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I explore female-themed art films from China and Germany and seek to illustrate how
the cultural difference between the ways of representing women and narrating women’s
themes is shown in both countries’ films, by means of analyzing two film elements:
mise-en-scéne and cinematography. Therefore, this book is prepared in a bilingual way
for readers from different countries.

[FiF] AFBLLQNFAFTEAEH TEARTFEREEN LU EALASY: JEHAEFFEIHE, R
HiAREE P AR LR LM T A2 X R, Hik, RHRATRENEEHR,
DET R ER M4 4.

Every chapter in this book begins with a synopsis that introduces the main stories of
the relevant films. I then describe the cultural differences that influence women’s
thinking and behavior in both countries.

(] RE G —FHUEXEZHEIEENEA TG, RAEHR WA E Lk BB N 78Xk
Z5.

In this book, I examine shots for depictions and symbols of oppression for mowen. In
Chinese films, shots are often divided into smaller parts or shown to have obstacles to
convey this feeling or symbol. But German films often use shots showing narrow and
closed interior space instead for this intent. Both of these two techniques represent an
implication of women being “trapped” somewhere. I also examine different uses of
color, and demonstrate that Chinese films normally use one or two colors as a dominant
hue, but German films prefer to choose a more colorful and brighter way to represent
women’s lives. | investigate the use of close-ups and show that German films employ
many close-ups of faces to show the effects of “shock,” “threat,” and “intimacy” much
more than do Chinese films, but Chinese films prefer to use close shots, medium close
shots, and medium shots to avoid excessive intimacy. As to the three analysis points
above, I provide some differences between traditional Chinese paintings and classical
Western paintings, and demonstrate the close relationship between paintings and films.
I explore the idea that normally mirror shots in Chinese films show the mirror’s basic
function ---- that is, a character looks into the mirror to herself, but also, there is a deeper
metaphor and the theme of “doppelgidnger” always conveyed in German films in such
situations. I also investigate “gaze,” and explore its opposite representation, which does

not conform to women'’s situation of “looked at,” and point out the main reasons of the
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different uses of nude images in both countries’ films. Furthermore, I discuss the
reasons that Western culture is often shown in Chinese films, but rarely are German
films represent in non-Western culture.
[F%F] RESQTHHRT FELMTEEHE L. PERY, FERELPERENNNY), HFEL
WEY KRR FEES. BEEEPEERARFHANARTENFELRRALAEE. ZAMT
AMER Y LM “H” EEMTHERER. ABLN PO FRAZRTTHE, EALT, FE
BREGEH —MHAFARACENEZCH, EEEEYERLBEENFE LR, EHRH TR RRIAL
W AEE, A RERLNEARTT 20, AN, BEEPXATHLENRER LRI “&
W, CRM A CERET WRR, MPERPWEEREA AR, FAERFEHL, LB E5HAATE
EF. ATULEANFE, AARETFEAALESH A EALEBNRES, FRIETLESHEZ
BEETXR. ARG TFPERTTHETHEL, CEFRANEHETHERSDE—HRBE F e, &
Ea@tdd ERBRNES, “9F". AH0xd BN MARTTRESF, Fit T EWREEH,
RAFELWE “WE” AR, HAREAEREFERARAY R T EA XA N ERZRE. 5, AH
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The title of this book is: “Chinese-German Female-Themed Art Film Culture in the
Context of Globalization,” but in the analyses I refer to the films as either “Chinese
films” or “German films” for the convenience of discussion. Globalization is an
important symbol in the present era. With the communication on politics, the economy,
and the culture between China and Germany, people are gradually gaining a further
understanding of the other country’s cultural background and living conditions. The
comparative study of film art is one of the important approaches to promote cultural
exchange and mutual learning between the two countries. The comparative research
between Chinese films and German films is not rare, and many scholars from China
who study film in Germany would like to take this as a research object, by virtue of
their cultural identities as Chinese to analyze films comparatively. However, only
comparatively analyzing female-themed art films from China and Germany is very
unusual. Therefore, this relatively new topic is indeed an important innovative point
of this book. There is no doubt, culture affects all aspects of human life. The goal of
this book is to examine a cultural difference between the ways of representing women
and narrating women’s themes in Chinese films and German films, not much from an
aesthetic meaning. These differences are based on the particular cultural tradition
between both countries of arts, of course, of cultural, historical, political, and social
conditions that are shown in films. These representations of the differences between
Chinese and German films affect not only the perception of women, but also the life
aesthetics in female world of both cultures. Therefore, this work opens a new
perspective for the future global and intercultural film research.

[F#F] RENFAE (LRAUFETHFELBIAZAREEXL), ERYTETIHE, EHHFEA
FHXLEEPHY “FEEY H EERP. ARAELAHRNEERS, Bt P EX RS,
ZFFo UL, AMIBHFAEREIUEEFEFTRESF TR —FH T, B ZANLBRARE RS
FAEX AR AFEEFIWEEREZ — TR ZEANLBRARFLENL, FEEREFIBPF LA
Wy EEH A F R AR, BB T B X &0 X # A AT R AT AT, KX EREER
LM ERLRBEFHATUEI>T 00 N Hilk, M F AN EARN T ABHRAR K BTN,
XEHENREEN T A EE R EWFRENRRB T EES BRI LR Ll 2
WARZBEXUER, MITEAXFEXLIRER, KEZREETHANAEROLAZ B XL
B, YR, CEFATREFABTH X, e, Bt aft, TEFEAPERHNEI, TRY
A L E LA, TR EE R A R P AEEF. EL, R RRNARE B FH
REGETHONA.
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1.1 Female-Themed Films and Art Films
L1 %M EEERALRER

First, I need to explain in this section the period of time of Chinese films and German
films that I will be analyzing in this book. The release date of Chinese films is after
the “Cultural Revolution,” which was a very special period in Chinese film history,
from 1966 to 1976. Xing Zhou wrote, “Viewed from the point of view of art
development, the ‘Cultural Revolution Film’ was a tragic period and an anti-art period
in Chinese film history, and films almost suffered a devastating blow [642].” Finally,
after “Cultural Revolution,” Chinese society entered into a new political history period,
that is, the “Reform and Opening-Up” period. After 1977, Chinese films changed a lot
and turned in some new directions, including towards artistic exploration, world trends,
and the entertainment needs of average citizens [643]. The third and the fourth
generation of Chinese directors created films again after 1977. Their creation was
delayed for ten years, which made them cherish this opportunity much more. In
addition, the fifth generation of Chinese directors grew up and became young directors
in the 1980s. Thus, the films after the “Cultural Revolution” can be seen as a new start
in Chinese film history.

[FEFVER, RV FEMBERAFTAATE F Ee i EE R n BB . & B e e Lsket 8 R E“ X
hARESR” Z )5, “XHUAESR” £ 1966 £F 1976 FHEFERT L F— M EHRANNE, AEEH.:

“PNERKBWAESE, ‘XEBRY RPERPE PWERNE, EREANEE, S¥EELTHXR
HRTE[642].” |4, E“XUARESR” 25, PEMCHENT —MFHBIEH Lo, B “HEF A"
R#. 1977 LG, PEBBLETRAZ K, HAAF—LHTHLE, AaFERLAREER, HRHER,
BMBEFER643]. F=RAFERFEGFEE 1977 FLUSEFH T B AE. B A MATH 6IER#
RT+4, FUMNERSER 4. Wi, FERTESEEF RKEE, HE 1980 ERR A E£
W REAR, B, “XHUAES” ZEHEFTUEERFEBY LWHL L.

The German films analyzed in this book were made after 1968 during a protest
movement in Western Germany called the “movement of 1968.” About 1968, Eva
Kolinsky wrote, “set notions about different abilities and social roles of men and
women had decreased. The majority of young men and women regarded equality as a
desirable social goal which might eventually govern society [338].” Some changes
benefited from this movement, such as culture and art aspects. “New German Cinema”

appeared at around this time, from some representative directors such as Rainer Werner
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Fassbinder, Werner Herzog, Alexander Kluge, Volker Schlondorff, Margarethe von
Trotta, Hans-Jiirgen Syberberg and Wim Wenders. Thomas Elsaesser wrote: “The New
German Cinema would then be exemplary in its search for narrational stances
appropriate for a national cinema functioning outside the commercial film industry but
inside television, outside European auteurism but inside the art cinema, outside
doctrinaire propaganda but inside a generally politicised media consciousness [179].”
Therefore, for the two reasons just mentioned of the “movement of 1968 and the New
German Cinema, which emerged at the similar period, the year 1968 is a rational
beginning point for the German films analyzed in this book.

[FF) REHMNEEBYRE 1968 FHE (BRAEE) ¥ “NN\EFH” ZGHEHW. X T 1968 £,
Pl - RMHESHE. “XTELAREAFULACHRENACERD . BASHEFFLUANTE
R—TBEMMELEAT, RATHEFHLKE(338]. — LI MBH TR — 55, flin X EARFE.
AAEXANRHEAT “HEEERD”, EFPAFE-LREESE, WHH - £RY - EHEE, KA - #
R, LA« TEH, KRR - HES K, BHER G 8K, XH-TRR B IURMEERE
e SCES. KO ARERTE: “HEHERRETRESRERVNRELT F B RN LT, X
PRk e 2, EERNE LA ERMEF BRI, BELZREFZA; EHEFEX
24, EAELHHIEMERTRZA179].” Bk, BT EXRBE “5x/\3235” fo R B I

“FEEBR, RATTLUAN, 1968 F 2 4 H 447 B9 1E E B 2 1 6 B it 5 4 F &

Generally speaking, the historical approach in a comparative study employs cultural
events, social influences, and intellectual levels so as to make the readers understand
the contents better. This method of the period of time that I choose is just based on the
transition and development of social history and film history in both countries, and I
try to explore the interior relation. Moreover, the films analyzed in this book reflect
long-term historical changes and features in China and Germany, which depend on the
contents in films, rather than the way of the period of time. “Cultural Revolution” and
“movement of 1968 belong to different demarcation points of human history based
on a background of different culture, politics, and society; however, film is a product
which is affected by politics, and “Cultural Revolution” and “movement of 1968 have
had a profound influence in both societies, and films after these two periods show large
changes compared to previous films. These are new starts in film history in both
countries. China and Germany have different political systems, which are led by
different cultures, and this is exactly the fundamental goal of this comparative study
because of these differences, that is, cultural difference. Therefore, that is why I use
these two periods of time to show the feasibility, and make the readers understand this
book better.

[F3F) BARRW, WRARFHTE T EEESIOCLES. H2 @l oAU S B AT, #ix
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ERGEFHERARANL AFETHEL S EMER T LT EM R RES T MR T %, K
FHREAENERR Mo, KRB MEEP R T + EMEEN KT £ AT, X504 8 %Ik
THEIHAL, MTEH R E#THARERFIER. ETARAXN, RiEMHEa TR, “XTUAESR”
fo “RNNEF” BTARFENTRALF R, EREEEXBIERHNZH, “XHAZER” Mo “X/N\E
N ERENE SRR TR LT REHFE, F, SRR Pal, KR RHAZENERHL L
TRAZMW. REFER L LHHFRL. PEMEEAF AN XAERMIEANBKERHE, TEAF
rrbzR (XUER), KENEAFREFAREF £, FIL, HAAS K0 E B RHAAT
HAREATY, EREEETHER.

In this section, I also need to explain how I choose films that are analyzed in this book.
As I wrote in the previous paragraphs, “Cultural Revolution” and the “movement of
1968 as the periods of time in Chinese films and German films is my first step for
choosing films. Then, female-themed film is my second step, that is, I only select films
belonging to this category, and what is a female-themed film, I will give a detailed
introduction later. Next, I only pay attention to art films, which means, I basically do
not take examples of non-art films in this book. This is my basic idea of selecting films.
But I must admit, some directors make art films, and also make commercial films. For
example, most of the films before 1999 directed by Yimou Zhang are art films, but he
rarely makes art films after 1999. Besides, it cannot be denied that there are some
differences on filmmaking between the fifth generation and the sixth generation in
China, and New German Cinema and the Berlin School in Germany. However, these
do not affect the selection method of films. Readers can appreciate different cultures
and changes from different historical backgrounds.

[F%F) KU BERE O BB ERE, EORXHE, “XUAER” f1 X NEH” BAH
BEFERYMEEEYNE S K5, ULBNEHANEPRAENE -5, WREN, AHR&H
BTR—RMe¥, FTLRLUEHAEY, FXRRTHEENA. BETR, AHRXEEAEY, LER
E, FEARTEATERLGHSNTEEN. XEAFAFEPWEREE, EXHFH, FL2EKEN
BEARY, WHEFLEY., fl, KEHE 199 S22 TR EFNAT S REBETEAEY, (EE 1999
FEZEMRIFELRER. WA, TTENNE, PEFARFEAREPAERNGELEE-LZR,
FREEBGMERFRZACFEELENNER, B2, REZRATLPHUARRERLTHEN. &7
LR A s 8 8 T AR B e SO

What are female-themed films? In this book, I have decided not to choose the
perspectives of “feminist films” or “women’s films,” because “female-themed films”
has some differences from these. Molly Haskell indicated that the term “women’s films”
refers to a film type that was popular in the 1930s and 1940s. Films of this type were

not necessarily made by female filmmakers. However, they mainly narrate women’s
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lives, and also make women the target audience [252]. Another meaning of women’s
films refers to the films made by women'. Yuli Ying in The Chronology of Women's
Films pointed out that women’s films “neither merely refer to films made by female
directors, nor to films with women as the protagonists, and its exact meaning should
be the films, videos, DVDs, and multi-media experimental works made by female
directors, and female issues as a creative perspective with definite female
consciousness [606].” Feminist films refer to “Films that specifically seek to address
the role of gender in film from a woman’s perspective. The rise of feminist practice
dates mainly from the 1970s and to some extent parallels the development of a
significant body of feminist film theory, though part of the work of feminist film
scholars has also been to uncover feminist film-making from the past--the attention
paid to the Hollywood work of Dorothy Arzner and the avant-garde work of Maya
Deren being clear examples [55].

[FFEYMHLR “LUERER” ? AFRAARFANBIN “LREXEP R LREP”, BN ‘%
WEMED” SENERTR. BA - 2w RER, “LHa®” —FRH 1930 £ KM 1940 £ RRAT
WEPRA, RAEF L —ERLUEPERNENEN, ERCNEZRHRLMNAERE, GELBERYE
R [262]0 RFAE (LMEBPER) FHE, LHEEP: 24 ERFERNRZ UL A
W, ERE AR Z R BT, DB R ER A B B A AL RN KR,
DV fn % AR 2B fF & [606] 7 Ltk = X B RAE “F TR L HBAERIT A AR FHERAER. LK
EXEEEAREESLT 1970 £R, EXMBE LS LB NEPBERNERTLRMERI R, MakE
XEFFEHNL G TELUETREALI LA LR EXEPRFET. BEWATFAEFRENLER - M%
gueh e b Fn i e « AL B9 R] Ik & [55] .7

However, I have decided to refer to female-themed films as the films about women’s
lives and that often show their psychological problems; the female protagonists have
an explicit and strong female consciousness, but these films can be made by either or
both male and female filmmakers, and the target audience is not only women, but also
men. In addition, normally these female protagonists cannot be replaced by men due
to their strong female consciousness. That is why I put “female” and “themed” together.
[FF) AT, REREM “LHZHEP” FHERALUEE, AN, CE¥RIALECEFRNE
o KMEAEAARTMBAMNLERR, EXLaPT Iy FHAE, CTUecEmE, BREUAT
RRRLW, b aEFH. A4, BTl A ARG CEER, HIEH TER S %A RN,
RRREAFR L F CEH” BFIHRHRE.

' See also, [480].
[+ ] Woxak[480].
? See also, [417].
[+F] Woxat[417].
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For example, in a Chinese film in 4 Simple Life (2011), directed by Ann Hui, a servant
called Sister Peach, portrays her unmarried life as she works for a rich family for
around sixty years, from her teens and into her seventies. Even though a woman has
the leading role in this film, it still does not belong to the category of female-themed
films. If the role of Sister Peach were replaced by a manservant, who also worked for
that rich family for sixty years, this film still would convey the same theme of a
harmonious relationship between the master and the servant, thus gender is not
important in this film. For similar reasons, some other films like this do not belong to
the research scope of this book, even when women are the protagonists.

[H3F) flin, FEERFHFERY (RE) (2011, #HL2 T —ALmkEB(bA, AT/LEELT¥
E—NEARBETEAANTEEARBET, RELUAXKERINRTEAE, BEEMATET LB
FHEYEE, mRAERENACHERFEIA, HERERNERRETRT NTEF, RATEERY
FAGMAZEMEXRHEF M, AL, HAEXHRPFHIEE. ETRMRE, AR
A, RO CGRE) WEPLTET RS NH R L%,

However, The Story of Qiu Ju (1992), directed by Yimou Zhang, is different from 4
Simple Life. The head of the village kicks Qiu Ju’s husband’s penis, and then Qiu Ju
sues the village head. However, if the person who sued the village head were Qiu Ju’s
husband rather than herself, then this film’s subject would change completely. In a
patriarchal society, Chinese men normally hold a dominant position in a family;
therefore, if Qiu Ju’s husband had solved this problem, then Qiu Ju’s strong female
consciousness, stubborn and dedicated disposition, could not be revealed at all, and
the subject would highlight the powerful position of men in a patriarchal society.
Hence, the female protagonist in this film cannot be replaced by a male, and thus this
film is an example of a female-themed film. Another example, Sisters, or the Balance
of Happiness (1979), directed by Margarethe von Trotta, is the story about a group of
sisters who possess a strong female consciousness. If these characters were replaced
by men, such as a story about brothers, then the subject of this film would be changed
completely. In a patriarchal society, the behaviors of hard-working people and even
the neglect of the female protagonist Maria’s family, cannot be understood by her
younger sister Anna, which fact causes the conflict between the sisters to become more
and more intense. If the protagonists were men and they worked hard to support their
family, which is not rare, then the structure and the theme of this film would be
different. That is why in this book, I sought films with female protagonists with a
strong consciousness, who could not be replaced by males.

[FF) %, kKL FEHRFH KEGITEF) (1992) WAET (HhE). HKBHT KRB LRHTH, %5,
HERFTRK AR, WREFFKNARKFHAL AT AERE T, MLAZXHEFN AL TLERE,
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EERELF, PEFAREARET EEBREHML, B, wRKFELAMAT XAFH, ABLKH
BIAWLHERR, HEAPEHEENRATERALK, #tH, ¥ FAH L2 LDEEUEE 420
BAMAL A, ZAFHLEZATREFEENR, TN, e E BT HER., 7 —HERH T,
T ER G FEERTH CEKATD (1979), HRAWENM AR R LET R EKNHEFE. WA
BReg FEER, Al TRANHRE, Fi, IHETNERAEZLAE. EFRL2T, KEZH
TEEREETWES A TREZRGSRENTA, THIHT HAZ AW P REERHT. wREAE
EAN, AEMNAFRZMOTE AT, ZHALEN, M4, ZHEFHELEZAEFRTE. T2
AESMWER T L EEARAATRABTROEE, KLAET kYT ERNR,

Although I do not employ the terms “feminist films” or “women’s films,” I still refer
to many feminist film theories, and in this section, I make a relevant review of these
theories. Feminist film theory has a history of several decades. In The Film Studies
Dictionary, Steve Blandford, Barry Keith Grant, and Jim Hillier said that feminist film
theory has been “[a] key area of development in film studies since the 1970s [and that
it] has foregrounded gender as central to a wide range of approaches to the study of
film. It is essential to think of feminist film theory not as a unified body of work, but
rather as a collection of approaches under a broad umbrella [56].”

[FEFVREABEFER “LREXEP" R LUBEY” —H#, BOKSEL T FLLEEXaPES,
R B HATETMELE, AR EXEPELCALTFNFLT . & (REFRER) +, £
HARALAEE, BE KR - HZBREE - FERAY, LBEEXEFED “8 1970 FRAUX—E
REFHRLRE—ANRBIR, HECERBRAENREAR T ENECEE. EENETER L
X FRBAY — M- THEER, TEFRLAY - 2R S TH T EE4(56].7

Molly Haskell, as an influential feminist film critic, believed that women’s inferiority
in a patriarchal society is always reflected in male-dominated cinema, which can be
seen as a traditional concept. One of the important representations of it lies in the fact
that male’s fantasies and desires are conveyed by means of women’s bodies, even
through nude images [252]. Molly Haskell evaluated women’s status in films, aiming
at the social condition in Western countries, but her evaluations generally
simultaneously apply to Chinese films as well. Because like Western women, Chinese
women also live in a patriarchal society.

[FF) EA A RREN—LHPAANLNERIFRE, AAEFRE 2P LhmE 2REZRY
EFREFHEET, XARMAELEA, IRV AWEELE R — &, FHANEARREZR B LB
WEERERe, EERAIREBEREE[262]. BA « A R4 X 7 B RN S RILIFE T LM
ERF TN, EHMITNERCERTFERY. By SH o —#, TELXEbEBREIRES
L



CHAPTER 1 INTRODUCTION #—& B 13

Another influential feminist film theorist, Claire Johnston, wrote in her essay
“Women’s Cinema as Counter ---- Cinema” that women in films in a patriarchal
society are always being in absent state, and they do not reflect themselves, and they
are always controlled by men, so to speak. These films embody men’s fantasies and
desires in the form of women’s bodies, which means that women are not shown to
have their true female identities at all [326].3

[FF)5— AR EE AN E LB FER T ERAR AEHTPUE o X E (P AT ED)
FRE, BEFHLAEAETRESFERATHRAERS, RNTEEGT R, TR, HINEEZEFH
B fEdl. RLEP UL SR EYEN KA FENOR R E, RERELURARFRA L EEN L
T 5 47 [326] .

As an important literary work about female-themed films, Laura Mulvey’s essay
“Visual Pleasure and Narrative Cinema” inspired me in writing this book very much.
It focused on theoretical construction and academic reflection, and was based on
psychoanalytic theory and semiology to analyze women’s films. In the book Feminist
Film Theorists: Laura Mulvey, Kaja Silverman, Teresa de Lauretis, Barbara Creed,
Shohini Chaudhuri evaluated this essay, saying, “Mulvey’s essay placed a feminist
agenda at the heart of film-theoretical debates, goading critics to reply to her again and
again. It has generated such a huge response that it must surely rank amongst the most
provocative academic essays ever written [105].” Laura Mulvey put forward the
concept of “gaze” and “visual pleasure,” which have always been used in mainstream
cinema. She wrote: “In a world ordered by sexual imbalance, pleasure in looking has
been split between active/male and passive/female. The determining male gaze
projects its phantasy on to the female figure which is styled accordingly. In their
traditional exhibitionist role women are simultaneously looked at and displayed, with
their appearance coded for strong visual and erotic impact so that they can be said to
connote to-be-looked-at-ness [440].” This means, a man always plays a role of actively
looking, and a woman always plays a role of passively looked at.

[FF) i - BREWXE (MAEBRENEEY) TLREMBPNEEXFEED, AHZHIPH
MRk, CEETEREMAMERARE, HETHEHSNTERFBESEROTLMEY. £ (KHEXEY
BER: GH-BRE. +% ELHE. KES B -FEFH, S8 - T BE) —HF, HFE T
HEZX BN (AARREHEER) #: “BRENXFRLREXNAE T aPE LB LA,
REF SRR BHETEL, C=ET EAKRE, HibE — 25 & TH £ Uk RA T2 R i X
THI1105].7 554 « BARAER Y T “BA” A “WR AR A, RERTC—EHZAEZREZ L+,
WEHE: - MERREHER P, SRMRREER ESM/ BRI/ L2, BARER

° Originally published in [325].
[+ &47% % T [325).
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HMEEEAREORRREENN LN R L, EERNEERAET, LERMNEEERRET, Lok
wEERAFRUANEEFHR, HRTURLESLE HE [440].” RE®RE, FALERES
B “E” HAGE, MTLALEREEHR “HE” HAG.

Laura Mulvey, Molly Haskell, and Claire Johnston all believed that in the perspective
of a patriarchal society, women in classical cinema are in the position of “looked at”
objects by men, and their bodies are objects of male’s desires, fantasy, and control, and
sometimes in a voyeuristic way. The male here, not only refers to the male characters
in the films, but also to male audiences who watch the films.

[FF] Fdw - BRE, B3 PR RFAERR - ARFFAAUN, NERHLWAERE, ZAEY
FHLBEACRTHEN “B” OHE, MW EURZFESME, gARERHANNE, FREER
D s r R #T. REWFN, TRERZTHNIRAE, THENEFEFHEEAL.

Apart from the three feminist film theorists above, Kaja Silverman also devoted much
attention to feminist film studies. I mention and discuss in this book her viewpoint
about precultural sexuality in the area of the female voice in her book The Acoustic
Mirror: The Female Voice in Psychoanalysis and Cinema [519]. In addition, I also
discuss her analysis of mirror shots and visual agency which “is internally composed
of the look/gaze dyad” about female-themed films in the book Male Subjectivity at the
Margins [516].

[(FEF)BRT LR AREXBEPELRZS, F% ALRHELEFRELUEEIXEIHR. AHR
B T EAEE (FR: B mER PR E ) [519]F Lt Fa U A F 8 &
Jesh, RBALRET A (LEHFHEEME) —H516] FX TR FHEEPARMRAIT, ©i12%
WEMEPT “F” fo BRI WAEERIS.

Compared to Western countries, feminist film theory was introduced to China
relatively late, and Western feminism came into the view of Chinese scholars at the
end of the 1980s [481]. Many Western academic works were translated into Chinese
as the basic theories of feminism film for Chinese scholars. Gradually, Chinese
scholars began to analyze Chinese films by virtue of these theories, and tried to find
feasibility for Chinese films. In her book Primitive Passions: Visuality, Sexuality,
Ethnography and Contemporary Chinese Cinema, Rey Chow integrated literature, the
history of post-colonialism, and cultural studies into feminist film studies so as to
interpret the representation of female images in Chinese films [127]. Hong Wang
believed that in the essay “Women’s Films ---- Stripping from Patriarchal Discourse
and Reconstruction,” in a patriarchal society, women can be seen as an object of

pornographic consumption, and the multifaceted meanings that women possess are
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reduced to a monotonous identity [570]. This actually is similar to Western opinions,
as Chinese scholars also discuss women’s weak position as an object of “to-be-looked-
at-ness,” their bodies as a symbol of men’s desires.

[+FF) 5EAERMAL, LMEEXEPELEN T ENR SRS, B7hE E 1980 £RK#
NT FEFEWNE[481). FEBEHAFAZEHBERT X, EHFEFHNLEEINETELRER,

WA, FEFE A BELIILEL RSN FERY, FAERE P ERDOTATRAR. AEEHN (R
WHIHE: . B RESFYRFERY) &, ¥xX¥. FARENWH LA AFRELS Ll
EXEFHRT, UBBEFEaY P LR EREI127]. FEAEXF (LhBT——XREEHR
BEHEM) FRHE, ARXRFHELFT, LETURAY EFEHFANR, TUFATNE TER X HEL
AR AR (570]. XERERMUTEANNE. FPEFFMITIHT LMW FH B, IV RITE “H
MR, MW EERER ARLHRIE.

In Jinhua Dai’s essay “Invisible Women: Contemporary Chinese Cinema and
Women’s Film,” she analyzed in detail the representation of women in Chinese films,
their images and status, all of which I will discuss in this book. Jinhua Dai believed
that Chinese women in films are also in the position of “to-be-looked-at-ness” by men
as Laura Mulvey pointed out, and they are objects of male’s desires. This actually is
the most noteworthy feature of women shown in films in a patriarchal society.
However, there is a film type with large numbers that is very dissimilar to German
films: female warrior films. Women in this kind of films are not the objects of watching
by men. Jinhua Dai wrote, “The disappearance of the desiring gaze and desiring
language in turn undermined and dissolved the classical Hollywood mechanism of
male-centered cinematic discourse ---- that is, male desire and female image, men’s
voyeurism versus the female object [158].” These women possess not only female
consciousness, but also have strong national consciousness, however, this situation is
under the premise of losing femininity and female personality, and then they can get
rid of the objective position of masculine desire. In fact, their representation does not
freedom from “to-be-looked-at-ness,” it is just a temporary disguise.

[FEF]RBEERXFE(FTRN LS —— SR EERFFHLEE LR EY) &, FELNT +
BT HLEREAY, HOAH RN, H2aRSRTIHE. RBEEAN, B¥ PO FELEEE
FAL e BAREPTIE AL T BYE “HE” B, FERMNEBFMKENH R, XEZTERBFRMAL
YT LRI A RERXENEE. KT, A —RFERPE5EEHEPEF TR LRkt EP. %
REFTHLUHFTETUNEN R REELIN: “RENBPREETHHE, RIBHERT HE
THXRBRWEHETHNENG T, BENERERAMIEE, BT, BUKE/ LUV E. BAE/ LA
WAL ETHR158].” KL LM RREALHER, MEAARBRAWREER, EXHERREN
R LA AL EANMENTRT = £0, K5, HERT BEAEZRENRE. EHE, #IFT
REAERL BB ML, X REFHEWE.,
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Jinhua Dai’s another book Cinema and Desire: Feminist Marxism and Cultural
Politics in the Work of Dai Jinhua is mentioned often in my book. She meticulously
analyzed and interpreted the films from the directors of the fifth generation and the
sixth generation, women’s gender and narration in contemporary Chinese films, and
so on, and revealed the close interactive relationship since new period (after 1978)
between the great change of social culture and the development of Chinese films [148].

[(FEF)RBEFRABRBEN T —AEFFE (B EHE: BRBEFEEFNLBEEX TR EEXEXMEK
B HHERLRFEARSENEE . SRFEEE T W LMMRF M E ST EHAT T 8B 7 F0 4
B, BT HEY (1978 FUE) HAXUWEAZESFEEYLRZEANTTHR.

It is noteworthy that, most of the films analyzed by Western scholars and Chinese
scholars who were mentioned above, are mainstream films. However, as to art film
that is analyzed in this book, these analyses are also applied to them in most cases,
whether they are Chinese films or German films. For example, “gaze,” “look,” and

2

“to-be-looked-at-ness,” these concepts are often mentioned in this book about
women’s bodies as a symbol of men’s desires. Nevertheless, some women in some
films do not accord to this feature, and they do not belong to female warrior films.
Women in these films are not in the role of “looked,” but actively “look,” and become
a leading role of “gaze.” This reflects not only the idea that these women have a strong
female consciousness, but these films also show women resisting a chauvinistic world
and reestablishing their self-worth and their own identities.

[(FEF)VEREZRNE, UERIAMNATF¥FRFEFZRMAONTWASHEFANEEREH. B, X T
AFHRNEAEY, LETERFAREESY, XEUHNMEASHBEN T LEBER. Flin, “%
W YR A RET RERT AR AREN TR RERENRAEAS FEFHRR, REwik, ¥
BT LT FAINE, FEENTET AR AR, LT THLETERE “HE”
WA, MARRN “F” At, FRY BN WEA. TLEEFTNRRT Lol AFRANL
HEIR, MELRRT AHKFADXEXHR, FEZERNERHROET.

I explore in this book art films, which is a film mode; therefore, there are some Chinese
and German films according to the features of female-themed films mentioned in the
previous paragraphs that are not art films, so they do not belong to the research scope
of this book. For example, a Chinese film Breaking the Silence (2000) directed by
Zhou Sun tells a touching story of a single mother who struggles to raise her deaf son.
The female protagonist has an explicit and strong female consciousness, and this role
cannot be replaced by a male role, because it tells a story about a mother-son
relationship. A German film Summer in Berlin (2005) directed by Andreas Dresen tells

a story between two female friends during a summer in Berlin, their happy days and
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their quarrel time. But these two films do not employ a filmmaking method of art films,
and they basically do not show any feature of art films which will be analyzed later.
Thus, they are not art films even though they are female-themed films.

[(F3F) CARZRZ—FaPER, Bk, REMNXHLE, A LFEREEEI/FE L AP
B, BFRREREE, AL, CNTRBTREGAREE. Ao, IEARTHFEEL CEREE) (2000
WRT —NEEBESARALBILFURALE . kEANEAARHRIAMNLEER, TEXNMAE
THEFURACER, BHCHENRETXRANKE, dLENTY - EEFANSHEEEY (Hew
HER) (2005) HRTANMLUEMAEMKELERAHE, RITHINKRESEFD AL, ERLH
HEFRARALREDNEETR, S EER LRHEAZR BT NERE, ZRERE 247 B,
Bl e R ULy AN E, EE, TR EARY.

Regarding art films, in The Film Studies Dictionary, Steve Blandford, Barry Keith
Grant, and Jim Hillier introduced its features, writing “To an extent the term is relative:
for UK and US audiences much European cinema is associated with ‘art,” and key
movements of the post-World War II period form the cornerstones of what most people
would term art cinema ---- French New Wave, New German Cinema and Italian
Neorealism. [...] Art cinema is sometimes automatically associated with Auteurism --
-- ‘art’ as personal expression [57].” This is a general explanation of art films.

[(FEF)] £F X -AZEE, CE AR - R2HAEH - FERE (BEARHAL) FNETEARY
WM R “EEREEL, XIAEEMEME: FTRERMEEAAKRR, REKMNEZHNE LA FX,
FoRMRAREHNERZHNRT ASBEARZ AL RBRNEL —REHRY. FEEFRIHE
ARHFAEEL - LARRAR S B GEHFRBELGE—R— “TA EHMAKRDBT]” TR
MNEAEPHEIRERE,

Steve Neale also described the art film genre: “Art films tend to be marked by a stress
on visual style (an engagement of the look in terms of a marked individual point of
view rather than in terms of institutionalised spectacle), by a suppression of action in
the Hollywood sense, by a consequent stress on character rather than plot and by an
interiorisation of dramatic conflict [448].” David Bordwell conducted a more detailed
study on art films, and I employ much from his analyses here. He summarized four
modes of narration in film history in his Narration in the Fiction Film: classical
narration, art-cinema narration, historical-materialist narration, and parametric
narration [59]. He also analyzed art films in an article The Art Cinema as a Mode of
Film Practice, and pointed out that art cinema motivates its narratives by two
principles ---- realism and authorial expressivity [67]. Protagonists who are
psychologically complex characters lack defined desires and goals; they slide

passively from one situation to another, and they search and think all the time,
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autobiographical events, subjectivity, flashbacks, authorship, ambiguity, uncertainty,
open-ended narrative, etc. All of these are features of art films, according to David
Bordwell [67]. In addition, David Bordwell also pointed out “gaps [60]” as an
important feature of art films that resembles “ambiguity,” and is derived from
Wolfgang Iser’s “Leerstellen.” For Wolfgang Iser, the gaps in the texts need the reader
to have a greater ability to connect to the texts than to have the ability of concretization,
and this is an ability of reflection rather than of ensuring something [306]. Peter
Matussek pointed out that “we can observe the resurgence of a theory that has its
origins in literary criticism, but has now been adopted in a variety of disciplines such
as art history, musicology, and film studies: the concept of gaps or ‘Leerstellen’, [415]”
according to the term coined by Wolfgang Iser in the 1970s. Gaps always are employed
in art films so as to reveal the characters’ emotion and their psychological problems,
and to make the audience think. These film critics did not only summarize the features
of art films based on author films, but also on the way of filmmaking and shooting
style.

[F%F] 2%k« RABRT ZARPHRK: “CREPHBEEERBANE AL (BLHIHHA
AETAZEREXNTAREI), BXHXREBEX O TANES, RBHEACHEFY, FELIK
Bl ok RAAT A [448] .7 AT « BEERMEABFHTT ERANHR, KENFZHRS. A
FHE(EENE) PRETERE LN REER. SEKE, ZRABINE, HLENEAHREFE
HAREBI] . tAAE (EABBEA—HEFLZEMERX) —XFHALERBEFHTT 27, HEHZREY
WL E X FofeE REXFMRURH L ERE67]. AOEFNEAGZ HANKER B AT
HHAN—FHERE B G —MIER, AL RTIRIEL, GHEH, 0N, BH, FEE40, HUHK,
THEMN, FHRERES, TLHEAT - BELREENZREFEFME6T]. Mo, AT « HELR
g “4R[60]” RZREFN—NEERE, AT “ERAT”, CRTRRAR « FERN “F
B RARKR ~FERING, XRFHZAFEEHE AR EANER RN, TF2EEKMLMES,
XRERBURES, AR AREFOREA[306]. HF - TEETIEH: “RATTURLE —MRIFET XF
HIPEWEX, ERERACELAL, FAFFEIARENSFRFRRA: HARAR « FER
1970 FR|UMERE EH WA, TASEIEHEA “HR” AR, BTAGHE
GRCEEM, FFAAAEEL, TEEFIFRFANREFELBPLE T ZREFWHE, THLRE
BEWHE T X HERERTT BE.

Sometimes the classification standard that distinguishes between art films and non-art
films is not very distinct, but a majority of the films in this book are art films. But due
to some analysis needs in an individual chapter or section, I also briefly mention and
analyze some non-art films, for example, German films Four Minutes (2006) and Part-
Time Work of a Domestic Slave (1973), and the Chinese film The Village of Widows
(1989). However, the need for these inclusions did not influence the main research
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object of this book: art films.

[+F] AR ZAEEREZABFHR SR ETZRAH, ERBLTNEASHBEFHMEZABE .
HTMAETESMER, REFERRRT —LFEZARE, AIWEEEY (o) (2006) f1 (—
MW B lE e TAEY (1973), LR+ E®F (FEM) (1989, AT, T xLF o m ot xzm
AHWEERANR: LAEE,

This book is an intercultural comparison study, which mainly examines cultural
differences between China and Germany. “In the new century characterized by
significant globalization of the economy, information, and culture, the major issue for
human society is cooperation and coexistence of multi-ethnic communities and
different cultures [302].” Understanding these differences make Chinese and Germans
interact and live harmoniously with each other. I also talk about transnationalism in
this book. Elizabeth Ezra and Terry Rowden wrote: “the transnational can be
understood as the global forces that link people or institutions across nations. Key to
transnationalism is the recognition of the decline of national sovereignty as a
regulatory force in global coexistence [189].” Moreover, they continued to write: “The
concept of transnationalism enables us to better understand the changing ways in
which the contemporary world is being imagined by an increasing number of
filmmakers across genres as a global system rather than as a collection of more or less
autonomous nations [189].” I analyze in this book how Chinese films display Western
culture, and how German films embody non-Western culture. “In a variety of formal
and ideological registers, transnational cinema reflects and thematically mediates the
shifting material and ideological conditions that constitute global culture [190].”
Therefore, art films as a mode of narration can certainly be analyzed in intercultural
study. In addition, Katarzyna Marciniak, Aniké Imre, and Aine O’Healy pointed out:
“current transnational feminist discourses tend to take place mainly in the social
sciences and cultural studies, focusing on the issues of human rights, political economy,
and feminist activism [404].” These issues are also reflected in films in this book. Thus,
it can be seen that transnationalism in film studies can “help us interpret more
productively the interface between global and local, national and transnational [266].”

[F%F] AEZEXMUUEBHAE, TEFAXFEFPEEZANXAER. “BEUZF. FRAXAY L%
hEERENFHL, AXH2BRNEZARZ S REFPIE X EEEEEF302].” THELZR
AL EAREEAMERR, fidsd, AR TEEEL. FWHH - FRUAFHE - FEU
A “BETUERARTEAERGASNEHRRA LRGN LRAE, FEZXAWXBEEANERERNE
B, CRLHMAEFWRE A E(189].7 Wi H: “BEE XA & 116E 4 B 47 3072 4% 3 F0 T Z ALY A7
A, B, BERALZWEPHEARLYRERBIE - 2HKAL, MAE—NMEEERNES[189].” &
FAMT FERFLARATE S X, UREEEZwARAERT T X, “EEHHAPERPENIE
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T, BEERRBIEER LR T HREHR B T R M A RS & 190].” BHit, 2
RBFEHN—FHEFRYRTUEE XUARF UL Mo, FEAH - ZHRI R, MEHM - 7
WEZ BAEAEE: LMW EE LI GEEEEEIEREEL SR FRCAF R T, MET AR,
BB 4T A0 Ao AR X Bt 3 % o] B [404] o 73X 28 o] RRAE AR A5 AT Y R R AR BT RO Bk B M, BT BUE
PR PSR XU “HHRNEARHNMBE LR GH T, EXE55EZ R [266].7
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1.2 Correlative Film Theory and Statements about

Painting
1.2 $X BRI S tA

David Bordwell and Kristin Thompson analyzed films in their work Film Art: An
Introduction by means of four film elements: mise-en-scéne, cinematography, editing,
and sound in the cinema [74]. In this book, I focus on analyzing two of these aspects:
mise-en-scene and cinematography, and I attempt to find the cultural differences
between the ways of representing women and narrating women’s themes in Chinese
and German films.

[FF] AT - BEERFTELT - FEREMNHZEF (BREA: BAERE) PEL WA BT T
FRAONMER: FEHAE. BYHE, TBERaPNES (714, RHEELMUTANTE: FEREEF
BRME, AREAEFEEYF I REALUEIHE LB XLER.

Some main references in this book about film theory and film culture are as follows:
Béla Balazs’s Theory of the Film: Character and Growth of a New Art (1931), André
Bazin’s What is Cinema? Vol. 1 (1967), Noél Burch’s Theory of Film Practice (1981),
David Bordwell’s Narration in the Fiction Film (1985), Gilles Deleuze’s Cinema 1:
The Movement-Image (1986), and his Cinema 2: The Time-Image (1989), and Edward
Branigan’s Narrative Comprehension and Film (1992). These works played a role in
guiding and inspiring me in writing this book on the aspects of color, mirror shots,
cinematic space, close-ups, etc. In addition, they greatly assisted my arguments on
some points in this book. Apart from the film theories mentioned above, I also refer to
many references about Chinese film analyses and German film analyses, including:
Linda C. Ehrlich and David Desser, eds., Cinematic Landscapes.: Observations on the
Visual Arts and Cinema of China and Japan (1994), Jerome Silbergeld’s China into
Film: Frames of Reference in Contemporary Chinese Cinema (1999), Sheldon H. Lu
and Emilie Yueh-Yu Yeh, eds., Chinese-Language Film: Historiography, Poetics,
Politics (2005), and Lingzhen Wang, ed., Chinese Women’s Cinema: Transnational
Contexts (2011); Sandra Frieden, et al., Gender and German Cinema: Feminist
Interventions, Volume 2: German Film History/German History on Film (1993),
Thomas Elsaesser’s Fassbinder’s Germany: History, Identity, Subject (1996), Jennifer
M. Kapczynski and Michael D. Richardson, eds., A New History of German Cinema
(2012), and Rajendra Roy and Anke Leweke, eds., The Berlin School: Films from the
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Berliner Schule (2013). These works analyzed and interpreted in detail not only the
techniques of expression in the film language of Chinese and German films, but also
they explained and discussed the social and cultural backgrounds of the two countries’
films, and this book benefits a lot from these references.
[(FEF)AXBFBERPMEYXMUNEESE X T: i« BRdd (RPEL: —MHHLANBE
k) (193D, REZ - B8H (BFEMF A7 £ 1) (1967), R < AAH (BPLERER) (198D),
AT - HEERE (BFAFE) (1985), F/RE « EBHEW (¥ 1. E31-FK) (1986) f (BF 2: &
- &) (1989) MmZ &L A Z RRE (MFEMEEF) (1992), XLEXBMIEFHERAAR KT ED.
FFHEL EFEE . BEELETEOEERRE, M, XSy A B R RR T AR B,
BT LR PERLS, FEFE, BEEEONNEE AR Ktk - RAFHAT - BEXEARE
B (BPRE: PHEAREARSEENE) (1994, KZ#H - ARINEEY (FH#PEEY: YRPESR
FEW) (1999), BARY « FRKH A REH (EIFEBF: % F¥. BUE) (2005) FEHD
ERM (FPELREY: BEIER) (2011); 8 - #EXEA IR (B S5EEEY: AMEXTF
Bithne, % 2% EERPE/GYPWERREL) (1993), HIH « R REFH (EFFEENEE: F
£, HM. EA) (1996), BK - FHIMERE AR - BEREAZRN (EERFH £) (2012),
WaEH « FERLT - WERFAZRE (BAFIR: REMRFRNER) (2013), A R#
WA FERT FEBPARTIET LNERETT, THBRTRTAERZNE 2 XUER, K4

Film is a product of culture, and the characters and things represented in films have
happened and grown up in a separate cultural environment from China to Germany. I
attempt in this book to find the cultural differences between the two countries by means
of the comparative study of film elements. Therefore, I draw lessons from many works
of social culture, for example, Eva Kolinsky’s Women in Contemporary Germany: Life,
Work and Politics (1993), “The Changing Face of Motherhood in Western Europe:
Germany,” published by The Social Issues Research Centre (2012), Jingwen Zhong,
ed., Introduction to Folklore (1998), Fenling Wang’s Marriage History of China
(2001), and Jie Tao, et al., Holding Up Half the Sky: Chinese Women Past, Present,
and Future (2004). 1 also mention some of classical masterpieces in this book,
including: Huainanzi, Mencius, Analects of Confucius and Holy Bible. These works of
literature provide a cultural basis for this comparative study. In addition, I also mention
some references on intercultural studies and transnational cinema, for example,
Elizabeth Ezra and Terry Rowden, eds., Transnational Cinema: The Film Reader
(2006), Katarzyna Marciniak, Anik6 Imre, and Aine O’Healy, eds., Transnational
Feminism in Film and Media (2007), Will Higbee and Song Hwee Lim’s Concepts of
Transnational Cinema: Towards a Critical Transnationalism in Film Studies (2010),
Thomas Bohrmann, Matthias Reichelt and Werner Veith’s Angewandte Ethik und Film
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(2018), and Sangkyun Kim and Stijin Reijinders’ Film Tourism in Asia: Evolution,
Transformation, and Trajectory (2018).

[FF)] e @R XUH Y, BTk AN T E Y2 A T EAEEE B8 SO T+ FH# &
Kiho ABREBLHBF TENUBRARABAEZ AN ZER. Hb, REFRTHL 5421
HXEI B, FHFNFZa. Flin, FiE - MRS RN (UREELE: £F, THEEHHE) (1993), B
SFEAFRPOT 2012 FHEE (ARFEEHHRE: BEH), #HEXZHG (REFHL) (1998),
ERBBEWN (FEBEE) (2000, URBEASAZRY (FAK: PEALME L, TEFKEK).
(2004), AHARE|T —LEALE, AF: (BT (ETF) (BB o (2E). RBXFER KRS
WA R RGBT XEa. W, FFELET —LEXNARAPEEELNEE ], AnFmd
B BREAAKE - FEEATRN (FERY: 8@EH) (20060, FEAB-ZEHREL. FEHM «F
B|EEL « BEAZ R (BFPEEPHEELNEN) (2000, A - FHLTRERRTH (FE
HEBEA: T A R R S E £ ) (2010) D8 « /R 8 | D THT « BRI AR - K
Bomzwy (LAMEMEL) (2018), ReMW MM FE « HEEHREN (LMNF—2ZiK: BEER. #E
E#at) (2018).

The close relationship between films and paintings is quite obvious, mainly because
films are “mobile paintings.” Films use for reference from paintings on color,
composition, and light, etc., and form their own unique artistic charm. Each chapter in
this book has some analyses about the relationship between films and paintings, thus,
the literature about paintings is also beneficial to this comparative study. For example:
Fritz Novotny’s Painting and Sculpture in Europe, 1780-1880 (1971), Isolde
Luebbeke’s Early German Painting 1350-1550: The Thyssen-Bornemisza Collection
(1991), Frangois Cheng’s Empty and Full: The Language of Chinese Painting (1994),
Huizhen Hong’s Chinese Art in Comparison with the West (2000), Jianghong Ji, ed.,
Chinese Landscape Paintings (2004), and Linda Johnson’s Art, Ethics and the Human-
Animal Relationship (2021).

[(F%] B¥E5LEZANET XA TLHEL, ZEERAEBER “Baom”. a@het. HE. &
SEFTHELETLEWEE, AVRECESNZRBA . A G-V ANET LB BH X R RT
Vo, B, ATLENEHEXFLRRMRNERSE R, Flim: #EX mRERH (KM%
E5REE, 1780-1880) (1971), F&R/RME « B ISEHy (fEEF A% B 1350-1550: # 7% « I K 5= doE)

(199D, B —8 (E55%: PELENES) (1994), BEEN (FELE LR (20000, LITLESHR
B (FEFELAR) (2004) Bk AHBREN (LA, KEBAGHWHXR) (202D,

This section briefly summarizes the differences between Chinese paintings and
classical Western paintings in general regarding their different aesthetic traditions. I
use the word “Western paintings” instead of “German paintings,” because the painting

characteristics in Western countries are similar on the whole (all of the painting



