancient yin-yang dichotomy, associating male essence with yang
and feminine qualities with yin, thus establishing a gender hierarchy where yang was considered superior.
For nearly 2000 years, Confucian ideology dominated pre-modern Chinese society, organizing sexual and
human relations into a hierarchical order regulated by the Five Relations. Sexual activities had to align with
proper family kinship relationships and orthodox hierarchies. Same-sex relationships were tolerated only
if they did not undermine the institution of heterosexual marriage. This tolerance primarily benefited elite
males, allowing them to pursue romantic same-sex relations outside marriage while forbidding women to
form such bonds outside polygamy. Michel Foucault, in his analysis of the history of sexuality, highlights
how sexuality regulation is deeply connected to power structures, particularly through systems of marriage
and kinship. This perspective frames the Confucian regulation of same-sex relationships as part of a broader

effort to maintain social order through control over personal relationships and family structures.

In pre-modern Chinese literature, same-sex narratives often revolved around themes of lust and love, with

distinct differences in the depiction of male and female same-sex relations. Male same-sex relationships
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frequently consider factors such as class, age, and gender. According to Bret Hinsch’s research in Passions
of the Cut Sleeve (1990), these relationships often emphasized both emotional connections and physical de-
sire, highlighting an intrinsic inclination and culturally cultivated taste for such relationships among men in
ancient China. Wu Cuncun, in Homoerotic Sensibilities in Late Imperial China (2004), provides a detailed
examination of male homoerotic literature, such as Pinhua Baojian ' . & % (late 17th century), Hong
Loumeng 2L#% (1791), and Longyang Yishi (EI51% %! (mid-18th century). Wu’s analysis reveals that male
same-sex desire in these works was portrayed as both an innate inclination and a culturally acquired taste, of-
ten intertwining emotional and physical aspects of relationships. Matthew Sommer, in Sex, Law, and Society
in Late Imperial China (2000), discusses how male same-sex relations were regulated and perceived within
the broader context of legal and social norms. Sommer highlights the complexities of how these relationships
intersected with issues of class and authority, adding another layer to the understanding of male same-sex
dynamics in historical China. Giovanni Vitiello’s The Libertine's Friend (2011) further explores the construc-
tion of homosexuality and masculinity, showing how male same-sex relations were embedded within broader
social and cultural practices. Vitiello’s work underscores the interplay between homoeroticism and societal

norms in late imperial China.

In contrast, female same-sex desire was typically linked to themes of sexual deprivation and occasionally su-
pernatural elements. Narratives about female same-sex relations often depicted these desires as arising from
a lack of heterosexual fulfillment or influenced by otherworldly factors. This depiction highlights the societal
belief in the necessity of heterosexual relationships for women. Sang Tze-lan, in The Emerging Lesbian (2003),
points out that the regulation of female homoerotic desire reflected the anxieties men had about female sex-
uality. These narratives often mirrored the broader societal concerns about women’s sexual autonomy in
modern society. Mayfair Yang, in “From Gender Erasure to Gender Difference” (1999), discusses how mod-
ernization and increased contact with the West introduced China to concepts from Western sexuality studies
and gender terminology. During the Republican period, Chinese writers integrated new Western theories of
homosexuality with traditional perceptions of same-sex love. Provocative periodicals from the May Fourth
Movement era often compared same-sex love between women to that between men but still associated fe-
male same-sex desire with a lack of opportunity for heterosexual practice. Sang Tze-lan notes that regulating

homoerotic female desire reflected male anxiety about female sexuality in modern society.

Maoist China marked a significant shift, where discourse about sex was taboo, and homosexuality was de-
clared non-existent in the early years of the PRC. The ideal of masculinity shifted to the physically strong
worker, and women were transformed from sexual objects to laborers. Personal love and passion became
linked with national political ambition, and same-sex eroticism vanished from the literary landscape for sev-

eral decades.

Modern representations of same-sex relations reflect traditional depictions while incorporating elements of
the changing status of women and Western influence. In post-Mao China, public discussions have centered
more on gay men in metropolitan cities, while lesbian discourse remains largely invisible. The media often
portrays gay men negatively, associating them with promiscuity, AIDS, and societal menace. Writers face
state pressure to produce ethical representations that align with the narrative of building a communist new

China, resulting in highly censored creativity.
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Modern Chinese discourse on same-sex eroticism is more complex than in any previous period, intertwining
economics, international influence, tradition, national political ambition, public gaze, feminism, kinship, and
science. Cui Zi’en’s films offer a significant exploration of these issues in contemporary Chinese society. As
one of the few openly gay filmmakers in China, Cui challenges the dominant narratives by portraying the
lives and struggles of LGBTQ individuals. His works, such as Enter the Clowns H.ffi%63% (2002) and Queer
China, ‘Comrade’ China 5 [F]i& (2009), provide a critical perspective on the ongoing marginalization and
censorship faced by the LGBTQ community. By highlighting the intersections of gender, sexuality, and soci-
etal norms, Cui’s films not only reflect the historical complexities discussed in the aforementioned literature

but also push the boundaries of modern Chinese cinema and cultural discourse.

Scholars such as Chris Berry and Audrey Yue have extensively discussed Cui Zi’en’s films, noting how they
provide a critical perspective on the intersection of queer identities and state politics in China. Berry argues
that Cui’s work challenges the state’s control over queer representation and highlights the resilience and
agency of the queer community. In ‘The Sacred, the Profane, and the Domestic in Cui Zi'en’s Cinema’, Berry
discusses the interplay of sacred, profane, and domestic elements in Cui’s films, contextualizing them with-
in the broader spectrum of Chinese and global queer cinema. In ‘Mobile Intimacies in the Queer Sinophone
Films of Cui Zi’en’, Audrey Yue addresses how Cui Zi’en’s films navigate and represent queer identities and
intimacies within the Sinophone context, contributing to a broader understanding of queer Sinophone cine-
ma. Yue emphasizes that Cui’s films not only critique Western-centric queer theory but also foreground the

unique socio-political dynamics of queer life in China.

By examining these historical contexts and literary representations, we gain a deeper understanding of the
unique trajectory of same-sex relationships and queer identities in Chinese culture, which Cui Zi’en’s films
seek to articulate and challenge. These scholarly insights justify the inclusion of a historical context when
examining and demonstrating how Cui’s films are deeply embedded within and reflective of these evolving
socio-cultural dynamics. Cui Zi’en’s film Withered in a Blooming Season (2005) offers a poignant explora-
tion of these issues in contemporary Chinese society. As one of the few openly gay filmmakers in China, Cui
challenges the dominant narratives by portraying the lives and struggles of LGBTQ individuals. Withered in
a Blooming Season specifically highlights the enduring marginalization and censorship faced by the LGBTQ
community, reflecting on themes of love, identity, and societal pressure. By drawing on both historical con-
texts and modern challenges, Cui’s film bridges the gap between traditional literary depictions of same-sex
relations and the ongoing fight for LGBTQ rights in China today.

Traditions and Modern Adaptations in Withered in a Blooming Season

Before Cui Zi’en became a film director, he was a scholar of premodern Chinese literature, specializing in the
works of the Late Imperial novelist Li Yu. Li Yu is famous for his same-sex stories, ‘A Male Mencius Moth-
er’ Btk 5 —#& , ‘The House of Gathered Refinements’ Z5H{Ef# , and ‘The Fragrant Companion’ 1% %
£ . Li Yu’s work is significant in understanding the traditional treatment of same-sex love. In ‘A Male Men-
cius Mother’, Li Yu found a way for his characters to survive in conservative Confucian society by having
the pretty boy Ruilang cross-dress. He not only disguised the gender of the pretty boy but also cross-dressed
the homosexual relationship in his story to disguise it as a heterosexual marriage. This plot demonstrates
that as early as the 17th century, Li Yu understood that the only way for a same-sex relationship to survive

in Chinese society was to simulate heterosexual family kinship. In ‘The House of Gathered Refinements’, he
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depicts an ideal male who embodies both beauty and refined cultural taste, reflecting the traditional belief in
the fluidity of gender. In ‘The Fragrant Companion’, Li Yu’s solution for same-sex attraction between women
is to have them marry the same man and align their female same-sex desire with the heteronormative polyga-

mous family structure.

In Cui Zi’en’s film Withered in a Blooming Season, many elements of Li Yu’s influence can be identified in
the plot. The film explores the queer relations among three teenagers: Xiao Feng, his twin sister Wen Wen,
and his gay best friend, Le Le. Growing up in a family marked by their parents’ divorce and neglect, Xiao
Feng and Wen Wen share an intimate bond. However, their relationship became strained during their last
summer at home before college. Wen Wen, uncomfortable with the perception of their relationship as roman-
tic by other people, distances herself from Xiao Feng. Meanwhile, Xiao Feng discovers that Wen Wen has
developed a romantic relationship with Xiao Jun, a college student and aspiring singer. In an attempt to sab-
otage their relationship, Xiao Feng coerces Le Le into pretending to be Wen Wen’s boyfriend. This plan fails,
and Le Le uncovers that Xiao Jun is also their mother’s secret lover. Despite their mother’s attempts to bribe
him, Le Le remains loyal to Xiao Feng and reveals the truth to Wen Wen. Heartbroken, Wen Wen decides to
form a union with Xiao Feng and Le Le, and the film ends with the three walking together toward an uncer-

tain future.

Cui’s unconventional movie Withered in a Blooming Season raises heated discussions about same-sex rela-
tions and family kinship. It is banned in China, and the international reception has likewise been controver-
sial. The Western media spins the story as one of brotherly love gone wrong and advertises it as a movie of
incestuous love. However, the themes of incest are only an undercurrent to the film. Xiao Feng’s sexuality
remains undefined and ambiguous until the end. While his overly protective behaviors towards his twin sis-
ter’s romantic relationship with Xiao Jun could be considered as stemming from jealousy, there is also the
psychoanalytic interpretation of it arising from a fear of losing his maternal figure, considering the non-func-
tional family structure of the twins' upbringing. With the mother being distant and selfish, Wen Wen has taken
up the role of the nurturing female figure in Xiao Feng’s life, which includes, at the most fundamental level,
cooking his meals and caring for his needs. Xiao Jun could be interpreted as a male figure who threatens to

take away the mother figure from his life and, therefore, needs to be eliminated.

The most controversial and erotic scene in the movie is when the twins’ mother punishes Wen Wen for fight-
ing for her own room to sleep in. Wen Wen refuses to eat for days and falls asleep due to weakness. Xiao
Feng brings milk to his sister and feeds her mouth-to-mouth. This scene is presented by Cui Zi’en very erot-
ically and can be read as a sexually suggestive scene. Later in the movie, Wen Wen goes to see a doctor and
tells her brother that she has become pregnant. Interestingly, Xiao Feng goes to pick up a fight with Xiao Jun,
but the latter tells him that he never touched Wen Wen. The film never provides viewers with any further clar-
ification about Wen Wen’s pregnancy. Xiao Feng has doubts and complains to Le Le that he does not know
if Wen Wen is telling the truth or not. Cui Zi’en also does not provide an answer, and the pregnancy storyline

disappears, leaving the audience wondering.
In Withered in a Blooming Season, Xiao Feng feeding his mother-figure Wen Wen milk suggests a reversed

gender performance. Milk plays an essential role in Cui’s cinematic practice. It symbolizes the act of nurtur-

ing, semen, and also indicates femininity. This scene aligns with the Chinese notion that gender can be fluid
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and also agrees with the Western gender theory that gender is socially constructed and highly performative

rather than an inborn characteristic.

Another possible reading of this scene is that Xiao Feng was indeed performing sexual acts with Wen Wen
that night, which explains Wen Wen’s pregnancy. However, Xiao Feng’s frustration also implies that he
probably did not even understand how sex works or should be performed. With this one scene, Cui Zi’en
successfully broaches questions about the nature and nurture of gender and highlights theoretical issues such
as gender performance and the fluidity of sexuality. Using the structure of the family unit, Cui Zi’en does not
just content himself with combining Chinese and Western gender theory but instead starts to sort out a way of

creating a localized Chinese queer theory that is attached to family kinship.

As Chou Wah-shan claims in Tongzhi: Politics of Same-Sex Eroticism in Chinese Societies, in Chinese soci-
eties, “family kinship, rather than an erotic object choice, is the basis of a person’s identity’ (2000, p. 1). By
densely weaving the queer relations within one family unit, Cui Zi’en strives to articulate his own queer the-
ory and fongzhi politics. As Hongwei Bao points out in Queer Comrades: Gay Identity and Tongzhi Activism

in Postsocialist China, Cui’s fiction films are challenging, particularly in terms of labels:

He is not a communist, and yet communist principles and practices feature strongly in his films, and he
even speaks of building a ‘communist international of queer films’ (Cui and Liu 2010). He was born
in China but does not believe in ‘Chineseness’; he takes pride in being an international and a citizen of
the world (if not the universe as his science fiction films often involve extra-terrestrials). He identifies
himself as gay but is against LGBT identity politics. He describes himself as polyamorous and par-
ticularly attracted to straight men. He is often dressed in gender-neutral clothes. Most people call him
‘Teacher Cui,” and his friends call him Cuizi. He challenges every definition and boundary, and in this

sense, he is truly queer (Bao 2018, pp. 121-122).

In Hongwei Bao’s analysis, what truly marks Cui as queer is his rejection of being labeled as either Chinese
or gay. This raises questions regarding the significance of the term queer and how Cui translates his own in-
terpretation of identity politics into the cinematic medium. While Cui rejects being labeled as Chinese, his
literary production and cinematic work are all grounded in the very Chineseness that he attempts to nullify.
His rejection of national identity and sexual identity positions his films as boundary-crossing manifestos and

simultaneously provides a philosophy of cinema.

In Withered in a Blooming Season, Cui prioritizes his understanding of queer through family kinship. Sexu-
ality is undefined or only vaguely represented. The relationship between Xiao Feng and his gay best friend,
Le Le, is very ambiguous. The camera depicts the two young boys in multiple intimate settings where they
lay half-naked on the same bed and discuss the problems involving Wen Wen’s new romance. Cui never
identifies Le Le as gay in the movie. It is only his statements ‘I would also like to have a boyfriend’ and ‘I do
not like girls’ that suggest to viewers that he prefers men to women. However, bowing to pressure from Xiao
Feng, Le Le agrees to form a romantic union with Wen Wen and suggests that he and she be a couple. He en-
sures Wen Wen that he will take responsibility for her and be kind to her. Wen Wen laughs at him and jokes
that he should form a union with Xiao Feng instead because of their close friendship and patent compatibil-

ity. With this scene, Cui blurs the lines between heterosexuality and homosexuality. The queer connection
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that links Xiao Feng, Wen Wen, and Le Le introduces notions of bisexuality and pansexuality. Viewers do not
know if Xiao Feng and Le Le are both homosexual or possibly bisexual or pansexual. In this scene where Le
Le proposes to form a union with Wen Wen to keep Xiao Feng close, Cui radically challenges the notion of
the tongzhi identity in China and explores a new sexual identity that builds upon the expansion of Western

queer theory.

In this film, sexual orientation is not the primary focus. Instead, Cui emphasizes the queering connections
within the family kinship to demonstrate a queerness that challenges Western identity politics. The fore-
grounding of Chinese family kinship, socioeconomic structure, and cultural aspects also provides this film
with an explicitly Chinese context: it is an authentic Chinese queer movie. In an interview with Fan Popo,
Cui Zi’en claims that his intention in creating queer relations in Withered in a Blooming Season was to draw
attention to ‘breaking the ethics trilogy’ (Fan and Cui, 2009). Cui claims that he does not believe in hetero-
sexual or homosexual monogamy but advocates for triangles and polyamorous relations. Therefore, the film
Withered in a Blooming Season can be considered an expression of his philosophy and queer theory in cine-

matic form.

Cui’s belief in polyamorous relations may stem from his training in premodern literature. In premodern Chi-
nese society, the heteronormative family structure included polygamy. Both women and men were forced
into the institution of marriage. Same-sex desire between women was covered up in the family structure.
Same-sex desires between men are depicted as culturally defined friendships or represented as pure admi-
ration that transcends lust and praise for ging. In Withered in a Blooming Season, it is possible to identify
traces of inheritance and influence from pre-modern Chinese literary traditions. For example, the relationship
between Xiao Feng and Le Le is ambiguous and described as a friendship. Le Le risks his happiness for Xiao
Feng, which crosses the ethical line of care and friendship. Xiao Feng’s proposal to form a union between Le
Le and Wen Wen also simulates Li Yu’s solution to the survival of same-sex desire in Chinese society, which
was to incorporate desire into the heterosexual family structure. Trying to persuade Wen Wen to accept Le
Le, Xiao Feng gives a speech on Le Le’s generous and kind personality and also focuses on the fact that Le
Le has been accepted to a prestigious University and may study abroad in the US in the future. It is interest-

ing how Cui reconstructs Li Yu’s premodern ideal male with a post-socialist touch.

Xiao Feng’s unethical desire toward his sister or mother figure raises questions about power relations. Cui’s
fiction movie Withered in a Blooming Season showcases many uniquely Chinese elements by simulating the
traditional patterns of same-sex love stories. In combining the Chinese context with Western gender theory
and sexual identity politics, Cui further explores the definition of queer and suggests that freedom can only be
achieved if traditional patterns and rules of ethics are broken. The movie’s ending suggests that Xiao Feng,
Wen Wen, and Le Le formed an unconventional triangle that joins same-sex desire and family kinship. Just
as with the ambiguity of Wen Wen’s pregnancy, Cui Zi’en does not dwell on the solution to their problem but

demonstrates an alternative path that leads to boundless exploration.

Sounds and Fury in Cui’s Digital Video Activism
Cui Zi’en views his filmmaking as a political practice, referring to it as Digital Video Activism. As Hong-
weil Bao introduces in ‘Digital Video Activism: Narrating History and Memory in Queer China, “Comrade”

China’, Cui explains that Digital Video Activism counters the advocacy and promotion of standard, refined,
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and excellent films. Cui calls for ‘acting with digital videos and changing the world’, a technique that applies
a soft and flexible texture to films and juxtaposes this quality with the ‘hard” and “stiff> ffi{*: f¥] world (Bao,

2018). Cui hopes to connect his films with social conflicts and drive change through this contrast.

Cui characterizes his films as ‘zero rhetoric’ X 1& & , representing ‘a radical departure from literary tech-
niques and conventions’ (Bao, 2018). The settings in Withered in a Blooming Season are humble, and the
soft lighting produces a gentle visual effect. The yellow tone highlighting Xiao Feng and Le Le’s half-naked
bodies suggests vulnerability and nostalgia. In contrast, Cui leaves harsh natural noises in the final product,
avoiding cinematic technologies to eliminate disruptive sounds. This contrast between softness and harshness

aligns with Cui’s Digital Video Activism philosophy.

Bao argues that digital video films ‘provided Cuizi with a means of breaking away from established artistic
conventions’, making this practice not only aesthetic but also intrinsically political (Bao, 2018). Bao quotes

an interview between Cui Zi’en and K. Zhao in 2009, where Cui states:

In the past two years, | have changed my mind about film-making. I can’t think that I can create art
for art’s sake anymore. Nor do I think that art can be free from politics. I have begun to relate art to
politics and the liberation or suppression of certain groups of people. I have debunked the boundaries
between art and politics. The best artwork should be those that can influence and liberate the oppressed
instead of those displayed in museums or art galleries to satisfy the needs of the bourgeoisie and those

who have time and money (Cui quoted in K. Zhao 2009, pp. 18-19).

The portable digital camera enables Cui and his crew to explore the limits of reality. The device’s lightness
allows entry into the private realms of the characters’ lives and consciousness. Furthermore, the camera’s in-
stability draws the audience out of the story’s private sphere. The ‘sounds and fury’ in Withered in a Bloom-
ing Season imply the coexistence of public and private spheres, breaking the private/public dichotomy to
reveal the characters’ intimate connections. The dim lighting suggests the instability of the nation-state’s
treatment of queer connections, reflecting an ambiguous socio-political climate regarding same-sex relations
and queer identities. Cui Zi’en’s digital video practice introduces flexibility and ambiguity to mirror the Chi-

nese nation-state’s attitude towards the queer community.

While these techniques provide independent filmmakers like Cui the agency to create narratives despite state
censorship, Cui still relies on international support and film festivals. Cui views activism as an expansion
of horizon and visibility, aiming ‘to have films seen by as many people as possible’ (Bao, 2018) to build a
community between participants and audiences. Activism, in Cui’s view, involves legitimizing screenings in
Chinese society. Engaging in local film festivals and exhibitions since 2001, Cui realized the need to package
his films as ‘queer’ and associate them with Western academic discourse on gender and queer theory. His
political activism is transnational, and Withered in a Blooming Season serves as both individual and social
intervention to raise awareness about queer subjects. Cui’s work raises crucial questions about actualizing
activism in China’s social context and negotiating between localizing queer identity politics and Western the-

oretical frameworks.
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Queering Marxism and National Allegory

In Queer Marxism in Two Chinas (2015), Petrus Liu argues that a dilemma riddles queer theory in post-so-
cialist China. Contrary to common beliefs, Liu posits that the development of queer culture and same-sex
identity politics does not signal the end of Marxism in China. Instead, he contends that queer theory in China
has been entwined with the reception of Marxism in both Mainland China and Taiwan. He claims that ‘Queer
Marxism in the two Chinas provides precisely the conceptual tools to illuminate the historical connections
between queer theory and liberal pluralism for the global scholarly community’ (Liu 2015, P. 31). Liu further
investigates the theoretical status of queer theory in contemporary China and argues against producing sexual
politics and queer theory in China by merely applying translated concepts from Western gender theory. He
suggests that applying Euro-American notions to the Chinese context only serves Western cultural imperial-

ism.

Liu highlights the commodification of queer theory in modern China through an interview with Cui Zi’en in

2012, where Cui claims:

Compared to the American “ghetto” of academic subspecialization, paradoxically, queer theory in
China enjoys a much broader media presence. My queer criticisms and essays have a large readership
outside academic circles, not to mention that many works by progressive queer theorists in Taiwan
and Hongkong are avidly consumed in the People’s Republic. At the same time, the general climate in
China is quite conservative. I am the only openly gay academic in China. With my writings being the
only exception, works published in China under the rubric of ku’er lilun (queer theory) or xing yanjiu
(sexuality studies) are all produced by heterosexual-identified experts outside of the literary fields: So-
ciologists such as Pan Suiming and Li Yinhe, or medical authorities such as Zhang Beichuan. In China,
being openly identified as gay or lesbian detracts from your credibility as an expert on alternative sex-
uality, which is supposed to be described objectively and studied scientifically, preferably with a quan-
titative methodology (Cui in Liu, 2015, pp. 35-36).

Liu agrees with Cui’s analysis, noting that in mainland China, the understanding of same-sex relations itself
embodies resistance to theory. Sexuality studies have become medico-scientific concepts focused on prevent-
ing AIDS rather than building a political identity and fighting social stigma. He argues that Chinese queer
theory must align with Marxist critique to challenge the distribution of resources and the monopoly of sexol-
ogists and educational experts in the production of knowledge about sexual minorities (Liu 2015, p. 38). Liu
suggests that the term ‘Chinese’ in Chinese queer theory is not merely geographic but also reflects the politi-

cal and cultural standoff between Mainland China and Taiwan.

In Liu’s analysis, developments in queer theory and Marxism are intertwined. However, the Chinese term
tongzhi is subsumed under the Western category of queer. . Liu states that ‘the politics of tongzhi fills a na-
tionalist need to develop a linguistic alternative to Euro-American queer theory by insisting on the imperiali-
ty of Eastern material’ (Liu, 2015, p. 44).

Focusing on Cui Zi’en’s work, Liu argues that Cui expands the definition of ‘queer’ beyond homosexuality

to include a wide range of non-normative expressions and relations. He asserts that Cui’s films are ‘complex

meditations on the historical moment of their production, and they cannot be treated as subtitle images at in-
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ternational film festivals with no regard for the Chinese political and intellectual contexts’ (Liu, 2015, p. 49).
According to Liu, Cui creates his own queer theory through his cinematic practice, imagining a potential sex-

ual liberation that transcends same-sex desire and gender performance.

Cui’s cinematic productions challenge traditional norms of sexuality and envision a non-normative society of
tolerance, liberation, diversity, and pluralism. In Withered in a Blooming Season, the ending represents Cui’s
unique ideal where relations counter both state censorship and traditional aesthetics. Since Cui believes that
communism represents the courage to pursue a better utopian future, the film’s conclusion demonstrates his
rebellion against both fongzhi politics and Western queer culture while celebrating an imagined future that

embraces communism and socialism.

Withered in a Blooming Season can be interpreted as a political practice as well as a queer movie. The dys-
functional family structure of Wen Wen and Xiao Feng serves as a national allegory of China. Cui Zi’en rep-
resents not only the queer relations within the family but also the queerness of the Chinese nation-state itself.
The relationship between the mother and her two children can be read allegorically as the conflict between
Marxist communism and post-socialist desires inspired by economic growth. The camera movements, light-
ing, soft color tones, and the sharp contrast between private intimacy and disruptive background noise sym-
bolize the collision between the private and public spheres, as well as the conflict between individual desires

and collective narratives.

The relationship between Xiao Jun and the mother signifies individual desires in post-socialist China, where
money overrides emotions and ethical care. The dysfunctional relationship between parent and child sym-
bolizes the disconnection between the state-sponsored communist narrative and capitalistic practices. The
failed romance between Wen Wen and Xiao Jun deconstructs the state’s version of Marxism, and the film’s
ending suggests a vision of Cui's queer Marxist utopia for China. Cui Zi’en not only advocates for the same-
sex community in China but also breaks the boundaries of identity politics and social relations, embodying a

truly queer perspective.

Conclusion

Cui Zi’en stands as China’s most iconic and controversial queer filmmaker, transcending the roles of director,
scholar, novelist, essayist, and activist. Leveraging new digital media, Cui crafts a unique cinematic language
and technique through his concept of Digital Video Activism, which delves into how filmmaking generates
political meanings and social representations. In his 2005 film Withered in a Blooming Season, Cui artfully

blends traditional patterns of queer love with modern reimaginings of family kinship and gender relations.

Cui Zi’en’s approach does not merely adapt Western theories to Chinese contexts but instead rewrites queer
theory within the framework of the Chinese Marxist tradition, thereby expanding the notion of queer. His
cinematic practices serve as powerful mediums of same-sex activism while also challenging the Euro-Amer-
ican queer tradition. Cui’s queer Marxist films provide a framework for his identity politics and serve as an

allegorical reflection on the Marxist tradition within the Chinese nation-state.

Through his portable digital images, Cui urges queer theory scholarship to explore new trajectories and con-

structs a localized queer theory deeply rooted in China’s unique history and memory. By situating his narra-
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tives within the specific socio-political context of China, Cui’s work offers a profound commentary on both
the global and local dimensions of queer theory. He advocates for a future where diverse identities and ex-
pressions are not only accepted but celebrated, pushing the boundaries of cinematic expression and political

activism.
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Biographies A4t

CHEN Jue is a director and producer of television drama and documentary, as well as a film and television project
planner. He graduated in 1985 from the Television Department (TV Drama Directing) of the Beijing Broadcasting
Institute (now Communication University of China). In the late 1980s, he began working in documentary and joined
mainland China’s first experimental filmmaking group, SWYC (Structure. Wave. Youth. Cinema), with Tian’anmen
Square as a representative work. He has served as a member of the expert panel for the Movie Channel and as an
international documentary juror at the Xi’an International Image Festival.

FRES , ALRIFNZE S S, il N, FEMLIE SRR, 1985 AR BNV T AL nt ) #5257 R R F AR S8 % M
INHERIGH], THES5ARA OIEH AR ERRES — DRk N SWYC, B “S545- IR H -
REME (RET) » BEEEIEL RAR R LY ZEREG LR ERITEZE,

CONG Feng is a filmmaker and writer, and serves on the editorial board of Film Auteur. His major films include
Stratum I: The Visitors, Stratum II: Asthenosphere, and Another Part of the World: Ghosts and Their After-Images,
among others. His most recent publication is a poetry collection titled So-Called History.

Mg, HAEE, GEE, (HRFEE) EHwZE, FTEEEEREE G2 1 okE) LR 2: KinzE) (i
B —#o: WMRNEHER) F, &HEEREE (NMEH%R) .

GU Xue is a film director and curator. Her representative works include The Choice and Nothing News. In 2022 she
founded the FamilyLens Film Archive, an initiative dedicated to discovering and broadening the boundaries of family
images and experimenting with personal moving-image writing. Today, FamilyLens operates across several divisions:
the FamilyLens Film Archive, the FamilyLens Exhibition, moving-image education, as well as film production and
distribution.

L, S, REA, BERRE (RERW . (FFHE) o 2022 FLIHREFG FamilyLens, )
TR RREL GO R, RRDNEBAET LR, RIEFE FamilyLens HATUARIEZGLREE,. Rz
HRE. HBEE. BERIERITEZ IR,

KUANG Yang is a scholar of social and cultural studies and a Research Fellow at the Chinese Academy of Social
Sciences (CASS). A member of the SWYC (Structure. Wave. Youth. Cinema) experimental filmmaking group, he
served as the narration scriptwriter for the eight-part documentary Tian anmen Square (1991). He also participated in
the planning of the CCTV programs Oriental Horizon and Tell It Like It Is.

JB, 25Kt ®, PESREERR R, BEEk/ N SWYC (45 1RM-F4F- ) KR,
JERLF R CRZIT)  (1991) RGN, BShrh e CRTINE)  (IHEH) BRI T,

LEI Lei, born in 1985 in Nanchang, Jiangxi Province, China, is an artist and filmmaker living in Beijing, China. His
works are based on the organization and research of ready-made and found images, combined with digital shooting
and parody, weaving together abandoned images, oral histories, fragmented online videos, official documentaries,
commercial product catalogs, myths or legends, etc., to create visual poetry and prose. Lei Lei's art works include films,
live music and drama. His video installation works have been exhibited in institutions such as the UCCA in Beijing,
Shanghai OCAT Art Museum, Xi'an OCAT Art Museum, Shanghai MOCA Art Center, Tokyo TOP Museum, and
Rencontres d'Arles International Photography Festival in France, and have been collected by important art institutions

and art galleries. In addition, Lei Lei's film works have been selected and won awards at important international film
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festivals including the Berlinale Film Festival, Rotterdam Film Festival, New York MoMA NFND, Melbourne Film
Festival, and Hong Kong International Film Festival.

WA, 1985 FHATHEILEEEET, ZAR & B SH, WEPEALR, MWIERET RS S5 1ERKEG
N AR, a5 Sy, KIRSEPORFREG, HIARE, WA, Erasq, w
W= B, MIESE SRR ERATE R, BRSSO RRIREC., SENERERUEREE, B5R
Mt KRR, MR ASSE B S AL R A2 AL, Ll OCAT EARTHE, P94 OCAT EARME, Lk
## MOCA ZARHuD, RE TOP HUZERHL, TEER/REEFMZE TEYRL, FFREE AN LEAR
TEWGE, PRI AN, TBEAEEIERE NS, BRFAHEET, 44 MoMA BUZARFL, 8IR
AT, ABE R AR T BRI IRIG I,

LIANG Chen is a lecturer at Wuhan Media and Communication College, as well as a designer, illustrator, and

researcher of roadside observation and modernology.

R B EABE R, B, fEEh, BB SE A,

LI Wei is a designer and photographer, a collector of image-media artifacts, and an urban flaneur.

e BN, SR, BRENYRINGERE . ST CREET

Désirée MARIANINI holds a MA degree in Chinese Language from Sapienza University of Rome and she is
specialized in Directing and Project Development at the ZeLIG School for Documentary, Television, and New Media in
Bolzano. Currently she's a PhD candidate at Sapienza University of Rome, where her research focuses on the creative
reuse of family archival material in contemporary Chinese documentary cinema.She has served as an adjunct lecturer in
Chinese Language (second-year level) and in Languages and Literatures of China and Southeast Asia at the University
of Tuscia and LUMSA University in Rome. Additionally, she has taught Audiovisual Translation in the Second-Level
Master’s Program in Specialized Translation at Sapienza University of Rome. Her research interests include Chinese
and international cinema, the history of film and documentary (both past and present), the evolution of traditional and
digital media, and memory studies.

¥ (Désirée Marianini) T2 DK R, RN, HEBRILIEND® . BUSHEK
FAIE Bt (ZeLIG School for Documentary, Television, and New Media) &% S8 5 I H & L&,
Hifi, WE® DREME LN, MiRRESRPELT AP REMERMENETERF A, el R
K5 D SRS B R R E —AERTSORMER “PESREEIES X FREHIN, HED SRFAmHR
BRI LI H 2 R IR AR, R AAER S P E S R, (5D D SHel. a5y
BRI, DARICIZRTT

PANG Hong holds an M.A. in Cultural Representation Studies from the Graduate School of Arts and Sciences, The
University of Tokyo, where she is currently pursuing her Ph.D. in the same program. Her research interests encompass
documentary theory and aesthetics, the history of documentary film during the Cold War, and Chinese independent
documentary cinema. Her articles have appeared in academic journals such as Japanese Journal of Image Arts and
Sciences (Japan), Interdisciplinary Cultural Studies (Japan), and Journal of Film Studies (China).

PEWS, AREURFLRE XM RRRGSURIEHt:, Bl T RECRZERIIFRRISOR 220, D577 iRt
RFEIEE Y, WIS, hEMS S, BB RRT (BUgE) (BA) o (BECUER
%) (HA) . (HEEEieuR) (hE) F2ARMT,

Lynette Qiuyang SHEN is a PhD candidate from the Department of Cinema and Media Studies at the University of
Pennsylvania. Her current dissertation research explores how the concept of "bad images" reshapes understandings of

Sinophone diaspora, with particular attention to gender, queerness, and visual culture. Alongside her academic work,
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she has been working as an independent curator, film programmer, writer, and imagemaker.

EBKRH, PN RS IR R YRS GHATT R R I i A, HELISSURN “URR” Qa8 18 xt G
EREEEE, RRADTEMEA. B LS MRS E UG, BRERDTFSN, ME KIAMFMAZRE, 2R H SR,
B S B eI0E,

SHI Jian is a documentary filmmaker and television producer, and a senior editor at China Media Group. His series
Tian’anmen Square was selected for One Hundred Chinese-Language Films of the Century. He has launched dozens
of television programs, including Oriental Horizon and Tell It Like It Is. Centered on pressing social realities, his
documentaries also include I Have Graduated, Weijia Hutong, Xiaomao and the Sparrows, The Potala Palace, A
Foreign Land A Familiar Home, and My Grandfather Liu Wencai. Shi Jian’s works have screened at the International
Documentary Film Festival Rotterdam, the “Forum” section of the Berlin International Film Festival, the Museum of
Modern Art (MoMA) in New York, and other international venues. In 2011 he chaired the International Documentary
Jury at the 17th Shanghai TV Festival. He is currently Vice President of the Documentary Committee of the China
Radio and Television Association.

), 205k F S, AT HFIEA, Ao R & @i, (Eam (RZIM) Ak (EFEEEIERY) |
Bl CRITINZE) (A FILHDEMEH, NRINARA URTFRSBIEN TS , RIEICH (K
L) o CBEREAED . OhESKE) . IRhE) - (zig) o (BIFEXICE) %, fFRs
I EERF PSR AR, MR T 2 “H ISR . EE MOMA M2 AR ESFEEFREZ T R, 2011
£, HES T UE LFEATY DR A ERFES TR, EDETHFEMRKE LR T UERZEIR K,

Wendy SUN is an Assistant Professor of German Studies at Grinnell College. Her interdisciplinary research spans
German and Asian studies, with a focus on comparative literature, memory studies, gender and trauma studies,
translation theory, and the environmental humanities. Her work bridges historical and literary analysis with cultural and
media studies, aiming to tackle the entanglements between German and Chinese intellectual traditions. Her current book
projects include Stateless in Shanghai: Memory and Transnational Narratives of the Hongkou Jewish Ghetto (contracted
with Brill, planned for 2027-2028) and Poppies and Memory. Darkness Spoken between Ingeborg Bachmann and Paul
Celan (forthcoming with Nanjing University Press, 2026). She teaches a range of courses on environmental humanities,
literary translation, gender and migration in German and Chinese literature, as well as science fiction and graphic
narratives. Her articles and book chapters on German—Chinese comparative literary studies, gender, and historical
trauma have been published or are forthcoming in academic journals and edited volumes.

Beyond academia, she also writes book reviews, creative fiction, and engages actively in public humanities and digital
scholarship.

MRS (Wendy Sun) (EER T EERMRA/REGEIBEIIARR, NEASHIBERER. AR S ENARS
TEENTF, BERCRIEPELRCCE, L. WalS eI, BRI R SR A, MRIRE AR 7R
Pisst, waREEE S, MRS SRS &, 800 TIRREH RS LIRS Z A2 565 [E,
) FEEAFZ R ICICHIE S RBCEEAESR, R RN B A BB RIS AR, BlIE S
XA GHIIA R, HEMIEREWELE: CoEFEEE LE: REMLORARXIPARILZ)  (Brill Hikftt,
Wit 2027-2028 A HR) DA (BSRSICIC: Jekstirg O 2 5RY SKEMMITR)  (FEaURFEHAL, W
2026 AR o MMBEZHITRIER ST NS, BIEMTE. RS, BESUERL /NG DA P 78
NEGRERE T, WEP R e, S SRR T C RS R R R 2 e 5 B,
TEERZAN, INREBNESCATFIRSOIREE, MERRTAHERGIESHE N EE 5.

WANG Zijun graduated in 1985 from the Journalism Department of the then Beijing Broadcasting Institute and
was assigned to Beijing Television. In 1991 he participated in initiating China’s “New Documentary Movement.” In

1993 he took part in the early organizational work of the Television Documentary Academic Committee of the China
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Television Association. Major works from that period include: in 1986 he worked on post-production for CCTV’s
reform-oriented current-affairs film Talent Challenge N\ Bkl ; in 1987, at the invitation of Xinhua News Agency and
the Shorinji Kempo Federation of Japan, he collaborated with Chen Jie on the Nanjing Massacre anti-war reflection film
Understanding and Choice; from 1988 to 1991 he shot the documentary series Scenes of the Capital F{IHUC ; from
1991 to 1993 he filmed the series Work-Study Students 1132/ ; in 1994 he made the documentary Big Red Jujube X
ZI % ; and in 1995 he shot a sample film titled Nanjing’s Blood Evidence for CCTV’s reenactment segment of Oriental
Horizon % J5i} % . He worked as a program producer for more than twenty years. In 1997, at Beijing Television, he
founded China’s first mass-participation, citizen-shot programme People’s Homeland T @ %X |1l . In 1999 he became
the producer of the programme Documentary 223K , at the time the only documentary slot willing to air in prime time
(the drama prime-time hours on satellite TV). That same year, Beijing Television’s Documentary formally signed a
cooperation agreement with Fuji Television (Japan) to produce the series Our Study-Abroad Life — Days in Japan.
His academic work includes serving as the chief coordinator for the international academic symposium of the Beijing
International Television Festival for three consecutive years (1999-2001). In 2005 he shifted his research focus to
narratology methodology (screenwriting theory). In 2012 he led research on a pre-evaluation method for television
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