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EncounterswiththeOtherusuallytakeplaceonatransnationalground,anin-between

spacewhereborder-crossinginterplayschallengethediscourseofthenation.Theyoften

occuracrosstheexternalbordersofthenation-states,whentwodistinctcultural-political

bodiescontrasttheirrespectivenational(istic)valueswhileconsideringmutualinfluences.

However,theseinteractionsmightalsotakeplaceatanotherlevel,thatiswithintheborders

ofagivennation-state.Inthesecases,internalculturalboundariesriskbeingtransgressed,

threateningthehegemonicassumptionofhomogeneitywhichinformstheideologyofthe

nation.

Inthissense,theethnicminoritiesinthePeople・sRepublicofChina(PRC)representan

interestingcaseof・domesticOther・.Thepurposeofthispaperistofocusonthepoliticsof

theirrepresentationinthecontextofPRCcinema,addressingthearticulationoftheirethnic

othernessasexpressedbyanumberoffilmscategorisedunderthelabelof・minorityfilm・

andusuallydirectedbyfilmmakersbelongingtotheHanethnicmajority.Toaccomplish

thisgoal,myanalysisfollowsthedevelopmentoftheminorityfilmgenreinthePRCalong

threemajorhistoricalperiods:thefirstgoesfrom1949tothemid-1960s;thus,whenthefilm

productionresumedaftertheendoftheCulturalRevolution(1966�76),asecondsignificant

periodistemporallylocatedinthe1980s;andfinallyIwillconsiderthefirstdecadeofthe

twenty-firstcenturyasanothersignificanttimeframeforanhistoricalevaluationofthe

genre.

1.From barbarianstonationalminorities

Approximatelyrepresentingthe92%oftheentirepopulation,theHanpeopleconstitute

theethnicmajorityinthePRC.Theremaining8%,instead,isoccupiedbyamosaicof55

nationalitiesgenerallylivingintheborderregionsoftheChinesestate.1

Beforetheimplementationofthenation-statesystem inthetwentiethcentury,all

non-Hanpeopleweretraditionallyconsideredsimplyasyi,・barbarians・.Factorssuchas

languageandterritorialsettlementwerenotdeemedassignificantelementsforclassifying

betweendifferentgroups.Theonlyrelevantattemptofdifferentiationinthissensewas

referredtofood-consumptionhabitsinrelationwiththeresultingtemperamentalattitude:
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・Theshengfan,literally・rawbarbarians・[e.g.eatingrawfood],wereconsideredsavageand

resisting.Theshufan,literally・cookedbarbarians,・weretameandsubmissive.・2Onlyafter

thefoundingofthePRCin1949the・barbaric・populationslivingwithinthebordersofthe

newChinesestatewereofficiallylabelledshaoshuminzu,・nationalminorities・,tobetherefore

clearlydistinguishedfromthewaiguoren,literally・peoplefromtheoutsidecountries・,thatis

foreigners.

Atthispoint,Chineseanthropologistsembarkedinaprojectofinternaldifferentiation

betweentheseminoritygroups,followingfourStalinistcriteria・commonlanguage,

territory,economiclife,andculture・togranteachofthem aspecificsetofpoliciesand

rights.3Atthelegislativelevel,boththeCommonProgramof1949andtheConstitution

signedin1954penaliseanyactofdiscriminationagainsttheminoritiesandendorsethe

preservationanddevelopmentoftheirtraditions,customsandreligiousbeliefs.4However,

theSoviet-inspirednationalethnicpolicyheldbythecommuniststateinthe1950sfostered

aprogrammeofsystematicappropriationofnaturalresources,abolitionoflocalelites,and

institutionalisationofethnicdifferencesintheminorityregionstopursuethegoalof

nationalunityanddefence.・Inotherwords,military,organizational,anddiscursiveforms

ofviolencehelpedsustaintheofficial-nationalconstructionsofunifiedstruggle,harmonious

coexistence,andculturaldiversity・ofthecommuniststate,whileactuallyaimingtothe

economicexploitationandculturalhomogenisationofthenationalminorities.5

2.Sing,dance,die(1949・Mid-1960s)

Filmsdealingwiththethemeofethnicminoritiesdidnotappearoutofthebluewiththe

foundingofthePRCin1949,butonecancountarelativelysmallnumberofthem also

beforethisdate,asinthecaseofSaishangfengyun(Storm ontheBorder,YingYunwei,

1940),alovestorybetweenMongolianandHanyouthsfightingagainsttheJapanese

enemy.6However,itisonlyafter1949thatfilmcritics・inthePRCinstitutionalisedthegenre

andthatthenumberofminorityfilmsnoticeablyincreased,reachingthelevelofmorethan

fiftyofthemproducedbetween1949and1965.7

Itispossibletoarguethatideologicalandpoliticalreasonsstandbehindtheestablishment

ofthegenre,asitcanbeenvisionedasadidactictooltosupportthenationalisingprojectof

thecommunistgovernmentandtocontainthedisruptingpoweroftheethnicOther.In

contemporaryacademiaHomiBhabha・sandPrasenjitDuara・stheorisationsofthenationas

characterisedbyculturaldifferencesandfluidrelationshipsprovideamulti-facetedand

anti-hegemonicoverview ofagivennationalformation.However,tounderstandthe

ideologicalifnotevenspiritualconstructionofthenationduringtheMaoistyears,the

recoursetoErnestRenan・sideasprovestobemorehelpful.Asearlyas1882,theFrench

philosopherinterpretedthenationas・alarge-scalesolidarity・transcendingethnicities,
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languages,andterritory.ItisexactlyinthisguisethatwecanimaginetheChinese

nation-stateinthefirsttwodecades(atleast)afteritsfounding.8Withinthisideological

scheme,asfarasnationalminoritiesareconcerned,thePRCgovernmenthighlyemphasised

aspiritofinterculturaltolerance,whileactuallyaimingtohomogenisethemwiththeHan

majority.ThepoliticsofrepresentationoftheethnicminoritiesinChinesecinemareflects

thisnationalisingprojectinasubtleway.Chargedwiththenationalgoalofassimilation,the

purposeofthesefilmswasnottodemonstratethat・theyarejustlikeus・,butratherthat

・theyarelearningtobecomelikeus(becausetheywantto)・.Inotherwords,minorityfilms

negotiateaconstructionoftheminorityOthernotasalreadyaccomplishedorasannatural

given,butmoresignificantlyasanon-goingprocesswhichrevealsthepersuasivenessofthe

Chinesenationalisingproject.

Commentatorshavenoticedarecurrentsetofstereotypesthatarealmostinvariably

deployedinminorityfilmsofthisperiod.Possiblyextendingthetraditionalclassificationof

・raw・and・cookedbarbarians・,wecandiscerntwodistinctclimate-andterritory-related

subcategoriesaffectingthefilm narrative:minoritieslivinginthecoldNorthernand

North-Westernregionsaremostlikelytoplayinfilmsdealingwithclassconflictsand

foreignespionage,whilethoselivinginthesubtropicalSouth-Westernareasseemsmore

suitableforromanticlovesstoriestobeconsumedinthebackdropofanunfailingpolitical

subtext.9Moreover,tojustifytheneedofHanintervention,minoritiesarealwaysdepicted

asexperiencingharshbackwardnessandfeudaloppressionbeforetheadventofthe

CommunistParty,whichnowguaranteesanundoubtedlybrighterfuture.However,the

mainreasonwhichgrantedhighpopularitytothegenreinthe1950sand1960swasits

carefullyexploitedexoticpotential.Atatimewhenthemainsourceofcinematicexoticism

・Hollywoodfilms・wasbannedfrom circulationduetopoliticalreasons,thenational

minoritiesrepresentedtheperfectsubstituteforanaudience(mainlycomposedbyHan

viewers)lookingforentertainmentbeyondthestandardisedpropagandafilms.10Theethnic

minorities(inparticularthoselivingintheSouth-Westernregions)werethusportrayed

withinpicturesquelandscapes,wearingcolourfuldresses,andalwaysreadytostartsinging

anddancing.Furthermore,unlikethemoremorally-uprightandpolitically-consciousHan,

minoritieswereshownasengaginginromanticaffairs,thereforeconveyingamoreorless

sublimatederoticismwhichwasunthinkablein・majorityfilms・.

Tounveilthesymbolicstructuresofpowerinherentinthepoliticsofrepresentationof

minorityfilmsofthisperiod,IfinditusefultodrawonEstherYau・ssuggestionforwhich

・nationalminoritiesfilmsinvariablysetupatriangularrelationshipthatconsistedof

non-HanmenandwomenandaHancadrethroughwhichsexualtransgressionwas

negativelycorrelatedwithethnicleadership.・11Inthisinterrelatedsystem,non-Hanmen

(usuallyoppressivelandlordsoranyotherkindofpoliticalreactionaries)arerepresentedin
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termsofmaleaggressivenessthroughwhichtheyabusethenativewomeninsomeform.

Thenativefemalecharacter,inturn,ispresentedinallhervulnerability,untilaHanman

comestorescueher.Thefemalenon-Hancharacterthushasapivotalfunction,asshelinks

theviewers・narrativeandvisualinterestwithpoliticalconsciousness.Moreover,bymeans

ofherideologicalconstructionasaHansupporter,sheallowstheaccomplishmentadouble

goal:ontheonehand,thepromotionofastereotypedmisperceptionofminoritygroupsas

uncivilisedifnotevenprimitivethroughthefigureofthenon-Hanviolentman;ontheother

hand,theendorsementofthecivilisingmissionoftheChinesenation-stateviaminority

women・scompliancewithHansocialism.

Besidestheexoticisedimageofnationalminoritiesasadepttosinginganddancing,their

representationismostsignificantlycomplicatedwhentheycometobedepictedaseagerto

contributetotheconstructionoftheChinesesocialiststate.ExceedingPrasenjitDuara・s

argumentforwhichethnicityconstitutesastablebasisofidentificationwithintheborders

ofthenation-state,minorityfilmslookinsteadforanevenmoredurablebond.12Borrowing

thewordsofChrisBerryandMaryFarquhar,inthesefilms・byplacingtheexploited

membersofminoritynationalitiesinthesamenarrativepositionasliberatedworkers,

peasants,andsoldiers[in・majorityfilms・],classoverridesethnicityasthecommon

characteristicconstitutingthe・people・ofthePeople・sRepublic.・13Hence,inWuduojinhua

(FiveGoldenFlowers,WangJiayi,1959),theminoritiesareshownas・modelworkers・

wholeheartedlyparticipatinginthenation-buildingproject;inNongnu(Serfs,LiJun,1963)

thethemeofclassexploitationandHanlegitimisationisembodiedbytheprotagonist

Jampa,aTibetanserf,whofinallyspeakhisfirstwordsaftermanyyearsofsilenceby

invokingChairmanMaoattheendofitsideologicaleducation;intheclassicsocialist

musicalLiuSanjie(ThirdSisterLiu,SuLi,1960)thenarrativesuggestsaclass-based

identificationbetweentheminorityZhuangpeopleandtheHanaslongasbothgroups

werepreviouslyoppressedbyevillandlordswhilenowtheyarefightingtogetheragainst

thesameclassenemy.14Quiteinterestinglyandperhapsironically,itissignificantthata

filmlikeLiuSanjiewashighlypraisedatthetimeasexpressingadistinctive・nationalstyle・

(minzufengge)or・nationalforms・(minzuxingshi).However,weshouldbearinmindthat,as

ZhangYingjinargues,・goingtothe・alien・and・exotic・minorityregionsdidnotentailan

equaldistributionofpowerinthesymbolicstructure.・Thatis,statingthataspecific

minorityfilmconveysnationalcharacteristic・wasneverarestorationof・minority・cultures

toa・majority・statusbutalwaysalegitimisationofminoritypeoplesaspartofthe

・solidarity・oftheChinesenation.・15

Therefore,wecanarguethatanunquestionablyHan-centredviewpointisdisplayedin

thesefilms,bothatthevisualandtheconceptuallevel.HandirectorscastingHan

performerstoplayminorities・roleandcharactersinvariablyspeakingMandarinareonly
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themostapparentfeatureswhichrevealhowtheChinesenationalminoritiesneverbecame

・afull-fledgedsubjectofknowledge・onscreen.16Constantlyobjectifiedtopayhomageto

thenation-stateandnullifiedintheirdistinctiveculturaltraitsbyasystematicplanof

stereotypisationandhomogenisation,minorityfilmsmakeitclearthatthenationalising

projectwasnotonlyintendedfortheshaoshuminzu.Onthecontrary,itspecifically

addressedthemajorityHanviewerswho,throughthesecinematicrepresentations,learnto

distinguishbetweenprimitivity(minorities)andmodernity(Hansocialism),whilekeeping

onbeinginstructedabouthowtheChinesecommunistsocietyhastobecorrectlybuilt.17

Hence,wecancontendthatminorityfilmsinthePRChaveparticipatedinsomekindof

・internalcolonialism・oreven・internalorientalism・aimingtoestablishtheHancultural

hegemony:ifoneofthemainfunctionsoforientalismistoproducetheWestincontrastto

theOrientalOther,whenitcomesfortheHanmajoritytodefineitself,ittakesthesame

orientalistpositionbymarginalisingandexoticisingtheminorityOther.18

3.Fantasiesofcross-ethnicidentification(1980s)

DuringthetumultuousdecadeoftheCulturalRevolution(1966�76),thefilmproduction

inChinacametoanalmostcompletehalt.Whenitresumedafter1976,Chinesepoliticsand

societywereundergoingaperiodofradicalreformsthatprofoundlyaffectedthecultural

realm.Inthesameyears,new generationsoffilmmakersgaverisetoaseasonof

unprecedentedcinematicrenewal,ofteninthenameofafiercechallengetotheaesthetics

andideologyofsocialistrealism.

Inthe1980s,fewerminorityfilmsreachedtheChinesesilverscreens,andmostofthem

werenotevenclassifiedassuch.19Thishighlightsthefactthatthenewfilmshadverylittle

in common with thepreviousproductsclassified within theminorityfilm genre.

Cinematicallyspeaking,majordifferencescanbepointedoutbothatthevisualandthe

narrativelevel.Ontheonehand,intermsofvisualstyle,minorityfilmsofthe1980salmost

completelyabandonedthestylistictenetsofsocialistrealism anditsblendofSoviet-

importedandclassicalHollywoodtechniques.Bycontrast,newdirectorsexperimentedat

largewithBazin-inspiredrealistfeaturessuchaslongtakes,longshots,synchronoussound

andnaturallight.Ontheotherhand,intermsofnarrative,theideologically-orientedand

neatly-writtenplotsoftheprecedingproductionwerereplacedbyextensivenarrative

ambiguityifnotevennon-narrativesolutions.Itisimportanttonoticeinthisregardthat

charactersrepresentingCommunistPartymembersvirtuallydisappearinminorityfilmsof

the1980s,andinafewsignificantcases,noHancharacteringeneralisrepresentedon

screen.20Accordingly,thesefilmsinterrogatethenational・grandmyths・・revolutionary

wars,ethnicbrotherhood,socialistachievements・perpetuatedinthepreviousgenre

production,destabilisingthehegemonicHancultureinitssubjectposition:itisnolonger
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intendedasaself-stabilisingconstruction,butratherastheproductofintensenegotiations

occurringbetweenconstantlyredefiningnotionsofcentresand margins.Therefore,

drawingonHomiBhabha,ZhangYingjinunderstandsminorityfilm ofthe1980sas

generatinga・minoritydiscourse・whichtakesastrategicpositionofmarginalitytochallenge

thecentralisticdiscourseoftheChinesenation-state.21

AcknowledgingthenewfeaturesofPRCminorityfilmsandparticularlystressingthe

valueoftheirrupturewiththeprecedingcinematicperiod,ChrisBerryarguesthatminority

filmsinthe1980schallengetheethnocentrisminherentinthepreviousproduction.22Butis

thisrupturesoclear-cut?Isethnocentrismreallychallenged?

Althoughstylisticallydisplayedinacompletelydifferentmanner,minorityfilmsinthe

1980sstillshowalargeamountofexoticism.Minoritypeoplearguablydonotsingand

dancethatmuchanymore,buttheinsistenceontheiralienritualsandlifestylesserveto

stresstheirethnicdifference,thereforesettingthemapartfromthemajorityHanaudience.

Whilstinthe1950sand1960sminorityfilmsaimedtopropelanidealofcultural

homogenisation,inthe1980sinstead,freedfromurgentideologicalpressures,theyrather

pointtocreatesomethingthatwecouldname・cinematicdistance・.Thisisparticularly

apparentinTianZhuangzhuang・sfilmsLiechangZhasa(OntheHuntingGround,1985)and

Daomazei(HorseThief,1986).Boththeformer,setinInnerMongolia,andthelatter,setin

Tibet,areworkswhichdepictanencounterwiththeethnicOthersoradicalinvisualand

narrativetermsthatthe(Han)viewercannotbutfeelcompletelyexcludedfromitscontents

andbewilderinglyatloss.Toprovideanexample,Icouldmentiontheintensefeelingof

culturalalienationthatisprovidedbytheextendedopeningsequenceofLiechangZhasa,

whentheviewerpowerlesslystaresatanumberofwildanimalsastheyaresystematically

gunneddowninthesteppewithoutanycommentornarrativedevelopment.Otherwise,

Daomazeifamouslydepictsa・skyburial・,thatisanancientTibetanritualforwhichacorpse

isleftattheopenairanddevouredbyvultures.23

Intheconceptual,visual,andevenphysicalgapthatthe・cinematicdistance・creates

betweentheaudienceandtheminoritiesdepictedonscreen,・fantasiesofcross-ethnic

identification・takeplace.24Thiscomplicatestherelationshipoccurringbetweenthetwo

poles,totheextentthatonecouldalmostcontendthatminorityfilmsinthe1980sbreakwith

earlierrepresentationsofethnicminoritiesjusttosimultaneouslyreconstitutethem.Onthe

onehand,thesefilmsadmittedlyconveythefilmmaker・spersonalfascinationwiththe

minoritycultureswithoutthespecificwilltotruthfullyrepresenttheactuallifeconditions

oftheseminorities(anddespitethedocumentarytechniquesthatarelargelyadoptedin

theseworks).25Ontheotherhand,theyworkonasymbolicleveltoaddressthefateofthe

wholeChinesenation,thereforeusingaminoritysetasanalienatedmetaphorfornational

issuespertainingtothemajority.26Forinstance,asdirectorTianZhuangzhuangdiscussed
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inseveralinterviews,hisfilmswereprofoundlyinspiredbytheexperienceoftheCultural

Revolution.Accordingly,theyshouldbeunderstoodasallegoricalconstructionshighlight-

ing the・tensionsbetween individualvictimization and group survival・,atypical

mechanismoftheera.Likewise,wecannoticethattheprotagonistsofbothhisfilmsare

individualsostracisedbytheirrespectiveclansafterthetransgressionofthe(majority)

group・srules.Inthislight,therulesofthe・huntingground・metaphoricallyparallelsthe

Maoistdoctrineaimingtosocialconformity.27

Asstatedabove,ChrisBerryseesminorityfilmsofthe1980saschallengingthe

ethnocentrismofthepreviousgenreproduction.Bycontrast,Iunderstandthesefilmsas

stilldeeplyanchoredinafundamentallyethnocentric,Han-centredviewpoint,intheform

of・westagethem totalkaboutourselves・.Thisbecomesapparentwhenwerealisethat

minoritiesinmostcaseskeeponspeaking(orbeingdubbed)inMandarin,whiletheirnative

languageisexclusively・reservedforsinging,greetingandcursing・.28Furthermore,the

ethnocentricdiscoursebecomesevenalarminginacasesuchasQingchunji(Sacrificed

Youth,ZhangNuanxin,1985),thestoryofHangirlwhorecoversherlostselfwhileliving

inaDaiminorityarea.Asforthisfilm,itisnotsomuchtheabundantrecourseto

exoticisationanderoticisationthatIwouldliketoaddress,butratheritsnarrative

viewpoint.ThestoryispresentedasthememoriesoftheHanprotagonistwhorecallsher

experienceafterthatalandslidehascompletelywipedouttheDaivillage.Beingtheonly

survival,theHangirlisalsotheonlysubjectwhoisabletotellthestory,butifthe

minoritiescanexclusivelylivethroughthewordsofthemajority,aself-evidentimbalance

inthesymbolicstructureofpoweristhereforedisplayed.29

4.Self-destructinginabilities(2000s)

Thefirstdecadeofthetwenty-firstcenturycanbedeemedasanothersignificantperiod

forminorityfilm inChinesecinema.Inthisspanoftime,therepresentationofethnic

minoritiesonscreenreachesanewform,totheextentthatwecansaythattheirimageis

moretruetolife,asitisfarfromboththeideologicalfakerytypicalofsocialistrealistfilms

andtheallegoricalconstructionoftheworksfromthe1980s.Whatweseeonscreennoware

realminoritiesshowninrealsocio-economiccontexts,inparticularthoseaffectedbythe

relentlessprocessofglobalisationaffectingcontemporaryChina.

However,despitethislinkwitharecognisableeverydayreality,Icontendthatifwekeep

onfocusingontheactualrepresentationoftheminoritypeople,theimbalanceofsymbolic

powerbetweentheHanandtheminoritiesisstillwidelyostensible.Theminoritysubjects

nolongersinganddancenow,theyallpossesstelevisionsanddrivetheircars,buttheyare

ultimatelydepictedasunabletodealwiththeadventofthismodernity.Thisinability,this

historicalinadequacyunmistakablyleadsthemtoapotentialself-destructionwhichsignals
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thenecessityofHaninterventiontobeavoided.Understandingthepoliticsofrepresenta-

tioninsuchalight,whatremainunchallengedandunchangedisstillanethnocentrismthat

assertsHansuperiorityandstereotypesminoritiesinturnbyperpetuatingmisconceptions

abouttheirsupposedprimitiveness.

AnexamplefortheabovementionedconcernsisLiuJie・sMabeishangdefating(Court-

houseontheHorseback,2006).ThenarrationtakesplaceinNorth-WesternYunnan,anarea

inwhichtendifferentethnicminoritiessharethesameterritory.Ajudgeandhistwo

colleaguestravelaroundthemountainstosolvelocaljudicialcases.Theoriginalityofthe

filmliesinthepresentationoftheinter-ethnicrelationshipasoccurringnotonlybetweenthe

Hanmajorityandonenationalminority,butitisprimarilytheinteractionbetweenseveral

minoritygroupsthatistakenintoaccount.Focusingontheserelationships,thefilm

contendsthattheharmoniccoexistencebetweenthedifferentnationalminoritiesis

impossibleandtheirincessantfightscansupposedlybepacifiedonlybymeansofHan

intercession.Therefore,afterthebreakofthe1980s,thisishowtheChinesestatepowerfully

returnsonscreenand,almostreconfiguringasocialistrealisttopos,itissignificantly

embodiedinthefigureofafemalecharacter:thejudgeassistant.Sheisnotablyanon-Han

womanwhoiseducatedinHanmodernlawandthismiddle-statusallowshertobethe

onlycharacterinthefilmwhoisreallyabletomediatebetweenthelawofthecentralstate・

whichisdepictedasabstract,repressive,andstillunawareofthedifferentsoulscomposing

theCountry・and thetraditionalrulesoftheminorities・archaic,outdated,almost

senseless.Therefore,ifonthesurfacewecannoticeasuperficialcritiqueofthemonolithic

rationalityoftheHannation-state,whenitcomestotherepresentationoftheminorities,the

filmshowsthemastotallyirrational,self-destructive,almostanimal-likewhentheyfiercely

fightagainsteachotherforcasesthatthejudgedoesnotevenwanttosolvebymeansofthe

law,butonlyusinghiscommonsense,asheimplicitlydeemsthemastotallytrivial.The

factthattheonlyrationalcomponentoftheseminoritiesispersonifiedbythejudgeassistant

・awomaneducatedinHanculture・impliesaconceptionforwhichtheHancentralstate

isstilltheonlyorganismabletomaintaintheorderandtoavoidthemutualdestructionof

theminoritypeoples.Byequatingtheminorities・othernesswithamarkeddisplayof

primitiveness,thisfilm stressesethnicdifferenceanddoesnotattemptcross-ethnic

identificationorhomogenisationasinthepreviouspracticesofthegenre.Ethnocentrism

hereisexpressedbymeansoftheideathattheHanmajorityanditscivilisationaresuperior

totheirrationalthoughtandlifestylesoftheminorities,andthereforetheyshouldbe

righteouslyseenasthelegitimateleaderswhoguidethenationthroughthemultiple

challengesofthecontemporaryera.

Regardingtheminorities・supposedinabilitytoprotectthemselvesandtosurvivewithout

Hanintervention,anotherexampleisrepresentedbyLuChuan・sKekexili(Kekexili:
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MountainPatrol,2004).ThenarrativeissetinTibet,wherethepreciousTibetanantelopeis

seriouslyendangeredbytheillegalactivitiesofagroupofevilpoachers,whiletheTibetan

mountainpatrolsfightasmuchastheycantosavethesituation.Itisinterestingtonotice

thatthepoachersareidentifiedasMuslims・anotherminoritygroupwithintheChinese

state・thereforeasinMabeishangdefatingtheviolentactionsspecificallyoccurbetween

minoritiesandHaninterventionisaccordinglyrequiredtoavoidmutualdestruction.30In

theendthecaseissolvedonlybyajournalistfromBeijing・onceagain,Tibetanoforigins,

buteducatedinthecapital・whogoesbacktothecitytoreportthenewsand,byraisingthe

nation・sconsciences,finallymanagetostopthepoachersandtosavetheantelope.

Therefore,iftheantelope(symbolicallyrepresentingTibetandTibetans)canonlybesaved

bytheTibetan-turned-Hanjournalist(embodyingthecentralstate),thisagainreinforcesthe

perceptionthattheHanarefarmoresuperiorandthereforedeservingoftheirsubjugation.

Concludingremarks

ThroughananalysisofthehistoricaldevelopmentoftheminorityfilmgenreinthePRC,I

haveattemptedtoshownhow itworkedvisuallyaswellasconceptually.Itaimedto

achievethenationalisingprojectofculturalhomogenisationinthe1950sand1960s;itwas

instrumentaltoaculturalself-critiquethroughtheadoptionofalienatingcross-ethnic

strategiesinthe1980s;itemphasisestheminorities・supposedinabilitytosurvivewithout

Haninterventionandre-affirmsthecentralityofthemajorityinthelatestproduction.

Despitethedifferentstylisticandnarrativecharacteristicsthatminorityfilmshaveshown

inallthesehistoricalandcinematictimeframes,whatremainsunchallengedisamarked

ethnocentrism,thatwecouldidentifyasthemajor(ifnottheonly)constantofthisspecific

genre.
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ChineseFilms,・27�29andReinventingChina,106�21;Zhang,・From・MinorityFilm・to・Minority

Discourse・,・81;BerryandFarquhar,ChinaonScreen,184�87;Xia,・TheDebateover・HorseThief・・;

Gladney,・TianZhuangzhuang,theFifthGeneration,andMinoritiesFilm inChina・;Berry,

・・Race・,・51�52.

24 ThetermistakenfromBerryandFarquhar,ChinaonScreen,170.

25 Xia,・TheDebateover・HorseThief・,・40,44.

26 Gladney,・TianZhuangzhuang,theFifthGeneration,andMinoritiesFilminChina,・167,169.

27 Ibid.,172.SeealsoClark,ReinventingChina,108,112;Sklar,・PeopleandPolitics,Simpleand

Direct,・36.

28 Gladney,・TianZhuangzhuang,theFifthGeneration,andMinoritiesFilminChina,・170.

29 FordiscussionsonQingchunji,seeShaffer,・HappyDancingNatives,・16�21;Zhang,・From

・MinorityFilm・to・MinorityDiscourse・,・81�82;BerryandFarquhar,ChinaonScreen,187�88;

Berry,・・Race・,・52;Yau,・IsChinatheEndofHermeneutics?・285�91.

30 The・evilMuslims・arepresentedalsoinTianZhuanzhuang・sDaomazeiintheguiseofunfair

merchants.Hence,itissignificanttonoticehowitwouldbepossibletosketcha・scaleofvalues・

ofthedifferentChineseminoritiesasapparentlytheydonotoccupythesamepositioninthe

system ofrepresentationofminorityfilm.SeeGladney,・TianZhuangzhuang,theFifth

Generation,andMinoritiesFilminChina,・171.
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